






















PROCEEDINGS BOOK 

12 

CONTEMPORARY PERCEPTION OF TRADITIONAL TURKISH ARTS: 

4TbT {!at[91 

 

«ƳƳǸƎǸƭǎǸƳ !4LYm½ 

Sociologist-4ƛƴƛ Master and Trainer, Ankara Metropolitan Municipality (BELMEK) 
ummugulsumacikoz@gmail.com 

 

Abstract 

 

The arts are crucial for understanding, forming, and making culture 

and civilization much more meaningful. In this context, traditional Turkish 

arts have a long history, started by Uygur Turks, developed by Major and 

Anatolian Selcuqities and systematized by Ottomans. During all this process, 

Turks had the main role and function so that the arts had reached the top 

point by accepting Islam. In traditional Turkish arts, Turks had brought new 

understanding and technic and equipment, colours, form, composition, 

designs from their past belief, tradition and culture. Therefore, traditional 

Turkish arts have been historically so rich and unique that we have this 

unique and rich heritage today. We can observe such uniqueness and 

richness in some of the branches of the traditional Turkish arts such as hat 

(calligraphy), tezhip (ornamentationύΣ œƛƴƛ όtile art), ebru (marbling), 

miniature and so on.  

Thus, in this paper, to demonstrate our contemporary reflections 

ƻǾŜǊ ǘǊŀŘƛǘƛƻƴŀƭ ¢ǳǊƪƛǎƘ ŀǊǘǎ ŀǘ ǘƘŜ ǎŀƳǇƭŜ ƻŦ ǘƘŜ ŀǊǘ ƻŦ 4ƛƴƛ utilizing data 

derived from our observations as the 4ƛƴƛ ƳŀǎǘŜǊ-teacher and the recent 

questionnaire applied, we shall firstly introduce and deal with the hat, tezhip, 

miniature and ebru in terms of historical background. Secondly and most 

importantly, after giving brief historical background and presenting the 

ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ǘƘŜ ŀǊǘ ƻŦ 4ƛƴƛ, we shall examine outcomes or findings of 

questionnaires about my students who have joined the course of the art of 

4ƛƴƛ ƛƴ ǘƘŜ ǇŜǊƛƻŘ ƻŦ ǘƘŜ ȅŜŀǊǎ нлмр ŀƴŘ нлнл ƛƴ Ankara for revealing their 

 
1 ¢ƘŜ Ƴŀƛƴ ōƻŘȅ ƻŦ ǘƘƛǎ ǊŜǾƛǎŜŘ ŀƴŘ ŜƴƭŀǊƎŜŘ ǇŀǇŜǊ ǇǊŜǎŜƴǘŜŘ ƛƴ ¢ǳǊƪƛǎƘ ŀǘ άLƴǘŜǊƴŀǘƛƻƴŀƭ 
¢ǳǊƪƛǎƘ /ǳƭǘǳǊŜ ŀƴŘ !Ǌǘ {ȅƳǇƻǎƛǳƳέ ƛƴ 9ǘƛƳŜǎƎǳǘ ς Ankara, on 29-30 October 2020. 
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attitudes, approaches, feelings, thoughts and perceptions towards the art of 

4ƛƴƛ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜƛǊ Řŀƛƭȅ ƭƛŦŜ ǇǊŀŎǘƛŎŜ ŘǳǊƛƴƎ ǘƘŜƛǊ ǎǘǳŘŜƴǘǎƘƛǇ ƛƴ ǘƘŜ ŎƻǳǊǎŜΦ  

Keywords: Traditional Turkish arts, 4ini, Contemporary Perception of 

4ini. 

 

INTRODUCTION 

What enriches the places is the culture and art created by the people 

living there. Verbal or nonverbal cultural properties enable us to talk about 

the existence of a civilization in the place. Those establishing culture and 

civilization put their signature on the world, and the others follow or are 

enlightened by the path created by this nation throughout history. The 

Turkish nation is one of the pioneers of the civilizations that will leave their 

mark in history and top out in arts and glorifying their geography. The Turkish 

nation had an extensive culture by blending the pre-Islamic cultural values 

with the Islamic values after accepting Islam and establishing the 

construction of the high civilization. Considering the Turkish civilization 

based on arts, we can see that it is extensively equipped with arts. It has such 

as wide range of arts that Turkish people express their emotions and thought 

verbally or nonverbally. A few of the nonverbal expression methods of art 

are motifs, patterns, forms, colours and shapes. These are also the keystones 

and main elements of art. These main elements are used on various surfaces. 

Since the Turks considered nature as divine before Islam, they focused on 

patterns with figures in their designs and engraved objects like mirrors, 

combs and carpets. 

Furthermore, pieces that symbolize religious beliefs can be seen. 

They composed their most important art pieces in the animal art style (Eycil 

and Us, 2019:81). The Turks, who were in touch with nature because of their 

living conditions, were affected by nature and used natural elements on their 

stuff. The Turks have communicated with other societies and been in 

interaction with them in the process of time. Their cultural range expanded 

and enriched due to this interaction. Their cultural range deepened as they 

incorporate different branches of art after the acceptance of Islam. While 

some arts got lost in time, most arts have been developed, become 

systematized, and come today.  
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If we can give the following ansǿŜǊ ǘƻ ǘƘŜ ǉǳŜǎǘƛƻƴ ά²Ƙŀǘ ƛǎ ŀǊǘΚέ 

while reading art through a nation; ά{ŀƴŀǘ όŀǊǘύ ƛǎ ŀƴ !ǊŀōƛŎ ǿƻǊŘ ŀƴŘ ǿŀǎ 

ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ǿƻǊŘ άǎŀƴŀŀΦέ Lǘ ƛǎ ǘƘŜ ŜǉǳƛǾŀƭŜƴŎŜ ƻŦ ǘƘŜ ǿƻǊŘǎ άŀǊǘέ ƛƴ 

9ƴƎƭƛǎƘ ŀƴŘ άŀǊǎέ ƛƴ [ŀǘƛƴΦ Lǘ ƛǎ ŘŜŦƛƴŜŘ ŀǎ άǘƻ ƘŀǾŜ ōŜŜƴ ǊŜŀŎƘŜŘ ǘƻ ŀ certain 

ŎƻƳǇŜǘŜƴŎŜΣέ άǘƘŜ ŀōƛƭƛǘȅ ǘƻ ǎƘŀǇŜ ǎƻƳŜǘƘƛƴƎ ŦǊŜŜƭȅ ŀŎŎƻǊŘƛƴƎ ǘƻ ƻƴŜΩǎ ƛƴƴŜǊ 

ǊǳƭŜǎέ ƻǊ άǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ŜǾŜƴǘǎ ŀƴŘ ōŜŀǳǘƛŜǎ ǘƘŀǘ ǇŜƻǇƭŜ ǎŀǿΣ ƘŜŀǊŘΣ ŦŜƭǘ 

ŀƴŘ ƛƳŀƎƛƴŜŘ ƛƴ ŀ ǿŀȅ ǘƻ ŀǊƻǳǎŜ ŀŜǎǘƘŜǘƛŎ ŜȄŎƛǘŜƳŜƴǘ ƛƴ ǇŜƻǇƭŜέ ό4ŀƳΣ мфффΥ 

3). 

Every field of Traditional Turkish handicrafts with a prosperous 

repertory renders its art within its system. This system takes place in detail. 

These details, fineness and gracious final touches deeply affect people. These 

pieces created methodically and meticulously have developed and enriched 

from past to present and decorate both structures and hearts. Every art 

branch creates art pieces within its structure as well as interacting with other 

branches of art. They can become supplementary to each other. For 

example, The arts of tezhip (ornamentation) and ebru (marbling), which 

decorate the art of hat (calligraphy), and the miniature craft, which makes 

writing understandable. 

Our traditional handicrafts have made great progress with the 

government incentives and attention of municipalities and the private 

sector, in addition to the major role of the artists in preserving the traditional 

¢ǳǊƪƛǎƘ ƘŀƴŘƛŎǊŀŦǘǎΦ ¢ƻŘŀȅΩǎ ŀǊǘƛǎǘǎ ǇǊƻŘǳŎŜ ǿƻǊƪǎ ƻŦ ŀǊǘ, look into the 

historical processes of skills, and find new information about these issues. 

This information shows that we have a prosperous traditional handicrafts 

background and accumulation. In line with this information, it is seen that 

conventional Turkish handicrafts are embroiled on various surfaces. 

Calligraphy, ornamentation and miniature performed on paper, 

marbling performed on water, tile art performed on mud (ceramic), and a 

short history of tile art among the traditional Turkish handicrafts were 

mentioned in this study. Then, the evaluation of the in-depth interviews 

made with the trainees who attended the Cevizlidere and Cigdem BELMEK 

courses in Ankara, Turkey, between 2015 and 2016 was created using the 

survey method. 
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CALLIGRAPHY 

Calligraphy (IǸǎƴ-Ǹ Iŀǘ), embroiled on sized paper and includes 

materials like cane, pen and ink, is the art of calligraphy abiding by the 

aesthetic rules in a measured, balanced, and rhythmic manner. The written 

language of the Islamic civilization, Arabic writing has gained a style where 

geometric, neat, vertical and horizontal lines are dominant. Calligraphy is 

ŘŜŦƛƴŜŘ ŀǎ άŀ ǘƘƛƴΣ ƭƻƴƎΣ ǘǊǳŜ ǇŀǘƘΤ ŀ ƭƛƴŜ ƻǊ ǿǊƛǘƛƴƎ ŦƻǊƳŜŘ ōȅ ŎƻƴƴŜŎǘƛƴƎ ǘƘŜ 

Řƻǘǎέ ƛƴ ǘƘŜ ŘƛŎǘƛƻƴŀǊȅ ό{ŜǊƛƴΣ нлмпΥ 65).  

²ƛǘƘ ǘƘŜ ōƛǊǘƘ ƻŦ LǎƭŀƳΣ ǘƘŜ ƭŀƴƎǳŀƎŜ ŀƴŘ ǿǊƛǘƛƴƎ ƻŦ ǘƘŜ vǳǊΩŀƴ 

became an internationally powerful language in a short time, and cultural 

unity was secured. The importance of social development and improvement 

of paperΣ ǿƘƛŎƘ ŜƴŀōƭŜŘ ǘƘŜ vǳǊΩŀƴ ǘƻ ǊŜŀŎƘ ǇŜƻǇƭŜΣ ǿŀǎ ŜƳǇƘŀǎƛȊŜŘ ƛƴ ǘƘŜ 

ŦƛǊǎǘ ƳŜǎǎŀƎŜ ƻŦ ǘƘŜ Iƻƭȅ vǳǊΩŀƴΦ LƎƴƻǊŀƴŎŜ ǿŀǎ ǎƘƻǿƴ ŀǎ the cause of all 

types of backwardness. The need for writing, preserving and reproducing the 

vǳǊΩŀƴ ǿƛǘƘ ǘƘŜ ǎǇǊŜŀŘ ƻŦ LǎƭŀƳ ƛƴ ǘƛƳŜ ƛƴŎǊŜŀǎŜŘ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǿǊƛǘƛƴƎ 

so much more. While writing developed in terms of alphabet, form and 

grammar in the 1st and 2nd Hegira centuries, it also gained magnificent 

beauties that started to increase to the level of artistic writing (Serin, 2014: 

66).  

Two forms of writings were known in the birth of Islam. The first one 

was άƳŜǒƪέ, and the other was άcezmέ. The first revelations were written 

with geometric cezm calligraphy in terms of being more formal. Geometric 

scripts were named Mekki, Medeni and lastly Kufic based on the region 

composed the most at different times. Medeni script is an undotted, 

stationary, simple writing order where neat, geometric, rhythmical, 

horizontal and vertical lines are dominant. 

Important developments in science and art occurred in the time of 

the Umayyads. With the translation activities of books and reproduction of 

the vǳǊΩŀƴΣ ǘƘŜ ƴǳƳōŜǊ ƻŦ ŎƭŜǊƪǎ ǿƘƻ ǿǊƛǘŜ ǘƘŜ vǳǊΩŀƴ ǿƛǘƘ ŎŀƭƭƛƎǊŀǇƘȅ 

increased. Halid b. Ebul - IŜȅȅŀœ ǿŀǎ ŘƛǎǘƛƴƎǳƛǎƘŜŘ ƛƴ ǘƘŜ ǘƛƳŜ ƻŦ ǘƘŜ 

Umayyads with the copies of the vǳǊΩŀƴ as he wrote with calligraphy. 

Considered the first polished writing calligrapher, Halid is known as the 

person who wrote the first monumental writing on the south wall of the 

Mescid-i Nebevi, beginning from the Surah Ash-Shams until the end of the 

vǳǊΩŀƴ ǿƛǘƘ ƎƻƭŘΦ Lǘ ƛǎ ŀƭǎƻ ƪƴƻǿƴ ǘƘŀǘ YǳǘōŜ ŀƭ-Muharrir, one of the 
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important calligraphers in the time of the Umayyads, created four types of 

writing. 

In the time of the Abbasids, mevzun (measured) and asli (original) 

calligraphies emerged. The characteristics of mevzun calligraphies are that 

they are round and have 24 typefaces based on the thickness of the pen and 

paper. The most important innovations in the history of calligraphy occurred 

in the time of the Abbasids. Ibn Mukle combined characters and features, 

classified them, decreased their numbers, and laid out and named the 

geometric proportions and rules based on the circle of letters. Thus, he made 

the important initial ǊŜŦƻǊƳǎ ƻƴ ǘƘŜ ŜƳŜǊƎŜƴŎŜ ƻŦ ƳŜƴǎǳō όŀƪƭŀƳƤ-

sitte/golden pen) calligraphies. Inbu l-Bevvab (death 413/1022), considered 

the second biggest calligraphy master, enhanced the style by making these 

aesthetic rules based on finer geometric proportions. He reduced the 

number of pens to eight and made a major reform on the emergence of 

aklam-Ƥ ǎƛǘǘŜ ōȅ ŘŜǘŜŎǘƛƴƎ ŀƴŘ ŎƭŀǎǎƛŦying the common points of similar styles.  

The style of writing dominated the Islamic world for almost three centuries. 

The copy of the vǳǊΩŀƴ ƘŜ ǿǊƻǘŜ ǿƛǘƘ wŜȅƘŀƴƛ ŎŀƭƭƛƎǊŀǇƘȅΣ ǿƘƛŎƘ ƛǎ Ƙƛǎ Ƴƻǎǘ 

well-known work and which reached today, is in Dublin Chester Beatty 

Library (Serin, 2014: 71).  

Yakut el-aǳǎǘŀ ŘŜǘŜǊƳƛƴŜŘ ǘƘŜ ǎŎǊƛǇǘǎ ƻŦ ǎǸƭǸǎΣ ƴŜǎƛƘΣ Rehani, 

muhakkak, tevki and ǊƛƪΩŀΣ ƴŀƳŜŘ ǘƘŜ ŀƪƭŀƳ-Ƥ ǎƛǘǘŜ όgolden pen) and revealed 

its classical measurements and bases in its most developed form. The script 

got the most beautiful harmony. The innovations Yakut made on calligraphy 

opened a new period, and his effects continued for almost two centuries, and 

his writings were taken as an ŜȄŀƳǇƭŜΦ ¸ŀƪǳǘΩǎ ǎǘȅƭŜ ǎǇǊŜŀŘ ǘƻ LǎƭŀƳƛŎ ƴŀǘƛƻƴǎ 

even after his death thanks to his six students who went to these nations. 

 

Aklam-Ƥ {ƛǘǘŜ  

It is the name given to six types of Islamic writing with different 

styles. These six types of writing, whose classical bases were revealed by 

Yakut el-aǳǎǘŀΩǎ ŀǊŜ ǘŜǾƪƛΣ ǊƛƪΩŀΣ ƳǳƘŀƪƪŀƪΣ ǊŜȅƘŀƴƛΣ ǎǸƭǸǎ ŀƴŘ ƴŜǎƛƘ ǿǊƛǘƛƴƎǎΦ 

Tevki is the name given to calligraphy ǿǊƛǘƛƴƎ ƛƴ ǎǸƭǸǎ ǇŜƴ ǘƘƛŎƪƴŜǎǎ 

of 3-4 mm with which all documents of the kings were written. 
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wƛƪΩŀ is the name of the writing written on specifically sized small 

ǇƛŜŎŜǎ ƻŦ ǇŀǇŜǊ ŀƴŘ ǇŀǊŎƘƳŜƴǘΦ ¢ƘŜ ǇŜƴ ǘƘƛŎƪƴŜǎǎ ƛǎ м ƳƳΦ ¢ƘŜ ǊƛƪΩŀ ǿǊƛǘƛƴƎ 

is used for archives, letters and daily things. 

Muhakkak ƛǎ ōƛƎƎŜǊ ǘƘŀƴ ǎǸƭǸǎ ǇŜƴ ǘƘƛŎƪƴŜǎǎ of 3-4mm and was used 

for big-ǎƛȊŜŘ vǳǊΩŀƴ ǿǊƛǘƛƴƎǎ ŀƴŘ ƻǘƘŜǊ ōƻƻƪǎ ŀƴŘ ǘƘŜ ƛƴǎŎǊƛǇǘƛƻƴǎ ƻŦ 

architectural pieces.  

Reyhani is used for Mushaf inscription and book arts with a pen 

thickness of 1 mm. It is a type of calligraphy-based on the Muhakkak writing 

and its characters, but it is written in thin and small letters like nesih writing. 

{ǸƭǸǎ is the type of writing used for odes, couplets, verses and 

aǳǎƘŀŦǎ ǿƛǘƘ ŀ о ƳƳ ǇŜƴΦ {ǸƭǸǎ ǎŎǊƛǇǘǎ ǿŜǊŜ ŀŎŎŜǇǘŜŘ ŀǎ ǘƘŜ ǎƻǳǊŎŜ ƻŦ 

Islamic writing, which is also the case for kufic scripts, and beginning the 

ǇǊƻŎŜǎǎ ƻŦ ƭŜŀǊƴƛƴƎ ŎŀƭƭƛƎǊŀǇƘȅ ǿƛǘƘ ǎǸƭǸǎ ǎŎǊƛǇǘǎ ōŜŎŀƳŜ ŀ ǘǊŀŘƛǘƛƻƴΦ 

Nesih is a field of art where the thickness of a pen is one-third of 

ǿƘŀǘ ƛǎ ǳǎŜŘ ƛƴ ǎǸƭǸǎ ǎŎǊƛǇǘǎ όм ƳƳΦύΦ The most commonly used writing form 

utilized to author books and mushafs following the 16th century. Owing to 

the easiness of reading and writing, this method has been preferred more 

than other writing styles (Serin, 2014:74).  

/Ŝƭƛ ȅŀȊƤ is not a form of writing, but the name is attributed to writing 

letters in a greater form accepted as normal or natural. It has been utilized 

on tablets, plaques and mosques. 

