Some Motus in Anatolian Rugs

without devoting some Hime to an understan-
ding of the ancestors. The pursuit of the
details which bridge the gap between the 1wo
undoubtedly adds o dynumic guality to what
must otherwise remain the lLrgely static
pleasurs of pure contemplation,
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' A much more extensive range of design
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Links between Anatolian Kilim Designs and

Older Traditions
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Deutsche Zusaromen fassiing

Diz Muster vicler anatolischer Kelims, wie auch jene anderer Dorf-
teppiche wurzeln in der osmanischen darstellenden Holkunst des 16,
Ji Es gibt drei Ausnahmen davon:

1. Sich wiederholende Texttlmusterungen, die sich sus den techni-
schen Mitteln emtwickeln, die dem Weber 2ut Verfigung stehen. 2.B
manider durchdringende Zick-Zack-Streifen.

2. das Gl mit sciner streng symbolischen Funktion. das von zentrsl-
asmtischien Turk-Knuplern cingefuhrt wurde.

3. totemische’ Muster. komplexe und miichtige geometrische Formen,
dx wahrscheinlich von friheren bildlichen, symbelischen Formen
abzeleitet wurden.

Die stilisterten floralen Muster aul Relim-Fragmenten, div b=l
Divrigi entdeckt wurden und dem Ustlichen Zentralanatolien des 17
oder 15, Jh zupewiesen werden, stehen m direkter Verbindung mit
Mustern osmanischer Textilien oder anderer Medien: Kartuschen mit
Blumen in anderen Bespiekn werden aul die Spitzbogen-Muster von
Bursa und Istanbul bezogen.

Eine dazwischenstzhende zweite zentralamatolische Gruppe, m
Sammiungen in Ankara und den USA vertreten, in der Klassische
flomle Ornamente gebruucht wurden, gibt cinen Hinwels auf Jdie
Kelim-Muster des 19, und 20 Jh.

Eine Uhnliche "Kette von Stilisicrungen' kann son den forslen
[znik-Kachel-Mustern des 16. Th. abstammend bis zu weibgrundigen
Kelims mir gesaffelten Reihen facherformigen Blumen goschen
werden, Paradoxerweise wurden dic Muster von Cicims (bestickte
Flachgewebe) weniger van hofischen Stilen becintlotie als Kelims, die

English summary

I'he desazns of many Anatolun Kiluns, ke those of other villuge rugs,
are rooted in Lhe Otlomun court art of the 16th century. Thess are
three exceptions to this: (1) repetitive textide patterns which evolve
from the technical means uvailable to the weaver, ¢ 2., interpenetrating
zig-zag stripes: (2) the ziil with 1ts strongly symbolic function, intro-
duced from central Asun Tirkmen weavings, (3) totemuc’ designs,
complex and powerful geometric forms, probably derived from earlier
representational symbolic shapes.

The stylisad florn] designs of kilim Iragments discovered at Diveifi,
atteibuted 1o 17th or carly 18th ¢ Ammtoln. relute doectly to designs
of Ottoman textiles or other medin; cartouches containing flowers in
other examples are related to ogival textile patterns of Bursa and
Istanbul. An intermediate, second central Amatolmn group, represented
In collections in Anksra and the US.A., m which classical florul
ormaments were used, provides a link to 19th and 20th ¢ kilim
design.

A similur ‘chain of stylization’ can be scen derived from 16th ¢
lemk tile carmation designs to white ground Xilims with stageereé
rows of [anshaped flowers. Paradoxically, the designs of cicims
(brocaded flat-weaves) were Jess influenced by court styles than
kilims made by the more awkward stit-tapestry techmque.

in der unhehallenen Schlitzgewebe-Technik ausgefithrt wurden.

The surge of mterest m tlat-woven rugs of the
Itamic world which has recently affected
both the phenomenon of collecting and that
of publication, has created a paradox.’ We af
once know a great deal more about flat-woven
rugs than we formerly did. und vel. in com-
parison with the amount of material actually
available for study today, we probubly kKnow
proportionally much less than we did ten
vears ago, at the time of the ground-breuking
Bosporus 1o Samarkand exhibition and its
important catalozue.?

