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@®nséz

Foreword

Elinizdeki kitap, 12-14. yiizyillar arasinda Anadolu
Selcuklu Mimarisi adiyla anilan sanat ¢aginda 1228/29
tarihli Divrigi Ulucamisi ve Sifahanesi'nin Anadolu'daki
mimari gelisme icinde tek kalmig ve Islam sanat tarihinde
de esi olmayan tas yontularini sunmaktadir. Bu yapinin
ustalari i¢inde sadece bir tanesinin adi, cami ve sifahanede
birer kez “Ahlatli Hiirremsah” olarak verilmistir. Olasilikla
yapilarin tasarimi ve tag yontularin bir boliimi bu
Ahlat kokenli sanatg¢inin yaratmasidir. Yapidaki anitsal
tackapilari siislemek i¢in gerceklestirilen yontu programi,
bezemeyi mimariyi tamamlayici roliinden uzaklastirmis,
tasoymay1 heykellestiren olaganiistii bir yapit yaratmistir.
Divrigi sanatini 6zgiin kilan ve iin kazandiran, bu heykel
nitelikli tasoymalardir. Fakat bu estetik nitelik Otesinde
sanal bir Cennet Kapisi olarak tasarlanmis olan Kuzey
(Kible) Tagkapisi, Islam sanat tarihindeki belki de tek
cennet kapisi imgesidir. Bu bakimdan da Islam kiiltiiriinde
¢ok onemli bir yeri olmalidir.

17. yiizyil ortasinda ilk degerlendirmeyi yapan Evliya
Celebi, Ayasluk (Efes) Isa Bey Camisi, Bursa Ulucamisi
gibi 14. yiizyil Anadolu camilerinin ve Atina'daki
Fatih Camisi ve Estergon Kalesi'ndeki cami gibi, yeni
fethedilen {ilkelerdeki camilerin Divrigi Ulucamisi ile
karsilastirilamayacagini ve zengin bezemesini dvmeye
soz yetmeyecegini soyleyerek anit1 ilk anlayan ve dven
Tiirk yazari olmustur. W.F. Ainsworth “Bati Asya'da-
ki Miisliiman yapilarinin en gilizellerinden biri"' der.
V. Cuinet ise Kuzey Tackapisi'nin “bir mimari ve heykel
harikasi™ oldugunu soyleyen ilk Avrupalr'dir. Daha sonra
gelen ve yapiyr daha ayrintili inceleyen cogu Fransiz
tarih¢i neoklasik sanat kurami icinde pek olumlu olmayan

yargilar dile getirmistir.®

The book you are holding in your hand is devoted to the
description ofthe stonesculpture of the Divrigi Ulucami and
Sifahane (Great Mosque and Hospital of Divrigi) (1228/29), a
glorious example of 12th to 14th century Anatolian Seljuk
architecture and a truly unique phenomenon in the history
of Islamic art. Of the craftsmen involved in the work the
name of only one has survived - that of "Hiirremsah of
Ahlat”, whose name appears once in both the mosque and
the hospital. It seems probable that this master builder and
stone carver from Ahlat was responsible for the design of
the buildings and for the creation of part of the sculpture.
He created a sculptural programme for the decoration of
the monumental portals which gave the ornamentation a
sculptural dimension and removed it from its traditional
role as a mere subsidiary element and complement to
the architecture. It is this sculptural stonework that is
responsible for the unique quality and fame of Divrigi art,
but besides this aesthetic qual ity, the Qibla portal, designed
as an imaginary Gate of Paradise, is probably the only
example of a symbolic paradise gate in the history of Islamic
architecture. From that point of view, it deserves to be
awarded a very important place in Islamic culture.

Evliya Celebi, who carried out the first examination
of the work in the middle of the 17th century and was
the first Turkish writer truly to understand and express a
true appreciation of the value of the work, declared that
14th century mosques like the Isa Bey Mosque in Ayasluk
(Efes), the Bursa Ulucami and mosaques in newly conquered
territories such as the Fatih Mosque in Athens and the
mosque in the Esztergom Castle were in no way comparable
with the Divrigi Mosaque, regarding which no words could

express the richness of its decoration. W.F. Ainsworth
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Avrupa sanati disinda iiretilen bir sanat yapitinin
diinya sanat tarihii¢indeki yorumuherzaman sinirli olmus
ve mimarhik disinda yeteri kadar ilgi cekmemistir. Diinya
resim ve heykel tarihleri Islam sanatini konu ve teknik
olarakicermez.Batikultiirii kenditarihiagilimlariicinde bir
diinyasanati tarihi vizyonu yaratmistir ve biitlin diinyanin
sanat gelenekleri, Avrupali sanat vizyonunun siizgecinden
gecmis yorumlarla sunulmaktadir. Avrupa heykel tarihinde
konu temelde insan figiiriidiir. Islam gelenegi figiiratif
sanat1 ilke olarak reddettigi icin [slam tasoymasi diinya
sanat tarihinde bezeme kategorisinde degerlendirilmistir.
Gerg¢i soyut sanat kavraminin gelismesinden bu yana figiir
konusu resim ve heykel kavraminin zorunlu bir o6zelligi
olmaktan c¢cikmustir. Fakat bu durum, figiiratif sanat
gelenegi lizerine kurulmus genis bir kuramsal ve elestirel
diisiincenin ne varligini ne de etkisini ortadan kaldirmistir.
Kaldi ki binlerce yillik figtiratif sanat geleneginin disinda
birakilmig Islam sanati yapilarinin, evrensel boyutlarda
da olsa, diinya sanat tarihindeki yeri sinirhdir. Divrigi
yontusu, [slam sanati i¢inde baska érnegi olmayan bir sanat
fenomenidir. Bu kitap, Islam ve Tiirk sanatlarinda oldugu
kadar diinya sanat tarihinde de baska paraleli olmayan bu
yontunun, evrensel bir heykel kavrami icinde konumunu
irdeleyen bir calismadir ve 6zel olarak hazirlanan ¢izim ve

fotograflar esliginde okuyucuya sunulmustur.

Dogan Kuban, Istanbul 2010

' Ainsworth, W.F., Travels and Researches i n Asia Minor, Mesopotamia,
Chaldea and Armenig, c. |l, Londra, 1845.

2 Cuinet, V., La Turquie d'Asie Géographie Administrative, Statistique
Descriptive et Raisonnée de Chaque Province de I'Asie-Mineure, Paris, 1892.

3 Gabriel, A., “Divrigi-La Grande Mosquée”, Monuments Turcs d*Anatolie,
c. Il, Paris, 1934, s. 174-188.

describes it as “one of the finest Muslim buildings in
Western Asia”!, while V. Cuinet was the first European
to describe the North Portal as “an architectural and
sculptural wonder of the world".2 Later historians, most of
them French, who carried out a more detailed examination
of the building, belonged to the neoclassical tradition and
tended to be more restrained in their judgments.?

The evaluation in world art history of a work of art
created outside the European artistic tradition has always
been somewhat limited and, apart from architectural
monographs, such a work has always aroused less attention
than it deserves. Histories of world painting and sculpture
never include an evaluation of Islamic technique and
content. Western culture has created a vision of world art
history from the point of view of its own world outlook,
with the result that all world artistic traditions are passed
through the filter of the European artistic vision. European
sculpture is ultimately based on the human figure and, as
the rejection of the human figure is one of the principles
of Islamic art, Islamic sculpture has been classified in
histories of world art as ornamentation. It is true that
with the development of abstract art the human figure no
longer constitutes the essential element in painting and
sculpture, but this has removed neither the existence nor
the influence ofa conceptual and critical approach based on
the figurative artistic tradition. As a result, Islamic art has
remained quite outside of the world history of sculpture and
painting based on the representation of the human figure.
The Divrigi sculpture is a unique artistic phenomenon in
Islamic artand this essay is an attempt to examine, within
the dimensions of the universal sculptural concept, the
place occupied by a sculptural masterpiece that remains as
unique in Islamic and Turkish art as in the world artistic
tradition, and to present it to the reader accompanied by

specially prepared visual material.

Dogan Kuban, Istanbul 2010

1 Ainsworth, W.F., Travels and Researches in Asia Minor, Mesopotamia,
Chaldea and Armenia, v. li, London, 1845,

2 Cuinet, V., La Turquied'Asie Géographie Administrative, Statistique
Descriptive et Raisonnée de Chaque Province de I'’Asie-Mineure, Paris, 1892.

3 Gabriel, A, "Divrigi-La Grande Mosqu ée”, Monuments Turcs d’Anatolie,
v. I, Paris, 1934, pp. 174-188.
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Giris

Introduction

“Elhasil medhinde diller kdsirdir.”
(Ovmek icin soz yetismez.) Evliya Celebi (1650)

Diinya yontu tarihinde tasin kullanildig1 buytk bir
bezeme gelenegi vardir. Bu gelenek, her zaman mimariyi
biitlinleyici niteligi diislintilerek, mimarinin yaninda
ikincil bir ugras olarak goriilmiistiir. Fakat Islam kiiltiirii
disindaki bitiin kiiltiirlerde, ozellikle dini yapilar séz
konusu oldugu zaman, bezeme amacli da olsa, tas yon-
tunun 6ziind insan figlird olusturmustur.

Figtratif yontu, yontu sanatinin &ziinii olusturur.
Sanat tarihine egemen olan Bati diisiincesi heykel (yontu)
sanatindaki en biiylik driinlerini insan figiiriinlin tasta
ifadesi tizerine kurmustur. Misir ve Yunan'dan Rodin’e kadar
klasik Bati geleneginin ogrettigi heykel budur. Eski Cin,
Hint ve Glineydogu Asya, Ortacag Amerika ve Afrikasi'nin
insan figiirtine dayal zengin heykel gelenekleri de, Avrupa
kiltiirintin  kendi tarihi iginde gelistirdigi kuramsal
tavirlara uyacak sekilde degerlendirilmistir.

Insan figiiriini diglayan miisliman kiiltiird, diinya
sanat tarihinde figiirlii sanatin yoklugu nedeniyle ayri bir
yer isgal eder. Gergi Iran ve Anadolu’nun Selguklu kiiltiir
ortaminda, heniiz pagan geleneklerinden uzaklasmamis
yeni Tiirklerin, Siinni Islam'in dogmatizmine tam uyum
saglayamadig) bir donemde, insan figiirii yapmaktan
cekinmedigi, Iran ve Anadoluda giiniimiize ulasabilen
figiirlii sanat fragmanlarinda agikga goriilmektedir. Konya
Kalesi'ndeki insan figiirli yiiksek kabartmalar, kanath
melekler, Diyarbakir Ulucamisi'nde bogaya saldiran aslan
kabartmasi, Divrigi Sifahanesi Tackapisi’'ndaki kabartma
Selguklu figiirleri, Iran ve Orta Asya'da Sel¢uklu devrinin

ronde bosse prens heykelleri ve seramikler tizerindeki insan

“Elhasil medhinde diller kasirdir.”
(No words are capable of its praise.) Evliya Celebi (1650)

There is a great ornamental tradition in the use of stone in
world sculpture. This tradition has always been regarded as
a complementary element in architecture and a secondary
activity for the architect, but in all cultures apart from
the Islamic, although the aim may be fundamentally
decorative, the essential element in stone sculpture, even
in religious buildings, has always been the human figure.

Figurative representation forms the basis of the
art of sculpture. As a result of Western attitudes, which
dominate the history of art, the greatest works in the art
of sculpture are based on the representation in stone of
the human figure. From Egypt and Greece to Rodin, this
is the type of sculpture as taught in the Western tradition.
The rich sculptural traditions based on the human figure
in Ancient China and Southeast Asia, Central America
and Africa have been evaluated in a manner in line with
the theoretical concepts nourished within the European
tradition.

Because of its exclusion of the human figure, Muslim
culture occupies a singular place in world art history,
though fragments of figurative sculpture can be found
in Persia and Anatolia dating from a period when, in a
Persian and Anatolian environment, the nomadic Turks
had not yet discarded their pagan traditions in conformity
with the dogmatism of Sunni Islam, and still saw no
reason to refrain from the representation of the human
figure. The human figures and winged angels rendered
in high relief in Konya Castle, the relief in Diyarbakir

Ulucami of a lion attacking a bull, the Seljuk figures in the
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figiirleri, resim yasagmnin kati kurallarla uygulanma-
diginin ya da Tirk sultanlar ve emirler i¢in gecerli
olmadiginin kanitlaridir. Gergi bugiine kalan fragmanter
heykel verileri bu heykel sanati i¢in genelleme yapmaya
yetmez. Fakat figiirlii heykel sanatinin varligini kanitlar.

Bu figiiratif deneylere karsin tagoymanin [slam
sanatinda sadece bezeme amach kullanilmis oldugunu
diisiinmek genel olarak dogru bir yargidir. Anadolu Selguklu
déneminin (1200-1350) zengin tas bezemesi Ortacag Islam
sanatinda ozel bir yer isgal eder. Iran'in pismis toprak ve
alclya dayali mimari bezeme sanati, Anadolu’'da yerel
gelenekle bulusarak tas bezemeye doniisiir. Bu siirecte
Islam iilkelerinden Anadolu’'ya gelen sanatcilar gibi, yerel
gelenekler de bezeme sozliigiiniin gelismesine katkida
bulunmuslardir.

Selcuklu ¢aginda tasoyma bezeme, kesinlikle mimari
sinirlar i¢inde kalir. Belirli bezeme diizenleri vardir. Motif
sozliigii yaygin olarak kullanilir. Yapilarin tackapi, eyvan,
mihrap gibi &geleri tlizerinde yogunlasan bu mimari
slisleme sanatinda, Orta Asya'dan Ispanya'ya kadar uzanan
bir cografyada, mimari ile bezeme arasindaki birincil-
ikincil iliskisi degismez. Avrupamin ilk kez Ispanya'da
ogrendigi Islam mimarisini algilamasi ve tanimlamasi,
Ispanya-islam modeline dayaniyordu. Bu nedenle Avrupa
perspektifli evrensel sanat tarihinde Islam mimarisi
“bezemesel” sifati tasir. Besinci Karl'in tinlii mimar Pedro
Machuca’'ya Elhamra Saray1 bahgesinde yaptirdig) sarayla
karsilastirildiginda, Elhamra’nin bezeme agirhig) fazla
olan bir yapi oldugu gériiliir. Ote yandan bugiin artik
kanitlandig1 gibi, Elhamra, mimari tasarim agisindan
bahgesine yapilan Ronesans sarayindan ¢ok daha 6zgiin,
etkili ve insanlarin ilgisini daha fazla c¢eken bir yap:
olmaya devam etmektedir.

[slam'in  bezemesel bir mimari oldugu diisiincesi
yanls bir klisedir. islam iilkelerinin mimari gelenekler inde
bezemenin agirhk tasidigr ornekler vardir. Fakat yapilarin
mimari tasarimlarina paralel bir bezeme agirhig: tasidigi
Gotik, Rokoko, Barok c¢aglarinin mimariyi ikinci planda
birakan abartisi Islam mimarisinde hicbir zaman gériilmez.
Portekiz ya da Giiney Alman Barok mimarilerinin bezemesel
yogunluguna paralel bir siisleme egilimi Islam'da hig
olmamistir. Kubbet-iis-Sahranin, Samarra saraylarinin,
Orta Asya ve Iran'in anitsal tugla mimarisinin ve Osmanh
mimarisinin bezemesel nitelikli olmadig1 aciktir. Divrigi
Kiilliyesi bu baglamda bir istisna olusturur. Cinkid cami
tackapisinin siislenmesi mimariden fazla agirlik verilen bir

programla tasarlanmistir.

relief on the portal of the Divrigi Sifahane, the figures in
ronde bosse of princes and the human figures on ceramics
belonging to the Seljuk periods in Persia and Central Asia
show either that the prohibition on representation was not
strictly adhered to or that it was not regarded as valid by
the Turkish sultans and emirs of the time. It is true that
there is not sufficient surviving sculptural data to justify
any valid generalisation but all this proves the existence
of a figurative art of sculpture.

