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Seramik ytizeylere, kullanim
amaclarina gore cesitli sirlar
uygulanmaktadir. Bazi sirlar sadece
endustriyel olarak kullanilirken, bazi
sirlar sanatsal calismalarda
kullanilmak zere 6zel olarak
gelistirilmektedir. Sanatsal
calismalarda, 6zel gorsel etkiler elde
etmek icin kullanilan artistik sirlarin
en onemlilerinden biri, genellikle
vazolarda ve dik yiizeylerde kullanilan
kristal sirlardir. Biz seramikgiler ne
zaman kristal sirli bir vazo gorsek,
vazonun Uzerindeki kristallerin
inanilmaz gosterisi bizi blyisu altina
alir. Kristaller g6z kamastirici ve cekici
ozelliklerinden dolayi izleyenleri
derinden etkiler ve kendilerine hayran
birakir. Kristal sirli bir vazo isiga
tutuldugunda, girintili cikintili kristaller
sirin icinde hareket ediyormus gibi
gorindr. Kivrimli cicek yapraklarinin
buzlanmis etkilerine benzer
goruntulerdeki bu kristaller rizgarda
savruluyormus hissini verir.

Kristal nive olarak adlandirilan en
kicuk olusum birimlerinin sir
yuzeyinde birleserek olusturdugu
goruntuler, soguk havalarda pencere
camlarinda donan su buharinin
kristallerine benzerler. Pisirim
sirasinda, kristallesmeye uygun
oksitlerin eriyik sirda doymus
miktarda bulunmasi ve soguma
sirasinda oksitlerin soguma hizina ve
yapisina bagli olarak ufak veya iri
kristaller halinde ayrismasi sonucu
sirylizeyinde kristaller olusmaktadir.
Kristal sirlarin elde edilmeleri son
derece giictur ve akiskan olduklari
icin pisirim sirasinda ¢esitli sorunlar
ortaya cikmaktadir. Sadece artistik
sir olarak 0zgiin calismalarda
kullanilmali, enduistriyel bir sir olarak
kesinlikle kullanilmamalidirlar. Kristal
sirlivazolarda kullanilan sirlarin zemin
rengi ile Uzerinde olusan kristallerin
rengi birbirleriyle ayni olabildigi gibi,
farkli renklerde de olabilmektedir.
Bu renk farklitiklart kristallerin daha
etkileyici gorinmesini saglar ve
vazolara ayri bir glizellik katar.

Different types of glazes are applied
to ceramic surfaces depending on the
purpose of use. While certain glazes
are used only industrially, some glazes
are developed specifically to be used
in artistic works. One of the most
important ones of the artistic glazes
used to obtain special visual effects
in artistic works are crystalline glazes
used mostly in vases and upright
surfaces. Whenever we, ceramic
artists, see a crystalline glazed vase,
the unbelievable display of the crystals
on the vase enchants us. Crystals
deeply influence the viewers and leave
them in awe because of their eye
blinding and attractive features. When
a crystalline glazed vase is held to
light, it seems that crystals with
grooves and protrusions are moving
inside the glaze. These crystals that
look like the frosted effects of curved
floral leaves, give the impression that
they are swayed in the wind.

The images formed by joining of the
smallest formation units called crystal
nuclei on the surface of the glaze look
like the crystals of the water vapor
frozen on window panes in cold
weather. Crystals are formed on the
surface of the glaze as oxides fit for
crystallization are found in saturated
quantities in the molten glaze and due
to separation in the form of small or
large crystals of oxides during cooling,
depending on the rate and
composition of cooling. Derivation of
crystalline glazes is extremely difficult
and numerous problems arise during
firing as they are fluid. They must be
used in original works only as artistic
glazing and must never be used as
industrial glazing. The background
color of the glazes used on crystalline
glazed vases and the color of the
crystals on them may be the same as
each other or may be different. These
color variations allow the crystals to
look more impressive and add an
additional beauty to the vases.



igne seklindekiilk kristal sir rnekleri
Xll. ylizyilda Japonya’da yapilmistir.
Bu konuda Avrupa’daki ilk
arastirmalar 1847-1852 yillarinda
Sevres'de Ebelman tarafindan
baslatilmis ve daha sonra Lauth ve
Datailly tarafindan yuritilmustar.
1893 yilinda, Avrupali seramikgilerin
drettigi kristal sirli vazolar, Amerika
Birlesik Devletleri'nde Rookwood
Fabrikasinda sergilenmistir. Kristal
sirlar lizerine yapilan arastirmalar
ve calismalar giinimizde de devam
etmektedir. Elde edilmelerindeki
gucliklerden ve olaganustu
gorinimlerinden dolayl cagdas
seramikgciler arasinda halen
cekiciligini korumaktadir.

First, needle shaped crystalline
glazed specimens were made in
Japan in the 12th Century. The first
research on this subject in Europe
was started by Ebelman in Sevres in
1847-1852 and was conducted later
by Lauth and Datailly. The crystalline
glazed vases produced by European
ceramic artists were exhibited in
Rockwood Factory in the USAin 1893.
Research and studies on crystalline
glazing are still continuing today.
They preserve their appeal at the
present among contemporary
ceramic artists due to the difficulty
in their derivation and their
extraordinary looks.

Kristal sirlarin recetesinde suda
¢oziinen malzemeler yer aliyorsa,
sircalastirma isleminin uygulanmasi
gerekir. Sircalastirma olanagi yoksa
su ile 6gltilen sir bekletilmeden
hemen kullanitmalidir. Sircalarin
biinyesini olusturan malzemeler 6n
eritme isleminden gectigi icin dikey
yuzeylerde kristal niivelerin boyutlar
daha biiylik olusmaktadir. Sodyum
oksitin 0,3 mol, cinko oksidin 0,6 mol,
ve silisyum dioksitin 0,5-1 mol
arasinda oldugu Seger formuliinde
en buyuk kristaller elde edilmektedir.
Sircali kristal sirlarin biinyesinde
fazla miktarda sir¢ca kullanildigr icin,
sulu karisimlari kisa siirede
¢okmektedir. Cokmeyi azaltmak icin
sir recetesine % 1-3 arasinda plastik
bir kilya da bentonit ilave edilmeli ve
sik sik karistirilarak kullanitmalidir.
Kristal sir arastirmasi yapilirken
sonuca ulasmak igin tek denemeyle
sinirl kalinmamali ayni sirdan degisik
kalinliklarda sirlanmis deneme
numuneleri firnin degisik yerlerinde
pisirilmelidir.

