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18. YUZYILDA ISTANBUL CESMELERI VE
AYASOFYA SADIRVANI

SEZER TANSUG

Ayasofya Miizesi Asistani

Istanbulun tarihi mimarisinde ken-
dine has bir yeri olan ¢esme, sadirvan,
sebil gibi su yapilari hakkinda bugiine
kadar cesitli calisma ve incelemeler ya-
pildi.  Fakat genellikle bu ¢alismalarin
plastik ve dekoratif Gslp kritigi yoniin-
den olmadiklar1 goriiliiyor. Cesme ve se-
bil yapilarin1 grup halinde tasnife yone-
len galigmalarin gayesi, vesika ve malze-
me kaynag teskil edecek birer eser orta-
ya koymaktan ibarettir. Bununla beraber
bu yapilar, bilhassa onarimlari vesilesiy-
le daha ileri bir safhada degerlendirmeye
yonelen calismalar da yapilmustir. Bu de-
gerlendirmeler, eserlerin sanat tarihi agi-
sindan tam anlamiyle bir yorumlanis ve
aciklaniglarindan cok ihtiva ettikleri plan
kesit ve rolovelerle dikkati cekerler. Bu
bakimdan bu ¢alismalari tam bir deger-
lendirme degil, birer tanitma olarak gos-
termek miimkiindiir. Bir takim dergilerde
ve Tiirk sanat tarihi ile ilgili kitaplarda
yer alan bu konudaki yazi ve notlar da
hi¢ siiphe yok ki 6nemsiz sayilamaz. Ce-
sitli yonlerdeki calismalarin geliserek iler-
de bu eserlere 151k tutan, onlar1 biitiin yan-
lartyla ortaya koyan yeni ve degerli galig-
malara varacagr timit edilebilir.

*

Istanbul'da ozellikle 18 Yy. da yapil-
maya baglanmis olan bazi su yapilar1 ba-
gimsiz. mimari karakterleriyle basght bagi-
na ele alinmay: gerektiren bir deger tagi-
yorlar. Bunlar1 mimari ve dzellikle deko-
ratif disldp gelismesini takip edebilmek

icin birinci derecede eserler saymak da
miimkiindiir.

Gesme ve sebil mimarisi 18 Yy. dan
itibaren bir amit vasfi kazanmaya basladi.
Boylelikle bagimli bir mimari par¢a ol-
maktan kurtuldu. Hattd denebilir ki su
ile ilgili fonksiyonun Gnemi bile ikinci
dereceye diistii. Bunlar herseyden once
bir alan, bir avlu, bir kose, bir duvar sat-
hi boslugunu degerlendiren  plastik bir
satth-hacim  birlesimi roliinii oynamaya
basladilar.  Bugiin bu eserlerin onarilip
aydinliga ve hayata kavusturulmug olma-
lar1 sevindiricidir.

18. Yy. da Avrupa tesirlerine yone-
lisle bu eserlerin meydana getirilisi ara-
sinda iligkiler oldugu besbellidir. Bu yeni
temayiilii sanatta ve diigncede natiira-
list bir ilginin, bir ¢esit tabiat duyarliginin
dogusuna bagliyabildigimiz gibi, satihg
karakterinden fazla bir sey kaybetmeyen
plastik duyarlik icinde yeni bir hacim
zevkinin uyanisi olarak da ifade edebili-
riz.

Ayasofya sadirvani hakkindaki di-
stincelerimize ge¢meden o6nce 18. Yy.n
ilk yarisinda Istanbul’da yapilmis olan 6-
nemli ¢esme yapilarinin karakteristik yan-
lar1 {izerine genel bir agiklamay1 ve bun -
lar arasindaki ortak iislip 6zelliklerini a-
rastirma denemesine girismeyi faydali ko-
riiyoruz.

*

Bu eserler arasinda en 6nemlilerinden
biri olan Tophane ¢esmesi Tophanede Si-

N



94 SEZER TANSUG

nan’in son eseri olan Kilic Ali Pasa ca-
miinin yanindaki alana kondurulmustu.

Bagimsiz ¢esme yapilari arasinda masif -

kiibik 6rnegin bir saheseri olan bu yap1
dort cephesinde tekrarlanan geometrik ve
nebati motif diizeniyle carpici bir satih
plastiginin tam ifadesidir. Cephelerin tez-
yini istifi geometrik bir cergeve tizerinde
dengelenir. Plastigin en kuvvetli aksani
istiridye kabugu tezyinath kose kesimle-
rini tamamlayan firlak sarkitlarin (stalak-
titlerin) dort kosedeki tekrarn ile saglanir.
Késelerde biiyiik cepleri ayiran dar cephe
kesimlerinin sarkitlara kadar varmasiyla
adeta kiibik yap1 biitiiniinde geometrik
sertligin ve kitlenin kirildig1 bir mahiyet
degisikligine ugrar.

Tophane ¢esmesinde kose sarkitlarin
basik rolyef tezyinatli genis bir kusak bi-
ribirine bagliyor. Bu genis kusagin altin -
daki firlak silme de bir cesit kat, alt tist
bolmesi yerine geciyor. Kose sarkitlart bu
alth distlii kat sisteminin arasinda adeta
bir ¢esit sembolik tagima unsuru oluyorlar.
Bu kat sistemi hakkindaki agiklamaya gi-
rismekten maksadimiz aslinda agir bir
kiitle yapis: olan Tophane gesmesinin sa-
th tanzimi yoluyla hafif ve zarif bir te-
sir biraktigini hatirlatmak igindir.  Ger-
cekten de aslinda Tophane ¢esmesi tistiine
sacak ve kubbe kondurulmus biiyiik 6lcii-
de agir bir geometrik bicimden, kiitlevi
bir kiibden baska bir sey degildir.

Tophane ¢esmesindeki  geometrik
cerceve diizeni de iki kademe arasindaki
abanma - tagima iliskisini kesin bir inti-
baa gotiirmektedir. Alttaki dikine cerge -
veler tezyini satth mekanmin tastyict un-
surlari, tstteki yatik kusaklar ise abanan
unsurlardir. Fakat hi¢ stiphesiz tagryic in-
tibain en kuvvetli unsuru sarkitlarla son
bulan dikine kose kesimlerinde kendisini
gostermektedir.

Dikkat edilirse satthmekAnin derinlik
intiba1 dikine diizenlenmis alt bolmelerde
daha belirli ve Adeta seffaftir. Ortadaki
sivri kemerli ayna tagt ve simetrik sta-
laktitli nigler derin girintileriyle bariz bir
151k-golge tesiri de tagirlar.

Tezyinatin hazirlanmus cerceve kas-
nagina islenmesinde satith¢i sanatimizin

esprisi biitin kuvvetiyle kendisini hisset -
tirmektedir. Sathin istifinde diiz bir bos-
luk birakilmadig: halde bu istifin rahat-
lik verici olusu ilgi ¢ekici degil midir? Bu
istif ancak belli bir geometriyi hedef tu-
tarak tezyini bir kaos olmaktan kurtul -
mustur. Stilize edilmis cesitli motifleri di-
zenleyen duyarhiga ayni zamanda siki bir
lojigin katilmis olmasi bu sonuca yardimei
oluyordu. Bunun yaninda satih tizerindeki
aksanlarin miinasebeti de bu tezyini zev-
kin bagarisinda ayr1 bir rol oynamislardur.
Yatk ve dik cerceveler arasindaki bariz
muvazene iliskisi ¢ikintili kose sarkatlariy-
la girintili nig sarkitlart arasindaki iliskiy-
le de bir hayli kuvvetlenmektedir.

Tophane ¢esmesinde miisahede ettigi-
miz geometrik satth ve hacim birlesimi -
nin gercek ménast kisaca, kaba bir kiitle-
yi yumusatmak, canlandirmak ve bundan
hakik? bir plastik saheser ¢ikartmak gaye-
sini tastyor. Bir kiitle karsisindaki bu di-
zen zevki kiitleyi oyarak ona derinlik ve
form kazandiran duyarliktan geride ol-
madig1 gibi plastikte geometrik esas ana
elemanlara  yonelen cagdas ihtiyac ve
zevke de ipuclari verecek degerdedir.

Satihla kiitle arasindaki bu iliski, Is-
tanbuldaki Sultanahmet, Azapkaps, ve Us-
ktidardaki abidevi ¢esmelerin de ana -
zelligini tayin edici mahiyettedir. Gergi
Sultanahmet ve Azapkapt cesmeleri gibi
anitalrda sebekeli sebillerin  bulunmast
bunlarin mekin bosluklariyla hafifledigi
intibain1 uyandirir. Ama gene de bunlarin
tezyini tanzim yoluyla hafifletilmis ve ya-
yilmug satthlarin plastigi haline gelmis ol-
duklart asikirdir Dort cephesi olan kii-
bik Sultanahmet ¢esmesinin dort kogesin-
Jeki scbil ¢ikintilar: mekan yapilarina has
mimari 6zellikten ziyade agir kiitleyi ha
fifleten koge aksanlari temayiiliint akset
tirirler. Bu defa bu aksan bir tasima sem-
bolii olarak degil, yuvarlak sebil satihla-
riyla diiz cephe satihlart arasindaki ritmik
baglant1 ve sebil bosluklariyla sagir cep-
he diizenleri arasinda bir acilip kapanma
armonisi meydana getirir tarzindadir.
Yapiya hem agir bir kiitle hem de hafif,
kirilabilir bir intiba veren bu karsilikls i-
liskilerdir.
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Demek ki bu yapilarda karakteris-
tik bir ozellik olarak, biribirlerine kargi-
likl1 tesirlerini veren ve kiitle satth miina-
sebetinden dogan bir gerilim, bir cesit ¢a-
tisma miisahede ediyoruz. Tekrar edilmis
tezyini gergeve satthlarinin statik diizenini
seyrinden vazgecilemeyen bir dinamik du-
yarlik katina yukseltlvcren de belki bu ge-
rilimdir.