In spite of these essays in figurative representation,
sculpture is rightly regarded as a purely decorative
element in Islamic art. The rich stone ornamentation of the
Anatolian Seljuk period (1200-1350) occupies a special place
in medieval Islamic art. The art of architectural decoration
in Persia based on terra cotta and stucco was transformed
into stone decoration through its union with the local
Anatolian tradition. In the process, these traditions, like
the various artists arriving in Anatolia from other Islamic
countries, contributed to the development of both local
traditions and the decorative vocabulary.

Stone decoration of the Seljuk period remains strictly
confined within architectural limits. There are definite
decorative patterns and wide use is made of an accepted
motif vocabulary. In this art of architectural decoration,
concentrated on elements such as portals, eyvans and
mihrabs, to be found in a territory ranging from Central
Asia to Spain, there is no change in the primary-secondary
ranking of architecture and decoration. The perception
and interpretation of Islamic architecture, which first
came to the attention of Europe in Spain, was based on the
Hispanic-Islamic model. Thus, in the universal history of
art, written as it is from a European perspective, Islamic
architecture is defined as “decorative”. When compared
with the palace built by Pedro Machuca, the celebrated
architect of Charles V, in the garden of the Alhambra
Palace, the Alhambra Palace displays an excessive
emphasis on decoration. On the other hand, from the point
of view of architectural design, the Alhambra continues to
be a much more interesting, striking and original creation
than the Renaissance Palace erected in its garden.

The perception of Islamic architecture as decorative
is an erroneous cliché. There are, indeed, examples of
buildings in Islamic countries in which the main emphasis
is placed on decoration, but the exaggerated concentration
on decoration typical of the Gothic, Rococo and Baroque
styles that leaves architectural design as a secondary

element is never to be found in Islamic architecture.
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Anadolu’da Selguklu egemenligi ve onu izleyen
Mogol isgali sirasinda mimari bezemenin “bolgesel
farklilagsmalarina karsin” yaygin ve ortak karakteristikleri
vardir. 11. yiizyil sonu ile 14. ylizyil arasindaki tasoyma
bezemenin, Anadolu’ya 6zgii ve Iran'in tugla geleneginden
oldugu kadar Arap tilkeleri bezemesinden de ayrilan yerel
bir tslubu gelismistir. Bu ortamda Divrigi Ulucamisi
ve Sifahanesi’'nin tasoyma bezemesi, dénemin dlciitleri
disina ¢ikan ve bezeme niteliginden ¢ok bagimsiz yontu
karakterine yaklasan ozellikleri, zengin sozIiigii, cennet
kapisitasviritizerine kurgulanmis programi ve tasarimiyla
sasirtict bir yenilik ve yaraticilik sergilemektedir. Bu
yapinin yontulart Anadolu Sel¢uklu mimari bezemesinin
gelisme ¢izgisinin oldugu kadar, Islami bezemesel yontu
siniflamasinindadisindabiryaratmadir. Mimarive bezeme
arasindaki hiyerarsik iliskileri ortadan kaldiran essiz bir
deneme olarak, Islam mimarlik tarihi baglaminda oldugu
kadar diinya sanat tarihinde de karsilastirilabilecegi
baska bir drnek olmadig1 igin, mucizevi bir yapit olarak
ortaya ¢ikar.

Divrigi kompleksiyle ilgili birinci sorunsal, yapitin
[slam sanat tarihinde esi olmayan yontularinin tarihsel
konumudur. Ayni tarihlerde ve yakin bélgelerde, 6rnegin
Kayseri $ifaiye Medresesi (1205-1206)'nin tackapisiyla
karsilastirildigi zaman, bu yapidaki basit geometrik
tasarimdan Divrigi Ulucamisi Kuzey Tackapisi’'na atlayan
kisa bir gelisim siirecini, Selguklu sanatini olusturan
tarihsel kosullar icinde hayal etmek olanaksizdir. Kaldi
ki bu yontunun ne oncesinde ne de sonrasinda Anadolu
Tirk tarihi boyunca higbir akrabasi yoktur. Anadolu
Selcuklu sanatinin gelismesinde etkili olmus Bizans,
Ermeni ve Kuzey Suriye tas yontu geleneklerinde de bu
yontuyu aydinlatacak bir ipucu bulamiyoruz. Bu yapida
ne kapr tasarimi ne kullanilan motiflerin zenginligi
ne de tasoyma bezemenin kompozisyonu baglaminda
referans verebilecegimiz bir tacyap: gelenegi diinya sanat
tarihinde yoktur. Koken sorunu bir anlamda yanitsiz
kalmaktadir. Sanat tarihi agisindan referans, sanatginin
kisiligi, cevresinde toplanan tas is¢ilerinin ve ustalarinin
olasi kimliklerine iligkin, yapidaki uygulamanin analizine
ve onlarla karsilastirilabilecek o6rneklerin bulundugu
yorelerin sanat geleneklerine dayah gozlemler olabilir. Ne
var ki bunlar Divrigi sanatini yorumlamak icin yetersiz
bir veri tabani olusturmaktadir.

Ikinci sorunsal, Islam tarihinde baska esi olmayan
ve bilinen Islami bezeme Kkategorilerine girmeyen bu

ticboyutlu ¢calismanin tanimi ve adlandirilmasiyla ilgilidir.

Decoration as extravagant as that displayed in the Baroque
buildings of Portugal or Southern Germany is not to be
found in Islam. The Dome of the Rock, the Samarra Palaces,
the monumental brick buildings of Central Asia and Iran
and Ottoman architecture as a whole are quite clearly non-
decorative in character. In this connection Divrigi forms
an exception. The main portal of the mosque was obviously
designed in accordance with a programme that laid more
emphasis on decoration than on architecture.

In spite of certain “regional differences”, architectural
decoration dating from the period of Seljuk hegemony in
Anatolia and the subsequent period of Mongol occupation
displays certain common and widespread characteristics.
Architectural stone decoration dating from between the
end of the 11th and the 14th century developed a regional
style peculiar to Anatolia as clearly distinguishable from
the oriental brick tradition as it is from that of the Arab
countries. In the context of this widespread sculptural
style, the stone carving on the Divrigi Ulucami and
Sifahane is characterised by features that break the bounds
of contemporary norms and come closer to sculpture
than to decoration, by a wealth of vocabulary and by
an amazing originality and creativity in the programme
and design based on the concept of the paradise gate. The
sculptures in this building, though in the tradition of
Anatolian Seljuk architecture, lie outside the category of
Islamic decorative sculpture. As a unique experiment in
removing the hierarchical relations between architecture
and decoration, it emerges as a miraculous creation as
unique in the context of Islamic architectural history as in
that of world art history.

The first problem with the Divrigi Complex is the
historical position of its unique stone carvings in the
history of Islamic art. When it is compared with other
portals of the same date and neighbourhood, such as the
portal of the Kayseri Sifaiye Medrese (1205-1206), it is
impossible to conceive, in the conditions created by Seljuk
art, the leap from the simple geometric design of the latter
to the Divrigi North Portal. Moreover, this stone carving
has no relation to any previous work, nor to any of a later
period throughout the whole of Anatolian Turkish history.
Nor can we find in the Byzantine, Armenian and Northern
Syrian stone carving traditions that exerted an influence
on the development of Anatolian Seljuk art any clue that
would throw light on this particular stone carving. In this
building neither the design of the door nor the richness of

the motifs employed nor the sculptural decoration can be
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Bu satirlarin yazari i¢in Divrigi Ulucamisi ve Sifahanesi
tackapilari Bati sanat tarihinin “sculpture” adi altinda
tanimladig) sanat etkinligi kategorisine koyacagimiz
ozellikler tagimaktadir. Gergi degisik kiiltir ortamlarinda,
yontusal teknik ve bicimlerde rastlanabilecek benzerliklerin
uslupsal benzerlikler olarak degerlendirilmesi s6z konusu
degildir. Tas1 yontan sanat¢1 ile malzeme arasinda olusan
profesyonel bulugmanin benzer davraniglara yol actig,
yadsinamayacak 6rneklerle bu kitapta gosterilmistir.

Bu kitapta yapilan karsilagtirmalar Hirremsah'in yon-
tusunun karakteri agisindan aydinlaticidir. Fakat biitiin
Olgiitleri insan figlri “temsili’ne dayali Bati sanat
geleneginde Divrigiyontusunu “heykel” olarak adlandirmak

ancak 20. yiizyila geldigimiz zaman olasi gortiinmektedir.

linked to any portal tradition in the history of world art.
In a sense, the basic problem remains unsolved. From the
point of view of art history, observations may be made in
relation to the character of the artisan and the probable
identities of the masons and master masons gathered in
the area, as well as on the basis of an analysis of practice
applied in the structure and the artistic traditions of
regions in which comparable examples are to be found.
Unfortunately, these provide inadequate data for the
interpretation of Divrigi art.

The second problem concerns the definition and
classification of a three-dimensional work unique in
Islamic art and belonging to none of the categories of
Islamic decoration. For the author of these lines, the
Divrigi Ulucami and Sifahane portals display none of the
characteristics that would justify their being included in
any artistic category under the heading of “sculpture” in
the history of Western art.

The comparisons made in this book serve to throw
light on the character of the Hiirremsah stone carving,
but it is only in the 20th century that we have reached the
stage in the tradition of Western art when we can classify

the Divrigi stone carving as “sculpture”.

» Kuzey (Kible) Tackapisi. Tasoyma bezeme
ayrintisi.

North (Qibla) Portal. Carved decoration,
detail.
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Tarihi Cerceve

Historical Background

Gocerlerin Yerlesme Siirecinde
Tarihsel Cerceve

Bozkir gocerleri Avrasya tarihinin biyiik boyutlu dina-
mizmini temsil eder. Bu dinamizm Hyung-Nu'lardan bas-
layarak, icerdigi tarihsel tartisma boyutlariyla birlikte,
Tirk dili diyalektleri konusan gocerlerin ¢cogu zaman temel
oge oldugu biiyiik tarihsel hareketleri kapsar. Hunlar1 da
sayarsak, Cin'de Wei Siilalesi’'ni kuran To'pa’larla birlikte
gocer-yerlesik arakesitinde baslayan, Bat'ya yonelmis ve
her asamasinda Asya’'nin yerlesik giiney topraklarina sizan
bir Tiirk goceri olgusu Osmanli ddnemine kadar ulasir.
Anadolu’'nun bugiin bile ana ulasim akslar1 disinda
kalan birkiiciikkentiolan Divrigi'de Ortacag'in en gérkemli
ve tasarim agisindan en gelismis camisinin ve sifahane-
sinin bulunmasi, yapinin tackapilarini, maksuresini,*
mihrap duvarini bir ticboyutlu heykel niteliginde stisleyen
yontulari, fran ve Orta Asya'da Gazneliler, Karahanlilar,
Selcuklar ile baglayan Tiirk gécer-yerlesik Iran simbiyotik
yasaminin Anadolu’ya uzanan bir asamasini olusturur.
Erzurum’da, Diyarbakir'da, Malatya'da, Konya'da
kalmamis ya da hi¢ olmamis bir miikemmelligin kiicik
Mengiicek emirliginin ikincil bir kentinde gerceklesmesi,
Ortacag'in siilale ve savas hikayeleri icinde sunulan
klasik tarihi bircok temel kiiltiirel olguyu ikinci plana
attig1 icin, gercek tarihsel gelisimin dogasini anlamayi
gliclestirmektedir. Sadece tarihi olgular izleyen bir politik
tarih kurgusunun bu kiiltiirel olguyu aciklamakta yetersiz
kaldigini kanitlamaktadir. Bugiine kadar yazilmis Orta-

dogu ve Islam tarihleri, politik egemenlik sorunlari 6tesinde

* Maksure: Sultan'a ayrilan bélim, kubbeli mihrap agikiig.

The Historical Environment During the
Period of Sedentarisation of the Turkish Nomads

The steppe nomads were characterised in Eurasian history
by their extraordinary dynamism, which, from its begin-
nings with the Hyung-Nu, comprises a number of great
historical movements in which Turkish speaking nomads
played the leading role. If we include the Huns, the
phenomenon of Turkish migration towards the West,
beginning with a nomadic-sedentary conjunction with
the To'pa, the founders of the Wei dynasty in China,
and accompanied, at every stage, by a Turkish migration
infiltrating into the settled regions of Asia, continued
into the Ottoman era.

The fact that a medieval mosque and sifahane
displaying such architectural magnificence and highly
sophisticated design, with stone carving of a three-
dimensional sculptural quality adorning the portals,
magqsura* and mihrab wall, should have been located in
Divrigi, a small country town lying, even now, outside the
main Anatolian lines of transportation, represents a stage
in the penetration into Anatolia of the symbiotic Turkish
nomad-sedentary [ranian lifestyle in Iran and Central Asia
beginning with the Ghaznevids, Karakhanids and Seljuks.

The location in a small second-rate country town
of a minor dynasty, such as the Mengujek, of a building
of such perfection of design the like of which has failed
to survive or, indeed, never even existed in much more
important political centres such as Erzurum, Diyarbakir,

Malatya or Konya, substantially reduces the cogency of

4 The magsura was the generally domed section of the mosque
in front of the mihrab reserved for the use of the Sultan.
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simbiyotik yasamin dogasin1 aciklamig goriinmiiyor.
Ornegin Islam Ortagagrnin en siradisi yapisinin Divrigi'de
yaratilmis olmasi gibi, Islam'in yetistirdigi belki de en
biiyiik filozof olan [bn Sina’'min Bagdat'ta degil, fakat
Buhara'da yetismis olmasi hattd dmriinde Bagdat'a git-
memis olmasi da sorgulanacak bir olgudur. Iran ve Orta
Asya’'da Tahiri, Saffari, Buyid, Samani devletleri ve onu
izleyen Gazneli, Karahanli ve Selguklu tarihi siireclerinin
yarattigr politik kasirganin, Pencap ve Afganistan'dan
Suriye ve Anadolu’ya uzanan biiyik cografyada cagdas
dénemin “beyin goci"ne benzer bir kiiltiirel mekanizmay1
harekete gecirdigi aciktir. Islam tarihleri, Gazneli
Mahmud'un ya da Celaleddin Harezmsah'in destanlarini
anlatirken, Gazneli Mahmud tarafindan adeta kovalanan
Ibn Sina'min seriivenini anlatamazlar. Mimari ya da
sanat eserlerinin tretimi gibi giindelik yasam etkinlikleri
dlizeyine indirgendigi zaman, yaratici ve lreticilerinin
kimlikleri anonimlesir. Bir sanat¢inin adini bildiginiz
durumlarda, cografi bir referans olmazsa Muhammed,
Hasan, Hiiseyin gibi adlar herhangi baska bir adla
yer degistirebilecek anonim referanslar olarak kalir. Bu
durumlarda yaratilan sanat yapitlarn tarihin daha fazla
incelenmesi gereken verileri olur.

Bu yayilma ve simbiyotik olusumun karakteri iize-
rinde diisiinmeden Ortagag Islam diinyasini anlamak belki
de olanaksizdir.