If there are any water soluble
ingredients in the recipes of
crystalline glazes, the glassification
process must be applied. If
glassification is not possible, the glaze
pulverized with water must be used
immediately without waiting. In
vertical surfaces, the dimensions of
crystal nuclei are larger as the
ingredients forming glazing go
through a pre-melting process. The
largest crystals are derived under
the Seger formula where sodium
oxide is 0.3 mole, zinc oxide is 0.6
mole and silicon dioxide is 0,5-1 mole.
As an excessive amount of glass is
used in crystalline glazing with glass,
their solutions that contain water
precipitate within a short time. 1-3
% either plastic clay or bentonite
must be added to the glaze recipe to
reduce precipitation and must be
used after mixing frequently. One
trial is not enough to get a result
when researching crystalline glaze
and trial samples of the same glaze
glazed in different thicknesses must
be fired at different parts of the kiln.
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Kristal sirlari yatay ylizeylerde bile
elde etmek genelde zahmetli bir
calismayi gerektirirken bu sirlari dik
ylzeylerde uygulamak ve basarili
sonuclar elde etmek cok daha gii¢
olmaktadir. Bu konuda yapilan
calismalarin sonucunda, sirin
bilesimini olusturan hammaddelerin
ve oksitlerin dogru secilmis olmasinin,
kristal olusumunda etkili rol oynadigi
gozlenmistir. Bazik oksitler grubunda
yer alan alkali oksitlerin sayisi ne
kadar az olursa sirin kristal olusturma
egilimi de o kadar fazla olmaktadir.
En olumlu kristal sirlar, akiskanligi
fazla olan sirlarin sert porselen
camuru tizerinde uygulanmasiile elde
edilmektedir. Fakat bu durum
birtakim zorluklari da beraberinde
getirmektedir. Cinko oksit katkisiyla
olusturulan kristal sirlar, titan dioksit
katkisiyla olusturulan sirlara oranla
dik ylzeylerde daha cok akmaktadir.
Mo02, CdO, WO3 ve V205 kristallerin
sekli izerinde rol oynarken, Mn02,
Na20, Mg0, K20, Li20, Ba0, BiO, Zn0,
TiO2, Fe203, NiO, kristallerin
blyiimesine yardimci olmaktadirlar.
Al203 ise, kristal olusumunu olumsuz
etkiledigiicin siricinde % 1igecmeyen
oranlarda kullanitmalidir.

Vazolarin sirlanmasinda kullanilan
sir, bilyali degirmenlerde sulu olarak
ogutilmeli ve 120 mesh’lik elekten
suzilerek kullanilmalidir. Hazirlanan
sirlarin miktari, daldirma yontemiyle
sirlamaya uygun olmadigi
durumlarda vazolar puskirtme
yontemiyle sirlanmalidir. Sir
kaliniginin vazonun belirli yerlerinde
istenilen sekilde ayarlanabilmesi
nedeniyle puskirtme yontemiyle
sirlama daha ¢ok tercih edilir.
Vazolara uygulanan sirin kalinligr her
yerde esit olmamali, vazonun Ust
kisimlarinda daha kalin alt
kisimlarinda ise daha ince olmalidir.
Kristallerin siricinde kolaylikla
gelisebilmesi icin sir kalinlig yaklasik
3 mm. sirin viskozitesi de disuk
olmalidir. Fir¢a yontemiyle yapilan
sirlamalar genelde olumsuz sonuglar
vermektedir. Bu yontemde sir
kalinligini ayarlamak zor olmakta,
bunun sonucunda da sir damarlar
seklinde asagiya akmaktadir. Kristal
sirin maliyeti yiiksek oldugu igin
vazolarin i¢lerinin sirlanmasinda
kristal olmayan standart bir sir
kullanilabilmektedir.

Sirylizeyinde istenilen yerlerde daha
belirgin kristaller elde edebilmek igin
asilama yontemi kullanilmaktadir.
Asilama yonteminde kristaller yapay
olarak vazolarin Uizerinde istenilen
yerde ve miktarda yerlestirilerek
olusturulmaktadir. Asi olarak
kullanilan karisimin blinyesini genelde
cinko oksit ile kuvartzin birbirine
baglanmasi olusturmaktadir.
Tungsten oksit, molibden oksit,
kadmiyum oksit, rutil ve titan dioksit
asllamada etkili olan diger
maddelerdir. Bu maddeler kristal
sirin icine ilave edilerek de asilamada
kullanilacak karisim elde edilebilir.
Bu karisim cok ince uclu bir firca
yardimi ile az miktarlarda ham sir
uzerine uygulanmaktadir. Fazla
miktarlarda kullanildiginda mat
goruntiler elde edilmektedir. Daha
onceden pisirilmis ve kristalleri
gelismemis vazolari asilama
yontemiyle sirlayip tekrar pisirerek
diizeltmek mumkdin olabilmektedir.

Obtaining crystalline glazing is hard
enough; yet, to apply such glazing on
vertical surfaces and to get good
results is even more difficult. At the
end of the studies conducted on this
subject, it was observed that correct
selection of the raw materials and
oxides forming the composition of the
glaze plays and important role in the
formation of crystals.

The less the number of alkali oxides
in the basic oxide group, the higheris
the tendency of the glaze to form
crystals. The best crystalline glazes
are obtained through application of
glazes with less viscosity on hard
porcelain paste. Yet this brings
together certain difficulties. The
crystalline glazes formed with addition
of zinc oxide run more on vertical
surfaces compared to the glazes
formed using titan dioxide. While
Mo02, CdO, W03 and V205 contribute
to the shape of crystals; Mn02, Na20,
MgO0, K20, Li20, Ba0, BiO, Zn0, Ti02,
Fe203 and NiO facilitate the growth
of crystals. Al203, on the other hand,
must not exceed 1 % in the glaze as
it affects crystal formation adversely.

The glaze used in glazing of vases
must be ground with water in mills
with rollers and used after going
through a 120 mesh sieve. Where the
amount of prepared glazes does not
allow application of glazing through
dipping, the vases must be glazed by
spraying. Spray glazing is preferred
as the thickness of the glaze can be
adjusted as desired on specific areas
of the vase. The thickness of the glaze
applied to the vases must not be
uniform; it must be deeper in the
upper parts of the vase and thinner
in the lower sections. To allow the
crystals to develop easily within the
glaze, the thickness of the glaze must
be approximately 3 mm and glaze
viscosity must be low. Brush applied
glazing usually gives negative results.
In this technique, it is difficult to adjust
the thickness of the glaze and as a
result, the glaze runs downwards in
veins. Since the cost of crystalline
glaze is high, a standard non-
crystalline glaze can be used in glazing
of vase interiors.

The seeding technique is used for
obtaining more distinct crystals in
desired places on the surface of the
glaze. In the seeding technique,
crystals are formed artificially on the
desired locations and amounts on
vases. In general, the mixture used
as seed includes bonded zinc oxide
and quartz. Tungsten oxide,
molybdenum oxide, cadmium oxide,
rutile and titanium dioxide are other
substances that are effective in
seeding. The mixture to be used in
seeding can be obtained also by
adding these substances into the
crystalline glaze. This mixture is
applied in small quantities on the raw
glaze with the aid of a fine-tipped
brush. Mattimages are obtained when
this is used in abundance. Itis possible
to cure previously fired vases where
crystals did not develop by glazing
through seeding and re-firing.



Asilama yontemiyle sirlama yapmanin
farkl yontemleri sunlardir:

1) Vazo saydam bir sirla sirlanir ve firin igine gézetleme
deliginin ontine yerlestirilir. Firin maksimum sicakliga
ulastiginda bir metal boru gozetleme deliginden sokulur ve
asilama maddesi erimis haldeki sirin Gizerine Uflenir. Ardindan
pisirim asamalari dizenli kristal sir pisirimindeki gibi devam
eder.

2) Vazo (asilama maddeleri cikartitmis) kristal sirile sirlanir.
Daha sonra asilama maddeleri sirin tizerine uygulanir ve
pisirilir. Pismis vazonun Ustlinde, istenilen yerlerde kristaller
elde edilir.

3) Asi maddeleri biskdivi pisirimi yapilmis vazonun yizeyine
uygulanir ve asi maddeleri olmaksizin hazirlanmis bir kristal
sir ile sirlanarak pisirilir.

Asilama yontemi kullanmadan dogrudan kristal sirla sirlanmis
vazolarda da basarili sonuclar elde etmek mimkuindir.

Different methods of glazing by
seeding are the following:

1) The vase is glazed by a transparent glaze and
is placed in the kiln in front of the observation hole.
When the kiln reaches the maximum temperature,
a metal tube is inserted through the observation
hole and the seeding substance is blown on the
glaze which is in molted state. Afterwards, firing
phases continue as in the regular crystalline glaze
firing.

