Orta Dogu Teknik Universitesi, Mimarlik Tarihi Lisanstistii Programi
tarafindan “Mekanlar/Zamanlar/Insanlar” genel basligi altinda 2009
yilinda Hamilik ve Mimarlik Tarihi temast ile altincist diizenlenen ve farkls
disiplinlerdeki katilimeilarin bir araya geldigi sempozyumda; tasarim,
himaye, sanat, sanat¢i, mimar, erk, temsil, cinsiyet, kimlik, hamilik gibi
konular irdelenmistir. Bu sempozyum kitabi, bu degerli katilimcilarin
sunduklari bildiriler ile sekillenmis ve son halini almigtir.

The sixth symposium entitled “Spaces/Times/Peoples” on the particular
theme “Patronage and Architectural History” was organized by Middle
East Technical University Architectural History graduate program in
2009. The symposium, which brought together the participants from
varied disciplines, addressed the issues of design, patronage, art, artist,
architect, political power, representation, gender, and identity. This
symposium book was shaped and finalized based on the papers presented
by the valuable participants.
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SUNUS

Orta Dogu Teknik Universitesi, Mimarlik Tarihi Lisansiistii Programi, 1999 y1lin-
dan bu yana, “Mekanlar/Zamanlar/Insanlar” genel baslhig altinda, doktorasini son
ti¢ y1l icinde tamamlamis veya doktora ¢aligmalarina devam eden geng arastirma-
cilarin yeni ¢alismalarinin tanimlanmasi ve sorunlarinin elestirel bir bakis agisi
ile degerlendirilmesi amaci ile iki yilda bir, bir dizi sempozyum organize etmis-
tir. Ilki Osmanli’da Mekanlar/Zamanlar/Insanlar, bashg ile diizenlenen Doktora
Aragtirmalart Sempozyumu’nun bildiri kitabi, Ali Uzay Peker tarafindan 2002
yilinda derlenmistir. 2001 yilinda Cumhuriyet’in Mekdnlari/Zamanlari/Insanlar
ad1 ile diizenlenen sempozyumun bildiri kitab1 ise 2010 yilinda Elvan Altan Ergut
ve Bilge Imamoglu tarafindan yayinlanmistir. 2003 yilinda Eskicag in Mekanlari/
Zamanlari/Insanlar bashig ile diizenlenen sempozyumun bildiri kitab1, 2005°de
Lale Ozgenel tarafindan basilmstir. 2005 ve 2007 yillarinda Cinsiyet, Cinsellik ve
ardindan Kimlik temalar1 ile, dordiinciisii ve besincisi diizenlenen sempozyumlari
takiben 2009 yilinda Mekdnlar/Zamanlar/Insanlar: Hamilik ve Mimarlik Tarihi
baslig ile altinc1 sempozyum gergeklestirilmistir. Tasarim, himaye, sanat, sanat-
¢1, mimar, erk, temsil, cinsiyet, kimlik, hamilik gibi konular1 mekan/zaman/insan
temast ile irdeleyen bildirilerin yer aldig1 sempozyum, farkl disiplinlerdeki kati-
limcilart bir araya getirmistir.

Sempozyuma davetli konusmaci olarak katilan Nina Ergin makalesinde Atik Va-
lide Sultan camisindeki mekansal kurguyu yazi ve ses 6gelerini inceleyerek ak-
tarmakta ve bu sayede eserin hamisinin niyetlerini ortaya koymaya ¢aligmaktadir.
Bu baglamda sanatci ile hami (buradaki 6rnekte Mimar Sinan ve Nurbanu Sultan)
arasindaki iliski ve hamilik kavrami irdelenmektedir.

Sempozyumda sunulan makaleler M.O. 5000. yiizyildan baslayarak giiniimiize
kadar uzanan genis bir yelpazede yer almistir. Bu nedenle bu kitapta yer alan
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bildiriler kronolojik bir sira ile diizenlenmistir. “Haminin Son Eseri: Likya’daki
Mezar Yapilar1” baslikli bildirisinde Pinar Aykag, Likya’daki yonetici sinifin ve
elitlerin mezar yapilarini kendi sosyal ve politik konumlarinin temsil araci olarak
kullandiklarma dikkat ¢cekmektedir. Elif Keser’in makalesinde ise M.S. 300-800
yillar1 arasinda kuzey Mezopotamya’daki Bizans kiliselerinin yapim siirecleri ve
mimari 6zellikleri, donemin yonetici siifi, o bolgedeki piskoposun rolii ve yerel
elitlerin etkisi ¢ergevesinde incelemistir. Ortacag’daki hamilik iliskilerini konu
alan makalelerden Aysun Aydin ve Zafer Sagdi¢’in “Onaltinct Yiizyi1lda Osmanh
Camilerinde Mimar ve Bani Arasindaki Iliski” baslikl1 yazisi, Hassa Mimar1 Mi-
mar Sinan tarafinda yapilan sultan, hanim sultan ve vezir camilerinde kullanilan
mimari dil ile hamiler arasindaki iliskiyi sorgulamaktadir. Bu baglamda, Osmanli
klasik donemindeki sanatsal {iretim ve saray eliti iliskisi, imparatorluk ideolojisi,
politik durum ve imparatorlugun ekonomik giicii ¢ercevesinde incelenmektedir.
Gokegen Ozkaya, “Istanbul Ahkdm Defterlerine Gére Osmanli Mimarlik Hami-
leri: Vakif Kurucular1” baslikli makalesinde, 1742-64 yillar1 arasinda tutulan Is-
tanbul Ahkam Defterleri’ndeki vakif sahiplerinin kimliklerine ait bilgilerden fay-
dalanarak, Osmanli’nin onsekizinci yiizyildaki insa faaliyetleri ve bani iligkisini,
banileri unvanlarina gore askeri sinif ve sivil olmak iizere iki kategoriye ayirarak
incelemistir. Mimari eser, mimar ve hami iliskisini, politik ve ideolojik giindem-
lerle tartigmaya sunun makalesinde Umit Firat Agikgoz, 1931 Paris somiirgeler
fuari i¢in tasarlanan Suriye-Liibnan pavyonu mimarisinin manda sisteminin bir
modeli olarak karsimiza ¢ikisini tartigmistir. Giovanni Avosani ise makalesinde
savas sonras! Italya’da, iktidar partisinin olusturdugu devlet politikasina degine-
rek, hamilik gdrevini iistlenen bir politik vizyonun, gerceklestirdigi projeler ile
ulagilan sonuglar1 kent ve mimarlik iliskisi baglaminda irdelemistir. S6zii edilen
Ina-Casa plani, gerek olusum siirecinde gerekse sonug iiriiniinde kamu ¢ikarlarim
gozeten ve {lilkenin temel ihtiyaglarina yanit veren kamusal alanlara sahip bir sehir
yasaminin, politik vizyon tarafindan somutlastirilmis hali olarak sunulur. “Ata-
tiirk Bulvari’nda bir Doniisiim Hikayesi: Lale Sitesi” baslikli makalesinde ise Hi-
lal Ayci1; 1970°1i yillarda Ankara’da insa edilen Lale Sitesi’nin kentteki konumu
ve sosyal yasama etkisini Emek Insaat baglaminda incelemistir. Baharak Tabibi
makalesinde Pehlevi donemi Iran’mdaki politika ve cinsiyet kavramlarimi, sanat
ve mimarlik baglaminda ele almistir. Bu dénemin son yilinda tahta gegme hakki-
n1 kazanan Shahbanu Farah Pehlevi’nin modern Iran’in mimarlik ve sanat tarihi
giindemini belirlemesindeki rolii hamilik ¢ergevesinde incelenmistir. Serap Dur-
mus, “Camilerde Anlam Sorgulamasi: Kral Faysal Camisi Ornegi” baslikli maka-
lesinde, dekonstriiksiyon felsefesi lizerinden Kral Faysal Camisi’nin mimarisini,
caminin mimari, igvereni ve cami tipolojisi konular1 ¢ercevesinde tartigmigtir.
Ve son olarak hamilik kavramini mimari iiretim siirecinde tasarimei ile kullanici
arasindaki iligkiler ag1 lizerinden yeniden tanimlayan Kemal Reha Kavas maka-
lesinde, tasarimin ve dolayisiyla hamiligin sivil mimari 6rneklerde de yer aldig
diisiincesini Akseki bolgesindeki yerel mimari 6rnekler iizerinden tartigmistir.
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Hamilik kavraminin tarihinin degisik donemlerinde ve farkli baglamlar iizerinden
tartisildigr bildirilerin tamami, mimarlik tarihinde ¢ok giincel olan bu kavramin
farkli bakis agilari ile ele alinabilecegini ve bu ¢er¢evede farkli bir mimarlik tarihi
okumas1 yapilabilecegini gdrmemizi sagladi.

3-4 Aralik 2009 tarihinde, ODTU Mimarlik Fakiiltesi’nde gerceklesmis olan bu
sempozyumun davetli konugsmacilar1 Sevil Enginsoy Ekinci ve Nina Ergin’e ve
ayn1 zamanda sempozyumun ikinci giinii kapanig oturumunda tartigmalara yon
veren Jale Erzen ve Suna Giiven’e konuya kattiklart farkli bakis agilari ve degerli
katkilar1 i¢in tesekkiir ederiz.

Sempozyumun diizenlenmesinde akademik olarak katkida bulunan Mimarlik Ta-
rihi Lisansiistii Programi 6gretim iiyeleri basta olmak tizere, fakiiltemiz dekanli-
gina, mimarlik boliimii baskanligina ve sempozyumun sponsorlugunu iistlenen
Kartallar Grup’a tesekkiirlerimizi sunariz. Sempozyum kitabinda bulunan ma-
kalelerin okumalarmi yapan Kenneth Hayes’e ve T. Elvan Altan’a tesekkiirii bir
borg biliriz.

Ceren Katipoglu, Ezgi Yavuz, Baharak Tabibi
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INTRODUCTION

Middle East Technical University, Architectural History Graduate Program has
organized a series of graduate symposia bi-annually since 1999. Aimed to in-
troduce and evaluate recent studies in a critical perspective, these organizations
are open to graduate students and researchers who have recently completed their
studies within the three years period. The first volume of these series entitled as
Spaces/Times/Peoples in the Ottoman period was edited by Ali Uzay Peker in
2002. Organized under the title of Spaces/Times/Peoples in the Republican Period
in 2001, the second volume was edited by Elvan Altan Ergut and Bilge Imamoglu
in 2010. Held in 2003, Spaces, Times, Peoples of the Ancient World proceeding
book was edited by Lale Ozgenel in 2005. The forth and the fifth symposiums,
organized in 2005 and 2007, focused on Gender, Sexuality and Identity in re-
lation to architectural history, respectively. The last organization of these series
was executed in 2009 under the title of Spaces/Times/Peoples: Patronage and
Architectural History. Through the concepts of design, patronage, art, artist, ar-
chitect, power, representation, gender and identity, this symposium aimed to bring
together current researches on space/times/peoples and to discuss the consequent
knowledge produced in architectural history, particularly framed by the relation
between architecture and patronage.

Participated as the keynote speaker, Nina Ergin’s text investigates spatial fiction
in Atik Valide Sultan’s Mosque through searching lettering and sound elements
and by this means she examines the patron’s idea in creating his work. In this
context, the artist-patron (here, Architect Sinan and Nurbanu Sultan) relationship
is probed within the concept of patronage.

iX



Since the texts presented in this symposium covers a wide range of subject area
and time period, this proceeding is arranged in a chronological order started from
B.C. 5000 to present time. In “Patron’s Final Manifestations: Funerary Architec-
ture in Lycia”, Pinar Aykac explores an inter-relation existed between the funerary
architecture, dynastic power and patronage. Built for commemorating the status of
the patrons, dynastic tombs are accepted as tools for self-manifestation of political
power of the ruling dynasts in Lycia. Elif Keser’s paper focuses on the patterns
of the Byzantine imperial patronage of the churches of Late Antique Northern
Mesopotamia in order to explore the role of bishops and private patronage in the
construction process and architectural features of ecclesiastical buildings through
some individual cases. Among the articles to examine the notion of patronage
during the middle age, Aysun Aydin and Zafer Sagdi¢’s paper, “The Relationship
between Architect and Patronage of Ottoman Mosques in the Sixteenth Century”,
questions the architectural language of Architect Sinan’s sultans’, sultanas’ and
vizier’s mosques relating with their patrons. In this context, the inter-relation be-
tween the artistic production and intelligentsia during the Ottoman classical pe-
riod is explored through considering the imperial ideology, political state and the
economic power of the empire. Using the records of the Waqf founders in Ahkam
Registers (Ahkam Defterleri) of Istanbul between the years of 1742 and 1764,
Gokgen Ozkaya’s lecture, “Ottoman Waqf Founders as Patrons of Architecture:
According to “Ahkam” Records of Istanbul”, analyses the inter-relation between
the titles/profiles of constructive and construction activities within the two main
categories of civil and military classes during the eighteenth century Ottoman
period. Questioning the inter-relation among the architect, architectural produc-
tion and patron within the political context, Umit Firat A¢ikgoz in “Colonialism
as a Form of Forced Patronage: Syria and Lebanon in the 1931 Paris Colonial
Exposition”, examines the architecture of the pavilion building of Syria Lebanon
which is designed for the colonial exposition in Paris in 1931 as a model of man-
date system. Analyzing the political visions and patronage of the ruling party in
postwar Italy, Giovanni Avosani’s article probes on the materialized projects and
their consequences in the context of city and architecture. The Ina-Casa Project
is introduced as a concrete product of a political view that protected the public
interest in both the process of formation and the product itself. Hilal Ayci’s re-
search attempts to find out the position of Lale Complex in the context of Atatiirk
Boulevard as Ankara’s main public axis. In addition to this, the Emek Company
that built the complex, the changes of the building and finally the context of daily
life of Ankara is discussed by the study. Baharak Tabibi focuses on Shahbanu
Farah’s role in Pahlavi Iran. As the only queen crowned by His Imperial Majesty
Mohammad Reza Shah Pahlavi, and with her eventual appointment as the queen
regent, Shahbanu attains a level of power and authority extensively directed in pa-
tronizing arts and architecture. Tabibi’s study examines various relations between
gender, authority, art and architectural practices in an attempt to show how fe-
male royal patronage shapes the cultural agenda of Iran during the second Pahlavi



Monarchy. In “The Question of Meaning in Mosque Architecture: Shah Faisal
Mosque”, Serap Durmus investigates the architecture of Kral Faysal Mosque
in the contexts of architect, client and mosque typology via the philosophy of
deconstruction. Lastly, Kemal Reha Kavas re-defines the concept of patronage
through the relationship between the designer and the client within the process of
architectural production. Such a relationship is discussed through the examples of
vernacular architecture in Akseki region.

Discussing through various contexts and within different time periods, the debates
demonstrate that, as a current notion in the architectural history, the concept of pa-
tronage can be tackled through various perspectives, and within this framework,
it is possible to read an alternative history of architecture. It is a pleasure to thank
the symposium’s key speakers, Sevil Enginsoy Ekinci and Nina Ergin and at the
same time to Jale Erzen and Suna Giiven for directing debates and bringing dif-
ferent perspectives to the subject matter in the closing statement of this gathering
held at METU Faculty of Architecture on December 4 and 5, 2009.

We would also like to express our deepest gratitude to the academic members of
the METU Architectural History Graduate Program, our Dean of Faculty, Head of
Architecture Department as well as the sponsor of the event, Kartallar Grup. We
are very grateful to Kenneth Hayes and T. Elvan Altan for their contributions in
reading the articles published in this proceedings.

Ceren Katipoglu, Ezgi Yavuz, Baharak Tabibi
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ACILIS KONUSMASI /KEYNOTE SPEECH

MEKAN/YAZI/SES: OSMANLI’DA KADINLARIN CAMi
HAMILIGINE iLiSKiN BiR INCELEME!
Nina Ergin

... Valide sultan fani diinyanin nimetlerini ebedi olan ahiretin nimet ve saadetlerine
vasletmek istedi ¢iinkii yiiksek zeka sahibi olan bir kimse yalniz diinyanin kararsiz dev-
letine baglanup kalmaz. Iste bu diisiinceye binaen valide-i miisariinileyha semahat elini
herkese agup emsal ve evladin degil, ancak temiz bir kalp ile Allaha kavugmanin miifid
olabilecegi dehsetli bir giiniin miidhis azabindan kagmak ve biiylik sevaba nail olmak
icin daimi ve biitlin halka samil bir ihsan yapmak istedi buna binaen su vakifnamede
mufassalan zikredilecek olan seyleri en temiz emval ve emlakinden ihrac ve ifraz etti.
Safi ve sadik bir azimet, riya ve siim’a lekesinden ari temis bir niyyet ile ¢ok biiyiik ve
muhtesem emlakini hayriyye bina ve insa ettirdi...(Vakiflar Genel Midiirliigii, Defter
no. 1766, s.136)

M.S. 1582/3 (H. 990) yilina ait bir vakfiye’den yapilan bu alinti, II. Selim’in esi,
I11. Murat’mn annesi Nurbanu Sultan’in Uskiidar’da bulunan ve yapimi 1568 de
tamamlanan Atik Valide Kiilliyesi'ne iliskin sanat hamiligini ve kiilliyenin yapi-
mini ve bakimimi siirdiiren vakfi, yani hayir kurumunu tanimlar. Belge ayni za-
manda sanat ve mimarlik tarih¢ilerinin en ¢ok ilgisini ¢eken meselelerden birine,
anitsal 6l¢ekte bir mimari gorevlendirmenin arkasinda yatan saiklerin neler oldu-
guna da 151k tutmaktadir. Ama Osmanli mimarisi iizerine ¢alisan arastirmacilarin
en 6nemli kaynaklarindan biri olarak goriilen vakfiyelerin formiiliimsii mahiyeti,
aragtirmacilar1 yanitlardan ¢ok yeni sorularla bas basa birakir niteliktedir. Dolay1-
styla bu ¢aligmanin amaci, mimari hamiligin ve s6ziinii ettigimiz camii ve kiilliye
baglaminda mekanin iiretiminin ve algilanmasinin incelenmesinde kullanilabile-
cek yeni kaynaklar bulmaya ¢alismaktir. Ne var ki, bir vaka analizine girismeden
once, sanat hamiligini 6zellikle Islam diinyasinda kadin hamilik ¢alismalar1 alani-
na konumlandirabilmek i¢in hamilik hakkinda birkag¢ genel agiklama yapmamiz
gerekir.



Nina Ergin

Kadinlar ve Sanat Hamiligi

Sanat tarihi baglaminda hamilik, genellikle gii¢lii ve varlikl kisilerin ressamlara,
mimarlara, heykeltiraglara ve diger sanatgilara yaptig1 mali ve/veya sembolik yar-
dimu ifade eder.? Hamiligin arkasindaki temel saikler gesitlilik gosterir: S6zgelimi
Fatih Sultan Mehmed’in yeni bir imparator—*iki kitanin sultani1 ve iki denizin
hakani’—kanis1 yaratmak icin Topkap1 Saray1’ni insa ettirmesinde oldugu gibi,
haminin amaci siyasi ve kiilttirel prestijini artirmak olabilir.® Ya da tipik bir 6rne-
gine Hollandal1 grup portrelerinde rastladigimiz gibi, sanat yapitin1 veya mima-
ri yapiy1 yaptiran grup prestij saglama pesinde olabilir. Bizansli Maliye Bakan
Theodoros Metokhites’in kendisini Kariye Kilisesi’nin bir maketini tahta oturmus
Isa’ya sunarken gosteren mozaigi armagan etmesinde s6z konusu oldugu gibi bi-
zatihi hayir sahibinin kendi erdemini vurgulama arzusu baskin olabilir.* Eski sa-
nat hamilerine 6zenerek kendilerini sanat yapitina konu ettiren hamiler de vardir,
sirf kendi duygularini tatmin etmek isteyenler de. Ama unutulmamas: gereken
nokta, hamiligin altindaki saiklerin nadiren kesin ve agik oldugu, ¢ogunlukla da
burada verdigimiz 6rneklerin yansittigindan ¢cok daha karmasik ve birbiriyle bag-
lantili oldugudur.

Francis Haskell’in ‘Hamiler ve Ressamlar’ (Patrons and Painters) bashkli ¢igir
acan ¢aligmasinin ardindan 1960’larda sanat hamiligi ¢aligmalari, tam da bu saik-
leri, sanat¢1 hami iliskilerini ve ilgili diger meseleleri irdeleyen ayr1 bir alan ola-
rak ortaya cikt1. (Haskell 1963) Uslup analizinden uzaklasarak bir toplumsal tarih
yaklagimini benimseyen Haskell, agirlikli olarak sanat tarihinin kapsami diginda
kalan arsiv kayitlarina ve diger kanitlara bagli kalmistir. Buradaki vaka analizinde
ben de Haskell’in izinden gidecegim. Biitiin hamilik ¢alismalar1 alanin1 gézden
gegirmek bu ¢aligmanin amaglari arasinda yer almiyor; ama ele aldigim haminin
bir valide sultan, yani bir Osmanl padisahinin annesi oldugunu dikkate alacak
olursak, kadinlarin sanat tarihi incelemesi kapsamina alinmasi bakimindan hami-
lik ¢alismalarinin neler yapmis oldugu tizerinde kisaca durabiliriz.

Linda Nochlin’in {inlii “Neden hi¢ biiylik kadin sanat¢1 yok?” sorusunu hamilik
alanina terciime etmeye kalktigimizda bunun pek dogru olmadigini goriiriiz; zira,
“Neden hig biiyiik kadin hami yok?” sorusu hamilik baglaminda diipediiz yersiz
gibidir. (Nochlin, 1988: 145-78) Ozellikle Isabella d’Este gibi giiglii ve varlikli
kadin sanatseverlerin, gegmise bakip kendilerine 6rnek alabilecegi kalabalik bir
selefler listesi vardir: Ornegin Karya Kraligesi Artemis Halikarnassos’ta kocast
Mausoleus i¢in bir anit mezar yaptirmigtir; I. Attalos’un karis1 Kralige Apollonis
Pergamon’daki Demeter kiiltiinii ve tapmagini inga ettirmistir; son Roma impa-
ratorunun kizi Anicia Juliana Konstantinopolis’teki Hagios Polieuktos Kilisesi’ni
yaptirmigtir. Orta Cag’da Avrupali kadinlar kiliseler ve manastirlar insa ettirmis,
kiliselere konan resimlere ve heykellere, degerli elyazmalarina ve minyatiirlere
onemli mali destek saglamistir. Unlii ve giiclii kadin hamiler listesi dogrudan dog-
ruya toplumsal sinif, imtiyaz ve aile baglantilar1 gibi konularin ele alinmasi gerek-
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liligini isaret eder, zira bunlar bir biitiin olarak (gerek kadinlarin gerek erkeklerin)
sanat hamiliginin zorunlu 6nkosulu olmakla kalmayip, ayn1 zamanda onun bir
sonucudur da. Sonugta sanat, varlikli ve giiclii olanlarin kiiltiirel, toplumsal ve
ekonomik zenginligini sergileyebildigi en 6nemli kanallardan biriydi.

Yukarida zikredilen kadin sanat hamilerinin ¢ogu ya kocalarinin ya da babalari-
nin adiyla anilir: Giiglii bir adamin kizi, karis1 veya dul karist olmak, kadinlara
zenginlik saglamis ve sanat hamiligi firsat1 vermistir. Boylelikle bir taraftan ata-
erkil sistem igerisinde kalirken, diger taraftan da o sistem igerisinde kendilerine
ayricalikli bir konum insa etmeyi basarmislardir. Dolayisiyla kadinlarin hami ola-
rak kiiltiirel tiretime yaptiklari katki, sanatg1 olarak yaptiklarina kiyasla ¢ok daha
fazla olmustur. Bagka bir deyisle, sanat¢ilar yerine hamilere odaklandigimizda,
sanat tarihine adini yazdirabilecegimiz kadin sayisinin ¢ok daha fazla oldugunu
goriiriiz.’

Hi¢ kuskusuz aynis1, Islam sanati1 ve mimarisi icin de gecerlidir.® islam diinya-
sinda Artemisia Gentileschi gibi kadin sanat¢ilar bulmak zor olsa da bu, (ister
minyatiircii ister hattat olsun) benzer seviyede kadin sanat¢ilarin var olmadigi
anlamina gelmez; sadece onlara iligkin bu bilginin bize ulagmadigini gdsterebilir.
Buna karsin, Isabella d’Este gibi bir hami bulmak i¢in ¢ok c¢aba sarf etmemize
gerek yoktur. Gergekten de, birtakim etkenler Miisliiman kadinlarin kamusal anit-
larin mimari hamiligini iistlenmesini bilyiik 6lgiide kolaylagtirmistir. Bu etkenler
seckin Miisliiman kadinlar i¢in bir iktidar kaynag1 tasnifi de icerir: Cogu iyi bir
egitim almistir; geldikleri ailenin veya ogullarinin statiistine—ozellikle de ogul-
larinin tahta ¢gitkmasina—bagli olarak niifuz sahibi olurlar; dini sebeplerden Otiirii
evlenmeme karar1 vermislerse, tasavvuf onlara ayn1 zamanda Islam’a hizmet ede-
cek mimari yapilarin hamiligini iistlenmelerini saglayan alternatif bir hayat tarzi
sunar; en 6nemli etkense, mali agidan bagimsiz olmalaridir.” Bilyiik 6nem tagtyan
bu ekonomik bagimsizlik, miras, ¢eyiz, vakiflardan gelen gelirler ve bagislar, ar-
maganlar ve ticari kazanglardan elde edilen gelirlere dayanir.®

Miisliiman kadinlar mal ve para varliklarinin idaresine kendi basina karar verir-
lerdi, ama yine de genel ¢ergeveyi belirleyen, kesinlikle gelenek ve gorgii kuralla-
riydi. Gelenek Erken Yeni¢ag’da Miisliiman kadinlara 6rnek alabilecekleri, Yakin
Dogu’da eski caglardan beri kralliklar yoneten, anitlar insa ettiren tinlii kadin rol
modellerinden olusan bir selefler soy kiitiigii sunmustur. S6zgelimi, M.O. onuncu
yiizy1lda Yemen’e hilkkmeden Saba Melikesi Belkis, bir akil ve gii¢ timsali haline
gelip kendisinden sonraki kadin hiikiimdarlar i¢in son derece énemli bir rol mo-
deli olmustur. (Sadek, 1993: 14-27 ve Atil, 1993: 4) Hz. Muhammed’in ailesinin
kadn fertlerinin sahip oldugu gii¢ de kayda degerdir; her ne kadar anitlar yaptir-
mis olmasalar da, siyasete bulasmis soziinii esirgemeyen kadinlar olmalarindan
otiirii rol modeli islevi gérmiislerdir.

Islam diinyasinin kayitlara gegmis ilk kadin mimari eser hamilerinden biri de,
850’lerde Fas’in Fes sehrindeki Karavin Medresesi’nin yapimini baslatmis olan
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Muhammad al-Fihri’nin kizi Fatima’ydi. Abbasi Halifesi Harun el-Resid’in karisi
Ziibeyde yaptirdig1 camiler, hanlar ve kopriilerle nam salmisti; Kiife ve Mekke
arasinda yaklagik 1500 kilometre uzunlugunda muazzam bir su kanali insa ettir-
mis, ayrica Medine’deki anitlar restore ettirmisti. Anadolu’daysa Selguklu Im-
paratorlugu hanedan kadinlar1 anit mezarlar, medreseler, kervansaraylar ve diger
tiirde mimari yapilar yaptirmistir; bunlarin ¢ogu, séz konusu kadinlarin hayirse-
verlik araciligiyla devlet meselelerine aktif olarak katildigini kanitlar niteliktedir.
(Bates, 1982: 245-60)° Tek bir 6rnek verelim: Sultan 1. Aldeddin Keykubad’in
(saltanat1 1219-37) karis1 ve Sultan II. Giyaseddin Keyhiisrev’in (saltanati 1237—
46) annesi Mahperi Hatun 1230’larda Kayseri’de bilylik bir kiilliye yaptirmis ve
vakfetmistir, ayrica bes kervansaray1 mali olarak desteklemistir. (Atil, 1993; 8)
Oyleyse Osmanli kadinlarinin mimari hamiliklerini gerekgelendirme ve bigim-
lendirme bakimindan kendilerine 6rnek alabilecekleri bir¢ok rol modeli oldugunu
sOyleyebiliriz. Aslinda, tebaalariin géziinde hanedanin mesrulugunu saglamalari
i¢in Osmanli sarayinin iist mertebeden kadin fertlerinden mimari yapilarin hami-
ligini istlenmeleri ve vakif kurmalar1 beklenirdi.

Adabimuaseret bakimindan da hamilik birtakim kurallara uymak zorundaydi: on
besinci yiizyilda ve onaltinci yiizyilin baslarinda yaygin kani, bir kadinin hami
olabilmesi i¢in ya bir sehzadenin annesi olmasi ya da aktif cinsel hayatinin sona
ermis olmasi gerektigiydi. (Peirce, 2000: 53-68) Yonetim ve idare egitimi almak
lizere sancaga gonderilen sehzadeye annesi de eslik ederdi; dolayistyla kadin ha-
miligin sehzadenin gonderildigi sancagin bulundugu sehirle sinirli olmasi son de-
rece dogaldir. Bu durum Osmanli 6rneginde—toplumsal cinsiyet kategorisi kap-
saminda—keza yas veya hayat evrelerinin de, lireme kapasitesinin de 6nemli bir
rol oynadigini gosterir (Peirce, 1997: 169-96); dyleyse yekpare bir “kadin hami”
kategorisinin mevcudiyetinden s6z etmek dogru olmayacaktir.

Osmanli saray kadmlari yiizyillarla birlikte sinirlart zorlamistir; ama halk gorgii
kurallarin1 ve bu kurallarin mesrulugunu sorgulayarak bu tiir ihlalleri kabullen-
mistir. Ornegin, kocas1 Kanuni Sultan Siileyman’1 (saltanati 1520-66) biiyiile-
mekle suglanan Hiirrem Sultan vakasinda bunu gorebiliriz. Hiirrem Sultan, Ah-
met Refik Altinay’in “Kadmlar Saltanati” olarak adlandirdigi donemin baglangi-
cini teskil eder. (Altinay, 2005) Altinay s6z konusu donemi Oyle hararetli bir kadin
diismanligiyla ele alir ki 1990°larda Leslie Peirce’in Harem-i Hiimayun kitabi
ve biiyiik 6nem tastyan Caglarboyu Anadolu’da Kadin/Anadolu Kadininin 9000
Yili sergisi katalogu yayimlanana dek Osmanli saray kadinlart hanedanin degerli
iyeleri olarak hak ettikleri saygiyr gérmemistir. (Peirce, 1993) Peirce 6zellikle
Osmanli yonetiminin savasa dayali bir bigimden daha yerlesik bir bigime donii-
stimii sirasinda ogullarina vekalet eden valide sultanlarin oynadigi roliin 6nemine
dikkat ¢eker—buradaki vaka analizi bakimindan da 6nemli bir roldiir bu.

Peirce’in alana yaptig1 katkidan bu yana sayilart giderek artan Osmanli saray
kadinlarinin hamiligini sorgulayan sanat tarihi ¢aligmalar1'® arasinda en dikkat
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¢ekici olan1 Lucienne Thys-Senocak’in ¢aligmasidir. Thys-Senocak giic ve gor-
sellik kesismesine bakarak Istanbul’daki Yeni Valide Kiilliyesi'nin diizenlenisi-
ni ve kadinlarin hareketliligine iliskin kisitlamalarin kadinlara mimari yapinin
farkli boliimlerine fiziksel olmasa da en azindan gorsel erisim izni veren yaratici
mimari ¢éziimlere yol agisini analiz eder (Thys-Senocak, 2000b: 69-90). Thys-
Senocak Hadice Turhan Sultan: Osmanl Imparatorlugu 'nda Kadin Baniler bas-
likl1 kitabinda ise kapsamli bir valide sultan analizine girigserek kadin hamiligin
-cogunlukla kadinlarin annelik ve/veya sevgi, sefkat i¢cgiidiilerini yansittig1 adde-
dilen- hayirseverlik 6rnekleriyle sinirlandirilamayacagini, Canakkale’de bulunan
Seddiilbahir ve Kumbkale’deki kalelerden anlasilacag: gibi, keza askeri tesisler de
icerdigini agikca ortaya koyar. (Thys-Senocak, 2009)

Islam diinyasinda toplumsal cinsiyet konusu iizerinde calisan Peirce, Thys-
Senocak ve diger arastirmacilar muhtelif kaynaklardan yararlanir: Caligmamin
basinda alintiy1 aktardigim vakfiye ve benzerlerini, bagka arsiv kaynaklarini,
Kur’an’1, Seriat yasalarini, seriyye sicillerini, hatiratlari, biyografi ansiklopedile-
rini, siirleri ve atasozlerini, destanlar ve edebiyati, mektuplari, kitabeleri, sonraki
ylizyillar i¢in basilmig kaynaklari, kiiclik tekstil {iriinlerinden biiytik kiilliyelere
kadar ¢esitlilik gosteren malzemeleri 6rnek gosterebiliriz. Bu kaynaklarin, kadin-
larin tarihini kesfetmek diginda baska amaclara yonelik olarak verimli sekillerde
kullanildig1 agik olsa da, s6z konusu kaynaklara dair (toplumsal cinsiyetin edim-
selligi gibi) daha yeni kuramsal yaklasimlar1 dikkate alan elestirel ve yaratici bir
yeniden-okumanin yeni ¢igirlar actigi ve agmaya devam edecegi de asikardir."
Caligmanin basinda da degindigim gibi, bu incelemenin amaci, mimari hamiligin
arkasindaki temel saiklerin incelenmesi i¢in kullanilan malzemeyi genisletmenin
yollarini arastirmaktir. Bu amagla, simdi Atik Valide Kiilliyesi ile hamisini ele
alacagim.

Nurbanu Sultan ve Atik Valide Kiilliyesi

Osmanli donanmasimin bir Ege Adalar1 akininda tutsak diisen Nurbanu 1537°de
saray haremine alindiginda on iki yasinda geng bir kizdi.!? Tarih¢iler Nurbanu’nun
hayatinin ilk yillarina iligkin iki farkli uyarlama insa etmistir. Kendisinin de sa-
vundugu birinci uyarlamaya gore, o siralar Venedik topragi olan Ege Denizi’ndeki
Paros adasinin valisi Nicolo Venier ile bir asilzade olan Violante Baffo’nun gay-
rimesru kiz1 olarak diinyaya gelmisti ve asil ad1 Cecilia Venier-Baffo’ydu. ikinci
uyarlamaya goreyse yine Venedik hakimiyetindeki Korfu adasinda dogmus Kale
Kartanou adinda bir Rum kiziydi. Saray haremine alininca Korfu’nun Venedikli
yonetici seckin simifinin mensubu oldugunu iddia ederek statiisiinii yiikseltmeyi
basarmuisti.

Nurbanu giizelligiyle Sehzade Selim’in gozdesi oldu. Selim Konya’ya Sancakbe-
yi olarak atandiginda Nurbanu da onunla birlikte gitti ve kisa araliklarla Selim’den
dort kiz gocugu—Esmahan, Sah, Gevherhan ve Fatma—ve bir oglan ¢ocugu—
Murat—diinyaya getirdi. 1566’da Kanuni Sultan Siileyman’in 6liimiiniin ardin-
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dan tahta gegen Selim ailesiyle birlikte Topkap1 Sarayi’na tasindi. Goreneklere
gore padisah esleri bir sehzade dogurduktan sonra artik sultanin gézdesi olmaktan
¢ikardi ve cinsel hayatlar1 sona ererdi. Buna ragmen Nurbanu kendisini Selim’e
o kadar ¢ok sevdirmistir ki 1571°de onun nikahli yasal esi statiisiinii kazanmastir;
Selim, nikahli esi olmasi vesilesiyle Nurbanu’ya 110,000 altinlik muazzam bir
servet hediye etmistir. Bu paray1 hemen degerlendirmek isteyen Nurbanu ayni yil
i¢cinde kendi kiilliyesinin yapimin1 baslatmistir.

II. Selim 1574’de hamamda sarhogken ayagi kayarak diisiip 6liince, dul kalan esi
Nurbanu, oglu Murat sancakbeyligi yaptig1 Manisa’dan Istanbul’a gelene dek ko-
casimin oliimiinii gizler. Annesinin padisahin 6limiinii gizlemesi sayesinde Murat
tivey kardeslerinin miidahalesine maruz kalmadan kolayca tahta oturur. Oglunun
tahta ¢ikmasiyla birlikte Nurbanu’nun kazandigi yeni statii ve otorite, Valide Ala-
y1 ad1 verilen Eski Saray’dan Topkapi Sarayi’na tasinma merasiminde kendisini
hemen hissettirir. Sultan onu goreneklerin tersine Topkapt Sarayi’nda atinin {is-
tiinde degil bizatihi ayakta kargilamistir. Nurbanu’nun statiisiindeki hizli yiikselis,
kendisinin yaratmis oldugu (ve sonraki nesiller tarafindan da kullanilacak olan)
“valide sultan” unvaninda da hissedilir. Boylelikle Harem-i HiimayGn un en iti-
barli, en yiiksek makamina ulagmistir. Bu makamdan dolay1 giinliik cep harglig
2,000 akgeye cikmistir, oysa siradan harem kadinlarinin cep hargligi 40 akgedir.
Harem-i Hiimayun’u yonetmenin yani sira, kizlarini devletin 6nemli kademesin-
deki erkeklerle evlendirerek siyasi ittifaklar kurmus ve oglu III. Murat’1 siyasi
meselelerde yonlendirmistir. Nurbanu’nun Venediklilerle ve Fransa kralinin dul
karis1 Catherine de Medici ile yogun diplomatik mektuplasmalari, Osmanli im-
paratorluguyla Avrupa arasinda iyi iliskiler gelismesine yardimei olmustur. Sa-
hip oldugu servet sayesinde hayir iglevi tagiyan mimari eserler yaptirmistir. Ay-
rica kendisine Marmara Denizi kiyisinda Yenikapi yakinlarinda 6zel bir saray ve
Uskiidar’da bir saray daha inga ettirmistir.

Oglu kendisini giderek daha fazla sarayina kapatirken, Nurbanu yaptirdigi mimari
eserlerle oldugu kadar kamusal olarak ortalikta boy gostererek de kendisini Is-
tanbul halkina fazlasiyla goriniir kilmistir. Kamusal goriiniirliigii cogunlukla bir
kortej esliginde saraydan Uskiidar’daki kiilliyesine torensel bir bigimde gitmesiy-
le gerceklesir, bu sirada gegit alaymni izleyen kalabaliga para dagitilirdi. Nurbanu
geceyi orada gegirip ertesi glinkii Cuma namazina katilirdi.

Nurbanu 1583 Aralik aymnda Yenikapi’daki sarayinda vefat etti. Annesini ve en
yakin siyasi danigmanini kaybetmenin {iziintiisiiyle biiylik bir yasa bogulan III.
Murat muhtesem bir cenaze toreni diizenletti. Hatta Nurbanu’nun sarayindan yola
¢ikan cenaze alay1, Lokman’m 1597°de yazdig1 Sehinsah-ndme eserinde padisa-
hin ailesinden bir kadinin hayatina iliskin olarak minyatiirlerde tasvir edilen tek
olaydir. (Topkap1 Saray1 Kiitiiphanesi, B. 200, 2. cilt, fol. 146a, bkz. Resim 1) Sul-
tan III. Murat, annesi Nurbanu’nun cenaze alaymi saraydan Fatih Camii’ne dek
dinmeyen gozyaslariyla ayakta takip ederek gorenekleri ¢ignemistir. Cenaze alay1
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Resim 1. Nurbanu Sultan’in cenaze toreni, Lokman’in Sahinsahname, 1597. Kaynak: Topkapi
Saray1 Kiitiiphanesi, B. 200, c. 2, fol. 146a.
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daha sonra Aya Sofya’ya gitmis ve Nurbanu II. Selim’in mezarina defnedilmistir.
Nurbanu’nun yaptirdig1 Uskiidar’daki kiilliye, Edirne yakinlarinda Lapseki’de ve
Sarigazi’de yaptirdigi iki mimari eserden ve diger kamusal yardim yapilarindan
daha uzun émiirlii olarak giiniimiize dek ulasan en kalic1 katkis1 olmustur. Incele-
menin geri kalaninda kiilliyenin ii¢ boyutunu—mekan, yazi, ses—analiz etmenin,
eserin hamisinin niyetlerini daha iyi anlamamiza yardimc1 olacag: kanisindayim.

Mekan

Her tiirlii mekan tartismasinin, mimari eserin sehir dokusuna yerlestirilmesiyle
baglamasi1 gerekir. Anitsal bir goriiniim saglanmasi ve uzaktan goriiniir kilinmasi
amaciyla Atik Valide’nin bir tepenin {izerinde konumlandirilmasi, Mimar Sinan’in
Osmanli hanedaninin en seckin mensuplari i¢in yaptigi kiilliyelere iliskin aligil-
dik topografik segimini yansitir: Yapi, istanbul Bogazi’nin Anadolu yakasindaki
bir tepede insa edilmistir.”* 1590’larda yazan cografya uzmani Asik Mehmed’e
gore, Nurbanu Sultan hayir binalarimi inga ettirmeden dnce bu alan ve g¢evresi
bos arsalardan miitesekkildi, ama yeni ingalarla birlikte etraflarinda kalabalik bir
giiruh toplands, bunlar Uskiidar’ i mesk{in bdlgesinin niifusunu en azindan iigte
bir oraninda artird1.* Giiniimiizde sehirsel gelisme projesi olarak kabul edilebile-
cek bir seyi baslatip adina da “valide” unvanini ilistiren Nurbanu boylelikle sehir
dokusunda ve gorenlerin miisterek belleginde kendisini ebedilestirmistir. Ayrica
bu mekan, Kanuni Sultan Siileyman’m kizt Mihrimah Sultan’in kiyida bir cami
yaptirarak baglattigi gelenegi siirdiirdiigii icin bir bakima toplumsal cinsiyetle
baglantil1 bir nitelik de tagir; Nurbanu’nun ardindan bagka bir¢ok valide sultan da
Uskiidar’da énemli camiler yaptirmistir.'s

Kiilliye muhtelif boliimlerden olusur: Cemaatin bir araya toplandigi cami, med-
rese ve sibyan mektebinden olugan boliim; tekkenin bulundugu boliim; imaret
(aghane, tabhane, kervansaray) ve darligsifadan olusan boliim ve yandaki cifte
hamam (bkz. Resim 2 ve 3).!® Ayrica bir dariilhadis ve Kur’an okuma sanati-
nin ve biliminin &gretildigi bir dariilkurra da vardi; bugiinse bu béliimlerin tam
olarak nerede oldugu bilinmemektedir. Caminin ve kiilliyenin yapim tarihinin
ve mekansal diizenlenisinin de agik¢a gosterdigi gibi, Osmanl hanedanin kadin
hamileri agisindan bir mimari gorevlendirmeyi belirleyen sadece toplumsal cin-
siyet degildir, ayrica kadin hamilerin yaglari, hayatlarinin hangi evresinde olduk-
lar1 ve saray hiyerarsisindeki statiileri de bu bakimdan belirleyici rol oynar. 1571
ile 1574 yillar1 arasina denk gelen insanin ilk asamasi, Nurbanu’nun II. Selim’in
nikahl1 esi ve sehzadenin annesi statiisiinii yansitir ve bu konuma bagli olarak
Sinan’in hizmetlerinden smirh sekilde yararlanabildigini gosterir; bunu cami-
nin kii¢iik boyutundan da gorebiliriz. Yapinin genel plan1 Sinan’in tasarimi olsa
da, Sinan Edirne’de Selimiye Camii’ni tamamlamaya ¢alisirken baska bir hassa
mimari projeyi yiiriitiiyordu. Insanin ikinci asamas1 Nurbanu’nun es statiisiiyle
birlikte valide sultan evresine tekabiil eder. Bu dénemde Sinan Edirne’den don-
miistii ve artik Nurbanu’nun yeni statiisiine uygun olarak baglangigtaki tasarimi



Mekan/Yazi/Ses: Osmanli’da Kadinlarin Cami Hamiligine Iliskin Bir Inceleme

Resim 2. Atik Valide Kiilliyesi, Uskiidar, Istanbul, 1571-1586. Kaynak: Giilru Necipoglu, The
Age of Sinan: Architectural Culture in the Ottoman Empire (Princeton: Princeton University
Press, 2005), fig. 261.

Resim 3. Atik Valide Camii. Kaynak: Giilru Necipoglu, The Age of Sinan: Architectural Cultu-
re in the Ottoman Empire (Princeton: Princeton University Press, 2005), fig. 270.

biiyiitmeye hazirdi. ilk tasarimda, gérece kiiciik, neredeyse kare bicimli cami
mekanimnin alti dayanakli bir istinat sistemi iizerine oturmus ekoylumlu dort yarim
kubbesi ve merkezi bir ana kubbesi vardi; bu haliyle, Nurbanu’nun yeni statiisii-
niin biliylikliglinii yeterince yansitmiyordu. Bu sebeple, Sinan 6zgiin tasarima bir
dis revak ve dikkat cekici ikinci bir minare ekledi. O zamana dek c¢ifte minare
sadece padisahlarin yaptirdig1 camilerde bulunan bir ayricalik timsaliydi, 6yleyse
bu eklemeyle birlikte Nurbanu, valide sultanligin giiclinii benzersiz bir sekilde
sergileme ciiretini gostermisti. Giilru Necipoglu’na gore, Nurbanu insa projesine
bir es degil de bir valide sultan olarak baglamis olsaydi, kendisinden 6nceki kadin
hamilerin yaptirdigi camilerden ¢cok daha biiyiik, muazzam bir anitsal cami yapti-
rird1. (Necipoglu, 2005: 286) Yapim siirecinin tiglincii agamasi, biiyiik 6l¢iide oglu
III. Murat’in saltanat donemine denk diismekle birlikte Nurbanu’nun 6liimiinden
sonra gerceklesmistir; s6z konusu donemde, her birinin bir kubbesi olan iki yan
kanatla birlikte i¢ kisma da U seklinde bir mahfil eklenmistir.

