ISTANBUL UNIVERSITY ISTANBULUNIVERSITESI
RESEARCH INSTITUTE OF TURKOLOGY TURKIYAT ARASTIRMALARI ENSTITUSU

ART
SANAT

14/2020

2020

TUBITAK-ULAKBIM

DergiPark ULAKBIM Dergi Sistemleri
JournalPark ULAKBIM Journal Systems
E-ISSN: 2148-3582

[STANBUL
UNIVERSITESI
YAYINEVI







ART-SANAT DERGISi /ART-SANAT JOURNAL
Sayi/Number: 14 « Temmuz/July 2020

E-ISSN: 2148-3582
Art-Sanat Dergisi, Istanbul Universitesi Tiirkiyat Aragtirmalar1 Enstitiisi'niin uluslararasi hakemli
e-dergisidir. Yayimlanan makalelerin tiim sorumlulugu yazarlarina aittir.
The Art-Sanat Journal is the official peer-reviewed, international e-journal of The Research Institute of

Turkology, Istanbul University. Authors bear all responsibility for the content of their published articles.

Imtiyaz Sahibi/Owner
Istanbul Universitesi Tiirkiyat Aragtirmalar1 Enstitiisii
(adina Enstitii Miidiirii Prof. Dr. Mustafa Balci)
(Prof. Dr. Mustafa Balci, as Director, on behalf of )
The Research Institute of Turkology,Istanbul University

Bas Editor/Editor in Chief
Prof. Dr. Mustafa Balcy, Istanbul Universitesi, Istanbul, Tiirkiye

Editorler/Editors
Dr. Ogr. Uyesi Ahmet Vefa Cobanoglu, Istanbul Universitesi, Istanbul, Tiirkiye
Dr. Ogr. Uyesi Kadriye Figen Vardar, Istanbul Universitesi, Istanbul, Tiirkiye

Dr. Filiz Ferhatoglu, Istanbul Universitesi, Istanbul, Tiirkiye

Dergi Yazi Kurulu/Editorial Management
Prof. Dr. Mustafa Balcy, Istanbul Universitesi, Istanbul, Tiirkiye
Dr. Ogr. Uyesi Ahmet Vefa Gobanoglu, Istanbul Universitesi, Istanbul, Tiirkiye
Dr. Ogr. Uyesi Kadriye Figen Vardar, Istanbul Universitesi, Istanbul, Tiirkiye
Dr. Filiz Ferhatoglu, Istanbul Universitesi, Istanbul, Tiirkiye

Sorumlu Miidiir/Managing Editor
Dr. Ogr. Uyesi Kadriye Figen Vardar

ingilizce Dil Editorleri/English Language Editors
Dr. Filiz Ferhatoglu
Alan Newson
D. Wiedel
Elizabeth Earl
Lisa Kuc

Ricardo Benitez

Redaksiyon/Redaction
Dr. Filiz Ferhatoglu



Editor Kurulu/Editorial Board
Dr. Stavros Anestidis Kiigiik Asya Arastirmalari Merkezi, Yunanistan
Dr. Dorina Arapi, Universiteti Polis, Arnavutluk
Dr. Sanna Aro-Valjus, University of Helsinki, Finlandiya
Prof. Dr. E Zeynep Aygen, Mimar Sinan Giizel Sanatlar Universitesi, Tiirkiye
Prof. Dr. $evket Dénmez, Istanbul Universitesi, Tiirkiye
Prof. Dr. Hamza Giindogdu, Sakarya Universitesi (emekli), Tiirkiye
Prof. Dr. Nuran Kara Pilehvarian, Yildiz Teknik Universitesi, Tiirkiye
Dr. Ogr. Uyesi Embiye Mehmet Kazimova, Sumnu Konstantin Preslavski Universitesi, Bulgaristan
Prof. Dr. Ufuk Kocabas, Istanbul Universitesi, Tiirkiye
Prof. Dr. Kemal Kutgiin Eyiipgiller, istanbul Universitesi, Tiirkiye
Prof. Dr. Banu Mahir, Mimar Sinan Giizel Sanatlar Universitesi (emekli), Tiirkiye
Prof. Dr. Turgut Saner, Istanbul Teknik Universitesi, Tiirkiye
Dr. Ogr. Uyesi Gozde Sazak, Istanbul Universitesi, Tiirkiye
Prof. Dr. M. Baha Tanman, Istanbul Universitesi (emekli), Tiirkiye
Prof. Dr. Zeynep Tarim, Istanbul Universitesi, Tiirkiye
Prof. Dr. Ahmet Tagagil, Yeditepe Universitesi, Tiirkiye
Prof. Dr. Zaza Tsurtsumia, Giircistan Patrikligi St. King Tamar Universitesi, Tiflis, Giircistan
Prof. Dr. Goniil Uzelli, Istanbul Universitesi, Tiirkiye

Danigma Kurulu/Advisory Board
Prof. Dr. Giinkut Akin, Istanbul Teknik Universitesi (emekli), Tiirkiye
Prof. Dr. Fiisiin Alioglu, Kadir Has Universitesi, Tiirkiye
Prof. Dr. Nurhan Atasoy, Istanbul Universitesi (emekli), Tiirkiye
Prof. Dr. Sait Basaran, Istanbul Universitesi (emekli), Tiirkiye
Dog. Dr. Giilberk Bilecik, Istanbul Universitesi, Tiirkiye
Prof. Dr. ibrahim Gesmeli, Istanbul Universitesi, Tiirkiye
Prof. Dr. Sebnem Sedef Cokay Kepge, Istanbul Universitesi, Tiirkiye
Dog. Dr. Ozgit Cémezoglu Uzbek, Istanbul Universitesi, Tiirkiye
Prof. Dr. Bekir Deniz, Ardahan Universitesi, Tiirkiye
Dog. Dr. E. Emine Dénmez, Istanbul Universitesi, Tiirkiye
Dog. Dr. Giilder Emre, Istanbul Universitesi, Tiirkiye
Dog. Dr. U. Melda Ermis, Istanbul Universitesi, Tiirkiye
Dr. Ogr. Uyesi Leyla Etyemez Ciplak, Cankaya Universitesi, Tiirkiye
Prof. Dr. Ahmet Kamil Géren, Istanbul Universitesi, Tiirkiye
Prof. Dr. Zeynep Inankur, Mimar Sinan Giizel Sanatlar Universitesi (emekli), Tiirkiye
Prof. Dr. Ziihre Indirkas, istanbul Universitesi (emekli), Tiirkiye
Prof. Dr. Giil Irepoglu, Istanbul Universitesi (emekli), Tiirkiye
Dog. Dr. Alpaslan Hamdi Kuzucuoglu, Istanbul Medeniyet Universitesi, Tiirkiye
Prof. Dr. Selguk Miilayim, Marmara Universitesi (Emekli), Tiirkiye
Prof. Dr. Tarkan Okguoglu, Istanbul Universitesi, Tiirkiye
Dog. Dr. Simge Ozer Pinarbast, Istanbul Universitesi, Tiirkiye
Prof. Dr. Ali Uzay Peker, Orta Dogu Teknik Universitesi, Tiirkiye
Dog. Dr. Ayga Tiryaki Tiirkmenoglu, Istanbul Universitesi, Tiirkiye
Prof. Dr. Fikret Turan, Istanbul Universitesi, Tiirkiye
Prof. Dr. Sitare Turan, Mimar Sinan Giizel Sanatlar Universitesi, Tiirkiye,
Prof. Dr. Nur Urfalioglu, Yildiz Teknik Universitesi, Tiirkiye



Sayr: 14 (Temmuz 2020) Hakemleri/Number: 14 (July 2020) Referees
Dog. Dr. Seden Acun Ozgiinler, Istanbul Teknik Universitesi, Istanbul
Dr. Ogr. Uyesi N. Gigek Akgil Harmankaya, Istanbul Universitesi, Istanbul
Prof. Dr. Eti Akyiiz Levi, Dokuz Eyliil Universitesi, fzmir
Prof. Dr. Zuhal Arda, Gaziantep Universitesi, Gaziantep
Dog. Dr. Pelin Avsar Karabas, Hitit Universitesi, Gorum
Dog. Dr. Gokben Ayhan, Mugla Sitki Kogman Universitesi, Mugla
Prof. Dr. Sedat Bayrakal, Usak Universitesi, Usak
Prof. Dr. Siileyman Berk, Yalova Universitesi, Yalova
Dr. Ogr. Uyesi Cenk Berkant, Mugla Sitki Kogman Universitesi, Mugla
Dog. Dr. Yilmaz Biiktel, Trakya Universitesi, Edirne
Dog. Dr. Giilberk Bilecik, Istanbul Universitesi, Istanbul
Dog. Dr. Tolga Bozkurt, Ankara Universitesi, Ankara
Prof. Dr. Birol Can, Usak Universitesi, Usak
Dog Dr. Selman Can, Marmara Universitesi, Istanbul
Dog. Dr. Filiz Celik, Selguk Universitesi, Konya
Dog. Dr. Biilent Cinar, Mimar Sinan Gizel Sanatlar Universitesi, Istanbul
Dr. Ogr. Uyesi Ahmet Vefa Gobanoglu, Istanbul Universitesi, Istanbul
Prof. Dr. Sedef Gokay Kepge, Istanbul Universitesi, {stanbul
Prof. Dr. Nilay Coragan, Erciyes Universitesi, Kayseri
Prof. Dr. Yagar Coruhlu, Mimar Sinan Giizel Sanatlar Universitesi (emekli), Istanbul
Dog Dr. Ozgii Gomezoglu Uzbek, Istanbul Universitesi, Istanbul
Prof. Dr. Kiirsad Demirci, Marmara Universitesi (emekli), Istanbul
Dr. Ogr. Uyesi Ayse Denknalbant Gobanoglu, Istanbul Universitesi, Istanbul
Dog. Dr. Giilgen Digli, Necmettin Erbakan Universitesi, Konya
Prof. Dr. Remzi Duran, Selcuk Universitesi, Konya
Dog. Dr. Pelin Dursun Cebi, Istanbul Teknik Universitesi, Istanbul
Dr. Ogr. Uyesi Fatih Elgil, Istanbul Universitesi, Istanbul
Dog. Dr. U. Melda Ermis, Istanbul Universitesi, Istanbul
Dog. Dr. Anil Ertok Atmaca, Karabiik Universitesi, Karabiik
Dr. Ogr. Uyesi Alidost Ertugrul, Fatih Sultan Mehmet Vakif Universitesi, Istanbul
Dr. Ogr. Uyesi Ayse Fulya Eruz, Istanbul Universitesi (emekli), Istanbul
Dr. Ogr. Uyesi, A. Sule Eryilmaz Aksakal, Marmara Universitesi, Istanbul
Prof. Dr. Kemal Kutgiin Eyiipgiller, istanbul Universitesi, Istanbul
Dr. Filiz Ferhatoglu, Istanbul Universitesi, Istanbul
Dog. Dr. Murat Firat, Silleyman Demirel Universitesi, Isparta
Dog. Dr. Seving Gék Ipekgioglu, Ege Universitesi, fzmir
Prof. Dr. Liitfiye Goktas Kaya, Karabiik Universitesi, Karabiik
Prof. Dr. Ahmet Kamil Géren, Istanbul Universitesi, Istanbul
Dog. Dr. Ahmet Gileg, Istanbul Universitesi (emekli), Istanbul
Dr. Mijjde Dila Giimiis, Istanbul Universitesi, Istanbul
Dr. Eda Giingér Alper, Dokuz Eyliil Universitesi, Izmir
Dr. Ogr. Uyesi Esra Giirbiiz Yildirim, Gaziantep Universitesi, Gaziantep
Dr. Ogr. Uyesi Tayfun Giirkas, Ozyegin Universitesi, Istanbul
Prof. Dr. Yegan Kahya, Istanbul Teknik Universitesi, Istanbul
Prof. Dr. Nuran Kara Pilehvarian, Yildiz Teknik Universitesi, Istanbul

Dr. Ogr. Uyesi Sevgi Kayalioglu, Aksaray Universitesi, Aksaray



Prof. Dr. Giilgiin Kéroglu, Mimar Sinan Giizel Sanatlar Universitesi, Istanbul
Prof. Dr. Ergiin Lafli, Dokuz Eyliil Universitesi, Izmir
Prof. Dr. Banu Mahir, Mimar Sinan Giizel Sanatlar Universitesi (emekli), Istanbul
Dog. Dr. E. Emine Naza Dénmez, Istanbul Universitesi, Istanbul
Prof. Dr. Tarkan Okguoglu, istanbul Universitesi, Istanbul
Dr. Ogr. Uyesi Ali Riza Ozcan, Mimar Sinan Giizel Sanatlar Universitesi, Istanbul
Dog. Dr. Simge Ozer Pinarbagi, Istanbul Universitesi, Istanbul
Dog. Dr. Ferudun Ozgiimiis, Istanbul Universitesi, Istanbul
Prof. Dr. Uzlifat Ozgiimiis, Istanbul Universitesi-Cerrahpaga, Istanbul
Prof. Dr. Burcu Pelvanoglu, Mimar Sinan Giizel Sanatlar Universitesi, Istanbul
Prof. Dr. Mustafa H. Sayar, Istanbul Universitesi, Istanbul
Dog. Dr. Gozde Sazak, Istanbul Universitesi, Istanbul
Prof. Dr. Yusuf Murat $en, Mimar Sinan Giizel Sanatlar Universitesi, Istanbul
Prof. Dr. Mine Tanag Zeren, Dokuz Eyliil Universitesi, Izmir
Prof. Dr. Zeynep Tarim, Istanbul Universitesi, {stanbul
Dog. Dr. Kadriye Tezcan Akmehmet, Yildiz Teknik Universitesi, Istanbul
Prof. Dr. Mehmet Tunger, Cankaya Universitesi, Ankara
Dog. Dr. Ayga Tiryaki Tiirkmenoglu, Istanbul Universitesi, Istanbul
Dr. Ogr. Uyesi Inci Tiirkoglu, Pamukkale Universitesi, Denizli
Dr. Ogr. Uyesi Kadriye Figen Vardar, Istanbul Universitesi, Istanbul
Prof. Dr. Remzi Yagc1, Dokuz Eyliil Universitesi, {zmir
Dr. Ogr. Uyesi, Dogan Yavas, Uludag Universitesi, Bursa
Dr. Ogr. Uyesi Omer Emre Yavuz, Mimar Sinan Giizel Sanatlar Universitesi, istanbul
Dog. Dr. Ugur Giinay Yavuz, Akdeniz Universitesi, Antalya
Prof. Dr. Nurcan Yazic1 Metin, Mimar Sinan Giizel Sanatlar Universitesi, {stanbul
Dog. Dr. Kiirsat Yildirim, Istanbul Universitesi, Istanbul
Prof. Dr. Anil Yilmaz, Izmir Katip Celebi Universitesi, izmir
Ogr. Gér. Hayri Fehmi Yilmaz, Mimar Sinan Giizel Sanatlar Universitesi, Istanbul



Yayim Tiirii/ Type of Publication
Uluslararas: Siireli e Yayin/International Periodical (e-Journal)

Yayim Dili/Language
Tiirkge ve Ingilizce/Turkish and English

Yayim Donemi/Publishing Period
Alt1 ayda bir Ocak ve Temmuz aylarinda yayimlanir/Semi-annual (January&July)

Yayim Tarihi/Publishing Date
July 2020

Kapak Resmi/CoverPage
Hattat Hamid Aytag tarafindan yazilan Celi Siiliis Levha
Ve inneke leala hulukin azim (ve sen elbette yiice bir ahlak tizeresin) (Kur’an, Kalem /4)

indeksler/Indexes
Art-Sanat Dergisi asagidaki indeksler tarafindan taranmaktadur.
Art-Sanat Journal is covered by the following indexes:

Access to Mideast and Islamic Resources (AMIR),

Akademik Arastirmalar Index (Acar index),
Arastirmax,
Emerging Sources Citation Index (ESCI / Web of Science ‘WOS’),

Index Copernicus,
International Medieval Bibliography (IMB),
Islamic World Science Citation Center (ISC),

JournalTOCs,
ResearchBib,
SOBIAD,
Tiirk Egitim Indeksi (TEI),
Ulusal Akademik Ag ve Bilgi Merkezi (ULAKBIM).

© Istanbul Universitesi/Istanbul University
Dergimizdeki tiim yazilar, kaynak gosterilerek alintilanabilir./Quotations are allowed by indicating the source

Yayinci Kurulug/Publishing Company
Istanbul Universitesi Yayinevi / Istanbul University Press
Istanbul Universitesi Merkez Kampiisii, 34452 Beyazit,

Fatih / Istanbul, Tiirkiye
Telefon / Phone: +90 (212) 440 00 00

gL oy, T
#i% [STANBUL
A&5% UNIVERSITESI

- YAYINEVI
Tletisim/Correspondence

Web: artsanat.istanbul.edu.tr & dergipark.gov.tr/iuarts
Elektronik Posta: art-sanat@]Istanbul.edu.tr




Igindekiler Table of Contents

MAKALELER ARTICLES

Research Article/Arastirma Makalesi

Materiality of Mehmet II Smelling A Rose Based on Gentile Bellini’s Painting with Cultural Perspective

Giil Koklayan II. Mehmet Tablosunun Gentile Bellini’nin Tablosu Temelinde Kiiltiirel Agidan Onemi .......... 1
Tugba Batuhan

Osmanlrnin Son Déneminde Ebniye Kalfalarina Yapi inga izni Verilmesi
Construction Grant for Ebniye Master Builders in The Late Ottoman Era 17

Hiiseyin Giirsel Bilmis

The Portugal Synagogue: In Light of Its History and Architecture
Tarihi ve Mimari Ozellikleriyle Portugal Sinagogu 39
Sakir Cakmak, Siren Bora

Amorium, Yukari $ehir i¢ Sur Alani Kazisindan Geg Ortagag Sirli Seramikleri Uzerine ilk Gozlemler

First Observations on the Glazed Pottery of the Late Medieval Period From the Excavation Internal

Wall of Upper City at Amorium 71
Lale Doger, Muhsine Eda Armagan

Tarihsel Yigma Yapilarin Halihazir Koruma Durumunun izlenmesi igin Oneriler: Matrone Kilisesi ve
Cardak Han Ornegi

Proposals for Monitoring Current Conservation Condition of Historical Masonry Buildings: Matrone
Church and Cardak Han Cases 111
Feyza Durmuslar, Emre Ipekci, Mine Hamamcioglu Turan, Engin Aktas

Gaziantep Kent Konutunda Mekan Kurgusu Degisiminin 1960-1980 Donemi Orneklerinde izlenmesi
Monitoring the Changes of Spatial Configuration of Gaziantep Urban Housing Through The Samples of
1960-1980 Period 135
Onur Erman, Esra Kasapbast

iznik / Nikaia, Istanbul Kap1 Kazilarrndan Pismis Toprak Kandiller

Clay Lamps from the Excavation of Istanbul Gate in Iznik / Nicaea 159
Filiz Inanan, Mehmet Akginar, Tugba Ak¢inar

Uskiidar: Harem Kadinlarinin Prestij Sahast
Uskiidar: Prestige Area of the Ottoman Court Women 185
Murat Kalafat

Recent “Nation Gardens” and Historical Development of Public Green Spaces in Turkey
Tiirkiye'deki Kamusal Yesil Alanlarin Tarihsel Gelisimi ve Yeni “Millet Bahgeleri” .........ccocererverecrurvinenennes 211
Ipek Kastas Uzun, Fatma Senol

Tiirk Hat Sanatinda Hz. Muhammed Sevgisini Konu Alan Calismalar

Studies on The Love of The Prophet Muhammed in The Calligraphy of Turks 241
Mehmet Memis

Harika (Sazi Sirel) Lifij; Sanatc1 Kisiligi ve Resimleri Uzerine
Harika ($azi Sirel) Lifij; On Her Personality as an Artist and Her Paintings 273
Tlkay Canan Okkali

Mogolistan'da Bulunan Géktiirk Dénemi’ne ait Siislemeli Ani-Mezar Ornekleri

Gokturk Period Memorial Graves with Ornaments from Mongolia 297
Jale Ozlem Oktay Cerezci



Konya Sultan Selim (Siileymaniye) Camii Bigim Ozellikleri ve Miiellif Mimar Meselesine Bir Katki

Formal Features of Konya Sultan Selim (Suleymaniye) Mosque and a Contribution to The Subject of
Authorship 323
Ali Naci Ozyalvag

Giulio Mongeri’nin Erken Cumhuriyet Dénemi Yapis1 Eskisehir Ziraat Bankasr'nin Kiiltiirel

Miras Yonetimi Kapsaminda Incelenmesi

Analyzing of Giuilo Mongeri’s Early Republic Period Building Eskisehir Ziraat Bank in Scope

of Cultural Heritage Management 349
Sule Pfeiffer-Tas, Rabia Temel

A Forgotten Roman Mausoleum In Darende, Malatya: The Architectural Features and Conservation

Issues of the Ozan Monument

Malatya Darende’de Unutulmus Bir Roma Mozolesi: Ozan Aniti, Mimari Ozellikleri ve

Koruma Sorunlar1 385
Mustafa Kaan Sag, Kemal Kutgiin Eyiipgiller

Bitlis Kalesi Osmanh D6nemi Liilelerinin Degerlendirilmesi (2018 Yil1 Kaz1 Sezonu)
An Evaluation of the Ottoman-Period Pipes in Bitlis Castle (2018 Excavation Seasion)........ceceuesesseresesssenes 413

Korkmaz Sen, Yunus Emre Karasu

Examination of Paintings of Naive Artists from Urfa in Terms of Colors, Compositions,

Space and Subjects

Urfali Naif Ressamlarin Resimlerinin Renk, Kompozisyon, Mekan ve Konu Agisindan incelenmesi .......... 441
Sait Toprak

Geg Dénem Osmanli Saglik Yapilarmin Geligiminin Adana Vilayeti Ornegi Uzerinden incelenmesi

Development of Late Ottoman Health Structures and Investigation on Adana Province Sample... ...469

Nur Umar, Fatma Zehra Sar1

Haluk Perk Miizesinden Ornekler Esliginde Bizans Imparatorlugu Déneminde inang,

Miinzevi Yasam, Hac ve Hacilik Kavramlar1

Faith, Asceticism and The Concepts of Pilgrim and Pilgrimage in The Byzantine Empire

with Samples from Haluk Perk Museum 495
Ceren Unal, Zeynep Cakmakg1

Cocuk Miizelerinde i¢ Mekan Tasarimlar:: Atatiirk ve Cocuk Miizesi incelemesi
Children’s Museums Interior Designs: Ataturk and Children’s Museum EXamination .........cceeeereeseresesnsnnn 533

Hiilya Yavuz Oden

Toplumsal Bellek Kayd: Olarak Ara Giiler’in Meyhane Fotograflar:
Tavern Photographs of Ara Guler as a Social Memory Record 557

Melis Yenici

Atik Camlarin Kalipla $ekillendirme Tekniginde Kullanimi
Using of Glass Waste in Mold Glass Forming Technique 579
Selvin Yesilay, Ozge Biger







Art-Sanat, 14(2020): 1-16

Sl I
. ISTANBUL
g DOI: 10.26650/artsanat.2020.14.0001
*Jasa* UNI VE]}{RS IIETS Z http://dergipark.gov.tr/iuarts

Submitted: 15.12.2017

Art- Sa n at Revision requested: 18.06.2018
Last revision received: 30.04.2020

Accepted: 11.07.2020

\STAy e

RESEARCH ARTICLE / ARASTIRMA MAKALESI

Materiality of Mehmet Il Smelling A Rose Based on Gentile Bellini’s
Painting with Cultural Perspective

Giil Kok!_ayan Il. Mehmet Tablosunun Gentile Bellini’nin Tablosu Temelinde Kiiltiirel
Acgidan Onemi

Tugba Batuhan®

Abstract

This paper examines the painting of Mehmet I, which was painted by Sinan Bey/ Siblizade Ahmed based on the painting by
Gentile Bellini. Those works of art show Mehmet the Conqueror in the same perspective by using different materials and
styles of painting. Mehmet Il is depicted as the Conqueror of Constantinople in this painting and the painting also includes
concepts of Ottoman culture. This paper illustrates the ways in which particular Western elements of art commingled with
traditional Turkish art imagery to depict the Sultan’s power over Constantinople. Both paintings represent different aspects
of Mehmet the Conqueror. Both painters convey their own cultural consciousness and impressions in their paintings.
Even though, Gentile Bellini and Siblizade Ahmed made a similar artistic creation, they present different perspectives of
Mehmet Il within their own cultural framework. In addition, this paper shows how a local artist was inspired by a foreign
artist. Furthermore, the two paintings are explained based on the objects and features used. In conclusion, this study
shows that both paintings are also arranged within their own long memory and different social, cultural, and historical
point of views to materiality.

Keywords
Mehmet the Conqueror, Gentile Bellini, Painting, Culture

0z

Bu makale, Sinan Bey veya Siblizade Ahmed tarafindan Gentile Bellini’nin resmine dayanarak yapilan Fatih Sultan Mehmet’in
tablosunu ele almaktadir. Bu sanat eserleri Fatih Sultan Mehmet’i, farkli malzeme ve stiller kullanmalarina ragmen ayni
acidan gostermektedir. Fatih Sultan Mehmet Konstantinopolis’in Fatihi olarak resmedilmekle birlikte, bu resimler Osmanh
kulturel kavramlarini da icermektedir. Makalede, belirli Bati sanati 6gelerinin, Sultan’in Konstantinopolis tizerindeki gliciint
tasvir etmek igin geleneksel Tiirk sanat imgeleriyle nasil bir araya getirildigini de gostermeye ¢alismaktadir. Fatih Sultan
Mehmet’in yer aldigi bu iki tabloda, Sultan’in bir saray ressami ve bir yabanci ressam tarafindan farkl yonleri tasvir
edilmektedir. Burada, her iki ressamin da sahip olduklari kiiltiirel bilinci ve izlenimi resimlerine aktardiklari gorilmektedir.
Gentile Bellini ve Siblizade Ahmed, benzer sanatsal eserler ortaya gikarmis olsalar da Fatih Sultan Mehmet’i kendi kuilttrel
cergeveleri icinde farkh bakis agisiyla sunmaktadirlar. Ek olarak, bu makale yabanci bir sanatginin yerel bir ressama nasil
ilham kaynagi oldugunu da gostermektedir. Ayrica, iki resim sanatgilarin kullanildiklari nesnelere ve 6zelliklere dayanarak
aciklanmistir. Sonug olarak, bu galisma her iki resmin kendi sahip oldugu uzun sureli bellek ve farkli sosyal, kiltiirel ve
tarihsel bakis agilari iginde diizenlendigine isaret etmektedir.

Anahtar Kelimeler
Fatih Sultan Mehmet, Gentile Bellini, Resim, Kaltiir

*  Correspondence to: Tugba Batuhan (Asst. Prof. Dr), Mardin Artuklu University, Faculty of Arts, Department of Art History,
Mardin, Turkey. E-mail: tugbabatuhan@artuklu.edu.tr ORCID: 0000-0003-0045-4304

To cite this article: Batuhan, Tugba. “Materiality of Mehmet Il Smelling A Rose Based on Gentile Bellini’s Painting with
Cultural Perspective.” Art-Sanat, 14(2020): 1-16. https://doi.org/10.26650/artsanat.2020.14.0001
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Genisletilmis Ozet
Osmanli padisahi Fatih Sultan Mehmet, sanat1 seven, sanatgilara deger veren ve

destekleyen bir kisilige sahipti. Sanata duydugu ilginin yan sira bu alanda kendisi-
ni daha fazla gelistirebilmek adina dersler aldi. Ayn1 zamanda, hiimanist entelektiiel
egilimlerin de takipgisiydi. Bunlarin yani sira, ¢ok yonlii kisiligi ile mimari tasarim,
bronz dokiim ve resimde perspektif konularinin da takipgisi oldugu ve hayatinin son
on yillik déneminde birgok italyan ve Yakin Dogu sanatgisi ile ilgili farkindaligmin
arttig1 bilinmektedir. Kendisi 6zellikle Italya ve Italyan sanatcilarina odaklanmist1.
Sadece Fatih Sultan Mehmet degil onun oglu II. Bayezid, 1502 ve 1506 yillarinda, Le-
onardo ve Michelangelo gibi usta isimleri Istanbul’a davet etti. Ancak, II. Bayezid’in
daha ¢ok miihendislik alanindaki girisimleri 6ne ¢ikmistir. Osmanli padisahlari iginde
sanatla ilgilenen tek isim Fatih Sultan Mehmet degildir fakat 16. yiizyilda Istanbul’a
figiir sanatc¢ilarinin davet edilmedigi de anlasilmaktadir. 1578 tarihlerinde Sokullu
Mehmet Pasa’nin sanat alaninda girisimlerinin oldugu ve devlet alblimii hazirlatmaya
calistig1 bilinmektedir. Ayn1 zamanda, 1575 ve 1578 yillarinda Paolo Giovio tarafin-
dan Osmanli sultanlarinin tasvirlerinin yer aldigi iki kitap yaymlanmistir. Osmanli
Devleti’nde Fatih Sultan Mehmet ve Kanuni Sultan Siileyman disindaki diger sultan-
larin fiziksel ikonografisi yoktur. Bu nedenle, Fatih Sultan Mehmet portreleri Osmanl
sanat tarihi icinde dnemli bir yere sahiptir.

Bu ¢alismada Fatih Sultan Mehmet’in iki ressam, Gentile Bellini ve Siblizade
Ahmed, tarafindan yapilmis olan portreleri incelenerek eserlerin benzer ve ayrisan
yonleri gozler oniine serilmektedir. Ayni zamanda Gentile Bellini’nin tablosu (Fatih
Sultan Mehmet Portresi) temelinde Siblizade Ahmed’in tablosu (Giil Koklayan Fatih
Sultan Mehmet Portresi) degerlendirilmektedir. Calisma, Fatih Sultan Mehmet’le ilgili
sadece iki tabloyla sinirlandirilmigtir. Bu sanat eserleri Fatih Sultan Mehmet’i farkli
etkilere sahip ayni1 bakis acisiyla gostermektedir.

Gentile Bellini’nin eserinde Fatih Sultan Mehmet Konstantinopolis’in Fatihi olarak
tasvir edilmis ve Osmanli kiiltiirel kavramlartyla beraber ele alinmstir. Bu tablo, Fatih’in
batt Avrupa tarzinda resmedilmis bir goriintiisiidiir. Bellini, Fatih’in portresini yapmaya
Istanbul’da baglamis ancak Venedik te tamamlamustir. Tablonun ne zaman yapildig ile il-
gili net bir bilgi bulunmamakla birlikte, Bellini'nin hayatina dayanarak tablonun 1480’ler-
de yapildig diistiniilmektedir. Gentile Bellini’nin tablosu bat1 6geleri ve Tiirk sanat im-
gelerini bir araya getirerek Fatih’in Konstantinopolis listiindeki giiciinii gostermektedir.

Kaynaklarin biiyiik bir cogunlugu tarafindan Giil Koklayan Fatih Sultan Mehmet
tablosu Sinan Bey’e atfedilmektedir. Osmanli saray ressamlari arasinda yer alan Sinan
Bey, biiyiik ihtimalle Avrupali bir ressamdan egitim almisti. Osmanli saray ressami
olarak dogu ve bati kiiltiirlerinin sentezini resimlerde uygulayan sanatgi, sahip ol-
dugu bilgilerini Siblizade Ahmed gibi 6grencilerine aktarmisti. Sinan Bey hakkinda
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¢ok fazla bilgi bulunmamasina ragmen Siblizade Ahmed’in portre ¢aligmalarinda ¢ok
basarili oldugu bilinmektedir. Siblizade Ahmed’in Avrupa tarzi portre yapimini ikin-
ci kaynaktan, yani hocast Sinan Bey’den 6grendigi goz ardi edilmemelidir. Ancak,
Siblizade Ahmed’in portre yapiminda Bellini kadar usta bir sanat¢1 oldugu da sdylen-
mektedir. Bu agidan diisiiniildiigiinde Fatih Sultan Mehmet’in giil koklarken yapilan
portresi Siblizade Ahmed tarafindan resmedilmis olabilir.

Her iki tablo da Fatih Sultan Mehmet’i farkli bakis agilarindan temsil etmektedir.
Sultanin fiziksel 6zellikleri hemen hemen iki tabloda da benzerlik gostermektedir.
Bununla beraber, Gentile Bellini tablosunda Konstantinopolis’i fetheden ve Bizans
hiikimdarhgini ve kiiltlirliinli yok eden bir sultan1 tasvir etmistir. Bu da tistliinliigii ve
giicii elinde tutan Fatih Sultan Mehmet’in Avrupa ve Avrupali goziinde resmedilmesi
anlamina gelmektedir. Iki tablonun ortak 6zelligi olarak Fatih’in duygularini belli
etmeyen bir tavirda ¢izildigi ve herhangi bir yiiz ifadesine yer verilmedigi goriil-
mektedir. Ancak bununla beraber, Gentile Bellini tarafindan resmedilen portre, Fatih
Sultan’in ger¢ek bir goriintiisii olmayabilir. Clinkii, 1480°li yillarda II. Mehmet’in
hasta yataginda oldugu bilinmektedir ve bu nedenle Bellini’nin Sultan’1 gérerek port-
reyi yapmis olmasi diisiik bir ihtimaldir. Sinan Bey’e atfedilen tablonun ise Gentile
Bellini’nin tablosundan doniistiiriildiigii bilinmektedir. Ve belki de bu yiizden Sinan
Bey’e atfedilen tabloda Sultan’in yiizii ifadesiz bir sekilde resmedilmis ve iki tablo
arasinda ¢ok fazla benzerlik yer almistir.

Sonug olarak, Gentile Bellini ve Sinan Bey/Siblizade Ahmed’in tablolar1 kullanilan
materyal temelinde renkler ve objeye dayanmaktadir. Bu tablolarda yer alan biitiin 6zel-
liklere bakildiginda sanatg1 ve resim arasinda kutsal bir sinir vardir. Tablo var olan mad-
di zenginligi igerisinde yorumlanabilirken ayni zamanda sahip oldugu suur iginde her
zaman canli kalmay1 basaracaktir. Bir resmin sahip oldugu suur onun fiziksel varligidir.
Sanat eserinin igerisinde sahip oldugu yan anlamlar daima diger insanlar i¢in sir olarak
kalacaktir. Bu dogrultuda, Fatih Sultan Mehmet Portresi ve Giil Koklayan Fatih Sultan
Mehmet Portresi sahip olduklar1 bellegi var olduklar1 cismani halleriyle tasimaktadirlar.
Bu iki tablo sahip olduklar1 bakis agilariyla Fatih Sultan Mehmet’in 6nemini ortaya
koymaktadir. Ayrica, Avrupali bir ressamin yaptigi portre lizerinden yerel sanat¢iya nasil
ilham kaynag1 oldugunu gostermesi acgisindan da oldukca degerlidir.

Bu ¢aligmada benzer ve farkli yonleri agisindan iki tablo ele alinmis ve ayni za-
manda her birinin 6zelinde 6nemi degerlendirilmistir. Ayrica her iki tablonun yapildig:
tarihten bugiine kadar getirdikleri hafizanin 6nemine deginilmistir. Son olarak, Gentile
Bellini’nin tablosunun ve Siblizade Ahmed’in tablosunun farkli sosyal, kiiltiirel ve
tarihsel tutumlari i¢inde nasil yapilandirildiklar: incelenmistir.
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Introduction

Mehmet, called Fatih, conqueror,

is sniffing a rose,

savoring its scent: that is to him

like poetry, Greek logic,

like the fields outside Vienna

in springtime, like Europe, like the sweet
necks of princes.!

This paper examines the painting of Mehmet II, which was painted by Sinan Bey/
Siblizade Ahmed based on the painting by Gentile Bellini. Those works of art show
Mehmet the Conqueror in the same perspective by using different materials and styles
of painting. Mehmet II is depicted as the Conqueror of Constantinople in this painting
and the painting also includes concepts of Ottoman culture. This paper illustrates the
ways in which particular Western elements of art commingled with traditional Turkish
art imagery to depict the Sultan’s power over Constantinople.

Paintings are based on material with colours and objects used in the artists’ view.
All properties possess a sacred boundary between the artist and the painting. The
painting might be interpreted by its material wealth, but the connotations always re-
main a secret for other people. However, matter is always alive with its consciousness.
A painting’s consciousness is its physical entity. As Rudy Rucker said, every object
or process is a computation [...] the world made computations.” It can be said that the
paintings, Mehmet the Conqueror Smelling a Rose and Painting of Mehmet 11, carry
their own memories with their live materiality.

Sultan Mehmet the Conqueror was interested in art® and had lecturers who taught
him about art. He was also a follower of humanist intellectual tendencies. The Con-
queror of Constantinople followed architectural design, bronze casting, and pictorial
perspective. He specifically focused on Italy and Italian artists.* Mehmet the Conqueror
was not the only sultan interested in art: Mehmet’s son Bayezid II also invited Leon-

1 Lillias Bever, “Mehmet Sniffing a Rose”, Poetry 182 (2003), 273.
Rudy Rucker, “Everything Is Alive”, Progress of Theoretical Physics Supplement 173 (2008), 365.