The great Vennese scholer Alots Rizgl
first pointed out the importance of the deco-
rative arts in reaching a broader understanding
of the development of the so-called Fine Arts.
Riezl abobshed the artificil  distinction
between ‘decorntive urts” und “fine wrts’ which
hsé kept the sertous study of such traditions
as the lslumic tradition in eclipse. llis idea.
that the concepr of “classical' could be used
without the concept of *decline’ as » necessary
accompaniment when studying post-classical
works, &5 indecé the very foundstion of our
present<dny understanding and enjoyment ol
the village and nomadic rugs of the cighteeath
through the twenticth centuries as 3 vital art

form, The study of arpets, building upon
the methodology first st out by Rieal
fias developed to 3 point where we are now
uble o explore basic questions of form.
style, 1echnique, provenance, and symbolism,
in conjunction with questions of vconomics,
the place of the carpet in socety. and its
reflections of the broader history of taste in
both eastern and westemn societies. 1o all of
this scholarship, however, flatswoven rues
have been 10 & considerable extent =nored,
although a few landmark publications have
prepared o foundstion lor study. Through
BRosporux to Samerkand we have been intro-
duced to the vamious lechniques and the
broader parzmetess of the gpeography of
Mat-woven rags. Through the Whitechapel
Art Gallery exhibition of 1977 and its cats-
logue! we more (ully began to appreciate the
extraardinary beauty of tupestry-waven rmgs.
Ané In the fortheoming volume Kilims,
with its hundreds of illustzations and its
distillation of years of research by Y. Petso-
poulos znd M. Franses. we will be presented
for the first time with a comprehensive over-
view of provenances ol various types of
tapestry-woven russ.?

The question | would like to explere in
this presentation is however znother sort of
problem altogethes. We are by now familiar
with the process of stvlization and stylistic
chiunge, whereby representational art is often
chunged, sometimes precipitossly znd some-
times in subtle ways, is each generation of
artists acts upon the hesitage of forms he-
queathed 1o it by carlier generations. This
phenomenon has been explored al some
length by several suthorities desling with
carpets, whether the great Dragon Rugs from
the Caucasus or the village russ of Anstoln®
but it has largely been zssumed to this time
that such processes occured relatively infre-
gquently in [atwoven rugs, and especially in
the tapestry-woven kilims whose technique
was supposedly so ill-edapred to the curvilinear
forms of representational art. It was cusier Lo
assume that the simple geometric forms in
kilim-weaving reflected somu sort of pge-old
concept or absuaction ansmg from the
techmigue itsolf. While this point of view may
mdeed have some merit, as we have begun 1o
leamn mare about the history of Kilimaweaving,
and as more examples of this fmgile technigue
have came to hand from ecarlier times. it i
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1. Detail af 2 cicim - brocaded Anatolian
rug with reciprocal sig-zag horizontal steipes
Detail eines anatolischen Cicinr Teppichs ot
einem Muster von reziproken horizontalen
Zick-Zack Streifen

Privite collection

2. Tapestry-woven ¢entral Amatolian rug with
reciprocal zig-zag vertical stripes
Zentralanatolischer Tepplch in Gobelin-
Technik mit elnem Muster von reziproken
vertikalen Zick-Zack-Streifen

Private collection

now possible to point to various evolutionary
stages in the devzlopment of Kilim-wesving
which show that many modern kilims trace
their origins back o what Professor Erdmann
called the ‘design revolution® of the {ifteenth
century.' | propose briefly to explore this
cvolution from the pesspective of the Ana-
telian Kding, in an effort to show that to 3
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3. Detoil of » central Amatolian kilim with hexngonul gul desizn
Detail emnes zentralanatolischen Kelims mit hexagonalem Gul Muster

Private collection

considerable extent lorms observable in more
recent examples may derive from Qrtaman
representational court ant of the sinteenth
century, in the same woy thal forms of so
many other viilage rups do.*

First, it may be useful to point out saome
examples of design tvpes which in my opinion
do nor partdke of this particulzr cvolution
of forms. These may for convenience be
divided into three groups. The first of these,
the most basic of all ruz desizns, i the repets
tive textile pattern evolving in abstract fashion
from the nsture of the technical means
available to the weaver, includine the four-
square mature of warp and weft in 2 two-
coordinste weuving system, the degree ol
coarseness of the weave isell, and the colors
und materinls muode availuble 10 the weaver
Peshaps the best-known of these 1estile
patterns is an interpenctriling zig-zag stripe,
often seen in the carhiest Ldlamie depictions
of rugs found in fourteenth- und fifteenth-
century miniature pointings.” This sorl of
desizn persists quite strongly into our own
day. both in the brocaded rugs of Analolia
(FFiz. 1) and in many lupestry-woven examples
as well (Fig. )

Ihe second pattern. this time with a
strongly symbolic function, v the familias
gul, thot closed grometric shape familiar fram
central-Asian Turkmen weaving as & tribal
symbol. although perhaps more appropriately
called by ity Turkish name of NMuske (amulet)
or Tamgha (seal or tribai symbol). Since there
eatsts extensive documentation fog the st ling
of Anatolin by Tukmen nomadic peoples
from Central Asia from the twelfth century
onward,'" we should not be surprised to lind
the gol form, a8 & repetitive scometnic farm.
in Anatafian flat-woven rugs (Fig. 3), although
us tribal groups setthed mto agricultural
communities, both its form and its meamng
may have heen changed or even swallowed up
in the maw of histary. Such gifed rugs, both
[lat- and pile-woeven, appeuar in abundance i
Anztoliz. cspecilly among the Tutkmen
(Yoriik) peoples, and the russ generally favor
a hexagomal gil, bul we are no Jonger able 1w
attach specific  forms (o specific  tribal
groups ot sub<eroups with any confidence

