1. Marriage contract
Rhodes, 1830

Parchraent, ink, gouache(?)
Groom: Yosef, son of Moshe
Tarica

Bride: Rivka, daughter of
Moshe Soriano(?)

Jewish Museum Collection,
New York, 3142

Photo: courtesy of the Jewish
Museum, New York
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Decorated Ketubbot

Shalom Sabar

One of the most popular customs of the Sephardi Jews, which
was maintained even after their expulsion from the Iberian
Peninsula, was the decoration of marriage contracts (ketub-
bot). Little is known about the spread and practice of this
custom in the period prior to the expuision. Only a few Jewish
objects from Christian Spain, among them ketubbof, have
survived. Furthermore, while some of these ketubbot are
decorated,’ their designs are rather simple and they reflect
the traditions of but a few different cities of origin. Neverthe-
less, these examples clearly indicate that the decorated
ketubbah was well-known in at least a few communities as
early as the beginning of the fourteenth century, if not earlier.
Additional evidence can be found in the testimony of R.
Simeon ben Zemah Duran {1361-1444) of Majorca, who
states that not only was it customary in his time to cover the
ketubbah with *'pictures and verses,” but that this practice
was in keeping with religious law.?

Evidence linking the decoration of ketubbot to Sephardi
Jewry steadily increases after the expulsion, particularly in the
period from the seventeenth to the nineteenth century.
MNumerous examples of ketubbol, with decorations ranging
from simple, schematic patterns to muiticolored figurative

= compositions, have survived from almost every community in

the "Sephardi dispersion.” The most important centers for
the decoration of ketubbot arose in cities with large and

- gstablished Sephardi communities, such as Venice and
- Amsterdam. Yeft, richly decorated examples, with names
=+ clearly attributable to Sephardi Jews, were also produced in

such cities as Hamburg and Vienna, in which small Sephardi

communities lived side-by-side with the large and established
: Ashkenazi majorities.® Even in Italy, which is considered by

many to be the true home of the decorated ketubbah and
‘where the practice ultimately reached its artistic peak, ketub-
- bah decoration began only after the arrival of the Sephardim.’

We may thus conclude that the decoration of ketubbof was a

f,custom that characterized Sephardi communities all over,
-Irom the booming commercial centers of Europe to any of the

places in which the exiles found refuge.
The importance of the decorated ketubbat in the Ottoman

-'._Empire, where thousands of exiles from Spain and Portugal
found a safe and permanent home, is therefore evident.
- Within the first few generations of their arrival, many members

of the Sephardi community achieved economic stability and
gradually assumed distinguished positions in the upper
echelons of Ottoman society. In the important Jewish com-
munities of Istanbul, Salonika and Adrianople, and in later
years lzmir, the Sephardim gradually became the dominant
force, We may assume, therefore, that within one or two
generations the exiles returned to the traditional ways of their
fathers, and wealthy members of the community began to
commission elaborate ketubbot tor the extravagant wedding
ceremonies of their sons and daughters.® These ketubbot
must have reflected the tradition of ketubbah decoration
common in Spain prior to the exile. Unfortunately, none of
these early examples have survived. It should be borne in
mind that we are not referring to a single tradition. Rather, as
the exiled Sephardi communities of the sixteenth century
were still organized according to their places of origin on the
iberian Peninsula, there were probably significant stylistic
differences in the ketubbot they produced. As we shall see, it
was only in later years, when these divisions hecame less
pronounced, that each of the major cities hegan to develop its
own independent style.

While we have found no examples of sixteenth- and
seventeenth-century decorated ketubbot from Turkey and
Greece,® other sources have provided us with information
about the motifs used to decorate them. The mostimportant of
these sources is a responsum of R. Avraham ben Moshe di
Boton (15457-1588), a second generation exile, born and
raised in Salonika. ‘| have been asked,” writes di Boton,
“about a kefubbahin which the scribe (sofer} drew the images
of the bridegroom and bride, and the sun and the moon, if itis
advisable to do so..."” From this source we learn that in the
second half of the sixteenth century, ketubbot were illustrated
with celestial and human images. While di Boton advised
against using these images in ketubbot, he did not disgualify
ketubbot that had aiready been decorated with them, Judging
from the very careful wording of his response, and based
upon what we know from other rabbinic responsa to questions
regarding the legitimacy of decorations on ritual objects,
including ketubbof, we may safely conclude that the
aforementioned ketubbah reflected an acceptable and popu-
lar form of ketubbah decoration.?

Ancther indirect source is a group of Sephardi kefubbot
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created in Venice at the ;ﬁg@inning of the seventeenth
century.® Among them are spmexof the oldest known deco-
rated ketubbottobe produceé-by a Sephdrdi community after
the expulsion. Indeed, these contracts dre decorated with
motifs found on Jewish rétgjal objects and Hebrew manuscripts
frorn medieval Spain. Theéir most dominant feature is a double
horseshoe arch, which.forms a border around the text of the
ketubbah, on the right;"and that of the tena’im (pre-nuptial
agreement) on the left.'® This motif originated in the Moorish
art of Spain, and was brought to Venice by the Sephardi
exiles, Thus, it is highly probable that the Sephardim of the
Ottoman Empire also used this motH, at least during the first
few generations of exile.

A relatively late ketubbah made in Salonika in 1790 (pl,
54)' offers support for this thesis and provides us with a
concrete example of the kind of ketubbah mentioned in the
responsum of di Boton. The ketubbah was the work of a folk
artist, an apparently skilled craftsman who drew his inspira-
tion from both early and contemporary ketubbot. In i, as in
Venetian ketubbot from the early seventeenth century, a
double horseshoe arch, though simple and schematic, sur-
rounds the two parts of the ketubbah text. The arlist was
probably familiar with this motif from kefubbot of previous
generations that belonged to members of his community; he
could not have taken it from the decorative tradition of the
Sephardi Jews of Venice, if only because it had already
disappeared from use in Venice by the mid-seventeenth
century. On the other hand, the tweive medallions with signs
of the zodiac that surround the double horseshoe arch are
apparently based on eighteenth-century ltalian ketubbot. '?

In addition, the use of the horseshoe arch thus seems to
indicate that among the Sephardim of Salonika there were
those who preserved this architectural element, perhaps out
of nostalgia for their tradition and their former land, despite the
fact that it was notused in the local environment.

A most surprising element in this ketubbah is found in the
upper part of the page: in two small structures located on both
sides of a central structure, are two human images, depicted
in & rather naive fashion. Within the structures are inscriptions
finking the central structure to the marriage canopy of King
Solomon {Song of Songs 3:3), and the human images to the
bridegroom and bride. The verse “He who finds a wife has
found happiness and has won the favor of the Lord"
(Proverbs 18:22) appears next to the images. This use of
human images, which is not found in Turkish and Greek
ketubbot of the period, brings us back to the responsum of di
Boton. It appears, then, that the tradition of decorating
ketubbot with images of the bridegroom and bride had been
quite common in Salonika of the sixteenth century but it
gradually declined.

in subsequent generations, the attempts to revive the
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age-old motifs apparently ceased. With the decline of the
Ottoman Empire, from the late eighteenth century until the
Empire's uitimate collapse at the beginning of this century, the
social and economic status of the Jews also waned. it may be
reasonably assumed that this had a bearing on the production
of elaborate ritual objects for home and synagogue use,
although we have but little evidence of this.

One example may be found in the area of decorated
ketubbot. While ketubbot were generally written on parch-
ment until the end of the eighteenth century'® and in a few
places also in the early nineteenth,™ during the period of
decline most examples were produced on sheets of paper.
The use of the cheaper, less durable material undoubtedly
indicates a change in attitude towards the ketubbah. The
decline is also reflected in the decoration. A limited number of
designs were repeated over and over in the ketubbot of each
city, in accordance with the sociceconomic status of the
patron. This stylistic poverty was also the resuit of the strong
influence of Ottoman folk art on the ketubbah decorators of
the big cities, as stylistic and iconographic homogeneity also
characterizes non-Jewish Ottoman folk art of the nineteenth
century.'® Gradually, the differences between the various
Sephardi kehalim disappeared, and the objects produced by
them lost their individuality. The folk art of the Sephardi Jews
in the Ottoman Empire began to take on similar characteris-
tics and became much more uniform,

Most of the ketubbot known to us date from this pericd. On
the whole, they are written in dense, rabbinic-cursive scripton
large rectangular sheets of paper. In cities where it was
customary to include the tena 'im with the ketubbah, there are
two columns of text: where this was not the practice, there is
one column with ionger lines.'® A decorative border, with a
rich variety of freely drawn motifs without contour lines,
surrounds the text, filling the page with color. The common
matifs are, for the most part, unrelated to the ketubbah text
and the marriage ceremony and do not have any particular
Jewish significance. As mentioned, even the images of the
bridegroom and bride were no longer rendered by this period.
While several ketubbot, as we shall see below, seem t0

attempt 1o lend Jewish significance to motifs that had already .

become a fixed part of the decoration, it is possible that the
absence of particularly Jewish motifs did not really constitute
a problem. As certain elements, together with Hebrew inscrip-
tions, were repeated time after time on so many of the
ketubbot, it was probably taken for granted that that was how
the marriage contracts were '‘'supposed’” 16 appear.

The following is a survey of nineteenth-century Sephardi
ketubbah designs from the five major communities of the

western Ottoman Empire: Istanbul, 1zmir, Salonika, Rhodes .

and Adrianople.'” The discussion will also touch upon the last

phase of this illustrious tradition, namely, the transition from .

the handwritten to the printed ketubbah. Finally, we shall
briefly describe characteristic features in the formularization
of the ketubbah text in each of the five cities.

Istanbul

Some of the most striking nineteenth-century ketubbot trom
the Ottoman Empire originate in the Sephardi communities of
Istanbul and its environs. Despite the gradual deterioration of
Jewish life during this period, istanbul, the capital city,
remained a center for Jewish cultural activity. It was un-
doubtedly the home of a great many Jewish craftsmen, who
prepared ritual and other objects. From the sums quoted in
the section of the ketubbah that deals with the bridal dowry,
we learn that both the wealthy and the middle-class commis-
sioned decorated ketubbot. The difference between the
ketubbot commissioned by the upper-class and those by the
middie-class can generally be seen in the design: while the
former are colorful, rich in motifs and technique, the latter are
smaller, less exuberant in color and characterized by a
standard decorative design, copied from cne ketubbah to
another. .

One type of ketubbah commissioned by members of the
middie-class was particularly popular for several decades (pl.
50)."® These ketubbot are replete with crowded floral pat-
terns, drawn in impressionistic strokes, without outlines, in
bright shades of yellow {goid), red and green. The page is
divided horizontally into two. Florai patterns fill the upper par,
while the bottom contains the text. Written in wide lines, the
text is bordered by a round or pointed arch, which is
surrounded by a frame of long stems and green leaves. The
two parts of the page are separated by a framed rectangle. in
it the verse, ‘‘He who finds a wife has found happiness and
has won the favor of the Lord” (Proverbs 18:22) appears in
large, square, gold script.'®

The use of stylized flowers and floral patterns to fill the
entire field is characteristic of the decorative art of the
Ottoman Empire in general.?® The iliuminators’ considera-
tions were, above all, decorative, the organization of elements
on the page was governed by principles of harmony, rhythm
and symmetry. On the whole, the ketubbah illuminators
remained faithful to these norms. Their works recall items
produced for members of the middle-ctass — particularly the
merchants —~ in Turkey during that period. Most of the
ketubbah illuminators were apparently Jewish. Although they
had not been apprenticed specifically in this area, the more
talented ones among them graduatly mastered the technigue.
In many cases they would prepare a page decorated accord-
ing to the standard ketubbah design in advance. The text of

the ketubbah, taking up only a small portion of the page, would
~_be written by the local scribe at a later stage.”’

Ketubbot

2. Marriage contract (detail)
Istanbul, 1863

Paper, gouache and gold
powder

Groom: Moshe Bekhor Hayyim
BenMoshe

Bride: Kalo(?}, daughter of
Menahem Even Yakar
{Abeniacar)

Private collection
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There is a more elegant varation of the standard design
outlined above, apparently crgiated for the more established
middie-class. Two ketubbot from the yeass 1854 and 1863
(fig. 2, pl. 49), probably the work of one aftist, represent an
interesting combination ofthe ordinary composition and new
elements. Actually, the standard design is enriched by a more
rhythmic and symmetrical organization of the flowers,
arranged within horizonfal and vertical rectangies that lend
uniformity and harmony to the page. In addition, the variety of
colors and flowers is greatly increased. The most significant
change, however, can be found within the central rectangie,
just above the standard verse from the Book of Proverbs.
There we observe a framed miniature, depicting a character-
istic scene from the banks of the Bosphorus: three buildings
with rounded decorated domes, separated by a garden of
shrubs and two large trees. In the foreground, black boats of
various sizes float on the river; above, a number of birds
sweep through the sky.?? The three buildings recall the typical
Ottoman kdsk, a small structure used by the Turkish nobility
for special occasions and for receiving guests. Such kdsks,
both simpie and elaborate, were often found on the banks of
the Bosphorus.?® What is difficult to understand, however, is
why this scene was assigned so prominent a position in the
composition of the ketubbah. While this may be no more than
an expression of local Jewish patriotism for the host city,?* the
explanation may go beyond this. Perhaps the inclusion of this
scene reflects the desire of middle-class famifies to approach,
if only by way of imitation, the status of the nobility.

Support for this interpretation can be found in the source of
the miniature used in the ketubbah. While this scene was
indeed typical of the region, it was not inspired by the natural
surroundings themselves, but was based rather upon a
common artistic convention of the time. This convention is
employed, for example, in the long, rectangular friezes
depicting the characteristic horizon of Istanbul, with its kdsks,
trees, birds and boats, that form part of the frescoes inpalaces
and private homes of the Turkish nobility (fig. 2). According to
Renda,?® frescoes with architectura elements integrated with
the local scenery first appeared in Turkish art in the mid-
eighteenth century, under the influence of Western art trends,
Turkish artists learned the prineiples of barogue and rococo
art from their European counierparts who visited the capital
city, as well as from artifacts that were imported from Europe
to Turkey. Members of the Turkish nobility who sought to
imitate the lifestyle of the West commissioned local craftsmen
1o decorate their homes according to the new techniques. in
the Jewish neighborhoods such frescoes appear mainly inthe
synagogue (cf. “Synagogues’). But a simpler and more
immediate way for Jewish patrons to emulate the Turkish
nobility was found by incorporating depictions of these
houses in their ketubbot. it should be noted, however, that in
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the frescoes in palaces and homes, the artists made a
conscious effort to employ Western techniques, particularly
the use of linear perspective, which was still foreign to Turkish
art. Inthe ketubbot, however, the motifs, which may also have
symbolized the house in which the couple would live, were
depicted in the traditional manner, with no attempt at fore-
shortening, and with no overlapping of figures.

The tremendous popularity of this design is demonstrated
by the fact that not only more sophisticated variations were
created? but simpler ones as well, such as the 1864 ketubbah
from the Ortakdy quarter of Istanbu! (pl. 50b), housed in the
Jewish and National University Library, Jerusalem.*” This
ketubbah reflects an extreme simplification of the standard
design, incorporating the most basic of elements in a modest,
more limited fashion. Even the flowers are simpler, and there
is no attempt to crowd the page as in other ketubbot.
Additional evidence of the popularity of this design can be
found in ketubbot of Istanbul's large Karaite community,
which also employ the elements and compaosition of standard
design.®® These contracts also attest to the stylistic and
iconographic homogenity of the ketubbot types that de-
veloped in the different cities of the Empire. During this period,
the material culture of the Jews was influenced more by the
folic art of the surrounding community and the socioeconomic
status of the patron who commissioned the object, than by the
internal traditions of the different Jewish communities.

Anocther type of elaborate ketubbah commissioned by
wealthy members of Istanbul’'s Jewish community is char-
acterized by its eye-catching, multicolored decorations. An
interesting example of this kind, today part of a private
collection in the United States, dates to 1881 (pl. 51a). it was
produced on an exceptionally large (144 x 72 cm.) rectangular
sheet of paper. The top margin is cut in the shape of a dome
above a tiered roof. As in other ketubbot, the page is divided
into two. its upper portion contains a large paper-cut in the
shape of a golden sun®® and a fiower in each of the four
corners; the bottom portion holds the text of the ketubbah.
Both parts are surrounded by a rectangular frame, which is
covered with paper-cuts of airy, multicolored buildings and tall
cypress irees. The buildings are placed one next to the other
in a long row, their windows creating a pleasing, colorful
rhythm, Larger buildings, done in a similar technique, also
appear on the tiered roof and the dome (these have only been
partially preserved). Thin goiden bands, cut from paper, add
additional light and color to the overall composition, framing
the different decorative elements and forming the square
border that surrounds the text.>

This technique is empioyed in yet another ketubbah from
1881, which is housed in the Erez Israel Museum, Tel Aviv (pl.
51b}. 4, too, is exceptionally large (149 x 73.7 cm.) and its
centrai field consists of muitilayered paper-cuts representing
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colorful buildings. In this case, however, a central building,
fianked on either side by smaller structures, appears just
above the text. An additional airy building surrounded by
cypress trees, is found at the top of the page, also cut in an
architectural design. This kefubbah contains, in addition,
three pairs of colorfut birds.

The cut-outs in both of these ketubbot recall the skyline of
istanbui, although no specific buildings are depicted. Their
general layout, comprised of a rectangular central section
surrounded on all four sides by rows of buildings, is reminis-
cent of the conventional pictures of the holy sites in Islamic
miniature paintings.*' Thus, it is possible though as yet
unproven that the ceniral structure in the last ketubbah
represents the Beit Hamikdash {Temple}. The inciusion of the
cypress motif in each of the ketubbot may have o do with the
fact that in islamic culture, this tree is a symbol of the upright
young lover, and was thus used to ornament the marriage

3. Marriage contract
{stanbui, 1898

Paper, print (gold}

1L.87 W.408

Groom: Mordekhai Menashe
Ben Shemuel Menashe
Bride: Sarita, daughter of
Moshe Capiluto

Ben-Zvi Institute Collection,
278, Jerusalem

Ketubbot

4. Marriage contract

Istanbul 1906

Paper, print

Press: "impresseria Gabbai™”
L.43 W.275

Groom: Menahem Ojalvo Ben
Avraham

Bride: Julia, daughter of Moshe
Capiiuto

Ben-Zvi Institute Collection,
741
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document.*2 The pairs of birdsip the latter ketubbah were also
commonly used during thiséﬁ‘éﬁii@d to represent lovers. The
placement of one of the pair of birds negt to the inscription
“With good fortune, and-in time of blesging and success”
lends support to this assymption.

Beginning in the 1890s, the Jews -of Istanbul gradually
stopped producing elabdrate marriage contracts, and the
popularity of the prinfed ketubbah increased. Eventually it
was used for all Jewish marriages in the city.

The first printed ketubbot reflect an attempt to preserve the
spirit of the handmade types. In a 18988 ketubbah now at the
Ben-Zvi Instifute, Jerusalem (fig. 3}, for example, the entire
text was written by hand, while the border —done in gold —was
printed. The pictorial motifs are so rich, however, that they
almost appear to have been done by hand. Yet within a few
years, the attempt to approximate handmade ketubbot
ceased, so that the printed kefubbot from the beginning of the
twentieth century onwards are much simpler (fig. 4). in these
ketubbot, the entire page, including the text, is printed (except
for the date, names, and dowry, which were filled in by hand).
Evan the border is simpler: a thin intertwined decorative band
with the Ten Commandments in the top center part of the
page. ltis interesting to note that these ketubbot were made in
the Jewish printing houses of {stanbul, and occasionally the
printer's name appears at the bottom of the page.

Finally, a few words on the ketubbah text used by the
Sephardim of istanbul in the nineteenth century. Unlike the
other Sephardi communities both inside and outside the
Ottorman Empire, the Sephardim of Istanbul did not include
the text of the tena'im in their ketubbah. This text was
prepared as a separate document, while the ketubbah itself
contained only the final amounts of the dowry and the
increment (fosefet).® Istanbul ketubbot quote, however, one
of the most impartant terms that falls on the bridegroom. "'he
shall not take another wife in addition to her and he shail not
divorce her without the permission of the Beit Din {Rabbinical
court).” This term usually appears in the list of special tena'im
used by the Sephardi communities, but owing to its import-
ance, and to the fact that the ketubbot from Istanbul did not
include the standard text of the fena'im, the rabbis of the cily
apparently decided to include it in the ketubbah itself.

istanbul is referred to in the ketubbof as RITMVWP
{Kushtandina), according to the old Arabic name of the city.
The location of the city is described as ''sitting on the banks of
the great sea.”* If the wedding took place in one of the
Jewish neighborhoods, the foliowing was wriiten: "hereinthe
place of [name of quarter}, which is near Kushtandina." In the
dowry clause of the ketubbah various coins are mentioned,
but especially the Turkish coin called by the Jews N ¢
{11lion piastres’). In Istanbul, unlike some other communities,
it was customary for the bridegroom o sign the ketubbah.
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lzmir

A different and independent fradition of kefubbah decoration
developed in Turkey's second most important community
during the nineteenth century. The many examples from zmir
in our possession indicate that the custom of kefubbah
decoration had been quite popular among the Sephardim of
that city. The large number of ketubbot preserved enables us
to trace four stages in the development of nineteenth-century
ketubbah decoration:

1. Early period, 1800 until the 1830s

2. intermediate period, 1840s-1850s

3. Late period, 1860s-1880s

4. Transition to the printed ketubbah, starting in the 1890s

Only two ketubbot from the early period are known 10 have
survived, one dating to 1828 and the other to 1830 (fig. 5, pl.
52). While these ketubbotwere created towards the end of the
period, they clearly preserve elements of the Sephardi
ketubbot produced before the centers of the Ottoman Empire
began {0 develop their own standardized designs. This is
especiaily evident when these ketubbot are compared with
Salonikan examples from the same pericd. The 1830 ketub-
bah, for instance, has many elements in common with a
Salonikan ketubbah from 1837 (pl. 55d): the knob-like protru-
sion of the top of the page; the text, set within an arch, above
which the verse from Proverbs appears; the upper portion of
the page, decorated with a round medallion in which there are
flowers, pairs of birds, etc. The differences between the two
types, however, (i.e., the location of the birds, which in the
ketubbah from lzmir are inside the medallion but in the
Salonikan example above it} indicate that there is neither a
direct link between the two nor is one a copy of the other.
Rather, the ketubbot probably stem from a common source,
which iater deveioped independently in each of the communi-
ties.