3 Mehmet the Conqueror was curious about art and also studied foreign languages, geography, and philosophy,
interested in astronomy, ancient Greek and Byzantine works, and architect. Costanzo de Ferrara, Bertoldo
di Giovanni, Matteo de Pasti did medallion portraits of the Sultan, See John Freely, The Grand Turk (Apple
Books), (New York: The Overlook Press, 2009).

4 Elizabeth Rodini, “The Sultan’s True Face? Gentile Bellini, Mehmet II, and the Values of Verisimilitude”, The
Turk and Islam in the Western Eye, 1450 - 1750: Visual Imagery before Orientalism, ed. James G. Harper,
(Burlington: Ashgate Publishing Company, 2011), 25.
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ardo da Vinci and Michelangelo di Lodovico Buonarroti Simoni in 1502 and 1506 to
Istanbul. Nevertheless, Bayezid II was more interested in engineering ventures and
wanted to construct a bridge over the Golden Horn to link the Muslim and European
Quarters of the Ottoman capital. During the 16" century, no figural artists were invited
to the Ottoman capital. In 1578, Sokullu Mehmet Pasha tried to create an album of
imperial portraits, but in 1575 and 1577, two books with images of the Ottoman sultans
were published by Paolo Giovio.’ During the last decades of Mehmet Sultan’s life,
he had awareness of many Italian and Near Eastern artists. There is not any physical
iconography of other Sultans in the Ottoman Empire except for that of Sultan Mehmet
the Conqueror and Suleyman the Magnificent.® For this reason, the portraits of Sul-
tan Mehmet possess a special place in the history of Ottoman art. In this paper, these
paintings’ (Mehmet the Conqueror Smelling a Rose and Painting of Mehmet 11) long
past will be explained in their social, cultural, and historical attitudes to materiality.

Sinan Bey, Mehmet the Conqueror Smelling a Rose/Mehmet II Smelling a Rose

F. 1. Sinan Bey or Siblizade Ahmed Celebi, Mehmet the Conqueror Smelling a Rose, c. 1480.
(Directorate of National Palaces, Topkap1 Palace, TSMK.H.2153, y.10a)

5 Julian Raby, “The Serenissima and the Sublime Porte: Art in the Art of Diplomacy, 1453-1600", Venice and
the Islamic World 828 — 1797 (New Haven: Yale University Press, 2007), 107-109. The portrait collection
of Italian Paolo Giovio possesses diversity with its non-Italian men and women from his distant past and to
his present, which is made up of minor or unknown artists in Italy. Giovio made portraits of the Ottoman
Sultans such as Mehmet I, Sultan Selim I, Murad I, Beyazid II etc., see Nassim Rossi, “Italian Renaissance
Depictions of the Ottoman Sultan: Nuances in the Function of Early Modern Italian Portraiture”, (PhD. Diss,
Columbia University, 2013).

6 Stefano Carboni, “Catalogue of Exhibited Works”, Venice and the Islamic World 828-1797 (New York/New
Haven and London: The Metropolitan Museum of Art/Yale University Press, 2007), 303.
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Mehmet the Conqueror Smelling a Rose (F. 1) painting’s artist is uncertain, but
the two in this regard it has been suggested, Sinan Bey and Siblizade Ahmed Celebi.
The portrait was probably painted around the 1480s, however, the exact date is still
unknown. The miniature painting was painted on a paper with an unusual scale; it
measures 390x270 mm. Mehmet the Conqueror is seated cross legged, holding a red
rose in his right hand and a handkerchief in his left hand. He wears a furred kaftan, a
dress, and a turban with a red kulah. His painting Mehmet Il Smelling a Rose is now
exhibited in Topkap1 Palace, Istanbul.

Sinan Bey was the court painter of Sultan Mehmet II. Sinan Bey was probably
trained by Maestro Pavli (Paolo da Ragusa) "a European master.® He was worked on
miniature paintings on paper such as Mehmet Il Smelling a Rose. As an Ottoman court
painter, Sinan Bey synthesized Eastern and Western cultures with his pupils such as
Siblizade Ahmed and mediated the translation of them into native culture.’ The book,
Menakib-1 Miinevveran, mentions that Siblizade Ahmed was the best portrait (sebih)
painter among the most important artists.!” There is no further information about
Sinan, but it is known that he was sent to Venice in 1480 as the ambassador of the
Ottoman Empire. Sinan Bey was influenced by Italian paintings on his works. Sinan
Bey’s painting transforms into Gentile Bellini’s painted portrait into a seated royal
image.!! Some sources claim that the portrait of Mehmet the Conqueror was painted
by Sinan Bey, it seems more possible Siblizade Ahmed is the main creator of the
painting.'? Siblizade was adept at painting portraits and could produce similar work to
Bellini. However, Siblizade learned the European style of painting from a secondary
source, Sinan Bey. However, even though there is not exact information about the
creator, the painting has been attributed to Sinan Bey.

7 Gelibolulu Mustafa Ali, Menakib-1 Hiinerveran: Hattatlarin ve Kitap Sanat¢ilarinin Destanlari, ed. Miijgan
Cunbur (Istanbul: Biiyiiyenay Yaynlari, 2012), 153.

8 Mustafa Ali, Menakib-1 Hiinerveran, 153.

Giilru Necipoglu, “Visual Cosmopolitanism and Creative Translation: Artistic Conversations with Renais-
sance Italy in Mehmed II’s Constantinople”, Mugarnas 29 (2012), 4.

10 Mustafa Ali, Menakib-1 Hiinerveran, 153.

11 Giilru Necipoglu, “From Byzantine Constantinople to Ottoman Konstantiniye: Creation of a Cosmopolitan
Capital and Visual Culture Under Sultan Mehmed 11", From Byzantion to Istanbul: 8000 Years of a Capital
City, (Istanbul: Sakip Sabanci1 Miizesi, 2010), 264-276.

12 The Sultan’s portrait, Mehmet II Smelling a Rose, reattributed to Sinan Bey’s pupil Siblizade Ahmed by
Julian Raby, Necipoglu, and Bagci, see Julian Raby, El Gran Turco: Mehmed the Conqueror as a Patron of
the Arts of Christendom (London: Oxford University, 1980); Necipoglu, “Visual Cosmopolitanism and Cre-
ative Translation”, 1-81; Serpil Bagci etc., Osmanli Resim Sanati (Istanbul: T.C. Kiiltiir ve Turizm Bakanlig:
Yayinlari, 2006). Siblizade was more talented European portrait painter, even though Sinan Bey was the
master of Siblizade Ahmed. For these reasons, I prefer to use Siblizade Ahmed as the artist of the painting,
Mehmet Il Smelling a Rose, in this work.
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Gentile Bellini, Painting of Mehmet 11

F. 2. Gentile Bellini, The Sultan Mehmet 11, 1480, The National Gallery, London.
(Giilru Necipoglu, “Visual Cosmopolitanism and Creative Translation: Artistic Conversations
with Renaissance Italy in Mehmed II’s Constantinople™, 34)

In 1479, the Ottoman Empire took control of the Ionian Islands. At that time, Italy
was in the midst of a crisis. In the summer of 1479, the Ottomans proposed an agree-
ment to Venice, and the Signoria accepted the alliance, thus ensuring he could protect
Venice from an enemy region, Florence. The Signoria also reassured the Sultan’s rights
in seizing Brindisi, Taranto, and Otranto."* Eventually, the Ottoman Empire was not able
to take Venice, but it was obvious that the Venetians sent gifts to him to protect their
rights. In other words, they figured out the Ottomans’ strategy which was to capture
Italy step by step. Since they recognized the danger, they tried to defend themselves
by different means, such as gifts or the alliance. Venice not only assured itself, but also
Florence tried to keep its own land safe against the Ottomans with gifts. Certainly, Flor-
ence and Venice were not allying with one another, and the Signoria of Venice made an
agreement with the Ottoman Empire to avoid a confrontation with Florence. The Italian
peninsula, including Florence, Milan and Venice, was threatened by powerful empires,

13 Franz Babinger, Mehmed the Conqueror and His Time, trans. Ralph Manheim, (New Jersey: Princeton Uni-
versity Press, 1978), 390.
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the French, The Ottoman, and the Spanish, with political and diplomatic systems and
strategies.!* Venice had an important position between the East and West because of its
strong mercantile character. Thus, it had a special relationship with the Islamic world.
For example, the Ottoman Empire had Venetian commercial treaties.!® The conquest of
Constantinople helped to link different networks of international trade.!

In 1479 Sultan Mehmet sent an envoy with a letter to Venice requesting a good
painter. Even though Sultan did not give the name of any artists, he was seeking an
artist recommended by the leaders of Venice. Gentile Bellini was sent to Istanbul
for sixteen months.!” It is obvious that the Venetians sent Bellini as a gift to Sultan
Mehmet to protect their rights in the bad condition of their country. Mehmet II did not
specify Bellini, however he desired different skilled artists and craftsmen: a painter,
a sculptor, and a builder. The Sultan might have wanted to begin a new architectural
project in his new palace.'® Bellini visited Istanbul as the cultural ambassador of the
Venetian Republic. Ambassadors came to visit Venice from the Ottoman lands and
gave special gifts to Venetian artists, such as patterned silks and gilded glass. Gentile
Bellini did not visit any other near Eastern cities except Istanbul. When he was in
Istanbul between 1479 and 1481, he made a number of studies of Ottoman Costumes,
monuments, luxury goods, exotic animals, all of which became the point of reference
for his canvas of St. Mark Preaching in Alexandria for the scuola."

Gentile Bellini’s Painting of Mehmet II (F. 2) is regarded as a Western European
image of Turkish culture. The painting started in Istanbul and was later completed in
Venice. This circulation caused a shift in audience from the West to the East. Though
the date is uncertain, the painting was probably painted in 1480.

Traditional imperial portraiture had existed for four centuries during the Ottomans,
which began at the time of Mehmet I1.2° In the portrait by Gentile Bellini, the Sultan
is shown in a three-quarter view beneath a marble arch and a jewel-encrusted em-
broidered textile. Renaissance architecture spread from Florence to Europe, which
characteristically was dominated by rounded shapes in harmony.?! So, the arch in

14 Daniel Goffman, “Negotiating with the Renaissance state: The Ottoman Empire and the new Diplomacy”,
The Early Modern Ottomans: Remapping the Empire, ed. Virginia H. Aksan and Daniel Goffman (New York:
Cambridge University Press, 2007), 61.

15 Catarina Schmidt Arcangeli, “Orientalist Painting in Venice, 15" to 17" Centurie”, Venice and the Islamic
World 828 - 1797 (New Haven: Yale University Press, 2007), 122.

16 Niikhet Varlik, “Conquest, Urbanization and Plague networks in the Ottoman Empire, 1453-1600, The
Ottoman World, ed. Christine Woodhead (New York: Routledge Taylor & Francis Group, 2012), 253.

17 Rodini, The Sultan’s True Face, 24.
18 Julian Raby, “The Serenissima and the Sublime Porte: Art in the Art of Diplomacy, 1453-1600”, 107.
19 Schmidt Arcangeli, Orientalist Painting in Venice, 128.

20 Giinsel Renda, “The Ottoman Court and Sultanic Portraiture”, Orientalists at the Ottoman Palace (Istanbul:
TBMM Milli Saraylar Daire Bagkanligi, 2006), 33.

21 Halil nalcik, Ronesans Avrupast Tiirkiye 'nin Bati Medeniyetiyle Ozdeslesme Siireci (Istanbul: Tiirkiye Is
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Bellini’s work is emblematic of a typical feature of Renaissance architecture. Mehmet
IT appears in a red kaftan, a dark brown fur pelt, and a white turban wrapped around
a red taj. His headdress and position represent that he is a Muslim. The painting
demonstrates the Sultan’s sharply pointed nose and beard, while his turban, with
big contours, creates conflict. There are inscriptions on the left and right sides of the
parapet and phrases which say Mehmet II is Victor Orbis, Conqueror of the World.
The date of this inscription is November 25, 1480 which is located at the bottom
of the painting.?* The painting of the Sultan was created by Bellini in Istanbul, but
Bellini returned to Venice towards the end of 1480 with a recommendation letter
from Mehmet II to be given to the Venetian Senate and the Doge of Venice.? Bellini
went to Constantinople in 1479 and returned to Venice in 1480.>* Upon his arrival in
Venice, Gentile Bellini completed the portrait. The Painting was returned to Istanbul
after Bellini signed the Sultan’s painting. Yet, Mehmet the Conqueror died, and Bel-
lini’s work appeared in different museums in Europe after being sold in the Istanbul
bazaar by the Sultan’s son, Bayezid II.** In addition, Sultan Mehmet’s son Bayezid,
who was known to be very religious, sold the painting due to its Christian imagery.
The painting was brought to Venice in the early 16" century and remained there until
ca. 1865.% The painting was hung in the private space of a Venetian palace.”” This
indicates that Mehmet the Conqueror and Bayezid II had a completely different view
of the world and understanding of art. The painting of the Sultan is 69.9 x 52.1 cm
which represents his glorious nature. The famous painting portrait of Sultan Mehmet
is now in the National Gallery, London.

Discussion

The Venetian master Gentile Bellini had created a new iconography for the Sultans.
Bellini’s creation, Painting of Mehmet II, represents the Sultan’s military courage.
There are seven crowns which symbolize the Ottoman Dynasty?®, and Mehmet 1T is

Bankasi Kiiltiir Yaynlari, 2013), 78.

22 Carboni, “Catalogue of Exhibited Works”, 303.

23 Nurullah Berk, “Fatih Sultan Mehmet ve Venedikli Ressam Gentile Bellini”, Ankara Universitesi [lahiyat
Fakiiltesi Dergisi 2/2 (1953), 152.

24 Gentile Bellini was situated in Constantinople from the September 1479 to the end of November 1480, see
George F. Hill, “Medals of Turkish Sultans”, Numismatic Chronicle 6 (1926), 288. Bellini spent about sixteen
months in Constantipole as the request of Fatih, see Rodini, The Sultan’s True Face, 24.

25 Franz Babinger, Mehmed the Conqueror and His Time, trans. Ralph Manheim (New Jersey: Princeton Uni-
versity Press, 1978), 379; Stefano Carboni, “Catalogue of Exhibited Works”, Venice and the Islamic World
828-1797 (New York/New Haven and London: The Metropolitan Museum of Art/Yale University Press,
2007), 303; Halil inalcik, The Ottoman Empire: The Classical Age, 1300-1600 (Istanbul: Yap1 Kredi Yayin-
lar1, 1995), 30; Julian Raby, “Oyun Basliyor”, Padisahin Portresi Tesavir-i Al-i Osman (Istanbul: Tiirkiye Is
Bankas1 Kiiltiir Yayinlari, 2000), 72; Ahmed Refik, Fatih ve Bellini, trans. Onder Kaya (Istanbul: Yeditepe
Yayinlari, 2006), 15.

26 Carboni, “Catalogue of Exhibited Works”, 303.

27 Rodini, The Sultan’s True Face, 23.

28 Ottoman sultans respectively Osman Gazi, Orhan Gazi, Murad I, Bayezid I, Mehmet I, and Murad II.
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the 7" sultan in the imperial line.? Such rendering of three-dimensional space was
not yet seen among Ottoman court artists but was apparent in the high art of Italian
Renaissance painting. Gentile Bellini learned to use a site for Latin inscriptions and
to use a parapet as a distance between viewer and sitter from Roman stelae and tomb-
stones. The arch represents a universal symbol of victory appropriate for the sultan
who conquered Constantinople in 1453. The marble arches were used in Venetian
ecclesiastical architecture and in paintings such as Bartolomeo Vivarini’s Virgin and
Child in the Museo di Capodimonte, Naples.*® For these reasons, it is unclear why
Mehmet II requested this kind of arch in his portrait. In my opinion, he wanted to use
such a stylish form to represent himself as the new ruler of Constantinople. It is also
possible that the arch can be seen as representative of the city gate of Constantinople.’!
In this way, he intended to demonstrate his power throughout Constantinople.

The background of the painting is dark, but the Sultan appears with a red robe
and a white turban. This may indicate his effort to communicate his status as the
conqueror of Constantinople, and that a dark century had ended. It is obvious that
after the conquest of Constantinople, the middle age had passed, and a new age had
begun. Thus, the darkness represents the Byzantine and he demonstrates the Otto-
man Empire, his conquest, and Istanbul. Furthermore, this picture might emphasise
religious aspects, such as the black background possibly representing Christianity,
and Mehmet the Conqueror, indicating Islam. This is could be because Constan-
tinople became Istanbul, and the area of Byzantine became an Islamic territory
after Mehmet I1. The painting of Mehmet 11, therefore, also possesses religious and
political standpoints.

Sultan Mehmet’s preference for Italian artists was clearly personal, as, after him,
there was no such attention shown to these artists. However, it is not clear what the
role of a portrait painted by Bellini would be in the Ottoman court. It is known that
in Italian courts, the sitting pose indicated a message of powerful authority; the com-
position of the painting and symbols carried power and local sovereignty. Mehmet
specified his imperial force clearly.’* Of course, Bellini’s artistic and cultural accu-
mulation are the factors that make the painting more prominent.

29 Schmidt Arcangeli, Orientalist Painting in Venice, 136.
30 Carboni, “Catalogue of Exhibited Works”, 303.

31 The arch in the painting, to my of thinking, actually gives the feeling about the existence of the wall along
the two sides of the gate. According to Maria Pia Pedani, the arch is the gate or kap1 formally represents the
renaissance style gate of the Venetian Church of San Zaccaria but its meaning is the third court of the Topkap1
Palace. Through this statement, in my opinion that the gate in the painting should surround by walls, in which
the area protected Constantinopole by the Sultan Mehmet II. Maria Pia Pedani, “The Portrait of Mehmet 11:
Gentile Bellini, the making of an Imperial Image”, /0th International Congress of Turkish Art, ed. Frangois
Déroche, Charles Genequand, Giinsel Renda, and Michael Rogers (Geneva: Fondation Max Van Berchem,
1999), 555.

32 Rodini, The Sultan’s True Face, 28.
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In Bellini’s painting, Mehmet’s known aesthetic art interests are displayed by the
Italian artist through his copying of the visual world of the Sultan. According to Eliz-
abeth Rodini, Bellini’s portrait is not merely an Ottoman adaptation of an Italian pic-
torial genre; furthermore, from Mehmet’s perspective, the portrait that Bellini painted
was not in appearance a truthful documentation of the foreignness, as it has generally
been interpreted in Western scholarship.*

The Sultan’s portrait conveys a political message. Gentile Bellini visited Sultan
Mehmet’s court in 1479. The Venetians battled with the Ottomans between 1463 and
1479. Therefore, it is obvious that his visit and his painting carried a political message
between Italy and the Ottoman Empire. The Venetians tried to have a good relation-
ship with the Sultan by giving gifts. In the time of Sultan Mehmet, Gentile Bellini
was known for his work in retracto, which means re-tracing, mapping and portraiture
share, in Italy. For this reason, he was chosen as a painter for Sultan’s court.>* Gentile
did not only satisfy the sultan’s demand but also exceeded the boundaries.** Bellini’s
portrait might not be a true image of the Sultan. The painting of the Sultan was started
in Istanbul but was eventually finished by Gentile Bellini in Venice. It is not certain
whether the Conqueror of Constantinople ever saw his painting because he was sick
while this work of art was being produced. It is not clear whether the face depicted
exactly resembles his own face because, in 1480, Mehmet Il was sick in his bed.
However, in the painting he looks lively and healthy. Certainly, Gentile Bellini used
his imagination to paint Mehmet the Conqueror.

In the painting, the Sultan appears in a white turban and robe in a dark background
under an arch. The inclusion of the arch in the painting is also questionable because,
in general, Gentile Bellini did not use arches in the portraits he painted. Therefore, it
is a unique scene that the Sultan appears under an arch. This distinction might demon-
strate the arch of Constantinople, which at that time had been given over to Mehmet
the Conqueror. The arch might have been included by the artist or at the request of
the Sultan. It is certain that the arch is related to the victory of Mehmet II because the
rest of the painting depicts his achievements. For instance, there are crowns on three
sides of the painting which stand for the lands of Asia, Trebizond, and Greece. These
crowns may have an intertwined meaning; thus, they do not only represent the Sultan’s
success but also indicate his ancestors.*® Furthermore, the number of crowns, seven,
in the jewel-encrusted embroidered textile signifies that Mehmet II was the 7" Sultan

33 Rodini, The Sultan’s True Face, 29.

34 Rodini, The Sultan's True Face, 33.

35 Antonia Gatward Cevizli, “Bellini, Bronze and Bombards: Sultan Mehmed II’s Requests Reconsidered,”
Renaissance Studies 28 (2014), 750.

36 For the hypothesis that the ancient sovereign’s power is derived from his ancestors and an Ottoman Sultan
inherited the throne who is visited the ancient ruler’s tomb. So, the six crowns emblematize the Sultan’s
ancestors, see Pia Pedani, “The Portrait of Mehmet I1,” 556.
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of the Ottoman Empire. In addition, the other six crowns might also be interpreted
as representing the marks that the previous sultans had left as the touchstones of the
Ottoman Empire. The triple crowns also appear on the medallic portrait of the Sultan
by Gentile Bellini, which represent the three kingdoms of the Sultan’s Empire, Greece,
Trebizond, and Asia. These triple crowns were used as three kingdoms in place of the
Sultan’s victory over all the allied Western and Eastern Powers for sixteen-year long
Veneto-Ottoman war.*” In the medallic portrait of the Sultan’s posture, his turban and
dress bear the same characteristics of the painting. However, Mehmet II is depicted as
being younger in the medallic portrait by Bellini.*® A typical example of renaissance
humanism includes the images of the historical influence of military leaders and the
Italian influence in both the form and acceptance of the sultan’s patronage.*

The darkness of the background of the painting might represent the Byzantine
era as a dark period, but the Sultan is clearly the main figure, which indicates the
triumph of the Ottoman Empire over the old Byzantine Empire. At the same time,
two words in the text on the left side of the painting are noteworthy. The meaning of
these two words are “the Conqueror of the World.” Fatih conquered Constantinople
as a Muslim Sultan. Constantinople was taken from a Christian-based state and placed
completely into the hands of a Muslim-based country. This was not only a change for
Constantinople but also a change for the world as well as the beginning of a new era.
From this point of view, it may be considered that Istanbul was the centre of the world
for Mehmet II. It can be also assumed that Mehmet the Conqueror wanted to show
himself to the intended audience, the West, as the Conqueror and to usher in the new
era by using a visual language which demanded an Italian artist in the Western style.

However, the impression of the West or the influence of the East on these two
paintings is rather limited. Gentile’s portrait is more related to Western art and the
painting by Siblizade Ahmed is evocative of Bellini’s portrait but has identifying trac-
es of eastern art. In both paintings, the Sultan Mehmet wears a kaftan, a dress, and a
turban. The Conqueror demonstrates almost the same style of apparel with different
colours and perhaps materials. The raw materials which were processed to be used in
the royal workshops in the Ottoman Empire were silk and thread used in the making
of clothes for the sultans.*’ The dress of Mehmet the Conqueror under the fur is called

37 Necipoglu, “Visual Cosmopolitanism and Creative Translation”, 34.

38 Berk, Fatih Sultan Mehmet ve Venedikli Ressam Gentile Bellini, 152. Raby and Necipoglu believe that the
medal of Mehmet 11 is created in 1480 before Gentile Bellini returned to Venice, see Julian Raby, “Pride and
Prejudice: Mehmed the Conqueror and the Italian Portrait Medal,” Studies in the History of Art 21(1987),
171-194; Necipoglu, “Visual Cosmopolitanism and Creative Translation”, 1-81.

39 Raby, “Pride and Prejudice: Mehmed the Conqueror and the Italian Portrait Medal”, 176. The four prominent
medal portrait of Sultan Mehmet II’s are by Gentile Bellini, Bertoldo di Giovanni, and Costanzo da Ferrara,
and the so-called Tricaudet or Trieaudet, see Raby, “Pride and Prejudice: Mehmed the Conqueror and the
Italian Portrait Medal”, 171-194.

40 Babhattin Yaman, “Fit For the Court: Ottoman Royal Costumes and Their Tailors, from the Sixteenth to
Eighteenth Century”, Ars Orientalis 42 (2012), 92.
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entari in Turkish. An entari reaches down to the ankles with long, slit sleeves.*! These
kinds of dresses might change depending on the person and the material used. Differ-
ent materials such as cotton, silk, taffeta or fine fabrics can be used. An entari can be
worn on special occasions and in daily life in the same way and is not representative
of any prestige or status. In Mehmet Il Smelling a Rose, Mehmet 11 probably wears a
fur kaftan, however, the painting of Mehmet 1l probably represents the kaftan within
full fur. Sultan Mehmet might have worn a wolf fur because the wolf was a totem an-
imal for Turkish tribes.** Fur over-coats stand for a symbol of Ottoman wealth and the
representation of one is related to the importance of fur and the Sultans’ preferences.*
However, kaftan might be the tool that demonstrates status, prestige, and personal
position with its rich patterns and materials used such as brocaded silk fabrics and fur
and also sometimes a lining was used. The entari and kaftan can be used together as
worn by Mehmet the Conqueror in both paintings. A brief comparison of the portraits
of Mehmet II shows the same fashions in his imperial wardrobe.

Siblizade Ahmed Celebi’s painting represents the Conqueror on the throne sitting
cross-legged which shows that the painting is more relevant to the traditional cultural
considerations. It is possible that the Turks crouching cross-legged comes from tent
culture.* For example, portraits in medallions had members of the dynasties crouch-
ing cross-legged with three-quarters profiles and symbols such as rose in the roller
timber of the Timurid period. In this painting, Ahmed’s mastery of combining Italian
and Timurian traditions justifies the fame that he earned a hundred years later as a
portrait artist.* In the Sultan Mehmet II, the Sultan might be sitting his cross-legged
on the throne which is covered by an ornate stone textile. Bellini could have wanted
to make the painting more Western with these jewels by closing the seated posture
because that pose was traditionally more related to the Turks.

The Sultan’s turban has a very important symbol. The Turban symbolises death; thus,
the Sultan does not forget that he can die at any moment. Furthermore, the Sultans’ turban
looks like a tombstone, for this reason his turban is related to death. In Islam, the Prophet
Muhammad is represented and symbolised by a red rose.* Mehmet the Conqueror be-
lieved in Islam and respected the Prophet Muhammad. Muslims believe that the Prophet
Muhammad’s smell was like a rose. Thus, a rose as a material object can connect to the

41 Fatma Kog¢ and Emine Koca, “The Clothing Culture of the Turks, and the Entari (Part 2: The Entari)”, Folk
Life: Journal of Ethnological Studies 50 (2012), 142.

42 Pia Pedani, “The Portrait of Mehmet IT”, 556.
43 Yaman, “Fit For the Court,” 96.

44 Emel Esin, “Bagdas ve Cokmek Tiirk Toresinde iki Oturus Seklinin Kadim Ikonografisi”, Sanat Tarihi
Arastirmalart 111 (Istanbul: Istanbul Universitesi Edebiyat Fakiiltesi Sanat Tarihi Enstitiisii, 1970), 242.

45 Julian Raby, “Oyun Basliyor”, 70.

46 Rose possesses many meanings such as love, purity, silence, etc., which is also hosting different colours
within different interpreting in various cultures, see Zeynep Alsancak, “Tiirk Kiiltiiriinde Giiliin Simgesel
Anlamlar1”, (M. A. Thesis, Istanbul University, 2017).
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Prophet. In Mehmet Il smelling a rose, Sultan Mehmet carries a white handkerchief. The
background of the painting is white, and the Sultan appears with a green dress, a blue robe
and a white turban. All the colours represent Islam. This may indicate his effort to commu-
nicate that he is the caliph of the Muslim world. During that period, the Ottoman Empire
held the title of caliph in its territory. Consequently, the painting quietly represents Islam.

Both Paintings represent Mehmet the Conqueror with different aspects. The paintings
demonstrate the Sultan’s sharply pointed nose and beard; however, Mehmet II has a
more distinctive black beard in Bellini’s painting. In addition, the marble arch appears
with a jewel encrusted embroidered textile, but it is uncertain whether it is gold or made
from another material. However, its colour is gold therefore it might be assumed to be
gold. Men do not carry gold and do not carry jewelry as an Islamic rule; thus, these
ornaments are represented beneath the arch instead of displayed on Mehmet the Con-
queror. This jewel encrusted embroidered textile might represent Byzantine as well as
wealth and pride. Sultan Mehmet conquered Constantinople and all Byzantine values
were replaced by a different culture and religion. Sultan Mehmet not only became the
conqueror for the Ottoman Empire, but also took over the legacy of Byzantine. For this
reason, this ornament and gold colour might represent values of the Byzantine Empire
from a different point of view. However, the jewel encrusted embroidered textile might
have been engraved on wooden material. In the Sultan Mehmet I1, gold is used as an or-
nament, but it is not shiny. If gold is representative of Byzantine, it might be interpreted
as symbolising that Byzantine collapsed. Furthermore, in both paintings, the Sultan has
a very insensitive facial expression. Bellini’s portrait might not be a true image of the
Sultan because in 1480 Mehmet the Conqueror was sick and Bellini finished his work
in Venice. Sinan Bey transformed his painting from Bellini’s painting, for this reason,
Sultan Mehmet does not express any facial gestures in both paintings.

The surface of Bellini’s painting is damaged, which draws direct attention to the por-
trait of Sultan Mehmet. The picture does not give equal emphasis to all aspects of the
painting, perhaps because of the damage to the surface or the focus on Mehmet’s glory.
The surface of Bellini’s painting is damaged and Sinan Bey’s painting is also probably
damaged because there is a black spot in the upper right corner of the painting.

Conclusion

Mehmet the Conqueror was interested in the art of other countries. Italy especially
showed their respect to the Conqueror of Constantinople by giving valuable handmade
gifts. They sought to protect their rights, and art became a safeguard against the Otto-
man Empire, an example of which is the Sultan Mehmet Il by Gentile Bellini. Works of
art by foreign painters influenced local painters and allowed them to paint like foreign
painters such as Sinan Bey and his pupil Siblizade Ahmed whose work was Mehmet
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the Conqueror Smelling a Rose. Both paintings represent different aspects by different
artists. Each artist has a different cultural background that influences their paintings.
The artwork of Gentile Bellini and Siblizade look similar, however they display differ-
ent points of view of Mehmet the Conqueror within their own cultural backgrounds.

This paper has illustrated the features of the paintings of Mehmet the Conqueror
by Gentile Bellini and Siblizade Ahmed. These works of art indicate that the different
aspect of artists present the importance of Mehmet II by using different materials. In
addition, this paper showed how a foreign artist provided inspiration for a local artist.
The unique elements in these works of art have been explained in accordance with
each painting. In this study, the paintings were explained based on the objects and
properties used. They are also configured with their own long history and different
social, cultural, and historical attitudes to materiality.
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Osmanli’nin Son Déneminde Ebniye Kalfalarina Yapi insa izni
Verilmesi

Construction Grant for Ebniye Master Builders in The Late Ottoman Era

Hiiseyin Giirsel Bilmis"

0z

Osmanli Devleti’nin kurumsal yapisinda Tanzimat dénemi ile baslayan iyilestirmeler/dizenlemeler, yeni bir teskilatlanma
gerektirmistir. Bu stiregte Osmanli mimarisinin klasik donem ile 19. ytizyil baslarina kadar etkin kurumu olan Hassa mimarlar
ocag), yerini Ebniye idaresi’ne birakmis, her tiirlii imar ve insa isleri Sehremaneti’ne devredilmistir. Bunu takiben belirli
araliklarla yapilan yeni diizenlemelerle Ebniye Kanunlari gikarilarak insa faaliyetleri denetim altina alinmaya g¢aligiimistir.
Mimari faaliyetlerde dénemin en 6nemli aktorleri olarak ebniye kalfalari, yapi tiretim stirecinin tiim asamalarindan sorumlu
kisiler haline gelmislerdir. ilk mimarlik okulunun agilmasiyla egitimli mimarlar yetismeye baslamissa da bunlarin sayilarinin
azlhigi nedeniyle hem yerel hem de disaridan gelen gayrimuslim muteahhit, mimar ve kalfalar 20. yuzyil baslarina kadar
Osmanli mimari faaliyetlerinin basat unsurlari olmuslardir.

Bu ¢alismada, Osmanl Arsivi'nde tespit edilen bazi belgeler ile sivil ve kamu yapilarinin insa streglerini ytriten ebniye
kalfalarinin niteliksel sorunlari merkez ve tasra 6rneginde ele alinmistir. Dénemin yapi malzemelerinde meydana gelen kalite
ve standart sorunlari ile dénemin kalfalarinin teknik ve mali agidan isverenle sikinti yasamalarina sebep olan sorunlu insa
faaliyetleri, yine ayni dénemin bir grup kalfasi tarafindan dile getirilmistir. Kalfalarin mevcut sorunlari ve bunlarin ¢éziimiine
yonelik dnerilerini belirttikleri dilekgeleri ile Sehremaneti’nin bu yondeki calismalari sonucunda ebniye kalfalarina bir sinav
ile sehadetname (yapi insa izni ruhsati) verilmesi kararlastirilmis, bir stire uygulama imkani bulan bu yontem daha sonra
terk edilmistir.

Anahtar Kelimeler
Kalfa, Mimar, Sehadetname, Sehremaneti, Ruhsat

Abstract

The renovations/regulations in the institutional structure of Ottoman State that started with the Tanzimat Era required/
brought out a novel organization. In the process, Hassa Mimarlar Ocagi (The Corps of Royal Architects), the active
institution of the Ottoman architecture during the classical period and till the early 19th century, gave its place to the
Ebniye idaresi (Directorate of Buildings), handing over all sorts of building and construction works to the Sehremaneti
(Istanbul Municipality). Henceforth, with new regulations at certain intervals, the Ebniye Kanunlari (Building Laws) were
introduced in an effort to inspect the construction activities. As the most eminent figures of the era, Ebniye master builders
became responsible for all stages of construction production processes within the architectural activities. Despite the fact
that educated architects started to emerge together with the introduction of the first architecture school, both local and
non-Muslim contractors, architects and master builders from abroad remained as the dominant actors till the early 20t
century due to the scarcity of schooled ones.
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This study reviews the qualitative issues of the ebniye master builders who carried out the construction
processes of civil and state buildings, with samples from central and provincial cases based on a number of
documents found in the Ottoman Archives. Quality and standard issues in the construction materials of the era
together with the troublesome construction activities causing technical and financial problems between the
master builders and employers were cited by certain contemporary master builders. As a result of the petitions
of master builders stating their troubles and proposed solutions, and the efforts of the Sehremaneti (Istanbul
Municipality), it was decided that a sehadetname (construction building testimonial) would be issued to ebniye
masterbuilders; however, the method was abandoned after its application for a while.

Keywords
Master Builder, Architect, Sehadetname (Construction Building Testimonial), Sehremaneti (Istanbul
Municipality), Grant

Extended Summary
Master builder, a key factor in the construction production within the Ottoman

architectural organization, is described with similar explanations in the terminology.
Accordingly, a master builder such as a bricklayer master builder or a joiner master
builder, is an assistant figure ranked between an apprentice and a master. In the mod-
ern sense, he is an assistant architect who acquires expertise and enforces the projects
of the architects in the field. In the Ottoman era, the term was used to address the head
person and technical inspector of various worker groups in a construction site. In that
sense, he is an assistant and implementing person responsible to the ebniye khalifa.

Construction production at various architectural styles and techniques began to
rise together with the increasing innovation movements in the 7anzimat. Efforts were
made to overcome this period in an environment where the number of well trained
and qualified master builders/masters/architects was limited. Regarding the increased
construction activities after the Tanzimat, the deterioration of the construction ma-
terial standards (in terms of price, quality, measure, diameter, etc.) and the troubles
caused by unskilled people with no construction knowledge, which is understood to
have been common at the time, were reported officially by a group of master builders
before the First Constitutional Period. The main resources of the study are archival
documents, some of which will be put forth for the first time in this study, and the
cases that were published in the central and provincial press. This study mentions the
carried-out works/prepared plans based on the records and requests of the non-Muslim
master builders who triggered the process of exams requirement for the construction
master builders in the late Ottoman architectural organization. The obstacles to the
application of exams to master builders/architects are presented within the frame of
the Sehremaneti (Istanbul Municipality) and the Surd-yr Devlet (Council of State)
decisions, and the effects of this situation are exemplified with a Bursa case.

A group of non-Muslim Joiner Master Builders submitted their complaints with
regards to one of the most significant issues of the era in the construction sector and
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proposals towards its solution with a petition to the Sehremaneti (Istanbul Munici-
pality) in the late 1875. Shortly, the content of the petition consists of the problems
led by disqualified master builders working in the construction and the construction
material standards of the era. As reported, some master builders working in the sector
at the time were doing the pricing at their own discretion, causing financial harms to
both public and state treasury, and the building owners were having arguments with
the joiners for days due to their losses.

The diameters, measures, costs of bricks, wood, and all the materials to be used in
the Capital and the provinces were determined by erbab-1 vukuf (experts) till that time,
and all the materials were manufactured, priced and delivered accordingly. However,
it was stated that the abovementioned method was not followed during those dates,
and people manufactured improper woods, erratic bricks and all kinds of other ma-
terials in a similar manner without paying attention to the measurements. The master
builders who presented the petitions in order to avoid having such issues asked for
a set-up of a guild and a chamberlain to be assigned for the joiners as for the other
craftsmen.

