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Abstract: The development of calligraphy proceeded in parallel with the expansion and dissemination of Islam.
As a consequence, the art of calligraphy was chiefly devoted to the transcription of religious texts, most notably
verses of the Qur’an and Prophetic traditions (hadith). Beyond religious texts, however, calligraphers also
engaged a wide range of literary forms, including aphorisms, poems, folk quatrains (méani), proverbs, and
rhymed sayings. Their inclusion reflected the understanding that calligraphy need not be confined to religious
content alone, but could equally embody the words, ideas, and values that permeated everyday life. Composers,
poets, and painters have likewise produced works that give voice to human emotion. Among the notable
examples are Fausto Zonaro's paintings depicting Mehmed the Conqueror’s entry into Istanbul and the conquest
of the city, as well as a couplet by Namik Kemal that conveys a profound sense of social concern: “It is the
sorrow of society; by God, my own troubles do not come to mind.” In addition to conveying values through
artistic expression, calligraphers also produced texts articulating emotional responses to events such as wars,
earthquakes, and epidemics. Through these texts they held a mirror not only to their own emotional and
intellectual worlds but also to the states of mind of their audience.

The inscriptions produced by calligraphers such as Necmeddin Okyay, ismail Hakk1 Altunbezer, and Hamid
Avytag indicate a deliberate effort to communicate ethical and spiritual teachings. This is evident in their use of
expressions frequently encountered in everyday life, including “Be tolerant,” “This too shall pass, O Ha,”
“Neither the moment nor the sorrow is everlasting,” and “God suffices; all else is but desire.” The production
of these works was shaped by both social and individual circumstances. Through its close integration with daily
life, calligraphy came to serve as a medium for counselling its audience toward patience and forbearance. This
demonstrates that calligraphy is not limited to the materials of pen, paper, and ink, but constitutes an art form
that conveys profound messages, addresses the viewer, and offers interpretive guidance. The present study
aims to examine the thematic content and compositional experiments that reflect the influence of contemporary
social structures upon the art of calligraphy.
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Oz: Hat sanatinin gelismesi, Islam dininin genislemesi ve yayilmasiyla paralellik arz etmektedir. Dolayisiyla
hat sanatinin temel konusunu dini metinler olusturmustur. Bunlarin basinda ayet ve hadis-i serifler gelmektedir.
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776 Stimeyra Dursun

Dini metinlerin disinda cesitli veciz sozler, siirler, maniler, atasozleri ve tekerleme gibi metinleri de
islemislerdir. Hattatlar, hat sanatinin dini metinlerle smirli kalmayip, hayatin icerisindeki s6z ve diigiincelerin
de yansimast olmasi maksadiyla bu ibareleri kullanmiglardir. Bestekarlar, sairler ve ressamlarda bir duyguya
terciiman olma diisiincesiyle eserler vermistir. Fausto Zonaro’nun Fatih Sultan Mehmed’in istanbul’a girisini
ve Istanbul’un alinigim resmettigi eserleri ile Namik Kemal’in sikayet hissi uyandiran “toplumun hiizniidiir,
billahi kendi derdim aklima gelmez” diyerek toplumsal dertlere yoneldigini anlatan beyti bu 6rneklerden
biridir.

Sectigi metinlerde sanat yoluyla degerlerin aktarilmasinin yani sira savas, deprem, salgin hastaliklar gibi
olaylarin sonucundan yola ¢ikarak duygularini ifade ettikleri metinler de bulunmaktadir. Yazdiklari ibarelerle
hem kendi duygu ve diisiince diinyasina hem de muhatabinin ruh haline ayna tutmusglardir.

Necmeddin Okyay, ismail Hakki Altunbezer, Hamid Aytag gibi hattatlarin yazdiklar1 “Hos gér”, “Bu da geger
ya hli”, “ne dem baki, ne gam baki”, “Allah bes baki heves” gibi giindelik hayatin i¢inde de siklikla kullanilan
ibarelerin insanlara mesaj vermek amaciyla yazildigi anlasilmaktadir. Bu eserlerin olusumunda toplumsal ve
bireysel olaylarin etkisi olmustur. Hat sanatinin giindelik yasamla biitiinlesmesi sebebiyle muhatabina sabirlt
ve hoggoriilii olmay1 ogiitlemek amacini da tasimaktadir. Bu sanatin kalem, kagit ve miirekkepten ibaret
olmadigini, igerdigi manalar sebebiyle muhatabina derin mesajlar veren, izleyiciyle konusan ve yol gdsteren
bir sanat oldugunun da gostergesidir. Bu ¢alisma, giiniimiiziin toplumsal yapisinin hat sanatina yansimasini

igeren muhteva ve istif denemelerini ele almay1 amaglamaktadir.

Anahtar Kelimeler: Hat Sanati, Hattat, Teselli Levhalari, Sanat Psikolojisi
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Structured Abstract:

Within the scholarly literature, the art of calligraphy is defined as “a spiritual geometry produced
through corporeal instruments". Building upon this understanding, the meaning conceived in the mind requires
a material medium, namely, paper, ink, letters, and words, to attain tangible expression. Through letters,
emotions and ideas articulate meanings that emerge within the realms of imagination, perception, and
cognition. There exists a continuous reciprocal relationship between the artist and the socio-cultural
environment in which they are nurtured. Just as the artist is influenced by his surroundings, so too are his
surroundings subject to his influence.

The artist’s inner world is reflected in the script. The calligrapher’s state of mind, afflictions,
emotional struggles, and spiritual maturity become manifest in the script. The qualities that inspire admiration
in the script, such as its softness, firmness, ease, precision, grandeur, and dignity, are reflections of the artist’s
own character and inner disposition. Consequently, calligraphy derives its aesthetic significance from the inner
state of the artist. The psychological condition of the calligrapher affects both the material form of the script
and its spiritual harmony.

The artist is inevitably shaped by the society in which they are nurtured. For this reason, their work
serves as a mirror of the national and humanistic values, emotions, and modes of thought that characterise the
cultural environment in which they were formed. The calligraphic works of Seyh Hamdullah are therefore not
merely the expression of his individual genius but also manifestations of the collective consciousness of his
society and of a civilisation that sought perfection in every sphere of life.

Calligraphy is an art that invites not only reading but also contemplation. Human beings inhabit a
world perceived through the senses, yet they also come to recognise, through the heart and spirit, the existence
of unseen realms beyond sensory perception. Employing the materials of the visible world, calligraphy uses
letters to open symbolic windows onto these invisible dimensions. Its experiences of building bridges toward
the world of imagination appear and vanish within its compositions. The visual form of calligraphy and the
meanings conveyed by the script complete one another. In Islamic aesthetics, calligraphy is understood as far
more than the act of writing alone.

Artists have consistently incorporated the major historical events of their own eras into their works,
addressing themes such as war, earthquakes, and pandemics. One such artist is Avni Lifij. A member of the
alleged 1914 generation of painters, Lifij travelled to Europe to study painting but was compelled to return to
the Ottoman Empire following the outbreak of the First World War. In the years that followed, he produced a
series of portraits that monumentalised victory. Focusing predominantly on Mustafa Kemal, these portraits
documented the evolution of his public image from one of several prominent generals to the founding father of
the Turkish nation.

During the First World War, the Ottoman government encouraged artists to produce works in the
service of art and propaganda. Many of the painters who had been sent abroad to receive formal artistic training,
including Feyhaman Duran, ibrahim Calli, and Adil Sami Yetik, were compelled to return home following the
outbreak of the war. Although they had no prior experience in producing works of this nature, the state provided
the necessary facilities, materials, and institutional support to enable them to create artworks in support of the
national cause.

While some calligraphers, shaped by the Sufi tradition, devoted their pens exclusively to transcribing
the Word of God, others turned to writing consolatory expressions used in everyday life, such as 'takma kafana'
(Don’t take it to heart) and 'bu da geger ya H{' (This too shall pass, O Hu).

Just as people find serenity through the modes (makams) of music, calligraphers likewise sought to
console their viewers by inscribing affirmative expressions and arranging them into compositions. In these
compositions, they also paid careful attention to the harmony between form and meaning through their choice
of script. For instance, the ta'liq script, by virtue of its character and relative simplicity, conveys a sense of
tranquillity, whereas the more forceful character of thuluth makes it particularly suitable for inscriptions of an
admonitory or emphatic nature.
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Alongside classical texts, expressions from everyday speech have also become the subject of
calligraphic panels. The contemporary calligrapher Savas Cevik interprets such works as a form of orientation
shaped by the pressures generated by urban life.

Artists reflect events such as pandemics, war, and migration through their works, both in the creation
of the work and in the selection of its textual content. Beyond this, the themes established by international
events such as biennials, which shape artistic practice, influence not only the texts artists choose but also the
techniques through which they communicate their works to the public.

Contemporary calligraphers have likewise incorporated social issues into their artistic practice. One
such example is Mustafa Cemil Efe’s work titled Refugee (Miilteci), in which he combines painting and
calligraphy. Inspired by the hardships resulting from forced migration, the work reflects the artist’s emotional
response to the refugee crisis.

The adverse effects of the 1928 Alphabet Reform on calligraphy and the livelihoods of calligraphers
led Halim Ozyazic1 to seek an alternative means of sustenance. He purchased a plot of land with a two-storey
vineyard house in Zeytinburnu’s Tepebag district and began growing grapes. After this date, Halim Efendi
used a distinctive signature beneath his works that conveyed his emotional state, signing as Sabikan hattat,
halen bagban Mustafa Halim (formerly a calligrapher, currently a vineyard keeper, Mustafa Halim).

A further example of these spontaneously conceived expressions, created in an instant, is the
inscription Bogver ya Hii (Never mind, O H{) (Fig. 2), executed by the calligrapher Savas Cevik in jali ta’liq
script in his workshop as the product of a conversation. Much like the saying that “a cup of coffee is
remembered for forty years", this work likewise serves as a lasting reminder, recalling that shared moment
each time it is viewed. Similarly, at the conclusion of another conversation, the artist, almost assuming the role
of a psychologist, wrote the phrase “kaygilanma” (do not worry) on a napkin. Here, the proverb “words fly
away, writing remains” acquires tangible form, as the written message serves both as a consoling gift and as a
lasting reminder of that encounter each time it is viewed (Fig. 3).

The inscription 'takma kafana' (don’t take it to heart) shown in Figure 4 is composed in a mirrored
(miisenna) arrangement to suggest multiplicity. Emerging from the solitude of an individual or the emotional
state of someone weighed down by sadness, it embodies the wish to offer consolation through the reassurance
that one is not alone. The celebrated couplet of Yavuz Sultan Selim, “Grieve not over your sorrow, nor take
pride in your moment; neither the moment nor the sorrow endures,” has likewise been written by numerous
calligraphers (Fig. 1).

Keywords: Islamic calligraphy, calligrapher, psychology of art, consolation panels.
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Résumé Structuré:

Dans la littérature savante, 1’art de la calligraphie est défini comme « une géométrie spirituelle
produite a ’aide d’instruments corporels ». Partant de cette conception, le sens congu dans 1’esprit nécessite
un support matériel — a savoir le papier, I’encre, les lettres et les mots — pour trouver une expression tangible.
A travers les lettres, les émotions et les idées articulent des significations qui émergent dans les domaines de
I’imagination, de la perception et de la cognition. Il existe une relation réciproque et continue entre 1’artiste et
I’environnement socioculturel dans lequel il évolue. Tout comme I’artiste est influencé par son environnement,
celui-ci est également soumis a son influence.

Le monde intérieur de I’artiste se refléte dans 1’écriture. L’état d’esprit du calligraphe, ses tourments,
ses luttes émotionnelles et sa maturité spirituelle se manifestent dans 1’écriture. Les qualités qui suscitent
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780 Stimeyra Dursun

I’admiration dans 1’écriture, telles que sa douceur, sa fermeté, son aisance, sa précision, sa grandeur et sa
dignité, sont le reflet du caractére et de la disposition intérieure de 1’artiste. Par conséquent, la calligraphie tire
sa signification esthétique de 1’état intérieur de I’artiste. L’état psychologique du calligraphe affecte a la fois la
forme matérielle de 1’écriture et son harmonie spirituelle.