Avrasya'nin gocer-yerlesik sinir cografyasinda,
sadece savaslardan, goglerden dolay1 degil, kisilerin yer
degistirmesi nedeniyle, sayisiz degisik kokenli insan,
degisik kosullarda Ortadogu'nun olmayacak kentlerinde
belki de rastlantisal diyecegimiz kosullarda bulusmustur.
Sayisiz insan yeni fethedilen topraklara gocmustir.
Fakat degisik insanlarin bir araya gelmesi her zaman bir
Divrigi yaratmamistir. Batiya gociin Anadolu kultiiriine
rastlantisal olarak hediye ettigi Mevlevilik, Bektasilik
ve Alevilik gibi olgularin yaninda kimse Divrigi'yi bir
kiiltiirel fenomen olarak degerlendirmemistir.

11-13. yiizyillar cografi, sosyal, kiiltiirel tarihi
kolay yazilabilecek bir donem degildir. Yazili belge azdir.
Tarihi veriler, bugiine ulasmis yapilar ve sanat eserleridir.
Dénemin kiiltiiriini, stiregiden goé¢ ve savaslarin, cograf-
yanin herhangi bir kosesinde bir araya getirdigi olasiliklar
belirlemistir. Kabus bin Vusmgir'in kulesi, Gazne'de
Mesud'un kulesi, ad1 yasayan fakat giinlimiize ulasamamis
biliylik saraylar, Sahname ya da bir Selquk kiimbedi ya
da Divrigi Ulucamisi ve Sifahanesi, bu oradan oraya

savrulan sanatg¢l ve diistinlirlerin yapitlarinda sekillenen

some of the basic cultural tenets of a history confined to
the political phenomena and thus standing in the way of
any real understanding of the true nature of the historical
processes. Histories of the Middle East and Islam written
so far do not reveal the true nature of this symbiotic
phenomenon, apart from questions of hegemony. For
example, that Ibn Sina, perhaps the greatest philosopher
Islam has ever produced, should have been brought up in
Bukhara rather than Baghdad and that, indeed, he never
even visited Baghdad, poses, like the erection of the most
extraordinary building of the Islamic Middle Ages in
Divrigi, a real problem. The mass movements produced
over a wide region extending from Punjab to Syria and
Anatolia by the political turbulence in the Tahirid, Saffarid,
Buyid and Samani states in Iran and Central Asia, together
with the subsequent Ghaznavid, Karakhanid and Seljuk
historical developments, clearly constituted a cultural
phenomenon of utmost complexity. While relating the epic
tales of Mahmud of Ghazne and Jalaladdin Khwarazm-
shah, Islamic histories make no mention of how Ibn Sina
escaped from the hands of Mahmud of Ghazne. The life of
Ibn Sina is emblematic of the fates of all the philosophers,
men of religion and artists in the turmoil and confusion
that reigned among the Ismailis, Sunnites, Zoroastrians and
Turkish converts to Islam on the outer borders of the nomadic
world. As always, the migrants carried with them to the
West artists, thinkers, poets, dervishes and administrators.
One of the great epics produced by the nomadic Turkish
whirlwind was the story of Jalaladdin Khwarazm-shah's
wars in India, Iran, Caucasia and Eastern Anatolia, and all
this may be said to be relevant to the emergence of the
Divrigi master artisan. The reduction of architecture and
artefact production to the level of an everyday activity
leads to anonymity as regards the identities of its creators
and producers. Even in instances where the name of the
artist is known, craftsmen with common names such as
Muhammad, Hasan and Hussein remain, in the absence
of any geographical reference, virtually anonymous. In
such cases, data required for the further consideration of
the date and nature of artistic works and artefacts remain
inadequate and medieval literature does not provide more
information.

It is perhaps impossible to reach a full understanding
of medieval culture withoutan examination of the character
of this expansion and symbiotic formation.

Thousands gathered in the various cities on the

borders between the nomadic and sedentary societies as a
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rastlantisal olusumlardir. Van, Erzurum, Malatya, Konya
dururken Divrigi'nin Ortagag’'in en 6zgiin mimari yapitina
sahip olmasi, bu tarihin olusmasindaki rastlantisalligin
kanitidir.

Gerci bu yapida ilk kez bir araya gelen kosullarin
bilesenleri bilinen kokenlere dayanmaktadir. Géger
diizenden yerlesik diizene geg¢mek ytzyillar almistir.
Bu baglamda tarihsel veriler muzaffer kumandanlarin
zaferleri, kurduklar1 devletlerin stirekliligiyle tanimlansa
bile, o donemlerin kiiltiirel iceriginin maddi boyutu ve
uygarlik potansiyeli, zamanimiza ulasan ve daha ayrintili
olarak irdeleyebilecegimiz sanat ve diisiin yapitlarinda
bulunmaktadir.

Anadolu’'ya Belh'ten gelen Mevlana, Mesnevi'sini ve
Divan'ini Farsca yazar. Onun yapitiyla karsilastirildiginda
Divrigi daha ¢ok Anadolu'dur. Burada madde Anadolulu,
fakat spiritiiel olan daha genis bir alanin malidir. Divrigi

sanatinda Asya'nin dort bir yanindan gelen diisiinceler

® Rey

@ Siraz

result, not so much of wars and migrations, but rather as
a result of the movement of individuals of various origins.
Numberless thousands migrated to the newly conquered
territories, but the coming together of a number of
individuals did not always result in the creation of a Divrigi
art. The creation of the Ulucami has never been regarded
as a cultural phenomenon on a par with the accidental gift
of the orders of Mevlevism, Bektashism and Alevism to
Anatolian culture as a result of the migration to the West.

The geographical, social and cultural history of the
11th-13th centuries is not an easy one to write. Documents
are scarce. The historical data consist of the surviving
buildings and artefacts. The culture of that period was
shaped by the results in one corner or another of the
geography produced by the continual wars and migrations.
The tower of Qabus ibn Wushmgir and the tower of Masud
in Ghazni, the great palaces of which only the names have

survived, a Sahname or a Seljuk tomb tower or the Divrigi
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ve esyalar bulusurlar. Bir bakima goécer Tiirkler Asya
kiltirlerinin tohumlarini, fethettikleri her yere tasimis
olurlar. Boylece Divrigi sadece bir Ortacag camisi degil,
Tiirklerin egemenligine gecen Iran-Anadolu diinyasinin
simbiyotik kiiltiirtiniin ancak o karmasik ortamda yesere-

bilecek olaganiistl bir tGirtintidir.

Mengiicek Beyligi

Tiirkler, Abbasi sultanlarinin parali askerleri olarak, Dogu
Anadolu’yu 9. ylizyildan itibaren tanimis olmalidir. Fakat
Dogu Anadolu’'nun sistematik olarak Selcuklu hiicumlarina
hedef olmasi ilk kez 1018'de Cagri Bey'in Oguz siivari-
leriyle baslamistir. Miislimanlar ile Bizanshlar ve Hag-
hlar arasindaki sinirlar kabaca Antakya'dan baslayarak
Mezopotamya'ya kadar uzaniyordu. Tiirklerin 11. yiizyil
boyunca yaptiklari akinlar sirasinda Vaspurakan'a (Van
Ermeni Krallig1 bolgesi) gocer asiretleri olarak kismen
yerlesmis olmalar1 olasidir. Tugrul Bey'in 1054-1055'te
Tercan-Malazgirt hattina kadar ilerledigini, 1068'de akin-
larin, basarisiz da olsa, Divrigi'ye kadar uzandigini
biliyoruz. Bu siirecte daginik gocer asiretlerinin giderek
daha batiya uzanmalari ve sonraki beyliklerin olusumuna
katilmis olmalar1 dogaldir. Fakat Tiurklerin giderek artan
ve siireklilik kazanan Anadolu’yu yurt edinme hareketleri
1071'de Malazgirt'te, Selguklu sultan1 Alp Arslan'in Bizans
Imparatoru Romanos Diogenes'i yenerek Bizans ordusunu
yok etmesinden sonra yogunlagmistir.

Dogu Anadolu’'da beylikler kuran Tiirk emirleri ara-
sinda Mengiicek de vardir ama onun kimligi konusunda
belgesel bir bilgi yoktur. Alp Arslan’in ordusunda ikinci
derecede bir komutan ya da bir asiretler grubunun basi da
olabilir. Kaynaklarda adi dogru yazilmamstir. Fakat tarihte
Mengiicek olarak bilinen ve Erzincan, Kemah, Divrigi,
Sebinkarahisar bélgelerine egemen olmus, Danismend ve
Selguklu siilaleleriyle evlilik yoluyla baglanti kurmus ve bazi
yoresel savaglara, ozellikle Giircii kralligiyla yapilanlara
katilarak gazi unvani almis beyleri olan Mengiicek siilalesi,
bastirdiklar: paralar ve yaptirdiklar: yapilarin yazitlariyla
taninmaktadir. Kurucu olarak Mengiicek Gazi'nin adi
Divrigi'deki Sitte Melik Tiirbesi yazitinda vardir. Kemah
ve Erzincan arasindaki Sultan Melik Tiirbesi'nin Farsga
kitabesinde de Mengiicek Gazi Erzurum, Erzincan, Kemah,
Diyarbakir fatihi olarak tanitilmaktadir.®

Herhangi bir temel belgeye dayanmasa da Mengiicek,

tilke acan, beylik kuran bir Tirkmen emiridir. 1118’den

Great Mosque are the accidental formations created by
artists and thinkers scattered here and there throughout
the region. That a most original work of architecture and
carving of the Middle Ages should be found in Divrigi
rather than in Van, Erzurum, Malatya or Konya is proof of
the role of chance in the history of this period.

Itisasif, in thisbuilding, it all rested on certain known
origins, the constituent conditions of which had come
together for the first time. The transition from a nomadic
to a sedentary way of life took centuries to complete. In
this context, although historical data may consist of the
victories of great commanders and the stories of the states
they founded, the physical dimensions and civilisation
potentials of the cultural content of those periods are to be
found in the surviving artistic and intellectual creations
which are now open to our inspection.

Mevlana, who came from Balkh to Anatolia, wrote
his Mathnawi and Divan in Persian. Compared with such
a work, Divrigi art is much more Anatolian in character
though the whole is the product of a much wider spiritual
ground. Concepts and artefacts come together in Divrigi
art from the four corners of Asia. In a sense, the Turkish
nomads carried the seeds of Asian culture to every region
they conquered. Thus Divrigi is not only a medieval mosque
complex, it is an extraordinary product that could only
have flourished in the complex environment created by the
symbiotic culture of an Iranian-Anatolian world that was

at that time falling under Turkish hegemony.

The Principality of Mengujek

From the 9th century onwards the Turks were recognised
in Eastern Anatolia mainly as mercenaries employed by
the Abbasid sultans, but the exposure of the region to
regular Seljuk attacks began with the raids carried out
by the Oghuz cavalry under the command of Cagr Bey
in 1018. The border between Muslims and the Byzantines
and Crusaders ran in a rough line from Antakya to
Mesopotamia. By the time of the Turkish raids in the 11th
century some of the Turkish nomadic tribes had probably
settled in Vaspurakan (the Van region of the Armenian
kingdom). We also know that in 1054-1055 Tugrul Bey
had advanced as far as the Tercan-Malazgirt border and
that, by 1068, raids, though sporadic, had reached as far
as Divrigi. It is natural that in the course of this process a

few scattered nomadic tribes should have advanced further
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once oldiigii disiiniilen Mengiicek Gazi'nin oglu Ishak,
Danismend siilalesinden Melik Gazi'nin kiziyla evlenmistir.
Ogullarindan Davut'a Erzincan kentini ve Kemah Kalesi'ni,
Siileyman'a ise Divrigi'yi birakmistir. Fakat Divrigi ko-
lunun, adini ve yaptiklarini bildigimiz ilk emiri Siiley-
man'in oglu Sahinsah’tir. Divrigi Kalesi’'nde 1180 tarihli ilk
caminin kitabesinde Sahinsah'in adi yazihdir. Divrigi'deki
en onemli yapilardan biri olan Sitte Melik Tiirbesi'nin
kurucusu da Emir Sahinsah'tir. $ahinsah’in iki oglundan
biri olan Siileyman, Divrigi Ulucamisi'ni yaptiran Ahmed
Sah’in babasidir.

Divrigi'deki Mengiicek stlalesi, hakkinda hicbir sey
bilmedigimiz Silleyman S$ah’tan baslayarak 1270’e kadar
devam etmis olabilir.®

Kitabeler ve sikkeler disinda tarihleri konusunda pek
az sey bildigimiz Mengticek Beyligi'nin en tinli hiikkim-
dar1 Erzincan Emiri Fahriiddin Behramsah hakkinda
bildiklerimiz, Divrigi gibi 6énemsiz bir Anadolu kentinde
biiyiik bir mimari yapitin yaratilmasi olgusunu bir dlciide
aydinlatmaktadir.

Bu siilalenin en {inlii ve en uzun siire hiikiimdarhk
yapmisolan beyi Davut Bey'in oglu Fahriiddin Behramsah
(1162?7-1225) Konya Selcuklu ailesiyle diiniirliik kurmustu.
Mengiicekler, Konya Selcuklu Devleti'nin egemenligini
taniyordu. Behramsah, saltanatinin basinda Giirciiler ile
yapilan bir savasin galipleri arasinda oldugu i¢in “Gazi”
unvani da tasimistir. Behramsah doéneminde Erzincan
sarayi siirekli bir go¢ ve savas ortaminda, ozellikle Mogol-
larin Iran'daki baskilar1 arttiktan sonra, batiya kacan
sanatcilarin, sufilerin, sairlerin himaye gordiikleri,
siginilacak bir kiiltiir ortami olarak tnlenmis olmahdir.
Behramsah'in sarayinin iniini artiran iki ad, Belh'den
gelerek dort yil boyunca kendisi i¢in yapilan medresede
ders veren Mevland'nin babasi Bahaeddin Veled ve
Mahzen-iil-Esrar adli kitabin1 Behramsah’a sunan Azer-
baycanli sair Nizami'dir. Mengiicek bélgesinin Ahlat ve
Tiflis gibi kentler ve Azerbaycan ile siirekli iligki icinde
oldugu anlasiliyor. Bahaeddin'in buradaki uzun siireli
yasam1 Sufizm'in yoredeki etkinliginin de kaniti olarak
diistiniilebilir.

Ote yandan Mengiicek emirlerinin Islam 6ncesi
geleneklerini siirdiirmeleri de bolge icin karakteristiktir.
Divrigi'de Emir Sahinsah’in, Alp Kutluk, Tugrul Tekin,

5Sakaoglu, N., Tiirk Anadolu'da Mengiicek Ogullari, istanbul, 1971.

SAge.

toward the West, but the real increase in the number of
Turks who made their home in Anatolia took place after the
defeat of the Byzantine Emperor Romanos Diogenes by the
Seljuk Sultan Alp Arslan in 1071.