Peki, caminin mekansal diizenlemesi bir hami olarak Nurbanu’nun saiklerini na-
sil yansitir? Merkezi plani, Sinan’in 1560’larda ve 1570’lerde sadrazamlar igin
yaptigi —ornegin Sokullu Mehmet Pasa (ve Esmahan Sultan) icin Istanbul’da
Kadirgalimani’nda yaptig1 (1567—1572 arasinda tamamlanan) ve Kara Ahmet
Pasa icin yine Istanbul’da yaptigi (1565-1572 arasinda tamamlanan, Resim 4)
gibi— camilerin altigen baldakenli merkezi planina ¢ok benzer. (Necipoglu, 2005:
286) Oyleyse bu, Nurbanu’nun en azindan baslangigta statiisiine uygun olarak mi-
mari hamiligin yerlesik kurallarina bagh kaldigin1 gosterir. Dolayisiyla, onaltinci
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Resim 4. (1) Sinan Pasa Camii, Besiktas, Istanbul, 1554-1556; (2) Kara Ahmet Pasa Camii,
Topkapi, Istanbul, 1565-1572; (3) Sokollu Mehmet Pasa ve Ismihan Sultan Camii, Kadirgali-
many, Istanbul, 1567-1572; (4) Atik Valide Camii; (5) Semiz Ali Pasa Camii, Babaeski, c1569-
1586. Kaynak: Giilru Necipoglu, The Age of Sinan: Architectural Culture in the Ottoman Em-
pire (Princeton: Princeton University Press, 2005), fig. 4.

yilizy1l Osmanli mimarisinde erkek ve kadin hamilik arasinda goriiniiste hicbir
farklilik yoktur. Toplumsal cinsiyetten ¢ok daha 6énemli olan sey, kisinin saray
hiyerarsisindeki konumudur.'” Ama plana eklenen ikinci minare ilging bir pers-
pektif sunar: Sayet ¢ifte minareyi padisaha 6zel bir ayricalik olarak belirleyen
kurali ihlal etmeye kalkigan, erkek bir hami olsaydi, derhal boynu vurularak idam
edilirdi. Ne var ki, cinsiyeti sebebiyle Nurbanu’ya bu kuraldan bir istisna yapil-
mistir ve o da bdyle bir ihlali gerceklestirebilmistir. Giiniimiize ulagan bigimiy-
le cami, Nurbanu’nun Osmanli hanedaninda ve imparatorlugunda giderek daha
fazla otorite sahibi olmasiyla birlikte miiteakip yillarda giicliniin ve servetinin
artiginin da bir kanitidir. Oglunun Istanbul’da hi¢ cami yaptirmamis olmastysa,
tebaalarin gdzlinde Nurbanu’nun sultana vekalet ettigi gercegini vurgular sadece.
(Peirce, 1993: 251-3)

Yazi

Yaz1 boyutu iki kategoride diisiiniilebilir: Yalmzca sinirli sayida kisinin (ve
Allah’mn) gorebildigi bir belge olsa da, Nurbanu’nun temel saiklerini ve niyetleri-
ni yaziya doktiirdiigii vakfiye ve bunlar1 camisinin duvarlarina yazdirdigi, ibadet
ve egitim i¢in bu boliimlere gelen herkesin gorebildigi kitabeler.'

Vakfiyelerin son derece formiiliimsii bir yapisi vardir: Baslangi¢ boliimiinde dnce
Allah’a ve Peygamber’e sunulan siikiir ve 6vgiiniin ardindan saltanat siiren padi-
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sah i¢in bir dua yer alir.'” Bunun ardindan maksad boliimiinde vakfiyenin 6zgiil
amaci aciklanir ve bunu da, bu amaci gerceklestirmek icin yerine getirilecek hii-
kiimler izler. Ozellikle dua ve maksad boliimleri bize hami hakkinda ¢ok fazla sey
sOyleyebilir. Nurbanu’nun vakfiyesinde bunu ayrintili olarak gorebiliriz; sdzlini
ettigim boliimler, ilgili donemin siyasi baglami hakkinda ve valide sultanla oglu-
nun bu baglam icerisindeki konumuna dair bir¢ok bilgi verir. Vakfiyeden anladigi-
miz kadariyla Nurbanu hayirseverligi sayesinde cennete gitmeyi agikg¢a timit etse
de, ayn1 zamanda oglu III. Murat’1 saraya kapanarak etkisiz bir yénetim anlayis1
benimsemekle elestirenlere kars1 savunmay1 da amaglar. III. Murat’1 en sert eles-
tirenlerden biri, Mustafa Ali adinda bir yazar ve tarihgiydi. Sultan askeri zaferler
kazanan savasc¢i gazi idealine uymamakla ve dolayisiyla yaptirdigi caminin yapim
maliyetini karsilayacagi savas ganimetleri kazanmamakla elestiriyordu. (Mustafa
Ali, 1979: 54) Hig kuskusuz, vakfiyenin sultanin askeri ve/veya siyasi basarilarini
Ovmesini bekleyemeyiz, ama vakfiye III. Murat’1 ismini fetihlere yazdirmig bir
savascidan ziyade dindar bir halife olarak tanimlar:

Sultanlarin en hayirseveri, en tinliisii: biiyiik imam [not: halifelere verilen unvan], go-
rlinenin sultani, biiyiik halifenin varisi; yoldan ¢ikanlari ve karsi ¢ikanlari engelleyen,
koruyucu ve giivenlik saglayici, adaletin savunucusu padisah; o, Allah’in buyrugundan
¢tkmadan yasasini savunur, kendisini dinin ger¢ek ayetlerine adamistir ve hakli ola-
n1 destekler, dinin savunucusudur; Allah’in yazili kanunlarinin diismanlarini yok eder,
Allah’m yolunda bir savaggidir [...] dmriinii dindar halkina ve onlar1 adil ve itaatkar bir
hayata [yoneltmeye] adamustr;...>°

Avrupali cagdas muadillerinin ¢ogunun hamiliginde s6z konusu oldugu gibi
Nurbanu’nun hamiligi de, kendi manevi kazanimlar1 kadar erkek akrabasinin
siyasi kazanglarina da hizmet ediyordu. Nurbanu 6zenli bir sekilde hazirlanmig
olan vakfiyesiyle sadece kiilliyesinin misyonunu ifade etmekle kalmaz, ayn1 za-
manda kendisine ve hanedana dair belirli bir izlenim yaratip bunu pekistirir de.

Bir anitin 6zgiil mesajin1 ifade eden en goriiniir unsurlardan birisi kitabeler oldu-
gu icin yazitbilim, mimari hamiligin baglamini ve hamiligin altinda yatan saikleri
yeniden insa etme cabalarinda Islam mimarisi tarihgilerine uzun siiredir hizmet
etmektedir.?' Oncelikle Nurbanu’nun (8liimiinden sonra eklenen) caminin giris
kapisindaki kitabeyle baslayalim. Yazit gelenleri su sozlerle karsilar:

Nurbani o zat-1 piir ismet

Taraf-1 hayra eyleyip niyet

Etdi bu mabed-i latifi bina

Habbeza re’y-i Ahsen-ii ziba

Eser-i hassidir bu hayr-1 giizin

Oldu tarih zehi behist-i berrin (991 [1583]) (Ayvansarayi, 2000: 489)*

Hanedan kadinlarinin yaptirdig: diger camilerin giris kapisindaki kitabelerin ¢ogu
haminin adina yer vermez ve onun yerine—kocasi, kardesi veya oglu olan—pa-
disahin adini belirtir; oysa Nurbanu buna bir istisna teskil eder, iistelik ad1 daha
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Resim 5. Atik Valide Camii’nin mihrabi. Kaynak: Yazarin fotografi.

ilk satirda gegmektedir. Bundan Nurbanu’nun otoritesinin II1I. Murad’inkine tabi
olmadigin anliyoruz.

Osmanli anitlarina iliskin yorumlayici yazit ¢oztimlemeleri, genellikle caminin
kurulusuna iligkin yazitlarla sinirlidir ve dikkat ¢ekici bazi istisnalar disinda ne-
redeyse Kur’an ayetlerinin {izerinde hi¢ durulmaz.?® Yine de, belli basli ayetlerin
mevcudiyeti—veya eksikligi—hamiler hakkinda ¢ok fazla sey aciga vurabilir,
clinkii genellikle kitabenin metninin se¢iminde hami etkin bir rol oynar. Atik Va-
lide Camii’ne baktigimizda Nurbanu camiye gelenlerin giristeki sag ve sol lev-
halarda kelime-i sehadet ile kargilamasini istemistir. Girisin solundaki ve sagin-
daki bolmelerin iizerindeki kabartmalarda Ziimer suresinden bir ayetin (39:53)
Allah’in yilice bagislayiciligini ve merhametini vurgulayarak glinahkar kullar:
camiye ¢agirdigini goriiriiz. Fetih suresinin yer aldigr iki dis bolmeyi, sonradan
eklendikleri ve bilylik bir olasilikla Nurbanu’nun se¢imini yansitmadiklari igin
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Resim 7. Atik Valide Camii’nin yan kubbeleri. Kaynak: Yazarin fotografi.
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Resim 8. Siileymaniye Camii’deki rezonatorlerin kapatilmis agizlari, 2011 yilinda tamamlanan
onarimlardan dnce. Kaynak: Yazarin fotografi.

burada dikkate almiyorum. Caminin i¢ine girdiginizde bakislariniz kendiliginden
mihraba ve {izerindeki kitabelere ¢evrilir (bkz. Resim 5). Mihrabin sagindaki ve
solundaki yaz1 kusaginda Bakara suresinden (2:255) hayat1 ve 6liimii insanlara
bahgeden kadiri mutlak ve koruyucu Allah’in varligini tanimlayan ayetii 'I-kursi
bulunmaktadir. Bizatihi mihraba kitabe olarak A/-i Imrdn (3:39) suresinden bir
ayet yazilidir ki bu, Mimar Sinan’in camileri i¢in son derece tipik bir uygulama-
dir. Bu ayet, Zekeriyya’ya ve Meryem’e gonderme yapar ve dogrudan dogruya
“mihrab” s6zciigiinii i¢erir; bu nedenle tercih edilmis olmalidir, zira Osmanli cami
kitabelerinde Kur’an ayetlerinin—kapilara ve bir pencerenin iizerindeki pencere-
lere génderme yapan ayet drneginde oldugu gibi—daha ziyade harfiyen kullanimi
yaygindir. Mihrabin duvarindaki alti kusakta ¢ini iizerine Fetih suresinin Islam’m
zaferini ve Allah’mn bozguna ugrayanlar arasindan Islam’1 kucaklayanlar1 affet-
mesini vurgulayan ilk iki ayeti yazilidir (48:1-2).

Caminin merkezinde Hasan Uskiidari’nin (6. 1614) orijinal celi siiliis yazitlari-
n1 goriiriiz. Ana kubbenin merkezindeki yuvarlak girintide popiiler bir sure olan
Fatir suresinden (35:41, Resim 6) alintilar bulunmaktadir. Bu ayetler Allah’1
evrenlerin isleyigini kontrol eden, hep bagislayan, kadiri mutlak yaratici olarak
tanimlar. Ana kubbenin etrafindaki bes yar1 kubbede E£n’am suresinden iki ayet-
te (6:79-80) inangsizlarin karsi ¢ikiglarina ragmen inananlarin Allah’in birligi ve
rehberligiyle inanclarindan vazge¢cmemesini anlatan Peygamberin sozlerine yer
verilir.

Bir biitiin olarak kitabeler daha ziyade uzlasimsaldir ve kurallara, geleneklere
baglidir, erkek veya kadin bir haminin yaptirmis olmast hi¢ fark etmeksizin Mi-
mar Sinan’in camilerindeki tipik Kur’an ayetlerinin ¢ogunu igerir.** Ama yine de,
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dogru yola girmek isteyen gilinahkarlara kars1 Allah’in merhametini ve bagislayi-
ciligim defalarca yineleyen yazitlarda sanki kisisel bir vurgu varmis gibidir. Nur-
banu sadece camisini ziyaret edenlere hitap etmiyor olabilir pekala —o donemde
Uskiidar’da ikamet eden birtakim gayrimiislim cemaatler oldugu biliniyor— Nur-
banu belki Hiristiyan gegmisine, belki de kendi giinahkarligina génderme yapi-
yordur. Hem vakfiyede hem de caminin i¢indeki kitabelerinde Nurbanu’nun hami
olarak otoritesi kadar giinahlarindan arinma umudu da vurgulanmigtir.?

Ses

Cok yakin bir zamana kadar tarihgiler, sesi pek o kadar da tarihsel kayitlardan
kesfedilebilecek veya anitlarin yorumlanmasina katkida bulunabilecek bir olgu
olarak gérmiiyordu. Buna mukabil ses, 6zellikle Islam kiiltiiriinde siir okumadan
ezana ve Kur’an okumaya (kiraat) kadar ¢esitlilik gosteren, bir siirii simgesel an-
lam barindiran bir insan deneyimi boyutuyla baglantilidir. Gergekten de ses, Isla-
mi cemaat kimliginin dyle dnemli bir boyutunu teskil eder ki Islam sanat tarihinin
kurucularmdan Oleg Grabar bunu sdyle ifade etmistir: “Islam kiiltiiriiniin kendini
temsil etme araci, gormekten ziyade isitmeye ve edimde bulunmaya dayanir [zira
...] Islam kiiltiiriinii belirleyen bicim degil [...] ses, tarih ve belli bir hayat tarzi-
dir.”* Farkli kiraat sistemleri seklinde tezahiir eden neredeyse bilimsel takintinin
da acgikga ortaya koydugu gibi, Allah’in soziiniin isitsel aktarimi en azindan hat
sanat1 bi¢cimine biirlinmiis olan gorsel aktarimiyla esit seviyededir. Kiraat sistem-
leri sadece zevkli bir dinleme deneyimi sunmanin 6tesinde inananlarin Kur’an’
anlamasina da yardimci olur; gergekten de, isitmek sozciiglinlin Arapgast sam’
ayni zamanda “anlamak” anlamina da gelir. Ustaca bir Kur’an okumay1 dinlemek,
ibadet edenleri sadece diislinsel diizeyde etkilemekle kalmaz, ayrica duygusal ve
tinsel olarak da etkiler. Sessizce aglamak gibi duygusal ve fiziksel tepkiler bizatihi
Kur’an’in kendisinde de caiz olarak zikredilir; verilen tepkiler arasinda bayilma,
vecd, hatta 6lim bile sayilmaktadir. (Kermani, 1999; 377) Ayrica tasavvufcular,
Allah’la nihai biitiinlesmenin sadece isitsel siire¢le miimkiin olabilecegine inanir;
Oyleyse Allah’mn en yiice tezahiirl sozciiklerle veya goriintiilerle degil, sadece saf
ve soyut sesle miimkiindiir. (Kermani; 419)

Baska bir ¢alismamda da 6ne slirdiigiim gibi, Osmanli mimarlar1 camilerini 6zgiin
vahyin yeniden sahnelendigi, bir olaya dayali olarak meydana gelen bir metin
addettikleri Kur’an’1 seslendirmelerini saglayan miizik aletleri olarak goriirdii.
(Ergin, 2008: 204-21) S6zgelimi Mimar Sinan yaptig1 camilerde Kur’an okuma
deneyimini zenginlestirmek i¢in 6rnegin ¢inlamay1 saglamak amaciyla kubbeye
toprak testiler eklemek gibi Siileymaniye Camii’nde uyguladigina benzer yon-
temlere bagvururdu (bkz. Resim 8). Helmholtz rezonatorii adi verilen aletle ayni
prensiple ¢alisan bu testiler bazi frekanstaki sesleri emme bazilarini yansitma is-
levi gormektedir; dolayisiyla pismis toprak testiler sorunlu noktalarda istenme-
yen etkileri sifira indirerek, ses dalgalarina ve diger akustik bozulmalara karg1 bir
perde islevi goriir ve bdylece ses dagilimint belirlemeye yardimer olur.?” Rezo-
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natdr iglevi goren kubbeye gomiilii bu tip testilerin yuvarlak agizlarim Atik Va-
lide Camii’nde saptayamamis olsam da, 6nceki restorasyonlarda iizerleri sivayla
kaplandigi i¢in géremedigimizi diisiiniiyorum; bu tiir rezonatorler biiyiik bir ola-
silikla burada da mevcut; neticede bu anitin ses ortamini yeniden insa etmemize
yardimce1 olacak kaynaklar bulunuyor.?®

Vakfiye, okuyucularin sayisi, hangi saatlerde, hangi surelerin ve ayetlerin oku-
nacag1 gibi Kur’an okumayla ilgili her tiirli konuyu en ince ayrintisina kadar
belirler. Vakfiyeye gore, camide Kur’an okumak ve giinliik ibadeti yerine getir-
mek lizere 148 gorevli vardi. Bunlarin arasindan 112’°si Kur’an’in tamamini ya da
boliimlerini okurdu; bazisi da Kur’an okumadan dolay1 olusan sevabi belli kisi-
lere ithaf ederdi. Alt1 kisi namaz kilip Peygambere, padisaha ve camiyi yaptiran
hamiye siikranlarini sunar, otuz kisi tesbih ¢ekerek kelime-i sehadet getirirdi. Kari
denilen Kur’an okuyuculara ve dua etmek, namaz kilmak vb. gibi gérevleri yerine
getirenlere giinliik 2 ila 4 akge arasinda iicret 6denirdi; 6denen toplam giinlitk
ticret 352 akgeyi bulurdu.

Kur’an okuma programi su sekilde yeniden insa edilebilir: Sabah ezaninin ve
namazin ardindan, Islam’mn merkezi figiirii Hz. Muhammed ile merkezi 6gretisi
vahiy ve ahiretle ilgili olan ve Kur’an’mn kalbi kabul edilen Ydsin suresi oku-
nurdu. Daha sonra on gorevlinin her biri ayri ayri 1,000 kez kelime-i sehadet
getirirdi. Otuz kisi Kur’an’1n {i¢te birini okurdu. Ogle namazinin ardindan, sabah
namazinda oldugu gibi yine ayni sekilde 1,000 kez Kelime-i Sahadet getirilir,
Kur’an’1n diger ligte biri okunurdu. Ayni seyler ikindi namazinda da yinelenirdi.
Aksam namazindan 6nce bir kisi, insanligin din tarihi hakkinda fikir veren ve Hi-
ristiyanlarin Islam’1 kabul etmesini vurgulayan Al-i Imrdn suresini okurdu. Yats
namazindan sonra, tinsel olani insanlarin anlayabilecegi terimlerle tanimlayarak
bu diinyay1 ve gegiciligini ahiret ile karsilastiran Miilk suresinin okunmasiyla bir-
likte giin noktalanirdi. Cumalari yukarida sayilanlarin haricinde baska ayetler de
okunurdu; Bakara suresinin son iki ayetine (2:285-286) 6zellikle yer verilirdi.

Bunun gibi bir Kur’an okuma programi nasil bir mesaj iletir? Al-i Imrdn, Yésin ve
Miilk surelerinin ve okunma sayilarinin se¢imi, bunun, yazi programi kadar uzla-
simsal ve kurallara bagl bir okuma programi oldugunu séyler. Mimar Sinan’n Is-
tanbul’daki on alt1 camisinde okunan surelere iliskin yaptigim kiiciik arastirmada,
Yasin suresinin dokuz camide sabah namazindan sonra okundugunu, Al-i Imrdn
suresinin sekiz camide ikindi namazindan sonra okundugunu ve Miilk suresinin
de alt1 camide aksam veya yatsi namazindan sonra okundugunu saptadim. (Ay-
vansarayi, 2000) Bununla birlikte, 21-30. ayetleri Hiristiyanlarin Islam’1 kabul et-
mesini vurguladig1 ve dolayisiyla hamisinin kisisel tarihine génderme yaptigi igin
Nurbanu’nun camisi baglaminda A/-i fmrdn suresinin 6zel bir yeri oldugu diisii-
niilebilir. Nurbanu’nun camisinde okutturdugu Bakara suresinin son iki ayetinin
(2:285-286) arastirmamda yer alan diger on bes caminin hicbirinde okunmuyor
olmas1 da son derece kayda deger bir noktadir. Ustelik s6z konusu ayetler Cuma
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namazindan sonra, tiim cemaatin camide toplandig1 ve mesajin en biiytik izler kit-
leye iletilebilecegi bir sirada okunurdu. Bu ayetlere gére Allah adilce ddiillendirir
ve cezalandirir, inanlara tasiyabileceklerinden daha agir bir yiik yiiklemez. Ayrica
Allah’m iman etmeyenlere karsi koruyuculuk rolii kadar bagislayicilig1 da agikca
vurgulanir. Dolayisiyla, yazida aktarilmak istenen mesaj—yani, oglunun savasei
degil ruhani bir lider ve dindar bir halife oldugunu kabul etmeyenlerin hak ettigi
cezayi1 almasi istegi kadar Nurbanu’nun kendi kisisel kurtulus umudu da—seslen-
dirilmis, sesle giiclendirilmis gibidir.

Her ne kadar buradaki tartigma, mekan, yazi ve ses alt basliklariyla ayr1 béliimler
halinde gelistirilmis olsa da, bu ii¢ boyutu birbirinden ayirmamak veya ayrilabi-
lecegini diisiinmemek gerekir. Jale Erzen’in de dikkat cektigi gibi, Osmanlilar
sanatla kuramsal degil deneysel bir diizlemde iliski kurardi; dolayisiyla, onaltin-
c1 ylizy1l Osmanli mimari yaklasgiminda ¢izgisel bir mekan anlayisindan ziyade
mekan1 bir gosteri sahnesi gibi diisiinen bir anlayis hakimdi. (Erzen 1992: 1-24;
2000: 50-5) Bu nedenle, Osmanli seyircisi i¢in dnemli olan, bizatihi caminin mi-
marisi degil, daha ziyade mekanin i¢inde olma deneyimiydi. Gii¢lii bir tinsellik
niteligi barindiran bu deneyim, Allah’in S6zii’niin isitsel alimlanmasina, gorsel
alimlanmasindan ¢ok daha biiyiik bir dncelik veriyordu. Bir Osmanli camisinin,
belirgin bir sinestezi etkisine sahip biitiinliiklii bir sanat yapit1 oldugu kolaylikla
kanitlanabilir.

Sonug¢

Bu incelemede mimari eser hamiliginin altinda yatan saiklerin ortaya ¢ikartilma-
sinda kullanilabilecek kaynaklarin 6nemi vurgulanarak belli bir haminin saikleri
arastirilmistir. Bununla birlikte, sanatc¢i ile hami (buradaki 6rnekte Sinan ile Nur-
banu) arasindaki iligki gibi, hamilikle ilintili birgok konuya da yer verilememistir.
Sinan ve Nurbanu insa projesinde birbiriyle nasil iletisim kuruyordu? Kitabeler-
de kullanilan Kur’an ayetlerinin se¢iminin 6tesinde Nurbanu’nun siirece katilimi
tam olarak nasild1? Sinan’in Nurbanu’nun camisine yaklagimi, bir erkek hami-
nin camisine yaklagimimdan 6nemli farkliliklar gésteriyor muydu? Nurbanu’nun
mekan, yazi ve ses araciligtyla iletmek istedigi mesaj, izleyicisine gercekten ula-
sabildi mi?

Mekdénlar/Zamanlar/Insanlar: Hamilik ve Mimarlik Tarihi sempozyumunda su-
nulan ve bu bildiri kitabinda yer alan tebligler, benzer meseleleri farkli donem-
ler igin, farkli baglamlarda ele almaktadir; dolayisiyla, kimi yanitlar olmasa da,
en azindan, bu ¢aligmada ele aldigim anita da uygulanabilecek kimi yaklagimlar
onermektedir. Yine de bu 6zgiil vaka analizinin daha genel sonuglara ulagilmasini
olanakl kilacagina inantyorum. Oncelikle Giilru Necipoglu’nun (2005) ana hat-
larini ¢izdigi Osmanli mimari hamiligin gorgii kurallarinda Nurbanu gibi bireysel
hamilerin yaptirdig1 mimari eserleri ve bu eserlerle iletmek istedikleri mesaj1 cok
incelikli bi¢imlerde de olsa belirlemede etkili olduklarini ileri siirmek akla yatkin-
dir. Bu incelikli bigimler sadece mekanda ve yazida goriiniir degildir, ayrica sesle
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de somut bir nitelige biiriinmiistiir. Camiyi gezenlerin ve camide ibadet edenlerin
yasadig1 mekansal deneyimin ¢ok énemli bir boyutunu teskil eden Kur’an oku-
may1 vurgulayarak bunu gosterebildigimi umuyorum.

Carolyn Valone, baska bir cografi ve tarihsel baglamda, s6zlii metnin Ronesans
duvar resimlerinin ikonografik diizeni tizerindeki etkisini incelemis ve Lucrezia
della Rovere’nin Roma’da yaptirdig1 Trinita dei Monti kilisesindeki betim segi-
minin, biitlin Hiristiyan kadinlar1 i¢in bir model olarak Meryem Ana’ya gonder-
me yapan vaazlarin giidiimiinde oldugunu 6ne stirmiistiir. (Valone, 2000: 753-77)
Italya’da Trento Konsili’nden sonra kiiltiirel degerlerin tanimlandig1, pekistiril-
digi veya yaratildig1 yerlerde iletisim araci, Oncelikle hitabetti ve Valone {inlii
sOylev derlemeleri ve etkileyici vaazin sirlarmi dgreten kilavuz kitaplar gibi basili
malzemeden olusan kaynaklar sayesinde vaazlarin igerigini ortaya ¢ikartabilmis-
tir. Hi¢ stiphesiz, sesin farkli donemlerde ve farkli yerlerde hamilikle baglantili
olarak incelenmesi, muhtemelen Osmanli baglaminda kullanilamayacak farkli
nitelikte kaynaklar gerektirir. Bunlar, akustik dl¢iimler bigiminde nicel kaynaklar
olabilecegi gibi arsiv belgeleri, literatiir, miilakat bi¢giminde nitel kaynaklar da
olabilir —yakin tarihli bir derlemenin basliginin da acik¢a ifade ettigi gibi, “Tarihi
Isitmek” igin bize yardimci olacak her tiirlii kaynak gecerlidir. (Smith, 2004) Ama
hangi kaynagi kullanirsaniz kullanin, ister erkek ister kadin olsun bir hamiyi anla-
yabilmemiz i¢in yaptirdigi sanat eserinin tiim boyutlarini ele almamiz gerektigine
inantyorum. Bunlar, ses gibi sanat ve mimarlik tarihgilerinin ve arkeologlarn ali-
sildik ilgi ve faaliyet alaninin disinda kalan boyutlar olabilir, ama bu, cesaretimizi
kirmak yerine, bizi disiplinin sinirlarini zorlamaya, yontemlerine ve kaynaklarina
yeni bir bakis getirmeye sevk etmelidir.
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PATRON’S FINAL MANIFESTATIONS:
FUNERARY ARCHITECTURE IN LYCIA

Pinar Aykag

Haminin Son Eseri: Likya Mezar Yapilar:

Yunan, Helenistik ve Roma kiiltiirlerinde mezar yapilar1, haminin gergeklestirdiklerini kutlayan
siyasi propaganda amacli gorsel belgeler olarak kabul edilir. Yoneten sinif i¢in vatandaglar
tarafindan insa edilen mezarlarda, mezar sahiplerinin dini nedenlerle kahramanlastirilma istek-
leri goriilmekteyken; haminin kendi mezarini yaptirmast durumunda ise bu yapilar politik bir
temsil aracidir. Bu nedenle yaptiranin gegmisi ve basardiklari, kendi mezarmin yeri, mimari
stili, heykel ve kabartmalarin diizeni ve yazitlarin se¢imini etkilemektedir. Likya mezarlart ise,
milattan dnce besinci ylizyilda Pers etkisiyle ortaya ¢ikan, sonrasinda Likya bdlgesinin 6zgiin
stilini olusturan yapu tiplerindendir. Bu makale, mezar yaptiranlarin verdigi mesaj ile yapilarin
mimari temsili arasindaki iliski izerinden, Harpy Anit1, Xanthos Steli, Nereidler Aniti, Payava
Mezar1 ve Limyra’daki Heroon gibi Likya’daki 6nemli mezar yapilarini inceleyerek, mezar
yapiminin altinda yatan politik mesaj ve gii¢ simgesine odaklanir.

Anahtar Kelimeler: Likya mezar yapilari, Hamilik, Politik giiclin temsili
Keywords: Lycia Funerary Architecture, Patronage, Manifestation of Power

INTRODUCTION

Tombs stand witness to a culture’s memory and interpretation of its struggles, reflecting
dynamic shifts in ideologies and governmental systems, the rise of dynasties and em-
pires, the all too human thirst for power and immortality, the love of wealth conflicting
with accepted moral teachings, the influence of revolutions and reformations, and even
contemporary fashions, jokes, and personal aesthetics. (Kiraly, 2008, 2)

Funerary architecture is an important tool for the manifestation of political power.
This impulse can be traced in Greek, Hellenistic and Roman cultures and makes
the tombs visual documents giving information on the historic context of their
time and the intentions of their patron. Like other regions of Asia Minor such as
Phrygia and Caria, Lycia has plenty of tombs, from which one can characterize
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Lycian architecture as the confluence of local, Near Eastern, and Greek styles.
(Childs, 1978: 4)

Bretschneider and Van Lerberghe state that “it appears to be a general human con-
dition to construct memorials that impress through their size. Architecture indeed
is communication developed through monumentality that transcends the terrible
lightness of being”. (Bretschneider and Van Lergerghe 2007: 3) Being the patron
of one’s own burial place has a different motive than civic benefaction: It is an at-
tempt to manifest the self and one’s power. The patron’s background and achieve-
ments affect the architecture of the tomb by the selection of its location, the choice
of tomb style, and the sculptural program applied. The aim of this paper is to point
out Lycian rulers as the patrons, commissioners and even designers of their own
tombs as the representatives of political power and self-manifestation.

Archaeological evidence shows that funerary architecture in Lycia started about
the sixth century B.C, being especially fashioned by funerary towers of Persian
style according to some scholars. (Dougherty and Kurke 2003: 216) However,
the examples before Persian intervention, like the Lion Pillar from Xanthos, the
leading city of Lycia, reveal that tomb architecture carried some local features but
surely evolved as an original style.

Jan Zahle categorized the Lycian tombs as:

1- Tombs imitating building constructions of the region, which are house-
tombs and storage-house tombs (sarcophagi) and rock cut tombs;

2- Pillar Tombs having a standing tall monolith with a sculptured burial
chamber on top;

3- Monumental temple-like structures of either the peribolos-type or ter-
race/podium type. (Zahle, 1980: 38)

Again, he states that these tomb types correspond with their owner’s social and
political status. (Zahle, 1980: 38) The house-tombs and rock-cut tombs are com-
missioned by the local elite of Lycia, but not by rulers or dynasts. The sarcopha-
gus tombs are again commissioned by local elite but generally those from fami-
lies with an established tradition of tomb-ownership. (Bryce cited in Keen, 1998:
36) Pillar Tombs comprise the second group of social stratification which are the
rulers or dynasts of Lycia mainly after the Persian intervention like the Theater
and Acropolis pillars. He defines the patrons of the monumental tombs such as
Erbinna of Nereid Monument or Pericles of Heroon in Limyra as super-rulers,
who are at the highest echelon of society.

In the light of this classification, we will examine the pillar tombs and monumen-
tal tombs, whose patrons are the ruling class of Lycia. According to Bretschneider
and Van Lerberghe, “A monumental building must be understood as the result
of a planned design and construction. The choices of location, appearance and
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elaboration are ruled by certain specific cultural parameters such as cultural and
societal system and pre-existing spatial conditions as well as the patron’s will.”
(Bretschneider and Van Lerberghe, 2007: 3)

This is the case of funerary architecture of Lycia; these monuments are the expres-
sions of a complex interrelationship of dynastic power, religion, and eschatology;
the heroa of the living rulers, (Childs, 1978: 4) manifesting patron’s accomplish-
ments and self-definition, sometimes actual and sometimes constructed, within
the historic context of the period.

Historic Context!

An understanding of the characteristic process by which the Greek myths were
adapted for representation on funerary reliefs is crucial to full comprehension
of these monuments. The choice of myths, the selection and combination of
scenes, their composition, alteration, deliberate omission, and even replacement
are among the decisive artistic considerations that distinguished these reliefs as
mythological representations of a most singular kind. (Koortbojian, 1995: 16)

To understand the patron’s intention when building his monumental tomb, we
have to look briefly to the history of Lycia. Lycia’s history can be divided into
five main phases according to its political situation: Persian period (beginning of
the sixth century- 515 BC); Persian domination (515-470 BC); Attic Intervention
(470-430 BC); Persian domination, Dynastic Period and Rise of Limyra (430-360
BC); and finally Persian (Satrapy) Domination (360-334 BC).?

There is little evidence or study on the Lycian region before the sixth century BC,
but it is known that there was an ethnic group named Lukka living in the south-
western Anatolia then, and they were possibly the ancestors of the Lycians. (Keen,
1998: 2) It has been argued that Lycia was not united politically before Persian
domination, and that it consisted of only a few city states.

Between 546-538 BC, the Persian general Harpagus started his campaign on the
lands of the Lukka. He defeated an army in Xanthos, leading the Xanthians to
burn their acropolis and themselves, as we learn from Herodotus’s famous words.
Afterwards, Harpagus proceeded through Patara, Tlos, Pinara and Telmessos, and
finally established Persian authority in Lycian region. Only eighty families es-
caped from Harpagus since they were away from the town. Soon, the city of Xan-
thos was re-populated and in 516/515 BC Lycia constituted a satrapy and retained
close links with Persia. Lycia did not take part in the lonian revolt between 489
and 490 BC but instead contributed the troops of Darius in Scythian campaign
and supported the army of Xerxes by supplying ships and troops. During this
dynastic period, Persian dynasts manipulated and supported the local elite in the
conquered lands in order to establish and maintain Persian domination. (Tanyeri
Erdemir, 1999: 20) During the mid-fifth century, after the Battle of Plataea in
479, Persian invasion of mainland Greece ended; a year later, the Delian League
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was established. Lycia became a member of the League by persuasion according
to Diodorus but the scholars say that it was due to the fear of the military inter-
vention of Cimon, the Athenian general. (Byrce 1983, 34) Lycia’s name occurs
in the Athenian Tribute Lists for the year 446-445 BC, and during the Athenian
domination, the ruling elite of Lycia lost their economic power. (Tanyeri Erdemir,
1999: 28)

The Athenian intervention in Lycia concluded with the outbreak of the Pelopon-
nesian War and after the defeat and death of Melesander, who was sent to Caria
to collect tributes to the Delian League in 430/429 BC. After 430 BC., during the
reign of Persian Great King Artaxerxes 11, Persian authority was reestablished in
Lycia but this time the Xanthian power had disintegrated and a period of unrest
started in the region. It was around 390 BC that Erbinna, the son of Kheriga, sent
a military force over the cities of Xanthos, Telmessos and Pinara but the unifying
role of Xanthos continued to decline in this period. Trbbenimi, who was credited
with the defeat of Melesander, was defeated by Pericles of Limyra and political
power shifted from Xanthos to Limyra. Pericles ended the Persian intervention in
the region and unified the country under military dictatorship and became the chief
power. (Byrce, 1983: 38) However, after the Satrap’s revolt in 360 BC, Lycians
under the control of Pericles were defeated and the independence of Lycia over
Persia was finished. From 360 BC onwards, Persian domination in the region was
established by Payava, who was assigned by the Lydian satrap Autophradates, but
this time not in a dynastic system but rather a direct control mechanism until the
arrival of Alexander the Great.

Selected Patrons and Their Tombs

Within this historical context, the selected tombs of the rulers can be listed as
follows?:

Pre-Persian Period (- 515 BC)

- Lion Pillar (540-26 BC), unknown dynast 540-26 BC
- Pillar of the Wrestlers (525 BC), Kheziga /Kasikas 526-25 BC

Persian domination, Dynastic Period (515-470 BC)

- Harpy Tomb (480 BC), Kuprlli the elder /Kybernis 480 BC
Attic Intervention (470-430 BC)

- Theatre Pillar (440 BC), Kuprlli the younger /Kybernis (480-40 BC)
Persian domination, Dynastic Period (430-380 BC)

- Sarcophagus of Merehi (440-410 BC), Merehi the son of Kudala an im-
portant local elite in the court of Kheriga (440-410 BC)

- Inscribed Pillar (390 BC), Kheriga/Gergis built by Erbinna (440-10 BC)

- Acropolis Pillar (400-390 BC), Kherei (410-390 BC)
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- Nereid Monument (380 BC), Erbinna (390-370 BC)
Rise of Limyra (380-360 BC)
- Heroon of Pericles (370 BC), Pericles of Limyra (380-360 BC)

Domination of Lydian Satraps (360- 334 BC)

- Sarcophagus of Payava (360 BC), Payava, ruler appointed by the Lydian
Satrap around 362 BC)

Before getting into detail of each patron and their tombs, it has to be mentioned
that the inscriptional evidence on the sepulchral monuments in Lycia indicates
that the tombs were constructed during their patron’s lifetime. (Keen 1998, 53)
This reveals that patrons surely commissioned their tombs and the tombs were
designed in the light of patron’s will as the manifestation of political power (Fig-
ure 1).

The Relation of the Patron’s Background and Meaning of the Tomb Archi-
tecture

After identifying the patrons of the tombs and their construction period, each
tomb is analyzed according to the background of its patron, selection of his tomb
type, the tomb’s location and sculptural program to assess the ideas and intentions
directing the design.

Lion Tomb

The Lion Pillar is located on the north-eastern part of Xanthos on the path of the
Hellenistic fortifications. It is the oldest stone funerary monument of the city, dat-
ing back to 540-26 BC. The patron of the tomb is not identified but was probably
a ruling dynast of the period. The pillar is composed of a base, pillar, sculpted
burial chamber and a cap (which is lost). On one side of the burial chamber, there
is a lion resting on its belly and looking towards the spectator. On the other side,
a warrior wounds a lion with a sword. The lion pillar is very important since it
was built before the Persian intervention and indigenous to Lycia region. The un-
known patron here chose a symbol of royal power that is strongly reminiscent of
Achaemenid Persian art. (Jenkins, 2006, 161-162) (Figure 2)

The Pillar of Wrestlers

A frieze from the Pillar of Wrestlers was found on the Lycian acropolis inside the
Sarcophagus Pillar dating back to 526-25 BC. The patron of the pillar is Kheziga
who was the founder of the Lycian dynasty. It is believed that the tomb was lo-
cated in the vicinity of the Sarcophagus pillar on the Xanthian Acropolis. (Keen,
1992, 62) The location indicates that Kheziga chose a different location than the
Lion Pillar, manifesting spatially the foundation of a new Lycian dynasty.
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Figure 1. Plan of Xanthos (after Demargne, 1958)

Figure 2. Lion Tomb (after Demargne, 1958)
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Figure 3. The Harpy (Kybernis) Tomb (after Demargne, 1958)

The Harpy (Kybernis) Tomb

The tomb is located on the acropolis of Lycia in the vicinity of the Theater Pillar
of the ancient agora. It is composed of a pillar, a burial chamber and receding cap.
On one short side of the burial chamber there is a bearded man, probably Kybernis
himself accompanied by once identified as half-woman half- bird mythical crea-
tures called Harpys but then identified as Sirens (small female figures carrying
the soul of the dynast). (Haynes, 1974, 72) On the east side of the burial chamber,
to the left, there is the dynast enthroned and on his back two standing figures in
Persian manner look to the river. To the right there are the dynast’s worshippers
or relatives in full Greek character and facing the agora for the citizens to see. On
the west side of the burial chamber, in the two ends, there are two female figures
sitting and towards the figure on the right, three female figures approach the sit-
ting one. (Tonks, 1907, 321-322)

For the location of his tomb, Kybernis preferred the vicinity of the Pillar of Wres-
tlers, near the founder of the Lycian dynasty. He chose the pillar tomb style with
its roots in Lycia, very much in the manner of the former pillar tomb. However, he
represented himself in a Persian manner with Ionian workmanship. (Keen, 1998,
66) (Figure 3)
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The Theater Pillar

Theater Pillar is located on the Lycian Acropolis of Xanthos and dates to 440 BC.
The patron of the tomb is Kuprlli the younger (480-40 BC). (Keen, 1992: 63)
Since the burial chamber of the tomb has not survived, it is not possible to iden-
tify the patron’s message to the Xanthians and the effect of the Attic intervention
in the design of this tomb. Nevertheless, it may be significant that Kuprlli chose
the Lycian acropolis as the location of his tomb, placing himself near his ancestor
Kybernis.

Sarcophagus of Merehi

The Sarcophagus of Merehi is located outside the Hellenistic fortifications of Xan-
thos. The sarcophagus is a one storey high building with a burial chamber carved
with external panels and projecting beams that resemble those of Lycian houses.
Both sides of the sarcophagus are carved with four-horsed chariots - one side with
a panther and the other with Chimaera. The driver of the chariot is dressed in Per-
sian style and the passenger is a Greek foot soldier. On one side of the roof ridge
there is a war scene below the walls of a city and a figure, probably Merehi (440-
410 BC) himself in Persian style commanding the battle. On the other side, there
are some scenes most likely from the life of Merehi, rendered in Lycian manner.
The burial chamber bears an inscription that gives the patron’s names as Merehi,
the son of Kudala under the authority of Kheriga. (Jenkins, 2006: 176-178)

The Sarcophagus of Merehi is an important tomb, since all other tomb patrons’
are ruling dynasts. As Jan Zahle points out, Merehi did not choose a house-tomb
style but instead a pillar sarcophagus, thereby representing himself both as a lo-
cal elite of Xanthos and as a member of the ruling class, possibly from the royal
family. (Figure 4)

The Inscribed Pillar

The Inscribed Pillar is located on the Lycian Acropolis of Xanthos in the vicin-
ity of Kybernis (Harpy) Tomb and Theater Pillar on the north side of the Roman
agora. The tomb has a podium, an inscribed monolith, a burial chamber and a
sculpture on top. The owner of the tomb is Kheriga but the tomb was erected by
Erbinna, the son of Kheriga for the memory of his father. (Robinson, 1999: 366)

The burial chamber is decorated by a trophy relief depicting Kheriga with Attic
helm conquering the enemy (probably the seven Arkadian hoplites mentioned in
the inscription). The sculpture on the top is Kheriga himself with lions. On the
corners of the burial chamber, there are bulls, which are seen in the monumental
architecture of Achaemenid Persia. The battle scenes are parallel to the scenes of
the Parthenon in Athens. (Robinson, 1999: 367 and Jenkins, 2006: 176)

The inscription is in four languages which are Milyan, Kabalian (Lycian B), Ly-
cian and Greek. In the inscription, the owner (Kheriga) introduces himself, gives
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Figure 4. Sarcophagus of Merehi (after Demargne, 1958)

Figure 5. The Inscribed Pillar (after Demargne, 1958)
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his titles and genealogy. The location of the tomb in relation to the other se-
pulchral monuments of Xanthos is also described in the text. The inscriptions
continue with the military achievements of Kheriga like the defeat of Melesander.
(Robinson, 1999: 368)

In addition to its function as the tomb of the dynast, the inscribed pillar has a pub-
lic or propagandistic as well as a votive character (Childs, 1978: 4). The intention
of Erbinna in erecting a sepulchral monument is many-fold. First of all, by giving
the genealogy of his father Kheriga, the glory of the dynastic power is reflected
upon himself. Secondly, Erbinna chose a traditional shape of a dynastic tomb to
crate connect with the Dynastic period of Lycia but also he introduced inscrip-
tions — it is the only tomb having inscriptions. He located the tomb in the vicinity
of other dynastic tombs in a highly visible spot, positioned diagonally with the
citizens, periokoi and the visitors of Xanthos. The inscribed pillar is a triumphal
monument displaying inscriptions in four languages in order to make the monu-
ment both visible and legible for the might of Kheriga and the political power of
his son Erbinna and his esteemed ancestor. (Figure 5)

Acropolis Pillar

The Acropolis Pillar is located in the vicinity of the Lion Pillar, and dates to circa
400-390 BC. The tomb’s patron is Kherei. (410-390 BC) (Keen, 1992: 60) Kherei
did not choose the Lycian acropolis but instead the vicinity of the Lion Pillar, pos-
sibly in order to associate himself with the unknown ruler of Xanthos rather than
his ancestors, since the dynastic power of Xanthos had faltered during this period.

Nereid Monument

The Nereid Monument is located on the southern part of the acropolis in Xanthos
overlooking the approach to the city, isolated from the other dynastic tombs of
Xanthos. The patron of the tomb is Erbinna, who is the son of Kheriga of the
Inscribed Pillar. The tomb is a temple-like structure (Ionic tetra-style peripteral)
with a cella with a frieze and pteron, having a sculptured architrave elevated by
a podium. (Robinson, 1999: 370) On the two pediments, Erbinna is depicted in
a Persian style leading a battle and enthroned in Persian dress. The greater po-
dium frieze depicts a heroic combat involving warriors dressed in Greek costume
and armor, whereas the lesser podium frieze illustrates the siege of a city where
Erbinna is seated upon a Persian throne crowning a warrior. The architrave and
cella friezes portray hunting and feasting scenes, as seen both in Greek and Per-
sian culture. Between the columns, there is a panel of the Nereids (the sea-nymph
daughters of Nereus god of the sea). (Jenkins, 2006: 201)

The accession of Erbinna was very unstable. He had taken power through force
of arms in Xanthos, Telmessos and Pinara but the unifying role of Xanthos was
by then already diminished. Since Erbinna had grown up in Telmessos, he was
linked with Caria rather than Lycia. (Robinson, 1999: 364) Therefore, before
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Figure 6. Nereid Monument (after Demargne, 1958)

building his own funerary monument, he first erected the Inscribed Pillar for his
father Kheziga in order to identify himself with Xanthos and dynastic Lycia.