2) The vase is glazed by crystalline glaze (seeding
substances removed). Afterwards, seeding
substances are applied on the glaze and the vase
is fired. Crystals are obtained at desired locations
on the fired vase.

3] Seeding substances are applied to the vase that
was biscuit fired and it is fired after glazing by a
crystalline glaze prepared without seeding
substances.

It is possible to obtain good results with vases
glazed directly by crystalline glaze, without using
the seeding technique.

To prevent sticking of the vases to the shelves
during firing due to running of the glaze, a biscuit
fired base in the same size as the pedestal diameter
of the vase must be placed underneath each vase
and these must be fired together in the kiln. It
must be ensured that the vase and the base fit
perfectly and a separator must be applied to the
contact areas of the vase and the base to prevent
sticking together during firing and these must be
fired together. This separator can be prepared by
pulverizing with water and drying and mixing with
furniture glue of kaolin and Al203. This separator
allows the vase to be removed from the base easily
after firing. Also kiln shelves must be lined and
sprayed with quartz.

Crystalline glazing is derived as a result of a very
precise firing program. A very slow cooling
program must be applied from the melting
temperature of the glaze until removal from the
kiln. If it is observed that a glaze has a strong
crystallization tendency as a result of trials, there
is no need for a very long cooling time. In other
cases, cooling time must be long. If it is waited for
a long time after the glaze matures, good crystals
may not be obtained as it would run downwards
on vertical surfaces. There may be cracks on
crystalline glazes on vases which are cooled very
rapidly and removed from the kiln early.
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Vazolarin, pisirim sirasinda akan sir
nedeniyle raflara yapismasini
onlemek icin pisirilecek olan her
vazonun altina, vazonun ayak capi ile
ayni boyutta biskuvi pisirimi yapilmis
bir altlk konulmali ve firinda birlikte
pisirilmelidir. Vazo ile altlgin birbirine
tam oturmasi saglanmali ve pisirim
sirasinda birbirlerine yapismalarini
onlemek icin vazonun ve altligin temas
eden bolgelerine birayirici stirilerek
firina yerlestirilmeli ve birlikte
pisirilmelidir. Bu ayirici, kaolin ve
Al203'in birlikte sulu olarak 6gutilip
kurutulmasi ve mobilya tutkali ile
karistirilmasi ile hazirlanabilmektedir.
Bu ayirici pisirim sonrasinda vazonun
altlktan daha kolay ayrilmasi
saglanmaktadir. Ayrica firin raflari
astarlanmali ve Gzerine bir miktar
kuvartz serpilmelidir.

Kristal sirlar ¢cok hassas bir pisirim
programi sonucunda elde edilir.
Ozellikle sirin erime sicakligindan
baslayip firindan ¢ikincaya kadar ¢ok
yavas bir sogutma programi
uygulanmalidir. Denemeler
sonucunda bir sirin kristallesmeye
dogru glicl bir egilime sahip oldugu
gozlemlenirse, sogutma siliresinin
cok uzun olmasina gerek yoktur. Aksi
durumlarda sogutma siiresi uzun
tutulmalidir. Sir olgunlastiktan sonra
gereginden fazla bekleme yapilirsa,
dik ylizeylerden asaglya akacagi igin
basarili kristaller elde edilemeyebilir.
Cok hizli sogutulup firindan erken
cikarilan vazolardaki kristal sirlarda
catlamalar gorilmektedir. Vazolara
uygulanan kristal sirlarin
pisirilmesinde, firin sicakliginin
kolaylikla kontrol edilebilecegi
elektrikli firinlar tercih edilmeli ve
pisirimler 1280-13000C de
gerceklestirilmelidir.

En Ust sicakliga ulasildiktan sonra
firin sicakligini kristallerin olustugu
sicakliga distirmek gerekir. Soguma
siresinin uzun tutulmasiyla
kristallerde belirgin olarak buyiimeler
gozlenmektedir. Firin sicakliginin bir
kac kez ust Uste dusurilmesi ve
yukseltilmesi sonucunda kristal
halkalarda buylime gorilmektedir.
Firin sicakliginin kontrolu ile degisik
sekillerde kristaller elde edilebilir.
Once sirin erime noktasini belirlemek
gerekir, ardindan kristal biyiime
araligi tahmin edilebilir. Kristal
blytme araliginin sonunda
(beklemedeki en sicak derece) cizgisel
ya da igne seklinde kristaller
sekillenir. Cok az bir sicaklk disusu
ile 1sin halinde kristaller ¢ogalir.
Ardindan ¢apraz sekildeki niveler
olusur. Sogumanin

devaminda hindiba ciceginin kabarik
kivrimlarina ya da patlama sonucunda
olusmus merkezden yayilan yollara
benzeyen kristaller olusurken,
sicakligin daha da azalmasiyla cicek
(hercai menekse) seklinde dairesel
kristaller olusur. Bekleme siresinin
iki saatin altinda tutulmasi ufak ve
orta boy kristallerin, U¢-dort saat
arasindaki beklemeler sonucunda
genis kristallerin, bes-alti saat
arasindaki beklemeler sonucundaise
daha da genis kristallerin olusmasi
saglanmaktadir. Bekleme siiresinin
alti saatin tzerinde oldugu
durumlarda, kristaller birbirine
girmeye baslar ve kristallerin tek tek
blyimesi engellenmis olur.

Ray-like crystals are produced with
a very small temperature drop.
Afterwards, diagonal nuclei are
formed. As the cooling progresses,
crystals looking like the curves of
dandelion or lines projecting from the
center after an explosion are formed
and as the temperature goes on
further, circular crystals in violet form
are created. By keeping the dwelling
period under two hours, small and
medium-sized crystals are formed.
After dwelling for three-four hours,
large crystals and as a result of
dwelling for five-six hours, even larger
crystals can be formed. Where the
dwelling period is over six hours,
crystals start going inside each other
and individual growth of crystals is
prevented.

Electric kilns where kiln temperature
may be easily controlled should be
preferred in firing of crystalline glazing
applied to vases and firing must be
made at 1280-13000C. It is necessary
to drop the kiln temperature to the
temperature where crystals form
after the highest temperature is
reached. Distinct growth is observed
on crystals when cooling time is kept
long. Growth occurs on crystal rings
when the kiln temperature is dropped
and raised consecutively a few times.
Different shaped crystals may be
obtained by controlling the kiln
temperature. Determination of the
melting point of the glaze is necessary
in the first stage. Then, the growth
range of the crystal can be projected.
Linear or needle shaped crystals are
formed at the end of the crystal growth
range (The highest temperature in
dwelling).