L’artiste est inévitablement fagonné par la société dans laquelle il a grandi. C’est pourquoi son ccuvre
sert de miroir aux valeurs nationales et humanistes, aux émotions et aux modes de pensée qui caractérisent
I’environnement culturel dans lequel il s’est formé. Les ceuvres calligraphiques de Seyh Hamdullah ne sont
donc pas seulement I’expression de son génie individuel, mais aussi les manifestations de la conscience
collective de sa société et d’une civilisation qui recherchait la perfection dans tous les domaines de la vie.

La calligraphie est un art qui invite non seulement a la lecture, mais aussi a la contemplation. Les étres
humains habitent un monde pergu par les sens, mais ils en viennent également a reconnaitre, par le cceur et
I’esprit, I’existence de royaumes invisibles au-dela de la perception sensorielle. En se servant des matériaux du
monde visible, la calligraphie utilise les lettres pour ouvrir des fenétres symboliques sur ces dimensions
invisibles. Ses tentatives de jeter des ponts vers le monde de I’imaginaire apparaissent et disparaissent au sein
de ses compositions. La forme visuelle de la calligraphie et les significations véhiculées par 1’écriture se
complétent mutuellement. Dans 1’esthétique islamique, la calligraphie est considérée comme bien plus qu’un
simple acte d’écriture.

Les artistes ont toujours intégré les grands événements historiques de leur époque dans leurs ceuvres,
abordant des thémes tels que la guerre, les tremblements de terre et les pandémies. Avni Lifij est I’'un de ces
artistes. Membre de la génération dite des peintres de 1914, Lifij s’était rendu en Europe pour étudier la
peinture, mais fut contraint de retourner dans I’Empire ottoman apreés le déclenchement de la Premiére Guerre
mondiale. Dans les années qui suivirent, il réalisa une série de portraits qui immortalisaient la victoire. Axés
principalement sur Mustafa Kemal, ces portraits ont retracé 1’évolution de son image publique, passant de celle
d’un général parmi d’autres a celle de pére fondateur de la nation turque.

Pendant la Premi¢re Guerre mondiale, le gouvernement ottoman a encouragé les artistes a produire
des ceuvres au service de I’art et de la propagande. De nombreux peintres qui avaient été envoyés a 1’étranger
pour suivre une formation artistique officielle, notamment Feyhaman Duran, ibrahim Calli et Adil Sami Yetik,
furent contraints de rentrer chez eux aprés le déclenchement de la guerre. Bien qu’ils n’aient eu aucune
expérience préalable dans la réalisation d’ceuvres de cette nature, 1’Etat leur fournit les installations, les
matériaux et le soutien institutionnel nécessaires pour leur permettre de créer des ceuvres d’art en faveur de la
cause nationale.

Alors que certains calligraphes, imprégnés de la tradition soufie, consacraient exclusivement leur
plume a la transcription de la Parole de Dieu, d’autres se tournaient vers 1’écriture d’expressions réconfortantes
utilisées dans la vie quotidienne, telles que « takma kafana » (Ne le prends pas a cceur) et « bu da gecer ya Ha
» (Cela aussi passera, 6 Hu).

Tout comme les gens trouvent la sérénité a travers les modes (makams) de la musique, les calligraphes
cherchaient eux aussi a consoler leurs spectateurs en inscrivant des expressions positives et en les agencant en
compositions. Dans ces compositions, ils accordaient également une attention particuliére a I’harmonie entre
la forme et le sens a travers leur choix de police. Par exemple, I’écriture ta’lig, de par son caractére et sa relative
simplicité, transmet un sentiment de tranquillité, tandis que le caractére plus énergique du thuluth la rend
particuliérement adaptée aux inscriptions a caractére exhortatif ou emphatique.

Outre les textes classiques, des expressions issues du langage courant sont également devenues le sujet
de panneaux calligraphiques. Le calligraphe contemporain Savas Cevik interpréte ces ceuvres comme une
forme d’orientation fagonnée par les pressions générées par la vie urbaine.

Les artistes refletent des événements tels que les pandémies, la guerre et les migrations a travers leurs
ceuvres, tant dans la création de celles-ci que dans le choix de leur contenu textuel. Au-dela de cela, les thémes
définis par des événements internationaux tels que les biennales, qui fagonnent la pratique artistique,
influencent non seulement les textes choisis par les artistes, mais aussi les techniques par lesquelles ils
communiquent leurs ceuvres au public.
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Les calligraphes contemporains ont également intégré les questions sociales dans leur pratique
artistique. L’ceuvre de Mustafa Cemil Efe intitulée « Réfugi¢ » (Miilteci), dans laquelle il allie peinture et
calligraphie, en est un exemple. Inspirée par les épreuves liées a la migration forcée, cette ceuvre reflete la
réaction émotionnelle de I’artiste face a la crise des réfugiés.

Les répercussions négatives de la réforme de 1’alphabet de 1928 sur la calligraphie et les moyens de
subsistance des calligraphes ont conduit Halim Ozyazic1 a rechercher un autre moyen de subsistance. Il a acheté
un terrain avec une maison viticole a deux étages dans le quartier de Tepebag, a Zeytinburnu, et s’est lancé
dans la culture du raisin. A partir de cette date, Halim Efendi a apposé sous ses ceuvres une signature distinctive
qui traduisait son état d’esprit, en signant « S&bikan hattat, halen bagban Mustafa Halim » (anciennement
calligraphe, actuellement viticulteur, Mustafa Halim).

Un autre exemple de ces expressions spontanées, créées en un instant, est I’inscription « Bosver ya
Ha » (Peu importe, 6 HG) (Fig. 2), réalisée par le calligraphe Savas Cevik en écriture jali ta’liq dans son atelier,
a la suite d’une conversation. Tout comme le dit le proverbe selon lequel « on se souvient d’une tasse de café
pendant quarante ans », cette ceuvre sert elle aussi de souvenir durable, rappelant ce moment partagé a chaque
fois qu’on la contemple. De méme, a I’issue d’une autre conversation, I’artiste, endossant presque le role d’un
psychologue, a écrit la phrase « kaygilanma » (ne t’inquiéte pas) sur une serviette en papier. Ici, le proverbe «
les mots s’envolent, 1’écriture demeure » prend une forme tangible, car le message écrit sert a la fois de cadeau
réconfortant et de souvenir durable de cette rencontre chaque fois qu’on le contemple (Fig. 3).

L’inscription « takma kafana » (ne le prends pas a cceur) présentée a la figure 4 est composée selon
une disposition en miroir (miisenna) pour suggérer la multiplicité. Issu de la solitude d’un individu ou de 1’état
émotionnel d’une personne accablée par la tristesse, il incarne le souhait d’offrir une consolation en rassurant
sur le fait que I’on n’est pas seul. Le célébre distique de Yavuz Sultan Selim, « Ne te lamente pas sur ton
chagrin, ni ne tire fierté de ton moment de joie ; ni le moment ni le chagrin ne durent », a également ét¢ écrit
par de nombreux calligraphes (fig. 1).

Mots-clés : calligraphie islamique, calligraphe, psychologie de 1’art, panneaux de consolation.

Resumen Estructurado:

En la literatura académica, el arte de la caligrafia se define como «una geometria espiritual producida
a través de instrumentos corporalesy». Partiendo de esta concepcion, el significado concebido en la mente
requiere un medio material —a saber, papel, tinta, letras y palabras— para alcanzar una expresion tangible. A
través de las letras, las emociones y las ideas articulan significados que surgen en los ambitos de la imaginacion,
la percepcion y la cognicion. Existe una relacion reciproca y continua entre el artista y el entorno sociocultural
en el que se forma. Del mismo modo que el artista se ve influido por su entorno, también este se ve influido
por él.

El mundo interior del artista se refleja en la escritura. El estado de animo del caligrafo, sus aflicciones,
sus conflictos emocionales y su madurez espiritual se manifiestan en la escritura. Las cualidades que despiertan
admiracion en la escritura, como su suavidad, firmeza, fluidez, precision, grandeza y dignidad, son reflejos del
propio caracter y la disposicion interior del artista. En consecuencia, la caligrafia deriva su significado estético
del estado interior del artista. La condicién psicologica del caligrafo afecta tanto a la forma material de la
escritura como a su armonia espiritual.

El artista esta inevitablemente moldeado por la sociedad en la que se ha formado. Por esta razon, su
obra sirve de espejo de los valores nacionales y humanisticos, las emociones y los modos de pensamiento que
caracterizan el entorno cultural en el que se formd. Las obras caligraficas de Seyh Hamdullah no son, por lo
tanto, meramente la expresion de su genio individual, sino también manifestaciones de la conciencia colectiva
de su sociedad y de una civilizacion que buscaba la perfeccion en todas las esferas de la vida.

La caligrafia es un arte que invita no solo a la lectura, sino también a la contemplacion. Los seres
humanos habitan un mundo percibido a través de los sentidos, pero también llegan a reconocer, a través del
corazon y el espiritu, la existencia de reinos invisibles mas alla de la percepcion sensorial. Utilizando los
materiales del mundo visible, la caligrafia emplea las letras para abrir ventanas simbolicas hacia estas
dimensiones invisibles. Sus intentos de tender puentes hacia el mundo de la imaginacion aparecen y
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desaparecen en el seno de sus composiciones. La forma visual de la caligrafia y los significados que transmite
la escritura se complementan mutuamente. En la estética isldmica, la caligrafia se entiende como algo mucho
mas amplio que el mero acto de escribir.

Los artistas han incorporado sistematicamente los principales acontecimientos histdricos de sus
propias épocas a sus obras, abordando temas como la guerra, los terremotos y las pandemias. Uno de estos
artistas es Avni Lifij. Miembro de la denominada «generacion de pintores de 1914», Lifij viajo a Europa para
estudiar pintura, pero se vio obligado a regresar al Imperio Otomano tras el estallido de la Primera Guerra
Mundial. En los afios siguientes, realizd una serie de retratos que inmortalizaban la victoria. Centrados
principalmente en Mustafa Kemal, estos retratos documentaron la evolucién de su imagen publica, desde uno
de los muchos generales destacados hasta el padre fundador de la nacién turca.

Durante la Primera Guerra Mundial, el Gobierno otomano anim6 a los artistas a producir obras al
servicio del arte y la propaganda. Muchos de los pintores que habian sido enviados al extranjero para recibir
formacion artistica reglada, entre ellos Feyhaman Duran, ibrahim Call1 y Adil Sami Yetik, se vieron obligados
aregresar a casa tras el estallido de la guerra. Aunque carecian de experiencia previa en la realizaciéon de obras
de esta indole, el Estado les proporcion¢ las instalaciones, los materiales y el apoyo institucional necesarios
para que pudieran crear obras de arte en apoyo de la causa nacional.

Mientras que algunos caligrafos, formados en la tradicion sufi, dedicaban sus plumas exclusivamente
a transcribir la Palabra de Dios, otros se decantaron por escribir expresiones consoladoras utilizadas en la vida
cotidiana, como «takma kafana» (No te lo tomes a pecho) y «bu da geger ya Hi» (Esto también pasara, oh Hu).

Al igual que la gente encuentra serenidad a través de los modos (makams) de la musica, los caligrafos
buscaban también consolar a sus espectadores inscribiendo expresiones afirmativas y organizandolas en
composiciones. En estas composiciones, prestaban asimismo especial atencion a la armonia entre la forma y el
significado a través de su eleccion de la escritura. Por ejemplo, la escritura ta’liq, en virtud de su caracter y
relativa simplicidad, transmite una sensacion de tranquilidad, mientras que el caracter mas enérgico del thuluth
la hace especialmente adecuada para inscripciones de caracter admonitorio o enfatico.

Junto a los textos clasicos, las expresiones del lenguaje cotidiano también se han convertido en tema
de los paneles caligraficos. El caligrafo contemporaneo Savas Cevik interpreta estas obras como una forma de
orientacion moldeada por las presiones generadas por la vida urbana.