CƻƭƭƻǿƛƴƎ ǘƘŜ ǎǘȅƭŜ ƻŦ ¸ŀƪǳǘΣ {ƘŜƛƪƘ IŀƳŘǳƭƭŀƘΩǎ όмрнлύ ǎǘȅƭŜ ǿŀǎ 

dominant in the Ottoman Era. Having assessed the works of Yakut from an 

aesthetic aspect and presented his artistic approach, Sheikh Hamdullah 

ƳŀƴŀƎŜŘ ǘƻ ǊŜŦƭŜŎǘ Ƙƛǎ ǎǘȅƭŜΣ ǿƘƛŎƘ ƛǎ ŎŀƭƭŜŘ ά{ƘŜƛƪƘ ǎǘȅƭŜέ ό5ŜǊƳŀƴΣ 

1997:429). !ŦǘŜǊ ǘƘŜ ǎŜŎƻƴŘ ƘŀƭŦ ƻŦ ǘƘŜ мтǘƘ ŎŜƴǘǳǊȅΣ IŀŦƤȊ hǎƳŀƴ όмсфуύ 

assessed Sheikh Hamdullah and created his style. The same process was 

ǇŜǊŦƻǊƳŜŘ ōȅ aǳǎǘŀŦŀ wŀƪƤƳ, who evaluated ǘƘŜ ǎǘȅƭŜ ƻŦ hǎƳŀƴ IŀŦƤȊ ŀƴŘ 

formed his style (Derman, 1997: 429). These historical styles have been 

combined with other styles and reached the present day. Nevertheless, the 

afore-noted are the most popular styles. Many modern artists, such as 

/ŀƭƭƛƎǊŀǇƘ Iŀǎŀƴ 4ŜƭŜōƛΣ .ŜƪƛǊ 9ǊΣ aΦ ¦ƐǳǊ 5ŜǊƳŀƴΣ IǸǎŜȅƛƴ Yǳǘƭǳ ŀƴŘ Ƴŀƴȅ 

more, sustain these styles. 
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ORNAMENTATION 

Tezhip (Ornamentation), ǿƘƛŎƘ ƳŜŀƴǎ άƎƛƭŘƛƴƎέ ƛƴ !ǊŀōƛŎΣ ƛǎ ǘƘŜ art 

of glamorization using gold, ground with Arabic gum, and various colours like 

black, dark blue, blue and shiny red, and the artists are called ornamentors 

(Derman, 2014: 100). The art of ornamentation gained various styles in 

Central Asia and continued its existence during the Seljuks, Anatolian 

Principalities and Ottoman and reached the present day as it infiltrated, 

deepened and enriched throughout its history. The earliest example of 

ornamentation is the book of musicology named aŀƪŀǎƤŘǸΩŜƭƘŀƴ. 

The art of ornamentation made great progress during the reign of 

Mehmet the Conqueror thanks to his curiosity for the arts and the 

importance he put on the books. The art of ornamentation started to gain 

character with its diversity of colours, the beauty of patterns and simplicity 

with the painted ƘƻǳǎŜ ƘŜ ōǳƛƭǘ ƛƴ ǘƘŜ ¢ƻǇƪŀǇƤ tŀƭŀŎŜ ŀƴŘ .ŀōŀ bŀƪƪŀǒ ƻŦ 

Uzbek origin, who was assigned as the manager, and the artists he later 

trained. Sultan Bayezid the second and the 16th century are the golden age 

of the Ottoman art of ornamentation. These bright periods continued in the 

reigns of Suleiman the Magnificent, Sultan Selim the second, and Sultan 

Murad the third. The art of decoration produced valuable and beautiful 

pieces in treasuries, franchises and edicts in addition to the copies of the 

vǳǊΩŀƴ ό5ŜǊƳŀƴΣ нлмпΥффύΦ 

Towards the end of the 17th century and the 18th century, the art of 

ornamentation started to regress. The Western-style decoration, which 

rapidly spread and could not be stopped, began to destroy the values of the 

classical style. With the influence of baroque and rococo styles from the 

West, dissymmetrical vases, baskets, pots, ribbons, curtains and bows were 

used as decoration elements. When light-and-shade colouring and 

volumization, which were not included in our tradition, were added to these 

motifs, the image reached another dimension. It became distant from the 

classical ornamentation when bright colours like purple, lilac and lavender 

were added (Derman, 2014:100). 

In the midst of the 20th century, calligraphy masters such as 

/ŀƭƭƛƎǊŀǇƘŜǊ bŜŎƳŜŘŘƛƴ hƪȅŀȅΣ CŜȅȊǳƭƭŀƘ 5ŀȅƤƎƛƭΣ 5Ǌ {ǸƘŜȅƭ «ƴǾŜǊΣ aǳƘǎƛƴ 

Demironat and Rikkat Kunt had an important role in eliminating the reasons 

for this regression and deterioration in art and restoring the old beauty and 
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character of the ornamentation by accessing the unchanging fundamental 

principles and rules of the ornamentation (Derman, 2014:100). This art of 

ornamentation can be performed alone or with calligraphy and miniature. It 

is a traditional Turkish handicraft where the design is applied on a sized 

paper. Shaded lines are drawn with a thin brush and painted with various 

colours crushed with destesenk (a stone used to crush and blend colours), 

and some golden colours are applied, and golds are polished. The art of 

ornamentation has distinctive motifs. These are especially floral, animal and 

Rumi motifs. Although other motifs support ornamentation, it is generally 

built and designed on these motifs.  

In the stylisation method, the artist draws the motifs by preserving 

the base lines of the pattern chosen from nature with a realistic perspective 

and eliminating the details by adding their style and opinions. Thus they can 

provide diversity for motifs (Derman, 2014: 101). 

Floral motifs: The motifs are the basis of the Turkish decoration arts 

and are drawn up in certain order and rules. One of these motifs is the floral 

motifs. These motifs, gathered under the Hatayi group, are also divided into 

panj, leaves, rosebuds, Hatayi, semi-stylized flowers (rose, tulip, carnation, 

lily, etc.). Their common features are that they are drawn in a shaded and 

volumizing way.  

Animal motifs: These motifs primarily include imaginary, 

mythological animal motifs (dragon, Simurgh etc.) and nature-based stylized 

animal motifs (lion, panther, deer, rabbit and various bird species). 

Cloud motif: The cloud motif passed from Chinese people to Turks in 

Central Asia varied with the transition period. Having been reflected by 

imaginary dragons as a reflection of wrath and anger, the cloud motif has 

been transformed into the natural clouds by Turkish artists and used from a 

realist approach. 

Chintamani motif: It is one of the symbolic, idea-based motifs. 

Evoking a triangular shape, this motif consists of three even circles, one at 

the top while the remaining two at the bottom and two are wavy lines. 

Ottoman artists accepted this motif as the symbol of power, strength and 

sultanate.  
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Rumi and trajectory motifs: The most distinctive characteristic of 

these animal-based motifs is that they are drawn without any shades. The 

ǘŜǊƳ άwǳƳƛ motifέ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ŀǎ ŀ ǎƛƎƴƛŦƛŎŀƴǘ motif in every period and 

Ƙŀǎ Ƴŀƴȅ ǘȅǇŜǎΣ ǊŜŦƭŜŎǘǎ ǘƘŜ άōŜƭƻƴƎƛƴƎ ǘƻ !ƴŀǘƻƭƛŀέΦ !ƭǘƘƻǳƎƘ the trajectory 

motif has not been used from time to time, the Rumi motif has been used as 

the main motif in every period (Derman, 2014: 102). 

 

Ornamentation Methods  

The motif to be decorated is ornamented on paper using different 

methods. The pattern considered while illuminating a work should be 

determined based on the technique. These methods include classical 

ornamentation with the painted ground, zarandarzar, khalkhari, double 

composition and Zeravshan (Gold Splash) methods. The relevant styles 

regarding these techniques include Timurid ornamentation style, Seljuk 

ornamentation style and styles of beyliks, Ak Koyunlu and Kara Koyunlu 

ornamentation style and Ottoman ǇŀƭŀŎŜ ƻǊƴŀƳŜƴǘŀǘƛƻƴ ǎǘȅƭŜ ό.ŀōŀ bŀƪƪŀǒ 

ǎǘȅƭŜΣ {ŀȊȅƻƭǳ ǎǘȅƭŜΣ YŀǊŀƳŜƳƛ ǎǘȅƭŜΣ !ƭƛ «ǎƪǸŘŀǊƛ ǎǘȅƭŜΣ !ǘŀ ¸ƻƭǳ ǎǘȅƭŜΣ Lƭ-

Khanate and Mamluk ornamentation styles, and Safavid ornamentation 

style). Including rich motif patterns and styles, ornamentation methods are 

successfully used today (Derman, 2014: 118). 

 

MINIATURE 

This method includes small-sized pictures created using watercolour, 

gold and silver without light, shade and depth effects to ornament and 

explains the text of handwritten books (Mahir, 2014: 125). ά¢ƘŜ ǘŜǊƳ 

miniature is derived from the ornamentation method called miniature that 

was used within the Europe of Medieval Times to ornament the first letters of 

introductions within different sections of certain handwritten books using 

reddish-orange minium (vermilion or red lead powder), and that means 

painting with ƳƛƴƛǳƳέ (Mahir, 2014: 125). Certain handwritten documents 

kept by Iranian Zoroastrian priests exemplify Muslim artists, but the idea that 

Manichaeism affects the Turkish-Islamic miniatures is much more popular. 

Manichaeist Uyghur miniatures are accepted as the antecedents of Seljuk 
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miniatures based on figure types and perception of composition within the 

miniatures (Mahir, 2014: 125). 

The first Turkish ς Islamic miniature style was formed after the Seljuk 

Turks spread from Iran to Asia Minor, Mesopotamia and Anatolia in the 11th 

and 12th centuries. The miniature models from this period are grouped as 

άSeljuk miniature styleέΦ ¢ƘŜ ƻƭŘŜǎǘ ƳƛƴƛŀǘǳǊŜs created in Anatolia dated back 

to the 12th-13th century and reached the present day are present in the 

Artuqid books titled Kitab al-Hashaish and Kitab al-Tiryaq. A masnawi book 

titled ±ŀǊƪŀ ƛƭŜ DǸƭǒŀƘ contains a miniature example of an Anatolian Seljuk 

work prepared in Konya during the 13th century. This miniature was formed 

ōȅ bŀƪƪŀǒ !ōŘǳƭƳǸƳƛƴ Ŝƭ-Huyi (Mahir, 2014: 126). 

Upon the impact of Chinese art, a new style emerged in the Islamic 

miniature art in Iran following the 1220s when the Il-Khanate state was 

dominant in the area. Al-Asaru al-baqiya by Biruni is an example in this 

regard. The miniature style of the Il-Khanate state continued in the standards 

of aƛΩǊŀŎƴŜƳŜΣ YŜƭƛƭŜ and 5ƛƳƳŜ ǾŜ  ŀƘƴŜƳŜ by Ahmet Musa after the fall 

of the state. Miniature characteristics of the era indicated a simple and 

decorative painting style where Islamic miniature was shaped. Miniature 

examples can be seen during the Timurid era as DƤȅŀǎŜŘŘƛƴ .ŀȅǎǳƴƎǳǊ 

supported Herat's miniature art and artists. The expert artists of the era 

worked in his artistic ateliers. DǸƭƛǎǘŀƴ ōȅ {ŀΩŘƛ-ƛ  ƛǊŀȊƛ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴǘ 

miniature manuscripts. 

A new style called Turkmenian style emerged during Kara Koyunlular 

and Ak Koyunlular, two states reigning around Eastern Anatolia, Iran and 

Iraq, during the 14th and 15th centuries. The figures of this style are chubby 

and have large heads. Moreover, natural plants and plain sceneries with 

rocks and horizon and light colours are present. The works were created in 

Baghdad and Shiraz. The Safavid miniature style was made during the Safavid 

era upon the impacts of Turkmenian people and Herat. Regarding the 

Mughal era, the Indian miniature style was formed with the contribution of 

masters from Tabriz. Works from this period ruled by Akbar Shah include 

.ŀōǸǊƴŀƳŜ and Ekbername (Mahir, 2014: 128). 

Dilsuzname represents the first early development period of 

Ottoman miniature, an Ottoman miniature style works. The portrait of Sultan 

Mehmet II, which was created in oil paint style by Gentile Bellini -an artist 
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invited from Italy- after the conquest of Istanbul, represented the 

developments and changes in miniature and affected the styles of miniature 

ŀǊǘƛǎǘ {ƛƴŀƴ .Ŝȅ ŀƴŘ  ƛōƭƛȊŀŘŜ !ƘƳŜŘΦ hǘǘƻƳŀƴ ƳƛƴƛŀǘǳǊŜǎ ǳƴŘŜǊǿŜƴǘ 

significant periods during Sultan Selim the Grim and Sultan Suleiman the 

Magnificent era, gaining unique styles (Mahir, 2005: 121). 

The figure-free sceneries and topographic city depictions in the 

ƘƛǎǘƻǊƛŎŀƭ ǿƻǊƪǎ ŀǳǘƘƻǊŜŘ ōȅ aŀǘǊŀƪœƤ bŀǎǳƘΣ ƻƴŜ ƻŦ ǘƘŜ ƛƳǇƻǊǘŀƴǘ ŀǊǘƛǎǘǎ ƻŦ 

the era, attributed new dimensions to miniature. The most important figure 

ƛƴ ǘƘŜ ŎƭŀǎǎƛŎŀƭ ǎǘȅƭŜ ŀŦǘŜǊ ǘƘŜ ǎŜŎƻƴŘ ƘŀƭŦ ƻŦ ǘƘŜ мсǘƘ ŎŜƴǘǳǊȅ ƛǎ bŀƪƪŀǒ 

Osman. Surface ornamentation lost importance in this style; plain grounds 

were preferred, and topics were indicated in plain expression while reflecting 

a documentary reality. Zafername and IǸƴŜǊƴŀƳŜ are two examples in this 

regard. During the era of Osman LLΣ ǘƘŜ ǿƻǊƪǎ ƻŦ !ƘƳŜǘ bŀƪǒƛ, who 

abandoned the classical Ottoman miniature and developed a personal style, 

are remarkable. The pictures with single figures shine out in the miniatures 

of the 17th century (Mahir, 2005: 122). 

Levni led the depiction style in miniature during the early 18th 

century. The westernization period can be seen in Kebir Musavver 

Silsilename, one of the first Ottoman depiction styles. Abdullah Bukhari 

sustained the novelties after Levni. Pictures of men and women with single 

figures are interesting in this regard. The use of watercolour and oil painting 

in three-dimensional safaratnama and attire albums prepared in the early 

19th century indicates that the traditional Ottoman miniature exists no 

longer (Mahir, 2005: мноύΦ wŜƎŀǊŘƛƴƎ ƳƻŘŜǊƴ ǘƛƳŜǎΣ bǳǎǊŜǘ 4ƻƭǇŀƴ ŀƴŘ 

{ǸƘŜȅƭ «ƴǾŜǊ ƘŀǾŜ ǘŀƪŜƴ ƴƻǘŜǎ ŦǊƻƳ ǘƘŜ Ǉŀǎǘ ŀƴŘ ǎǳǎǘŀƛƴŜŘ ǘƘŜ ƳƛƴƛŀǘǳǊŜ 

art. 

 

MARBLING 

The exact place and date regarding the emergence of marbling, one 

of the traditional Turkish and Islamic arts, are not known. Still, it is believed 

that the art emerged in Bukhara, Turkistan, and was conveyed to the 

Ottomans through Iran. Marbling spread from Istanbul to Europe through 

ǘǊŀǾŜƭƭŜǊǎΣ ŎŀƭƭŜŘ ά¢ǳǊƪƛǎƘ ǇŀǇŜǊέ ƻǊ άƳŀǊōƭŜ ǇŀǇŜǊέ. The art of marbling is 

performed by spreading the paint enriched with bile on the water stabilized 
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with tragacanth or carrageen moss in a manner in which the colour does not 

submerge, shaping the paint motifǎ ǳǎƛƴƎ ŀ ƳŜǘŀƭ ŎŀƭƭŜŘ άōƛȊέ ŀƴŘ ŎŀǊŜŦǳƭƭȅ 

transferring the motifs on a paper. 

The surfaces within the two-dimensional marbling works are water 

and paper. What sets apart the figures and colours on paper is the figures 

and paint on the water's surface. The paints prepared by using colourful rocks 

and soil do not dissolve in water and contain oil. Herbal colours with the same 

feature are also used. The paints are thinned using dest-seng, diluted using 

water and lightened using bile. Marbling vat, tragacanth, bile, brush, comb, 

and wire bar are marbling materials. The characteristics of a good quality 

marbling work are affected by the size of the marbling vat, the form of 

tragacanth, the ratio of bile and the form of the paints. All elements are 

connected and affect one another. Therefore, every stage of marbling 

requires attention, care and experience.  

The art of marbling has reached the present day with the knowledge 

of masters who gained experience due to their extensive efforts. To provide 

more details, the first artist knew in this art during the Ottoman era was 

Mehmet Efendi, with the nickname of gibbon. The preacher Mehmet Efendi 

was another artist whose house was burned down due to this fire. Preacher 

Mehmet Efendi added large figures, shawl, combing and comb methods to 

ǘƘŜ ŀǊǘΦ ¢ƘŜ άǇǊŜŀŎƘŜǊ ƳŀǊōƭƛƴƎέ ƛǎ ŀǘǘǊƛōǳǘŜŘ ǘƻ ƘƛƳΦ IŜ ǊŜŦƭŜŎǘŜŘ ǘƘŜ 

ŀƭƛǾŜƴŜǎǎ ŀƴŘ ŦƛƎǳǊŜǎ ǿƛǘƘ Ƙƛǎ ƳŜǘƘƻŘǎΦ {ƘŜƛƪƘ {ŀŘƤƪ 9ŦŜƴŘƛ ǘŀǳƎƘǘ ǘƘŜ 

ƳŀǊōƭƛƴƎ ŀǊǘ ƛƴ .ǳƪƘŀǊŀ ǘƻ TōǊŀƘƛƳ 9ŘƘŜƳ ŀƴŘ Mehmet Salih Efendi, his sons 

ό¦ƐǳǊΣ мффпΥ ул-82). 

IŜȊŀǊŦŜƴ όǇƻƭȅƳŀǘƘύ TōǊŀƘƛƳ 9ŘƘŜƳ 9ŦŜƴŘƛ ǿŀǎ ŀ ƳŀǎǘŜǊ ǿƘƻ ǊŀƛǎŜŘ 

many students in marbling. His students include Necmeddin Okyay, Sami and 

{ŀŎƛŘΣ Ƙƛǎ ǎƻƴǎΣ ŀƴŘ aǳǎǘŀŦŀ 5ǸȊƎǸƴƳŀƴΣ Ƙƛǎ ƴŜǇƘŜǿ. He added the most 

natural-looking flower figures (clove, tulip, pansies, field poppy, rosebud, 

ŎƘǊȅǎŀƴǘƘŜƳǳƳύ ǘƻ ǘƘƛǎ ŀǊǘΦ aǳǎǘŀŦŀ 5ǸȊƎǸƴƳŀƴΣ Ƙƛǎ ƴŜǇƘŜǿΣ ŀŘŘŜŘ ŘŀƛǎȅΦ 

¢ƘŜ ƳŀǊōƭƛƴƎ ŀǊǘ ǿƛǘƘ ŦƭƻǿŜǊ ŦƛƎǳǊŜǎ ƛǎ ƪƴƻǿƴ ŀǎ bŜŎƳŜŘŘƛƴΩǎ ƳŀǊōƭƛƴƎ 

today. There is also another marbling form called written marbling, an 

ƛƴǾŜƴǘƛƻƴ ƻŦ bŜŎƳŜŘŘƛƴ hƪȅŀȅ ό¦ƐǳǊΣ мффпΥ ул-82). Types of marbling 

include sandy marbling, light marbling, priest marbling, marbling with flower 

figures and written marbling. These methods are successfully implemented 

ǘƻŘŀȅΦ ¢ƘŜ ƳƻŘŜǊƴ ŀǊǘƛǎǘǎ ƻŦ ǘƘƛǎ ŀǊǘ ƛƴŎƭǳŘŜ Cǳŀǘ .ŀǒŀǊΣ !ƭǇŀǊǎƭŀƴ .ŀōŀƻƐƭǳΣ 
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¢ƛƳǸœƛƴ ¢ŀƴŀǎƭŀƴΣ ǘƘŜ ƭŀǘŜ bǳǎǊŜǘ IŜǇƎǸƭΣ CŜǊƛŘǳƴ mȊƎǀǊŜƴ ŀƴŘ Ƴŀƴȅ ƻǘƘŜǊ 

young artists. 