Azapkap: meydan ¢esmesinde de or-
tadaki sebil ¢ikintisiyla iki yandaki tez-
yini ¢esme cepheleri arasinda boyle bir
miinasebetten bahsedilebilir. Bu simetrik
kurulusun dort cepheli bir yap: meyda -
na getirmekten pek farki olmadigi, hattd
bu kurulugla dort cepheli bir yapidan edi-
nilen duyarliga da tamamen erisilmis ol-
dugu sdylenebilir. Bu kurulusu tamamla-
yan arkadak: kiitlevi yap1 (hazne) tezyi-
ni cephenin tabii bir devami olarak go-
riinmektedir. Azapkapt ¢esmesinin ku-
ruldugu tarihte meydanin bigimine uy-
mak zorunda oldugu, ama buna ragmen
ustalikli diizeni sayesinde azami bir abi-
devi tesire ulasti1 kolayca tahmin edilebi-
lir.

Hacim satih arasindaki iligkiyi Uskii-
dar ¢esmesinde de miisahede etmiyor mu-
yuz? Kiibik agir yapi, koge {istlerindeki
firlak konsol tezyinati ile ister istemez bi-
zi ayni intibaa siiriikliiyor. Kose kesimle-
rinin ihtiva ettigi kiiclik yalakli yiiksek
cesmeler bu kiitle kiric1 aksana ozel bir
satth deferi getirdikleri gibi, iki karg-
likli cephede tekrarlanmis olan simetrik
niglerin {ist dolgular: kése konsollarryla
Tophane ¢esmesindekine benzer bir mi-
nasebet ortaya koyuyor.

Bu kisa actklamayla neyi ifade etmek
istiyoruz? Burada karsimiza kiibik cesme
plastigi ile hakiki mimari arasindaki fark-
Lilik ve baglilik meselesi ¢ikmaktadir.
Dikkat edilirse bu plastikte mimari duy-
gunun sastlacak bir tesiri s6z konusudur.
Gene bu kiibik yapilarin  mekén ortiisii
fonksiyonu olmayan kubbelerle yiikseltil-
mesinde de mimari duygunun tesiri ba-
rizdir. Bu &zelligi mimariye ozenen bir
tezyini duyarlik diye anlatmak da miim-
kiindiir.

Genel olarak biitiin  gesme plastigi -
nin, yani duvar satihlarina gelisi giizel
kondurulanlardan tutun, kése ve meydan
bosluklarini dolduranlarina kadar hepsi-
nin ¢ok defa tam bir mimari unsur olan
kemer Orglisti bi¢iminde, veya bu unsu-
run mutlaka kullanildigr bir tarzda ele
alinmig olmalari hakiki fonksiyonel mi-
mari ile bu farkh baglilik, bu ana 6zenis
fikrini kuvvetlendirmektedir.

Su mimarisini biitiintyle ayr1 bir
grup halinde diistinmek ve ele almak ge-
rektigi zaman, bu gruplasmanin, bir ¢ok
tezyini satth degerlerine, sembolik mima-
ri unsurlara ve 6zelliklere baglanmug bir
sahte mimari yahut da bir cesit siis mi-
marisi meydana getirdigini ileri stirmek
yanlis m1 olur bilmiyorum?

Bu konuda, yani tezyini satth-hacim
plastigi ile mimari duygunun baglilig1 ko-
nusunda baska unsur ve drnekler de hatir-
lamak miimkiindiir. Yukarda ana bir un-
sur olarak kullanildigini gordiigiimiiz ke-
mer, daha dogrusu sahte kemer gibi mi-
mari bir unsur oldugu su gotiirmez olan
siitun, daha dogrusu sahte siitun da ¢ok-
defa plastigin ana unsurlarindan biri olu-
vermektedir. Siitun biciminde ¢esme or-
nekleri gostermek de miimkiindiir. Bazan
havuz fiskiyesi ya da buna benzer mak-
satlar icin islenen mimari maket bigimle-
rindeki mermer tezyinatin bile plastik ha-
cm formlariyla mimari duygu arasinda-
ki miinasebetten dogmus oldugu diisiinii-
lebilir. Cesme yapilar1 vesilesiyle ortaya
gxkan bu mesele genel olarak Tiirk satih
plastigi hakkinda girisilecek bir incele -
mede cikis noktast olarak secilebilir ka-
naatindeyiz.

Bu genel ve kisa aciklamay: yapmak-
ta bagka bir maksadimizin da Ayasofya
sadirvan1 hakkindaki incelemede, burada
vardigimz sonuglarla ilgili baz1 sonuglara
varmakla belirecegi ilerde goriilecektir. A-
ma bu defa kiibik plistigin mimariye 6-
zenisini degil, fonksiyonel bir mimari i-
ligkinin, yani bir abanma tagima iliskisi-
nin tam aksine tezyini bir duyguya na-
sil tabi oldufunu, ve bu tezyini zevkin
mimarinin i¢ dig karakterine uyarak nasil
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organik bir birlesmeye dogru
miisahede edecegiz.

Dogrusu istenirse yalniz Ayasofya sa-
dirvaninda degil, genel olarak ge¢ devir
Osmanli mimarisinde fonksiyonel unsur-
larin tezyini bir zarafet endisesine ydne-
lisleri oldukca dikkat cekicidir ve bu mi-
mari devir hakkinda yapilacak 6zlu bir
incelemenin boyle bir meseleyi kendisine
cikis noktasi olarak secmesini teklif et-
memek, bu devrin baglica temayiilleri goz
ontine alindigi takdirde, dogrusu elde de-

gildir.

gittigini

*

Ayasofya Miizesinin avlusundaki sa-
dirvan soziinii ettiimiz cesme yapilar: gi-
bi oldukca bagimsiz bir hiiviyet tagima-
styla dikkati ¢ekiyor. Tophane, Sultanah-
met, Azapkapi, Uskiidar meydan cesme -
lerinde uygulanan Abidevi su yapilart or-
neginin bu defa abidevi bir sadirvan yapi-
sinda uygulanabilmesi icin herhalde Aya-
sofya avlusundaki bosluktan daha uygun
bir yer secilemezdi, Ayasofya atriumun -
dan baz: pargalarin mevcut oldugu devir-
de bizans colonnade’lart yaninda sadirva-
nin havuzu gevreleyen ince colonnade’lari
avlu iginde oldukca degisik, fakat herseye
ragmen uzlasici bir goriiniis birligi yara-
tiyordu. Bugiin atrium’dan gériiniirde e-
ser kalmamigtir, Fakat sadirvanla ayni za-
manlarda yapilmis olan sebil ve abdest
musluklart 6niindeki ahsap sacak colon-
nade’lari sadirvana akraba bir siitun fonu
meydana getirerek bir eksikligi baslangic-
ta gidermis bulunuyorlardi.

- Stitunlu bir avlu diizeni icinde yer a-
lan siitunlu sadirvan Tiirk mimarlarin 6
teden beri alisip sevmis olduklari, cami av-
hularinda bir ¢cok drneklerini meydana ge-
tirdikleri bir unsurdu. Ayasofya avlusun-
da ise genel minada, bir siitun nizaminin
uygulaniginda bu ahsilip, hemen hemen
kliselesmis goriintisiin disina ¢ikmak im-
kant bulunmustur. Ayni iisltip, ayni mad-
de ve teknik tonalitesinin, hatt2 ayni renk
tonalitesinin yeknesak nizamini ortaya
koyan kiilliye biitiinliigii  Ayasofya’nin i-
cinde ve cevresinde inga olunan gesitli ya-
pt ve unsurlarda bir mina ve espri degi-

sikligine ugruyordu. Burada bir defada
yapilip bitirilmis bir kiilliye gruplasmast
soz konusu degildi. Belli bir tarih siiresi
icinde zaman zaman yapilan iliveler ve
bunlarm degisen tslGplar: bu oriinal kiil-
liyeye serbest bir pitoresk — goriiniis ka-
zandirmugtir. Ayasofya killiyesini meyda-
na getiren yapilar'bu 6zellikleriyle mima-
ri topluluk ve gruplagsmada klise nizam -
dan kopabilen bir artistik tolerans: haber
veriyorlar. Bu da bir bakima bizans kili-
sesindeki mekéna adapte olabilen Tiirk
esprisinin, onu kii¢iik unsurlar ilavesiyle
kendisine maleden biiyiik miisamahast
gibi diistintiliip miitalea edilebilir.

Ayasofya avlusundaki Abidevi sadir -
vanin bagimsiz hiiviyeti bu aciklamalar -
mizla stiphesiz sinirlanmaktadir. Ama sa-
dirvan yapist biitlin biitiine bagimsiz bir
anit olarak gehrin bir meydanina kondu-
rulamazdi. Bu yapinin bir cami ile iliskide
olmasi kaginilmazdir. Ama Ayasofyanin
avlusunda olmast bu yapiya tislip bagim-
sizhg1 yoniinden kendi kendisine yetebi-
len bir anit karakteri de verebilmistir.