Los artistas reflejan acontecimientos como las pandemias, la guerra y la migracion a través de sus
obras, tanto en la creaciéon de la misma como en la seleccion de su contenido textual. Mas alla de esto, los
temas marcados por eventos internacionales como las bienales, que dan forma a la practica artistica, influyen
no solo en los textos que eligen los artistas, sino también en las técnicas mediante las cuales comunican sus
obras al publico.

Los caligrafos contemporaneos también han incorporado cuestiones sociales a su practica artistica.
Un ejemplo de ello es la obra de Mustafa Cemil Efe titulada «Refugiado» (Miilteci), en la que combina la
pintura y la caligrafia. Inspirada en las penurias derivadas de la migracion forzosa, la obra refleja la respuesta
emocional del artista ante la crisis de los refugiados.

Los efectos adversos de la reforma del alfabeto de 1928 sobre la caligrafia y los medios de vida de los
caligrafos llevaron a Halim Ozyazic1 a buscar una forma alternativa de ganarse la vida. Adquirié una parcela
de tierra con una casa de dos plantas en un vifiedo, situada en el barrio de Tepebag, en Zeytinburnu, y comenzé
a cultivar uvas. A partir de entonces, Halim Efendi utiliz6 una firma distintiva al pie de sus obras que transmitia
su estado emocional, firmando como «S&bikan hattat, hdlen bagban Mustafa Halim» (antes caligrafo,
actualmente viticultor, Mustafa Halim).

Otro ejemplo de estas expresiones concebidas de forma espontanea, creadas en un instante, es la
inscripcion «Bogver ya Hi» (No importa, oh Hit) (Fig. 2), realizada por el caligrafo Savas Cevik en escritura
jali ta’liq en su taller como resultado de una conversacion. Al igual que reza el dicho de que «una taza de café
se recuerda durante cuarenta anos», esta obra sirve igualmente como un recuerdo duradero, evocando ese
momento compartido cada vez que se contempla. Del mismo modo, al término de otra conversacion, el artista,
casi asumiendo el papel de un psicdlogo, escribio la frase «kaygilanma» (no te preocupes) en una servilleta.
Aqui, el proverbio «las palabras se esfuman, la escritura permanece» adquiere una forma tangible, ya que el
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mensaje escrito sirve tanto de regalo consolador como de recuerdo duradero de ese encuentro cada vez que se
contempla (Fig. 3).

La inscripcion «takma kafana» (no te lo tomes a pecho) que se muestra en la figura 4 estd compuesta
en una disposicion especular (miisenna) para sugerir multiplicidad. Surgida de la soledad de un individuo o del
estado emocional de alguien abrumado por la tristeza, encarna el deseo de ofrecer consuelo a través de la
seguridad de que uno no esta solo. El célebre pareado de Yavuz Sultan Selim, «No te aflijas por tu pena, ni te
enorgullezcas de tu momento; ni el momento ni la pena perdurany», ha sido igualmente escrito por numerosos
caligrafos (Fig. 1).

Palabras clave: caligrafia islamica, caligrafo, psicologia del arte, paneles de consuelo.
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CrpykrypupoBanHoe Pe3iome:

B HayuHO# nmTepaType HCKYCCTBO Kamurpaguu ompenenseTcs Kak «IyXOBHAs TeOMETpHs,
co3llaBaemasi C IMOMOIIbI0 MaTepUaIbHbIX MHCTPYMEHTOB». Mcxonsd W3 3TOro NOHUMAaHUSA, CMBICIH,
3apOIMBIIUIACS B COZHAHUH, HYKJIA€TCS B MaTEPUAIILHOM HOCHUTENIE — a IMEHHO B Oymare, yepHHax, OykBax
W CIOBaX — JUIA TOTO, YTOOBI 0oOpecTH ocs3aemoe BorutomeHue. IlocpencTBoMm OyKB AMOIMHM W HIEH
BBIPAYKAIOT CMBICITBI, BOSHHUKAIOIIHE B Chepax BOOOPAKEHUs, BOCTIPUATHS U MO3HAHUS. MeXTy XyI0KHHUKOM
1 COLIMOKYJLTYPHOU Cpelioil, B KOTOpOi OH (popMupyeTcs, CylIeCTBYeT HepephIBHAsI B3auMHasl CBs3b. Tak
ke, KaK XyJOKHUK HaXOJUTCS IMOJ BJIMSIHUEM CBOEr0 OKPYKEHHS, TAK U €ro OKpPY>KEHHE MOJIBEPraeTcsi ero
BIIMSIHUIO.

BHyTpeHHHMIT MUp XyZ0KHHKA HaXOAWT OTpakeHHE B nodepke. /lymeBHoe cocTosiHue Kamaurpada,
€ro CTpajlaHusl, SMOLIMOHATbHBIE MEePEXKUBAHUS U AyXOBHAs 3pEJIOCTb MPOSBIAIOTCS B mouepke. Kadectsa,
BBI3BIBAIOIINE BOCXMILIEHHE B IOYEpKE, TAKUE KaK MSITKOCTb, TBEPAOCTb, JIETKOCTb, TOYHOCTh, BEIUUYHE U
JIOCTOUHCTBO, IBISIFOTCA OTPaXKEHUEM XapaKTepa U BHYTPEHHETO CKJIajia CaMOro XyaoxkHuKa. Cl1eJ0BaTeNbHO,
Kamrpaduss 4eprmaeT CBOE OCTETHUECKOE 3HAYCHHWE W3 BHYTPEHHEIO COCTOSIHHSI — XYyIOXKHHKA.
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[Icuxomnorunueckoe cocTosHUE Kayurpada BIMAET Kak Ha MaTepuanbHylo (opMy Modyepka, TaK W Ha €ro
JIYXOBHYIO TapMOHHIO.

XyIOoXXHUK HEN30eKHO (POPMUPYETCS IO BIMSIHUEM OOIIECTBa, B KOTOPOM OH BocmuThIBaeTcs. I1o
3TOH MPUYKHE €r0 TBOPUECTBO CIYKUT 3€PKAJIOM HAI[MOHAJIBHBIX U TYMAaHHCTHYECKUX LIEHHOCTEH, SMOLIUH 1
CIOCOOO0B MBIIUICHHS, XaPAKTEPHBIX JUIs KyJIBTYPHOMN Cpefibl, B KOTOPOIt OH copMupoBaics. Takum oOpazom,
kamrpadudeckne mnpousBenenust llleiixa Xampayminaxa SIBISIFOTCS HE TOJBKO BBIPAKEHHEM  €ro
WHJMBHYAJIbHOTO T€HMs, HO W TPOSBICHHEM KOJUIEKTUBHOTO CO3HAHHs €ro oOIlecTBa W IMBHIM3AINH,
CTpEMUBILEICS K COBEPILIEHCTBY BO BCEX chepax >KHU3HU.

Kannurpadus — 3T0 MCKyCCTBO, KOTOpPOE NPUIIIAIIAET HE TOJBKO K YTEHHUIO, HO U K CO3EPLaHHMIO.
JIrou )KMBYT B MHpPE, BOCIIPHHIMAEMOM Yepe3 YyBCTBA, HO TIPH 3TOM OHHM TaK)K€ HAUMHAIOT OCO3HABATh Uepe3
CepAlle W OyX CYyIIECTBOBAaHME HEBHAMMBIX MHPOB, JIEKAIIWX 3a NPEIETIaMH YyBCTBEHHOTO BOCIIPUATHS.
Hcnone3ys MaTepralsl BUANMOTO MHPA, KAUTUTPadus C ITOMOIIBIO OyKB OTKPBIBAET CHMBOJIMYECKHE OKHA B
9TH HEBUIUMBIC M3MepeHHs. E€ MONBITKM HaBECTH MOCTHI K MUPY BOOOpPa)KEHHS TOSIBIISIIOTCS U NCUYE3A0T B
paMkax e€¢ Komno3unuii. BusyansHas ¢popma Kanaurpaduu 1 CMBICIEL, IEpeAaBacMble TOYEPKOM, JOIOIHSIOT
IpyT npyra. B ucmaMmckoit acTeTike Kammurpadus HOHIMAETCsl KaK HEUTO Topas3fo OoJpliee, Y4eM IPOCTO aKT
MHCHMA.

XyI0)KHUKK HEU3MEHHO BKJIFOUAITH B CBOM POU3BEICHNUS BAXKHEUIIINE HCTOPUIECKUE COOBITHS CBOCH
STIOXHM, 3aTparuBas Takue TEMBl, KaK BOIHA, 3eMJIeTpsACeHHs U maHaeMuu. OZHUM M3 TaKuX XyHAO0KHHUKOB
spisiercs ABHU JIndumxk. JIudumk, oTHOCAIINIICS K TaK HA3bIBAEMOMY IIOKOJICHHIO XyA0KHUKOB 1914 ronay,
otnpaBuics B EBpory aiist u3yueHus )KUBOMUCH, HO ObUT BRIHYK/IEH BEPHYThCsl B OCMaHCKY10 UMIIEPUIO TIOCIIE
Hayana [lepBoii MUpOBOM BOMHEL. B mocieayroomue roasl OH CO3/all CEPUI0 MOPTPETOB, YBEKOBEUUBAOIIUX
nobey. DT MOPTPETHI, MOCBAIMEHHBIE TPEeUMyIecTBeHHO MycTtade Kemato, 3ameyarieny SBOIIONHIO €ro
MyOIMYHOTO 00pa3a OT OJHOTO M3 HECKOJBKHMX BBIIAIOIIUXCS TCHEPATOB 0 OTHA-OCHOBATENS TYPELKOH
Halum.

Bo Bpems IlepBoit MUPOBOM BOMHBI OCMaHCKOE MPAaBUTEILCTBO MOOLIPSIIO XYJOXKHHUKOB CO3/1aBaTh
MPOM3BEACHHS Ha CITy>kOe MCKycCTBa M IpoINaraHabl. MHOTHE XyIOXHUKH, OTHPABICHHBIE 32 TPAHUILY IS
HOTy4eHHs1 OPMAIBHOTO XyI0XKECTBEHHOTo 00pa3zoBanust, B ToM uncie Deiixaman Jypan, Moparum Yamist
v Anun Camu MeTuk, GbUIH BBIHYX/IEHBI BEPHYThCSA HA POJMHY NOCJIE HAYaIa BOMHBL XOTsS Y HUX HE GbUIO
MPe/IbIIYIIEro OIbITa CO3JaHus MPOU3BEACHHH TaKoro poja, rocyJapcTBO MPEIOCTaBUIO UM HEOOXOIUMBbIE
YCIIOBHS, MaTe€pHalbl U WHCTUTYLHOHAIBHYIO MOAIEPIKKY, YTOOBI OHM MOTJIM CO3[aBaTh NPOU3BEACHHS B
HOJJIEP>KKY HAIIMOHAIBHOTO Jefa.

B To Bpems kak oHH Kayuturpadbl, BOCHUTaHHbIE B CY(DUICKOM TPaAUIMH, TIOCBSIIAIA CBOH MEPhs
UCKITIOUYMTENBHO nepenucke CiioBa boxbero, npyrue o0pamanich K HAMHCAHUIO YTEIIUTEIbHBIX BRIPOKCHUIH,
UCIIONIB3yEMbIX B IOBCEIHEBHOMN JKM3HH, TAKUX KaK «TakMa kadaHna» («He mpuHUMai 5T0 OGJIHM3KO K CepIILy»)
u «0y nma reuep st Xy» («U ato mpoiiger, o Xy»).

IMogo6HO TOMy, Kak JIFOAM OOPETAIOT AYIIEBHOE CIIOKOMCTBHE Oyarojapsi My3bIKaJbHBIM JiaaM
(Makam), KaJuTUTpadbl TAKIKE CTPEMUIIACH YTCIIUTh CBOUX 3PUTENCH, BRITICHIBAs 000 IPSFONINE BEIPAXKCHUS U
00BEIUHSISI KX B KOMITO3UIIMH. B 3THX KOMITO3UIMSAX OHU TAKXKE YICISIH MPUCTAILHOC BHUMAHUE TapMOHUN
Mex 1y (opMoii B CMBICIIOM ITOCPENCTBOM BbIOOpa mpudTa. Hanmpumep, mpudt «Tanuk» 61aromaps cCBoeMy
XapakTepy W OTHOCUTEIbHOM MPOCTOTE MEePeIacT OILYIIICHUE CIIOKOWCTBHS, TOT1a KaK 00Jiee BRIPA3UTEIbHBIN
xapaktep mpudTa «TYAyT» [OEIaeT €ro OCOOCHHO MOAXOMAIIMM I HAANHCEH IOYyYHUTEIBHOIO WIIH
MOAYEPKUBAIOLIETO XapaKTepa.