4TbT 

¢ƘŜ hǘǘƻƳŀƴ ǘŜǊƳ άœƛƴƛέ όǘƛƭŜύ ƛǎ ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ǇǊƻǇŜǊ ƴƻǳƴ 

ά/ƘƛƴŀέΣ ǊŜŦŜǊǊƛƴƎ ǘo Chinese. The protective, transparent layer of the glaze 

melted due to colouring, glazing and baking plaques with different forms 

constitutes the essence of tile art (Yetkin, 1993: 329). Wall coatings are 

ƛƴŘƛŎŀǘŜŘ ǿƛǘƘ ǘƘŜ ǘŜǊƳ άƪŀǒƛέ ƻǊ άǎƤǊœŀέ ƛƴ ancient sources, and the tiles used 

ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ŀ ǾŀǎŜΣ ōƻǿƭ ƻǊ ŀ ƪŜǘǘƭŜ ŀǊŜ ŎŀƭƭŜŘ άŜǾŀƴƛέ ƻǊ άŎŜǊŀƳƛŎέ 

ό5ƻƐŀƴŀȅΣ нлмпΥ 171). 

Uyghurs, Karakhanids and Ghaznavids occasionally used the art in 

their buildings, especially in their tablets. Still, Anatolian Seljuks developed 

the art as the types of structures and methods increased and differed in time. 

Anatolian Seljuks using the tile mosaic method also created significant works 

in the polishing method. Tiles with mosaic techniques can be found in Konya 

Aladdin Mosque and Ankara Arslanhane Mosque. The polishing method can 

be seen in civil buildings. Compositions generally included human and animal 

figures. Kubadabad Palace, constructed upon the order of Alaeddin 

Keykubad -the Sultan of Anatolian Seljuks between 1221 and 1237- were 

decorated with tiles containing rich figures. In addition to the human figures, 

motifs with double eagle, dragon, peacock, mythological creatures with 

human and animal bodies, and symbolical meanings are also present. 

Religious works with tiles often have geometrical, Rumi and written motifs 

ό5ƻƐŀƴŀȅΣ нлмпΥ 176). 

Tiles created in the colourful glaze method was first used in Bursa 

¸ŜǒƛƭŎŀƳƛ όмпмфύ ŀƴŘ ¢ƻƳō ƻŦ 4ŜƭŜōƛ aŜƘƳŜǘ όмпнмύΦ ¢ƘŜ Ǉŀƛƴǘǎ ǿƛǘƘ ƎƭŀȊŜ 

are reflected on tiles in the colourful glazing method. The colours used the 

most include green, turquoise, yellow and purplish red. The colourful glazing 

method, mosaic method and single-colour glazing method are collectively 

ǳǎŜŘ ƛƴ .ǳǊǎŀ aǳǊŀŘƛȅŜ aƻǎǉǳŜ ŀƴŘ aŀŘǊŀǎŀƘ όмпнрύ ό5ƻƐŀƴŀȅΣ нлмпΥ 177). 

During the Anatolian Seljuk era, Konya was the center of art. 

IƻǿŜǾŜǊΣ TȊƴƛƪ ǎŜǊǾŜŘ ǘƘƛǎ ǊƻƭŜ ƛƴ ǘƘŜ hǘǘƻƳŀƴ ŜǊŀΦ ¢ƘŜ motifs and methods 

rapidly changed between the 15th and 17th centuries, and the use of tiles in 

the mosaic method decreased increasingly. The colourful glazing method 
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ŘŜǾŜƭƻǇŜŘ ǎƛƎƴƛŦƛŎŀƴǘƭȅΦ ¢ƘŜ ƎǊŜŀǘŜǎǘ ŎƘŀƴƎŜ ƛƴ ǘƛƭŜ ŀǊǘ ǿŀǎ ǎŜŜƴ ƛƴ TȊƴƛƪ ǘƛƭŜǎ 

by creating the multi-colouǊ άǎƤǊŀƭǘƤέ ƳŜǘƘƻŘ ƛƴ ǘƘŜ ǎŜŎƻƴŘ ƘŀƭŦ ƻŦ ǘƘŜ мсǘƘ 

ŎŜƴǘǳǊȅΦ wǸǎǘŜƳ tŀǒŀ aƻǎǉǳŜ όмрсмύ Ŏŀƴ ōŜ ǊŜƎŀǊŘŜŘ ŀǎ ŀ ŘŀǘŀōŀǎŜ ǘƘŀǘ can 

serve as a tile art source and has rich, processed motifǎ ό5ƻƐŀƴŀȅΣ нлмпΥмулύΦ 

¢ƛƭŜǎ ƛƴ ¸Ŝƴƛ ±ŀƭƛŘŜ aƻǎǉǳŜ όмссоύ ƛƴ 9ƳƛƴǀƴǸ ŀǊŜ ǉǳƛǘŜ ǊƛŎƘ ƛƴ ǘŜǊƳǎ ƻŦ 

motifs and design, but they are examples reflecting the stagnation or 

regression in Ottoman tile art.  

IŀǾƛƴƎ ƭƻǎǘ ƛǘǎ ǇǊŜǾƛƻǳǎ ŜȄŎŜƭƭŜƴŎŜ ƛƴ ǘƘŜ ŜŀǊƭȅ муǘƘ ŎŜƴǘǳǊȅΣ TȊƴƛƪ 

tiles have been historical materials. Although a tile atelier was established in 

¢ŜƪŦǳǊ tŀƭŀŎŜ ǳǇƻƴ ǘƘŜ ŜŦŦƻǊǘǎ ƻŦ 5ŀƳŀǘ TōǊŀƘƛƳ tŀǎƘŀΣ ǘƛƭŜǎ ǿƛǘƘ ŘŜǎƛǊŜŘ 

characteristics were not produced, and thus, the production was ended. In 

modern times, the need for tilŜǎ ƛǎ ƳŜǘ ōȅ ǘƛƭŜ ŀǘŜƭƛŜǊǎ ƛƴ YǸǘŀƘȅŀ ό5ƻƐŀƴŀȅΣ 

2014: 182). Additionally, using developed electronic furnaces, adding new 

colours to the range of colours in the traditional tile art, new technological 

developments and new interpretations of the patterns contribute to the tile 

ŀǊǘΦ !ƳƻƴƎ ǘƻŘŀȅΩǎ ŀǊǘƛǎǘǎΣ !ȊƛȊ 5ƻƐŀƴŀȅΣ Cŀƛƪ YƤǊƤƳƭƤΣ DǀƴǸƭ mƴŜȅΣ  ŜǊŀǊŜ 

¸ŜǘƪƛƴΣ hƪǘŀȅ !ǎƭŀƴŀǇŀΣ wǸœƘŀƴ !ǊƤƪΣ CƛƭƛȊ ¸ŜƴƛǒŜƘƛǊƭƛƻƐƭǳΣ !Ǌŀ !ƭǘǳƴΣ bǳǊƘŀƴ 

AtasoyΣ aŜƘƳŜǘ YƻœŜǊΣ TǎƳŀƛƭ ¸ƛƐƛǘ ŀƴŘ aŜƘƳŜǘ DǸǊǎƻȅ ŀǊŜ ǎǳŎŎŜǎǎŦǳƭ ŀǊǘƛǎǘǎ 

making extensive efforts to sustain this art. 

Public and private institutions have been making efforts to maintain 

the tile art while staying faithful to the origins, just like how the Ottoman and 

Seljuk artistic organizations such as Ehl-i Hiref and Ahi Evran brought the art 

to the maximum point, public and private institutions have been making 

ŜŦŦƻǊǘǎ ǘƻ Ƴŀƛƴǘŀƛƴ ǘƘŜ ǘƛƭŜ ŀǊǘ ǿƘƛƭŜ ǎǘŀȅƛƴƎ ŦŀƛǘƘŦǳƭ ǘƻ ǘƘŜ ƻǊƛƎƛƴǎ ƛƴ ǘƻŘŀȅΩǎ 

world. Municipalities' organised courses may be among the most important 

institutions enabling art and the public to meet and undertake this mission. 

No age-related criterion and no demand of fees are among the most 

important factors. Different works have been created in these courses that 

are open to anybody gaining artistic skills. Creating various works in these 

courses that are open to anybody are among the contributions these courses 

make. The trainees' interviews suggest that tile art as a cultural heritage 

ǇƻǎƛǘƛǾŜƭȅ ŀŦŦŜŎǘǎ ǇŜƻǇƭŜΩǎ ǎƻŎƛŀƭ ŀƴŘ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ǎǘŀǘŜǎΦ 

 

STUDY METHOD 
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The positive impacts of tile art on people in terms of how they have 

been coping with their issues in the 21st century can be seen through these 

courses. Accordingly, the in-depth interview method revealed the impacts of 

tile art as a traditional, emotional and ideological art on people and the skills 

people acquire in the following survey study. 

A total of 100 female students whose ages and educational statuses 

ŘƛŦŦŜǊŜŘ ŀƴŘ ǿƘƻ ǿŜǊŜ ǘǊŀƛƴŜŘ ƛƴ .9[a9Y ŎƻǳǊǎŜǎ ƛƴ 4ƛƐŘŜƳ bŜƛƎƘōƻǊƘƻƻŘ 

and Cevizlidere, Balgat, Ankara, were asked six questions. In addition to the 

questions assessing how generating colours, motifs, and works through the 

tile art ŀŦŦŜŎǘŜŘ ǇŜƻǇƭŜΩǎ ƳŜƴǘŀƭ ŀƴŘ ǇƘȅǎƛŎŀƭ ƘŜŀƭǘƘΣ ƛƴ-depth information 

about team and group work socialized the students was obtained. 

As seen from demographical data, groups formed by adult people 

mostly consisted of retired people and homemakers. 

 

Demographic Information of 100 Female 
!ǘǘŜƴŘŜŜǎ ƻŦ ǘƘŜ 4ƛƴƛ /ƻǳǊǎŜ ōŜǘǿŜŜƴ нлмр ŀƴŘ нлнл 

EDUCATION  AGE RANGE  PROFESSION  

Primary School 1 18-24 1 Retired 45 

Middle School 3 25-44 21 Employed 6 

High School 30 45-60 51 Housewife 48 

Undergraduate 57 60-75 27 Student 1 

Postgraduate 7     

Doctorate 2     

 

 
2019-нлнл !ŎŀŘŜƳƛŎ ȅŜŀǊ /ŜǾƛȊƭƛŘŜǊŜ !ƴƪŀǊŀ 4ƛƴƛ ŎƻǳǊǎŜ ŀǘǘŜƴŘŜŜǎ 
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άLƴ-5ŜǇǘƘ LƴǘŜǊǾƛŜǿǎ ǿƛǘƘ ǘƘŜ !ǘǘŜƴŘŜŜǎέ 

The study conducted with the attendees is summarized as follows: 

1. What kind of changes did colours in tile art lead to in your world of 

thought and emotion?  

ά/ƻƭƻǊǎ ŀǊŜ ǎƻ ŜȄŎƛǘƛƴƎΣ ŀƴŘ ǘƘŜȅ ŎƘŀƴƎŜ ȅƻǳǊ ǇŜǊǎǇŜŎǘƛǾŜ ƻƴ ƭƛŦŜΦέ 

άL ǘƘƛƴƪ ǘƘŜȅ ƛƴŘƛǾƛŘǳŀǘŜ ȅƻǳ ƛƴ ȅƻǳǊ ƛƳŀƎƛƴŀǊȅ ǿƻǊƭŘ ŀƴŘ ǘŀƪŜ ȅƻǳ ƻƴ 

a ǇŜŀŎŜŦǳƭ ƛƴƴŜǊ ƧƻǳǊƴŜȅΦέ 

ά/ƻƭƻǊǎ ƛƴ ǘƘŜ ǘƛƭŜ ŀǊǘ ǇƻǎƛǘƛǾŜƭȅ ŀŦŦŜŎǘŜŘ Ƴȅ ŜƳƻǘƛƻƴǎ ŀƴŘ ǘƘƻǳƎƘǘǎΦ 

The harmony of the colours with each other enabled me to add the colours 

ǘƘŀǘ L ƘŀǾŜ ƴŜǾŜǊ ǳǎŜŘ ōŜŦƻǊŜ ǘƻ Ƴȅ Řŀƛƭȅ ƭƛŦŜΦέ 

ά¢ƘŜȅ ŀǊƻǳǎŜ ǘƘŜ ŦŜŜƭƛƴƎ ƻŦ ǇŜǊǎǇŜŎǘƛǾŜΦέ 

ά¢ƘŜȅ ƻǇŜƴŜŘ ǳǇ Ƴȅ ƘƻǊƛȊƻƴΦέ 

άaȅ ŀǿŀǊŜƴŜǎǎ Ƙŀǎ ƛƴŎǊŜŀǎŜŘΦέ 

άL ƭƻƻƪ ŀǘ Ŏƻƭƻurs differently and more carefully since I have started 

making tile art. The colours in the tile art make me excited and happy. I look 

at nature more carefully. I examine the harmony and colour transitions in 

ƴŀǘǳǊŜ ƳƻǊŜ ŎŀǊŜŦǳƭƭȅΦέ 

ά¢ƘŜ ǘƛƭŜ ŀǊǘ ŜƴŀōƭŜŘ ƳŜ ǘƻ notice the colours and patterns around 

me betterΦέ 

ά²ƻǊƪƛƴƎ ǿƛǘƘ Ŏƻƭƻurs takes people to a world of curiosity (Namely, 

you focus on finding the best colour harmony, so you do not have time to 

listen to yourself), ŀƴŘ ȅƻǳ ƭŜŀǾŜ ǎǘǊŜǎǎ ōŜƘƛƴŘΦέ 

ά/ƻƭƻǊǎ ŀǊŜ ǾƛǘŀƭƛȊƛƴƎ ŀƴŘ ŎƘŀƴƎŜ ȅƻǳǊ ǇŜǊǎǇŜŎǘƛǾŜ ƻƴ ƭƛŦŜΦέ 

άL ǎǘŀǊǘŜŘ ƳŀƪƛƴƎ ǘƛƭŜ ŀǊǘ ƛƴ ŀ ǘƛƳŜ ƻŦ ǘǊƻǳōƭŜΦ ¢ƘŜ ōŜŀǳǘȅ ƻŦ ŘŜǎƛƎƴǎ 

and colours caused a positive change both in my mind anŘ ǎǇƛǊƛǘΦέ 

The use of natural colours as means of communication by masters is 

to understand and interpret life dates back to ancient times. 

Following the ancient ages, the first examples of colours that were 

symbolically used were found in the colourful animal figures on the walls of 
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small caves from the stone ages in Lascaux and Altimara. Colourful images on 

the walls of caves constitute the simple form of communication in the 

primitive period. Ancient people used colours to ensure magical and visual 

impressiveness while praying, hide from enemies or look fearsome, and meet 

ǘƘŜ ƛƴǎǘƛƴŎǘ ƻŦ ōŜƛƴƎ ŀŘƳƛǊŜŘ ŀƴŘ ǇǊŀƛǎŜŘ ό¦ǎǘŀƻƐƭǳΣ нллтΥ нуύΦ 

Colours have been symbolically used as a means of communication 

since the early ages, and they have also been used as aesthetic instruments 

as time passed. Processing the natural colours in their minds, people have 

combined many colours and improved their aesthetic appearance. The tile 

art has a broad colour range and a world of meanings. The answers provided 

ǘƻ ǘƘŜ ƛǘŜƳǎ ƛƴ ǘƘƛǎ ǉǳŜǎǘƛƻƴƴŀƛǊŜ ƛƴŘƛŎŀǘŜŘ ǘƘŀǘ ǘƘŜ ǇŜƻǇƭŜΩǎ ŀǿŀǊŜƴŜǎǎ 

regarding nature improved as they met the colouǊǎ ǳǎŜŘ ƛƴ ǘƛƭŜ ŀǊǘΦ tŜƻǇƭŜΩǎ 

awareness suggests that they learn the colours and explore the positive 

impact of colours on psychology. As an effective element for understanding 

and interpreting, colouǊǎ ƳŀƪŜ ǇŜƻǇƭŜΩǎ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ǎǘŀǘŜ ƳƻǊŜ Ŏƻƭƻurful 

and help them experience a broad range of colours. 

As can be understood from the history of traditional Turkish arts, 

colours are one of the most important elements of art. Whether using one 

or more than one colour, works can get an alive, shiny, aesthetic and 

characteristic feature through colours. Art is what helps people realize the 

effect and power of colours.  

In the light of limited examples, this paper suggested that colours 

positively affected people as they spent time with the tile art. People 

developed themselves and gained deep insights, changed their perspectives 

toward life, had positive changes in their lives, focused on what they did, 

became curious, and improved their awareness of the harmony between the 

colours. People stated that their ideas were enriched while they were 

coloured their pieces with different colours, and as their ideas were enriched, 

they became happier and more peaceful.  

 

2. What does drawing up designs in the tile art make you feel? 

άaȅ ƛƳŀƎƛƴŀǊȅ ǿƻǊƭŘ ƛƳǇǊƻǾŜŘ ǿƘƛƭŜ L ƳŀƪŜ ǘƘƻǎŜ ŘŜǎƛƎƴǎΦέ 

άaȅ ǎƪƛƭƭs improved. It boosted my self-ŎƻƴŦƛŘŜƴŎŜΦέ 
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άL ŦŜŜƭ Ŏomfort, peace and happiness. I can ignore what is happening 

around me when I draw motifs, and I focus on these motifǎΦέ 

ά.ŜƛƴƎ ŀōƭŜ ǘƻ ōǊƛƴƎ ŘƛŦŦŜǊŜƴǘ motifs together and make a new design 

ƳŀƪŜ ƳŜ ƘŀǇǇȅΦέ 

άL ƘŀǾŜ ǊŜŀŎƘŜŘ ŀƴƻǘƘŜǊ ŘƛƳŜƴǎƛƻƴΦ L ŀƳ ƴƻǘ ŀǿŀǊŜ Ƙow the time 

ǇŀǎǎŜǎ ōȅΦέ 

άL ōŜŎƻƳŜ ƘŀǇǇȅ ŀōƻǳǘ ǎǘŀǊǘƛƴƎ ŀ ƴŜǿ ŘŜǎƛƎƴΦέ 

άLǘ ƭŜŀǾŜǎ Ƴȅ ƳƛƴŘ ŀǘ ǇŜŀŎŜΦέ 

άtŜǊŦŜŎǘƛƻƴǎ ƛƴ ƴŀǘǳǊŜΣ ǘƘŜ ƘŀǊƳƻƴȅ ƻŦ ǘƘŜ ŦƭƻǿŜǊǎ ƳŀƪŜ ȅƻǳ ǘƘƛƴƪ 

ǘƘŀǘ ǘƘƛǎ ƛǎ ǘƘŜ ǎƻǳǊŎŜ ƻŦ ƘŀǇǇƛƴŜǎǎΦέ 

άL ǊŜŀŎƘ ǘƻ ŀƴƻǘƘŜǊ ŘƛƳŜƴǎƛƻƴ ƛƴ ŀƭƭ ǎǘŀƎŜǎ ƻŦ the tile art. I do not 

notice how time passes by. It is like therapy. Before I started making tile art, 

L ǿŀǎ ǊŜǎǘƭŜǎǎΦ L ƭŜŀǊƴŜŘ ǘƻ ōŜ ǇŀǘƛŜƴǘ ƛƴ ǘƘƛǎ ǇǊƻŎŜǎǎΦέ 

άLǘ ŀǊƻǳǎŜǎ ǘƘŜ ŦŜŜƭƛƴƎ ƻŦ ŀ ǇŜŀŎŜŦǳƭ ŜǎŎŀǇŜ ŦǊƻƳ ǘƘŜ Řŀƛƭȅ ƭƛŦŜΦέ 

ά!ŎǘǳŀƭƛȊƛƴƎ ǘƘŜ ƘŀǊŘǎƘƛǇΦέ 

ά5ǊŀǿƛƴƎ ŘŜǎƛƎƴǎ ƛƳǇǊƻǾŜŘ Ƴȅ ƘŀƴŘƛŎǊŀŦǘΦ Lƴ ǘƛƳŜΣ L ōŜƎŀƴ ǘƻ 

understand how the continuance of a design can be. I feel like it sets my soul 

ŦǊŜŜΦέ 

άL ōŜƭƛŜǾŜ ǘƘŀǘ ŘŜǎƛƎƴǎ ǎƻƻǘƘŜ ƳŜΦ L ŦŜŜƭ ŎŀƭƳŜǊ ŀŦǘŜǊ L ŘǊŜǿ ŀ ǊƻǎŜ ƻǊ 

ŀ ǘǳƭƛǇΦέ 

ά/ŀƭƳƛƴƎ ŘƻǿƴΣ Ƴȅ ƳƛƴŘ ōŜŎƻƳŜǎ ŜƳǇǘȅ ŀǎ L ǿǊƛǘŜ ŀƴŘ ŀǎ L ǇŀƛƴǘΦέ 

ά¢ƘƛƴƪƛƴƎ ŀōƻǳǘ ŀ ŘŜǎƛƎƴΣ ŀŘŘƛƴƎ ǎƻƳŜǘƘƛƴƎ ŦǊƻƳ ȅƻǳǊǎŜƭŦ ǘƻ ƛǘΣ ŀƴŘ 

witnessing the appearance of your skills that you did not know you had both 

amaze you and increase your self-ŎƻƴŦƛŘŜƴŎŜΦέ 

ά5ǊŀǿƛƴƎ ǘƘŜ ŘŜǎƛƎƴ ƳŀƪŜǎ Ƴe very happy, and it is an action that 

gives me pleasure. I felt like my motor skills improved, and I can do fine work 

ƳƻǊŜ ŜŀǎƛƭȅΦέ 

 

After the students were informed about design and designing, which 

is a must for tile art, they learn how the main motifs that form the 

composition are drawn with hands-on training. Before moving to the 
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answers of the students, who learned about its artistic aspect in addition to 

this theoretical and practical information, to the next questions about the 

contributions of these applications to their worlds of emotions and thoughts, 

let us see the definitions of motif and composition by the Turkish Language 

Institute (TDK); 

Motif : ά9ŀŎƘ ƻŦ ǘƘŜ ŜƭŜƳŜƴǘǎ ǿƘƛŎƘ ŦƻǊƳ ŀ ǇƛŜŎŜ ƻŦ ŘŜŎƻǊŀǘƛƻƴ ōȅ 

coming side by side and a unity on ǘƘŜƛǊ ƻǿƴΦέ 

Composition: ά¢ƘŜ ǿŀȅ ŀƴŘ ǿƻǊƪ ƻŦ ŦƻǊƳƛƴƎ ŀ ǿƘƻƭŜ ōȅ ƎŀǘƘŜǊƛƴƎ 

ǎŜǇŀǊŀǘŜ ǇƛŜŎŜǎΦέ 

As can be understood from the definition, the composition is the 

ability to gather many pieces. It includes both reasoning and deduction. 