Mengujek was one of the Turkish emirs who founded
an emirate in Eastern Anatolia but there is no documentary
evidence as to his personal identity. He may have been a
commander of a subordinate rank in Alp Arslan's army or
the head of a group of tribes. His name does not appear
directly in the sources but he would appear to be the
Mengujek who gained control of the Erzincan, Kemah,
Divrigi and $ebinkarahisar regions, formed marital
relations with the Danishmend and Seljuk dynasties and
earned the title of “gazi” as a result of his participation in
several regional battles and, more particularly, in joining
in the attacks on the kingdom of Georgia. The name of
the Mengujek dynasty is to be found on both coins and
inscriptions, while Mengujek Gazi also appears as founder
in the inscription on the Sitte Melik Tomb in Divrigi as well
as in the Persian inscription on the tomb of Sultan Melik
located between Kemah and Erzincan, where Mengujek
Gazi is recorded as the conqueror of Erzurum, Erzincan,
Kemah and Diyarbakir.®

Although there is no real documentary evidence,
Mengujek would appear to have been a Turcoman emir who
founded the Mengujek Principality. He is thought to have
died before 1118. His son, Ishak, married the daughter of
Melik Gazi of the Danishmend dynasty. To his son Davut
he left the city of Erzincan and Kemah Castle, and to his
son Siileyman he left Divrigi, but the first known member
of the Divrigi branch whose name and works are known
to us was Sahinsah, the son of Sileyman, the first emir.
The name of Sahinsah is recorded on the inscription of the
first mosque, dating from 1180, to be erected in Divrigi
Castle. Emir Sahinsah was the founder of the Sitte Melik
Turbe, one of the most important monuments in Divrigi.
Siileyman, one of $Sahinsah’s two sons, was the father of
Ahmed $Sah, the founder of Divrigi Ulucami.

The Mengujek dynasty, which began with Siileyman
Sah, of whom nothing is known, may have survived until
as late as 1270.%

The information we possess regarding the Erzincan

Emir Fahriiddin Behramsah, the most famous ruler of the

5 Sakaoglu, N., Tiirk Anadolu'da Mengiicek Ogullari, Istanbul, 1971,
8 bid.
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Yabgu gibi eski Tiirk unvanlarini kullanmaya devam ettigi
gorilmektedir. Divrigi Ulucamisi Tackapisi’'ndaki hayat
agacinda saman mitologyasindaki sayisal oranlarin
kullanihsi, bati kapisindaki totem nitelikli kuslar ve Sifa-
hane Tagkapisi'ndaki sach Selcuklu figiirlerinin [slami
unvanlarla birlikte kullanilmasi yeni Miisliman olan Tiirk

emirlerinin sinkretik kilttrlerini aydinlatan olgulardir.

Mengujek Principality, of the history of which very little is
known apart from the dates on the coins and inscriptions,
servesto throw some light on the phenomenon of the creation
of a great architectural monument in as unimportant an
Anatolian town as Divrigi.

Fahriiddin Behramsah (1162?-1225), the son of Davut
Bey, the longest reigning and most famous member of this
dynasty, formed a marital relationship with the Konya
Seljuk family. The Mengujeks recognised the suzerainty
of the Konya Seljuk state. Behramsah had won the title
of Gazi as one of the victors in the wars fought with
the Georgians at the beginning of his reign, and under
Behramsah the Erzincan court must have served as a place
of refuge for artists, sufis and poets fleeing to the West
from the increasing pressure of the Mongols. Two names
that were to add to the fame of Behramsah’s court were
Bahaeddin Veled, the father of Mevlana, who arrived from
Balkh to teach for four years in a medrese built specially
for him, and the Azerbaijan poet Nizami, who presented
to Behramsah his book Mahzan al-Asrar. Cities mentioned
in relation to Mengujek history such as Ahlat and Tiflis
indicate thatthe Mengujek dynasty was in constant relations
with Azerbaijan. Hence Bahaeddin Veled's long residence
here may be regarded as evidence of Sufi influence in this
region.

On the other hand, another characteristic feature of
the Mengujek emirs is their continuing adherence to pre-
I[slamic traditions. In Divrigi we find the continued use
by the Emir Sahinsah of old Turkish titles such as Alp
Kutluk, Tugrul Tekin and Yabgu. The use of the numerical
proportions of shaman mythology in the tree of life on
the door of the Divrigi Ulucami, the totemic birds on the
western portal and the use of Islamic titles alongside long-
haired figures on the door of the $ifahane all throw light

on the syncretic culture of the Muslim Turkish emirs.

» Divrigi Ulucamisi'nin yikilan Bat1 Kapisi'nin
6zgiin bezemesinden geriye kalan kus motifleri.

Fragments of totemic birds motifs from the
destroyed original West Portal of the Divrigi
Ulucami.
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Divrigi
Divrigi

Selcuklu caginin &nde gelen anitlarindan birinin bu
kiiciik beylik merkezinde insa edilmis olmasi, Mengiicek
siilalesinin yasaminda Ortacag kiiltiriiniin glicli bir
temsilcisini buldugumuzu kanitlar. O karmasa déneminde
bu ortam biyuk bir sanatc¢l ve bagka sanatcilar icin de
davetkar olmug olmalidir. Divrigi Kiilliyesi ve yontulari
Mengiicek saraylarinin o doénemde kiiltir ve sanatin
sigindig1 bir ortam oldugunu gostermektedir. Divrigi'de
sadece yapilarin tasariminin miikkemmelligiyle degil,
dénemin biitlin kliselerini bir yana birakan yontu prog-
ramiyla olagantistii bir bagyapit yaratan Hiirremsah'a des-
tek olan Ahmed Sah ve esi Turan Melek'in gercekten déne-
min st kiltiirind temsil eden patronlar oldugunu kabul
etmemiz gerekir.

Divrigi Kiilliyesi'nin sorumlu ustasi oldugunu camive
sifahanedeki yazitlara bakarak kabul ettigimiz Hiirremsah,
doéneminin tinlii bir sanatgisy olmahdir. Ahlat kdkenli bu
sanatcinin tislubunun 6ncesi ve sonrasi yoktur. Ortacag'in
Ahlatsahlar, Sékmenogullar1 adh Tiirk siilaleleri ve bir
ara da Eyyubiler tarafindan idare edilen tinlii Ahlat kenti
Giirciiler, Celaleddin Harezmsah ve Mogollar tarafindan
tahrip edilmistir. Ahlat, 12-13. yiizyillarin énemli kultir
merkezlerinden biridir. Eger bugtine ulagabilmis olsayd:
Divrigi sanatini agiklayacak bazi bilgiler edinme sansimiz
olabilirdi. Fakat Ahlat, 1230'da Celaleddin Harezmsah
tarafindan tahrip edilmistir.

Iran kékenli Hiirremsah 11-12. yiizy1l Sel¢uklu déne-
minin yeni olugumlar ortaminda yetismis, deneyimli, dahi
bir sanatcidir.

Islam tarihinde bagka esi olmayan bu kapilarin
mimar1 ve heykeltiras), eski motif sozligline getirdigi

yenilikler, mimari tasarim dehasi ve ozellikle caminin

Ulucamisi ve Sifahanesi
Ulucami and Sifahane

The construction of one of the most outstanding monu-
ments of the Seljuk era in a small provincial centre proves
that we have found here, in the Mengujek dynasty, a
powerful representative of medieval culture. In that age
of turmoil and confusion, a number of great artists and
artisans appear to have been attracted to the region. The
Divrigi Complex and stone carving are evidence that, in
that period, the Mengujek court must have provided a
cultural and artistic haven, and we must recognise Ahmed
Shah and his consort Turan Melek as true representatives
of the highest culture of the period in their patronage of
Hiirremsah, the creator of a masterpiece with a sculptural
programme that is quite extraordinary, not only in the
excellence of the design displayed in these buildings but
also in a sculptural programme that rejects all the clichés
of the day.

Hirremsah, whom we must accept on the basis of the
mosque and hospital inscriptions as the master craftsman
responsible for the Divrigi Complex, must have been a
celebrated craftsman of the period. His work has neither
forerunner nor successor. The famous city of Ahlat, ruled in
medieval times by Turkish dynasties such as the Ahlatsahs
and Sokmenoguls and, for a time, by the Ayyubids, was
destroyed by the Georgians and the Mongols. Ahiat was
one of the mostimportant cultural centres of the 12th-13th
centuries which, had it survived, would have given us
access to information that would have thrown a great
deal of light on Divrigi art. But Ahlat was destroyed by
Jalaladdin Khwarazm-shah in 1230. Of Iranian origin,
Hirremsah was an experienced craftsman of genius, who
grew up in the enterprising, innovative Seljuk environment

of the 11th-12th centuries.
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kible kapisindaki cennet kapisi tasavvuruyla 12-13. yiizyil
Islam Sufizmi'nin sanat alanindaki bir temsilcisi olarak da
kabul edilebilir. Anadolu-Tiirk [slam Ortacagi'nin Yunus
Emre, Hac1 Bektas, Mevlana gibi biiylik adlariyla birlikte
anilmasi gereken en biiyiik Miisliman sanatgilardan biridir
Hirremsah.

Divrigi ustas: Hiirremsah icin belgelere dayali bir
yasam Oykiisii yazilamaz, ancak sanati degerlendirilebilir
ve yasadig1 ortam icinde tarihi bir romana konu olabilir.

Anadolu Selcuklu c¢agr yapilarinin yaraticilar
baglaminda, ge¢cmise gore biraz daha fazla bilgi sahibi
oldugumuz soylenebilir. Tarihsel kosullarin kolayca degi-
sebilen, kolayca yok olan, basi ve sonu, bazen de nedeni
belirsiz olaylarla dolu Anadolu Selcuklu ¢aginda adini
bildigimiz mimar ya da yapi ustalar: hakkindaki bilgimiz
sinirhidir. Adlari, baba adlar1 ve bazen geldikleri yerler
disinda hicbir bilgi yoktur. Bu bilgi de genelde ustanin
yaptig1 tek yapinin ikincil bir mekdninda sinirhh bir
kiinyede yazilidir.”

Hirremsah'in adinin arkasini belgelerle doldurami-
yoruz. Fakat Divrigi'nin motif sozliigtiniin zenginligi, kapi
tasarimi ve simgesel diizenlemelerin yenilikleri ve tarihsel
kokenlerinin olas1 kaynaklar: ¢ok deneyimli ve bilgili bir
sanat¢inin varligini kanitliyor. Ortagag’in Tiirk gocleriyle
kaynayan fetih doneminde fetihler, kuctikld buyiikli
politik olusumlar, o ¢cagda yeni kurulan beylik ve sultanlik
merkezleri, oradan oraya kagan bilginler, sanatcilar,
sairler, Sufi seyhleri, din adamlari, doktorlar gibi gezici
olmak zorunda kalmus, diisiin ve sanat ehlinin kendilerini
koruyacak “mesen” hiikiimdarlar aradiklari yukarida
degindigimiz Ibn Sina oérneginin aydinlattigi yaygin bir
durumdur. Bu ortamda Hiirremsah gibi biiyiik bir sanat¢i da
Ahmed Sah ve esi Turan Melek'in kiilliyesinde yaraticihgini
sergileme olanag1 bulmustur.

Divrigi Kiilliyesi, o cagda sadece Anadolu'da varolan
ulucami, medrese ve sifahane tipolojisinin en basat ve
olgunlagmig érneklerini birlestiren bir yapidir. Cami, Iran
kokenli érneklerden farkli bir planla karsimiza ¢ikar. Bu
plan, mihrap ontindeki agikligr bir maksure kubbesiyle
vurgulanmis, cok ayakli bir Arap camisi tiirevidir. Islam
tilkelerinde her dénemde pek ¢ok varyasyonu olan bu
temel tipoloji Selcuklu ¢aginda da Anadolu’ya 6zgli bir
boyut ve nitelik kazanmistir. Anadolu'nun gocer Tiirk
emirleri i¢in ¢ok ayakli cami yapilmasi ve emirin namaz

kilacagi maksurenin siisli bir kubbeyle ortiilmesi, Iran

7 Kuban, D., "The Mosque and Hospital at Divrigi and the Origin of
Anatolian Turkish Architecture”, Anatolica, c. Il, 1968, s. 122-129.

Hiirremsah may be recognised as the architect and
sculptor of portals unique in the history of Islamic art.
The innovations he introduced into the old decorative
vocabulary, the excellence of his architectural design and,
most importantly, his conception of the gate of paradise
in the north portal wall of the mosque justify his being
regarded as a key representative of the artistic environment
of a 12th-13th century Islamic society imbued with
mysticism. Hiirremsah may be considered, along with the
other great representatives of the Anatolian-Turkish Middle
Ages such as Yunus Emre, Haci Bektas and Mevlana, as
one of the greatest of Muslim artists. As a Divrigi master
craftsman, no biography of Hiirremsah can be written based
on documentary evidence. The only reasonable alternative
is a critical evaluation of his art, although he might well be
portrayed as the hero of a historical novel set in the period
in which he lived.

As far as the creators of buildings in the Seljuk era are
concerned, much more information is now available than
in the past, but our knowledge of the architects and master
craftsmen of the Anatolian Seljuk period in which historical
conditions could so easily be altered or destroyed and which
was characterised by events with no definite cause or
beginning or end, is still very limited. Very often nothing
is known apart from the name, the father’s name and the
place to which they belonged. This information is generally
to be found recorded in a short entry in some corner of a
building for which the craftsman was responsible.’

There are no documents which could allow us to fill
the gap against Hiirremsah’s name, but the richness of the
Divrigi motif vocabulary and the innovations displayed
in the design of the portal and symbolic patterns prove
that we are in the presence of a highly experienced
and knowledgeable craftsman. In the medieval period,
characterised by Turkish migrations, newly founded
principalities and sultanates centres, the flight hither and
thither of scholars, artists, poets, Sufi sheikhs, men of
religion and doctors, all forced to seek refuge elsewhere
and seeking out the patronage of rulers willing to harbour
thinkers and artists, the experience of an Ibn Sina, to
which we referred above, was a widespread phenomenon.
It was in such an environment that a great craftsman like
Hiirremsah found the opportunity of practising his skills
in an architectural complex founded by Ahmed $ah and

his consort Turan Melek.

7 Kuban, D., “The Mosque and Hospital at Divrigi and the Origin of
Anatolian Turkish Architecture”, Anatolica, v. Il, 1968, pp. 122-129.
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Kuzey (Kible) Tagkapisi
North (Qibla) Portal

Dogu penceresi

East window

Cami Bati Kapisi Sifahane Tagkapisi
West Portal of the Mosque Sifahane Portal
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Caminin bugiinkii bati cephesi
16. ylizy1l restorasyonunda
yapilmistir. Bu ticboyutlu
cizimlerde 6zgiin yapida
olmayan payanda ve minare
gosterilmemistir.

The present west facade of

the mosque is a 16th century
restoration. The cylindrical buttress
and minaret not belonging to the
original building are not shown in
three-dimensional perspectives.

Restitiisyon: Dogan Kuban

Restitution by: Dogan Kuhan



Selguklu ¢aginin yaratti§1 bir mekén diizeninin Anadolu
yorumudur. Mihrap oniindeki maksure, yani emir ya da
sultanin namaz kilacagi 6zel alan, Meliksah'in Isfahan
Cuma Camisi’'nde oldugu gibi, caminin en gorkemli mekani
idi. Fakat bu alan Anadolu’da bagimsiz bir hacim degildir.
Stslii bir kubbeyle vurgulanmis bir mekandir. Divrigi'de
maksure lizerindeki sivri kiilahli sekizgen dilimli nervirli
kubbe, biiyiik bir itinayla uygulanmis gorkemli bir kubbe
tasarimidir. Gelismis mukarnas bezemesiyle Anadolu’'nun
en giizel Ortacag kubbesi sayilabilir. Anadolu’da Selguklu
egemenliginde cami tipolojisi degisik bir yoén vurgusu
kazanmistir. Genelde enine yani mihrap duvarina paralel
olarak gelisen eski Arap gelenegindeki cami mekéani,
hoyuna gelisen bir mekana déniistiriilmiistiir. Bu degisim,
camileri insa eden yerli ustalarin Hiristiyan kilise ti-
polujisini animsamalar1 sonucu olabilir. Ne var ki Dogu
Hiristiyvan mimarisinde 5. ylizyildan sonra bes nefli bazi-
lika yoktur. Justinianos’tan sonra Dogu Hiristiyan mimarisi
kiictik boyutlu merkezi planl kiliseler iizerinde yogunlas-
migtir. Divrigi Ulucamisi ise i¢ mekani 28,50x37,50 m
boyutunda, 5 sahinli, 25 a¢iklikli biiyiik bir ibadet mekani-
dir. Mihrap aksi {izerinde bulunan dgiincii agikliktaki
aydinlik feneri caminin icini aydinlatma amaci tasiyordu.
Camiye bitisik olarak yapilmis Sifahane, kapali orta
aydinhikli medrese tipolojisinin Anadolu'daki en giizel ve

degisik uygulamalarindan biridir.