Besides their similarity to the Salonikan ketubbot, the two
contracts from Izmir contain other elements that shed light on
the long tradition that preceded them. First, both were
produced on parchment, a practice which, as we have
mentioned, gradually disappeared during this period.
Second, the shape of the arch differs from that used in local
ketubbot as they developed in subsequent years. It is quite
possibie that this arch represents a later, stylized variation—a
finai stage in the fading coliective memory — of the Moorish
arch brought by the Sephardi Jews from their homeland. if so,
it may have come to {zmir by way of Salonika, aithough other
routes are also possibie.

Not enough homogenous material from the intermediate
period has survived fo enable us to determine with certainty
the general nature of the decorations in its ketubbot. Unlike

those from the early, late and transition periods, the few .

Pl. 49

Marriage contract

Istanbul, 1853

Paper, gouache and gold
powder

L.108 W.73

Groom: Shabbetai Hayyim,
son of Yose{ Hayyim

Bride: Kaden, daughter of
Nissim Avraham Alkolumbri
{srael Museum Collection,
179/317,56.82

Purchased by courtesy of Fund
in honor of Ari Ackerman, 1987
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Pl 50 PL51 Paper, collage
Marriage contract powder Marriage contract L. 149 W.73.7

a. Istanbul, 1863 L.62 W.47 a. Istanbul 1881 Groom: Eliezer Taros
Paper, gouache Groom: Yizhak Romano, son of Paper, collage Bride: Hanuia

L.77 W.82

Groom: Nissim Eliezer, son of
Moshe Raphael Vitas

Bride: Luna, daughter of Yeuda
{sic) Bulenbo

Ben-2vi Institute Collection,
166

b. Istanbul {Ortakéy), 1864
Paper, watercolors and gold

Nissim Moshe Romano

Bride: Kalo, daughter of Yeuda
(sic) Rispin

The Jewish National and
University Library Coltection,
22¢, Jerusalem

Photo: courtesy of the Jewish
National and University
Library, Jerusalem

L.144 W.72

(Groom: Avraham Shem Tov
Efendi, son of Yehezkie}(?)
Shem Tov

Bride: Esther, daughter of
Gabbai Efendi

Leslie Meral Schick Coliection,
Boston

b. Istanbul, 1881

The Ethnography and Folklore
Pavilion Collection, MHE
59.84, Eretz srael Museum,
Tel Aviv

Gift of Moshe Benhenishty,
Margorith Kalawra and Rosa
Levi, Tel Aviv

Photo: courtesy of the Eretz
israel Museum, Tel Aviv

Plate50. Plate51
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Pl 52

Marriage contract

fzmir, 1830

Parchment, watercolors, gold
powder andink

L.78 W.64

Groom: Ya'akov Franco, son of
{the gravedigger) Moshe
Franco

Bride: Fari Goria(?), daughter
of Hayyim Franco

Israel Museumn Collection, 179/
139;667-11-40

Gift of Rahel Even-Zohar,
Jerusalem

PI.53

a. fzmir, 1852

Paper, watercolors, gouache
and gold powder

L.74 W.58
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Groom: Yizhak...Seriro{?), son
of Yosef Seriro(?)

Bride: Miriam..., daughter of
Moshe, son of Deisos{?}
Avraham Yaari Collection,
Jerusalem

b. lzmir, 1878

Paper, watercolors

L.53 W.38

Groom: Ya'akov ha-Cohen
Bride: Dona

lsrael Museumn Coliection, 179/
335

¢. lzmir, 1880

Paper, watercolors

L.70 W.B7

Groom; David Tellias, son of
Yosef Tellias

Bride: Miriam, daughier of
Yizhak Mizrahi

Avraham Yaari Collection,
Jerusalem




Pl.54 Parchment, watercoiors and
. Salonika, 1790 gold powder
L Parchment L.77 W.66
* . Victor Klagshald, Jerusatem Groom: Shemuel, son of
28 {From: Synagoga, C304) Yizhak Yeini known as
= i Mercado
PL 55 Bride: Julia, daughter of Yeuda
Marriage contract {sic), son of Rabbi David ha-
a, Salonika 1827 Levi Carasso
Ben-2vi Institute Collection, 19,
Jerusalem

b, Salonika, 1842
Paper, watercolars, gold

powder 3 : f
L.73 W.83 e ; : A i

Groom: Asher, son of Yeuda : ) ) § e
{sic), son of Rabhi Yizhak ha- : ' : E ' £
Levi Carasso

Bride: Sarah, daughter of
Yeuda (sic), son of David ha-
LeviCarasso

Ben-2vi Institute Collection, 17,
Jerusalem

¢. Salonika, 1866

Paper, watercolors

L.45 W.35

Groom: Shelomo Ben Aharon
known as Bekhor Moshe

Bride: Rahel, daughter of
Pinhas Meshiiam

The Jewish National and
University Library Collection,
TK 25, Jerusalem

Photo: courtesy of the Jewish
National and University
Library, Jerusalem

d. Salonika, 1837

Paper, watercolors

L.79 W.55

Groom: Yeuda {sic}, sonof
Ya'akov, son of Eliyahu Arditi
Bride: Mazzal Tov, daughter of
; : : % Shemuel ha-Cohen B
el j g Ben-Zvi Institute Coliection, 18,

P
i o s e

Dl W . ; Jerusalem

PlL56 : oo o i Gl
Marriage contract : ot '--;f-ua"axﬁw_é B
Rhodes, 1843 : : ; Al

Groom: Hayyim Yosef Tarica

ol e g
AR A prichs e derad
T

Bride: Joya, daughter of Rabbi B R T [ Bl [

Mikhael Ya'akov Israel

Victor Tari Collection, New
York

Photo: courtesy of Victor Tari,
New York
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examples known to us do not present a unified picture.
Generally speaking, however, the outstanding features of the
earlier ketubbot were replaced with new motifs, some of which
were to become quite common in the next generation. While
the intermediate ketubbot still preserve the arch and floral
motits, these are of a slighily different kind. In an example
from 1852 (pl. 53a) we find an outlined, rounded arch with
long, narrow “'pillars™ at its sides. This architectural scheme
seems to echo the way in which the page was cut. The other
parts of the page, with the exception of the large portion set
aside for the text, are densely decorated with a large vase and
several smaller vases, overflowing with plants and flowers.
The motif of a rose in around frame is particularly prominent. It
is repeated no less than twelve times.in the decerative border
and is popular in other ketfubbot from the period.

Puring the third (the late) stage, the architectural scheme of
the ketubbah in pl. 53a became quite popular; it is not clear,
however, why the artists or their patrons preferred this design
to those used in the earlier period. The design, which is
repeated virtuailly with no variation in surviving ketubbot, is
characterized by a high concave arch with long narrow
columns at the sides, as in the ketubbahin pl. 53b. The framed
rose and vases, on the other hand, disappeared entirely from
the composition. A slight change is found in the upper outside
border of the page: the “shoulders” of the arch are cutin a
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5. Marriage contract

lzmir, 1828

Parchment, watercolors and
gold powder

L.55 W.50

Groom: Avraham, son of
Senyor known as Mercado,
son of Ya'akov, son of Senyor
Bride: Esterula, daughter of
Yizhak Morges

1sraet Museum Coilection,
179.26; 6297-8-39

6. Marriage contract

1zmir, 1894

Paper, print {gold}

L.80 W.58

Groom: Hayyim Ya'akov de
Sigura, son of Meir de Sigura
Bride: Vida, daughter of
Raphael Shelomo Alazraki

Ben-Zvi Institute Coliection, 39,

Jerusalemn

7. Marriage contract

|zmir, 1905

Paper, print (gold)

Tatikian Press

L.68W49

Groom: Yeuda (sic) known as
Leon Sid, son of Ya'akov Sid
Bride: Senyora Sirma,
daughter of Nissim Benyamin
Pontrimoli

{srael Museum Collection,
179/331,;802/88

wavy fashion, although the oval protrusion typical of earlier
kelubbotis preserved.

Some of the ketubbot in this category share common floral
motifs as well. There is no doubt that the sample in our
posession represents the work of but a small number of
craftsmen, each of whom was quite familiar with the other's
style. Some of these ketubbot (such as pl. 53b) were created
during the 1860s and 1870s, apparently by a single crafts-
man. They are characterized by the arch and pillars described
by a thin, painted line, and the long, blue branches and leaves
that fill in the border. These flowering blue bushes are lightly
painted and spotied with dots of red, green and yellow that
represent the buds, creating a feathery, colorful rhythm. Inthe
1870s and 1880s, this particular detail can be found in the
works of other artists, but without the same airiness and
charm.

A slight variation of this composition with flowers of a
different type can be found in a kefubbah from 1880 {pl. 53c).
There the arch is outlined in blue, but the design and the
division of the surface are different; the flowers are fuller, and
the rising stems depicted in greenish shades.

From the 1890s onwards, the handmade ketubbah dis-
appeared almost entirely from use in fzmir. it was replaced by
a ketubbah in which the border was printed and the text
written in by hand. Two similar borders were commonly used
(figs. 8, 7). They were printed on a long rectangular page,
without the typical cut-out design at the top, in black on white,
although occasionally other colors were used. The borders
resemble a massive gate resting on columns: Corinthian in
fig. 7 and Dorian in fig. 6. Grape vines are entwined around the
columns. Above each gate is a lunetie composed of verses
written in large letters and of symbolic motifs. At the center of
the lunette we find a Star of David, in which there is a clasped
pair of lovers’ hands. Above the siar, the verse "The sound of
mirth and gladness, the voice of bridegroom and bride”
{(Jeremiah 7:34} is inscribed. In the kefubbah in fig. 7, the
circle surrounding the Star of David serves as a center from
which crowded rays of sun extend, a motif found in ketubbot
from Istanbul, as well. In the ketubbahin fig. 6, the space in the
lunetie is filed with grapevines. Undoubtedly, these
grapevines are associated with verse inscribed above the
text, "May God give you of the dew of heaven and the fat of
the earth, abundance of new grain and wine” (Genesis
27:28). The crown at the top of the ketubbah in fig. 7 is
identified with the marriage crown of King Solomon "that his
mother gave him on his wedding day’’ (Song of Songs 3:11).
In both, a rhyme is quoted within the lunette:nnn nnnwd
JISINAN NN BPN2 TR NanN ¥t This rhyme is taken
from a song that was customarily sung by Sephardim just
before the public reading of the ketubbah at the marriage
ceremomy.”®

Ketubbot

In kzmir, as in Istanbul, the tena im were not included in the
ketubbah but written on a separate page. The formula citing
the location of the wedding is as follows: ““Here in the city of
tzmir, may the Lord establish it, amen, which sits on the banks
of the sea, and gets its water from springs and wells." In izmir,
as well, it was customary for the bridegroom to sign his name
between the signatures of the two witnesses. The amount of
the dowry, as well as the names of the bride and groom, were
sometimes written in large square letters. that stand out in
contrast with the undulant cursive script of the rest of the text.
The sums are quoted in "'lion piastres,’ but towards the end of
the century, the Turkish coin “'silver mecidies’' is used. in all
stages, including that of the printed ketubbah, it was custom-
ary in zmir to write in the following blessing at the top of the
page: ‘“With the Lord’s help. With good fortune, and in time of
blessing, welfare and success. Amen, may it be His will.” In
some cases, this is the only verse that decorates the page.

Salonika

As demonstrated above, the Salonikan ketubbof are a
particularly important source for learning about the motifs
popular among the Sephardi Jews of the Ottoman Empire
during a period about which we have very little information.
This is especially true with regard to the Salonikan ketubbah
of 1790 (pl. 54).9% But ketubbot from the nineteenth century
also contain elements, such as pairs of lovebirds, that
gradually disappeared over the course of the century.

When comparing the Salonikan ketubbot to those from
Istanbul and lzmir, what immediately strikes us is their design,
which is based upon a double arch that roofs two columns of
text — the ketubbah o the right and the tena’im to the left (pls.
54, 55, figs. 8-10). This feature lends a certain uniformity to
the Salonikan ketubbot. As stated, the double arch is not
unique to Salonikan contracts, but can be found on the
ketubbot of many Sephardi communities throughout Europe,
both inside the Ottoman Empire (Rhodes, Adrianopie — see
below, and Sofia, Vidin, Shumen, Belgrade and Sarajevo, in
the Balkans} and outside it (Venice, Livorno, Ragusa and
Vienna). In this respect, the Salonikan ketubbot represent yet
another link in the chain of this Sephardi decorative tradition.

in our attempt to explain the centrality of the double arch,
we must recall that originally it had had no particular relevance
o the concept of marriage. Rather, we find that in certain
ancient Christian illuminated manuscripts, it was customary to
frame columns of short text {(such as Canon Tables) with an
architectural structure featuring arches. This tradition con-
tinued throughout the Middle Ages, and undoubtedly influ-
enced the Jewish scribes and illuminators of Christian
Spain.®” When over the course of time the arch in its various
permutations became an indivisible part of the ketubbah
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design (it also became poputar on the title pages of books and
in carpet designs), attempts were made to invest it with
Jewish meaning. Thus, we sometimes find the verse, "“This is
the gateway to the Lord, the righteous shall enter through it”
(Psaims 118:20), inscribed in a central part of the architectural
design.®® In italy, where it was customary to include several
verses on the ketubbah page, the illustrators tried to draw a
retationship between the single- or double-arched gate and
marriage. This was usually accomplished by the associative
use of verses concerning building, orin which the word “gate”
is mentioned in connection with marriage, the ideal woman,
and so forth. We thus find examples of kefubbot with such
varses as “The wisest of women builds her house,”
(Proverbs 14:1) or “'A house is built by wisdom™ {Proverbs
24:3}inscribed on the gates. Yet the most popular verse by far
is taken from the story of the marriage of Ruth to Boaz before
the eiders sitling at the gate of the city (Ruth 4:11-12).%° This
association certainly invested the gate motif with particular
significance; its use in the ketubbot of most of the communi-
ties continued, even after the advent of the printed kefubbah.

in the Salonikan ketubbot, the double arch takes up the
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bottom half of the page alone. The arches in ketubbotfrom the
nineteenth century are generally rounded and schematically
drawn, practically without any additional architectural
features.’® The verse characteristically found on ketubbot
from Istanbul, “He who finds a wife has found happiness and
has won the favor of the Lord,” also appears here in & similar
manner: inscribed in large letters in a rectangutar frame that
separates the two halves of the page. in the upper portion and
around the double arch, the surface is laden with floral and
geometric motifs, drawn or stamped, filing any available
space with vivid color. Until approximately the 1840s, pairs of
birds were at times aiso integrated into the design in the upper
part of the page {(pl. 85d). Uniil the 1850s, this part was
decorated with an outline similar to the type found in keitibbot
from lzmir, and a large medallion, containing a floral wreath,
appeared in the center of the top section. In a ketubbah from
1842 (pl. 55b) the medallion is filled with a Star of David.

The 1860s onwards witnessed a decline in Salonikan
ketubbah decoration. While the basic compasition of the page
remained more or less the same, certain changes in the
decoration took piace: the arches became simpler and more.

schematic, the Horal patterns at the top and sides became
less rich and colorfui; the rectangular frame with the verse
from Proverbs disappeared entirely; and the use of cut-out
designs at the top of the page ceased. In an 1867 kefubbah
housed in the Jewish National and University Library, Jeru-
salem (pl. 55¢}, the decorative elements have been reduced
to almost abstract strokes, and the spaces have not been
filled in with color.*!

In the 1880s, printed ketubbot entered Saionika, as well. A
small number of forms, some of them simple, some elaborate,
served the needs of the city's large Jewish community. An
interesting type, seen in a 1885 ketubbah (fig. 9}, bears at its
top the inscription: ''Written by David Isaac Amarilio 5.7."%2
David Amarilio, who evidently made his living by drawing up
contracts and other official documents for his coreligionists {a
fairly common profession for both Jews and Muslims in the
major cities of the Empire), probably commissioned a design
from a local artist with which to print out forms for his
customers as needed.*® Once again we find the double arch,
but the execution is far more sophisticated, with a marked
attempt at creating a sense of depth. The arch rests upon
three columns with stylized bases and capitals. Just above
the arch we find a large amphora, surrounded by a wreath and
bouguets of flowers. The background consists of rays of sun
bursting forth from a Star of David center. The artist who
designed this biock was certainly familiar with the tradition of
ketubbah decoration in his and other cities (the sun motif, for
example, was also common in lzmir and Istanbul). Yethe also
attempled to incorporate elements derived from classical art,
such as the columns, the amphora, and the wreath of triumph,
which were quite popular during his time.

Another interesting form {fig. 10} was noticeably influenced
by the new artistic style of Jugendstil or Art Nouveau, which
combined two-tone lithography with stylized floral decora-
tions. We do not know the name of the artist responsible for
the design. Uniike the kefubbah mentioned above, here both
design and text were printed — only the names, dates and
amounts were filled in by hand. No space was allotted to the
tenaim — another sign of weakening ties to tradition, and the
abandonment of elements that had been regarded as essen-
tial just a generation earlier.

Salonika, like lzmir, is referred to in ketubbot as “'the city of
Salonika, may the Lord establish it, amen, which sits on the
banks of the sea, and gets its water from springs and wells,"'**
The terms of the marriage are slightly different than those
found in the ketubbot of other Sephardi communities: in the
case of divorce, the woman is entifled to the full amount of her
dowry plus the bridegroom’s increment; it is forbidden for the
husband to take another wife, even as a mistress; it is

“forbidden for him to divorce his wife without her consent and

that of one of her relatives; if she dies without having given
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8. Marriage contract

Salonika, 1867

Paper, watercolors

L.68 W.48

Groom: Yizhak, son of
Avraham Matalon

Bride: Rahel, daughter of David
ha-Levi Carasso

Ben-2vi Institute Collection,
244, Jerusalem

9. Marriage coniract

Salonika, 1885

Paper, print (blue}

L.73 W.51

Groom: Shemuel, son of David
Amarillio

Bride: Mazzai Tov, daughter of
Ya'akov Bekhor Russo

|sraet Museum Collection,
179/262;0.5.37.84

10. Marriage contract
Saionika, 1928

Paper, print

.56 W.44

Groom: Leon, son of Shemuet
Yosef Hasid

Bride: Mathilde, daughter of
Yehoshua Kuenka

Israel Museum Coilection, 179/
343

Gift of the Kove Family, Tel
Aviv
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birth to a child who lived thir’tgfggys. he must give her heirs at
least half the value of the do@: he must inno way attempt to
influence her to break the terms of the ketybbah, or to forfeit,
tor his sake, the rights tegally granted to Her by power of the
ketubbath and the tena'irg*® At the top of the tena'im column,
we often find an acronymithat stands forthe verse, “'And may
they be teeming muiﬁtq‘deé upon the earth” (Genesis 48:16) -
a blessing for fertility. "

Finally, the custom of writing the first letter of each column
in “large, wide letters,” found in Salonikan ketubbot and
those of other cities in the Empire, is justified in a legal
question directed to Rabbi Hayyim Moshe Amarilo of Saloni-
ka {(1695-1748) by the words, "It lends beauty to the writing
and loveliness to the page.'*®

Rhodes

While the number of Sephardi Jews living on the island of
Rhades in the nineteenth century did not exceed 2,000-4,000,
the ketubbot and other ceremonial objects produced there are
as rich as those created in the three large centers mentioned
above, Wealthy members of the local community expended
vast sums on elaborate weddings, which sometimes even
provoked rabbinic censure.”’” The dowry was prepared with
extreme care, and proudly presented before residents of the
Jewish quarter and the wedding guests. Afterwards, its final
amount was copied scrupulously into the kefubbah.*® For a
festive, once-in-a-lifetime occasion such as this, which was
carefully planned many months in advance, nothing but a
richly decorated ketubbah would do.