When you look at life from the perspective of the tile art composition, you 

will see that it often overlaps. It tells the journey of a person's life to those 

who know how to look, see and feel. Is not art a reflection of life? As art is a 

ŦƻǊƳ ƻŦ ŜȄǇǊŜǎǎƛƻƴ ǊŜŦƭŜŎǘƛƴƎ ǇŜƻǇƭŜΩǎ ƛƴƴer worlds. Artists benefit from art 

materials and send messages regarding themselves or the accumulation in 

their subconscious to people through art. When the recipient understands 

the message, an emotion may be evoked, resulting in appreciation later. 

Aesthetic drawings regarding the motifs, which are the elements forming the 

compositions as the causes of appreciation, arise from harmony, balance and 

in-depth considerations. Tile art contains a broad range of motifs and colours 

and enables limitless combinations and designs. Using these features to form 

ŀƴŘ ŘŜǾŜƭƻǇ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ƛŘŜƴǘƛǘȅ ŀƴŘ ōŜƴŜŦƛǘ from the techniques and 

designs may raise socially, culturally, and psychologically healthy individuals. 

It also has the opportunity to serve society. It might be possible in tile art to 

transform people into individuals who can benefit the people around 

through the limitless designs, specific motifs, methods and forms ό!œƤƪǀȊΣ 

2019: 57). As people who realize the aforenoted statement discover that the 

tile art helps them meet their needs in their search for their identities, they 

establish special connections with the tile art.  

Considering the answers given to the questionnaire, attendees doing 

tile art stated that their self-esteem improved, and their imagination 

improved when they were left alone with themselves. They found happiness 

in doing so. In addition, they forget the concept of time and enter into new 
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dimensions, responding to the modern problem of focusing. They learn to 

stay positive about life and motivate themselves through art.  

 

3. What does creating a work feel like? 

άLǘ ƎƛǾŜǎ ƳŜ ǎǇƛǊƛǘǳŀƭ ǇƭŜŀǎǳǊŜΦ Lǘ ƛǎ ǇǊƛŎŜƭŜǎǎΦέ 

άCŜŜƭƛƴƎ ƻŦ ŀŎƘƛŜǾŜƳŜƴǘ ŀƴŘ ōŜƛƴƎ ŀǇǇǊŜŎƛŀǘŜŘ ƛǎ ƴƛŎŜΦέ 

ά{ŜŜƛƴƎ ǘƘŀǘ L Ŏŀƴ ŎǊŜŀǘŜ ǎƻƳŜǘƘƛƴƎ ƳŀƪŜǎ ƳŜ ǾŜǊȅ ƘŀǇǇȅΦ {ƘƻǿƛƴƎ 

Ƴȅ ǿƻǊƪ ǘƻ ŦǊƛŜƴŘǎ ƻǊ Ƴȅ ǇŀǊǘƴŜǊ ŀƴŘ ǘŜƭƭƛƴƎ ǘƘŜƳ ǘƘŀǘ L ŘƛŘ ǘƘƛǎ ƛǎ ŀƳŀȊƛƴƎΦέ 

άL ŘƛǎŎƻǾŜǊ ǘƘŜ ōŜŀǳǘȅ ƻŦ ŜȄǇǊŜǎǎƛƴƎ ƳȅǎŜƭŦ ŀƴŘ ǳǎƛƴƎ Ƴȅ ŎǊŜŀǘƛǾƛǘȅΦέ 

άL ǎǘŀǊǘ ǘƻ ǘǊǳǎǘ ƳȅǎŜƭŦΦ Lǘ ŦŜŜƭǎ ƴƛŎŜΦέ 

άLǘ ƳŀƪŜǎ ƳŜ ŦŜŜƭ ǾŀƭǳŀōƭŜΣ ŜŦŦŜŎǘƛǾŜ ŀƴŘ ǎŀǘƛǎŦŀŎǘƻǊȅΦέ 

ά! ŦƛƴƛǎƘŜŘ ǿƻǊƪ ƛǎ ƭƛƪŜ ǘƘŜ ŜǾƛŘŜƴŎŜ ƻŦ Ƴȅ ǇƭŜŀǎǳǊŜΦ ¢ƘŜ ǇǊƻŎŜǎǎ 

ǎŀǘƛǎŦƛŜŘ ƳŜΦ L ǘƘƛƴƪ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŦƛƴƛǎƘƛƴƎ ǘƘŜ ǿƻǊƪ ƛǎ ǎŀǘƛǎŦŀŎǘƻǊȅΦέ 

άLǘ ƳŀƪŜǎ ƳŜ ŦŜŜƭ ƳǳŎƘ ƳƻǊŜ ŜƴŜǊƎŜǘƛŎ ŀƴŘ ŜŦŦŜŎǘƛǾŜΦ I feel my 

ǇǊŜǎŜƴŎŜ ƳǳŎƘ ƳƻǊŜΦέ 

ά!ŎǘǳŀƭƛȊƛƴƎ ǘƘŜ ƘŀǊŘǎƘƛǇΦέ 

άLǘ ƳŀƪŜǎ ƳŜ ƘŀǇǇȅΦ aȅ ŀǿŀǊŜƴŜǎǎ ƛƴŎǊŜŀǎŜŘ ŀŦǘŜǊ L ǎǘŀǊǘŜŘ ǘƻ ŎǊŜŀǘŜ 

tile works. I discovered different stuff in every work, and every work that I 

created made me discover my skills and ŎǊŜŀǘƛǾƛǘȅΦέ 

ά!ŎƘƛŜǾƛƴƎΣ ǎǳŎŎŜŜŘƛƴƎ ŀƴŘ ǊŜǘǊȅƛƴƎ ƛǎ ǎŀǘƛǎŦŀŎǘƻǊȅΦέ 

άL ōŜŎƻƳŜ ŜȄǘǊŀƻǊŘƛƴŀǊƛƭȅ ƘŀǇǇȅΦ L ǘǊǳǎǘ ƛƴ ƳȅǎŜƭŦ ƳǳŎƘ ƳƻǊŜΦ L ǎǘŀǊǘ 

to respect myself. I prepare gifts for people. I become proud while making 

ǘƘŜƳ ƘŀǇǇȅΦέ 

ά/ǊŜŀǘƛƴƎ ŀ ǿƻǊƪΣ ǇŀǊǘƛŎǳƭŀǊƭȅ a tile, cause you to experience remorse, 

saying you wish you could spend time with this art before, which is another 

ǎƻǳǊŎŜ ƻŦ ƘŀǇǇƛƴŜǎǎΦέ 

ά¸ƻǳ ǎǳŎŎŜŜŘ ŀƴŘ ǘǊǳǎǘ ȅƻǳǊǎŜƭŦΦ ¸ƻǳ ōŜŎƻƳŜ ƘŀǇǇȅΣ ƎŜǘ ŀǇǇǊŜŎƛŀǘŜŘ 

ŀƴŘ ōŜŎƻƳŜ ƻǊƎŀƴƛȊŜŘ ƛƴ ŀ ŎŜǊǘŀƛƴ ƳŀƴƴŜǊΦέ 

άtŜǊƳŀƴent and hand-made characteristics of tile works and the 

ŀōƛƭƛǘȅ ǘƻ ǇǊƻŘǳŎŜ ǎƻƳŜǘƘƛƴƎ ŜƴǎǳǊŜǎ ǎǳǎǘŀƛƴŀōƛƭƛǘȅΦέ 
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The art of ornamentation that has developed with time ensures the 

visibility of our ties with the past. While ornamenting civil and religious 

spaces, tiles also ornament our daily items. In other words, ornamentation is 

present everywhere. Visibility of works evokes pleasant feelings for the 

people and positive emotions for the creators. Feelings of achievement, 

approval, appreciation, recognition and effectiveness, producing something 

and feeling beneficial make people happy. Creating something, getting 

satisfied by creating, feeling of developing the self, getting approval from the 

people around and realizing the personal skill-based limits helps people 

experience happiness and satisfaction. In addition to presenting their works 

as gifts, people turn this art into a branch of commerce, which helps them 

feel beneficial and productive. 

 

4. How did your emotions and thoughts change after you started to 

spend time with tile art? 

άL ŀƳ ƘŀǇǇȅ, and as the art improved, my positive perspective and 

Ƴȅ ƘŜŀƭǘƘ ƛǎ ǇƻǎƛǘƛǾŜƭȅ ŀŦŦŜŎǘŜŘΦέ 

άLǘ ƳŀŘŜ ƳŜ ŦŜŜƭ ōŜǘǘŜǊ ƛƴ ǘƘŜǎŜ ƘŀǊŘ ǘƛƳŜǎΦέ 

άLǘ ǊŜƭƛŜǾŜǎ Ƴȅ ǇƘȅǎƛŎŀƭ ŀƴŘ ƳŜƴǘŀƭ ǎǘŀǘŜΦ L ŦƻǊƎŜǘ ǎƳƻƪƛƴƎΦ L ǘǳǊƴ ǘƻ 

tƛƭŜ ŀǊǘ ǿƘŜƴ Ƴȅ ƳƻƻŘ ƛǎ ƭƻǿΦέ 

άL ǿŀǎ ǳǎƛƴƎ ŀƴǘƛ-depressant medications, but thanks to tile art, I no 

ƭƻƴƎŜǊ ǳǎŜ ǘƘŜƳΦέ 

άaȅ family doctor realized that no changes occurred in my blood 

ǘŜƴǎƛƻƴ ŦƻǊ ŀ ȅŜŀǊ ƛƴ Ƴȅ ǊŜƎǳƭŀǊ ŎƘŜŎƪǎ ŀƴŘ ŀǎƪŜŘ Ƙƻǿ ǘƘƛǎ ƘŀǇǇŜƴŜŘΦέ 

άL forget my medical issues. I lose track of time. I get relieved based 

ƻƴ Ƴȅ ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƛƭŜ ŀǊǘ ƛǎ ǘƘŜǊŀǇŜǳǘƛŎ ŦƻǊ ƳŜΦέ 

άL ŦŜŜƭ ƭƛƪŜ L ŀƳ ǊŜƭŀȄŜŘΣ ǊŜƭƛŜǾŜŘ ŀƴŘ ƛƴ ǇŜŀŎŜΦέ 

άbƻ ƳŀǘǘŜǊ Ƙƻǿ L ŎƻƳŜ ƘŜǊŜΣ L ƭŜŀǾŜ ǘƘƛǎ ǇƭŀŎŜ ǿƛǘƘ ŀ ǎƳƛƭŜ ƻƴ Ƴȅ 

ŦŀŎŜΦέ 

άL ŦǊŜŜ Ƴȅself from thoughts while making a tile; I do not think about 

ŀƴȅǘƘƛƴƎ ŀƴŘ ƎŜǘ ǊƛŘ ƻŦ Ƴȅ ǇǊƻōƭŜƳǎΦ aȅ ōƻŘȅ ŀƴŘ ǎǇƛǊƛǘ ǊŜƭŀȄΦέ 
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άL ŦǊŜŜ ƳȅǎŜƭŦ ŦǊƻƳ ŀƭƭ ƛǎǎǳŜǎ ǿƘƛƭŜ ǎǇŜƴŘƛƴƎ ǘƛƳŜ ǿƛǘƘ ǘƛƭŜ ŀǊǘ ǿƘƛŎƘ 

helps me being happy and excited and finish the day happily. It helps me 

ǎǇŜƴŘ Ƴȅ Řŀȅ ƴƛŎŜƭȅ ŀƴŘ ǇƻǎƛǘƛǾŜƭȅ ŀƴŘ ǘǊŜŀǘ ǘƘŜ ǇŜƻǇƭŜ ŀǊƻǳƴŘ ƳŜ ōŜǘǘŜǊΦέ 

άL ŀƳ ŀ reckless person. Spending time with tile art taught me to be 

ǇŀǘƛŜƴǘ ŀƴŘ ǊŜƭŀȄΦέ 

άL ŀƳ ŀ ŘƛŀōŜǘƛŎ ǇŜǊǎƻƴ, and tile art is my medication. I love this art 

as it rŜƭŀȄŜǎ ŀƴŘ ƘŜŀƭǎ ƳŜΦέ 

άL ǎǇŜƴŘ Ƴȅ ŜƴǘƛǊŜ ǎǇŀǊŜ ǘƛƳŜ ƳŀƪƛƴƎ ǘƛƭŜǎ ŀƴŘ ŦǊŜŜ ƳȅǎŜƭŦ ŦǊƻƳ ǘƘŜ 

ǘƘƻǳƎƘǘǎ ŘƛǎǘǳǊōƛƴƎ ƳŜΦέ 

άL ŀƳ ŀƴ ŜǇƛƭŜǇǎȅ ǇŀǘƛŜƴǘΦ ¢ƘŜ ŀǊǘ ƻŦ ǘƛƭŜ ǊŜƭŀȄŜǎ ƳŜ ŀƴŘ ƘŜŀƭǎ Ƴȅ 

ǎƻǳƭΦέ 

ά{ǇŜƴŘƛƴƎ ǘƛƳŜ ǿƛǘƘ ǘƛƭŜ ŀǊǘ ƘŜƭǇǎ ƳŜ ŦƻŎǳǎ ƻƴ ǎƻƳŜǿƘŜǊŜ ŦƻǊ Ƴȅ 

health and free myself from the thoughts in my head. My life became more 

colourful. The dynamism and brightness of my work after baking makes me 

ŜȄŎƛǘŜŘΦέ 

As one of the traditional Turkish art forms with informational 

cumulation and various techniques, tile art has matured and been enriched 

after a historical period. Tiles, which have been used in different styles in 

different times and buildings, witnessed time in a way. They provide colours 

and freshness to buildings and help people become more relaxed, peaceful 

and relieved mentally. Tiles free our souls from negative thoughts and 

provide positive motifs, like they ornament different building types. As can 

be understood from the answers given to the survey, art positively affects 

the emotions and ideas of people using the power of art since ancient times, 

ŀƴŘ ǎƻƭǾŜǎ ǇŜƻǇƭŜΩǎ ƳŜƴǘŀƭ ƛǎǎǳŜǎ ŀƴŘ ƘŜŀƭǎ ǘƘŜƛǊ ǎƻǳƭs.  

 

5. How are your domestic environment and social relationships 

affected by the tile art? 

άL ǿŀǎ ŀƴƎǊȅ ŀǎ L ŎƻǳƭŘ ƴƻǘ Ǝƻ ƻǳǘǎƛŘŜΣ ŀƴŘ L ǿŀǎ ǎƘƻǳǘƛƴƎ ŀǘ 

everything. Now I am relaxed and discharged. I like the environment and 

ǾƻƭǳƴǘŀǊƛƭȅ ǇŀǊǘƛŎƛǇŀǘŜ ǘƘŜǊŜΦέ 
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άaȅ ŦŀƳƛƭȅ ŜƴŎƻǳǊŀƎŜǎ ŀƴŘ Ƙƻƴƻurs me, which relaxes my soul and 

ƳŀƪŜ ƳŜ ŦŜŜƭ ǇŜŀŎŜŦǳƭΦ ¢Ƙƛǎ ŀƭǎƻ ǊŜŦƭŜŎǘǎ ƻƴ Ƴȅ ŦŀƳƛƭȅΦέ 

άL ƳŀƪŜ ǘƛƭŜǎ ǿƛǘƘ Ƴȅ ƪƛŘǎΦ ¢ƘŜ ŀǊǘ ǿŀǎ ōŜƴŜŦƛŎƛŀƭ ŦƻǊ ƳŜ ǘƻ ƭŜŀǊƴ 

ǿŀƛǘƛƴƎ ŀƴŘ ōŜƛƴƎ ǇŀǘƛŜƴǘΦέ 

άaȅ ǎƻƴ ǎŀǿ ǿƘŀǘ L ƘŀǾŜ ŘƻƴŜ ŀƴŘ ǿŀƴǘŜŘ ǘƻ ƳŀƪŜ ǘƛƭŜǎΦέ 

ά¢ƘŜ ŀǊǘ ƛƳǇǊƻǾŜǎ ǎƻŎƛŀƭ ǊŜlationships. My family is entirely pleased 

with the fact that I spend time with artisǘ ŀƴŘ ŎǊŜŀǘŜ ǎƻƳŜǘƘƛƴƎΦέ  

άL ǎǘŀǊǘŜŘ ǘƻ ƎŜǘ ƳǳŎƘ ƳƻǊŜ ŀǇǇǊŜŎƛŀǘƛƻƴ ƛƴ Ƴȅ ŦŀƳƛƭȅ ŀƴŘ ŀƳƻƴƎ Ƴȅ 

ŦǊƛŜƴŘǎΦ L ǎǘŀǊǘŜŘ ǘƻ ǊŜŎŜƛǾŜ ǘƘŜ ŀǇǇǊŜŎƛŀǘƛƻƴǎΦέ 

άLǘ ǎƻŎƛŀƭƭȅ ƘŜƭǇŜŘ ƳŜ acquiring more people and gaining different 

ƛŘŜŀǎ ŦǊƻƳ ǘƘŜƳΦ aȅ ŦŀƳƛƭȅ ƳŜƳōŜǊǎ ŀǇǇǊŜŎƛŀǘŜŘ ǿƘŀǘ L ƘŀǾŜ ŘƻƴŜΦέ 

άDŜǘǘƛƴƎ ŀǇǇǊŜŎƛŀǘŜŘ ŀƴŘ ŀǇǇǊƻǾŜŘ ŦƻǊ ǿƘŀǘ ȅƻǳ ŘƛŘ ƛǎ ƴƛŎŜΦέ 

άL ŦŜŜƭ ƳƻǊŜ ǇŜŀŎŜŦǳƭΣ ǇƻǎƛǘƛǾŜƭȅ ǊŜŦƭŜŎǘƛƴƎ ƻƴ Ƴȅ ŦŀƳƛƭȅ ŀƴŘ ŦǊƛŜƴŘǎΦέ 

άLǘ ƻǇŜƴŜŘ ƴŜw dimensions to my conversations with them. We now 

ƘŀǾŜ ŀ ƴŜǿ ǘƻǇƛŎ ǘƻ ǘŀƭƪ ŀōƻǳǘΦέ 

άLǘ ŎŀǇǘǳǊŜŘ ǘƘŜ ŀǘǘŜƴǘƛƻƴ ƻŦ Ƴȅ ǎƻŎƛŀƭ ŜƴǾƛǊƻƴƳŜƴǘ ŀǎ ǘƘŜȅ 

supported me. I became more relaxed and easy-ƎƻƛƴƎΦέ 

People are social creatures. As the core of society, the family is the 

organization where the first step is taken for physical and mental health and 

education. If the members of a family are healthy, then society becomes 

healthy, too. People mentally become healthy and gain an identity as they 

are approved, appreciated, and feel their presence in their families. If 

ǇŜƻǇƭŜΩǎ ŦƛƴŀƴŎƛŀƭ ŀƴŘ ǎǇƛǊƛǘǳŀƭ ƴŜŜŘǎ ŀǊŜ ƴƻǘ ƳŜǘΣ ǇƘȅǎƛŎŀƭ ŀƴŘ ƳŜƴǘŀƭ ƛǎǎǳŜǎ 

occur among people. 