Upon the demand of the master builders, the certificate prepared by the Sehremaneti
Kegsif Idaresi (Istanbul Municipality Directorate of Surveys) was assessed by the Sek-
remaneti (Istanbul Municipality). Troublesome master builders were not knowledge-
able enough to prepare building plans and they were not known by the Sehremaneti
Idaresi (Istanbul Municipality Directorate) themselves and were not acknowledged
officially in the bureaucratic system. Even though these illegal buildings constructed
by those incompetent people were located and interfered with, that was not enough
due to the weakness of sanction power of the Sehiremaneti (Istanbul Municipality).
Another problem was the lack of trustworthy and experienced master builders in the
surveys and contracts of works given by the Sehremaneti (Istanbul Municipality).
That problem had to be resolved by introducing regulations in order to prevent such
cases. In this way, the surveys and contracts of construction activities would be done
as it was supposed to be.

In accordance with the schema prepared by the Sesremaneti (Istanbul Municipal-
ity) towards the solution of these problems, an exam would be carried out under the
supervision of a commission. Master builders would be classified into three groups
according to the results of the exam. Since the constructions they were going to un-
dertake were to be different from each other in terms of their size, the first group of
master builders would be superior to the second group, and the second group would
be superior to the third one. Taking their superiority over each other and providing a
guarantor, these people would be given grants for constructions. Sealed/approved by
the Sehremaneti (Istanbul Municipality), sample copies of the documents containing
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the name/record, hometown, and place of residence of the master builder would be
registered to a special account book. The names of those people acknowledged by the
exam would be announced in the newspapers so that they would be known by the pub-
lic. In the event that a dispute occured between the acknowledged master builders and
building owners, these issues would be dealt with by the Sehremaneti (Istanbul Mu-
nicipality). If the buildings were contracted to a joiner who did not have a grant or to
a person from another group, and the building owner suffered a loss, then those cases
would not be considered by the Sehremaneti (Istanbul Municipality). If unauthorized
joiners or other people attempted to construct, they would be fined. The purpose of the
announcement that the state would not consider cases about constructions contracted
to unauthorized master builders was to direct the public to reliable and skilled master
builders. One of the obstructions in the achievement of this objective was the prob-
lem of finding qualified staff in the construction sector. Although this practice was
designed in this manner, the allocation of construction works only to master builders
who passed the exam and granted allowance to build would pose a problem for those
who did not take the exam even if they were skilled.

The requirement of an exam for master builders in the Capital had similar effects in
the provinces as well. A piece of news dated 1892 revealed that the architectural envi-
ronment in Bursa at the time was not so different from the Capital, and this situation
was closely being monitored and voiced by the press. According to the newspaper,
master builders in Bursa were supposed to taking such an exam. As all residents and
even the visitors of the city knew/saw, the existence of (incomplete) buildings with
framed and covered wood on the streets was a evidence of the presence of unqualified
master builders who could not make the projects according to the provided budget due
to poor financial planning and, thereby, leaving the constructions unfinished.

Even though the practice of authorization of the ebniye master builders via an exam
was accomplished, it fell through in practice. Despite the fact that Sultan Abdulhamid
IT asked for the formation of an exam commission and holding the exams again, the
Sehremaneti (Istanbul Municipality) did not make any attempts for that, and the task
was decelerated. In 1909, the Siird-y1 Devlet (Council of State) discussed granting
a diploma to unlicensed architects and master builders disclosing their capabilities
with an exam and a fee considering their levels, taking into account the fact that the
banning of those without a grant from construction would cause a social problem in
terms of maintaining and supporting a family. Ultimately, the Siird-y1 Devlet (Council
of State) abandoned the exam practice and arrived at the conclusion that a certain
amount of fees would be charged merely from the master builders who would prove
their skills by applying to the Sanayi-i Nefise Mektebi (Academy of Fine Arts).
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Giris
Osmanli mimarlik 6rgiitlenmesi igerisinde yap1 organizasyonunun en dnemli ve
kilit unsurlarindan biri olan kalfa, terminolojide benzer tanimlamalarla nitelendiril-
mektedir. Buna gore kalfa; ¢irakla usta arasindaki bir agamada bulunan duvarci kal-
fasi1, neccar kalfas1 gibi zanaatg1, yardimcidir'. Ayni sekilde giiniimiizdeki anlamiyla
ustaliktan yetigmis mimar yardimcisi olup mimarlarin projelerini sahada uygulatan
kisidir. Osmanli donemindeki anlamziyla da bir ingaatta bulunan farkli is¢i gruplarinin
bas ustasi, idarecisi ve teknik denetgisidir. Bu niteligiyle ebniye halifesi*’ ne karsi

sorumlu olan yardimc1 ve uygulamaci kisidir.

Tanzimat 6ncesi ingaat drgiitlenmesinde, yap1 liretiminde ¢alisacak mimar, kalfa ve
ustalarin liyakat durumlarini, yani insaat islerinde ehil olduklarini gésteren ruhsatlari,
baska bir deyisle “icra-yi zenaat igin bir ehliyet belgesi ’ni ddnemin mimarlik kurumu
olan hassa mimarlar ocaginin bagindaki bagmimardan almalar1 gerektigi ve ehil olma-
yanlarin kamusal ingaatlarda oldugu gibi 6zel insaatlarda da calismaktan mimarbas1
tarafindan menedilebildigi bilinen bir gercektir’. Bununla birlikte s6z konusu duru-
mun, insaat islerini yiirlitenlerin ya yasal olmayan sekilde ruhsat almaya ¢aligmalarina
ya da piyasada gizlice isler yapmalarina neden oldugu da belirtilmektedir*. Insaat
sektoriinde artarak biiyiiyen bu tiir sorunlar, islerinde ehil ve piyasada giivenilir iglere
imza atmis olan, ancak son déonemlerde mevcut durumdan gittik¢e rahatsizlik duyan
bir esnaf grubunun olusmasini da hizlandirmistir. Sikayetlerin temelinde hem yap1
aktdrlerinin kendi aralarinda yasadiklar1 sorunlar hem de isverenle aralarinda ortaya
¢ikan kalite ve maliyet kaynakli problemler veya kavgalar yatmaktadir.

Ozel mimarlik biirolarinin faaliyete gegmeye basladig1, hazirlanmis her gesit pro-
jenin igveren talebiyle gotiirii usulde miiteahhitlik yapilarak {istlenildigi, mimar ve
kalfalarin miiteahhit olarak is yiiriittiigii Tanzimat donemi ve sonrasinda, bagimsiz is
yapan Miisliiman Osmanli mimarlarinin adina neredeyse hi¢ rastlanmaz. Bu siirecte
Osmanli mimarlar1 daha ok Ebniye Idaresi biinyesinde yapi islerinin her asamasinda
gorevlendirilmekte, bunlar uygulamadan ziyade yapilarin teknik kontrol/onay asa-
malarinda resmi ebniye memurlari olarak ¢alismaktadirlar®. Bunun disinda Tanzimat

1 Neslihan Sénmez, Osmanli Dénemi Yapt ve Malzeme Terimleri Sozligii (Istanbul: YEM Yayinlari, 1997), 54.

2 Ebniye halifesi, mimarlik 6rgiitinde bagsmimarin vekili, yardimcisidir. Bu sifatla her tiirlii insa faaliyetinde
teknik uygulama sorumlusu olarak gérevlendirilen, insaatin farkli birimlerinde galisan is¢i ve sanatkar grubu
ile bunlarin kalfalarmin denetimcisi olan kisidir. Kapsamli tanim igin bkz. Sonmez, Osmanli Dénemi Yap: ve
Malzeme Terimleri Sozligii, 42.

3 llber Ortayh, Tiirkive Teskilat ve Idare Tarihi (Ankara: Cedit Nesriyat, 2016), 321.

Oya Senyurt, “Geg Osmanli’da Insaat Orgiitlenmesi ve Insaat Alaninin Aktérleri: Gayrimiislimler”, Mimar
Kemalettin ve Cagi: Mimarlik/Toplumsal Yasam/Politika (Ankara: TMMOB-VGM, 2007), 67-80.

5 Nurcan Yazict Metin, Tanzimat tan Cumhuriyet’e Hiikiimet Konaklarimin Insa Siireci ve Mimarisi-Devlet
Kapis (istanbul: Kitabevi Yayinlari, 2019), 21. 18. yiizy1l sonlarindan itibaren Hassa Mimarlar Ocagi’nin
Oneminin iyice azalmasiyla, ocaga bagli mimarlarin yap1 tasarimi noktasindaki roliinii ocak disindaki yerli
ve yabanct mimarlar tistlenmistir. Lale devriyle baslayan Batililagsma déneminde hassa mimarlarinin Avrupai
mimari ile bag edememeleri ve onun gereklerine ayak uyduramamalari, bu durumun sebebini olusturmak-
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dénemi ve sonrasinda ingaat faaliyetlerini fiilen yiiriiten/listlenen isimlerin ¢cogu gay-
rimiislimler, yabancilar ya da yabanci uyruklu Levantenlerden olugsmaktadir®. Yap1
iretiminde gayrimiislim mimarlarin agirlikta olmasi, bagka bir deyisle Misliiman
mimarlarin yap1 insa ve {iretim organizasyonunda az sayida yer almalari, o tarih-
lerde yapilarin insa siireci ve yap1 malzemelerindeki degisim, donemin Miisliiman
mimarlarinin bu degisime ayak uyduramamalari, Miislimanlar arasinda mimarligin
tercih edilen bir meslek olmamasi ve bu kisilerin maddi imkanlarinin artik ihalelerle
yiriitiilen yapim isleri igin yetersiz kalis1 gibi birkag sebebe dayandirilabilir’. Bununla
birlikte bu donemde mimar ve kalfa kavramlarinin i¢ i¢ce gectigi, mesleki olarak her
iki grubun yap1 tiretimi i¢erisindeki rollerinin ¢akigmasit durumu da s6z konusudur.
Yapilarin plan ve projelendirilmesi isleri, bu tarihlerde mektepli mimar azlig1 nede-
niyle kalfalarin tistlendigi bir rol olmus, kalfalar 6zellikle tiim ingaat faaliyetlerinde
gorev alan tiretim faktorlerini bir araya getiren etkin birer aktor haline gelmiglerdir®.

19. ylizy1lin sonlarma dogru mektepli mimar sayis1 yetersiz de olsa artmaya baglamus,
yapi iiretimlerinin projelendirilmesinde; 6zellikle kamu yapilarinda yabanci mimarlar®

tadir. Klasik donemde insasi kararlastirilan bir yapida bina inga programi, tasarimi, malzeme temini ve bina
ingas1 hassa mimarlari tarafindan icra edilir, yani bir bakima proje mimarlig1, yap1 denetimi ve kalfalik ayni
elde toplanirdi. Batililagma doneminde ise hassa mimari tasarimdan elini ¢ekerek, mesleki faaliyetini bina
emini olarak yiriitmek zorunda kalmus, tasarim iglevini bu siirecte artik mektepli mimarlar tistlenmistir. Bkz.
Aptullah Kuran, “19.Yiizy1l Osmanli Mimarisi”, Sel¢uklular ‘dan Cumhuriyet’e Tiirkiye 'de Mimarlik, haz.
Cigdem Kafescioglu vd. (Istanbul: Tiirkiye Is Bankasi Kiiltiir Yaylar1, 2018), 604-611; Mustafa S. Akpo-
lat, “Tanzimat Sonras1 Osmanli Mimarlig1”, Tiirkler Ansiklopedisi, c. 15 (Ankara: Yeni Tiirkiye Yayinlari,
2002), 350-359.

6 Nurcan Yazici Metin, “Osmanli’da Mimarlik Kurumunun Evrimi ve Tanzimat Donemi Mimarlik Ortam1”
(Doktora Tezi, Mimar Sinan Giizel Sanatlar Universitesi, 2007), 333.

7 Metin, “Osmanli’da Mimarlik Kurumunun Evrimi ve Tanzimat Dénemi Mimarlik Ortam1”, 315.

8 Oya Senyurt, Osmanl Mimarlik Orgiitlenmesinde Degisim ve Déniisiim (Istanbul: Dogu Kitabevi, 2011),
207-252.

9 Osmanli mimarligimin 19. yiizyilda 6ne ¢ikan isimleri hakkinda kapsamli ¢aligmalar ortaya koyulmustur.
Bunlardan bazilari, son donem Osmanli insaat organizasyonunda gorev alan, is yapan Rum ya da Ermeni
kalfalar1 incelerken bazilar1 da italya, Almanya, Isvicre, Fransa, ingiltere, Avusturya ve daha baska Avrupa iil-
kelerinden gelen yabanci mimarlari her yoniiyle ele almustir. Sarkis Balyan, Isvigre asilli Alexandre Vallaury,
Italyan Guilio Mongeri ve Raimondo d’ Aronco, Alman Jachmund, Otto Ritter ve Helmuth Cuno bu dénemde
etkin olan ve Osmanli mimarisinin II. Abdiilhamid donemindeki faaliyetlerine yon veren en énemli mimar-
lardir. XIX. ylizyilin sonlarina dogru Osmanli mimarligi, mimarlik ve sanat egitimi veren Miihendishane-i
Berri-i Hiimayun ve Sanayi-i Nefise Mektebi gibi yiiksekokullarda 6gretim tiyesi olarak da gorev yapan
A.Vallaury, G. Mongeri ve A. Jasmund gibi mimarlarin elinde sekillenmistir. Bu noktada Batili ve Levanten
mimarlar/kalfalar hakkinda genis bilgi igin bkz. Cengiz Can, “Istanbul’da 19. Yiizy1l Batili Ve Levanten
Mimarlarin Yapilar1 Ve Koruma Sorunlari” (Doktora Tezi, Yildiz Teknik Universitesi, 1992); Nese Yildi-
ran, “Istanbul’da IT. Abdiilhamid Dénemi (1876-1908) Mimarisi” (Doktora Tezi, Mimar Sinan Universitesi,
1989); Oya Senyurt, “1800-1950 Yillar1 Arasinda Istanbul’da Faaliyet Gosteren Rum Mimarlar” (Yiiksek
Lisans Tezi, Yildiz Teknik Universitesi, 2002); Nurcan Yazici, “Osmanlilar’da Mimarlik Kurumunun Evrimi
Ve Tanzimat Dénemi Mimarlik Ortam1” (Doktora Tezi, Mimar Sinan Giizel Sanatlar Universitesi, 2007);
Meryem Miizeyyen Findikligil Doguoglu, “19. Yiizyil Istanbul’unda Alman Mimari Etkinligi” (Doktora Tezi,
Istanbul Teknik Universitesi, 2002); Mehmet Yavuz, “Mimar August Jasmund Hakkinda Bilmediklerimiz”,
Sanat Tarihi Dergisi 8 (2004), 181-205; Mehmet Yavuz, “19. Yiizyil Sonu 20. Yiizy1l Baslarnda istanbul’da
Alman Mimarlarin Yaptiklart Mimari Eserler” (Doktora Tezi, Atatiirk Universitesi, 2001); Mehmet Yavuz
“Osmanli’da Alman Mimarlar ve Eserleri”, Tiirkler Ansiklopedisi, c. 15 (Ankara: Yeni Tiirkiye Yayinlari,
2002), 400-411. Ayrica bkz. Goksun Akyiirek, Bilgiyi Yeniden Insa Etmek: Tanzimat Déneminde Mimarlik,
Bilgi ve Iktidar (istanbul: TVYY, 2011).
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On plana ¢ikmis, bu kisiler kalfalarla birlikte ayn1 zamanda miiteahhitlik hizmeti verme-
ye baslamiglardir. Bunun digindaki yapi faaliyetlerinde plan-projelendirme, teknik ve
mali altyapry1 olugturma/insa silirecini yiiriitme/ydnetme gibi tiim isler kalfalarin idare-
sinde gerceklestirilmistir. Baska bir deyisle, bu 6zellikleriyle kalfalar yapi iiretiminin
belirli bir boliimiinde i yapan kisiler olmaktan ¢ikmis; tasarim, plan, proje, teknik ve
mali anlamda tiim yapi faaliyetlerinden sorumlu amatoér mimarlar haline gelmislerdir'’.

Tanzimat’la birlikte hiz kazanan yenilesme hareketleri paralelinde, farkli mimari
iisluplarda ve tekniklerde yapi iiretimi artmaya baslamis, bu siire¢ ayni zamanda yetis-
mis ve nitelikli kalfa/usta/mimar sayisinin gerek merkezde gerekse tasrada az oldugu
bir ortamda yiiriitiilmeye ¢alisilmistir (G. 1). Tanzimat sonrasi hiz kazanan yapilagsma
hareketleri igerisinde, o siralarda iyice yaygin hale geldigi anlasilan yap1 malzemeleri
standartlarinin (fiyat, kalite, 6l¢ii, ¢cap v.s agisindan) bozulmasi ve piyasadaki nite-
liksiz, yap1 bilgisine vukufiyeti bulunmayan kisilerin olusturdugu rahatsizlik, resmi
olarak ilk kez I. Mesrutiyet dncesi bir grup kalfa tarafindan dile getirilecektir.

G. 1. XIX. Yiizy1l Sonlarinda Osmanli’da Bir Ingaat Alani ve Ekibi (Foto: Abdullah Biraderler.
http://nek.istanbul.edu.tr:4444/ekos/FOTOGRAF/90830---0017.jpg)

Osmanli Arsivi’nden elde edilen ve ilk olarak bu ¢alismada yayinlanacak olan
belgeler ile konuya iliskin merkez ve tasra basininda ¢ikan 6rnekler, ¢aligmanin esas
kaynaklaridir. Bu kaynaklar 1s18inda ¢aligmada, son donem Osmanli mimarlik r-
giitlenmesi icerisinde ebniye kalfalarina sinav sarti siirecini baglatan gayrimiislim
kalfalarin tespit ve talepleri temelinde yiiriitiilen ¢alismalar, uygulanmasi diisliniilen
tasarilar anlatilacaktir. Kalfalara/mimarlara yonelik sinav uygulamasinin 6niindeki
engeller, Sehremaneti ve Stra-y1 Devlet kararlar1 ¢cergevesinde ortaya koyulacak, s6z
konusu durumun tasradaki yansimalar1 Bursa 6zelinde basina da yansiyan bir haberle
orneklendirilecektir.

10 Senyurt, Osmanli Mimarlik Orgiitlenmesinde Degisim ve Déniisiim, 207-252.
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Neccar Kalfalarin Goziiyle 19. Yiizyilin Son Ceyreginde Mimarhk Ortami ve
Kalfa Sorunu

1831 yilina kadar saray teskilati igerisinde yer alan ve yapisini korumaya ¢alisan
Hassa Mimarlar Ocag1, son donem Osmanli mimarliginin ihtiyaglarina cevap veremez
hale gelince, Tanzimat doneminin hemen Oncesinde sehreminligi ile mimarbagilik
birlestirilerek 1831 yilinda “Ebniye-i Hassa Miidiirliigii” kurulmustur!!.

Tanzimat donemiyle birlikte, Ebniye Midiirligi 1839°da yeni kurulan Umur-1 Ti-
caret ve Nafia Nezareti’ne 1849’da baglanmig'?, boylece ayri bir daire olarak miistakil
ve merkezi bir yapiya'® kavusmustur. 1848 yilinda, Ebniye Midiirliigii biinyesinde
calismak iizere, insasi tasarlanan yapilarin ithalelerinin (miinakasa) yapilmasi, ihale
evrakinin hazirlanmasi, insaat malzemelerinin kalite ve fiyat kontroliiniin yapilmasi
ve her tiirlli insaat faaliyetlerinde ¢ikan anlagmazliklarin ¢oziilmesi gibi gorevleri
yiriitecek olan bir “Ebniye Meclisi” olusturulmustur. Ticaret Nezaretine bagl ola-
rak ¢alismaya baslayan Ebniye Meclisi baz1 yolsuzluklara bulasip sorun olusturmaya
baslayinca 1861°de Ebniye Meclisi ¢atisi altinda ¢aligmak iizere Ebniye Miidiirliigii
yeniden kurulmustur. Bu yapilandirma ile eskisine nazaran daha saglikli bir yapiya ka-
vugan Meclis, 1868’den itibaren sehreminligi igerisinde olusturulan Hendesehane’ye
baglanarak Osmanli Devleti’nin yikilisina kadar gérev yapmistir'.

Son dénemin Osmanli mimarlik kurumlarindaki bu yeniden yapilanma siirecin-
de, I. Mesrutiyet’in hemen 6ncesinde bir grup gayrimiislim neccar'® kalfasi, insaat
sektoriinde donemin en dnemli sorunlarindan birine iliskin sikayetlerini ve bunlarin
¢oziimiine yonelik taleplerini bir dilekge!'® ile Sehremanetine iletmislerdir (G. 2). Bu
gayrimiislim neccar kalfalari, yap1 esnafinin o donemdeki “umur ve hususdatin ru’yet
itmek” ve bunu “Sehremanetine haber virmek tizere” hazirladiklar dilekcelerinde,
sikayet konusu olan durumlara iliskin tespitlerini aktarmislardir. Kalfalarin tespitleri
kabaca donemin yap1 malzemesi standartlariyla ingaat piyasasinda is yapan niteliksiz
kalfalarin yarattig1 sorunlarla ilgilidir. Buna gore;

11 Ortayh, Tiirkiye Teskilat ve Idare Tarihi, 322. 19. yiizy1l hassa mimarlar ocaginin o d6nem orgiitlenme yapisi
ve ylizy1l sonlarina dogru mevcut durumu hakkinda bkz. Oya Senyurt, “Osmanli Imparatorlugu’nun Son
Donemlerinde ‘Hassa Bagmimarlari’ ”, TUBAV Bilim Dergisi 2/4 (2009), 489-503.

12 Serafettin Turan, “Osmanli Teskilatinda Hassa Mimarlar1,” Ankara Universitesi DTCF Tarih Arastirmalart
Dergisi 1(1963), 159-202.

13 Afife Batur, “Batilisma Déneminde Osmanh Mimarhg1,” Tanzimat tan Cumhuriyet e Tiirkiye Ansiklopedisi,
c. 4 (Istanbul: Iletisim Yayinlari, 1985), 1038-1067.

14 Metin, Osmanli’da Mimarlik Kurumunun Evrimi ve Tanzimat Dénemi Mimarlik Ortami,” 22-38; Selman
Can, Bilinmeyen Aktérleri ve Olaylart Ile Son Dénem Osmanl Mimarhg, (Istanbul: Erzurum 11 Kiiltiir ve
Turizm Midiirliigii, 2010), 25-35; S. Can, “Sultan Abdiilmecid Dénemi Mimarhik Orgiitiiniin Yapis: ve
Isleyisi,” Sultan Abdiilmecid ve Dénemi (1823-1861) ed. K. Kahraman ve I.Baytar (istanbul: Kiiltiir AS.
Yayinlari, 2015), 422-31.

15 Arapga’da koki “n-c-r” olan “neccar” kelimesi, sozlikkte “dogramaci, diilger, marangoz” anlamlarma gel-
mektedir. Bkz. Semsettin Sami, Kamus-u Tiirki, (Dersaadet: Ikdam Matbaasi, 1317) 1454. Kelimenin ¢cogulu
olan “neccaran”, yapilarda sadece ahsap isleriyle ugrasan bu marangoz grubunu ifade etmektedir. Bkz. Son-
mez, Osmanli Dénemi Yapi ve Malzeme Terimleri Sozliigii, 82.

16 Baskanlik Osmanli Arsivi (BOA), Sura-y1 Devlet (SD).684/25.6.1. (Muhtemelen 1875 sonlari)
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“Dersaadet ve tasralarda kamu binasi vesaireye kullanilacak tugla ve kereste ve ebniye-
nin biitiin levazimatiyla ¢ap ve él¢iileri ve ebniye fiyatlar: simdiye kadar erbab-i vukuf
tarafindan belirlenip biitiin malzemeler ona gore kesilip imal edilir; fivatlandirilir ve
mahallerine génderilirdi. Ancak o tarihlerde artik bu usule uyulmadigi, herkesin kendi
bildigi sekilde ¢capsiz kereste imal ettigi, yine ayni sekilde tugla iiretilip diger insaat

malzemelerinin de bu sekilde imal edilmekte oldugu’™"

dile getirilmistir.

Dilek¢ede imzalar1 bulunan gayrimiislim kalfalar, malzeme 6zellikleri ile ilgili bu
sorunlari dile getirdikten sonra ebniye kalfalarinin o tarihlerdeki bazi davranislari
iizerine tespitler yapmislardir:

“Bazi kalfalar bilir bilmez istedigi yerlerde yapi fiyatlandirmasi yapmakta, bu keyfi uy-
gulama gerek hazine ve gerekse halkin insa ettirdigi binalar noktasinda mali zararlara

sebep olmakta, mal sahipleri de karsilastiklar: zararlar nedeniyle giinlerce neccarlar
g

ile kavga etmektedirler.

G. 2. Gayrimiislim Neccar Kalfalarin Dilekgesi (BOA, $D.684.25.6.)

17 BOA, $D.684/25.6.1.
18 BOA, $D.684/25.6.1.
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Bu ilk tespitlerin disinda kalfalarin kendilerince bir 6nerisi/talepleri vardir. Bu gibi
olaylarin 6niiniin alinabilmesi, kamunun ve halkin insa ettirdigi binalarda benzer so-
runlar yagsanmamast i¢in dilek¢ede imzasi bulunan kalfalar, “esnaf-1 sdire gibi neccar
esnafina dahi bir kethiida ta ‘yiniyle bir lonca otasina miisa ‘ade buyrildig: suretde
simdiye kadar vuku ‘bulmakda olan fenaliklarin miimkiin mertebe o6nii alinacagi’na
inanmakta, yani diger esnaflarda oldugu gibi neccarlar i¢in de bir kethiida tayin edil-
digi ve onlar i¢in bir lonca odas1 kurulmasina izin verildigi takdirde, benzer sorunlarin
engellenebilecegini belirtmektedirler. Metnin devaminda, dilekceyi veren kalfalarin o
giinlerde kalfalik yapan neccarlara iligkin kisisel tespitlerini ve buna yonelik ¢6ziim
tekliflerini igeren ifadeleri dikkat ¢ekicidir. Buna gore;

“ctiz’ice diilgerlik elinden geliir ve lakirdr soylemesini biliir bir neccar ben kalfayim
diyerek suni buni izrara diisirmekde bulindigindan boyle olmakdan ve esnafimiz iste-
digi gibi ebniye insa itdirecek zevat-1 kirami aldatmakdan ise esnaf-1 saire gibi neccar
esnafina dahi mezkiir lonca otasinda tebeyyin idecek derece-i liyakat ve istihkaklarina
gore kalfalik itdirilmesi ve esya-y1 merkume ¢ap ve fiyatlart yolsuzlugunun dahi bir
usul-i mazbuta tahtina alinmasi halinde gerek ebniye-i miriyye ve gerek ‘ibddullahin
insa itdirmekde bulindigi binalarn fiyat ve esyalarinca vuku ‘a gelmekde olan bunca

fenaliklarin oni kesdirilmis dimek. "

olacaktir. Ozetle, az gok diilgerlikten anlayan ve agz1 laf yapan neccarlar “ben kal-
fayim” diyerek is alip halki ve devleti zarara ugratmaktadir. Hem bunun engellenebil-
mesi hem de ingaat malzemelerinin 6l¢ii ve fiyatlandirmasinda yapilan yolsuzluklarin
Oniine gegilebilmesi i¢in, bu kisilerin liyakat derecelerine gore ve hak ettikleri sekilde
kalfalik yapmalariin saglanmasi ve neccarlara bir kethiida tayin edilmesi talep edil-
mektedir. Dilek¢ede imzasi bulunan “bilciimle neccaran kalfalar:”, olugturulmasini
istedikleri kethiidalik i¢in “ebniye usuliine agina merhum Nuri Pasa 'nin daire miidiri
Sakir efendi”’yi dnermis ve “bir lonca otasimin kiisadina miisa ‘ade-i seniyye sayan
buyrilmasini (...) arz ve istirham” etmislerdir®.

Kalfalarin “neccar sinifi i¢iin dahi bir lonca otas teskil ve kethiidaligina ref etlii
Sakir Efendinin nisb ve ta ‘yini” talebi ile “ebniye kalfalarvn islah-1 ahvali hakkinda
ba ‘z1 miitala ‘ati samil kegf idaresinden tanzim olunan miizekkere”, Sehremaneti’nde
degerlendirilmistir. Buna gore*'; “fenn-i mi‘mdride mahareti ve te sis-i ebniyede
mikyds kudreti olmayan bir takim diilgerler kendiilerine kalfalik siisi virerek sunun bu-

19 BOA, $D.684/25.6.1.

20 Dilekgede 29 kalfanin imzas1 bulunmaktadir. Isim ve miihiirleri okunabilen kalfalar sunlardir: Kalfa Hact
Dimitri, Kalfa Bedros, Kalfa Anastas, Kalfa Todori, Kalfa Yani, Kalfa Yorgi, Kalfa Hact Avram, Kalfa Var-
tan, Kalfa Vasil, Kalfa Hristo, Kalfa Mihal, Kalfa Petro, Kalfa Todori, Kalfa Hristo, Kalfa Dimitri, Kalfa
Ohannes, Kalfa Yorgi, Kalfa Sarim, Kalfa Yasidis, Kalfa Migirdig, Kalfa Leo, Kalfa Istefani, Kalfa Estro,
Kalfa Avriya ve Kalfa Artin.

21 BOA, $D.684/25.5.1,29 L 1292 (28 Kasim 1875)
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nun yapusini ta ‘ahhiid ile berbdd"** etmektedirler. Bu kisiler “(...) bu swrada ashdbim
dahi liizumsiz yire bir¢ok sarfiyat ile” zarara sokmaktadir?. Bunlar yap1 resimlerini
hazirlayacak bilgiye sahip olmadiklari gibi kendileri de Sehremaneti tarafindan bi-
linmemekte, biirokratik sistemde resm1 olarak taninmamaktadir. Bu yetersiz kisilerin
kanunlara aykiri olarak yaptiklar1 insaatlar tespit edildik¢e bunlara miidahale edilse
de bu miidahale yeterli olmamaktadir. Bu uygunsuzluk, Sehremaneti tarafindan ta-
ninmayan ve “bir paca eli keser tutmaga alismig bulinan diilgerlerden kalfalik iden
ba z1”lar1 sebebiyle ortaya ¢ikmakta, bu durum ise “emanetin kuvve-i icraiyesince
su-i te sirinden”, yani Sehremaneti’nin yaptirim giiciiniin zayif olmasindan kaynak-
lanmaktadir®*. Sehremaneti tarafindan gerek maktuan ve gerek emaneten yaptirilan
islerin kesif ve miinakasalarinda mutemet ve miicerrep (giivenilir ve tecriibe edilmis/
denenmis) kalfalarin bulunmamis olmasi ise bir diger sorundur. Bu sorun, mevcut bu
gibi olaylarin 6niine gegilebilmesi adina bir nizamnameye baglanarak ¢oziilmelidir.
Boylelikle mevcut ingaat islerinin kesif ve miinakasalarinin geregi gibi hazirlanmasi
saglanabilecektir®.

Kalfalarmn Nitelik Sorunlarina iliskin Coziim Onerileri:

“Derece-i Maharet ve Ma‘liimdtina” Gore Kalfalara Sehadetname Verilmesi ve
Lonca Olusturulmasi

Kalfalarm soz konusu dilekgelerinden 6nce, Sehremaneti Kesif Idaresi’nde eb-
niye kalfalarinin durumlarinin tartigildigi, bu konuda ¢6ziim yollar1 arandig1 yuka-
ridaki belge metninde gecen ifadelerden anlasilmaktadir. Nitekim kalfalarin miira-
caatlarindan sonra bu duruma miidahale edilebilmesi noktasinda, ddonemin mimarlik
ortaminin ana unsurlari olan yap1 aktorlerinin/kalfalarin nitelik sorunlarina iliskin
bazi ¢oziim yollar1 lizerinde diisiiniilmiis olmalidir: “ahvdl-i mezkiirenin emr-i 1slah
lede’l-miildhaza fenn-i mi ‘maride mahareti olan ba ‘zi zevat-1 kiramdan miirekkeb
olmak iizere bir komisyon teskiliyle el-yevm kalfalik itmekde bulunanlarin komisyon-u

22 BOA, $D.684/25.5.1

23 BOA, $D.684/25.5.1

24 BOA, $D.684/25.5.1

25 1875 yilinda bir grup kalfanin yaptig1 bu miiracaatin ve Sehremaneti’nin tasarisinin, ileride yapilacak olan
kanuni diizenlemelere etki ettigi goriilmektedir. Nitekim 1877 (20 Receb 1294/31 Temmuz 1877) yilinda
¢ikarilip, vilayetlerde 1930°1u yillara kadar gegerli olan “Vilayet Belediye Kanunu” igerisinde “Ebniye-i
Emiriyye ve Vakfiye Ingddt ve Ta ‘mirdati Hakkinda” baslig1 altinda yayinlanan nizamname, insa ve onarim-
larin kesif siirecleri konusundaki talimatlari igerir. Bkz. Diistur 1. Tertib (Istanbul: Mahmud Bey Matbaasi,
1299), 4: 553-560. Asagida goriilecegi tizere 28 Kasim 1875 tarihli Sehrameti tasarisinda gegen kesif ve
muayene i¢in kalfalarin alacaklari ticretler gibi konular da, 1891 (18 Muharrem 1309/24 Agustos 1891) tarihli
Ebniye Kanununun onuncu faslinda “Riisumu Kesfiye” baghgi altinda diizenlenmistir. Bkz. Diistur 1. Tertib
(Ankara: Devlet Matbaasi, 1939), 6: 1038-1053. Ancak bu diizenlemelerde heniiz yap liretimi aktdrlerinin
nitelik ve ehliyetlerini sinayacak bir sistem kurulusuna iligkin bir girisim bulunmamaktadir. Bununla birlikte
Kesif defterlerinin “usiil ve kavd ‘id-i mi ‘mdriyeye tatbiken kaleme alinmig” olmasi, donemin biirokrasisinde
en ¢ok dikkat edilen oncelik olacaktir. Konuyla ilgili bilgi i¢in bkz. Hiiseyin Giirsel Bilmis, “Tanzimat’tan
Cumhuriyet’e Bursa’da Mimarlik Ortam1” (Doktora Tezi, Mimar Sinan Giizel Sanatlar Universitesi, 2019).
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mezkirede imtihan bi’l-icrd derece-i maharet ve ma ‘liimdtina nazaran ti¢ sinifa’

ayrilmasi, kalfalarin niteliksel sorunlarina iligkin bir ¢dziim olarak planlanmigtir. Bi-
lirkisilerden olusan bir komisyon nezaretinde yapilacak sinavla, bilgi ve yetenekle-
rine gore ii¢ siifa ayrilacak olan kalfalarin (...uhdedar olacaklar: te Sisatin cesamet
ve sugaretince yekdigerine nisbeten suret-i miitefavitede bulinacagindan ndsi kism-1
evvelin sdniye ve sdaninin sdlise olan riichdniyeti derecesinde kiifeld-y1 mu ‘tebereye
rabt olmarak isbu simiflara mahsusen sehddetndameler tab ‘ itdiriliib...)* istlenecekleri
yapilar/tesisler, bityiiklik ve kiigtiklitkk acisindan birbirinden farkli bigimlerde ola-
cagindan birinci sinif kalfanin ikinci siifa ve ikinci sinif kalfanin da ti¢lincii sinifa
istiinliigii olacaktir. Kalfalarin birbirlerine {istiinlitk durumlarina gore ve giivenilir ke-
filler gostermeleriyle bu kisilere 6zel sehadetname belgeleri bastirilacaktir. Bastirilan
belgelerden iizerinde kalfanin ad1, unvani/s6hreti, memleketi ve ikamet yerinin yazil
oldugu emanet tarafindan miihiirlenmis/onaylanmis bir 6rnegi Sehremaneti’ndeki 6zel
bir deftere kaydedilecektir (G. 3, G. 4).

G. 3. Sehremaneti’nin 1875 Tarihli Tasarisi-1 (BOA, SD.684/25.5.1. 28 Kasim 1875)

Sehremaneti’nin altyapisini hazirlamaya g¢alistigi tasarinin ikinci kismi neccar
loncast kurulmasi ile ilgilidir®®. Sinavdan gegirilen bu giivenilir kalfalarin, bir lonca
odasinin olusturulmasiyla diilger esnafinin iglerine bakmalari saglanacaktir. Kalfala-
rin kethiidabagi olarak gormek istedikleri Sakir Efendi’nin s6z konusu goreve tayi-
ninde bir sorun goriilmemistir. Giivenilir kalfalardan olusacak olan bu lonca heyeti

26 BOA, SD.684/25.5.1
27 BOA, SD.684/25.5.1
28 BOA, SD.684/25.5.1
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marifetiyle de, “emanetce vuku ‘bulan ingaat kegifleri” yapilabilecektir. Ayrica halk
tarafindan yapilan ancak ihtiyaca gore kesfi gereken tiim yapim islerinin dahi bunlar
tarafindan muayeneleri yapilmak iizere adi gecen heyet erbabindan dort kalfanin mii-
navebeten (ndbetlese) tam giin mesai ile kesif idaresinde bulunmalari saglanacaktir.
Bu dort kalfaya, ebniye-1 miriyye ve emanetge yapilmis ve yapilacak seylerin kesif
ve muayenesi hizmetinde bulunduklarinda, gidecekleri yere gore sadece vapur ve
beygir licreti gibi masraflar1 6denecek, baska bir yevmiye ve ayrica bir iicret veril-
meyecektir®.