Ketubbot from Rhodes, like those from Salonika, were
written in two columns, with the text of the fena imto the left. it
should be noted that the island’s scribes excelled in their
particularly atiractive writing tradition: while written in cursive
script, the letters often appeared to have been printed. With
regard to the decoration, in addition to those motifs common
to the various communities of the Oftoman Empire, the
Sephardi community of Rhodes Incorporated several of its
own unique motifs. .

The earliest example known to us is a ketubbah from 1806
(fig. 11). As expected, it was produced on parchment as
opposed to paper. While the page is divided into two, the
double arch is absent. instead, we find a rectangular frame
with simple watercolor floral designs. The upper part of the
page is cut in the form of an equilateral triangte and also
decorated with very simpie floral patterns. Above the vase in
the center is an element rarely found in the ketubbot of the
above-mentioned cities: the hamsah,* indicating an Istamic
influence. As marriage was regarded as one of the most
crucial stages in a person’s life, various customs were
developed in order to safeguard the health and happiness of
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the young couple. The Jews of Rhodes adopted certain
popular magic symbals for protection against the evil eye, of
which the hamsah is the outstanding example.

The hamsah motif also plays an important rofe in a fater
ketubbah, from 1830, which is housed in the Jewish Museum,
New York (fig. 1). In this ketubbah, the harmsah is positioned
between two arches that contain the text. Around the arches
we find a verse connecting marriage with building the House
of Israel; *'May the Lord make the woman who is coming into
your house like Rachel and Leah, both of whom built up the
House of Israel”’ (Ruth 4:11). Three large medallions in the
upper part of the page have verses inscribed in their outer
rings, while floral decorations fill their centers. Similar decora-
tions also surround the medallions. As may be recalled, a
similar arrangement of the upper part of the page (but with a
single medallion in the center} characterizes the ketubbot of
Izmir and Salonika of those years, as does the protrusion at
the top. An element unique to this and other ketubbot from the
island is an external border consisting of regularly repeated
geometric or floral motifs.

One of the most magnificent nineteenth-century Ottomon .
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Ketubbot

11. Marriage
contract
Rhodes, 1806
Parchment,
watercolors and
gouache

£.63 W.50
Groom: Yizhak
Capiluto, son of
Hayyim Capiluto
Bride: Miriam,
daughter of Nissim
Capiluto -
Ben-Zvi Institute
Collection, 242,
Jerusalem

12. Martiage
cantract

Rhodes, 1895
Paper, print,
watercolors
Groom: Avraham
Galante, sonof
Yeuda (sic) Galante
Bride: Joya,
daughter of
Shelomo de Buton
Jewish Theological
Seminary of
America Library, 91
Photo: courtesy of
the Jewish
Theological
Seminary of
America, New York
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Empire ketubbot to have sur\? yed commermorates the union
of Hayyim Yoseph Tarica sand*‘Gsma Yisrael, who were
married in Rhodes in 1843 (pl. 56). The bné#e and groom were
the descendents of two' of the island's most prestigious
families. The bride’s grandfa’(her R. Hayyim Yehudah Yisrael
(17687-1829), had been_the Chief Rabbi of Rhodes; her
father, R. Michaei Ya akov Yigrael (1790-1856) and the father
of the groom, Shemuel Tarica, were among the community’s
leaders.5® Accordingly, an elaborate ketubbah, which in-
cludes motifs that have not been found in any of the other
examples from Rhodes, was prepared in honor of the young
couple’s marriage. The singularity of the ketubbah is particu-
farly manifest in.the repetition of a basic decorative unit, a
small building, no less than eaghteen times in its entirety and
twice in a partial form in four wide bands in the upper part of
the page. The building, with slender spires at its sides, each
crowned with a crescent moon, recalls the form of an ornate
mosque. Yet, in the spirit of the verse from the Book of Ruth
which is inscribed in the outside border, it is quite likely that
here, as well, the implication is buiiding the House of Israel. it
is also possible that the lucky number five is related to the five
buildings in the second and fourth rows, and to the number of
the projecting elements on each of the buildings. The other
elements of the design, such as the double arch, the floral
decoration around it, the decorative strip around the outside
border, the top of the page which was cut in the shape of an
arch ~ all of these are familiar to us from other ketubbot from
Rhodes. This ketubbah, however, was produced by an artist
with a great sense of symmetry, harmony and color. In fact,
the overall shape of the page actually echoes the individual
border surrounding each of the buildings.

Even at the end of the nineteenth century, when, in other
clties, the decorative tradition had begun to decline, the Jews
of Rhodes continued to produce efaborate ketubbot. An
example from 1891, preserved in a damaged state, is found in
the Ben-Zvi institute {pl. 57¢). Above the double arch appears
a large octagon, decorated with crowded, coloriul flowers,
geometric designs and an inscription written in large, square,
handsome letters, arranged within half-circle frames. The
inscription is taken from a song sung at the public reading of
the ketubbah, the beginning of which also appears on printed
ketubbot from lzmir:

For my bridegroom'’s joy, full of love,

| graciously read the ketubbah.

Listen to me my bridegroom, lend me your ear,
While | read the ketubbah to you

And you will be rewarded with hearing

The reading of your sons' ketubbot.>'

The letters of the inscription were created by a technique
commonly employed by the scribes of Rhodes; white spaces
were left in the blue painted background, forming the large
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biock letters. This technique was also used on other objects
from ninetesnth-century Rhodes, inciuding a mock Purim
ketubbah written in Ladino (pl. 570).52 In lignt of this, the
ornate Shivvifiplaque in the israel Museum collection (pl. 57a)
should be attributed to Rhodes.>?

Towards the end of the century, ketubbof with printed
borders became increasingly popular in Rhodes. The most
important example was printed in several colors by the
technique of lithography, while the text was filled in by hand. In
the copy before us (fig. 12), housed in the Jewish Theological
Seminary of America, New York,>* the text is from 1885. It is
interesting to note that aithough according to the inscription
that appears at the bottom of the page, the form was printedin
Vienna, it was most commonly used in Rhodes until the early
1930s.%® The central element is a double stalactite arch,
surrounded by geometric decorations and other ornamental
patterns. The wide rectangular surface underneath the col-
umns was not printed but drawn and painted in a variety of
styles by local artists,

As Rhodes is situated by the sea, the location of the
wedding is inscribed in the ketubbah as follows: “'Here in the
city of Rhodes, may the Lord establish it, amen, which sits on
the banks of the great sea, and gets its water from springs and
wells. "5 The first names of the bride and groomwere inserted
in large block letters into the cursive text. In the dowry section,
the finat sums are divided according to kontante, namely cash
and household goods, particularly bedclothes, and other
personal items, In the nineteenth century, the sums were
quoted in terms of the Turkish coin “lion piastres,” but after
the island came under italian rule in 1812, ltalian liras were
used. While the tena im inscribed in the left-hand column are
essentially the same as those used in the other Sephardi
communities, they also include the 1817 haskarnah (decision)
of the Rhodes community regarding matters of inheritance, as
well as decisions concerning the collection of the inheritance
taken in 1722, 1752 and 1802.57 The saying most commaonly
appearing above the texts of the ketubbah and the tena'im,
even in the printed ketubbot, is: “'With good fortune and in
time of blessing and success; [may their] fortune sprout and
come up.” In the mock Purim ketubbah, this inscription was
changed to npwa N4 1003 ARARN NDTE31 NV RIDYEa

SANPOIN IN NITT SM3 N9AN n%op

Edirne

As large and important as the Sephardi community of Edirne
(Adrianople) was, we have in our possession only one
decorated nineteenth-century ketubbah from this city (fig. 13).
To be sure, it is difficult to make generalizations about
ketubbotirom this area based upon a single specimen, but we

may assume that this example is at least somewhat repre-.

Ketibbot

13. Marriage
coniract

Edime, 1863
Paper, watercolors
and goid powder
L.62 W.45
Groom: Hayyim
known as Bekhor,
son of Avraham
Navon

Bride: Mazzal,
daughter of

| Mordekhai ha-Levi

know as Bekhor
Israel Museum
Collection,
179/319; 366.82
Gift of Suzanne
Zimmer and Marthe
Soussana, Parls, by
courtesy of Mazal
Linenberg
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sentative of the ketubbot prodﬁ'ié,&;:—,d in or around 1863, when it
was created. First of all, we lgarr*that in Edirne, unlike the
other major centers of Turkey, it was custéiffary to include the
tena'imin the text of the kelubbah. The basic structure is thus
similar to that of ketubbdt from Salonika and Rhodes: the
page is divided into two parallel columns’df text, above which
the major decorative motifs are concentrated. in this ketub-
bah, the upper edges aré cut in the form of a pointed arch with
wavy shoulders, the center of which is illustrated with a
miniature scenic view set inside a crescent moon. The
miniature depicts several trees, painted with a few brush
strokes, lacking contours, creating a tranqull, impressionistic
effect. The significance of this representation is unclear,
although it may be related to the pastoral miniatures of the
ketubbot from Istanbul. Around the picture and the two
sections of text are styiized floral decorations done in soft,
light tones. At the top of each column, in decorated car-
touches, appear acronyms for the phrases “with good
fortune” and "'in time of blessing and success,”’ also popular
in ketubbot from other cities (cf. the blessing in ketubbot from
Istanbu).

In citing the name of the city, no source of water is
mentioned, unlike the other Sephardi ketubbot. The currency
used is called "lion piastres.” The usua! shortened version of
the tena’im appears in the left-hand column, and it empha-
sizes the prohibition against polygamy.

In summary, the nineteenth century witnessed a decline in
the tradition of ketubbah decoration among the Sephardi
communities of the Ottoman Empire. Most of the ketubbot
produced during this period are relatively conservative in
terms of their decorative design, which was repeated over and
over again with very little variation. Yet the widespread use of
such ketubbot throughout the Ottoman Empirezpoints to the
continued popularity of this custom, even during a period
marked by overall decline in traditional art forms among the
Jews of Europe. Moreover, the ketubbot of wealthy Sephardi
Jews in this period reflect a version of the standard composi-
tion enriched with extraordinary motifs and an asray of
attractive colors. The elaborately decorated ketubbahwith the
details of the bridal dowry continued to play an important role
in wedding celebrations. Nevertheless, with the ongoing
process of secularization and the erosion of the old ways of
life, this tradition gradually disappeared, and the decorated
ketubbah was eventually reptaced by the printed contract.

Translated by Nancy Benovitz
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Notes

* § would fike o thank Esther Juhasz for alt her assistance throughout the
preparation: of this article.

1. For these ketubbot, see Sabar, Beginnings, pp. 102ff.. and figs. 5, 6, p. 103.

2. R. Duran authorized this popular custom, writing: "'t approve of the custom of
decorating the marriage contract with pictures and verses; asthey usedto make
a large sheet for decorative purposes, and fill it with these verses and pictures,
50 that the witnesses wouid not sign on the first line underneath the ketubbah
text, leaving a blank space” {Duran, Sefer ha-Tashbez, part 1, p. 7b, par. €).
See also itis Fishof's remarks in Ketubbot italiane, p. 232; and Sabar,
Beginnings, p. 102, n. 46, For the reactions of other rabbis, see below.

3. For reasons we cannot delve into at the present, it was not customary for
Ashkenazl Jews to decorate their ketubbot during this peried. For an example of
a Sephardi kefubbah from Hamburg, 1690, see Rubens, Costume, p. 120, pl.
163 {private collection). For an example of a Viennese kelubbah, see below, n.
8.

4. See Sabar, Beginnings, pp. 104ff.

5. For marriages within the Jewish community during this period, including the
vaiue of the dowry, see Goedblatt, pp. 84-99.

6. A decorated ketubbah from Istanbul, 1601, which had previously been in the
private collection of Hadji Ephraim Benguiat, is mentioned in Adler and
Casancwicz, p. 733, no. 141, My attempts to locate this ketubbah, however,
proved fruitless. it shouid also be mentioned here that the kefubbah photo-
graphed in the Hebrew periodical Mahanayim, 83, 1963, p. 23, und the caption:
“Dacorated ketubbat from Turkey, 14th .. actually originated in the Sephardi
community of Vienna and is dated 1o 1854, This ketubbaf tormeriy belonged to
the Berlin collector Salli Kirschstein (see Helbing, p. 17, item no, 265; Helbing
mistakenly predates this ketubbath 10 1844). A color photograph of this contract
can he found in UJE, vol. 8, facing p. 367,

7. Avraham ¢i Botan, Lehem Hav, p. 6, par. 15.

8. Cf.. for example, the case of the noted Italian rabbi, Lampront (1679-1756),
who guotes R. di Boton's words prohibiting the decoration of ketubbot with
human figures and heavenly bodies (Lampronti, Pahad Yizhak, vol. 10, p. 16a,
and ¢f. Sabar, Use, p. 47). Yet we know of many kelubbot from Ferrara —
Lampronti's birthplace and center of influence — decorated quite elaborately
with these motifs (examples in Ketubbot italiane, pls. 18, 21). Moreover, some
of these kefiubbot even bear Lamprondi's signature.

9, For more information regarding these ketubbot, see Sabar, Beginnings. pp.
1061f. and figs. 3, 7, 10, 11. N

10, Examples: Venice, 1602 {ibid., fig. 3); Venice, 1612 {ibid,, #g. 7); Venice,
1614 {ibid., fig. 10).

1. In the private collection of Victor Klagsbald, Paris. Color reproduction and
brief description in Synagoga, item G305,

12. Cf., for example, Ketubbot italiane, pis. 11, 13,16, 21.

13. The parchment industry in Istanbui during the seventeenth century was
primarily, i not entirely, in Jewish hands, as we learn from the testimony of

Evliya Efendi (1611/12-1678): “The parchment-makers {kdderjjidn) are three .

hundred men, with eighty shops. They are alt Jews, and their manufactory is at
Khoja-pasha” (Eviiya Efendi, p. 207, article 381).

14. The ketubbah from Salonika {pl. 54), for example, is on parchment. Angther
ketubbah, from Manissa (northeast of [zmir}, 1785, was preserved bacuase its
parchment was used as the cover of a book {Jewish National and University
Library, Jerusalem, ketubbah no. 34; see Yoel, p. 310, no. 47}. Afew examples
from the eardy nineteenth century are cited below.

15. See “'On the History of the Jews" in this volume and Barnai, Jews, pp.
240-242.

16. While the text of the ketubbah includes all the fixed ohfigations of the
husband towards his wife according to Jewish law, the tena'im were of a more
individual nature, and contained clauses thal varied from community to
community. Over the generations, each community developed a more-or-less
uhiform formula of tena ‘im, which formed the basis for negotiations between the
two families. Among Sephardi famiies, the fena im dealt primarily with matters
of irheritance in the event of the death of one of the spouses, and with the
prohibition of taking a second wife without the proper divorce of the first. Uniike
the Ashkenazi Jews, the Sephardim customarily inscribed a full or shortened
version of the tena’im on the ketubbah itsell. Fuil versions were usually written
in the left-hand column, nextio the kefubbah text (e.g., Salonika and Rhodes),
while shortened versions appear either underneath the ketubbah text (Amster-
dam) or integrated within it (istanbul). Regarding the tena im, see alse Cohen,
Ketubbah.

17. For examples of decorated ketubbot from other regions of the Ottoman
Empire, see Benlamin (detailed discussion of nineteenth-century ketubbotfrom
Erez israel and Syria); Sabar, filustrated (the chapter “Sephardi Europe’”
includes examples from Albania, Bulgaria, Yugostavia, Greece, Rumania and
Turkey). Reproductions of ketubbot from Vidin, Bulgaria, can be found in
Hacohen, pp. 106, 129; £JC, vol. 6, pp. 426, 429. Examples from Semiin and
Sarajevo, Yugoslavia, appear in Belgrade Calalogue, pp. 131-32, pls. 8-10.

18. Exampies of this type can be found at the Jewish Theological Seminary,
New York {Istanbul, 1830, Ketubbah no. 155); Hebrew Union College, Skirball
Museum, Los Angeles {Istanbui, 1848, no. 34.40, and see color reproduction in
Sabar, Mustrated, Ket, 177} Cecit Roth Collection, Beth Zedec Museum,
Toronto {Istanbul, 1863, and see reproduction in Qntario Catalogue, p. 51, nc.
28).

18. The last three words in the Hebrew are usuatly written in the acrostic n*1™.

20. For examples of objects, produced in a variety of techniques, see
Petsopoules.

21. It should be noted that this was an exceptional Instance of an especially
large community. In smaller communities, ketubbof were made to order, and it
was the scribe who apparently decorated the ketubbah, Evidence of this can be
found in the words of Rabbi di Boton, quoted above: A ketubbah which has
been decorated by a scribe....” Evidence from the nineteenth century of this
custom is also cited below, in the description of ketubbot from Rhodes.

22. A simpler version of this arrangement, with a singie structure, a boat, a tree
and a bird, appears within a smail cartouche on a ketubbah from |stanbul, 1863
{above, n. 18). The theary advanced in Ontario Caialogue, that this scene
depicts a synagogue on the banks of the Sea of Galitee, is, in our opinion,
unfounded.

23. For the architecture and role of the sultanic kosk, see Aslanapa,
Architecture, pp. 246-51.

24. For exampie, the Ottoman Torah ark curtain with an elaborate Turkish
structure embroidered in its central field (see pl. 20b and discussion on p. 130in
this volume}. An outstanding example of a Jewish object which in many
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communities adopted locat architectural elements for a similar reason is the
Hanukkah lamp (cf. Architecture).

25. Renda, Batitilagma {English abstract, pp. 262-65); and Renda, Wall,

26, One of the variations originated quite far away in the Empire — in Cairo. A
Cairene ketubbah, dated 1821, housed in the Cambridge University Library
(ULC Or 1080, Box @, 1. 21), features a miniature with houses and human
figures! The other decorations on the page, including twelve medaliions with the
signs of the zodiac as a frame around the text, were apparently influenced by
Halian ketubbot. For this ketubbah, see Weiss.

27. For a description of the text of this ketubbah, see Yoel, p. 310, no. 46.

28. A few exampies are preserved in the offices of the Karaite communily in
Ramileh, Israel.

28, The sun-ray motif is especially prominent on priatad ketubbot from Fzmir and
Salonika (see below, figs. 7, 9). It may have been borrowed from ornamented
suftanic documents from the nineteenth century, in which it appears in a similar
fashion ~ at the head of the decorated page, above the framed text. See
Kerametli, il. 31, The significance of this motif is unclear, but it should be
mentioned that it is also commonly found on Jewish ceremonial objects and
sitver iterns throughout the Otoman Empire.

30. Gold paper, or cut-outs glued onto ketubbet, could be found in villages near
lzmir (see, for example, “Paper-cuts,” n. 20, in this volume), and were also
commoen in other communities throughout the Empire. in the eighteenth
century, arnameniation in Damascus ketubbot consisted primarily of decorated
paper-cuts. A ketubbah from the Sephardi community of Vienna, 1831, housed
in MUC Skirball Museum (no. 34.90} features cutouts of golden vases (see
Sabar, fflustrated, Ket, 152). )

31. See, for example, Tirkische Kunst, 1/17b; 1/19a.

32, In Turkish folk art, the cypress was alsc, and in fact, primarily, a symbol of
death (see Arseven, p. 60; Akar and Keskiner, p. 81 and ph. 68), though this
symbolism obviousty did not apply to cypress motifs appearing on kefubbot.

33. Regarding the great importance of the dewsy in planning the life of the young
couple in Istanbul, until the modern period, see Glazer, and "Marriage’ in this
volume. :

34. Ct. Hagiz, Sefer Halakhot Ketanngt, p, 71a.

35. A fuller version of the song appears on a kefubbah frem Rhodes, 1891 (see
below, n. 51).

36. Another Salonikan ketubbah from the eighteenth century {dated 1760),ina
fragmentary state, is housed in the library of the Jewish Thaological Seminary,
New York (no. 217). .

37. A double harseshoe arch similar to those appearing on Sephardi ketubbot
from: Venice is alsc found on several Hebrew manuscripts from Spain, such as
the First Kennicott Bible (Oxford, Bodleian Library, Ms, Kenn. 1), see Narkiss,
Spanish, part 2, figs. 447-50.

38. See, for example, the title page of Sefer ha-Musar by Yehudah Khalaz,
printed by Eliezer Soncing in Istanbul, 1537 (Kaplan, p. 18, no. 16~ mistakenly
dated "1536™); for examples of carpets see “Textiles.” figs. 41, 42, pl. 18;
regarding a Venetian ketubbah from 1649 with the above-mentioned verse, see
Sabar, Beginnings. p. 108, ig. 13. See also Sabar, Use, pp. 49,
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39. For examples of Halian ketubbi ddpaturing these verses, see Kelubbot
italiane, .g., pls. 8, 11,13, 15,18, 21{.!w T Gxampies from the Oftoman Empire
are brought below. i g

40. issachar Yoel's thecry that the source of ingpiration for this frame is “the two
Tablets of the Law" (Yoel, p. 3’10 nas. 41-44) is, therefore, not feasible. The
very fact that ketubbot with one’column of text are framed by a single arch
shows that there is no connagtion with the shape of the Decalogue.

41. For defalis of the text of th{é"ketubbah in pl. 55¢, see Yoel, p. 310, no. 41.

42, Another form of this page, with the ketubbah text dated 1890, i.% housed in
the Jewish National and University Library, Jerusatem, ketubbah no. 23 (Yoel,
p. 310, no. 43).