Pisirimn tamamlandiktan sonra firinin
dogal sogumasina izin verilmelidir.
Bu durum hem vazolarin firindan
catlamadan saglam ¢ikmasini, hem
de firinda kullanilan yardimci
malzemelerin daha uzun omdrld
olmasini saglayacaktir. Firin tamamen
soguduktan ve ciplak el ile vazolara
dokunulabilir hale geldikten sonra
vazolar disariya ¢ikarilmalidir.
Altliklara yapisik olarak cikan vazolari
ayirmak icin sivri uclu bir metal
kullanitmalidir. Ayirma sirasinda
sigrayan sir parcalarindan gozlerin
korunmasi icin calisma gozligu
takmak gerekmektedir. Altuklar
vazolardan bazen kolay ayrilmakta,
bazen bu islem zor olmaktadir.
Vazonun altliktan ayrilmasini
kolaylastirmak icin, vazo sicak su dolu
bir kap icine daldirilip bekletilir ve
ardindan soguk su dolu baska bir
kaba ayak hizasina kadar daldiriip
soklanarak birlesme yerinin ¢catlamasi
saglanir. Daha sonra sivri uclu bir
ceki¢ yardimi ile hafif darbelerle alt
parca vazodan ayrilir ve capaklar
taslanarak temizlenir. Bituin bu
asamalarin sonunda elde edilen
kristal sirli vazolarin carpici guizelligi
karsisinda yorgunlugunuz bir anda
ucup gidecektir.
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Kaynakga / Bibliography

Natural cooling of the kiln must be
allowed once firing is completed. This
will allow the vases to come out of
the kiln without any cracks and also
it will ensure a longer life for the
auxiliary materials used in the kiln.
The vases must be removed after the
kilnis fully cooled and when the vases
can be touched by bare hands. A
sharp-tipped metal instrument must
be used to separate the vases which
come out stuck to the bases. It is
necessary to put goggles on to protect
the eyes from pieces of glaze during
separation. Sometimes the bases can
be easily removed from the vases, yet
sometimes this becomes a difficult
task. To facilitate separation of the
vase from the base, the vase is dipped
into a container full of hot water for a
while and afterwards, fracture of the
jointis achieved through shocking by
dipping into another container full of
cold water down to the level of the
pedestal. Afterwards, the bottom
peace is separated from the vase by
soft strokes, using a sharp-tipped
hammer and the burrs are cleaned
by grinding. Your fatigue will disappear
in @ moment against the striking
beauty of the crystalline glazed vases
obtained after these phases.
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Cok renkli Iznik

Cinilerinde

Vazo

Vase in multi-colored Iznik Tiles

Yazimizin sinirlarini belirleyen Klasik
Osmanli doneminde Uretilen ciniler,
Turk sanatinda biylk bir atiim olarak
kabul edilmektedir. Titiz ve disiplinli
bir calismanin Urtind olan bezemeler,
saray nakkashanesinde hazirlanmis,
Iznik atolyelerinde basariyla
uygulanmistir. 16. yuzyilin ikinci
yarisinda Mimar Sinan’in, eserlerinde
bezeme unsuru olarak ¢iniyi tercih
etmesi, bu sanatin gelismesinde
onemli etkenlerden biridir. Bu
donemde “Cok renkli kirmizili sir alti
teknigi” adi altinda uretilen cinilerde
teknik agidan erisilen miikemmelligin
yani sira, motif ve desen zenginligi de
onemle vurgulanmasi gereken bir
ozelliktir. Vazo formu bu repertuarin
icinde dikkatimizi ceken motiflerden
biridir ve yazimizin ana temasini
olusturmaktadir. Vazolu duvar
cinilerinin erken orneklerine 15.
ylzyila tarihlenen Bursa Yesil
Tirbe’'nin mihrabinda, yogun olarak
da 17. ylzyiin mavi-beyaz ¢inilerinde
rastlanmaktadir.

Tiles produced in the Classical
Ottoman period, defining the limits of
our paper, is recognized as a major
leap in Turkish art. Decorations that
are products of a meticulous and
disciplined effort were prepared in
the imperial design studio and
successfully applied in Iznik
workshops. One of the factors that
played an important role in the
advancement of this art is Mimar
Sinan’s opting for tile as an element
of decoration in his works in the
second half of the 16th century. In this
period, alongside of the perfection
attained technically in tiles produced
under the title of “Multi-colored red
underglazing technique”, richness of
motif and design is an attribute that
has to be underscored. The vase form
is one of the motifs that attract our
attention within this repertoire and
constitutes the main theme of our

paper.



Ancak erken ve gec devir ornekler
bu calismaya dahil edilmemistir.
Vazolarin detayli olarak cinili
eserlerdeki orneklerinden soz
etmeden once kisaca kirmizili sir alti
tekniginin ozelliklerine deginelim.

Bu grup ciniler 16. yuzyilin itk
yarisindaki teknik gelismelerin
devamini olusturur. Hamurlari
beyaza yakin sert ve pliriizsiiz, sirlari
parlak ve ¢atlaksizdir. Kullanilan
baslica renkler kobalt mavisi ve
tonlar, turkuvaz, zimrit yesili,
mercan kirmizisi ve konturda siyahtir.
Hatayi, rumi, bulut motiflerinin
yaninda natdiralist Uslup
ciceklerinden lale, karanfil, simbdil,
gll, zambak, stisen, ayn-i sefa,
nergis, nar, afyon motifi, bahar
agaclari, servi, izim asma
yapraklari, vazo, kase, cintamani gibi
zengin bir repertuara sahiptirler. Ele
alinan donemin ¢inili yapilarinda
stirekli tekrarlanan desen semalari
dikkat ¢ekicidir.

Bunlar ulama semali bordur ve
karolar, panolar, siipiirgelik ciniler,
pencere ve kapi alintiklari, kose
dolgular, pandantifler gibi cesitli
bezeme alanlandir. Yaptigimiz
calisma vazo motifli cinilerin sinirli
sayida oldugunu, cogunlukla ¢ini
panolarda kullanildigini gostermistir.

1561 tarihli Riistem Pasa Camii'nin
cini sisleme programi motif ve
tasarimdaki cesitliligiyle goz
kamastirir. Bu program icinde yer
alan mihrap nisi, birbirinin esi, bes
adet vazo desenli tam pano ve
kenarlara rastlayan boliimlerde
desenlerin yarisi gelecek sekilde iki
yarim pano ile kaplanmistir. (Res.1-
2/ Ciz.1) Alt bolimde kobalt mavisi
zeminli bir bordiirle belirlenmis, ana
tema beyaz zemin Uizerinde
birbirinden bagimsiz ilerleyen dallarin
zerinde ustalikla yerlestirilen hatayi
ve rumilerle diizenlenmistir. Ayni
desenin orta boliminde ici rumili
vazonun icinden ¢ikan madalyon
(semse) son derece zarif bahar
dallariyla bezelidir. Vazodan
madalyona gegerken rumi saplarin
bahar dallarina dontsmesi dikkati
ceker. Madalyonun u¢ kisminda
bulutlarla bezeli, cilt kapaklarindan
tanidigimiz semselerin ucundaki
‘salbek’ adiyla bilinen tepelik form
gorulur. Vazonun boyun kismi kisa,
govdesinin Ust bolumu genistir,
asagiya dogru daralir ve tcgen bir
ayak kismi ile sonlanir. Kulplar agiz
kenarindan cikarilmis ve govdenin
tistiinde yalin rumi formlariyla disari
dogru kivrilarak sonlandirilmistir.
Koseler kobalt mavisi zemin tizerinde
beyaz birakilan rumilerden olusur.

The early examples of wall tiles with
vase decoration are found in the
mihrab of the Green Tomb in Bursa
dated to the 15th Century and
intensively on the blue and white tiles
of the 17th Century. Before talking
about in detail examples of vases on
works covered by tiles, we should
briefly touch upon the attributes of
the red underglazing technique.

This group of tiles constitutes the
continuation of the technical
developments in the first half of the
16th Century. The pastes are whitish,
hard and smooth and the glazes are
shiny and crack-free. Main colors
used are cobalt blue and its tones,
turquoise, emerald green, coral red
and the contours are black. Beside
hatayi, rumi and cloud motifs, they
have a rich repertoire made up of
naturalist style flowers; tulip,
carnation, hyacinth, rose, lily, orris,
marigold, narcissus, pomegranate,
opium motif, spring trees, cypress,
grape and vine leaves, vase, bowl
and chintemani. The design schemes
that are continuously repeated in the
tiled works of the said period are
interesting. These are borders and
tiles with consecutive schemes,
panels, baseboard tiles, window and
over-door and window pediments,
corner fillings, pendants and similar
decoration areas. The study we
conducted has shown that tiles with
vase motif were limited in number
and were mostly used on tiled panels.