The Divrigi Complex is a building that combines the
most characteristic and mature qualities of the ulucami
and sifahane typology in the Anatolia of that period. It
also presents us with a mosque plan quite different from
that to be found in Iranian examples, belonging as it does
to a type of multi-columned Arabic mosque typology in
which interestis directed to the space in front of the mihrab
by the maqsura dome. In the Seljuk period, this basic
typology, which has many variations in every period in
Islamic countries, assumed characteristics and dimensions
peculiar to Anatolia, while the multi-columnar mosque
and the dome covering the maqsura in which the faithful
performed their prayers was an Anatolian modification
of the Iranian Seljuk prototype specially altered to suit
the needs of the nomadic Turkish emirs of Anatolia. As in
the Friday Mosque of Meliksah in Isfahan, the maqsura
(mihrab bay) in front of the mihrab in which the emir or
the sultan performed his prayers, was the most imposing
part of the interior, but in Anatolia it did not form an
independent space. The importance of the maqsura was
emphasised by the presence of an ornate dome. In Divrigi,
the octagonal segmented dome with pointed top covering
the maqsura displays an imposing and meticulously
rendered design and, with its highly developed muqarnas
decoration, may well be regarded as the most beautiful
medieval dome in Anatolia. During the Seljuk hegemony
mosque typology saw a change in the spatial layout. The
arrangement in the old Arab tradition with the interior
space running parallel to the mihrab wall was transformed
into a lengthwise arrangement, a change in which the
local master craftsmen responsible for the construction of
these mosques may have been inspired by Christian church
typology. In the whole architecture of Eastern Christian
architecture from the 5th century onwards there is no
instance of a five-nave basilica. After Justinian, Eastern
Christian architecture was based on a small scale central
plan, whereas the interior of the Divrigi mosque consists ofa
large prayer hall measuring 28,50x37,50 m with five naves
and twenty-five bays with a lantern over the third bay
designed to illuminate the mosque interior. The Dariissifa,
which was built as an adjunct to the mosque, is one of the
finest and most original applications in Anatolia of the

roofed medrese typology with oculus (central opening for

illumination).

» Caminin bati cephesindeki minare, silindirik payanda duvari, bati cephesinin cami bolimii ve
caminin kapisi, 1509 depreminde yikilan bati boliminiin restorasyonu sirasinda yapilmustir.

Fotografta goriilen ahsap sagaklar ve borular son restorasyondan kalmadir.

The minaret, cylindrical buttress, and the west fagade and west portal of the mosque shown in
this photograph date from the restoration of the western section destroyed after the earthquake
of 1509. The woodcn eaves and pipes to be seen in the photograph date from the latest

restoration work.

Ucretsiz PDF Kitap Arsivi - https://rantey.org



Ucretsiz PDF Kitap Arsivi - https://rantey.org



28

A Divrigi sehrinin ve Divrigi Kiilliyesi'nin
Divrigi Kalesi'nden goriintisi.
Divrigi City and the Divrigi Complex
from Divrigi Castle Hill.
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A Divrigi Kiilliyesi'nin son
restorasyonlardan sonraki durumu.

The present condition of the Divrigi

Complex after the recent restorations.
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» Cami, ic mekan. Orta

sahindan mihrap duvarma
bakis. Cami, déneminin en
iyi korunmus yapisidir.

Bati cephesinin iki agiklig1
yikilmig olmasina karsin

bu yapi, Anadolu’'daki
yorumuyla Islam
mimarisindeki ¢ok ayakli
maksureli cami tipolojisinin
en giizel varyasyonlarindan
biridir.

Mosque, interior. View of
the mihrab wall from the
central nave. The mosque is
the best preserved building
from the medieval period.
In spite of the collapse of
two western naves, Divrigi
Mosque remains one of

the finest variations in
Islamic architecture on the
Anatolian interpretation of
the typology of
multi-columned mosque

with magsura.
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» Cami, ic mekén. Ikinci dogu sahinu.
Kuzeyden giineye bakis.

Mosque, interior. The second eastern

nave. View from the north to south.
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» Mihrap agikligi (maksure) kubbesi.

The dome over the mihrab bay

(maqsura).
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» Bezemeli ¢apraz tonoz.

Decorated cross-vault.
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» Bezemeli capraz tonoz.

Decorated cross-vault.
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Mihrap Duvarn Yontusu

Caminin iki bati sahini 1509 depreminde yikilmistir.
Fakat kalan boliimiiyle Sel¢uklu ¢aginin en giizel camisi
olan Divrigi Ulucamisi, o6zellikle maksuresiyle [slam
mimarlik tarihinde 6zel bir konuma sahiptir. Mihrap
kubbesi biitiiniiyle tamamlanmistir. Buna karsin, mihrap
duvarinda, buyik boyutlu heykelsi bitkisel motifleri
tamamlayacak ayrintilara sahip degildir. Kubbenin alt
kisminda iki kdse trompu arasindaki kése siitunlarinin
altinda yer alan yontulmamistagsbloklar sanatg¢ininbasla-
madig1 bir motifi haber verdigi gibi, taslarin islenmeden
yerlerine kondugunu da kanitlar. Kubbe aksinda
bulunan kiiclik pencere altindaki palmet frizi de tamam-
lanamamistir.

Mihrap nisinin icinde bitmeyen motifler vardir.
Fakat mihrap duvarinin asil sorunsali timiiniin biiyiik

¢iplakligidir. Burada sanatginin duvar ériiliirken portafo

olarak biraktigi biiytik bloklarin tasidigr palmetler

islenmistir. Kuzey Tackapisi ile karsilastirildigr zaman
bu ¢iplak yiizeylerin bu kadar yahn birakilmayacagini
kabul etmek gerekir. Sanat¢inin bu yiizeyi disaridaki
ornekler gibi oyarak palmetlere 1s1kl1, golgeli bir zemin
olusturmayr diisinmiis oldugu sdylenebilir. Mihrap
acikliginin iki yanindaki biytk silindirik payandalarin
icinde koklenen biiyiik yapraklar sanatginin yaratici
hayalinin zenginligini kanitlamakla kalmaz, alisilmig
diizenleri degistirmekteki biiyiik cesaretini de gdosterir.
Kanimca Ortacag Anadolu ortaminda baska oOrnegi
olmayan bu zengin ve olaganiistii tasarim bir yandan
Hiirremsah'in biiylk sanatci kimligine, 6te yandan 11-13.
yiizyillarda Orta Asya, iran, Anadolu, Suriye ve Islam
diinyasini yeniden sekillenmeye gotiiren politik, sosyal

ve kiiltiirel kargasanin boyutlarina taniklik etmektedir.

» Mihrap, mihrap agikligi, tromplu ve mukarnash kubbe, bitmemis
bezeme bandi, mihrap duvari ve mihrabin bitmemis bezemeleri.
Caminin maksuresi olaganiistii bir programla tasarlanmistir.
Alisilmamis ve zengin 6geler icermektedir. Siislii tromplar ve
nerviirlii mukarnas kubbenin altindaki mihrap nisinin zengin
serit orgii bezemesi bitmemistir. Kubbe kasnaginin altinda cok
zengin bir palmet dizisinden olusan kisim da bitirilememistir.
Bu duvardaki en sasirtici motifler, mihrap nisini gerceveleyen
silindirik payandamsi ¢iplak duvar profillerinin icinden fiskiran
palmet gruplaridir. Bu, yontucunun, olasilikla biitiin gergeve
icin diisiindiigii soyut, bitkisel ¢elenk diislincesinin sonucu
olarak spontane bir duygusallikla basladig1 kompozisyonun
ilk asamasidir. Hiirremsah bu duvarda da koselerdeki fantastik
gosteri gibi kanimca ikinci bir cennet simgesi kompozisyonuna
baslamis, fakat bitirememistir.

Carving on the Mihrab Wall

The two western naves of the mosque were destroyed in
the 1509 earthquake, but Divrigi Ulucami, undoubtedly
the finest mosque of the Seljuk era, enjoys, with its
remaining parts and, more particularly, with its maqsura,
a high status in the history of Islamic architecture. The
mihrab dome has been completed, but the large sculptural
type vegetal motifs on the mihrab wall lack a number of
details. While the uncarved stone blocks under the corner
columns between the two corner squinches under the
dome indicate the position of a motif the craftsman had
not yet begun, they also prove that the blocks were put in
place before carving began. The palmette frieze beneath
the small window had also been left unfinished.

The mihrab niche contains unfinished motifs, but
the greatest problem in the mihrab wall is its complete
nudity, although palmettes have been carved on the
large blocks the craftsman left overhanging during the
construction of the wall. A comparison with the North
Portal suggests that these bare surfaces were not intended
to be left empty. The craftsman may have intended to
treat this surface like the others in creating a chiaroscuro
ground for the palmettes. The large leaves springing
from the large round pillar on each side of the mihrab
niche reveal not only the richness of the craftsman’s
imagination but also his boldness in bringing changes
on the traditional forms. In my opinion, this rich and
quite extraordinary design, which remains unique in the
medieval Anatolian environment, not only bears witness
to Hiirremsah's great artistic personality but also to the
magnitude of the political, social and cultural turmoil
that was reshaping Central Asia, Iran, Anatolia, Syria and

the whole Islamic world in the 11th-13th centuries.

Mihrab, mihrab bay, dome with squinch and muqarnas
decoration, and unfinished frieze above the mihrab.

The magsura of the mosque was designed in accordance

with a quite extraordinary rich and unusual programme. The
ribbed dome and ornamented squinches are completed, but the
interlacing bands in the mihrab niche remain unfinished. The
frieze consisting of the very rich palmette band under the drum
of the dome also remains unfinished. The most remarkable motifs
on this wall are the palmette clusters bursting out from the bare
cylindirical semi-columns surrounding the mihrab niche. This
probably formed the first stage in the composition of an abstract,
vegetal wreath possibly intended to form the whole surrounding
frame embarked upon by the sculptor in a burst of spontaneous
creativity. The fantastic shapes in the corners suggest that
Hiirremsah was considering a second image of paradise which
he was unable to complete. The whole composition indicates the
extraordinary creativity of the artist's imagination.
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» Mihrap duvari. Hirremsah'in

yontu sozliigiiniin iki biiyiik
motifi, asimetrik palmetler
ve soyut heykeller gibi
tasarladig1 stitun ve baglik
ogeleri tagiyan fakat tasiyici
hicbir rolleri olmayan
6gelerdir. Tackapilarda
oldugu gibi, sanatgy,
mihrap duvarinda da bu
biiyiik motiflerin yanisira
dairesel silmeyi ¢ok biiylik
6lctilerde kullanmistir.
Yapinin tasoyma programi
bitirilemedigi igin buradaki
mihrap duvarinda, bu
silme ve duvarlar1 sarma
egilimi gosteren soyut
bitkisel siislemenin birkag
motifle bitmis olmasi
diistindiiriictidiir. Olasilikla,
yuvarlak profilli biiyiik
payandalar derinligi az
bitkisel motiflerle Kuzey
Tackapisi dolgular gibi
isleneceklerdi.

Mihrab wall. The two
important motifs in
Hiirremsah's sculptural
vocabulary are
asymmetrical palmettes
and the column and capital
elements designed as
abstract sculptures without
a structural role. As in the
case of the portals, the
sculptor has employed on
a very large scale circular
mouldings known as “tor
profiles”, in addition to
the large palmettes on

the mihrab wall. Because
of the incompletness of
the carving program, it
may be conjectured that
the intended low relief
floral background was not
realized.
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p Mihrap nisinin yontusal programi da
tamamlanmamstir.

The sculptural programme on the
mihrab niche remained incomplete.
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A Mihrap nisi, ayrnintu.
Mihrab niche, detail.

» Mihrap duvan, yontusal ayrntilar.
Mimari 6gelerle gergeklestirilmis bu
soyut arkitektonik kése motifi bezeme
amacli bir heykeldir. Ortacag kilise
yapilarindaki aziz figiirleriyle artistik
akrabaligindan soz edilebilir.

Carving in the mihrab wall, details.
Designed as an abstract sculpture
composed of architectonic elements,
this decorative motif at the corner is
a sculpture. It resembles the saintly
figures on the walls of medieval
churches.
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A Mihrap duvar, yontusal ayrintilar.
Ciplak duvardan figkiran bu biyiik
yaprakl1 motifler Hiirremsah'in sanati
gibi alisiilmams bi¢imlerdir.

Carving in the mihrab wall, details.
The fantastic appearance of great
leaves bursting forth from the bare wall

are as unusual as the art of Hiirremsah.
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» Mihrap duvan, kdse ayrintisi.
Hiirremsah'in olaganiistii plastik bir
cesaretle basladig1 mihrap duvarindan
tasan ticboyutlu yapraklarin yontulan
da bitmemistir. Bu ilging soyut plastik
motifleri tastyan tas bloklar, mihrap
duvan yapilirken yerine konmus ve
sonradan yerinde yontulmustur.

Mihrab wall, corner detail.

The three-dimensional leaves
protruding from the mihrab wall with
such extraordinary plastic audacity
remain unfinished. The stone blocks
protruding from the wall had been put
in place during the construction of the
wall and carved in situ.
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Tackapr Kompozisyonlar:
Portal Compositions

Divrigi Ulucamisi ve Sifahanesi Tackapilar

Divrigi Ulucamisi'nin Kuzey Tackapisi’'nda, kapr gerce-
vesinden tasan ve mimari 6geleri sarmasik gibi saran
biiyiik palmetler i¢gin, ylizeyden tasan tas bloklar1 kapiyla
birlikte 6rmek gerekiyordu. Baska bir deyisle, kap1 nisinin
iki yanindaki hayat agaci kompozisyonlari, tackapi duvari
insa edilirken tasarlanmiglardi.

Hiirremsah'in tasarimini vurgulayan biiytik boyutlu
palmetler, giinesi simgeleyen cemberler, diskler, bunlari
taclandiran lotus gibi motifleri tasiyacak bloklarin kapi
insaat1 sirasinda yerlestirilmesi “Cennet Kapis1” imgesinin
insaattan once tasarlanmis oldugunu gostermektedir. Bu
motiflerin mimari ¢izgiyi ikinci planda birakarak kapiya
bir yontu agirhg1 getirmesi Divrigi heykelini yaratmistir.
Oysa Konya'daki Ince Minare, Sivas'taki Gékmedrese gibi
daha gec tarihli yapilarin klasik cephe diizenini zorlayan
tasarimlarinda da mimari ¢izginin 6nceligi degismemistir.