43, Regarding the livelihnood of scribes from Salonika from the writing of
ketubbot and similar documents, see Barnai, Jews, pp. 275-76.

44. Ci. the testimony of R. Ya'akov Hagiz, Sefer Halakhot Ketannot, p. 71a. R.
Hagiz comments: “Salonika [spelled in Hebrew *pribwlwithout the letter aleph
petween the shin and the lamed, as was customary ameng our predecessors,”
But, as a rule, the ketubbot in our possession do feature the afeph (cannected to
the Jamed, as was the practice).

45, For a fult descripticn of the tena 'im commonly found on Salonikan kelubbot,
see Gulak, pp. 47-49. A Salonikan ketubbah with a slightly different version of
the tena'im, accompanied by rabbinic commentary, is cited in Zikhron Saloniki,
pp. 372-75.

46. Amarillo, Devar Moshe, part 3, p. 37a, par. 9.

47. See, for example, the responsum of R. Rahamim Hayyim Yehudah Yisrael
(1815-92), cited in Angel, p. 120.

48. Cf. Angel, ibid., and “Marriage" in this volume.

49. The hamsah appears, for exampie, on a Sephardi ketubbah from Tiberias,
1842, in the Cecii Roth Collection (see Ontaric Catalogue, p. 31). An
exceptional example of the hamsah motit appears on a ketubbah from istanbul,
1866, in Mann, Two Cities, p. 76, no. 37. In cther cities, such as Saled,
Jerusalem and Damascus, it was customary 1o quote in the ketubbah sums in
which the number five was repeated soveral times. These sumns were indicated
by large, square letters that stood out against the cursive text. For the
importance and wide distribution of the hamsah motif in textites, see “Textlles”
in this veiume.

50. For the lives of R. Hayyim and R. Michael Yisrael, see Markus, pp. 58-75.
The father of the groom is apparently Hezekiah Shemuet Tarica, a weli-known
rabbi and poet from early nineteenth-century Bhodes; onhim see Angel, pp. 75,
117, 118, 136.

51. We do not know who the author of this marriage song was. The song first
appears in the rare book Shirim, u-Zemirol. ve-Tishbahot, printed by Eliezer
Soncino in istanbul, 1545 {see Markon, pp. 236, 278). In any case, these lines
are nottaken from the poem Yarad Dodi le-Ganno which precedes the Shavuot
ketubbah composed by R. Yisrae!l Najara (15557-16257), as proposed by
Davidson {Davidson, voi, 3, p. 67},

52. For more about this ketubbah and other versions of Sephardi Ketubbot
Pagaim (mock ketubbot) in honor of the marriage of Haman and Zeresh, see
Lewinsky, Purim, pp. 34-37.

53. This theory is supported not only by the letters and the decoration of the
outer border, both characteristic of Rhodes, but also by the name of the “arist
ang scribe”” appearing in the upper left-hand corner of the blue-white band
Raphael Mordekhai Moshe Tarica — a common name among the Jews of
Rhodes.

54, Ketubbah no. 91 in the Library of the Jewish Theological Seminary, New
York.

55. Although examples of this form have come to us from other cities of the
Ottoman Empire, it was in Rhodes that it attained particular popularily, and was
hand-decorated with additonai designs that are generally not found on forms
from other cities. It is interesting to note that this form even reached the USA, as
exemplified by a ketubbah from Milwaukee, Wisconsin, 1918, housed in the
Kiau Library, Hebrew Union College, Cincinnati (Ms.792a; reproduced in
Sabar, llustrated, Ket. 254). The left-hand column of this ketubbah, which was
meant for the text of the tena im, cortaing an English transiation of the ketubbah
text.

6. This spelling of the name of the island (D117} was the norm in Hebrew
documents and sources from Rhodes. 1t should he mentioned, however, thatin
earlier generations, the Rabbis deliberated whether or not to adopt the
customary Greek speiling - o1n1. See Markus, p. 5, n. 1.

57. See Angal, p. 95.

Bibliography

Adler and Casanowicz Adler, C.A. and Casanowicz, .M., “The Collection of Jewish Ceremonial Ohjects in the United States National Museum,"”
Proceedings of the United States National Museurmn 34 (1808), pp. 701-46.

Akar and Keskiner Akar, A. and Keskiner, C., Ornament and Design in Turkish Decorative Arts, Istanbul 1978,

Amarillo, Devar Moshe Amarillo, Hayyim Moshe, Davar Moshe, part 3, Salonika 1750.

Angel Angel, Mark D., The Jews of Rhodes: The History of a Sephardic Communily, New York 1978.

Aschitecture Architecture in the Hanukkah Lamp (Exhibition Catalogue no. 186), The israel Museum, Jerusalem 1978 {Hebrew and
English}.

Arseven Arseven, Cela Esad, Les arts décoralifs turcs, Istanbul [n.d ).

Aslanapa, Architecture

Aslanapa, O., Turkish Art and Architecture, New York 1971.

Barnai Jews Barnal, Jacob, ““The Jews inthe Ottoman Empire," in History of the Jews in the Islamic Courtries, ed. 8. Ettinger, Jerusalem

1986, vol. 2, pp. 181-297 (in Hebrew).

236

Belgrade Catalogue
Benjamin

Avraham o Boton, Lehem Rav
Cohen, Ketubbah

Davidson

Duran, Sefer ha-Tashbez
EJC

Evliya Efend:

Glazer

Goodblatt

Gulak

Haceohen

Hagiz, Sefer Halakhot Ketannot
Helbing

Kaplan

Keramaetli
Kolubbot italiane
Lampronti
Lewinsky, Purim
Maan, Two Cities

Markon

Markus

Narkiss, Spanish
Ontarip Catalogue
Petsopoulos
Renda, Batiliasma
Renda, Wall

Rubens, Costume
Sabar, Beginnings

Sabar, flustrated
Sabar, Use

8ynagoga
Tiirkische kunst
UJE

Woeiss

Yoel

Zikhron Saloniki

Ketubbot

Izlozba: Jezik, Pisme | Kniiiga Jevreja Yogosiavia {Exhibition Catalogue}, Jewish Historical Museum of Belgrade, Beigrade
1979,

Benjamin, Jonathan, “Ketubah Crnamentation in Nineteenth-Century Erelz lsrasl,” Israsl Museum News 12 (1977), pp.
128-37.

Avraham di Boton, Lehem Rav, Jerusatem 1968 (first ed. lzmizr 1660).

Cohen, She'ar Yashuv, "The tena’im in the Ketubbah,” Mazkeret, in memory of Rabbi isaac Halevi Herzog, Jerusalem
1962, pp. 545-53.

Davidson, Israel, Thesaurus of Medigval Habrew Poefry, vol. 3, New York 1931 {in Hebrew).

Duran, Shimon Ben Zemah, Sefer ha-Tashbaz, Lemberg 1891 ‘first ed. Amsterdam 1738-41).

Enciclopedia Judaica Casteliana, vol. 8, Mexico City 1949,

Evliya Efendi, The Travels of Eviiya Efendi, vol 1, pt. 2: Narrative of Travels in Europe, Asia and Africa in the Seventeenth
Certtury, frans. from Turkish by Joseph vor: Hammer, London 1846.

Glazer, Mark, “The Dowry as Capital Accumuiation among the Sephardic Jews of Istanbul, Turkey,” in Jewish Societies in
the Middle East: Community, Culture and Authority, ed. S. Deshen and W. P. Zenner, Washingion 1972, pp. 299-309.
Goodblatt, M.S., Jewish Life in Turkey in the XVith Century, New York 1952,

Guiak, Asher, A Thesaurus of Jewish Legal Documents, Jerusaiem 1926 (in Hebrew).

Hacohen, Menachem, Jewish Life Cycle: Marriage, Jerusalem 1986 (in Hebrew).

Hagiz, Ya'akov ben Shemuel, Sefer Halakhot Ketannot, Verice 1704.

Helbing, H., Die Judaica-Sammiung 8. Kirschstein, Berlin: Kuligeréte fir Haus und Synagoge, Munich 1932,

Kaplan, Mitchell M., ed., Panorama of Ancient Letters: Faur and a Half Centuries of Hebraica and Judaica, New York 1842
Kerametli, Can, Galata Mevlevihanesi. Divan Edebiyati Miizesi, Turkey 1977.

Ketubbot italiane. Antichi contratti nuziali ebraici miniati, Milan 1984.

Lampronti, {zhak, Pahad izhak, vol. 10, Lyck 1871.

Lewinsky, Yom-Tov, Haman-Smiting in the Diaspora; Compilation of Purim Fofkiore, Tel Aviv 1947 (in Hebrew),

Mann, Vivian B., A Tale of Twa Cities; Jewish Life in Frankfurt and Istanbul, 17501870 (Exhibition Cataiogue) The Jewish
Musgum, New York 1982,

Markon, Isaac D., “Sefer Shirim u-Zemirot ve-Tishbahot," in Dvir, vol. 1, Berlin 1923, pp., 228-84.

Markus, Simon, De claris qui ex Rhodia Israel familia erant rabbinis, Jerusalem 1935 (in Hebrew).

Narkiss, Bezalel, Hebrew lilurninated Manuscripts in the British Isles, pt. 1: The Spanish and Portuguese Manuscripts,
Jerusatem 1982, 2 vols.

Ketubbah: the Jewish Marriage Contract (Exhibition Catalogue), Art Gallery of Ontario 1980-81.

Petsopoutos, Yanni, ed., Tulips, Arabesques and Turbans: Decorative Arts from the Ottoman Emgpire, London 1982,
Renda, Génsel, Batililasma Ddneminde Ttirk Resirm Sanati 1700-1850, Ankara 1977,

Renda, Giinsel, “"Wall Paintings in Turkish Houses," Fifth international Congress of Turkish Art, ed. G. Feher, Budapest
1978, pp. 711-35.

Rubens, Alfred, A History of Jewish Costume, New York 1973,

Sabar, Shalom, The Beginnings of Ketubbah Decoration in ltaly: Venice in the late Sixteenth to the Early Seventeenth
Centuries,” Jewish Art 12113 (1986/87), pp. 96-110.

Sabar, Shalom, The llustrated Ketubbah: Jewish Marriage Contracts of the Hebrew Union College Skirball Museum and
Kiau Library, Phitadelphia {forthcoming).

Sabar, Shafom, *"The Use and Meaning of Christian Motifs in lilustrations of Jewish Marriage Contracts in italy," Journaf of
Jewish Art 10 {1984}, pp. 47-63.

Synagoga: Kultgerite und Kunstwerke {Exhibition Catalogus), Recklinghausen 1860,

Tiirkische Kunst und Kuftur aus Osmanischer Zeit (Exhibition Catalogue), Recklinghausen 1985, 2 vols,

Universal Jewish Encyelopedia, vol. 6, New York 1939.

Weiss, G., "An llluminated Marriage Contract from the Cairo Geniza from April 18, 1821, Gratz Coflege Annual of Jewish
Studies 7 {1978), pp. 90-98.

Yoel, issachar, "From the Collection of Marriage-Contracts in the Library,” Kiryath Sepher 21 (1945), pp. 302-12 (in
Hebrew).

Zikhron Saloniki: The Grandeur and Destruction of the Jarusalem of the Balkans, ed. . Recanati, vol. 2, Tel Aviv 1986 (in
Hebrew).

237




1. Suktkah decoration, paper-
out

Artist: Yoset Abulafia

Izmir, late 18th century

H.20

Hayyim Abuiafia Collection,
Ramat Aviv

Paper-cuts

Esther Juhasz

introduction

The art of the paper-cut has a long tradition in the Ottoman
Empire.’ Serving diverse purposes, it was both an indepen-
dent branch of art and an auxiliary element in other art forms.
Among the various types of paper-cuts we find bock covers,
folios in illuminated manuscripts featuring illustrations and
calligraphic designs, calligraphic pfaques hung in mosgues,
cut-out patterns for embroidery and characters for the shadow
theater.

Leather book bindings with cut-out decorations developed
at the beginning of the sixteenth century, when Persian
bookbinders settled in various Turkish cities.® Many of the
paper-cuts reveal a similarity to Chinese paper-cuts in subject
matter and style. i may well be, therefore, that Chinese
paper-cuts reached Turkey via the "' Silk Route," together with
porcelain and other goods, and influenced local artisans.
Among the guilds described by Evliya Efendi in the seven-
teenth century we find a paper-cutters’ guild {oimajian), with
twenty members working in nine shops: “The paper-cutters
are dervishes, who are possessed of a thousand arts; they cut
out of paper, with scissors, many wonderful borders and
edgings, which are kept in books for remembrance sake.™*

Calligraphic plaques with cut-out letters were common in
Turkey during the sixteenth and seventeenth centuries.
These were produced in two ways: either the letters were cut
out and pasted onto a sheet of a contrasting color, creating a
positive design, or the sheet from which the letters had been
cut was placed on a sheet of another color, forming a negative
design {in Turkey these cuts were known as ‘‘feminine"’ and
“masculine’’). Some of the cut calligraphic plaques were
made fo be hung in homes and mosques, while others were
used to iluminate manuscripts. The most prominent Turkish
artist in this field was Fahri of Bursa who worked in the
seventeenth century.

Paper-cuts for illuminated manuscripts were sometimes
used to enhance drawn ilfustrations, but also appeared
independently (fig. 2).° Eighteenth-century artists produced
multilayered and multicolored paper-cuts, mostly depicting
landscapes and used to decorate writing cabinets.® Paper or
cardboard cut-outs were also used as patterns for goid
embroidery (fig. 10) and as stencils for copying designs onte

calligraphic plagues and for preparing shadow paper.”

The technique of leather-cutting was also utilized to create
figures for the Turkish shadow theater (Karagdz). Tradition
has it that the shadow theater was brought to Turkey from
Egypt by Sultan Selim [ in the sixteenth century. Whatever the
case may be, once this art form had put down roots in its new
home it continued to evoive independenily and is still popular
there (fig. 3).8

The achievements of Turkish paper-cutting made a con-
siderable impression on European visitors to the country, and
some scholars hold that it was due to Turkish influence that
paper-cutting developed in Europe during the seventeenth-
eighteenth centuries.®

Some characteristics of Turkish paper-cutting

(Of the various technical and stylistic characteristics of Turkish
paper-cuts, the following ones are of particular importance for
Jewish examples of the art:

1. The making of the paper-cuts from small independent cuts
mounted side by side or partly overlapping, either to create a
composition, or as frame decorations for drawn pictures. In
some cases identical parts were cut out together from several
sheets of paper that had been pasted together; the multi-
layered cut-cut was then soaked in water to dissolve the paste
and separate the parts.

2. Design or motifs based on a narrow contour line, filled with a
vegetal latticework.’?

3. Several layers of paper pasted together to form a muitilayer
paper-cut with partially overlapping designs, the result being a
kind of reliet, alluding to a three-dimensional presentation. '
4. Asymmetric compaositions, or only apparently symmetric,
with slight, probably intentional discrepancies. This structure
is particularly common in paper-cuts composed of several
parts.'?

5. Use of a great variety of types, textures and colors of paper.

Types of Jewish paper-cuts
The art of paper-cutting was popular among the Jews of the
Ottoman Empire no doubt owing to the influence of their

surroundings. Evidence 1o that effect is provided by Jewish
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paper-cuis preserved in m"kgcggum collections, private collec-
tions and synagogues. Magtef the surviving Jewish paper-
clits date from the second half of the ningteenth century, and
exhibit a variety of techniques and styles: The high degree of
skill exhibited by somg may suggest that the surviving
examples of the art are the last links in g long chain of tradition.

Although the origins ofpaper-cuiting among Sephardi Jews
are not known, interesfing evidence of its antiquity survives in
Spanish-Jewish literature from the thirteenth-fourteenth cen-
turies. R. Shem Tov Ardutiel of Soria {Castile), in a verse
entitled *'The Debate between the Pen and Scissors, " relates
how he was once forced to cut out letters with a pair of
scissors when the ink in his inkwell froze solid.™

All Jewish paper-cuts known to us are connected with
religion or folk beliefs. They include ketubbot {marriage
contracts) and Shivviti plagues used as decorations in the
synagogue or the sukkah, some were made o celebrate
life-cycle events, such as weddings, while others served as
amulets. "

The largest group of paper-cuts is that of the Shivvili
plaques, which feature chapters and verses from the Bible,
the Tetragrammaton {the four-letter name of God), various
versions and abbreviations of the names of God, benedic-
tions, prayers, and names of angels and various incantations
commonly used in amulets. These plaques are sometimes
called menorah plaques, as many of them feature the
seven-branched candelabrum, with the words of Psalm 67 (1o
which mystical significance was attributed) inscribed between
or on the branches; ancther common text is the kabbalistic
prayer Anna be-khoah (known as “the prayer of R. Nehunya
ben ha-Kanah,"" and also endowed with mystical properties,
as the initials of its words form the 42-letter Holy Name of
God).'? In the center of these plagues appears the verse "'l
have set the Lord always before me” (Psalms 16:8; the first
word of this verse in Hebrew is Shiwiti — hence the term
Shivviti plague), and the Tetragrammaton stands out in large
letters in the center. Some of these plagues — those meant to
be hung in sukkof~ also contain the ushpizintext (inviting the
seven “guests” [ushpizin] who traditionally visit every Jew's
sukkah during the feast of Tabernacles: Abraham, Isaac,
Jacob, Joseph, Moses, Aaron and David).

Almost all the paper-cuts bear the artist's signature,
sometimes together with a date and the name of the person to
whom the work was dedicated, or of the person who
commissioned it and donated it to the synagogue. According
to the signatures, ali the artists were men, and their names
point to their Sephardi origin. Their command of biblical and
prayer texis, as well as amuletic formulas, indicates that they
may have been connected in some way with the Hebrew
printing trade or the craft of the Torah scribe.'® They
presumably learned the art of cutting with scissors or knife
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from their Turkish neighbors. In fact, paper-cutting was still
being studied in Turkish schools as part of arts and crafis
lessons as late as the twentieth century. However, we do not
know when the Jewish paper-cutters attained the high degree
of skill demonstrated here.

The Jewish paper-cuts from Turkey can be classified into
different stylistic groups, each having its own specific technic-
al characteristics, apparently drawn from several different
traditions of cutting work.

Small paper-cuts as frames around drawings

This group includes the earliest dated plaque knowntous—a
combination of Shivvitiand a map of the holy places (pl. 58).%7
According to the dedication, the plague was produced in
istanbut in 1838/9 by Moshe Ganbashe. The central field is
taken up by the holy places and the sea — complete with a
steamship — painted in color. The cut elements in the plague
are the strips separating the different parts of the painting and
the letters around the central part, as well as the vases with
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2."Jew in Constantinople”
1618

Paper-cut, colored

British Museum, manuscript
1974-6-17-013fol 58

Photo: courtesy of the Trustees
of the British Museum, London

P57

a. Shiwvitiplaque

Artist and scribe: Raphaet
Mordekhai Moshe Tarica
18627

Paper, gouache (tempera?)
and gold powder

L.78 W.57

Israel Museum Collection,
168/57;615.85

b. Mock ketubbah
Rhodes

Paper, gouache
L.46 W.32
Israet Museum Collection
179/113;20.84

Gift of Nelly Devidas

¢. Marriage contract

Rhodes, 1891

Paper, watercolors, pencil and
colored pencils

L.66 W.44

Groom: Avraham Amato
known as Bekhor

Bride: Rahel, daughter of
Moshe Capiluto
Ben-2viinstitute Coliection,
243, Jerusalem

Plate 57




Shivvitiplaque

Map of the Holy Places
Istanbul, 1838/2

Paper, paint, ink, paper-cut
sections

L.87 W.107.2

The Jewish Museum Coltection

F5855, New York

Gift of Dr. Harry G. Friedman
Photo: courtesy of the Jewish
Museum, New York

Shivvitiplague

Artist: David Aigranati
19th-20th centuries
Multilayared paper-cut
L.41 W.45

Israel Museum Collection,
168/58,616.85
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P62
a. Shivvitiplaque

Artist: Ya'akov Albagli
1875

Paper-cut, mirror, paper,
colored pencils

L.44 W.27

Israel Museum Collection,
168/55,613.85

b. Blessing for a wedding
19th-20th centuries
Paper-cut, paper and
embossed gold paper, ink,
colored pencils

L.43 W.30

Israel Museum Coilection,
177.149

¢. Amulet

Muititayered paper-cu
Artist: David Algranati
19th-20th centuries

L.14 W.12

Israel Museum Collection,

177/148;814.84
Courtesy ofthe Center for
Jewish Art, Hebrew University,
Jerusalem

P63

a. Shivvitiplague forthe
sukkah

Artist: Yosef Abulafia
|zmir, 1889/90 R
Paper-cut, paper, ink on
embossed metal paper
L.38 W.54

|sraet Museum Collection,
166/48,606.85

b. Shivvitiplague

Artist: Ya'akov Albagti
1873/4

Paper-cut, celored paper,
watercelor and ink

L.27 W.44

Israet Museum Coilection,
168/63;611.85

Plate 6l




Pi. 64

Shivviti plague

1868/9

Paper-cut, multicolored paper,
printed and gold embossed
paper, ink

L71 W43

Israel Museum Collection, 168/

54,612.85

Paper-cuts

3. Twotypes of Jewsinthe
Karagdz shadow thealer
Leather, painted and cut

L. A. Mayer Memaorial Institute
for Islamic Art, Jerusalem
Private Collection, Jerusalem
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vine irellises and grape clusters framing the whole. The
elements in the frame were cut in pairs and then mounted
opposite one another. This combination of painting with a
paper-cut frame is known from illuminated Turkish manu-
scripts and albums;'® it can also be seen in Italian ketubbot
and Scroils of Esther.'®

Ketubbotdecorated with multilayer muiticolor collages
We know of two ketubbot from Istanbul, dated 1881 (pl. §1)
{see preceding chapter, "'Ketubbot, ), and some from smaller
cities.?® Those from Istanbul are decorated with designs cut
from paper of striking colors, as well as gilt paper, in simple
geometrical patterns, mounted side-by-side and on top of one
ancther (e.g., windows and doors on houses).