The tile decoration program of
Ristem Pasha Mosque dating to
1561 is eye-blinding with its diversity
in motifs and design. The mihrab
niche in this program is covered by
five vase-patterned full panels that
are the same as each other and two
half panels with half of the designs
on the side sections. (Picture 1-2/
Drawing 1) The lower section is
defined by a border with cobalt blue
background and the main theme is
designed with hatayi and rumi motifs
masterfully placed on independently
advancing branches on white
background. The medallion coming
out of the vase with rumi motifs inside
in the center part of the same design
is decorated with extremely elegant
spring branches. Transformation of
rumi stems into spring branches in
the transition from the vase to the
medallion is worthy of attention. At
the end of the medallion, there is the
header form decorated with clouds,
known as “salbek”, used on “semse”
we know from binding covers.
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1562 yilina tarihlenen Ristem Pasa
Turbesi sekizgen semaya gore
yapilmis tek kubbeli bir yapidir.
Turbenin ici, Ust pencere Ustlerine
kadar cinilerle kaplidir. Alt pencere
aralarinda sekiz adet birbirinin esi,
vazo desenli pano bulunmaktadir.
(Res.3/Ciz.2) Simetrik desenli panoda
ana tema; beyaz zemin Uizerinde
vazonun iki yanindan ve i¢inden
yukariya dogru hatayi tslubu
motiflerle tim alani kaplayacak
sekilde yukariya dogru cizilmistir.
Ortada yine vazodan ¢ikan kobalt
mavisi boyali dilimli madalyon gorildr.
Madalyonun st kisminda hatayi
seklinde cizilen salbek form
bulunmaktadir. Panonun kose
dolgular bulut desenleriyle sisluddr.
Rumilerle diizenlenen ayakli vazonun
zemini kobalt mavisidir, kulplari
boyundan iki yana kivrilarak uzanir,
uglarinda kanatli ve yalin rumilerle
biter. Boyunla govdenin birlestigi
noktada bir orta-bag motifi
kullanitmistir. Panonun etrafinda
Turbe'nin diger bolimlerini de
cevreleyen hatayi motifli kalin bir
borduryer alir.

Siyavus Pasa Tirbesi'nde (1582-84)
kapinin iki yaninda birbirinin esi vazolu
iki ¢ini pano bulunmaktadir. Panolarin
etrafi lale ve hatayi motiflerinden
olusan kobalt mavisi zeminli bordirle
cevrilidir. Ana tema beyaz zemin
tzerinde vazo ve vazonun agiz kismini
tamamen kaplayarak ¢ikan iri bir
hatayi ve madalyondan ibarettir.
(Ciz.3) Bu dénemden tanidigimiz
panolarda ana zemin motiflerle
tamamen dolduruldugundan Siyavus
Pasa orneginde zeminde birakilan
bosluk dikkat cekicidir.

The neck part of the vase is short; the
upper part of the body is wide. It
narrows down towards the bottom
and ends with a triangular pedestal
section. The handles start from the
rim of the mouth and end on the body,
curving towards outside in plain rumi
forms. Corners comprise rumi motifs
that are left white on cobalt blue
background.

The Riistem Pasha Tomb dating to
1562 is a single-dome structure built
according to an octagonal scheme.
The inside of the tomb is covered with
tiles up to the tops of upper windows.
Between lower windows are eight
congruent vase-designed panels.
(Picture 3/ Drawing 2) On the panel
with symmetrical design, the main
theme is drawn directed towards the
top in such a way to cover the whole
area, with hatayi style motifs from the
two sides of the vase and from inside
towards the top on white background.
Atthe centeris a cobalt blue tranched
medallion projecting from the vase.
There is the salbek form drawn in
hatayi style at the top of the medallion.
Corner fillers of the panel are
decorated with cloud patterns. The
background of the vase with pedestal
arranged with rumis is cobalt blue;
the handles extend towards the two
sides from the neck in curves and end
with winged and plain rumis. There
is an ortabag motif at the intersection
of the neck and the body. There is a
thick border with hatayi motif around
the panel, surrounding the other
section of the Tomb.

In the Siyavus Pasha Tomb (1582-84)
are two tile panels with vases that are
the same as each other on the two
sides of the door. The panels have a
border with a cobalt blue background
made of tulip and hatayi motifs. The
main theme is a large hatayiand a
medallion covering the vase and the
mouth of the vase on white
background. (Drawing 3) Since the
main background is fully filled with
motifs in the panels we know from
this period, the space left on the
background in the Siyavus Pasha
example is interesting. The corner
fillers with tranched borders in the
upper part of the panel and the
triangular fillers in the lower part are
decorated with rumis. The whole vase
is arranged with cloud style motifs
and borders and handles are formed
by clouds as part of the same
arrangement. Cobalt blue prevails on
the background and red color is used
on borders.




Panonun ust bolimuinde, siniri
dilimlenmis kose dolgular ve alt
kisimdaki tiggen dolgular rumilerle
bezenmistir. Vazonun timu bulut
Uslubu motiflerle diizenlenmis,
sinirlar ve kulplar da ayni
diizenlemenin parcasi olarak
bulutlardan olusmustur. Zeminde
kobalt mavisi, sinirlarda kirmizi renk
kullanitmustir.

Eylp Sultan Tirbesi 15. ylizyilda
yapilmistir. Ilerleyen yillarda
restorasyon geciren yapida 16.-18.
yuzyila ait bircok ¢inivardir. Ttrbenin
kapisindan iceri girildiginde sol
duvarda 1580'li yillara tarihlendirilen,
iki adet vazolu pano dikkati ceker.
Karolarda birlesme yerlerinde
gorulen desen kargasasi, her iki
panonun da gelisi glizel monte
edildigini gosterir. Panolardan biri,
beyaz zemin Uzerinde tim zemini
kaplayan kivrik dallar tizerindeki
hatayi Uslubu motifler ve ortada
vazodan ¢ikan iki iri yaprakla
sinirlanan madalyondan olusmustur.
(Res.4/Ciz.4) Madalyonun ucunda
salbek seklinde hatayi cicegi
kullanitmustir. Vazo formunun sinirlari
diizdiir. Boyun kismindan cikan
kulplar genisleyen govdeye kivrilarak
birlesir. Kulplar uclarda birer kanatl
ve yalin rumfile sonlanir. Kirmizi
zeminli vazo kalabalik bir bulut deseni
ile bezelidir. Bulutlar beyaz birakilmis
kiclk alanlar yesil renkle
boyanmistir. Boyunla gévdenin
birlestigi noktada orta-bag motifi
kullanitmustir.

Eylp Sultan Tirbesi'ndeki diger
vazolu panoda nattiralist tslup
cicekleri yogunluk kazanmaktadir.
(Res.5/Ciz.5) Kompozisyon beyaz
zemin Uzerinde hatayi Uslubu
motiflerden olusmustur. Madalyon,
lale, karanfil, giil ve bahar cicekleri
ile bezelidir. Vazo diger 6rneklerden
farkli olarak mermer taklidi bir
kaideye oturtulmustur, ticgen
ayaklidir, kulplari ve formu diger Eylp
Sultan panosunun aynidir. Sinirlar ve
i¢ cidarlar yapraklarla belirlenmistir.
Vazoda desen yiizeyi tamamen
kaplamaz. Daha sade ve seyrek bir
desen anlayisi vardir. Vazonun alt
bolimine yerlestirilen iri hatayi
ciceginden iki yana dogru uzanan
bahar dallart kullanilmistir. Ayak
bolimi cizgilidir. Tirbe'deki her iki
panoyu da benzer borddrler cevreler.