G. 4. Sehremaneti’nin 1875 Tarihli Tasarisi-2 (BOA, $D.684/25.5.2. 28 Kasim 1875)

Kamu binalarinin insaatlar1 ve emanetce yaptirilan isler haricinde, resmi gorevleri
disinda halkin insa ettigi yapilarin kesifleri i¢in talepte bulunmalar1 halinde ilgili
yerlere gidip gelmeleri karsiliginda halktan mutat bir iicret alabileceklerdir. Sinavla
tescilli kalfa olarak kabul edilip belgesini alan bu kisilerin isimleri gazetelerce du-
yurularak herkesce bilinmeleri saglanacaktir. Tescilli kalfalarin yaptiklar1 yapilar
lizerine yapi sahibiyle aralarinda herhangi bir anlagsmazlik olursa, bunlar kanunlara
gore Sehremaneti tarafindan ¢oziilecektir. Ancak elinde belgesi olmayan bir diilgere
ya da bagka bir siniftan bir kisiye yap1 insa ettirilir ve yap1 eksik birakilirsa ya da yap1
sahibi zarara ugratilirsa, bunlarin aralarinda ortaya ¢ikacak sorunlar ya da buna ilis-
kin talepler/dilek¢eler emanetce katiyen dikkate alinmayacaktir. Belgesiz diilgerler
ya da bagka kisiler yapim islerine girigirse, kendilerine kanunen gereken para cezasi
kesilecektir. Yukarida agiklandigi iizere, insaat-1 umumiyenin yalniz imtihan veren
ve kendilerine sehadetname verilen kalfalara mahsus kilinmasi, bir baska sorunu
ortaya ¢ikaracaktir.

29 BOA, SD.684/25.5.1
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Yapi islerinin sadece belgeli kalfalara verilmesi, kalfa esnafi i¢inde bu ise liyakati
olup imtihana girmeyenlerin hukukuna dokunacak, bu durum piyasada is yapmaya
caligan belgesiz ama ehil kalfalara bir engel olusturacaktir®®. Dolayistyla bu gibile-
rin mesleki olarak zarar gdrmemesi i¢in Sehremaneti “bu miitalaa iizerine olunan
miiddvele-i efkar neticesinde” bir baska ¢oziim yolu énermistir:>' “Isbu imtihan veren
sehddetndameli kalfalardan olusacak lonca heyeti erbabinin fiinun-u mi ' mdriyede liya-
katlar belirlenmis olacagindan bunlar meclis imtihan azasi** olacak, Sehremaneti
sermithendisi birinci bagkani, kesif miidiirii ise ikinci bagkan olarak tayin edilerek
“diilgerlerden ve hamam ve divarct ustalarindan ve saireden mahareti olub da kalfalik
imtihan isteyenlerin > tarafsiz bir sekilde yukarida belirtilen heyet tarafindan ale-
nen sinavlart yapilacaktir. Yetenek ve liyakatini hakkiyla ortaya koyanlardan usullere
uygun olarak kefilleri de onaylandiktan sonra bunlarin da sinav derecelerine gore
kazandiklar1 siiftan (1., 2. ve 3. sinif) kalfalik sehadetnamesi almalar1 saglanacaktir.
Bu kalfalar da digerleri gibi Sehremaneti defterine kaydedilecek ve gazeteler aracili-
giyla ilan edilecektir.

Sinav komisyonu tarafindan sehadetname verilen bu kalfalarin yiiriittiikleri yap1
faaliyetlerinde herhangi bir uygunsuzluk ve kanunlara aykir1 durumlar tespit edilirse,
sorumlular hakkinda gereken islem yapilacak ve sebep olduklar1 zarar kendilerinden;
kendilerinin zararlar1 karsilamaya giigleri yetmez ise de kefillerinden karsilanacaktir.
Bu gibi kalfalarin usulsiiz islerinden, onlara belge veren komisyon da sorumlu ola-
caktir. Sehremaneti Meclisince hazirlanan bu tasari, list makamlarca da uygun gorii-
lirse ylirtirliige girecektir. Ayrica Kalfa esnafina “miikellef oldig: virgii ve sdirenin bir
mislinin zammiyla ol mikdara gore kefdlet-i kaviyyeye rabt idilmek ve namina olarak
miihr-ii mahsusi** verilecektir.

Sehremaneti Meclisi’nin ¢aligmalar1 ve dilekce veren kalfalarin sikayet ve talepleri
ile sekillenen 28 Kasim 1875 tarihli bu tasari, 1 Aralik 1875 tarihli Sehremaneti iist
yazisiyla®® Sadaret’e sunulmustur. Bu tasariya “Ecnebi kalfalarinda diploma bulu-
nacag gibi ileriide miiskilata tesadiif olunmamak iizere anlarin da emanet-i celile
yedlerinde bulinan diplomalarinin mu’ayene ve tedkik olinarak defter-i mahsusa kay-

1936

di lazim gelecegi > ifadesi eklenerek, tasarinin bu haliyle diizenlenmesi istenmistir.

Aralik 1875 tarihinde son sekli verilen tasarinin®’ bazi ifadeleri, donemin mimarliginin

30 BOA, $D.684/25.5.1
31 BOA, $D.684/25.5.2,29 L 1292 (28 Kasim 1875)
32 BOA, $D.684/25.5.2
33 BOA, $D.684/25.5.2

34 BOA, $D.684/25.5.2. Sehremaneti Meclisinden ¢ikan bu tasarinin altinda miihrii bulunan meclis tiyeleri
sunlardir: Agoraki, Seyyid Mehmed Ragib, Osman Nuri Tevfik, Mehmed Ndil, Mehmed Remzi.

35 BOA, $D.684/25.4.1, 3 Za 1292 (1 Aralik 1875)
36 BOA, $D.684/25.3.1, 15 Za 1292 (13 Aralik 1875).
37 BOA, $D.684/25.1, 30 Za 1292 (28 Aralik 1875)
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ve yapi aktorlerinin niteliginin baska bir yoniine “Fenn-i mezkiirun bir mektebi olma-
yub imtihan idileceklerin ma’limati ‘ameliyat ve ticaretden hasil olmig bir melekeden
‘ibaret oldigina (...) ® isaret etmektedir. Ozetle dénemin yap1 aktorlerinin arasinda
yer alabilmenin yolu, en basitinden biraz ingaat tecriibesine ve ticari yeteneklere sahip
olmaktan ge¢cmektedir.

Tasarmin 1875-1909 Yillar1 Arasi Seyri ve Son Durumu

O tarihlerde Sehremaneti yetkililerince hazirlanan tasar1 kapsaminda “Han ve
hdne ve hamam ve magaza misillii gerek gotiiri ve gerek yevmiye ile miiceddeden
baslica bir bina yapdiranlarin sehddetnameli kalfaya yapdirmaya nizamen mecbur
tutilmalar:”* digtiniilmisttr. Ancak bunun bazi sorunlara yol agabilecegi, en azindan
o tarihlerde bunun kanunen miimkiin olamayacagi anlasilmis; ¢ercevesinin ¢izilmesi
¢ok zor olacak bu tiir mecburi uygulamalardan dogacak anlagsmazliklarin ¢6ziimiiniin
hukuki altyapisinin heniiz hazirlanmamis oldugu dikkate alinmigtir. Bu nedenle s6z
konusu mecburiyetin getirilmesi bu tarihlerde miimkiin olmamistir. Nihayetinde yu-
karida belirtilen zorlayici sebepler nedeniyle “valniz ber-vech-i mukarrer imtihanin
icrasi...”, yani tasarida sadece yukarida bahsedilen sinav uygulamasinin yapilmast
kararlastirilmistir. Ayrica Osmanli vatandasi olmayan yabanci kalfalarin da diploma-
larmin Sehremanetine tescil ettirilmesi, bunlardan diplomalar1 olmayanlarin sinava
tabi tutularak sehadetname almalarinin mecbur tutulmasi yoniinde alinan kararin da
uygulanmasi kararlagtirilmigtir®.

Tasar1 metni i¢inde 6zellikle vurgulanan ve belgenin son ciimlesinde de gectigi
gibi, sechadetnamesi olmayan kalfalara yaptirilan yapilar nedeniyle ortaya ¢ikabilecek
igveren-yiiklenici sorunlarinda Sehremaneti hicbir sekilde sorumlu olmayacak, bu
tiir sorunlara iligskin miiracaatlar, sikayetler Sehremanetince dikkate alinmayacaktir.
Bu uygulamanin temelinde, halkin belgeli ve giivenilir kalfalara is yaptirmaya tesvik
edilmesi, boylelikle hem yapi kalitesinin arttirilmasi hem de yapi sahiplerinin/isve-
renlerin maddi zararlara ugramasinin 6nlenebilmesi; kalfalarin da bu sinavla kendi
yetkinliklerini ispat ederek basarili olanlarinin resmen halka duyurulmasi ile halk ve
devlet nezdinde itibar kazanmalari i¢in gayret gostermeye yonlendirilmesi yatmakta-
dir denilebilir. Bagka bir deyisle devletin yapi iiretimini genel anlamda denetim altina
alabilmesine/denetleyebilmesine, yapi kalitesinin artmasina ve mevcut yap1 aktorle-
rinin niteliklerini arttirmaya tesvik edilmesine yardimci olacak bu tasarinin yaptirim-
larinin da caydirici 6zellikte olmasi hedeflenmistir. Son olarak, Tanzimat doneminin
sonlarma dogru mevcut yap1 drgiitlenmesinin karsilastig1 sorunlar ve bu sorunlara ilis-
kin hem neccar kalfalarin tespit ve talepleri hem de bu temelde Sehremaneti’nin yap1

38 BOA, SD.684/25.1.1, (28 Aralik 1875)
39 BOA, $D.684/25.1.2, (28 Aralik 1875)
40 BOA, SD.684/25.1.2
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tiretiminde mal sahibi ve kalfalarin haklarinin korunabilmesi, kalfa niteliklerinin art-
tirtlmasi adina hazirladigi bu tasarinin sinav sarti ile ilgili kismi bir siire uygulanmas,
smav1 gegenlere belge verilmis, gegemeyenler ise insaat islerinden menedilmistir*.

Diilger/Neccar kalfalara sinavla yapi insa izni belgesi verilmesine yonelik 1875 ta-
rihli bu ilk* girisimlerden sonra mevcut sorunlar devam etmistir. ilk bagimsiz mimarhk
okulu® olan Sanayi-i Nefise Mektebi’nin kurulmasiyla birlikte artik “fenn-i mezkiirun
bir mektebi” agilmis olmakla birlikte, mimarlik egitimi sisteminin de heniiz oturtu-
lamadig1 g6z 6niinde bulundurulmalidir. Bu tarihlerde, 1886 yilinda dénemin yayin
organlarindan birinde yukarida deginilen sorunlarla ilgili ¢ikan bir yazidaki ifadeler, bir
bakima mimarlik egitiminin olmasi gereken ideal niteligi i¢in bir ¢ergeve ¢izmektedir.
Gazete metnine gore; bir mimarin birinci gorevi, bina ve inga edecegi yapilarin resim
ve sekillerini kurgulayabilmek ve yap1 boliimlerinin birbiriyle uyumunu saglamak,
yapiy1 saglam bir sekilde inga edebilecek malzemeleri temin etmek, kendi idaresi al-
tinda ¢alisacak tasei, demirci, ressam, duvarci, hatta nakkas, dogramaci, oymaci, dok-
meci gibi mesleklerinden uzman kisileri temin etmektir. Oysa Osmanli cografyasinda
mevcut olan ve hi¢cbir okuldan ¢ikmadiklart halde, kendilerine kalfa diyen kisilerden
higbirinin Islam milletinin iftihar kaynag1 olan, giizellik ve miikemmellikleriyle Av-
rupalilart hayretler i¢inde birakan, takdirlerini toplayan eski mimari eserlerimizi degil
taklit etmeye, takdir etmeye bile bilgileri ve birikimleri yoktur. Biiyiik mimarlarimizin
biraktiklari eserlerden birisinin tamirine ihtiya¢ duyulsa ve bu kendisine kalfa diyen ki-
silerin eline verilse, bu cahiller elinde o yapilarin tamamuyla harap edilecegi ortadadir*.

Basinda yapilan bu elestirel degerlendirmelerin hakliligi, 1892 yilinda Istanbul/
Tepebasi’nda yasanan bir insaat faciasinda kendini gdstermistir. 35 kisinin ¢aligtig
sirada ¢oken ingaatta pek ¢ok ig¢i enkaz altinda kalmis, yasanan bu facia sonrasi dev-
let bir dizi tedbir almistir®. 1875 yilinda neccar kalfalarin isaret ettikleri sorunlarla
iligkilendirilebilecek sebepleri barindiran bu olaydan hemen sonra, 1882 tarihli Ebniye
Kanunu yeniden glindeme alinmig, devletin insaat denetimlerinde sergiledigi kararlilik
basinda yankilanmistir. Ancak bu faciadan hemen 6nce, esasinda 1891 yilinda Ebniye
Kanunu’nda birtakim degisiklikler yapilarak, glincellenmis haliyle bu kanun Saray’in
onayina sunulmustu. Sultan Abdiilhamid tipki 1875’teki neccar kalfalarin “derece-i

41 Kemalettin Kuzucu, “1892 Yilinda Yasanan Bir Insaat Facias1 ve Devlet”, Osmanli Istanbulu IV (Istanbul:
Istanbul 29 Mayis Universitesi Yaynlari, 2016), 171-204.

42 Senyurt; “1907 yilinda Sira-y1 Devlet kararinda, Sehremaneti basta olmak iizere, bazi devlet kademelerinden
insaat alaminda faaliyet gosteren kalfalar igin nlemler alinmasi adina énerilerin oldugu goriilmektedir”
diyerek, bu ¢aligmalarm 1907°1i yillarda yapildigint diigiinmiis olmalidir. Diplomasiz mimar unvaniyla is
yapan kalfalarin smavla ii¢ smifa ayrilmasi ve belgelendirilmesi hakkinda miiellifin degerlendirmesi igin
bkz. Oya Senyurt, Osmanli Mimarlik Orgiitlenmesinde Degisim ve Déniisiim, 209. Ancak yukarida agiklanan
1875 tarihli Neccar kalfalari dilekgesi ile Sehremaneti’nin tasarisi, 1907 yilindan ¢ok daha dnce bu onerilerin
tasar1 olarak hazirlanmaya calisildigint gostermektedir.

43 Mustafa Cezar, Sanatta Bati ’ya A¢ilis ve Osman Hamdi (Istanbul: Is Bankas: Yaymlar1, 1971), 66.

44 Hamiyet, Birinci sene, numro 11. 15 Eyliil 1302 Pazartesi (27 Eyliil 1886), 81-82.

45 Kuzucu, “1892 Yilinda Yasanan Bir insaat Faciasi ve Devlet”, 171-204.
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liyakat ve istihkaklarina gore kalfalik itdirilmesi” talepleri ve Sehremaneti’nin sinav
komisyonu kurulmasi teklifinde oldugu gibi, “erbdb-1 namus ve istikametten ehil ve
muktedir birkag¢ kalfadan miirekkeb olmak iizere” yine Sehremaneti blinyesinde bir
komisyon kurulmasini, sinavi gecen diiriist, namuslu ve ehliyetli kalfalara diploma
verilmesini, diplomasi olmayanlarin ise ingaat islerinde faaliyette bulunmalarinin ya-
saklanmasini istemisti. Ancak aradan bir yil gectikten sonra Tepebasi insaat faciasi
meydana gelince, Sehremaneti’nin bu emri uygulamadigi, uygulama yoniinde higbir
adim atmadigi ortaya ¢ikmist1*®. Nihayetinde Dahiliye Nezareti, Sehremaneti’ne bir
yazi gondererek padisahin bir y1l 6nceki emrini hatirlatmis ve olusturulan sinav ko-
misyonun 21 Kasim 1892°de toplanip miizakerelere baglanmasi istenmistir *.

Payitahtta bina kalfalarinin sinava tabi tutulmasi ile ilgili yapilan ¢aligsmalar, cok
kisa siirede tagra basininda yer almigtir. Bursa Gazetesi’nin 1892 tarihli haberi®®, do-
nemin ingaat ve yapim islerine ayna tutar niteliktedir:

“Ebniye insaatinin miinasebetli te sisinin gerek harik...ve gerekse sdir kazalarda pek
cok te siri oldigindan ve bir bina resmi tersim idemez olan ehliyetsiz ve fakat yalniz
ciiz’i ma’lumdt-1 ‘ameliyye sahibi kalfalarin menfa atlart ugrinda ekseriya mazarrat-1
‘umumiye tevelliid idegelmekde oldigindan ba’dema bi’l-imtihan kalfalara Istanbulca
sehadetname virilecegi ve bu hususn igiin bir komisyon teskil kilindig: isidilmekdedir.
Bursa kalfalarimin dahi béyle bir imtihana mecbur idilmeleri derece-i viiciibededir. Ciin-
ki herkesin ve hatta sehrimize ld-ecl liz-ziyare gelmis olan zevatin ma’liimlari oldigi
tizere sehrin en biiyiik caddeleri iizerinde iistii ortiilmiis ve keresteleri ¢atilmis binalarin
viiciidr kalfalarin miilk sahibinin parasinin idare ve kifayesi nisbetinde binaya tesebbiis
itmediklerine ya’ni mevcid paraya gére bina tersim ve insasina muktedir olmayanla-
rimin dahi mevcudiyetine sahiddir. Metanetsiz ve miinasebetsiz pek ¢ok binalar dahi
kalfalarin noksanina delalet itmekdedir. Bunlar boyle bir imtihana mecbur tutilursa

sehrimizde kullanisli binalar artar...sehrimiz de ziynet bulur. "

46 Facia tizerine Mimar Kemaleddin’in baskentteki insaat usulsiizliikleri ve bir meslek olarak mimarligin 6nemi
{izerine yaptig1 degerlendirmeler icin bkz. Kuzucu, “1892 Yilinda Yasanan Bir insaat Facias1 ve Devlet”,
201-204. Bu ve benzeri sorunlara iliskin 20. yiizyilin baslarinda mimar Alexandre M. Raymond’un tespitleri
de dikkat cekicidir. Raymond makalesinde mal sahipleri ile mimarlar arasindaki anlagmazliklara, mimarlarin
calisma kosullarina deginmis, hem insa usullerinde hem de insaatlara ait planlara onay veren kurumlarda sii-
regelen sorunlara iliskin tespitlerde bulunmustur. Bkz. Senyurt, Osmanli Mimarhk Orgiitlenmesinde Degisim
ve Déniigiim, 217-18.

47 Kuzucu, “1892 Yilinda Yasanan Bir Insaat Facias1 ve Devlet”, 191. Padisah iradesine ragmen biirokratik
aktorlerin bu kararlart uygulamaktaki isteksizlikleri, onlarin piyasada is yapan kalfalar/mimarlar ile olan
iliskilerine baglanabilir. Nitekim 1892 tarihli Tepebasi faciasindan hemen sonra 1894 yilinda meydana gelen
ve 20 binden fazla sivil yapinin, 1500 civarinda kamu yapisinin hasar gérdiigii deprem sonrasinda, yapilarin
malzeme ve uygulama noktasmndaki yetersizlikleri agik bir sekilde anlagilmustir. 1894 stanbul depremi sonra-
st yap1 liretiminin kalite ve niteligi noktasinda yapilan tartismalar, basina yansiyan haberler, goriisler ve daha
pekeok bilgi i¢in kapsamli bir ¢aligma olarak bkz. Sema Kiigiikalioglu Ozkilig, <1894 Depreminin Istanbul
Uzerindeki Etkileri (Deprem Sonrast imar Faaliyetleri)” (Doktora Tezi, Marmara Universitesi, 2011); ayrica
bkz. Fatma Urekli, Istanbul 'da 1894 Depremi (istanbul: iletisim Yaymlari, 1999).

48 Bursa Gazetesi, No. 90, 12 Rebitilevvel 1310 (4 Ekim 1892), 3.

49 Bursa Gazetesi, No. 90, 3.
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Bursa sehri biinyesinde bina ingaatlarin kurallara uygun yapilmas: ve kalfalarin
sinava tabi tutulmasi konusuna vurgu yapan Bursa Gazetesi haberinde, “bir bina
resmi tersim idemez olan ehliyetsiz ve fakat yalniz ciiz’i ma’limdt-1 ‘ameliye sahibi
kalfalarin menfaatleri ugrunda ekseriya mazarrat-1 ‘umumiye tevelliid idegelmekde
oldigindan ba’dema bi’l-imtihdan kalfalara Istanbulca sehddetndme virilecegi ve bu
husus i¢iin bir komisyon teskil kilindig: > bildirilmistir. Gazete, Bursa kalfalarinin
da boyle bir imtihana mecbur tutulmalar1 gerektigi kanaatindedir. Cilinkii herkesin ve
hatta sehre ziyaret i¢in gelenlerin bile bildigi/sahit oldugu gibi, sehrin en biiyiik cad-
deleri lizerinde Ustii ortiilmiis ve keresteleri ¢catilmis (yarim kalmis) binalarin varligi,
kalfalarin miilk sahibinin parasinin idaresi ve yeterliligi oraninda binaya girismedikle-
rine, yani “mevcud paraya gore bina tersim ve insasina muktedir olmayanlarin™ varli-
gina sahittir. “Metdnetsiz ve miindsebetsiz pek ¢ok binalar dahi kalfalarin noksanina
delalet itmektedir. Bunlar boyle bir imtihana mecbur tutilursa sehrimizde kullanisli
binalar artar bittabi sehrimiz de ziynet bulur. ' Bununla birlikte tagsrada bu dénemde
yiiriitiilmekte olan en basit bazi ingaat iglerinde bile sorunlar goriilmekte, miiteahhitlik
yapan bir kalfanin kamuya yaptig1 bir insaatin “agag ve tahtadan ibaret” oldugu,
kesif defterinin de fenn-i mimariye uygun olarak diizenlenmedigi Bursa 6rneginde
tespit edilebilmektedir®.

Ebniye kalfalar1 ve okul mezunu olmayan mimarlarin yap1 insasi i¢in ruhsat ala-
bilmeleri amaciyla sinava tabi tutulmalarina yonelik uygulamanin, 1909 yili itiba-
riyle artik glindem dis1 kaldig1 goériilmektedir (G. 5). Stra-y1 Devlet’e havale edilen
“Sanayi’-i nefise mektebinden me’ziin olmayan bilciimle mi’marlarin imtihanlarimin
icrasina ve teferru’dtina dair”> yazigmalardan anlasildigina gore; “Sanayi’-i Ne-
fise mektebinden me’zun mi’'marlar ile bir takim cehelenin mi’mdr namiyle icrda-y
san’at itmeleri muvdfik-1 maslahat olamayacagindan sehddetnamesiz mi’mdrlarin
imtihanlar:”** bu okulda olusturulacak komisyonca yapilacaktir. Ug smifa ayrilacak
mimarlardan bir kereye mahsus olmak iizere birinci sinifa ayrilanlardan on, ikinci-
lerden bes ve tiglinciilerden iki altin har¢ alinarak kendilerine diploma verilecektir.
Ayni sekilde “ebniye kalfalarimin imtihanlar: merci’ince icra olunarak ehliyet ve
iktidarlar: > belirlenenlerden yapi insa izni almay1 hakedenlere, sanatlarini ve isim-
lerini igeren ruhsatlar1 Sanayi Mektebince verilecektir. Bu izni alamay1p ruhsatsiz ola-
rak is yapmaya c¢alisan kalfalar meslekten menedilecektir. Ayn1 sekilde “sehddetndme
istihsaline muvafik olamayan mi’mdrlarm icrd-yr san’atdan men ¢ edilmeleri sag-
lanacaktir. Ancak bu durum toplumsal bir soruna yol acacak, sinavi veremeyen ve

50 Bursa Gazetesi, No. 90, 3.

51 Bursa Gazetesi, No. 90, 3.

52 Bilmis, “Tanzimat’tan Cumhuriyet’e Bursa’da Mimarlik Ortam1”, 511.

53 BOA, Dahiliye Mektubi Kalemi (DH.MKT).2754/3.1.1, 12 M 1327 (3 Subat 1909)
54 BOA.DH.MKT.2754.3.1.

55 BOA.DH.MKT.2754.3.1.

56 BOA.DH.MKT.2754.3.1.
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meslekten menedilip insaatlarda istihdam olunamayacak olanlarin ve dolayisiyla bun-
larin ailelerinin ge¢im sikintis1 yagamalarina sebep olacaktir. Son olarak “bu kabil
kalfa ve mi’'marlarin imtihanindan sarf-1 nazar olunub yalniz arzulariyla sanayi-i
nefise mektebine bi’l miiraca’a isbat-1 ehliyet iderek sehddetnime ahz ideceklerden

2957

mekteb-i mezkiir me ziinlarina kiyasen harc istifasi™’ uygun goriilmis, boylelikle

Stird-y1 Devlet’in 1909 tarihli bu karari, ebniye kalfalarina sinav sartini kaldirmistir.
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G. 5. Smav Sartinin Kaldirilmasina liskin Stira-y1 Devlet Nafi’a ve Maarif Dairesi’nce
Hazirlanan Mazbata Sureti (BOA.DH.MKT.2754.3.1. 22 Subat 1909)

57 BOA.DH.MKT.2754.3.1.
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Sonu¢

Son dénem Osmanli mimarlik orgiitlenmesinde ingaat faaliyetlerinin yiiriitiictileri
olan kalfa/mimarlarin nitelik sorunlari, bizatihi kendi i¢lerinde biiyiik bir haksiz re-
kabet/rahatsizlik durumu ortaya ¢ikarmistir. Bu donemde neredeyse her 6niine gelen
kalfalik/mimarlik rolii Gistlenmis, bu sekilde yap1 faaliyetlerine girismis, ayrica kali-
tesiz ve Olclisiiz ingaat malzemelerinin de liretimi ve yayginlagmasinin 6niine gegi-
lememistir. Birbirleriyle baglantili farkli sorunlara zemin hazirlamaya baslayan bu
mimarlik ortamu, ilkin 1875te bir grup gayrimiislim neccar kalfasinin sikayetine konu
olmustur. Kalfalarin liyakat/ehliyetlerini temele alan ve haksiz rekabetin de oniine
gececek olan ¢oziimler olarak, yapi faaliyetlerinde bulunan kisilere sinav yapilma-
s1 ve neccar esnafi i¢in lonca kurulmasi, gayrimiislim neccar kalfalarin taleplerinin
Ozetidir. Buna paralel olarak Sehremaneti’nin ebniye kalfalar1 i¢in bir sinav komis-
yonu olusturulmasi ve onlarin siava tabi tutulmasi yoniindeki ¢aligmalari ile belge-
siz kalfalara bina yaptiranlarin sikayetlerinin devletce dikkate alinmayacaginin ifade
edilmesi, halk: ehliyetli ve giivenilir kalfalara yonlendirmeyi amaglamistir. Dénemin
ingaat sektoriinde yasanan nitelikli eleman temini sorunlar1 ise bu amaca ulagilmasinin
oniinde bir engel olugturmustur.

Ebniye kalfalarina sinavla belge verilmesi bir siire uygulansa da pratikte pek fazla
kargilik bulamamistir. Nitekim donemin padigahi II. Abdiilhamid, 1891 yilinda tekrar
smav komisyonu kurulmasini ve sinavlarm yapilmasini istemigse de Sehremaneti bu
emir dogrultusunda herhangi bir ¢alisma yapmamuis ve is slirlincemede birakilmistir.
Tagranin o tarihlerdeki mimarlik ortaminin da merkezden farkli olmadigi, Bursa’da
da benzer sorunlarin yasandigi ve bu durumun basin tarafindan dikkatle takip edi-
lip dile getirildigi goriilmiistiir. Son olarak, 1909 yilinda Stra-y1 Devlet belgesiz
mimar ve kalfalara sinavla ve derecelerine gore harg parasi 6denmesi karsiliginda
ehliyetlerini gosterir bir diploma verilmesini tartigmis, belgesiz mimar ve kalfalarin
yapim islerinden menedilmesinin aile gecimleri noktasinda biiyiik bir toplumsal so-
run yaratacagi sonucuna varilmistir. Stra-y1 Devlet sonucta sadece kendi istekleriyle
Sanayi-i Nefise Mektebi’ne miiracaat ederek mesleki yeterliliklerini ispat edenlerden
bir miktar harg¢ parasi1 alinmasini kararlagtirmis ve s6z konusu sinav uygulamasindan
vazgegmistir.
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The Portugal Synagogue: In Light of Its History and Architecture
Tarihi ve Mimari Ozellikleriyle Portugal Sinagogu

Sakir Gakmak® @, Siren Bora™

Abstract

The Portugal Synagogue is one of the oldest synagogues in Izmir, built by the Portuguese Jews possibly in the 1630s,
in the Ottoman Period. It is located within the Bazaar neighbourhood, one of the first places in Izmir where the Jewish
community settled after the province was conquered by the Ottoman Empire. Being very close to the coast and the inner
harbour, this area was very attractive for the Portuguese Jews as the majority of the community was engaged in trade. In
addition, it seems that the Jewish Quarter of Izmir had evolved around the Portugal Synagogue in the Ottoman period.
Probably due to the strong commercial activity in the area, the synagogue was located in the very centre of the city’s
Jewish neighbourhood. The Portugal Synagogue witnessed disastrous fires (major ones in 1772 and 1841) and earthquakes
(major ones in 1688 and 1778), and many historical events including Sabbatai Tsevi’s occupation of the synagogue. In the
Turkish Republic Period, the synagogue was severely damaged by a fire in 1976 destroying the whole ceiling and all the
woodwork. The building, which had mostly lost its authentic features in the fire and due to the interventions that followed,
was restored in 2017-18 reviving the structure in its original form. The restoration works were carried out following a
ground survey, in accordance with the layers under the existing plaster and by using evidence and information obtained
from old photographs and from people who had seen the structure when it was still in use as a synagogue, including those
who had once worked there. In this article, the historical and architectural features of Izmir Portugal Synagogue have been
introduced in detail and have been given information about restoration works.

Keywords

Synagogue, Izmir Jewish Quarters, The Portuguese Community, The Portugal Synagogue, Restoration of the Portugal
Synagogue

0Oz

Osmanli Dénemi izmir’inin en eski sinagoglarindan biri olan Portugal Sinagogu, Portekiz kdkenli Yahudiler tarafindan
tahminen 1630’lu yillarda insa edildi. insa edildigi yer, izmir, Osmanlilar tarafindan fethedildikten sonra Yahudilerinin ilk
yerlestigi bolgelerden biri olan Pazar yeriydi. Ayni zamanda, sahile ve i¢ Liman’a oldukga yakin bir konuma sahip olan bu
bélge, biiyiik bir cogunlugu ticaretle ugrasan Portekiz kdkenli Yahudiler igin oldukga cazipti. Ote yandan, Osmanl Dénemi
izmir Yahudi Mahallesi, deta Portugal Sinagogu cevresinde sekillenmisti. Muhtemelen bdlgenin giiclii ticari aktivitesinden
dolayi, sinagog, kentteki Yahudi yerlesim alaninin tam merkezinde yer aliyordu. Portugal Sinagogu, blyik yangin (baslica
1772 ve 1841) ve deprem (baslica 1688 ve 1789) felaketlerine, Sabetay Tsevi’nin sinagogu isgali dahil pek ¢ok tarihi olaya
sahit oldu. 1976 yilinda gegirdigi yanginda blyuk hasar gordd, tavani ve tiim ahsap dogramalari yok oldu. Yangin ve
sonrasindaki kot miidahalelerle 6zglinlGguni blylk 6lglide yitiren yapi, 2017-2018 yillarinda gergeklestirilen restorasyon
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¢alismalari ile aslina uygun bir sekilde ayaga kaldirildi. Restorasyon ¢alismalari, yapiyi sinagog olarak kullanildigi
yillarda géren, hatta gorev yapan kisilerin verdigi bilgiler, eski fotograflar, siva raspalari ve zemin arastirmalari
ile elde edilen bulgulardan hareketle hazirlanan projeler dogrultusunda gerceklestirilmistir. Bu makalede, izmir
Portugal Sinagogu’nun tarihi ve mimari 6zellikleri ayrintili olarak tanitilmig ve restorasyon galismalari hakkinda
bilgi verilmistir.

Anahtar Kelimeler
Sinagog, izmir Yahudi Mahalleleri, Portekiz Toplulugu, Portugal Sinagogu, Portugal Sinagogu restorasyonu

Genisletilmis Ozet

Sinagog kelimesinin etimolojik kdkeni Grek¢e cvvaymyr/sunagogidir. Sinagog,
yaklasik olarak 1.0. 7. yiizyildan itibaren Israil topraklarinda ve ardindan siirgiin y1l-
larinda diasporada insa edilen Yahudilige 6zgii ¢ok fonksiyonlu kurumsal dini yapilari
ifade eder. Bu yiizden sinagog, sadece 22071 na2 (beit hatefila/dua evi) degildir. Dua
evi fonksiyonuna ilave olarak, hem no1577 nva (beit haknesset/toplant1 evidir) hem
de w9727 no2 (beit hamidrag/egitim evidir). Ayrica 197 n%a (beit din/yargiclar kurulu/
mahkeme) tarafindan toplanti mekani olarak da kullanilmaktadir. S6z ettigimiz son
ii¢ fonksiyon, cogunlukla yap1 kompleksine dahil olan miistemilatta (ek boliimler-
de) icra edilmektedir. Ote yandan Osmanli sinirlar igerisindeki baz1 kentlerde, sz
konusu miistemilatin, gereksinme duyuldugu takdirde hastane ya da hapishane ola-
rak kullanildig1 goriilmektedir. Dolayisiyla bu makalede, dncelikle, Yahudiligin ve
Osmanl1 Yahudi toplumunun vazgec¢ilmezi olan, ¢ok islevli kurumsal bir dini yap1
ele alinmistir. Bu yapi, bir yandan diaspora Yahudilerine ortak bir kimlik kazandirip
aidiyet saglamakta ve bu aidiyeti koruma altina almakta, diger yandan, gerek kent
ve gerek diaspora cografyas: baglaminda Yahudi topluluklarini adeta bir tutkal gibi
birlestirmekte ve bir arada tutmaktadir. O halde sinagoglarin, insa edildikleri kentler-
deki Yahudi mahallesinin (Juderia’nin) tam merkezinde konumlanmasi ve mahallenin
dini-toplumsal aidiyetini vurgulamasi kaginilmazdur.

Osmanli Dénemi Izmir’inin en eski sinagoglarindan biri olan Portugal Sinagogu,
Portekiz kokenli Yahudiler tarafindan 17. ylizyilin ilk yarisinda (tahminen 1630’Iu
yillarda) insa edilmistir. insa edildigi yer, Izmir, Osmanlilar tarafindan fethedildik-
ten sonra Yahudilerin ilk yerlestigi bolgelerden biri olan Pazar (Cars1) yeriydi. Ayni
zamanda, sahile ve I¢ Liman’a oldukga yakin bir konuma sahip olan bu bdlge, bii-
yiik bir ¢cogunlugu ticaretle ugrasan Portekiz kdkenli Yahudiler i¢in oldukca cazipti.
Muhtemelen bolgenin giiglii ticari aktivitesinden dolayi sinagog, 17. ylizyilin ikinci
yarisindan itibaren kentteki Yahudi yerlesim alaninin tam merkezinde kalmisti. S6z
gelimi Sabetay Tsevi tarafindan 1650°1i ya da 1660’11 yillarda kullanildigi diigiiniilen
ev, Portugal Sinagogu’nun tam karsisindaydi. 19. yiizyilin ilk yarisinda insa edilen
Hahamhane ve Rothchild Hastanesi ise, sadece on metre ilerideydi. Yine ayni yiizyilin
eseri, ihtisamli yap1 Lazaretto, Havra Sokagi’nin Dikilitag Sokak ile birlestigi nok-
tadaydi. Havra Sokagi ile Hahamhane’yi birbirine baglayan ve Rothschild Hastanesi
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yakimindan son bulan Bohor Levi Sokak, Portugal Sinagogu’na teget geciyordu. Diger
sinagoglar ise, Portugal Sinagogu’na yakin mesafede insa edilmiglerdi. 19. yiizyilin
ikinci yarisinda adlar1 belirlenen Yahudi mahalleleri “Bene Israel (Istiklal)”, “Ca-
vez (Kurtulus)”, “Tsontsino (Sakarya)”, “Hahambasi (Giizelyurt)”, “Efrati (Glines)”,
“Yeni” ve “Hursidiye”, Portugal Sinagogu’nun ¢evresini adeta bir halka gibi sarmisti.
Yaklagik olarak Portugal Sinagogu ile ayni tarihlerde insa edildigini belirledigimiz
diger sinagog, Pinto Sinagogu’dur. Yeri, Smyrna Agorasi kazi alaninin hemen yaninda
Kadifekale etegindeydi. Yahudi mahalleleri sinagoglar ¢evresinde sekillendigine gore,
Izmir Yahudilerinin 1630’1u yillarda saptayabildigimiz ilk yerlesim alani, Portugal
ile Pinto sinagoglari arasinda kalan topografyaydi. Izmir Yahudi Mahallesi’nin 1640
yilindan itibaren yayildigi alan, belli bagli sosyal ve dini yapilarin inga tarihlerinden
yola ¢ikarak belirlenebilmektedir. Pazar yerinde bulunan Neve Salom Sinagogu’nun
kurulus tarihi 1640’11 yillardi. 1660 yilinda Senyora (Giveret) Sinagogu insa edilmisti.
Senyora ve Neve Salom Sinagoglari arasindaki alanda 1660’11 yillarda Orehim (Fo-
resteros) ve Algazi sinagoglari insa edilmisti. Sinagoglarin yer aldigi ulasim hatti ise,
Havra Sokag1 olarak tanimlanmisti. Demek ki izmir Yahudi Mahallesi, 1630 ile 1660
yillar1 arasinda Portugal Sinagogu ¢evresindeki bolgede biraz Smyrna Agorasi’na
dogru, ama 6zellikle Pazar yeri ve I¢ Liman yoniine dogru yayilarak genislemisti.
Portugal Sinagogu’nun kentin ekonomik aktivitesi icerisindeki merkezi ve stratejik
konumu, Izmir Yahudi Mahallesinin de onun ¢evresinde gelisip biiyiimesini sagla-
mist1. O halde Portugal Sinagogu, Izmir Yahudi Mahallesinin kurulus asamasindaki
baslangic noktalarindan biriydi.