Bu arada bilhassa, sadirvanin bir si-
tun nizamiyla mimari bir fona bagland: -
gin1 belirtmemis, hatti sebil ve musluklar
ontindeki sacaklari tagtyan siitunlarla sa-
dirvan arasindaki miinasebetin tesadiifi
clmadigint ileri stirmemis de sz konusu
bagimsiz mimari hiiviyetin oldukca sinir-
landigin1 gosterir. Bu dogrudur, ama sa-
dirvanin hemen batisinda yer alan siibyan
mektebinin mimari {slp farkliigi bu
bagimsizhigr arttiran bir fon rolii oynami-
yor mu? Tugla ve tas siralarindan ibaret
erken devir teknigiyle inga edilmis olan
bu tek kubbeli, iki katli masif goriintislii
yap: hafif ve biiyiik kemer bosluklariyla
boliinen sadirvan yapisinin  iyiden iyiye
bagimsizca belirmesini saglayan bir fon
rolii oynuyor. Giineydeki muvakkithane,
Mudiiriyet gibi yapilar da gene sadirva-
nin kendi orijinal hiiviyetini ortaya koya-
bilmesine yardimei olan degisik iisliiptaki
satth ve kiitlelerle dikkati ¢ekiyorlar.

Ayasofya sadirvaninin  ¢evresindeki
yapilarla miinasebeti boylece yukarda a-
ciklamaya calistigimiz sekildedir.
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Ayasofya sadirvan1 mimari ve tezyini
karakteriyle belli bir slGp degismesi agi-
sindan son derece tipik bir drnek teskil
eder. Bu yapimnin bazi ana mimari 6rnek-
lerden daha ileri bir safhada klasik iis-
liptan barok {islfiba gecis hakkinda tam
fikir edinilebilecek bir eser oldugu soyle-
nebilir. Meseld sadirvanin ingasina yakin
bir tarihte inga edilmis olan Nuruosmani-
ye camii bir bakima barok tislp hakkmn-
da miibaligali fikir veren iddial1 bir or-
nektir. Buna mukabil sadirvanda barok
tislibun mutedil ve satihgi, klasik tislip-
la gok yakin ilintisi olan bir temsilcisini
gormek miimkiindiir, Nuruosmaniye’de
bu tslibun asiri yuvarlak satihlar elde et-
mek, yer yer derin girinti ¢ikintilarla kit-
leleri canlandirip hafifletmek gibi olduk-
ca sekilci bir yorumu séz konusudur. El-
de edilmek istenen 1s1ik gblge tesirleri,
kiitleler tizerinde yapilan sekilci oyunlarla
gerceklestirilmek  istenmistir. Buna rag -
men yapinin gene de miikemmel bir ba-
rok tesir tagimadi@ ileri siiriilemez.

Sadirvanda ise barok tesir biiyiik siv-
ri kemer bosluklarinin  stiindeki gergin
satthlarin muvazenesi ile temin edilmistir.
Ince siitunlarla taginmakta olan genis sa-

cak boslukta adetd siiziiliir gibi, adeti is-
tinatsiz durmakta oldugu intibaini uyan-
dirir.

Bir sadirvan yapis: esas itibariyle ge-
pecevre musluklu ve {istd ok defa ge-
bekeli bir havuz ile buna bir ¢esit kapak
vazifesi goren sacakl ve kubbeli agik bir
situn yapisindan meydana geliyor. Bazi
sadirvanlarda bu iki ana unsur birlestiril-
mis, siitunlarin ¢evresine sirayla dizili ol-
dugu havuz, yukarda ayni zamanda bir
kubbe de ihtiva eden tiirbe bigiminde bir
goriintis kazanmgtir.  Siitun aralarindaki
bosluklar da madeni sebekelerle kapatil -
mistir. Meseld Sultanahmet camii, Yeni -
cami avlularindaki sadirvanlar boyledir.
Bunlarin yaninda degisik tipte olan sadir-
vanlar da pek goktur. Siileymaniye cam’i
avlusundaki sadirvan dort koseli kiibik
bir mermer yapidir. Ama bu yapt gene de
{izerine diiz tavan ortiilii de olsa kapakl
bir havuz 6zelliginin digina ¢itkmamustir.
Ne var ki Siileymaniye camii avlusunda

* klasik siitun nizami miinasebetine bagim-

I1 kalinmamagstir. Sinanin Edirne’deki Se-
limiye camii avlusunda da basit, hatta is-
tii actk, hemen hemen yuvarlaga yaklasa-
cak bi¢imde poligon, ortasinda fiskiyesi
bulunan sade bir sadirvan havuzu kullan-
makla iktifa etmis olmasi da dikkat ceki-
cidir. Halbuki siitunlar ihtiva eden yu-
varlak ya da poligon sagakli agdirvan tip-
lerinde avlunun ortasina kondurulan bu
mimari unsurlar avlunun kubbeli ve sii-
tunlu diizenle kolay bir ritmik miinase-
bet saglamaktadir. Cami avlulari i¢inde
yer alan cesitli tipte sadirvanlar her za-
man avlunun &lgiileriyle ayni nispetler da-
hilinde de kondurulmamaislardir. Bunlar
arasinda avlu boglugunu iyiden iyiye da-
raltan biiytik olctililer oldugu gibi biyiik
bir avlu i¢inde &lgiileri buna nisbetle pek
kiiciik olanlarina da tesadiif edilebilir.

Avlularda ekseri kullanildigini gor -
digiimiiz cesitli tipten sadirvanlar acaba
nasil bir mimari orijine baglaniyorlar? Bu
stiphesiz herseyden 6nce ¢iplak bir Foslu-
gun doldurulmast prensibiyle ilgilidir.
Ihtiyac ve fonksiyon da bu prensipten ay-
rilmaz. Biiyiik Selcuk hanlarindan bazila-
rinin avlu mescitleri de herseyden 6nce
ortadaki boslugu degerlendiren birer un-
surdu. Cevresi sinirlanmis st acik bir
diizliik yayin bir beseri duyarlikla anitlar,
havuzlar, v.b. gibi cesitli unsurlarla deger-
lendirile gelmistir.

Sadirvanlarda siitunlar iizerinde tast-
nan kubbesiyle acik yapi eski dini mima-
ri sekillerle miinasebette gbriilebilir. An-
cak bu (indireckt) bir iligkidir. Asln -
da sacak ve kubbeli sadirvan 6rneginin,
bir ihtiyacin gerektirdigi sartlar icinde
mimarideki baslica temayiillere uymdk
tan ibaret oldugu belirtilmekle iktifa edi-
lebilir. Sadirvanlarla din? muhtevanin 6-
nemli bir 6zelligi, yani abdest zarureti de
gerceklestirilmektedir. Islim mistisizmin-
de suyun kazandig:r mana bu yapilara su-
yun kutsalligini dogrulayan, adeta kutsal
tabiat icin dikilmig bir amit vasfin1 yiik-
liiyor. Bu yapilar1 gevreleyen tezyini du-
yarlik da suya atfedilen bu kutsalligin di-
sinda degildir.
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Ayasofya sadirvani degisik sadirvan
tipleri ile yukarda agiklamaya calistigimiz
miinasebetler icindedir. Uslp 6zellikleri
bakimindan erken orneklerden ayriligina
gelince, sadirvanin yeni bir tsliip ¢aginin
hakiki bir temsiclisi olarak dikkati ¢ekti-
gini belirtmis bulunuyoruz. Istanbuldaki
mimari tisllp gelismesinin zorlamasiz, ta-
bii, organik bir {irGniidiir de demeliyiz.
Eski Grneklerle kiyaslandigi takdirde A-
yasofya sadirvaninda gelisme 6zelliginin
agikea ortaya ciktigi ve agir, kuvvetle ye-
re oturan (lagar) goriiniisiin yerine, yu-
kar1 bosluga dogru yiikselen, atilimls, es-
nek ve gergin organlarin bariz bir zara-

fet kaygisinin aldig goriilecektir.