The Eyiip Sultan Tomb was built in the 15th
Century. There are many tiles dated to 16-
18th Century in the building that was
restored in later years. When one enters
through the door of the tomb, two vased
panels dated to 1580s attract attention on
the left wall. The design confusion observed
on the joints of tiles indicates that both
panels were installed arbitrarily. One of the
panels is made up of hatayi style motifs on
curved branches covering the whole
background on white background and a
medallion in the middle, bordered by two
large leaves coming out of the vase. (Picture
4 / Drawing 4) A hatayi flower in salbek form
is used at the tip of the medallion. The
borders of the vase form are straight. The
handles coming out of the neck join the
widening body in curves. Handles end with
winged and plain rumis at the ends. The
vase with red background is decorated by
a crowded cloud design. Clouds are left
white and small spaces are painted green.
The ortabag motif is used at the intersection
of the neck and the body.

Naturalist style flowers are predominant
on the other vased panel in the Eyiip Sultan
Tomb. (Picture 5/ Drawing 5) The
composition is made up of hatayi style motifs
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on white background. It is decorated with
medallions, tulips, carnations, roses and
spring flowers. In contrast to other
examples, the vase is seated on a marble
imitation base, has a triangular pedestal
with handles and form same as the other
Eyiip Sultan panel. The borders and inner
walls are defined by leaves. The design does
not cover the full surface of the vase. A
simpler and sparse design concept prevails.
There are spring branches extending
towards the two sides stemming from the
large hatayi flower placed on the lower part
of the vase. The base part is striped. Similar
borders surround both panels in the tomb.

In the old Valide Mosque dating to 1583,
which is one of the significant works of
Mimar Sinan’s; tile borders, band strips,
headers and a pair of arched and vased tile
panels of striking beauty seated across each
other on the side walls of the mihrab draw
attention. (Picture 6 / Drawing 6] The main
theme of this panel comprises spring
branches that flow towards the top from
the two sides of the vase on white
background and in the middle, a medallion
extending out from the vase and a smaller
medallion at the end.
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Mimar Sinan’in 6nemli eserlerinden
biri olan 1583 tarihli Eski Valide
Camii'nde cini borddirler, kusak yazisi,
alintklar ve mihrap yan duvarlarinda
karsilikli duran carpici guizellikte bir
cift kemerli ve vazolu ¢ini pano yer
almaktadir.[Res.6/ Ciz.6) Bu panonun
ana deseni, beyaz zeminde vazonun
iki yanindan yukariya dogru stiziilen
bahar dallari ve ortada vazonun
icinden ¢ikan madalyon ve ucundaki
daha kic¢ik madalyondan
olusmaktadir. Kose dolgularda zemini
boyali rumi deseni bulunur. Zeminde
yaprak kokten cikan lale ve karanfil
motifleri serbest bir kompozisyon
anlayisiyla cizilmistir. Vazo kirmizi
zemin Uzerinde beyaz birakilan
rumilerle stislenmistir. Vazonun
ortasinda rumi kapali formlarin igi
turkuvazla, rumilerin kiigiik detaylari
kobalt mavisiyle renklendirilmistir.
Vazonun kulplari agiz kismina yakin
bir noktadan kivrilarak karin
bolgesinde kanatli ve yalin rumilerle
biter. Ana tema turkuvaz zeminli rumi
desenli bir bordurle cercevelenmistir.

Carsamba’daki 1585 tarihli Mehmet
Aga Camii 16. yuzyil Iznik, Kitahya ve
18.ylzyila ait Tekfur Sarayi cinileriile
bezelidir. Mihrabin yaninda simetrik
olarak yer alan ince uzun panolar
Iznik Uretimi cinilerdir. Serbest
tasarim anlayisiyla diizenlenen ana
desen, helezon seklinde kivrik dallar
Uzerine oturan iri hatayi cicek ve
yapraklarindan olusur.
Kompozisyonun cikis noktasi genis
karinli vazonun agiz kismindaki bol
yaprakl alandandir. (Ciz.7) Panonun
st bolimtnde kemerli alanin kose
dolgusu bulut motiflidir. Hatayi ve
lalelerden olusan bordir panoyu
cevreler. Vazonun kulplari, sinirlar
ve ylzeyi ici ciceklerle bezeli dilimli
rumilerle tasarlanmustir. Iri rumilerin
arasinda bulut motifleri dolasir. Zemin
rengi turkuvazdir. Rumiler kirmizi,
icindeki gigekler beyaz ve kobalt
mavisi renktedir. Konturlart kalin
kobalt mavisi ile netlestirilen bulutlar
beyaz birakilmistir.

There are rumi designs with painted
background on corner fillers. The
tulip and carnation motifs stemming
from the leaf root on the background
are drawn in a free composition
concept. The vase is decorated with
rumis left white on red background.
At the center of the vase, the insides
of the closed rumi forms are colored
with turquoise and small details of
rumis are colored cobalt blue. The
handles of the vase curve from a point
close to the mouth and end in winged
and plain rumis in the belly section.
The main theme is surrounded by a
rumi style border on turquoise
background.

The Mehmet Aga Mosque dated to
1585 in Carsamba is decorated with
16th Century Iznik, Kiitahya and 18th
Century Hebdomon Palace tiles. The
slender, long panels placed
symmetrically on the side of the
mihrab are covered with Iznik
production tiles. The main pattern
arranged under a free design concept
comprises a large hatayi flower and
its leaves seated on curved helical
curved branches. The starting point
of the composition is from the area
with abandoned leaves in the mouth
section of the vase with a wide belly.

u ."I"li"lil

g | |

' J L
Bk

:#:ﬁl 1

Fe

._.___F—___'ir“ L

(Drawing 7) The corner filler of the
arched area in the upper section of
the panel has cloud motifs. A border
comprising hatayi and tulip motifs
surround the panel. The handles,
borders and the surface of the vase
are designed with tranched rumis
with flowers inside. Cloud motifs
circulate around large rumi figures.
The background color is turquoise.
The rumis are red, the flowers inside
are red and cobalt blue. The clouds,
the contours of which are
underscored using thick cobalt blue
are left white.

In the Takkeci Ibrahim Aga Mosque
dating to 1591; the mihrab, the walls
and window tops are covered with
tiles. There are two congruent vase-
designed panels between them.
(Picture 7/ Drawing 8) The main
design stems out of a vase seated on
a bowl with pedestals on white
background with rumi decorations
inside. Semi-flowers are placed
symmetrically on the side walls of
the panel, decorated with hatayi style
flowers and leaves. There are also
naturalist style flowers hugging the
two sides of the vase originating from
the lower base of the panel.