For his own tomb, he chose a new location on the lower skirts of the Acropolis
near the entrance to the city. Instead of the traditional dynast pillars, he chose an
Ionic tetrastyle peripteral building. He evidently took Sarpedoneion (identified as
Building G on the acropolis) as the model of his tomb. (Robinson, 1999: 370) By
doing so, he gave the message that he was as mighty as Sarpedon and had become
the heroic leader of the Lycians. By the heroic scenes on the podium friezes, he
promoted himself and his army. The hunting and feasting scenes highlight the
patron’s social status as the dynast. (Tanyeri Erdemir, 1999: 161) By choosing a
sculptural style that amalgamated Greek and Persian elements, the patron stressed
his political authority in the Lycian region. (Figure 6)

Heroon of Pericles

The Heroon of Pericles is located below the acropolis of Limyra. (Figure 7) Itis a
temple-like structure on a high podium and has caryatids instead of columns. The
two friezes on the exterior cella walls depict Pericles departing for a battle with
a procession of riders and foot soldiers. (Ridgway, 1997: 94) The varied head-
dresses can be interpreted as different ethnic groups or tribes. Akroteria presents
Perseus wearing a Persian tiara while decapitating Medusa on the north, and Bel-
lerophon riding Pegasus. (Thomson De Grummond and Ridgway, 2000: 65) By
selecting these mythical figures related with Lycia, Pericles legitimized his reign
in the region. The tomb’s sculptural decoration borrows heavily from the monu-
ments of Periclean Athens* and the Caryatids are copied from the Erectheum. Just
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as the name Pericles, which is an adopted name according to Bryce, (Bryce, 1980
379), the Heroon of Pericles is also the statement of independence from Persian

authority. According to Antony G. Keen (Keen, 1998

Figure 7. Plan of Limyra (after Borchhardt, 1999)

183), it is a direct response
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Figure 8. Heroon of Pericles (after Borchhardt, 1999)

to the Nereid Monument, thus making it a direct challenge to Erbinna’s authority.
By selecting a temple-like structure and using Caryatids and a sculptural program
resembling the monuments of Periclean Athens, he further emphasized the defi-
ance of Persian authority. (Figure 8)

Sarcophagus of Payava

The Payava Tomb is located in the vicinity of the Lion Pillar on the Acropolis
of Xanthos. The patron of the tomb is Payava (360 BC), who was appointed by
the Carian satrap Autophradates to Xanthos. The tomb is an elevated sarcopha-
gus with a series of rising tiers. On the long side of the second tier, there is a
victorious horseman at the head of a troop. On the beam above, the name of the
tomb’s owner is inscribed. On the other side, Payava in Persian dress is seated on
a draped stool; behind this figure stands two servants in sleeved and belted tunics.
On the opposite face, a seated dignitary is approached by four male figures. The
subject of this scene is identified as a Lycian delegation, led by Payava before the
Persian satrap. The beam below is inscribed with the name of the Persian satrap
Autphradates. Payava, who had no connection with the ruling family of Xanthos,
but was an appointed ruler, chose the vicinity of the Merehi monument and sar-
cophagus tomb style. (Jenkins, 2006: 179) By this selection, he separated himself
from the ruling dynasty, but connected with the ruling elite. The sculptural pro-
gram stresses his loyalty to Autophradates. (Figure 9)
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Figure 9. Sarcophagus of Payava (after Demargne, 1958)

Conclusion

Generally, the function of the dynastic tombs in Lycia is not to elevate the body
in the burial chamber but instead to surround the chamber with relief structures
glorifying the activities of the patron for the citizens.

It is assumed that prior to the sixth century, the rulers of Xanthos were buried
on the lower slopes of today’s Hellenistic acropolis in pillar tombs which were
constructed of timber. With the Lion Pillar of the sixth century, the stone pillars
became a sign of political status for the ruling dynasts of Lycia. With the Persian
domination in Lycia, the tradition continued and was even perhaps exaggerated
due to the uncertainty of the dynasty in its public monuments and the dynasts
gaining power. By the Persian influence, representation of the dynastic power
resulted with the eastern idea of heroization of the patron after his death. (Fedak,
1990: 66)

Since the dynastic tombs were all constructed during the patron’s lifetime, it is
certain that the patron himself both commissioned the tomb and was involved in
the design. The background of the patron, the historical context of the period, the
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selection of the tomb’s location, tomb’s type and sculptural program are all differ-
ent parameters for the patron’s construction of his political image.

In Lycia until Erbinna, the dynasts generally chose Persian style of representation
with Lycian elements to construct their political image. When the political power
of the Lycian dynasty declined, as in the case of Erbinna, ever grander monuments
were constructed, blinding Greek temple architecture and Lycian house tombs
with a mix of Persian, Lycian and Greek sculptural iconography. This stylistic
blend can be evaluated as the insecurity of the patron caught between Persia to the
east and Greece to the west. (Jenkins, 2006: 202) In the construction of his heroon,
Pericles adapted Greek-temple design with elements for its sculptural decoration
borrowed from Periclean Athens to connote his political power as independent
from Persia. To conclude, the funerary architecture in Lycia is a complete project
of manifesting the patron’s self-image without the aim of general benefaction.
The location, style and sculptural program of the tombs are all components of the
propaganda of this political power.
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NOTES
1. This part is compiled from Bryce (1983), Keen (1998), Bryce and Zahle (1986).

2. In her master’s thesis, Tugba Tanyeri Erdemir separates Lycian history as 540-470 BC Per-
sian Intervention, 470-430 BC Attic Intervention, 430-334 BC Persian Intervention pp 19-47.

3. Construction dates of the tombs and their patrons are compiled from Keen (1992) and Jen-
kins (2000).

4. To prevent confusion, Pericles of Athens (c. 495 — 429 BC) was the famous statesman who
was responsible for rebuilding Athenian Acropolis; while Pericles of Limyra (c. 380-360 BC)
was a local ruler of Lycia.
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PATRONAGE OF CHURCHES IN THE LATE ANTIQUE NORTHERN
MESOPOTAMIA, AD. 300- 800

Elif Keser Kayaalp

Ge¢ Antik donem Kuzey Mezopotamyasi’nda Kilise Hamiligi, MS. 300-800.

Bu makale imparatorlarin, metropolitlerin, yoneticilerin ve yerel halkin, Kuzey Mezopotam-
ya’daki kilise hamiliklerine 151k tutarak, bunlarin mimariye ve yazinsal {iretime nasil yansidi-
gin1 ve MS 640°daki Arap fethinden sonra degisen politik ve sosyal ortamin hamilige etkisini
tartismaktadir.

Bolge, sinirdaki stratejik yerlesimi sebebiyle Bizans doneminde imparatorlarin dncelik verdigi
bir yer olmus, sehirlerdeki anitsal boyutlarda kiliselerden, kirsalda manastirlarin kiliselerine
kadar degisik dl¢eklerde ve baglamlarda Bizans imparatorlari kilise yapimini desteklemislerdir.
Metropolitler Arap istilasindan 6nce ve sonra onemlerini korumus ve birgok kilisenin yapimina
veya onarimina onayak olmuslardir. Arap fethinden sonra bolge elitlerinin sehirlerde biiyiik
olcekli ve koyliilerin kdy kiliseleri ve yakinlarindaki manastirlarda kiigiik dl¢ekli hamiliklerine
tanik olmaktayiz.

Yapilari, Arap fethinden dnce imparatorlarla, sonrasinda halifeler ve 6nemli yerel yoneticilerle
iliskilendirmek Siiryani kroniklerinde oldukga rastlanan bir durumdur. Bizans déneminde bu
iliski hamilik seklindeyken, Arap fethinden sonra Misliimanlarin izni, destegi ve hediyeleri
sekline doniigiir.

Anahtar Kelimeler: Kilise insasi, Kuzey Mezopotamya, Imparatorluk, Metropolitler, Arap
fethi.
Keywords: Church building, Northern Mesopotamia, Imperial, Bishops, Arab expansion.

This paper explores the patronage of the churches of Late Antique Northern Mes-
opotamia based on the social, economic conditions and considers various motives
for building, ranging from religious piety to political calculation. I shall start by
clarifying my chronological and geographical boundaries. The Late Antique pe-
riod, falling more or less between 250 and 800 AD, is now well established as an
historical period in Byzantine scholarship.! In Northern Mesopotamia, this period
spans the last centuries of the Byzantine era and the first century and a half of the
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Muslim Arab rule. The term Northern Mesopotamia in this paper refers more or
less to the Roman Mesopotamia or modern south-eastern Turkey. (Millar, 1993:
439) Under the Byzantine Empire, Northern Mesopotamia, located in the eastern
edge of the Empire, was an extremely volatile area. It suffered as a result of natu-
ral disasters, continuous warfare and religious controversies. However, it was also
a flourishing, cosmopolitan region at the crossroads between Asia Minor, Syria,
Armenia and Persia, a territory frequented by merchants, pilgrims and soldiers.
After its conquest by the Muslim Arabs in 640 AD the region became relatively
stable as the new social and political transformed its landscape and architecture.

I shall focus first on the Byzantine period, when the region was a frontier crucial
to the security of the Empire. In that period, the cities of the region attracted much
imperial patronage, especially in the form of construction of city walls. Some
examples are the walls of Amida (first built by Constantine, later rebuilt by Justin-
ian, and extensively rebuilt in the Islamic period), Constantia (modern Viransehir,
built by Constantius I), and Edessa (modern Urfa, refortified by Justinian). It also
saw the foundation of new cities like Martyropolis (modern Silvan) by Thedosius
IT and Dara or Anastasiopolis by Anastasius (this last had its walls later rebuilt by
Justinian.)?

The emperors did not limit themselves only to city walls but also built various
civic buildings and churches. The patronage of the latter has special implications
in this region as a result of its complicated religious topography. Most of the
population of the Late Antique Northern Mesopotamia was Syrian Orthodox and
monophysite. This means they disagreed with the decisions of the Council of
Chalcedon in 451, which concluded that the Christ was to be acknowledged as
existing in two natures inseparably united. (Frend, 1972: x-xii; Brock, 1975) The
Syrian Orthodox were considered heretics by the Chalcedonian Byzantines, and
they either enjoyed peace or suffered from persecutions depending on the Chris-
tology of the emperors.

Some emperors built remarkable churches to establish the Chalcedonean faith
in the region; others sought to gain the hearts of local people in this strategi-
cally very important region and consequently benefited monophysite monasteries.
Syriac texts and inscriptions provide very interesting insights to the patronage in
this region. Some of the texts are in line with the material evidence whereas in
others we find some unlikely associations of the churches with the emperors and
later caliphs.

I shall now go through some individual cases to analyse the patterns of patronage
in the region. I shall start with the main church of the monastery of Mor Gabriel
or Deyrul Umur?®, which is today the bishopric of Tur Abdin. The Tur Abdin,
‘the mountain of the servants (of God)’, is a limestone plateau bounded by the
Tigris River on the north and east, by the Mesopotamian plain on the south, and
by Mardin on the west. Its landscape is dotted with numerous monasteries and
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villages. Mor Gabriel is the oldest known monastery of the region. It is a large
complex with numerous buildings that can be dated to the Late Antique period.
Amongst those, the main church of the monastery is the most remarkable. It has
a transverse-hall type plan, meaning it is long in the north-south direction with a
tripartite sanctuary on its east. This plan type was almost exclusively used for the
main churches of the monasteries of the region. That is why Gertrude Bell, who
was first to study the churches and monasteries of the Tur Abdin, called this type
of plan ‘monastic’.

The main church of Mor Gabriel is the largest and probably the oldest example of
the type. It is also the most impressive in terms of architectural decoration. The
barrel vault and the lunettes of the central sanctuary are decorated with an impres-
sive mosaic one of the few that have survived east of Constantinople.’ The mosaic
has various non-figural representations including large crosses, amphorae with
vine scrolls, eight-pointed stars, diamonds and ciboria and trees on the lunettes,
etc. The ornamental vocabulary and the stylistic and iconographic features of the
mosaics have parallels with the fifth and sixtht century mosaics both in the east
and in the west. On the lower part of the design on the south lunette, a Greek
inscription reading: “the mosaic work was done...” was recorded. Unfortunately
the inscription is not dated, but Cyril Mango has proposed a sixth century date on
the basis of an epigraphic analysis. (Mundell and Hawkins, 1972: 290, 296)

The floor of the sanctuary is equally impressive. It is covered with a marble opus
sectile pavement with a complex design. This pavement has parallels in Late
Antique Syria and can safely be dated to the sixth century on stylistic grounds.
Amongst the marble of the opus sectile, there are fragments of Proconessian mar-
ble (from the vicinity of Constantinople) used to replace the missing parts of the
opus sectile, which indicates that the walls of the sanctuary were once clad with
this valuable marble.

This impressive and expensive decoration in a monophysite monastery by the
frontier points to a wealthy patron, and the mosaic and the opus sectile pavement
hint at the involvement of foreign craftsmen.® In fact, a Syriac text confirms this
assumption. The text in question has survived in a manuscript in London and
was published as a microfiche attached to Andrew Palmer’s book titled “Monk
and Mason on the Tigris Frontier: the early history of Tur Abdin,” which makes
extensive use of this text in reconstructing the life in a late antique monastery in
Northern Mesopotamia. Palmer calls the text the Qartmin Trilogy because it com-
prises the lives of three monks that were important for the history of the monas-
tery and because the monastery is located near the village of Qartmin. The Trilogy
is composed of the lives of Samuel and Symeon (the founders of the monastery;
the latter died in 433) and the life of Gabriel (d.648, bishop of Tur Abdin). In the
interval between these dates, the text records the building of the main church
of the monastery under Anastasius. Palmer, noting several problems in the text,
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concludes that it is a “product of several reworking” and he dates its compilation
sometime between 819 and ¢.969. (Palmer, 1990: 13- 17)

Some parts of this remarkable text give detailed information about the church,
including its size, architecture and decoration. However, for the purposes of this
article, I will focus on the part mentioning the patronage of the church. The text
reads:

When King Anastasius heard of the fine reputation of the blessed men in this abbey,
he sent much gold with his servants, and craftsmen such as people to prepare hewn
stone and baked bricks, and [other] skilled craftsmen, and architects, for the construc-
tion of the Great Temple, the foundations of which had been laid by the angel and Mor
Simeon. The names of the architects were Theodore and Theodosius, and they were
surnamed ‘sons of Shufnay.” He sent also goldsmiths and silversmiths and bronzesmiths
and ironsmiths, men to make pictures, chisellers of marble blocks, men skilled in put-
ting together mosaics to make the forms of crosses and well-ordered committees of
learned advisers, [all of them] skilled in building in a manner worthy of praising God
and of honouring his saints.’

Another part mentions the patronage of objects in the church and gives a date:

The finishing touches were put to this holy temple and these amazing objects and regal
vessels of the highest quality were brought from the Imperial city in the year eight hun-
dred and twenty-three (A.D.511/2), in which Mor Severus was consecrated Partriarch
of Antioch.®

From the text, we get the impression that all these skilled men and fine materials
were brought to the region to build this church. However, they were most prob-
ably already summoned there for the foundation of the important frontier city of
Anastasiopolis or Dara, on which we have an abundance of sources. According
to Zachariah, the commanders who were unsuccessful in the siege of Amida in
502 begged the emperor Anastasius “that a city should be built at his command
on the side of the mountains, as a place of refuge for the army and for their rest,
and for the preparation of weapons.” Joshua the Stylite tells us that such a need
had existed since the loss of Nisibis in 363 and says that for the building of Dara,
workmen were drawn from all of Syria.'

The emperor Anastasius assigned Thomas, the bishop of Amida, to build this city.
Dara, a modest village was chosen as the site. It was only 10.4 km from the Per-
sian frontier and 26 km from Nisibis. After Dara was completed, Eutychian the
presbyter, one of the overseers of its construction, went to Constantinople and
Anastasius gave Eutychian gifts of holy vessels and gold for building and furnish-
ing the Great church.

The Great church was not the only church built in Dara by Anastasius. In the
course of the construction of the city, St. Bartholomew appeared to the emperor
in a dream and offered to protect the city. Accordingly, the saint’s relics were
brought from Cyprus and put into one of Dara’s new churches, probably dedicated
to St. Bartholomew. (Key Fowden, 1999: 65) Procopius credited Justinian with
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building both these churches. He might have, however, exaggerated the extent of
the emperor Justinian’s building activity at Dara.!" The issue of the reliability of
his accounts on Dara has been discussed.'? However, the possibility that the con-
struction of these churches were started by Anastasius and completed by Justinian
should not be ruled out. There are remains in the city that can be associated with
these two churches. The traces of the cathedral enable us to reconstruct it as a
domed church, which has parallels possibly in Cilicia and Isauria and maybe in
Constantinople. Other structures in Dara, such as the cisterns, granary, etc., show
features in plan types and construction techniques similar to structures in other
parts of the empire, hinting that foreign builders were active in the region.

Anastasius, who was aware of the importance of gaining the hearts of the monks
and through them the local people to securing the frontier,'* may have used the
resources already available in the region to make a conciliatory gesture to a mono-
physite monastery. It was also important to make an imperial statement to the
nearby Persians or the non-Chalcedonians. There must have been other reasons
for an emperor’s benefactions to a monastery, ranging from piety to a desire to
contribute to the economic development of a monastery and its surroundings.'*

There is another structure in this monastery that is also associated with an impe-
rial person. It is a domical structure, which is known as qubbat-i Theodora or
Theodora’s dome, referring to the Empress Theodora, wife of Justinian. She is
known to have been sympathetic to the monophysites and was even considered
a monophysite herself. Consequently, she had a different status in the eyes of
Syrian Christians. Her story was rewritten by the Syrian tradition (Ashbrook-
Harvey, 2001) and she was highly venerated. There is no documented relation-
ship between her and the monastery of Mor Gabriel except as recorded in a late
Karshtin (Arabic written in Syriac script) manuscript’®, which claims that the
empress Theodora visited the monastery bringing many gifts.

Attributing the dome to the empress is probably a later invention. Clearly, asso-
ciating the monastery with the imperial family had an intention to legitimize the
monastery and increase its importance. We see other examples of this phenom-
enon. The Qartmin Trilogy, mentioned above, tells us that emperors Honorius,
Arcadius and Theodosius II were responsible for building some structures in the
monastery. I think there is no clear evidence that would confirm this'® and the
mention of their names in the account results from the intention to present the
monastery as important and worthy of the emperor’s attention. Interestingly, the
Qartmin Trilogy does not say a single word about Theodora. I think, with the ex-
ception of Anastasius’ involvement, parts of the Trilogy give the impression that
the writer is describing what is on the ground and attributing it to emperors on no
sound basis. The Qartmin Trilogy follows a similar strategy for the period after
the Arab conquest and I shall return to that source when I talk about the period
after the Arab conquest of the region.
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In other parts of Northern Mesopotamia, we find mention of other emperors re-
garding their donations to monasteries. The emperor Zeno gave a village as a
gift to one of the monasteries near Amida.'” The emperor Justinian restored the
monasteries of Delphrachis, Zebinus, Theodotus, John, Sarmathé, Cyrenus, Bega-
daeus'® and he built the church of St. Sophia at Edessa.!” In 629 Heraclius built the
great church of Amida.? The latter had probably great significance as Heraclius
was trying to reconcile the Chalcedonians and non-Chalcedonians.?!

Up to now, I have dealt with the Byzantine imperial patronage of churches in
Northern Mesopotamia. In fact, bishops are more frequently mentioned in the
chronicles and inscriptions as patrons of churches. In the Chronicle of Edessa,?
eight bishops are recorded as builders of churches. Similarly, Greek inscriptions
from Constantia (modern Viransehir) give the names of bishops when recording
some construction works.* Bishops built either from the church’s budget or car-
ried out their own fund-raising. Nonnus, the bishop of Amida, sent his suffragan
Thomas to Constantinople to ask a donation from the emperor Anastasius. The
emperor and patriarch gave presents to the church of Amida and a large amount
of money to be distributed amongst the poor.**

The fourth century baptistery at Nisibis shows the ability of the local bishops to
sponsor spectacular construction works. The Greek inscription records Bishop
Volagesus as the person who erected and finished the building, which is impres-
sive and has remarkable architectural decoration.® There is no mention of an im-
perial benefaction. Another significant example for the involvement of bishops
in construction works is the foundation of the city of Martyropolis by the efforts
of bishop Marutha, although with the additional patronage of both Byzantine
and Persian emperors. The Byzantine Emperor Theodosius I gave “gold, silver,
craftsmen, workmen and overseers” and “many gifts, villages, farms, vineyards
and olive groves to churches” and Yazdgard, the emperor of the Persians who had
great respect for Marutha gave an inscribed gold cup full of gold in order to fund
the purchase of building materials. (Marcus, 1932: 69)

We also find governors, their relatives and military officers as the benefactors of
ecclesiastical buildings. In 437, a senator at Edessa brought a great table of silver,
in which were seven hundred and twenty pounds (of silver), which was put in the
old church of Edessa. (Guidi, 1903: 60) A certain Roman called Demetrius, who
was posted at the castle of Tur Abdin (to the south east of the monastery of Mor
Aho) made a benefaction to this monastery in order that a burial vault of hewn
stone containing nine arcosolia, and a charnel-house with a stone door should be
built in his memory. (Palmer, 1990, 54) It is remarkable that the surviving monas-
tery has such a building. (Wiessner, 1982- 1993: I/ 1, fig. 10)

Private patronage was also effective in building ecclesiastical structures in the
region. We know from a fifth century inscription that the church (?) dedicated to
the protomartyr at Constantia (modern Viransehir) was financed from the dona-
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tion of a fruit-bearing garden, (Humann and Puchstein, 1890, no.4) probably by
one of the faithful. There were also monasteries built in the immediate vicinity
of the cities by private patronage. For example; a monastery was built by Sergius
in Qlophite (?) (near Amida) with help of villagers: “each...ran to his house to
find something to bestow...in proportion to his ability.” (Brooks, 1923: 17, 107)
Another monastery near Amida was founded by Addai, ex-chorepiskopos who
planted a vineyard in it to help the poor by selling wine to Cappadocians. (Brooks,
125) Mare, who was a former cleric and a craftsman, built a monastery 3 miles
from a village around Martyropolis (probably 520-40). (Brooks, 126)

With the arrival of Islam after the Arab conquest of the region in 640, the setting
in Northern Mesopotamia changed drastically. It is usually agreed that the condi-
tions of the Syrian Orthodox Church, which suffered under most of the Byzantine
emperors, improved after the Arab conquest. We know now that there is impor-
tant material evidence that supports this idea. Gertrude Bell, who first studied the
church architecture of the region, dated only four churches to the eight century;
but it became clear from my doctoral work that we can suggest a similar date for
at least twenty-eight structures. (Keser-Kayaalp, forthcoming)

Under the Islamic rule, private patronage gained in importance. Texts mention
wealthy Christians such as Athanasius bar Gurmaye of Edessa, who owned 4,000
slaves as well as villages, houses, gardens, gold, silver, and precious gems. Ac-
cording to Bar Hebraeus, Athanasius owned 400 shops in Edessa.’® He used the
revenues from his shops to build the church of the Mother of God in Edessa. He
also built a baptistery in the same city. (Morony, 2000: 40)

More modest benefactions that were made to the rural monastic churches have
also been recorded. One of the eight inscriptions in the monastery of Mor Yaqub
the Recluse at Salah, which Palmer tentatively dated to 752-55, lists the name
of twenty-five benefactors of whom some are from ‘this village’ and notes the
amount they gave. Some gave one zuzo?” each, whereas some others paid more
than one hundred. (Palmer, 1987: B2) Many villages in the Tur Abdin have more
than one church. As has been postulated for the villages in the Limestone Mas-
sif of Syria, (Lassus, 1947: 255-7) the reason must be private donors founding
churches.

There are some interesting accounts related to church building activities in the
region after the Arab conquest. The above-mentioned Qartmin Trilogy relates the
correspondence of Gabriel (the metropolitan bishop of Dara from 634 to 648)
with ‘Umar, the caliph:

Now this Mor Gabriel went to the court of the sovereign of the Arabs, who was ‘Umar
the son of Khat tab, in the region of Jaziré. He was received with great gladness and
after a few days the Blessed one petitioned the commander and received his written
authority concerning the statues and laws and orders and warnings and judgements and
observances pertaining to the Christians; to churches and monasteries; and to priests

49



Elif Keser Kayaalp

and deacons, that they should not pay the head tax, and to monks that they should be ex-
empt from tribute and that the (use of the) wooden gong would not be banned; and that
they might practise the chanting of anthems at the bier of a dead man when he leaves
his house to be taken for burial, together with many (other) customs. The sovereign was
pleased that the Blessed One had come to him and the holy man returned to the abbey
with great joy.?

This text is obviously legendary as has been previously argued. (Palmer, 1990:
129) Although Gabriel might not have had a correspondence with Umar, the
chronicler may be referring to the caliph to indicate his tolerance or simply to as-
sociate this monastery with an important ruler, similar to the case we argued for
the Byzantine emperors above.

The Life of Symeon of the Olives also draws a very similar picture. Simeon of
the Olives (d.734), a native of Habsenas (modern Mercimekli) who became the
bishop of Harran, is said to have had similar close associations with rulers. This
account gives interesting details about the building and rebuilding of churches in
the region in that period. Simeon got his wealth through his nephew who found a
treasure in the Haitam’s castle (probably ancient Rhabdion). (Brock, 1979: 175)
Simeon started to buy ruined churches, monasteries, gardens and mills with this
money and managed the estates that he bought like a businessman. He endowed
the monastery of Qartmin with mills, gardens, orchards, inns, bath-houses, etc.
He rebuilt a church in his own village, Habsenus, where he also founded a school
and rebuilt the monastery of Mor Lazarus, in which he built a tower for recluses.
(Brock, 175) The church of Mor Simeon and the monastery of Mor Lazarus are
the only two buildings that present material remains. The church of Mor Simeon
shows architectural and sculptural features that indicate an eight century date. In
the case of Mor Lazarus, there is in fact a tower in the middle of the monastery,
as described in his life, with an inscribed date in the eight century.” His life notes
that when Simeon wanted to build churches and monasteries in Nisibis, he took
a letter from the ruler of Nisibis and went to the caliph with it. His life continues
with accounts telling how he was greatly honoured by the caliph and the Arabs.
His life pictures a prosperous region and this is corroborated by the Chronicle of
Zuqnin, which deals with a contemporary period.*

To sum up, the texts tell us how the patronage of churches can be perceived and
how associating building works with emperors and later caliphs was used to in-
crease the importance of the buildings in the eyes of the faithful. Records on im-
perial patronage of monastic churches are limited, but as we saw in the Mor Ga-
briel monastery, there are some spectacular remains confirming the few records.
Bishops were important figures in the building of ecclesiastical buildings; they
had the power to gather money and use it. Private patronage could be on a large
scale or in the form of small contributions, and seems to have become particularly
important after the Arab conquest, when the region seemed to have flourished.
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The life of Simeon of the Olives shows the continued capacity of the bishops to
build under the changed conditions after the Arab conquest.
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NOTES
1. For a general introduction to the period, see: Brown, et al.(1999).

2. For military architecture in the eastern frontier, see: Gregory (1995, v.1 p.xx) for the list of
sites in Mesopotamia and their catalogue entries in Gregory (1995, v.3: Amida 59-65; Mar-
tyropolis 66-69 and Dara 80-88). For walls of Amida, see Crow (2007, 438). Restorations
recorded by inscriptions: Gabriel (1940, 136). Mango and Mango (1991: ins.5-7). Croke and
Crow (1983, 154).

3. Palmer (1990) prefers to call the monastery Qartmin. I used the name Mor Gabriel which
is common amongst the Syrian Orthodox. Deyrul Umur is also a popular name. This name is
associated with Umar, the caliph, based on a story relating this monastery with him. However,
it probably originates from umr, meaning to dwell and, in some cases, monastery in Syriac.

4. See Bell/ Mango (1982, iii) and Palmer (1990, 1-8) for the geography and history of the
region.

5. See Mundell and Hawkins (1972) for a detailed description of this mosaic. There are addi-
tional examples in Cyprus and one in St. Catherine monastery in Mt. Sinai.

6. This does not mean that the local workmanship in the region was inferior. By the 6™ century,
when we find arabesque sculptural forms even in Constantinople, Northern Mesopotamia re-
mained attached to the classical forms as can be best illustrated in the 6™ century churches of
el-Adhra at Amida and Mor Hanonyo at Deir Zafaran. Later in the 8" century, we find a stylized
version of this classical sculpture; see Mundell Mango (1982).
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7. Microfiche accompanying Palmer (1990), Qartmin Trilogy, LIX.

8. Microfiche accompanying Palmer (1990), Qartmin Trilogy, LVIII- LXI.
9. Zachariah in Hamilton and Brooks (1899, 34.24-38.15).

10. Joshua the Stylite in Wright (1882, 309.12-310.3).

11. Building many churches, without doubt, made an emperor important in the eyes of the
faithful. A good example to illustrate this comes from an anecdote in the 12% century Syriac
Chronicle written by Michael the Syrian. In the period when the emperor Justinian died, a pi-
ous man had a vision of a fiery furnace being set in the middle of a plain. When the man asked
what it was for, he was told that it had been kindled for the emperor Justinian to be thrown into
because he introduced corruption to the church. However, the emperor was forgiven because
he was merciful to the poor and because he built many churches (Chr. Michael, b.9, ch. 34).

12. See Croke and Crow, who challenge the reliability of Procopius (1983).

13. Palmer (1990, 53). The belief in the holy men in the protection of the frontiers was well
established in the area from the days of Ephrem the Syrian, a poet who saw holy men as the wall
and shield of Nisibis and her countryside, Beck (1961-63), 13.21.

14. There have been suggestions that this monastery could have been the fortification called
Banasymeon, Honigmann (1935, 13) which was rebuilt by the emperor Justinian (Procop.
Bldgs. 11.iv.14). However, there are no firm grounds for this identification, see Mundell and
Hawkins (1973, 294) and Palmer (1990, 145). Nevertheless, clearly the monastery had a strate-
gic location and consequently great importance.

15. Palmer (1990, 145). For Karshuni manuscript, see Socin (1881, 252).

16. Palmer associated some structures in the monastery with them (1990, chapter 2). Unfortu-
nately, the structures do not have architectural features that permit a secure dating.

17. John of Ephesus in Brooks (1923, 557f).

18. Procopius in Dewing (1914,V.ix.32). Unfortunately it is not possible to locate these mon-
asteries.

19. Procopius tells us that after the great flood of 525 in Edessa, the emperor Justinian imme-
diately restored all the ruined parts of the city, including the church of the Christians (Procop.
Blds. I1.7.6). It has usually been assumed that the church mentioned was the famous church of
St. Sophia at Edessa but there is no clear evidence for the patronage of Justinian.

20. Zugnin in Harrak (1999, 142).

21. See Palmer 2006 for some suggestions about for whom this church was built.

22. A local history of Edessa by an anonymous author covering the period between 201-540.
23. Oppenheim and Lukas (1905, 60- 61) and Canali de Rossi (2004, 24- 25).

24. Joshua the Stylite in Wright (1882, Ch.83).

25. First publication is in Sarre and Herzfeld (1911, 340) but Canali De Rossi has the correct
drawing of the inscription (2004, n. 62).

26. Dionysius of Tel-Mahre mentions 300 shops, Palmer (1993, 133).

27. A coin equals to a Greek drachma.
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28. Microfiche accompanying Palmer (1990), Qartmin Trilogy, LXXII.

29. Palmer (1990, 105-107 and 217, figs. 37-38). For the photograph of the squeeze of the in-
scription see Palmer (1987, 71). See also Mundell Mango (2005). The inscription and the date
in the Life do not match, but they are both 8" century.

30. Chronicle of Zugnin, Harrak (1999, 244 and 265).
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THE RELATIONSHIP BETWEEN ARCHITECT AND PATRONAGE
OF OTTOMAN MOSQUES IN THE SIXTEENTH CENTURY

Aysun Aydin, Zafer Sagdig¢

On Altina1 Yiizyllda Osmanh Camilerinde Mimar ve Bani Arasindaki iliski

Onaltinct yiizy1l yalnizca ekonomik olarak Osmanli Imparatorlugun altin ¢ag1 olmasindan do-
lay1 degil, ayrica hanedan mimari (hassa mimari) Mimar Sinan’in o ddnemde yasamis olmasin-
dan dolay1 da Osmanli mimarlik tarihinde 6nemli bir yilizy1li temsil eder. Hanedanin bag mimar1
olan Mimar Sinan dariilkiittap, dariilhadis, medreseler vb. de dahil olmak {izere kopriiler, su
kemerleri, hamamlar, cami kompleksleri gibi 6zel, kamusal ve dini kullanim igin farkli bina
tiirleri tasarlamistir. Ancak Sinan adini daha ¢ok imparatorlugun sultanlari, hanim sultanlari
ve pasalari i¢in yaptig1 iinlii camilerin mimart olarak duyurmustur. Bu noktada akla su soru
gelmelidir: Piyale Pasa’nin Piyale Paga Camisi’nin alt1 kubbeli yapisini etkilemesi, Mihrimah
Sultan’in Mihrimah Sultan Camisi’nin ince minarelerini etkilemesi, Riistem Pasa’nin Riistem
Pasa Camisi’nin i¢ ¢ini siislemelerini etkilemesi veya Kanuni Sultan Siileyman’in Siileyma-
niye Camisi’ndeki kubbe yap1 sistemini, iki yarim kubbenin tek bir ana kubbeyi desteklemesi
yoniinde etkilemesi gibi Mimar Sinan’in camilerinin tasarim siirecinde bani etkisi oldugu sdy-
lenebilir mi?

Yalnizca sanat ve politik gii¢ arasindaki iligki degil, ayn1 zamanda sanat ve ideoloji arasindaki
iliski de Osmanli’daki sosyo-Kkiiltiirel yasam1 daha iyi anlamak i¢in aragtirilmasi gereken dnem-
li bir alandir. Bu durumda, su iki noktanin iizerinde durulmalidir: Osmanli aydmlar1 ve eliti
sanat, biirokrasi ve ideoloji arasindaki iliskinin giiciinii nasil ele ge¢irdi ve bu simif onaltinct
yiizyildaki sanat siirecini nasil sekillendirdi? Bu baglamda, bu ¢alismada baninin sanat, biirok-
rasi ve ideoloji arasindaki iligkiyi nasil etkiledigi anlasilmaya caligilacaktir.

Anahtar Kelimeler: Bani, Politik Gii¢, Sanat, Onaltinci Yiizy1l, Mimar Sinan’m Camileri.
Keywords: Patronage, Political Power, Art, Sixteenth Century, Sinan’s Mosques.

Introduction

The Ottoman Empire’s wealth and economic activity was at its highest level in
the sixteenth century. Economic prosperity is an important prerequisite for un-
dertaking large-scale construction projects. A healthy state treasury is required
to support major construction activities. In this context, the Ottoman Empire of
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the sixteenth century was at its largest scale. According to Kuban (1986), the Ot-
toman Empire combined Turkish Islamic cultural knowledge inherited from the
Anatolian Seljuks, with techniques taken over from Byzantium after the conquest
of Istanbul. Ottoman art and architecture found its real identity after Istanbul had
been conquered. Erzen (1996), for example, describes the sixteenth century as
the period when Ottoman Empire was politically the strongest and when its art
rapidly improved.

In the sixteenth century Ottomans were not only a regional power in Anatolia and
the Balkans but had a prominent role in world politics and led the Sunni world
through their control of the caliphate. The political, military and religious power
of the Empire was reflected in architecture. The state used architecture as a physi-
cal tool of representation to express its power. In the sixteenth century, Ottoman
sultans, sultanas and intelligentsia were extremely active in building.

According to Faroqui (1995), the mosque was the most significant construction.
Structures such as imarets, madrasas, libraries and fountains were included in
the constructional complexes (Islamic-Ottoman Social Complex-kiilliye), but the
mosque was the center. Founders of the state were at the same time founders of
the city, and the family and circle of the sultan were the primary ones in this class
of founders. According to Odekan (1997), Ottoman Empire’s choice to focus its
entire creative strength on architecture is based on the idea that changes in a politi-
cal status of a region or a center is always and primarily expressed by architecture.

This connection is established through foundations made within the socio-cultural
structure of the Ottoman state. Within the Ottoman imperial system, the state was
responsible for assuring domestic and foreign security. The state did not consider
itself directly in charge of and liable for creating physical space. It is known that
the Ottoman architectural services other than the physical spaces and palaces of
empire’s administrative offices were rendered by the empire’s intelligentsia and
leading members of the imperial dynasty.

According to Odekan (1997), architecture was used to reflect the formation of the
new state and its beliefs and it was used to symbolize the power of the empire to
foreign visitors. Architecture not only serves the needs of the new emperor, it also
eternalized the monarchy.

Sultan, Vizier, Commander and Hanim Sultans as Constructors in the Six-
teenth Century

In the sixteenth century, the Ottoman Empire took over the identity of a world
empire and its borders reached their widest extent. This was also the century when
zoning activities were most intensely carried out by the political power in order
to legitimize itself. Moreover, state administrators, members of the dynasty and
the Ottoman intelligentsia were granted the status of constructor, thus directly
contributing to the city’s reconstruction. No wonder that constructors played the
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primary role for zoning of the empire’s lands by using foundation system as a tool
in order to legitimize the political and economic power they held. The primary
connection between the patrons and the architects who designed and supervised
the structure was financing the constructing activity.

According to Miiderrisoglu (1999), if it is considered that all the responsibility in
this regard is borne by the patron, it can be acknowledged that the patron directly
intervenes by determining the scale of the construction activity. The connection
between architect and the patron comes through the way that the architect draws
up and submits the construction plans in accordance with the financial power of
the patron.

The following names will be mentioned within the construction-patron-architect
relationship discussed:

Siileymaniye Mosque- Kanuni Sultan Siileyman- Architect Sinan,
Selimiye Mosque- Sultan Selim the Second - Architect Sinan,

Sehzade Mosque- Kanuni Sultan Siileyman- Architect Sinan,

Uskiidar Mihrimah Sultan Mosque- Mihrimah Sultan- Architect Sinan,
Edirnekap1 Mihrimah Sultan Mosque- Mihrimah Sultan- Architect Sinan,
Riistem Pasha Mosque- Grand Vizier Riistem Pasha- Architect Sinan,
Sokullu Mehmet Pasha Mosque- Grand Vizier Sokullu Mehmet Pasha-
Architect Sinan,

Kilig Ali Pasha Mosque- Captain of Navy Kili¢ Ali Pasha- Architect Sinan,
Piyale Pasha Mosque- Captain of Navy Piyale Pasha- Architect Sinan,
Sinan Pasha Mosque- Captain of Navy Sinan Pasha- Architect Sinan.

Influence of Buildings on Construction Production

It was the members of the Ottoman sultan’s family who made Ottoman architec-
ture of the sixteenth century and the architects of that period pass into history. The
Ottoman Empire was a huge family aristocracy composed by a chain of single
sultan family extended through the slavery system rather than by blood relations.
Land and state belong to the sultans comprised the links of this chain. Most of the
grand viziers and viziers were the internal servants of the sultan’s house; they had
been raised and trained in the palace and were closely known by the harem. Many
were incorporated in the sultan’s family as son-in-laws. The architect Sinan was
basically the architect to this extended family. (Kuban, 1997)

Relations between art and politics and art and ideology are controversial. In this
context, how the class holding the political and economic power in the Ottoman
society in the sixteenth century reflected this power to art and how it directed art
are significant questions. Yenisehirlioglu (1999) states that there is a connection
between Ottoman art and royal ideology and this phenomenon was formed in the
capital city, Istanbul.
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The period of Sultan Siilleyman is generally accepted as the time when the concept
of royalty was completely consolidated. It is important that what lies in the origin
of this concept is an ideology of a dynasty rather than an individual ideology. Ac-
cording to Yenisehirlioglu (1999), Istanbul, the city where the sultan lived, has
a special meaning as the physical place where the dynasty and its ideology are
reflected. It was closely identified with the empire.

In the classical period, architecture was the field where the concept of royalty was
expressed and reflected most strongly. To a very significant extent, Ottoman art
is an empire and palatial art. The palace and the administrative class dependent
on the palace were the main supporters of artists. They commissioned the most
glorifying architectural examples and the most beautiful works of art produced in
each and every field were presented to them. Architecture and art were organized
through the palace’s institutions and shaped according to the taste of the admin-
istrative class. So while the palace enable products of a fine taste to be formed, it
also rendered power and glory of the empire influential in the social, cultural and
economic fields, depending on the internal dynamism of the foundation system.
(Aydin, 2004)

In the system of absolute monarchy, art patronage depends on preferences and
personalities of the dominant class, and in Islamic societies, artistic practices
represent both prosperity and individual power. (Denny, 1990) Statesmen who
commissioned works wanted them to not only fulfill the requirement of religious
service and so for acquiring merit, but also to express the power of their political
capacity. They also desired to forward and promote their personal understandings
of aesthetics, art, and view of the world.

According to Atasoy (1992), developments in art correlate to political evolution
and wealth. Given that the sixteenth century was when the Ottoman Empire was
both politically and economically the strongest, it should not be surprising that
works produced at that time reflect the current power. Those who supported this
production financially wanted to see their power manifest in the works. The pa-
trons of large constructions regard building mosques, benevolent foundations,
bridges and caravanserais through their personal foundational acts as a basic in-
dicator of political and social stature. This undoubtedly imposed some programs
and desires on the architect. (Kuban, 1997)

According to Cam (1998), the reason patrons imposed their will and desire on
artists is that they had a certain art formation. While Cam (1998) puts forth that
the sultans’ contribution to the works is not only financial, he contends that the
patrons determined at least the outline of the aesthetic forms of these works. He
states that statesmen acting in their capacity as the biggest employer not only bear
the expenses of the works, but they also draw the plans of architect’s works and
write the writings in person. Actually even if the person who gets a work of art
done does not have any artistic and aesthetic formation and leaves all the works he
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orders to the taste of the architect or the master, he still makes great contribution
to art and aesthetics by just commissioning works. (Aydin, 2004)

Cam (1998) states that sometimes employers determine the aesthetics of the con-
struction by way of reviewing the plans and projects of the works designed by the
architects, expressing their opinion on them and making necessary interventions.
In his book titled Sinan s Art and Selimiye, Kuban (1997) goes further to say that
some constructions of Sinan definitely reflect a special request. The development
of the Siileymaniye scheme from the quadripartite dome in the Sehzade mosque
appears to be a special request of Kanuni from Sinan. In Develi’s book (2003)
titled Yapilar Kitabi-Tezkeretiil Biinyan ve Tezkeretiil Ebniye (Memoirs of Sinan),
Sinan describes the process of designing Siileymaniye as follows:

“Sinan: One morning His Majesty Sultan Siileyman Han son of the late Sultan Selim,
sun of the sky of wisdom, beloved of men and invisible beings, had the idea of con-
structing a great mosque to noble and blessed hearts. At which he called this poor vassal
the architect Sinan son of Abdiilmennan to consult him about the construction of the
mosque, and the design and location were decided upon.”

Kafadar (1986) states that before the sultan approves a large construction en-
terprise, he usually requests to see the project design. These projects were pre-
sented with elevation drawings and sometimes three-dimensional models of the
construction. We know that the Siileymaniye had such a model, and in Sinan's
Tezkiret-iil Biinyan (Memoirs of Sinan) drawn up by Saatci (1989), it is revealed
that Kanuni held a meeting about the mosque with Sinan, after which the design
of the construction was finalized and the location of the mosque was determined.
This suggests that patrons were actually active in the design of the building. At
this point, Cam (1998) states that the idea that the constructor was active in the
design process of the construction might be arising from the fact that Kanuni was
an extremely successful artist in fine arts and so he was able to exchange opinions
with the architect about the works and could even give instructions regarding
adorning and furnishing the construction.

We can infer the extent of aesthetic intervention of the employer on his or her
commissions from the correspondence between Selim II and Sinan during the
construction of Selimiye mosque. An imperial order of Selim commanded that
the inscriptions in the mosque be written with glazed tiles and plain writing, and
that the Surah Al-Fatihah be written on glazed tiles. It also commanded that the
ceramic revetment extend up to the windows.

At this point, the question is the degree of dependence of the artist and on em-
ployer. When we assess this degree of dependence in the case of Sinan — actually
the classical Ottoman architecture was so much defined by Sinan that it is named
the era of Sinan - the first question is if there was a direct connection between the
architect and the status of employers or not. According to Yerasimos (1987), the
general answer to this question is negative. This means that the plan schemes of
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constructions and composition of social complexes do not have direct relation to
the patronage. Nonetheless, some exceptions arise, particularly in the forms of the
minarets, domes and porticos facing the court.

It was generally the case under the Ottomans that only imperial mosques had
multiple minarets. However, there are some exceptions, such as the Mosque of
Uskiidar Mihrimah Sultan, the patron of which was a sultana (daughter of a sul-
tan). Yerasimos (1987) also notes that the diameter of domes was significant, and
states that vizier’s mosques normally have a diameter of 12-13 and a maximum
of 15m, while imperial mosques have diameters of 18-30 m. (Aydin, 2004) In a
system where everyone but the sultan and his family is a slave, difference of size
between structures is not surprising.