Stalaktit baglikli stitunlarin tasdig:
kubbeli sacak aslinda, genis satthlar halin-
de yayilmig da olsa, bir kiitle agirligindan
mahrum olmasa gerektir. Ne var ki bu
agirh@in belli bir prensip i¢inde dagitila-
rak tazima gorevinde incecik stitunlarin
katiyen yadirganmadigr emsalsiz bir mu-
vazenenin kuruldugu da asikdrdir. Sacak
li yapiyr tagtyan siitunlar tamamen dik
kondurulmus olduklar: halde stalaktit bas-
liklar tizerinde yiikselen kemerli mermer
yapiun hafif bir aciyla egik olarak yuka-
riya dogru yiikselisi bu yapida dayanak
sisteminin oldukca degisik bir ¢coziimii ol-
dugunu diisiindiiriiyor ve ilerde bu ¢ozi-
miin anlasilmast icin sirf teknik bir ince-
lemenin zaruri oldugu akla geliyor. Tiirk
mimarisi {ist yapilarla dayanak sistemleri
arasinda her zaman en miitekAmil miina-
sebetleri saglamayt dteden beri biliyor ve
bu sayede en eski kubbeli mimari érnek-
lerini en emin, en istikrarli tekniklerle
gelistirip gercek mimari hiiviyetine soka-
biliyordu. Sundan emin olunmalidir ki
- konstriiktif dayanak sistemi bakimindan
ilk bakista basit goriinen, ahsap bir tist
Ortiistintin tasgtnmasindan ibaret olan Aya-
sofya sadirvanindaki miinasebetle buyuk
kubbeli yapilarda uygulanan en komplike
dayanak sistemleri arasinda mahiyet ba -
kimindan 6nemli bir fark yoktur. Ve
biitiin bu konstriiktif problemin ¢ozii -
miinde sirf bir teknik kaygr degil, iler-
femis, gelismis bir estetik kayg: ayni de-
recede rol oynamustir. Meseleye bu acidan

“tthlarinin tekmili

Lakildig: zaman Ayasofya sadirvanindaki
cmsalsiz zarafetin  sacakli kubbe o&rtiisii
ile ince dayanaklar arasinda kurulan tek-
nik muvazene ile ayni ménayr tagdigt
gercegi ortaka ¢ikmus olur, Yapilmas: ge-
rekli olan teknik inceleme ashinda tezyini
duyarligin alabildigine gelismis ve incel -
mis oldugu bu eserde estetik zarafetin 6l-
clilere aksedisi demek olacaktir.

Bu siitunlu yapi ile sadirvan havuzu
arasinda muayyen bir bosluk vardir. Ha-
vuzun dilimli dairevi mermer formunu
tstteki madeni gebekelerin de aynen tek-
rarladigi goruluyor Sebekelerin {ist seri-
dini yuvarlak dilimlerin tstiindeki yal-
dizli yaz1 gergevelerinden sonra gene se-
bekeli ve alemli alinliklar teskil ediyor, di-
lim bitisgelerindeki sahte siitunlarin tize-
rinde de madeni alemler bulunuyor. Ay-
rica madeni bir kasnak havuza bir i¢ kub-
be meydana getiriyor. Tel orgii ile kapla-
nan bu madent kubbe kasnagi havuzdaki
suyun temiz kalmasina yariyordu.

Sadirvanin sacakli  6rtii kubbesi de
igten havuzun olgiilerine uyuyor. Bu ana
kubbe ahsap kasnaklidir ve tahta dilim -
lerle 6rttilmustiir. Esasen siitunlara daya-
nan sekizgen mermer yapiya {istten bii-
tliniiyle ahsap olan sacak ve kubbe orti-
leri abaniyor. Agik mavi boyali kubbe ici-
nin gobegindeki yaldizlanmig yildiz mo-
tifli madalyon tezyinati kubbe icindeki
tahta dilimleri ayiran yaldizli yivlerle 1-
sinlantyor. Sadirvanin tavan ve sacak sa-
muayyen bir prensip
dahilinde tezyini frizlerle siislenmis ve
renklendirilmis  bulunuyor.  Sekizgen
mermer yapt da tst kisimda hem distan
fiem igten degisik karakterde yazi frizle-
riyle gevreleniyor.

Yapinin i¢ ve disinda benzer motif ve
diizenin farklilastiriimast  sadirvandaki
tezyinatin ilgi cekici yanidir. Benzer siis-
lemeyi farklilastirma tesadiifi olmasa ge-
rektir. Bu agik bir sadirvan konstriiksiyo-
nunun mimari gorliniis ve kavranis baki-
mindan i¢-dis miinasebetine uygundur.
Bu miinasebetin bir kapali mekin duyu-
sundan farkli olduZunu ve bir sadirvan
yapisinda kapali bir mekanin sozii edile-
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miyecegini belirtmeliyiz. Fakat bu ozellik
mimari karakterden uzaklasmak demek
de degildir. Giinki sadirvanda siitunlu
ortil yapisinin bir istinat ve denge siste-
mi oldugu besbellidir. Bununla beraber
bu sistem biitliniiyle tezyini bir plastik
sistem mahiyetini tasimaktan da kagina-
mamugtir. Bu 6zel formda i¢ - dig bagint-
s1 tek bir organin kendi biinyesindeki ilin-
tiye benzetilebilir ki bu bir bakima bir
elin tersi yiizii, bir yapragin 6ni arkas1
gibi tabii, organik bir baghliktir,

Tezyini bir kursun dantela frizi kas-
nak {izerinde yiikseltilmig kubbe sagagini
cevreledigi gibi, bunun bir ayn1 sekizgen
sacagi da epegevre dolagryor. Sacak sa-
ghlarini distan {ic sira tezyini friz cevre-
lemektedir. Bunu ice dogru genis ve kare
kaset taksimatli mavi bosluklar takip ed:-
yor ama, bu bosluklar muntazam birer
dikddrtgen meydana getirmek {izere ko-
se bitiggelerinde yaldizls, basik rolyef bir
siisleme diizeniyle tezyin edilmis tiggen
satthlarla biribirinden ayriliyorlar. Bu ti¢-
genlerin baklava motifini andiracak se-
kilde kirik tabanli olduklari da goriiliiyor.
Genis, kare kasetli ve kose tiggenli bu sa-
tshlardan sonra tekrar {i¢ sirali tezyini friz
yer alarak sagagi icten gepegevre dolan -
yor. Ug sirali bu iki friz grubu hem ken-
di aralarinda ortadaki frize gbre, hem de
aradaki genis mavi bosluga gore biribir-
leriyle simetrik durumda bulunuyorlar.
Friz tezyinatinin  esasini tahta {izerine
tatbik edilmis bir al¢i karigmindan yumu-
sak yuvarlak kesimi basik rolyef tekni-
ginde stilize kivrim dallar rumiler teskil
ediyor. Alun yaldizla parlatilip belirtilen
bu rolyef tezyinat gegme ve dugimli
bir geometrik friz nizamina sokulmustur.
Ama bunun kapali bir geometrik ge¢me
tezyinatt olmayip barok ozellige uygun o-
larak acik natiiralist bir tesir tasidifi da
farkedilmektedir. Ozellikle ortadaki friz -
lerde karsilikli uzanan rumili kivrim dal-
larin biribirine dolandig: ve alternatif da-
ralma ve uzamalarla gelistikleri goriilii -
yor. Kivrim dallarin birlesme yerlerinde
gene alternatif olarak tekrarlanan koseli
ve yuvarlak bogum halkalarinin bulun-
mast bu tezyini {sliba apayrt bir gesni

veriyor. Bu kivrimdal kompozisyonuna
natiiralist stilize bogum tezyinat ad1 ve-
rilebilir. ki yandaki simetrik frizlere ge-

lince, bunlarin ice ve disa dogru kivrila-

rak uzanan rumili tek sira dallardan iba-
ret olduklar1 goriiliiyor. Dikkat edilirse
bu tezyini zevkle stilize natiiralist motf
pargalarmin  biribirine  ilistirilmesi  ile
meydana gelen bir biitiinleme esprisi var-
dir. Bu yiizden statik bir tezyinat olma -
sina ragmen hareketli bir tesir birakmak-
tadir. Dallarin parcalar halinde gelistiril-
mesinde elastiki uzamalarla, siklagtiril-
mis kivrintlar, biikliimler bir arada kiv-
rak bir daralip genlesme ritmi ortaya koy-
maktadirlar.

Burada ayrica tezyini satth plastiginin
gelismesi bakimindan  yeni bir problem
de ortaya ¢tkmaktadir. Bu problem barok
devir tezyinatinin satihla belli bir catisma-
ya girmis olmasinda kendini gosterir.
Klasik devirde sathin {izerinde yer alan
tezyinat sathin kendisine ait, bir minada
ayni zamanda sath1 yaratan bir diizen un-
suru olarak ifade edilebilirdi. Halbuki ba-
rok devrin bu parcali gelisen ve bogum -
larla birlestirilen kivrim dallar1 satihtan
kopamadiklar1 halde onu yaratan bir un-
sur olarak da goriilmiiyorlar. Diyebiliriz
ki bu devirde tezyinat sathi sadece bir
zemin, bir fon kabul ederek onu bir cesit
inkéra yoneltmektedir. Geg devir tezyina-
tinda gittikce huzursuz, satthtan kopmak
isteyen tezyini motif ve diizenlerin mace-
ras1 kisaca bu imkansizlifa yonelisi, yani
sathi inkAra temayiilii ifade etmektedir.

Ayasofya sadirvanindaki tezyinatta
satth heniiz bu huzursuzluga sahit olma -
mustir. Burada tezyinat belki satha ait de-
gil ,ama onun {izerine tatbik edilmek zo-
runda kalinmis natiiralist bir 6rnek ol -
masina ragmen satihla dengeli bir uyus-
ma halindedir. Tezyini 6rnegin hangi
prensibe gore stilize edildigi sorulsa bu-
na, sathin ana ozelligine, tutucu ve yasa-
tic1 vasfina taviz verme prensibi diye bir
cevap vermek bile imkéan dahilindedir.