The subject matter is mainly architectural — the skyline of a
Muslim city, perhaps Istanbul, with buildings topped by
cupolas, minarets of mosques and cypress trees, in keeping
with the conventions of Turkish art. The ketubbot use iwo
contrasting elements 1o convey a sense of space and depth:
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the smooth pieces of paper form a muiticolored, decorative
continuum; while the colored units, partially overlapping, give
a sensation of depth due to the alternately depressed and
raisad sections of the design — although there is no real sense
of perspective, The impression of depth is also heightened by
the magnification and diminution of various details, such as
the cypresses.

Single-layer carpet pages

This group comprises paper-cuts created by Yoseph Abulafia
and Yoseph Halevi b, Yizhak, known as Bekhor (figs. 1,5, 7-9,
pi. 83a), both of whom worked in the 1890s, A few details of
Yoseph Abulafia's life are known.®' He was born around 1880
in Bunar-Basi, near izmir, and died in lzmir in 1842 (figs. 4, 6).
He apparently came from a rabbinical family ~ his elder
brother was head of an lzmir burial society — and taught at the
Talmud Torah school in lzmir; however, we know nothing of
his formal education. A skilled calligrapher, he was a jack of
many trades, including paper-cutting, wood-carving and pre-

Paper-cuts

4, Yosef Abulafia with his pupils
Taimud Torah school

{zrir

Photo. Arch. 5953

Countesy of Hayyim Abulafia,
Tel Aviv

5. Shivviliplague

1893

Arttist: Yosef Abulafia
Paper-cut, paper and inkon
embossed metal paper({?)
L.20 W.25

The Gross Family Collection,
Tel Aviv

6. Paper-cut Adtist:
Yosef Abulafia
lzmir, 1880-1942
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paring inscriptions for to‘_“_‘i stones. Among his surviving
creations is a Shivviti plaque fora sukkah (pl. 63a) and a copy
of it, probably cut togethef-with the otiginai (visible in the
second plaque is the beginning of an unfinished micrographic
inscription containing texts from the Song of Songs), a smaller
Shivviti plaque (fig. 5),“?“and a number of multilayer cut-outs
that open out intothrée-dimensional decorations for the
sukkah (figs. 1, 7). THg latter were made of four double sheets
of different colors, folded together like a booklet, cut and then
sewed along the fold. The resuit is a structure of eightidentical
leaves around a central axis. The prevalent motifs in these
works are floral vases, fish, an architectural structure in
perspective containing a Magen David and cut-out inscrip-
tions. One paper-cut is a unique portrayal of a Turk wearing a
fez and brandishing a sword {fig. 1}.

On Yosef Halevi we have no details whatever. We know six
samples of his work, all Shivviti plagues, one of them for a
sukkah (fig. 8). Four of the plagues are dated to the 1890s
(1891/2 and 1893/4).%2
The paper-cuts of Abulafia and Halevi have several common
features. They are horizontal rectangles made of a single
sheet of paper folded once io obtain bilateral symmetry. The
design consists of a central rectangle surrounded by one or
more frames, generally depicting one or two seven-branched
candelabra (in the center of each half} and such motifs as the
Tablets of the Law, a Torah crown or a Magen David. The field
of the design is filied with dense foliage growing out of vases,
linking the various motifs to the frame and 1o each other. The
Shiwviti plaques for sukkot also feature an additional lower
strip, in which the ushpizin blessings are inscribed on a row of
seven vases framed by seven rounded arches. The cut-outs
are made of white paper {oxidation has setin and the paper is
darkened). They were cut with a knife and mounted on a
background of embossed gilt and blue paper. The verses and
prayers are written in black ink in the uncut areas.

The obvious sirmiiarity between the work of these two artists
hints at a possible connection between them —they may have
been acquainted with each other's work; perhaps both
studied with the same master or worked within the same
genre conventions.

Abulafia’s design of the vegetal latticework is far more
delicate and his repertoire of patterns richer than those of
Halevi, The ornamental motifs and flowers are smalier and
more detailed, and one readily identifies among them tulips
and roses, borrowed from Ottoman art and following its
conventions. Halevi's lines, on the other hand, though
schematic, are weli-rounded and firm, creating a sense of
flow.

In Abulafia’s Shivviti for a sukkah (pl. 63a) the inner frame
confains a strip in which inscriptions were cut in negative,
exposing an additional background beneath. According to the
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dates in the sukkot cut-outs, Abulafia’s Shivvili precedes that
of Halevi (1889/90 as against 1893/4).° As this type of carpet
page is uncommon in Turkish paper-cutting, its sources
should probabily be sought in Jewish paper-cuts from other
parts of the world. Nevertheless, the design of the details as
mentioned above, such as the pair of cypresses in Abulafia’s
creation — a narrow outline entirely filled with foliage —
indicates familiarity with the Ottoman style,

Multilayer collage paper-cuts on a vegetal latticework
This group of paper-cuts includes works by two anists,
Hayyim Yauda Algranati and David Aigranati, who were most
probably refated. The former produced a Shivviti plaque for a
sukkah (pl. 61} and the latter two Shivviti plagues and a
personai amulet {pls. 59, 60, 62¢). The works are not dated,
though those of David Algranati include personal dedications.
Highiy skilled artisans, both artists were clearly of the same

school and drew on similar traditions. Their paper-cuts reveal
common features:

1. The paper-cuis are multicolored. Both design and back-
ground are fashioned from paper of varying types, textures
and colors.

2. Each Shivviti plaque is made up of a large number of
smaller cut-outs, created using different technigues and
mounted side-by-side or in layers, partially or completely
overiapping. The number of iayers may be as high as seven,
creating a kind of rich mosaic.

3. The symmetrical struciure is maintained, despite a few
discrepancies. It seems that some parts of the paper-cuts
were cut together and mounted on the plaque opposite one
another, on either side of the axis of symmetry,

4. The field between the main patterns is filled with a delicate
vegetal lattice design, mounted on a background of a
contrasting color.

Paper-cuts

7. Sukkahdecorations
Artist: Yosef Abulafia

tzmir, late 19th century
Paper-cut

L.20

Hayyim Abuiafia Collection,
Ramat Aviv

a45




Paper-cuts

5. The layers are produced by different techniques: indepen-
dent two-layer paper-cuts, consisting of an upper layer — the
cut-out itself — and a background of contrasting color (see, for
example, the muskets and cannon barrels in pl. 61}); multilayer
paper-cuts made by an underlaying technique: first the upper
layer is cul out and mounted on a different-colored back-
ground, and then the latter is cut parailel to and very near (c.
0.5 mm) the previous lines (this technique is unigue to David
Algranati). One also finds paper-cuts pasted together by an
overlaying technique, such as a collage paper-cul on a
vegetal iatticework filing out the background, and various
combinations of these two technigues.

6. Both artists incorporate inscriptions, either positive or
negative cuts, and some written in black ink. David Algranati
makes much use of negative cuts, backing up the inscriptions
with paper of changing colors. Hayyim Yauda Algranati uses
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both technigues equally frequently.

7. Incorporation of ready-made components of colored paper,
in different sizes, bearing various embossed or printed
decorative designs. The paper-cut of Hayyim Yauda Algrana-
ti, for example, has a gilt-embossed page mounted in its
center, confaining “‘windows™ within which the cut ushpizin
text appears (pl. 61). The sword handles in this paper-cut are
also ready-made elements, embossed in gold. The high level
of skill displayed by both of these artists indicates that their
use of such elements was not due to technical inability, but to
the intrinsic vaiue they attached to these items.

Coliage paper-cuts of ready-made components
This last group includes two Shivviti plagues, made by
Ya'akov Alba'ali in the 1870s, one of them mounted on a

mirror (pls. 62a, 683b). These paper-cuts, unlike those de- .
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8. Shivviti plaque for the
sukkah

Artist: Yosef ha-Levi

{zmir, 1894

Paper-cut, paperandink on
embossed metal paper
L.56 W.41

israel Museum Collection,
168/66;607.85

Paper-cuts
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9. Shivvitiplague
Artist: Yosef ha-Levi Bekhor
Yizhak known as Bekhor ha-
Levi

lzmir, ate 19th century
Paper-cut, paperandinkon
embossed metal paper
L.56 W.40

tsrael Museum Collection,
168/47,605.85

10. Embroidery cut-out (detail)
From: Ayten Sirdr, Tiirk Isleme
Sanaty, Istanbul 1976
Paper-cut

—
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scribed previously, are ma arily of white paper painted
with water colors, gouache gF¢olored pencils. Alba'ali, who
was less skilful than the drtists desgribed above, made
copious use of gilt-embossed or color- prmted paper as an
integral part of his c;eatlons The menoraht in the center (pl.
62a) is a printed ittustratibn, cut out of a ready-made plaque,
painted and pasted onto the plague. Some of the medallions,
vases and leaves f1guring in his plagues are taken from similar
sources.

The basic motif of these plaques is an arch or group of three
arches, supported by columns, sometimes topped with vases.
in pl. 63b the columns ~tand on bases which seem to be
drawn in perspective, but in fact testify to the artist’s general
misunderstanding of the rules of perspactive.

Also included in this group are a few unsigned plagues,
composed of a combination of paper-cuts and coliage with
ready-made components, setected and placed in the plaque
with due regard for the needs of the composition. The ratio of
cut-out to ready-made componenis varies from plaque 1o
plaque. A Shivviti plague from 1858/9 (pl. 64) shows an
abundance of ready-made elements and a very small propor-
tion of original cut-outs, whereas a plague celebrating a
wedding {pl. 82b) contains many more cut-outs. Elements
with printed designs are utilized in iwo ways: some artists use
the decorative motifs without modification, while others juxta-
pose scraps cut from paper of differing textures and colors,
sometimes partly overlapped, in order to create the desired
design (see, for example, the columns in pl. 64).

Some of the plagues utilizing this technique are extremely
infricate and overcrowded, the entire field being filled with a
combination of ready-made patierns and cut-outs; others,
including Shivvili plagues, benedictions for the Scroll of
Esther and various inscriptions, consist solely of ready-made
items, without original cut-outs. Among these ready-made
parts one finds strips of gilt paper which serve for framing or
separating the different sections of the plaque; sometimes the
ready-made elements are combined together to form a
decorative design (for example, fig. 11; see also fig. 2 in
“Marriage” and pl. 41).

One might think that this preference for ready-made
components in contrast to original cut-outs indicates a decline
in the artistic level of the art of paper-cuts. However,
examination of the dates of these creations reveais that both
technigues were in use at the same time and indeed were
sometimes combined with one another.

Style and motifs

The variety of the surviving paper-cuts indicates that this art
was well-known and nighly developed among the Sephard;
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Jews in Turkish communities. The relatively small number of
existing items is perhaps due to the impermanence of the
material. in the next few paragraphs we shall try to point out
some of the factors that may have infiuenced the technique
and style of Jewish paper-cuts, as well as their design and
motifs.

Stylistic sources

The stylistic influence of Ottoman art is evident in many
respects: the repertoire of flowers and plants; the overall
design of the vegetal latiicework used to fill out the field
between the main elements, both as a foundation and as a
connective element —~ all these are undoubtedly borrowed
from Otftoman decorative art in general and from Turkish
paper-cuts in particular (compare figs. 8, 9 with fig. 10).

The rich multicolored composition achieved by using dif-
ferently colored papers as backgrounds for the various
sections of the paper-cut (such as cartouches, arches and
trees}— mostly characteristic of the work of David and Hayyim
Yauda Algranati — is familiar from Turkish paper-cuts, and is
very common in the painted carpet pages of illuminated
manuscripts.2* The technique of partial overlapping to create
a single design may also be traced back to the same source
(see above).

Three-dimensional or depth-creating effects are not com-
mon in the paper-cut medium, though they may be found in
some kinds of Turkish paper-cut in which designs are
mounted side by side or on top of one another. Appeal is
sometimes made to western rules of linear perspective, such
as convergence of lines toward the interior and gradual
diminution of figures, though the perspective conception of
space is not consistent and not always uniform even within the
same plaque.?® Such features may also be found in some of
the Jewish paper-cuts. For example, each of the separate
units in David Algranati's paper-cut (pl. 60) creates its own
space: the hands and the Tablets of the Law are mountedon a
base which is drawn in perspective; the base of the menorah
in the central rectangle overshoots the frame and seems o be
standing in the foreground, whereas the branches lie in the
same field as the cypresses flanking the menorah. The two
birds supporting the dedicatory plaque present a wholly
illusory three-dimensional impression. David Algranati's
second Shivviti plague (pl. 59) also features the menorah,
cypresses and olive frees in a single plane, whereas the tops
of the olive trees seem to be behind the framework; on the
other hand, the bowls and the pipes distributing oil to the
branches of the menorah create an additionat foreground and

as it were force the branches further forward, beyond the .

plane of the olive trees. The twigs pasted onto the trunks of the
olive trees contribute to the three-dimensional effect.
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Paper-cuts

11. Shivviti plague

19th-20th centuries

Paper-cut, paper, ink, gold

embossed paper

L.68 W.40

Israel Museum Collection, L
168/51;609.85 L
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Motifs
As we have already mentioned,-Ottoman influence is also
evident in the reperiocire of fotifs in Jewish paper-cuts. A
good example is the central motif of Hayyim Yauda Algrana-
ti's Shivviti plague for ;the sukkah. Here, alongside the
customary elements of thfs type of plaque, such as the hands
symbolic of the priestly blessing, the artist has portrayed a
trophy of swords, axes:fnuskets and banners; at the bottom
are two cannon barrels, and in each of the four corners a pair
of pistols. This European design, which became common in
Turkey in the nineteenth century (probably in connection with
reforms instituted in the military establishment), may be found
as a symbol in countless official government documents,
coins and decorations; it was also widely used as an
ornamental motif, e.g., on tobacco cases, cups and amuiets
{figs. 12, 13}). That the artist saw fit to employ this motif in a
paper-cut seems to indicate a sense of identification with the
environment; indeed, it would be difficult to invest it with any
Jewish iconographical significance.?®

Alongside the signs of Turkish influence, the Jewish
paper-cuts reveal strong links with Jewish tradition. The
repertoire of motifs, compositions and numerous inscriptions
continue the long-standing tradition of cut-out, painted and
printed Shivviti plaques and menorof, as common in the
Jewish communities of the Middie East and North Africa as it
was in Eastern and Central Eurcpe.

The main motif of the paper-cuts is the central menorah, or
pair of menorot, with Psalm 67 or the Anna be-khoah prayer
inscribed on the branches. This is the principal element in any
oriental menorah plague and in many of the Shivviti plaques,
and it also appears in some of the East-European paper-cuts.
The hand motif found in Turkish Jewish paper-cuts is very
common in other items from Turkey, such as amulets, Ark
curtains, silver ceremonial objects and marriage contracts (cf.
the relevant chapters in this book). It is also prevalent in
paper-cuts from North Africa.?” A variation of this motif is a
pair of hands, with fingers splayed as required in the priestly
biessing and an appropriate inscription.

The Torah crown motif figures in some paper-cuts near the
central section, in which the Tetragrammaton is inscribed, or
between two banners with the inscription keter Torah. Plate
64 shows a Torah crown drawn after the fashion of European
royal crowns. This motif is common in paper-cuts, parckhot
and other objects from Eastern and Centrai Europe,®® but
rather more rare in other ceremonial objects from the Ottoman
Empire.

The matif of a pair of deer standing rampant in a heraldic
attitude (pl. 62b) is exceptional in Turkish art; it testifies to a
direct link with European Jewish paper-cuts®® and other
ceremonial objects,

One of our Shivviti plagues (pl. 64} features an interesting
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detail: between the base of each column and the hand above
it, one can see part of the figure of a licn - only the tail and one
of the hind legs are visible, the other limbs being covered with
cut-outs, perhaps added at a later stage. Beside the figureis a
cut-out inscription, “Judah is a lion’s whelp."*® We do not
know why or by whom the lions were covered over. -

Apart from the similarities of motifs already mentioned,
Ya'akov Alba'ali's Shivviti plaque (pl. 62b) makes use of a
ready-made menorah, cut from another printed piague. This
feature shows that the Turkish Jewish artisans were familiar
with paper-cut or painted mizrah plaques from Eastern and
Central Europe, as weli as Erez israsl.

One of our paper-cuts, a Shivviti plague also serving as an
amulet (pl. 59), features an unusual text. In the center stands
& menorah, with Psaim 67 inscribed between its seven
branches; inscribed on the flanking cypresses are the initial
letters of the prayer Anna be-khoah. However, the design

within the central frame is actually an iliustration of the cut-out .

text in the medallions of the outer frame, which is taken from
the book of Zechariah {(4:1-7): "1 see and behold, a lampstand
all of gold, with a bowt on the top of it and seven lamps on it...
and there are two olive trees by it, one on the right of the bowl
and the other on iis left.” Also illustrated is a later verse in the
same chapter {v. 12, not included in the inscription): “The two
golden pipes from which the oil is poured out."” Visible above
the menorahis a bowl into which ofl is flowing from two smaller
bowls at its sides. The illustration of this chapter is quite
exceptional for a Shivviti plaque.®’

The central composition of a pair of columns, sometimes
also supporting an arch (for example, pls. 62a, 63b, 64),
though very common in Jewish paper-cuts from Eastern and
Central Europe, is less common in this genre in Turkey.
There, however, it is widely used in title pages of Hebrew
books, whether printed in Turkey or printed elsewhere and
used in Turkey, and in marriage contracts printed in the late
nineteenth century in various cities, in particular izmir (see,

12, Cigareite box

Tin

Israel Museum Collection,
B87.68

Estate of Shimshom Harmat

Paper-cuts

13. Tohacco box
19th-20th centuries
Silver, nigllo
Private collection

14. Sefer Leshon Limudim,
{zmir, 1755

Ben-Zvi Institute Collection,
Jerusalem

15. Sefer Minhat Yehuda,
Constantinopte, 1654
Ben-Zvi institute Collection,
Jerusalem
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Paper-cuts

2

e.g., figs. 6, 7 in “Ketubbot ¥iThe design of the arch and the
columns, their ornamentatioly ané also the faulty perspective,
as seen in the paper-cuts, follow the convédhtions appearing in
tite pages (see, e.g., figs. 14, 15). Some of the Jewish
creators of paper-cuts mgy well have been connected with the
printing trade. This would also explain their mastery of
Hebrew typefaces, their familiarity with the texts of Hebrew
benedictions, etc., ndt to speak of their ready access 10
different kinds of paper.®?

Another group of motifs may testify to other sources of
infiuence. The small dedicatory plaque supported by a pair of
birds in a heraidic attitude, appearing at the lower edge of
David Algranati's work, betrays the artist's familiarity with
neoclassical European ant, either directly or through Ottoman
arl.

Although we have divided the paper-cuts described above
into stylistic groups, there are also evident comnections
between the different groups, possibly indicating some rela-
tionship between the different artists and their creations. The
differently colored cut-out letters in the inscription around the
istanbul Shivviti (pl. 58) are similar to those of Hayyim Yauda
Algranati's plague {pl. 61). Abulafia, Halevi and Hayyim
Yauda Algranati employ similar patterns in their Shivwiti
plagues for the sukkah: a row of arches with vases, on which
the biessings o the ushpizin are inscribed (fig. 8, pls. 61, 63a).
One also discerns a similar exploitation by different artists of
ready-made elements mounted on paper-cuts.

The paper-cuts described in this survey are being exhibited
here for the first time. We have tried to point out the stylistic
characteristics and possible sources of influence on this
folk-artistic tradition. 1t is hoped that we have thereby made a
first contribution 1o & more thoroughgoing examination of the
Jewish paper-cuts of Turkey and their sources.

Translated by David Louvish

Notes

1, | wouid like to thank Yael Hoz for her assistance and deep involvement in the
preparation of this article. The technical analysis of the paper-cuts was done
under her guidance, and the terminalogy is largely based on her suggestions.

2 Fora binliograghy of Turkish paper-cuts, see: Arseven, p. 321; Gagman;
Unver £ Mesara; Renda, Cabinets; Renda, Batililasma, pp. 179-84, Rogers,
{stamic, pp. 18-20; the important paper by Kuez, Libri, and the biblicgraphy he
gives,

3. Astanapa, Binding, p. 60.

4. Eviiya Efendi, vol. 1. pt. 2. pp. 219-20.
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5. See, for exampie, British Library Ms. 1974-6-17-013, known as the “Mundi
Abum™ (fig. 2); Rogers, fslamic, fig. 9, Tirkische Kuns!, figs. 1/300a-b,
1/102a-b, 17105, 1/106a-d.