The third signifier that Yerasimos (1987) emphasizes is the porch of the court
in imperial mosques. He (1987) establishes a direct connection with the court-
yard system implemented for the first time in Ottoman architecture in Edirne’s
Ug Serefeli Mosque. In the classical period, there was a court extending at the
northern side of the mosque in sultanic mosques in Istanbul, having the function
of creating a ceremonial space and monumentality. (Yenisehirlioglu, 1999)

While Faroghi (2002) explains the intense construction activities in the Ottoman
classical period by the aim of making an impression on the society, she refers to
Ottoman authors who lived in the sixteenth and seventeenth centuries who wrote
several poems, epics and stories about the architecture of that period. In the late
fifteenth century and in the sixteenth century, the sultans were the prime patrons
of new structures. Faroghi (2002) says that, in the Ottoman social structure based
on slavery system, relationships between the sultan and the architect were not in
absolute harmony. As an example, she points to the tension between Sinan and
Kanuni during the construction of Siileymaniye Mosque. When we look at the
Yapilar Kitabi-Tezkeretiil Biinyan ve Tezkeretiil Ebniye of Develi (2003), Sinan
reveals this tension as follows:

“Architect Sinan: When His Majesty the Sultan was in Edirne, Ferhat Paga Palace was
built. Some people skilled in the art of duplicity colluded to write malicious petitions
to the Sultan claiming that the trustees and clerks had had their own houses and palaces
repaired under cover of building mosques, and that for this reason construction of the
mosque had been delayed, and declared that the houses constructed during this building
project belonged to the mosque. Although the building superintendent is responsible for
these matters, some fools have alleged of me, ‘He dare not remove the scaffolding for
fear of his fault being revealed.’ They make such claims, it is doubtful whether the dome
will stand up, and so the fellow is bewildered about what to do. He is marking time
because he can do nothing about it, and is about to lose his senses.’ This unfortunate,
unaware of the situation, was occupied with the making of the prayer niche and pulpit
in the place used as a workshop by the marble masons when His Majesty the Sultan
arrived. I greeted him respectfully and waited at his service. The late Sultan demanded
angrily of this powerless wretch what progress had been made with the buildings in
question and said: “Why are you not busy with this mosque of mine but wasting time
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with tasks of no importance? Is not the example of the architect of my great-grandfather
Sultan Mehmet Han sufficient for you? When will this building be completed, tell me
quickly or suffer the consequences! Seeing the Sultan so furious and enraged, this frail
ant was tongue-tied. Then by the power of God, without thinking, these words came to
my lips: “Your Majesty, if God wills it will be completed in two months!””

It is well known that many Ottoman Sultans paid great attention to the works of
architecture they commissioned. Constructions make a contribution of legitimiza-
tion and reinforcement of a ruler first of all in the eyes of his own imperial court.
(Aydin, 2004)

One of the fundamental decisions of the patrons was to use expensive materials
for decoration. Marble plates, ceramic, gold coated pieces and even pure gold
and silver were sometimes used. Sultans were active in choosing construction
materials. At this point, when we look at Develi’s (2003) Yapilar Kitabi, Sinan
describes to Sai Celebi how marble columns were brought during the construction
of Siileymaniye as follows:

“First each of the four marble columns which were like lofty cypresses in the garden
of faith, representing the four chosen companions, were brought from different lands.
One of these was that known as Kiztasi, made from a single piece of stone, as tall as a
minaret; a shaft like the Tuba tree that a maiden erected in the time of the infidels in the
place known as Kiztasi. Another column was brought from Alexandria by cargo ship.
One column was transported from Baalbek to the seashore and brought by cargo ship.
Another column was found at Topkap1 Palace.”

Sultans thought that building on difficult territories would increase the respect
for the sultans due to difficulty of transportation. For example, in Siilleymaniye
Mosque, three of the four columns to be placed under the central dome were
brought from distant places. One or two columns were brought from Baalbek in
Syria and another one was brought from Egypt. These transportation operations
which caused great expenses demonstrated the greatness of Kanuni’s empire and
implied the technical facilities commanded by the sultan. (Faroghi, 2002)

Kuban (1997) interprets buildings like the Piyale Pasha and Kilic Ali Pasha
Mosques as only fulfilling the request of a patronage after many central planned
interesting and successful trials. Again according to Kuban (2000), Kili¢ Ali Pa-
sha Mosque is unusual within Sinan’s architectural development, and suggests
that the planning of the construction could be interpreted as a special request of
the pasha.

Many grand viziers, viziers and commanders in the sixteenth century undertook
great works in both Istanbul and the cities where they were born. Grand vizier
has the highest administrative and military status of the empire. Taking these elite
slaves into the sultan’s family as son-in-laws was a sign of the Sultan’s special
favor. (Pierce, 2002) The reputation of these persons awarded with being son-in-
laws was often given public expression with the buildings they constructed. They
usually built magnificent palaces suitable for the daughters of the sultan. The
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number and scale of the public works of the son-in-laws of the sultan also reflect
their status and huge income. Their mosques were among the biggest and richest
of the capital, though they were not as large as sultan’s mosques. (Pierce, 2002)

The Riistem Pasha Mosque in Tahtakale is the most important example of the
patron-architect relation among the mosques built by grand viziers. Kuban (1997)
states that, when the decision was up to Sinan himself, he used glazed tiles only
for highlighting select points; thus it would seem that the extravagant revetment
of the Riistem Pasha Mosque was a special request by the patron. Riistem Pasha
was the strongest and wealthiest grand vizier of his period. Although he could not
exhibit his power and wealth by the structural dimension in the Ottoman Empire
system, according to which he was still a slave, he could highlight his power and
wealth within the space itself by lavish decoration.

Construction activities of palace women of the classical period are also interest-
ing. According to the sharia law, the right of a married woman to dispose of her
own wealth according to her will makes it possible for women of the upper class
to construct a mosque or a madrasa. (Faroghi, 2002)

According to Bates (1978), when the restricted social status of women in Islamic
society is considered, it is interesting to note that there are a significant number of
constructions by Ottoman women or attributed to their name. 68 of 953 mosques
in the list of Istanbul mosques prepared by Oz (1987) were constructed by wom-
en. Some of these mosques are among the most monumental mosques of Istanbul.

While discussing female constructors, a difficult question comes to mind: What is
the influence of a woman on the architect regarding the final form of the construc-
tion? Constructions commissioned by a woman may have been paid from her own
donations, but her influence on the construction location and the architect’s design
is not clear. Bates (1978) suggests that, when the style of these constructions of
female patrons is analyzed, constructive and decorative characteristics of these
constructions reflect the influence of the female patrons hardly at all.

Conclusion

To summarize, in the sixteenth century, the Ottoman classical period, the palace
elite became the biggest supporter and protector of the arts. Art was produced to
service the sultan, his family, and his court. When we look at the direct contribu-
tions of the persons who protected art and whom we call patrons to art and archi-
tectural production, we can see that their royal ideology, political and economic
power and also artistic personalities are reflected in constructions. The hierarchi-
cal system of the sultan and slavery in the social structure affected the formation
and development of Ottoman structural practice. Apart from this, some special
requests of the patrons from the architect, such as type of construction, choice of
location, size of construction and selection of material finishes, were accommo-
dated within the over-riding rules and principles of construction. (Aydin, 2004)
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As a result, in this study of the relation between patron and artist, it has been
found that, in the highly centralist Ottoman Empire, the main employers of all
kinds of expensive and refined art works were primarily the sultans and then top
statesmen and palace women. It can be thought that these people who were well-
educated, who could appreciate art, and who were even themselves artists, could
have a say in the formation architectural works they commissioned and other
works of art they ordered.

It can be stated that the choice of the construction type was directly the preference
of the patron and some social demands could also be influential in this choice, in
varying proportions. After the type and size of construction were determined, it
seems implausible that the patron had any great influence on the act of construc-
tion and design. However, it seems necessary to consider that they might have
occasionally made some special requests in material choice, decoration and plans
regarding the financing of the construction. In this context, the relation between
the architect to carry out the act of construction and the patron could be defined.
Still, looking at the sixteenth century foundations, it seems impossible to detect
concrete interventions by patrons. In brief, apart from some special requests, such
as type of construction, choice of location, size of construction, material and ar-
chitectural act, it can be argued that the act of construction was carried out within
the boundaries of its own rules and principles and that the characteristics of the
period determined almost all constructions.
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ISTANBUL AHKAM DEFTERLERINE GORE OSMANLI
MIMARLIK HAMILERI: VAKIF KURUCULARI
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Ottoman Waqf Founders as Patrons of Architecture: According to “Ahkam” Records of
Istanbul

The records of the Ahkam Registers (Ahkam Defterleri) of Istanbul between the years of 1742
and 1764 provide rich material to reveal domestic life, living conditions and architectural traces
of the city which are being investigated in my dissertation. Each record contains important
information concerning the city of Istanbul and the dwellings which belong to the people and
the waqfs. One of such information in the records are the names of the waqfs that were the
owners of the houses exposed to the ‘istibdal’. Waqfs were the institutions by means of which
the founders devoted their movable and immovable properties in order to provide source of
revenue to build and restore the religious/charitable buildings. As a result of this statement,
wagqf founders became the patrons of Ottoman architecture. The waqfs are generally called
by their founders’ names in Ottoman documents; and this makes it possible to understand the
role of patrons of architecture by means of founding the waqfs. Furthermore, with the help of
these names, it is possible to find out their professions, gender and social positions. Along this
line, the aim of this paper is to reveal the profile of the waqf founders as one of most important
patrons of Ottoman architecture.

Keywords: Waqf, Waqf Founder, Patron, Ahkdm Records, Istibdal.
Anahtar Kelimeler: Vakif, Vakif Kurucu, Hami, Ahkdm Defterleri, Istibdal.

Giris

Onsekizinci yiizyilda Istanbul’da barmma kiiltiirii ve yasam kosullart konusunda
siirmekte olan doktora tez ¢alismam vakiflarla ilgili Osmanli belgeleri tizerinden
yiriitiilmektedir. Birincil kaynak olarak secilen malzeme Ahkam Defterleri’dir.
Bu defterler, onyedinci yiizyilin ortasindan itibaren belirli konular iizerinde odak-
lanan, alt kademelerdeki idarecilerden ve siradan vergi miikelleflerinden gelen
sikayetlere verilen cevaplarla, Sikdyet Defterleri adiyla ayri bir dizi halinde top-
lanmaya baglanan 6zel defterlerin devami niteligindedir. Onsekizinci yiizyilin or-
tasindan itibaren 6nemli vilayetler i¢in Vilayet Ahkdm Defterleri adiyla ayr def-
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terler halinde tutulmaya baglanmistir. (Faroghi, 2003: 51) Divan-1 Hiimayun’dan
cikan hiikiimlerin kayitlarinin yer aldig1 bu defterlerde, vakifiarla ilgili sorunlar
ve sikayetler ele alman konular arasinda olmustur. ! istanbul Ahkam defterleri,
1742-1910 (H. 1155-1328) tarihleri arasindaki hiikiimlerin yer aldig1 yirmi alt1
adet defterden olusmaktadir.? Ancak tez ¢alismasinda, agirlikli olarak onsekizin-
ci yiizy1l {izerinde duruldugu icin, Istanbul Biiyiiksehir Belediyesi Kiiltiir Isleri
Daire Baskanlig1 Istanbul Arastirmalar1 Merkezi tarafindan, ilk yedi defterden,
1742-1764 tarih araliginda, vakiflarla ilgili goriilerek segilen ve transkripsiyonu
yapilan belgelerin olusturdugu Istanbul Kiilliyat: bashg altinda yayimlanan /s-
tanbul Vakif Tarihi-1 adl eserden yararlanilmigtir.

Vakiflarla ilgili hitkiimler arasinda, 6zellikle vakif yonetimleri ile sahislar arasin-
da yapilan bir anlagsma niteliginde olan istibdal hiikiimleri, tez ¢aligmasi i¢in ¢ok
onemlidir. Istibdal, vakiflara ve sahislara ait gayrimenkullerin miibadele edilmesi
anlamina gelen bir uygulama oldugundan, bu uygulamay1 konu alan hiikiimler,
gayrimenkuller ve bu gayrimenkullerin miilk sahibi olan taraflar hakkinda 6nemli
bilgiler igermektedir. Hiikiimlerin bu bildiriyi ilgilendiren tarafi ise, istibdal uy-
gulamasinda taraflardan birinin vakif kurucusu olmasidir. Vakif kuruculari, vakif
kurarken ¢esitli menkul ve gayrimenkulleri gelir kaynagi olarak vakfetmis ve bu
gelir kaynaklarimi yaptirdiklar hayir yapilarinin ingaati, tamiri ve isletilmesi i¢in
kullanilmak tizere tahsis etmislerdir. Diger bir deyisle vakif kuruculari, menkul
ve gayrimenkulleri vakfederek, kurduklar1 vakiflar araciligiyla Osmanli mimarlik
alaninda 6nemli bir hamilik rolii istlenmislerdir. Dolayisiyla gelir kaynaklari ola-
rak goriilen gayrimenkullerle ilgili bir uygulama olan istibdalin konu edildigi her
bir hiikiim de, sozii edilen tarih araliginda, istibdale konu olmus vakiflarla ilgili
veriler igermesi bakimindan énemlidir. Bu verilerden biri, vakiflarin isimleridir.
Bu bildiri kapsaminda degerlendirilecek olan da, bu vakif isimleri olacaktir.

Vakiflar, gogunlukla kurucusunun veya bazen de kurucularin yaptirdigi hayir ya-
pilarmin isimleriyle adlandirilmislardir. Bu durumda vakiflarin isimlerinden yola
cikarak Osmanli’da mimarlik alaninda kimlerin vakiflar araciligryla hamilik yap-
tiklarini ya da bu kisilerin cinsiyeti, sosyal ve mesleki agidan hangi sinifa mensup
olduklarini (askeri sinif/reaya) irdelemek miimkiin olacaktir. Bu bildirinin amact
da, elde edilecek bu bilgiler 1518inda, Osmanli’da vakif kurumunu ve isleyisini
anlamaya ¢alisarak, vakiflar yoluyla onsekizinci yiizyilin ortalarina denk gelen bu
yirmi iki y1llik siirecte, Osmanli mimarligina dolayli da olsa hamilik yapmis vakif
kurucularinin mesleki ve sosyal profilini ortaya koymaktir. Bu noktada sunu tek-
rarlamakta yarar var, bu ¢alisma 1742—1764 yillar arasinda vakif kuran gahislari
degil, bu tarihe kadar vakif kurmus olan, belirtilen tarih araliginda ise vakiflarinin
dahil oldugu istibdal uygulamalarindan dolay1 Ahkam Defterlerinde ad1 gegen va-
kif kurucularini ele almaktadir.’

Vakif kuranlar1 anlamak i¢in oncelikle Osmanli toplumunda tabakalasma konu-
sunu agiklamak gerekir. Vakiflarin kurulus amaglariyla da iligkili olan bu konu
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hakkinda Yediyildiz’in ifadeleri onemli géziikmektedir. (Yediyildiz, 2003: 153)
Yediyildiz bu durumu asagidaki sekilde agiklar:

“Osmanlilarin anlayigina gore, en azindan kabaca iki grup insana ihtiyag vardir; bunlar-
dan ilki memleketi ve sosyal nizami muhafazaya mecbur olan yiiksek devlet gorevlileri
(rical grubu), digeri ise hizmetlerini yapabilmeleri i¢in birinci gruba gerekli serveti te-
min etmeye mecbur olanlarin meydana getirdigi gruptur.”

Toplum bu sekilde sosyal ve ekonomik acidan farkli tabakalara ayrilmstir,
Osmanli’da vakif kurmak i¢in bu durum 6nemli bir gerekge gibi goriilmiistiir.
Cilinkii boylece servet sahibi olan vakif kuruculari, serveti olmayanlara bu yolla
yardimda bulunabilecektir. Ote yandan onsekizinci yiizy1l Osmanlisinda toplum-
da yardima ihtiyact olan iiyelerinin hepsini hedef alan bir yardimlagmanin s6z ko-
nusu oldugu da sdylenemez. Zira sozii edilen yiizyilda vakfiyeler lizerinde yapilan
bir ¢aligmaya gore, kurulan vakiflarin yalnizca % 18’1 hayir amagli kurulmusken,
% 75’1 yari-ailevi vakif tiirtinden oldugu i¢in sadece yardim ve hayir amagh degil,
ayn1 zamanda vakif sahibinin ailesi ve o ailenin gelecek nesilleri i¢in gelir sag-
lamak i¢in de kurulmuslardir.* (Yediyildiz, 2003) Diger bir deyisle, onsekizinci
yiizy1l mimarlik ortaminda, dolayli bir hamilik rolii istlenmis oldugu diisiiniilen
vakif kurucular igin, gelir saglamak da oldukc¢a 6nemli goziikmektedir. Bu ne-
denle vakif kurarak yardimlagmanin aslinda toplumun her kesimi i¢in olmadigini,
Yediyildiz’in saptamast ile, ‘cok defa dar gruplarin kabugunu kiramadig1’ soy-
lenebilir. Dolayistyla belirtilen tarih araligindaki hiikiimlerde ismi gegen ve bu
tarihten dnce vakif kurmus olan sahislarin da kurduklar1 vakiflarin tiimiiyle hayir
amacli olmayabilecegini, cogunlugunun yari-ailevi tiirden vakiflar olabilecegini
akilda tutmak gerekir.

Istibdal hiikiimlerine konu olmus vakiflarin kurucularmin kimliklerini degerlen-
dirmek i¢cin bu sahislarin meslek ve unvanlarindan yararlanilmistir. Ancak bu
meslek ve unvanlar1 degerlendirirken, sosyal ve mesleki siniflar1 analiz etmek
icin belli bir sosyal smif teorisinin modelinin esas alimamayacagini belirtmek
gerekir. Clinkii herhangi bir toplumun gergeklerini segilen bir teorinin ¢ergevesi
icine almak mahzurlu olacaktir. Osmanli toplumunun oldukca karmasik, birbiri-
ne girift bir yapis1 vardir. Bu konu hakkinda yapilmis ¢alismalardan ve yukarida
Yediyildiz’dan yapilan alintidan yola ¢ikarak, Osmanli toplumunu temelde askeri
ve siviller olmak tizere ikiye ayirmak miimkiin olmustur.® Ancak bu ayrim ya-
pilirken, bu iki smnifin kavgali ve kopuk iki smif olmadiginin, sivillerin devletle,
yani askeri olanla iligkili olabileceklerinin akilda tutulmasinda fayda vardir. Bu
calismada da boyle bir diisiinceden hareketle, vakif kuruculari, askeri ve sivil ol-
mak tlizere gruplandirilmigtir. Askeri sinif, yani basta padisah ve ailesini igine
alan hanedan halki; darilissaade agasi, babiissaade agasi, hekimbasi, helvacibasi
gibi sarayda calisan ve yagayan gorevliler; sadrazam, vezir gibi yoneticilerle, asil
isi askerlik olan, kaptan pasa, sekbanbasi gibi gorevlilerin bulundugu seyfiyye
denilen ziimre ve devlet kalemlerinde c¢alisan her seviyedeki idari memurlarin
olusturdugu, nisanci, defterdar, katip gibi gorevlileri kapsayan kalemiyye ziimre-

69



H. Gokgen Ozkaya

sinden olusan merkezi (miilki) yonetim sinifi, seyhiilislam, imam, miiderris gibi
ulemanin olusturdugu ilmiyye sinifindan olusmaktadir. Sivil sinif ise, tiiccar, es-
naf ve zanaatkarlarin olusturdugu siviller olarak adlandirilan diger gruptur.

Bu agiklamanin ardindan istibdal hiikiimlerine gegerek, bu gruplari kantitatif ola-
rak degerlendirmek anlamli olacaktir. 212 hiikiimde ad1 gegen vakiflardan bir kis-
minin farkli istibdallere konu olmus olsa da, ayni vakiflar oldugu tespit edilmistir.
Bunun iizerine ayni isimli olanlar, tek vakif olarak hesaplandiginda ve vakif ismi
verilmemis, mesruta olarak belirtilmis olanlar bu sayidan ¢ikarildiginda 156 vakif
oldugu anlasilir.

Hiikiimlerde ismi gegen 156 vakfin, nasil adlandirildigi hakkinda kantitatif bir
degerlendirme yapildiginda, 12’sinin (% 7.69) vakfin gelirlerinin tahsis edildigi
yer ile anildig1 gortilmiistiir. Haremeyn Vakfi, Ayasofya Cami Vakfi, Divan-1 Hii-

Vakif Kuruculari
Cinsiyetlere | Cinsiyetlere
L Kisi .. Gore Gore
Cinsiyeti Sinifi sayist Yiizde Toplam Toplam
Kisi sayis1 Yiizde
%
Hanedan 1 0.69
Saray 3 %
gorevlileri 9,03 58
Askeri Me{ke.m %
sinif (r..nulk.l) 22 15,28 49’u askeri
Meslegi Erkek yonetim (% 34,03) % 40, 28
. . )
belirtilmis ilmiye/Ulema | 9 K
olanlar 6.25 9’u sivil
(Toplam 62 Grubu 4 % (% 6,25)
kisi, %43,06) belirlenemeyen 2,78
Sivil Tiiccar, esnaf 9 %
v ve zanaatkarlar 6,25
. %
Askeri sinif mensubu 3 208
Kadin ;/ 4 % 2,78
Sivil 1 :
0,69
Meslegi % .
belirtilmemis Erkek 591 4097 59 % 40,97
olanlar
0,
(Toplam 82 Kadm 23 o 23 % 15,97
Kisi, %56,94) 15,97
Erkek-Kadin Erkek Toplam 117 % 81,25
Toplam Kadin Toplam 27 % 18,75
Toplam 144 %100

Tablo 1. Istibdal Hiikiimlerinde Ad1 Gegen Vakiflarin Kurucularmin Sosyal ve Mesleki Agidan
Siniflandirilmasi
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mayun Sakalart Mithimmati Vakfi, Debbag Yunus Mahallesi Avarizi Vakfi bunlar-
dan bazilaridir. Diger 144 vakif ise (% 92,31), kurucusunun ismiyle anilmaktadir.
Bu sonugtan yola ¢ikarak, aslinda vakiflarin biiyiik ¢cogunlugunun kurucularinin
ismiyle anildig1 anlasilmaktadir ve bu calismada kurucularin adi ile anilan bu 144
vakif esas alinmistir. (Tablo 1)

Kurucularin isimleriyle anilan vakiflarda, kurucularin % 43,06’simin meslekleri
belirtilirken, kalan % 56,94’tinde de mesleklerin bulunmamasi nedeniyle kesin
bir yargiya varmak miimkiin olmasa da, unvanlarindan yola ¢ikilarak bir deger-
lendirme yapilabilmistir.

Kurucusunun meslekleri belirtilen vakif sayis1 62’dir. Bu 62 vakfin kurucusundan
58’1 (% 40,28) erkek, 4’1 (% 2,78) kadindir. Erkek vakif kurucularinin 49’unun
(% 34,03°1) askeri simif mensubu, 9’unun (% 6,25°1) ise sivil oldugu tespit edil-
mistir. Bu 49 askeri sinif mensubu vakif kurucusunun 1’1 (% 0,69’u) hanedan
halki, 1371 (% 9,03°1) saray gorevlileri, 22°si (% 15,28’1) merkezi (miilki) yone-
tim, 9’u da (% 6,25°1) ilmiye/ulema olarak adlandirilan gruplara dahildir. Diger 4
vakifta (% 2,78’inde) ise, kurucunun yine askeri sinif mensubu olmas1 muhtemel-
dir. Ancak, bunlarin dahil oldugu alt siniflar tam olarak belirlenememistir. Kalan
4 kadin vakif kurucusunun da babasi, esi veya oglunun meslegi belirtilmistir. Bu
mesleklere dayanarak bu kadinlarin {igiiniin de askeri sinifa dahil bir ailenin men-
subu (biri sehzade validesi, biri eski bir defterdarin kizi, biri de Bagdat valisinin
karis1), birinin de sivil bir sahsin (Sabuncu zevcesi) karist oldugunu séylemek
miimkiin olmustur. Dolayisiyla, bu gruplar1 dahil edersek, meslekleri belirtilmis
olan vakif kurucularinin (toplam 62 kisinin) % 83,87’si askeri sinif mensubu iken,
% 16,1371 ise sivildir.

Ote yandan, kurucunun mesleginin belirtilmedigi 82 vakifta da kurucularin un-
vanlarindan yola cikilarak degerlendirme yapilmaya calisilacaktir. Bu vakiflarin
da 23’tiniin (% 15,97’sinin) kurucusu kadin, 59’ unun (% 40,97’sinin) kurucusu
erkektir. Bu vakiflarin kuruculari, unvanlariyla birlikte degerlendirildiginde, asa-
gidaki tablolar ortaya ¢ikmaktadir. (Tablo 2 ve Tablo 3)

Istibdal hiikiimlerinde adi1 gecen kadmn vakif kurucular i¢in kullanilmis oldugu
tespit edilen iki unvan vardir. (Tablo 2) Bunlardan biri “sultan” ve digeri “hatun”
unvanidir. Sultan unvani, padisah ailesine mensup kadinlar i¢in kullanilan bir un-
van olmasi sebebiyle bu kadinlarin askeri siif mensubu olduklar1 sdylenebilir.
Ote yandan hatun unvan igin ayni seyi sdylemek ¢ok zordur. Hatun unvani, askeri
sinif mensubu kadinlar i¢in de, siviller i¢in de kullanilmis bir unvan oldugu igin,
bu kadinlarin hangi sosyal grubun i¢inde oldugu sdylenemez.

Erkek vakif kuruculari i¢in ise, hiikkiimlerde kadinlara kiyasla ¢ok daha fazla
unvan kullanilmis oldugu goriilmiistiir (Tablo 3). Bu unvanlari tasiyan 59 erkek
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Unvanlarma Gore Kadin Vakif Kurucular

Sultan Hatun Unvansiz Toplam

4 18 1 23

Tablo 2. Istibdal Hiikiimlerinde Unvanlarma gore Kadin Vakif Kuruculari

Unvanlarima Gore Erkek Vakif Kurucular
fsim Sonrasi Unvanlar
% N g
(723 = = 0]
Sil e |z |2 || 2|8|z|2<
S foa) < o) A & A ] < &
2
On 2 |12 3| - |1 |1t]e6e ] 71| 1]3
Unvansiz
5
= Sufi - - - - - - - 1 - - 1
<
z
=2 s TN U T T O O R S (R Y
S Haci
Acem 1 - - - - - - - - - 1
Seyyid 1 - - - - - 3 - - - 4
-Zade 2 2 - - 1 - - - - - 5
Hace 3 - - - - - - - - - 3
Toplam 15 16 4 1 2 1 9 9 1 1 59

Tablo 3. Istibdal Hiikiimlerinde Unvanlarma gore Erkek Vakif Kuruculari

vakif kurucusu kantitatif olarak degerlendirildiginde, en biiyiik ¢ogunlugun aga
unvani (16) ve el-hacc (11) unvaninda oldugu anlasilmaktadir. Bunlarin ardindan
efendi (9) ve pasa (9) unvanlar tasiyanlar gelmektedir. Bu unvanlar, tasidiklar
anlam itibariyle, ¢ogunlukla bu unvani tasiyan kisilerin sosyal tabakalagmadaki
yerlerine isaret etmektedir. Bu unvanlari tek tek ele alarak degerlendirme yapmak
daha faydali olacaktir.

“Aga” unvani, Osmanl devletinde ordu, saray memuru ve mensuplarinin yanin-
da, halkin ileri gelenleri, esnaf kethiida ve yigit basilari, tasra ayan ve esrafi i¢in
de kullanilmig bir unvandir.® “Bey” unvani ise, cogunlukla askeri ve miilki biiyiik
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memurlar i¢in kullanilmis olsa da, mevki sahibi herkes i¢in sdylenmis bir un-
vandir ve asalet manas1 da tasimigtir. (Pakalin, 1983: 213) Dolayistyla “aga” ve
“bey” unvani tagiyan vakif kuruculariin hangi sinifa dahil olduklar1 hakkinda
kesin bir sey séylemek miimkiin degildir. Ote yandan meslekleri belirtilmis kisiler
incelendiginde, “aga” unvani tagiyanlarin yedisinin saray gorevlileri déhilinde,
besinin merkezi yonetim sinifi dahilinde, birinin grubu belirlenemeyen, ‘yazict’
mesleginde, ikisinin ise siviller arasinda oldugu goriliir. “Bey” unvanli 1 vakif
kurucusuna ise, yalniz saray gorevlileri arasinda rastlanmistir. Sonuglarin bu se-
kilde ¢ikmis olmasi da, yukaridaki agiklamalart destekler niteliktedir. Bu nedenle,
yine de “aga” unvanl 16, bey unvanl 4 kisinin ¢ogunun askeri sinif igerisinden
olabilecegini diisiinmek akla yakin gelmektedir; ancak tam bir say1 vermek miim-
kiin olamayacaktir.

Hiikiimlerde sayisal olarak en fazla rastlanan unvanlardan biri olan “el-hacc” un-
vani da, Islam toplumu igerisinde hac gérevini yerine getiren kimseler icin kulla-
nilmaktadir. (Pakalin, 1983: 518; Oztiirk, 1995: 120-3) Hac gorevini yerine getir-
mek belli bir maddi imkanin varligina bagli oldugu i¢in bu unvan, kisilerin maddi
yonden iyi bir konumda olduklarina isaret etmektedir. El-hacc unvanina sahip
olan kisi sayis1 59 kisi igerisinde 11 olarak tespit edilmistir.

Unvanlar arasinda “seyyid” (4), “halife”(1) ve “dede” (1) unvanli olanlarin biiyiik
ihtimalle ilmiye smifindan oldugu diisiiniilmelidir. (Barkan, 1966, 16) “Seyyid”
unvani, Hz. Peygamberin torunlarindan Hz. Hiiseyin’in soyundan gelenler igin
kullanilmaktadir. (Pakalin, 1983: 200) Oztiirk (1995: 123) seyyidlerin Osmanli
devletinde, daha dnceki Islam devletlerinde oldugu gibi, toplumda ayricalikli bir
konumda tutulduklarini ve ilmiye sinifi i¢erisinde olduklarini distiniilerek rea-
yanin yerine getirmek zorunda oldugu bazi miikellefiyetlerden muaf sayildigini
belirtmistir. Halife unvani, Osmanli devletinde devlet dairelerinde yaz1 iglerinde
calisanlar i¢in veya tarikatler iginde de dnemli sahislar i¢in kullanilmis olmasi-
nin yant sira, mektep kalfaligi veya firinlarda ¢aligan acemi oglanlarimin eskileri
anlamina da geldigi belirtilmistir.” Dolayisiyla farkli kesimlerden kimseler i¢in
kullanilabilen ¢esitli anlamlar1 olan bir unvan olmasi1 dolayisiyla kesin bir sey
sOylemek zordur. Barkan’in (1966: 16) ifadesinden 6tiirii, bu kimselerin de ilmi-
ye sinifindan olma ihtimali biiyiikse de emin olunamamistir. “Dede” unvaninin
genellikle tarikatlarda kullanilan bir unvan olmasi dolayisiyla ilmiye sinifindan
olmast muhtemeldir. ®

“Fakih” unvanli olan 1 kisinin de fikih bilen kisi olmas1 dolayisiyla ilmiye sinifin-
dan oldugunu disgiinmek gerekir.’

“Efendi” unvaninin da, ilmiye mensuplar i¢in kullanilmis oldugunu, Osmanli
idari teskilatinda ilmiye mensuplarinin egitim, adalet ve din kurumlari mensup-
lar1 ile biirokraside istihdam edilen kesimi igine aldig1 belirtilmistir."” (Oztiirk,
1995, 122) Meslekleri verilen vakif kurucularina bakildiginda da, efendi unvanh
kimselerin biri saray gorevlileri arasindan, altisi ilmiye ziimresinden, besi mer-
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kezi yonetim ziimresinden, ii¢li grubu belirlenemeyen ancak askeri sinif oldugu
diisiiniilen kisiler arasindan, ikisi de siviller arasindan ¢ikmistir. Bu nedenle askeri
sinif igerisinde efendi unvanli pek ¢ok kimseye rastlanmis olsa da, aga ve bey
unvanli kisiler de oldugu i¢in kesin bir sey sdylemek imkéansizdir.

“Pasa” unvaninin ise daha ¢ok askeri smiftan olan kimseler i¢in kullanildig1 be-
lirtilmigtir. Ancak askeri sinifin igindeki hangi alt gruba dahil olabilecegi anla-
stlamamaktadir. Ciinkii farkli alt gruplar ig¢in de kullanildigi belirtilmistir' ki,
hiikiimlerde ¢ikan sonuglar da bunu desteklemektedir. Meslegi belirtilmis olan
vakif kurucular incelendiginde, “Paga” unvanli olanlarin, birinin saray gorevlileri,
sekizinin merkezi (miilki) yonetim ziimresinden oldugu goriilmiistiir. Dolayisiyla,
yalniz “pasa” unvaniyla tarif edilmis olan 9 vakif kurucusunun da hangi alt ziim-
reden oldugu hakkinda kesin bir sey soylenemese de, askeri sinif i¢erisinde olma
ihtimalleri yiiksektir.

“Hace” unvani tagiyan 3 kiginin de askeri siniftan olmasi ihtimali yiiksektir. Hace
terimi, Osmanli idari tegkilatinda yiiksek kademedeki katipleri belirtmek i¢in kul-
lanilmistir ve bir sézliikte bu terim i¢in ““...efendi ve aga ve kethiida ve reis-i hane
manasinadir. Ve ‘aziz ve mu’azzam ma’nasina geliir. Ve zengin ve hal ve mal
sahibi kimesneye deniir. Ve hakim ve vali ve sahib-i cemiyet ma’nalarma geliir”
denmistir.'> Ote yandan, siviller i¢in de bu unvan kullanilabilmektedir. Bu nedenle
kesin bir sey sdylenemez.

Bunlarm yaninda “celebi” unvanl 2 kisi i¢in de Pakalin (1983: 342) bu unvani,
“muhtelif sanat ve meslek sahiplerine alem olmus bir tabirdir” diye ifade etmis-
tir.!* Bu nedenle bu kisiler i¢in de kesin bir sey sdylemek zordur. Yine Pakalin’in
(1983: 332) “mubhtelif islerde kullanilmis memurlardan birinin adiydi” diyerek
ifade ettigi “cavus” unvanli 1 kiginin ise askeri siniftan olma ihtimali yiiksektir.

Gorildigi lizere yalniz unvanlar belirtilen bu kimselerin biiyiik ¢ogunlugunun
da askeri siiftan olabilecegini diisiinmek gerekir. Ancak bununla ilgili kesin bir
sonug¢ vermek oldukga zor goriinmektedir. Bu kisilerin hayir yapabilecek ekono-
mik ve sosyal statiiye sahip insanlar olduklar1 aciktir. Metnin basinda belirtildigi
iizere, kurduklari vakif, hayir amacli degil de, aile vakfi bile olsa, ayn1 sekilde
belli bir ekonomik ve sosyal statiilerinin olmas1 gerekmektedir. Bu nedenle ¢ikan
sonuclar da bunu destekler nitelikte olmustur. 1742—1765 yillar1 arasinda istibdal
hiikiimlerinden elde edilen sonuglar 15181nda yapilmis olan bu ¢alisma gostermis-
tir ki, vakiflar kurarak mimarlik alaninda dolayli da olsa hamilik yapan vakif ku-
rucularinin gogunlugu askeri siniftan olmakla birlikte, siviller de vakif kurucusu
olabilmektedir. Cinsiyetleri bakimindan ¢ok biiyiik ¢ogunlugu erkek olsa da, ka-
dinlarin da %20’ye yaklasan bir oranla vakif kurduklar: goriilmistiir.
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NOTLAR

1. Divan-1 Hiimayundan ¢ikan hiitkiimlerin kayitlarmin yer aldigi bu defterlerde, konu olarak
idari ve askeri yetkililerle ilgili sikayetler, eskiya soygunlari, bir mahkeme kararina itiraz, borg-
larla ilgili sikayetler, koyliiniin toprak anlagsmazliklari, timarli sipahinin vergiyi toplayamama
sikayetleri, esnaf gikayetleri, vakiflarla ilgili sorunlar ve sikayetler vb. ele alinmistir.

2. http://www.os-ar.com/

3. Diger taraftan bu ¢aligmanin yalnizca istibdal hiikiimlerine dahil olmus vakiflarin kurucu-
lart olduklart da akilda tutulmalidir. Bir baska deyisle, istibdal uygulamasina her vakfin dahil
olmadigini da belirtmek gerekir. Ancak bildiri yazarinin devam eden doktora tez ¢alismasinda
genis bir cercevede ele alinacak olan bu konu ve onsekizinci yiizyilda barinma kiiltiirii ve ya-
sam kosullart baglaminda, vakiflar ve istibdal uygulamalari hakkinda yapilacak arastirma ve
incelemeler, bu ¢aligmanin konusu diginda birakilmistir. Burada bu hiikiimler, yalnizca vakiflar
kurarak hamilik yapmis olan sahislarin profilini ortaya koymak i¢in kullanilmig belgeler olarak
distintilmelidir.
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METAZORI HAMILIK OLARAK SOMURGECILIK:
1931 PARIS SOMURGELER FUARI’NDA SURIYE VE LUBNAN

Umit Firat Agikgoz

Colonialism as a Form of Forced Patronage: Syria and Lebanon in the 1931 Paris
Colonial Exposition

One of the most spectacular sections of nineteenth century world fairs involved the pavilions
that housed Muslim countries. The huge public interest in the Muslim or ‘Oriental’ countries led
to the emergence of the idea of a separate colonial exposition by the early years of the twentieth
century. Cancelled due to the outbreak of war in 1914, the colonial exposition was held in Paris
in 1931. The exposition practices and the pavilion building of Syria and Lebanon, officially
named as Les Etats du Levant Sous Mandat Francais, constituted a complex and multifaceted
case of patronage. The process of the participation of Syria-Lebanon to the colonial exposi-
tion is a clear illustration of the ambivalent status of the mandate administrations established
in the Middle East in the aftermath of the First World War. It demonstrates the extent to which
the visual repertoire available in the hands of the French for a ‘proper’ representation of these
countries in the exposition could be politically manipulated. This process can also be defined as
a ‘forced patronage’. The project of the Syrian-Lebanese participation to the colonial exposi-
tion was planned and executed despite the opposition of the Arab elites, or, for the most part,
the Arabs were not consulted by the French at all concerning an occasion designed to represent
their own culture. The colonial patron claims to present an ‘authentic’ representation of the
colonized, assumed to lack the capacity of self-representation, with the help of architecture,
photography, ethnography, and even cinema. In essence, the major aim of this project was to
seek the appreciation of the western visitors concerning the material and cultural progress be-
stowed by France upon the ‘retarded brother’, in this case being Syria-Lebanon. In other words,
what is being represented here is the modern colonial empire itself.

Keywords: World Expositions, Colonial Architecture, Orientalism, Syria, Visual Representa-
tion and Political Legitimation.

Anahtar Kelimeler: Diinya Fuarlari, Somiirgeci Mimari, Sarkiyat¢ilik, Suriye, Gorsel Temsil
ve Siyasi Mesruiyet
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Genel inaniga gore ideal bir sanat hamisi, sadece sanat ugruna sanatgilari destekleyen
ve ¢alismalarini satin alan kimsedir. Boyle birinin simdiye dek var oldugu siiphelidir.
(Osborne, 1970: 821)

The Oxford Companion to Art’n patronage (hamilik) maddesinin ilk iki ciimle-
sini teskil eden bu tespite kars1 ¢tkmak bir hayli zor. Ozellikle de son donemde
kiiltiirel {iretimi toplumsal ya da uluslararasi gii¢ iliskilerinin ayrilmaz bir pargasi
olarak goren tarih anlayisinin zemin kazanmastyla politik olmayan sanat ve mi-
mariden s6z etmek miimkiin degil. S6z konusu gii¢ iligkilerinin temel aktdrlerin-
den olan hamilik kurumunu smirlarini genisleterek yeniden ele almanin faydal
bir tarihyazimsal egzersiz olacagini diislinliyorum. Hami ya da hamilik denince
ne anliyoruz? Tartigmasiz olan, hamilik kurumunun 6ncelikle parasal bir iliskiye,
bununla baglantili olarak da parayi/destegi/koruyuculugu saglayan ile bu destek
sayesinde iiretebilen ya da trettigini satabilen arasindaki bir tahakkiim iliskisi-
ne isaret etmesidir. S6z konusu tahakkiim iligkisi etimolojik olarak da kendini
gosteriyor. Tiirkcedeki himaye-hami baglantis1 bir tarafa, 6rnegin Ingilizcedeki
patronage kelimesinin Latince pater (father) kelimesinden tliremis olusu, ailede
goriilen tlirde bir korumaya, yani dogas1 geregi asimetrik bir iligkiye denk geliyor.
(Garber, 2008: 2) Bu baglamda bir diger temel soru karsimiza ¢ikiyor: Sadece
kisiler mi kisilere hami olabilir yoksa kurumlar, devletler, hatta belli politik ta-
hakkiim bigimleri de sanatsal hamilik terimleriyle agiklanabilir mi? Ikinci tiirden
bir yaklasimin miimkiin olabilecegini gdstermek bu makalenin ana hedefini tegkil
ediyor. 1931 Paris Somiirgeler Fuari’na Suriye ve Liibnan’in katilimini 6zgiin bir
ornek olarak kabul edip ilgili aktdrler, mimari iislup ve temsil araglar1 ¢ergevesin-
de incelemek ve genelde Fransiz somiirgeciligi 6zelde de Osmanli sonrasi manda
yonetimi baglaminda ele almak yazinin temel yoriingesini olusturuyor.

Somiirgeci Olmayan Somiirgecilik: Manda Sistemi

Iki diinya savasi aras1 donemin somiirgecilik ¢agmin zirvesini teskil ettigini id-
dia etmek abart1 say1lmaz; bu durum Fransa i¢in de en az Ingiltere i¢in oldugu
kadar boyledir. Ondokuzuncu yiizyildan itibaren Afrika ve Asya kitalarinda git-
tikge artan bir tahakkiime tekabiil eden Fransiz somiirgeciligi, Osmanli sonrasi
Ortadogu’da kendine yeni ve 6zgiin bir zemin yaratti. Savas Oncesi somiirgecilik,
kukla kralliklarin Fransiz yonetimine tabi oldugu, dogrudan ekonomik somiirii-
yii veya Cezayir gibi orneklerde yerlesimci somiirgeciligi (settler colonialism)
esas alan, ‘medeniyet gotiirme’ (mission civilisatrice) sdylemiyle mesrulastirilan
ve uluslararasi bir yasalliga dayanmayan bir sistem olarak tanimlanabilir. Birinci
Diinya Savasi sonrasi ortaya ¢ikan ve Milletler Cemiyeti’nde tezahiiriinii bulan
uluslararasi sistem ise, savas sonrasinin somiirgeci boliisiim ve tahakkiim meka-
nizmalarin1 hukuki bir zeminde mesrulastirmay1 amagliyordu. Bu baglamda, Os-
manli imparatorlugu’nun Arap eyaletleri, s6z konusu sistemin icadi olan ‘manda
yonetimleri’ ad1 altinda Ingiltere ve Fransa’ya birakildi. Siiresiz bir askeri isgal,
politik tahakkiim ve ekonomik somiirii diizenine isaret eden klasik somiirgeciligin
aksine manda yoOnetimleri uluslararasi giivence altina aliniyor; Arap iilkelerinin
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ekonomik ve siyasi kalkinmas1 somiirgeci iilkelerin sorumluluguna birakiliyor; en
onemlisi de, sinirlar1 Osmanl sonrasinda dizayn edilen bu iilkelerin ‘gerekli ol-
gunluga ulastiklarinda’ bagimsizliklarini kazanmalar1 6ngoriilityordu.' Baska bir
deyisle, geri kalmig Arap iilkeleri, ellerinden tutan sanayilesmis, medeni Fransiz-
lar ve Ingilizler tarafindan kalkindirilacak; ekonomik ve siyasi olgunluga ulasana
dek himaye edilecekti. Buradaki pedersahi koruma/himaye etme iligkisi ile yuka-
rida soziinii ettigimiz sanatsal/mimari hamilik mekanizmasi1 arasinda benzerlik
ilgi ¢ekicidir. Ayrica ‘manda’ teriminin Tiirk¢e karsiligmin ‘himaye’ kelimesine
denk geliyor oldugunu hatirlatmak da bir fikir verebilir. Ornegin, Medici aile-
sinin, olagandis1 yeteneklere sahip oldugu diisiintilen ¢ocuk Michelangelo’nun
elinden tutmasini ve yillarca himaye etmesini, Afrika toplumlarindan ¢ok daha
list diizey bir medeniyete sahip oldugu dile getirilen Arap iilkelerinin Fransa ve
Ingiltere tarafindan himaye edilmesiyle yan yana koymanin, her iki baglamda da
kullanilan manda/himaye terimlerini yeniden diislinmemize katkida bulunacag:
ortada. Mukayesenin, dogas1 geregi, yapay, gecici ve deneysel bir ara¢ oldugu,
kiyaslanan iki terim, olay, ya da olgunun aynilig1 anlamina gelmedigi gercegini
g6z ard1 etmeden Suriye ve Liibnan’daki Fransiz mandasinin, temel mantigr iti-
bariyle sanatsal/mimari hamilik dinamiklerini yansittigini iddia etmek abart: sa-
yilmaz. Bunun belki de en mitkemmel tezahiir ettigi olay ya da siireg, 1931 Paris
Somiirgeler Fuari’'na Suriye ve Liibnan’m ya da resmi adiyla Levant Ulkelerinin
(Les etats du levant sous mandat frangais) istirakidir. Manda yonetimine igkin
celiskiler, miiphemlikler, tahakkiim ve direnis mekanizmalar ile sdylemsel pra-
tiklerin karmasik bir gorsel ve mimari temsil ¢er¢evesinde billurlastigi bu 6rnek
“metazori hamilik” olarak adlandirdigim bir duruma isaret ediyor.