Sozii edilen rolyefli frizlerin zemini
orijinal renkler ihtiva eden tamamen na-
tiiralist cicek ve yaprak tezyinatli kalem
isleriyle de stislenmis bulunmaktadir. Sa-
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dirvanin sagak ve tavan satihlarmdan edi-
niler natiiralist intibain tamam; kendisini
bu boyals stislemeye borcludur, Ayrica sa-
¢agin mermer yapiya bitistigi yuvarlat] -
mus intikal satihlary pembe bir zemin tize-
rinde yaprakli gicek demetleri ile siislii
bulunmakta ve enli friz teskil eden bu bi-
tisge sathindaki yaldizli kivrimlar bariz
olmayan bir parilt ile ikinci derecede bir
rol oynamaktadir. Halbuki diger dar friz-
lerde tezyinatin esasing yaldizli rélyef friz-
ler tekil ediyor ve boyal: ¢icek siisleme-
leri ikinci derecede bir tesir tagtyordu. Go-
riilityor ki burada ayni zamanda iki kade-
meli bir tezyinat diizeni bahis konusudur.

Yukarda sozii edilen yuvarlatilmig in-
tikal sath: halindeki boyalt frizin hemen
altinda kemerli mermer yapinin satthlari
baslamakta, bunun en Ustiindeki dar rgl-
yef seritten sonra bir kag profille enli ve
belli araliklarla cergevelenmis yazi frizine
gesilmektedir. Mermer satthlarda dikkati
ceken baslica unsurlardan birini genis siv-
ri kemerlerin kilit taglarin: stisleyen firlak
rozetler teskil ediyor.

Yukarda tizerinde durulan yapinin i-
¢i ve disinda benzer tezyini formlarin
farklilastirilmas; prensibi o kadar kesin
bir mAina tastyor ki, kemer kilit taslarinin
icteki satihlarina kondurulmus olan ro -
zetlerde bile kendisinj gosteriyor. Disarda
acilmis bir stilize gild andiran motif, i-
gerde bunun tam kargiligs gibi bir kavuk
bi¢ciminde kapaniyor, yan yana bitisip ka-
panmis  yapraklardan ibaret bir ctkint
haline geliyor. Distaki yazt frizinin icteki
mukabili degisik karakterde bir yazi frizi
olarak karsimiza giktyor. Bu friz bu defa
altli tistlii birer tezyini bordiirle cevrilerek
distakinin genigligine tamamlaniyor, Bu-
na karsilik digtaki st mermer rolyef fri-
zin yeri icte bog kaliyor. Bu frize icte bir
mukabil arandigi zaman, bu ister istemez
I¢ tavan tezyinatinin  kubbe yuvarlagina
bitistigi yerde hem son bir intikal seridi
olarak tavanda, hem de yeni bir baslan-
gicin isareti gibi kubbe icinin alt kade -
mesinde tekrarlanmis olan benzer, biribi -
rinin ayni cift yuvarlak frizde bulunabi-
liyor. Bu, birbirine benzeyen cifte frizde
kullanilan omegin, disarda da mermer

seritte tatbik edilmig rolyef drnekle siki
sikiya benzesmesi bunun sif bir tesa -
diiften ibaret olmadigint da diisiindiiri -
or. '

! Bu ilgi cekici farklilasmalar mesel4
yazi frizlerinin yalniz kaligrafik form
itibariyle degil, vezin hattA belkj mana
itibariyle bile bir gesit iliskide olup olma-
dig1 sorusunu akla getiriyor. Ancak di-
sardaki yazinin

Emin tezekkiir i ciramin bidi selems
mezecte
Dem’an cera min mukletin bidems

beytiyle baglayan ve Muhammed devrin-
de yazilmig kaside-i Biirde’de olugu icer-
dekinin ise sair Emin’in
Mihrii sipihri mecdii san Sultan
Mahmud i zaman
Her kavli {0l heman nim gtbi
mahmdddur

diye baslayan kasidesi olusu bdyle bir ih-

- timali tasavvur etmenin mubaligali oldu-
Zunu da ortaya koyuyor,

Igte ve dista mavi zemin lizerine ya-
zilmig bulunan yazilar yaldizli alun pa-
riltilariyla yapida cok kuvvetlj bir tezyini
ak<an durumundadirlar,

Sadirvanin I¢ tavan te\zyinatma bak-
tigimiz zaman buradaki diizenin sacakta-
ki diizenle miinasebetinj hemen farked; -
veriyoruz. Mermer yapmin icten {ist si-
nirt ile kubbenin al¢ yuvarlagi arasindaki
tavan satthlari tipki sacakta oldugu gibi
frizlenip gergevelenip simetrileniyor. Ama
sacaktakiyle ayni espride olan tezyini mo-
tf ve diizenler ustalikla farkhla§t1r1hyor.
Friz rolyeflerinin kivrintily bogumlu ol-
dukea serbest natiiralist nizam; yenilen -
mis bir kornpozisyonla karsimiza cikiyor.
Aslinda sacaktaki drnekler esasindan de-
Sisiklige ugramiyor, ama farkhla§1yor.
Boyal1 cicek siislemeleri de oyle, kose bi-
tisgelerindeki yaldizli tUcgenlerin rd'yef
diizeni de, Adeta rozetlerdeki gibi biri a-
¢tlmig bir kompozisyon ortaya koyuyorsa
digeri buna karsilik verircesine toparlanip
kapaniyor. Icte ve distaki ticlii frizler ara-
sinda kalan genis dikd(’irtgen satihlarda i-
se hem soluk mavi boya yerine soluk bir
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mor-pembe (giivez rengi) tatbik ediliyor,
hem de kare kaset orgiisii yerine nebati
bir kaset 6rnegi kullanihiyor. Bu drnek
Avyasofya avlusundaki sebilin madeni ge-
bekelerinde uygulanan kapali stilize kiv -
rimdal érneginin aynisidir. Sagaktan mer-
mer yapiya geciste uygulanan boya ile
slislenmis yuvarlatilmig satithlar yerine bu-
rada yeni intikal gekilleri gerekli oluyor.
Kubbe yuvarlaginin ¢izgilerine intikali
saglayabilmek bu defa tavana gene boya
ile siislenmis yeni iiggen parcalar kazan-
dirtyor. Boylelikle sekizgen yaps, daire ile
birlesmis ve yukarda soziinii ettgimiz ben-
zer cifte yuvarlak frizle tezyini gruplagma
tamamlanmis oluyor. Bu gruplagsma ayni
zamanda bir cesit konstriktif parcalar ta-
mamlanmast olarak da ifadesini buluyor.

Icte ve distaki benzeiler farklilagma -
sinin gelisi giizel bir deistirme degil, bi-
ribiriyle miinasebeti olan bir prensip i¢in-
de ele alinmis oldugunu yapmin bu ok
onemli karakteristigine dikkati cekmek
icin tekrar etmeliyiz. Bunda basit bir for-
mel zevk degil, eserin pargalar arast bii-
tiinliiglint gozoniine alan bir tezyini muh-
teva kavrayisi, bir alt-duyus rol oynamis -
tr diyebiliriz. Bunun gayesi kisaca bii-
tiinliigtin organik bir sekilde saglanma -
sindan ibarettir.

Tezyini detaylari hakkinda kisa bir
actklamaya girismemiz gereken baska bir
unsur stiphesiz sadirvan havuzudur. Sti -
lize bir spiral kivrim dal (akantus) moti-
finin tekrartyla meydana getirilmis olan
madeni sebeke kompozisyonun iistiinde
yaldizlanmis yazi frizi gene sair Emin’in

Sehinsahi zaman sultan Mahmud i
celiliissan

Revan mizab: kilkinden wydini re’fetii
thsan

diye baslayan bagka bir siiridir.

Hafif bombeli 16 dilimiyle sadirvan
havuzu sekizgen ortii yapisinin ortasinda
orantili olarak siklasmus bir kapali plastik
form duygusunu uyandirir, Havuz ve or-
tii yapisi gibi iki baslica unsur arasinda
ilk bakista ortaya cikan miinasebet yu-
kardaki sekilde ifade edilebilmektedir.

Sadirvan havuzunun mermer dilimleri G-

zerindeki tezyinat vazo baghkl stituncuk-
lar1 bir kemer tezyinati halinde biribirine
baglayan ve vazolardan fiskirarak gelisen
nebati motif kompozisyonudur, Her di-
lim tizerinde tekrarlanmis olan bu drnek-
ten baska dilimleri ve dilim eklerindeki
yarim siitunlari mermer yapinin en Gst{in-
de oldukga genis bir rolyef frizi biribirine
baglamaktadir. Bu frizde de tezyinatin
nebati bir drnek oldugunu ilave edebiliriz.

Havuzun mermer kismiyla bunun is-
tiinde ayni formda yiikselen sebekeli di-
lim'er arasinda tezyini yonden sikibir bir-
lik oldugu muhakkaktir.