6. See Renda, Cabinets, pp. 6-7; idem, Balililagma, pp. 179-84.

7. For paper-cut-outs as bases for embroidery, see above, “Textiles.” For
shadow paper, see Ttrkische Kunst, vol. 1, pp. 42-43, and figs. 1/103a-C, 1104,
1/108.

8. For shadow theater in the Near East see, for example, Landau: for the
Karagdz puppets, see, for example, Tietze.

9. See, for exampie, Kurz, Libri, pp. 244-45; Rogers, Islamic, p. 19.

10. See, for exampie. Unver £ Mesara, color iHustrations {without page
numbers).

11. Sze Rogers, lslamic, fig. 1; Renda, Cabinets; of. also Riefstaht. figs. 60-62.
Arseven, figs. 51, 652,

12. See Rogers, fsiamic, fig. 8: Gagman, pp. 23, 25. For examples of seemingly
symmetric paper-cuts, see Unver £ Mesara, color iliustrations {withou! page
numbers); Rietstahi, fig. 62.

13, Kurz. Libri, pp. 240-42; Schirmann, vol. 2, pp. 529-40; Gibert-French.

14. Itis quite possible that the Jews aiso used paper-cuts for other purposes, as
well as bases for embroidery (which were in universal use; see "Textiles™). The
only reference to Jewish paper-cuts in the literature is in Hamdy Bey's book
(1873), p. 29: in a description of tha costume of Jewesses in Istarbut he
mentions that much impertance was attributed to floral lace decoration which
was attached at the edge of the yemeni scari and adorned the forehead.
However, in view of the prohibitive cost of real iace, special flowers, cut from
white paper, were manufactured in the Kuzgunouk quarter, and these weare
used as a substitule.

15, Shahar, pp. 227-28.

16, Of one artist, Yosef Abulafia, we know for a fact that he worked as a teacher
{see below). Jewish paper-cutters in Eastern and Central Europe were also
exclusively men ~ yeshivah students, teachers and pupils in the heder and the
Talmud Torah; see Frankel, Paper-cut, pp. 14-15.

17. Mann, Two Cities, ne. 175, p. 147; Mann £ Kleeblatt, p. 128.
18. For example, the "Mundi Ahum”, see Tilley, ne. 7.
19. See Franiel, Paper-cut, pp. 92-93 {ketubbah), 94-95 (Sc:olls' of Esther).

20. For example, a ketubbah from Turgutly, from the coflectior of Abraham
Ya'ari, and another from Tire, in the Central Archives for the History of the
Jewish Peopie. For other paper-cut decorated ketubbot see “Ketubbot," n. 30,
21. For the information about Abulafia, | am indebted 1o his two daughtars and,
in particutar, his son, Hayyim Abulafia of Tel Aviv,

22. The dates on the other two (fig. 9 and nos. 168/46, 604.85 in the lsrael
Museum Collection) are apparently written in a fauity way.

23. Judging from Abulafia's date of birth as communicated by his children, the
paper-cul was made when he was only ten years ald. :
24. For the use of backgrounds of ditferent colors inilluminated Turkish religious
plagues (murakka hilye) see, for example, Turkish Coniribution, nos. 7, 11,12,

25. See, for example, Rogers, Isfamic, fig. 1.

Paper-cuts

" 31, Another itustralion to this chapter - the only one known to me spread overa
full page - may be found in the Cervera Bible, in the Nationat Library, Lisbon (f,

26. A similar pattern is carved on the case of a Jewish amulet from Serbia; see 318v); see Narkiss, Manuscripts, pl. 6. However, despite the similarity of

Benjamin, Stieglitz, no. 273.
27. See Franket, Paper-cut, pp. 105, 107,108,

28. For paper-cuts see, for example, ibid., pp. 18, 21, 25,41, 49, 67, 73, efc.

design, composition and colors between the paper-cut and the page from the
Cervera Bible, there seems te be no connection between the two, Up to the
presert we have no additicnal evidence of such a traditior among the Sephardi
Jews of Turkey.

32. For example, a person named Hayyim Yauda Algranati is mentioned in a list
of Jewish books printed in [zmir, as having assisted in 1854 at the printing of the

29.tbid., pp. 21,23, 33, 35, 47, 49, 75, efc. For a Hanuikat lamp, see Benjamin, book Me-'Am Lo'ez at the press of Benzion Benjamin Rodii; see Ya'ari, lzmir,

Stieglitz, no. 153,

no. 128.

30. tamindebted to Yasi Hoz, who noticed this detail. Theinscription may hint at

the artist's name.
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1. The Kovo family
Salonika, 20th century
Phato. Arch. 5925
Courtesy of Esther and
Yehoshua Kovo, Tel Aviv

Childbirth

Miriam Russo-Katz

“"Mujer paridera al Satan lo vense'’ — A woman who
has delivered a child has conguered the devil.

The customs and ceremonies which accompanied the birth of
a child commenced with the woman's pregnancy and con-
tinued until mother and child had safely joined the everyday
life of the family.

Childbirth has many sociological aspects, but we shall
focus here upon those related to material culture, particularly
to objects associated with the birth and its surrounding
events, in an attempt to understand their significance and
refationship to the various ceremonies and customs. These
ceremenies and customs derived from several different
spheres. One, common to all Jewish communities, was
refigious law, as expressed In the brit milah {circumcision
ceremony), pidyon haben (redemption of the firstborn son),
and the laws of ritual purity observed by the woman after the
birth of the child. Another was custom—the localinterpretation
given to the halakhah and its observance. In the circumeision
ceremony, for exampie, the prayers, order of events, choice of
sandak (godiather), and use of Elijah’s chair were all deter-
mined by local custom. Certain practices were not based
upon the halakhah at all, but over the years, had become an
integral part of Jewish life. In many cases, these too exhibit a
local flavor. For example, while in many Jewish communities it
is customary o name baby girls in the synagogue on the first
Sabbath after the birth, girls in most of the Sephardi communi-
ties of Turkey are named in a special ceremony, held in the
home.

Another significant category of customs are those of
popular origin related to various magical beliefs. The use of
magic, as a means of ensuring safety and protection,
stemmed from concern for the lives of the mother and
newborn, as childbirth in those days involved rmany risks.

Though some of these popular customs are related to Jewish,

tradition, most reflect the influence of the Muslim population
and Christian minorities of the Ottoman Empire. Many of them
are, in fact, universal, and can be found in societies through-
out the worid,

From the late nineteenth to the early twentzeth century - the
period under discussion here ~ many changes took place
within the Jewish communities of the Ottoman Empire. The
process of westernization that affected the Empire as a whole
left its imprint on the Jews as well. Exposure to European
culture ied to the gradual secularization of Jewish society, and

resulted in changes in the Jewish way of iife which were also
reflected in the material culture. Secularization caused the
weakening, and even disappearance, of many customs which
had once formed an integral part of Jewish tradition, while
others, though they continued to exist, lost their religious-
traditional significance, or were instilled with new meanings
altogether.

Our information concerning customs related to pregnancy.
childbirth and the subsequent ceremoenies, has been
gathered primarily from women who gave birth in the 1920s
and 1930s, and who couid also testify as to the customs of
their mothers and grandmothers. The description is based 1o
a large extent on this material, as well as on the ob;ects that
have been preserved.

Pregnancy

Afirst pregnancy symbolized the beginning of a new stageina
woman's fife. Of particular significance was the woman's first
pregnancy, which dispelied all fears that she might be barren,
a devastating defect in traditional societies. In Sephardi
communities, a woman was regarded as a bride {(ndvya) from
the day of her marriage untii she concieved, Pregnancy thus
granted her a new social status,'

When the pregnancy became known, the family began
preparing for the upcoming birth. The woman received special
treatment: she ate well and was prevented from engaging in
strenuous fabor.? The period of pregnancy was accompanied
by many beliefs and practices, which were meant to protect
both the woman and fetus. According {0 one belief, it was
important to indulge all the woman's cravings. For example, if
she smelled the aroma of a particular dish, it would im-
mediately be brought to her to taste (gostar por guezmo - to
taste because of the smeli}.3 it is possible that this custom
stems from the halakhah,* though it is also practiced by the
Muslim population of Anatolia.® Beliefs concerning the diet of
a pregnant woman can be found around the globe.® Sephardi
women aiso believed that pregnant women must not be
exposed to sudden fear or shock, or to anything that might
signify a bad omen, such as death, lest it harm the woman or
fetus.” Certain customs, of a magical nature, were meant to
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ensure an easy delivery. Fdiiigxample, throughout the pre-
gnanay, the doors, closets atid dPawers were left open in the
home,® just as the doors of thé Torah ark Were often left open
during the birth.® -

During this period, espiecially in first pregnancies, a major
preoccupation was the preparation of ¢lothing and bed linen
for the expected childy .

Preparation of the infant’s clothing

According to our sources, Sephardi women began preparing
the infant’s clothing and diapers (fasadtra fato) a few months
ptior 1o the upcoming birth.'? it was customary to mark the
commencement of the work with a ceremony called kortar
fasadura, (the cutting of the diapers). This ceremony was held
when the woman was in her fifth month, and was attended by
female relatives, neighbors and friends. A relative, whose
parents were still alive and who was herself a mother of
children, was given the honor of cutting the fabric and
performing the formal act of eCér tizera {opening the scissors).
At this time, candied almonds (konfites) were tossed onto the
fabric.

The fabrics used for the fato — a coilective term referring to
the infant's diapers, clothing, and bed linen — were in most
cases brought with the woman’s trousseau. In the 1920s, the
most common fabrics were xasé (a cotton used for the infant’s
bedding and underclothes), nimé and fanela {cottons used for
the various diapers), and batiste (used for outer garments).
These fabrics reflect European influence; prior o the twen-
tieth century, traditional Ottoman fabrics, such as pembezar
and menemen bezi (a rough cotton) were the norm. The cut
fabrics were handed over to relatives for sewing, a process
that took many weeks, as the outer garments and bedding
were decorated with embroidery or crocheted and knitted.
Well-to-do families often engaged a seamstress or
embroideress to prepare these items for them.

There were various types of diapers, such as panyales,
pisaléros, and kutéros, some of which were lined with cotton
batting or towefiing fabric. The outer diaper, pana, was a kind
of square swaddling cloth, in which the infant was wrapped
with legs and arms inside so that he looked like a small
hundle.’! This form of swaddling continued until the infant’s
second or third month, after which his fimbs were graduaily
exposed, first the arms and then the legs. The set of diapers
also included two belts (fasas): a narrow one which first
served o bind the infant’s navel and later to tie the inner
diaper, and a wider cne, sometimes decorated or crocheted,
which was wrapped around the infant severai times to secure
the outer wrap. Other garments included: a sleeveless shirt
(kamizika), underpants (bragita, pantaloniko), and a shirt with
sleeves and openings at the front and back (kazakita).
Bedding was also prepared: mattress covers, sheets and
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pillows, and blankets, padded, crocheted or embroidered.

According to women from Salonika and the region of
Trrace, one of the most important items prepared was a long
gown, similar to a dress, calied kamiza ldrga, which was
regarded as having protective qualities: “kamiza larga para
vida larga,”” — a long gown for & long life. The gown was worn
by boys at the circumcision ceremony, by girls when they
were named, and by all infants on their first outings.

The women tried to complete the fato by the end of the
seventh month of pregnancy, in case of premature birth. Upon
the completion of the work, an entire day was spent washing
and ironing the clothes. Later, they were laid out for display
before female relatives, neighbors and friends.

in 1zmir, it was apparently the custom to sew a Torah binder
as well, which the mother would dedicate to the synagogue.
This binder {f4sa), made of an expensive fabric but unin-
scribed, was, according to one source, given to the synago-
gue before the birth for “good luck.” According to another
source, it was donated only afterwards, as a sign of gratitude
towards God who had safeguarded the lives of the mother and
newborn. Today, one can find in the synagogues of lzmir
wrappers filled with many such binders, which are not inuse. It
is intergsting that among the hundreds of binders examined,’®
only a few were made of fine fabrics or embroidered; most
were made of simple cloth and prepared with little attention or
care. It is possibie that with the decline of tradition within the
community, this custom lost its importance, even though it
was practiced until the 1950s.

Our informanis from Salonika were not aware of the custom
of dedicating a Torah binder to the synagogue after the birth.
Yet we find evidence of this practice in the book Orhot Yosher,
written in Salonika in the eighteenth century: “After the
woman who has given birth has purified herself and goes to
the synagogue, something shoutd be contributed to the
synagogue, in place of the sacrifice offered by the woman

after childbirth. 1 have seen some instances of women who
dedicated a mitpahat (binder?) for the Torah, which is not the
best way to observe the commandment, since every synago-
gue already has several of these mitpahot, stored away in a
pox. it would be better to donate a tallitto the synagogue, of a
book to the beit midrash, or to have a book repaired, or to
contribute something so that an orphaned young woman can
be married, to donate a pair of tefillin to the poor, or to the
synagogue.'"'®

The lsrael Museum Coliection has a Torah binder from
Salonika which was originally an infant's swaddling diaper.
This unique item features an embroidered inscription, butasit
makes no reference 1o child or birth, it is impossible to know
whether or not it was donated in observance of the aforemen-
tioned custom (fig. 2).

Birth

A_! the beginning of the twentieth century, women still gave
birth at home, with the help of a midwife; doctors were only
called in the event of compiications. Though the moriality rate
among women and infants had significantly decreased,
cr}uldbtrih {paridtira} and the period directly following it were
still considered dangerous times for both the mother and
{lewbom. Thus, the various magical and religious customs
intended to protect the lives of mother and child were still in
practice.

Among the Sephardi Jews, as in most traditional societies,
the birth of a son was greeted with tremendous joy, which was
expressed in festiviies and prayers.’® The amival of a
dgughter, however, was often accompanied by feelings of
disappeintment and frustration. The son was regarded as one
who could eventually assist the family, and someday even
support it, while bringing up a daughter was but a cause for
concern and worry: a suitable husband had to be found, the
dowry had to be prepared, and, of course, there was the
anxigty that she might be unable to bear children.

This sentiment was expressed in various popular sayings,
su'ch as 'Kenijokria orofila, kenija kria ansiaenfila” (He who
raises a son gains gold, he who raises a daughter gains
worry)'® and 'Estas kayados, komo ke vos naseryaija” (You
are as silent as if you just gave birth to a daughter}). lis
prgyalence can aiso be deduced from mid-nineteenth-century
writings and sermons, which preach against such notions.'®
Thifs attitude eventually changed with the advent of mod-
ermization, though a certain preference for boys stili prevailed.

During the eight days following the birth, the new mother

remained under the constant supervision of, in most cases
gither her mother or another femaie relative. She was iavishig;
cared for, and never allowed out of bed."” According to Jewish
law, she was regarded ritually unclean after the birth.
Apparently, most women waited forty days before purifying
the'mselves through immersion; especially pious women
waited forty days after the birth of a boy and sixty after the birth
pf a girl, though this figure does not correspond to the periods
indicated in the halakhah.'® During this period, the woman did
not venture out of the house, nor was she permitted to retumn
to the full burden of household chores. She was always
accompanied by another woman. This was probably due to
.the belief that it was dangerous for her to encounter certain
m_divéduals, such as another woman who had recentiy given
birth, a woman in her first month of marriage, or women who
could bring bad luck. These beliefs were also prevalent
among the local, non-Jdewish population,'® Muslim and Christ-
ian women were also guarded for forty days after the birth,
and not allowed out of the house; at the end of this period they
too underwent a purification ceremony.®®

2. Torah binder
Salonika, 1932
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The period following the birth was marked by numerous
customs and ceremonies, which were accompanied by a
large variety of objects meant to both adorn the mother and
child and serve as amulets, to protect them from the dangers
that threatened them at this crucial time.

Chiidbirth bed

The arrangement and decoration of the bed for a woman in
childbirth {kdma de parida) was among the most important
customs associated with chiidbirth.”" it should be borne in
mind that during this period, a targe part of the population stili
slept upon matiresses on the floor. Therefore, a special bed
was brought into the home for the mother-to-be.

The beds that were in use during the late nineteenth-early
twentieth centuries were high, made of metal, and equipped
with a headboard, a footboard, and four corner posts joined
together at the top in a frame. The entire bed was decked with
a fult set of elaborately embroidered bedding, which the
woman had brought with her in her frousseau (fig. 3). The set
consisted of a blanket (kolda de parida), two square or

3. Bedding for childbirth bed
Bedspread and sheet (ko/ca de
parida}

Bedspread: velvet, couched
metal-thread embroidery
Sheet: sitk

L.180 W. 144

Israel Museum Collection,
3850, 3851

Purchased hy courtesy of
Mariyne Taub, New Jersey
Cushion cover (kavesadl
tzmir, late 19th century
Velvet, couched metal-thread
embroidery

L. 85 W.42

Israel Museum Collection,
539.76

Gift of Mathitda Arditti,
Barcelona

Childbirth

Wrapper (bdgo)

Istanbul, late 19th century
Velvet, couched metai-thread
embroidery

L.90 W.88

srael Museum Collection,
760.81

Giftof Elda Eliachar,
Jderusatem, in memory of her
parents Anna and Salomon
Barukh

4. Childbirth bed (kdma de
parida)

Istarhul, ¢. 1920

The bed s decorated with
European style white
embroideries

Photo: Photo Archives,
Diaspora Museum, Tei Aviv
Courtesy of the Barokas family,
Tel Aviv
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rectangular pillows (kavesdleg); and a square cloth (bogo or
bohéa), which decorated ihe‘é‘fef‘ fnext io the bed and also
figured in the circumcision ceremony. -Fhese ilerns were
usually made of burgandy, blue, or purple velvet, though
sometime light-colored silks or cottons were used, with gold
Ottoman embroidery. Theé'sheets were made of silk or linen
(birtmeiik and pembezar) Tembellished with hand- or factory-
made lace. A cloth (yirdtle kdma, pyé de kdma) of the same
fabric as the sheets was spread out at the foot of the bed; it
was someiimes decorated with multicolored and metal-thread
embroidery.

Around the upper frame of the bed was a pleated canopy
{kortingZe), and a mosquito ne! made of decorated lulie
(namusfa), which was attached to the frame, underneath the
canopy, surrounded the bed like a tent. When the net was not
in use, it was tied behind the headboard with a wide decorated
sash. While the woman was lying in hed, the net served to
shield her from the eyes of visitors. Sometimes, a curtain of
opaque fabrics, such as velvet and brocade (kortina), was
used. it was also customary to hang a carpet at the entrance
1o the room, to augment the protective atmosphere.

Only middle- and upper-class families had the means to
afford such elaborate sets of bedding. As most of the
population was rather poor, the necessary items were often
horrowed, piece by piece, from neighbors and relatives.

With modernization, the traditional way of arranging the
childbirth bed gradually changed. Bedclothes made of Euro-
pean fabrics with white embroidery became popular. They
were first used in conjunction with the traditional gold-
embroidered fabrics, and later replaced them entirely. This
new style of bedding, made of linen or cotton and embroi-
dered in the European fashion, adorned the childbirth bed as
well, though sometimes one or two surviving traditional items
were used as a reminder of the past {fig. 4}. The bed was
customarily arranged by a female relative, who had a family of
her own and was known to have a happy marriage.

The decoration of the childbirth bed is apparently a custom
which the Jews adopted from their non-Jewish neighbors. it
was practiced by Muslim women,?? butitis also known to have
existed among the upper classes of ltaly and France in the
fifteenth-eighteenth centuries =

Amulets

An important group of objects used by the mother and
newborn were amulets. Certain amulets were meant to
protect the mother from harmiul spirits, and others from the
“avil eye." It seems that goid thread, the color biue, and
particularly the color red, which were more common in the
sets of bedding for childbirth than in other contexis, were
atiributed with amuletic significance. If the color red did not
appear in the set of bedding, the atlendant women made sure
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5. Amuletic undershirt for infant
Salonika, early 20th century
Linen

L.31

Israet Museum Coilection,
103.77

Gi#t of Lydia Albo, Haifa

Made for the newborn ofa
mother whose previous
children had died, itwas sewn
from partof his grandmother's
shrouds as an omen foralong
life.

6. Amuietic bonnet

{zmir, early 20th century

Silk, metal-thread embyroidery
and pearls

Israei Museum Collestion,
4977

Gift of Victoria Busso

7. Amuletic pendants
(Shaddai)

{zmir, 19th-20th centuries
Gold

D.c25

Courtesy of Regina Politi,
Mathilda Gordon and Miriam
Russo-Kaiz

8. Amulets for nrewhorn infants
|zmir, 19th-20th centuries
Hamsika: silver, repousseé and
engraved

.3

Courtesy of Begina Politi,
Jerusalem

Mezuzika: gold, parchment .
L4

Israel Museum Collection

Gift of Renée Gomel, Montreal

1o at least hang & red cloth in the childbirth room, 24

One of the special and most popular items was an
embroidered amuletic kerchief to be worn by the new mother
(tokador de parida). This cloth, in the shape of a right-angled
triangle, was made of thin cotton or silk in either pink, purple,
blue or burgundy. The right angle bore a Hebrew inscription,
in metal-thread embroidery, and sometimes tiny baroque
pearls. It was combined with one or two hand-shaped motifs
and a flora! decoration, which together formed an additionat
triangle.*® The inscription included one of the names for God,
as well as the names sanoi, sansanoi, samangelaf®® The
tatter are, according to a midrash, angels who protect the new
mother from Lilith, who threatens the lives of the mother and
alt newborn infants.®” Qccasionally, the inscriptions inciuded
the names of Adam and Eve, shamriel, and the expression
“beyond Lilith.""? The kerchief was tied in such a way that the
embroidered section rested on the forehead (pl. 45).