Hapsay ¢ xilaccH4ecKIMH TEKCTaMH ITPEIMETOM KU pa(UIeCcKUX MaHHO CTAIH WU BBIPAXKECHUS U3
noBceqHeBHON peun. CoBpemeHHBIH Kayuurpad CaBam UeBHK MHTEpHIpETHPYET Takue padoTHI Kak Gopmy
OpHEHTaIH, chOPMHUPOBAHHYIO TI0/1 IABIEHHEM TOPOICKON JKU3HH.

XyI0KHUKH OTPAXKAIOT B CBOMX paboTax Takue COOBITHS, KaK AHICMHHY, BOWHBI H MUTPALUs, KaK Ha
JTane CO3/aHus MPOW3BEJCHHS, TaK M IMPH BEIOOpE €ro TEKCTOBOTO cojaepkaHus. [IoMHMO 3TOrO, TEMBI,
3aJjaBacMble MEXIYHAPOTHBIMH MEPOINPHUIATUSIMHU, TAaKHMH KaK OWEHHalle, KOTOphle (POPMUPYIOT
XYJOKECTBEHHYIO TMPAKTHKY, BIHSIOT HE TOJBKO Ha TEKCTBI, KOTOPHIC BHIOMPAIOT XYIOXHHKH, HO W Ha
MIPHUEMBI, C TOMOIIBI0 KOTOPBIX OHHU JJOHOCSAT CBOM pabOTHI 110 Iy OIHKH.
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CoBpeMeHHBIE KaUUTpadbl TaKKe BKIIOYMIM COLUANBHBIC IPOOIEMBI B CBOIO XYAOXKECTBCHHYIO
npakTuky. OTHIM U3 TaKUX IIPUMEPOB sABisieTcs padora Myctadsr Ixemunsa Dde mox Ha3BaHueM «bexeHem»
(Miilteci), B KOTOpO# OH coYeTaeT KUBOMUCH M Kaurpaduio. BHoXHOBIeHHAs! TPYTHOCTSIMH, BEI3BAHHBIMU
BBIHY)KACHHOH MHIpalueil, sTa paboTa OTpakaeT SMOLMOHANBHYIO DPEaKIUI0 XYHOXKHHKA Ha KPHU3HC
OeKeHIIEB.

HeraruBuble mnocneactBust pedopmbl andaButa 1928 roma mnst xamwmrpaduum M cpencts K
CYIIECTBOBAaHHUIO KaUUTpadoB 3acTaBmin Xanuma O35314n UCKATh ajbTePHATUBHBIN HCTOYHUK aoxoaa. OH
NpUOOpeN Y4acTOK 3eMJIH C JBYXITaXXHBIM JOMOM Ha BHHOTpajJHUKE B paiioHe Tenedar B 3eHTHHOYpHY M
Hayall BbIpamuBaTh BuHOrpana. C srtoro mMoMeHta XanuMm O(QEeHIM cTajl CTaBUTH IOJ CBOUMH pabOTaMu
XapaKTepHYI0 TOAIMKCH, OTPAXKABIIYIO €r0 AMOIMOHANBHOE cocTostHne: «CabukaH XarraT, XayeH OarOaH
Mycrada Xamum» (panee kamumrpad, HeIHE BUHOTpanapb Mycrada Xammm).

Emie ogHUM mpUMEpoM TaKHX CIIOHTAHHO 3aJyMaHHBIX BBIPQKCHHI, CO3aHHBIX B MTHOBCHHE OKa,
spisieTcs Haamuch «bomsep s Xy» («He 6ecriokotics, 0 Xy») (puc. 2), BelmoHeHHAs Kammurpagom CapareM
YeBHKOM HIPHPTOM «IKATU-TAIMK» B €r0 MACTEPCKOH B pe3yipTrate Oecenpl. [10100HO MOTOBOPKE «4YallKa
Ko(e 3aIIOMHUHAETCS Ha COPOK JIET», 3Ta pabdoTa TAKIKE CIY>KUT BEYHBIM HAIOMHHAHIEM, BO3BpAILas B HaMsTh
TOT OOLITMI MOMEHT KaX/Ibli pa3, Koraa Ha He€ cMOTPAT. TOYHO Tak ke B KOHIIE IPyroro pa3roBopa XyJ0XKHHUK,
CJIOBHO B3sIB Ha ce0s1 poJib IICHX0JIora, Hamucal Ha candertke ¢ppasy «kaygilanmay («He 6ecriokolics»). 3aech
HIOCIIOBHILIA «CJIOBA YJIETAIOT, a HAIUCAaHHOE OCTAaETCs» o0peTaeT ocs3aeMyto GopMy, ITOCKOIbKY HATUCAHHOE
MOCJIaHKWE CITY’)KUT OJHOBPEMEHHO YTEUIMTENIBHBIM IOJapPKOM M BEYHBIM HAllOMHHAaHHEM O TOH BCTpeye
KaXXJbIN pa3, KOTJa Ha HETO CMOTPAT (puc. 3).

Hanamuce «rakma kadanay (He IpUHHUMaN OJU3KO K CepIly), MOKa3aHHAs Ha PUCYHKE 4, COCTaBIICHA
B 3epKaJbHOM (MIOCEHHA) PACIOJIOKEHUH, YTOOBI Suggerire MHOKECTBEHHOCTh. BO3HMKAs U3 OAMHOYECTBA
YeI0BeKa I YMOI[HOHATIBHOTO COCTOSIHUSI TOTO, KOTO THETET MeYalib, OHA BOTLIOUIACT XKeJIaHUE MPEII0KUTD
yTEIICHHE Yepe3 3aBEPEHUE B TOM, YTO YEIOBEK HE OJAMHOK. 3HAMEHUTHIN nBycTuiine SIBy3a Cynrana Cenuma
«He ckop06u 0 cBOEil meyanu u He FOPIKCh CBOMM MTHOBEHHEM; HU MCHOBEHHUE, HU MeYallb HE BEUHbBD» TAKIKE
OBLTO HAITMCAHO MHOTUMH Kayumurpadamu (puc. 1).

KiroueBble ci1ioBa: uciaMcKas KaJ'IJ'II/IFpa(I)I/IH, Kannnrpa(b, TNCUXOJIOTU UCKYCCTBA, [TAHHO YTCIICHUS.
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Yapilandirilmis Ozet:

Hat sanati, Islam dininin yayilistyla yakin bir paralellik i¢inde gelismis ve temel konusunu agirhikli
olarak dini kaynaklardan, basta ayetler ve hadis-i seriflerden almistir. Bununla birlikte hattatlar yalnizca dini
metinlerle yetinmemis; veciz sozleri, siirleri, manileri, atasdzlerini ve tekerlemeleri de igleyerek hat sanatinin
giindelik hayatin igindeki soz, diisiince ve degerlere de terciiman olabilecegi anlayisini yansitmislardir. Bu
calisma, soz konusu gelenegin simdiye dek yeterince ele alinmamis bir boyutunu; muhtevasi itibariyle
muhatabini teselli etmeyi, ona moral ve destek vermeyi amaglayan hat eserlerini incelemektedir. Anlam ve
islev bakimindan bu eserler “Teselli Levhalari” olarak adlandirilmaktadir.

Arastirmanin amact, hat sanatinin iginde bulundugu donemin toplumsal yapisini ve yasanmisliklarini
yansittig1 muhteva ile istif denemelerini tespit etmek ve yorumlamaktir. Yontem olarak nitel ve betimsel bir
yaklagim benimsenmistir. Veriler 6zel koleksiyonlardan, sergi materyallerinden ve agik erisim kaynaklarindan
elde edilmis; secilen levhalar metin muhtevasi, yazi cesidi ve istif diizeni agisindan c¢dziimlenmistir.
Cozlimleme, hat sanatinin “cismani aletlerle meydana getirilen ruhani bir hendese” seklindeki klasik tarifinden
hareketle, sanatkarin i¢ diinyasinin yaziya aksettigi kabuliine dayanir: Hattatin ruh hali, 1stiraplar ve kemali;
yazidaki yumusaklik, sertlik, azamet ve vakar gibi degerlerde goriiniir héle gelir ve eser estetik degerini
sanat¢inin ruh haline gore kazanir.

Calisma iki temel eksen etrafinda kurgulanmistir. Birinci eksen olan toplumsal olaylarin sanata
yansimasi, hat sanatini savas, deprem, salgin ve go¢ gibi olaylara verilen sanatsal tepkilerin daha genis alan1
icinde konumlandirir. Birinci Diinya Savasi sirasinda Osmanli Devleti'nin, aralarinda Avni Lifij, Feyhaman
Duran ve Ibrahim Calli gibi 1914 Kusag: sanat¢ilarinin da bulundugu ressamlari vatan lehine eser iiretmeye
tesvik edisi ile Sisli Atolyesi'nde iiretilen biiylik boy savas resimlerinin milli suurun olusumuna katkisi ele
almir. Ayrica bienal gibi uluslararasi etkinliklerin, sanatcilarin hem sectikleri metinleri hem de bunlari
sunduklar1 teknikleri bigimlendirdigi vurgulanir.

Ikinci eksen olan hattin psikolojisi, Mahmud Bedreddin Yazir'm yazilarin aktif ve pasif roliine dair
ayrimindan hareket eder ve yazi ¢esidi ile duygu degeri arasindaki uyumu—ta'lik hattinin siikiineti ile stiliis
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hattinin daha ikaz edici ve vurgulayici karakteri—gdz Onlinde bulundurur. Bu g¢ercevede, Sami Efendi'nin
Sultan II. Abdiilhamid'in istegiyle yazdig1 “In niz begiizered” (Bu da geger), Sultan Abdiilmecid'in “Aleyke
Avnu'llah” levhasi, Mehmet Ozgay'in pandemi dénemindeki “Hayat eve sigar” eseri, Mustafa Cemil Efe'nin
“Miilteci” calismasi ve Savas Cevik'in “Bogver ya Hii” ile “Takma kafana” gibi zuhurat niteligindeki levhalar1
¢oziimlenir. 1928 Harf Inkilabi'nin ardindan yasanan gegim kaygilar1 da, Halim Ozyazici'min “Sabikan hattat
halen bagban” seklindeki sira dis1 imzas1 6rneginde degerlendirilir.

Bulgular, hattatlarin tipki bestekarlar ve ressamlar gibi toplumsal ya da bireysel olaylara kayitsiz
kalmadigini; masikideki makamlarin dinleyiciye huzur vermesi gibi, olumlu ibareler ve dengeli istifler
aracihigtyla muhatabini teselli etmeyi amagladigini gostermektedir. Ister ikaz edici ister teselli edici bir tona
sahip olsun, bu levhalar teselli eden ve umut veren ortak bir boyut tasir. Calisma, toplumun ve bireyin ihtiyag
duydugu moral ve destegin sanat yoluyla ifadesinin hat sanatinin da konusu haline geldigi ve giiniimiiz
hattatlarinin giincel toplumsal gercekleri eserlerine tagimayi siirdiirdiigii sonucuna ulagsmaktadir.

Anahtar Kelimeler: Hat Sanati, Hattat, Sanat Psikolojisi, Teselli Levhalari.
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Introduction

Within the scholarly literature, the art of calligraphy is defined as “a spiritual geometry
produced through corporeal instruments.” Building upon this understanding, the meaning conceived
in the mind requires a material medium: namely paper, ink, letters, and words to attain tangible
expression. Through letters, emotions and ideas articulate meanings that emerge within the realms of
imagination, perception, and cognition. There exists a continuous reciprocal relationship between the
artist and the socio-cultural environment in which they are nurtured. Just as the artist is influenced
by his surroundings, so too are his surroundings subject to his influence.