Bu sadirvan havuzunun sahte siitun-
lar1, kemer tezyinati, madeni kasnakli a-
¢tk kubbesi gibi unsurlariyla baslangicta
actklamaya calisigimiz tezyini satth plas-
tiginin mimariye ozenisi fikrini dogru-
layan yeni bir &rnegiyle kargilasmiyor
muyuz? Gergekten de bu havuza bir ge-
sit sis mimari goriintisii verilmistir. Ha-
vuz bir yandan mimariyle iligki kurmaya
caligir, ona dzenirken, bir yandan da kons-
triiktif ortii yapisinin - fazlasiyla tezyini
duyarliga meyledisini miisahede ediyor
ve bu iki fikrin bu yapinin bitiiniyle il-
gi cekici bir tarzda kaynastigini, yan ya-
na geldigini gbriiyoruz.
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THE FOUNTAINS OF ISTANBUL
IN THE 18th CENTURY
AND THE SHADIRVAN OF SAINT SOPHIA

SEZER TANSUG
Assistant of the Museum of St. Sophia

Various studies have been made until
now about the fountains (¢cesme, sadur-
van, and sebil) which occupy a special
place in the history of the architecture
of Istanbul, But as a general rule those
studies do not present a critical survey of
the plastic and decorative style. The aim
in classifying the structure of the foun-
tains and sebils in a group consists in
compiling a work which may serve as a
source of documents and material. Tt is
true that, especially in the restoration of
those buildings, studies have been made
on a wider scope, but those studies are
more remarkable for the plans, and sec-
tional and frontal elevations which they
contain than for a strict interpretation
and explanation from the point of view
of the history of art. It is possible to con-
sider those studies as a presentation rather
than as an exhaustive examination. How-
ever articles and notes published in ma-
gazines and books relative to Turkish art
can by no means be deemed unimportant.

It is to be hoped that in the future will

be dcveloped new and valuable studies
bringing forth light on those buildings.

*

Some of the fountains built in Istan-
bul in the 18th century possess an inde-
pendent architectural character which
makes them worthy to be treated sepa-
rately. They may be considered of first
value to follow the developmcnt of archi-

tecture, and especially of the style of de-
coration.

The architecture of fountains and se-
bils, from the 18th century onwards, tends
to assume the quality of monuments,
They are no longer architectural acces-
sories. It may be said that the water supp-
ly becomes of secondary importance, They
begin to perform the part of a plastic syn-
thesis of surface and volume, adorning
an area, a corner, or the surface of a wall.
It is to be rejoiced that to-day those mo-
numents are being restored and brought
to life and light.

It is evident that the production of
those monuments in the 18th century is
related to a trend towards European in-
fluence. We may connect this new trend
with the dawn of a naturalistic interest
in art and thought, of a feeling for na-
ture. It may also be expresed as the
awakening of a new taste for volume in
the feeling for plastic, without losing
much of its character in regard to sur-
face.

Before expressing our thoughts on
the Shadirvan of Saint Sophia I think it
would be useful to attempt a general sur-
vey of the characteristics of the important
fountains built in Istanbul in the first half
of the 18th century, and to research their
common particularities in style.

One of the most important of those
buildings is the Fountain of Tophane, in
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the square adjoining the Mosque of Kilig
Ali Pasa, the last work of the architect
Sinan. Among the independent fountains
this is a masterpiece of the massive cubic
model. With the order of the geometrical
and floral decorations repeated on its four
facades, it is a perfect expression of a
striking surface plastic. The decorative
arrangement on the facades is balanced in
a geometrical frame. Its strongest plastic
feature are the projecting stalactites re-
peated in the four corners, completing the
shell-work decorations there. The narrow
corner faces between the large facades
reach as far as the stalactites, which ate-
nuates the rigid geometrical massiveness
of that cubic structure.

In the Fountain of Tophane the cor-
ner stalactites are bound together by a
broad band with ornaments in bas relief.
Beneath that band a projecting molding
seems to separate two stories, between
which the corner stalactites become a
symbolic supporting union. Our purpose
in explaining this two stories system is
to observe that the surface arrangement of
the Fountain of Tophane, essentially a
heavy, massive building, gives it a light
and elegant aspect. The Fountain of Top-
hane is essentially a heavy geometrical
form on a large scale, a massive cube
crowned with a wide-eaved roof and a
dome.

The geometrical frame arrangement
in the Fountain of Topkap1 is a perfect
adjustment of weight and support bet-
ween two stories. The vertical frames be-
low are the support elements of the de-
corative surface, the horizontal bands
above are the elements of weight. There
is no doubt that the strongest element of
support appears in the small, vertical
corner faces reaching up to the stalactites.

It should be noticed that the impres-
sion of depth in the facade is more ap-
parent, and quite transparent, in the low-
er panels arranged vertically. There, the
central niche surmounted by a pointed
arch, and the lateral niches adorned with
symmetrical stalactites, with their deep
recess, give a distinct effect of chiaroscuro.

The decorations designed in a geo-
metrical frame reveal the soul of the
Turkish art of surface. No plain surface
is left in the arrangement of the surface,
but it is interesting to note that the ar-
rangement gives an impreséion of repose.
The arrangement of the ornamentation
is saved from schaos solely by a definite
aim at geometry. That aim has been at-
tained by adding strict logic to sensibility
in the arrangement of the various conven-
tional motives. The co-ordination of the
features of the surface plays a distinct part
in the realisation of this taste in ornamen-
tation. The distinct adjustment in the ba-
lance of the horizontal and vertical
frames is stressed by the symmetry bet-
ween the projecting stalactites in the cor-
ners and he stalactites in the recesses of
the niches.

The real meaning of the geometrical
union of surface and volume, which we
observe in the Fountain of Tophane, may
be described shortly as aiming to soften
and enliven a gross mass and produce
hence a true plastic masterwork. The ar-
tistic discernment shown in the decora-
tion of a mass is manifested by sculptur-
ing the mass and enriching it with depth
and form. It also indicates the contem-
poraneous need and taste trending to es-
sential geometrical elements in plastic.

If we study this adjustment of sur-
face and mass it will reveal the essential
characteristics of the monumental foun-
tains of Sultan Ahmed and Azabkapu at
Istanbul, and of the fountains of Uskii-
dar. In monuments such as the Fountains
of Sultan Ahmed and Azabkapu the pre-
sence of sebils with gratings seems to al-
leviate them by their voids, but it is evi-
dent that they represent a plastic surface
alleviated and developed by the arrange-
ment of the ornamentation. In the cubic
fountain of Sultan Ahmed, with four fa-
cades, the sebils projecting from the four
corners reflect not so much the architec-
tural characteristic of space buildings as a
trend towards corner features alleviating
a heavy mass. Here that feature is not a
symbol of support, it is a rythmic union
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between rounded sebil surfaces and flat
fagade surfaces. Those mutual adjustments
give the building an aspect of a heavy
mass together with lightness and fragili-
ty.

This means that in those buildings
we see a characteristic tension, a stress
and strain resulting from the adjustment
of mass and surface. It is perhaps  this
tension which raises a dynamic feeling in
the contemplation of the static arrange-
ment of repeated ornamental frame sur-
faces.

In the fountain in the square of
Azabkapu we may see a similar adjust-
ment between the sebil projecting in the
middle and the ornamental lateral faces.
This symmetrical arrangement does not
differ greatly from a building with four
facades. It even attains the impression
produced by such a building. This arran-
gement is completed by the massive re-
servoir behind, which appears as the con-
tinuation of the ornamental facade. When
the Fountain of Azabkapu was erected it
had to be adjusted to the shape of the
square at that time. But it was skilfully
arranged so as to retain the aspect of a
monument.

We can also see the adjustment of
volume and surface in the Fountain of
Uskiidar, 'We get the same impression
from the projecting console ornamenta-
tions surmounting the corners of the
heavy cubic structure. In the small faces
in the corners high faucets with small
basins give a special value of surface to
this system of breaking the mass, while
the symmetrical niches repeated in two
opposite facades, with their corner con-
soles, are reminiscent of the Fountain of

Topkapu.

In this brief explanation we face the
problem of difference and connection bet-
ween the form of a cubic fountain and
real architecture. It should be noticed that
it reveals a surprising influence of the
sense of architecture. The sense of archi-
tecture appears again in the height added
to those cubic buildings by cupolas which

do not perform the function of covering
a house. This characteristic may be des-
cribed as a sense of decoration aiming at
architecture.

As a general rule all those forms of
fountains, including ornaments placed at
random on the surface of walls, and those
which fill voids in corners and spaces, is
often treated in the form of a vault struc-
ture,which is a perfect architectural ele-
ment, or in the fashion in which that ele-
ment is used. This distinct connection
with real functional architecture emphasi-
zes the trend to imitation.

When it is necessary to treat foun-
tain architecture as a distinct group it
might not be wrong to suggest that this
grouping forms a pseudo-architecture con-
nected with many ornamental surface va-
lues, and symbolic architectural elements
and characteristics, or a sort of ornamental
architecture.

In studying the connection of surface
and volume with a feeling for architec-
ture it is possible to remember other ele-
ments and patterns. The pseudo-arch and
the pseudo-column become essential plas-
tic elements. Some fountains are in the
form of a column. We may believe that
even the marble ornaments designed for
jet fountains or for a similar purpose re-
sult from the connection between plastic
volume forms and a sense of architecture.
I am convinced that this problem which
arises from a survey of the structure of
fountains may be chosen as a starting
point for a general study of surface plastic
in Turkish art.

Another reason for this brief expla-
nation will appear below in the study of
the Shadirvan of St. Sophia, in which we
shall reach conclusions related to the con-
clusions we arrived at here. In the Sha-
dirvan of St. Sophia we shall no longer
see cubic plastic imitating architecture,
nor shall we see a functional architectu-
ral adjustment, ie. an adjustment of
weight and support, but quite the contra-
ry, we shall see cubic plastic subordinated
to a sense of ornamentation adapted to
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the interior and exterior characteristics of
architecture, and trending to an organic
union.