Evvela bahsettigim celiskiler ve miiphemliklerden neler kastettigimi netlestirmek
gerekiyor. Oncelikle, Suriye ve Liibnan’daki varlig1 Fransa i¢in hicbir zaman ha-
yati ve vazgecilmez 6nemde olmadi. Hatta mandanin siirdiiriilmesini savunan bir
lobi, hem Fransiz kamuoyunu hem de siyasi karar alma mekanizmalarini her daim
ikna etmek zorunda kaldi. (Khoury, 1987: 44) ikinci olarak, Suriye ve Liibnan
halklar1 hem manda sisteminin gerekliligi hem de himayeci iilke konularinda ay-
ristyorlardi. Ornegin, Maruni Hiristiyanlar tarihsel olarak Fransa’ya yakin olsalar
da 1920’de hazirlanan bir uluslararasi rapor, Suriye ve Liibnan’da bir Amerikan
mandasina daha sicak bakildigini ortaya koydu.> Ayrica, bagimsizlik yanlilari
her zaman ¢ok kuvvetli oldular ve 6rnegin Suriye’nin kuzeybatisinda Tiirkiye
ile birlesme yanlilarin kuvvetli oldugu bir bélge (Iskenderun Sancagi) vard.
Fransizlar tiim bu dengeleri gozetmek ve bastan itibaren kaygan olan mesruiyet
zeminini yitirmemek zorundaydilar. Miiphem olansa suydu: Suriye ve Liibnan
ne tam bir somiirgeydi ne de bagimsiz iilke. Bir taraftan somiirgeci mekanizma-
lar igliyor, Fransiz yiiksek komiseri en énemli siyasi aktor konumunu aliyor ve
Fransiz sermayesi iilkeye akiyorken, diger taraftan Milletler Cemiyeti’ne verilen
taahhiitler geregi bir parlamento kuruluyor; belirsiz bir tarihte s6z konusu olacak
bagimsizligin temelleri atiliyordu. ‘Manda’nin icadinin yarattigi somiirgeler arasi
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fiili hiyerarsi zaman zaman kafa karigikligina ve krizlere yol ag¢iyordu. Bunun
etkileyici bir 6rnegi 1931 Paris Somiirgeler Fuari’na katilim siirecinde Liibnan’da
yasandi. Beyrut merkezli, Fransizca yaym yapan L’ Orient gazetesinde 30 Nisan
1930 tarihinde ‘Hakli Bir Tepki’ (une juste protestation) bagligiyla yayinlanan bir
makalede, Ticaret Odasi iiyesi Habib Boustani’nin gelecek yil diizenlenecek olan
Somiirgeler Fuari’na iligkin itirazlarindan s6z ediliyordu.® Boustani’nin itirazinin
temelini organizasyonun adinin somiirgeler fuari olmasi teskil ediyor; manda yo-
netiminin hukuksal ¢ercevesi hatirlatilarak, gecici oldugu teminat altina alinmis
Fransiz varliginin Suriye ve Liibnan’1 diger Fransiz somiirgelerinden tistiin kildi-
g1, dolayistyla aynt muameleyi gérmenin kabul edilemez oldugu belirtiliyordu. Bu
konuyla ilgili bir diizenleme yapilmadik¢a Ticaret Odasi’nin fuara katilimla ala-
kal1 hicbir destekte bulunmayacagimi aktaran makalenin yazari, iyi yonetilmezse,
bu sorunun Fransiz yonetimi i¢in ciddi bir krize doniisebilecegini iddia ediyordu.
Buradaki tanimlama, siniflandirma ve temsil etme bigimleri {izerine yasanan tar-
tigma tiim manda dénemini tanimlayan miiphemligi 6zetliyor. Ne tam bir somiirge
ne de tam bir bagimsiz iilke olan Levant devletleri, kendi giindemlerini Fransiz-
lara kabul ettirmis olacaklar ki, 1931 Fuari’nda Suriye ve Liibnan pavyonu diger
tiim Fransiz somiirgelerinin yer aldig1 kistm yerine Portekiz, Hollanda ve Italya
kolonilerinin bulundugu ‘yabanci katilimlar’ boliimiine insa edildi. Yaratilmaya
calisilan algi, Suriye ve Liibnan’in kendi kendisini temsil edebilecek gelismislik
diizeyine sahip oldugu, Fransa’nin sadece bir araci islevi gordiigiiydii. Esasen,
tiim bu bi¢imsel ayarlamalarin gizlemeye ¢alistigi sey, genel olarak fuarin, 6zelde
de Suriye ve Liibnan’in katiliminin Fransizlarca tasarlandigi, tanimlandigi ve ger-
ceklestirildigi idi. Tiim bunlara ickin olan somiirgeci gii¢ iliskileri, karmagik ve
¢ok yonlii bir sekilde Suriye ve Liibnan pavyonunda tezahiir ediyordu.

Diinya Fuarlarindan Somiirgeler Fuari’na

1931 Paris Somiirgeler Fuart’nin séylemsel gergevesinin kdkenlerini ondokuzun-
cu yiizy1l diinya fuarlarinda aramak gerekir. ilki 1851°de Londra’da, daha sonra
Paris, Viyana ve Chicago gibi sehirlerde diizenlenen diinya fuarlari, esasen, bati
diinyasinin bilim, teknoloji, sanayi ve kiiltiir alanlarinda kaydettigi muazzam asa-
manin kutlanmasiydi. Diinyanin dort bir tarafindan gelen ziyaretgiler bat1 kapita-
lizminin basarilarina ve buna mukabil ele gecirdigi ve somiirgelerde tezahiiriinii
bulan politik ve ekonomik tahakkiime taniklik ediyorlardi. Bu konu hakkinda
genis bir elestirel literatiir mevcuttur.* Ote yandan, diinya fuarlarinda Miisliiman
iilkelerin temsili hakkinda da artik basli basina bir kiilliyat olustugunu sdyleye-
biliriz.> Misliman diinyasi {izerine yerlesmis diisiince kaliplarinin ve kligelerin
ince elenip sik dokunmus bir anlati etrafinda gorsel olarak viicut bulmasi Osmanli
Imparatorlugu disinda az ya da ¢ok bat1 hakimiyetine girmis tiim iilke veya bol-
gelerin temsilinde basat konumdaydi. Osmanlilarin, on dokuzuncu yiizyil diinya
fuarlarinda tiim bu 6nyargilar1 kirmak ve kendilerini medeni diinyanin bir pargasi
olarak kabul ettirmek ugruna hayli ciddi ¢abalar1 oldugunu son dénemdeki calis-
malardan 6greniyoruz; fakat bu ¢abalarin o donemde batidaki Osmanl algisini
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doniistiirmeye ne 6l¢iide katkida bulundugu siiphelidir. Hakim olan ‘dogu’ algisi
ozii itibariyle Fas, Cezayir, Osmanli, iran veya Misir igin ayniydi; islam medeni-
yeti ortagagdaki seviyesinde takilip kalmisti; insanlar akildis1 ve fanatikge diirtii-
lerle hareket ediyorlardi ve tembeldiler, sokaklar pislikten gecilmiyordu; kadinlar
harem veya kole pazar1 resimlerinde tasvir edildigi tiirden bir hayat siiriiyorlardi
ve yikilip un ufak olmakta olan tiim bu medeniyet sultanlarin keyfi ve despotik
yonetimine mahkimlardi. Tiim bu anlatinin diinya fuarlarinda tezahiir etmesinin
en kusursuz 6rnegi, daha sonra bagli basina bir tiir (genre) haline gelecek olan
Kahire Sokagi (Rue de Caire) idi. 1889 Paris Diinya Fuari’nda binalarindaki cat-
laklar veya yoldaki pislikler kasten ve titiz hesaplamalarla yerlestirilen Kahire
Sokag1, ¢cokmekte olan Miisliiman Misir medeniyetine mimari bir sembolizmle
selam gonderiyor ve fuarm en c¢ok ilgi ¢eken bolimlerinden biri olmay1 basari-
yordu. Tiim bu sembollerin ve anlatilarin politik olmayan bir temasanin 6geleri
oldugu diistincesi tarih yaziminda nicedir kabul gérmiiyor. Oryantalizm denilen
ve edebiyattan resme, mimariden seyahatnamelere, giinliik dilden diinya fuarlari-
na yansimalarini bulan bu sdylem ve semboller biitiinliigii, geri kalmig Miisliiman
diinyasimin gelismis bati tarafindan medenilestirilmesini ve kalkindirilmasini,
daha acik olmak gerekirse politik ve ekonomik tahakkiim altina alinmasini mes-
rulagtiran bir zemin yaratmaktaydi. (Said, 1978)

Ozelde Miisliiman iilkeleri genelde de somiirgeleri temsil eden pavyonlarm gor-
diigii ilginin de etkisiyle ayr1 bir somiirgeler fuar1 diizenleme fikri 1910lara kadar
gider. Birinci Diinya Savasi ile kesintiye ugrayan ve ancak 1930’lara dogru ye-
niden giindeme gelebilen bu proje esasen 1912’den sonra uzun yillar Fransa’nin
Fas genel valisi olarak gorev yapan Hubert Lyautey’nin himayesindeydi. Fransiz
somiirgeciligi tarihinde 6nemli bir yeri olan Lyautey, somiirgelere anavatanin kiil-
tiiriinii dayatma temelli ve en dogrudan ifadesini Cezayir’de bulmus olan Fransiz
politikasina kars1 ¢ikiyor, onun yerine, yerli kiiltiire sayg1 duyan ve yerel kurum-
lar1 ve giic iligkilerini destekleyerek kendi yanina ¢ekmeyi amaglayan alternatif
bir model 6neriyordu. (Wright, 1991; Rabinow, 1989) Bu modelin temel ayakla-
rindan birini olusturan mimari ve sehircilik alanlarinda 1910lardan itibaren Fas’ta
muazzam doniisiimler meydana geldi. Yerel mimari 6gelerle donemin Fransa’sina
hakim olan mimari diller ve mekan anlayislarinin harmanlanmasiyla ortaya ¢ikan
kendine 6zgii bir gorsel ¢evre Fas sehirlerini tanimlamaya bagladi. Tarihi eserler
korunup geleneksel sanatlarin serpilmesi yoniinde adimlar atiliyor, tim bunlarin
yaninda somiirgeciligin temel mesruiyet zeminlerinden olan medeniyet gotiirme
ilkesi ¢ercevesinde saglik, altyapi ve egitim hizmetleri de ihmal edilmiyordu.
Henri Prost gibi sehir plancilart ile Albert Laprade gibi mimarlarin projeleriyle
Lyautey birebir ilgileniyor, somiirgeci yonetimin kaynaklarinin tahsisinde olduk-
ca comert davraniyordu. Fas’ta kisa zamanda alinan olumlu mesafe bu modeli
tiim Fransiz somiirge yonetimleri i¢in ilham kaynagi haline getirmis; Lyautey ise
basarilarmin karsiligin1 anavatandan takdir gorerek, hatta kisa bir donem Fran-
siz hiikiimetinde savas bakanligina atanarak almisti. 1920’lerin sonlarinda artik
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emekli bir politikaci olan Lyautey, neredeyse yirmi yil evvel diisledigi somiirgeler
fuarinin nihayet hayata gegirilmesine manevi ve siyasi hamilik ediyordu. Fuarin
temel anlatis1 ondokuzuncu yiizyildan bir nebze farklilik gosteriyordu: Artik ana
vurgu somiirgelerin geri kalmisligindan ziyade - gerci bu goz ardi edilmis degil-
di- Fransizlarin somiirgeleri medenilestirme yolundaki katkilarina odaklanmigti.
Ziyaretgileri somiirgeciligin devamimin gerekliligine ikna etmenin, baslica hedefi
teskil ettigi sdylenebilir.® Bu baglamda ikna edilmesi gerekenler sadece iilkelerin-
de, manda veya somiirgeci her ne tiir siyasi adla olursa olsun, yabanci bir iggalci
gormek istemeyen somiirgelestirilmis yerel halk gruplari degildi. Somiirgeciligin
faydalarini sergilemenin Fransa i¢inde de gelisen, basini ¢ogu sosyalist olan aydin
ve sanatgilarin ¢ektigi somiirgecilik karsiti cepheyi de ikna etme yoniinde olum-
lu rol oynayacag: diistiniiliiyordu. Konumuzla dogrudan alakasi olmasa da, 1931
yilindaki bu fuara tepki olarak siirrealistlerin Paris’te bir karsi-somiirgeci sergi
(veya somiirgeci karsi-sergi) diizenlediklerini belirtmeden ge¢meyelim. Tim
bu dinamikler ger¢evesinde, fuarin diizenleyicileri hassas bir sdylemsel dengeyi
tutturmak durumundaydilar. Bir taraftan Fransa’nin fiziki ve manevi katkilarim
gorsellestirerek somiirgeciligi olumlarken, diger taraftan somiirgelerin hala me-
deni diinyadan ne kadar geride ve batil1 bir iilkenin himayesine ne kadar muhtag
olduklarin1 vurgulamak gerekiyordu. Somiirgeciligin o doneme kadar tasarlanan
bu en biiyiik tiyatrosundaki senaryo bdyleydi; dekorasyon ve koreografi ise titizce
secilmis, somiirgelerin ilkel kiiltlirlinii temsil edecek tarihsel ve etnografik nes-
nelerle tanimlanacakti. Bu baglamda tartigilan egzotizm-otantiklik ikilemi dikkat
¢ekicidir ve fuari, ondokuzuncu ylizyildaki onciillerinden ayr1 bir yere oturtur.
Fuarin diizenleyicileri, bir taraftan gecmis yiizyildaki 6rneklerden farkli olarak
carpitilmig bir egzotizm yerine olabildigince nesnel temsili savunurken, diger ta-
raftan eski tiir ‘dogu’ ya da somiirge imgesine aligkin olan ziyaretcilerin ilgisinin
azalmasindan endise ediyorlardi. Bu iki ug arasinda bir denge tutturmak fuarin
temel anlatisinin belirleyici motifi oldu. Baska bir deyisle, egzotik ve otantik
olanlarin bir karisimi, sdylemsel bir prensip olarak, etnografik nesneler, kilavuz
kitaplar, mimari ifade bi¢imleri ve diaromalar ile oldugu kadar film gibi daha yeni
temsil araglariyla da tezahiir etti. Benzer nesneler, metinler ve gorsel ifade tiirleri,
Fransa’nin, Hagli Seferleri’nden itibaren iistlendigini iddia ettigi medenilestirici
misyonu retrospektif bir ¢ergevede vurgulayacakti. Savas sonrast Suriye’yi iggal
eden Fransiz giiclerine komuta etmis olan, ve somiirgeler fuarinda Lyautey’ nin
yardimciligini Gistlenen Leon Cayla’nin sozleriyle, fuarin temel islevi “Fransa’nin
muazzam sOmiirgeci ¢abasinin retrospektif ve ¢cagdas bir sentezi’ni teskil etmek-
ti.’

Temasa Edilecek Bir Levant

Suriye ve Liibnan, resmi olarak Nisan 1927°de fuara davet edildi. Manda yo-
netiminin federal yapist geregi yari-otonom devletler® Yiiksek Komiser Henri
Ponsot tarafindan bilgilendirildi ve ne 6l¢iide bir katkida bulunacaklara dair
rapor hazirlamalari istendi. Ayni yilin Ekim ayinda, Ponsot tarafindan, Suriye
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ve Liibnan’in fuara tek bir ¢at1 altinda istirak etmeyi kabul ettigine dair bir yazi
Paris’e gonderildi. Fuara hazirlanmak icin atilan ilk adimlardan biri, Lyautey’nin
Onerisiyle, manda yonetimindeki Suriye ve Liibnan adina Paris’te bir ofis acil-
masidir.” Manda Y 6netimi Altindaki Levant Devletleri Ofisi (Office des Etats du
Levant sous Mandat Frangais) ismiyle anilan bu ofisin Suriye ve Liibnan’in fuara
hazirligini organize etmenin yaninda manda yonetimini Fransizlara tanitma, bas-
ka bir deyisle Fransa’nin Levant’taki medenilestirme misyonunun propagandasini
yapma islevi de bulunuyordu. Ofisin somiirgeci basin ve propaganda konusun-
da uzman olan (Fournié¢ ve Riccioli, 1996: 31) miidiirii Pierre Alype’nin temel
gorevi Suriye ve Liibnan’daki biirokratlarla fuarin yoneticileri arasinda iletisimi
ve koordinasyonu saglamakti. Bunun yaninda, pavyon basta olmak {izere fuarda
yer alacak tiim dgelerin tasarlanmasi ve hazirlanmasi siirecinde aktif olan Alype,
mandanin resmi sOylem c¢ercevesinde temsili i¢in fikirler 6ne siiriiyor, projeler
liretiyor ve pavyonun mimarligr gibi kilit gérevler icin dnerilerde bulunuyordu.
Ornegin 1929 Barcelona Uluslararas1 Fuari’na yaptig1 ziyaret, drnek alinabilecek
veya uzak durulmasi gereken birtakim temsil araclar1 ve stratejileri konusunda
Alype’e epey ilham vermise benziyor.!® Dogu iilkelerinden katilimin az olmasi
sebebiyle pavyon mimarisi hakkinda aradigini bulamayan, Ispanya pavyonunun
rafine olmadigim sdyledigi Endiiliis¢ii tasarimini ise biisbiitiin basarisiz bulan
Alype, Barcelona Fuari’nda gordiigli ve son derece etkili buldugu cagdas mimar-
lik tirlinleri ve kentlesme pratiklerinin sergilenmesi fikrinden ¢ok etkilendigini
belirtiyor. Ziyaretgilerin kentleri havadan gosteren fotograflara, yerel kiyafetlere
ve mimari eserlerin yeniden {iretilebilir kii¢iik kopyalarina biiyiik ilgi gosterdi-
gini ozellikle vurguluyor. Tiim bu aracglarin ve stratejilerin iki yil sonraki Paris
Fuari’nda, Suriye ve Liibnan pavyonu i¢in de kullanilmis olmas1 Alype’nin niifu-
zu hakkinda fikir verebilir.

Suriye-Liibnan pavyonunu ziyaret edeceklere dagitilmak iizere hazirlanan propa-
ganda broslirii, manda yonetiminin resmi anlatisinin etraflica tezahiir ettigi araglar-
dan birisiydi. Ozellikle entelektiiel kesime hitap etmeyi amaglayan brosiir, temel
olarak ti¢ ana eksen etrafinda tasarlanmisti. Bunlardan birincisi, Henri Bordeaux
ve Myriam Harry gibi Fransiz yazinindan kimselerin yakin gegmiste yaptiklar
Suriye ve Liibnan gezileri iizerine gozlemlerinden olusuyordu. Bu gozlemlerin,
fuarm agildig1 donem itibariyle on bir seneyi bulan Fransiz mandasini olumluyor
oldugu su gotiirmez. kinci temel eksen, ekonomiden yonetim yapisina, ziraattan
kentsel yatirimlara dek manda yonetiminin katkida bulundugu her alan i¢in ayr
boliimler halinde tanitic1 bilgiler verilmesi ve bu bilgilerin Beyrut’taki yiiksek
komiserlik¢e gonderilecek belgeler ve istatistiki verilerle desteklenmesiydi. Son
olarak brogiir, hem belgesel hem de estetik yonii kuvvetli olan gorsel malzeme ile
desteklenmeliydi. Bu ¢ercevede hazirlanacak olan brosiir, Alype’nin sozleriyle
“manda yOnetiminin olumlu etkisinin bir kanit1 olarak™ (comme un témoignage
de éfficacité du mandat) belli basli ulusal ve uluslararasi kiitiiphanelere gonde-
rilecekti.!' Brosiiriin ilk kism1 Suriye ve Liibnan tizerine cografi ve demografik
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bilgiler veriyor, bolgedeki dogal kaynaklara 6zel bir vurgu yapiyordu. Bir sonraki
kisim bolgedeki Fransiz etkisine odaklanmigti. Yiiksek komiser Ponsot iizerine
tanitici bir boliime iki adet Beyrut fotografi eslik ediyordu. Fotograflardan birisi
eski, yani manda donemi evvelinden bir mahalleyi gosterirken digeri cagdas kent-
lesme pratiklerine uygun olarak diizenlenmis yeni bir mahalleyi gosteriyordu. Bu
basit zitlik, esasen, somiirgeci sdyleme igkin olan ‘medenilestirici misyon’ (mis-
sion civilisatrice) baglaminda anlasilmalidir. Geri kalmis ve/veya geri kalmaya
mahkum somiirgecilik oncesi donemin sefaletiyle somiirgeciligin nimetleri ara-
sinda var oldugu sdylenen ve Fransizlarin fazlasiyla vurgulaya geldikleri keskin
karsithik en ¢arpici tezahiiriinii kentlesmede buluyordu. Kimi zaman dogal kimi
zaman sembolik siirlarla (cordon sanitaire) ayrilmis olan somiirgecilik dncesi
mabhalleler ile somiirgeci donemin yeni kentleri yan yana geldiginde beliren kuv-
vetli gorsel anlat1 {izerine calismalar hem Fransiz hem de Ingiliz somiirgeciligine
dair mevcuttur.'”? Ayni anlatinin esit derecede kuvvetli bir sembolizmle fotograf
yoluyla yeniden iiretilmesi Suriye ve Liibnan pavyonu brosiiriinii oldukea ilging
kiliyor. Ote yandan, Fransizlarm saglhk ve egitim alanlarinda yaptig1 katkilar or-
negin dispanser veya ilkokul ve {iniversiteler iizerine bilgilerle taglandiriliyor, bu
da ‘medenilestirici misyon’ iist anlatisinin bir bagka temel ayagini teskil ediyordu.
Brosiiriin son boliimii ise turizm meselesine ayrilmisti ve temel olarak arkeolojik
ve tarihi alanlar veya yapilar iizerinden ilerliyordu.

Suriye ve Liibnan’in Paris Somiirgeler Fuari’na katilimi, Fransa’nin sadece man-
da doneminde degil, daha oncesinde de bolgeye yaptigi katkilart vurgulamaya
yonelik bir giindeme sahipti. Teknik olanaklar1 ve sosyal vizyonuyla Fransa’nin
bolgede oynadigi olumlu roliin, Roma déneminden bile daha esasli bir miras bi-
rakacagi dolayli olarak ifade ediliyordu."® Ornegin manda dénemindeki zirai iler-
lemeyi vurgulamak amaciyla, Suriye ve Liibnan’da ziraatin diinii (ki bu ‘diin’
1200 yillik Misliman gegmisini neredeyse tamamen yok sayip Roma doénemine
odaklaniyordu), bugiinii ve yarini konulu bir sema hazirlanmisti. Etkisi en hizli ve
net gozlenebilen alan saglik idi; buradaki ilerlemelerin, Fransa’nin manda siste-
minin kendisine yiikledigi sorumluluklari yerine getirdigini vurgulamanin yanin-
da, insani ve medenilestirici misyonunun da ifa edildigini kanitlamas1 agisindan
0zel bir onemi vardi. Bu amagcla, kurutulan batakliklar ile su ve kanalizasyon sis-
temlerinin plan ve fotograflari, Suriye ve Liibnan pavyonunda yerini aldi. Buna
ek olarak, acilan hastane ve dispanserlerle buralarda ¢alisan doktor, hemsire ve
tedavi edilen hastalarla alakali istatistiki veriler sunuluyordu. Ziraat, kentlesme
ve ulastirma alanlarinda Suriye ve Liibnan’in durumunu tasvir etmek amaciyla
bir model hazirlantyor; demiryollari, karayollari, zirai alanlar ve kentlesme bas-
liklarinda manda doneminde yapilanlar yirmi bes kiiglik ampul ile aydinlatilarak
vurgulanityordu. Onbes kadar metin bu modele eslik ediyor; ziyaretcilerin Su-
riye ve Liibnan’daki altyapi faaliyetlerine Fransiz katkisi {izerine ayrintili bilgi
edinmeleri saglaniyordu. Alype bagindan beri mimari ve kentlesme alanlarinda
Beyrut, Sam, Halep ve Lazkiye gibi kentlerde manda doneminde alinan mesa-
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fenin 6zellikle vurgulanmasini, bu stratejinin Fransiz yonetiminin mesruiyetini
pekistirmek adina oldukga etkili olacagini savunuyordu. Alype ayrica Levant’taki
Fransiz varhiginin gegmisten bugiine gelen bir siire¢ oldugunun altinin ¢izilmesini
hayati 6nemde goriiyor, bdyle bir anlatinin, manda yonetimini basit bir isgalden
ziyade tarihsel bir siirecin zirvesi olarak resmedecegini diisiiniiyordu. Baska bir
deyisle, manda yoOnetimi Fransiz medenilestirme misyonunun kurumsallagma-
sindan bagka bir sey degildi: “Fransa’nin Levant’ta tarih boyunca oynadigi rolii
vurgulayacak, bolgedeki Fransiz kurumlarimin tarihsel varliginin ve Fransizlarin
yerli halkla yakin iligkilerinin altin1 ¢izecek olmamizin temel amaci manda yo-
netiminin, Fransa’nin medenilestirici gelenegine sadik kalmasi oldugunu ileri
stirmektir.”'* Bu amagla yapilan isler arasinda, 6rnegin 1930 yilinda Marsilya Ti-
caret Odasindan bir dilekceyle Levant’taki Fransiz ticaretine dair belgelerin talep
edilmesi bulunuyor.'® Bu dilek¢enin gonderilmesinden bir y1l kadar evvel, yine
Marsilya’da, Suriye turizmi iizerine bir konferans diizenlenmis olmasi ilgi ¢ekici-
dir.'® Cahiers du Sud Marseille’in belirttigine gore, konferansin ana temalarindan
bir tanesi Fransa’nin Sarlman’dan beri, 6zellikle de Hagli Seferleri’nden sonra,
basta Hiristiyanlari koruyuculugu olmak iizere iistlendigi aktif rol idi. Iki oturum
olarak organize edilen konferansin ilk béliimiinde sadece ondokuzuncu yiizyil ve
sonrasinda Suriye ve Liibnan’1 ziyaret eden Renan, Chateaubriand, Lamartine ve
Barrés gibi 6onemli Fransiz entellektiiellerinin izlenimlerinin tartisildigini belirten
dergi, tiim bu 6rneklerde ortak olan temanin Fransa’nin bolgede tarih boyunca
tistlendigi medenilestirici misyon oldugunu aktariyor. Somiirgeler fuarina Suriye
ve Liibnan’in katilimiyla s6z konusu Marsilya konferansi arasindaki paralellik,
Foucault’nun ‘sdylem’ kavramina g¢arpici bir drnek teskil ediyor. Ayni ideolojik
ve tarihsel ¢er¢evede formiile edilen anlatilar, fuarda da konferansta oldugu gibi
genis bir gorsel ve yazili arsive atiflar yaparak Fransa’nin Levant’taki tarihsel
misyonunu ortaya koymay1 ve mesrulastirmayi hedefliyor. Birbirlerine referans
vermek suretiyle inanilirlik kazanan tarihyazimi, seyahatname yazini ve resimden
fotografa genig bir gorsel arsiv, bir nevi karsilikli bagimlilik ve i¢ ice gegmislik
iligkisine tekabiil ediyor. Baska bir deyisle, ondokuzuncu ylizyil seyahatname ya-
zmi, siirl bir akademisyen grubuna hitap eden bir konferans veya genis kitlelere
ulagmay1 hedefleyen bir fuar, genelde ‘dogu’yu, 6zelde de Suriye-Liibnan’1 tahlil,
temsil ve manipiile eden bir sdylemsel biitlinliiglin tezahiirlerini olusturuyor.

Marsilya’dan talep edilen belgelere ek olarak, Alype’nin liderligindeki hazirlik
komitesi, Fransa’nin bolgedeki tarihsel varligimi vurgulamak i¢in manda yoneti-
minden c¢esitli objeler ve belgeler talep etti. Fransiz hayir ve egitim kurumlarinin
onsekizinci yiizyildan beri siiregelen katkilarini vurgulayacak belgeler, grafikler
ve gorsellere 6zel bir 6nem atfediliyordu. Bu kurumlarin manda donemindeki
gelismesi lizerinde ayrica duruluyordu. Bolgedeki Fransa baglantili Hiristiyan
misyonlariin arsivleri taranarak medenilestirme misyonu tezine dayanak teskil
edecek belgeler arandi. Benzeri ¢aligmalarin daha Somiirgeler Fuari’na katilim
resmilesmemisken bile, Suriye ve Liibnan Bankasi1 (Banque de Syrie et du Grand
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Liban) tarafindan desteklendigine dair belgeler mevcuttur.!” Dikkatle vurgulanan
baska bir konu da, Fransa’nin, Suriye ve Liibnan’da, farkli din ve etnik kdkenler-
den gelen insanlardan miitesekkil, son derece ¢ogulcu bir toplumu yonettigi idi.
Bu baglamda ¢arpici bir belge, dinsel demografiyi gorsellestiren agag seklinde bir
grafiktir.'s Insanlik tarihinin kronolojisini temsil eden agacin gdvdesinden, dinler
ve mezhepler sirayla beliriyor ve niifusa oranlaria nispeten bir hacme sahip olan
dallara déniisiiyor. Yirmi dort farkli dini mezhebin dokuzu Islam’a, biri Musevili-
ge, kalanlar1 Hiristiyanlara ait. Bu olagandis1 dini ¢ogullugun, Fransa’nin emper-
yal prestijini pekistirme amagli vurgulandigini iddia etmek abarti olmayacaktir.
Bunun yaninda Hiristiyanlik ve Islam tarihi iizerine belge ve fotograflarin da ser-
gilenmesi ongoriiliiyordu. Ancak Fransiz yetkililer, fuara herhangi bir muhale-
fetin onilinli almak amaciyla, 6zellikle Miisliimanlar1 incitecek ifade ve objeleri
kullanmaktan &zenle imtina ediyorlardi. Alype, dini belge ve objelerin, Miislii-
manlarin tepkisini ¢cekmeyecek sekilde hazirlanmasi gerektigini 1srarla vurgulu-
yordu. Ornegin, pavyonun icindeki resimlerden sorumlu Jean Marchand adindaki
ressam, peygamberin rilyasini (mirag) anlatan bir resim yapmak isteyince, boyle
bir resmin Miisliimanlarin tepkisini ¢ekecegi gerek¢esiyle reddedildi."

Pavyonun etnografi boliimil i¢in, kiyafetlerden avcilik malzemeleri gibi yerel tek-
nolojiye ait tirlinlere, dinsel objelerden siis esyalarina dek genis bir yelpaze mey-
dana getirildi. Ornegin Iskenderun Sancagi’ndan, Kiirt, Alevi, ve Tiirkmenlere ait
farkl kiyafetler, kadinlarin sac stillerine ait drnekler, ¢esitli mefrusat, halilar ve
balik¢1 arag-geregleri talep edildi.?® Bu tiir kiyafetlerin orijinalligini vurgulamak
icin insanlar tarafindan giyinilmesi gerektigi diisiiniildii ve bunun i¢in on bes kisi
istihdam edilmesine karar verildi. Bu noktada, Zeynep Celik ve Leila Kinney’nin
diinya fuarlarinda etnografi bdliimleri iizerine analizini hatirlamakta fayda var:
“...etnografi boliimlerinin basarisi objelerin teatral sunumu tizerine bina edilmis-
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ti; burada belgeleme isi kiiltiirel olarak hakiki olduguna hitkkmedilen ¢esitli eglen-
ce bicimleriyle i¢ ice gegmisti.” (Celik ve Kinney, 1990: 39) Gobek dansi veya
benzeri tlirde bir temaganin varligina dair bir ize heniiz rastlanmamis olsa da,
‘otantik’ kiyafetleri giyip ortalikta dolasan insanlarin sergiye belli bir teatrallik
halesi katacagina siiphe yok. Etnografi boliimiine eslik eden arkeoloji ve tarih
boliimiindeyse bolgenin farkl tarihsel donemlerine ait objelerin yaninda fotog-
raflar ve 6nde gelen mimari anitlarin minyatiirleri bulunuyordu. Diger bir bolim
La Culture du Levant olarak adlandirilmist: ve 6zellikle ondokuzuncu ylizyilin
ikinci yarisindan itibaren Suriyelilerin Arap kiiltliriine olan katkilarina odaklani-
yordu. Suriye entellektiielleri tarafindan tiretilen gazeteler, dergiler, edebi eserler,
sozliikler ve ansiklopedilere ek olarak nadir eserlerin de bu boliimde sergilenmesi
amaglaniyordu. La Culture du Levant 'm hitap edecegi kitle, Alype’nin ifadesiyle
Kuzey Afrika’nin 6tesini bilmeyen Fransiz entellektiielleri ve seyyahlartydi. Sira-
dan ziyaretcileri ise en fazla ¢gekecek olaninsa etnografi ve tarih boliimleri olacag:
varsayiliyordu; bunun temel nedeniyse bu ziyaretgilerin Suriye’de halihazirda s6z
konusu olan sanayi ve zirai iiretime ilgi gdstermeyecegi diisiincesiydi. Yapilmasi
gereken, ozellikle Orta Cagdan itibaren Fransa ile Levant arasindaki kiiltiirel alis-
verige odaklanacak tarih ve etnografi boliimlerini 6ne ¢ikarmakti. Tiim bu bolim-
lerin tasarlanip sergilenme siirecinde s6z konusu olan tahakkiim esasen hem genel
anlamda Somiirgeler Fuari’nin, hem de Suriye ve Liibnan’in fuara katiliminin
0ziinde mevcut olan tahakkiimiin bir tezahiiriiydii. B6lgenin tarihine ait obje ve
belgeler 6nemli olabilirdi, kiyafetler kadim bir kiiltlirlin yansimalartydi, Suriyeli-
lerin son ylizyildaki kiiltiirel faaliyetleri elbette takdire sayandi; fakat tiim bunlar
anlamli, anlagilir bir biitlin haline getirip siniflandiran, tasnif eden ve birbirleriyle
iligkilerini vurgulayacak sekilde sergileyen Fransizlarin hamiligi tiim hikayenin
asil bagkarakteriydi.

Susan Mimari, Konusan Dekor: Pavyon Binasi

Suriye ve Liibnan’in, veya fuardaki resmi adiyla Fransiz Mandasi Altindaki Le-
vant Devletleri’nin pavyon binasi, Paris’te yasayan bir Liibnanli olan Ulysse Mo-
ussali tarafindan Sam’daki onsekizinci ylizyil yapist Azem Saray1 model alinarak
tasarlandi. Fakat Moussali’nin tasarim siirecine normalin tizerinde bir miidahale
oldugunu, basta Alype olmak {izere bircok Fransiz biirokratiyla birlikte bazi mi-
marlarin pavyon binasinin kendi goriisleri dogrultusunda gézden gegirilmesine
yonelik taleplerine maruz kaldigimi belirtmek gerek. Baska bir deyisle, Moussali
pavyon binasi tasarimini mali, politik ve temsilsel gerekgelerle defalarca revize
etmek zorunda birakildi. Asagida tasarim siirecine dair deginilen noktalar, bu ma-
kalenin odaklandigindan farkli olarak ¢ok daha klasik anlamda bir hamilik iliski-
sine isaret ediyor. Binay1 yaptiranin binay1 yapana sundugu taleplerden miitevellit
bir hamilik iligkisinin 6tesinde, mimar segiminde belli bir sembolizmin g6z 6niine
alindigini kestirmek zor degil. Bolgeyi temsil edecek bir pavyon binasini Paris’e
go¢ etmis olan bir Liibnanliya yaptirmak, Fransa’nin manda yonetiminden de ev-
vel kendisine atfettigi bolgenin hamiligi roliiniin ideal bir sonucu gibiydi. Fran-
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sa, ziraattan sanayiye, siyasetten kiiltiire bolgedeki tim kurumlarin gelismesine
onciilik etmekle kalmiyor, Suriye ve Liibnan’1 uluslararas: bir organizasyonda
temsil edecek bir binanin yapimini Fransiz mimarlik kiiltiiriinii taniyan Liibnanh
bir mimara emanet ederek ilerleyen zamanlarda s6z konusu olacak olan, dl¢iisii
muglak bir kendi kendine yeterlilik haline gonderme yapiyordu. Moussali’nin ta-
sarimina yapilan olagan dis1 miidahale goz ard: edildiginde, bu anlat1 bir dlctide
kabul edilebilirdi. Fuarin ser mimart Albert Tournaire’in, ilk ¢izimleri yeterince
mabhir bulmadigina dair, diger biirokratlar tarafindan dikkatle not alinan elestirisi
bunlardan yalnizca biridir.*!

Azem Saray1, onceki donemlere ait pavyon binalarinin tersine olduk¢a sade ve
kolay algilanabilir diliyle tam da Alype’nin Barcelona Fuari’ni ziyaretinde diisiin-
diigi tiirden bir pavyon binasi igin kusursuz bir model teskil ediyordu.?? Bununla
beraber, tumturakli sark pavyonlarina alisagelmis ziyaretcilerin, sade, gosterigsiz
ve mimari uyumuyla begeni toplamaya c¢alisan bir pavyona ilgi gostermeyece-
ginden endise ediliyordu. Alype’nin kendisi de bunun farkindayd: ve en azindan
cephe tasarimi sade olursa insanlari igeriye girmeye tesvik etmeyecegini diiiinii-
yordu: “Fazla sade bir cephenin zaten iceriye girmeye meyyal olmayan ziyaret-
ciler igin yeteri kadar cezbedici olmama riski var. Oniinden gecenlerin dikkatini
ve merakini celbedecek denli vurucu bir goriintiiniin yaratilmast uygun olur.”*
Gorlinlise bakilirsa, Moussali Azem Sarayi’ni yerinde etiit etmemis olacak ki,
birden fazla kere binanin fotograflarinin ¢ekilip kendisine gonderilmesini talep
etmis. Yazigsmalardan birinde, biraz da sitemkar bi¢cimde, sanatsal olarak ¢ekilmis

Resim 2. Azem Sarayi, Sam. (archnet.org, fotograf: Mohammed el-Esad, 1986)
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fotograflar yerine mimari ayrintilara odaklanan ve tasarim igini kolaylagtiracak
fotograflarin istenmesi, bu fotograflar1 ¢ekenlerin yaptiklari isin belgeleme oldu-
gunu unutmus olduklar1 ve bugiin okuyani giiliimseten bu ayrintinin, dénemin
kosullarinda mimarin canini epey sikmis olabilecegi diislincesini akla getiriyor.*
Sam’daki Fransiz Arap Caligmalari Enstitiisii’niin basinda bulunan Eustache de
Lorey’nin tasarim siirecinde danigmanlik yaptigmi anliyoruz. Ornegin cephede
genis acikliklar olmasi diigiincesini destekleyen de Lorey, bunun biiyiik Halep
hanlarmni andiracagini belirtiyor. Ote yandan, Beyrut’taki yiiksek komiser tarafin-
dan ortaya atilan tek katli bir pavyon binasi 6nerisi, Alype tarafindan, arzulanan
estetik etkiyi yok edecegi, yeni bir plan gerektirecegi, mali yiikii arttiracagi ve
fuar yonetimi tarafindan kendilerine ayrilan alani azaltacagi gerekgeleriyle red-
dedildi.

Iki katli ve simetrik bir bina olan Suriye-Liibnan pavyonu cephe tasarimu itibariy-
le oldukga sade bir yaprydi. Ikinci kata denk gelen iist kisminda kiigiik bir balkon
¢ikmasi bulunan genis bir sivri kemerli girise sahip olan binanin birinci kat1 iki
yanda ikiser dikdortgen pencere ve ince siitunlarla, ikinci katiysa yine iki yanda
ikiser kiiciik agiklik ve s6zil gegen balkonla tanimlaniyordu. Yan cephelerden biri
epeyce kiitlesel olup ikinci kattaki kiigiik koridoru kubbeciklerle ortiilityorken di-
geri daha seffaf idi ve pavyonun igerisindeki diikkanlara yol veren sivri kemer-
li bir revak ile {ist katindaki on iki adet ritmik pencereden meydana geliyordu.
Ortasinda bir havuz bulunan dikdortgen avlu Dogu Akdeniz’in {ist stnif mesken
mimarisi gelenegine referans veriyordu. flk ¢izimlerde goriilen girisin {izerindeki
kubbenin yerini diiz bir ¢at1 almisken frizin gosterisli siislemesi yerini stilize bir
yoruma terk etmisti.?> Pavyon binasiyla ilgili 6nemli bir ayrinti, ¢elik ve beton ile
inga edilen kistmlariin prefabrik nitelige sahip olmasi idi ve binanin, fuar sona
erdikten sonra cami olarak uygun bir yerde yeniden insa edilmesi diisiiniiliiyordu.

% couse \onerreanmae M - |

Resim 3. Suriye-Liibnan Pavyonu, ilk taslaklardan. (Fransiz Disisleri Bakanligi Arsivler Mer-
kezi, Nantes)
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Resim 4. Payyon Plani (Fransiz
Disigleri Bakanlig1 Arsivler Mer-
kezi, Nantes)

Resim 5. Pavyonun i¢ avlusu (Fransiz Disisleri Bakanligi Arsivler Merkezi, Nantes)
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Ornegin, manda ydnetiminin eski eserler servisinde calisan C. L. Brossé, boyle
bir caminin Paris yerine ¢cok daha genis bir Miisliiman niifusa ev sahipligi yapan
Marsilya’ya daha uygun diisecegini belirtmisti.?® Belli bir oryantal iisluba referans
veren bir slisleme programinin, pavyonun camiye ¢evrilmesi i¢in elzem oldugunu
belirten Brossé’nin bu tespiti etrafli bir mimarlik tarihi yazimi ve oryantalizm tar-
tigmasi i¢in istah kabartici olsa da bu konu, mevcut yazinin ana ekseninden epey
uzaga diisliyor.

Pavyonun ana kapisindan giren bir ziyaretgi, karsidaki biiylik salonun {izerinde iri
puntolarla yazilmis bir ifadeyle yiiz yiize geliyordu: “Fransa, Levant Devletleri’ni
ilerleme yolunda egitiyor.” (La France entraine les états du Levant sur la voie du
progrés.) Manda yonetiminin yasal ¢er¢evesi, Somiirgeler Fuari’nin genel anlati-
s1, Fransizlarin olusturageldigi medenilestirme misyonu sdylemi ve tiim bunlarin
ortaya ¢ikardigi ¢ok katmanl bir hamilik kurumu bu ifadede billurlastyordu. Bu
tiir bir koruma, egitme ve kendi ayaklari tizerinde durmasini saglama misyonuna
ickin olan pedersahi bir tahakkiim s6z konusudur; dikkat edilmesi gereken nokta,
bu tahakkiimiin her seyden once sdylemsel olarak insa ediliyor olmasidir. Pav-
yonun i¢inde yer alan dekoratif 6geler ile sergilenen her tiirlii obje, bu soylem
etrafinda hakiki baglamlarindan uzakta bir anlam kazaniyordu. S6z konusu de-
koratif 6geleri yakindan incelemekte fayda var. Pavyonun iginde, daha evvelden
Sam’daki Emevi Camisi’nin mozaiklerinden ilhamla eserler vermis oldugu belir-
tilen Jean Marchand isimli bir sanatci tarafindan yapilmis, Suriye ve Liibnan’in
cesitli yerlerini gosteren panolar bulunuyordu. iki tanesinin Sam’1, bir tanesinin
Halep’i, bir bagkasminsa Asi bolgesi kentlerini gosterdigini belirten Alype, bu pa-
nolarin sadece belgeleyici ve temsili degil, ayn1 zamanda Sarka dair imgeler olus-
turma kapasitesine sahip oldugunu éne siiriiyor.” Ote yandan, Paris’te yasayan ve
genis bir sahsi arsive sahip oldugu belirtilen Liibnanli sanat¢1 Philippe Mourani
antik ve cagdas donemlere ait dnemli yap1 ve cevreleri gosteren diaromalar ve
panoramalar yapti; 6rnegin li¢ adet diaromadan biri Baalbek, digeri Palmyra, bir
baskasiysa Antakya ¢evresindeki kalintilar1 gosteriyordu. Mourani’ye ait bir pa-
norama, Sam’da bir terastan kenti izliyormus illiizyonu veriyorken, Paris’te burs-
lu egitim goren Gemayel isimli bir 6grencinin Beyrut panoramast, kente ulagmak
lizere olundugu hissini yaratmaya c¢alisiyordu. Fransa’nin, Sarlman zamanindan
beri Levant’taki varligini, 6zellikle de Hagli Seferleri’ni, vurgulayacak tarihi ko-
nulara odaklanan bir dizi resim, frizlerden bir tanesini stsliiyordu.?® Pavyonun bir
tarafi sergi i¢in ayrilmisken, diger tarafi kii¢iik ditkkkanlardan olusuyordu. Bir oda,
onsekizinci yiizyildan tipik bir zengin Levanten evini canlandirtyordu. Ayrica bir
Bedevi ¢adiri, i¢cindeki hakiki objelerle birlikte avlunun ortasina kurulmustu.
Fransa tarafindan desteklenen yerel sanayi triinleri de pavyonda sergileniyordu.
Pavyonun digindaki tek temsil 6gesi ise, hususiyetle Somiirgeler Fuari i¢in hazir-
lanmig bir propaganda filmiydi. 1931 yili itibariyle filmin, ge¢mis yiizyillardaki
resim, diaroma, panaroma gibi gorsel araglarin yanindaki yerini ¢oktan aldigin
hatirlamakta fayda var. Oyle ki, Alype propaganda filminin sesli olmas1 gerekti-
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gini, sessiz filmlerin artik demode oldugunu belirtiyor. Yiiksek komiserin, filmin
pavyonun i¢inde gosterilmesi yoniindeki 1srarina ragmen, fuarin yénetmeligi ge-
regi tim filmler Cité des Information bolimiinde gosteriliyordu.