The third type of pattern, closely allied to
the second but generally more complex from
2 visusl point of view, I8 that called here the
toremic design. Frequently bat not invariobly
employed in 2 repetitive pattern like the first
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4, Detail of a1 weat Anatolian cicim
brocaded rug with repesting patidm of
‘totemic” desizns

Derzil eines westanatolischon Cioim-Teppichs
mit sich wiederholenden “totemischen’
Mustern

Private collection

two, totemic designs are powerful geometnic
forms. cemplex in form and stylized beyond
recognition from carlier antecedents, which
also appear to retain a good deal of symbalic
importance of ane sort or another m wllige
society (Fig. 4), The complexity of these
forms argues against their hoving evolved from
the Joom tself. and for their having developed
from carlier representational forms which, in
many cases, were probably symbolic of various
aspests of the nomadic envmonment where,
even alter the adoption of lslam. ammistic
currents were rarely more than  slehtly
bencath the surface. Not self«contamed forms
like the gul, hur frequently on a huge scale,
such forms, as they appear in more recent
Kilim weaving, are intriguing links to the past.

Given the often remurksble degree of
stvlization observable in kilims, i1 is Trequently
an open question 2« 1o whether 2 particular
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5. Detail of west Anatolian kilim with stylized
carnation

Detail eines rentralanatolischem Kelims mit
stilsierten Nelken

Private collection

6. Fragmentary large kilim with stylized Mowers and medallinns

Mosque of Divrifi

example containg farms rooted In one of the
three proups of patterns outlined above, or
whether, instead, those forms have “classical’
antecedents, here defined as forms created in
the Onomuan Empire in the lae fifrconth
and sixteenth centuries in the court paintine
atelier m Istanbul, the fomed nmakkesiany
For example, a pacticulor type of
whichh mugiht a1 fiest impress one with s
totemic churacter, perhaps reculling o double-
headod cagle or some other such powerfully
symbolic form (1'iz. S), myy be shown guite
convincingly o have evolved from sixteenth
contury Ottomun velvets depicting rows of
sivlized carnation flowers. which in the
poctry of the Ottoman classical age had
thewr own symbolism quite different than that
of the greal bird of prev.'’ This possibility
for ambiguity remains ane ol the major
problems in sorting out the types of designs

degizn

found in {laz-woven rugs, and therefrom
determinine. as best we can. the origins of

the forms and their posable meanme,

I'he discovery in the meat mosque of
Divngi of a number of important fragments
ol tapestry woven rugs in the last ten vears®
has fmally made it possible for Us 10 IT1ove our
theories about the clussical orlgins of kilim
farms from the realm of conpecture into that
ol fact. The great kilims of Diveii. with their

| 7th ¢, Found in the Greal

Fragmentarischer grofer Kelim mit stilislertem Dlumenmuster und Medaillans, 17, Ih, Gefun-

den in der Grofden Moschee von Divrifi

7. Detail of Fig. 6/Dotail aus Ahb. 6,

forms derved directly from court deswns,
appear 0 be the product of 4 commerciul
ztelier in east-central Anatolia, whose produc
tionn was evidently fatdy  short-lived, and
whichi (lourished durning the seventeenth or
the eurly eighteenth century. The
example found at Davnz (I 6) origmally
measured some $S4 m m lenzth, and all of
the examples which have come to light are
of large size, woven on very larze looms,
with bold and lurgescale patterns all of which
telate directly either to testile designs of
known (rtoman ongin, or to desiens which

lJﬂ‘L’\'

can be traced busck to other media. These
designs include the tamous stylized flowers

in particular the lotus-palmette, the tlip,
and the hyacmth tlag. 7)., as well as the
curved soz saw-edges lcaves so beloved of
sixteenth<entury artisty i the nekkaghane
Other Divei exmmples, with their designs
of castouches containng flowers (Fig. 8), can
be traced to those agival patterns woven
under the inlluence of the neXkayane m the
Otloman  weaving Bursa and
Istanbul.}

The Divrizi kilims, and u few other
examples which have come light, while
probably of the seventesnth century rathes
than  the formative sixteenth, provide =
foundation upon which to base a chronology.