Moreover, people use various methods to solve these issues. Based 

on the answers to the questionnaire, people spending time with tile art made 

contributions to their families and stated that their domestic ties developed, 

they spent pleasant and beneficial time, they felt approved and appreciated 

as their works were praised and got happy and positively affected by the 

process. People noted that the tile art had significant impacts on their 

relaxed attitudes in their families and the establishment of proper 

relationships.  
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6. Does tile art direct you to the idea that sharing and conducting 

teamwork is necessary? 

ά{ƘŀǊƛƴƎ ƛǎ ƛƳǇƻǊǘŀƴǘΦ 9ȄŎƘŀƴƎƛƴƎ ƛŘŜŀǎ ǿƛǘƘ ŦǊƛŜƴŘǎΣ ƘŜƭǇƛƴƎ ƻƴŜ 

ŀƴƻǘƘŜǊ ŀƴŘ ŎǊŜŀǘƛƴƎ ǎƻƳŜǘƘƛƴƎ ŦŜŜƭǎ ƴƛŎŜΦέ 

άL ǿƻǊƪ ƳƻǊŜ ŜŦŦƛŎƛŜƴǘƭȅΦ {ƘŀǊƛƴƎ ǘƘŜ ǘƘƛƴƎ ȅƻǳ Řƻ ǿƛǘƘ ƴŜǿ ǇŜƻǇƭŜ 

ǎǘǊŜƴƎǘƘŜƴŜŘ ƻǳǊ ǊŜƭŀǘƛƻƴǎƘƛǇǎ ǿƛǘƘ ǘƘŜ ƻƭŘ ƻƴŜǎΦέ 

άtǊŜǎŜƴŎŜ ƻŦ ŘƛŦŦŜǊŜƴǘ ǘƘƛƴƎǎ ƛƴŎǊŜŀǎŜǎ ƻǳǊ ǎƪƛƭƭǎ ƛƴ ƎǊƻǳǇ ǿƻǊƪΦέ 

ά{ƻŎƛŀƭƛȊŀǘƛƻƴ ǿŀǎ ǉǳƛǘŜ ōŜƴŜŦƛŎƛŀƭ ƛƴ ƎŀƛƴƛƴƎ ŀ ƴŜǿ ŜƴǾƛǊƻƴƳŜƴǘΦέ 

άhŦ ŎƻǳǊǎŜΣ ŎǊŜŀǘƛƴƎ ǎƻƳŜǘƘƛƴƎ ƴƛŎŜ ǿƘƛƭŜ ŎƘŀǘǘƛƴƎ ƛǎ ǇƭŜŀǎŀƴǘΦέ 

ά¸ŜǎΣ ƎŜǘǘƛƴƎ ŀƭƻƴƎ ǿŜƭƭ ǿƛǘƘ ǘƘŜ ƴŜǿ ŦǊƛŜƴŘǎ ŀƴŘ ōŜƛƴƎ Ŝŀǎȅ-going, 

helpinƎ ƻƴŜ ŀƴƻǘƘŜǊ ŀƴŘ ŜȄŎƘŀƴƎƛƴƎ ƛŘŜŀǎ ǊŜǎǳƭǘ ƛƴ ōŜǘǘŜǊ ǿƻǊƪǎΦέ 

άhŦ ŎƻǳǊǎŜΣ ǎƘŀǊƛƴƎ ƛƳǇǊƻǾŜǎ ǳǎΦ LŘŜŀǎ ǎƘƻǳƭŘ ōŜ ŀǇǇǊƻǾŜŘΤ ƎƻƻŘ ƻǊ 

ŎǊƛǘƛŎŀƭ ŀǇǇǊƻŀŎƘŜǎ ŀǊŜ ŀ ǇŀǊǘ ƻŦ ǎƻŎƛŀƭƛȊŀǘƛƻƴΦέ 

ά¢ƻ ōŜ ƳƻǊŜ ǎǳŎŎŜǎǎŦǳƭ ƛƴ ǘƛƭŜ ŀǊǘ ŀƴŘ ƪŜŜǇ ǘƘƛǎ ŀǊǘ ŀƭƛǾŜΣ ƎǊƻǳǇ ǿƻǊƪ 

is necesǎŀǊȅΦέ 

άL ƳŀŘŜ ƴŜǿ ŦǊƛŜƴŘǎ ǘƘǊƻǳƎƘ ǘƛƭŜ ŀǊǘΦ aȅ ŀǊǘ ƭƻǾŜǊ ŦǊƛŜƴŘǎ ŀǊŜ ǉǳƛǘŜ 

ƪƛƴŘ ŀƴŘ ŜƴƭƛƎƘǘŜƴŜŘ ǇŜƻǇƭŜΦέ 

άLǘ ƘŜƭǇǎ ƳŀƪŜ ƴŜǿ ŦǊƛŜƴŘǎ ŀƴŘ ŜȄǇŀƴŘ ǘƘŜ ǎƻŎƛŀƭ ŜƴǾƛǊƻƴƳŜƴǘΦέ 

άaȅ ŦŀƳƛƭȅ ǎǳǇǇƻǊǘǎ ƳŜΦ L ŀƳ ǇŜŀŎŜŦǳƭΣ ŀƴŘ ǘƘǳǎ ǘƘŜȅ ŀǊŜΦέ 

άL ŀƎǊŜŜΦ ¸ƻǳ ǎŜŜ ǿƘŀǘ your friends do, consult them and help one 

ŀƴƻǘƘŜǊΦ ¸ƻǳ ōŜƭƛŜǾŜ ǘƘŀǘ ǇŜƻǇƭŜ ǎƘƻǳƭŘ ƭƛǾŜ ǘƻƎŜǘƘŜǊ ŀƴŘ ǎƘŀǊŜΦέ 

άL ǇǊŜǎŜƴǘ ǿƘŀǘ L Řƻ ŀǎ ŀ ƎƛŦǘΦ L ƭƛƪŜ ōŜƛƴƎ ŀǇǇǊŜŎƛŀǘŜŘ ŀƴŘ ǇǊŀƛǎŜŘΦ 

.ŜƛƴƎ ŀǇǇǊŜŎƛŀǘŜŘ ƛǎ ǘƘŜ Ƴƻǎǘ ŘƛǎǘƛƴŎǘƛǾŜ ŎƘŀƴƎŜ ƛƴ Ƴȅ ŦŀƳƛƭȅΦέ 

άtŜƻǇƭŜ ŀǊƻǳƴŘ ƳŜ ǎŀȅ L ƭƻƻƪ ƳǳŎƘ ƘŀǇǇƛŜǊ ǘƘŀƴ ōŜŦƻǊŜΦέ 

ά¸ŜǎΦ ¢ƘŜǊŜ Ƴŀȅ ōŜ ƳƻǊŜ ŜȄǇŜǊƛŜƴŎŜŘ ǇŜƻǇƭŜ ƛƴ ǘƘŜ ŎƻǳǊǎŜ ŀƴŘ 

consulting them is quite nice. Colours or motifs are discussed occasionally, 

ǊŜǎǳƭǘƛƴƎ ƛƴ ǇƭŜŀǎŀƴǘ ƛŘŜŀǎΦέ 

The training regarding the traditional Turkish arts have always 

existed within the relationship between masters and their apprentices in the 
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past and present. Still, it now occurs through more systematical education in 

the current times. Small groups formed around the tile art learn from the 

master and socialize by gaining a new environment. If it is a newly formed 

group, its members at the same level share what they do. However, if the 

group is mixed, people at an advanced stage based on their knowledge 

convey their experiences to new students and exchange ideas. While 

ōŜƴŜŦƛǘƛƴƎ ŦǊƻƳ ƻƴŜ ŀƴƻǘƘŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘƘŜȅ ƛƳǇǊƻǾŜ ǘƘŜƛǊ ƘŀƴŘƛŎǊŀŦǘ 

and witness their development. For these positive developments to occur, 

intra-group harmony and collective movement and socialization are needed. 

Accordingly, it is clear that the positive aspect of art actively plays a role in 

group efforts. The answers given to the items indicated that the power of 

positive art is effective in socialization and existence in groups as much as it 

is for emotional, cognitive and behavioural development. Positive 

developments in families as the smallest social group can be understood 

from the answers. Being approved, appreciated and praised and feeling 

successful and precious by domestic and non-domestic groups is necessary 

for developing ƻƴŜΩǎ ǎŜƭŦ-esteem and identity formation.  

tŜƻǇƭŜ ŜȄƛǎǘ ŀǎ ƛƴŘƛǾƛŘǳŀƭǎΣ ŀƴŘ ŀǇǇǊƻǾŀƭ ƻŦ ƻƴŜΩǎ ǇǊŜǎŜƴŎŜ ƛƴ ŀ ƎǊƻǳǇ 

also means their identity as social subjects.  

 
40 cm mertaban tile plate 

 

As trainees increased their frequency of working, they gained 

practicality and raised the level of their skills. Trained drew their lines 

imprecisely and used their paints unskillfully in the early stages, but the lines 

became more aesthetic, colours gained clarity and brightness as time passed 

ŀƴŘ ǘǊŀƛƴŜŜǎ ŦƻŎǳǎŜŘ ƻƴ ǘƘŜ ǘƛƭŜ ŀǊǘΦ ¢ƘŜǊŜŦƻǊŜΣ ŀǎ ǘƛƳŜ ǇŀǎǎŜŘΣ ǘǊŀƛƴŜŜǎΩ 

ǿƻǊƪǎ ƭƻƻƪŜŘ ŦƛƴŜǊ ŀƴŘ ƳƻǊŜ ŀŜǎǘƘŜǘƛŎΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǘǊŀƛƴŜŜǎΩ ǎǘŀǘŜƳŜƴǘǎ 
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indicated that the tile art positively affected their mental health, helped 

them change what they wanted, and was performed as an important branch 

of art. 

 

4. CONCLUSION 

Since ancient times, many artistic branches have made significant 

contributions to humanity. The study has seen the impact of rhythm and 

sound on people and the positive impacts of movement and colours. In 

addition to music, painting, rhythm and movement, the impacts of mud have 

also been discovered, and the works created using ceramic has had positive 

ŜŦŦŜŎǘǎ ƻƴ ǇŜƻǇƭŜΩǎ ǿƻǊƭŘǎΦ .ŀƪŜŘ ǎƻƛƭ ǳǎŜŘ ƛƴ ǘƛƭŜ ǿƻǊƪǎΣ motifs, use of 

different colours and colourful-colourless glaze and presence of many units 

ƛƴ ǘƛƭŜ ŀǊǘ ƘŀǾŜ ŎŀǇǘǳǊŜŘ ǇŜƻǇƭŜΩǎ ŀǘǘŜƴǘƛƻƴ ŀƴŘ ŎŀǳǎŜŘ ǘƘŜƳ ǘƻ ǎƘƻǿ 

attention, and helped them open new doors in their mental worlds, 

according to the results of the questionnaire in the study. Therefore, it is safe 

to state that tile art can be used in therapy sessions performed through art. 

In addition to therapy, tile art contributes to peopleΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ǿƘƛƭŜ 

helping them adjust themselves correctly, as understood from the present 

study. 

The positive reflections of tile art can be seen in families and 

societies. Colours, motifǎ ŀƴŘ ŦƻǊƳǎ ƻŦ ǘƛƭŜǎ ƘŜŀƭ ǇŜƻǇƭŜΩǎ ŜƳƻǘƛƻƴǎ ŀƴŘ 

thoughts when they experience the tile art, and the afore-noted instruments 

of tile art strengthen their mutual trust-based connections. 

The observations and survey indicated that learning, experiencing, 

and spending time with tile art positively impacted the formation and 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǎǘǳŘŜƴǘǎΩ ƛŘŜƴǘƛǘƛŜǎ ŀƴŘ ƘŜƭǇŜŘ ǘƘŜƳ ŜȄǇǊŜǎǎ ǘƘŜƛǊ ŜƳƻǘƛƻƴǎ 

and ideas freely. The traditional Turkish tile art had therapeutic effects on 

people. 

While adult people utilize the power of art as they understand 

themselves, it would be beneficial for public and private institutions to focus 

on this topic more extensively. Furthermore, positive aspects of art can be 

utilized while designing the identities of children and young people. 

Therefore, it is important to learn and transfer our traditional arts. We 

believe that it is necessary to popularize the training on traditional arts 
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should be open to the public in terms of public health considering their 

ŎƻƴǘǊƛōǳǘƛƻƴǎ ǘƻ ǇŜƻǇƭŜΩǎ ǇǎȅŎƘƻƭƻƎȅ ŀƴŘ ƘŜŀƭǘƘ ǳƴŘŜǊ ǘƘŜ ƳƻŘŜǊƴ ƭƛǾƛƴƎ 

conditions. 
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TURKMEN CARPET ART 
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Abstract 

Turkmen carpet art dates back to ancient times. It is estimated that 

the "Pazyryk" carpet, which was found from the "Pazyryk" Hill during 

archaeological excavations in the Altai and named with its location, belongs 

to the handicrafts of the Hun dynasty, which is considered the ancestor of 

the Turks. It is possible that this carpet was made in III-centuries BC. Despite 

the worn threads at some corners of the carpet at the time of the find, it is 

also noted that colours and design were not compromised. In addition to the 

fame of Turkmen carpets with this feature, meanings of designs have been 

mentioned earlier. The carpet is known not only for decorating homes but 

also with a motif representing the characteristics of the location it was 

produced in. 

For this reason, Turkmen carpets are not only ordinary carpet but 

also a historical artifacts. There are flower and animal patterns in carpet 

motifs along with colour features. This reveals the lifestyle of these people. 

Due to the significant support given to weaving these carpets in 

Turkmenistan, care is taken to ensure that the old motifs survive and pass on 

to the new generation. Although the nature of Turkmenistan has changed 

today, carpet motifs bear the memories of a thousand years of history. As an 

example, the work done to revive the Pazyryk carpet is admirable. Turkmen 

carpet is always at the forefront when the history of art is mentioned 

throughout the world. 

Keywords: History of carpet crafting, Pazyryk carpet, Carpet motifs, 

Turkmen carpet.  

LƴǘǊƻŘǳŎǘƤƻƴ 

The history of carpet art is identical to the social and cultural history 

of the Turkic ǇŜƻǇƭŜΩǎ dating back to ancient times. Turkic families have 

inherited the features of horse riding, using war weapons, and iron and metal 

mailto:ezizhan26@yandex.com
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embroidery from father to son. It is the art of felt carpeting and weaving 

inherited from mother to daughter. These two professions are indispensable 

for the nomadic or settled Turkic ǇŜƻǇƭŜΩǎ. The heritage of these, which is 

kept alive until today, is the carpet art. The carpet is viewed as an art because 

she did not make this product out of a desire to become famous when a lady 

weaves a carpet. She took over this job, only considering her daily material 

and spiritual needs. However, it is obvious that the ladies who are experts in 

this work, without even realizing that they are making art, put forward the 

conditions of life with all their instincts by digesting their joy and sadness into 

colours and motifs. Therefore, carpet art has existed since BC, but the names 

of the ladies who have suffered and weaved the art that has survived to the 

present day are not known. This is an indication that they glorify their art, 

not themselves. 

Looms used for carpet weaving are quite plain. The weft threads are 

drawn between the other wood made in the same way from the wood 

collected with two nails. Knots are usually tied to each millimetre of these 

ǊƻǇŜǎΣ ǳǎǳŀƭƭȅ DǀǊŘŜǎ ƪƴƻǘǎΦ Lǘ ƛǎ ŜƳōǊƻƛŘŜǊŜŘ ōȅ ǘȅƛƴƎ ƳƛƴƛƳǳƳ of 2 

thousand and maximum of 6-8 thousand knots on approximately forty 

centimetres of carpet. The ability to tie more knots is another skill in carpet 

art. In the meantime, it is considered a great success that an estimated 4-5 

Ƴч ŎŀǊǇŜǘ Ŏŀƴ ōŜ ƻōǘŀƛƴŜŘ due to 1 month of tiring work (Berdimuhamedov, 

2007: 158). It is also more interesting and admirable that the motifs placed 

in such delicate work are done flawlessly. 

When talking about carpet art, the first thing that comes to mind is 

the Turkic ǇŜƻǇƭŜΩǎ. Because the carpet pieces obtained during 

archaeological findings generally coincide in the regions where Turkic reside 

or in countries that trade with Turkic. Since these have the same quality and 

similarity with the findings in the regions where Turkics live, scientific 

research has emphasised that the carpet particles obtained during 

archaeological excavations in foreign countries also belong to Turkic. For 

example, according to archaeological research on the Pazyryk hill of the Altai, 

the region where the Pazyryk carpet is located, people living in these lands 

generally used fur and animal skins. However, since the Pazyryk carpet 

evokes the Turkic peopleΩs cultural structure with its patterns embroidered 

on it, it has been concluded that this rug belongs to the Huns, known as the 

ancestors of the Turkic (Aslanapa, 2005: 16). 
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During archaeological excavations in and around Central Asia in 

recent times, except for the Pazyryk carpet, it is known that pieces of carpets, 

which are thought to belong B.C. era but whose craftsmanship are not as high 

as the Pazyryk carpet, have emerged. As an example of this, during the 

archaeological excavations carried out in the West of Lake Lor, settled in East 

Turkistan between 1906-1908, carpet particles, which are made of hard and 

undyed yarn, which are thought to date to the IV or III centuries BC, generally 

contain plain colours or patterns such as flowers and diamonds in a standard 

way have emerged (Aslanapa, 2005: 19). 

 

Pazyryk Carpet 

There is an opinion by archaeologists that the Pazirik carpet dates 

back to III. Century BC. It is very important that this flawless work has not 

compromised on its colour or embroidery despite some damage. This means 

that it is a sign that Turkic had a very rich social and cultural life before Christ. 

Because it should not be overlooked that the artistry on the Pazyryk carpet 

is not attainable even today. 

The Pazyryk carpet, exhibited in the Heritage Museum in St. 