Portugal Sinagogu, 12 Aralik 1665 tarihinde, Sabetay Tsevi ile iligkili olaylarin
tam merkezinde yer aldi. Olaylarin fitilini atesleyen faktdr, istanbul Hahambagiligi-
nin, Sabetay Tsevi’ye iligkin herem (uzaklagtirma/aforoz) karari verdigi ve lanetledigi
mektubun Izmir Yahudi toplumuna okunmastydi. Tsevi karsit1 olarak, Hayim Pena
hedef secildi. Sabat sabahi, Portugal Sinagogu’na ibadete giden Hayim Pena, ona bii-
yiik bir 6fke duyan Sabetay Tsevi’nin, bes yiiz miiridi ile birlikte sinagogu basmasina
neden oldu. Bu olaydan sonra Portugal Sinagogu, Sabetaycilarmn Izmir iissii olarak
anild1. Sinagog, Izmir’i yerle bir eden 1688 depreminde yikildi. 1772 ve 1841 yan-
ginlarinda ise, tamamen yanip kiil oldu. Her seferinde sinagog tekrar insa edildi. 1976
yilinda gecirdigi yanginda biiyiik hasar gordii, tavani ve tiim ahsap dogramalar1 yok
oldu. Yangin sonrasinda uzun yillar depo olarak kullanilan yapinin zemini ve duvar-
lar1 ¢imento siva ile kaplanmis, dogu ve kuzey duvarlarindaki tiim nig ve pencereler
kapatilmisti. Giiney cephesinin dogu ucundaki pencere bir giris agikligina doniistii-
rilmis, avlunun kuzey duvarindaki giris aciklig1 oriilerek iptal edilmisti. Yangin ve
sonrasindaki kotli miidahalelerle 6zgiinliigiinii biiyiik 6l¢iide yitiren yap1, 2017-2018
yillarinda gergeklestirilen restorasyon ¢alismalari ile 6zgiin haline uygun bir sekilde
ayaga kaldirildi. Restorasyon ¢aligmalari, yapiy1 sinagog olarak kullanildig: yillarda
goren, hatta gorev yapan kisilerin verdigi bilgiler, eski fotograflar, siva raspalar1 ve
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zemin aragtirmalari ile elde edilen bulgulardan hareketle hazirlanan projeler dogrul-
tusunda gerceklestirildi ve 2019 yilindan itibaren bir sivil toplum kurulusu tarafindan
sosyal-kiiltiirel tesis olarak kullanilmaya baglandi.
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Introduction

The etymological origin of the word ‘synagogue’ can be found in Ancient Greek
as ovvayoyn'. Plenty of evidence is available regarding the origins of synagogues
as a place of faith and worship. These are mainly based on archaeological, epigraph-
ic, and textual (written) sources. Researchers have different views on the origins of
synagogues, leading to constant discussions on the issue. The reason for this is the
contradiction between the interpretations of the words cvvaymyn, Tposgvym?® and
nea277 nva 3, which are all included in the sources mentioned above and refer to a place
of worship*. When such interpretations are classified, five different views emerge with
regards to the origin of synagogues. The arguments put forth about the establishment
of the first synagogue claim the following locations and times, respectively: on the
Israeli territory in the 7™ century BC; in Babylon during the Babylonian Exile; in
Jerusalem upon return from the Babylonian Exile; in Egypt in the 3© century BC; and
finally during the Second Temple Period’. In fact, the words mpocgvyn, covayoyn
and no1577 N2 which are put forward as evidence, point to the evolution of religious
structures built on the Israeli territory and in the diaspora sometime between the 7
century BC and the 1% century AD as multi-purpose gathering spaces®. This is the
evolution of synagogues, which has become one of the main symbols unifying and
binding the Jewish community over the years’. While ensuring the continuity of Jew-

1 Xvvayoyn (Sunagogi) is an Ancient Greek word. In the New Testament it means “gathering place”. In the
Septuagint, the earliest translation of the Torah into Ancient Greek, it means “Community”. Rachel Hachlili,
“The Origin of the Synagogue: A Re-Assessment”, Journal for the Study of Judaism in the Persian, Helle-
nistic and Roman Period 28/1(1997), 38. In Anatolia, a synagogue is also known as a “havra” (712r7) which
is a Hebrew word, meaning unity.

2 This Ancient Greek word means “prayer house”. According to some researchers, mpocevyn (prosefchi) is
the place where prayer, worship, divine command, and divine laws are learned. Hachlili “The Origin of the
Synagogue: A Re-Assessment”, 37.

3 This is a Hebrew word which means “meeting house”.

Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 37. For researchers’ comments on tpocevyn and
no1dn n°2 (beit haknesset) also see Solomon Zeitlin, “The Origin of the Synagogue: A Study in the Develop-
ment of Jewish Institutions”, Proceeding of the American Academy for Jewish Research vol. 2 (1930-1931),
69-81, accessed 11 August 2019,
https://www.jstor.org/stable/3622132?seq=1#metadata_info_tab_contents. On the other hand, there are also
some who argue that synagogues are a continuation of the ancient n»2 (bemot). Zeitlin, “The Origin of the
Synagogue: A Study in the Development of Jewish Institutions”, 74. Journal Article, “The Origin of the
Synagogue”, Proceeding of the American Academy for Jewish Research 1 (1928-1930), 49, accessed 11
August 2019, https://www.jstor.org/stable/3622182?seq=1#metadata_info_tab_contents. The Hebrew word
nmna is the plural of ina (bema) or 72 (bima) which means a high place or stage. It is defined as a sacrificial
temple or altar that is unique to the Jewish tradition. The purpose of these buildings, which were built in
rural areas, was to ensure that the people who cannot go on a long pilgrimage to Solomon’s Temple gather
to reach divine unity. Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 34.

5 Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 34-37.

6 Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 45. There is a comprehensive Turkish article
about the synagogue. For detailed information on the origin of the synagogue, see Inci Tiirkoglu, “Yahudi
Geleneginde Sinagog”, Toplumsal Tarih 112 (Nisan 2003), 10-17. And also see Inci Tiirkoglu, “Antik Cagdan
Giintimiize Tiirkiye’de Sinagog Mimarisi” (Master thesis, Ege University, 2001), 14-25.

7 The evolutionary stages of the synagogue can be summarized as follows: The buildings established and used
in the years before the demolition of the second Solomon’s Temple can be described, in general, as a Commu-
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ish people as a religious and ethnic group, in addition to taking the common Jewish
identity under protection, the main function of synagogues has been to provide the
Jewish people with a sense of belonging and identity. This function is of particular
importance for Jews of the diaspora that should be underlined due to its two-sided
effect. It both reminds the diaspora of their ethnic and religious identity with its ex-
istence and also emphasizes a sense of belonging to the region where it was located
in the city (the Jewish quarter - Juderia). Therefore, it will be appropriate to start our
explanations regarding the Izmir Portugal Synagogue below by giving brief informa-
tion about the Jewish Quarter of Izmir.

Jewish Quarter of Izmir

Izmir was divided into five residential areas in the last quarter of the 16" century.
These five areas are not the smallest administrative units related to local governments
in the contemporary sense, but instead, they are settlements separately formed by
religious communities consisting of individuals that lived in solidarity around their
own places of worship. As a matter of fact, places of worship and geographical iden-
tity were set as basis for names of settlements until the neighbourhood structure was
established in the city®. The demographic structure and topographic map of Izmir
between the 17" and 18™ centuries is described by historians and travellers as fol-
lows: Consulates of European nations and Levantines are settled in the western part
of the city, in the luxurious and developed Frankish quarter between the sea and the
Armenian quarter; the Greeks live to the north of a line drawn perpendicular to the
sea from today’s Basmane Station; Turks are in the south, in the area extending to the
slopes of Kadifekale and Esrefpasa; and Jews live in the area between the Turkish and

nity meeting place and spiritual education center. On the other hand, it is very difficult to characterize them
as places of faith and worship. They did not claim to be the agent of the Temple or to replace the Temple.
As long as Solomon’s Temple existed, they particularly avoided competition with it and just responded to
local needs. Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 46. Following the destruction of
Solomon’s Temple by the Romans in 70 AD, the number of buildings established to serve as a gathering
center for Jewish communities increased rapidly. On the other hand, the demolition of Solomon’s Temple
institutionalized these structures as synagogues. There are archaeological findings indicating the existence of
the institutionalized structures from the end of the 2™ century AD (or the beginning of the 3™ century AD).
Hachlili, “The Origin of the Synagogue: A Re-Assessment”, 47. Since then, synagogues have been a com-
bination of Torah-reading and compulsory prayer spaces. They have also been used as Community meeting
rooms. Prayers are said facing Jerusalem, in the direction of where Solomon’s Temple was once located.
The direction is showed by the holy Torah Ark (wmpn 117%/Aron Hakodesh), which symbolizes Solomon’s
Temple and the Ark of the Covenant, that is, the true direction of worship. This Torah Ark is located on the
synagogue wall, which shows the direction of Jerusalem. Unlike Solomon’s Temple, there is no tradition
of sacrifice in synagogues. Therefore, this holy place is not exclusively reserved for the Kohens, that is, the
privileged clergy. Instead, it serves a crowded and participating Community. Hachlili, “The Origin of the
Synagogue: A Re-Assessment”, 43-46.

8 Erkan Serce, “Izmir’de Muhtarlik Teskilatinin Kurulmas: ve izmir Mahalleleri”, Kebike¢ 7-8 (1999), 159. The
functioning of quarters in Ottoman cities did not show much change until the period of Mahmud II. For detai-
led information on the stages of the work on the establishment of the Organization of Mukhtar’s Office in the
Ottoman Empire, see also Serce, “Izmir’de Muhtarlik Teskilatinin Kurulmasi ve izmir Mahalleleri”, 155-170.

a4



Cakmak, Bora / The Portugal Synagogue: In Light of Its History and Architecture

Armenian quarters’. One of the earliest pieces of information on the Jewish quarters in
Izmir is provided by Evliya Celebi. Based on a census conducted by a certain Ismail
Pasha, Evliya Celebi states that in Izmir, there were about 2,000 houses on the slopes
of Mount Pagos (Kadifekale) where there were ten Muslim, two Armenian, and one
Gypsy quarters as well as ten French and Jewish quarters in 1068 AH according to the
Islamic calendar (1657-1658 AD)'°. We believe that this Jewish quarter also encom-
passed the Pazar Yeri (Bazaar), where the Portugal Synagogue was built, and that it
was very close to the coastline and I¢ Liman (Inner Harbour). This theory originates
from the fact that the Portugal Synagogue was built by Portuguese Jews (converses /
marranos) in the 1630s, that is before the said census!'. The boundaries of the quar-
ters in Izmir expanded in the second half of the 18" century. The Jewish quarter was
affected by the filling of the Inner Harbour, the Anafartalar Avenue becoming the
main road from Basdurak to the Hisar Mosque, and the shifting of business centres
towards the north — thus it stretched out both towards the south and to the east. In the
19" century the borders of the Jewish quarter were extending from the point where
Ikigesmelik Avenue (currently known as Egref Pasa Street) intersected with Anafar-
talar Avenue towards the Agora, Tilkilik and Basmane direction on one hand and to
the settlement between Havra Street and Kestelli Street on the other hand. The whole
Jewish quarters on both sides of Ikigesmelik Street were called Juderia. In the second
half of the 19" century, seven Jewish quarters, whose names have been identified as
Bene Israel, Chavez, Tsontsino, Hahambasi, Efrati, Yeni, and Hursidiye, would come
to encircle the Portugal Synagogue!'?. The synagogue was located in the very centre
of the Jewish settlement in the city, probably due to the strong commercial activity
of the market area and its proximity to the harbour. For example, the house, which is
thought to have been used by Sabetay Tsevi in the 1650-1660s, is just opposite the
Portugal Synagogue. The Rabbinate and the Rothschild Hospital, both built in the first
half of the 19" century, were situated only ten meters away. Lazaretto, the magnificent
building of the same century, was located on the opposite side of Ikigesmelik Avenue.
Bohor Levi Street, which linked Havra Street and the Rabbinateand continuing to the
Rothschild Hospital, passed right by the Portugal Synagogue. Other synagogues of
the Jewish quarter were built near the Portugal Synagogue. Talmud Torah School was

9  Charles De Scherzer, La Province Smyrne-Considérée au Point de vue Géographique, Economique et Intel-
lectual (Leipzig: G. Knapp, Libraire - Editeur E. Nowak, 1880), 61. For detailed information on the Jewish
quarters in the First Juderia in Izmir, see Siren Bora, Karatas Hastanesi ve Cevresinde Yahudi Izleri (Izmir:
Izmir Biiyiiksehir Belediyesi Ahmet Piristina Kent Arsivi ve Miizesi Yayini, 2015), 37-41.

10 Necmi Ulker, “Batili Gozlemcilere gore XVIL. Yiizyilin ikinci Yarisinda izmir Sehri ve Ticari Sorunlari”,
Tarih Enstitiisii Dergisi 12 (1981), 326; Bora, Karatas Hastanesi ve Cevresinde Yahudi Izleri, 35.

11 Yaakov Barnay, (*N112 2py°), Smyrna, The Microcosmos of Europe (79778 2w 78757), (Jerusalem (2°9w17):
Karmel (9715 nXx117), 2014, 73. The English spelling of the author’s name is Jacob Barnai. Barnay’s book
was published in 2014. In this work, Barnay used all his articles concerning the Jews of Izmir previously
published in Hebrew and English.

12 The quarter names of Judaco-Spanish and Hebrew origin remained intact until 1923. All of them were Tur-
kicized after the proclamation of the Republic. Bora, Karatas Hastanesi ve Cevresinde Yahudi Izleri, 37.
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next to the Etz Hayim Synagogue, which was built on the other side of Havra Street.
All cities and its neighbourhoods have stories and these stories are maintained by the
buildings that carry the memory of their locations. The historical buildings and streets
mentioned above, as a whole, not only reinforce the Juderia character of the region,
but also tell a story about Judaism and the Jewish social and cultural lifestyle.

Portuguese Jews (Conversos/Marranos)

Portuguese Jews (conversos / marranos) who founded the Portugal Synagogue mi-
grated to Amsterdam'3, Livorno'#, Antwerp, Marseille and to the Ottoman lands in the
last quarter of the 16™ century'®. Within the Ottoman lands the main cities where they
settled in were Istanbul, Thessaloniki, Edirne and Safed, the most preferred one being
Thessaloniki where they got close to the Frankos and even joined their community in
time'S. It is understood that Izmir also received an intense influx of conversos at the
beginning of the 17" century: “There was a small community in Izmir at first...Then
there were those who came from Thessaloniki...Then came the Castile exiles...”".
The Castile exiles (R»»wwp swivs/gerusey Kastilya) mentioned in the text are exiles
from Portugal'®.

The primary livelihood of the conversos was in the trade sector. In the 17" century,
there were commercial consulates of Western countries in Izmir. The mediators were
Armenian, Greek, and Jewish dragomans. It can be observed that the particularly
favoured ones were the Portuguese Jews. The number of conversos engaged in in-
ternational trade was quite high and most of them were rather wealthy. Some even
owned mansions in Florence and Marseille. Furthermore, they had family members
and friends of Portuguese origin who owned commercial agencies in Amsterdam,
Cyprus, Florence, Gibraltar, Marseille, and Venice. It can even be said that the Portu-
guese diaspora established a comprehensive and effective international trade network.
Conversos that came under the auspices of Western state consulates in the course of
time started to gain an important domination over trade in Izmir'®. Their main occu-

13 Jonathan Israel, “Sephardic Immigration into the Dutch Republic (1595-1672)”, Studia Rosenthaliana 23
(Fall 1989), 45.

14 Joseph Abraham Levi, “Portuguese Jews of the Diaspora: Italy and Beyond”, Encyclopedia of the Jewish
Diaspora, vol. 3, ed. M. Avram Ehrlich (Santa Barbara: ABC-CLIO, 2009), 876.

15 Jonathan Ray, “Iberian Jewry between West and East: Jewish Settlement in the Sixteenth-Century Mediter-
ranean”, Mediterranean Studies 18 (2009), 52.

16 Barnay, Smyrna, The Microcosmos of Europe, 53. According to Barnay, the origin of the conversos that
migrated to the Ottoman cities is not clear. This uncertainty is true for Izmir as well. Barnay, Smyrna, The
Microcosmos of Europe, 54.

17 This is quoted from Rabbi Avraham Aligri. We gave the abbreviated form of the quotation here. For details,
see Barnay, Smyrna, The Microcosmos of Europe, 54.

18 Barnay, Smyrna, The Microcosmos of Europe, 54.

19 Barnay gives two examples of this. One of these concerns the Portugal and Italian Jews, who came under the
auspices of the French Consulate in Izmir. The other is from an Ottoman document dated 1696: ... There was
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pation apart from trade was medicine. There were important doctors among conversos
in [zmir. For example, Dr. Avraham Baruh, who was appointed as King of Portugal
by Sabbatai Tsevi, was a converso. Dr. Avraham Mihal Kordoza and Dr. Karon were
among the followers of Tsevi?’. The Gabay family, a former converso family, had
established a printing house in Izmir?'.

The Portugal Synagogue

The Portugal Synagogue, one of the oldest synagogues of Ottoman Izmir, was
built in the 1630s%. The synagogue community was not only composed of Portuguese
Jews; it is thought that migrants from other places also joined the community over
time?. There is evidence that the synagogue existed in 5404 (1653-1654 AD). In an
answer given by Rabbi Danyel Esterosa to a question asked in a responsa, there are
several references to converso members of the Portugal Synagogue. The answer con-
tinues: Converso members of the Portugal Synagogue, God bless them*. Shortly after
its establishment, the synagogue was destroyed in the 1688 earthquake that brought
[zmir to the ground. It was then completely burnt in the 1772 and 1841 fires. It was
however rebuilt after each disaster®. It underwent revisions many times. Evidence
also indicates that the synagogue received charitable donations from time to time.
One of these donations was a fountain built in the courtyard of the synagogue in

a dispute over the surety of the Jews who settled in Izmir. It was asked whether they were Ottoman subjects.
In the dispute between the French and Dutch consulates, the Ottoman Sultan intervened and said that those
Jewish merchants were Jews from Portugal who settled in Izmir for commercial purposes...” Barnay, Smyrna,
The Microcosmos of Europe, 54.

20 For the converso influence in Sabbateanism in the following years, also see Cengiz Sisman, Suskunlugun
Yiikii-Sabatay Sevi ve Osmanli Tiirk Dénmelerinin Evrimi (Istanbul: Dogan Kitap, 2016), 104-107.

21 Barnay, Smyrna, The Microcosmos of Europe, 55-58. Yaakov Barnay gave examples for converso names
used in from Izmir such as Nonis, Aryas, Koronel, Pineyro and Enrikes. For more information, see Barnay,
Smyrna, The Microcosmos of Europe, 57.

22 There is a misconception that The Izmir Etz Hayim Synagogue is a Byzantine Period Synagogue. The main
reason for this is Avram Galante’s evaluation in one of his works. In his book, Galante claims that all the
synagogues named Etz Hayim (Tree of Life) in the Ottoman cities were built during the Byzantine period.
See Avram Galante, Histoire de Juifs d’Anatolie - Les Juifs d’Izmir (Smyrne). (Istanbul: Isis Yaymnlar1, 1937),
10. His reference for this information is Slomo Avraham Rozanes. See Barnay, Smyrna, The Microcosmos
of Europe, 69. In another work, Galante specifies the period under Ottoman rule for the construction date
of Izmir Etz Hayim Synagogue. See Avram Galante, Tiirkler ve Yahudiler (Istanbul: Tan Matbaasi, 1947),
9. Probably, he corrected the misinterpretation in his previous work. Esther Juhasz and Yaakov Barnay state
that the claim regarding the Etz Hayim Synagogues is a legend. See Ester Juhasz, “Synagogues”, Sephardi
Jews in the Ottoman Empire. (The Israel Museum: Jerusalem, 1989), 45. Barnay, Smyrna, The Microcosmos
of Europe, 82. The oldest evidence for Izmir Etz Hayim Synagogue dates to the 18th century. See Barnay,
Smyrna, The Microcosmos of Europe, 82. Also for detailed information, see Siren Bora, Karatas Hastanesi ve
Cevresinde Yahudi Izleri, 14. Therefore, the oldest of the synagogues available in Izmir today is the Portugal
Synagogue.

23 Barnay, Smyrna, The Microcosmos of Europe, 73.

24 Barnay, Smyrna, The Microcosmos of Europe, 74.

25 For information on the reconstruction of Izmir synagogues after the 1841 fire, see Bagbakanlik Osmanli Ar-
sivi / Ottoman Archives of the Prime Minister (BOA), Cevdet Adliye / Cevdet Judicial (C.ADL.) 101/6074,
29 Zilkade 1255(3 Subat 1840).
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1801 by Semaya Perpinyan Cavus (See. ANNEX B)*. During the restoration works
dated 2017-2018, a broken water basin was found in the courtyard. However, the
original location of the reservoir could not be determined. After being burnt down in
the 1841 fire, some prominent Western Jews and some members of the [zmir Jewish
Community donated money to the synagogue while it was being rebuilt in the 1850s.
Two marble inscriptions in Judeo-Spanish language, one of which is now broken,
once hung in the courtyard of the Portugal Synagogue. These inscriptions contained
the names of the benefactors in question. The complete inscription plaque bears the
names of the Western benefactors: Anglo Jewish Association, Henri L. Bishoffsheim,
Comtes A.&N. De Camondo, Julian Goldsmidt Bart, S. H. Goldsmidt, Salomon Hal-
fon de Bucharest, Isaac S. Kann de Paris, Isaac Leon & Fils, Nissim Abraham Leon,
Barons de Rothschild Freres, Barons N. de Rothschild & Sons, Emanuel Veneziani®'.
The broken inscription bears the names of the local Smyrniot benefactors. The names
that can be read on this inscription are: Hayim Habif, Hayim Politi Argi, Ahim Taranto
Gabay, Jak Sidi, Hayim S. Sonsol, Yuda,and Mose Sidi*®. The date in the Hebrew in-
scription on the main gate of the synagogue is 1909. This date suggests the possibility
that the Portugal Synagogue underwent yet another restoration in 1909: This is the
door of God, only the righteous ones enter. May the Portugal Synagogue the House
in Tsiyon (Beit HaMikdash) prosper Year 1909%°.0n the other hand, several pages of
the Book of Psalms (Tehillim) were discovered under the plaster in the synagogue.
These pages belong to the Psalms 69, 72, 73, and 74 (See ANNEX C)*. The possible
purpose of placing these pages under plaster must have been to ensure the protection
of the synagogue by God.

In 1962, John Freely described the Portugal Synagogue upon his visit to [zmir with
the following words: “(...) Jacob got us into a spacious courtyard using a rusty key to
open the door. Traces of horse carriage wheels could be seen in the courtyard paved
with wide paving stones. Jacob said that the domed structure on the other side of the
courtyard was (...) the Portuguese Synagogue’'. As can be deduced from the descrip-
tion, the synagogue had a large courtyard in 1962. In the following years, probably a
part of the courtyard was divided to be used for the construction of another building;
thus, the courtyard became a short and narrow passage.

26 This marble inscription was found by the workers under the plaster on the courtyard wall of the Portugal
Synagogue during the restoration in 2017-2018. A broken water reservoir was found in the same courtyard
as well.

27 Siren Bora, “Izmir’de Yahudi Kiiltiirel Mirast: ibranice Yazitlar”, Cihanniima: Tarih ve Cografya Arastirma-
lart Dergisi 11/1 (July 2016), 21.

28 Bora, “Izmir’de Yahudi Kiiltiirel Mirast: Ibranice Yazitlar”, 22.
29 Bora, “izmir’de Yahudi Kiiltiirel Mirast: [branice Yazitlar”, 20-21.

30 They were found during the restoration in 2017-2018. The Book of Psalms 72, 73, and 74 refer to the house
of God and the sacred temple. The temple must be Solomon’s Temple. See Kitab-1 Mukaddes-Eski ve Yeni
Ahit (Istanbul: Kitab-1 Mukaddes Sirketi Yaymni, 1988), 581-583.

31 John Freely, Kayip Mesih (Istanbul: Remzi Kitabevi, 2003), 21-22.
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The Portugal Synagogue and Sabbatai Tsevi

Portugal Synagogue is known to have been at the centre of events related to Sab-
batai Tsevi on 12 December 1665. The starting point of the events was Rabbi Hayim
Benveniste reading the letter from the Office of the Chief Rabbi in Istanbul to the
community, which said that the Office of the Chief Rabbi of Istanbul had excom-
municated and cursed Sabbatai Tsevi. The events were incited with rumours that
rabbis regarded Tsevi with hostility. On Friday, 11 December 1665, a group of Sab-
bataeists attacked Hayim Pena with the reasoning that Pena supported Rabbi Hayim
Benveniste, who had read the letter. Pena took refuge in his own house, which was
stoned by the attackers. The next day was Sabbath, so the crowd dispersed. When
Hayim Pena went to the Portugal Synagogue on Sabbath morning for worship, Sab-
batai Tsevi raided the synagogue with all his anger and 500 of his followers. First,
Tsevi demanded the “unbeliever” Pena be ostracized from the community. When this
demand was declined, he started to destroy the locked door of the synagogue with
an axe. Upon this attack, those who were inside opened the door while Pena escaped
from the window. Tsevi’s followers flooded the synagogue and Tsevi conducted the
ritual in contradiction with tradition®. After this event, the Portugal Synagogue started
to be referred to as the Izmir base of the Sabbataeists.

Cultural, social, administrative, and legal activities at the Portugal Synagogue

Synagogues have many functions and bear names that represent these functions. A
synagogue is a 57995057 na (prayer house), a n9197 n°2 (meeting house) and a w727 N2
(study house)* all at once. Classes used for lectures (especially for Hebrew and reli-
gious classes) were incorporated in the building during construction. Sirutey Habanim
Association, which was established within the Portugal Synagogue on 18 June 1912,
can be given as an example for the w77 nv2 (study house) feature of the synagogue
(see ANNEX A). In addition, this association also undertook charity activities. Every
Saturday, the Book of Psalms (Tehillim) was taught and clothes were provided for poor
students. Synagogues played a central role in prayers, festivals, and holy days. There-
fore, they had a hall that served as a venue for bar mitzvah, weddings, community and
club meetings, and also conferences®. In addition, synagogues were used as judicial
centres, a court run by experienced rabbis who also held the title of a judge.

Two pages of each issue of La Boz de Tiirkiye, a biweekly journal which started to
be published in Istanbul on 1 August 1939, were dedicated to news related to the Jew-

32 Gershom Scholem, Sabbatai Sevi-The Mystical Messiah (New Jersey: Princeton University Press, 1989),
395-402.

33 Accessed 11 August 2019, https://www.britannica.com/topic/synagogue .

34 “The Uses of Synagogues”, accessed 11 August 2019.
http://resource.download.wjec.co.uk.s3.amazonaws.com/vtc/2015-16/15-16_17/unitl/pdf/eng/judaism-syna-
gogue-uses-background-notes.pdf.
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ish Community in Izmir penned by Yakub Bensinyor®. Scanning through the issues
published between 15 May 1940 and 15 May 1949, 19 news pieces were found relat-
ing to conferences and festivals held at the Portugal Synagogue®®. On the other hand,
there were only a very few news pieces about the meetings held in other synagogues,
such as Etz Hayim, Algazi, Hevra, Neve Shalom, and Senyora, all located in the same
area. During the aforementioned ten-year period, there were two Jewish quarters in
Izmir. One was the First Juderia in Ikigesmelik, and the other was the Second Juderia
in Karatas. It was observed that the news pieces in question highlights the Portugal
Synagogue in Tkicesmelik and the Beit Israel Synagogue in Karatas. It even gives the
impression that these two synagogues were the main gathering centres of the Jewish
Community living in the First and Second Juderia respectively?’. On the other hand,
the news about the Portugal Synagogue in La Boz was interrupted after 1 August
1948. The foundation date of the State of Israel is 14 May 1948. Particularly after the
establishment of the state, the majority of poor Jewish families living in Ikigesmelik
left Izmir and migrated to Israel*®. The migration, which began in 1948 and continued
until the 1960s, drastically reduced the Jewish population in Iki¢cesmelik. In time, the
remaining families left this neighbourhood to settle in Karatag. However, it should
be noted that the synagogues of Ikicesmelik were not abandoned by the Izmir Jewish
Community. For many years, the members of the community, especially on the Sab-
bath days, made it a tradition to travel from Karatas to Ikicesmelik to attend the prayer
held in one of the synagogues that was opened that day. Today, there are four active
synagogues in Ikicesmelik (Algazi, Neve Shalom®, Senyora and Bikur Holim) but
only one is opened for worship each week in alternating turns. And today, the Portugal
Synagogue serves the city only as a meeting place for cultural events.

Architectural Elements of the Portugal Synagogue and its Restoration

The Portugal Synagogue was damaged in the great fire of 1841 along with many
other synagogues around it and it was rebuilt in the 1850s. It was an active synagogue

35 It was published between 1 August 1939 and 15 May 1949. The publisher was Albert Kohen (Erkdsem).
For more information about the journal, see Naim Giileryiiz, Tiirk Yahudi Basin Tarihi. (Istanbul: Gozlem
Gazetecilik Basin ve Yaym A.S., 2015), 89-94.

36 Sami Kohen Private Archive (SCPA), La Boz de Tiirkiye 15 Mai 1940, 442; 15 Decembre 1940, 194 ; 15
Janvier 1941, 23; 1 Janvier 1942, 225 ; 1 Octobre 1942, 111; 11 Decembre 1942, 158; 8 Mars 1943, 173; 1
Mai 1943, 223; 15 Juin 1943, 261; 1 Decembre 1943, 17; 15 Avril 1944, 281; 1 Juin 1944, 333; 15 Juin 1944,
348; 1 Janvier 1945, 178; 1 Octobre 1945, 65; 1 Avril 1946, 258; 1 Septembre 1947, 91; 1 Aout 1948, 11.

37 As a matter of fact, Rabbi Refael Saban, who came to Izmir in 1948, gave speeches only in two synagogues.
One of them is Beit Israel Synagogue and the other is Portugal Synagogue. La Boz de Tiirkiye, 1 Aout 1948,
11.

38 An example of families leaving Izmir on 6 February 1949: “(...) On the evening of February 6th, the Sabbath
evening, the Eti ship departed from the port of Izmir to Haifa with 1300 tons of material and 1049 passengers.
373 of the passengers were from the Izmir Community...” La Boz de Tiirkiye 15 Mars 1949, 237.

39 The Neve Shalom Synagogue is incorrectly referred to as Shalom Synagogue by Izmir Jews as well as many
articles and books about the Synagogues of Izmir. According to Hebrew archive sources, the name of the
synagogue is Neve Shalom. See Bora, “izmir’de Yahudi Kiiltiirel Miras: ibranice Yazitlar”, 31.
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until 1976, but lost its function when it was destroyed by fire that year, and then it
turned into a warehouse. The structure, which was heavily damaged in the fire, was
subject to erroneous interventions during its use as a warehouse and in time lost its
authentic elements®.

The Izmir Jewish Community, which was the title owner of the building, assigned
the building to a non-governmental organization - the Aegean Young Businessmen
Association (Ege Geng Is Adamlar1 Dernegi) - for twenty years with a protocol signed
in 2015 for the building to be restored and used for social-cultural purposes. The
projects were prepared for the restoration of the building in 2016, and the restoration
was carried out in 2017-2018 by Umart Architecture.

The Portugal Synagogue has a rectangular plan on a north-south axis. The building
consists of a prayer hall 15.10x9.90m in size, a 9.90mx5.14m midrash*'to its north,
and an ezrat nashim* above the midrash. There is a courtyard to the west of the build-
ing. The building, which was built of stone and brick materials, is now surrounded
by modern buildings from the north and east. Only the western and southern fagades
are perceptible. It has four windows on the southern fagade and seven windows on
the west. The window in the centre of the western fagade, where the tevah ¥*(bimah)*
was located, is rectangular in shape and larger than the other windows which have a
semi-circular arch.

The courtyard to the west of the building is 21.00x2.50m in size. It is accessed
through a portal with marble jambs, lintel, and a triangular pediment. There are orna-
ments consisting of acanthus leaves on the jambs and lintel of the portal. On the inner
face of the portal facing the courtyard, in the middle of the triangular pediment there
is a depiction of what seems to be a figure of a deer.

In the 1976 fire, the roof and interior fittings of the building were completely de-
stroyed. The wooden elements belonging to the midrash and ezrat nashim in the north
burnt down, and the arrangement of the space was disrupted. Although it was original-
ly covered with a hipped roof, simple metal sheets were placed for protection during

40 There are some publications that give some information about the architectural features of the building. See
Mine Tanag Zeren, lzmir de Sefarad Mimarisi ve Sinagoglart (Istanbul: Yalin Yaymcilik, 2010), 168; Zeynep
Mercangoz, “Dinsel Yapilar Mimarisi 11: Kiliseler ve Sinagoglar”, [zmir Kent Ansiklopedisi, Mimarlik 1
(izmir: Izmir Biiyiiksehir Belediyesi Kent Yayinlar1, 2013), 182.

41 Midrash is an educational institution. The equivalent term in Islamic literature is Madrasah. The Midrash
section in the synagogue has two usages: 1- It is the section reserved for teaching by synagogue rabbis.
2- If the synagogue is large and the number of worshippers (2>7°1/yahidim) is small, it serves as a place of
worship. Therefore, a midrash is at the same time a small synagogue.

42 In the synagogue, a gallery or a place behind a curtain reserved specifically for women to sit. Yusuf Besalel,
Yahudilik Ansiklopedisi, vol. 1(A-J) (Istanbul: Gézlem Gazetecilik Basin ve Yayin A.S., 2001), 171.

43 The name given to the prayer reading desk by Sephardic Jews. Yusuf Besalel, Yahudilik Ansiklopedisi, vol.
3 (S-2), (istanbul: Gozlem Gazetecilik Basin ve Yayin A.S., 2002), 734.

44 The name given to the prayer reading desk by Ashkenazi Jews. Besalel, Yahudilik Ansiklopedisi, vol. 3, 734.

51



Art-Sanat 14

its usage as a warechouse. The original floor slabs in the courtyard, midrash and prayer
hall were covered with cement mortar. A wall was put up on the northern part of the
courtyard, thereby disconnecting the building from the courtyard, and the floor of the
northern part of the courtyard was raised. The wall beneath the window on the eastern
corner of the southern fagade was broken and turned into an entrance. Access to the
building was provided through this opening. The windows on the western fagade, the
entrance opening on the north wall of the courtyard opening to the passage behind it,
the aron hakodesh® niches on the eastern wall, and the windows and niches on the
northern, and eastern walls of the midrash were blocked off with bricks and a thick
layer of plaster (F. 1-F. 6).

The information provided by people who saw the building in its original function*,
two old photographs, and traces obtained from the building itself were taken into
consideration in the preparation of the restoration projects of the building, the original
elements of which had almost completely disappeared during and in the aftermath
of the 1976 fire (F. 7). Two anonymous photographs belonging to the period prior to
the 1976 fire gathered from the Izmir Jewish Community provided us with important
information about the arrangement of the prayer hall (F.8, F. 9)*". The floor and plaster
cleaning performed during the restoration work also gave important clues about the
original fittings of the building.

0 5 10m g

F. 1. Pre-restoration plan (from Umart Architecture)

45 The ark that houses the Holy Scrolls in the synagogue. Besalel, Yahudilik Ansiklopedisi, vol.1, 73.

46 We would like to thank Refael Dias who worked in the building as a hazan for many years and provided us
with important information about the original condition of the building as well as Selim Amado and Moshe
Benmayor for their valuable contributions.

