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Figure 4. Entrance of the Firuzaga Mosque (a), Focus on both square kufic scripts
under the mugarnas (b), Detail of the left square kufic composition

Table 3. Analysis of the square kufic composition at Firuzaga Mosque

Turning Muhammed four Turning Ali four times
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Muhammad from center to Ali, from center to right Muhammad + Ali, from
top right-hand corner center to right

Muhammed, from center to Ali, from center to bottom Muhammad + Ali, from
bottom right corner center to bottom
Muhammed, complete Ali, complete swastika Muhammed and Ali, complete
swastika composition composition swastika composition

Square Kufic Calligraphy at the Beyazit Mosque

The Beyazit Mosque was constructed between 1501 and 1505 during the
reign of Beyazit II at today’s Beyazit Square, which was the largest forum in
the city during the Byzantine period, known as Forum Theodosiacum or Forum
Tauri. The complex, comprising a mosque, tomb, soup kitchen, primary school,
hammam, caravanserai, madrasa, and guesthouses, was designed by the architect
Yakup Shah bin Sultan Shah.'

There are two interesting square Kufic scripts with square compositions
at the base of the minarets, each with different texts, created by embedding
colored limestones into the Kufic limestone wall. One composition with the
word “Elhamdulillah” (Praise to Allah) is placed on the right facade of the right

15 Semavi Eyice, “Beyazit I Camii ve Kiilliyesi”, Tiirkive Diyanet Vakfi Islam Ansiklopedisi
(DIA), vol. 6, Istanbul, TDV, 1992, p. 45-49.
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minaret’s base and the right and west facades of the left minaret. The Arabic word
is rotated clockwise on the four edges of the square, and the long letters “Elif”
and “Lam” are joined in the center of the composition to create an octagonal
geometrical pattern in the center. This composition is called “braided Kufic,”
where the letters are interwoven through geometrical patterns. The second square
composition is situated on the left facade of the right minaret’s base and contains
the entire Surah Al-Ikhlas.'® The Surah begins in the bottom right corner and
rotates clockwise like a sp1ra1 towards the center.

Figure 5. Surah Ihlas (a), Elhamdulillah (b)

Table 4. Analysis of Surah Ihlas Composition at Beyazit Mosque
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16 Idib., P. 48.
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Table 5. Analysis of Alhamdulillah Composition at Beyazit Mosque

Turning Elhamdulillah clockwise four times
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four sides geometric pattern

Square kufic calligraphy at the Haseki Mosque

The Haseki Complex, including a mosque, madrasa, primary school, fountain,
soup kitchen, and a hospital, was ordered by Haseki Hiirrem Sultan, the wife of
Sultan Suleyman. It was built as the famous architect Sinan’s first project after
becoming the court architect (basmimar). The construction of the domed mosque
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started in 1538 and finished in 1539. In 1612, the mosque was extended to the
double size."”

There are two square kufic calligraphies in ma’ qili, written on kiifeki stones.
On both sides of the entrance above the niches. The Muhammad composition
shows similarities to the calligraphy at the Firuzaga mosque, whereby in the
Firuzaga Mosque, the first letter mim of the word Muhammad at the center of
the composition was used for all four Muhammad scripts. In contrast, each
Muhammad script starts with its letter in the Haseki Mosque. The spaces between
the letters of Muhammad show the name of the fourth Khalif 4/i.”% In the Kalima
i Tawhid composition, the point in the first raw draws attention. Usually, the
composition of the Kalima-i Tawhid does not have any letters with points. Thus,
this point must have been set to complete the space between the letters. But it is
also possible to fill the space by turning the letter Elif towards the right, as shown
in Table 6, with the orange point.

;
s_’

-

et o

Figure 6. Word of Tawhid on the right wall (a), Muhammed on the left wall (b)

17 Sema Dogan, “Haseki Kiilliyesi”, Tiirkive Divanet Vakfi Isliam Ansiklopedisi (DIA), vol. 16,
Istanbul, TDV, 1997, p. 370.