Hiirremsah'in, bu kadar yogun ve zengin motifler
iceren bu biiytk tasoyma isini, Medici'lere anitsal mezar
tasarlayan Michelangelo gibi kendi basina yaptigini
diisinmek bir Ortacag santiyesini tanimamak olur. Bu
kiilliyeyi, tackapilar1 ve bir¢ok pargay: gerceklestirdigine
inanmamiz gereken biiyik mimar ve olagantstii yontucu
Hurremsah'in yaninda c¢alisan diger ustalarin, o giiniin
kosullarinda Ortadogu'nun dort bir yanindan geldigi ve
Divrigi santiyesinin, deneyim ve bilgi acisindan zengin
bir sanat birikimini temsil ettigi goruliiyor. Burasi sanat
sozltiginin kaynadig1 bir ocak olmus olmalidir. Kullanilan
motiflerin yaygin cografi kokenleri ve tasarimin essizligi,
Divrigi santiyesinde bir beyin firtinasinin estigini gosterir.
7. yizyil Pencikent fresklerinde gorilen bir pencere

motifinin $ifahane Tackapisi lizerinde ve sasirtict bir

The Divrigi Ulucami and Sifahane Portals

In order to form the large palmettes that protrude from the
frame of the arch and clinglike ivy around the architectural
elements on the Northern Portal of the Divrigi Mosque
it was necessary to use stone blocks projecting from the
surface of the building. In other words, the tree of life
compositions on each side of the portal niche must have
been planned in detail in the course of the construction.

That the blocks that were to bear the motifs charac-
teristic of the Hiirremsah design, such as large palmettes,
circles and disks representing the sun and the lotus flowers
crowning these, were put in place during the actual
construction shows that the “Paradise Gate” was designed
before the work of construction had begun. Divrigi
sculpture was the result of an emphasis on stone carving
that left the architectural design in second place, whereas
in later monuments such as the Ince Minare in Konya or
the Gékmedrese in Sivas the classical facade arrangement
is determined by the architectural line.

To imagine that Hiirremsah, like Michelangelo when
constructing the monumental tomb of the Medicis, could
personally undertake such a massive work comprising
a wealth of motifs is to misconceive the nature of the
construction work in medieval period. In creating this
building complex, its portals and several other elements,
the great architect and stone mason Hiirremsah was
almost certainly assisted by other master craftsmen who
had arrived from every corner of the Middle East to form
a body of rich artistic knowledge and experience. This
must have been a centre brimming with artistic ideas.
The geographically widely scattered origins of the motifs

employed and the matchless excellence of the design show

& 4



yorumla uygulanmis olmasi, yine aym kapidaki insan
figirleri, bu sanat ortaminin bizim igin tasavvuru gii¢
olan karmasik bir kiltiir potast oldugunu kanitlamaktadir.

Divrigi Kiilliyesi'nin Hiirremsah tarafindan tasarlan-
mis sadece iki tackapisi vardir: Caminin Kuzey (Kible)
Kapisi ve Sifahane Kapisi. Bati Kapisi, 1509 depreminde
iki bat1 sahini ve kuzey duvariyla birlikte yikilmis ve
Kanuni doéneminde, kimligi bilinmeyen bir tas ustasi
tarafindan, diger kapilarla gercek bir boy &lciistiirme
istegini yansitan bir cabayla, 6zgiin yapidan kalan ve en
onemlileri kus motifleri olan fragmanlar da kullanilarak,
yeniden yapilmistir. Bati Kapisi, tislup ve estetik olarak
diger iki kapiyla karsilastirilamayacak nitelikte, fakat
iscilik olarak usta bir tascinin kalemiyle islenmis sihirli
bir kompozisyondur. Kaidesi eski kapidan kalmis uyumsuz
tas bloklardan olusmaktadir. Bazen “Mahfel Kapisi” diye
adlandirilan, 140 cm yiiksekligindeki dogu penceresi
ise, yapinin &zgiin bezemelerinden farkhh ve Selguklu
mimarisinin ortak ytizyil ortasi islubunda islenmis iyi bir
bezeme uygulamasidir. Burasi ge¢ dénemde varhgi bilinen

ahsap mahfile kap1 gorevi gormiis olmaldir.

Caminin Kuzey (Kible) Tackapisi ya da
Cennet Kapisi

Divrigi Ulucamisi'nin Kuzey (Kible) Tackapisi, bir Cennet
Kapisi imgesi yaratmak amaciyla tasarlanmis tek ornektir.
Bu Cennet Kapist kompozisyonunun anlamsal igerigi ve
bunu ifade etmek icin kullanilan diizen ve motifler bu
béliimiin ve bu ¢alismanin 6ziini olusturmaktadir.

Cennet, Islam eskatolojisinin en dnemli kavramidir.
Hiristiyanlarin yasamui ilk giinah ve cehennem, Miisliman-
larinki ise cennet imgesiyle doludur. Bu, pratik yasamda
temel bir ayriliktir. Bir yasam sevinci verme baglaminda
olumlu bir ayricaliktir. Bunun nedeni Hiristiyanlik
dininin Isa’'nin ¢armiha gerilmesiyle yani bir cinayetle
baslamasidir. Islam her seyi géren ve bilen, giicii sonsuz
ve mutlak bir Allah ile baslamaktadir. Kur'an'da aydinlik
Allahtir.

Miislimanlarin 6ldiikten sonra gidecekleri cennet
(bahge, firdevs), Tevrat ve Incil'den farkli olarak, bu
hayatta sahip olunmayan seylerin sahip olunacagi bir
yerdir. Kur'an, Islam'da zenginlerin sahip oldugu seylerin
en mitkkemmelini inananlara vaat eden cennet tasvirleriyle
doludur. Zenginlik, huriler ve gilmanlar 6tesinde, biiyik

agaclarin golgesi altinda icinden Kevser akan nehirler,

that the Divrigi building must have been a hive of artistic
invention. The remarkable rendering over the Sifahane
gate of a window motif to be seen in the Panjakent frescoes
of the 7th century and the human figures on the same gate
prove that this artistic milieu formed a powerful artistic
crucible.

Only two of the portals in the Divrigi Complex were
designed by Hiirremsah - the portal to the north of the
mosque and the door of the Sifahane. The western portal,
which, along with the two western naves and the north wall,
was destroyed in the earthquake of 1509, was rebuilt during
the reign of Silleyman the Magnificent by a craftsman of
unknown identity who carefully took into account the
dimensions of the other doors and, more importantly,
employed the fragments of the bird motifs surviving from
the original work. From the aesthetic point of view the
Western Portal cannot be compared with the other two
portals, but in its workmanship it displays a composition
created by the chisel of a master craftsman. The base is built
of ill-matching stone blocks surviving from the old door.
The eastern window 140 cm in height sometimes known
as the Mahfel Gate differs markedly from the original
decoration of the building, but is nevertheless a very fine
piece of ornamentation created in the Seljuk architectural
style of the mid-century. This must have served as a door

to the wooden mahfil (loggia) in later periods.

The Northern (Qibla) Portal of the Mosque or
Paradise Gate

The Qibla portal of the Divrigi Ulucami is the only example
of an attempt at the creation of the Paradise Gate. The
intellectual content of the composition of this Paradise
Gate and the motifs and patterns employed in rendering it
forms the essential core of this section.

Paradise is the most important concept in Islamic
eschatology. The life of the Christian is centred on sin
and hell, whereas the life of the Muslim is centred on
the concept of paradise. This forms a basic distinction in
everyday life and is a valuable characteristic in so far as it
creates a joy in life. The Christian religion is based on the
crucifixion of Christ, namely, on a crime. Islam is based
on an all-seeing, omniscient, omnipotent God. The light of
the Koran is God.

Unlike the paradise portrayed in the Old and New

Testaments, the paradise to which Muslims go after they die



cicekli cemenlikler, uzaninca erisilebilinen meyveli dal-
lar, hicbir derdin olmadig1 ve bitmeyecek bir mutlulugu
mugstular. Cennette adi gegen agaglar arasinda hurma
palmiyesi, nar, asma, akasya, lotus vardir. Palmiye ve
lotus cennet kapisinda kullanilmistir. Hiirremsah'in kapisi
bu cennete acilan sanal bir kapidir. Bu kapidaki cennet
imgesinin varligl, bitkisel motiflerin mimariye egemen
olmasina ve bunlarin simgesel iceriklerinin bdyle bir

yoruma olanak vermesine dayanmaktadir.

Hayat Agaci ve Palmetler

Tackapinin bilinen kliselere uymayan tasarimi yaninda,
Ortadogu kiiltiriinde var olan Ug¢ simgesel diizen ve
motifin varligi, Islam kiiltiiriinde “cennet” kavrami bag-
laminda bilinen yukaridaki tanimlar yeterince inandi-
ricidir. Bicimsel acidan birinci kanit, kapi nisinin iki yani-
na genel bir simetri icinde yerlesen iki hayat agacidir.
Ortadogu sanat geleneklerinin en eski motiflerinden
biri hayat agacidir. Ur kral mezarlarinda bulunmus olan
(bugiin British Museum'da) tinlii, agaca tirmanan geyik
heykelindeki aga¢ bir hayat agacidir. Mari'deki kazilarda
bulunan fresklerde gortlen hurma agaclari hayat agacini
simgeler (bugiin Louvre’da). Nimrud'da bulunan bir Fenike
fildisi oymasindaki hayat agacinda Mezopotamya kokenli
hurma agaci ile Misir lotusu bir araya getirilmistir. Agag
tizerinde bir giines diskinin oldugu Hitit ornekleri de
bilinmektedir. Sasani imparatorlarlm;l kaya mezarlarinin
girislerindeki biiylik palmetler de hayat agaci simgeleridir.
Divrigi'de hayat agaci tasariminin temel &gesi olarak
biiyiik yapraklar kullanilmistir. Arapca’'da agac sézcigii-
niin karsiligr olan “secer” (cogulu escar), aga¢ ve diger
sapl bitkileri de kapsar. Burada bir sap tzerindeki cift
yapraklar agaci simgelemektedir. Islam kiiltiiriinde agag,
simgelerin simgesi olarak kabul edilir. Cennette var oldugu
bildirilen palmiyeyi simgeledigini kabul edecegimiz pal-
metler lizerinde, herhalde agaclar altinda var olan, kiiciik
boyutlu bitkilere benzeyen yapraklar, tomurcuklar, genc
filizlerden esinlenilen kiicik, simgesel bahgeler vardir.
Ote yandan cephe tasariminda biiyiik yapraklarin
(ya da palmet) uyduklar1 matematiksel diizen, Tturk pagan
eskatolojisinde samanlarin goge ylkselme stirecindeki
dokuz kati icermektedir. Her Ui sirada bir, palmet katlarini
giines cemberleri sonlandirmaktadir. Ug agac kati ve giines
dizgisinin ¢ kez tekrariyla olusan hayat agaclar1 mimari

cizginin sirekliligini ortadan kaldiracak sekilde cepheyi

is one in which they will possess all the things they were
never able to possess in this life. The Koran is filled with
descriptions of a paradise that promises the believer the
most excellent of the things possessed by the most wealthy
in Islam. Here, besides riches, houris and beautiful youths,
there are rivers of nectar flowing in theshade of great trees,
flowery meadows, boughs laden with fruit within easy
reach and a whole environment of untroubled and eternal
bliss. Among the plants to be found in Paradise are date
palms, pomegranates, vines, acacias and lotus. Palmettes
and lotus motifs are employed on the gate of paradise and
Hirremsah's portal is a virtual gate into this paradise. The
concept of paradise displayed on this door is based on the
dominance of vegetal motifs in the architecture and the

possible interpretation of its symbolic content.

Palmettes and the Tree of Life

Besides a tree of life design that rejects all the well known
clichés, the presence of three symbolical patterns and
motifs of medieval culture, together with the elements
referred to above as part of the conception of “paradise” in
Islamic culture, are convincing enough. From the formal
point of view, the first proof lies in the two trees of life
symmetrically placed on each side of the entrance niche.
The tree of life motif is one of the oldest symbolic motifs
of universal character. The tree in the statue of the stag
climbing the famous tree in the tomb of the Kings of Ur
in the British Museum is a tree of life, while the tree of
life is also symbolised by the date trees in the frescoes
discovered in the excavations at Mari (today in the
Louvre). In a Phoenician ivory carving found at Nimrud
a date palm of Mesopotamian origin is combined with an
Egyptian lotus. Hittite sun disks are also to be found on
the tree. The large palm trees at the entrances to the rock
tombs of the Sassanid emperors are also representations of
the tree of life.

The main element in the two representations of the
tree of life at Divrigi consists of the large leaves. The Arabic
word for tree includes various other types of plants with
stems or trunks. Here the tree is represented by twin leaves
on a stem. In Islamic culture the tree is regarded as a symbol
of symbols. Besides the palmettes that can be accepted as
symbols of the palm trees in the paradise garden there
are, under the trees, symbolic gardens consisting of leaves,

buds and young shoots forming a small area of vegetation.
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» Kuzey Tagkapisi, ayrinti.
Kapi gelenginin tepesinde ve
merkezinde tiglii bir lotus ¢icegi
grubu vardir. Cin'den Misir’a
kadar bitiin eski kiiltiirlerde
lotus, yaradilist ve doganin ilahi
karakterlerini simgeler.

North Portal, detail.

At the top center of the wreath
around the gate of the the mosque
there are three lotus flowers.

The lotus flower, from China

to Egypt, always symbolized
creation, the superhuman and
divine characters of nature.
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isgal eder. Mimari 6genin bir cizgi ya da atektonik bir
yontuya doniiserek adeta bezemesel bir nitelige bliriinmesi,
bu tackapiy! Hiirremsah'in heykeline doniistiiren sanatsal
metamorfozun kendisi yapar.

Gerc¢i hayat agaci bir Kur’an kavrami degildir. Cok
eski ve yaygin bir kozmogonik simgedir. Yasamin siirekli-
ligini yani 0liim sonrasini simgeledigi soylenebilir. Agacin
simgeselligi aydinliga ve soze (yani Kur'an'a) referans
verir. Aydinlik ise Tanri'nin kendisidir.

Sanat¢inin kapiyr bir ilahi simgeye doéniistiirme
amacinl vurgulayan ticiincii olgu, kapi nisini cevreleyen
hayat agaclarini ve onlar1 birlestirerek kap: cevresinde
olusturulan celengi bir lotus ¢iceginin taclandirmasidir.
Lotus Kur'an'da adi gegen agaglardan biridir ve Hint’ten
Misir'a biitiin Dogu’'da 6liimstzlik simgesidir.

Divrigi Ulucamisi Kuzey Tackapisi, sanat¢inin hayal
ettigi bir mitolojik sahneyi sergilemektedir. Tarihimizde
camilere iliskin biitiin &vgiler cennetle ilgilidir. Cami
yaptirilmasi cennette bir yer edinmekle iliskilidir. Mito-
lojik bir agacin karmasik ve soyut kurgusunu hayal eden
sanat¢inin bir Sufi olmasi, yorumlar yoénlendirecek bir
olasiliktir.

Islam sanati tarihinde bu zenginlikte bir cennet
kapisi tasviri mimaride olmadig: gibi minyatiir sanatinda,
hatta Islam edebiyatinda da yoktur. Bu durum, hem Divrigi
Kiilliyesi'ni hem de bas sanatgisini [slam kiiltiir tarihinde
6zel bir konuma getirmektedir. Herhangi bir kap: yapisiyla
karsilastirilamayacak niteliklere sahip bu heykel kapi,
Henri Focillon’'un dedigi gibi, kendi estetik ve mekansal
ortamini yaratmakta ve tanimlamaktadir.