Petersburg today, was unearthed in 1949 during the excavations carried out 

on the Pazyryk Hill settled in the mountain range of the Altai under the 

Presidency of Russian archaeologist S. Rudenko. The carpet was found in a 

kurgan tomb, and a frozen dead horse was found amongst the cart and other 

household items in the flooded cemetery. Probably because the items found 

here and this carpet are frozen, it is thought that although centuries have 

passed, they have not suffered serious damage. Because even though this 

perfect Carpet is available, its patterns and colours stand out clearly. Light 

rotting occurs only on the edges of the carpet integrity. The carpet was 

brought to the attention of the public and the art community in 1953 

(Aslanapa, 2005: 16). 

Pazyryk Carpet has caused great controversy in the archaeology and 

art community. Because there was a difference of opinion as to which nation 

this carpet belongs to. According to some scholars, it was a Persian rug. Even 

archaeological expert S. Rudenko, the head of the excavations here, 

suggested that it might be a Persian rug. However, the motifs of the Iranian 
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carpet encountered in other archaeological excavations, and the motif of the 

tŀȊǊƤƪ ŎŀǊǇŜǘ Řƻ ƴƻǘ ƳŀǘŎƘ because Persian carpets are famous for their 

άƳŜŘŀƭƭƛƻƴέ ǘȅǇŜ ƳƻǘƛŦǎ ŀǎ ǘƘŜȅ ǿŜǊŜ ƴŀƳŜŘ ƛƴ ǘƘŜ ·±. Century. The motifs 

embroidered on the Pazyryk carpet are the "lake" motif with six sections and 

24 squares, an indispensable motif for the Turkic people. Therefore, most 

experts have put forward the view that this state belongs to the Turkic 

people. Later, the motifs on the findings in other excavations were also 

examined, and it was agreed that this excellent work belongs to the Turkic 

ǇŜƻǇƭŜΩǎ (Berdimuhamedov, 2007: 100). 

Lǘ ƛǎ ƪƴƻǿƴ ǘƘŀǘ ǘƘŜ tŀȊȅǊȅƪ ŎŀǊǇŜǘ όмΦуоƳчύ ƛǎ ŀǇǇǊƻȄƛƳŀǘŜƭȅ four mч, 

ŀƴŘ осΦллл DǀǊŘŜǎ ƪƴƻǘǎ ŀǊŜ ǘƛŜŘ ŀǘ млǎƳ ƳчΦ ¢Ƙƛǎ ŎŀǊǇŜǘΣ made of very 

delicately processed yarn, has a perfect weaving method, and no example 

has been found yet, woven in its fineness (Aslanapa, 2005: 16). The carpet is 

engraved on red, in the middle of it there are six sections and 24 square 

shapes. This shape can still be seen in Turkmen carpets made today with the 

same or different motifs. The similarity of Turkmen carpets to Pazyryk 

carpets is exactly hidden in these motifs. The inside of each lake in the middle 

of the carpets is generally floral and consists of 24 lake motifs. They stated 

ǘƘŀǘ ǘƘƛǎ ƳƻǘƛŦ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ нп ƎǊŀƴŘŎƘƛƭŘǊŜƴ ƻŦ hƐǳȊƘŀƴΣ ŀƴŘ ǘƘŜ six 

sections in the lake's content represent the six ǎƻƴǎ ƻŦ hƐǳȊƘŀƴΦ Twenty-four 

lakes and six compartment patterns made with this point of view have 

become one of the motifs that have not lost their value since ancient times 

(Berdimuhamedov, 2007: 100). 

According to the ideas of some researchers, it is estimated that the 

Pazyryk carpet is not produced in the Altay region, which is the region where 

it is located. Because the horse patterns embroidered on the edges of the 

carpet have a carpet cover motif on the horse. Generally, Turkic ǇŜƻǇƭŜΩǎ 

have ridden horses by throwing only carpet covers on the horses in ancient 

times. However, it is known that the influence living in the Altaians wears 

saddles on the horses. For this reason, it is possible that the lands of Altai, as 

it was known in ancient times, were produced in the lands of Turkmenistan, 

which is the transition zone between Iran and Central Asia, based on the 

horse and other motifs embroidered on the Pazyryk carpet (Findley, 2008: 

36). 
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Although it is thought that the Pazyryk carpet was transported to the 

Altays by trade, it is possible that some Turkic tribes migrated from the Turan 

lands to the Altays at that time. Consequently, there is also the opinion that 

when this tribe settled in Altays, they put their arts back on track and 

continued their practice. Because the horse found dead in the kurgan 

cemetery where the carpet is located has the characteristic of being a 

Turkmen horse. It is known that Turkmen horses were seen in Altays in II-III 

centuries BC and even the Chinese emperor used the term "Asuman Horses" 

for these horses (Berdimuhamedov, 2007: 97). 

Although the Pazyryk carpet is a perfect copy of this art, it may 

belong to very ancient times. The developments related to carpet art have 

emerged in the middle ages, and he ended his view. Representing centuries 

of the social and cultural history of the Turkic BC, this work of art is also one 

of the most precious pieces of art history. 

 

Carpet Art in Anatolia 

Scientific research has accepted that the homeland of carpet 

weaving art is Central Asia and the Turkic people residing here. However, it 

is thought that carpet art came to Anatolia with the Seljuks. Therefore, it is 

known that the first carpet art emerged in Konya, the capital of the Seljuks. 

This art has spread all over Anatolia with new developments and motifs 

(tŜǊŘŀƘŎƤ нлммΥ нтсύΦ 

Although the lake motif, which is thought to represent the Oguzhan 

generation in the carpet motifs belonging to the Central Asian Turkmens, has 

become traditional, the lake motif with flower patterns is more common in 

Anatolia, especially in Ushak (or Oushak) carpets. Carpets with these motifs 

emerged in Anatolia's Ushak and surrounding provinces and coincided with 

the XV centuries. These carpets have also taken their place in the paintings 

of European painters and are called Turkish carpets, not Ushak carpets. 

Ushak carpets became famous during the Ottoman reign, and even in 1726, 

ƛǘ ƛǎ ƪƴƻǿƴ ǘƘŀǘ ǘƘŜ ϦIƤǊƪŀ-i {ŀŀŘŜǘϦ Ŧƭŀǘ ƻŦ ¢ƻǇƪŀǇƤ tŀƭŀŎŜ ǿŀǎ ŎƻƳǇƭŜǘŜƭȅ 

covered with Ushak carpets. Apart from this, the names of Ushak carpets are 

also mentioned in the estate registers in the archive documents of some 

Ottoman period mosques (Aslanapa, 2005: 159). 
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Turkish carpet art has emerged with new motifs under the influence 

of Islam. Although prayer rugs intended for prayer are common in Central 

Asia, unlike other rugs, motifs resembling mosque altars are used on white 

thread, not on red thread.  

Flower patterns are generally foreseen in prayer rugs accompanied 

by altar-like motifs, and animal or human figures are not made. Although 

prayer rugs are found in Ottoman palaces and mosques, they are similar to 

the carpets prepared in Central Asia in terms of the Mihrab pattern. 

However, hyacinth or tulip patterns are predominant on Ottoman prayer 

rugs (Aslanapa, 2005: 249). 

hƴ ǘƘŜ ¢ǳǊƪƳŜƴ ǇǊŀȅŜǊ ǊǳƎǎΣ ƳƻǘƛŦǎ ǎǳŎƘ ŀǎ ϦƎƻœŀƪϦΣ άǘŀǊŀƪ ŘƛǒƛέΣ 

άŜƭƳŀ ƎǸƭǸέ ŀǊŜ ǳǎŜŘΦ Lƴ ŀŘŘƛǘƛƻƴΣ ǎǘŀǊǘƛƴƎ ŦǊƻƳ ǘƘŜ ŜƭŜƎŀƴŎŜ ƻŦ ǇǊŀȅŜǊ ǊǳƎǎΣ 

carpets embroidered on a white background have also started to weave. This 

is widespread as a different and elegant carpet model of Turkmen carpets, 

contrasting to the motifs usually embroidered on red. 

 

Felt Carpets and Rugs 

Felt carpets and rugs, similar to carpets and used for flooring, are 

thought to be very old. However, detailed information about their history is 

not found. Thus, considering that carpet art is the most advanced form of 

product used for upholstery, it is likely that the history of rugs and felt carpets 

are much older than carpet because felt carpet is one of the indispensable 

products of the Turkic ǇŜƻǇƭŜΩǎ, who have a habit of living in nomadic life, in 

the construction of tent houses that can be dismantled and arranged and 

taken everywhere with them. 

Felt carpets are made with solid colours in house construction. 

Lately, the felt carpets used especially for upholstery have become more 

ŘŜǾŜƭƻǇŜŘΣ ŀƴŘ ŜƳōǊƻƛŘŜǊƛŜǎ ƻŦ ϦƪƻœōƻȅƴǳȊǳϦΣ ϦƎǸƭȅŀȅŘƤϦΣ ǿƘƛŎƘ ŀƭǎƻ 

correspond to carpet embroidery. A feature of the felt carpets is that they 

are not made in the form of weaving. In making felt carpets, it is necessary 

to prepare the knitted form by tying the reed rods with ropes. This reed 

weave can be used repeatedly for years, not only in one felt carpet but also 

in making several felt carpets. Put on the reed weave dyed wool, and either 

solid coloured or plain wool is carefully laid in a pattern reminiscent of runner 
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upholstery, rolled gently along with the reed weave. The water boiled in large 

cauldrons is poured on it, and first, it is placed between the thick and long 

rope and turned right and left. This process takes at least two hours. Then, 

the felt carpet, which is gathered on the reed and has the shape of a floor, is 

worked for a long time by rolling it with the wrists to the right and left to 

make it denser. The work process that starts after the felt-made wool 

washing and dyeing does not go beyond a day. Although it is very laborious 

and tiring, one upholstery felt carpet could be made in a day. Felt carpet 

square meter is made around three mч ŀǘ Ƴƻst. After the felt carpet is 

considered to have the consistency of felt, it is dried in a sunny place. Since 

the felt carpets are resistant to moisture, they especially prefer those dealing 

with rheumatism, and sometimes even small felt mattresses are laid on the 

carpet and sit on it. Sometimes, flat felt carpets are laid under the carpets 

with the view that they are softer. A feature of the felt carpets is that they 

are preferred more among the nomadic Turkic people. It is important that 

family members who move to the cottages first use felt carpet on the floor 

beds to be laid out to sleep outside at night. Since the felt carpets are hairy, 

the ability to sink into the body and disturb the body, it is an indispensable 

product, if not for outdoor beds, since it has been observed that insects and 

even snakes in summer cottages do not climb on the felt carpet and are still 

made and used today. The difference between felt carpet from carpet or rug 

art is that it is made by printing, not by weaving (We have conveyed our 

knowledge about felt carpets by considering the progress of our work 

together with our family members). 

Rug weaving is also famous in Turkmen lands as it is common in other 

Turkic people. Rugs are also woven as large as six mч ƻǊ nine mчΦ [ŀǊƎŜ ǊǳƎǎ 

are called "palas" in Turkmen. This hand woven product is more common, 

especially in the Lebap province of Turkmenistan. The difference of this 

product from the carpet is that its flat surface is on the lower side during 

weaving, and you do not have the chance to see errors during weaving. 

Therefore, this weaving work requires a different skill. The embroidery has 

the same similarities as the carpet embroideries (Nurlyyeva, 2015: 72). 

Rugs are prepared in runner type. Rugs are thinner and denser than 

carpets, as they are also used ass mattresses. Due to its thinness and 

strength, it is also used to produce sacks, bags, palm trees to hold household 

items. Rugs have another feature, and they are so tightly woven that rugs 
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were used instead of doors in the nomadic tent houses of Turkic people in 

ancient times. As the rugs had cold, warm and waterproof properties. For 

this reason, it is known that it was used instead of buckets to draw water 

from wells dug to give water to sheep in ancient times (Nurlyyeva, 2015: 73) 

Although the felt carpets and rugs are not as common as carpets, 

they are still used by the Turkic ǇŜƻǇƭŜΩǎ who know, especially those living in 

villages. Especially since it does not take long to make felt carpets, Turkmen 

ladies who live in settled life start making felt carpets with the view that the 

wool in the house is not wasted. This satisfies the house's needs and causes 

the felt carpet art, passed down from ancient times to the present, to be lost. 

Since rugs are also a solid product, it is seen that they are sometimes used 

alone or under the carpets. 

 

Turkmen Carpet Art 

One of the most important centres of Turkmen carpet art is the 

Turkmenistan state. Here, the importance given to carpet art can be seen 

from the carpet motifs embroidered on the Turkmen flag. Makhtymkuly, who 

is known to have lived in the XVIII. Century, the most valuable poet of the 

Turkmen people (d.1783), in his poem "Shed tears in our eyes (DǀƪŜǊ boldyk 

ȇŀǒȅƳȅȊύ": 

¢ŜƪŜΣ ¸ƻƳǳǘ DǀƪƭŜƴΣ ¸ŀȊƤǊΣ !ƭƛƭƛΣ LŦ ǿŜ ǎŜǊǾŜ ŀ ǎǘŀǘŜΣ ŦƛǾŜ ƻŦ ǳǎΣ 

όaŀƘǘƛƳƎǳƭƤΣ нллмпΥ нрύΦ 

The five Turkmen groups that he mentioned by saying even today 

represent the five provinces of Turkmenistan territory. These orders have 

different motifs in carpet art. Even embroidered on the Turkmen flag, these 

carpet motifs symbolize the inner world and nature of the population of the 

five provinces settled in Turkmenistan and are known as the general symbol 

of these groups. Because they are divided into two as nomadic and settled 

life in different parts of the same country, each region has its plants. Carpet 

colors emerge during the dyes taken from these plants. 

For this reason, every Turkmen group has obtained dyes during the 

plants grown in their lands, and this is reflected in the carpet colors and 

patterns seriously. Although Teke carpets are predominantly red, the motifs 

of Yomut carpets include green and blue colors, which reveal signs of settled 
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ƭƛŦŜΦ tŜƴŘƛƪ ŀƴŘ .ŜǒƛǊ ǊǳƎǎ ŀǊŜ ŜǎǇŜŎƛŀƭƭȅ ŘƻƳƛƴŀǘŜŘ ōy camel wool and yellow 

colors. Although these rugs represent the five provinces of Turkmenistan, 

they generally represent the Oguzhan generation with their 6-section and 24-

lake motifs. 

There are many rumours in the literary works of Turkic ǇŜƻǇƭŜΩǎ and 

world culture about carpets with magic or flying properties. However, the 

motifs and color reflections in the Turkmen carpets create a perception as if 

looking at the aired ground in the lands with a bird's eye view of the narrow 

streets, settlements, vineyard gardens, mountains, seas and the bird pictures 

taking off above it. Therefore, a serious change is noticed in carpet motifs 

due to the change in the living conditions and nature of the five provinces 

(Berdimuhamedov, 2007: 16). 

Considering the ancient history of carpet weaving art, red has always 

been a lining color in these weavings. This tradition is still in the foreground 

in the Turkmen carpet art. The main reason for this is that some hunting 

weapons, which are thought to belong to the eighth and tenth centuries BC 

in the Caspian sea shores, such as Gayaly, Jebel, Damdamcheshme, and 

decorations made the items used in the house were first painted in red. It is 

seen that it is decorated with various colors. The embroidery of Turkmen 

Carpets, especially on red, is thought to be a continuation of this tradition 

(Nurgeldiyeva, 2015: 70). 

Parfiya, one of the empires known in ancient history, is located in the 

Southeast of Central Asia. One of the famous products of this state has been 

the art of carpet. Because in the III. Century BC, the Parfiya carpet was 

marketed to Western countries, and it was claimed to be one of the most 

important works of art decorating the palaces of Roman rulers. It is also 

known that Parfiya carpets are similar to the patterns woven by Yomut 

Turkmens for centuries who settled in today's Turkmenistan lands 

(Berdimuhaedov 2007: 102). 

In the archaeological researches carried out in today's Turkmenistan 

lands, ceramics and materials are used in architectural structures found in 

¸ƤƭƎƤƴƭƤǘŜǇŜ ŀƴŘ ¦ƭǳƎǘŜǇŜ ƳƻƴǳƳŜƴǘǎΣ ǿƘƛŎƘ ŀǊŜ ǎƛƳƛƭŀǊ ǘƻ ǘƘŜ ŜƳōǊƻƛŘŜǊȅ 

on the carpet, have been revealed. According to the experts' information, 

these products have a history of at least seven thousand years. In the 

Southern and Southwestern regions of Turkmenistan, it is also important to 
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find bronze cutters in the Valley of Summar, which are thought to belong to 

the II. Century BC and used in carpet weaving. Considering this, the Pazyryk 

carpet is not a coincidence. According to archaeologist I.N. Hlopin's words, 

these findings bear witness to the history of carpet art and the early history 

of the Turkmen people's acquisition of these lands (Berdimuhamedov, 2007: 

97). Although Turkmen carpet art has historical importance, it is supported 

by the state even today, and it is still in world art history. 

Until the carpet art reaches the weaving stage, it has to go through 

many laborious works. In general, carpet weavings are woven from yarn 

obtained from sheep wool (as an exception, it is necessary to remember that 

carpets are made of cotton and silk threads). However, the type of sheep is 

also important in weaving Turkmen carpets. The wool of the sheep type 

ƪƴƻǿƴ ŀǎ ά{ŀǊȅƧŀ ό¸Ŝƭƭƻǿύ {ƘŜŜǇέ ƛǎ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǇǊƻŘǳŎǘ ǇǊŜŦŜǊǊŜŘ ƛƴ 

carpet weaving during the summer. It has been proven based on experience 

that the wool of this sheep is of higher quality and more flexible than the 

ǿƻƻƭΦ Lƴ ¢ǳǊƪƳŜƴƛǎǘŀƴΣ ά{ŀǊȅƧŀ ό¸Ŝƭƭƻǿύ {ƘŜŜǇέ ǘȅǇŜ ƛǎ ƎŜƴŜǊŀƭƭȅ ƛƳǇƻǊǘŀƴǘ ƛƴ 

carpet weaving. It is also grown by observation and importance is given to its 

reproduction. Wool is transformed into carpet weaving yarn by first passing 

through dyeing spinning processes. These are dyed with dyes taken from 

plants grown in nature, the Turkmen carpet is mainly red, and the red color 

is the result of dyeing the full white wool. However, the black color used in 

carpet motifs is obtained from black sheep wool and used naturally (Atayeva, 

2015: 74). 

The Turkmen proverb "home starts from where the carpet is laid" is 

not spoken in vain. Because even though they were nomads in the Turkmen 

house in ancient times, you step on the carpet from the door. If there is a 

baby at home, the cradle is covered with a carpet mattress. In the corners of 

the house, there are palm-shaped carpets made to store things, carpet sacks 

for storing supplies, and even carpet chests to put plates and pots. Apart 

from this, the baby is laid on the carpet since birth. They became famous for 

covering the coffin with a carpet when the man's life ended when they saw 

him off on his last journey. Carpet in a Turkmen family is also the official 

document of which title or tribe. This family belongs to (Berdimuhamedov, 

2007: 127). 
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Turkmen carpets laid out carpets made of new weaving in ancient 

times in the market places. The crowd of people coming and passing over the 

carpets was important to test its strength. Later, it turned out that the state, 

which was cleaned and washed again, became more magnificent than the 

new state. This is an indication that Turkmen carpets are not worn and are 

even more valuable with use. 