The Israel Museum Collection includes a pink silk bonnet in
a turn-of-the-century European style, inscribed with the
above-mentioned amuletic phrase. This singular item demon-
strates the continuity of tradition within the process of
modernization (fig. 6).

Besides the kerchiefs, there were also bands, which were
fastened over the forehead of the new mother (pl. 45), and
rectangular embroidered plagues for hanging on the wall
above her bed, all embroidered with the same amuletic
phrase.

A different kind of amulet in the Museum's collection, which
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originated in Salonika, is an undershirt to be worn by an infant
born to a woman whose previous children had died (fig. 5).
The garment was sewn from the fabric which was designated
as his grandmother's shrouds. The undershirt was placed on
the infant immediatety following his birth, and was supposed
o ensure a long ffe. The use of shrouds for the infant's
clothing reflects the cycle of life and death, and the link
between generations within the family.

Amuletic jeweiry: The mother customarily wore eye-
catching goid and diamond jewelry, which were believed to
protect her from harm, According to women from Rhodes, a
special gold ornament was wom, called the templadéra,
which seems to have been similar to the fila/ (see “Jewelry"),
This muiti-chained accessory was attached to the head-
covering, and concealed the upper half of the woman’s face. It
was meant to draw attention away from the woman's face,
and thus to protect her from the evil eye.

The mother and child customarily received gold coins, also
viewed as amulets, which were attached o the woman's
pillow, the infant’s crib, or to their clothes. This practice was
also prevalent among the Muslim women of Anatolia.®®
Simitarly, it was common to give the woman a necklace of goid
coins, as related in one of the Romances:

Ya viene’'l parido
Con los combidados
Yatrae'n su mano

Resta de pexcado
Para la parida
Resta de ducados...

261




Childbirth

Here comes the father of the &ffild A string of fresh fish
And with him the guests ¥ = and for the mother
And in his hand he carries a string of gold coins..*°

The infant was aiso givepi small gold ornaments, such as
Shaddai plagques, mezzuzot, and hands - ail of magical
significance. =

Shaddaiplaques: small plaques, usually flat but sometimes
hollow like a fiattened box, in a variety of shapes - round,
rectangular, and in the form of hearts, shields, four-petaled
flowers, or Stars of David. In the center of these plaques was
inscribed the name Shaddai, and additional motifs like the
Star of David, the menorah, Moses carrying the Tablets of the
Law, and floral designs (fig. 7). Plagues given to gitls were
sometimes inlaid with small rubies, which were also believed
to contain amuletic qualities, ™'

Hand (xamsika): a small hand made of silver or gold,
engraved and occasionally infaid with a biue stone {fig. 8).

Mezzuzah-like pendant: a cylinder made of tin, smooth or
decorated with engraving or filigree, containing a paper slip
inscribed with the same verses used in wall mezzuzot.
Sometimes, the cylinder nad a small opening through which
the letter shin was visible. Occasionally, the opening was
covered. These amulets were mainly given to boys (fig. 8).

Precious stones and other objects: Magical properties were
aiso attributed to precious stones, glass beads {especially
blue), and other items, such as coral, blue glass “'eyes” and a
form resembling a woif's tooth which was made of bone.*?

Most of the amulets mentioned above were very small, and

often a few were used fogether, since, among other things,
each one was attributed with a particular function; for exam-
ple: a mezzuzah, a coin, and a biue “eye” were often pinned
together to an infant’s clothing or crib.
Herbs and spices: Therapeutic powers and protection from
the evil eye were attributed to various plants and herbs. A
ptant commonly found at ceremonies and events associated
with childbirth was the rue plant {rdda), which was believed
capable of protection from evil spirits. Rue was popularin the
east among Jews and Muslims alike, and was delegated a
prominent place in the childbirth room.* It was affixed to the
woman's bed and clothing, and to the clothing and crib of the
infant. Thin gold foil (varak) was attached to the plant's
leaves. When the plant was shaken, the paper would rip into
tiny pieces, which clung to the leaves. Heads of garlic were
also hung from the childbirth bed and the walls.

Various spices were also used as amulets: A small bag
sewn from a triangular piece of fabric and filled with cloves,
fennel, cumin and garlic was inconspicucusly attached to the
infant’s undergarments.

Another group of amulets that hung in the room were
plagues made of wood, cloth or paper, bearing magic
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formulas. These were handwritten by a rabbi or a sofer.
Copies of the Psaims or the Zohar, placed underneath the
pillow of the mother or child, also served as amulets.

Brit milah (circumcision ceremony)

The brit milah was the most important event associated with
the birth. Circumcision is the first commandment given to
Abraham (Genesis 17:11-12) and is one of the basic laws of
Judaism. The responsibility of circumcision rests with the
father, but if he is unable to perform the task himself, as is
usually the case, he may appoint a mohel, someone trained in
the laws and methods of circumgision, to fulfil the command-
ment for him.3! The transfer of the right to circumcise is
integrated into the ceremony itself: “And it is the custom ot
Salonika that the father of the child hands the circumgision
knife 1o the mohel, thus making him an agent...”"

Leil ha-shemira{vigil night}
The night before the brit, called Jeil ha-shemira, is in Most
Jewish communities dedicated to prayer and the study of the
Torah, viewed as a means of protecting the mother and
newborn during these difficult and traditionally risky hours. In
lzmir and Rhodes this night was called noce de semira, while
in Istanbul, Thrace and Salonika it was called /a vyola. Rabbis
and scholars were invited to the house of the mother and
child, where they prayed and studied Torah the whole night
through.*® Qver the generations, the night meant to be
dedicated to sotemn prayer and learning lost some of its
serious nature and took on a more festive air, now characte-
rized by song and drink. Romances and especially those
dealing with birth, were sung. Occasionally, musicians were
hired to entertain all those present.®” A special meal (rizo) was
served and the event lasted until dawn. As early as the
mid-nineteenth century, R. Hayyim Palaggi pointed to the
changing nature of this practice, and spoke out against it.oe
Throughout the night, it was forbidden to leave the child
alone in his cradle; it was customary for either the maternal
grandmother or another close relative to hold the infant in her
arms untii the time of the ceremony.

The ceremony
The circumcision ceremony was held at home or in the
synagogue (fig. 10}, though most of the information we have
gathered relates to ceremonies held in the home.

In the case of the circumgcision of a firstborn son, it was
customary for the paternal grandparents to act as sandakim

{godparents), whereas the maternal grandparents were the .

sandakim at the second son's brit. In the cities of Thrace,

some other relative or a recently married couple was some- .
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9. "Elija’s chair” with Torah Ark
curtain
Metal-thread embroidery

10. Circumcision

1zmir, 1988

Mohel: Avraham Mizrahi
Photo. Arch. 6019

263




Childbirth

times given this honor.

At the beginning of the ceremony, the godmother (la
kubdra, la kitadéra) carried the infant to the entrance of the
room on a decorated pillow. He was covered with a cloth
embroidered with metal threads and on his face lay a thin,
transparent fabric. The godmother handed the infant to her
husband, the godfather (ef kubdr), who, in turn, handed him to
the monet.*® The rmohel first laid the infant for a few moments
on the "'Chair of Elijah," which was covered with a gold-
embroidery (fig. 9)," and then on the lap of the godfather, who
had in the meantime seated himself on a special chair next to
the "Chair of Elijah."" This high, decorated chair, called sia
pdra cirkansir (& chair for circumcision), was usually stored in
the community house and brought in especially for the
ceremony. The "Chair of Elijah,” on the other hand, was
generaily just an ordinary chair taken from the synagogoue,
apparently owing to the holiness atfributed to synagogue
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fems. In lzmir, it was customary 10 set a candle on the "“Chair
of Elijah’" which was lit by the ba‘al habrit, the infant's father.

The cloth that covered the infant was the gold-embroidered
bégo, which decorated the wall next o the bed of the woman
after childbirth. in Salonika it was called koltuk, meaning
“armchair” in Turkish, probably because a similar cloth was
alsa used to cover the "Chair of Elijah.”

tf the ceremony was held at home, i was customary to take
embroidered Torah Ark curtains (parokhof) from the synago-
gue to cover the “'Chair of Elijah" and the table which held the
circumcision instruments. We do not know whether this was
because there were fewer and fewer traditionai embroideries
in the homes, or because of the sanctity of synagogue items
(see “Textiles").

The infant was clothed in garments especially prepared for
the occasion. We are familiar with such sets of clothes from
various periods, made of different fabrics {figs. 11,12). The
later sets generally consist of an undershint, a dress, a cap,
and a tallit katan {four-cornered garment). The Israel Museum
Coilection has a rare set from the late nineteenth century (pl.
46b) which originated in Istanbul, it includes pants (open at
the inner seams), a belt, a taflit katan, and a cap, made of
undyed cotton and silk, embroidered with silver threads in the
Gitoman style. An embroidered Hebrew inscription, perhaps
in secondary use, was attached to the cap, which is made of
cotton ribbons and lace. The letters of the inscription are not
clear, except for the abbreviation V2 (besiman tov - under
a propitious sign i.e., for good luck), traditionally said at the
conclusion of the brit ceremony.

Another typicai garment for the ceremony was a vest sewn
from an expensive fabric, such as Ottoman brocade, which
was commonly used for the women's garb. The material for
the vest may have, in fact, originally been part of a dress
belonging to a wornan of the family and no longer in use (pl.
47).

An exceptional item, today in a private collection, is a cap,
similar to a kippah, with a tassie. It is made of velvet, and
embroidered with an inscription, like those on the amulets for
women in childbirth, as well as a hand and floral patterns (pl.
443a). An identical cap without the inscription was used for the
Muslim circumcision ceremony (stinnet) in Anatolia.'

The circumeision outfit gradually changed throughout the
period of modernization. The new garment was usually a
European-style dress, occasionally worn together with a short
jacket and undershirt. |f was made of sitk, embroidered in
white and decorated with lace. The most elaborate specimens
are made entirely of lace. Some are reminiscent of Christian
baptismal outfits, .

During this period, not all families had a talfit katan made, so
the rohalim usually provided one. Special sashes were aiso
prepared for the ceremoeny, which were used to swaddle the

11. Infant’s circumcision outfit
lzmir, 20th century

Dress, shirt, undershirt and hat
Silk, tutle, lace ribbon

Dress: L. 49; shirt; L. 22
Undershirt: L. 38; hat: D. 11
{srael Museum Collection,
988.85 a-d

Gi# of the Abir famity, Netanya,
inmemory of Shiomo Cabilio

12. Setfor bearing the infant at
the circumncision cerernony
Saionika, 20th century
Pillowcase

Linen, lace ribbon

L.106 W.39

Kerchiet to cover the infant’s
face

L.103 W.100

Hat

Tullg, lace ribbon, sitk cord,
corals

Israel Museurn Collection,
1037.9.85

Gift of Esther and Yehoshua
Kovo, Tel Aviv
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13. Belts to tie the cuter
swaddling diapers at the
circumcision

19th-20th centuries

Linen, silk- and metal-thread
embroidery

L.116 W.13

L1156 W. 10

israel Museum Coliection,
112/118, 748.81

Gift of Pauline Hazan Tel Aviv
Feuchtwanger Collection,
purchased and donated by
Baruch and Ruth Rappagport,
Geneva

265




Childbirth

266

14. Circumeision ciamps and
krife

Early 20th century

Silver, repoussé and engraved;
steel

{stanbul and Salonika

Israel Museum Coliection, 117/
72,115.68;112/34a,b, 67.81;
112/134d, 67.81

Gift of the Saionika Jewry
Rasearch Center, Tel Aviv

15. Circumgcision knife
Salonika, 19th century

Silver, partially gilt, pierced and
engraved; steel

L.121 W.30

Israel Museum Coliection, 112/
102 :
Feuchtwanger Collection,
purchased and donated by
Baruch and Ruth Rappaport,
Geneva

16, Circumgcision tools
Belonged to the mohefRabbi
Elazar Halevy

{zmir, early 20th century
Cast silver, repoussé and
engraved

Courtesy of the Malevi family,
Yehud

infant; belts (kusak), embroidered at the ends, also served as
sashes (fig. 13).

Circumgcision tools

Qur knowledge of the tools used for circumcision is sparse,
and based largely upon the few items that have survived (figs.
14, 15, 16). A few early twentieth-century sets of tools from
Salonika, Istanbul, and lzmir, include a knife, sharpened on
both sides, and a shield (aimodrdsa, almodrana).*? In the set
from Salonika, there is also a small bottle for holding powder.
The handles of the knives and shields are, for the most part,
made of silver, and engraved with designs and Hebrew
inscriptions. One of the sets also includes a giass pipette for
suction. It was introduced in Turkey and Greece in the 1920s,
in accordance with regulaticns of the countries' ministries of
health.

Seudat mizvah

In all Jewish communities, it was customary to serve a festive
meal on the day of the circumcision.*® Traditionally, not only
the family, but ten poor people from the community were
invited to this meal. Apparently, however, by the mid-
twentieth century, few Sephardi families still observed this
practice. Most families served only a selection of sweets —
candied almonds (konfites), marzipan cakes (mogadds,

- maroncinos) and tiny silver-colored candies (mataftiva), filled

with anise seeds, to which curative, good luck powers were
attributed.** In addition to the sweets, the guests were also
given leaves of the rue plant.

The naming of the daughter (zeved habat)

A ceremony in which the daughter was named (f4das,
fadanyénto, siéte kandélas) was common in most Sephardi
communities of Turkey and the Balkans,*® though in each
region it was given a different name. While this ceremony had
no fixed date, it was usually held sometime between seven
{(as in lzmir} and thirty (as in Rhodes) days after the birth.

The ceremony was conducted by a rabbi, in the presence of
at least ten men (minyan), usually at home but sometimes in
the synagogue. The infant was clothed in an elaborate dress,
a head covering and a transparent gold-embroidered scarf
which covered her head. In lzmir and its environs, it was
customary to adorn the dress with jewelry borrowed from a
woman of the family. The purpose of this symbolic custom
was o ensure the happiness and wealth of the child. The
infant was handed over to the rabbi, who held her throughout
the ceremiony. in lzmir and Rhodes, a tray of rice and candies

“was prepared, into which seven candles were inserted, and

which relatives were given the honor of lighting. The rabbi
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then said a prayer and gave the child her official name. The
clothes worn by the infant for #ts ceremony in the iate
nineteenth and early twentieth century were in European
style: silk dresses decorated with lace and tulle. The israel
Museum Coliection has an example of such a dress from
Salonika (pl. 46a). lts length suggests that it may be the
kamiza larga prepared for the birth (see above), to which
amuletic powers were attributed.

Pidj;on haben (redemption of the firstborn
son

According to Jewish law, if the firsthorn child of a woman is a
son, the father is obligated to redeem him from the cohen
{priest) for five shekalim. The ceremony, (rexmido, rexmir) is
held thirty days after the birth. Exempted from this law are
cohens and levites and mothers who are daughters of cohens
and levites.

We do not have much information about customs and
special objects associated with this ceremony among the
Sephardi communities. In the cities of Turkey it was custom-
ary to redeem the child with silver or gold coins equivalent to
five shekalim, or with silver objects.*® In |zmir and Salonika,
the ceremony often incorporated a staged humorous argu-
ment between the father and the cohen: The cohen would
pretend to demand more money for the child, refusing to
return him if the father did not comply. The argument
presented by informants for this practice was that it made the
ceremony somewhat more meaningful, and helped draw a
larger crowd.*” In traditional circles and in other cities of the
Empire, the ceremony was held without this variation. To the
cohen's question, the father replies that he chooses to
redeem his son, and hands him the coins or silver objects.
After the ceremony, however, the cohen returns the *'pay-
ment” to the father, and receives a gift in return.

According to the testimony of informants from Ankara,
Istanbut, and Thrace, the mother wore her wedding dress and
veil to the ceremony of the redemption of her firstborn. But by
the mid-twentieth century, only the veil continued to be worn.

The customs and ceremonies related to birth and the
objects accompanying them have been presented here in
relation to the social and cultural changes that took place
within the Jewish communities of the Ottoman Empire, The
transition from traditional to modern society naturally left its
impact. With medical advances and the ever-growing infiu-
ence of the West on the popuiation, many of the traditional
beliefs associated with birth and customs having magical
siginificance, disappeared. Changes are also clearly ex-
pressed in the material culture, as European-style objects
gradually replaced traditional ones. it was thus difficult to
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glean first-hand information E;hgé;lt the period prior to mod-
ernization. T w

Nonetheless, one can surmise that the cugtoms associated
with childbirth in the Sephardi communities 6f Turkey and the
Balkans were a combination of customs originating first and
foremost in Jewish traditith, with the addition of local folk
customs deriving from the Surrounding Muslim society and
Christian minority. The$&: together found their expression
within the particular social and cultural heritage of the
Sephardi communities themselves.

I

Transiated by Nancy Benovitz
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34. Ashkenazi, Beit Oved, p. 489(3, 4}.

44, Van Gennep, vel, 1, p. 141,

45. Moiho, Usos, p. 78.

35. Shama Halevi, Makhshirei Milah, p. 115, based on Shulhan Gavoah. This
custom is aiso found in gther Jewish communities. 46, [bid., pp. 81-83,

38. Palaggi, Tokhahat Hayyim, pp. 70-71. 47, Ipid., p. 82,

37. Motho, Usos, p. 62.
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Glossary

The glossary is of Ladino terms, alphabetized according i Ladino spefling. Words in
other languages are given in Halics, Definitions of Turkish words are taken mainly
fromthe New Redhouse Turkish-English Dictionary, istanbul, 1981,

&~ch{asinchain}
§-sh{asinshape}
j~i(asinjoke)

z~j{asinthe French jouer)
x~ch{asin the German ach)

ahlal-dhimma

Alliance Israédlite Universelie
almaryo

alméndra

almodda
almodrana, atmodrisa
antiriya
ary
arj Sirit
ar]tantéla
&1 klavedon
aroidles or orozales
aroidles de diamantes
aroidles de iwl]i

arya, arayol, grosh arayot {Hebrew)

astar

adugdr

attas

basmé
batista

baul
barat{Turkish)

bhéza mano

bindalh, bindal{Turkish}

" binis

The name given tathe non-believers— non-Mustims — in Mustim fands.
Though restricted in certain spheres, they were protected by the Musiim
state.