47 We would also like to thank Nesim Bencoya for providing the photographs.
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F. 3. Pre-restoration, southern fagade (Mehmet Yasa, 2017)
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F. 4. Pre-restoration, courtyard and western facade (Mehmet Yasa, 2017)

F. 5. Pre-restoration, prayer hall (Mehmet Yasa, 2017)
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F. 6. Pre-restoration, midrash (Mehmet Yasa, 2017)

0 5 10m -
| |

F. 7. Restitution plan (from Umart Mimarlik)
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F. 8. Western part of prayer hall before the 1976 fire (Anonymous)

F. 9. Southern and eastern part of prayer hall before the 1976 fire (Anonymous)

The prayer hall of the building can be seen to a large extent in two photographs
taken from different angles before 1976. The photographs provide an idea about the
eastern, western, and southern walls, the wooden benches surrounding the prayer
hall, the floor paving, and the original shape of the ceiling. The tevah (bimah) adja-
cent to the western wall and the aron hakodesh niches on the eastern wall can also be
clearly distinguished in the photographs. The galiot shaped tevah (bimah) is adjacent
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to the western wall— a feature that distinguishes the Portugal Synagogue from other
synagogues in [zmir in which the tevah (bimah) is usually located in the centre of the
prayer hall and sometimes adjacent to the eastern wall*.

The photographs have shown that the prayer hall was covered with a slatted ceiling
comprising 18 cm wide wooden slats placed on a north-south axis including a cen-
tral octagon and completely surrounded by a saw-tooth frieze. The old photograph
showing the eastern wall also displays the aron hakodesh niches and a window above
the central niche which is reached by two steps. All three cabinets are covered with a
parochet®. The niches and the upper window that were closed off after the 1976 fire
were uncovered through meticulous craftsmanship during the restoration work. The
traces of fire in the upper window were preserved during the work.

The photographs show that the floor of the prayer hall was paved with black and
white marble slabs. During the restoration work, all the necessary procedures were
performed to reveal the slabs which had been covered with cement mortar after the
fire, but unfortunately almost all of them were broken into pieces.

Although the old photographs of the building provide us with important informa-
tion about the prayer hall, no photographs or documents were encountered pertaining
to the original condition of the midrash and ezrat nashim (women’s gallery), located
to the north of the prayer hall. However, the traces that emerged during the restoration
work allowed us to gain sufficient data about the arrangement of this section. After the
removal of the wall that was built during the warehouse phase of the synagogue in the
northern part of the courtyard, the floor filling was cleared, uncovering the original
floor and the steps leading to the midrash and ezrat nashim. (F. 10). The entrance with
stone jambs located on the northern wall of the courtyard that had been covered with
plaster was also brought to light. The ground level of the midrash is lower than that of
the prayer hall. As a result of the cleaning work it was discovered that the floor of the
midrash had been paved with cement tiles which was in partially preserved condition.
While cleaning the plaster, a rectangular cabinet niche was exposed on the eastern
wall of the midrash (F. 11). It was determined that the prayer hall could be reached
from the midrash via two steps and that the ezrat nashim, located on the upper floor of
the midrash, was entered through a separate door from the courtyard and was reached
by a wooden stairway leaning to the eastern part of the northern wall. A cabinet niche
and three windows were revealed from beneath the plaster on the northern wall (F. 11).
The large window with a semi-circular arch in the centre of the northern wall must
have served to shed light to the stairwell that provided access to the ezrat nashim as
well as the ezrat nashim itself. Fragmentary remains of a fresco depicting a natural

48 Tanag Zeren, [zmir de Sefarad Mimarisi ve Sinagoglari, 167-168.

49 A cover laid on the aron hakodesh in the synagogue. Yusuf Besalel, Yahudilik Ansiklopedisi, vol. 2 (K-R),
(istanbul: Gozlem Gazetecilik Basin ve Yaym A.S., 2001), 477.
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scene were uncovered on the pediment of the window. The original iron joinery wings
of the window have also been preserved. The other two windows are located on the
ezrat nashim floor, on the eastern corner of the northern wall. Rectangular windows
have iron bars.

The restoration of the Portugal Synagogue, which had largely lost its original ele-
ments in the 1976 fire and in the subsequent erroneous interventions, was carried out
based on the restitution datalisted above.

F. 10. Steps leading from the courtyard to the midrash (Sakir Cakmak, 2017)

F. 11. Windows and niches revealed on the northern wall (Sakir Cakmak, 2017)

58



Cakmak, Bora / The Portugal Synagogue: In Light of Its History and Architecture

The stone brick masonry of the southern and western fagades was preserved by
cleaning and grouting. The window, which was later converted into an entrance in the
eastern part of the southern fagade was restored back to its original form (F. 12, F. 13).
The courtyard floor was cleaned, and the original marble slabs were preserved (F. 14).

Old photographs were used in the restoration of the prayer hall according to which
the ceiling was built with wood with a central octagon and an ornamental frieze sur-
rounding the ceiling. On the exterior, the hipped roof has been covered with tiles (F.
15, F. 16).

During the cleaning work performed on the floor of the prayer hall it was dis-
covered that the marble slabs were greatly damaged by the erroneous interventions
during the use of the building as a warchouse. The remains indicate that the slabs
were 57x57cm in size, and thus were replaced with new marble slabs of the same
size (F. 15).

F. 12. Post-restoration, southern fagade and courtyard entrance (Mehmet Yasa, 2018)
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F. 14. Post-restoration, courtyard and western facade (Mehmet Yasa, 2018)
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F. 16. Post-restoration, prayer hall (Mehmet Yasa, 2018)

The marble steps providing access to the midrash and ezrat nashim from the court-
yard have been fully preserved. The well preserved cement tiles uncovered on the
midrash floor were kept in-situ while the damaged parts were completed with new
materials complying with the original (F. 17, F. 18).
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F. 17. Post-restoration, midrash (Mehmet Yasa, 2018)

F. 18. Post-restoration, midrash (Mehmet Yasa, 2018)

The entrance opening with stone jambs providing access to the passage in the north
from the courtyard was repaired, and kitchen and WC facilities were added in the pas-
sage (F. 19). The windows associated with the ezrat nashim on the northern wall were
preserved with their original iron joinery wings and bars. Conservation procedures
were also carried out on the remains of the fresco discovered on the semi-circular
arched window in the centre of the northern wall (F. 20).
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F. 19. Post-restoration, northern part of courtyard (Mehmet Yasa, 2018)

F. 20. Window and fresco remains on northern wall (Mehmet Yasa, 2018)

The traces detected on the northern wall during the restoration work shed light on
the position of the steps leading from the midrash to the ezrat nashim and the ceil-
ing height of the midrash. However, no data on the wooden construction separating
the midrash and ezrat nashim from the courtyard and prayer hall could be obtained.
Therefore, the wooden separator at Etz Hayim Synagogue®’, which shows similarities
to the Portugal Synagogue in terms of its plan, served as a model for a very simplistic
solution which would not lead to a false perception of the original structure.

50 Tanag Zeren, lzmir 'de Sefarad Mimarisi ve Sinagoglart, 290-291.
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Conclusion

The most important factor that contributed to the growth and development of the
Jewish Community of Izmir is Jewish immigrants. In the second half of the 16th
century, a large number of Jewish immigrants who initially came from surrounding
cities (especially Tire, Manisa), and then from Istanbul, Ankara, Patras, Safed, Thessa-
loniki and the Aegean islands settled in Izmir. In the 17th century, we see Portuguese
(Marranos / Conversos) Jews who came from Italy, Western Europe and the Eastern
Mediterranean. Jewish groups from different geographical regions never acted as part
of a whole in Izmir. They created their congregations according to their geographi-
cal origins and built their own synagogues. At the beginning (till the Neve Shalom
Synagogue was established), The Portugal Synagogue played the role of central syna-
gogue of the Portuguese Jews. In 5377 (1617),during the time of Rabbi Yitzhak Dayan
Halevi®!, there was only one synagogue in Izmir. It is probably the Bakish (Sason or
Eben Kish) Synagogue which was built in 1616-1617%. Then the Portugal Synagogue
(founded in the 1630s) belonging to the Portuguese Community and the Pinto Syn-
agogue (founded in the 1630s or 1640s) belonging to the Tire Community and then
the Neve Shalom Synagogue (founded in the 1640s) also belonging to the Portuguese
Community were established. The name and place of the fifth synagogue which must
have existed in the city in 1636 is not known. This synagogue must have belonged
to the Jews from Thessaloniki**. Among these synagogues, only the Portugal and the
Neve Shalom synagogues have survived to the present day. The 400-year-old Portugal
Synagogue is the oldest preserved synagogue in Izmir. Throughout its history it has
witnessed many events. It suffered large-scale fires and earthquakes but was restored
after each event. Between 1948 and 1960, the synagogue lost its congregation (2°731%/
yahidim) and suffered a major fire in 1976. In spite of all these misfortunes, it was
revived with meticulous restoration work following information obtained from old
photographs, witnesses and traces in the building. Since 2019, the Portugal Synagogue
has been hosting various social and cultural events such as meetings and exhibitions.
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51 Rabbi Yitzhak Dayan Halevi is the son of Rabbi Meir Dayan Halevi. Came to the city, from Istanbul. Barnay,
Smyrna, The Microcosmos of Europe, 160.

52 Barnay, Smyrna, The Microcosmos of Europe, 70.
53 Barnay, Smyrna, The Microcosmos of Europe, 65-82.
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ANNEXES

ANNEX A- The Internal Regulations of Shirutey Habanim Association™.

Al- The translation® of the Internal Regulations of Sirutey Habanim**Association

“The Internal Regulations of Sirutey Habanim Association

54 Ottoman Archives of the Prime Minister (BOA), Dahiliye Nezareti Emniyyet-i Umumiye Miidiirliigii Tahrirat
Kalemi/The Ministry of the Interior General Directorate of Security, Correspondence Documents (DH.EUM.
THR.) 101/19, 30 Ramadan 1330 (12 Eylil 1912).

55 It was first translated from Ottoman Turkish to modern Turkish and transcribed with Latin letters. The English
translation was made from the modern Turkish verions.

56 These two Hebrew words, Sirutey-"m v (services) Habanim-01271 (to children) mean Services to Children.
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Article 1- <<Sirutey Habanim>> Association, located within the Portugal Synagogue in Izmir,
is obliged to teach the glorious Book of Psalms to mixed Jewish School students and the Jewish

children living in the industrial field every week on Saturdays.

Article 2- Persons wishing to remain as members of the Association are obliged to give 4 or 8 metelik

(1 or 2 kurush) per month.

Article 3- Each year on Passover, the money remaining after salaries are paid to muezzins, hodjas,

and guards will be used to provide clothes for poor people who come to read the Book of Psalms.

Article 4- If the remaining money is not enough to provide clothes, a special cinema show will be

held for the benefit of the community before Passover.

Article 5- The Association is governed by an administrative board consisting of six members regis-

tered below.

Article 6- This Association is a religious association and it is strictly forbidden to engage in disputes

and politics.

Article 7- Although the Association was established on 1 March 1325 (14 March 1909), it stopped
working and was closed for two months after the said date. However, it was re-established on 5
June 1328 (18 June 1912).

Article 8- The third article of this Charter is amended as follows: Clothes will be provided to the orp-
hans and poor children who are to continue studying the Book of Psalms with the money remaining

after yearly salaries are paid to muezzins, hodjas, servants, and guards before Passover every year.

1f one member resigns for private reasons, his successor is appointed by a majority vote of the other

members.
Year 6 March 328 (19 March 1912) Official Seal

Sirutey Habanim Association
President Aron's son Bohor Hayim Efendi
Vice president Yuda Fala¢i®” Efendi
Cashier Isak Cikurel Efendi
Member Hayim Benazuz Efendi

Salamon Algranti Efendi

“ Hayim Yomtof*® Efendi”

57 The correct spelling must be Palachi.
58 The correct spelling must be Yomtov.
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ANNEX B- The marble inscription found under plaster in the courtyard of the
synagogue during the restoration®.

R [w] (S)emaya (S)emaya (S)emaya
INIO9DTD Perpinyan Perpinyan Perpinyan
wINN’ Cavus Cavus Sergeant
T9R D207 Zibil Allah SebilAllah® Fountain of God
i Kahal Kados Kutsal Sinagog Sacred Synagogue
BRAWTD Portugal Portugal Portugal
nw Sanat Sene Year
NOpnT Hataksa 5561 1801

59 Photograph, Siren Bora Private Archive (SBPA). This marble inscription mentioning the fountain is related
to a water source that should be located in the courtyard. As a matter of fact, during the restoration work of
the synagogue, a small and half-broken basin was found in the courtyard near the gate of the synagogue. It
probably belongs to the fountain. In that case, the construction date of the fountain in question must be 1801.
During the translation of the marble inscription, Hebrew words were first read and transcribed in Latin letters.
Next, the text was translated into Turkish. Finally, an English translation was made.

60 In dictionaries, “sebil” means “path” or “way”. The term of “sebil”, comes from “fi sebili’llah” (in the way
of Allah, for the sake of Allah). In the Ottoman Empire, at the beginninga water dispenser was called a “se-
bil” and the place where it was distributed from was called “sebilhane”(sebil-households). In time, the the
“household” part of the word became disused and the word “sebil” took its current form. Nur Urfalioglu,
“Sebil”, TDV Islam Ansiklopedisi, accessed 11 August 2019, https://islamansiklopedisi.org.tr/sebil.
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ANNEX C- One of the pages of the Psalms in the Book of Psalms (Tehillim)
found under plaster on the synagogue walls®!

61 Photograph, Siren Bora Private Archive (SBPA).
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Amorium, Yukan Sehir i¢ Sur Alani Kazisindan Geg¢ Ortagag Sirli
Seramikleri Uzerine ilk Gozlemler

First Observations on the Glazed Pottery of the Late Medieval Period From the
Excavation Internal Wall of Upper City at Amorium

Lale Doger" ®, Muhsine Eda Armagan™

0z
Calismanin konusunu, Dogu Frigya’da yer alan Amorium’un 2017-2018 yili kazilarinda ele gegen sirli seramikler

olusturmaktadir. Aralarinda sirsiz seramiklerin de yer aldigi buluntular, Yukari Sehir i¢ Sur (iS) alanindaki agma ve
sondajlardan, az sayida da ylizeyden ele gegmislerdir.

Genelde ¢ok kiiglik pargalar halindeki buluntular, agmalardan birbirlerine yakin seviyelerden gikarilmistir. Bu nedenle
¢alisma metodu olarak her bir agmanin ayri ayri buluntu dékiimu yerine toplam tzerinden mal gruplarinin taninmasi tercih
edilmistir. Ancak hazirlanan tablolardaki buluntularin agma yerleri farkl olsa da kot seviyeleri kabul edilebilir degerde
birbirine yakindir.

Gunlik yasamda kullanilan yemek servis kaplari, mutfakla iliskili agik ve kapali saklama kaplarina ait pargalar kirmizi
hamurludur. Korunmus kisimlarindan hareketle buluntular “Tek Renk Sirli Bezemesiz Seramikler”, “Tek Renk Sirl Sgraffito
Seramikler”, “Astar Bezemeli Seramikler”, “Cok Renkli Sgraffito” seramiklerin alt grubu Yesil ve Erguvan Lekeli Kaplar olarak
gruplandirilmislardir. Buluntu yogunlugu tek renk seffaf yesil sirli kaplara ait olup en azini turkuaz renkliler olusturmaktadir.
“Milet Tipi” olarak taninan seramiklere ait birlesen birkag par¢a mevcuttur.

Bu galismada ele alinan buluntularda beliren seramik gruplarinin hamur yapisi olarak benzer olanlarinin form bakimindan
da kendi iginde tutarl oldugu izlenmektedir. Form olarak Amorium Yukari Sehir, Karacahisar Kalesi ve civari, Aphrodisias,
Ephesos buluntulari ile de yakinlik gézlenmektedir. Bezemeli buluntularda teknik, kompozisyonlar yukarida adi gecen
yerlerdeki buluntularla ortak bir begeniyi isaret ederken ayrintida gesitlenmektedir ve boylece buluntular 14. ylzyilin
ortasi-15. ylzyil basina tarihlendirilebilir. Amorium buluntusu Milet Tipi kase icin de benzerleri gibi simdilik 14. ylzyil
ortasi-15. ylizyil 6nerilebilir. Ele gegen seramiklerin tretim yerleri konusunda daha ayrintili analizler gerekmekle birlikte,
Amorium ve yakin cografyasinin hem hammadde hem de gelenek olarak iretici olma potansiyeli yiiksektir.

Anahtar Kelimeler
Frigya Bolgesi, Geg Ortagag, Amorium, Sirli seramik

Abstract

The subject of the study consists of glazed pottery discovered from 2017-2018 excavations in Amorium, located in East
Phrygia. The finds which also include non-glazed pottery were discovered from trenches and drillings and a few from the
surface within the Interior Wall (IW) area of the upper city.
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Finds are generally small fragments derived from close levels in trenches. Therefore, the study method was to
define the item groups via total finds, instead of a separate inventory for each find. Nevertheless, the elevation
levels of the finds shown by the tables are close to allowable scale although the trench locations were different.

Food serving items of daily life and fragments of kitchen related storage bowls with or without lids were made
of red fabric. Finds were classified as Monochrome Glazed Pottery, Monochrome Sgraffito Pottery, Slip Painted
Pottery, Green and Purple Flecked Pottery which is a subgroup of Polychrome Sgraffito pottery with reference
to their preserved parts. Most of the finds belonged to monochrome green glazed pottery and the turquoise
coloured were the least. There were some congregating fragments which belonged to Miletus Type pottery.

The pottery groups examined in our study were consistent in terms of their forms. They were also analogous
with Amorium upper city, Karacahisar Castle and the nearby Aphrodisias and Ephesos finds. While the technique
and compositions of decorated finds represented a common taste with the finds of the above-mentioned areas,
they differed in details. Finds from the Begliks Period dated from the middle 14t - early 15" centuries. For the
Miletus Type bowl found in Amorium, like its counterparts, dated probably from the middle 14" - 15% centuries.
Though more detailed analyses are necessary regarding the place of production for pottery finds, Amorium and
the nearby area was potentially the place of production according to both raw material and tradition.

Keywords
Phrygia, Late Medieval, Amorium, Glazed pottery

Extended Summary
The subject of the study consisted of glazed pottery discovered from 2017-2018

excavations in Amorium, located in East Phrygia (modern Hisarkdy, near Emirdag,
Afyonkarahisar). The finds which were discovered from trenches and drillings and a
few from the surface within the Interior Wall (IW) area of the upper city were frag-
mented and incomplete. The potteries were studied by the method of discrimination
of the item groups via total finds rather than similarity of the findspot levels and
presentation of each trench and drilling. Thus, the spot areas of finds in table (T.1-16)
differ though their grade levels are admissibly close.

Red fabric glazed potteries belonged to food serving items of everyday life and
kitchen related storage bowls with and without lids. Most of the fragments belonged
to low circular based big sized shallow bowls/dishes, medium sized bowls and big
sized plates. Some were probably lidded.

Finds were classified as Monochrome Glazed Pottery, Monochrome Glazed Sgraf-
fito Pottery, Slip-Painted Pottery, and Green and Purple Flecked Ware which was a
subgroup of Polychrome Sgraffito Pottery. There were some congregating fragments
which belonged to Miletus Type pottery.

Examinations of pottery finds, which were discovered according to trench numbers
and levels, provided the interrelated groups at the same level of each trench. In this
regard, within the scope of polychrome sgraffito, Green and Purple Flecked finds
held a more instructive qualification. The predominant finds group was monochrome
transparent green glazed bowls and turquoise was the least.
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Finds of the same sort described as Green and Purple Flecked, Green and Purple
Flecked Fette Ware, Purple-Brown Flecked Ware were discovered notably from the
Amorium Upper City excavation and from excavation on the Eskisehir Karacahisar
Castle located in Middle Asia Minor, from the settlements of Kotyaion, Midaion,
Kanlitas Tumulus (Kuzfindik Village at the border of Eskisehir/inénii-Kiitahya), and
Kilistra (Konya/Gokyurt) -declared without publication, from Western Asia Minor
[zmir Kadifekale excavation by unpublished samples, excavations of Ayasuluk Hill in
Ephesos, excavations of Artemision, Pergamon, Sardes, Aphrodisias, Hierapolis and
Miletos and reached to Ilion/Troas.

Besides monochrome potteries finds of polychrome sgraffito technique were dis-
covered from Balat Ilyas Bey Social Complex examinations contemporaneously and
from Ephesos Tiirbe excavations, and the Manisa Giilglin Hatun Bathhouse as local
production. Also, from the same findspot, two finds decorated with monochrome
green internally and with monochrome purpur and light green externally were sig-
nificant in terms of association of both types. Yet, they represented a different ecole
in the sense of at least colour scale and the decoration repertoire of Amorium finds.
Craftsmanship was more elaborate, and the floral character was more significant as
naturalistic. The use of decorations and craftsmanship of polychrome sgraffito finds
from Ephesos and the Ayasuluk Hill St. Jean Church Atrium excavation which were
described as 14" — 15% century local production were also observed as divergent. A
number of polychrome sgraffito fragments were also discovered from Izmir, Kemal-
pasa Nif (Olympos) Baspinar Church and Nif Lascarids Palace salvage excavations.
They were similar to two potteries from Amorium in terms of edge form and deco-
ration. But the data regarding their production and distribution was insufficient. The
tones and use of colours and decoration compositions of finds from Iznik (Nicaea)
which was a pottery production spot in Post-Byzantine, Early Ottoman period, were
different than the Amorium examples.

Elemental fabric analysis of Pergamon finds proved that the monochrome glazed
and flecked potteries belonged to the same production group. Similarities were
detected between the Green and Purple Flecked wares discovered from Eskisehir,
Karacahisar Castle and other pottery groups including the Green Glazed Sgrafitto.
Undecorated monochrome green glazed fragments, which were at the same fabric
pattern with finds described as Green and Purple Flecked Fette Ware in literature,
were examined under the title of ‘Fette Ware’. The samples discovered from Perga-
mon and Sardis were detected by analyses as members of the same production group.
It was reported, among Karacahisar Castle finds, that monochrome bowls glazed
with green tones and polychrome sgraffito finds indicated a fabric pattern which was
defined as fette ware.
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Most of the forms of polychrome sgraffito dishes and big sized plates among Am-
orium finds were similar to dark and light green monochrome glazed potteries which
represented quality. The form, decoration composition, and motifs observed were
typical examples of both types in the many other centres mentioned above. Other
monochrome glazed Amorium finds which lacked the possibility of being analogue,
because of quantitative rarity or lacking typical specifications, may be contemporary
to other finds concerning their condition on findspot levels.

More data was needed regarding the rare turquoise-glazed fragments currently dis-
covered from Amorium. For such finds, two different production (Ephesos ve Perga-
mon) spots; where the exact location was not accurately defined in West Asia Minor,
were detected. It was detected by the analyses that they were of Byzantine tradition by
the clay character of the slip; but the opaque glaze made with the addition of copper
oxide lead-alkaline alloy was an innovation.

Among Amorium examples, a floral decorated bowl which was formed by an un-
derglaze painting technique and brushstroke is reminiscent of Miletus Type potteries
by its form and decoration, although the decorative use of the light blue tone was
extraordinary when compared to cobalt. As well as the Miletus Type pottery frag-
ments of the Amorium Upper City excavations which were dated to the middle 14%
century were published, their decor colours were defined as cobalt blue. Yet, the green
glaze of the external surface of some fragments indicated a similarity with the bowl
represented here. It was detected that the rare Upper City finds were not of the Iznik
production Miletus Type. As well as it seems possible that this type of production
in Miletus, Akcaabat nearby Ezine, Pergamon, Aphrodisias, Kiitahya was known as
geographically related to Kiitahya; more finds were needed. Forms of slip-painted
fragments from Amorium were also alike with monochrome and polychrome glazed
sgraffito pots.

When suggestions from other centres were taken into consideration, it seems possi-
ble to date the study area to middle 14" century - early 15% century. For counterparts
of the Amorium find Miletus Type bowl, middle 14" 15% century suggestions can be
pursued; more data is necessary for a more precise dating. The contribution of other
finds of the excavation may suggest a narrower chronology.
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Giris
Dogu Frigya’da (bugiinkii Afyonkarahisar ili), Ankara’nin giineybatisinda yer alan
Amorium (Amorion, Hisarkdy) antik kentinde 1987°deki ylizey arastirmasinin ar-
dindan kazi ¢aligmalari, 1988 yilinda, merhum Prof. R. M. Harrison tarafindan bas-
latilmis, 1993°ten 2009 yilina kadar Dr. Christopher Sherwin Lightfoot tarafindan
stirdiirilmis, 2014 yilindan bu yana Prof. Dr. Zeliha Demirel Gokalp tarafindan yii-
ritilmektedir'.

Bu c¢aligmada degerlendirilen sirli seramikler de 2017-2018 yil1 buluntulari olup
Amorium Yukar1 Sehir I¢ Sur kazi alaninda IS-1, 1S-2, IS-3, 1S-4, iS-5, 1S-6, 1S-7,
IS-9, IS-10, IS-11 ve IS-12 numarali agmalar ile az sayida yiizeyden ele gecmistir? (G.
1). IS-10 ve IS-11 numarali agmalardan gelen ayn1 kaba ait olabilecek beyaz hamurlu
iki parga disinda®, buluntularin timi kirmizi hamurludur. Giinliik yagsamda kullanilan
yemek servis kaplari, mutfakla iligkili agik ve kapali saklama kaplarina ait pargalardir.
Bazilarinin kapakli olmas1t muhtemeldir. Buluntular yogunluk alcak, halka kaideli,
biiylik boyutlu s1g kase/canak, orta boy kase ve biiyiik tabaklara aittir.

Acmalardan gelen seramiklerin buluntu seviyelerinin benzer olmasi nedeniyle, ¢a-
lisma metodu her bir agmanin ayr1 ayr1 dokiimii yerine, toplam buluntu {izerinden mal
gruplarinin taninmasi yoniinde olmustur. Ancak hazirlanan figiirlerin i¢eriklerindeki
buluntularin agma yerleri farkli olsa da kot seviyeleri kabul edilebilir degerde birbirine
yakindir (Ek.1- Ek. 2).

Hamur yapilar1 bakimindan farklilik gésteren buluntular, seffaf yesil rengin tonlari,
agik sar1, kavunicimsi sar1, az miktarda seffaf renksiz ve turkuaz renk sirlidir. Bezeme-
siz veya sgraffito teknikli (gesitli kalinlikta) bezeme tagiyan ¢ok az kismi korunmus
amorf parca sayisi daha ¢oktur. Profil veren parcalarin da ¢ogu ¢ap veremeyecek
kadar kiigiiktiir. Bezemede siralt1 sgraffito, boyama, ek oksit boyalarla renklendirme,
astar boyama (slip) ve bir buluntuda hamur tam kurumadan uygulanmig parmak baski
teknikleri kullanilmistir. Nicelik olarak yesil sirli buluntular daha fazladir.

1 Prof. Dr. Zeliha Demirel Gokalp baskanliginda ve T.C. Kiiltiir ve Turizm Bakanlig1 izni ve destegiyle yiirii-
tiilen Amorium kazilar1, Anadolu Universitesi Bilimsel Arastirma Projeleri Komisyonunca “Amorium Ka-
zilar1 Projesi (2015-2018) (Proje no:1501E011) baslikli proje, Tiirk Tarih Kurumu tarafindan 2017 yilinda
“Amorium Kenti Kazilar1”, 2018 yilinda “2018 Y1ili Amorium Kazis1” basliklt projeler ile desteklenmistir.

2 Kurik ve noksan durumdaki sirsiz giinliik kaplara ait buluntular bu calisma disinda birakilmustir. Kentin i¢ Sur
kazilar1 i¢in bkz. Zeliha Demirel Gokalp vd., “2014 yili Amorium Kazis1,” 37. Kazi Sonuglar: Toplantisi, c. 3
(Ankara: T.C. Kiiltiir ve Turizm Bakanlig1 Yayinlari, 2016), 199-214; Zeliha Demirel Gokalp vd., “2015 yili
Amorium Kazis1,” 38. Kazi Sonuglar: Toplantisi, c. 3 (Ankara: T.C. Kiiltiir ve Turizm Bakanlig1 Yaynlari,
2017), 451-460; Zeliha Demirel Gokalp, Ayse Ceren Erel ve Hasan Yilmazyasar, “2016 yili Amorium Kazi-
s1,” 39. Kazi Sonuglar: Toplantisi c. 2 (Ankara: T.C. Kiiltiir ve Turizm Bakanlig1 Yaynlari, 2018), 557-570;
Zeliha Demirel Gokalp vd., “Amorium Kazilar1 2017,” 40. Kazi Sonuglar: Toplantisi, c. 3 (Ankara: T.C.
Kiltiir ve Turizm Bakanlig1 Yayinlari, 2019), 713-725; Zeliha Demirel Gokalp vd., “2018 Yili Amorium
Kazilar1”, 41. Kazi Sonuglar: Toplantist, c. 4 (Ankara: T.C. Kiiltiir ve Turizm Bakanlig1 Yayinlari, 2019),
567-5717.

3 Bezeme igermeyen bu pargalar niteligi anlasilamadigindan ¢alisma disinda birakilmustir.
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G. 1. Amorium Yukar1 Sehir I¢ Sur kazi alani, agmalar (Amorium kaz arsivi, 2018)

Calismada, bezeme tekniklerine gore siniflanan seramik gruplarinin hamur yapilari
bakimindan uyumlarini izlemek {izere ¢iplak gozle tetkikte bulunulmustur. Baslica ti¢
grup hamur yapisi belirlenmistir. Birinci grup, kendi i¢inde bes alt grup olugturmustur.
Ele alinan seramik gruplarinin hangi tiir hamur yapilarinda olduklart hamur gruplarini
belirten lejantlarla ifade edilmistir.

Hamur Gruplan

A: Orta sertlikte, ince-sik mikali ve gdzenekli sik beyaz partikiilli, kireg katkili-
dir. Genel yap1 benzemekle birlikte kaplarin cidar kalinliklari, hamurlarin aginmiglik
durumlarmin da etkili oldugu farkli yapilar gozlenmektedir. Sirin ve astarin olmadigi
ylizeye dokunuldugunda ele toz tabakas1 birakan yapida dis yiizeye sahiptir.
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Al. Sert, orta miktarda kireg katkili, sekil ve yogunlugu yatay ve dikey kesite gore de-
giskenlik gosteren sik-ince gozeneklidir. Yer yer kireg patlaklart mevcuttur.

A2. Orta sertliktedir.

A3. Sik beyaz partikiillii, piitiirlii ylizeye sahiptir. Stk mika igerigi ile A1’e yakindur.
A4. A3’e gore daha az yogunlukta iri plakalar halinde yaldiz mikali iri ve sik gézenekli,
yer yer iri taggiklt ve kumlu igerigi ile kaba yapilidir.

AS. Sik, beyaz-siyah partikiillii, yer yer iri gézenekli yapist ile sir ve astar dzellikleriyle

benzer, fakat yer yer iri glimiis renkte mika ile farklidir.

B: A’ya benzeyen hamur daha sert, daha az gozenekli siki, az-ince mikalidir ancak
beyaz partikiil gozlenmez.

C: A’ya ve B’ye gore daha kaba hamurludur. Sert, az, ince mikali daha pitiirli
ylizey, yer yer iri kuvars taneleri ile gozenek yogunlugu A’yla benzer. Dista yer yer
iri tag ve kirec patlaklar1 vardir. Beyaz, sar1 renkte yer yer iri, yogun mikali, 6zellikle
iri kireg taneli, gozeneklidir. Bu grup i¢inde birkag¢i daha iyi ve az katkili olmalar1
bakimindan kalitelidir. Cogunlukla gdzenekli, siyah-beyaz partikiil daha belirgin, daha
yumusak hamurlu varyasyon vardir.

Tek Renk Sirli ve Tek Renk Sgraffito Seramikler

Yesil sirli buluntular, baslica parlak koyu yesil, parlak acik yesil, sarimsi yesil renk
olarak belirirler. Renk skalalar1 kendi iglerinde astar yapilari ile dis yiizey islemleri,
cidar kalinliklar1 bakimindan da uyum gosterirler.

Parlak Koyu Renk Yesil Sirli Kaplar (T. 1-4)

IS-3, IS-4, 1S-5, iS-7, IS-9, IS-11, IS-12 agmalarindan ele gegmislerdir. A tipi ha-
mur yapisi gosterirler. 5 YR 5/6 sarimsi1 kirmizi ve 5 YR 6/6 kirmizimsi renk skalasina
otururlar. Sirlama dncesi i¢ yiizey beyaz astarla kaplanmistir. T.1: 1°deki agiz parca-
sinda diizensiz uygulanmis olsa da, mat sik dokulu astar dis ylizeyde agiz kenarindan
govdeye dogru genis bir kusak olarak uygulanmistir. Bu goriintii diger yesil sirlilara
gore fark yaratir. Korunan kisimlardan hareketle bazilarinda gévdenin yaklagik orta-
sina kadar uzanir (T.1: 4, 5).

Sir dis ylizeyde cogunlukla dudak altinda veya agiz kenarinda ince bir serit olarak
(T.1:1,2; T.3: 8; T.3: 1, 2, 3) uygulanmistir. Biraz daha genis (T.1: 7; T.3: 5, 6, 7)
veya astar1 tam kaplamayacak kadar oldukga genig (T.2: 1-4; T.3: 4, 6) uygulamalar
da vardir. Bazi pargalarin kiigiik olmasi, saglikli gézleme izin vermez. Sirlar ince cat-
laklara sahiptir; kire¢ patlaklar1 vardir; renk niianslidir; yer yer pigmentler belirgindir;
siyah, siyah-kahverengimsi kiimelenmeler olusmustur (T. 3: 5). Dis uygulamada yer
yer diizensiz akmalar yapmustir (T.1: 1, 5; T.2: 6; T.3: 5, 8). Pigment dalgalanmalarinin
hatali iiretim asamasina doniistiigii, rengin tutturulamadigi (T.2: 5) sirin hatali pistigi
goriilen pargalar da mevcuttur (T.1: 3; T.2: 2).
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Bazi1 agiz kenar1 pargalarinin i¢ ve/veya dis ylizeylerinin agiz kenar1 ya da dudak
iizerleri siyah-siyahimsi (T.1: 1, 2, 7; T.3: 5, 8), kahvemsi yesil renk (T.1: 5) gorii-
niimdedir. Dar veya genis agiz tablali kenar pargalarinin bazilarinda bezemelerin az
bir kism1 korunmustur. Bezemede igleri siyah (T.2: 2, 4), siyah-zeytin yesilimsi renk
(T.2: 1) goriinimde kazima ¢emberler, gemberler arasinda aralikli yerlestirilmis dikey
paralel ya da egik kazimalar izlenmektedir* (T.3: 2, 3, 4, 6).

Bu gruba ait pargalar, biiylik tabak, kise veya ¢anaklara aittir’. Bir kismi agiz ¢ap1
22.0-24.0 cm araliginda basit agiz kenarli, yari-kiiresel® (T.1: 1, 2), kiiresel gévdelidir’
(T.1: 4-7). Bir agiz kenar1 icten kalinlastirilmastir.

Diger bir form ¢esidi, 27.0 cm’ye varan agiz ¢aplari ile daha genis ve yayvan gov-
deli ¢anaklardir. Disa agilan dar agiz tablasi, diizleme paralel (T.2: 1, 2) veya hafif
acilidir® (T.2: 3, 4). Iki acik kap, disa dogru acil1 uzanan daha genis agiz tablali ¢an
(T.2: 5) veya kiiresel govdelidir. T.2: 6’da kenara gecis dis ylizeyden de vurguludur.

Agiz tablasinin igte kenar duvarindan bir ¢ikint1 ile kademeli olarak yiikseldigi
sivri’ (T.3: 1, 4, 6) veya yuvarlak dudakli (T.3: 2, 3, 5) biiyiik tabak ve ¢anaklarda
tablalarm yiikselme agilari cesitlilik gostermektedir'®. igte beliren ¢ikintilar olasilikla
kapaklarin oturmasi igindir. T.1: 3’te yer alan igten kalinlagtirilmis agiz kenari pargasi
bu tip kaplar i¢in kapak fonksiyonu saglamis veya kése olarak bicimlenmis olabilir'!.
T.3: 6’da yer alan parga olasilikla diizleme yatay, i¢ biikey genis agiz tablali, sivri
dudakli ¢anaga aittir. T.3: 7, 8’deki pargalar da olasilikla halka kaidenin {lizerinde

4 Karacahisar Kalesi’'nden form ve benzer anlayisla yapilmis az farkli benzer drnekler i¢in bkz. Muradiye
Bursali, “Eskisehir Karacahisar Kalesi Sgraffito Dekorlu Ortagag Seramikleri” (Yiiksek Lisans Tezi, Anadolu
Universitesi, 2007), Lev. 84, 85, 86, Lev. 88 (2), Lev. 91.

5 Agiz kenar1 ve govde parcalarinin gok kiigiik olmasi, yiikseklik alinmasini; kaidelerin eksikligi ise kesin bir
form ¢ikarilmasini giiglestirmektedir.

6 Amorium Yukar1 Sehir kazis1 Bizans sonrasi tabakalarindan (UU-TT) benzerleri i¢in bkz. Beate Bohlendorf-
Arslan, Die Glasierte Byzantinische Keramik aus der Turkei (Istanbul: Ege Yayinlari, 2004), Teil. I1I, Taf.
105 (416, 418- R.55 olarak kodlanmis agiz kenarli ¢anaklar); Aphrodisias buluntusu i¢in bkz. Veronique
Francois, “Element Pour I’historie Ottomane d’Aphrodisias: la Vaiselle de Terre,” Anatolia Antigua 9 (2001),
166, P1. 10 (89, 93).