Suriye-Liibnan pavyonu mimarisinin, Fransiz biirokratlar tarafindan oldukga ba-
sartli bulunduguna dair anekdotlar mevcuttur. Ornegin, fuarin agilmasindan bir-
ka¢ ay evveline ait imzasiz fakat muhtemelen Alype tarafindan yazilmis bir not,
pavyonun orijinalligini, fuar alan1 i¢cindeki konumunu ve agirbashiligini dviiyor:
“(Pavyonun) cephesi muazzam bir parga. ki 5Snemli yolun kesisimine yerlesmis,
etrafini restoranlar ve diger tiirden eglence yerleriyle doldurmazsak yeteri derece-
de bos alana sahip pavyon binasi, halihazirda gelinen asamay1 gz oniine alarak
sOylityorum, yeni bir silliet sunacak ve bu siliiet, bereket versin ki, geleneksel
sark pavyonlarina, daha evvelki fuarlarda gordiigiimiiz ve bu fuarda da gorecegi-
miz “Kahire Sokag1” [tirnak orijinal] tipine benzemeyecek. Suriye ve Liibnan’1
onurlandiracak orijinal bir eser olacak.”” Bu alintiya bakilirsa, en bastaki “daha
az egzotik, daha fazla otantik™ bir pavyon binasi inga etme amacina, ziyaretgilerin
olas1 beklentilerine uymak ve pavyonun resimsi ve oryantal karakterini korumak
icin birtakim tavizler verilse de, ulasilmis goriiniiyor. Gergekten de, Lyautey’nin,
eskinin karnavals1 ve tumturakli yapilarindan farkli olarak temsilsel olan, bigim
ve detaylarin hakiki oldugu bir pavyon binasi idealine en ¢ok yaklasanin Suri-
ye-Liibnan pavyonu oldugu soylenebilir.*® Bununla beraber, fuarin ve Suriye ve
Liibnan’in istirakinin temel anlatis1 olan Fransiz medenilestirme misyonunun ser-
gilenmesi ve bu misyonun devaminin gerekli oldugu iddiasinin her daim giindem-
de tutuldugunu ve tiim organizasyona sirayet ettigini unutmamak gerekiyor. S6z
konusu giindemin apagik tezahiir ettigi metinlerden biri olan L’ Effort Colonial
dans le Monde adli propaganda eserinin Suriye ve Liibnan’la alakali boliimiinden
alintilanan su kisim aydinlatici olacaktir: “Fransiz mandasi altindaki Levant Dev-
letleri miimkiin olan en yiiksek derecede isbirligi yaptilar ve bu muazzam ¢aba
Paris’e biiylik kitlelerin akmasini sagladi (...) Bu, bizim Levant’taki faaliyetleri-
mizin ¢ok ciddi bir cisimlesmesidir. Levant Devletleri’nin bu pavyonu, resimsel
ve baglayici bir iislupla, son on ylizyilda Liibnan ve Suriye’de iz birakmig insan-
larin [Fransizlar olarak okuyunuz] etkilerini hatirlatiyor.” (L’Effort Colonial dans
le Monde ,1931: 829)

Hamiligin Sinirlarinda Bir Sonsoz

Suriye ve Liibnan’in 1931 Paris Somiirgeler Fuari’na katilimini veya pavyon
binasini siyasi ve ideolojik baglamindan ayr1 degerlendirmenin miimkiin ya da
anlamli olmadigim diislinliyorum. Pavyon binasinda viicut bulan tiim bu siyasi
ve ideolojik giindem, esasen, manda yonetimi altinda gerceklestirilen mimari ve
sehircilik uygulamalarima, arkeolojik faaliyetlere, akademik calismalara ve resmi
raporlara niifuz ediyor, kendi sdylemsel ¢er¢evesini dayatiyordu. Bagka bir de-
yisle, tiim bu alanlardaki Fransiz etkileri, ayn1 sdylemin kavramsal diinyasinda
formiile ediliyor ve akademik veya giindelik kullanima sokuluyordu. S6z konusu
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kavramsal ger¢evenin, kisa donemli politik giindemlerden ziyade, bat1 kiiltiiriine
-boyle homojen bir kiiltiirden s6z edebilirsek eger- ickinlesmis Oryantalist da-
mardan beslendigini akildan ¢ikarmamak lazim. Nitekim, Suriye ve Liibnan’daki
Fransiz varligina tarihsellik kazandirma amacinin birgok metne ve gorsel temsile
niifuz ettigine yukarida defaatle atif yaptik. Ozellikle ondokuzuncu yiizyilla bir-
likte hatlar1 keskinlesen ‘dogu’ imgesinin, alintilanan seyyahlar ve diisliniirlerden
donemin Fransiz biirokratlarina tevaris ettigini kestirmek zor degil. Tek fark, hali
hazirdaki politik tahakkiimiin getirdigi yasal yiikiimliiliikler cercevesinde diplo-
matik ve dolayl bir dil kullanma zorunlulugu olsa gerek. Beyrutlu tiiccarlarin iti-
razinda da gordiiglimiiz gibi, yerel direnis, karst koyma ve kendi giindemini kabul
ettirme ¢abalarini yatigtirarak kendisine dolaylandirilmig, metazori bir hamilik
gorevi bigen Fransizlarin, Suriye ve Liibnan’1, dnciilleri olan siyasiler, entellektii-
eller ve seyyahlar gibi, geri kalmig, himayeye muhtag, kendi kendine yetemeyen
tilkeler olarak algilay1p sunduklar1 apagik ortada.

Mimaride hamilik kurumunun, tarih yaziminda varolagelen yaptiran, yapan ve
yapilan arasindaki ¢ok katmanli iliskilere atif yapan analitik ¢er¢evede analiz
edilmesi elbette son derece miithim. Bu yazinin géstermeye veya diisiindiirmeye
calistig1 mesele, bu ¢ergevenin somut bir yapi-yapan-yaptiran iliskisinden yola
cikilarak daha genel politik ve ideolojik giindemlere ulasilabilecegidir. Tersten
bakildig1 vakit, politik yapilarin kendilerini mimari hamilige benzer bir kavram-
sal cergevede mesrulastirmaya ¢aligmalar1 s6z konusu olabilir. Fransiz mandasi
altindaki Suriye ve Liibnan buna son derece 6zgiin bir 6rnek teskil ediyor. Manda/
hami devlet olarak Fransa’nin bu iilkeler iizerinde insa ettigi gii¢ iliskisi, Paris
Somiirgeler Fuari’nda tezahiirlinii buldugu sekliyle, kendini her seyden evvel sdy-
lemsel olarak ortaya koyuyor. Burada mimariyi film, etnografi, resim, ya da sergi
katalogu gibi diger temsil bigimlerinden ayr1 diisiinmenin miimkiin gérinmedigi-
ni bir kere daha vurgulamakta fayda var. Baska bir deyisle, tim bir manda sistemi,
esasen, kendini geleneksel mimari hamilige neredeyse birebir 6l¢lide benzesen bir
sekilde konumlandiriyor.
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INA-CASA: PATRONAGE FOR THE COMMON GOOD

Giovanni Avosani

Ina-Casa: Kamu Yararim Gozeten Hamilik

Sanat ve mimarlik tarihi, hamilerin ve sanat¢ilarin kendilerini tanimlama ve gerek kendi za-
manlarinda, gerek gelecek nesillerde popiilerliklerini giivence altina alma amaciyla olusturduk-
lar1 6rneklerle tanimlanmaktadir.

Kamusal alan ve konut arasindaki iligkiyle ilgili olan aragtirmam, kendi kamusal islevi iginde
aciklanan bir kurulusu inceleyerek haminin yaygin algilanigini sorgulamami saglamaktadir. Tek
amaci yurttaglarin gereksinim ve isteklerini yerine getirmek olan kamu kurulusu, yeni umut-
larin destekgisi ve olanaklarin dagiticis1 konumundadir. Bunu yaparken, zor sosyal sorunlarin
iistesinden gelmede Italya’da giiniimiizde olagan bir durum haline gelen daha kolay bir yol ola-
rak sorumsuzlugun keyfini ¢ikarmak yerine, verdigi kararlarin tiim sorumlulugunu almaktadir.
Ina-Casa drnegi, bir kamu kurulusunun eger giiclii degerler ve diisiincelerle isliyorsa, Italya’nin
savag sonrast durumundaki gibi riskli durumlarda bile 6nemli sonuglar elde edebildigini gos-
termektedir.

Anahtar Kelimeler: Ina-Casa, Sosyal Konut, Mahalle, Kamusal Alan, Ydnetim.

Keywords: Ina-Casa, Social Housing, Neighborhood, Public Space, Governance.

Italy after World War Two

It is 1945, the end of the war and liberation. Italy is slowly rising from the ruins of a
world forever sunk. The dawn of its rebirth is at the horizon of a boundless province
strewn with rubble and ruins, enlightened by a sinister glimmer, the sight of a country
devastated by the war, the spectre of poverty looming over it, humiliated by the shame
of the defeat and dismay about the outcome of the new political events. (Taramelli,
1995: 11)

The end of the war left Italy in an extremely negative position. The profound
scars left by the liberation war and the aftermath of twenty years under the heels
of fascism led to social, cultural as well as economic instability, especially in the
Italian Mezzogiorno'. Taramelli sums up very well the period in which Ina-Casa
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appeared confirmed by the population census in 1951 (Istat, 1954). Six years after
the war the housing picture was still rife with unbearable situations, especially in
the south of Italy. The data shows that about two million dwellings were destroyed
during the war. 1.800.000 houses did not have running water or toilet facilities;
220.000 families lived in unsuitable houses such as caves, cellars or shacks, the
only spaces war had spared. The greatest hardship was overcrowding: 37% of
families lived in crowded houses and 22% lived in overcrowded houses, with as
many as six people per room in the south. Ten million rooms were estimated to
be needed.

The squalor in numbers hides a powerful driving force which, in that period, pro-
pelled the leaders of society, the politicians as well as the population involved in
the material but most of all social reconstruction, which led to a profound sense
of national unity.

The «neorealismy» originated from this sensation and found its best means of expression
in cinema and influenced all the Italian culture. The films by Rossellini and De Sica, the
theatre by Eduardo, the paintings by Guttuso, the architecture by Ridolfi in Terni and
the Tiburtino Neighborhood in Roma have the common desire to be part of an ordinary,
concrete and circumstantiated life with a preference for popular and dialectal forms,
interests in the near environment and refusal of abstractions and exoticisms. (Benevolo,
1985: 778)

Benevolo realizes and confirms the driving force of the neorealism, a period
which will always be one of the highest points of Italian artistic expression. The
peculiarity of its artists is linked to the depiction of daily life, hence the proud
confirmation of the love for their land. Just like the photographic research by
Walker Evans and Dorothea Lange promoted by the Farm Security Administra-
tion?, which showed the scars the Great Depression had left in the United States,
the documents the fathers of the neorealism have left us, make it easy to imagine
and to reconstruct the Italian living conditions in the postwar era, which led to the
economic boom. The neorealism finds expression in cinema, photography and
writing, giving a critic and heartfelt insight; directors such as Rossellini, De Sica
and Pasolini, through their works, gave value to the banal and flat life of a poor
yet proud people, giving dignity to that condition since it derived from the daily
struggle for survival. Memorable is the writing by Pasolini set in the small vil-
lages of Rome with the first Ina-Casa neighborhoods.

In order to tackle such a hard and problematic situation that spread across the
whole country, the newly elected government passed the law titled Plan for the
Increase of Jobs and Housing for Workers, commonly known as Ina-Casa Plan.

Origin and Development of the Ina-Casa

The most important project in the urbanistic history of Italy stemmed from the
initiative of the Employment Minister, Amintore Fanfani®. The aim of the measure
was the creation of new jobs along with the social and economic conditions for
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the reconstruction of the country as quickly as possible. It was this urgency that
led to the selection of highly-trained manpower. The strategic choice of imple-
menting the plan through the increase in the number of residential houses, there-
fore supporting the building industry, proved to be forward-looking and full of
advantages, despite the many contradictions.

Italy was called to vote at the first republican and universal suffrage elections after
a 20-year fascist dictatorship on April 18", 1948; The Democrazia Cristiana Party
won the elections and through the following months a four-party government was
formed. On July 6%,1948, Minister Fanfani, who had just taken over the office,
brought to the chamber for approval a bill on workers employment with the aim of
introducing an effective policy for the economic recovery. Not only did the Fan-
fani Law create new jobs, it was also a social contract among different classes that
increased the solidarity and the bond of the people involved. In line with the idea
of solidarity, the initial structure of the plan was to assign houses to the people
who needed them by means of a lottery and economic support through a 1.4%
forced taxation on the salary of the employees of firms. The first draft included
many solidarity values which many parties believed to be excessive due to the
particular period of crisis and reconstruction. The efforts made to conform to the
promises, which affected the final version of the plan, restraining its innovative
force. During the parliamentary procedures the government formed a ranking to
be used when assigning houses that took into account the needs of people, start-
ing from the poorest, lifted their tax burden, and introduced the chance to redeem
the houses by 50 %. The final law was the result of a harsh parliamentary battle
between the government and the opposition and constant confrontations with the
Trade Unions and the Associations. The law was passed on February 28th, 1949.
It is important to remember that before the Ina-Casa Plan, other plans to increase
the number of residential houses had been introduced. During the Fascist era,
Bottoni* proposed a residential housing system which was capable of taking into
account the demand of the market favoring the public property of houses. Miniati’
claimed the need for a government-financed body in charge of the building of
residential houses with the possibility for tenants to redeem their flats. It is easy
to notice how these proposals anticipated some of the ideas which would be the
core of the Piano Fanfani, pointing out how the housing shortage and its related
policies were a serious Italian issue even before World War Two.

The young minister and former university professor of “History of the economic
doctrines” had the knowledge of American and English economic theories, which
he drew on in order to write his Plan. Fanfani’s economic theory is, according
to Castronovo (Castronovo, 1976: 388), ascribable to Keynes theory which was
popular at the time among the members of the Democrazia Cristiana. The long-
sightedness and altruism at the core of the Plan was a feeling of “Pietas Cris-
tiana” before being a political policy.
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Four priorities can be extracted from the Plan Ina-Casa, each contributing syner-
gistically to its fulfillment:

The increase of jobs in building industry seems to be an obvious choice since
building has always been an effective reserve for the economic recovery and
doesn’t require trained staff.

The building of quality residential housing aiming at reconstructing the country
is capable of improving and partially satisfying the requirements although the
choice to operate in the free market for the acquisition of land does not offer any
protection against property speculation.

The socio-cultural aim is the contribution to the formation of a profound national
feeling pursued thanks to a strategy turned to workers for financing and to quality
housing for the formation of stable and cohesive family units, an essential condi-
tion for the future of the country.

In view of a substantial housing project (355.000 houses in 14 years) the action of
the plan is limited to a partial solution to the shortage of housing; it does not cre-
ate the necessary conditions to control the market, thus allowing the speculation
maneuvers of that period to rule the growth of Italian cities. This sets Ina-Casa
quality housing into a confused and crumbling urban fabric.

The strong speculative pressure which ruled the growth of cities was so important
in the Italian postwar social background as to become the topic of films such as
“Le mani sulla citta”” by Francesco Rosi, a fundamental documentary to under-
stand the urban dynamics in the period of reconstruction scattered with specula-
tors indifferent to everyday life.

Project Content of the Plan

City today also means returning to mythical origins. It is the rediscovery of the com-
munity city focused on the public dimension and on the improvement of face to face
relationships. (Admendola, 1997:31)

Not only did the Fanfani Law kick-start the real economy of the country but it
also put together quality elements of architecture and city planning, which today
are still noticeable in the vitality of the areas that were built. The implementation
of houses rather than architecture was the highest goal achieved thanks to a sound
budgetary and technical control of the building process. This also led to city ar-
eas capable of blending together typical aspects of stratified cities with technical
needs deriving from real living conditions.

It was then possible to aim both at quantity and quality selecting project managers di-
rectly and setting the level of state-funded building — traditionally below average — near
the highest rank ever achieved by Italian architecture. (Benevolo,1985: 787)

Benevolo underlines the fact that residential planning was an important stimulus
to the quality of urban fabric and housing.

100



Ina-Casa: Patronage for the Common Good

In order to guarantee the best project quality in the new renovation work, the body
in charge of the Plan decided to call for a tender, with the aim of selecting only the
best architects and project managers. After a first selection of 190 professionals to
work on the Ina-Casa Plan on the national territory a new selection was needed —
due to the extensive project —to increase the number to 1900. The opportunity for
young architects to test themselves in the real world of work would prove key to
the formation of a new and skilled class of project managers. Suffice to say that
two thirds of Italian professionals worked on one part of the Ina-Casa projects or
another during the 14 years the plan took to implement.®

Creating high project standards without imposing constrictions and planning
choices that could lead to the building of unvaried neighborhoods was pursued by
planning instruments such as manuals. These had to “promote the implementation
of housing from the creation to the final inspection of the building with features
never seen before, weaving a net of legislations capable of directing the projects
yet without imposing fixed and unquestionable models”. The Ina-Casa manuals
were to be used in the preliminary projects and contained non-binding guidelines
fitting general concepts to the urban dimension and project examples to the build-
ing one. This was considered innovative at the time, given that it favored a form
of knowledge that allowed project managers to work freely. Economic needs
such as the maximum cost per house limited the number of models which could
be created, but the creativity of the designers shaped different neighborhoods with
different houses and promoted a strong bond and contextualization in the territory.
“Reaching that urban and architectural harmony which was always the glory of
Italy in the past centuries” (Piano Case Lavoratori, 1949, vol 1: 7)

The innovative design can be seen in the urban choices made by Ina-Casa. The
focus was on the social needs of families and not only on performance aspects.
The design was dedicated to achieving the so called ‘moral health,” “through the
accomplishment of a psychological well-being”. (Piano Case Lavoratori, 1949
vol 2: 8) The aim in this difficult moment was to boost and maintain family units,
turning them into the most important brick in the foundation of economic and
social reconstruction of the country.

The building elements should be placed as to create a cozy architectural environment

and agreeable perspective views in order to melt them with the lines of the green land-
scape. (Piano Case Lavoratori, 1949 vol 2: 2)

The public space accordingly became the center of the projects. The spare basic
facilities emphasized open air activities and social gathering; every neighborhood
was to be equipped with collective amenities, schools, kindergartens, church,
shops, playgrounds and social services.

Being a common frame of all activities, the space is often used with a political connota-

tion in order to give an outward coherence able to hide social contradictions. (Tschumi,
1995:23)
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As Tschumi deduced, the space has different roles with distinct political charac-
teristics. In the Ina-Casa Plan, the explicit will to use public space as a place of
discussion and as a propeller for social activities hides the conscious necessity to
make the new neighborhoods work as tools for the cultural development of their
inhabitants and make them a place of literacy.’

The Plan, with the best of intents, directed the urban and architectural design to-
wards the creation of communities favoring solid social realities; that were able,
in the promoters’ planning, to contribute to the stratification of the city. Here, we
are no longer dealing with wild expansions that had preceded and were was to fol-
low the Plan, and which shaped the Italian landscape as well as many of western
countries; instead we are looking at an elaborate design implemented through
clear and effective hierarchy that keeps a strong bond between project managers
(usually locals) and the central administration in Rome. Di Biagi (Di Biagi, 2001)
speaks of a “Citta Pubblica” (public city), describing the case of Ina-Casa as a
political project tightly linked to the positive effect this had on the community.
Many projects of the Plan have the power to connect the private space, i.e. the
home, with the public part of the city, i.e. a place for gathering and discussion.
This goal was achieved through the use of an urban element fit for the purpose: the
neighborhood “quartiere”. Not only is the urban entity, with its different configu-
rations, adaptable to the territory and able to form a bond based on the genius loci
(Christian Norberg-Schulz, 1980), it also contains the typical complexity of the
stratified city, leading toward a project synthesis. The use of a founding nucleus
(the neighborhood) is due to research by the Ina-Casa Manuals on Northern Eu-
ropean city planning, which was oriented towards the construction of complex
urban fabrics suitable for social relations:

Organically distributed and properly extended green areas are to be arranged. These
constitute essential elements of building both from the aesthetical and health-psycho-
logical point of view, giving people a sense of relaxation and a shift towards nature,
softening the noisy and artificial atmosphere of the city. (Piano Case Lavoratori, 1949
vol2: 56)

During those years in Italy the research about the neighborhood was thriving.
To confirm this one needs only to glance at the writings of Libera, Astegno or
Quaroni, all architects who took part in the Ina-Casa plan. It was clear right from
the beginning how important it was to equip the houses with those services that
framed the city social structure. The neighborhood effect met social needs by fa-
voring new types of relations: mutual and reciprocal aid, for example. It fostered
social communities capable of helping each other and growing in time. Respond-
ing to communities of people from poor backgrounds with a very low literacy
rate, the new residential areas became instruments for education:

The house shall contribute to the formation of the urban environment taking into ac-
count the spiritual and material fundamental needs of man, who is a real man not an
abstract being.” (Piano Case Lavoratori, 1949 vol.1: 10)
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Just as the guidelines helped the implementation of neighborhoods, the design of
houses took its cue from the manuals and showed project elements of great typo-
logical and formal value. As Gropius stated,

The problem of the essential home is the space, air, light and warmth man needs just
so he can fully develop his vital functions without the restrictions caused by the house
itself. To put it in a nutshell an essential «modus vivendi» rather than a «modus non
morendi».” (Gropius, 1955: 135)

Once the CIAM experience was over, the Italian typological proposals proved to
be up to the existenz minimum and produced cozy and healthy places capable of
promoting family relationships through the correct balance of living areas and
sleeping areas.

The value of the project is largely due to the sensitivity of the project managers
and most of all to the clarity of the manuals. They in particular proved useful
in overcoming typological and technical problems and became project tools for
future generations.

Technological experiments such as the horizontal unity by Adalberto Libera for
the Tuscolano neighborhood in Rome underlines the intimate and family vision of
living on the edge of an expanding big city.

Neighborhoods such as ‘Falchera’ in Turin and ‘Tuscolano’ in Rome are now,
in the collective imagination, the places of the rebirth of Italy in the postwar pe-
riod. Although the design focused on social aspects, the real consequences of the
fact that many people with different backgrounds lived in the same area together
with the lack, in some cases, of facilities was a quick deterioration of the neigh-
borhoods. Nevertheless, after 60 years, many Ina-Casa developments still have
amazing urban quality. This interpretation is certainly also the result of the stratifi-
cation which, in time, has led to a higher social mingling with the first generation
of inhabitants; it shows that the building structure focused on the creation of lively
places has stood the test of time.

The positive belief in the public space created by the Ina-Casa plan can also be
seen in the current debate on the decadence of public space in contemporary city.
The role played by the collective places not only to attract people but also to pro-
mote debate and socialization is now consolidated. The theory of Gehl!', which
sees a direct relation between the built environment and the quality of the public
space, as manifest, for example, by filter elements such as balconies and loggias,
can easily be applied to the Ina-Casa neighborhoods. Moreover the dynamics of
social appropriation were well known by the Italian project managers who were
also aware of the intrinsic quality of the city centers.

Establishment of INA-casa and the Checking System

The complexity and country-wide extent of the Ina-Casa Plan gave rise to the
question, within the ministry, of how to guarantee a certain number of checks
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of the Plan. From 1949 until the end of the Plan, 20,000 construction sites were
opened in Italy, leading to the creation of 355,000 houses and flats, thus meet-
ing 10% of the national need. Fanfani’s policy was an efficiency-oriented one
and it was supported by the Istituto Nazionale Assicurazioni (INA); which had a
presence throughout the country. Two independent structures were then created
within the agency. The aim was to limit the decision-making and to separate the
technical aspects of housing production from political ones. The Comitato di At-
tuazione was a normative organization which drew up laws and dealt with funds
and assignments, whereas the Gestione Ina-Casa dealt with the technical aspects
connected to city planning and architecture.

The Plan’s headquarters were in Rome and via their contracting units (appointed
to manage local issues of the project), they followed the same project procedures
all over the country. Checking the building chain was key to guarantee the final
quality of products and containing costs. The contracting units were a direct line
between the offices in Rome and the construction sites. This hierarchy led, after
14 years, to a careful control of costs and the ability to meet delivery dates in
spite of the scope of the project - 20,000 building sites absorbing 40,000 workers
a year.

For the most important assignments of the Gestione Ina-Casa, the most illustrious
figures of the political and cultural Italian panorama of that period were called
upon. Adalberto Libera was the first person in charge of the Ufficio Architettura
of Gestione Ina-Casa.

The standard procedure introduced with the Plan can still be seen continuing in
several building practices today. Numerous European countries use proactive
tools (manuals, guidelines, and best practice case studies) very similar, in essence,
to the Manuali Ina-Casa. This suggests that the Italian postwar experience was
influential from the point of view of project choices but, most of all, through the
tools used to control the complex machine.

An Urban Quality Project
Ina-Casa neighborhood, Rosta Nuova, Reggio Emilia
Architect: Enea Manfredini, Franco Albini, Franca Helg (1956)

The Rosta Nuova neighborhood, located near the city centre of Reggio Emilia,
was built with an eye on the creation of a compact urban core and a form reminis-
cent of the Italian city centers. The exclusive and enveloping form of the public
spaces favors the neighborhood effect and the presence of shops and facilities on
the ground floor, protected by arcades, enlivens the main street throughout the
day. The public place finds its expression in distinctive public forms such as the
square and the arcades and semipublic ones such as the parks behind the offices.
Even if in the course of years some changes have been made to the streets due to
the increased traffic, the cosy atmosphere of the place is maintained.
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Figure 1. Rosta Nuova neighborhood during the 1960s. It is possible to note how the lack of
traffic makes it possible to look at the area as it was in the project managers’ plans. (Fototeca
della Biblioteca Panizzi, Reggio Emilia)

Figure 2. The square, having a central position in respect to the planar development, is defined
by an urban curtain as it is in the tradition of the old city centres. (Fototeca della Biblioteca
Panizzi, Reggio Emilia)
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Figure 3-4. The presence of cars lowers the quality of the urban space yet the rate between
buildings and streets is still of great value. Photo by the author
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Tt

Figure 5. The green spaces become, during the years, a prestigious element for the neighbor-
hood. Photo by the author

The neighborhood represents a privileged experimental territory where society,
services and environmental qualities merge together in the project of Albini, Helg
and Manfredini.

The inhabitant’s pride in their “piece of the city” is living proof of the project’s ef-
ficacy. To give value to the Ina-Casa urban heritage in Reggio Emilia and to make
it even more “theirs,” both the municipality and the citizens have held events
which, over time, have confirmed the positive quality of the neighborhood.

Conclusion
This article wanted to highlight how the role of the patron, in the widest accepted

meaning of the word, can be played by a politician (or establishment) when, as
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was the case of the Minister Fanfani, the priority is to see Italy move beyond the
post-ward socio-cultural hardship through new jobs and new communities. Ev-
ery choice made during the implementation of the Plan was oriented towards the
welfare of the citizens. Political and personal revenge was repressed. Every piece
was managed in the best possible way thanks to a careful selection of key people.
The success confirms that personal responsibility, even in public environments,
is essential to the fulfillment of any goal. Today, 60 years after the first imple-
mentation of the Ina-Casa plan, most neighborhoods are still characterized by a
spatial and architectonical quality as good as, if not better, what was produced in
the ensuing decades. The way people shared and made places their own confirms
the project quality. The plan contributed not just by providing a large number
of buildings to the Italian Estate Heritage but also by realizing an idea of a city
founded on social sharing and convenience.
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NOTES

1. Mezzogiorno d’Italia covers the southernmost geographical, economic and social territory of
Italy, in particular: Abruzzo, Molise, Campania, Basilicata, Puglia, Calabria and Sicilia.

2. FSA, Farm Security Agency was established in 1933 in order to promote the reform and
modernization of the agriculture during the Great Depression. The best writers and photogra-
phers of that time documented that period such asWalker Evans, Dorothea Lange and the writer
James Agee.

3. Amintore Fanfani (1908-1999) graduated in Economics and Commerce at Universita Cat-
tolica di Milano and trained in a catholic and cultural background with Dossetti and La Pira. In
the postwar era he was one of the founders of the Democrazia Cristiana Party.

4. In 1941 Bottoni brought forward a bill which linked houses to welfare services turning the
state to collective choices related to housing.

5. Miniati had already proposed a body in charge of the building of residential houses in 1939
during the Fascism.

6.From 1950 to 1962 the Piano Ina-Casa employed 40.000 people a year, which was 10% of the
working days on the national territory.

7. “Le mani sulla citta” directed by Francesco Rosi (1963), is a denunciation of the corruption
and the property speculation in Italy in the 1960s.

8. Over 30% of the 17.000 Italian professionals (engineers, architects) worked on the projects.

9. Bottini (Bottini, 2002, 63-76) confirms how, among the social aims of the Plan, literacy was
highly considered.

10. Jan Gehl theorizes how it is possible to find out direct relationships between the physical
shape of houses and life quality in the public space defined by the buildings themselves.
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ATATURK BULVARI’NDA BiR DONUSUM HiKAYESI:
‘LALE SITESI”!

Hilal Ayc1

Transformation Story of a Building on the Atatiirk Boulevard: The Lale Complex

This paper attempts to find out the position of the Lale Complex (known as ‘Akiin Building’)
in the context of the Atatiirk Boulevard as Ankara’s main public axis. In addition to this, the
context of the Emek Company which built the Lale Complex, the changes of the building, and
finally the context of daily life of Ankara will be examined by the study. The project of the Lale
Complex will be analyzed using the primary sources such as archival, documents and peoples’
memories on this building. The building was influential in moving the social spaces of Ankara
towards Kavaklidere. The birth of the Tunali Hilmi Avenue as a social space of Ankara seems to
coincide with the Lale Complex’s existence in Kavaklidere. Together with other tall buildings,
it has an important role on giving an identity to the city of Ankara. As there are not many refer-
ences to the building in architectural history, it seems to be important to document the building
as particularly framed by the relationship with the Emek Company and the identity it gives to
the city of Ankara.

Keywords: Emek Company, Atatiirk Boulevard, Akiin-Sinasi Stages, Memory, Identity.
Anahtar Kelimeler: Emek Insaat, Atatiirk Bulvari, Akiin-Sinasi Sahneleri, Bellek, Kimlik.

Giris

Ankara’nin bir¢ok noktasindan algilanan, bu bakimdan kente, bulundugu konum
itibari ile kimlik katan ‘Lale Sitesi’?, barindirdig1 sosyal mekanlari ile kentin bel-
leginde dnemli yer tutar. Insa edildigi 1970°1i yillarda bulvarin gelisimine y&n
veren bir yap1 olmus, bulvarda diger yliksek yapilarla birlikte bu gelisime 6n-
cliliik etmistir. Bu sebeple ¢aligma, Lale Sitesi’nin mimarlik tarihindeki yerini
netlestirmenin ve tasarlandigi donemden giiniimiize dek gecirdigi doniisiimleri
ele almanin 6nemi iizerine temellenir. Yapmin Emek Insaat tarafindan yaptiril-
mast ise 1950’lerin Tiirkiye mimarliginda 6nemli yapilar insa eden Emek Insaat
baglamini da tartisma olanag saglamasi acisindan 6nemlidir. Emek Ingaat Lale
Sitesi’nin yiiksek blogunu hala ofisi olarak kullanmaktadir. Bu ¢alisma, insa edil-
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digi zamandan giiniimiize tagidigi mekanlar1 ve hafizalara kazidigi anlari ile Lale
Sitesi’ni tartismay1 hedeflemektedir.

Emek insaat

1950’ler Tiirkiye’de tek parti doneminin siyasal etkisinin kalktig1, politik elestirel
bakis yerine, sikdyetlerin genelde yapi iiretimi lizerine yogunlastigi bir donem-
dir. 1950’lerin Tiirkiye mimarligina getirdigi en dnemli degisiklik 6zel sektdriin
devreye girmesidir. Bu donemden 6nce Tiirkiye’de 6zel mimarlik biirosu sayisi
sinirlidir. Ornegin Sekip Akalin, Ankara Gari’m1 Bayindirlik Bakanligi’nda cali-
san bir mimarken tamamlar. 1950°ler ise Tekeli-Sisa gibi ortakliklarin kurulmaya
baslandig yillar olarak 6nemli bir doneme isaret eder. (Tanyeli, 1998, 238) Lale
Sitesi’ni tasarlayan mimarlar ise, tipki 1950 dncesi donemdeki gibi, ofisleri olma-
yan, Emekli Sandig1 biinyesinde ¢aligan mimarlardir.

fkinci Diinya Savasi sonrasinda ekonomi diinyada oldugu gibi Tiirkiye’de de s1-
kintilidir. Akdeniz {ilkelerinin ¢ogu savas sonrasinda turizmin énemini anlamig
ve turizm endiistrilerini kurmuslardir. Tiirkiye’de de turizmin énemi bu donemde
anlasilmistir. O yillarda Istanbul’da turistlere hitap eden tek yapr Park Otel’dir.
Istanbul’a ziyaretlerin artmasi otel ihtiyacin1 da beraberinde getirmistir. (Anon.,
Basarmin Tarihgesi, 2008, 18) Bu donemde 6zel sektdr ise biiyiik projeleri gercek-
lestirecek yeterlilikte degildir. Disislerinde geng bir diplomat, Fatin Riistii Zorlu
bir Amerika ziyaretinde Conrad Hilton’un oglu ile tamsir ve onu Istanbul’da otel
inga etmesi i¢in ikna eder. Proje uluslararasi oldugu i¢in Dyckerhoff ve Widmann,
Julies Berger ve Emekli Sandigi’na ihale edilir ve otelin her bir kat1 14 giin gibi
kisa bir siirede bitirilir. 1949 yilinda kurulan Emekli Sandigi’nin fonlarinin bu
projede kullanilmasi bir tesadiiftiir. Hilton Otelinin basarisi, Emekli Sandigi’nin
bu tiir girisimlerini cesaretlendirmis, daha sonrasinda Paul Bonatz’a Biiyiik Efes
Otelinin projesi hazirlatilmistir. Bu projeler ise daha sonra Emekli Sandiginin in-
saat yaptiracagi bir sirket kurmasini gerektirmistir. (Anon., Basarinin Tarihgesi,
2008, 19-20) Bu sirket, Lale Sitesi’ni ve bircok baska 6nemli yapiy1 insa eden
Emek Insaattir.

1950’lerin devletci politikasi, yap1 sektoriinde kamu kuruluslarini isveren duru-
muna getirirken, Emek Insaat1 bu igverenlerin tek yapr iireten firmas: konumuna
tasimistir. Emek Insaat, kamu kuruluslari araciligiyla aldig1 islerle Tiirkiye mi-
marlig1 i¢in déniim noktas1 kabul edilen bircok yap1 insa etmistir. Ankara’daki
Ulus Isham, Emek Ishani, Biiyiik Ankara Oteli, Tiirk Kizilay1 Ankara Rant Te-
sisleri, Stad Oteli, TUBITAK binasi, TBMM Halkla iliskiler binasi, Lale Sitesi,
[zmir’deki Biiyiik Efes Oteli, Bursa’daki Celik Palas Oteli, Istanbul’daki Hilton
Oteli, Emek Insaat’m 6nemli projelerindendir. (Anon., Basarinin Tarihgesi, 2008)
2003 yilinda Kamu Thale Kanunu’nda yapilan degisiklik ile kamu kurumlarinin
isveren sifati ile direkt Emek Insaata is verme olanag1 ortadan kalkmis, diger in-
saat sirketlerinin de ihaleye katilabilecegi bir ortam olusmustur. *
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Lale Sitesi, onemini Lorcher Plani’ndan Yiicel-Uybadin Plani’na kadar, kentin
en dnemli omurgasi olarak var olan Atatiirk Bulvari {izerindeki konumundan alir.
Jansen Plani’nda ise, su an Lale Sitesi’nin bulundugu alan, bahgeli evlerden olus-
maktadir. Emekli Sandig1 arsivinde yer alan ilk tapuda da arsa, bahgeli ev parse-
lidir. Yiicel-Uybadin Plani, Kavaklidere i¢in bir doniim noktast olmus; diinyadaki
kapitalist gelisme ve ‘yik-yap’ yonteminin de etkisi ile neredeyse kentteki ¢ogu
bina yikilmis ve yeniden insa edilmistir. Ozellikle su an Kizilay ve Kavaklidere’de
yer alan binalarin cogu bu siirecin sonucudur. (Baykan, 2006, 67-68)

Emek Insaat’in 6zellikle Ankara’da gerceklestirdigi yapilar, kentin belleginde
onemli yer tutan yapilardir. Bu yiiksek yapi grubu, Atatiirk Bulvari’na simge-
sel baslangig sayilabilecek, Emek Insaat tarafindan yaptirilan Ulus Is Merkezi ile
baslar. 1960 yilinda Bolak, Belek ve Bozkurt tarafindan tasarlanan ve Ankara’nin
ilk ticari yapist olarak da tanimlanan Ulus Is Merkezi avlulari, ofis blogu ve alis-
veris mekanlarmi barmdirir. (Erkan, 2009, 4) Ulus Is Merkezi, oniinde bulunan
meydant ile Ulus’un merkezi ve sembolii konumundadir. Ayrica Ulus’taki ticari
hayatin ve mimarligin devami i¢in 6rnek olmustur.

Bulvar iizerinde kuzey yoniinde devam edildiginde Kizilay Meydani’nda
Tiirkiye’nin ilk gokdeleni olma &zelligine de sahip olan ‘Emek Ishani’ yer alur.
1956 yilinda Tokay ve Tayman tarafindan tasarlanmis ve Emek Ingaat tarafin-
dan yaptirilmistir. Emek isham da bulundurdugu ticari ve sosyal mekanlari ile
Ankara’nin sembolii olurken Kizilay Meydani’ni da sekillendirmigtir. Bulvar
iizerinde sirasi ile devam edildiginde Saugey tarafindan 1965 yilinda tasarlanan
Biiylik Ankara Otelinin ise briitalist cephesi ve prizmatik plani (Tapan, 1984, 113)
ile Bulvar’daki yeni yiizlerden biri oldugu goriiliir. Bilylik Ankara Oteli de Emek
Insaat tarafindan yaptirilan bir yapidir. Boke ve Aydin tarafindan 1975’te tasar-
lanan Is Bankasi, serbest plana sahip ofis blogu olma 6zelligini gdstermektedir.
Is Bankasinin kars1 parselinde yer alan Sanayi ve Ticaret Odas1 ise 2008 yilinda
tasarlanmistir ve bugiiniin ¢agdas yiiziinii simgelemektedir. Bulvar iizerindeki di-
ger iki yiiksek yap1 olan TUBITAK Binasi ve Lale Sitesi, Sevki Vanl tarafindan
Ankara’nin sosyal, ticari ve rasyonel yiizlinli yansitan kule yapilar arasinda de-
gerlendirilmistir. (Vanli, 2007, 205-244) Her iki yap1 da Emek Insaat tarafindan
inga edilmistir.

Lale Sitesi

Emek Ingaat bu kadar 6nemli yapilarm insasindan sonra kendisine ait bir ofis
binasina ihtiya¢ duyar. Aslinda yap1 giindelik kullaniminda daha ¢ok Akiin yapisi
olarak bilinir ve Ankara siluetinde zihinlerde biraktigi agik mavi rengi ile hatirla-
nir. Fakat Emekli Sandig1 arsivlerinde ad1 ‘Lale Sitesi’ olarak yer alir. Bulvari son-
landiran yiiksek yapinin, eski Akiin Sinemasi, Sinasi Sahnesi, Atatlirk Bulvari’ni
Tunus’a baglayan yap1, Emek Insaat’in ofis binasi, Yeni Akiin Sahnesi gibi farkli
sekillerde tanimina da rastlanilir (Resim 1). Giindelik hayatta bu kadar ¢esitli ta-
nimlanabilen yap1, Akiin Sinemasinin 2002 yilinda Akiin Sahnesi’ne dontistiiriil-
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Resim 1. Lale Sitesi (Emek Insaat Arsivi)
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Resim 2. Lale Sinemas1 Tunus Cephesi (Emekli Sandig1 Arsivi).

mesinin diginda mimarlik literatiiriiniin ilgi alanina ¢ok fazla girmemis, arsivle-
rinde yer tutmamistir. Bu nedenle Ankara’ya kimlik katan yiiksek yapilardan biri
olan Lale Sitesi’nin mimarlik tarihinin belleginde yer verilmesi 6nemlidir.

Emekli Sandig arsivlerinde ilk olarak 1968 yilinda Lale Sinemasi ve Tiyatro In-
saat1 ¢izimleri yer alir (Resim 2). Bu da Lale Sitesi’nin isminin nereden kay-
naklandigim ortaya ¢ikarmaktadir. Insaatin o tarihte santiye sefligini yapan Nafiz
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Resim 3. Lale Sinemas: Yiiksek Blok Insaati (Emekli Sandig1 Arsivi).

Erkal, ilk 6nce algak sinema ve tiyatro blogunun insa edildigini belirtir.* 1970’lere
ait resimlere bakildiginda da yalnizca algak sinema ve tiyatro blogu goriilmekte-
dir (Resim 3). Ulus gazetesinin 13.09.1975 tarihli baskisinda Ankara Lale Sine-
masinda ‘Korkung Firar’ filmi gosterimdedir (Ulus gazetesi arsivi, 1975). Tam
olarak bilinmeyen bir tarihte sinema el degistirir ve sahipleri irfan Unal ve Recai
Akcaoglu’nun soyadlarinin son iki hecesinin birlesimi olan, Akiin ismini alir. 3
Emekli Sandig arsivlerinden elde edilen 1975 tarihli resimden de anlasilacagi
gibi, yapmin komsu parsellerinde o tarihte konut yapilar: bulunmaktadir. Heniiz
bulvar’daki biiyiik doniisiim bu tarihte yasanmamustir. Bulvar tam olarak sakin,
agaclarla cevrili, genis kaldirimlar1 olan konut dokusuna sahiptir. Bu baglamda,
Lale Sitesi ile, ticaretin ve sosyal hareketin Kizilay’dan, Ankara’nin kuzeyine ta-
sindig1 goriiliir.

Emekli Sandig1 arsivlerindeki ¢izimlerde iki mimar adma yer verilmistir. So-
rumlu mimar Adnan Unaran (1915-1985) Istanbul Mimarlar Odasia kayitlidur.
Yardime1 mimar olarak adi gegen Adnan Yiicel ile ilgili hi¢bir bilgiye ulasila-
mamistir. Emekli Sandig1 mimarlarindan Hikmet Biiyiiktagkin, Adnan Unaran’in
Istanbul’da vefat ettigini ve Emek Ingaat biinyesinde baska projelerde de ¢alisti-
gin1 belirtir. Prensipli bir mimardi diye de Unaran’1 6zetler®.

Lale Sitesi igerdigi ¢ok fonksiyonlu yapist ile oldukg¢a karmasik bir yapidir. Bu-

115



Hilal Ayct

Resim 4. Akiin Sahnesi (Hilal Ayc1, Nisan. 2009)
Resim 5. Akiin Sinemasi (Gokhan Yolcu, 2002)

Resim 6. Akiin Sahnesi (Hilal Ayci, 2009)

Resim 7. Akiin Sinemasi1 (Gokhan Yolcu, 2002)

lundugu parsel itibari ile iki girigi ve iki ana cephesi vardir. Bulvar iizerindeki
girisin yani sira ve nispeten ikinci giris olarak kalan Tunus Caddesi girisi de kendi
igerisinde ana giris karakterine sahiptir. Tunus Caddesi’nde, Sinasi Sahnesi girisi,
binanin garaj girisi ve Emek Insaat calisanlarina ait yemek salonunun girisi bu-
lunmaktadir. Atatlirk Bulvari iizerinde ise Akiin Sahnesinin girisi, Varan otobiis
firmasimin satis ofisi, Sosyal Giivenlik Kurumu Cagr1 Merkezi girisi ve yliksek
blok olan Emek Insaat calisanlarmin girisi yer almaktadir.

Insa edildigi giinden 2002 tarihine kadar sinema olarak kullanilan yapi, bu tarihte
Ozgiir Ecevit tarafindan tiyatroya doniistiiriilmiistiir. Ozgiir Ecevit bu déniisiimii
i¢ mekanin yeniden iiretilmesi olarak tanimlar. Bu haliyle, yapilanin restorasyon
olmadigim ekler. Yapinin disina ve belleklerdeki yerine dokunmadan i¢ mekanda
istenilenin yapilabilecegini de sdzlerine ekler. Iki katli sinema salonu yatayda iki-
ye boliinerek iistte kalan par¢anin koltuk sayisi arttirilmis ve tiyatro salonuna do-
niigtiirilmistiir. Altta kalan kisimda ise teknik hacimler ve vestiyer hacmi yer al-
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Resim 8. Akiin Sahnesi Cemil Erem’e ait eser (Hilal Ayci, 2009).

mustir. Salon, sinema salonundan koltuk sayisinin ve sahnenin yerinin degisebilir
oldugu, tam anlamiyla bir tiyatroya doniistiiriilmiistiir. Ecevit, Lale Sitesi’nin plan
diizleminde oldukga iyi igler bir yap1 oldugunu, fakat Bulvar {izerinde yer alan
yiiksek yapilar arasinda en az profesyonel olan oldugunu da sézlerine eklemistir. 7

Akiin Sinemasi’ndan Akiin Sahnesi’ne doniisiimdeki degisimler su sekilde si-
ralanir: Fuayenin {ist ddsemesinde bulunan ahsap elemanlar, akustik amaglarla
al¢1 paneller ile degistirilmistir. Aydinlatma elemanlar1 da bu degisim siirecinden
etkilenmistir. Giris holiinde yer alan ahsap bilet gisesi daha ¢cagdas bir yiize do-
niigmiis, cam bilet gisesi halini almistir (Resim 4-5). Zeminde kullanilan Elazig
tast muhafaza edilirken, biitiin ahgap merdiven korkuluklar1 metal elemanlarla de-
gistirilmistir (Resim 6-7). Ozgiir Ecevit merdiven basamaklarini metal tasiyici ile
desteklemistir. Salonda bulunan koltuklarin tasiyici ahsap kisimlar1 aynmi sekilde
korunurken oturulan kumas kisimlari yenilenmistir. Fuaye duvarlarinda yer alan
dogal tas ise temizleme isleminden sonra orijinal haliyle kullanilmistir. 1970°ler-
deki yapilarin karakteristik 6zelligi olan i¢ mekanda, 6zellikle duvarlarda, sanat
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eseri bulundurma 6zelligini bu yap1 da tasimaktadir. Akiin Sinemasi’nda, 1972
tarihli Cemil Eren’e ait, duvarda yer alan boyama ve diger sanat eserleri de ko-
runmustur (Resim 8). Lale Sitesi’nin yliksek ofis blogu ise kapali ofis odalarindan
olusan plan semasina sahiptir. Diger yandan Sinasi Sahnesinde giris kapisindaki
gergeve gibi detaylarin diginda, i¢c mekan tamamiyla korunmustur. Sinasi Sahne-
sinin i¢ mekaninda da 1973 tarihli Hamiye’ye ait sanat eserleri yer almaktadir.