Although weaving carpets does not seem difficult, no Turkmen lady 

draws the carpet or looks at a sample to weave it. Although millions of knots 

are tied in different colours, each one knows by heart were to tie knots. This 

requires a different skill. It is evident that the experts of this skill, which 

passed from mother to daughter without any special education, had a strong 

memory and a serious knowledge of natural sciences and mathematics. It is 

known that Turkmen women girls decorate this talent not only in carpet art 

but also in clothing decorations, from headscarves to dresses and even shoes 

with hand embroidery. Various objects are generally necessary in home 

decoration art but are similar to carpet art in their motifs and colors. These 

are decorated with hand embroidery, from table cloth to palm leaves, even 

the covers over teapots. Although the bridal gowns of Turkmen girls wear 

during the marriage ceremony carry great craftsmanship, it is a delicate and 

as complex art as the art of carpet weaving (.ŀȅǊƤȅŜǾŀΣ нлмоΥ соύΦ 

Turkmen handicrafts are a separate issue. Still, it should be noted 

that when it comes to the difference in the motifs embroidered on women's 

and men's clothes in Turkmen handicrafts, the characteristics and 

embroidery of the clothes used by girls and women also differ. It was 

immediately noticed from the clothes that a Turkmen girl wore that she was 

not married.  

The lady who sets up her loom to weave carpets should carefully 

select the wool of the yarn she wants to weave. Later, he meets with nature 

and collects some of the plants that settled here in the dry state and some in 

the season and use them in wool dyeing. Buying different and high-quality 

dyes from plants requires different skills and experience. However, if we look 

briefly at how some dyes are obtained, it is known that the madder plant has 

an important place in obtaining the dark red color. The yellow color is taken 

from the plant known as yellow garbage and the light brown from the 

pomegranate peel. The green color is obtained in a mixture of Circassian 



PROCEEDINGS BOOK 

50 

plant grape vinegar and crushed copper. Apart from that, onion skins, grape 

sticks, green walnut shells are among the plants used in wool dyeing 

(Berdimuhamedov 2007: 142-143). 

However, using these plants in the dyeing process is not just by 

counting the names of the plants. Plants need to go through many processes 

to take the form of paint. Most importantly, as we mentioned above, it is 

necessary to wait for the season for some plants to be used as paint material. 

This also occurs within an important time phase. Therefore, the dyeing 

process of carpet yarns should be considered as a separate research topic. 

Natural dyes used in carpet art are thought to be respected for their dye 

function and health. It should not be overlooked that starting from weaving 

wool and cotton silk products obtained from natural dyes, people contact 

plants and have an important place in terms of health. Manufacturers have 

significantly convenient for carpet manufacturers to dyeing the carpet yarns 

in a separate place by specialists and presenting them to carpet weaving. 

It is known that very large carpets are woven from time to time in 

the Turkmenistan state. These carpets were created by the common labor of 

several women and girls. These carpets are also famous for their beauty, 

elegance and sophistication. There are four known large carpet works in 

Turkmenistan. It is claimed that the first of these carpets were made with the 

desire for the safe return of the soldiers who went to the war from Turkmen 

soil during the Second World War. It is known that the carpet was woven in 

1941-1942, and it is 10.5 meters long, 18 mŜǘŜǊǎ ǿƛŘŜ ŀƴŘ мфо Ƴч ƛƴ ƎŜƴŜǊŀƭΦ 

Two hundred fifty-two thousand fences are placed on each square meter of 

this carpet. The weight of the carpet reaches 865 kilograms. The second-

largest carpet was woven in 2001 after the independence of the 

Turkmenistan State. This carpet is 14 meters long, 21.5 meters wide and 301 

Ƴч ŎƻƳǇƭŜǘŜƭȅΣ ǿƛǘƘ олпΣллл ƘŜŘƎŜǎ ǇŜǊ ǎǉǳŀǊŜ ƳŜǘŜǊΦ ¢ƘŜ ǿŜƛƎƘǘ ƻŦ ǘƘŜ 

carpet is 1200 kg. This large carpet was written in the "Guinness World 

Records" book in 2003 as the largest hand-woven carpet in the world. The 

third-largest carpet woven in Turkmenistan was woven in 2009, and this 

carpet was named "Galkynysh". The length of the carpet is 11.40 meters, and 

its width is 16.60 meters. TƘŜ ǿƘƻƭŜ ƛǎ мфмΦрн Ƴч ŀƴŘ тлл ƪƎ ǿŜƛƎƘǘΦ ¢ƘŜ 

most skilful carpet makers are selected from among the Turkmen women. 

The fourth and largest carpet weaving within five months during the 

participation of 120 people is donated to the 20th year of Turkmenistan's 
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independence. This carpet is 12 meters long and 31.5 meters wide. Three 

hundred twelve thousand fences are placed on each square meter of this 

carpet, which is a totally of оту ƳчΦ ¢ƘŜ ǿŜƛƎƘǘ ƻŦ ǘƘƛǎ ŎŀǊǇŜǘ ƛǎ мрлл 

kilograms (Rejepova, 2015: 71). These handcrafted carpets are exhibited in 

the carpet museum, which was opened in Ashgabat, the capital of 

Turkmenistan, in 1992. 

The State of Turkmenistan declares the last week of May of every 

year as the "Carpet Festival" because of keeping the value it attaches to the 

art of carpet actual at all times. On this holiday, the women who put their 

hearts in this art together with the exhibition of new works in the carpet art 

are deemed worthy of various awards in material and moral value. This has 

an important role in transferring this magnificent art, passed down from the 

millennia of history to the present, to the new generations as a living example 

of art. 

One more feature of the Turkmen carpet should be mentioned. For 

example, the carpet woven a hundred years ago is more than the value of 

the carpet woven today. This shows that the Turkmen carpet has never been 

worn out and has become more valuable over the years. One of the 

important items inherited from mother to daughter, grandmother to 

grandchild in the Turkmen family is carpets. For this reason, it is possible to 

come across historical carpets in the Turkmen family even today. Carpet 

heritage in Turkmen families dates back to the XVIII. Century, but according 

to subsequent research, carpets were inherited from generation to 

generation from the XIII. Century has also emerged (Berdimuhamedov, 2007: 

98) 

 

Conclusion 

The Turkic ǇŜƻǇƭŜΩǎ carpet art has a very old history, like the Turkic 

people themselves, wherever you look from the Pazyryk carpet, which was 

found in the Altay mountain range in the III. Century BC, to the present day. 

Words are not enough to describe the features, motifs and value of this art. 

Carpet is not just an art but a special education. It is an art that requires very 

strong memory and effort. Today, the motifs of this art prepared on paper or 

computer can be presented to the carpet master together with the number 
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of knots, and it can be made easy to do without error. However, it takes 

incredible skill to produce memorable art in history, especially in the Pazyryk 

carpet. This again reveals that Turkic women in ancient times, whom we see 

as uneducated, are perhaps more knowledgeable than us. It cannot be 

denied that the ladies, who are experts of the Turkic peopleΩ carpet art, have 

created a serious work of art that cannot be called carpet. According to a 

rumor we have heard, one of the Shahs of Iran, who fell in love with the 

Turkic peopleΩs carpet art, demanded that they weave carpets for himself 

and smuggled a few ladies from a Turkmen village. The people of the village 

and their families begin to worry about the ladies. But an old grandfather in 

ǘƘŜ ǾƛƭƭŀƎŜ ǎŀƛŘΣ άhǳǊ ǿƻƳŜƴ ŀǊŜ ǎƳŀǊǘ; their carpets start to appear in the 

surrounding carpet markets about a month later. They inform them about 

their whereabouts by embroidering them on the carpets, and you can find 

our ladies and find them. It is not known how true this rumor is, but it is a 

fact that they embroider the social and cultural state of the land where 

carpet art is found in their art. That is why it has always been fashionable to 

collect Turkic ǇŜƻǇƭŜΩǎ carpets in Western countries. There are important 

works of Turkic ǇŜƻǇƭŜΩǎ carpet art (just like the Pazyryk carpet) in the 

museums of Russia and European countries. Because Turkic ǇŜƻǇƭŜΩǎ carpet 

art always makes every place valuable materially and spiritually. It is 

important for people who want to do deep research on carpet art to be 

specialized in many branches of science such as geometry, geography, 

natural sciences, literature and history. For this reason, our text here cannot 

go beyond the mass of information collected only from the sources we have. 

For this reason, we should say that carpets should talk about carpet art 

themselves, and we offer our gratitude to those who consider our work. 
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Abstract 

A pictogram is a symbol that represents an object, a place, a function, 

a concept through painting. Pictograms (symbolic pictures), which had an 

important place in ancient times, are indispensable today. Pictograms, which 

have a pattern of symbols, give the desired message clarity that does not 

require support with text. 

The vast majority of woven items are decorated with elegant 

geometric patterns in abstract, clever and simplified to represent specific 

shapes or motifs of items well known to Anatolian women. Over time, these 

motifs and designs were defined for Anatolian Weavings and became known 

as "Pictographic Codes". Each pictograph has a name, meaning and different 

designs. Pictograms are one of the visual signs that enable people from 

different cultures to communicate with their environment. Has the ability to 

transform the message to a common language by visualizing it in a plain style. 

Dictionaries also define the term "code" as "a signal or symbol 

system for communication". Pictographic codes are not limited to Anatolian 

weavings; many cultures have used them from different civilizations for 

hundreds of years. It is used in past and present textiles, pile and plain 

weaves, upholstery, bed sheets, clothing fabrics, etc. It is possible to come 

across a wide variety of pictographic codes on it. 

In Anatolian culture and in general, symbolic pictures on textiles, 

namely pictograms, in linear fictions, the concept to be expressed was easily 

explained, certain meanings were attributed to these patterns of symbols, 

and thoughts and feelings could be expressed most strikingly with colors. 

Pictographic codes have also been identified in warp-faced weavings, seen in 

different traditional cultures in Anatolia and the world. 

mailto:renginoyman@sdu.edu.tr


INTERNATIONAL TURKISH CULTURE AND ART SYMPOSIUM 

55 

In this study, pictographic codes determined in some warp-faced 

weavings from Anatolia and different cultures will be explained 

comparatively. 

Keywords: Pictography, pictographic code, Warp-faced weaving, 

Symbolic painting 

 

Introduction 

From the first periods of history, people had tried to get their 

feelings, thoughts and testimonies out of their minds and transfer them to 

any surface and structure of all art branches. In a work of art, the meaning is 

discovered by starting from the reality perceived by the senses. As a visual 

sign, art has a tangible direction perceived by the senses and this sign 

indicates. As with other works of art as a means of representation, woven 

works of art are also a reflection of their time and society, and at the same 

time a reflection of that period and society. They are the visual 

transformation and transmitters of a particular consciousness of the world. 

In this respect, as in every branch of art, the motifs arising from the 

reflections of the mind seen in traditional weavings have always been 

connected to symbolic thought. 

Many historians have some misconceptions that the events people 

experience, to begin with the invention of writing, are consciously reflected 

in this way. Whereas; people have depicted their lives on rocks with 

petroglyphs. The next step of the petroglyph is the ideogram (the sign that 

directly expresses the idea, the drawing in which entities are symbolized or 

thought is expressed). A more advanced and regular format is pictograms 

(pictograms). The next stage of pictograms is the stamp period (Demir, 2013: 

389). Humanity has passed from painting to pictograph, then to pictogram. 

Pictogram is the representation of any object, place, concept, sign 

and functioning. There is also a writing system used with symbols. This type 

of writing system is called pictography. The basis of pictography is similar to 

cuneiform, so that there are pictograms in hieroglyphs and cuneiform 

ǿǊƛǘƛƴƎǎΦ άLǘ ƛǎ ŀ ǇƛŎǘƻǊƛŀƭ ǿǊƛǘƛƴƎ ŦƻǊƳ ŎǊŜŀǘŜŘ simply with symbols to 

transform a concept or idea into a visual forƳέ ό{ǘƛŜōƴŜǊΣ ¦ǊōŀƴΣ мфун: 261) 

ό¸ŀȊŀǊ ϧ DŜœΣ нлму: 565). 
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The most important feature of pictography is that all details not 

expressed in communication are discarded, and the figures are standard. 

Drawings and pictures on rocks are called petrograms, and those made by 

carving rocks are called petroglyphs (Ana Britanica, 2004: 610). 

Petroglyphs are designs made on large rock surfaces by chipping, 

carving or etching methods. The outer surface covering the rock with 

petroglyphs is removed, and the lower lighter stone is revealed. Pictographs 

are designs painted on rock surfaces. Both are generally classified as "Rock 

Art". Petroglyphs occur in two ways. The first is chipping or carving the rock 

and consists of a series of small points. The second form, the rock, is ground, 

leaving deep smooth grooves to give a much more three-dimensional 

appearance. Pictographs are patterns painted on the rock surface. 

Pictographs have been found on rocks in caves in almost every part of the 

world. Rock paintings have been found in the United States, Canada, France, 

Central Asia, Kazakhstan, Kyrgyzstan and Azerbaijan, and in the regions of 

Kars-YŀƐƤȊƳŀƴΣ DŜȅƛƪƭƛǘŜǇŜΣ IŀƪƪŀǊƛΣ ±ŀƴΣ !ǊǘǾƛƴΣ 9ǊȊǳǊǳƳΣ 9ǊȊƛƴŎŀƴΣ hǊŘǳΣ 

!ƴƪŀǊŀΣ TȊƳƛǊ ƛƴ !ƴŀǘƻƭƛŀΦ 

Many pictograms have been found during the archaeological 

excavations that have been and are being made on Anatolian geography. 

Looking at the analysis of these pictograms, it was found that they were 

similar to some symbolic and animal motifs seen in Anatolian weavings. For 

example; Looking at the petroglyphs and pictographs, it can be easily seen 

that the horn forms of horned animals such as deer, mountain goats and bulls 

are the formal origin of the Ramshorn motif seen in weaving. Again; 

Petroglyphs and pictographs such as an arrow, bow, human, horse, horse 

riding, sun, mountain goats, wolves and deer have emerged as symbols and 

motifs reflected in textiles. 

  

Figure 1: Depictions of mountain goats, symbols of freedom and power, which can be associated 
with the formation of the swastika seen ƻƴ ƻƴŜ ƻŦ ǘƘŜ ǊƻŎƪǎΣ ƪƴƻǿƴ ŀǎ Ϧ{ŀȅƳŀƭƤǘŀǒϦΣ ŘŀǘŜŘ 

ŀǇǇǊƻȄƛƳŀǘŜƭȅ ǘƘǊŜŜ ǘƘƻǳǎŀƴŘ ȅŜŀǊǎ ŀƎƻΣ ƭƻŎŀǘŜŘ ŀǘ ǘƘŜ ǎǳƳƳƛǘ ƻŦ !ƭŀŘŀƐΣ ŀ ōǊŀƴŎƘ ƻŦ ǘƘŜ ¢ŀƴǊƤ 
Mountains (http: //www.antiktarih. .com / 2019/02/05 / turk-kaya-pictures /, Access: 15.09.2020). 
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It is difficult to paint animals on rocks, on stone, much more difficult 

to engrave human thoughts. For this reason, symbolic pictures have 

developed in the historical process, and these pictures are scientifically called 

pictograms. Pictures, symbols and drawings 17,000 years ago, people 

communicate through pictograms (Eraslan, 2020; 122). 

Pictogram, defined by Ambrose and Harris as "a graphic element that 

describes a movement or situation through a series of visual references or 

clues", is produced from the Latin words "pictus" and "gram" according to 

Stiebner and means "picture without text" (Ambrose-Harris, 2010: 192). 

Pictograms have the quality of giving the desired message that does not 

require support by writing (Bolek-Cowgill, 2003: 10; DǸƭŜǊΣ нлмс: 1523; 

Eraslan, 2020: 122). 

Pictographs, also called rock paintings, are drawings made either on 

the plates of rocky protrusions or isolated blocks. Unlike petroglyphs, are 

produced by applying colored material to the rock. Although the best-

preserved pictographs are found in rock shelters and caves where they are 

protected from the elements, in general, the preservation of this type of rock 

art depends on the quality of the pigments and thickeners used to create 

them. These pigments are usually made of manganese or charcoal (for black 

images), copper oxides (for green and blue), and their different mixtures or 

mixtures of calcium or magnesium (red and yellow), copper oxides (for 

white). Since the needed raw material was not always available on site, there 

seems to be a lively trade and exchange with these items throughout the 

prehistoric period. Ocher was one of the most valuable pigments. This iron 

oxide comes in various colours and shades of red, ranging from pale yellow 

to deep reddish brown. However, the simplest pictographs are made of mud 

or drawn with charcoal pieces. The painters had to grind raw materials of 

animal, vegetable or mineral origin to make the pigments. They would then 

mix this ground material with a liquid to create a smooth paste easily applied 

to the rock. Thickeners include albumin (derived from eggs), oil, plant extract, 

saliva, urine, and water. The mixture was applied directly to the rock using a 

finger or a tool such as a feather, branch, bone fragment, or brush formed 

with a stick or a bunch of animal hair. Before the paint was applied, the rock 

surface had to be moistened. 
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Stencils are a special pictograph made by spitting or blowing pigment 

through a tube and onto an object placed in rock. Another fairly common 

technique was coating the object with pigment paste and stamping it into 

the rock to create a silhouette. The traces of hands, common in rock art 

worldwide, were produced using these two techniques. "Cueva de las 

Manos" (Cave of El) in Patagonia has some of the best examples of this type 

of rock painting in the Americas (http://www.precolombino.cl/en/recursos-

educativos/arte-rupestre/pictografias/, Access: 28.09.2020). 

The first depictions on cave walls and rocks consist of animal and 

human pictures and archaic symbols. No matter how different their subjects 

or artistic styles are, the similarity of the images used to convey those 

concepts worldwide shows how prone human beings are to think with 

pictures and symbols (Cebeci, 2018: 23). People expressed their feelings and 

thoughts on the cave walls with these simple drawings in the early ages. 

These drawings on the cave walls are regarded as both painting and writing. 

These drawings are called pictograms. 

An astral iconography is encountered in North Asia, which has been 

referred to as the homeland of the Turks since the Bronze Age. This point is 

particularly striking: North Asia is an area where astral patterns developed in 

the Turkish era not as pictograms, but as scales and phonograms. This feature 

indicates an archaic maturity and simplification of immigrant arts and 

techniques, petroglyphs, felt, rugs and mineral craftsmanship towards 

pictograms (Esin, 2003, p.65). According to Esin; Uyghur murals have figures 

representing the sun and the moon in a painting standing to the right and 

left of Mount Meru and with an arrow or a crane in the sun, a bud in the 

moon and a lotus on top (Esin, 2003: pp. 83-84; !ǘƛǒ mȊƘŜƪƛƳΣ нлмрΥ мнύΦ 

Pictographs grew and developed in visual arts and language symbols 

during the Greek, Roman and Persian civilizations (Croix and Tansey, 1975). 

With the birth of Islamic civilization, new pictographs were established to 

accommodate the religious teachings of Islam as a religion. Geometric 

shapes and alphabetic characters continued to appear in pictographs, 

especially in Islamic Architecture (Hillenbrand, 1994). However, pictographs 

of creatures such as humans and animals, birds etc. were forbidden by 

Islamic teachings. Plants and flowers were widely used in stylized forms. In 
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the textile field, pictographic and phonetic symbols are widely used among 

nomadic and civilized communities worldwide (Alnajadah, 2018: 65). 

1. The transition from Pictographic Codes to Symbols and Motifs Seen 

in Weaving 

As a means of expression, motifs independently explain an object or 

an event. Pictorial narratives and mnemonic tools have a distinctive feature 

that distinguishes them from works of art (rock art versus petroglife; 

pictography versus painting). 

In Anatƻƭƛŀƴ ǘǊŀŘƛǘƛƻƴŀƭ ǿŜŀǾƛƴƎǎΣ ƳƻǘƛŦ όȅŀƴƤǒύ ƛǎ ŘŜŦƛƴŜŘ ŀǎ Ϧŀ 

meaningful part of an ornament of a whole, although each one does not have 

a single entity".  

When the origins of the motifs seen in the weavings are examined, 

we come across a vital relationship with nature since the first periods of 

human existence. Human beings have transferred all kinds of events, facts 

and experiences in their life to the objects around them. Sometimes, this was 

used as painting, drawing, painting on the cave walls they lived in, sometimes 

as decoration on their pottery, and sometimes as a magical purpose. 