It is remarkable that not only in the
Shadirvan of St. Sophia, but as a ge-
" neral rule in Ottoman architecture of the
late period, functional elements trend to
ornamental elegance. When considering
the chief trends ot that period it is im-
possible to refrain from proposing that in
a serious study of that period in archi-
tecture this problem should be chosen as
a starting point.

*

The shadirvan in the court of St. So-
phia is remarkable for having a more or
less independent character, like the foun-
tains we mentioned above. In applying
the model of the monumental fountains
of Tophane, Sultan Ahmed, Azabkapu,
and Uskiidar to a monumental shadirvan
no place could be more suitable than the
courtyard of St. Sophia. At a time when
fragments from the Atrium of St. Sophia
still existed the slender colonnade fra-
ming the basin of the shadirvan in the vi-
cinity of the Byzantine colonnade gave
the courtyard a varied yet harmoniouns
aspect. No remnants from the Atrium are
to be seen to-day. But the wooden colon-
nade in front of the sebil and ablution
faucets, made at the same time as the sha-
dirvan, form a harmonious background.
The ancient background had been repla-
ced beforehand.

The shadirvan with colonnade in a
courtyard with colonnade was an element
appreciated of old by Turkish architects,
and many examples are seen in mosque
yards. In the colonnade in the courtyard
of St. Sophia the stereotyped arrange-
ment has been modified. The architec-
tural group which imposed a strict uni-
formity in style, material, and technique,
and even in color, could not be found in
the various buildings and elements in the
interior and surroundings of St. Sophia.
Here we are not in presence of an archi-
tectural group build and achieved in one
time. In the annexes built at intervals in

a determined period in history their va-
rious styles enriched the original group
with a free and picturesque aspect. The
characteristics of the buildings which form
the architectural group of St. Sophia reve-
al an artistic tolerance which liberates the
group from a stereotyped aspect. It may
be compared to the great tolerance which
adapted the Turkish spirit to a Byzantine
church by appropriating it with the ad-
dition of mino1 elements.

This explanation proves that the in-
dependent character of the monumental
shadirvan in the courtyard of St. Sophia
is limited. The shadirvan as a perfectly in-
dependent monument could not very well
have been erected in another place in
the city. It could not be unrelated to a
mosque but, because of the independence
in style, its presence in the courtyard of
St. Sophia gives it the character of an
independent monument.

When we explained that the shadir-
van was related to the architectural back-
ground of a colonnade, and that its re-
lation to the columns supporting the roof
above the sebil and faucets was not by
chance, we gave a procf of the limitations
of its architectural independence. The dif-
ference in style of the primary school si-
tuated immediately west of the shadirvan
forms a background which stresses the in-
dependence. A two-storied building of
massive aspect built in the technique of
an early period, with alternate courses of
bricks and stones, and with a single dome,
forms a background which emphasizes
the independent aspect of the shadirvan
with its wide arches and slender columns.
In the south, the clock-room, the Direc-
tor’s Office, and other buildings, are also
remarkable for the varied style in sur-
face and mass, and help to emphasize the
original character of the shadirvan.

We have thus attempted to explain
the relation of the shadirvan of St. So-
phia to the surrounding buildings.

The architectural and ornamental
character of the shadirvan of St. Sophia
is an extremely typical example of the
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change in style. We can say that it gives
on a more advanced scale than some im-
portant architectural monuments a per-
fert idea of the change from the classic
style to the rozoco style. For example the
mosque of Nuri Osmaniye, which was
built at about the same time as the sha-
dirvan, is from one point of view a pre-
tentious monument which gives an exag-
gerated idea of the rococo style, whereas

in the shadirvan we can see a moderate v

surface example of the rococo style, ap-
proaching nearly the classic sityle. In the
Nuri Osmaniye the rococo style might be
formally interpreted as an attempt to en-
liven and alleviate the massy by exagge-
ratedly rounded surfaces and, in various
places, by protuberances and deep reces-
_ ses. The mass has been ornamented in an
attempt to produce an effect of chiaros-
curo. Still we cannot affirm that the buil-
ding does not give a perfect impression of
10CoCo.

In the shadirvan the rococo effect has
been attained by the balance of the wide
interspaces of the pointed arches with the
flat surfaces surmounting them. The deep-
eaved roof resting upon slender columns
seems to float in space without a support.

In principle a shadirvan cinsists in a
basin surrounded by faucets, and gene -
rally surmounted by gratings and a colon-
nade supporting a dome. In some sha-
dirvans those two fundamental elements
are united, the columns spring from the
border of the basin which they encircle,
and they are surmounted by a dome. The
whole aspect is reminiscent of a mauso-
leum. The interspaces of the columns are
closed by metal gratings. The shadirvans
in the courtyard of the Mosques of Sul-
tan Ahmed and Yeni Cami are in this
form, There exist various types of shadir-
vans. The shadirvan in the courtyard of
the Siileymaniye Mosque is a four-corner-
ed cubic marble building. Although it is
covered by a flat roof it retains the cha-
racter of a covered basin, but it is not re-
lated to the classic order of the colonnade
in the courtyard. It is remarkable that Si-

nan, in the courtyard of the Selimiye Mos-
que at Edirne, built a simple shadirvan
with an uncovered basin, of polygonal
form, nearly circular, and a jet in the
middle. Shadirvans with a colonnade sup-
porting a circular or polygonal roof, when
placed in the middle of a courtyard, as-
sure an easy rythmic relation to the order
of domes and colonnades in the courtyard.
Among various types of shadirvans in the
courtyards of mosques some have dimen -
sions out of proportion with those of the
mosque, some are of so large dimensions
that they narrow the courtyard, and some
appear too small in a large courtyard.

To what architectural origin can be
traced the shadirvans of various types
which we see in the courtyards? There
in no doubt that they are primarily rela-
ted to the principle of filling a void. Need
and function are inseparable from that
principle. In some large Seljuk hans the
mesjid in the courtyard was used to enrich
an empty space. An empty and uncove-
red area with definite boundaries is enri-
ched by varied elements such as monu -
ments and basins.

In the shadirvans with a colonnade
supporting a dome we can see an open
building connected with ancient religious
architectural forms. This is an indirect
adjustment. It may suffice to remark that
in reality the model of shadirvan with
deep-eaved roof and a dome is the result
of conditions imposed by need and adap-
ted to the principal trends in architecture.
Shadirvans serve to perform ablutions im-
posed by an important religious rule. They
assume the character of a monument erec-
ted in honor of the sanctity of water.

Consicering that the Shadirvan of St.
Sophia differs from early models we have
made it plain that it is remarkable as re-
presenting a new period in style. It is a
product of the spontaneuos and natural
development of Turkish style in Istanbul.
When compared with earlier models the
characteristics of the development appear
clearly in the Shadirvan of St. Sophia.
The aspect of a mass resting heavily on
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the ground is superseded by the evident *
elegance, elasticity, and tension of an or-
ganism which seems to spring on high.

The deep-eaved roof surmounted by
a dome, and supported by columns with
stalactite capitals retains the weight of a
mass even when spread out in a flat sur-
face. That the weight is divided according
to a well-known principle, and easily sup-
ported by very slender columns reveals a
matchless skill in balance. The columns
supporting the rooi are perfectly vertical
while the arched marvle structure above
the sapitals rises with a slight inclination,
which makes us think that this building
presents a new solution to the problem of
static. We may suggest that in order to
understand this solution a strictly techni-
cal study is necessary. Turkish architects
have always known how to assure the
most perfect relations beween the upper
parts of a building and systems of support.
The earliest architectural models with do-
mes have been developed with the greatest
safety and stability in technique. We may
be sure that from the point of view of the
system of constructive support the Shadir-
van of St. Sophia, which at first sight
seems simply to support a wooden  roof,
presents no important difference in prin-
ciple with the most complicated systems
of support and balance in large domed
buildings. In the solution of this construc-
tive problem a technical concern and an
advanced and developed esthetic concern
play an equal part. When considering the
problem from this angle we realize that
the matchless elegance of the Shadirvan
of St. Sophia has the same meaning as
the technical balance between the deep-
eaved and domed roof and the slender sup-
ports. Technical studies will reveal that
esthetic elegance is reflected in this buil-
ding in which the sense of ornamentation
has been developed and refined unlimi -

tedly.

There is a definite void between the
colonnade and the basin of the shadirvan.
The polygonal form of the basin is repea-
ted in the metal gratings above. The upper

band of the gratings is formed by the gilt
frames of the inscriptions surmounted by
pediments with crescents. Similar cres -
cents are seen above the pseudo-columns
at the junctions of the panels of the gra-
ting. A metad drum forms an interior
dome above the basin. The drum is cove-
red with a network of wire which helps to
keep the water in the basin pure.

The dome covering of the shadirvan
has interiorly the same dimensions as the
basin. The dome rests upon a wooden
drum, and is covered with timbers. The
deep-caved wooden roof rests upon the
columns supporting the octagonal marble
building. The interior of the dome is pa-
inted light blue, and the central medallion
with gilt star motives is brightened by the
gilt grooves between the timbers of the
dome. The whole surface of the roof of
the shadirvan is decorated and colored
with ornamental friezes according to a de-
finite principle. The upper part of the oc-
tagonal marble structure is decorated in-
side and outside with various inscribed
friezes.