1591 tarihli Takkeci Ibrahim Aga Camii'nde mihrap, duvarlar,
pencere ustleri cinilerle kaplidir. Bunlarin arasinda iki adet
birbirinin esi vazo desenli pano bulunur. (Res.7/Ciz.8) Ana desen,
beyaz zemin lizerinde ayakl bir kasenin lizerine oturtulmus, igi
rumilerle bezeli bir vazodan ¢cikmaktadir. Panonun simetrik
olarak yan duvarlarina yarim cicekler yerlestirilmis, hatayi
Uslubunda cicek ve yapraklarla bezenmistir. Ayrica vazonun iki
yanini saran, panonun alt tabanindan ¢ikan natiiralist Uslupta
cicekler gorulir. Panoyu kobalt mavisi zeminli, bulutlu ve cicekli
bordir sarar. Ayakl kase bantlarla siislenmistir. Vazonun zemini
kirmizi boyalidir. Rumﬂgr beyaz birakilmis, kiigtik alanlarda yesil
renk tercih edilmistir. Ince kulplar vazonun agiz kismindan
baslayarak, genisleyen karin bolimiinde kiictik kanatli rumilerle
biter. Kulplarin basladigi yerde de ice doniik kanatli rumiler
vardir.

Bir baska vazolu cini pano Ayasofya Kiitliphanesi'ndedir. Desen,
vazonun iki yanindan yaprak kiimelerinin arasindan ¢ikan hatayi
uslubunda ciceklerin olusturdugu helezonlarla baslar ve panonun
tlmtine yayilir. I¢i rumilerle bezeli vazonun icinden iki yana
dogru ¢ikan iri saz yapraklari ortada kivrilarak bir madalyon
olusturur. Vazonun ici rumilerle bezelidir. ince kulplar boyun
kismindan kivrilarak genisleyen govdeye baglanir. Uclarinda
diger orneklerde oldugu gibi rumiler gorilir. Zemin kobalt
mavisi ile, beyaz birakilan rumilerin detaylari ve rumi kapali
formun ici kirmizi ile renklendirilmistir.

16.ylizyllin 2. yarisinda iiretilen, cok renkli iznik cinilerinde
karsilastigimiz dokuz adet vazo desenli ¢ini panoyu yukarida
belirttigimiz tanimlarina dayanarak, yer aldiklari cevre diizeni
ve kendi i¢ diizenleri icinde degerlendirdigimizde bazi temel
prensiplere varmak mimkun olmustur.

Bilindigi gibi panolar cinili eserlerde
ic ve dis mekanlarda siklikla
uygulanmistir. Vazolu panolarin
genellikle tiirbe ve camilerde mihrap
nisi ve duvarlarinda karsilkl, yan yana
bazen de simetrik olarak kullanildigi
goze carpmaktadir. Bunlarin semalari
kicuk degisiklikler disinda, ortak
ozelliklere sahiptir. Ayni donemde
uretilen panolar bosluk birakilmadan
simetrik, serbest veya ulanabilir
semalarla diizenlenebilirken, vazolu
panolarda serbest kompozisyonlu

A border with clouds and flowers with cobalt blue background
surround the panel. The bowl with pedestals is decorated with
strips. The background of the vase is red. Rumis are left white
and green was chosen as the color in small areas. Slender
handles start from the mouth of the vase and end in small
winged rumis in the widening belly section. There are winged
rumis looking inwards at the point where handles start.

Another tile panel with vase figures is located at the Saint Sophia
Library. The design starts with spirals formed by hatayi style
flowers, stemming from groups of leaves on the two sides of
the vase and is spread over the whole panel. The large saz
leaves projecting towards the two sides from inside the vase
with rumi decorations inside curve into a medallion in the middle.
The inside of the vase is decorated with rumi figures. Slender

handles connect to the widening body curving from the neck
section. There are rumis at the tips like in other examples. The
background is cobalt blue and the details of the rumis that are
left white and the insides of the closed rumi form are colored
red.

It was possible to find certain basic principles when we evaluated
the nine vase-patterned tile patterned panels produced in the
second half of the 16th Century with multi-colored Iznik tiles in
terms of their environment and their own inner patterns. As it
is common knowledge, panels have been used frequently in

Mehmet Aga Camii 6rnegi disinda, simetrik uygulamalar tespit
edilmistir. Panolarin tiime yakin bolimi zemini boyali bir bordirle
sinirlanir. Ana desen panonun alt bolimunden, vazodan veya
hem vazodan hem de vazonun iki yanindaki yaprak kokten
cikabilir. Riistem Pasa Camii'nin mihrap nisinde, vazonun
panodaki yerlesimi diger 6rneklerden tamamen farklidir. Vazo
panonun orta bolimindedir. Herhangi bir zemine oturtulmadan
cizilmistir.

Madalyon kullanilmayan Takkeci ibrahim Aga Camii 6rneginin
disinda, vazonun agzindan panonun orta bélimini kaplayan
bir madalyonun cikmasi, en ok tercih edilen bezeme seklidir.
Eylp Sultan Turbesi’'nde de madalyon degisik bir yontemle
olusturulmustur.(Res.4) Bu panoda ana alani kaplayan desen,
iki iri saz yapragtyla belirlenen zemini boyali alanda devam
ettirilmistir. Panolarin time yakini, diiz / dilimli kemerli ve kose
dolguludur.

inner and outer spaces in tiled buildings. It comes to attention
that vased panels are generally used in tombs and mosques
across each other, side by side, or sometimes symmetrically
on mihrab niches and walls. The schemes of these have common
attributes except for small changes. While the patterns made
in the same period would be arranged either with symmetrical
free or consecutive schemes without leaving any space,
symmetrical applications have been observed on vased panels,
save the example of Mehmet Aga Mosque which has free
compositions. Almost all panels are surrounded by a border
with a painted background. The main pattern may start from
the bottom part of the panel or from the vase or from both the
vase and also the leaf root on the two sides of the vase. In the
mihrab niche of Riistem Pasa Mosque, the placement of the
vase on the panel s totally different from other examples. The
vase is in the center part of the panel. It is drawn without being
seated on any ground.

The style of decoration most opted for is a medallion projecting
from the mouth of the vase covering the middle part of the
panel, save the Takkeci Ibrahim Aga Mosque where no medallion
was used. The medallion was formed by a different technique
in the Eytip Sultan Tomb. (Picture 4) In this panel, the design
covering the main space was continued on the space with
painted background, defined by two large marsh leaves. Almost
all panels have straight / tranched arches and corner fillers.



n Sanat - Tasarim/ Art - Design

Mart-Nisan / March - April 2005 * Seramik Turkiye

Desenlerde hatayi, rumi,bulut tslubu
ve dénemin naturalist Uslup cicekleri
gorulir. Uskidar Eski Valide
Camii'nin bahar dalli 6rnegi harig,
panolarin ana zeminlerinde genellikle
hatayi tslubunun helezonlu
diizenlemeleri tercih edilmistir.
Madalyonlu alanlarda hatayi
Uslubununyaninda lale, gil, karanfil,
simbl gibi yari stilize ¢igekli
bezemeler zarif uygulamalar olarak
dikkati ceker. Kose dolgular daha cok
rumi ve bulut motifleri ile stslenir.

Vazolarin formlari birbirine benzer
cizimlerdir. Genellikle uzun boyunlari,
asagi dogru genisleyen govdeleri
bulunur. Ancak Riistem Pasa
Camii'ndeki vazo digerlerinin aksine
kisa boyunludur ve st bolumi genis,
asaglya dogru daralan bir govdesi
vardir. Kulplar agza yakin kisimdan
veya boyun bolgesinden asagi dogru
kivrilir bir “S” cizerek kanatli rumi ve
ucunda yalin bir rumtile sonlanir.
Baz orneklerde govdeyle boynun
birlestigi bolimlerde rumi
desenlerinden tanidigimiz orta-bag
motifi kullanilmistir. Dis sinirlar,
sadece tek cizgi, kimi ornekte birden
fazla diiz ¢izgi (cetvel) veya ig

bezemenin motifiyle birlesecek
sekilde tasarlanmistir. Vazolarin
ayakli, bazen de ayaksiz ¢izildigi,
Takkeci Camii orneginde oldugu gibi
ayakli kase Uzerine de oturtuldugu
tespit edilmistir. ilerleyen yillarda
kase ile birlikte vazo kullanimi, 17.
ylzyilin ¢ini panolarinda ok sik
tekrarlanan bir uygulama olmustur.