7 Miletos buluntusu i¢in bkz. Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil.
111, Taf. 145 (730).

8 Aphrodisias buluntusu i¢in bkz. Francois, “Element Pour I’historie Ottomane d’Aphrodisias: la Vaiselle de
Terre,” 167, P1. 11 (107).

9 T.1: 1 ve T.5: 1’de oldugu gibi dudagin dikey sivri ¢ikint1 halinde bulunmasi, igteki diger sivri ¢ikinti ile
birlikte iki yandan simirlanmis derin bir yiizeyi olusturur. Bu alan bazen diiz, bazen i¢ biikkeydir. Bu tip tablalar
pervazli kenar olarak da isimlendirilir.

10 Amorium Yukar1 Sehir kazis1 Bizans sonrasi tabakalarindan (UU) benzeri i¢in bkz. Béhlendorf-Arslan, Die
Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 107 (432); Miletos buluntusu i¢in bkz. Boh-
lendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 145 (736); Aphrodisias
buluntusu i¢in bkz. Frangois, “Element Pour I’historie Ottomane d’ Aphrodisias: la Vaiselle de Terre,” 167,
PL. 11 (110-112); Varyasyon olarak Beylikler Dénemine tarihlenmis Tire Kutu Han buluntusu i¢in bkz. Hasan
Ugar ve Aygiil Ugar, “Tire Kutu Han Kazis1 Beylikler ve Osmanli Donemi Seramikleri,” Sanat Tarihi Dergisi
27/1 (2018), 10, Tab.3a.

11 Ornek igin bkz. Erica D’amico, “Byzantine Finewares in Italy (10th to 14th Centuries AD): Social and Eco-
nomic Contexts in the Merditerranean World,” (Doktora Tezi, Durham University, 2011), 333, fig. 5.8.
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diizleserek keskin bir karine ile 45 derecelik agiyla yiikselen, agiz kenarlarinin da
govdeden sert bir doniisle kisa ve diisey olarak sekillendigi ¢anaklardir!?.

Hamur, astar ve sir goriiniimleri ile bu kaplara ait olabilecek halka kaidelerin ¢ap-
lar1 7.0-10.0 cm arasindadir.’® IS-11, IS-12 numarali sondajlardan yaklasik ayn1 sevi-
yeden gelen diizleme i¢ ugtan basan, distan acil1 yiikselen goriiniim veren kaideler bir
grup gibi durmaktadir (T.4: 3-6).

Tablo 1
Tek Renk Sirli Bezemesiz ve Sgraffito Seramikler (L. Doger- M. E. Armagan, 2020)
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12 Karacahisar Kalesi Yesil ve Erguvan Lekeli ¢anaklar i¢inde {inik olarak tanimlanan tam form igin bkz. Mu-
radiye Oztagkin, “Eskisehir Karacahisar Kalesi Ortacag Seramiklerinden Bir Grup: Yesil ve Erguvan Lekeli
Seramikleri,” 8. Ortacag ve Tiirk Dénemi Kazilart ve Sanat Tarihi Arastirmalart Sempozyumu Bildirileri (Is-
tanbul: Pamukkale Universitesi Fen-Edebiyat Fakiiltesi Sanat Tarihi Boliimii Yayinlari, 2010), 534, Lev.3.a;
Aphrodisias buluntusu i¢in bkz. Frangois, “Element Pour I’historie Ottomane d’Aphrodisias: la Vaiselle de
Terre,” 167, PL1.11 (105-tek renkli); 176, P1. 17 (174-¢ok renkli).

13 Amorium Yukari Sehir kazis1 Bizans sonrasi tabakalarindan (UU) benzeri i¢in bkz. Bohlendorf-Arslan, Die
Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 106, 425, 426.
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Tablo 2
Tek Renk Sirli Bezemesiz ve Sgraffito Seramikler (L. Doger- M. E. Armagan, 2020)
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Tablo 3
Parlak Koyu Renk Yesil Sirli Kaplar (L. Doger- M. E. Armagan, 2020)
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Tablo 4
Parlak Koyu Renk Yesil Sirli Kaplar (L. Doger- M. E. Armagan, 2020)
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Parlak Acik Renk Yesil Sirh Kaplar (T. 5)

[S-1 agmasindan iki ag1z kenar1 ve gévde pargast ile bir kisa halka kaidenin sir
rengi, 6nceki gruba gore daha bakir yesili gortinlimdedir. Hamur rengi daha sarims1
kirmizidir. A tipi hamur yapis1 gosterirler. Beyaz astar i¢ yiizey ile dis yilizeyde gov-
denin yaklasik 1/3’line uygulanmistir. Sir ince ¢atlaklara sahiptir, niianshdir, sik sik
koyu yesil pigmentler belirgindir, (T.5: 3), iri kire¢ patlaklar1 vardir. Dig ylizeyde
dudak altin1 ¢evreler, yer yer diizensiz akmugtir (T.5: 2). T. 5: 1’de {igayak izi vardir.

Biiyiik tabak grubuna ait parcalarda, i¢te gdvdenin agizdan 6nce keskin bir ¢ikinti
yapan kii¢itk omurgasi vardir. Dudak yukari ¢ekik sivri (T.5: 1) ya da yuvarlak sonlanir.
Ag1z ¢aplar1 29.0 cm civarindadir. Pargalarin cidar kalinliklari birbirleriyle uyumludur.
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Tablo 5
Parlak Ag¢ik Renk Yesil Sirli Kaplar (L. Doger- M. E. Armagan, 2020)

Sarimsi Yesil Renk Sirh Kaplar (T. 6)

IS-1,1S-3, IS-4, 1S-5, IS-7, 1S-10, IS-11 agmalarinda ele gegmislerdir. Sir renkleri
sarimsi yesil ton gosterir. Oncekilere gore daha ince uygulanmustir, icindeki renk
dalgalanmalar1 daha fazladir, agik, koyu yesil, kahverengimsi pigmentler farkli bo-
yutta ve siktir. Bu buluntularda sarimsi krem, pembemsi krem astar izlenmigtir. Altta
kullanilan astar rengi sir goriiniimiini degistirdiginden, arka ytlizeyde diizensiz siiriilen
astarli kisimlar ile hamurun rengi, sirda agikli koyulu gériinimlere neden olmustur
(T.6: 3). Cap1 9.0 cm’lik diiz dip pargasinin da i¢ yiizii sarimsi renk sirl iken dis yii-
ziinde beyaz astar iizerine koyu ancak parlak yesil bir sir mevcuttur (T.6: 6).

Parcalar daha az 6zenli mutfak kaplarina aittir, hamur yapis1 da daha kabadir. Ola-
silikla digsa dogru agilarak olugsmus 24.0 cm ¢apindaki yiiksek agiz kenarli derin kabin
dis yiizey agiz kenarinda, yatay s1§ yiv dizileri vardir. Bunlar kabin {izerini kapatacak
bir ortiiclinlin baglanmasi sirasinda kaymamasi amagh olabilir (T.6: 1). T.6: 4’deki
14.0 cm ¢apindaki kabin (boyun kismi1?) dis yiizey agiz kenarindaki derin yiv, bag-
lantty1 saglayan bir ip veya telin kaymamasi islevli olmalidir. Agiz kenarinin digtan
kalinlastirilmasi da bu islevi destekler. Agiz ¢cap1 15.0 cm olan konik gdvdeli, orta
boy kase diger bir form ¢esidini temsil eder (T.6: 2). Agiz cap1 18.0 cm olan daha
s1g govdeli orta boy kasenin agiz kenarimin i¢ yiiziindeki kademe, kapak oturdugunu
gostermektedir (T.6: 3). Dis ylizeyinde ¢ark izleri belirgin, zeytin yesili renk sirli,
diizleme paralel disa ¢ekik kenarli parca, olasilikla kapakli s1g bir kaba aittir (T.6:
5). I¢ yiizeyi sarims1 yesil, dis yiizeyi parlak koyu yesil renk, sirl diiz dip (T.6: 6) ile
astarsiz ince yesilimsi sir siirlilmiis bir kulp pargasi da olasilikla siirahi benzeri veya
saklama kaplarina aittir (T.6: 7).
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Tablo 6
Sarims: Yesil Renk Sirli Kaplar (L. Doger- M. E. Armagan, 2020)
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Acik Sar1 Renk Sirh Kaplar (T. 7)
Bu grup IS-1, 1S-6 ve IS-11 agmalarinda ele gegmislerdir. Beyaz astarli, agik sari-

nin tonunu tastyan degerlerde sirlidirlar. Sir kiigilik catlaklara sahiptir. Sarims1 kirmizi
renkte A tipi hamur yapis1 gosterirler. Caplar1 23.0 cm civarinda basit agizli, orta boy
kaselerdir. T.7: 1°deki agi1z kenar1 pargasinin i¢ ylizeyinde, sgraffito ince band i¢inde
kivrim dallar temsilen spiral bezeme bulunur. Kazimalar agik kahverengimsi gorii-
niimdedir. D1g yiizey, beyaz astarli ve dudak tizeri dahil agik yesil sirlidir. Yesil rengin
skalasi, A2 grubunu animsatmaktadir. T.7: 3’ deki agiz kenar1 ve gévde pargasinin da
her iki yiizii astarli ve sirhidir. iki yiizde de agiz kenarmi gévdeden daha koyu sari
renkte sir ¢evreler. T.7: 2’deki pargada astar ve sir ¢ok aginmustir.
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Tablo 7
Acik Sar1 Renk Sirli Kaplar (L. Doger- M. E. Armagan, 2020)

Kavunicimsi Sar1 Renk Sirhi Kaplar (T. 8)

[S-5 ve 1S-11"de ele gegmislerdir. C tipi hamur yapisi gdsterirler. Iri kireg patlak-
lar1 bulunan kaba hamurlu mutfakla iligkili agik (T.8: 2, 5) ve kapali kap boyun, kulp
(T.8: 4, 5) pargalaridir. Beyaz (T.8: 3), pembemsi krem (T.8: 4) astarlar gozlenir. Sirlar
catlakli ve homojen goriiniimde degildir. Uygulanma bigimleri de 6zenli degildir.
Kavunigimsi sar1 (T.8: 2, 4, 5) hardalims1 koyu sar1 renk izlenmektedir. Dikey ¢ift
kulplu saklama veya pisirme kabi igte acik yesil, dista acik kahverengi kavuni¢imsi
sar1 renk sirhidir (T.8: 3).

Tablo 8
Kavunicimsi Sar1 Renk Sirli Kaplar (L. Doger- M. E. Armagan, 2020)

vV s Sa
ST/ X1/ 9 |

= - g 2 II__ i F
.'l - . - |I
( ; by
; | LY ¥ N

1 i . Y=

3

Turkuaz Renk Sirh Kaplar (T. 9)

I¢ yiizeyi turkuaz renk sirli az sayida buluntu vardir. 1S-7’den +976.88m. kodun-
dan ele gegmis bir ag1z kenarinin dis yiizeyi, ag1z kenari altindan itibaren seffaf acik
sarimsi renk sirlidir (T.9: 1). Hamur 2,5 YR 5/8 kirmizi, B tipindedir.
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Tablo 9
Turkuaz Renk Sirli Kése ve Siraltt Boya Teknikli Milet Tipi Kase (L. Doger-M. E. Armagan, 2020)

B

Cok Renkli Sgraffito Seramikler (T. 10-14)

Yesil ve Erguvan Lekeli Kaplar

Cok renkli sgraffito seramiklerin alt grubudurlar. Bu grup buluntular sgraffito (ince
ve/veya kalin kazima) teknigi de kullanilmasina ragmen bezemesinde one ¢ikan oksit
renklendirmelere istinaden isimlendirilmiglerdir. Bezemede yer alan yesil ve erguvan
renk oksit boyanin (sir esasl kahverengimsi mangan, kahverengimsi tonlar da) renk
uyumu gorsel bir estetik algiy1 6n plana ¢ikarir. Hamur 6zelliginden dolay1 Yesil ve
Mor Lekeli Yagli Mal'* ya da “Eflatun/erguvan-Kahverengi Lekeli (purple-brown
dots)" olarak da adlandirilmiglardir. Sari rengin de az veya ¢ok bezemeye katildigi
buluntular da izlenmektedir'®.

T.10-14’de yer alan Amorium buluntulari, iS-6, iS-7, iS-9, iS-10, iS-11, iS-12
acmalarinda ele gegmislerdir. A tipi, mikal, kire¢ katkili, gézenekli kirmizimsi sar1
tonlarinda hamur yapisi gosterirler. Sik dokulu beyaz astar, i¢ ylizey ile digin yartya
kadarmi kaplar. Ac¢ik yesil kursunlu sir parlaktir ancak kilcal ¢atlaklar, irizasyon ve
kirec patlaklari mevcuttur. Sir astarin tamamini 6rtmez ve dis ylizeyde biraz daha koyu
tonlarda olabilmektedir'’.

14 Hamurun dokunuldugunda, elde kirmizi bir toz tabakasi birakan yapis: “Yagli Mal (Fette Ware)” olarak
karakterize edilir. Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, 148, Teil I;
Pergamon orneklerinin hamuru i¢in sabunsu doku (soapy touch) tanimlamasi yapilir ve ayirici 6zellik ola-
rak ortaya konur. Bkz. Sylvie Yona Waksman ve Jean Michel Spieser, “Byzantine Ceramics Excavated in
Pergamon: Archaeological Classification and Characterization of the Local and Imported Productions by
PIXE and INAA Elemental Analysis, Mineralogy and Petrography,” Materials Analysis of Byzantine Pottery
(Washington: Dumbarton Oaks Research Library and Collection, 1997), 123, Grup 6 1L, series F.

15 Hamur 6zelliginden dolay1 sabunumsu hissi birakan (soapy fell) olarak da tanimlanir. Joanita Vroom, “Me-
dieval Pottery from the Artemision in Ephesos: Imports and Locally Produced Wares,” Spatantike und Mit-
telalterliche Keramik aus Ephesus (Wien: Osterrichische Akademia der Wissenschaften, 2005), 26.

16 Bazi buluntularda kazima ile uygulanan motif etrafinda kazimalar takiben, sirlama sonrasi olusmus ¢ok az mik-
tarda sar1 goriintii belirir. Arastirmacilar bunu kahverenginin kullamldig: oksit boyalarmn firm 1s1sinda verdigi
reaksiyon olarak agiklar. Bu durum ¢ok kalin kazimalarm kullamldigt Ege Tipi Orta Bizans Kaplarinda da konturlar
¢evresinde izlenir. Pek ¢ok drnekte yesil ve eflatunun yani sira sart lekeler halinde bilingli olarak kullamlmustir.

17 Sir, dis ylizeyde astar hizasinin yarisina kadar gelerek sonlanir. Bu uygulama, Yesil ve Erguvan Lekeli mal
grubunda ¢ok izlenmektedir.
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Tablo 10
Yesil ve Erguvan Lekeli Kaplar (L. Doger- M. E. Armagan, 2020)
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Buluntularin hepsinde bezemede sgraffito (farkli kalinlikta) teknigi ile oksit boya
ya da sir'® kullanilmasina ragmen kazimanin karakteri, erguvan ya da mangan rengin
tonlari, yesil rengin niianslari, sar1 rengin kullanim bigimi farklilik gosterir. Genel
algida gruplar belirir.

B1. 1- (T. 10: 1-3) Buluntular, 23.0-24.0 cm ag1z ¢apina sahip, kaideden disa dogru
incelerek sekillenen basit agiz kenarli ¢anaklardir'®. T. 10: 1, 2, 3; T. 10: 5; T. 12: 4’te
bezemelerin ¢ok az bir kismi1 korunmus olmasina ragmen Yesil ve Erguvan Lekeli sera-
miklerde en sik kullanilan kompozisyonlara sahip olduklari belirlenebilmektedir (G. 2).

18 Karacahisar seramiklerinde kabin i¢ yiizeyindeki renklerin oksit boya ile degil, sir ile uygulandig: diistiniil-
mektedir. Kazidan ele gecen bazi kaplar iizerinde siisleme teknigine adin1 veren erguvan rengin agik yesil
ile agik kahverengi sirin birlesmesiyle elde edildigi gozlenmistir. Karacahisar’da bezemesiz, sirli bir kap
iizerinde bu uygulamanin agikga goriildiigii belirtilmektedir. Bkz. Oztaskin, “Eskisehir Karacahisar Kalesi
Ortagag Seramiklerinden Bir Grup: Yesil ve Erguvan Lekeli Seramikleri,” 527.

19 Bazi benzer formlar igin bkz. Vroom, “Medieval Pottery from the Artemision in Ephesos: Imports and locally
produced wares,” 40, P1. 11, 19; Bursali, “Eskisehir Karacahisar Kalesi Sgraffito Dekorlu Ortagag Seramik-
leri,” Lev. 92.
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G. 2. Yesil ve Erguvan Lekeli Kase (Amorium Yukar1 Sehir, Alan UU, Bizans Sonras1 Tabaka;
Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 108: 435)

T.10:1°de kabin merkezinden ¢ikan kazima radyal ¢izgilerin agiz kenarina dogru
birlesmesiyle elde edilen iri yaprakli ¢icek motifi sgraffito olarak islenmis olmalidir.
Yaprak igleri kahverengimsi mangan oksit boya ile diisey eksende stilize bitkisel kiv-
rimla dolgulanmus, yapraklarin etrafi yesil seritle kusatilmigtir®®. Burada yesil renk
seritler, kap i¢ini kaplayan sarims1 yesil sir iizerine uygulanmig gibi durmaktadir.
Dabha iyi korunmus diger bir canak gdvdesinde de tekrarlanan kompozisyonda, yaprak
aralarina uzanan i¢i ¢capraz dolgulu sarkik iicgenlerden bir kisim korunmustur (G. 3).

G. 3. B1.1.Yesil ve Erguvan Lekeli, Agiz Kenari ve Govde Pargast (Amorium kazi arsivi)

T.10: 2’deki parcada da benzer bezeme izlenmekle birlikte eksik olan kisimlarda
yaprak i¢lerinin benek/damlalarla dolgulu olma ihtimali de vardir®'. T.10: 3 ve G.

20 Benzer kompozisyonun korunan bir kismina sahip Ephesos-Artemision’dan agiz kenari i¢in bkz. Béhlendorf-
Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 127 (581).

21 Form ve bezeme kompozisyonu benzer Amorium Yukari Sehir kazi buluntular: (TT-UU tabaka) igin bkz.
Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Taf. 108. (435); Taf. 109 (438);
Taf.110 (442-445); muhtemel benzer kompozisyona ait Ephesos-Artemision’dan alt govde pargalari igin
bkz. Taf. 127 (583, 584); Pergamon buluntular1 i¢in bkz. Jean Michel Spieser, Die Byzantinische Keramik
Aus der Stadtgrabung von Pergamon (Berlin: Walter de Gruyter, 1996), Taf. 53 (507); ayn1 mal grubundan
diger buluntular i¢in Taf. 53 (508, 511), Taf. 54; Seving G6k Giirhan, “1995-2009 Yillar1 Arasinda Ortaya
Cikarilan Seramiklerin Degerlendirilmesi,” Sanat Tarihi Dergisi 18/2 (2011), 57, Tab. 7 i¢inde; Aphrodisias
buluntusu i¢in bkz. Frangois, “Element Pour I’historie Ottomane d’ Aphrodisias: la Vaiselle de Terre,” 176,
PL. 17 (178); 177, T. 3 (173).
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4°deki parca ¢ok kiigiiktiir ve benzer kompozisyondan, yapraklari ¢evreleyen veya
olusturan yesil serit ile yaprak i¢ini dolduran kii¢iik damlaciklardan birka¢i korunmus-
tur. Damlaciklar, acik kahverengimsi renktir®>. Benzer renk, agiz kenarini ¢evreleyen
seritler i¢inde de belirmigtir. Diger seritler siyahimsi renk almigtir®. Sir igte ¢ok agik
yesil, digta daha koyu yesildir. T.10: 1-3’deki parcalar kaideden agiz kenarina dogru
acilarak sekillenmis basit agiz kenarli biiyiik kase/canaklardir®.

B1.2- Buluntular agi1z kenarlari biraz daha inceltilmis olarak tistteki buluntu form-
larina benzer ¢anaklar® (T.10: 4, 5) ile genis tablali biiyiik tabaklara aittir (T.11: 1-4).
Agiz kenarlarmi birbirine paralel kazima yivler ¢evreler. Cok uguk renk yesil sirli-
dirlar. B1’deki buluntulara kiyasla erguvan renk ton daha nettir. Erguvan ve yesil ek
renklendirmelerden ¢ok az kisim korunmustur.

- -

G.4,G.5.Bl1.1. ve B1.2. Yesil ve Erguvan Lekeli, Agiz Kenari, Kaide ve Gévde Pargasi
(Amorium kazi arsivi)

T.10: 4, 5°deki ¢ok kiigiik pargalarda sgraffito ve erguvan renk ton korunmustur?,
Da1s yiizeylerin goriiniimii 6ncekilere benzer. T.10: 1°deki buluntunun arka yiizeyinde
beliren daha koyu yesille olusmus iki egrisel hat, T.10: 5’in arka yiizeyinde de bu kez
yatay egrisel seklinde belirmistir.

22 Genelde bu tip buluntularda damlaciklar farli boyutlarda ve siklikta kimi zaman uzun diizensiz akmalar
halinde erguvan rengin farli tonlarinda, kahvemsi morumsu, kahvemsi renktedir.

23 T. 9: 2°de izlendigi gibi koyu yesil rengin kazinmis yerlerdeki goriiniimii siyahimsidir. Sarimst yesil renk
acik kahverengi, hardalimsi renk goriintiisii veriyor gibi izlenmektedir.

24 Amorium Yukar1 Sehir kazist Bizans sonrasi tabakalarindan (TT-UU) benzeri i¢in bkz. Bohlendorf-Arslan,
Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 108 (435); Taf. 109 (438); Ephesos-
Artemision’dan ornekler i¢in bkz. Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei,
Teil. 111, Taf. 127 (581).

25 Amorium Yukari Sehir kazist Bizans sonrasi tabakalarindan (TT) benzeri i¢in bkz. Bohlendorf-Arslan, Die
Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 108 (436, 437) .

26 Amorium Yukart Sehir kazis1 Bizans sonrasi tabakalarindan (UU) formlar benzemekle birlikte bezeli kisim-
dan ¢ok az kisimlari korunmus olmasi nedeniyle olasi benzer dekorlu pargalar i¢in bkz. Bohlendorf-Arslan,
Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 108 (436, 437).
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Kaide parcalari da (T.11: 5, 6) bu grupla ilgilidir. T.11: 5 ve G. 5’teki kaide tondo-
sunda mevcut bezeme kalintilari, T.10: 1, 2°deki kompozisyonun veya varyasyonla-
rinin uygulandigini isaret eder. T.11: 6 ve G. 6’daki tondoda da bu gruplarda siklikla
izlenen konsantrik daireler ortasinda stilize palmetcik motifi yer almis olmalidir.

Tablo 11
Yesil ve Erguvan Lekeli Kaplar (L. Doger- M. E. Armagan, 2020)
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G. 6, G.7.B1.2 ve B1.3 Yesil ve Erguvan Lekeli, Kaide ve Govde, Agiz Kenar1 ve Govde Pargast
(Amorium kaz1 arsivi)

Tabak formlarinin genis agiz tablalarinda da yine bagka alanlardan benzer bulun-
tularda sike¢a tercih edilmis ters yonlerde birbirine degen sivri uclu yaprak dizisi bor-
diirii yer alir. T.11: 7, 8’deki basit agiz kenarli kaide ve gdvde parcalarinda yesil ek
renklendirmeler ile tiim gdévdeyi kaplayan kompozisyondan geometrik dizaynlar az
korunmustur.

B1.3- T.12’de yer alan ince cidarli a1z kenar1 ve govde parcalarinda ise ek renklen-
dirmelerinden ziyade daha derin ve yogun kazima bezemenin goze ¢arptigi diizenleme
gosterirler. Ana motif aralarinin verev, ¢apraz taramalar, tabak tablalarinda (T.12: 2, 3
ve G. 7) aralikli dizilmis sevron dizisi goriiliir”’. Ek renkler kahverengimsi mangan ve
oncekilere gore daha canli yesildir. Agik sar1 olan sir renginden daha koyu renk sari
da lekeler de belirgin halde kullanilmistir.

27 Amorium Yukari Sehir kazis1 Bizans sonrasi tabakalarindan (UU), form ve bezeme olarak benzer buluntu
icin bkz. Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 109 (440).
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Tablo 12
Yesil ve Erguvan Lekeli Kaplar (L. Doger- M. E. Armagan, 2020)
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B1.4- T.13 ve 14’deki olasilikla kase, biiyiik tabak agiz kenar1 ve gdvde parcalar
ile kaide pargalar1 da, bezemelerin kalin kazimali hardal renk goriintimlii konturlari,
net goriintli vermeyen sir, bulanik kabaca uygulanmis ek renklendirmeleri ile birbi-
rine benzer goriintii olustururlar. Bezemelerin ¢ogu asinmistir ancak kompozisyonu
olusturan iri spirallerin (T.13: 1), verev taramalarin (T.13: 2), dikey paralel taramali
bordiiriin (T.13: 3) bir kism1 korunmustur.
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Tablo 13
Yesil ve Erguvan Lekeli Kaplar (L. Doger-M. E. Armagan, 2020)
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Tablo 14
Cok Renkli Sgraffito Seramikler (L. Doger- M. E. Armagan, 2020)
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G. 8, G. 9. B1.4.Yesil ve Erguvan Lekeli, Kaide ve Govde Pargasi, Amorf Govde Pargast
(Amorium kazi arsivi)
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T.13: 4 ve G.8’deki tondoda i¢i ¢apraz tarali daire yer alir. Tiim kab1 kaplayan iri
yapraklar buradan dagilir. Az kismi korunmug kompozisyon, T.10: 1-3’dekilerin de
sahip oldugu kompozisyonun bir yorumu olmalidir®®. G. 9’daki govde pargasindaki
bezeme de bu buluntularla ilintilidir. Bosluklar filizli dallar1 temsilen iri spirallerle
dolgulanmus, ortada tag yapraklardan olugmus iri bir rozet ¢icek motifi de bu tip se-
ramiklerin repertuvaridir® (T.13: 5 ve G. 10).

B ™

G. 10. B1.4.Yesil ve Erguvan Lekeli, Kaide ve Govde Pargasi (Amorium kazi arsivi)

Siralti Boya Teknikli Milet Tipi Seramikler (T. 9: 2)

IS-11 agmas1 +976.63 m kodundan ele gegmis, 24.0 cm ¢apindaki bir derin kase
veya ¢anak parcalari®’; igte seffaf renksiz sir altina uygulanmig mavimsi renk bezek
tasir. Ust kismi yuvarlak, alt kismi sivri sonlanan fir¢a darbesi ile yapilmis yaprak
dizileri ag1z kenarimi ¢evrelerken, karsilikli dizilmis olarak govdede dikey uzanir. D1g
ylizey parlak yesil renk sirlidir. Agiz kenarindan gévdeye gegisten itibaren ince yiv
siralarinin ortasina yatay eksende parmak baski dizisi uygulanmistir (G. 11). Parga 5
YR 5/6 sarims1 kirmizi renk B tipi hamur gdsterir.

28 Az farkli benzeri i¢in bk. Amorium Yukar1 Sehir Bizans sonrasi tabakalarindan (TT) benzeri i¢in bkz. Boh-
lendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil.Ill, Taf.108 (435).

29 Eskisehir Karacahisar Kalesi ve Midaion Hoyiik’ten benzerleri igin bkz. Bursali, “Eskisehir Karacahisar Ka-
lesi Sgraftito Dekorlu Ortagag Seramikleri,” Levha 66; merkezi T.10:’deki gibi olmak iizere bu motifin daha
fazla yaprakli yorumu i¢in Ephesos-Artemision’dan bkz. Bohlendorf-Arslan, Die Glasierte Byzantinische
Keramik aus der Turkei, Teil. 111, Taf. 127 (586).

30 Benzer form i¢in bkz. Giilgiin Yilmaz, Edirne Miizesi Osmanli Seramikleri (Edirne: Trakya Kalkinma Ajansi
Yaynlari, 2012), 44, Kat.no.A2.04;93, Kat.no.A2.53;100, Kat.no.A2.60; ayrica Istanbul (Saraghane), iznik,
Bursa, Balikesir, Altiova’dan érneklerle bu tip form igin bkz. Turgay Polat, “Milet Isi Seramiklerde Form
Tipolojisi Uzerine Bir Deneme,” Sanat Tarihi Dergisi XXV/2 (2016), 225, Tab.3.
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G. 11. Milet Tipi Kase, Agiz Kenar1 ve Govde Parcalari-dis ylizey (Amorium kazi arsivi)

Siralt1 Astar Boyama (Slip) Teknikli Seramikler (T. 15)

IS-5 agmasindan basit agiz kenarl bir kise parcasi®' 1S-9°dan ve tanimsiz alan-
dan, ¢aplar1 23.0 cm ve 27.0 cm olan iki biiyiik tabak pargasi ele gegmistir. A tipi,
kirmizimsi sar1 tonlarinda hamur yapist gosterirler. Bezemeler seffaf agik sar1, hafif
yesilimsi sar1 sir altindadir. T.15: 1, 2, 3°deki agiz kenarinin dis yiizeyinde B2-B3
gruplarinda (T. 11-12) goriilenlere benzer beyaz astarli renk yesil sir yer alir. T.15:
5’teki buluntuda ise A3, A4, A5 gruplarinda da goriilen pembemsi krem astar kulla-
nilmigtir. Sir sarimsi zeytin yesili gériinimdedir (T.15: 4).

G. 12. B1.1. Astar Bezemeli, Agi1z Kenar1 Parcas1 (Amorium kazi arsivi)

Beyaz astarla yapilan bezemelerden ¢ok az kisimlar korunmustur. Agiz kenarindan
govdeye dogru inen dogrular (T.15: 1), yatayda dolanan bitkisel motife atfen stilize
kivrimlar (T.15: 2, 3) ve zikzaklarin (T.15: 4 ve G. 12) bir kism1 mevcuttur. i¢ yiizey-
lerde astar bezeme digindaki ylizey hamur rengine gore, kahverengi (T.15: 4) veya

31 Astar bezemesi tam korunmamis olmakla birlikte Amorium Yukari Sehir Bizans sonrasi tabakalarindan (UU),
form olarak benzeri igin bkz. Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil.
111, Taf. 106 (427), ag1z kenar1 distan incelmis bir diger parga i¢in Taf.107 (428).
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actk kahve, hardalimsi sar1 renk almigtir®?. T.15: 8’deki diiz dipli goévde pargast ayni
yerde ele gegmis kalin cidarli ice ¢ekik agizli tiplere (T.15: 4) ait olabilir.

Tablo 15
Siralt1 Astar Bezeli Seramikler (L. Doger- M. E. Armagan, 2020)

Diger Seramik Buluntular (T. 16)

Astar ve sirlar1, bezemelerinden ¢ok azi korunmus bazi parcalar mevcuttur. Bunlar-
dan biri A tipi hamur yapis1 gosteren, yesil sir izleri mevcut agz siizgecli kapali kap
pargasidir (T.16: 1). Bir digeri 7.0 cm diiz dipli yesil sir izleri tasiyan govde parcasidir
(T.16: 2). Acik kaplar ise kase ve ¢canaklara aittir (T.16: 3-5).

32 Formlar benzemekle birlikte, bezeli kisimdan ¢ok az kisimlar korunmus olmasi nedeniyle olasi benzer de-
korlu pargalar igin bkz. Amorium Yukar1 Sehir kazis1 Bizans sonrasi tabakalarindan (UU) benzeri igin bkz.
Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 11, Taf. 108 (436, 437).
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Tablo 16
Diger Seramik Buluntular (L. Doger- M. E. Armagan, 2020)

Degerlendirme

Ag¢ma numara ve seviyelerine gore toplanan seramik buluntularin etiitleri, her bir
agmanin yaklasik ayni seviyesinde birbirleriyle ilintili gruplar oldugunu gostermis-
tir. Ancak parcalarin genelde ¢ok kiiclik olmasi, korunmus olan kisimlarin verdigi
bilgilerle yetinmeyi zorunlu kilar. Bu baglamda Amorium’da da ¢ok renkli sgraffito
iceriginde ele alinan Yesil ve Erguvan Lekeli buluntular daha yol gosterici nitelik tagir.
En yogun buluntu grubunu tek renk seftaf yesil sirli kaplar, en azini turkuaz renkliler
olusturur.

Seffaf yesil renk sir, caglar boyu en fazla uygulamaya konulan renktir. Bat1 Ana-
dolu kaz1 buluntularindan hareketle MO. 1. yiizy1l-MS. 1. yiizyila ait seramiklerde
izledigimiz yesil sir, uzun bir aradan sonra MS. 7. ylizyildan itibaren Bizans diinya-
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sinda yayginlagarak giinlimiize degin kullanilagelmistir. Bu nedenle ayirt edici bagka
tespitler olmadikea tasnifi zordur. Yesil sirli seramiklerin daha belirgin gruplarla ele
gecirilis durumlari, hamur, form, teknik ilintileri ile kronolojik olarak fikir verir.

Yesil ve Erguvan Lekeli, Yesil ve Mor Lekeli Yagh Mal, Eflatun/Erguvan—Kah-
verengi Lekeli olarak da tanimlanan ayni tiirden buluntular basta Amorium Yukari
Sehir kazis1 olmak iizere, Orta Anadolu’da Eskisehir Karacahisar Kalesi kazisi, ya-
ymlanmamis olarak bildirilen Kotyaion, Midaion, Kanlitas Hoyiik (Eskisehir/inonii-
Kiitahya sinirinda Kuzfindik Koyii) ve Kilistra (Konya/Gokyurt) yerlesimlerinden®,
Bat1 Anadolu’da heniiz yaymlanmamus olarak [zmir Kadifekale kazisi; Ephesos’da
Ayasuluk Tepesi, Artemision kazilari, Pergamon, Sardis*, Aphrodisias®, Hierapolis®®,
Miletos®” kazilarindan ele gegmis, Ilion/Troas’a*® ulasmis oldugu tespit edilmistir.

Cagdas olarak Balat Ilyas Bey Kiilliyesi arastirmalarindan®, yerel iiretim olarak
Ephesos Tiirbe kazilari*’, Manisa Giilgiin Hatun Hamami’ndan*' tek renkli seramik-
lerin yani sira, ¢ok renkli sgraffito tekniginde buluntular ele ge¢mistir. Yine ayni yer-
den i¢i tek renk yesil sirl, dis yiizeyi eflatun ve agik yesil ek renk bezeli iki buluntu
her iki tiirtin birlikteligi agisindan ayrica anlamli olmustur*?. Ancak bunlar Amorium
buluntularindan en azindan renk skalasi, bezeme repertuvari olarak daha farkli bir
ekol gosterirler. Iscilik daha ince bitkisel karakter natiiralist olarak daha belirgindir.

33 Oztaskin, “Eskisehir Karacahisar Kalesi Ortagag Seramiklerinden Bir Grup: Yesil ve Erguvan Lekeli Sera-
mikleri,” 531.

34 Howard G. Crane, “Preliminary Observations on the Glazed Pottery of the Turkish of the Period from Sar-
dis,” C. H. Greenewalt Jr., The Eighteenth Campaign at Sardis, Bulletin of the American Schools of Oriental
Research 228 (1977), 53. Abb.7.

35 Muradiye Oztaskin, “Byzantine and Turkish Glazed Pottery Finds from Aphrodisias,” [Toauenas Kepamuxa
Cpeousemnomopuvs U [puueprnomopwvs X—XVIII 66, c. 2, Ed. C. T. Bouyaposa, B. ®pancya ve A. I. Cutankosa,
(Kazan-Kishinev: M3narenscTBo «Stratum plus» P.P.,YauBepcurer «Bbicmias aHTPONIOIOIHYECKas IIKOTIA»
2017), 175.

36 Paul Arthur, Bizans ve Tiirk Dénemi nde Hierapolis (Pamukkale) (Istanbul: Ege Yayinlar1, 2006), 87, res.33.
37 Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Taf. 130 (773).
38 Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Taf. 87 (276).

39 Buluntular igin bkz. Seving Gok-Giirhan, Bir Seramik Definesinin Oykiisii, Saruhan Beyligi’'nin Mirasi:
Manisa Giilgiin Hatun Hamami Seramikleri (Manisa: Manisa Belediyesi, 2011), 306, Tab.4.