The artist’s inner world is reflected in the script. The calligrapher's state of mind, afflictions,
emotional struggles, and spiritual maturity become manifest in the script. The qualities that inspire
admiration in the script, such as its softness, firmness, ease, precision, grandeur, and dignity, are
reflections of the artist’s own character and inner disposition. Consequently, calligraphy derives its
aesthetic significance from the inner state of the artist. The psychological condition of the
calligrapher affects both the material form of the script and its spiritual harmony (Serin, 2003).

The artist is inevitably shaped by the society in which they are nurtured. For this reason, their
work serves as a mirror of the national and humanistic values, emotions, and modes of thought that
characterize the cultural environment in which they were formed. The calligraphic works of Seyh
Hamdullah are therefore not merely the expression of his individual genius, but also manifestations
of the collective consciousness of his society and of a civilization that sought perfection in every
sphere of life (Serin, 2003).

Many calligraphers, painters, and composers contributed entries to Siiheyl Unver’s notebook.
One of them was Halid Ziya Usakligil, best known as the author of Ask-1 Memnu (Forbidden Love),
who expressed his sentiments in the following words: "I have come to believe that there are three
things that rescue human beings from being wretched creatures fashioned from a mass of clay: love,
music, and the delight born of communion with beautiful and sublime works of art. As you read these
lines in your notebook, be assured that [ was experiencing one of the most elevated moments of my
soul. As I wandered for hours among its pages, my trembling fingers lingered with delight, returning
again and again to pages I had only just left. I became immersed in the contemplation of a sheet of
ebru, a piece of calligraphy, an idea, or an illuminated page. I am deeply grateful that you have
granted me these moments of aesthetic delight. If only life could always possess such moments.
Moments that, however briefly, gild the chain of its painful hours with rings of gold.”(Unver, 2023).

While some calligraphers, shaped by the Sufi tradition, devoted their pens exclusively to
transcribing the Word of God, others turned to writing consolatory expressions used in everyday life,
such as takma kafana (don't take it to heart), bu da geger ya Ha (This too shall pass, O Hu).
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Just as there were dervish-natured calligraphers, arising from within the Sufi tradition, who
used their pens solely to write the word of God, so too were there calligraphers who turned toward
writing the consolatory expressions employed in daily life, such as “Don't take it to heart; do not
worry, this too shall pass, ya HG.”

For instance, concerning a work in ta’liq script by the calligrapher Hulusi Efendi held in the
Sabanci Collection, Ugur Derman recounts the following: "A friend of a worldly and pleasure-loving
disposition requested from Hoca Hulusi Efendi that he write the following couplet by Ziya Pasa,
which was frequently recited among people of refined taste and enjoyment: ‘Drink wine, love beauty,
if you possess reason and awareness; Whether the world exists or has vanished, what concern is it of
yours?’ Hulusi Efendi was a Mevlevi dervish whose way of life reflected an intellectual and
conscious adherence to the principles of Islam, and who had no acquaintance whatsoever with wine;
the beauty he loved was the delicate elegance of the ta’liq script itself. It was with this understanding
that he composed this graceful panel, apparently without assigning a date to the work, so that it might
remain eternally meaningful for those who do not concern themselves with questions of the world’s
existence or non-existence." Based on this account, it can be understood that the artistic identity of
calligraphers often prevailed over personal boundaries or conventional expectations; they did not
hesitate to move beyond their own principles and inscribe texts that carried contemporary relevance
and meaning (Schick, 2007).

Expressions such as “There is no comfort in this world” and Qur’anic verses and prophetic
sayings such as “Do not despair of Allah’s mercy. Indeed, Allah forgives all sins if He wills. Surely,
He is the Most Forgiving, the Most Merciful” can be understood as possessing an admonitory,
cautionary, and consoling dimension. These statements encourage individuals to refrain from
complaining about their circumstances and to overcome feelings of exhaustion or hardship in the
pursuit of their work. In this respect, even expressions that convey warning and admonition may also
contain an element of consolation and hope. Unlike previous studies that have primarily examined
historical themes, this study is significant in demonstrating how the art of calligraphy engages with
contemporary social issues and incorporates them into artistic expression. This article is based on
data obtained from private collections, exhibition materials, and publicly accessible sources. The
works analyzed in this article convey meanings associated with consolation. No previous research
addressing this particular aspect of calligraphic works has been identified. Based on their content and
function, these works may be referred to as Consolation Panels (Teselli Levhalari).

The Reflection of Social Events in Art

Throughout human history, art has served as one of the most profound forms of self-
expression. From this perspective, art operates not only as a means of rendering individual and
collective experiences visible but also as a vehicle for transforming thought into visual form and
creating new modes of representation. Every society develops its own particular structures of
perception and intellectual orientation. Artistic traditions, like nations themselves, differ from one
another. Regardless of how creative or original artists may be, they remain situated within the social
and cultural contexts to which they belong. Just as nations such as the English, French, and Germans
possess distinct systems of thought and sensibility, their artistic traditions likewise reflect these
characteristics. Even the written discourse on art reflects national characteristics that change from
one society to another and evolve across different historical periods within the same society. Such
transformations are closely associated with social structures and the collective emotions, desires, and
aspirations shaped by these structures (Baltacioglu, 1993). Through prominent international art
events such as biennials, artists have likewise addressed political, economic, and social developments
occurring around the world as subjects of their artistic production.
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During the Ottoman period, homes, mosques, madrasas, and dervish lodges served as
gathering places for artists. The education of the fine arts, which initially developed through the
master—apprentice tradition, gained a new institutional framework with the establishment of the
School of Fine Arts (Sanayi-i Nefise Mektebi). Through its programs in painting, carving,
architecture, engraving, and calligraphy, the school not only increased public interest in the fine arts
but also contributed to the formation of artistic circles that fostered interaction and communication
among artists. Feyhaman Duran, who taught painting at the School of Fine Arts, regularly
participated in the exhibitions organized by the Ottoman Painters’ Society. His interest in calligraphy,
together with the influence of the artistic environment that shaped his development, led him to
include calligraphic panels and portraits of calligraphers in his paintings.

Artists have consistently incorporated the major historical events of their own eras into their
works, addressing themes such as war, earthquakes, and pandemics. One such artist is Avni Lifij. A
member of the alleged 1914 Generation of painters, Lifij travelled to Europe to study painting but
was compelled to return to the Ottoman Empire following the outbreak of the First World War. In
the years that followed, he produced a series of portraits that monumentalized victory. Focusing
predominantly on Mustafa Kemal, these portraits documented the evolution of his public image from
one of several prominent generals to the founding father of the Turkish nation (Shaw, 2022).

During the First World War, the Ottoman government encouraged artists to produce works
in the service of art and propaganda. Many of the painters who had been sent abroad to receive formal
artistic training, including Feyhaman Duran, ibrahim Calli, and Adil Sami Yetik, were compelled to
return home following the outbreak of the war. Although they had no prior experience in producing
works of this nature, the state provided the necessary facilities, materials, and institutional support to
enable them to create artworks in support of the national cause (Arseven, 1993). Equipped with the
artistic education they had received in Europe and a new artistic outlook, the painters of the 1914
Generation opened a new chapter in the history of Turkish painting. In 1917, they established a studio
in Sisli, where they produced large-scale monumental war paintings.

The works produced at the Sisli Studio depicting the Canakkale Victory portrayed the
heroism of both military commanders and the public. These works contributed to fostering national
consciousness in the years leading to the Turkish War of Independence. At the same time, by
portraying commanders distinguished by their military achievements, these works helped familiarize
the public with the leading figures of the national struggle (Yildirim & Ayhan, 2019).

Mustafa Thsan Bey’s work shown in Figure 7 incorporates a Qur’anic verse within a Turkish
inscription: “May the enemy’s eyes close as they open, by the power of Surah Inna Fatahna”. The
work not only expresses the hopes cherished by the nation at the dawn of the Turkish War of
Independence but also reflects the Islamic belief in the power of sacred scripture (Tongo & Schick,
2023)

Following the announcement of Istanbul’s liberation from enemy occupation in 1923,
Necmeddin Okyay created his ebru work “Come, My Joy, Come” (Gel Keyfim Gel), written in ta’liq
script and executed using the akkase ebru technique (Figure 9). Around the same time, toward the
closing years of the First World War, Ismail Hakki Altunbezer produced his calligraphic panel “This
too shall pass, O H0” (Bu da Geger Ya Hi) in jali thuluth script (Figure 13).

Contemporary calligraphers have likewise incorporated social issues into their artistic
practice. One such example is Mustafa Cemil Efe’s work titled Refugee (Miilteci), in which he
combines painting and calligraphy. Inspired by the hardships resulting from forced migration, the
work reflects the artist’s emotional response to the refugee crisis.
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A further example of these spontaneously conceived expressions, created in an instant, is the
inscription Bogver ya Hi (Never mind, O Hi) (Fig. 2), executed by the calligrapher Savas Cevik in
jali ta’liq script in his workshop as the product of a conversation. Much like the saying that “a cup of
coffee is remembered for forty years,” this work likewise serves as a lasting reminder, recalling that
shared moment each time it is viewed. Similarly, at the conclusion of another conversation, the artist,
almost assuming the role of a psychologist, wrote the phrase “kaygilanma” (do not wortry) on a
napkin. Here, the proverb “words fly away, writing remains” acquires tangible form, as the written
message serves both as a consoling gift and as a lasting reminder of that encounter each time it is
viewed (Fig. 3). The inscription takma kafana (don’t take it to heart) shown in Figure 4 is composed
in a mirrored (miisenna) arrangement to suggest multiplicity. Emerging from the solitude of an
individual or the emotional state of someone weighed down by sadness, it embodies the wish to offer
consolation through the reassurance that one is not alone. The celebrated couplet of Yavuz Sultan
Selim, “Grieve not over your sorrow, nor take pride in your moment; neither the moment nor the
sorrow endures,” has likewise been written by numerous calligraphers (Fig. 1).

The Psychology of the Script

Mahmud Bedreddin Yazir classifies the functions of writing under two principal categories:
active and passive. According to Yazir, the active role of writing is to provide individuals and
societies with the civilizational, cultural, and aesthetic resources they require. All acts of reading and
writing, together with the linguistic, scriptural, and official or private activities organized around
them, constitute manifestations of this active function. The passive role, in turn, derives its full
significance from and is completed by the active one (Yazir, 1974).

Calligraphy is an art that invites not only reading but also contemplation. Human beings
inhabit a world perceived through the senses, yet they also come to recognize, through the heart and
spirit, the existence of unseen realms beyond sensory perception. Employing the materials of the
visible world, calligraphy uses letters to open symbolic windows onto these invisible dimensions. Its
experiences of building bridges toward the world of imagination appear and vanish within its
compositions. The visual form of calligraphy and the meanings conveyed by the script complete one
another. In Islamic aesthetics, calligraphy is understood as far more than the act of writing alone
(Cam, 2016). As Malik Aksel observes, “Writing is the picture of speech. A picture represents what
we see, whereas writing represents what we say”. Nevertheless, it would be inaccurate to regard
calligraphy as an abstract visual art independent of reading. Whether or not its text is deciphered, a
calligraphic work invariably retains its function as the visual embodiment of speech. For believers,
it is believed to bestow blessings upon the building in which it is displayed or upon those who
encounter it. Thus, Islamic calligraphy serves simultaneously as the visual form of speech and the
vessel of meaning, making its aesthetic qualities inseparable from the meanings it conveys (Schick,
2007).

During the 1897 war between the Ottoman Empire and Greece, the cities of Yenisehir and
Domeke, which had formerly been Ottoman territories, were restored to Ottoman rule. To
commemorate and celebrate these developments, poets documented the reconquest of these cities
through verses whose concluding lines contained dates calculated according to the abjad numerical
system. The panels bearing these inscriptions were written by the calligrapher Sami Efendi in jali
tal’liq script and crafted using mother-of-pearl inlay at the Workshop of Yildiz Palace, where Sultan
Abdiilhamid pursued his woodworking interests. Completed in 1317/1899, the work was
subsequently presented to the sultan (Derman, 2021).