centers of

5. Fragmentary large kilim with styised
flowsrs in cartouches. 18th ¢ Tnund in the
Great Mosgue of Diveied

I rapmentarischer grober Kelim mit siyli-
stiorten Blumon in Kartuschen, 18, Jh i
Gefunden in der Grofien Moschee von Divrigi
Photo: B, Acar

and establish withoutambiguity a link between
'npcs:.'& woven rigs and the O"nm_\“\ln(ual

tradition of the sinteenth century
zroup ol killms. later in date and in the chain
ol styllzation, provide a link berween this

carliest group und the more szeametrit
weavings of the nincreenth and rwentieth
centuries

I'he Ethnographic Museum In Ankara,
whether by design or by happenstance, con-
tains the largest number of examples of tn
mtermediate group, others of which have
appeared i American collections and on the
London market in recent vears.'® Of Central
Anatolian provemance (the town of Lidik mn
Konya prrovince was once suggssted for them
znd on the bass of colomation is stll o strong
contender), these Kilims employ the vocabu-
lary of the classical age, in particular the tulip
Aower and the curving rincesux which often
accompany  it, but adapted to a syntax
which utilizes bands of ornament in the rue.
A remarkable prayer rug in Ankam shows
stylized white (ulips in the arch spandrels
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(Ike. 93 an example from en American collee-
tion, 2 detarl of which 15 shown (Fig. 10),
clearly demonstrates the aduptation of the
wett-faced tapestry technigue to the curvi-
lingar forms. through the use ol outlining
welts and by the verucal compacting of the
design-beuring well yams 0 ceate curved
lincs where colors meet,

From ths intermediate zroup of tapesity-
woven rugs, there is not & great distance o
the weavings ol the nmeteentht and twertieth
centuries. The design in the central feld of a
central-Anatolian tapestry-woven sefjzdeflt Tug
of rthe early twentizth century (Fig, 11)
represents an adapration of the same desien
seen in Fig. 10 above. hut with a4 necessary
coassening and angularization made necessary
because of the weave. The sprays ol tulips
have almost entirely Jost their delicacy and
their curvilinear aspects, but they are sill
recognizable if we understand the chain of
sty hzatzon.

The very sume sort of process results in
the great ‘camation kilims™ composed of row

9. Detail, spandrel of sejjadel Kilim with
stylized tulips

Detalil cines Seccade-Kelims mit stilisierten
Tulpen

Ernnographic Museum, Ankara, Fhoto:
courlesy 131, Einse Yener
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1 0. Detail, band of kilim with spray of
stylized tulips

Detail, Streifen cines Kelims mit emem
Zwelg stilisiseter Tulpen

Callection Ms, C, Cootner
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upon row of stylized Turkish flowers. Begmn
ning in the sixteonth century, Ottoman
['urkish tile-makers working in the ateliers of
lzmk developed a method of showing separats
pretals on flowers such as the carnation not by
outhning, but by separating each petl in
steneillike lashion on the white ground of
the tile (Fig 125 The Kilim-wesver has con-
tinued this basic idea by using the white
pround of the kilim to separate cach petal of
the landike flowers (Fig. 13), which asc
ranged in slaggered rows in exactly the same
fushion as (hey ure in the well-known velvets
with camations from Burss, woven in the
sixteenth and seventeenth centuries.' *

The exptence of cerlain motifs derived
from the classical Ottoman art of the sixteenth
century in village weaving of the nineteenth
century certainly comes as no surprise, given
the allpervadmg nfluence of the Ottoman
classical trudition. and its demonstzated impract
on villase embroidery, pile rug-weaving, and
painted architectural decoration. The full
extent of its mpact upan the medium ol flat-
woven textiles has vet to he fully ascertained.
It appears that the moge malleable technique,
that of brocading called cieim (‘jijim®) in
Turkey, was paradoxically less aftected by the
court style, while the more awkward Lechnique
of st tpestry-weaving, the ubiguitous
kilim, was profoundly affected by the earlier
tradition. It remains however to distingush
among those Killms designs which trace their
orizins back to the classical style of the
sixteenth century. and those gwl, totemic,
and textile-pattern designs whish may be
tooted in a much more distant past, amd

whose forms, however, provocative, may
forever remuin unexpluined.
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(Istanbul, 1951), plates 110 and 111.
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12, Detail of tile from tomb of Mustafa-¥i
Cedit, Bursa, Turkey, 1574 with carnation
Mower

Detail, Kachel vom Grab Jdes Mustafa-yi
Cedit, Brusa, Turkei, 1574, mit Nelke

13, Detall kilim rug with rows of stylised
carnation flowers

Detail, Kelim mit Reihen stilisierter Nelken
Callection Mr. £ Mrs. Alexundse Philon
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Detail of band killm with sprays of stylized fulips (cf. fig. 10)
Detail, Streifen-Kelim mit Zweigen stilisicrter Tulpen (vgl. Abb. 10)
Neil Winterbottom Collection, London