18 M. Baha Tanman, “Istanbul Haseki Camii’ne Iliskin Baz1 Gézlemler”, YILLIK: Annual of
Istanbul Studies, 3, 2021, p. 16; Mamoun Sakkal, “Square Kufic Tesselations,” Abgadiyat, 14
(1), 2019, p. 52.
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Table 6. Analysis of the Word of Tawhid at Haseki Mosque
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Table 7. Analysis of the square kufic swastika composition at Haseki Mosque

Turning Muhammed +
Ali together four times
clockwise

Turning Muhammed four Turning Ali four times
times clockwise clockwise
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Muhammed to the left Ali, between the letters of Muhammed + Ali together to
Muhammed to the left the left
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Muhammed to top Ali between the letters of Muhammed + Ali together
Muhammed to the top to top
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Muhammed to right Ali between the Letters of Muhammed + Ali together to
Muhammed to the right the right
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Muhammad to bottom Ali, between the Letters of Muhammed + Ali together
Muhammed to the bottom
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Muhammad four times Ali four times Muhammed + Ali four times

Square Kufic Calligraphy at the Yavuz Sultan Selim Tomb

The Tomb of Yavuz Sultan Selim is located within the Selimiye complex
in the Fatih district of Istanbul. The complex, situated on a hill overlooking the
Golden Horn, includes a mosque, the tombs of Sultan Selim, Hafsa Sultan, and
the Sehzades, a school, and a soup kitchen. The tomb of Selim was constructed in
1522 by the court architect Mimar Acem Ali. The domed tomb with an octagonal
plan is built from stone."

There are two square Kufic calligraphies on the wooden door of the tomb.

The rectangular Kufic compositions are situated above two masterpieces of
geometric patterns with the kiindekari technique at the top of both wings. The

19 1. Aydin Yiiksel, “Sultan Selim Camii ve Kiilliyesi”, Tiirkiye Diyanet Vakfi Islam Ansiklopedisi
(DIA), vol. 37, Istanbul, TDV, 2009, p. 513-516.
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square Kufic scripts contain two Names of Allah: “Hannan” (Merciful to His
servants) and “Mannan” (Tremendous in giving). The Names are connected to
L-forms, with the L-form repeated twice within a rectangular frame. The letter
“Elif” in both names is interwoven with each other, enriching the composition
with a geometrical figure. The composition is created using kiindekari and
mother-of-pearl inlaid techniques around a second wooden calligraphy in the
center of the composition.

-"'—ﬁdhjhiij}

Figure 7. a) Wooden door of the Yavuz Sultan Selim Tomb b) Calligraphy Detail
of left-wing c) Calligraphy detail of right-wing

Table 8. Analysis of the square kufic composition at the wooden
door of the Yavuz Sultan Selim Tomb
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Square Kufic Calligraphy at the Defterdar Mosque

As the mosque’s founder, Defterdar (Provincial Treasurer) Nazli Mahmud
Celebi ordered its construction in 1542 during the rule of Kanuni Sultan Siiley-
man. Although Mimar Sinan is mentioned as the architect in some publications,
the mosque is not listed in the works attributed to Mimar Sinan.?’ Nevertheless,
this small mosque became famous because of the hokka and the divit placed on
the top of the dome next to the alem at the top of the minaret. These two cal-
ligraphic elements symbolize the calligraphy interests of the founder, Mehmed
Efendi, who was also a calligrapher and a student of Sheikh Hamdullah.?!

The small but unique square Kufic script is engraved in marble without color-
ing. The composition with the name of the Prophet Muhammad is situated at the
leading portal under the pointed arch and above the inscription. The 45-degree
rotated calligraphy becomes prominent due to the different ratios of the compo-
sition. The space between the letters is not as thick as the letters but designed
only as a line, and the space in the center of the letters, “mim,” appears as points
instead of the usual square.