An attractive feature in the ornamen-
tation of the shadirvan is the variety of
the similar motives and ornaments in the
interior and exterior of the building. A
variety in similar ornamentation cannot
be accidental. From the point of view
of the architectural aspect and concep-
tion it is conform to the relation bet-
ween the interior and the exterior.
‘We must stress that this relation differs
from a sense of a closed house, and that a
closed house cannot be mentioned when
speaking of a shadirvan. But this particu-
larity does not imply departing from an
architectural character. It is evident that
in the shadirvan the structure of roof and
colonnade is a system of support and ba-
lance. Still this system on the whole has
not lost the character of an ornamental
plastic system. In this particular form the
relation between the interior and exterior
may be likened to the natural relation in
an organism, such as the back and the
palm of a hand, the face and the back of

a leaf.
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A leaden tracery frieze encircles the
base of the dome rising above the drum,
and it is repeated around the edge of the
octagonal roof. The surface of the roof is
encircled outside with three bands of a
decorative frieze, continued inside by large
blue spaces divided into square coffers,
and separated at the corners, so as to from
so many rectangles, by triangular surfaces
decorated in gilt bas relief. The triangles
are broken at the base in a form reminis-
cent of a lozenge motif. Those large sur-
faces, with square coffers and corner tri-
angles, are followed by a triple decorative
frieze running round the interior of the
eaves. Those two groups of triple friezes
are symmetrically arranged in relation to
the central frieze in each group and to the
large blue space between the groups. The
material used in the decoration of the frie-
zes is a plaster mixture applied.on wood
and ornamented with conventional scrolls
in bas relief. That relief accentuated with
gold gilding has been given the character
of a geometrical frieze, but has a clear na-
turalistic effect imitating the rococo style.
Especially in the middle friezes the scrolls
develop and interlace, alternately narro-
wing and extending. The presence of no-
dules at the point of junction of the scrolls
gives a peculiar aspect to that style of de-
coration. The symmetrical border friezes
consist in a single row of scrolls curving
inwards and outwords. In this ornamenta-
tion conventional floral motives joined to-
gether reveal a sense of unity. Although
this is a static decoration it gives an im-
pression of movement. Resilient branches,
stretching and developing into scrolls and
coils close together, produce a sprightly
thythm of narrowing and widening.

Here arises a new problem from the
point of view of the development of or-
namental surface plastic. This problem ap-
pears in the evident conflict of the orna-
mentation of the rococo period with sur-
face. In the classic period the ornaments
placed on the surface belonged to the sur-
face proper, and could be described as an
element of the order which created the
surface. In the rococo period the develop-

ment of scrolls united with nodules, al-
though they cannot be broken off the
mass, do not appear as an element which
created the surface. We may say that in
that period the ornamentation accepted
the surface merely as a background, thus
tending to deny it. In the late ornamenta-
tions the adventure of agitaded ornamen-
tal motives and orders tending to break
off from the surface expresses in short an
aim at the impossible, an inclination to
deny the surface.

In the ornamentation of the Shadir -
van of St. Sophia the surface has not yet
witnessed that agitation. Here perhaps the
ornamentation does not belong to the sur-
face, but although it is a naturalistic pat-
tern obliged to be applied on it, it is in a
balanced agreement with it. When asked
according to what principle the decorative
pattern has been convertionalized it might
even be possible to answer that it is a
concession to the essential character of the
surface, and to its retaining and vivifying
quality.

The background of the relief friezes
mentioned above is decorated with per-
fectly natural flowers and leaves finely
painted in their original colors. The na-
turalistic impression given by the surface
of the roof of the shadirvan is entirely due
to that painted decoration. The entabla-
ture uniting the roof to the marble struc-
ture is ornamented with bunches of flo-
wers and leaves on a pink background.
In the entablature, wich forms a wide frie-
ze, gilt scrolls play a minor part because
they are not vividly brilliant. In the nar-
row friezes the gilt reliefs form the main
decoration, while the painted flowers give
the minor impression. It is seen that here
are two degrees of ornamentation order.

Immediately below the painted frieze
formed by the entablature begins the sur-
face of the arched marble structure. At
the top is a narrow relief band, followed
by an inscribed frieze in several frames.
Among the most remarkable elements in
the marble surface are the projecting ro-
settes decorating the keystones of the
large pointed arches.
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The principle of variation in similar
decorative forms in the interior and exte-
rior of the structure, as described above,
has a definite signification which appears
even in the rosettes in the interior surface
of the keystones. Outside is a motive re-
sembling a conventional rose. Inside it is

in the form of a protuberance consisting of

petals closed together. As an equivalent to
the inscribed frieze outside, we see inside
an inscribed frieze in a different style. An
ornamental frieze runs around the frieze
above and below, giving it the same
height as the outside frieze. The upper
marble relief frieze ouside has no equiva-
lent inside, unless we find an equiva-
lent in the two identical circular friezes in
the point of junction of the interior roof
ornaments with the circle of the dome.
One of those friezes appears in the roof
as a last transition band, and the other is
repeated in the lower part of the interior
of the dome, as if indicating a new be-
ginning. The pattern used in those two
similar friezes resembles closely the relief
pattern in the marble band outside, which
makes us think that this similarity cannot
be merely accidental.

Those interesting differences make us
ask if the inscribed friezes are somewhat
connested together not only by the calli-
graphic form, but also in measure and per-
haps even in meaning. The outside ins-
cription is from the Qasida: Burda, which
was composed in the time of the Prophet.
The interior inscription is a qasida by the
Poet Emin, beginning with the distich,

Mikr-u sipihr: majd-u shan,
Sultan Mahmid: zaman
Her qavl-u ['li heman nam: gibi
- mahmiaddir.

This showz that such a supposition would
be an exageration.

The interior and exterior inscriptions,
with the gleam of their gold gilding on
a blue ground, are a very strong ornamen-
tal feature in the building.

‘When we look at the intorior deco-
ration of the roof we realize immediately

its connection with the order in the en-
tablature. In the surface of the roof com-
prized between the upper interior border
of the marble structure and the lower
circle of the dome are symmetrical friezes
and frames exactly as in the entablature.
But the decorative motives and order
which are in the same spirit as those in the
entablature are skilfully modified. The
somewhat free naturalistic order in the
scrolls of the relief friezes is presented to
us in a renovated composition. The pat-
terns in the entablature are not essentially
changed, but only modified. The same
can be said of the painted flower decora -
tions and the order of the reliefs in the
gilded triangles in the corners. The first,
like the rosettes, present flowers in full
bloom, while the relief flowers are folded
and closed. In the large rectangular sur -
faces between the triple friezes in the in-
terior and exterior the pale blue color is
superseded by a purple color, and the net-
work of square coffers superseded by a
floral coffer pattern. That pattern is iden-
fical to the closed conventional scroll pat-
terns in the metal gratings of the sebil in
the courtyard of St. Sophia. The rounded
surfaces decorated with painting in the
entablature between the roof and the
marble structure are superseded here by
new transition forms. The transition to
the circle of the dome is obtained here
by encircling the roof with new triangles
again decorated with painting. In this
way the octagonal structure is united to
the circle, and the decorative grouping is
completed by the similar circular double
frieze mentioned above. That grouping
can also be described as the completion of
constructive pieces.

The modification in similarity in the
interior and exterior is not a haphazard
change, it has been effected according to
a principle. We must repeat this in order
to draw attention to this very important
characteristic of the structure. We may
say that here it is not a simple sense of
form that plays a part, but a sub-conscious
comprehension o fthe unity of the decora-
tive members of one monument. The aim
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is in short to assure unity in an organic
form.

Aanother element which induces us to
enter into a chort explanation of the de-
corative details is the basin of the shadir-
van. The metal network composition is
formed by repeating a conventional acan-
thus scroll. Above is a gilt inscription, a-
nother poem by the poet Emin, beginning
with the distich,

Shehinshaht zaman, Sultan Mahmidi
jalil - sh - shan
Revan mizabi kilkinden "uytini re'fet-u
thsan.

The shadirvan basin, with its 16
slightly convex faces, gives the impression
of a covered plastic form adjusted in the
middle of the octagonal cover structure.
The connection which first appears bet-
ween two principal elements such as the
basin and the cover structure, may be ex-
pressed as above. The marble faces of the
basin are decorated with a composition
representing small columns with capitals
in the form of a vase, bound together by
floral motives springing from the vases,
and developing like the decoration of an
arch. The pattern is repeated on each face.
The faces, and the pilasters between, are
bound together by a fairly wide relief
frieze at the top of the marble struture.
That frieze also is decorated with a floral
pattern.

There is a close unity from the deco-
rative point of view between the marble
part of the polygonal basin and the panel-
led gratings rising above in the same
form.

In the shadirvan basin, elements such
as the Pscudo—columns, the decorations of
the circles, the uncovered dome with me-
tal drum, seem to us a new example of
ornamental “surface plastic imitating ar-
chitecture, which we attempted to explain
at first. The basin has been given the as-
pect of ornamental architecture. The basin
seems to attempt adjusting to architecture,
while the constructive cover structure
tends to a feeling for ornamentation. We
see those two trends combined in the
whole structure in an interesting fashion.
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Ayasofya Sadirvani

Vakiflar Dergisi VI.
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Ayasofya Sadirvani
Vakiflar Dergisi V1.
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Ayasofya Sadirvaninin sacaklarindaki kise tezyinati
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