Sultans, too, commissioned certain calligraphic works as expressions of their inner states and
personal sentiments. Sami Efendi was a calligrapher who received the personal esteem and patronage
of Sultan Hamid. Sami Efendi stated that the panel he wrote at Sultan Abdiilhamid II’s request and
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inscribed with the Persian phrase “In niz begiizered” (This too shall pass, O Hil) remained above the
bedside of Miisfika Kadin Efendi until the sultan’s death (Derman, 2000). Sultan Abdiilmecid,
himself a skilled calligrapher, also created a zerendiid panel in jali thuluth script bearing the
inscription “Aleyke Avnu’llah” (May God’s help be upon you) (Fig. 5).

It is known that, during times of war, soldiers carried the hilye and the Mantle of Prophet
Muhammad with them to feel as though they were fighting under His command. The most notable
example of this occurred during Sultan Mehmed I1I’s Egri expedition. When the course of the battle
appeared to be turning against the Ottomans, Hoca Sadeddin Efendi encouraged the sultan with
influential speeches and had him wear the Mantle of Prophet Muhammad, thereby transforming a
potential defeat into victory. To strengthen the army’s morale, Sultan Mustafa II carried the Mantle
of Prophet Muhammad with him during all his military campaigns. Sultan Ahmed III likewise
brought the Mantle and the Banner of the noble Prophet Muhammad with him to raise the soldiers’
morale (Atasoy, 1998). These events, which can also be traced in illustrated manuscripts within the
tradition of miniature art, suggest that major events taking place in society have also influenced the
designs and creative expressions of artists. In 1925, the Austrian sculptor Heinrich Krippel won an
international competition held on the theme of the War of Independence. His work depicting the
Ankara Victory Monument symbolizes the national unity and collective solidarity demonstrated by
the Turkish people during the War of Independence.

The inscription of the Sehitler Cesmesi (Fountain of Martyrs), prepared by the calligrapher
Hasan Celebi to commemorate 15 July, represents another example of calligraphy serving to preserve
collective memory. A further example can be seen in the thuluth inscription on a wall tapestry
dedicated to the Canakkale Victory, which states: “This is a gift from the Syrian Women’s Charitable
Association to Your Excellency, the exalted figure of power and majesty and the guardian of the
Caliphate. Year 1334.” The silk tapestry, woven in Syria, features a map of Canakkale, upon which
thirty-two geographical names marking islands, mountains, and seas in and around the Canakkale
Strait were written in thuluth, naskh, and riq’ah scripts (Fig. 16). The artist recording expressions
and concerns relating to society, the recipient, or personal experiences through calligraphy may be
understood as part of the commemorative dimension of the gift-giving tradition.

The economic concerns of calligraphers had an impact on both their practice of writing and
the way they signed their works. With the decline of interest in the art of calligraphy following the
declaration of the Alphabet Reform, calligraphers began producing practical forms of lettering to
support themselves. Such examples included business cards, shop signs, map inscriptions, and even
apartment names. For instance, Hamid Ayta¢ inscribed the name of an apartment in the
Beyoglu/Karakdy district and signed it using the title “cinkograf” (zincographer) before his name

The adverse effects of the 1928 Alphabet Reform on calligraphy and the livelihoods of
calligraphers led Halim Ozyazic1 to seek an alternative means of sustenance. He purchased a plot of
land with a two-story vineyard house in Zeytinburnu’s Tepebag district and began growing grapes.
After this date, Halim Efendi used a distinctive signature beneath his works that conveyed his
emotional state, signing as Sabikan hattat, halen bagban Mustafa Halim (Formerly a calligrapher,
currently a vineyard keeper, Mustafa Halim) (Perk, 2021).
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Figure 1: Ne dem bdki, ne gam bdki (neither the moment nor the sorrow endures) written by Savas
Cevik in jali ta’liq script (Photograph: Savas Cevik).

‘;La

Figure 2: Bosver ya hii (Never mind, O Hii), written by Savas Cevik in jali ta’liq script

(Author’s Collection).

Figure 3: The expression Kaygi(u)lanma (Do not worry), written on a napkin at the end of a
conversation (Author’s Collection).
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Figure 6: Akibetin Hayrola (May your final outcome be auspicious), written by Hamid Aytac in jali
ta’liq script.
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Figure 7: A¢ildik¢a kapansun ayn-1 a’da / Bi-hakk-1 siire-i innd fatahnd (May the enemy’s eyes
close as they open, by the power of Surah Inna Fatahna), written by Mustafa [hsan Bey in thuluth
script (Photograph: Private Collection).

Figure 8: Hayat eve sigar, evde hayat var (Life fits within the home, there is life at home), written
by Mehmet Ozgay in muhaqqagq script during the pandemic (Photograph: Mehmet Ozgay).

Figure 9: Gel Keyfim Gel (Come, My Joy, Come), executed by Necmeddin Okyay in jali ta’liq
using the akkase ebru technique.

www.turkishstudies.net/religion



798 Stimeyra Dursun

o
Ny
<
(4]
”

L

[+ 2P N}

&
<
>

WS lo B Nive

Figure 11: A poem by Seyh Gélib, Cekme gam, destgirdir Allah (Do not sorrow, for God is your
support), written by Hamid Aytag in jali thuluth script (Photograph: Phebus Auction).
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Figure 12: A folk quatrain (méni) written by Ali Toy in ma’qili script:
Rose, do not weep, smile for us,
Let the thorn belong to others, smile for us.
Upon the face of the one who is a rose,
A rose blossoms, smile for us
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Figure 13: Bu da geger ya hii (This too shall pass, O Hii), written by Ismail Hakki Altunbezer in
jali thuluth script.

Figure 14: Allah bes badki heves (God suffices; all else is but desire), written by Ismail Hakki
Altunbezer in jali thuluth script.
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Figure 15: Birlikte Miimkiin (Possible together), written by Savas Cevik in jali ta’liq script
(Photograph: Savag Cevik).
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Figure 16: A tapestry woven by Syrian women and presented to Sultan Mehmed V Resad in
commemoration of the Canakkale victory (National Palaces Collection).

Figure 17: A Hilye-i Serife printed by the Ottoman state for soldiers during the First World War
and the Canakkale Campaign; From Canakkale to the Republic: The 100th Anniversary Museum,
Talas, Kayseri (Photograph: Omer Fatih Andi).

Assessment and Conclusion

The order of creation is marked not by uniformity but by continual change. Just as the seasons
continually change, some days resemble the gentle morning breeze (bad-1 saba), while others are like
a bitter, cold wind, reminding us that neither the moment nor sorrow endures (ne dem baki ne gam
baki). Calligraphic works serve to strengthen the viewer’s spirit in the face of life’s hardships,
preventing despair from taking hold. Through these works, the calligrapher reminds the viewer of
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this enduring truth. The creation of these works has been shaped by both social and individual
experiences, for artists have never remained indifferent to either collective or individual events.

Just as people find serenity through the modes (makams) of music, calligraphers likewise
sought to console their viewers by inscribing affirmative expressions and arranging them into
compositions. In these compositions, they also paid careful attention to the harmony between form
and meaning through their choice of script. For instance, ta’liq script, by virtue of its character and
relative simplicity, conveys a sense of tranquillity, whereas the more forceful character of thuluth
makes it particularly suitable for inscriptions of an admonitory or emphatic nature.

Alongside classical texts, expressions from everyday speech have also become the subject of
calligraphic panels. Social issues that once found expression in the works of earlier calligraphers
have likewise been expressed by contemporary artists such as Mustafa Cemil Efe and Savas Cevik.
Savag Cevik interprets such works as a form of orientation shaped by the pressures generated by
urban life.

Artists reflect events such as pandemics, war, and migration through their works, both in the
creation of the work and in the selection of its textual content. Beyond this, the themes established
by international events such as biennials, which shape artistic practice, influence not only the texts
artists choose but also the techniques through which they communicate their works to the public.

This article examines a previously unexplored aspect of calligraphic panels by investigating
how their content has emerged as a subject of artistic expression and how it has been shaped by the
experiences and concerns of calligraphers.

In conclusion, the expression through art of the moral support and consolation needed by
both society and the individual has likewise become a subject of the art of calligraphy.

www.turkishstudies.net/religion



802 Stimeyra Dursun

< Turkish Studies - Comparative Religious Studies r‘s

ANKARA SCIENCE

www.turkishstudies.net/religion eISSN: 2667-5544 AL L

Hat Sanatinda Teselli Levhalar

Giris

Hat sanati kaynaklarda “cismani aletlerle meydana getirilen ruhani bir hendese” seklinde
tarif edilmektedir. Bu ciimleden hareketle zihinde bulunan mananin maddeye yani kagit, miirekkep,
harf ve kelimelere ihtiyaci vardir. Duygular, harfler araciligiyla hayal, his ve idrak sahasinda dogan

bir manay1 agiklar. Sanatci ile yetistigi ¢evre arasinda siirekli bir etkilesim vardir. Sanatci
¢evresinden etkilendigi gibi, ¢cevresi de sanatginin etkisi altindadir.

Sanatkarin i¢ diinyast yaziya akseder. Hattatin ruh hali, 1stiraplari, buhranlar1 ve kemali
yazida goriiliir. Yazidaki yumusaklik, sertlik, rahatlik, keskinlik, azamet ve vakar gibi insanda
hayranlik uyandiran degerler sanatkarin kendisidir. Yazi, sanatkarin ruh haline gore estetik bir deger
kazanir. Psikolojik hadiseler yazinin fiziki tabiatini, manevi ahengini etkiler (Serin, 2003).

Sanatkar, i¢inde bulundugu cemiyetin eseridir. Bu sebeple yetistigi muhitin milli ve beseri
duygu ve diislincelerine yliksek bir heyecanla ayna tutarak yansitmaktadir. Seyh Hamdullah’in
yazilari sadece kendi dehasimin degil, ayn1 zamanda toplum sutirunun ve i¢inde bulundugu her sahada
kemali arayan bir cemiyetin eseridir (Serin, 2003).

Siiheyl Unver’in defterine notlar yazan pek ¢ok hattat, ressam, bestekar bulunmaktadir.
Bunlardan biri olan Ask-1 Memnu romaniyla tanidigimiz Halid Ziya Usakligil duygularini syle izah
eder: “Hayatta insani bir ¢camur kiitlesine mensb sefil bir mahlik olmaktan kurtaran ii¢ seyin
varligia inandim: Ask, musiki ve giizel ve yiiksek eserlerle hislerin mukarenetinden miitevellid
zevk... Defterinizde, ruhumun safahat-1 te’aliden birini yasadigima emin olunuz. Saatlerce onun
yapraklar1 arasinda dolasirken titreyen parmaklarimin gecikmekten, bir dakika evvel birakilmig bir
sahifeye tekrar donmekten miitelezziz bir seyran-1 mestanesi, bir ebrunun, bir hattin, bir fikrin, bir
tezhibin {istiinde vecd Ui gasye benzer bir istigrak-1 valihdnesi oldu. Bana bu sait-1 istilzazi
bahsettiginize miitesekkirim. Ne olurdu, hayat, daima, boyle elem saatlerinin zincirini velev cabeca
olsun, altin halkalarla yaldizlayan dakikalara malik olsaydi!..” (Unver, 2023).

Kalemini sadece Allah’in kelamin1 yazarak kullanan tasavvufun i¢inden gelen, dervis mesrep
hattatlar oldugu gibi giinliik hayatin i¢inde de kullanilan “takma kafana, bu da geger ya hd” gibi
teselli edici ibareleri yazmaya yonelen hattatlar da olmustur.