Figure 8. a) Portal of the Defterdar Mosque. b) Inscription at the portal
c) Detail of the square kufic calligraphy. d) Drawing of the composition

Square Kufic Calligraphy at the Sehzade Mosque

The Sehzade (Prince) Mosque is the first comprehensive project of Mimar
Sinan for a sultan. The mosque is situated on Sehzadebasi Street between the
famous Valens (Bozdogan) Viaduct and the Municipality Building of Istanbul.

20 Semavi Eyice, “Defterdar Camii ve Tiirbesi”, Tiirkiye Divanet Vakfi Islam Ansiklopedisi (DIA),
vol. 9, Istanbul, TDV, 1994, p. 97.
21 Tbid., p. 97.
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Kanuni Sultan Siileyman ordered the complex after his beloved son Sehzade
Mehmed’s death in 1543. The first building of the kiilliye was the tomb. Con-
struction of the Mosque began in 1544, and with its rich repertoire of ornaments
and calligraphy, the mosque was opened in 1548. Meanwhile, a madrasa, soup
kitchen, primary school, and guest rooms were added to the complex.*

Two equal braided square Kufic scripts with a swastika design around a
geometric pattern are situated above the main entrance of the prayer hall (harem)
on both sides. The script is engraved in limestone and colored with black mortar.
The word “Subhanallah” (Allah is free from all kinds of shortcomings and evil)
is written with square Kufic letters without points and rotated four times. The
vertical letters “Elif” and “Lam” are extended to the center, creating eight tiny
octagons. A more oversized octagon in the center of the composition links the
small octagons together. The central octagon completes the design but is not
related to the characters.

~

Figure 9. a) The portal of the Sehzade Mosque with the calligraphies from inside b)
calligraphy on the right side of the portal c) b) calligraphy on the left side of the portal

22 Tsmail Orman, “Sehzade Kiilliyesi”, Tiirkiye Diyanet Vakfi Islam Ansiklopedisi (DIA), vol. 38,
Istanbul, TDV, 2010, p. 483-485.
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Table 9. Analysis of the square kufic calligraphy at the Sehzade Mosque

Subhanallah to left Subhanallah to top Subhanallah to left Subhanallah to
bottom

Rotation of Subhanallah four times Composition with the geometric pattern

Square Kufic Calligraphy at the Sehzade Mehmed Tomb

The second square Kufic composition in the Sehzade Complex is situated on
the inner entrance wall of the Sehzade Mehmed Tomb. The walls of the octag-
onal tomb are covered with mosaics, referencing the Asian tradition of Turkish
architecture.” The square Kufic compositions with green and white mosaics are
integrated into the rich mosaic decorations on both sides of the portal. A swastika
composition of the name of Prophet Muhammad is mirrored to a muthenna de-
sign, which is repeated on the other side of the portal.

Aziz Doganay interprets this muthenna (mirrored) composition differently:
Instead of reading the shifted script as the mirror image of Muhammad, he reads
it as the word ‘ameluhu,” which means “the work of him.” So, the composition
would mean “the work of Muhammad” and signify the calligrapher’s signature.?*
One argument contradicting this opinion is that the letter “ha” at the end of the
suggested word “ameluhu” in square Kufic calligraphy does not continue with a
line but ends with a square. A second argument would be that the word “amelu”
(the work of) is traditionally written on the right side.