Ankara’nin sosyal hayatinin dogusunu anlamak icin kentin ilklerine bakilacak
olursa, ilk gazetenin 1874 yilinda (Ankara Gazetesi) yayimlandig, ilk miizik kon-
serinin 1924 yilinda verildigi, ilk radyo programinin 1938 yilinda gergeklestigi,
ilk tiyatro binasinin 1947 yilinda kuruldugu (Kii¢iik Tiyatro) goriiliir. (Akgiin,
1996, 441-442) Ankara’da sinemalar ise 1928-50 yillar1 arasinda goriilmeye bas-
lanmigtir. Bu zaman diliminde Biiyiik Sinema, Tashan’in yaninda Yeni Sinema,
Riizgarli Sokak’ta Kuliip Sinemasi, Anafartalar Caddesi’nde Sus Sinemasi, De-
nizciler Caddesi’nde Siimer Sinemalar1 vardir. 1960°1ara gelindiginde ise sinema-
lar kentin ¢esitli yerlerinde artmaya baslamistir. Atatiirk Bulvari’nin ilk sinemasi
su an Soysal Carsisi’nin yer aldigi Ulus Sinemasi’dir. Maltepe’de Gdlbast Sine-
masi, Digkap1’da Nur Sinemasi, Bahgelievler’de ise Ar1 Sinemasi vardir. 1960’la-
rin sonunda Ankara’da 50 sinema vardir. (Senyapili, 2006, 310-357)

1970’lerde ise Ankara’nin sosyal hayati Kizilay’dan Kavaklidere’ye akmaya
baslamistir. Bunda Akiin Sinemasi’nin da etkisi vardir. Dinger, Akiin Sinema-
sina Ankara’nin farkli bolgelerinden insanlarin geldigini belirtir. (Dinger, 2009,
27) Akiin Sinemas1 1970’lerde Ankara’nin en prestijli sinemasidir. Ozgiir Ecevit
1970’lerde Akiin Sinemasinin girisinin hemen yaninda, su an Varan’in oldugu
alanda, sinemanin pastanesinin oldugunu anlatir. Filmden sonra insanlar bu pasta-
nede otururlar. Oyle ki, pastanenin sandalyeleri bulvara tasar, bulvarda oturulur.?
Lale Sitesi’nin 1970’lerdeki bir bagka iinlii mekani, Akiin Sinemasi’nin iist katin-
da yer alan, su an Sosyal Giivenlik Kurumunun iletisim merkezinin bulundugu
yerdeki gece kuliibiidiir. Buraya Ankara’nin st sinifi eglenceye gelir. Bahsedilen
sosyal hayatin yasandig1 yillarda heniiz Tunali Hilmi su anki sosyal roliini kazan-
mamustir. Denilebilir ki Lale Sitesi, sahip oldugu sosyal ve kiiltiirel mekanlari ile
hareketin Ulus’tan ve Kizilay’dan Kavaklidere’ye akmasinda dnciiliik etmistir.

Lale Sitest, yiiksek yap1 karakteri ile kentin kimliginde ve belleginde yer edinmis-
tir. Sosyal ve kiiltiirel mekanlar ile 1970’lerde Ankara ve Kavaklidere’de dncii rol
istlenmis ve bu mekanlar giinlimiize de tasiyarak kentin yasaminda yer tutmay1
basarmustir.
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NOTLAR

1. Bu calisma yazar tarafindan, 2008-2009 bahar déneminde, ODTU Mimarlik Tarihi Lisansiis-
tii Programi ¢ergevesinde Dog. Dr. Elvan Altan Ergut tarafindan yiiriitiilen, “AH 544 Mimarlik
Tarihi Aragtirma Stiidyosu: Ankara 1950-80” isimli lisansiistii dersinde hazirlanan final metni
dogrultusunda yazilmistir.

2. Lale Sitesi (1975), giiniimiizde halk arasinda Akiin Sahnesi olarak bilinen ve ayn1 zamanda
Sosyal Giivenlik Kurumu, Emek Insaat tarafindan kullanilan ve Tunus Caddesi tarafindan Dev-
let Tiyatrolar1 biinyesinde Sinasi Sahnesi olarak da bilinen yap1 kompleksinin, binay1 yaptiran
Emek Insaat arsivindeki isimlendirilmesidir.

3. Emek Insaat’in 2004 Mayis-Agustos déneminde yénetim kurulu bagkanhigini yapmis Ahmet
Ayaz ile 2009 yilinda yapilan gériismeden almmustir.

4. 1970’lerde Lale Sitesi’nin santiye sefligini yapan Nafiz Erkal ile 2009 yilinda yapilan goriis-
meden alinmigtr.

5. Kavakliderem eski baskani Isa Capanoglu ile 2009 yilinda yapilan gériismeden alinmustir.

6. Emekli Sandig1 mimarlarindan Hikmet Biiyiiktaskin ile 2009°da yapilan gériismeden alin-
mistir.

7. Mimar Ozgiir Ecevit ile 2009 yilinda yapilan gériismeden almmustir.

8. Mimar Ozgiir Ecevit ile 2009 yilinda yapilan gériismeden almmustir.
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GENDERED EMPOWERMENT IN THE PAHLAVI COURT;
SHAHBANU FARAH’S PATRONAGE OF ARTS AND
ARCHITECTURE!'

Baharak Tabibi

Pehlevi Sarayinda Otorite; Sahbanu Farah’in Sanat ve Mimarhik Hamiligi?

Bu ¢alisma, Pehlevi dénemi iran’indaki politika ve cinsiyet kavramlarini, sanat ve mimarlik
baglaminda ele almistir. Bu donemin son yillarinda tahta gegme hakkini kazanan Sahbanu Fa-
rah Pehlevi’nin modern fran’in mimarlik ve sanat tarihi giindemini belirlemekteki rolii hamilik
¢ergevesinde incelenmistir.

Anahtar Kelimeler: Mimari Himaye, Kralice’nin Hamiligi, Sahbanu Farah Pehlevi, Cinsiyet
ve Mimarlik, Iran’in Yirminci Yiizy1l Modernizasyon Projesi.

Keywords: Architectural Patronage, Female Royal Patronage, Shahbanu Farah Pahlavi, Gen-
der and Architecture, Twentieth Century Modernization Project of Iran.

This study focuses on Shahbanu Farah’s role in Pahlavi Iran. As the only queen
crowned by His Imperial Majesty Mohammad Reza Shah Pahlavi, and with her
eventual appointment as the queen regent, Shahbanu attained a level of power and
authority unprecedented for a woman in the Pahlavi court. Although she played
no major political role during her reign, Shahbanu extensively patronized archi-
tecture and the arts. This study examines various relations between gender, au-
thority, art and architectural practices in an attempt to show how female royal
patronage shaped the cultural agenda of Iran during the second Pahlavi Monarchy.

Shahbanu Farah from student to Queen Regent of Iran

Were I not what I am today, I would wish to be an architect that is really where women
should have much to say. (Blanch, 1978: 45)

During the second year of her studies at Ecole Speciale d’ Architecture in Paris,
Farah Diba met His Imperial Majesty Mohammad Reza Shah Pahlavi, at an event
held at the Iranian Embassy. In 1959, “Architectural studies were abandoned for
more pressing affairs, [...] affairs of State” (Blanch, 1978: 50); her professional
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training was discontinued due to her marriage with the Shah, which nevertheless
expanded her authority (Sedghi, 2007: 167) as the queen regent of Iran a position
she held until the Iranian Revolution of 1979. The Empress claimed that architec-
ture was a “creation” and the “creation of a new country [and] new people” was
also “architecture on a very large line”. (Blanch, 1978: 45)

Empress Farah was the third wife of Mohammad Reza Shah. Married in 1951,
her power increased after she bore a successor to the throne in 1958. In 1967, the
Monarch declared the Empress the regent of their son Cyrus Reza Pahlavi, which
gave her a prominent role in the court polity. The Shah announced that “in the
event of my death and until the crown prince attains legal age; authority is to lie
with her majesty, the queen”. He declared: “orders may come from a woman [...]
but they are to be obeyed with no less respect”. (Alam, 1991: 334-5) Appointing
a queen regent to Iran, the Shah gave the Empress full authority in the power of
throne.

Empowering the Empress: the Private Secretariat of Shahbanu Farah
Pahlavi

Shahbanu was the title the Empress Farah assumed in all affairs in order to exer-
cise her power as the prospective regent. However, it was a continual commitment
to arts and architecture that lead Shahbanu to direct her queenly power toward
developing Iranian culture. During the last decade of her regency, Shahbanu be-
came the de facto director of the state’s cultural policies; and architecture became
an instrument in her political approach. She stated her aim to be “building for the
people. Not in terms of houses, but for a society”. (Ayad, 2010)

In the late 1960s, Shahbanu assumed the leadership of the Ministry of Culture and
Art and contributed to the construction of the Private Secretariat of Farah Pahlavi.
As a charitable institution primarily devoted to social welfare, the Secretariat be-
came the main center for social, artistic and cultural organizations and activities
at both national and international levels.

With the aid of an elite group of artists, architects, archeologists and city planners,
Shahbanu shaped her “immediate circle” (Blanch, 1978: 144) toward realizing a
new but a modern cultural identity (Reeves, 1986: 188) for her nation. The Sec-
retariat was active in various departments of fine-arts, architecture, history and
archeology that fulfilled her mission as a queen in the workings of Iranian politics.
For Shahbanu, there was no better way to modernize her nation than by promoting
arts and culture.

Shahbanu Farah’s Cultural Revolution

Inaugurating a series of cultural organizations at both national and international
levels, Shahbanu’s most prominent support of artistic events was her patronage of
the International Shiraz Arts Festival. (Kasra, 2000: 308) First mooted by Shah-
banu Farah as a part of her cultural program in 1967, the aim of the Festival as
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stated by the Empress was to start “a vigorous [...] cultural and artistic movement
in Iran”.*

Inaugurated in four main fields of music, dance, theater, and cinema, the Empress’
planned aim with the festival was to establish a Eurasian Art Center in Persepolis.
Never constructed, the project was envisaged as fostering artistic encounter and
cultural exchange between nations, (Pahlavi, 1976) a place where “the Orient and
the Occident can study each other”. (Warrack, 1969)

Active annually for more than a decade, the Shiraz Arts Festival engaged a va-
riety of cultures through the contribution of artists. Although Shahbanu’s idea
for bringing a “cultural revolution” (Pahlavi, 1978) was foiled by the Islamic
Revolution, she was nevertheless a pioneering female authority in cultivating the
contemporary performing arts and culture. The Empress’s role in constructing
and reformulating the history of modern arts during the 1970s was highlighted by
Robert Gluck:

[...] while the proposed art center never came to fruition, its development represents a
story that deserves to be more widely known. This story of cross-cultural exchange is
one among many rarely reported narratives without which the international history of
contemporary and electronic arts cannot be fully told. (Gluck, 2007: 20-28)

Architecture and Cultural Politics of the Shahbanu of Iran

In the twenty years of her marriage to the Shah, Shahbanu became the patron of a
great number of artistic, social, educational and cultural institutions and organiza-
tions, including non-governmental entities. Among her initiatives in the architec-
tural field, were the construction of museums and cultural centers in the capital
and in provinces.

During the reign of the Empress Farah, many Iranian artistic and cultural treasures
that found homes in foreign private collections were repatriated and installed in
the newly-founded national museums of Iran. Shahbanu’s endeavored, for ex-
ample to procure a wide-ranging collection of historic Iranian artifacts at the sale
of Amery Collection: sixty-three Chefs d’oeuvre of eighteenth and nineteenth
century Qajar paintings. “You must get them [Iranian artistic treasure] for us at
all costs”, she said, “They must not be dispersed. They must come back to Iran.”
(Blanch, 1978: 103) In her contribution, Shahbanu mentioned; “My country is
so rich culturally, I wanted to protect what we have historically for the people in
every way we could”. (Ayad, 2010: 40)

Actively involved in the establishment and in donating the collections which to
her was “the artistic capital of [the Iranian national] culture” (Ayad, 2010: 46),
Shahbanu initiated her patronage in the foundation of the Carpet Museum, the
Negarestan Museum for the works of the Qajar Dynasty, the Reza Abasi Museum
for pre-Islamic and Islamic works, the Khoramabad Museum with its collection of
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Luristan bronzes and the Abguineh Museum housing the pre-Islamic and Islamic
ceramics and glass wares. (Pahlavi, 2004: 251)

In addition to securing a wide range of collections of traditional Persian arts,
Shahbanu also presided over the establishment of the Tehran Museum of Contem-
porary Arts (TMCA), thus creating the largest collection of western modern art
in Iran. “Why couldn’t Iran have a museum for [contemporary] Iranian art?” the
Empress asked and indicated, “I thought we should, and include it with Western
art”. (Ayad, 2010: 47) TMCA, with a $3 billion budget, assembled the largest
collection of Western modern art outside Europe and the United States during the
late 1970s. Among the museum’s extensive holdings were works of Lichtenstein,
Warhol, Hockney, Blake, Hamilton, Giacometti, Bacon, Rothko, Wassily, Kan-
dinsky, Mir6 and Picasso.

Shahbanu’s active patronage extended to the preservation of neglected architec-
tural monuments and urban heritage. While Reza Shah’s urban reconstruction
program transformed the Islamic character of the capital city through demolishing
elements of Iranian architectural and cultural heritage, Shahbanu deemed Islamic
national treasures worthy of preservation. The responsibility of patronage was
directed to preserving and restoring those “badly neglected” Islamic edifices such
as Safavid and Qajar houses at Nain, the Safavid palace of Hasht Behesht (Eight
Paradises), the shrine of Pir-e Bakran, the old palace and garden of Bagh-e Eram,
Narenjestan and the Golestan Palace. (Blanch, 1978: 114-7) Up to 1973, Shah-
banu’s early intervention with Iran’s Department of Antiques protected about 600
building sites from demolition, and saw 300 of them undergo restoration. (Grigor,
2005: 495)

Among Shahbanu’s acts of royal patronage was the establishment of the Supreme
Council of Urban Development and Architecture, an institution for the prepara-
tion of development projects and master plans for the cities of the state. As a
former architecture student, Shahbanu shared an inspirational role in building a
modern country with the Shah. She emphasized: “[...] my part gives me a chance
to have much to say about our new buildings, city planning, hospitals, schools,
housing developments, and such”, and continued, “There are so many things I
want to see done-to see that our town planners understand”. (Blanch, 1978: 45)
With Shahbanu’s active contribution, the Council implemented 72 master plan
projects for the capital Tehran and provincial cities throughout the country before
the Revolution.

The idea of holding architectural events was part of the patronage agenda of the
Empress Farah as well. As the chair of the Society for Iran’s Architects, Shah-
banu was involved in organizing several national and international activities on
architecture. She says: “I did not and could not design any architectural project,
but I was involved in voicing my opinion and conferring with architects.” For
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Shahbanu, architectural conventions would have an enlightening effect for the
practitioners of modern architecture in Iran.

Under the patronage of the Empress, an international congress of architects every
four years and a national symposium each year in Iran were envisaged. During
the reign of Shahbanu Farah, Iran witnessed the inauguration of the Isfahan World
Architectural Conference titled The Interaction of Tradition and Technology in
1970, followed by Shiraz International Congress of Architects titled The Role
of Architecture and Urban Planning in Industrializing Countries in 1974 with
the participation of the world leading modern architects such as I. M. Pei, Peter
Blake, George Candilis, Louis Kahn, Paul Rodulph, Leonardo Benevolo, C. A.
Doxiadis, Jose Luis Sert, Hasan Fathy and Aptullah Kuran.

The conventions were influential in directing architectural practice by providing
guidance and investigating proposals for architectural advancement in Iran, creat-
ing an international platform for dialogue between the Iranian and foreign leading
architects and urbanists around the world. Shahbanu should be credited thus with
shaping and reformulating the twentieth century architectural discourse in Iran.

The Empress also launched the idea of organizing an architectural congress on
women architects in 1976. Dedicated to female practitioners of architecture, The
Crisis of Identity in Architecture was a unique convention in its type to discuss
women’s integration in the contemporary world of construction inside Iran and
abroad.

The Shah’s 1963 enfranchisement decree provided a framework for women’s
emancipation in various political, social and cultural areas through Family Pro-
tection Laws, the Penal Code, and Labor Legalization. (Sedghi, 2007: 151) As
the ‘ultimate model of Pahlavi woman’ in legitimating the Shah’s Revolution,
Shahbanu defined her part in the State’s gender reform program through fostering
women’s integration in all those fields she valued, especially art and architecture.
With invitations issued to female masters of architecture such as Alison Smith-
son, Denise Scott Brown and Anna Bofill, the congress provided an international
stage to explore the position of women in the architectural profession of the late
twentieth century.

Among Shahbanu’s ambitious patronage of architectural activities was the orga-
nization of an annual symposium in Iran. Gathering prominent Iranian architects,
the meetings provided a forum to discuss the problems of urban development and
environmental planning. After patronizing three of these annual symposia on Ira-
nian architecture, Shahbanu also inaugurated the first nation-wide organization on
architecture in the capital Tehran and provinces. As the institutor of the Architec-
tural Week, Shahbanu promoted research and education of different social classes
about architecture and Iran’s national and artistic heritage.
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Shahbanu’s patronage influenced a wide array of buildings throughout the coun-
try; however, it was the Private Library of Shahbanu Farah that most perfectly
reflected her artistic and cultural taste in both physical and conceptual terms. Lo-
cated at the east side of the Niavaran Palace, where the Pahlavi Royal family
lived until the Revolution, the Private Library was the only female-directed space
within the complex. Its architecture and decoration encoded Shahbanu’s avant-
garde approach. Housing an immense collection of the historic and contemporary
art works of Iran and the world in addition to its great quantity of art editions
and publications, the Library celebrated a new spatial formation of the palace. It
proclaimed the full integration of arts and architecture as her personal as well as
a state project.

Conclusion

During the early 1960s, in order to modernize his nation, the Shah of Iran promul-
gated a series of social, political and economic reforms that he called the ‘White
Revolution’. The Shah’s efforts to transform Iran towards westernization, how-
ever, could not be achieved “without making major strides toward a general rais-
ing of [...] social and cultural standards” (Lenczowski, 1978: 454) of the nation.

In the implementation of the Shah’s ‘Revolution’, and as a prospective regent,
Shahbanu Farah was assigned a substantial social and cultural role. According
to Zonis, the Empress’ contribution in the state’s social affairs made her an even
greater patron than the Shah (Zonis, 1991: 72) especially in those fields vital to the
cultural dynamics of the nation. For the Shah himself, Shahbanu was a crucial ally
in his political mission for modernization in the artistic and cultural levels; it has
been said that “She [Shahbanu] was alongside him in the Revolution, occasion-
ally even in the capacity of a solider of the Revolution” (Karanjia, 1977: 170) in
rebuilding the Iranian nation.

As a one-time architectural student, Shahbanu viewed architecture not only as a
tool in legitimating her political authority in state affairs, but also as a political
instrument in Pahlavi’s reform program. She believed that “Good Architecture
could not only avert a popular revolution from below, but also brings about a
successful elitist revolution from above. Such an achievement could finally ac-
culturate the nation”. (Grigor, 2005) Taking her part in the project of modernity
of Iran during the last decade of the Iranian Monarchy, Shahbanu offered Iran an
‘other’, a feminized form of modernity through the power of arts and architecture.
Patronizing a vast number of organizations and institutions in the fields of arts and
architecture, the ‘working Empress’ (Time, 1974) became a prominent figure in
shaping the history of modern Iran since under her crown as a regent she was an
architect as well.
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NOTES

1. This paper is written through the research paper prepared by the author for the final submis-
sion of “AH 601 Critical Review in Architectural History” by Prof. Dr. Belgin Turan Ozkaya
and Assoc. Prof. Dr. Elvan Altan Ergut in 1996 at Middle East Technical University, PhD Pro-
gram in Architectural History in Ankara. The author’s PhD dissertation is continued within the
same framework of female royal patronage in the Pahlavi Iran.

2. Bu calisma yazar tarafindan, 2006 yilinda ODTU Mimarhik Tarihi Doktora Programi cer-
cevesinde Prof. Dr. Belgin Turan Ozkaya ve Dog. Dr. Elvan Altan Ergut tarafindan yiiriit-
tilen, “AH 601 Critical Review in Architectural History” isimli derste hazirlanan final metni
dogrultusunda yazilmistir. Yazarin doktora tezi caligsmalart ayni konu kapsaminda devam
etmistir.

3. In the twenty years of her regency, Shahbanou was the patron to 12 artistic institutions and
about 26 educational, health, sports and cultural organizations, among which were the Farah
Pahlavi Society for Education & Health Improvement, Foundation for Protection of Women
and Babies, National Association for Protection of Children, Ramser Medical Congress, Na-
tional Society for Fighting Cancer, National Society for Protection of the Leprosy Affected
People, Society for the Skin Burt Injured, National Organization of Blood Transfusion, Iranian
Foundation for World Health, Children Medical Center, Organization for the Blind, Children
and Adolescent’s Center for Mental Education, Tehran Philharmonic Society, The Sport Fed-
eration for the Deaf and Dumb, Farah Pahlavi University, Organization for the Deaf, Pastor
Institute, Supreme Council of Health, Supreme Council of Scientific Researches, Social Coun-
cil of Social Welfare and Farah Pahlavi University in “Zan dar doran-e shahanshahi [Women
during Iranian Imperial],”” Ajang & Razni. P. 249. In the artistic and cultural field, she was the
patron of Farah’s Cultural Foundation, The Ministry of Culture and Arts, International Shiraz
Arts Festival, Festival of Culture and Arts, the Festival of Folk Culture, National Tus Festival,
Tehran International Film Festival, National Organization of Iranian Folklore, National Ira-
nian Radio and Television symphony orchestra, dramatic organizations and Farhangsara (Art
House). In the architectural field the patronage of the Supreme Council of Urban Development
and Architecture, Society for Iran’s Architects, Architects Awards Foundation, International
Congress of Architects in Isfahan and Shiraz, International Congress of Women Architects in
Ramsar, foundation of national museums such as the Museum of Contemporary Art, Carpet
Museum, Abghineh Museum, Negarestan Museum and the Reza Abbasi Museum, Isfahan Ba-
zaar project, establishment of City Theatre in Tehran and Preservation of the Iran’s artistic and
national heritage were under the political authority of the Empress.

4. Festivals International Status, cited by Shahbanu (1976).
5. Farah Pahlavi, 23 July 2008. From Farah Pahlavi. [Internet, e-mail to the author].

128



CAMILERDE ANLAM SORGULAMASI:
KRAL FAYSAL CAMIiSi ORNEGI!

Serap Durmus

The Question of Meaning in Mosque Architecture: Shah Faisal Mosque

The main objective of this study is to read/analyze mosque architecture through the concept de-
veloped by Derrida and philosophy of Deconstruction. The Shah Faisal Mosque, as a structure
in which traditional forms are recalled in a modern perspective, is a selected model to observe
the changes in typology and differences with reference to Derrida’s phenomenon of différance.
Breakthrough that the mosque created in history of architecture and its place in worship tradi-
tion will constitute the main problem area of the study in the matter of reading architecture with
the philosophy of deconstruction. In conclusion, this study aims to answer these questions:
Is the relationship between deconstruction and patronage important for architecture? Do the
political power and authority have a role for this condition? When patron changes, do the pos-
sibilities change? Should designers and architects be more free?

Keywords: Jacques Derrida, Philosophy of Deconstruction, History of Architecture, Shah
Faisal Mosque, Patronage.

Anahtar Kelimeler: Jacques Derrida, Dekonstriiksiyon Felsefesi, Mimarlik Tarihi, Kral Faysal
Cami, Himaye.

Giris

‘Zamanlar, Mekanlar ve Insanlar: Hamilik ve Mimarlik Tarihi’ sempozyumu kap-
saminda varligini ortaya koyan mimarlik tarihi, evrimsel yapis1 ile dinamik bir
stirectir. Clinkii ancak zaman-mekan-insan ti¢liisiinii bir arada barindiran bir tarih
anlayisi, geriye doniiliip sorgulanabilir bir olgu olarak karsimiza ¢ikabilir. Bu da
mimarlikta her donem miimkiin olmustur.

Bu calismanin amaci; cami mimarisi baglaminda mimarlik tarihinde 6nemli bir
kopma noktasi olan Kral Faysal Camisi’nin, dekonstriiksiyon felsefesi ile anlam
¢Oziimlerine imkan taninmasinin irdelenmesidir. Arastirma, dekonstriiksiyon fel-
sefesinin ortaya kondugu tarihlerden ¢ok daha dnceleri bile mimarlikta yarati-
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c1 bir yol oldugunu ispatlamay1 hedeflemektedir. Bu ¢alisma kanitlamayi, Kral
Faysal Camisi’nin yeniden okunmasiyla gerceklestirmekte; sozii gecen felsefenin
cami mimarisi 6zelinde uygulanabilecegini ve anlami ortaya ¢ikarabilecegini gos-
termektedir. Bdylece, mimarligin evrimsel siirecinde yaratict hamlelerin ortaya
konmasinda dekonstriikksiyonun zaten mevcut oldugunu savunmaktadir.

Bu kapsamda; anlam sorgulamasi konusunda, ortaya konuldugu yillarda cami
mimarisini modern bir anlayisla bir adim ileriye tasimis olan Kral Faysal Ca-
misi 6rnegi se¢ilmistir. Kubbe, mihrap, minber ve minare gibi mimari bilesenler
Faysal camisi 6rneginin yeniden okunmasinda énemli 6gelerdir. Yeniden okuma
kapsamli ¢alisma, 6ncelikle Islam mimarisine farkl1 bir diizeyde tartisma boyutu
kazandirarak, konuyu elestiriye agmay1 hedeflemektedir.

Mimaride elestiri tiirlii boyutlari ile ele alinabilir. Bunlardan biri, elestiri nesne-
sini kurdugu ¢esitli iligki sistemleri i¢inde ele almak olabilir. Bu iligkiler, nesne-
ortam, nesne-0zne, nesne-zaman ve nesne-yaratici iliskileri olabilir (Giir, 2004:
211-262). Mimari {iriinii veya objeyi kendi doneminin kosullarina gore inceleme
yaklasimi, mimarlik tarihinde yapilan sorgulamada objektif olan bi¢cimdir. Ancak
burada olusan farklilik, cami drneginin ortaya kondugu tarihlerde yarattigi etki ve
bicimsel kayginin, nasil bir sorgulama stratejisinden tiiredigini ¢6zme denemesi
olarak distiniilmelidir.

Derrida’nin dekonstriiksiyon kuramu, felsefi ve degismez olduguna inanilan sdy-
lemlerin yerinden edilmesi ile baglamistir. Kendinden 6nceki filozoflar1 ve go-
riislerini sorgulayan, hi¢ diisliniilmedik anlamlari ile farkli1 baglamlara oturtan
Derrida yaklasimi, acaba cami mimarisi 6zelinde de ele aliabilir mi? Derrida’nin
fark yaratma sdylemi olarak ele aldif1 différance, yaraticiliga olanak taniyarak
“neden olmasi” sorusunu tiim disiplinlerde oldugu gibi mimarlikta da giindeme
getirmistir.

Différance kavrami yaninda Derrida’nin kullandig1 hiyerarsinin tersine ¢evrilme-
si, marjin/merkez, i¢/dis, varlik/yokluk, gosteren/gosterilen, aradalik, tekrar ve
anlam gibi kavram ciftleri ve alt bagliklar; sorgulamalarinda anahtar kelimeler
olarak isler. Boylelikle yeni bir kurgu olusturmaya ¢aligirken, objenin degisikligi-
ni ve farkini bu kavramlarin anlamsal ve yorumsal ¢ergevesine oturtur.

Yukarida 6zetlenen bilgiler 15181nda, Kral Faysal Camisi’nin kubbe, kible duvari
ve mihrap, minber, minare alt bagliklar altinda nasil sorgulandigina deginilecek-
tir. Ancak Oncelikle tasarim siirecinde, nesne ve iliskileri konusunda 6nemli oldu-
gunu diisiindiglim ‘patronaj’ kavrami ve mimarlik arasindaki iliskiye deginmek
yararl olacaktir.

PATRONAJ VE MiIMARLIK

Latince patronatus kelimesinden tiiretilen patronaj kavrami; bir destek, imtiyaz
veya cesaretlendirme olarak tanimlanmaktadir. (URL-1, 2009) Sanat tarihinde
sanatin patronaji, miizisyenleri, ressamlar1 ve heykeltiraglart temin eden yone-
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ticileri desteklemeye isaret eder. (URL-1, 2009). Devlet-sanat iliskisi birlikteligi
acisindan karsilikli memnuniyeti esas alan patronaj (hamilik), kelime itibariyle
“y&netim, gdzetim, koruyuculuk” anlamlarma da gelebilir. (Isen-Durmus, 2006)

Patronaj kelimesinin igerisinde barindirdig: alt kavramlar, mimarlikta anlam ve
patronaj iliskisi kapsaminda irdelenebilir. Bir kullanici grubun gdzetiminde ve
uygulayicinin yonetiminde sekillenen mimari {iriin, i¢erisinde ¢esitlilik barindirir.
Dolayisiyla mimarlik, kullanictya ¢esitlilik saglar; kimlik, imge, temsil, bellek ve
anlam gibi konulara 1s1k tutar. Gorsel, simgesel ve manevi yonden birlestirici bir
etki olusturan cami mimarisi, bu anlamda mimarlikta 6nemli alt basliklardandir.

Osmanli donemi yap1 mimarisinde patronaj iliskileri iktidarin en 6nemli giindem
maddeleri arasindaydi. Oncelikle ve 6zellikle dini yapt mimarisinde (cami mi-
marisi) egemen olan patronaj, donemin ve devrin olanaklarinin en st seviyede
kullanilmasiyla mimariyi sekillendirmistir. Patronlarin tavirlart ve tesvik edici
yaklagimlar1 sayesinde 6zellikle Osmanli klasik doneminde birgok eser meydana
getirilmistir. Ornegin Mimar Sinan, devrinin siyasi, ekonomik ve sosyal giiciinii
arkasina alarak gorkemli yapilara imza atmistir.

Tarihsel siireci boyunca geleneksel patronaj iliskileriyle sekillenmis mimarlik
pratigi, modern mimarlik ideolojisi ile esasinda yeni ve daha profesyonel bir tani-
ma kavusturulmustur. (Batuman, 2006: 25-32) Bu anlamda yeniden ele alinmaya
calisilan dini yap1 mimarisinde de ¢esitli arayiglara gidilmistir. Bu arayislardan
bazilari fikir projesi olarak kalirken bazilar1 da daha sonraki tarihlerde yeni fikir-
lere 151k tutacak olmalar1 agisindan 6nemli bir cami mimarisi literatiirii de olus-
turmuslardir.?

Modernizmin belirledigi bigimsel dil; ilericilik gibi mesajlarla 6zdeslesen form
yaratimlari ile oOrtiisiiyordu. (Bozdogan, 2002) Dolayisiyla cami bigimi iizerine
yapilan tartigmalar; modern ya da geleneksel formlarin se¢imi gibi kararlari, bu
sebeple de siyasi bir egilim mesajini da etkilemekteydi. (Balamir, 2003) Rasyo-
nel ve islevsel formlari ile modern mimari bigimlerin yayginlagmasi, mimarlarin
estetik tercihleri ile de ortiisiiyordu. (Bozdogan, 2002) Ornegin bigim kaynakli
yenilikler, Vedat Dalokay’in Ankara Kocatepe Camisi projesi 6rneginde oldugu
gibi, anitsal olarak da ortaya ¢ikmaktaydi. (Balamir, 2003)

Ozetle bu galigma kapsaminda Kral Faysal Camisi’nin patronaj kavrami ile olan
iliskisi, caminin kimlik, imge, temsil gibi 6zellikleri ile ortiistiiriillmeye ¢alisilmis-
tir. Kral Faysal camisi 6rneginde ele alinan gercevesi ile patronaj su ¢agrisimlarda
bulunabilir:

* Dini mimaride kimlik kaygist

» Cami imgesinin temsili

* Farkli bigimsel arayislar

* (Cag1 yakalama / Cagin ruhu (Zeitgeist)
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Ozelligi geregi Islam dini, simgesel/temsili bir dil veya mimari yaklasim tarzi on-
gérmemistir. Ancak cami mimarisi anit degeri, tarihi boyunca bir merkez olustur-
ma niteligi ve kimligi/toplumsal bellek olma 6zelligi ile farkli baglamlara oturtul-
mugtur. (Glizer, 2009: 21-3) Bu 6zellikler kiiltiirel farkliliklardan kaynakli olarak
sekillenmis, adeta yapay bir yapi tipolojisinin yerlesmesine sebebiyet vermistir.
(Gtizer, 2009: 21-3)

Kubbe, minare gibi bi¢cim temsilcisi elemanlar, dinsel ¢agrisim yapan imgeler ara-
sina yerleserek ideolojik/imgesel alanin disinda, gelenekselde kullanicinin anlam
tiretme mekanizmalari olarak islev gérmeye baglamistir.? Ciinkii cami, toplumsal
olarak kavranan ve dini ¢agrisimlarin iretildigi, boylece davranigsal birimlerin
yoneldigi sey olma ozellikleri arasindaki diyalektigin bir {irtinii olarak degerlen-
dirilebilir. Tim geleneksel kanonlara ragmen cami; yapilanan ve iiretilen veya
dondiistiiriilerek kullanilan bir mekan olarak ele alinabilir. Bahsedilen bu siireg ise,
belirli tarihsel kosullar altinda ger¢ekleserek kuramsal bir kavrayisi da ifade eder.
(Alkan, 2009: 7-35)

Tiim ideolojilerde oldugu gibi mimarlikta da, tarih-ge¢mis-gelecek konusu arasin-
da giiclii bir iliski vardir. (Kayin, 2007: 77-81) Ancak bu iliski, kapsam/yontem/
oncelik konularinda farklilasarak mimari alt basliklara ayrilabilir. Ozellikle cami,
“mimarlik tarihi ve mimari elestiri igerisinde 6zel ve ayricalikli bir alt kategori”
olarak degerlendirilmelidir. (Gtizer, 2009: 21)

Yaratilan tipoloji, modern mimarlikta ¢cagdas denemelere de engel olusturabilecek
boyutlarda 6ncelikler ortaya koymaktadir. Bu denenle Dalokay’in Ankara Ko-
catepe Camisi drneginden sonra, uygulamasi gergeklestirilen Pakistan’daki Kral
Faysal Camisi, diizgiin geometrisi ve farkli bir 6rtii denemesi olarak ele alinan
kubbe bi¢imi ile cami mimarisinde adeta bir kirilma noktasi1 yaratarak donim
noktasi olmustur. (Durmus, 2009)

1969 yilinda, Pakistan’m bagkenti Islamabad igin 6nerilen cami projesi kapsamin-
da, Vedat Dalokay’in projesi birinci 6diile layik goriilmiistiir. (Kortan, 1997, 76-
79) Tasarim asamasinda cami i¢in segilen alan, kentte bir odak noktasi yaratmak,
kent panaromasia hakim olmak ve yapimin goriinebilirligini saglamak amagla-
riyla secilmigtir. (Senyapili, 1969: 29-32; Naz, 2005: 51-77). Kiitle kurgusunda;
kare bir plani temel alan ibadet mekani, dort beton tasiyici ile desteklenerek sekiz
yiizlil liggen piramidal bir beton kabukla ortiilmiistiir. Kubbe 90 metre agiklik-
tadir ve 90 metre yiiksekliginde dort adet minare ile ¢evrilidir. Mimar i¢ mekan
kurgusunda, net bir mekan yaratma gayesi ile sadelikten yana olmustur. (Senya-
pil1, 1969) Kral Faysal Camisi tasarlanirken, gegmis cami drnekleri goz oniinde
bulundurularak, adeta bir sentez yoluyla bi¢imler modernize edilmistir. Caminin
tasarim ve uygulama siireci, hatta sonrasinda yarattigi tartismalar, asagidaki dort
iligski ¢ercevesinde daha kolay yorumlanabilir.
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Resim 1. http://en.wikipedia.org/wiki/
File:051103-NLDF-81590-012.jpg

NESNE-ORTAM ILiSKIiLERIi

1966 yilinda Pakistan’1 ziyaret eden Kral Faysal, Pakistan halkina armagan olarak
yapilacak olan kompleksin tiim masraflarini kargilamistir. Cami kompleksi, ya-
pildig1 donemde 45 milyon dolara mal olmustur. (Dalokay, 1990: 53-61) Hindis-
tan-Pakistan savasi, Kral Faisal’in dldiiriilmesi ve ardindan Pakistan’da yasanan
politik ve askeri birgok kriz ve gelismeler nedeniyle insaat ¢alismalari ancak 1977
yilinda baslamig, 1987 yilina kadar stirmiistiir. (Dalokay, 1990: 53-6) Pakistan
ilkesindeki ortam ve istenilen yap1 kapsaminda, Dalokay’in Faysal camisine nasil
yaklastigini su sozleriyle de anlayabiliriz: (Senyapili, 1969) “Bu eser, devletin
gelecek kusaklara armagan etmek istedigi, manevi bagi millet¢ilik degil din olan,
bagimsizlik savasini sembolize edecek bir abide. Bu eserin, her seyden dnce, bir
dinsel anit oldugu diisiincesiyle basladim ise...”. (Resim 1)

Buradan da anlasildig1 gibi mimar; igverenlerin isteklerini de goz ardi etmeyerek,
anita bigimsel bir obje, hatta heykelsi bir 6ge olarak yaklasarak tasarima basla-
mistir. Ge¢gmige Ozentili arayislar, gegmis yapilarin gorkemi ve tekniginden kurtu-
lamamak Islam mimarisinin ilerlemesine engel olusturmustur. Artik giiniimiizde
cok farkli bicim ve temalarda cami uygulamalar1 yapilmaktadir. Batida ise kilise
yapilarinda bu siire¢ ¢ok daha onceleri agilmistir ve hem dini mekan hem de dini
objeler her tiirlii bicimde yorumlanarak ele alinmistir. Bu anlamda Faysal cami
ornegi, onemli bir gecis donemi objesi olarak degerlendirilmelidir.

NESNE-OZNE ILISKIiLERi

Her toplum cami mekani ve formunu kendi anlayislari, toplum ve ¢evre kosul-
lar1 igerisinde yorumlamigtir. Kral Faysal Camisi’nin mekan anlayigini; cami
mekanlarinin tarihsel siiregteki gelisimi, teknolojik imkanlar ve Islam dinindeki
Tanr kavrami sekillendirmistir. (Senyapili, 1969)

Geleneksel cami planlamasinda esas alinan kubbe, mihrap ve minare gibi eleman-
lar, bu 6rnekte de uygulanmustir. Oziinde bu mimari bilesenler, nesnenin olusma-
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Resim 2. http://images.beijing2008.cn/20080314/Img214269157.jpg

sindaki temel 6zne grubudur ve yapinin sekillenmesinde en etkili belirleyiciler
olmustur.

I¢ mekanda biitiinciil bir alg: etkisi yaratan tek kubbenin varligi, mihrap ve min-
berin bigimsel yorumlari, mekan zenginligine ve olusan farka isaret etmektedir.
Secdeye varilan yerin bigiminin farkliligi; mekanda agik-segikligi ve ussale yak-
lasimi, dogal 151k kullanimi ise aydinlig1 temsil etmektedir.

D1s mekanin bigimlenmesinde ise mabedin hemen yaninda yiikselen Margala
daglar1 en 6nemli referanslardandir. Dag ve mabedin dis bi¢imlenisi arasinda bir
uyum aranarak cami mekani dag dokusuna ¢agrisimda bulunan tiggen kabuk-
larla ortiilmiistiir. (Senyapili, 1969) Cenaze merasimleri i¢in hazirlanan ayri bir
platform, farkli bir anlayisla planin biiyiik ve yeni 6zelliklerinden biri olarak ele
almmustir. Platform, biiylik cenaze namazi ve merasimlerine imkan vererek, dis
mekanin bicimlenmesindeki 6nemli farklara isaret etmektedir. (Senyapili, 1969)
(Resim 2) Nesnenin sekillenmesinde 6nemli 6zneler olarak giindeme gelen cami
mimarisi bilesenlerinin bazilari; fikir olarak ve anlamsal ¢agrigimlar agisindan ko-
runurken, bazilar1 aynen kullanilmistir. Yani kisaca dznelerin bigimsel yorumlari
nesnelerin farklilagmasina isaret etmistir.

NESNE-ZAMAN ILISKIiLERI

Camiler ¢ogu zaman yaraticilarinin ve yaptiranlarin erklerini, teknolojik gelis-
mislik diizeyini temsil eden 6rnekler olarak ortaya ¢ikar. (Giizer, 2009: 21-23)
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Faysal Camisi, ¢agdas mimarlik tartismalarinin en 6nemli 6rneklerinden biri ola-
rak, dinsel mimari alaninda atilan adimda 6ncii bir gegis 6rnegidir.* Bu baslangig
noktasinin el degistirmesine ragmen, Kocatepe Camisi kagirilmig bir sanstir.’

Faysal Camisi’nin yapim asamasinda ileri teknolojik imkanlardan yararlanilma-
yarak, yalnizca yerel yapim olanaklar1 kullanilmistir. (Dalokay, 1990) Ornegin
caminin tlimi i¢in iskele satin alinarak biitiin elemanlar bu iskeleler vasitasiyla
yapilmistir. (Dalokay, 1990) Kisaca zamanin gerektirdigi sekilde ¢oziime gidil-
mistir.

Cami mekanini orten kabugun striiktiirii ise, bu anlamda basit sekilde ¢6ziilmeye
calisilmistir. Cadir formunu kuran ikiz dort ana ayak ve yan kabuklar, belirli, sade
ve orijinal bir striiktiir ortaya koyarak form, betonla sarilmis ¢elik konstriiksiyon
olarak ¢oziilmiistiir. (Senyapili, 1969) Ozetle donemin olanaklari, malzeme-tek-
noloji gibi girdiler, nesnenin kendi dogasinda sekillenmesine ve iiretilmesine se-
bep olmustur.

Nesne-Yaratici iliskileri

Vedat Dalokay’in diinya goriisii ve yenilik¢i yaklagimi, yaraticiligin sergilenme-
sinde en dnemli etken olmugtur. Dalokay, cami mimarisinde farkli yaklasimlarin
ilk cesur 6rnegini ortaya koymasi agisindan farkli bir mimardir. Burada yaratici-
nin nesnesi ile kurdugu iliski, nesneyi sahiplenisi ve her yontiyle bir fark yaratma
arayist; cami kurgusuna da farkli bigimde yaklagilabileceginin bir gostergesidir.
Ortaya koyulmaya caligilan farka ragmen, 6rnegin Faysal Camisi ve Kocatepe
Camisi 6rneklerinde son cemaat yeri sagagi aynidir. Plan kompozisyonlarinda da
iki camide benzerlikler vardir. Ancak denenmis ve insa edilmis formlara ¢agrisim
yapan herhangi bir form kullanilmamistir. Aksi halde bu ¢agrisim, yaratici giictin
ortaya konmasinda birtakim sikintilar1 da beraberinde getirecekti. Ozetle cami
(nesne) ile mimari (yaratici) arasinda, tasarim asamasindan uygulama agamasina
dek kuvvetli bir bag kurulmustur.

Camilerde Anlam Konusu: Islami Yapilarda Anlam ve Mekansal Bilesenler

Camilerde anlam konusunun ele aliniginda veya sorgulanabilmesinde; caminin
tarihsel siireci ve cami olusumu igerisindeki yerini belirlemek 6nemlidir. Bigimsel
olusumun tersine simdi de caminin ¢agristirdig1 manevi anlama deginmek yerin-
de olur.

Islam diisiincesi, dahili ve harici boyutlariyla, insan ve evren arasindaki iliskiye
alternatif goriisler sunabilen bir diisiince sistemi olarak degerlendirilebilir. (Izut-
su, 2002) islami yapilar, islam diisiincesinin 151k tuttugu cercevede ve belirli bir
diizeyde manevi boyutla sekillenmistir. Islami yapilarin aksettirdigi anlam, icer-
dikleri 6geler ve bu 6gelerin mekan ile biitiinlesme yetisinde yatar.