Ornegin Hattat Hulusi Efendi’nin Sabanci Koleksiyonunda bulunan ta’lik hattiyla yazdig
esere Ugur Derman Beyefendi yazdigi notta sdyle aktarmaktadir: “Rind-mesreb bir tanidigi, HulGsi
Efendi Hoca’dan, Ziya Pasa’nin, keyif ehli arasinda sikca tekrarlanan su ‘I¢ bade, giizel sev, var ise
akl 1 suirun/ Diinya var imis, ya ki yok olmus, ne umiirun’ beytini yazmasini rica etmis. Huldsi
Efendi, yasayisi itibariyle Islam’in umdelerine ‘akliyla’ ve ‘sutiruyla’ bagl, ‘bade’lerle hig sinaligi
olmayan bir Mevlevi dervisi; sevdigi giizel de ta’lik nazenini... Iste onunla bu latif levhay1 yazmus;
diinyanin ‘varligini’, ‘yoklugunu’ diisiinmeyenler i¢in daima gecerliligini korusun diyerek anlasilan

Turkish Studies — Comparative Religious Studies, 21(01)



Consolation Panels in the Tradition of Islamic Calligraphy 803
bu hattina bir tarih de koymamis!” Bu bilgiden hareketle anlasilan, hattatlarin sanatgiligi agir basmais,
kendi kaidelerinden 6te gecip giincel anlam ifade eden metinleri de yazmaktan imtina etmemislerdir
(Schick, 2007).

“Diinyada rahat yoktur.” “Allah’in rahmetinden {imit kesmeyin. Allah dilerse biitiin
giinahlar1 bagislar. Dogrusu O ¢ok bagislayici, cok merhametlidir.” gibi ayet ve hadislerin ikaz eden,
uyarici teselli eden bir tarafinin oldugu sdylenebilir. Bu ibarelerden yola ¢ikarak yaptigi isten sikayet
etmekten, yorulmaktan vazgecmektedir. Ikaz eden, uyarici ifadelerin de bu yoniiyle teselli eden,
umut veren bir tarafinin oldugu soylenebilir. Bu ¢alisma diiniin konularindan farkli olarak hat
sanatinin bugiinkii toplumsal olaylar1 eserlerine konu almasi agisindan énem arz etmektedir. Bu
metin Ozel koleksiyon, sergi materyali ve acgik erisim kaynaklarindan veri elde edilerek
olusturulmustur. Makaleye konu olan eserlerin anlamsal agidan teselli edici tarafi bulunmaktadir. Bu
baglamda bu alanda yapilmig bir ¢aligmaya rastlanmamigstir. Muhteva agisindan bu eserler “Teselli
Levhalar1” seklinde adlandirilabilir.

Toplumsal Olaylarin Sanata Yansimasi

Tarih boyunca insanin kendini ifade etmek i¢in kullandig1 en giiclii olgu sanat olmustur. Bu
cimleden hareketle sanat, hem toplumsal hem de bireysel olaylar1 goriiniir hale getirme, diisiinceyi
gorsellestirme, yeni bigimler ve formlar olusturmak i¢in bir aragtir. Her toplumun kendine gore bir
diisiiniis ve duyus tarzi vardir. Sanatlar da uluslar gibi birbirinden ayrilirlar. Sanat¢ilar ne kadar
yaratic1 ve orijinal olurlarsa olsunlar yine de belli bir toplumun icindedirler. Nasil bir Ingiliz, Fransiz
ya da Alman ulusunun duyus, diisiiniis 6zelligi varsa, Fransiz ve Alman sanati1 da vardir (Baltacioglu,
1993). Bienal gibi popiiler sanat etkinlikleri araciligiyla da sanatcilar diinya iizerinde yasanan siyasal,
ekonomik ve toplumsal hadiseleri kendi diisiiniis sekilleri izerinden ¢alismalarina konu etmistir.

Osmanli Déneminde ev, cami, medrese ve tekkeler sanatgilarin bulusma alani olmustur.
Usta-cirak iliskisiyle baslayan giizel sanatlar egitimi, Sanayi-i Nefise Mektebi’nin kurulmasiyla
resim, oymacilik, mimari, graviirciilik ve hattatlik egitimleriyle hem toplumun giizel sanatlara olan
ilgisini artirmig hem de sanatgilarin birbiriyle olan irtibatin1 olusturan sanat muhitlerinin olugsmasini
saglamistir. Sanayi-i Nefise mektebinde resim dersleri veren Feyhaman Duran Osmanli Ressamlar
Cemiyeti sergilerine diizenli olarak katilmig, hat sanatina olan meraki ve yetistigi ortamin etkisi
sebebiyle resimlerinde hat levhalarina ve hattatlarin portrelerine yer vermistir.

Sanatcilar devrinin tarihsel olaylarini eserlerine tagimistir. Savas, deprem, pandemi gibi
olaylar1 eserlerinde islemistir. Bu sanatgilardan biri Avni Lifij’dir. Avrupa’ya resim sanatim
ogrenmek icin gidip birinci diinya savasi baslayinca memlekete geri donmek zorunda kalan 1914
kusag1 ressamlarindan biri olan Avni Lifij zaferi anitsallastirmak i¢in portreler yapmistir. Genellikle
Mustafa Kemal’e odaklanan bu portreler halk arasindaki imajinin bir grup 6nemli generalden birinin
iilkenin atasina donlismesini gostermistir (Shaw, 2022).

1. Diinya savasi sirasinda Osmanli Devleti sanat ve propaganda iizerine ¢aligmasi igin
sanatkarlar1 tesvik etmistir. Aralarinda Feyhaman Duran, Ibrahim Calli, Adil Sami Yetik gibi egitim
almak tizere yurtdisina gonderilen ressamlarin bulundugu sanatgilar, savas sebebiyle iilkeye donmek
zorunda kalmistir. Vatan lehine eserler iiretmeleri i¢in bu alanda yapilmis eserleri olmamasina
ragmen gerekli ortam ve malzemeler temin edilmis ve sanatgilarin emrine tahsis edilmistir
(Arseven,1993). 14 Kusagi sanatcilart yurtdisinda aldiklar egitim ve yenidiinya goriisiiyle Tirk
Resim Sanati’nda yeni bir sayfa agmis 1917°de Sisli’de kurduklar1 atdlyede biiylik boy savas
resimleri yapmislardir.

Sisli Atolyesi’nde Canakkale Zaferi’ni konu alan ¢aligmalarda gerek komutanlarin gerekse
halkin kahramanliklar1 resmedilerek, Kurtulus Savasi’na giden siirecte halkin milli suurunun artmasi
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saglandig1 gibi askeri basarilariyla 6ne ¢ikan komutanlarin resimlerinin yapilarak halk tarafindan
bilinmesi de saglanmistir (Yildirim & Ayhan, 2019).

Mustafa Thsan Bey'in sekil 7°de bulunan eseri Tiirkge bir ifadeye gomiilii bir ayet
icermektedir: “Diismanin gozleri, agtiklar1 gibi kapansin/Siiphesiz ki biz actik suresinin giicliyle
“Acildik¢a kapansun ayn-1 a‘da/Bi-hakk-1 sire-i ‘inna fatahna”. Bu eser, Kurtulus Savasi'nin
safaginda milletin duydugu umutlar1 ifade etmekle kalmayip, 6zellikle kutsal yazilarin giicline olan
Islam inancini da giizel bir sekilde 6zetlemektedir (Tongo, Schick, 2023).

1923°de Istanbul’un diigman isgalinden kurtuldugu haberini alan Necmeddin Okyay ta’lik
hattiyla yazdig1 Gel keyfim gel eserinin akkase ebru teknigiyle ebru eserini yapmistir (Sekil 9). 1.
Diinya savasmin sonlaria dogru Ismail Hakkir Altunbezer’in celi siiliis hattiyla yazdig: Bu da gecer
ya hil levhasi da ayni tarihlere denk gelmektedir (Sekil 13).

Gilinlimiizde de hattatlar toplumsal olaylar1 sanatlarina tagimistir. Hattat Mustafa Cemil Efe’
nin gociin getirdigi sikintilardan yola c¢ikarak resim ve hatt1 birlikte kullandigi “Miilteci” adli
calismasi, duygularini sanatina yansittigi eserlerden biridir.

Zuhurat niteliginde o an elden ¢ikan bu 6rneklerden bir digeri de Bosver ya hi ibaresidir
(Sekil 2). Hattat Savas Cevik’in celi ta’lik hattiyla atdlyesinde bir sohbetin sonucu olarak yazdigi bu
ibareyle bir kahvenin kirk yil hatirinin olmasi gibi o eseri gordiikce o ani1 hatirlamaya da vesile
olmaktadir. Yine bir bagka sohbetin sonunda sanatkarin adeta bir psikolog edasiyla bir pecetenin
iizerine yazdig1 kaygilanma ibaresi karsi tarafa teselli olmasi, baktik¢a o an1 hatirlayacak bir hediye
olarak “s6z ugar yazi kalir” s6ziiniin yerini buldugu bir 6rnektir (Sekil 3). Sekil 4’ de bulunan “takma
kafana” yazili ibare miisenna kompozisyonda ¢oklugu ifade edecek sekilde kisinin yalnizligindan ya
da morali bozuk bir insanin ruh halinden yola ¢ikarak halini muhatabinin yiiziine bakip yalniz
olmadig1 hissiyle ona teselli vermek gibi bir duyguyu yansitmaktadir. Yavuz Sultan Selim’in meshur
beyti “Gamina gamlanip olma mahzun, demine demlenip olma magrur, ne dem baki, ne gam baki”
birgok hattat tarafindan yazilmistir (Sekil 1).

Hattin Psikolojisi

Mahmud Bedreddin Yazir, yazilarin oynadigi rolleri iki baslik altinda ele almaktadir. Aktif
rol oynayan yazilar ferdlerin ve topluluklarin muhtag olduklari medeni ve kiiltiirel enerjiyi ve bedii
zevki saglamaktir. Biitiin okuma ve yazmalar, dil ve yaz1 ve bunlar etrafinda ¢evrelenen hususi ve
resmi ¢aligmalarda, aktif roliin neticeleridir. Pasif rol biitiin degerini bununla kazanir ve tamamlar
(Yazir, 1974).

Hat sanat1 sadece okunan degil aym1 zamanda seyredilen bir sanattir. insan duyulariyla
gordiigli, farkettii diinyada yasar. Gormedigi fakat kalbi ve ruhuyla sezdigi goriinmez diinyalar
oldugunu bir sekilde Ogrenir. Hat sanati madde diinyasinin malzemelerini kullanarak baska
diinyalarin varligina dair pencereler agmak i¢in harfleri kullanir. Hayal diinyasina dogru kopriiler
kurma deneyimleri, kompozisyonlarda belirir ve kaybolur. Hat sanatinin gorsel etkisi ve yazidaki
anlamlar birbirini tamamlar. Islam esteti§inde hat sanat1 yazidan ¢ok daha fazlasidir (Cam, 2016).
Malik Aksel, “Yazi s6ziin resmidir, resim gordiiklerimizi nasil belirtirse yazi da sézlerimizi dyle
belirtir” der. Ancak hat sanatinin okumayi gerektirmeyen bir soyut resim sanati1 oldugunu sdylemek
miimkiin degildir. Clinkii bir hat eseri okunsa da, okunmasa da, sziin sureti olma islevini her zaman
sakli tutar. Inananlar agisindan bereketini iizerinde bulundugu binanin yahut yaziy1 ziyaret eden
miiminlerin lizerine yagdirir. Hiisn-i hat, sdzlin resmi ve mananin zarfidir, bu nedenle resim vasfi
kaginilmaz olarak anlamiyla hasir nesirdir (Schick, 2007).

1897 de Osmanli Devletiyle Yunanlilar arasindaki muharebede eskiden Osmanli topragi olan
Yenisehir ve Domeke sehirleri aslina riicu ederek Osmanlilarin eline gegmistir. Bir manzumenin
sonuna ebced hesabiyla tarih diisiilerek yasanan hadiseleri tesbit ve tebrik etmek amaciyla sairler
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Yenigehir ve Domeke’nin yeniden fethini kayda gegirdiler. Hattat Sami Efendi’nin celi ta’lik hattryla
yazdig1 bu levhalar, Sultan Abdiilhamid’in marangozluk ¢alismalarim1 yaptig1 Yildiz Sarayi’ndaki
Tamirhane’de sedefkari olarak imal edilmistir. 1317 /1899°da tamamlanan eser sultana sunulmustur
(Derman, 2021).