23 Ibid., p. 484.

24 Aziz Doganay, “Sehzide Mehmed Tiirbesinde Bulunan Bir Sanatkar imzasi ve Bu Sanatkarin
Tiirk Tezyinatina Getirdigi Yenilikler, Divan, Disiplinlerarasi Calismalar Dergisi, no. 12,
June 2002, p. 293; https://dergipark.org.tr/tr/pub/divan/issue/25941/273291 [Date of Access:
25.09.2023].
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Figure 10. Muthenna composition of Sehzade Mehmed Tomb a) Left side of the gate.
b) Right side of the gate. ¢) Detail of muthenna swastika composition

Table 10. Analysis of the square kufic calligraphy Sehzade Mehmed Tomb

= B ) 6

Muhammad to left Muhammad to top Muhammad to right ~ Muhammad to bottom

Start of the swastica With second With the third Complete swastica
composition with Muhammad to the top ~ Muhammad to right  composition with four

Muhammad to the left times Muhammad
Swastika composition of “Muhammad” Muthenna composition of “Muhammad” after

including decorative elements on both sides mirroring the Swastica composition
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Square kufic calligraphy at the Rustempasha Mosque

The Rustempasha complex, including a mosque, shops, depots, two hans
(commercial buildings), and a fountain, was ordered by Rustempasha in 1555,
who served as the grand vizier and groom of Sultan Suleyman the Magnificent.?

The mosque is situated on top of the shops on the ground floor. With this
strategy, the small mosque becomes visible from the shore of the Golden Horn
despite the dense urban fabric. Architect Mimar Sinan handed over the key after
he finished the mosque in 1561. The mosque became very famous through its rich
mosaic decoration. The interior walls are entirely covered by the most beautiful
mosaics with developed motifs from the classical period.*®

The square Kufic calligraphy is situated above the portal of the backside gate.
A Muthanna composition of the Shahada is painted on the wall. Given the sim-
plicity of the technique, it is assumable that this calligraphy might have been

.

Figure 11. a) Square cufic calligraphy above the portal
of the backside gate of Rustempasha b) Detail of the word of Shahada.

25 Z.Hale Tokay, “Riistempasa Kiilliyesi”, Tiirkiye Diyanet Vakfi Islam Ansiklopedisi (DIA), vol.
35, Istanbul, TDV, 2008, p. 291.
26 Ibid., p. 292.
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Table 11. Analysis of the square kufic composition at the Riistempasha Mosque

I

Lailaha flla Allah
d& 5|
Muhammedun Rasul

|

2l

Allah La flahe Illa Allah Muhammedun Rasulullah
With the orange points ha of Allah Muthanna composition after mirroring
could link to two surplus lines (orange line is mirroring axis)

Conclusion

Square Kufic calligraphy is undoubtedly one of the most significant
elements of Turkish Islamic art and architecture. The Asian roots of the Turkish
architectural tradition, the developed brick technique, and the high creativity of
the masters enabled the rich repertoire of Square Kufic calligraphy in Central
Asia, Khorasan, and Asia Minor. The Anatolian Seljuks continued the tradition of
Square Kufic (ma’qili) calligraphy, especially in their capital, Konya. However,
the shift from brick to stone as a building material also influenced decoration
methods. The development of calligraphy disciplines further contributed
to the decreased use of Square Kufic calligraphy in Ottoman architecture.
Nevertheless, the art of Square Kufi continued, even in rare examples. The
calligraphy content over the centuries within Ottoman architecture underwent
cultural transformations.
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Due to the solid Sunni identity of the Ottoman state, the name of Khalif
Ali was predominantly invoked in the context of the four Khalifs rather than in
isolation alongside the name of the Prophet Muhammad. In contrast, the name
of Prophet Muhammad was most frequently associated with the name of Allah.
Notably, the “Kalima-i Tawhid” persisted as one of the favored texts for Kufic
calligraphy in subsequent architectural developments.

The increasing interest in Square Kufic calligraphy in contemporary archi-
tecture necessitates an in-depth analysis of historical examples. Although Square
Kufi may appear more straightforward than other classical types like Thuluth, it is
essential to study this tradition carefully to avoid the mistakes often seen in recent
works. To support the revitalization of this tradition in a scientific manner, more
research should be conducted on traditional examples, analyzing their composi-
tions in historical buildings in Istanbul and Anatolia.
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