Bu kapt kompozisyonuna “palmet fantezisi” adi
verilebilir. Bu yontuda Ortadogu sanatinin palmet motifi,
farkli kiltir cevrelerinde tasarlandigindan degisik ve
biiytik boyutlu kompozisyonlar icinde kullanilmistir.
Hiirremsah'in kuskusuz iyi tamidigi Iran sanatinda pal-
met yaygin kullanimi olan bir motiftir. Hirremsah'in
yontuculuktaki yetenegi en iist diizeyine bu palmetlerin
yontulmasinda varir. Palmet yeni bir kimlik kazanmis,
bir cennet agaci imgesi olmustur. Hirremsah agaclari
yapraklara indirgedigi icin kompozisyonda saplar da c¢ok
kisadir. Burada bilinen bir yaprak olmadig1 ve yontunun
ana temas! palmet oldugu icin bir taklit s6z konusu de-
gildir. Bir dal ya da aga¢ temsiliyle karsilastirilabi-
lecek bir nitelik tasimaz. Soyut palmet, yontunun kendisi-
dir ve simgedir.

Bu motiflerde Hiirremsah'in yontuculuk yetenegi de

en biiytik kompleksiteye ulasmaktadir. Dinsel bir imgenin

On the other hand, the mathematical arrangement
in the facade design created by large leaves (or palmettes)
constitutes a reference to the seven or nine stages in the
ascension of the shaman in Turkish pagan eschatology.
Every third row of palmette culminates in a sun disk.
The trees of life formed by a threefold repetition of the
three rows of tree and a row of sun disks penetrates the
facade in such a way as to break the continuity of the
architectural line. The transformation of the architectural
elementinto a linear pattern or an atectonic sculpture, thus
investing it with a certain decorative quality, is in itself
the artistic metamorphosis that transforms this portal into
a Hiirremsah sculpture.

Actually, the concept of the tree of life does not
appear in the Koran, but it is a very ancient and very
widespread cosmogonic symbol that may be regarded as
symbolising eternal life, or the afterlife. The symbolism of
the tree points to light and the word (i.e. the Koran). Light
is God Himself.

The third element that emphasises the artist’s inten-
tion of transforming the door into a sacred symbol consists
of the trees of life surrounding the entrance niche and the
lotus wreath that joins them in the door frame. The lotus,
one of the plants mentioned in the Koran, is regarded as
a symbol of eternal life throughout the whole of the East
from India to Egypt.

The Divrigi North Portal presents a mythological
scene as conceived by the artist. In Turkish history, all
praise given to the founders of mosques is connected with
paradise. The reward for the foundation of a mosque is a
place in paradise and if the artist creating a vision of the
complex and abstract quality of a mythological tree is a
Sufi that fact will undoubtedly affect his interpretation.

The conception of a gate of paradise of such richness
is to be found nowhere in the history of Islamic art, whet-
her in architecture, the art of the miniature, or literature.
This gives the Divrigi Complex and its master craftsman
a unique place in the history of Islamic culture. To
paraphrase the words of Henri Focillon, this door and its
stone carving, which creates and defines its own aesthetic
and spatial environment, displays qualities beyond any
possible comparison with any other portal. It might well
be described as a “palmette fantasy”. In this sculpture, the
palmette motif of Middle Eastern traditions is rendered in
radically different compositions of large dimensions. The
pal mette is a motif widely used in Persian art, with which

Hirremsah was undoubtedly familiar, and his skill as a



yaratilmasi heyecani, sanatclyl bu zenginlige gotiiren
neden olabilir. Bu yogunlukta bir ifade zenginligine karsin
sinirlandirict bir endise, herhangi bir dogal bitkiye ben-
zememe kaygist olmalidir. Boylece yeryiiziiniin etki-
sinden kurtulmak, olasilikla 6nce aklin siizgecinden gecen
bir hayali yaprak tasarlamak ve onu yontu uygulama-
sinin her agsamasinda spontane duyarlihgin durtiistiyle bir
obiir diinya imgesine doniistirmek Hiirremsah'in temel
motivasyonudur.

Burada bitki diinyasindaki cesitlilik bir kompozisyon
ornegi olarak ele alinmistir, fakat taklit yoktur. Palmet-
ler degisik boyutlardadir. Ayni saptan simetrik olarak
ayrildiklar1 zaman bile ayrintilarda simetrik degillerdir.
Her palmet kendi basina bir bahgedir, bir heykeldir. Bu
bahgeyle, degisik dgelerle ve li¢ derinlikte bir 6biir diinya
tasviri yapilmaktadir. Dogay: taklit eden tek yaprak boyle
bir zenginligi temsil edemezdi. Dogada, bir agacin dallar1
ve yapraklar1 arasinda sanatsal bir gerilim yoktur, biiyiik
bir homojenlik vardir. Oysa her palmet motifi yeni bir
sanatsal dogaclamanin gerilimini tasir.

Palmetler ne biitiinde ne de ayrintilarda matematiksel
bir simetriye uyar. Sanat¢i buradaki yiizeyleri bélmek icin
sadece yonlendirici birkag yay parg¢asi kullanmistir. Bunun
disinda geometrik bir 6ge yoktur. Karsimizdaki uygulama
olasilikla 12. yiizyil Iran alg1 bezeme geleneginden
6grenilmis bir desen altyapisidir. Burada doganin biitiin
ilkeleri vardir, fakat kendisi yoktur. Bu mikrokozmik
bahcenin tasarimi siirekli, degisken bir egrisel hareketin
dinamizmi i¢inde bir dansa benzetilebilir.

Gozlemci, palmet kompozisyonlarini egri konturlar
icindeki degisik derinliklerde hayali bitkisel bicimlerin
zengin 151k-golge oyunlari olarak algilar. Cennette agac-
larin altindaki zemin iizerinde olusabilecek 151k-goélgenin

stirekli hareketi olarak da algilanabilir.

Kuzey Tackapisi Tasarimi

Bu tackapida Selguklu doneminde, Iran ve Orta Asya
mimarisinde pismis topraga, Anadolu’da tas malzemeye
dayali bezemenin genel geometrik karakteri ortadan kalk-
mistir. Tasarima kimlik kazandiran, coskulu ve bitkisel
diinyaya referans veren heykelsi, ticboyutlu bir yontu
tslubudur.

Kuzey Tackapisi, kap1 nisi ¢evresinde kolayca ayirt
edilen dort boliime ayrilir: On plandaki en genis boliim kapi

nisinin iki yanindaki hayat agaclarini icerir. Hayat agaci

stone carver reaches its zenith in the rendering of these
palmettes, which are here endowed with a new identity as
a symbol of the tree of paradise. Hiirremsah represents the
trees simply by their leaves, with the result that the trunks
in these compositions are very short. As it is a question of
leaves of no known type and the main motif is that of the
palmette there is no question of mimetic representation.

Itisinthese motifsthattheskill in carving displayed by
Hiirremsah reaches its highest complexity. The enthusiasm
aroused in the creation of a religious symbol of this type
may have been responsible for the artist’s achievement of
such richness and complexity. The anxiety that acts as a
brake in the creation of such a wealth of decoration arises
from the care taken to avoid the actual representation of
any known plant. Hiirremsah’s prime motivation was to
break free from the influence of the real world, to design
an imaginary leaf through the filter of his imagination and
transform it, under instinctive prompting at every stage of
the carving process, into an image of the other world.

Here, the diversity of the world of plants is adopted
as an essential element of the composition but there is no
actual representation. The palmettes are of various sizes
but even when they emerge symmetrically from the same
stem they are never symmetrical in their details. Every
palmette is a garden, a sculpture in itself. The gardcn
is a three-dimensional representation of the other world
employing a number of different elements. The naturalistic
rendering of a single leaf could never have displayed such
richness. In nature, there is no artistic tension between the
branches of a tree and its leaves. Instead, there is a great
homogeneity, whereas in this composition every palmette
motif bears the tension of a new artistic improvisation.

The palmettes are symmetrical neither in the whole
nor in detail. To divide up the surfaces the artist has
employed only a few guiding curves, which constitute
the only geometrical element in the composition. The
approach we find here is very probably the offshoot of a
design inspired by the Iranian tradition of 12th century
stucco decoration. Here we find many natural elements but
never nature itself. The design of this microcosmic garden
might be likened to a dance within the dynamism of a
continually changing curved motion.

The palmette compositions display a rich play of
chiaroscuro in the imaginary plant forms at various depths
within the curved contours. They can also be perceived as
a continual play of light and shade on a ground beneath

the trees of paradise.
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motifini iceren yiizey bir silindirik profille, yanindaki
egik silme tlizerindeki sekizgen yildizlardan olusan serit-
ten ayrilir. Geometrik bezemenin yontucusu olasilikla
Hiirremsah degildir. Yiizeyleri ayiran silindirik profilin
alt boliimii cok ince bir cicek bashkli siitunceye doniis-
mistiir. Disa dogru hayat agacini kapinin dis profilin-
den ayiran diisey friz bir mimari tasarim 6gesidir. Bura-
daki cergeve olusturan menderes motifi Selguklu ¢aginda
cok rastlanan antik kokenli bir motiftir. Ekipteki bir tas
ustasi tarafindan yapilmis olmalidir. Fakat bunun orta
akslarini baglayan egrisel dallar, onlar1 bitiren yaprak-
lar (ya da goncalar) ve bu bezemesel sinirlar icindeki hare-
kette Hiurremsah'in islubunda yapilmis ayrintili ve bit-
kisel karakterli zengin bir i¢c dokusu vardir.

Agirlikli olarak bitkisel &gelerden olusan kom-
pozisyonu, tackapinin &n cephesinin kdsesinde bir siitun
demeti motifi sinirlar. Zeminden yiiksek bir kaide tizerinde
baslayan ince bir siituncge 6lgiisiiz, siislii ve ¢ok genis bir
mukarnas baslikla biter. Bu baslik olaganiistii zengin ve
zarif silmelerden olusan yatay ogelerle Ustteki siitunge
demetine kaide olusturur. Burada agikca hicbir striiktiirel
endise yoktur. Bu bezemesel siitunlar kompleksi, sanat¢inin
tasarim gilicini kanitlayan egsiz ve etkili bir mimari
motiftir.

Hirremsah, karmasik ve yeni olanin sanatgisidir.
Kuzey Tackapisi’'nin hayat agaclarinin palmetleri bir mikro-
kozmosu simgeler. Diinyada var olmayan bir 6teki diinya,
daha dogrusu bir hayali cennetin agaclarini simgeleyen
palmetler, ayn1 zamanda cennetin bahgelerini canlandirir.
Bu hayat agaci kompozisyonlarinda palmetlerin, simetrik
konumda olsalar bile, birbirlerinden farklilagmalari,
bir ana bi¢im icindeki asimetrik ayrintilar, sanat¢inin
keski darbelerinin spontane karakterini yansitir. Burada
herhangi bir dogal yapraga referans olmadig gibi, bir temel
palmet formu disinda, dogal palmetlere de referans yoktur.
Simetrik gibi goériinen bir palmette bile simetri aksina gore
benzer ayrintilar gdézlenmez. Sanat¢inin keskiyi vurur-
kenki sezgisi, doganin spontaneligine tek referans
olmaktadir. Burada dogal olan tek sey, sanat¢inin ¢alisma
teknigidir.

Hiirremsah'in bu cennet agaci ya da yaprag tasarimi
diinya sanat tarihinde yoktur. Béyle bi¢cimler Gotik, Barok
ya da Rokoko bezeme tasariminda pek bulunmaz. Yine
de ozellikle Rokoko, Barok ve Art Nouveau isluplarinda,
bi¢imsel olmayan fakat paralel coskulu davranislar vardir.

Kuzey Tackapisi'ni bir cennet kapisi olarak ¢evreleyen

aga¢ imgeleri, sanat¢inin imgeleminde yarattig1 hayali

The Design of the North Portal

In this portal, there is no trace of the geometrical decorative
character of the ornamentation applied to terracotta
in Iranian and Central Asian architecture or the stone
structures of Anatolia. The design acquires its essential
quality from a sculptural, three-dimensional style char-
acterised by a lively but abstract world of vegetation.

The North Portal is divided into four clearly
distinguished sections in the framework of the portal. The
widest section in the foreground contains trees of life on
each side of the niche while the section containing the tree
of life motif is separated from a band of octagonal stars on
the curved moulding beside it by means of a cylindrical
profile. Hiirremsah was probably not the craftsman
responsible for the geometrical decoration. The section
under the cylindrical profile separating the sections was
transformed into a slender colonnette with floral capital.
The vertical frieze separating the tree of life from the outer
profile of the portal is an architectural design element.
The meander motif that acts as a frame is an ancient
motif widely used in the Seljuk period. This was probably
the work of a master mason in the team, but the curved
branches joining the central axes and the leaves (or buds)
in which they culminate produce a rich, detailed, vegetal
inner texture in the style of Hiirremsah.

The pattern mainly created by the vegetal elements
ends in a cluster of columns on the facade of the portal.
A slender colonnette resting on a high base is surmounted
by a very wide, excessively ornate muqarnas capital which
forms the base for a cluster of colonnettes created by
extraordinarily rich and elegant mouldings. Here there is
no structural concern. This complex of ornamental
columns is a matchless, highly effective architectural
motif testifying to the craftsman’s outstanding skill in
design.

Hirremsahis an artist of the complex and the new, and
here, on the North Portal, we find a microcosm symbolised
by the palmettes on the trees of life. The palmettes
symbolising the imaginary trees of life give referance in
the same time to another world which enliven the gardens
of paradise. In these tree of life compositions, the diversity
within the overall symmetry and the asymmetrical details
within the main form reflect the spontaneous strokes of the
craftsman’s chisel. There is no reference here to a natural
leaf, nor is there any reference to natural palmettes. Even

an apparently symmetrical palmette displays no details



bitkilerden olusmaktadir. Bunlar, son bir analizde, bu
diinyada var olan bitkisel varligin gerek 6ge gerekse kurgu
olarak transformasyonuyla gerceklestirilmistir. Sanat¢inin
biitiin ¢abasinin, diinyaya referans veren hicbir bicimin
olmamasini saglamak oldugu disiiniiliirse, bu tutumun,
biitiin kaygis1 mimesis olan Bati yontu geleneginin karsiti
bir tavrin ifadesi oldugu soylenebilir.

Hiirremsah tas lizerindeki tasarim igin iki arag kullan-
mistir. Birincisi tas tizerindeki ylizeyde yapilan ikiboyutlu
desendir. Bu genelde c¢ember yaylarindan olusur. Fakat
bunun Ugclincli boyuta, yani tasin derinligine inmesinde
artik cizim olanag1 yoktur. Tasin (izerine, yontuya kila-
vuzluk edecek yay parcalar: ¢izildikten sonra, keskinin
ve sezginin yonlendirdigi, bir bakima ressam ¢alismasina
benzer bir dogaclamayla yontu son bi¢imini almaktadir.

Selcuklu c¢aginda tackap: bezemeleri, genel bir
geometrik semaya gore dizilen motiflerle stislendikleri
icin, tackap: kaplamalar: yerlerine konmadan yontula-
bilir. Bircok tackapida o©nceden hazirlanmis olmanin
uyumsuzluklar1 fark edilir. Divrigi tackapilarinda ise
yontu “in situ” yapildig1 icin 6zel bir konstriiktif uygulama
gerektirmistir. Tackapinin simgesel ve temsili bir konuyla
islenmesi bdyle bir uygulamaya zorlayan bir motivasyon
olmustur. Konulu kap: tasarimi Divrigi sanatina damga-
sin1 vurmaktadir.