Padisahlar da i¢inde bulunduklar1 halet-i rihiyyenin bir tezahiirii olarak bazi hat eserleri
siparis etmistir. Sami Efendi Sultan Hamid’in sahsi tevecciihiine nail olmus bir hattattir. Padisahin
istegi lizerine yazdig1 “Bu da gecer ya hii” manasindaki Farsca “In niz begiizered” levhasmin, esi
Miisfika Kadin Efendi Sultan Abdiilhamid’in vefatina kadar bagsucunda asili durdugunu ifade etmistir
(Derman, 2000). lyi bir hattat olan Sultan Abdiilmecid’in de celi siiliis hattryla “Aleyke Avnu’llah”
yazil1 zerend{id bir levhas1 bulunmaktadir (Sekil 5).

Savas ortaminda askerler peygamberin komutasinda savastyorlar gibi hissetsinler diye hilye
ve hirka-i saadeti tagidiklan bilinmektedir. Bunun en kayda deger 6rnegi Sultan I1I. Mehmed’in Egri
seferinde yasanmistir. Savas, Osmanlilar aleyhine gelismekte iken Hoca Sadeddin Efendi etkili
sozlerle padisahi yerinde tutmus ve ona hirka-i saadeti giydirerek muhtemel bir hezimeti zafere
donistirmiistiir. Sultan II. Mustafa biitiin seferlerinde ordunun cesaretini arttirmak ic¢in hirka-i
saadeti beraberinde tasimistir. Sultan III. Ahmed de askerlerin moralini yiikseltmek i¢in hirka-i
saadet ve sancak-1 serifi yanina almistir (Atasoy, 1998). Tasvir (Minyatiir) sanatt kapsaminda
musavver kitap sanatlarinda izlenebilen bu olaylardan da hareketle genel olarak toplumda meydana
gelen biiyiik olaylar sanatkarin tasarimina da etki etmistir. 1925 yilinda diizenlenen Kurtulus Savasi
temali uluslararasi bir yarigsmay1 Avusturyali heykeltras Heinrich Krippel kazanmistir. Ankara Zafer
Anitini tasvir ettigi calismasi halkin Kurtulug Savasi sirasindaki milli birligini ve dayanigmasini
temsil etmektedir.

Hattat Hasan Celebi’nin 15 temmuz i¢in hazirlanan Sehitler Cesmesi kitabesi de bu hatiray1
yasatmak icin hazirlanmigtir. Bir diger 6rnekte, duvar halisinin Canakkale Zaferi’nden bahseden
siiliis hatl kitabesinde “Sevket ve azamet sahibi, Hilafetin koruyucusu olan zat-1 devletlerine Suriye
Hayir Isleri Kadinlar Cemiyeti’nin hediyesidir. Sene 1334” yazilidir. Suriye’de dokunmus Ipek duvar
halisinin iizerine Canakkale haritasi islenmistir. Haritada Canakkale Bogazi ve bolgesinde ada, dag
ve denizleri belirten toplam otuz iki yer adi siiliis, nesih ve rik’a hatlartyla yazilmistir (Sekil 16).
Sanatginin topluma, aliciya ya da kendi diinyasinda yasadigi kaygilar1 hat sanatiyla kaydetmesi de
hediyelesme kiiltiiriiniin bir hatirasidir.

Hattatlarin maiset kaygilar1 yaziya ve imzaya tesir etmistir. Harf devriminin ilaniyla yazi
sanatina olan ilginin azalmasi sebebiyle hattatlar gegcimlerini saglayabilmek icin kartvizit, dilkkan
tabelast, harita yazilar1 hatta apartman adi yazmistir. Ornegin Hamid Ayta¢ Beyoglu-Karakdy’de bir
apartman adi yazmis, isminin 6niine “ginkograf” tinvaniyla imza atmustir.

1928 harf devriminin hat sanatina ve hattatlarin giinliik yasamina olumsuz tesiri nedeniyle
Hattat Halim Ozyazic1, Zeytinburnu / Tepebag semtinde iki katli bir bag evi bulunan araziyi satin
alip lizlim yetistirmistir. Bu tarihten sonra Halim Efendi yazdig1 yazilarin altina ruh halini anlatan
siradigi bir imza kaydi olarak Sabikan hattat halen bagban Mustafa Halim seklinde imza atmigtir
(Perk, 2021).
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)N

Ve _ Slale

Gorsel 1: Savas Cevik’in celi ta’lik hattiyla yazdigi Ne dem baki, ne gam baki
(Fotograf: Savag Cevik)

Gorsel 3: Sohbet sonunda pecete lizerine yazilmis Kaygulanma ibaresi (Yazarm Koleksiyonu)
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Gorsel 4: Savag Cevik’ in celi siiliis hattiyla yazdig1 Takma Kafana

Gorsel 6: Hamid Aytag’in celi ta’lik hattiyla Akibetin Hayrola
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Gorsel 7: Mustafa Thsan Bey’in siiliis hattiyla
Ac¢ildik¢a kapansun ayn-1 a ‘da Bi-hakk-1 stire-i ‘innd fatahna
(Fotograf: Ozel Koleksiyon)
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Gorsel 8: Mehmet Ozgay’m pandemi doneminde muhakkak hatla yazdig:

Hayat eve sigar, evde hayat var (Fotograf: Mehmet Ozcay)

Gorsel 9: Necmeddin Okyay’in celi ta’lik akkase ebru teknigiyle yaptig1r Gel Keyfim Gel
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Gorsel 11: Hamid Aytag’in celi siiliis hattiyla Seyh Gélib’e ait siir

Cekme gam, destgirdir Allah
(Fotograf: Phebus Miizayede)

www.turkishstudies.net/religion



810 Stimeyra Dursun

nydgsnnu:ufl
aju)}S|jSsaabil
naijgSillgh)s

ajufSigl=lls

Gorsel 12: Ali Toy’un ma’kili hatla yazdigi bir mani (Fotograf: Ali Toy)

Giil aglama, giil bize
Ele diken, giil bize

Giil olanmn yiiziinde

Giil acilir, giil bize
o S——

Gorsel 13: Ismail Hakkr Altunbezer’in celi siiliis hattiyla yazdig1 Bu da geger ya hii
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Gorsel 14: Ismail Hakkr Altunbezer’in celi siiliis hatla yazdig1 Allah bes baki heves

o9 o0 ¢

";I’L“.:'/ Vito

Gorsel 15: Savas Cevik’in celi talik hatla yazdig1 Birlikte Miimkiin (Fotograf: Savas Cevik)
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Gorsel 16: Suriye’li kadinlar tarafindan dokunarak Canakkale Zaferi anisina Sultan V. Mehmed
Resad’a hediye edilen hali

(Milli Saraylar Koleksiyonu)

Gorsel 17: 1. Diinya savasi ve Canakkale Savast Doneminde Osmanli Devleti’nin askerler igin
bastirdig1 Hilye-i Serif, Canakkale’den Cumhuriyete 100. Y1l Miizesi, Talas Kayseri

(Fotograf: Omer Fatih Andr)
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Degerlendirme ve Sonug

Kainati yaratilis diizeninde tek diizelik yoktur. Tipki mevsimlerin doniisii gibi, baz1 giinler
bad-1 saba gibi bazilar1 da soguk esen aci bir yel misali “ne dem baki ne gam baki” s6ziiniin de
anlatmak istedigi zamanlarimiz olmaktadir. Sanat eserleri de muhatabin1 bu zorluklara karsi
psikolojik olarak zinde tutup bir girdaba girmesine engel olmaktadir. Hattat aslinda bu eserlerle
kisiye bunlar1 hatirlatmaktadir. Bu eserlerin olusumunda toplumsal olaylarin etkisi olmustur.
Sanatgilar ne toplumsal olaylara ne de bireysel olaylara kayitsiz kalmamustir.

Nasil ki misikide makamlarla insanlar huzur buluyorsa hattatlar da ayni anlayisla olumlu
ibareler yazarak ve istifler yaparak muhatabini teselli etmek istemektedir. Yaptiklar1 istiflerde
kullandiklar1 yazi gesidine de sekil ve muhtevanin uyumu agisindan dikkat etmislerdir. Ornegin ta’lik
hatti, karakteri itibariyle sadelik iceren bir yazi ¢esidi olmasi sebebiyle siikiinet igeren bir duygu
vermektedir. Siiliis hattinin daha giiclii bir yaz1 karakteri olmasi sebebiyle ikaz edici, vurgulayici,
ibarelerde kullanildig1 sdylenebilir.

Klasik metinlerin disinda giinliik hayatta kullanilan sdylemlerin sanat diliyle levhalastigini
ya da tercih edildigini gérmekteyiz. Eski hattatlarin eserlerine konu ettigi toplumsal meseleleri
giliniimiiz hattatlarindan Mustafa Cemil Efe ve Savas Cevik gibi isimler de yer vermistir. Savas
Cevik, bu tiir levhalar1 sehir hayatinin getirdigi sorunlarin kendisinde biraktig1 bir yonelis hali olarak
acgiklamaktadir.

Pandemi, savas, go¢ gibi olaylar1 sanatgilar eserleri araciligiyla hem eser olusumunda hem
de eserin metin se¢iminde gostermektedir. Bunun disinda sanat hareketliliklerine yon veren bienal
gibi uluslararasi faaliyetlerin belirledikleri temalar araciligiyla sanat¢ilarin hem metin hem de hangi
teknikle bu eserleri topluma yansitacaklarini belirlemede etkili olmaktadir.

Sonug olarak, toplumun ve bireyin ihtiya¢ duydugu moral ve destegin sanat yoluyla ifadesi,
hat sanatinin da konusu olmustur.
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ETIK BEYANLAR

Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢caligma oldugunu ve bilimsel aragtirma ile yayin etigi ilkelerine
uygun olarak hazirlandigini beyan ederim. Makale daha Once herhangi bir yerde
yayimlanmamig olup baska bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tim kaynaklar akademik kurallara uygun bicimde atiflanmis ve
kaynakgada gosterilmistir. Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon
icermedigini; arastirma bulgularimin bilimsel diiriistliik ve akademik etik ilkelerine uygun
bigimde sunuldugunu beyan ederim.

Yazar Katkisi
Bu calismanin fikir gelistirme, arastirmanin tasarimi, veri toplama, analiz, bulgularin
yorumlanmasi ve yazim siiregleri Ayse ipek Koca Ball1 ve Erding Balli tarafindan ortaklasa
yiiriitiilmiistiir. Ayse Ipek Koca Balli ¢alismanin fikir gelistirme, tasarim, veri toplama,
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analiz ve yazim siire¢lerinde daha agirlikli katki saglamis; Erding Balli ise aragtirmanin
tasarimina, bulgularin degerlendirilmesine, yorumlanmasina ve metnin gdzden gegirilmesine
onemli katkida bulunmustur. Her iki yazar da makalenin son hélini okuyup onaylamis ve
yayimlanmasini kabul etmektedir.

Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.

Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.

Yapay Zeka Kullanim Beyam
Bu makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca geviri destegi, dil
diizenlemesi, yazim ve dil hatalarinin kontrolii amaciyla sinirli 6l¢iide yararlanilmstir.
Yapay zeka destekli ¢iktilar tarafimca dikkatle gézden gecirilmis, dogrulanmis ve gerekli
diizenlemeler yapilmistir. Yapay zeka araglari arastirma tasariminin olusturulmasi, veri
toplama, veri analizi, bulgularin yorumlanmasi veya bilimsel sonuglarin gelistirilmesi
siireglerinde kullanilmamaistir. Makalenin tiim akademik ve etik sorumlulugu tamamen yazar
olarak bana aittir.

Telif Haklar1 ve izinler
Telif hakki korumasi altinda bulunan materyallerin kullanilmas1 durumunda gerekli izinlerin
alindigini ve ¢alismanin herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Yazar olarak ben makalenin son halini okudugumu, onayladigimi ve yayimlanmasini kabul
ettigimi beyan ederim.
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