Jewish weifare crganisation founded in Parisin 1860

cupboard, closet

almond; name for & ring inlaid with diamonds in the shape of an almond
{also calfed {e)skaravato)

pillow coverlet for pillow

circumeision clamp

coatdress worn by women of Bosnia (a variation of the Turkish entars)
trimming of agarment (¢f. Turkish harg}

ribbon trimming

lace frimming

metal-thread trimming

earrings

diamond earrings

earrings made with lwiji coins

meaning lion or ans. The name is given in Jewish sources to the
Turkish esedicoin, the Levant Thaler, issued in Holland and called arye
because ofthe image of afion printed onit.

lining, material (cf. Turkist: astar)

dowry

satin, monechrom, compound weave (cf. Turkish atlas)

cheap printed cotton, called also &itbasma (¢f. Turkish basma)

batiste, fine cotton or finen

trunk, dowry chest {also called sepét, kada forsél}

royai arimperial diplomas, letters or privileges

“thekissing of the hand™ - name of the betrothal ceremony ar of present
given during that ceremany to the bride {after receiving the gift the bride

kisses the hand of the giver)

purple velvet embroiderad with silverthread

iong cloak worn by certain dignitaries, among them rabbis {cf. Turkish
binig)

Glossary

22,28,30, 121
18,34, 127, 160, 2062

205

188
202
287
163,168

158

188
191

198, 224, 232, 234
122
200,201,208

122

160,202
202,204

3¢

197,198

80,211

138,138




Glossary

btankeria

bégo
bogo de ndvyo
bégodebinyo

bonéta bonéte

boxéa
brdgas, bragitas
brif{es)

burunjuk

busto -
camagir{es)
catma (Turkish}

Gévre{s)
Cikar

&intian

cirkii

it

ditari
Eizai

cizye{Furkish)
despoziryo
devantal, delantal
dhimmi{Turkish)

divalisi (Turkish}
divan{Tuskish}

dizlik (Turkish)

dénme{Turkish)

272

bed-linen

squarg cloth used as wrapper, or cioth {ct. Turkish bohga and Greek
bogosYiiso called boxés and kokuk

wrapped gifts given to the bridegroom by the bride

wrapper containing the bride's accessories lor the public bath, given o
her by the groom

tallhat, a Jewish man's hat in the Ottoman Empire until the nineteenth
century; iater this was the name of the rabbis headgear (cf. Spanish
bonete-fiteenth century hatused by doctars)

see bogo

wide underpants for men; babies’ panis (cf. Greek vraka)

thir: metai strings used, for exampie, to decorate the brides temples

kirxd of crépe made of raw undyed sitk, usually striped; used for
underclothes and bad inen {cf, Turkish birtinguk, biirdmouk)

brassiere
underclothing, underwear (cf, Turkish gamasir)
velvet woven with silk, gold, silver and gilt silver threads

embroidered kerchief, general name for all embroidered items in
Turkish style (cf. Turkish gevre)

draw-string belt-sash for holding up trousers or drawers (cf. Turkish
uckur)

woman's wide trousers (cf. Turkish gintiyan)

waman's jacket, worn over the enteri by women in lzmir (of. Turkish
gerkes— circassian coat with tight fitting body)

cheap cotton cloth printed mainly with flowers, known today as basma,
used for the galvar entari and also for covering matresses etc, {of.
Turkish gif)

kind of brocacde made of silk mixed with cottons, a men’s cloak made of
this materiak {cf. Turkish gitar)

square scarf worn over the hat of Jewish women in Rhodes {cf. Turkish
gezair)

poll-tax coliected from non-Mushims aise cafied harac
betrothal, the engagement deed (see also espozéryo)
apron, part of the costume of a Jewish woman in Salonika
non-Muslims, non-believers

gold and silver thread couched embroldery over cardboard cut-outs
{see also masuri)

iong bench against or around wall ot room (also council of state,
especially Turkish privy councit}

preeches, drawers reaching tothe knee
“gonvertto Islam,” members of a Jewish community who were

converted to Isiam following the Sabbetai Zvi movement in the 17th
century

201
204,208, 260, 264
209

205

126,127,130

206, 260

212,213

143, 200, 260
162,202
20

85,80

86,204

141,155

155,160

188,202

134, 155,200,213

162
25
197

152

78

73

141, 153

27,32

dopya
dukédo
dulbént

eddrtizera

elali

entari

enfiladéras

{e}skaravato

(e)skrivania

esnaf

espozoryo

fadamyénto, fidas

falda
fasa
fasadirs

fato

ferejé
ferman(Turkish}

fermelé

fez {Turkish)

filar
forgel

frankos

frentdra

fista

fustan

gold coin
ducat, goid coin, a generai name for any gold coin used in jewelry
muslin turban; gauze (¢f. Turkish diilbend, tilbend)

literafly *'opening the scissors”’ — the beginning of cutting, for example in
the ceremony of cufting the baby's diapers

atextile of silk wrap and cotton, fiaxen on woolen woof used for
underwear; shirt made of such material (cf. Tuzkish helal)

inose robe; fong-sleeved coat dress, in & variety of cuts for men; long
sleeved coal dress for women; costume ¢f Jewish wormen from
Salonika: inner steeveless dress {cf. Turkish entarior anter)

women whe specialized inthreading peatls

beatle scarab, popular name for a ring shaped like & scarab (also called
almeéndra)

per-gase, pen

trade guilds in the Ottorman Empire; rradesman {cf. Turkish esnafsee
also rofit, hirfel, taife)

engagement, betrothal, or engagement-contract (also cailed
tespozdryo) '

name-giving ceremany ta a ginl as called in Salonika (also called syéte
kandéias)

underskirt
baby's swaddiing diaper; Torah binder
baby's clothes diapers and bedciothes (also called fato)

comprehensive name for baby's diapers, clothes and bedclothes (aiso
calledfasadira)

overcoat or cioak worn by women in public {¢f. Turkish ferace)
firman, imperial edict

short braided waiscoat worn over the entari (see also iibade metaré
and yelek) (of, Furkish fermele)

hatinthe farm of atruncated cone introduced in the Ottoman Empire as
partof the modernisation of dregs in 1829

chain{see also kadéna, kotana, kardoén)
trunk, dowry chest (aiso called sepét, kasa, baul)

Jews of European crigin who settled in Ottoman cities and who enjoyed
asocial and political siatus superior to that of the [ocal residents

decoration for the forehead, worn by Jewish women in Bosnia, made of
arow of partly overlapping coins attached to the edge of the hatalong
the forehead

underskint

drass {cf, Turkish fustan)

Glossary

191
184, 11

122
256

143,202

97,127, 134, 143, 145,153, 155, 160,
210,214
190

188

198,200
26

197

267
75,256
256

256
122,138

30
134

127,130, 131,139,213, 244
184

204

33,108

162,163, 191

160
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fustan de sebax
gabéla
galédas

gerdan
gerdan de dukados

gémiek {Turkish)
haham bagi (Turkish)

haham hane(Turkish)

halobi

kamamor hammam {Turkish)
hamsa

harag{Turkish}

hirfet (Turkish)

hirka

hotoz {Turkish)
hotoz ignesi {Furkish)

ibrigim (Turkish)
istéta or {e)stéia
Jantés

fepken

Josmé

Jubé

jud{e)ria

kadéna

kama de parida
kamiza
kamizade yéhso
kamizalarga
kamizika
kapitana

Karagdz (Turkish)
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adress for the morning after the wedding {ct. Turkish sebah-- morning}

indirect fax on consumer products
L

woodericlogs (also called tikos)

‘nack, throat, neckiace (¢f. Turkish gerdan)

necklace made of dukado coins and beads (see also yadran, maso,
manaio)

shirt, chemise, smock, made of helali, birincuk, cdzme, materials
chief Rabhi of a commurity or of the whole Empire (xaxam basi)

the constitution given by the Ottoman administration for the
organisation of the Jewish commurifies of the Empire in 1854

see xalebi

Turkish bath {(xamam)

seex4msa

capitationiax {see also cizye) (xara])

craft and trade guilds {see also esnaf, taife, rofit)
quilted or fur lined jacket {¢f. Turkish firka)

bali- or egg-shaped headgear forwomen
decarated pin for the hotoz

loosely spun silk thread

fabric; kind of silk brocade (cf. Turkish usiufa)

fing silk taffeta {ct. Turkish canfes)

jacketworn over the entari by Jewish women of lzmir (f. Turkish
cepken—astoutjacket the sleeves of which are slit, leaving the arms

free)

kind of cotton in crépe weave, cheap cloth for underciothes and bed
sinen {¢f, Turkish cdzme}

{ong robe, worn as overcoat by imams, judges, barristers and
protessors, with full sleeves and fong skirts. Made of wool and
sometimes lined with fur for the winter or finen for summer {cf. Turkish
clibbe) .
Jewishquasner
chair: {(also caed koldna, korddn, fitér)
decorated bed of a woman after chitdbirth
shirt, chemise
shirt, chemise for a woman in Salorika (also called yénso}

& N
leng shirt or chernise, like a dress for a baby, considered as amulet
small shirt or chemise for ababy

women's jacket with fur lining, costume of Jewish women from Salonika

Turiish shadow theater; the main figure in this theater

213
25

205

191
143,153

36,139

30

16,74, 86,205,209

25,155
26
143

141,184, 186,191
186

86,190

139,185

143,155

202

134,139, 155, 160
a7

184

260
145,153, 202

145

256,267

256

152

240

kada
kasade féves

katife
kavesal
kaveséra

kav{x}ané

xaxyd

kazika
kazakita

kamha{Turkish)

keziida
kindimé

kirim

kitadéra

kiavidén

kofya

koléna

kéléa
kéita de parida

koléon

koftdk

konfites

kontddo, kentdnte

koraca

kordon

kortdr fadadira

kortina
kortinaz

kortizo

chest, box
chest, box made of walnyt

velvet {cf, Turkish kadife)
cushion, pillow; head of the bed

setof luxurious bed-cover and pilows for wedding and childbirth bed,
decorated with metal thread embroidery

setior serving cofiee; coffee-house (¢f. Turkish kahvehane)

Jews nominated 1o be the connection betwaen the community and the
authorilies (cf. Turkish kahya)

undershirt with wide sleeves
undershirt for a baby

campalnd weave, polichrome sifk and silver and gilt silver threads, one
of the products of the imperial Ottoman workshops

marzipan cake
lacework ribbon inserted into material (cf. Turkish kedime)

long, fur-lined overcoat for man or woman {also called paite, kyurdi,
polka, hirka)

godmother (also calied kubéra)

metalthread used for embroidery; metal wire wound around silk core
{ef. Turkish kilaplar)

the headcover of married Jewish women in Salonika, or their whote
costume {cf. Greek skoutiz)

chain {also called Kadéna, fildr, kordén)

cover, bed-cover, coverle!
coveriet for a woman afler chitdbirth

mattress

inthe Ladino of Satonika, a square cloth (see bago) to cover Elijan's
chair in the brit milah coremaony (cf. Turkish koftuk—armchair)

candies, sugared almonds

money{cash) thatthe bride's father gave the bridegroom as part of the
marriage agreement

inthe Ladino of Salonika, bag for phylacteries, and prayer-shawi (also
calledtaléga)

chain {also called koldna, filar, korddn)

ceremony marking the starting of the cutting of the baby's diapers and
clothes, hefd inthe early months of pregnancy {see also eddr titéra)

curtain, curtain for closing off the bed
gatherad canopy surrounding the upper part of a bed

interior courtyard; patio; many houses were built around inner
courtyards with awellin the center.

204
205

202, 260

75,202

198

202

256

66,90,122
209,213

162,202

134,152

264

79,210,213

145,190,213,214
184

202
260

202

264

209, 256, 267

198,200,232

74

184

256
2690

204,266

208
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kdisk (Turkish)

kubdr(a)
kukulitra

kuléro

kiirk (Turkish}

kuddk

Kuyumji

kyurdi

talal, letat
ieldide dro
{elai de ptata
letal de périas

libadé

lind

manaio

marsa -
maniade &atén
mania de mentesé

mania da dro
maniade plata

marama, maraman
marodinos

maso de pérlas
masurt ‘
mataliivas
mederé

mendi!

Menemen bezi{Turkish)

mesta
méza franka

mitirab, mibrap {Furkish)

276

villa, summerhouse; small building typical of Otoman architecture

god!gt_i}gr. godmother; and in Salonika- kumbaro {cf. Greek
koumbaros, also called kitadéra)

. undyed striped crépe cotton used for chemises and undershirts or, in

izmir, the undershirt made from this material
type of diaper

fur, fur coat

sashused as abelt{ct. Turkish kugak)
goidsmith, jeweler (cf. Turkish kuywumou)

tong overcoat with fur lining; see also hirka, palto, polka, kirém (cf.
Greek gourdi)

head decoration, (cf. Turkish hilal - crescent)
of gold

of silver

ofpearls

jacket, felt coat (cf. Turkish fibade)

finen

the name of the yadran necklace in Rhodes (see yadran)

bracelet

braceiet worn by Jewish wornen, made of several chains and clasp.
the same, #s name in Salonika

goldbraceist

silver bracelet

outer shaw! or kerchief, worn by Jewish women for going out, covesing
the head and showiders (of. Turkish makrama— handkerchief, kerchief,
napkin)

aimond cookies

fiterally bundie of pearls, Name for pearl necklace made of numarcus
rows 0f small pearls (see aiso yadran)

embroidery with metal thread (also called divai-igi (cf, Turkish masura—
bobin, metal thread embraidery done with several bobins)

littie silver candies containing anis seeds, believed to have healing
properties and bring good luck

women's vest, without sleeves, made of embroidered felt; night gown
(seealso fibade, yelek) (cf. Turkish megare)

handkerchied, napkin, daily scarf for a woman (also called yement,
mumi, yazma) (cf. Turkisk mendff

rough cotton from the city Menemen used for baby's diapers

Hght thin-soled boots, worn either alone (indooré) orinside shoes
{outdoors) {ef. Turkish mesty

literally “free fable’'; maintenance of the young couple at the home of
the groom's parents for a predetermined period after the wedding

niche of a mosqgue indicaling the direction of Mecca

86,222

264

145,163

256

134,143

86, 134, 141, 143, 155, 192, 198, 267

176

134,152
183,184, 191,261
183

183

190

134

160,
202
188, 180

178,179
178
202
200

138

200,267

188, 180

267

134,155

256

135

198

103

miflet {Turkish)

mogadoés
mortias

mumi

namusia

nidan

nédedealxdénya

nééede Semira

ndvya, novyo
ogadéro
ogadérojoyari or joyade
oyé
pabué, papud

palto

pana

pandéro

pantalénes, pantalonikas
panydles

parida

paridira

pedadira

peltdo

pembezi(r)
pestamal {Turkish)

pirénes de plita
pisaléro

podya
polka

palkaki

The orgarization system ot Nos-Muslim groups in the Ottoman Empire
inthe 13thcentury

marzipan cookies
shrouds

printed cotten kerchief, headkerchie!. Daily headcover for women (see
also yemeni, mendit, ydzma)

canopy; mosquito net

sign, mark, order, decoration, insignia token - given an betrothal {cf.
Turkish risan) '

the night of the Henna ceremany, also calied ndde de tafi

sightof vigilance, before the circumcision, as called in lzmir and Rhodes
{secalsolavydia)

bride, bridegroom

necklace made of several chains and a clasp, probably typical Jewish
necklace in the Ottornan empire.

necklace infaid with precious stones

neadle iace, trimming {¢f. Turkish oya)

shoe, slipper (cf. Turkish pabug, papug)

loag cvercoat for men and women (also caied Kirim, kyurdi) (cf.
French paletol)

square sheet for swaddling baby
drum

trousers (cf, French partalon)
baby's diapers

woman after giving birth

birth

dicky, brassiere, part of the dress of the martied Jewish womasnin
Salonika

bathrobe

undyed cotton of [inen, used for underclothes and bed linen
(cf. Turkish pembezar, penbezar)

large bath towel; plece of clothintended for covering the body before
Immersionin the bath

silver farks
akind of baby’s diaper

headcover of the Jewish woman in Salonika, or a peart embroidered
square attached to the snoed of this headgear (¢f. Greek podia— apron)

furlined women's jacket, apparently, in Ewropean style (also called
hirk4, palto, kyurdi, Kirim)

undershirt {7}
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30
287

202

138,180

260

139, 198

205

262

255

179,180,183, 182
183

139,143,202

138

152
256
209
162,202

256

257

145

205
143, 145, 202, 256, 260

206
202

256
145

143, 160

160




Glossary

presyadoy
presyadér
primér vestido
pul

puréil

pydde kima

rénda

réstade dukédos
rexmido, rexmir
rio

rofit (Turkish)

Romaniotes

roska
rozéta
rida

3ali, 3al

Salvar

gam alaca (Turkish)

samdra
samur
sapatos
sarraf (Turkish)
sati kordén
savand

sdyo

sayéla

sébax

sejadé

seiimiyé

278

assesment; cerarmnony of the dowry's evaluation

asse;g_%r

literally “firstdress, " first dress in the dowry, the wedding dress
spangie sequin, used in embroidery {cf. Turkish pu)

fringes of silk imitating hair; part of headgear of Jewish women in Bosnia

sheet for covering the footof the bed (also called yiro de kama (cf.
French pied)}

band of lace in Europear: style atached tothe hemof agarment or bed
linen

coin necklace

redemption.of the first son {Hebrew — pr‘dybn haben)

festive meal

trade guilds, tradesman, artisan; see aisc esnaf, hirfet, taife

Greak speaking Jews who lived in the terstories of the Byzantine
Empire conquerad by the Ottomans. The name is derived from
“Rome,” as in “Eastern Roman Empire”’

ring shaped cookie, ring-shaped yeasicake

hatpin warrs by Jewish women of 1zmir, or rose-shaped diamond ring

the rue plant, believed to be effective against the evil eye

shawl, especially a cashrnere shawi, homespua woolencloth made of
cashmere goat wool, camlet, aipaca (cf. Turkish sa/, saf)

baggy trousers (cf. Turkish safvan

satin from Damascus, striped silk and cotton material used for men’s
rabes

tur, fur-coat (also called kirk)

sable fur, coatlined with this fur {cf. Turkish sarmur)
slippers

money-changer

chain with watch {cf, Turkish saaf—watch)

sheet

inmen's costume robe, also called entari; outer coat dress in costume
of married wormen of Salonika (cf. Greek saias}

inner skid

mornirg, the morning atter the wedding night (¢f. Tuzkish sabah -
morning)

prayet rug, small carpet (cf. Turkish seccade)
a kind of brocade characterized by stripes and intertwined fowering

branches; woven in Selimiye near Istanbul; used for women's enfaris
{cf. Turkish gelimive}

201
201

202,210

163
260

162
191,261
25?
262

26,121

19,20,24,42, 75,121
206,213
186, 188,213

262

155

126,127, 131,141,155

134

134

135
176
184

202

134, 145,210,214

160, 162,202

213

97

97,165,204

sepét
seraser (Turkish)

Sorit

sevai

sl paré sirkunsir
sim{Furkish)

sinjap

sirma

{e}skularitas, skularigis

sdirglin {Turkish)

suzeni

syéte kandélas

taife{Tuskish)
takos

talamd

faléga
tantéla
tanyeddr, tanyedéra
Tanzimat(Turkish)
tapéte
tapéte trukmén
tapéto alajn

tarabulus

tdsa de banyo
tavlade 'dlit.se
tawsan

tel
templadéra
tepé-tepelik
tertir, tertll

tokddo

trunk; dowry trunk {also called bady, forsél, kaga) (¢f. Turkish sepet—
trunk usually wickerwork)

cornpound weave, gold and silver cloth product of the imperial
warkshops in istanbul

tape, ribbon, trimming {ct. Turkish siri)

patterned si materiai used forwomen's clothes {cf. Turkish sevayi}
circumeision chair

wire, tinsel, used in embroidery

squirrel, squirrel fur (cf, Turkish sincap, sincab)

lace or embroidery with silver and/or gilt silver thread (cf. Turkish sirma)
earring {cf. Greek skoufariki aiso called aroZales)

forced departaion of population by the Oftoman governmentin the time
of Mehmed the conquerer

chainstilch embroidery (of. Turkish suzeni, also needle)

[#erally seven candles, the name used by the Jews of lzmir for the
ceremony of giving a name o a givl; also called tadas fadamyénto

saee gsnaf, hirfst, rofit

wooden clogs (aise catied galétas)

wedding dais canopy, a boothlike structure used in Sephardiweddings
as the wedding canopy (fuppah) ard as a seat of honour before and
after the wedding (of. Greek thalamos)

bag, ustzally for tefiliin {phylacteries) and fallit{prayer shawl)

lace (cf. French dentelle}

drummer

the palitical refarms in the Ottarnan Emgpire in the 19th century.
carpet, rug

wrkemenrug

rug from Alaca

inSalonika, a wide sash for men's costume (derived from the narme of
the city Tripoali)

metal bowl for washing one's body in the public hath
tray for serving swoets, setforserving sweets

hare, hare-fur (¢f. Turkish tavsam

tinsel for embroidery (cf. Turkish tef)

gold jewel for women after childbirth, similar to the lelat
cap, in costume of Jewishwomen of Bosnia

chenilte

hat, headcover of Jewish wormen mainly in lzmir, Rhodes and Bosnia

Glossary

202,204

€5,80

87,155, 204
264

78

160

210

188

19,24

267
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205

74,206, 207,209
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209
16,30,127
205
205
205
134
205
205
160
79,86
261
162
210

145, 153, 162, 163, 166, 186, 188, 191,
213
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tokador
tokaddr de parida
tokador de bényo
tuviia
ug-gtek (Turkish)
ugkur (Turkish}
wlema (Turkish)
urti
varak
vedre

vastido
{ta)vysia
xalebl
xamsa
xash
yadran
yadrén de pérlas

yadranfino
yadranfilso

yagmak (Turkish)

yazma
yelek (Turkish}
yemeni

yenigeri{Turkish)

yénso
yidék
yiro de kdma

ziyara, ziyaret (Turkish}
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scarf
ascarfwith embroidered amuleticinscription for women after chiidhirth

. SGuare scarf to cover the hair inthe bath205
L

..towei

Kteraliy - three skirts, entari {loose-robe) with slits aleng the sides
see Sikur

doctors of Muslim theology, learned men

cover {ct. Turkish drti}

thin metal foil used for decoration {cf Turkish varak, Greek varaki}
green

garment, Torah-mantle

night of vigitance, before the circumsicion, as called in istanbul, Thrace
and Salonika (also called noda de Semird)

headcover inthe shape of a ball, worn by Jewish wemen in Istanbul,
Bursa and Jerusalem until the mid-19th century (see also Turkish hotoz)

mofit pattern of a hand with five fingers, in Muslim lands befievedto drive
away evil spirits (¢f. Turkish hams_a)

cotlon, usuatly white without any pattern {cf. Turkish hasa, hase}
necklace, choker

nacklace of pearis

necklace of real pearls

neckiace of adificiai pearls

veil eomposed of two kerchiefs woen by Turkish women

cotton kerchief printed mainly with flowers (also called yemeni, mum,
and mendit (cf. Turkish yazma}

sleeveless waistcoat, fong or shart, worn by mer or women over the
entari

printed cotton scar, daily headcover for women (also called U,
maendit, yazma) {cf. Turkish yemeni}

Janissary force of the Ottornan asmy, dismantledin 1826

chemise worn under the dress as it was called by Jewish wemenin
Salonika {see also kamiza de yénso)

head decoration made of paarls; chain of precious metal with a pendant
(ct. Turkish yedek)

sheet covering the oot of the bed (also called pyé de kama) (cf. Greek
¥iro)

pilgrimage tothe Holy places
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160, 202, 256
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