Islamiyet inancina gore, Hz. Muhammed’in evi ilk cami 6rnegi sayilir. Evin avlu-
lu yapist sebebiyle cami bigimlenisine drnek olusturan yer, zamaninda dinsel ve
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siyasal bir merkez olarak islev gérmekteydi. (Hasol, 2002) Esasinda Islam dini
geregince biitlin yeryiizii ibadet i¢in elverisli kabul edilmistir. Kur’an ise camiye,
Miisliimanlar i¢in belirleyici olan namaz kilma yiikiimliiligiine bagl olarak bir
kural getirmistir. Clinkii namaz kisiye 6zel bir eylem oldugundan, namaz kilinan
her yer de mescid olarak kabul edilmektedir. (Grabar, 1988)

Islam sanat1 ve mimarisi agisindan merkezi 6neme sahip olan Ka’be, kibleyi be-
lirler. Bu nedenle her caminin kiblesi bu yone bakarken, ibadet edenler de namaz
esnasinda kibleye yani Ka’be’ye yonelir. (Burckhardt, 2005) Bat1’dakinin aksine,
Islamiyet’te din, hem genel hem de bilgi verici olmasi ydniiyle daha gelismistir;
ciinkii Islamiyet bir din olmanin 6tesinde sosyal bir kimlik araci olarak da ifade
bulmaktadir. (Mardin, 2008) Sadece ibadet mekani olarak kullanilmayan cami,
tarihsel siireci igerisinde adeta bir forum olarak islerlik kazanir. (Serjeant, 1997)

Ibadetin gerektirdigi eylemler ve anlamsal diizenlemeler tarih boyunca cami tip-
lerinin sekillenmesinde etkili olmustur. Ozetle tip ¢alismas1 anlamia gelen tipo-
loji kavrami tasarimda, uzun siire kullanilan belirli bir islevi yerine getirebilen
bicimler 6rgiisii olarak kullamilir. Ornegin cami tasariminda yaygin olarak kulla-
nilan kubbe, minare gibi 6gelerin olusturdugu tip, bir tipolojiye isaret eder. (URL-
2, 2009) Dini anlayis geregi Islamiyet bir tip dSnermemistir. Ancak kiiltiirlerin bir
arada var olusu ve ¢esitli gelenekler yapay bir tipoloji ortaya koymustur. (Giizer,
2009)

Basit veya karmasik tiim yap1 gruplarinda var olan, mimarlikta bigimsel bir sii-
rekliligi ve konvansiyonel bir arayis1 barindiran tip ve tipoloji, cami mimarisinde
de etkili olarak belirli donemlerde ve farkli karakteristiklerde etkili olmustur. En
eski orneklerden giiniimiize cami mimarisi kendi igerisinde bigimsel bir evrime
ugrayarak sekillenmigtir. Uzunca bir siire Osmanli klasik mimarisi etkisinde bi-
cimlenen cami anlayisimiz, giinlimiizde daha eklektik bicimlere dogru boyut de-
gistirmektedir, denilebilir.

Kral Faysal Camisi Sorgulamasi

Kral Faysal Camisi baglaminda dekonstriiksiyon felsefesinin ne ifade edebilecegi
konusunda oncelikle felsefenin kurucusu olan Derrida’dan ve kuramindan bahset-
mek yerinde olur. Derrida’nin dekonstriiksiyon kurami, tiim felsefi ve degismez
olduguna inanilan sdylemleri yerinden etmeyi hedeflemistir. Esasinda Derrida bu
yontemle, felsefenin patronajini alt-list etmeyi denemistir. Bu anlamda diisiiniil-
diigiinde calismanin kapsami; dini mimaride dnemli olan kubbe, minber, minare
ve mihrap gibi bilesenlerin nasil bir anlamsal ve dolayisiyla bigimsel bir degisik-
lige ugradiginin arastirilmasi yoniinde sekillenmistir.

Kubbe, mihrap, minber ve minare gibi elemanlar kendi baslarina anlamsal bir
temsiliyet ve simgesel bir biitiinliik i¢erisinde karsilikli olarak ¢alisirlar. Bu ne-
denlerden 6tiirii bu bilesenler Faysal Cami 6zelinde agiklanarak, simgesel ve an-
lamsal temsiliyetlerine agiklik getirilmelidir.
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Bu agamada ‘bu bilesenler anlamsal ve bigimsel bir degisiklige ugrayabilir mi?’
gibi bir soru giindeme gelebilir. Bu durum ele alian sorgulama baglaminda ol-
dukea farklilagabilir. Bu elemanlarin anlamsal boyutu genel olarak korunarak bi-
cimsel olarak degisiklige ugramistir. Clinkii dini agidan bir anlam kaymasi elbet-
te ki toplum tarafindan kabul gérmezdi.® Ancak burada dekonstriiktif sorgulama
mantigi olarak ele alinmasi gerekli olan nokta; bigimlerin ele alinis fikri ve temsili
olarak yarattiklari farklardir. Ozetle, tam da dekonstriiksiyon felsefesinin énerdigi
gibi, konvansiyonu yerinden etmek hedeflenmistir, denilebilir. Simdi kubbe, mih-
rap, minber, minare bagliklar altinda, bigimsel sorgulama anlayisinin nasil ele
alindigina kisaca goz atalim.

KUBBE

Mimarlik tarihi boyunca kubbe, simgesel ve striiktiirel 6neme sahip bir eleman
olmustur. Yap1 kiiltiirleri giderek daha biiyiik acikliklart gesitli ortli sistemleri va-
sitastyla gegmeye ¢abalayarak 6zdeki ayniligr stirdiirmiistiir. Bir yapim yontemi
ve ¢ok yonlil bir bigim dgesi olan kubbeye, ¢ogu kiiltiirde simgesel anlamlar yiik-
lenmistir. Ornegin, dnceleri kubbesel 6rtii bigimi, Pantheon’daki uygulamanin bir
ornegi gibi, tim Tanrilar kusatan bir yapinin daireye benzeme zorunlulugundan
ortaya ¢ikmis olabilir; ancak kubbe her zaman daire bir formu drtecek anlamin
da tasimamaktadir. Bu nedenle su soruyu sormak yerinde olur; kubbe cami mima-
risinin olmazsa olmaz bir sembolik 6gesi midir?

Digsal formlari i¢sel anlamla iliskilendiren veya mimariyi manevi énemle iligki-
lendiren islam mimarisi, ¢esitli geometrik formlarla biitiinlesmistir. (Nasr, 1992)
Ornegin kubbe disarida fiziksel sartlardan koruyan bir tavan 6zelligi goriir iken,
i¢c mekanda merkezi tavr1 ve semavatin sembolii olmasi 6zelligiyle de varolusu,
Tanr1’in varhg ile anlamlandirir. (Nasr, 1992) Ozetle kubbe, kompozisyonel bir
mimari biitiin olugturmustur ve tekrar edilme yoluyla anlamin pekistirmistir.

Biiyiik aciklikli i¢ mekan gereksinimini en iyi karsilayan striiktlir olarak kubbe,
cok farkl 6l¢eklerde ve evrensel olarak kullanilmistir. (Kuban, 1997) Goodwin’in
(1971) de belirttigi gibi, Batida kubbeli yapilarda asil 6nem kubbeye verilmistir
ve tiim hareketler ona dogru yonlenmistir. Islamiyet’te bu tam da bdyle degildir.
Aslinda Islam mimarisi kubbe konusunda gesitli varyasyonlar sunarak, simgesel-
ligin bigimsel ayniliga isaret etmedigini zaten gosterir.

En erken cami 6rneklerinden giiniimiiz uygulamalarina degin, asil 6nem kubbeye
verilmekteydi. Faysal Cami 6rneginde ise kubbede geleneksel drneklerin aksine
bir degisiklige gidilmistir. Camide degisim ve imlem kaymasinin yonii mihraptan
kubbeye dogru yer degistirmistir. Bu degisim ise iki baslikta meydana gelmistir;
biiyiikliik olarak ve bigim etkinligi olarak.

Biiylikliik olarak, giderek biiyiiyen agiklik ile diger mekansal ihtiyaclar ve biiyiik
topluluklari bir arada tutma arzusu ger¢eklestirilmistir. Ayn1 zamanda biiyiik agik-
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Resim 3. http://farm2.static.flickr.com/1402/1084585390 fd731f57cf.jpg?v=0

Resim 4. http://upload.wikimedia.org/wikipedia/commons/thumb/{f/f2/Inside_Shah_Faisal
Mosque.jpg/800px-Inside Shah Faisal Mosque.jpg

liklarin i¢ mekénda kolon bulunmaksizin gegisinin, en giizel ve modern 6rnekle-
rinden biri ortaya koyulmustur.

Big¢im etkinligi olarak ise, kubbe ilgiyi iizerinde toplayan bir formdur. Bu camide;
tarihsel siiregte gézlemlenen kubbe bigiminin, yani dairesel ortiiniin aksine, sekiz
yiizlil tiggen piramidal bir beton kabuk kullanilmistir. Cilinkii Kral Faysal Cami
baglaminda hiyerarsik deger kubbeye verilmektedir ve biitiin diger formlar tali
veya ikincil degere sahiptir. (Resim 3)

Dalokay rasyonel bir form olan kareyi ele alarak ve ¢esitli par¢alanmalar yara-
tarak, yapinin tiimiiniin bir tevhid fikri gdstermesini saglamistir. Bu net ve farkli
tavirda 6nemli olan, tevhit fikrinin korunmasi, ancak; “neden kubbenin farkl: bir
formu olmasin?” sorgulamasiyla, yeni bir denemeye girisilmesidir. Bu nedenle
demek ki kubbe fikri gibi giiclii bir Islami kanonun alt1 oyularak bir anlamda hi-
yerarsi tersine ¢evrilmektedir.

Bu 6rnegi farkli kilan esas nokta ise, mimari elemanlarin kullanilig bigiminin
farkliligindan kaynaklidir. Yerlesmis kemer-kubbe tip konvansiyonundan farkli
bir 6rnek oldugu dikkate degerdir. Ciinkii kubbenin gerektirdigi kemer kullanimi
ilkesi terk edilmigtir. (Resim 4)

Faysal Camisi’nde bir bagka 6rnek olarak gosteren ve gosterilen iliskisi ele ali-
nabilir. Gosteren’i secdeye varilan yerin formu, gosterileni ise tevhit olarak ele
alirsak, islevi geregi bir cemaatle beslenecek olan camide, secdeye varilan yer
onemlidir. (Resim 5) Soyle ki; secdeye varilan yerin formu bir merkezi isaret eder.
Ancak bu merkez disarida dairesel bir forma ait olmak zorunda degildir. Ayn
sekilde Benedikt (1992) de, bir nokta bir seyin merkezi olduguna isaret ediyor
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olabilir, ancak bu merkez mutlaka bir daire ¢eperin varligina isaret etmek duru-
munda degildir, der. Yani kisaca, gosterilenin kendisi bir gosterge degildir. (Gir,
2004) Ozetle, bicimsel degisim sonucu bile olsa, cagristirilmaya calisilan anlamin
ayniligindan kaynakli olarak gostergeler yer degisebilir.

KIBLE DUVARI VE MiHRAP

Cami mimarisinin gelisimi diistintildiiglinde, mihrap fikri ve bi¢imi her zaman an-
laml1 bir dinsel simge niteligindedir. (Grabar, 1988) Cami ve mescitlerde kibleyi
belirten bir nis ve ibadet hiicresi olarak diisliniilebilen mihrap, ibadet geleneginde
zamanla ayinin diizenli bir unsuru haline gelmistir. (Burckhardt, 2005) Yiizyillar
oncesinden gliniimiize kadar cami mimarisi ele alindiginda degismeyen en 6nemli
6genin kibleye yonlenme, yani mihrap yonii oldugu goriilmektedir. Erken devir
cami Orneklerinde mihrap, bigcimsel olarak yer almamis olsa da, sonralari sembo-
lik bir form olarak bir nisle belirtilmistir.

Kral Faysal Camisi 6rneginde, mihrap 6gesi bir nis ile belirtilmek yerine daha bii-
yiik 6lgekte, adeta bir duvar yiizeyi olarak ele alinmigtir. Bu nedenle mihrap 6ge-
sinde bir hiyerarsi bozumu goriilmektedir; ¢linkii esas olarak dnemsenmis olan
mihrap bigimi degil, kibleye yonlenmenin nasil belirtilmesi gerekli oldugudur.
Kibleye yonlenme fikri temel alinarak mihrap 6gesi; dlcek, malzeme ve bigim
olarak yapibozuma ugratilmistir. Mihrap burada kiiciik bir simge yerine biiyiik bir
simge; bir sunak olmak yerine bir yap1 68esi haline gelmis ve kompakt bir bicim
iken yaygin bir bi¢im halini almigtir. Mevcut mihrap imgesine ragmen, tiim duvar
ylizeyi mihrap i¢in farkli bir renk ve doku ile yorumlanmistir. Boylelikle mihrap
yerine, kubbenin mistik olarak biitiinlestirici etkisi altinda kibleye yonlenme fikri
esas almmistir. Kisaca geleneksel ve tipolojik olan bu mimari eleman; hem var
olusu hem de yok olusuyla sinirlari eritmistir.

MINBER

Namaz vakitlerinde hutbe okunan ve mihrabin saginda bulunan basamakli yiiksek
yere minber denir. (Hasol, 2002) Kral Faysal Camisi’nde minberde, bigimsel ola-
rak bir fark tespit edilir. Minber formu, geleneksel 6rneklerin disinda bir bigim-
dedir. Ancak cok eski tarihlerden giintimiize kadar olan cami evriminde oldugu
gibi, minberin basamakli yapisi korunarak geleneksel drneklere atif yapilmstir.
Mihrap gibi minber de, bigimsel olarak geleneksel drneklerin digindadir ve hey-
kelsi bir goriiniime sahiptir. Bu nedenle ciddi bir farka igaret eder.

MINARE

Yiizyillar boyunca ezani yiiksek yerden okuma ¢abasi, cami mimarisinde minare
formunun sekillenmesine neden olmustur. Geleneksel minare 6rneklerinin aksine
Kral Faysal Camisi’nde, minare gévdesi, serefe ve kiilah tek bir eleman olarak
yorumlanmis; bdylece, bigimin 6zgiir yapisina imada bulunularak, bigimsel bir
farklihiga dikkat cekilmistir. (Resim 6) Minarelerin konumu ve sayis1 dikkate
alindiginda ise tipolojik olarak herhangi bir degisiklik yapilmadig1 sdylenebilir.
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Resim 5. http://www.sacred-destinations.com/pakistan/islamabad-faisal-mosque-pictures/int-
c-aga-khan-award-for-architecture. JPG

Resim 6. http://i.pbase.com/g4/68/371768/2/65276238.uvI7ALIH.jpg

Ciinkii minarelerin sayis1 ve konumu, geleneksel camilerdeki, 6zellikle Osmanli
camilerindeki yaklasim ile aynidir.

Boylelikle Faysal Camisi sorgulamasi, Derrida kavram basliklarma gore 6zetle-
nirse, asagidaki bulgulara ulasilabilir. (Durmus, 2009: 96-97)

- Kubbe

* Geleneksel tutumdan bir ayrilma s6z konusudur. Yani ge¢misteki yorum-
lar, farkl1 bir kompozisyonda ele alinarak bir farka isaret edilmistir. (Resim
7)

» Hiyerarsik deger kubbededir; diger formlar tali 6nemdedir.

» Konstriiksiyon bir iz olarak diigiiniiliirse; kubbeye igaret eder; ancak kubbe
yok gibidir. Ciinkii yapinin gercevesi kubbe ile konstriiktif olarak ¢izilmis-
tir.

» Kubbe ve yap1 deneysel bir objedir; yani hem heykelsi bir 6ge, hem de
giindelik bir materyaldir. Bu da camiye ikisi arasinda olma (aradalik) kav-
rami ile tartismali bir anlam katmaktadir.

Mihrap

e Mihrabin anlamini bir duvar yiizeyi iistlenir. Kibleye yonlenme fikri esas
almarak; 6l¢ek, malzeme ve bigim agisindan yapibozuma ugratilmistir.

* Bir sinir elemant olarak temsil edilmistir, i¢/dis karmasasi yaratilmistir.

Minber ve Minare
» Bicimsel olarak geleneksel 6rneklerin disindadir ve ciddi bir farka isaret
ederler.
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Resim 7. http://k43.pbase.com/g4/18/75718/2/61481625.1SL_1081.jpg

Resim 8. http://www.sacred-destinations.com/pakistan/islamabad-faisal-mosque-pictures/
faisal-mosque2-sx-atif-gulzar.jpg

SONUC YERINE / DEGERLENDIRME:

Mimaride her 6rnegi farkli kilan bir 6zellik vardir. Goodwin, 6rnegin Selimi-
ye Camisi’nin giiclii goriintiisiinii sdyle ifade eder: “Bu camiyi 6zel yapan i¢
mekaninin organizasyonudur.”. Kimi drneklerde bu durum bigimsel bir fark iken,
kimisinde burada da oldugu gibi yarattig1 sorgulayici tavirdir.

Binalarin insa edildigi alanin tarihi ve cografi karakteristikleri 6nemlidir. Toplum
ve patronlarda iletisimi iceren anlamlar ve fiziksel varolusa ek olarak, cami stilleri
ve ¢esitli mimari bilesenler, planlamadaki diger kirilma noktalarindandir. (Diizen-
li vd., 2007: 129-143)

Cami Ornekleri arasinda karsilastirma yapmak i¢in bazi farkli baglamlara isaret
etmek gerekir. Bu baglamlar, mekan, gii¢, patronaj ve diger olanaklar olabilir.
Bu ¢alisma kapsaminda ise bu olanaklar, anlam, patronaj, kimlik, imge ve temsil
olma ozellikleri ile ele alinmuistir.

Caminin temsil 6zelligi ve imgesel etkisi, verdigi kimlik katkisi ile bigimsel
imalarda bulunabilir. Bu 6rnek, tipki dekonstriiksiyon felsefesindeki sorgulama
mantiginda oldugu gibi, modern bir cami imgesi ¢izerken, anlamsal olarak iba-
det eylemine ters diismeyen degisiklikleri ile, geleneksel dini mekan bilesenlerini
sorgulamakta cesur bir tavir ortaya koymustur. Bdylelikle konvansiyonu yerinden
etmeyi hedefleyerek, dekonstriiksiyon felsefesi ile ortiismiistiir. (Resim 8)

Bu ¢aligma kapsaminda, nesneye bagh iliskilerin degisimlerinin tasarim ve ola-
naklar1 nasil etkiledigi, bu iligkilerin 6zgiin ve 6zgiir davranima katki saglayip
saglamadigi, cami mimarhigindaki sekillenmenin donemine gore degiskenlik gos-
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Resim 9. http://blogs.denverpost.com/captured/wp-content/photos/morenatti0015.jpg

terip gosteremeyecegi gibi konulara yanit aranmaya caligilmistir. Sonug olarak,
mimarlikta ve dzellikle Islam mimarisinde 6nemli bir agilima isaret edilerek, de-
konstriiksiyonun mimarligin tarihsel siireci boyunca yasanmis ve yasanacak ol-
dugu kanitlanmaktadir.

Anlam1 sorgulama ve yeniden anlam tiretme siireci olarak elestiri, (Giizer, 2009:
32-33) bu 6rnekte oldugu gibi dogrudan bir tasarim seklinde ortaya konan radikal
bir elestiridir. Cami tlizerinden yapilan dekonstriiktif elestiri, geleneksel uygula-
malart alt Gist etmeye giriserek, belirli kanonlarla da tartismaya girer. (Giir, 2009:
26-31)

Mimari pratikler, politik ve ekonomik giigler, yaraticilari, firsat bulma gibi para-
metrelerle degiskenlik gosterirler. Sonugta binalar geleneksel bir dil konusmay1
da, modern ve daha ¢agdas bir dil konusmay1 da tercih edebilirler. Bazen de, bu
yaratici 0rnekte oldugu gibi, kendi dilini kendisi kurmay1 da deneyebilir. (Resim
9)
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THE CONCEPT OF PATRONAGE FROM THE PERSPECTIVES OF
VERNACULAR ARCHITECTURE

Kemal Reha Kavas

Sivil Mimari Acisindan Hamilik Kavram

Mimarlikta hamilik kavrami genellikle degisik toplumlarin yonetim siniflari tarafindan destek-
lenen ve mimarlik tarihinin kanonlarini olugturan anitsal yapilar ile sinirli olarak tartisilmstir.
Eger hamilik daha genel bir diizeyde mimari {iretim siirecinde tasarimci ile kullanici arasindaki
iliskiler ag1 olarak tanimlanirsa, kavram farkli baglamlarda da tartisilabilir. Bu ¢alismada, ha-
milik, gecen yiizyi1lda mimarlik tarihinin kapsamini genisleten ve doniistiiren yeni bakis agila-
rinin 1g1¢inda ve aligilageldik kanonlarin diginda kalmis olan sivil ve kirsal mimari gelenekler
baglaminda tartigilmaktadir.

Mimarlik ve tasarim kavramlarinin ‘yiiksek sanat’ olarak goriilerek sadece toplumun ayricalikl
smiflart ile sinirlandirmalar tarihsel toplumlarin genel yapilarini kavramayi engeller. Kanonik
yaklasimlarin kabullerinin aksine, mekan tasarimindaki diisiinsel siirecler, sadece kentsel alan-
da yer alan anitsal yapilarin tiretiminde degil, ayn1 zamanda yapili ¢evrenin biiyiik kismini olus-
turan ve siradan olarak nitelendirilen sivil mimari 6rneklerinin tiretiminde de kendini gosterir.
Uygun drneklere bagvuruldugunda, sivil mimari geleneklerin anonim oldugu kabuliiniin tersi-
ne, bu yapilarin tiretiminde 6zellesmis tasarime1 ve yapt ustalarinin rolleri ortaya ¢ikmaktadir.

Ozetle, bu ¢alismada tasarimin ve dolayistyla hamiligin sivil mimari drneklerde de yer aldig
arglimani uygun orneklerle desteklenerek simdiye kadar iizerinde ender olarak durulmus olan
bir hamilik bi¢iminin tanimlayici dzellikleri tartisilmaktadr.

Anahtar Kelimeler: Hamilik, Mimarlik Tarihi, Kanon, Sivil Mimari, Kirsal Mimari, Anonim
Mimarlik.

Keywords: Patronage, Architectural History, Canon, Vernacular Architecture, Rural Architec-
ture, Anonymous Architecture.

Introduction: Patronage and Conventional Architectural Historiography

Patronage is generally defined as the support, encouragement, privilege and often
financial aid that an organization bestows to another. The term derives from the
Latin patronatus, the formal relationship between a patronus and his clientes.
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This relation has been an important theme in the history of art and architecture.
In its conventional meaning, art patronage or architectural patronage refers to the
support that a certain authority provides to the artist or the architect in order to
endorse political ambitions, social positions, and prestige through artistic produc-
tion.

Generally speaking, patronage in history of art and architecture surfaced wher-
ever an imperial system or an aristocracy controlled the resources. The structure
and function of patronage relationships and their political dimension is known
and investigated in great detail especially in the pre-modern Medieval Europe and
also in the ancient contexts such as Periclean Athens, Imperial Rome and Byzan-
tium. (Kettering, 2002) Kettering (2002, 856) defines patronage as “an unequal,
vertical alliance of dominance and submission in which the patron was the supe-
rior and the client was the dependent or inferior.” Then the defining feature of the
patronage relationship is seen as “the obligatory reciprocity of the patron-client
exchange as a gift by a benevolent superior upon a worthy inferior for his loyal
service”. (Kettering, 2002: vii)

Therefore, in its simplest definition, patronage is a relation. Concerning archi-
tecture, it is a specific form of the relation between a commissioner and a com-
missioned. In this framework, patronage is “an unequal, vertical alliance between
superiors and inferiors or dependents based on an obligatory exchange.” The stud-
ies of the vocabulary of patronage reveals that certain keywords such as “loyalty,
affection, gratitude, respect” underlie this reciprocal assistance. (Kettering, 2002:
Vviii)

The scholarly literature on patronage is generally concentrated into a limited
range of spatial and temporal contexts such as the Medieval Europe. The areas
of concentration for the patronage studies are shaped by the presence of textual
evidence. Noble relationships of the pre-modern Europe have been studied exclu-
sively since the nobility was literate. (Kettering, 2002: 842) Due to the fact that
the documentary evidence concerning patronage ties among non-nobles is scarce,
the scholarly literature on patronage has been limited to specific contexts. Even
for the context of Medieval Europe, which is frequently investigated, the nature
of non-noble patronage is still a rarely explored theme.

In this respect, conventional architectural historiography focusing on architectural
canons can be reviewed basically as the history of patronage limited to the noble
strata of society. The most important reason for this argument is that the idea of
the canon is compatible with the nature of the royal patronage which brings to-
gether two basic historical figures: the patron signifying motivation, power and
taste, and the artistic genius signifying technical skill and creativity.

In conventional architectural historiography, this essential inter-relationship be-
tween patron and artist, including the architect, is conceptualized as a linear and
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progressive path running throughout centuries of changing styles. The patronage
relationship has been a very powerful organizing principle for the construction of
historical narratives in architecture. This principle has been used for composing
the historical patrons and architects into a coherent narrative of stylistic progres-
sion.! This glimpse of royal and corporate arts patronage has so far only alluded
to a select group of historical figures and their varying aims and achievements.

This short review of the term patronage reveals that it is a specific form of the
relation between a commissioner and a commissioned. The most essential feature
of this relation is its “unequal” nature. The French and English usages of the term
emphasize this “unequal” nature. The terminology of patronage also implies “a
kindness done with an air of superiority and condescension” and “the power to
make appointments to office”. (Kettering, 2002: 844)

Exploring Patronage in Different Contexts: Vernacular Architecture

As it is already stated, the conventional framework for the study of patronage
is generally limited by monumental structures that constitute the grand canons
of architectural history. Kettering (2002: 839) states that, meaning “a superior’s
protection and support of an inferior,” patronage may signify “an individual rela-
tionship, or multiple relationships organized into networks, or an overall system
based on these ties and networks.” In this respect, patronage relates to an overall
system of networks shaping architectural production. However, its etymological
roots in Europe, and its specific vocabulary limits the study of patronage.

However, if ‘patronage’ is reconsidered in a more general level as the relations of
the designer and the user during the process of architectural production, alterna-
tive contexts may be proposed. In the light of the new perspectives enhancing a
more inclusive scope in architectural history during the last century, this study
explores the nature of ‘patronage’ in the rural and vernacular architectural tradi-
tions, which have been overlooked by conventional architectural historiography.

Then the straightforward associations of architecture and design with ‘High Art’
become problematic because in contrast to the impositions of canonical studies,
the intellectual process for spatial design is not limited to the distinguished build-
ings of the urban space. ‘Architecture’ and ‘design’ also relate to the construction
of the so-called ‘ordinary’ buildings in the general bulk of the built environment,
including the rural settlements. We can speak of a process of ‘vernacular design’
that incorporates the relations of the designer and the user or the commissioned
and the commissioner in an alternative context, which transcends the limits de-
marcated by conventional patronage.

By referring to relevant examples, it can be demonstrated that, contrary to the
uncritical assumption for the ‘anonymity’ of vernacular architectural traditions,
the production of vernacular examples is also undertaken by specialized designers
and builders.

149



Kemal Reha Kavas

In order to discuss patronage in a broader range of historical examples, the above-
mentioned network system should be conceived in a more abstract level. For in-
stance, it is better to reconsider it as the relations between the commissioner and
the commissioned during the traditional procedures of architectural production.
This definition has the potential to answer the question if there exist other mod-
els of relation between the commissioner and the commissioned in different spa-
tio-temporal frameworks??> The alternative relations between the commissioner
and the commissioned should also be taken into consideration for those contexts
where none of these two figures are explicitly superior.

The Concept of Vernacular and Architecture

The use of the term vernacular for architecture is grounded on a linguistic anal-
ogy where the vernacular speech is thought to be a way of speaking that is tied
to or characteristic of a particular region, and where the vocabulary, grammar
and enunciation are shaped by local variations.® Therefore the linguistic analogy
is built upon the assumption that a distinctive cultural identity is encoded in the
distinctive linguistic patterns of everyday life. (Carter and Cromley, 2005:7) If
this concept is reconsidered in architectural terms it should be assumed that cul-
tural identity is encoded in architectural patterns of everyday life, in other words,
vernacular architecture.

One of the most practical ways to understand vernacular architecture is adopting
Carter and Cromley’s (2005:8) association of vernacular architecture as common
architecture of a community: “vernacular architecture is common in the numerical
sense, the term common referring to quantity, not quality”. Avoiding the pejora-
tive connotations, the interpretation of vernacular architecture here will be lim-
ited to the following definition of the common: “of or relating to the community
as a whole, widespread, prevalent,” or more pointedly, “occurring frequently or
habitually, widely known”. (Carter and Cromley, 2005:8) Another appropriate ad-
jective is “pervasive” where vernacular architecture is seen as “architecture that is
pervasive”. (Carter and Cromley, 2005: 8)

As Rapoport (1979:7) argues, “buildings — even apparently humble dwellings —
are more than material objects or structures” because “they are institutions, basic
cultural phenomena”. For Rapoport (1979:8), the basic definition of architecture
has to be concerned with ‘the vernacular’, which “has always comprised the bulk
of the built environment and that are essential for any valid generalizations” be-
cause “if humans as a species have certain characteristics, and if they have done
certain things for a very long time, then there may be very good reasons for these
things.”

Therefore the traditional dwelling, as a cultural institution, represents a relation of
makers and users. Then, vernacular architecture becomes a fruitful ground where
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the commissioner- commissioned relations should be reconsidered to understand
the nature of the cultural phenomena.

Patronage and Vernacular Architecture

Vernacular architecture is central to the new perspectives attributed to architec-
tural historiography from the 1960s onwards. These perspectives are underlined
by a general shift from typology to the cultural history of built environment.*
The emergence of interdisciplinary and cross-cultural studies of the built environ-
ment (Alsayyad, 1989:1-2), incorporation of the rural settlements, agricultural
communities, domestic space and everyday life (Kostof, 1985:10) are principle
guidelines for the theoretical shift.

Since 1960s, Vernacular architecture has been a recurring theme in architectural
history and related fields. (Erzen, 2006) The last quarter of the twentieth century
is underlined by “a more inclusive and democratic, more even-handed” architec-
tural historiography, which “focused on the average and the ordinary”. (Carter
and Cromley, 2005:1) In parallel, Brunskill (1970:19) states that the study of ver-
nacular architecture has gradually been “recognized as a major part of the study
of both the urban and rural environment”.

Vernacular architecture defines an alternative context where the relations between
the commissioner and the commissioned should be investigated. This sector of
the historical built environment is largely neglected by canonical studies since
vernacular traditions were regarded as stagnant and non-historical as compared to
the canonical works integrated into the progressive chronology. The examples of
vernacular architecture were excluded from conventional architectural histories
(Tekeli, 1998: 7-10) due to their pejorative attributions such as “non-critical, non-
reflective, non-rationalistic, unquestioning, rule-bound, self-evident, relying on
received models”. (Rapoport, 1979:18)

While vernacular entails the above mentioned attributes, architecture is conven-
tionally seen as a form of high art produced within the limits of a definite formula
of patronage. In this conventional framework, design is the intellectual process
embraced by the patronage system, and from this point of view, design does not
exist in common buildings.

The argument that vernacular architecture is not the product of a design process is
uncritical. Oliver’s (2003) approach exemplifies this view by defining vernacular
architecture as “all the types of building made by the people in tribal, folk, peasant
and popular societies where an architect or specialist designer not employed.” The
assertion that “academic buildings” are designed while vernacular architecture is
“just built” is biased. For Rapoport, all human artifacts “are designed in the sense
that,” they “are thought before they are built” (Rapoport, 1979:16-17) and “em-
body human decisions and choices and specific ways of doing things”.’ Therefore
“design” should not stand for a qualitative criteria which exists in distinguished
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works of art, it should be seen as a process of mental and physical effort, which is
pervasive in the built environment.

The recognition of different natures of design in different contexts leads to the
proposal of vernacular design. Design relates to the process of transforming pre-
conceived ideas about function and aesthetics into tangible form. In this respect
the idea that ‘academic’ buildings are designed and vernacular spaces are just built
is not reasonable. (Carter and Cromley, 2005: 13-14) Similarly, Rapoport (1979:
17) calls for “a more adequate basis for design,” which is “based on a full and
valid understanding of human behavior as it interacts with built environments.”

However, the main problem with the recognition of design and patronage in ver-
nacular practice is the assumption that vernacular architecture was anonymous.
For instance, accepting that vernacular architecture “was an expression of the
same architectural impulse that prompts high-style design,” Rapoport (1979: 18)
assumes that “most of what was built was not designed by professionals.”

It has long been a recurring theme to associate vernacular architecture with the na-
tive genius of the anonymous builder-occupier, as it was successfully undertaken
by Sibyl Moholy-Nagy (1957). Taking the terms vernacular and anonymous as
equivalents has been a constant motivation occurring in the title of Rudofsky’s
renowned exhibition: “Architecture without Architects.” These straightforward
assumptions are too broad to explain intricate cultural patterns of specific case
studies.

However, the fact that the producers of a built environment are unknown to us
does not prove that they were not designed by specialists.S If architecture and
design also relate to the construction of the so-called ordinary buildings in the
general bulk of the built environment, contrary to the uncritical assumption for
the anonymity of vernacular architectural traditions, the production of these ex-
amples is also undertaken by specialized designers and builders. For instance, the
assertion that vernacular architecture is constructed by non-professionals without
any training is completely invalid for several cases in the vernacular architectural
traditions of Anatolia. Generally speaking, the process of vernacular design is un-
dertaken by specialized builders. Of course, these specialists are assisted by other
members of the community who possess the knowledge of local architecture into
a considerable extent. However, this does not mean that the makers and users of
the buildings are exactly the same people.

This article’s main argument opposes the conventional approach in vernacular
studies, which assume that the dweller is at the same time the constructor in a
so-called primitive community with no considerable professional specialization.
In contrast to the generalized definition of vernacular architecture as anonymous
architecture, detailed investigation of case studies reveal that these structures are
built by specialist designers under specific cultural and economic circumstances.
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The above-mentioned straightforward associations of vernacular architecture
should be questioned because they ignore the real complexity of the vernacular
traditions. Judging the traditional built environments uncritically with the criteria
of conventional patronage is biased.

In the light of the new perspectives enhancing a more inclusive scope in architec-
tural history during the last century, this article opposes the uncritical assumptions
and reviews the architectural production process and the nature of the relation
between the commissioner and the commissioned in the rural and vernacular ar-
chitectural traditions. In so doing, vernacular architectural traditions of Anatolia
are reconsidered as concrete examples for justifying the main argument.

Patronage in Vernacular Architectural Traditions of Anatolia

Vernacular architecture can only be analyzed within a specific context since its
definition is bound to place and time. If vernacular architecture points to the com-
mon building practice, the commonness should be associated with a given time
and place. Therefore vernacular architecture is simply common architecture or
what most people in a given society build and use. This sense of ‘common’ neces-
sitates micro-histories of certain geographical regions or settlements since “things
can only be common within a defined context, within a “given time and place”.
(Oliver, 2003: 9)

Vernacular architecture is intertwined with a specific collective identity, therefore
the most important parameters for establishing the boundaries for the study of
vernacular architecture is the ‘time-place’ or ‘historic-geographic’ context which
are intrinsic to the etymological roots of the term vernacular. (Carter and Cromley,
2005: 11) The relations between the commissioner and commissioned or the users
and the makers in architectural production only becomes meaningful against this
contextual background.

As it has been mentioned, the fact that the producers of a built environment are
unknown to us does not prove that they were not designed by specialists. This
point is verified by the vernacular architectural traditions in various locations of
Southwestern Anatolia.

However, the already established research has not been able to uncover the iden-
tities of the master builders and specialists on masonry or carpentry due to the
lack of scholarly interest in the relations between the users and the makers of
traditional dwellings during their construction process. The scholarly interest on
the traditional Anatolian dwellings has mostly been concentrated on a typological
approach which has emphasized the geometric features and physical explanations
of the plan organization. These limited explanations are insufficient to explain the
dwelling as a cultural phenomenon.

The relations between the commissioners of the dwelling and the master builder
could not have been elaborated except for a limited number of publications under-

153



Kemal Reha Kavas

taken by Cengiz Bektas. These studies indicate that vernacular architecture in the
Anatolian tradition is not anonymous in a literal sense. Bektas (2001: 87) states
that during the 1950s, there used to be around 10 master builders in Aksehir, a
central Anatolian settlement with a population of 10 000. Therefore we can speak
of professional builders in the traditional community who were indispensable for
the construction of a dwelling.

This argument is endorsed by Osman Usta, an old master builder in Kusadasi,
who states that there was a certain procedure regulating the dwelling commis-
sions. Accordingly, the commissioners used to make an unwritten agreement with
a certain master builder around one year before the commencement of construc-
tion. (Bektas, 2001: 87) Meanwhile, the commissioner had to wait for the ter-
mination of other constructions undertaken by the master builder. In this period,
the commissioner got his construction materials ready. For instance, high quality
timber, which would be used for the main structural elements were stored for a
long time in order to decrease its moisture level into the ideal percentage.

Cutting trees to get construction materials is a procedure that requires professional
knowledge. In the Taurus Mountains, the Turcoman tribes have the knowledge for
supplying the best quality timber with highest strength. For instance, in the region
of Akseki (a historical town at the northeast of Antalya) the cedar is cut during the
new moon (ay yenisi) during November because, in this period of the year, water
in the fibers of the tree is in its minimum level. (Kavas, 2009) Therefore, timber
becomes harder and stronger.

Generally, the master builder possessing such specialized knowledge of construc-
tion has not an inferior status. He is a respected member of the society. Moreover,
commissioning an experienced builder honors somebody. If a builder is not em-
ployed during a certain period of time, this is not voiced by anybody, he feels
ashamed. To show publicly that he is not employed, he occupies himself with
agricultural work.

In southwestern Anatolia, there are situations in which the builder does not search
for work. The work comes to him. For example in Antalya, somebody who want-
ed to commission a master sent a package of wheat to the builder at least one
year before starting the construction. If he accepted this present, it meant that he
accepted the work. Later on, the commissioner and the commissioned met in the
construction site and discussed the spatial layout of the new dwelling according
to the functional requirements and the physical features of the site. (Bektas, 2001:
87) The craftsman and the employer decide together what to do and how to do it.
The user participated in both design and construction. Thus, the end product was
in parallel to his desires from the beginning to end.

The process of commissioning a master builder was directly related with the so-
cio-economic context. Naturally, there were two options: A craftsman is called
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Figure 1. Examples of the motifs created by the traveling master builders of Tavas in the vicin-
ity of Denizli. (Bektas, 2005)
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Figure 2. The section which indicates the sharing of the wall construction between master
builders and inhabitants. While the outer shells requiring craftsmanship is constructed by the
specialized builders, stone infill is brought by the inhabitants. (Kavas, 2009)

upon or the craftsman wanders around asking whether there is anyone who wants
to have his house made. In some parts of Denizli and Antalya with difficult geo-
graphic and economic conditions, there were many traveling masters wandering
around and searching for work. For instance, the masters of Tavas in Denizli, and
those of Akseki in Antalya, were known to be the constructors of many dwellings
disseminated into a wide geography. These traveling teams undertook construc-
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tion in the provinces of izmir, Aydin, Nazilli, Denizli, Burdur, Isparta, Antalya,
Serik, Manavgat, Alanya, Gazipasa, Akseki, ibradi and so on.

Similarly, Bektas (2005, 50) explores the craftsmen of Tavas (Denizli), stating
that the craftsmen of most of the houses in 100 km. around Denizli are from
Tavas. In Sirinkdy, the stone and timber constructions of some specialists called
Osman, Emin and Selim can be distinguished easily. (Figure 1) These traveling
masters adapted themselves to the local variations in construction materials and
techniques so they had a considerable skill in mastering varying materials and
techniques.

Bektas (2005) states that the daily wage of the craftsmen in the 1940s was equiva-
lent to the price of 1000 eggs and this was a considerable amount. Sometimes the
craftsman and the employer agree on a flat price for the total work. No matter
which type of payment is accepted the work period is structured according to the
most economical ways. The working period is regulated according to the time
span between morning and evening prayers. The tools belong to the craftsmen.
During the work food is supplied by the employer. When the craftsmen work in
a village, they stay in the mosque. According to Cengiz Bektag’s interviews, in
Mudurnu, the employer and his family work together with the master builder dur-
ing the construction.

In the Akseki-ibrad1 Basin the construction of the masonry wall is shared between
the master builder and the inhabitants. (Kavas, 2009) (Figure 2) While work re-
quiring refined craftsmanship is completed by the specialists, the family of the
commissioner actively helps them. For instance, the stones and lintels on the ex-
terior faces of the wall are placed by the masters while the stone infill is brought
and placed mostly by the children. Construction of a new dwelling had a social
significance. The villagers publicly prayed before starting and after finishing the
construction. When the dwelling was ready, the neighbors used to bring presents
to be used by the household.

An exceptional relation between the employer and the master builder can be ob-
served in the towns of Godene (Mentesbey) and Ibrad: in late Ottoman period.
In these cases, the master builder probably was seen at an inferior status because
the employers were high state officials. Ibradi and Godene were towns of politi-
cal significance and were known as the hometown of the kad:i (Islamic judge).
Kadi was the Ottoman state official applying the religious and juridical laws as
the head of the court until the republican period. Kadis were educated in the re-
ligious schools of Seydisehir, Konya or istanbul and were appointed to the cities
all around the Ottoman Empire in the Balkans, North Africa, Anatolia, Syria and
Arabia. Ugur (2004: 38) states that kad1 played an important role in social devel-
opment and in turn affected the domestic architecture.
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Kadis and their families were very much respected in Godene. They possessed
prestigious mansions, most of which could not survive. These mansions were
larger and more decorated than the standard dwellings. The reception rooms used
as offices or for official meetings were the main differences from the standard
houses. Kadis who traveled between their posts and the hometown must have
introduced different types of architecture to the village. (Ugur, 2004: 62)

The settlements like Godene are exceptions. A majority of the vernacular built
environment conforms to a patronage system based upon the equivalence of the
commissioner and the commissioned. In this common system the dimensions of
spaces are determined according to established customs based upon human scale
and functional diagram. The spatial layout of the dwelling was regulated accord-
ing to a traditional system of rooms as essential units. When several examples in
southwestern Anatolia are investigated, it can be stated that the dimensions of a
room was around 3 m x 4,5m. The scale of a dwelling was named by using this
unit system. In Aksehir, most of the dwellings were two rooms (d7#:i) and one sofa
(haney), or three rooms and a sofa in the middle. (Bektas, 2005)

Conclusion

Consequently, this review of patronage in vernacular architecture leads to two im-
portant conclusions: Firstly, in order to extend the subject matter of architectural
history, alternative relations between the commissioners and the commissioned
should be investigated because it is seen that formula and vocabulary of patron-
age has limited the study of the historical built environment into the discussion of
‘High Art’. This investigation parallels the contemporary theoretical shift, which
focuses on a more embracing view of the built environment rather than a formal
analysis of theoretically isolated architectural objects that are considered as ‘High
Architecture’. If the social structure will be taken into account through the analy-
sis of a vernacular built environment, the relation between the commissioner and
the commissioned should be studied in more detail.

Secondly, it is clearly seen that the ‘anonymity’ is uncritically attributed to vernac-
ular architecture. Oral sources identify distinct names of native material suppli-
ers, master masons and carpenters associated with certain examples of the archi-
tectural heritage. Although quite different from academic training, these designers
are definitely trained through the handing down of the architectural tradition from
the master to the apprentice. The fact that other members of the public might have
taken part in the process of construction does not indicate that vernacular architec-
ture is ‘anonymous’ in a literal sense. This situation only shows that, to some ex-
tent, the community shares traditional knowledge concerning architectural design
and construction; i.e., the architectural customs guided by the specialists were
known to the relatively uninitiated.
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The relation, defined by the concept of patronage, is critical for the structuring of
the historical narratives of architecture. As long as different formulas of patron-
age can be discovered it will be possible to explore the richness in the types of
architectural production taken place in history. Vernacular architecture is one of
the important fields where the nature of the relation between the commissioner
and the commissioned should be investigated in greater detail.
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NOTES

CLINTS

1. Kettering (2002, 11) gives extensive detail about “royal patronage”, “corporate patronage”
and “guild patronage” which lead to the greatest architectural achievements and vast building
and engineering programs of Europe starting from the Middle Ages. The decorative painting of
the Sistine Chapel ceiling is an example of patronage on a huge scale.

2. Kettering (2002, 859) argues that until today important questions about the nature of patron-
age have remained unanswered: “Was the meaning of the language of patronage universal, that
is, did these verbal formulas mean the same at all times in all patronage relationships, or did
their meaning change according to where, when, and how they were used? Did some formulas
have a universal meaning while others did not? Did nobles and non-nobles use the same lan-
guage?” Therefore, she argues that “alternative formulas need to be identified, and the concepts
they conveyed, the conventions they employed, and the situations in which they were used need
further investigation.” These question parallel this article’s argument about alternative formulas
and contexts of patronage in architectural history.

3. Carter and Cromley (2005, 7) state that “vernacular” speech relates to away of speaking that
is tied to or characteristic of a particular region in terms of vocabulary, grammar and enuncia-
tion. Accordingly everyday speech is “more unselfconsciously expressive and rising naturally
from the circumstances of community life” in contrast to “literary / formal speech purposefully
following prescriptions established by nonlocal academic norms and reserved for special oc-
casions”.

4.0Oliver (2003, 11-12) states that “in the former half of the twentieth century, generally speak-
ing, the pursuit of vernacular architecture was “one of self-interest” and “the phrase ‘what can
we learn from the vernacular’ or its equivalent, seemed to imply humility and respect, but only
occasionally were the lessons passed on to others in publications or by education.” However
“slowly, the cultural identities and societal needs of builder-occupiers were being recognized
and during the 1970s an increasing number of publications laid greater importance on such
issues.”
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5. Rapoport (1979, 8) gives a broad definition of architecture as “changing the face of the
earth”: “A person clearing a forest, ...or laying out a camp is as much a designer as an architect
— such activities change the face of the earth and create built environments.”

6. Rapoport (1989, 89-90) raises the same issue by arguing that in contrast to the accepted view
considering that designers of the traditional built environments are anonymous without any
specialist training, “recent work on the design of material culture in traditional societies sug-
gests that there were well-known designers.” For Rapoport “these people are often unknown
or anonymous only to us as outside observers.” He argues that the standardized and accepted
views about traditional design processes and built environments are “over-generalized; they
may only apply in some situations” since “in the societies in question, the designers may be
very well-known and may even be ranked, with some enjoying major reputations.”
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