Every local person draws and applies abstractly in their brains, 

following the concrete objects, human body, animal species, plants and rug 

weaving techniques they see in their natural environment (Oyman, 2019: 6). 

Since the beginning of history, human beings have contributed to 

communication by using pictorial symbols, symbols and signs. Paintings 

drawn on cave walls, first writing systems, petroglyphs, hieroglyphics, 

numerical systems, many abstract and concrete pictures and descriptive 

expressions can be considered symbols waiting for meaning. The origin of the 

symbols is wall paintings in caves. They described water, tree, star, cloud by 

drawing and painting with symbols (Author and Passing, 2018: 556). 

The ox is one of the most powerful creatures man has tamed, using 

the shape of his head to express power. A triangular shape, the symbol of the 

ƻȄ ƻǊ ǇƻǿŜǊΣ Ƙŀǎ ƎǊŀŘǳŀƭƭȅ ǘǊŀƴǎŦƻǊƳŜŘ ƛƴǘƻ ǘƘŜ ƭŜǘǘŜǊ ! έό ŜƴŀǘΣ мффф: 104). 

Although basic forms such as circle, square and triangle have abstract 

features, they have been the most used forms for symbolic expressions for 

ǘƘƻǳǎŀƴŘǎ ƻŦ ȅŜŀǊǎ έό¦œŀǊΣ нллп: 36; ¸ŀȊŀǊ ϧ DŜœΣ нлму: 557). These 
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geometric figures were the first paintings that man painted on cave walls. 

The codes of the figures are these figures. 

Symbols are embodied forms of human thought, of the ideology of 

the society to which it belongs. It is the visual expression of thought. 

Therefore, to understand how and in what way the societies that lived in the 

past thought, it is necessary to look at which symbols they used and what 

meanings they attributed to these symbols (Floriotti, 2015: 20) (Oyman, 

2019: 8). Concrete shapes formed by imitation of objects or abstract shapes 

that emerge by reflecting world view, emotions or thoughts led to the 

emergence of motifs, patterns and compositions in Turkish carpet and flat 

weaving art. Therefore, the motifs are more than just works of art seen in 

carpet or flat weaving samples, and they are proofs and documents in which 

"ǎƻŎƛŀƭ ƘƛǎǘƻǊȅϦ ƛǎ ǾƻƛŎŜŘ ƻǊ ōǊƻǳƎƘǘ ƻǳǘ όYŀǊŀǘŀǒΣ нлмт: 168). 

Pictographs drawn, carved, engraved and painted on the rocks in the 

cave walls are the codes of symbols and motifs. These codes are diamond 

diagram and motif, triangle, quadrilateral, circle or sun shape or motif. 

Diamond shape: The diamond shape appears both as a composition 

scheme and a motif in Anatolian traditional weavings; It is a set of values and 

motifs. It is one of the oldest ideograms in the world (Vandenbroeck, 2000: 

196-199). It ranges from patterns that repeat on objects to embroidery and 

sewing patterns. It is also a basic motif in Berber weaving. The diamond 

pattern is the endless repetition of the diamond, and it shares the concept of 

"being" with this pictogram. The diamond shape symbolizes creation and 

reproductive power. This concept of possibility and infinite reproduction is 

also linked to the fertility cult and the numerous associations of the birthing 

organ (Baert, 2018: 15). 

Sun shape:  The iconography of the sun and crescent seen together 

has been used by the Turks for thousands of years. A pictogram represented 

this event in the form of the Moon and Sun ball. The meeting of these two 

symbols, one representing the day and the other the night, was considered 

a sign of sovereignty (Seval, 2017: 29). 
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Figure 2: Examples of petroglyphs and pictographs are the source of symbols and motifs seen in 

textiles. 1. Native American Anasazi culture murals (left), http://adventr.co/rock-art-photo-gallery/ 
Access: 30.09.2020, 2. Pre-Columbian Snake motif (right), http: 

//marcasdelpasado.blogspot.com/2012/11/serpiente-precolombina.html? m = 1, Accessed: 
олΦлфΦнлнлΣ оΦ 4ŀǘŀƭƘǀȅǸƪ ƳǳǊŀƭ όƘǘǘǇǎΥκκǘǊΦǇƛƴǘŜǊŜǎǘΦŎƻƳκǇƛƴκсоспмпффмлттууфтпрκ !ŎŎŜǎǎΥ 
олΦлфΦнлнлΣ п 4ŀǘŀƭƘǀȅǸƪ ƳǳǊŀƭ ǇŀƛƴǘƛƴƎǎΣ ǿƘƛŎƘ ǎŜǊǾŜ ŀǎ ŀ ǎƻǳǊŎŜ ŦƻǊ ǘƘŜ ǇŀǘǘŜǊƴǎ ƻƴ ƪƛƭƛƳ 

weavings, http://users.stlcc.edu/mfuller/catalhuyuk.html, Access: 30.09.2020. 

 

2. Pictographic Codes in Samples of Warp Faced Twine Seen in 

Anatolia 

Weaving is carried out by passing horizontal threads through, under 

and over the vertical threads. If the pattern is formed with horizontal 

threads, it is called "weft-faced weaving". If it is formed with vertical threads, 

it is called "warp-faced weaving". 

Warp faced twines are made of warp-faced weavings; pattern and 

ground are obtained with warp threads. It is mostly seen in the Eastern and 

Central Anatolia Regions. Floor exhibition, horse cover, dress cover, pillow 

and saddlebag are also used. In terms of weaving technique of warp-faced 

ǘǿƛƴŜΣ ǘƘŜǊŜ ŀǊŜ ǾŀǊƛŜǘƛŜǎ ƪƴƻǿƴ ŀǎ άŦŀŎŜŘ ŎƛŎƛƳΣ single-sided puffy motif 

warp faced twine, single sided plain weave appearance and reverse skipped 

warp faced twine, double sided plain weave warp faced twine, double sided 

ǇǳŦŦŜŘ ŜƳōǊƻƛŘŜǊȅ ǿŀǊǇ ŦŀŎŜŘ ǘǿƛƴŜ ŀƴŘ ǘǿƻ ǎƛŘŜ ǎŜƭŦ ǇŀǘǘŜǊƴŜŘ ǿŀǊǇΩΩ 

όYŀǇƭŀƴƻƐƭǳΣ нлмл: 30). 

Warp faced twine weavings seen in Anatolia are known for their 

quality and aesthetic appearance. These weavings were created by the 

Anatolian people as in many countries and decorated with elegant motifs, 

symbols and very pleasant colors. Each pictograph has a name, meanings and 

different designs. These pictographers were created by master female 

weavers to beautify their woven objects, demonstrate their talent and 

weaving skills, and meet their families' needs for woven textiles. All these 

pictographs are not yet carefully and documented. As a result, there is a 
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concern about getting lost in the shapes, names, and meanings of these 

pictographers. 

  

Figure 3: Animal representations at 
DǀōŜƪƭƛ ¢ŜǇŜ ŀǊŜ ǎƻƳŜǘƛƳŜǎ 

accompanied by symbols and/or 
pictograms, with two cranes on the left 
with pictograms and lines representing 
snakes, on the right, with snakes, four-

legged and a pictogram (right). 
Photograph by I. Wagner. Deutsches 
!ǊŎƘŅƻƭƻƎƛǎŎƘŜǎ LƴǎǘƛǘǳǘΣ .ŜǊƭƛƴ όtŜǘŜǊǎ 

and Schmidt, 2004: 191, 193). 

  

Figure 3: Warp-faced weaving (Palas) 
ŦƻǳƴŘ ƛƴ tƻǎƻŦ κ ¸Ŝƴƛƪǀȅ aƻǎǉǳŜ 
όYŀǇƭŀƴƻƐƭǳΣ нлмл: 124-125) 

 

¢Ƙƛǎ Ǉŀƭŀǎ ǿŜŀǾƛƴƎ ƛƴ ǊŜŎǘŀƴƎǳƭŀǊ ŦƻǊƳ ƛǎ ŦƻǳƴŘ ƛƴ tƻǎƻŦ κ ¸Ŝƴƛƪǀȅ 

mosque. It is 130x220 cm in size, the floor is completely made up of strips 

ŀƴŘ ƛǎ ƳŀŘŜ ƻŦ ōƭŀŎƪ ŀƴŘ ƎǊŀȅ ŎƻƭƻǊǎ όYŀǇƭŀƴƻƐƭǳΣ нлмл: 124). The comb 

arrangement seen in this weaving is similar to the Tohum pictographic design 

seen in Kuwait Al-Sadu warp-faced weavings (Figure 10-2). 

    

Figure 4: Warp faced twigs found in Bitlis Ethnography Museum and patterns seen in weaving 
ό{ǀƪƳŜƴΣ нлмр: 88-89). 
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CƛƎǳǊŜ рΥ tŀǊŀƭƭŜƭ [ƛƴŜǎ ƛƴ {ŀȅƳŀƭƤǘŀǒ 
Petroglyphs (Sultanbekova, 2018, 37) 
(left). Pictograms in the rock paintings 
ƻŦ .ŜǒǇŀǊƳŀƪ ό[ŀǘƳƻǎύ όǊƛƎƘǘύΣ 
http://www.latmos-
felsbilder.de/01.php?l=tur, Access: 
29.09.2020 

 

This warp faced twine is woven in four pieces in rectangular form, 

then stitched together. The dimensions of the flower were 135x169 cm after 

being combined. Some of the motifs in the weavings have their codes in 

petroglyphs and pictographs seen on rock paintings. For example, when the 

ƎŜƻƳŜǘǊƛŎ ǎƘŀǇŜǎ ǎŜŜƴ ƻƴ ǘƘŜ ǊƻŎƪ ǇŀƛƴǘƛƴƎǎ ƛƴ {ŀȅƳŀƭƤǘŀǒ ƛƴ YȅǊƎȅȊǎǘŀƴ ŀǊe 

examined, the zigzag shape is seen as a lightning bolt imitation, and the 

double line goes long imitating each other was probably the stream 

(Sultanbekova, 2018: 37). The zigzag shape has been a frequently used motif 

in weaving culture in almost all cultures. Sometimes the waterway has 

appeared as a snake motif. The declaration also appears in the mentioned 

Al-Sadu weavings. When the codes of the zigzag shape seen on the rock 

paintings are examined, it is seen that the amulet motif seen in warp faced 

weavings is a unit repetition. 

¢ƘŜ .ŜǊƛǘŀƴ ¢ǊƛōŜΣ ƭƛǾƛƴƎ ƛƴ 9ƭŀȊƤƐ ŀƴŘ ƛǘǎ ǎǳǊǊƻǳƴŘƛƴƎǎΣ ƭƛǾŜ ƛƴ ¦ǊŦŀ 

ŘǳǊƛƴƎ ǘƘŜ ǿƛƴǘŜǊ ŀƴŘ ƛƴ ǘƘŜ .ƛƴƎǀƭ ŀƴŘ YŀǊƭƤƻǾŀ ǇƭŀǘŜŀǳǎ ǿƛǘƘ ǘƘeir herds in 

the summer in large tents and camps. In addition to the pile and plain 

weaves, they also weave warp-faced twine fabrics. Beritan warp faced twine 

weave consists of two equal parts, and then they are stitched together. Hook, 

ram's horn, cross (X shape giving D sound in Orkhon and Yenisey inscriptions), 

eye, eyelet / eye / shin mark / mind / nail / dog mark / cat mark, eye, scroll / 

ƴŀƛƭ κ ƭƻǾŜǊ κ ǿŀǘŜǊǿŀȅ κ ƴƻǘŎƘ κ ōǊŜŀƪƛƴƎ κ tƻǳǊƛƴƎ κ ƎƻƻǎŜƴŜŎƪ κ 4ŀƪƳŀŎƤƪ 

/ yanca motifs are used (Figure) (Aksoy, 2012: 304-305). 
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Figure 6: Beritan warp faced twine weaving (Aksoy, 2012: 305). 

    

Figure 7: Beritan warp faced twine weaving samples (Aksoy, 2012: 305). 
 

Some motifs in Beritan warp faced crochet are similar to those in 

other regions of Anatolia and Azerbaijan warp faced cicim fabrics. This 

similarity is that Central Asian Turks brought these motifs with them during 

their migration from Turkistan to Anatolia. Turkmen tribes who settled in 

Anatolia continued naming the neck they carried in the regions they settled 

here to the villages and towns they established (Aksoy, 2012: 308). 

3. Pictographic Codes in Samples of Warp Faced Twine Seen in 

Different Cultures 

Kuwait Al-Sadu warp faced twine weavings are known in the world 

for their quality and aesthetic appearance. The Bedouin people of Kuwait 

weave these weavings. Bedouin women have brought these weavings to the 

present day as they learned from their parents and relatives. Most of the 

common pictographs used in Al-Sadu weavings were passed down from one 

generation of weavers to the next. However, skilled master weavers 

interpreted their observations and objects and events they saw in their 

surroundings or the environments visited and continued to make up-to-date 

weaving designs with new or modified pictographs. 

Nomadic Bedouin people used special home-made woven materials 

called Al-Sadu to build their portable tent houses. The basic building 

materials used in Al-Sadu weavings are camel wool, sheep wool, goat hair 

and cotton. As Al-Sadu weavings were the basic building and shaping 

materials for almost all Bedouin utilitarian items, Bedouin women colored 

white wool with desert plants to make colorful threads. The vast majority of 
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Al-Sadu woven items are decorated with elegant geometric patterns 

simplified in abstract, clever and original ways to represent specific shapes 

or motifs of items well known to Bedouin women. These motifs and designs 

have emerged as "Pictographic Codes" in Kuwait Al-Sadu Weavings 

(Alnajadah, 2018a: 63-64). 

The term Al-Sadu has three different meanings. First, Al-Sadu is used 

to name the nomadic sole loom used for weaving. In addition, the special 

warp face is used to describe the nomadic weaving process. Finally, it is the 

general name for woven objects produced by touching the nomadic floor 

loom (Crichton, 1998). Prehistoric humans drew, painted and carved many 

pictures on the cave walls to document dizzying events such as wars between 

tribes, hunting seasons, animal migrations, tribal celebrations, and many 

other events. Figurative shapes of humans, animals, birds, reptiles, insects, 

and plants were quite common in Al-Sadu weavings. 

    

Figure 8: Al Sadu weave with large quantities of pictographs, Shajarah model. The black and white 
patterns in the middle section or "shajarah" are largely geometric designs and are partly determined 
by the limitations of the simple base bench used. However, all motifs have names, specific meanings 

and symbolism (https://alsaduweaving.wordpress.com/blog/page/2/, Access: 15.09.2020). 

The Shajarah model, Al-Sadu, which is the most common in Al-Sadu 

weavings, reflects the knowledge and skills of master weavers. Shajarah 

pictographs are used in bags, floor mats, runners, tent dividers, pillow cases, 

camel decorations. It can be woven from 10 cm to 10 meters long. 

 

Figure 9: The tent divider "Qatta (Katta)" used to 
separate men and women is made of Al-Sadu 

(Alnajadah, 2018b, 54), 
http://www.aaciaegypt.com/wp-
content/uploads/2018/12/Bait-al-

Sha%E2%80%99ar.-A-Kuwaiti-Traditional-
Bedouin-Mobile -Home-at-Risk.pdf 

 

Pictographs in Al-Sadu weavings are classified into three separate 

categories: A) Continuous pictographs, B) Semi-continuous pictographs, and 

C) Discontinuous pictographs (Alnajadah, 2018a: 69). 
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A. Continuous Pictographs: The most common pictograph group 

found in almost all Al-Sadu weavings. They are seen on one or both sides of 

woven textiles. These pictographs are grouped based on the repetition of 

one or two simple patterns to create a long, continuous pictograph line. This 

group includes the following types: 

1. Eye (Aein): This pictographic design was created with warp faced 

weaving. Two different color warps are used at most. Warps are woven to 

create small variable points in both vertical and horizontal patterns. These 

points resemble staring eyes. 

2. Seed (Grain): This pictographic design was created with warp faced 

weaving; Warps of two different colors are used to create short and thin 

alternating lines that extend horizontally one after another while extending 

from a thick, straight, long line of the same color. These short, thin lines 

resemble seeds. 

3. Dhalla (Ribs): It is a plain weave of alternating colored lines to give 

the shape of human or animal ribs. 

4. Horse Teeth (Dhrus Al Khail): This pictographic design consists of 

two opposing geometric shapes of two contrasting colors to give the shape 

of two closed jaws on each other. Master weavers see this pattern as an 

abstract representation of horse teeth. 

5. Mithkhar: This pictographic geometric design takes diamond 

shapes side by side, separating two triangles connected from the upper 

edges. 

6. Zigzag (Uwairjan): This pictographic design is created with a warp 

faced weave, which is warp in three different colors, mostly black, white and 

red. The black colored warps are used to create the background, while the 

white and red warps are woven to create two repeating and opposing 

triangles. This pattern creates a zigzag shape that guides the eyes up and 

down as the two lines move between triangles (Alnajadah, 2018a: 69). 

 

Figure 10: Names of Permanent Al-Sadu 
pictographs: 1) Aein (Eye), 2) Grain 
(Seeds), 3) Dhalla (Ribs), 4) Dhrus Al 
Khail (Horse Teeth), 5) Mithkhar, 6) 

Uwairjan (Zigzag) (Alnajadah, 2018a: 69) 
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B. Semi-Continuous Pictographs: Rakum pictographs differ from 

previous weaving techniques and their positions on Al-Sadu weavings. They 

are usually made not for aesthetic purposes but at the beginning of long 

weaves. Examples of these pictographs can be found in Besat, Qatta, and 

different bags and decorative fabrics. Few of this group enter the chain of 

linked patterns, while others come in single and double patterns. Rakum 

pictographs are woven with wefts around 3-6 warps each time to create the 

desired patterns (Crichton, 1998). At the same time, Rakum is a special 

pattern, with 5-10 small triangles in more or less order (Figure 6). 

 

Figure 11: Rakum pictographs, Photo: Al-Sadu 
Weaving Cooperatives Association, (Alnajadah, 

2018a: 69) 

C. Discontinuous Pictographs: This group of pictographs is found in 

both Shajarah and Mishojarah. Both Shajarah and Mishojarah appear to be a 

long continuous pattern conceived along the entire length of woven Al-Sadu 

textile. However, numerous pictographs of different abstracted objects are 

woven in both (Figure 7). 

 

Figure 12: Discontinuous Shajarah pictograph 
group in the middle of two Misho Jarah pictogram 
grids, left side of the figure. Photograph, Al-Sadu 
Weaving Cooperatives Association (Alnajadah, 

2018a: 70) 
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Figure 13: Different pictographs woven in different Shajarahs from Sadu artefacts from Kuwait 
National Museum and Al-Sadu Weaving Cooperative Association. 1) hodage, 2) wooden camel's 
saddle, 3) ear tags, 4) Necklace, 5) a man with a camel, 6) horse, 7) wooden comb (top) and goat 
(bottom), 8) rooster, 9) mosquito (top) and wasem (camel brand mark), 10) Kuwait water towers, 

11) a scorpion and a snake, 12) a bird, 13) a butterfly (top) and scissors, 14) desert bush, 15) a 
radio/ tape, 16) a fighter jet, 17) a commercial plane, 18) a soldier, 19) the word Kuwait, 20) a water 
heating pot (top), two coffee pots (centre) and incense, 21) Kuwait TV logo, 22 ) school bus and 23) 

with small ear tags (bottom) and zigzag lines resembling snake paths or desert plants (thick lines 
mean dense plant and thin lines open plant) (Alnajadah, 2018a: 70). 

 

Weaving plays an important role in Peruvian and Quechua culture. 

Anthropomorphic, zoomorphic, and geometric patterns tell intricate stories 

of interactions between artisans and their natural environment. Every detail 

of textile has meaning, from the woven symbols themselves to the colors and 

curl of the yarn, to the placement of Quechua symbols relative to other icons 
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