40 Buluntular i¢in bkz. Joanita Vroom ve Ebru Findik, “The Pottery Finds,” Die Tiirbe im Artemision Ein friihos-
manischer Grabbau in Ayasuluk/Sel¢uk und sein kulturhistorisches Umfeld, Osterreichisches Archiologisches
Institut Sonderschriften 53 (Wien: Gesamtherstellung. Holzhausen Druck GmbH, 2015), 221, P1.10; Joanita
Vroom, “Bright Finds, Big City: Medieval Ceramics from Old and Recent Excavations in Ephesus (Turkey),”
Xlth Congress AIECM3 on Medieval and Modern Period Mediterranean Ceramics, Proceedings, 1, (Ankara:
Kog University Vehbi Ko¢ Ankara Arastirmalart Uygulama ve Arastirma Merkezi, 2018), 388, Kat.13,14;
Analitik arastirma i¢in bkz. Sylvie Yona Waksman ve M. M. Carytsiotis, “Medieval Ceramics from the
Tiirbe: an Archaecometric Viewpoint,” Die Tiirbe im Artemision Ein friihosmanischer Grabbau in Ayasuluk/
Selcuk und sein kulturhistorisches Umfeld, Osterreichisches Archiologisches Institut Sonderschriften 53
(Wien:Gesamtherstellung. Holzhausen Druck GmbH, 2015), 30, 309, P1.3.

Buluntular i¢in bkz. Seving Gok Giirhan, “Beylikler Dénemine Ait Sgraffito Teknikli ve Tek Renk Sirli
Kaplar (Manisa Giilgiin Hatun Hamamu Buluntulart),” Sanat Tarihi Dergisi XV11/2 (2010), 74-76, Tab.1-3;
Gok Giirhan, Bir Seramik Definesinin Ovykiisii, Saruhan Beyligi 'nin Mirasi: Manisa Giilgiin Hatun Hamami
Seramikleri, 36, 38; Fot.17-20.

42 Buluntular i¢in bkz. Gk Giirhan, “Beylikler Donemine Ait Sgraffito Teknikli ve Tek Renk Sirli Kaplar

(Manisa Giilgiin Hatun Hamami Buluntular1),” 76, Tab.3, Kat.20,21.
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Ephesos’da Ayasuluk Tepesi Aziz loannes Kilisesi Atrium kazisindan 14.-15. yiizyil
yerel iiretim olarak tanitilan ¢ok renkli sgraffito buluntularinda renk kullanimi ve isgi-
ligi farkl1 goriilmektedir*. Izmir, Kemalpasa Nif (Olympos) Baspinar Kilisesi* ile Nif
Laskarisler Saray1 kazilarindan da birkag parca ¢ok renkli sgraffito par¢a ele gegmistir.
Bunlarn biri T.11: 1, 2’dekilere benzeyen agiz kenar1 form ve bezemesi tagiyan agiz
kenaridir®®; ancak tiretim ve dagilimlari konusunda fikir i¢in veriler yetersizdir. Koyu
sar1 ve canli yesil ek renkle zenginlestirilmis Iznik {iretimi baz1 buluntularda da benzer
motiflerin tercih edildigi gézlenir*.

Pergamon buluntularinin elemental hamur analizleri, tek renk sirli ve lekeli sera-
miklerin ayni tiretim grubuna dahil oldugunu kanitlamistir*’. Eskisehir, Karacahisar
Kalesi’nden ele gecen Yesil ve Erguvan Lekeli Seramiklerle aralarinda Yesil Sirlt
Sgrafitto seramiklerin de bulundugu diger seramik gruplarryla benzerlikler tespit edil-
mistir®®. Literatiirde Yesil ve Mor Lekeli Yagli Mal olarak da tanimlanan buluntularla
ayn1 hamur yapisinda, bezemesiz tek yesil sirli pargalar da “Yagli Mal’ bagligi altinda
incelenmistir®’. Pergamon ve Sardis’te ele gegen drneklerin analizlerle ayni tiretim
grubu oldugu tespit edilmistir®. Karacahisar Kalesi buluntular1 arasinda da tek renk

43 Buluntular i¢in bkz. Giilgiin Yilmaz, “St. Jean (Aziz Yuhanna) Kilisesi Atrium Kazilarinda Bulunan Seramik
Eserler,” Mustafa Biiyiikkolanct 'va Armagan (Istanbul: Ege Yaymlari, 2015), 773, Kat.no.3.1, Kat.no.3.2, Kat.
no.3.2°deki kasenin bezemesinde sadece seritler halinde eflatun/morumsu renk ek boya kullanilmistir. Ana
bezeme motifleri disindaki alanlar1 dolgulayan derin kazinmis spiraller, karsilikli kademeli kiimeler halinde
cakisan tarama kiimeleri karakteristik goriiniim verir ve benzerleri agik kapali kap buluntulari olarak Kusadasi,
Kadikalesi (Anaia) kazilarinda da bulunmustur. Kontekstsiz buluntu olan Anaia kaplari ilk yayina girdiginde
gec 12.-13. yiizyillara tarihlenmis olup simdiki bilgilerimizle 14. yiizyila ait goriiliirler. Anaia i¢in bkz. Lale
Doger, “Anaia-Kusadasi Kadikalesi Kazis1 2002 Y1l Bizans Dénemi Seramik Buluntularm On Degerlendir-
mesi,” Sanat Tarihi Dergisi Aydogan Demir’e Armagan X111/1 (2004), 30, Res.13; Zeynep Mercangoz ve Lale
Doger, “Kusadasi, Kadikalesi/Anaia Bizans Sirl Seramikleri, ” I. Arkeometri Calistayi, Tiirkiye Arkeolojisi 'nde
Seramik ve Arkeometrik Calismalar 7-9 Mayis 2009 (Ankara: ODTU Yaymlari, 2009), 96, Res.11.

44 Lale Doger, “Late Byzantine And Ottoman Pottery From Nif-Olympus,” The Second International Conference
on the Archaeology of lonia, Landscapes of lonia: Towns in Transition, May 30-June 2, 2011, Izmir — Turkey.
Recent Studies on the Archaeology of Anatolia (Oxford: BAR Internetional Series 2750, 2015), 66, P1.X (52, 53).

45 Zeynep Mercangéz, Zafer Derin ve Lale Doger, “Kemalpasa, Laskarisler Saray1,” Ege Universitesi Arkeoloji
Kazilari (Izmir: Ege Universitesi, 2012), 448, T.6. Bu tiir form ve bezeme, dekorasyon teknigi 13.-14. yiizy1l
Anadolu’da seramik iiretiminin de oldugu Korucutepe, Hasankeyf’de ele gegen Islam seramikleri igin bkz.
Omiir Bakirer, “The Medieval Pottery and Baked Clay,” Korucutepe (Amsterdam: Nort-Holland Publishing
Company, 1980), 3: 189-249, pl. 65-113, form. C26, 27, 28; bezeme. C6, 29, 20; 28, B71, R26; Nursen
Ozkul Findik, “Artuklu-Eyyubi Dénemlerinde Hasankeyf’te Seramik Atdlyeleri ve Uretimleri,” Hacettepe
Universitesi Edebiyat Fakiiltesi Dergisi 30/2 (2013), 57, Fot.13, 14; Dogu Akdeniz’in Hagli (Bohlendorf-
Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil. 111, Taf. 165 (893) ve ile Kibris seramikleri
(D. Papanikola Bakirtzi, F. N. Mavrikiou ve Ch. Bakirtzi, Byzantine Glazed Pottery in the Benaki Museum
(Athens: The Museum, 1999) 163, Kat.337 ile Yakindogu’da Suriye, Irak seramiklerinde de goriiliir.

46 Iznik Tiyatro kazisindan buluntu i¢in bkz. Ozkul Findik, [znik Roma Tiyatrosu Kazist Buluntulart (1980-
1995) Arasindaki Osmanli Seramikleri (Ankara: T.C. Kiltiir Bakanligi Yaynlari, 2001), 96, Fot.96, 97; 92,
Fot.83 (astarli-kazimali olarak yart mamul).

47 Analiz i¢in bkz. Waksman ve Spieser, “Byzantine Ceramics Excavated in Pergamon: Archaeological Classi-
fication and Characterization of the Local and Imported Productions by PIXE and INAA Elemental Analysis,
Mineralogy and Petrography,” 123.

48 Daha genis bilgi i¢in bkz. Oztaskin, “Eskisehir Karacahisar Kalesi Ortagag Seramiklerinden Bir Grup: Yesil
ve Erguvan Lekeli Seramikleri,” 530.

49 Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, 149-150.
50 Oztaskin, “Eskisehir Karacahisar Kalesi Ortagag Seramiklerinden Bir Grup: Yesil ve Erguvan Lekeli Sera-
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farkl tonlarda yesil sirli kaplar ile ¢ok renkli sgraffito buluntularin yagli mal tabir
edilen hamur yapis1 gosterdikleri bildirilmigtir®'.

Ephesos Artemision’dan Eflatun/Erguvan—Kahverengi Lekeli olarak tanimlanan
¢ok renkli sgraffito seramikler de minerolojik/ petrografik analizle yerel iiretim ola-
rak belirlenmistir. Iki farkli hamur yapisi ile tek renk yesil sirli ve turkuaz-mavi sirh
seramikler de yerel iiretim olarak tanitilmigtir®.

Pergamon’daki kazilar, seramikleri Hristiyan niifus ile Tiirk Beyliginin ortak kul-
landig1 bir tiretim grubu olarak yonlendirmistir®® ve 1350-1375 arasina tarihlendi-
rilmislerdir>*. Hierapolis’ten ele gecen bazi yesil ve erguvan lekeli seramik parcalar
14. ylizyila tarihlenmistir™. Aphrodisias Giliney Agora ve Kuzey Cadde kazilarindan
ele gegen tlicayak ve yart mamul bir parga ile Beylikler Donemi ¢ok renkli sgraffito
tiretimine iliskin veri sunulmaktadir’®. Miletos’ta bu donemde yogun mikali hamurlu
bezemeli, bezemesiz tek renk sirl ve ¢ok renkli sgraffitonun varyantlarinda iiretim
tespit edilmistir’’. Ancak buradaki bazi buluntular hamur, form ve ek renkteki fark-
liliklarla Yesil ve Erguvan Lekeli Seramiklerden farkli goriilmiisttir®®. Ayasuluk ka-
zilarindan da bezeme teknigi ve kompozisyon bakimimdan benzerliklere karsin renk
tonlarinin farkli oldugu buluntu vardir®. iznik’te basta Cini Firinlar1 ve Roma Tiyat-

mikleri,” 531; Sardis igin bkz. Jane Eyer Scott ve Diane C. Kamilli, “Late Byzantine Glazed Pottery from
Sardis,” XV ACIEB, Athenes, Septembre 1976, 11, (Athenes: Art et Archéologie B,1981) 686, 687.

51 Oztaskin, “Eskisehir Karacahisar Kalesi Ortagag Seramiklerinden Bir Grup: Yesil ve Erguvan Lekeli Sera-
mikleri,” 528.

52 Vroom, “Medieval Pottery from the Artemision in Ephesos: Imports and locally produced wares,” 27, 30, 32.

53 Spieser, Die Byzantinische Keramik Aus der Stadtgrabung von Pergamon, 49-50.

54 Beate Bohlendorf-Arslan, “Die Beziehungen zwischen byzantinischer und emiratszeitlicher Keramik,”
Ortagag ‘da Anadolu, Prof. Dr. Aynur Durukan’a Armagan (Ankara: Hacettepe Universitesi Edebiyat Fa-
kiiltesi, 2002) 147-148, 150; Taf.189 (7).

55 Arthur, Bizans ve Tiirk Donemi’nde Hierapolis (Pamukkale), 87, res. 33.

56 Oztaskin, “Byzantine and Turkish Glazed Pottery Finds from Aphrodisias,” 179, P1.7 (8,9).

57 Miletos Piskoposluk Sarayi kazisinda, 0206-0208, 0308, 0410 ve 0605 kontekstlerinden hareketle 14.-15.
yiizy1l Beylikler Donemine tarihlendirilen Cok Renkli Sgraffito seramikler i¢in bkz. Philipp Niewdhner, “Der
Bischofspalast von Milet,” Archaologischer Anzeiger 2015/2 (2016), 251, dipnot 337, fig.100, 252.

58 Beate Bohlendorf-Arslan, “Stratifield Byzantine Pottery from the City Wall in the Southwestern Sector of
Amorium,” Canak, Arkeolojik Kazilarda Ele Gegen Geg¢ Antik, Bizans, Sel¢uklu ve Osmanli Seramigi ve
Mimari Seramigi (Canakkale, 1-3 Haziran 2005) Bildiri Kitabt Byzas 7 (Istanbul: Ege Yaynlari, 2007), 91,
92. Ek renklendirmede, yesil, yesil ve kavuni¢i, yesil-kahverengi kombinasyonlar: kullanilmistir. Hamur
analizleri ile yerel tiretim “Anaia Mal1” olarak tanimlanan 13. yiizy1l kaplar1 da yesil ve kavunigi ek renklen-
dirmeli sgraffito teknikle bezelidir. Tek renk sirli bezemeli veya sgraffito bezeli iiretimlerin (6nceki yayimlar-
da Zeuksippus Ailesi I olarak tanimlanan) , bezeme olarak diger bir varyasyonlaridir. Ince cidarlari ile parlak
renkleri ile de gecis veya Beylikler Doneminin ayni renkleri tasiyan ¢ok renkli tiretimlerinden farklidirlar.
Anaia i¢in bkz. Sylvie Yona Waksman, “The Identification and Diffusion of Anaia’s Ceramic Products: A
Preliminary Approach Using Chemical Analysis,” Byzantine Crafismen-Latin Patrons, Reflections from the
Anaian Commercial Production in the Light of the Excavations at Kadikalesi nearby Kusadas (Istanbul: Ege
Yaynlari, 2013), 104, Fig. V-1 (BYZ 349, 350).

59 Beylikler Donemine tarihli kaide ve govde parcast igin bkz. Giilgiin Yilmaz, “Ayasuluk Kalesi ve St. Jean
Anit1 Kazilarinda Bulunan Seramikler,” XVI. Ortag¢ag-Tiirk Donemi Kazilar: ve Sanat Tarihi Arastirmalart
Sempozyumu Bildirileri (18-20 Ekim 2012) Bildiri Kitab (Sivas: Cumhuriyet Universitesi Yaynlar, 2014),
870, Res. 5(b).
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rosu kazilar1 Bizans donemi sonrasinda da seramik iiretiminin devam ettigini ortaya
koymustur. Aralarinda yart mamul drneklerinde oldugu tek renk sirli ve ¢ok renkli
sgraffito seramikler renklerin kullanimi ve kompozisyon olarak iznik iiretimlerine
Ozgii gibi goriniir®,

Amorium I¢ sur buluntular1 arasindaki ¢ok renkli sgraffito bezemeli ¢anak ve bii-
yiik tabak formlarinin (T. 10-13) cogunlugu, kaliteli yap1 gosteren koyu ve agik yesil
tek renk sirli seramiklerle benzerdir (T.1: 1, 2, 4, 5; T.3: 1-4). T.1, 2, 3, 4’de yer alan
buluntularla T.10-12’dekiler arasinda dokulu beyaz astar yapilar1 bakimindan da ben-
zerlik vardir. Burada izlenen formlar, lizerlerinde tagidiklar1 bezeme kompozisyon ve
motifleri yukarida belirtilen birgok baska merkezden her iki tiiriin tipik 6rnekleridir®'.
Analitik ¢aligmas1 yapilmis yerel iiretim olarak beliren Miletos’tan yar1 mamul astarli
buluntular da 6rnekleri destekler®.

Simdilik sayisal azlik ya da tipik 6zellikleri olmadigindan analog imkani tasimayan
diger tek renk sirlt Amorium buluntulari (T. 6-9), buluntu seviyelerindeki durumlari
itibartyla diger buluntularla ¢agdas olmalidir.

Amorium’dan simdilik az sayida ele ge¢mis turkuaz sirli kaplara iliskin de daha
cok veriye ihtiya¢ vardir (T.9: 1). Islami gelenek tastyan bu tip kaplara iliskin, Bat:
Anadolu’da yerleri tam olarak tanimlanamayan iki farkli yap1 ile Ephesos; Perga-
mon Uretimleri tespit edilmistir. Analizlerle bunlarin kil karakterli astarlarinin Bizans
geleneginde oldugunu ancak kursun-alkali karisima bakir oksit eklentisiyle yapilan
opak sirin yenilik oldugu ortaya konmustur @, iznik® ve Sardis® civarinda da iiretim

60 Boyali Kazima grubunda degerlendirilen iznik Tiyatrosu kazis1 buluntularindan bazi rnekler igin bkz. Nur-
sen Ozkul Findik, Zznik Roma Tivatrosu Kazist Buluntulart (1980-1995) Arasindaki Osmanl Seramikleri
(Ankara: T.C. Kiiltiir Bakanlig1 Yaymlari, 2001), 92, Fot.83 (yar1 mamul); 94, Fot.85-87; 95, Fot.90-93. iznik
Cini Firinlari kazisindan 14.-15. yilizyil Bizans-Osmanli Gegis Donemi olarak tarihlenmis 6rnekler i¢in bkz.
Oktay Aslanapa, Serare Yetkin ve Ara Altun, I[znik Cini Firinlart Kazist (1981-1988) II. Dénem (Istanbul:
Tarihi Arastirmalar ve Dokiimantasyon Merkezleri Kurma ve Gelistirme Vakfi, 1989), 57, kazi.env.no.1,3;
81, kazi env.no.82/2.

Biiyiik tabaklar/¢anaklarin agiz kenar pargalari form olarak ortak bir durum gosterse de Ephesus/Ayasuluk’tan
ele gecen yerel tiretim 6rnekleri tondolarindaki kabartma halkalarla Amorium buluntularindan farklidir. Bkz.
Yilmaz, “St. Jean (Aziz Yuhanna ) Kilisesi Atrium Kazilarinda Bulunan Seramik Eserler,” Kat.2.3; Kat. 2.4
Tire Kutu Han’dan Beylikler Dénemine tarihli bazi yesil veya kavuni¢imsi sar1 sirli kaideler cidar ve formu
bakimindan kendi arasinda uyum gosterse de Amorium buluntularindan ayrilir. Ugar ve Ugar, “Tire Kutu
Han Kazis1 Beylikler ve Osmanli Donemi Seramikleri,” 10, Tab.3.e,f,h.

6

—

62 Yarimamul Miletos buluntulari ve analizler i¢in bkz. Sylvie Yona Waksman vd., “Moulded Wares Production
in the Early Turkish/Beylik Period in Western Anatolia: A Case Study from Ephesus and Miletus,” Journal
of Archaeological Science: Reports 30 (2015), 667, form olarak Fig. 2 (980-55); yart mamul olarak bezeme
i¢in 667, Fig. 2 (982, 56).

63 J. Burlot vd, “The Early Turkish Pottery Productions in Western Anatolia: Provenances, Contextualization
and Techniques,” Poster Presentation in XI th Congress AIECM3 on Medieval and Modern Period Medi-
terranean Ceramics (19-24 October), vol. I (Antalya: Kog¢ Universitesi Vehbi Kog¢ Ankara Aragtirmalari
Uygulama ve Aragtirma Merkezi, 2018), 29.

64 Bazi ornekler igin bkz. Ozkul Findik, znik Roma Tivatrosu Kazist Buluntulart (1980-1995) Arasindaki
Osmanly Seramikleri, 131, Fot. 124, 125; 134, Fot.138-140.

65 Scott ve Kamilli, “Late Byzantine Glazed Pottery from Sardis,” 687.
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oldugu belirtilmektedir.

T.9: 2°de yer alan siralti boya teknigi ile firca darbeleriyle sekillenmis bitkisel
dekorlu parcalar Milet Tipi olarak taninan kaselere aittir. Bezemede kobalttan ziya-
de acik mavimsi ton boya kullanilmistir. Amorium Asagi Sehir kazilarindan da 14.
ylizy1l ortasina tarihlenmis Milet Tipi seramik parcalar1 yayinlanmis olmakla birlikte
bunlarin dekor renkleri kobalt mavi olarak tanimlanmistir®®. Ancak bazilariin dis
yiizeylerinin yesil sirli olmasi burada tanitilan kase ile benzesmektedir®’. Az miktarda
ele gecmis Asag1 Sehir buluntularinin Iznik iiretimi Milet Tipi olmadig1 yazar tarafin-
dan belirlenmistir®®. Miletos, Ezine yakinlarinda Akgaabat®, Pergamon, Aphrodisias’,
Kiitahya’da’" tiretimi bilinen bu tipin cografi olarak Kiitahya ile iliskisi daha miimkiin
goriilmekle birlikte daha fazla buluntuya ihtiyag vardir’.

Amorium buluntusu astar boyamali basit agizli (T.15: 1) ve tablali tabak formlari
da (T.15: 2-3); tek renk, cok renk sirli sgraffito kaplarla benzerdir. Tablali agi1z kenar
formu ve dekorasyon anlayis1 bakimindan yakinlik gosteren astar bezemeli bir tabak
Aphrodisias’tan ele gegmistir. Beylikler Donemine tarihlendirilmis tabakta, agik ye-
sil sir kullanildig: ifade edilmekte olup’ Amorium T.15: 2’deki tabagin dudak tizeri
acik yesil renk ile sirlidir. Erken Osmanli déneminin iznik {iretimleri de ¢ok stilize
olmamus bitkisel kompozisyonla kendini belli eder™.

Daha fazla kazi ve arastirma sonuglari neticesinde Beylikler Donemi kaplar1 bii-
yiikliikleri, cidar kalinliklari, agiz kenarlari ve bazi 6rneklerde kaide formlarinda be-
lirlenen 6zellikler daha iyi taninmaya baglamistir”. Cok renkli sgraffito seramikler-

66 Nursen Ozkul Findik, “Turkish Glazed Pottery,” Amorium Reports II: Research Papers and Technical Re-
ports (Oxford: BAR International Series 1170, 2003), 109.

67 Ozkul Findik, “Turkish Glazed Pottery,” 106, 111, 116, 207, P1.18, Kat.19, fig.VI1/3.19.

68 Ozkul Findik, “Turkish Glazed Pottery,” 106.

69 John Walker Hayes, Excavations at Saraghane in Istanbul, vol.Il: The Pottery (Princeton: N.J., Princeton
University Press, Washington: D.C: Dumbarton Oaks Research Library and Collection, 1992), 238, dipnot.4.

70 Frangois, “Element Pour I’historie Ottomane d’Aphrodisias: la Vaiselle de Terre,” 182.

71 Genis bilgi igin bkz. Faruk Sahin, “Kiitahya Cini-Keramik Sanati ve Tarihinin Yeni Buluntular A¢isindan
Degerlendirilmesi,” Sanat Tarihi Yilligi 9/10 (1979-1980), 259-286; Lale Doger, “Ge¢misten Giliniimiize
Kiitahya Ciniciligi”, Antika&Dekorasyon ve Sanat Dergisi 34 (1996), 152, Res.1.

72 Milet Tipi olarak tanman kaselerin buluntu yerlerine iligkin toplu bilgi i¢in bkz. Niewdhner, “Der Bischofs-
palast von Milet,” 253.

73 Buluntu icin bkz. Oztagkin, “Byzantine and Turkish Glazed Pottery Finds from Aphrodisias,” 178, PL7 (7).

74 1znik Tiyatro kazisindan bazi drnekler igin bkz. Ozkul Findik, Zznik Roma Tiyatrosu Kazist Buluntular: (1980-
1995) Arasindaki Osmanli Seramikleri, 30, Fot.1,2; 31, Fot.5,6. Iznik Cini Firmnlar1 kazisindan 14.-15.yiizy1l
Bizans-Osmanli Gegis Dénemi olarak tarihlenmis 6rnekler igin bkz. Aslanapa, Yetkin ve Altun, [znik Cini
Firinlart Kazist (1981-1988) 1I. Donem, 81, kazi env.no.82/4; 146.

75 Bazi 6rnekler i¢in bkz. Olug Arik, “On the Ceramics Found in the Preliminary Phase of the Pegin excavation,
Canak,” Arkeolojik Kazilarda Ele Gegen Geg Antik, Bizans, Sel¢uklu ve Osmanli Seramigi ve Mimari Sera-
migi (Canakkale, 1-3 Haziran 2005) Byzas 7 (Istanbul, Ege Yaynlari, 2007) 528, T.9 (Begin); Gok Giirhan,
“1995-2009 Yillar1 Arasinda Ortaya Cikarilan Seramiklerin Degerlendirilmesi,” 45-70, 58, Foto.4 (Begin);
Bohlendorf-Arslan, Die Glasierte Byzantinische Keramik aus der Turkei, Teil.1ll, Taf.110 (445); Bohlendorf-
Arslan, “Die Beziehungen zwischen byzantinischer und emiratszeitlicher Keramik,” 155, Abb.5-7; Spieser,

102



Doger, Armagan / Amorium, Yukari Sehir i¢ Sur Alani Kazisindan Geg Ortagag Sirli Seramikleri Uzerine ilk Gozlemler

de, Bizans geleneginde kil kaynakli astar ve kursun esash sir kullanimi analizlerle
belirlenmis olsa da’”, bazi esinlenmelerin diginda ¢ogu kez daha natiiralist ve 6zenli
bitkisel dekorlu Islami kaplarin ¢ok stilize edilmis yorumlarmin tercih edildigi tarzlari
ile de kendilerini belli ederler.

Sonug¢

Bu calismada incelenen ¢ok renkli seramikler en fazla Amorium Yukari Sehir, Ka-
racahisar Kalesi ve yakin ¢evresi, Aphrodisias, Ephesos buluntulari ile form, bezeme
teknigi ve kompozisyonlar ile yakinlik gosterir. Amorium Yukar1 Sehir buluntular:
14. yiizyilin 3. ¢eyregine tarihlenmistir. Ayn1 yerden tek renk yesil sirli buluntular i¢in
ise 13. yiizyilin ikinci yarisi-14. yiizy1l onerilmistir.

14. yiizy1l Anadolu’sundaki karmasik siyasi yap1 igerisinde, arkeolojik verilerin
tasnif ve yorumlari kolay olmamakla birlikte yukarida da belirtilen son ¢aligmalarla
daha tanimlanabilir bir veri tabani olugmaya baslamistir. Yeni 6nermeler ve buluntular
arasinda Amorium’da daha dnce saglam kontekstlerden bilinen Bizans seramiklerine
rastlanilmamis olmasi da goz 6niine alinarak ¢alisma alaninda da Erken Tiirk/Beylik-
ler Dénemi verilerinin belirdigi soylenebilir’.

Yukar1 Sehir I¢ Sur GB Alanindan ayni seviyelerde ele gegen tek renk (bezemeli-
bezemesiz) seramikler ile ¢ok renk sirli sgraffito seramikleri 14. ylizyilin ortasi-15.
ylizy1l bagina tarihlemek miimkiin goriilmektedir. Milet Tipi kasenin benzerleri igin
de 14. yiizy1l ortasi-15. yilizyil 6nermeleri olmakla birlikte daha net tarihlemeler i¢in
daha fazla veriye ihtiyac vardir. Kazinin seramik disinda diger buluntularinin da de-
gerlendirmeye katilmasi ile daha dar bir tarih araligi 6ngoriilebilir. Sirli seramik bu-
luntularin ¢ogunu, bolgedeki Selguklu Egemenliginden Erken Osmanli Egemenligine
gecis siirecinin Geg Ortagag buluntular olarak tanimlamak miimkiindiir.

Die Byzantinische Keramik Aus der Stadtgrabung von Pergamon, Taf. 53 (507, 509, 510).

76 Burlott vd., “The Early Turkish Pottery Productions in Western Anatolia: Provenances, Contextualization
and Techniques,” 429.

77 Burlott vd., “The Early Turkish Pottery Productions in Western Anatolia: Provenances, Contextualization
and Techniques,” 429.

78 Amorium kazilaridan Bizans seramikleri i¢in bkz. Beate Béhlendorf-Arslan, “The Pottery from Destruction
Contexts in the Enclosure,” Amorium Reports 1I: Research Papers and Technical Reports. (Oxford: BAR
International Series 1170, 2003), 153-179; Beate Bohlendorf-Arslan, “Stratifield Byzantine Pottery from the
City Wall in Southwestern Sector of Amorium,” 273-294; Beate Bohlendorf-Arslan “Die Mittelbyzantinische
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Ek.1 /Mal Gruplarina gore buluntu uygunluk durumu

Yukar1 Sehir IS Alan1 1 No.lu A¢ma +976.21m./T.7:2 (AMR18.707 tek renk agik sar1 sirl1); T.16:3
(yesil lekeli)

Yukari Sehir IS Alan1 1 No.lu Agma +975.31m./IS T.5:1-3 (AMR18.702, AMR18.703, AMR 18.704
tek renk agik yesil sirl1 )

Yukar1 Sehir IS Alan1 1 No.lu A¢ma +974.08-972.78m./T.6:5 (AMR17.76 ig tek renk sarimst yesil
sirli)

Yukar1 Sehir IS Alan1 2 No.lu A¢ma +977.10-976.44m./T.10:3 (AMR17.127 yesil ve erguvan le-
keli); T.16:5 (AMR17.130 sirs1z)

Yukari Sehir IS Alan1 2 No.lu Sondaj +976.70-976.00m./T.8:4 (AMR17.201 kavunigimsi sar1 renk
sirli)

Yukari Sehir IS Alani 3 No.lu A¢ma +976.94-976.43m./T.1:1,3 (AMR17.167, AMR17.182) (tek
renk koyu yesil sirl) ; T.6:4,7 (AMR17.224, AMR17 (tek renk sarimsi yesil- yesil sirli); T.11:4
(AMR17.171 yesil ve erguvan lekeli)

Yukari Sehir IS Alan1 3 No.lu Sondaj +976.68-976.49m./T.4:2 (AMR17.74 tek renk koyu yesil sirl1)
Yukari Sehir IS Alan1 4 No.lu Agma dogu /T.1:2 (AMR18.701 tek renk koyu yesil sirlr)

Yukari Sehir IS Alan1 4 No.lu Sondaj +975.45-981.62m./T.6:3 (AMR17.218 tek renk sarims1 yesil
sirli)

Yukari Sehir IS Alan1 4 No.lu Sondaj +978.45-976.73m./T.3:2 (AMR17); T.4:7(AMR 17.116) (tek
renk koyu yesil sirlr)

Yukari Sehir IS Alani 5 No.lu A¢ma +978.65-778.25m./T.6:2 (AMR17.366 tek renk sarims1 yesil
sirlr)

Yukar1 Sehir IS Alani 5 No.lu Acma +977.81-777.28m./T.2:1-4 (AMR18.711, AMR18.710,
AMR18.606, AMR18.592 tek renk koyu yesil)

Yukari Sehir IS Alani 5 No.lu Agma +977.45m./T.8:2 (AMR18.708 kavunigimsi sar1 sirh); T.15:1
(AMR18.709 astar bezemeli )

Yukar1 Sehir IS Alan1 5 No.lu A¢ma +977.81-777.72m./T.11:5 (AMR18.521 yesil ve erguvan lekeli)

Yukar1 Sehir IS Alan1 6 No.lu A¢ma +976.43m./T.7:1 (AMR18.480 tek renk agik sar1 sirl1 ); T.13:
3 (AMRI18.579 yesil ve erguvan lekeli)

Yukari Sehir IS Alan1 7 No.lu A¢ma +976.88m./T.3:1 (AMR18.199 tek renk koyu yesil sirl); T.9:1
AMR18.713 (turkuaz sirlr)

Yukar1 Sehir IS Alan1 7 No.lu A¢ma +976.28m./T.1:5 (AMR18.245); T.2:5 (AMR18.712) (tek renk
koyu yesil sirlt); T.10:4 (AMR18.248 yesil ve erguvan lekeli)

Yukar1 Sehir IS Alani 9 No.lu Acma +978.57m. dogu kod/T.15:4,5,6 (AMR18.714, AMR 18.715
astar bezeli); T.12:2,3 (AMR18.720, AMR18.723 yesil ve erguvan lekeli)

Yukari Sehir IS Alan1 9 No.lu Agma +978.51m. bat1 kod/T.1:4 (AMR18.718 tek renk koyu yesil
sirl); T.11: 8 (AMR 18.722 yesil ve erguvan lekeli)

Yukar1 Sehir IS Alan1 4 no.lu sondaj +978.45-976.73m./T.2:3 (AMR17.115 tek renk koyu yesil sirl1)
Yukar1 Sehir IS Alan1 9 bat1 kod/T.8:5 (AMR18.719 kavunicimsi sar1 sirl)

Yukari Sehir IS Alan1 10 No.lu A¢ma +977.76m./T.6:6 (AMR18.410 tek renk yesilimsi sar1-yesil
sirl) T.11:3,6 (AMR18.425, AMR18.507;T.13:1 (AMR18.202 yesil ve erguvan lekeli); T.16:1
(AMR18.199 tek renk sirlr)
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Yukar1 Sehir IS Alani 11 No.Ju A¢ma +976.63m./T.1:6,7 (AMR18.743, AMR18.733; T.3:
4 5,6,7,8 (AMR18.728, AMR18.742, AMR18.731, AMRI18.744, AMRI18.732); T.4:6,8
(AMR18.342, AMR18.197 (tek renk koyu yesil sirl1) ; T.6:6 (AMR18.410 tek renk sarimsi ye-
sil); T.7:3 (AMR18.740 tek renk agik sar1 sirl ); T.8:3 (AMR18.730 kavuni¢imsi sart sirlt); T.9.2
(AMR18.735 Milet Tipi?); T.10:1,2 (AMR18.737, AMR18.739); T.11:2 (AMR18.734); T.12: 1,5
(AMR18.738, AMR18.747); T.13:4 (AMR18.181, T.14:1 (AMR18.727) (yesil ve erguvan lekeli)

Yukari Sehir IS Alan1 12 No.lu A¢ma +977.70m./T.4:1,4,5 (AMR18.467, AMR18.418, AMR18.433)
tek renk yesil sirli; T.10:5 (AMR18.470); T.11:1 (AMR18.424); T.13:2, 5 (AMR18.576,
AMR18.518; T.14:2,3 (AMR18.429, AMR18.475) yesil ve erguvan lekeli)

Yukari Sehir iS Alam tammsiz T.2:6 (AMR18.476 tek renk yesil sirlr); T.15:2,3 (AMR18.184 astar
bezeli); T.12:6 (AMR18.747 yesil ve erguvan lekeli); T.16:2 (AMR18.478 tek renk sirli) T.16:2
(AMR18.746 ¢ok renkli sgraffito?)

Ek.2/ Tablo iceriginde buluntu alanlari
T.1:1,3 (AMR17.167, AMR17.182) 3 No.lu A¢cma +976.94-976.43m.
T.1:2 (AMR18.701) 4 No.lu A¢cma dogu
T.1:4 (AMR18.718) 9 No.lu A¢ma +978.51m. bat1 kod
T.1:5 (AMR18.245) 7 No.lu Agma +976.2m.
T.1:6,7 (AMR18.743, AMR18.733 11 No.lu A¢ma +976.63m.
T.2:1-4 (AMR18.711, AMR18.710, AMR18.606, AMR18.592 5 No.lu A¢cma +977.81- 777.28m.
T.2:3 (AMR17.115) 4 no.lu sondaj +978.45-976.73m.
T.2:5 (AMR18.712) 7 No.lu A¢cma +976.28m.
T.2:6 (AMR18.476) Alan1 tanimsiz
T.3:1 (AMR18.199) 7 No.lu A¢ma +976.88m.
T. 3:2 (AMR17) 4 No.lu Sondaj +978.45-976.73m.
T.4:1,4,5 (AMR18.467, AMR 18.418, AMR 18.433) 12 No.lu A¢ma +977.70m.
T.4: 6,8 (AMR18.342, AMR 18.197) 11 No.lu A¢ma +976. 63m.
T.4:7 (AMR17.116) 4 No.lu A¢ma +978.45-976.73m.
T.4:2 (AMR 17.74) 3 No.lu A¢ma +976. 68-976.49m.
T.5:1-3 (AMR18.702, AMR.18.703, AMR 18.704) 1 No.lu A¢cma +975.31m.
T.6:2 (AMR17.366) 5 No.lu A¢ma +978.65-778.25m.
T.6:3 (AMR17.218) 4 No.lu A¢ma +975.45-981.62m.
T.6:4,7 (AMR17.224, AMR17) 3 No.lu A¢cma +976. 94-976.43m.
T.6:5 (AMR17.76) 1 No.lu A¢ma +974. 08-972.78m.
T.6:6 (AMR18.410) 10 No.lu A¢ma +977.76m.
T.6:6 (AMR18.410) 11 No.lu A¢ma +976.63m.
T.7:1 (AMR18.480) 6 No.lu A¢ma +976.43m.
T.7: 2 (AMR18-707 1 No.lu A¢ma +976.21m.
T.11:3, 6 (AMR 18.425, AMR 18.507) 10 No.lu A¢ma +977.76m.
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T.11:5 (AMR18.521) 5§ No.lu A¢ma +977.81-777.72m.

T.11:8 (AMR18.722) 9 No.lu A¢ma +978.51m. bat1 kod

T.7:3 (AMR18.740) 11 No.lu A¢cma +976.63m.

T.8:2 (AMR18.708) 5 No.lu A¢cma +977.45m.

T.8:3 (AMR18.730) 11 No.lu A¢ma +976.63m.

T.8:4 (AMR17.201 2 No.lu A¢cma +976 70-976.00m.

T.8:5 (AMR18.719) 9 bati kod

T.9:1 (AMR18.713) 7 No.lu A¢ma +976.8m.

T.9.2 (AMR18.735) 11 No.lu A¢ma +976.63m.

T.10:1,2 (AMR18.737, AMR 18.739) 11 No.lu A¢cma +976. 63m.
T.10:3 (AMR 17.127 2 No.lu A¢cma +977. 10-976.44m.

T.10:4 (AMR18.248) 7 No.lu A