Vazonun i¢ diizeninde en ¢ok tercih
edilen, rumi Uslubudur. Rumi
diizenlemelerin ana elemanlari olan
tepelik, orta-bag, kanatli ve yalin
rumilerle, helezonlar ve kapali
formlar olusturacak sekilde yogun
desenler tasarlanmustir. Cizilislerine
gore dilimli rumiler ve igi bezeli
rumiler vazolarda karsilastigimiz
rumi cesitleridir. Orneklerin cogunda
kiiclk i¢ bezemeler (hurdeler) yer
alir. Bunlarin arasinda Mehmet Aga
Camii'nin iri dilimli ve ici cicek bezeli
vazo tasarimi degisik bir uygulamadir.
Eyip Sultan ve Siyavus Pasa
Turbeleri'nde tespit edilen vazolarda,
bulut Gslubu diger bezeme bicimidir.
Eylp Sultan'daki ornekte bulut deseni
daha yogunlukla islenmis ve vazonun
tek cizgi ile belirtilen sinirlarinin icinde
gelismistir. Siyavus Pasa’da sinirlar

diizenlemenin icine dahil edildiginden
daha soyut bir vazo formu
olusmustur. Vazonun ic diizeninde
rastlanan vurgulanmasi gereken
degisik, son ve tek ornek, hatayi ve
bahar cicekleri desenli Eylip Sultan
Tirbesi panosudur.

Renklendirme programi donemin
karakteristik ozelliklerini tasir. Vazo
zemininde kobalt mavisi, kirmizi veya
turkuvaz renkler goralir. Konturlar
siyahtir. Koyu zemin tizerindeki rumi,
bulut ve ¢icek desenlerinin beyaz
birakilmasi motiflerin algilanmasini
kolaylastirir. Bu alanlarda sadece
klcuk detaylar renklendirilmistir.
Siniri belirleyen bantlar zemin
renginden farkl bir renkle boyanarak
desene hareketlilik saglar.

Sonuc olarak: cok renkli iznik
cinilerinin zengin cicek repertuart ile
cennet bahgelerini animsatan
tasarimlarinda, vazo motifinin de
onemli bir yer tuttugunu soylemek
yerinde olacaktir. Desenlerin
baslangi¢ noktasi olarak kullanilan
vazolar, islevsel gorevlerinin yaninda
cini panolara ayri bir estetik
katmislardir.

Hatayi, rumi, cloud style and naturalist
style flowers of the period are found
in patterns. Save the spring branced
specimen in Uskidar Old Valide
Mosque; the helic arrangements of
the hatayi style were popular on the
main backgrounds of panels. Semi-
stylized floral decorations like tulip,
rose, carnation and hyacinth draw
attention alongside of the hatayi style
in medallion filled areas. Cornerfillers
are mostly decorated with rumi and
cloud maotifs.

The vase forms are drawings similar
to each other. In general, they have
long necks and bodies that widen
towards the bottom. However, the
vase in Ristem Pasha Mosque is
short-necked in contrast to the others
and its body has a wide upper part
and narrows down towards the
bottom. The handles start from the
part thatis close to the mouth or from
the neck area, bend downwards and
drawan “S” figure; ending in awinged
rumi and a plain rumi. The ortabag
motif we know from rumi designs
are used in intersections of the body
and the neck in some examples.
Outer borders are designed with a
single line and sometimes in such a

way to join with more than one
straight lines or the motif of the inner
decoration. It is observed that vases
are drawn with or without pedestals
or seated on a bowl with pedestal as
in the Takkeci Mosque example. As
the years advanced, the use of vases
with bowls became an application
frequently repeated in the tiled panels
of the 17th Century.

The most frequently used style in the
innerarrangement of the vase is rumi.
Intensive designs are made using
headers, ortabag, winged and plain
rumis, spirals and closed forms which
are the main elements of rumi
arrangements. Tranched rumis and
interior-decorated rumis are the
types of rumi figures we encounter
onvases. Many specimens have small
inner decorations (hurdes). Among
these, the large tranched vase design
filled with flowers in Mehmet Aga
Mosque is a different type of
application. Another style of
decoration in the vases found in Eylip
Sultan and Siyavus Pasa tombs is the
cloud style. In the example in Eyiip
Sultan, the cloud design is applied
more frequently and has developed
inside the borders defined by single

lines on the vase. In Siyavus Pasa, a
more abstract vase form was created
as borders were incorporated in the
arrangement. The last and unique

example that must be underscored
observed in the interior design of the
vase is the Eyiip Sultan Tomb panel
with hatayi and spring flower design.

The coloring program carries the
characteristics of the period. Cobalt
blue, red or turquoise are found on
vase backgrounds. The contours are
black. The non-colored rumi cloud
and flower designs on dark
background facilitate perception of
motifs. Only small details are colored
in these spaces. The strips defining
borders give motion to the design,
being painted in a different color than
the background.

In conclusion, it will be justified to say
that the vase motif has an important
place in the designs reminding of the
gardens of Eden of multi-colored
Iznik tiles that have a rich floral
repertoire. The vases used as the
starting point of designs add a
separate aesthetic value to the tile
panels beside their functional tasks.



Resimler

Pictures

1- Ristem Pasa Camii, cinili mihrap nisi 1-  Ristem Pasa Mosque, mihrab niche with tiles
2- Ruistem Pasa Camii, mihraptaki panodan detay 2- Ristem Pasa Mosque, detail from panel
3- Rustem Pasa Tirbesi, vazolu pano on mihrab
4- Eylp Sultan Tirbesi, vazosu bulut desenli ¢ini pano 3- Ristem Pasa Tomb, panel with vase
5- Eyip Sultan Tirbesi, vazosu hatayi cicekli 4-  Eylp Sultan Tomb, tiled panel with cloud
panodan detay patterned vase
6- Uskiidar Eski Valide Camii, cini panodan detay 5-  Eyip Sultan Tomb, detail from panel with
7- Takkeci ibrahim Aga Camii, cini panodan detay vase with hatayi flower
6- Uskiidar Old Valide Mosque, detail from tiled panel
7- Takkeci lbrahim Aga Mosque, detail from tiled panel
Cizimler Cizimler
1- Ristem Pasa Camii, mihrap nisindeki vazo 1-  Ristem Pasa Mosque,vase on mihrab niche
2- Ristem Pasa Tlrbesi, vazo deseni 2- Ruistem Pasa Tomb, vase design
3- Siyavus Pasa Tirbesi, vazo deseni 3-  Siyavus Pasa Tomb, vase design
4- Eylp Sultan Turbesi, bulut desenli vazo 4-  Eylp Sultan Tomb, vase design with cloud
5- Eyip Sultan Turbesi, hatayi cicekli vazo 5-  Eylp Sultan Tomb, vase with hatayi flower
6- Uskiidar Eski Valide Camii, vazo deseni 6- Uskiidar Old Valide Mosque, vase design
7- Carsamba Mehmet Aga Camii, vazo deseni 7- Carsamba Mehmet Aga Mosque, vase design
8- Takkeci ibrahim Aga Camii, vazo deseni 8- Takkeci ibrahim Aga Mosque, vase design
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