Bu yontuda insan tenini biitiin yumusakligiyla veren
bir Bernini ya da Canova'nin ifade giicii aranmamalidir.
Hiirremsah'in arkasinda binlerce yillik figiiratif yontu
gelenegi de yoktur. Burada dallar, tomurcuklar, daha ince
dallar, kivrimlar, cicek acacak goncalar, yapraklar degisik
derinliklerde ve asimetrik ayrintilar olarak yontulmustur.
Bu miniiskiil bitkisel imgeli bicimler, ¢evrelerinde binlerce
kiiclik mekan yaratirlar. Bu goriintii her mekanda sonsuz
yontunun derinliginde kaybolan bir bahcenin 6n planda
goriinen 6geleri olarak hayal edilmistir. Bu sonsuz hareketli
yiizeyin golgede kalan derin yizeyleri, 6l¢iillemeyen bir
derinlik, biiyiik bir bitkisel kalabalik duygusu yaratir, adeta
sonsuzluk hissi uyandirir. Bu ¢okluk ya da sonsuzluk olgusu
Hirremsah'in yontusunun temel oOzelliklerinden biridir.
Algilamadaki yogunluk, bitkisel 6gelerin birbirlerinden
farklilagsmasiyla biiyiik o6lgiide kuvvetlendirilmistir. Bir
anlamda kapr nisi cevresinde efsanevi bir sanal bitkisel
ortam yaratilmistir.

Motif yogunlugu bu yontuyu tasiyan fonu yok
eder. Onun yerine golge, 151kl kiigiik mekanlar yaratir.
Bir baska anlamda, Islam'daki bezeme anlayis1 igin

vaktiyle, Granada'dan Orta Asya'ya kadar uzanan Islam

in accord with the symmetrical axis. The natural instinct
of the craftsman wielding the chisel is governed solely
by a natural spontaneity. The only natural element in the
process is the working technique of the craftsman.

Hiirremsah's composition of a tree of paradise or leaf
is unique in the history of world art. Such richnes are not
seen in gothic, baraque or rococo decorative vocabulary.
But, particularly in the Rococo, Baroque and Art Nouveau
styles, one can sometimes find elements exhibiting the
same exuberance of improvised forms.

The tree images that surround the North Portal in its
representation of a paradise gate consist of an imaginary
vegetation created in the mind of the artist. These, in the
final analysis, are realised by the transformation of natural
vegetation into pure invention. If we accept that the whole
aim of the craftsman is to ensure that no form should have
any reference to the natural world then it may be regarded
as the expression of an attitude in direct opposition to the
Western approach, which is based firmly on mimesis.

Hirremsah employed two methods in design. The
first was the creation of a two-dimensional design on the
surface of the stone. This generally consists of curved
frames, but this leaves no room for a third dimension; in
other words, the design cannot be continued down into
the depth of the stone. After tracing the curved fragments
that will serve as a guide to the carving, the work assumes
its final form as the result of improvisation guided by the
chisel and the craftsman’s intuition.

In the Seljuk period, the portal decoration consisted of
motifs arranged in accordance with a geometrical pattern
and the outer slabs of the portal could be carved before
being put into place. In some portals this prefabrication
method led to a certain incongruity. In the case of Divrigi
the stones were carved in situ, which required a very
special work method. The application in the portal of a
symbolic content led inevitably to this type of approach.
The representational design was an image created by the
artist’s fantasy.

In this sculpture one should not expect to find the
power ofexpression in therendering of the human body with
all its smoothness and softness characteristic of a Bernini
or a Canova. Hiirremsah did not have a thousand year
tradition of figurative sculpture behind him. Here we find
branches, twigs, buds about to burst and leaves rendered
with various depths of carving and with asymmetrical
details. These miniscule vegetal forms create thousands of

tiny spaces around them. These are envisaged as elements
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mimarisindeki arabesk ve mukarnas bezemeden ilham
alinarak s6ylenmis horror vacui (bosluk korkusu) kavrami,
Divrigi yontusu icin de sinirl1 alanlarda dogrudur. Burada
geometrinin sagladig: anlasilabilir bir diizen goériilmedigi
icin bu doluluk ya da kalabalik hissi daha da giigliidiir.

Kuzey Tackapisi'nin hayat agact motifi ¢evresindeki
geometrik ve bitkisel motiflerin 6zgilin karisimindan olu-
san kompozisyonunda yontunun mimariye egemenligi, te-
melde egrisel cizginin diiz ¢izgiye egemenliginden kaynak-
lanmaktadir. Bu yontuda biiytik tichoyutlu 6gelerin yiik-
sek kabartma niteligindeki tiimel etkisi, onlarin igini
dolduran ve hemderinlik hem de hareket illlizyonu yaratan
kiiciik motiflerin varhigiyla zenginlesir, fakat dingin-
lesmez. Tektonik ve striiktiirel bir ifade degildir.

Bu kapinin estetik degerlendirmesinde, 6zgiin tasa-
riminin dogasindan kaynaklanan dinamik karakterin
anlasilmasi, koken ve morfoloji sorunlarindan daha 6nem-
lidir. Ciinkii genis bir kronolojik cografi agilimda birgok
motifin akraba oldugu eski érnekler bulunsa da, Divrigi'nin
ozglinligi o zamana kadar denenmemis yeniliklerden
kaynaklanmaktadir. Bu yapida yaratilan sanatsal kimlik
Tiirk ve [slam tarihinde genellesmemistir. Bu bakimdan
diinyadan soyutlanmis bir tarihi fenomendir. Divrigi'yi ne
Islam’a ne de Avrupa'daki Arkaik, Klasik, Barok, Romantik
gibi kultturel ve bicimsel kategorilere sokabiliyoruz. Bir
Maniyerizm ya da daha 6nce var olanin deformasyonu da
degildir Divrigi. Bir kez yaratilmis bir siire benzetilebilir.
Eski deyimle bir misra-1 berceste'dir. Fakat duygusal
yorumu disinda anlasilabilir asli bir kurgusu vardir.

Divrigi bezemesinin soyutlama ve fantezi baglaminda
sanat¢l imgelemine sonsuz ufuklar agtigr sdylense bile
boyle bir sey gerceklesmemistir. Burada, esi olmayan bir
sanat¢inin bir kez gerceklesen 6biir diinya yorumu vardir
vebuyontu, uzun bir gelisme siireci icine yerlesmedigi icin,
her ayrintisiyla sasirtici olabilir. Fakat bu olgu, onun hangi
tarihi baglamda oturdugunu bulaniklastiran bir dizeyde
degildir. Baska bir deyisle, Hiirremsah'in olaganiistii bir
yontucu oldugu ne kadar aciksa, ¢agl icinde yer alan bir
sanat¢l oldugu da o kadar agiktir.

Kuzey Tackapisi, boyutlari ve tasarimiyla cagin
tackapilarindan ne kadar farklhilasirsa farklilassin, bir
cepheden tasan dikdortgenler prizmasi bi¢imindeki
kap1 kitlesi icinde bir kapi nisi olarak c¢aginin tackap:
tipolojisine uygun bir kurgudur. Sanat¢r bu tipolojiyi
kendi yontusal estetik amaci icin kullanmistir. Kuzey
Tackapisi'ni cevreleyen hayat agaclarinin fantastik ve

kapiyr kucaklayan bicimleri, mimari mekani isgal eden

seen in the foreground of a garden vanishing into infinite
sculptural depths. The deep surfaces in the shade of this
perpetually changing surface create the impression of an
unfathomable depth and innumerable plants, arousing a
sense of infinity. This impression of profusion and infinity
is one of the characteristic features of Hiirremsah’s stone
carving. In one sense, an imaginary vegetal environment
is created around the portal niche.

The profusion of motifs destroys the ground on which
the sculpture is based, its place being taken by small spaces
of light and shade. In other words, the so-called horror
vacui, characteristic of Islamic art inspired by arabesque
and muqarnas decoration in Islamic Art from Granada to
Central Asia could also be regarded as a feature of Divrigi
sculpture. Here, this impression of profusion or multitude
is strengthened by the lack of any visible geometrical
pattern.

In the composition formed by the unusual combination
of geometrical and vegetal motifs around the tree of life
on the Northern Portal of the mosque the priority given
to sculpture over architecture arises from the dominance
of the curve over the straight line. In this sculpture the
overall effect of the three-dimensional elements in high
relief is enriched by the presence of small motifs filling the
inner spaces and, at the same time, creating the illusion
of both depth and movement. It is neither tectonic nor
structural in character.

In the aesthetic evaluation of this portal an under-
standing of the dynamic character arising from the peculiar
nature of the design is more important than problems of
origin or morphology, for although old examples related
to a number of motifs can be found over a broad geographi-
cal area, the originality of Divrigi art stems from
innovations not previously attempted. The artistic identity
created in this monument never became generalised in
Turkish or Islamic history and thus remains a unique
historical phenomenon. Divrigi cannot be classified in any
of the Islamic or European cultural or formal categories
such as Archaic, Classical, Baroque or Romantic. Nor is
Divrigi a type of Mannerism or a deformation of a previous
style. Divrigi might well be likened to a poem created in
a singular instance. It is what used to be termed a misra-
berceste (the best and most powerful line in a poem), but
it possesses a comprehensible core significance quite apart
from the emotional interpretation.

No matter how greatly the North Portal may differ

in dimensions and design from the other portals of the



mimarinin geometrisini ortadan kaldirir, mimarinin
tektonik karakterini bozar. Biitiin bilinen mimari olgular,
kap1 heykelinin tasarimina uymak icin kilik degistirmistir.
Burada hi¢cbir mimari 6ge alisilmis dlctilerde ve alisiimis
iliskiler icinde degildir. Kolonlar, ince stitunge olmaktan da
ote, incecik silindirik saplara indirgenmis; bashklar, ¢ok
biiyiik boyutlarda agmis geometrik ciceklere benzemis,
siitunlarla ilgileri kalmamis, fantezi ve soyut bir doganin
ogeleri olmustur. Kuzey Tackapisi'nda da $ifahane Tagcka-

pisi'nda da striiktiirel islevini ifade eden bir 6ge yoktur.

period, the prism of quadrilaterals protruding from the
facade can be classified as belonging to a contemporary
portal typology employed by the craftsman in accordance
with his own individual aesthetic goal. The fantastic forms
assumed by the trees of life embracing the portal and the
forms surrounding the door annul the geometry of the
architecture invading the architectural space impairs its
tectonic nature. All the known architectural forms have
been transformed in such a way as to conform to the
design of the portal sculpture. Here, none of the archi-
tectural elements appear in their customary proportions
or customary relations. The colonnettes are reduced to
extremely slender cylindrical stems, the capitals are
adorned with very large geometrical flowers; they no longer
have any relation to the columns and are transformed into
a fantastic, abstract representation of natural forms. None
of the elements in the North Portal and $ifahane Portal are

invested with a structural function.
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Kuzey Tackapisi ¢elengi.
Cizim: Ali Teoman Germaner (YKY Arsivi)

The garland of the North Portal.
Sketcli: Ali Teoman Germaner (YKY Archive)

» Caminin Kuzey Tackapisi iki ayn
kokenli simgesellik icerir: Biri,
Kur’an’da olan cennet imgesi, 6teki
bu cenneti hem tasvir eden hem de
ona ulasan iki hayat agaci. Kapi
nisinin iki yanindaki hayat agaglan
tic sirali benzer 6geden olusur; her
kat ii¢c palmet ve bir giines diski
icerir. Burada diinyada olmayan
cennet agaclan ile Tiirk samaninin

dokuz katl goge yiikselis simgeselligi

ortiismektedir. Kemerin {izerindeki

lotus, eski Misirin yeni dogan yasam

simgeselliginden Hint mitolojisinin

tannsal “emanation”una kadar uzanan

evrensel bir simgedir. Bu siisler
tagkapi gevresinde soyut bir ¢celenk
olustururlar.

The North Portal of the mosque
contains symbols of two different
origins. One is the image of paradise
to be found in the Koran, the other
the trees of life by which paradise is
both represented and attained.

The trees of life on each side of the
gate niche are composed of three

rows of similar elements with three
palmettes and a sun disk in each row.
Here we find combined the symbolism
of the trees of paradise that are
nowhere to be found in this world and
the symbolic ascent of the Turkish
shaman to the nine spheres.

The lotus above the arch is a universal
symbol extending from the symbolism
of new-born life in Ancient Egypt

to the sacred emanation in Hindu
mythology. These ornaments form an
abstract wreath around the portal.
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» Kuzey Tackapisi, aynnti. Kuzey

Tackapisi'nin iki yanindaki hayat
agaclannin ilk kademesini ii¢ palmet
ve onlan taclandiran bir giines diski
olusturur. Igine soyut bitki motifleri
karsan simgesel giines diski, Islam
sanatimin kesisen diyagonal cift
seritlerle olusturulan en yaygin
arabesk kurgusuyla ve biiyiik bir
oransal duyarlilikla tasarlanmistir.
Kap1 ¢evresindeki ¢elengin en heyecan
verici 6gesi ikinci palmet dizisinin orta
6gesinin mimari gerceveyi bir sarmasik
dali gibi istila etmesidir.

North Portal, detail. The first stage

of the trees of life motif on each

side of the North Portal is composed
of three palmettes crowned by a

sun disk. The sun orb containing a
medley of plant motifs is designed
with very great sensitivity and
contains the most widespread type
of arabesque in Islamic art formed
by intersecting twin diagonal bands.
The door of the mosque is surrounded
by a wreath, the most exciting and
unique element of which is the great
palmette composition penetrating the
architectural frame like ivy.
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» Kuzey Tagkapisi ¢ergeve kompozisyonu,

ayrnti. Siitun, baslik, ara kaideler ve
siitun demetlerinden olusan zengin
atektonik kose kompozisyonu, Kuzey
Tackapisi'nin hayat agaclarindan
kurulan kap: ¢elenginin mimari
cercevesini olusturur.

North Portal frame composition, detail.
The rich atectonic corner composition
consisting of column, capital,
intermediate bases and column clusters
produces the architectural frame of the
door wreath consisting of the trees of
life on the North Portal.
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» Kuzey Tackapisi dogu kanad.
Hayat agacindan aynnti. Biitiin
mimari gerceve sinirlanni asan bu
kompozisyon, Divrigi sanatgisinin en
olaganiistii yaratmasidir.

East side of the North Portal. Tree of
life, detail. This composition, which
breaks through all the boundaries

of the architectural frame, is one of
the most remarkable creations of the
Divrigi craftsman.
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A Hayat agaci, aynnti. Tackapinm iki

yamndaki hayat agaglarinin palmet ve
soyut giines diskleri degisik bi¢imlerde
tasarlanmustir. Bunlann en 6zgiin

ve etkili olani, ¢ok ince seritlerle
uygulanmis klasik bir arabesk tasarmm
bitkisel motiflerle zenginlestiren
olagantstii giizel bir kompozisyondur.
Bu yontunun en sasirtia 6zelliklerinden
biri, sanat¢imin cok kiiciik ayrintilarda
gosterdigi ustalik ve eleganstir. Hayat
agacini gevreleyen menderes frizinin
arasini dolduran bitkisel bezemenin
tiimi, degisik ve dogaglama kiiclik
motifleriyle biiyiik bir yaraticilik
gosterisidir.

Tree of life, detail. The palmettes and
abstract sun disks on the trees of life
on each side of the portal are designed
in several different ways. The most
original and the most remarkable is the
extraordinarily beautiful composition
enhancing by means of plant motifs a
classic arabesque design composed of
very slender bands. One of the most
astonishing features of this carving is
the mastery and elegance displayed by
the craftsman in even the very smallest
details. The whole of the vegetal
decoration filling the intervals in the
meander frieze surrounding the tree

of life displays great creativity with
various small arabesque motifs.

P Hayat agac), aynnti. Bu olaganiisti

serbest, licboyutlu yaprak yontusu
Hiirremsah'in yaratic heykeltiras
kimligini en iyi yansitan
kompozisyondur.

Tree of life, detail. This quite
extraordinary free, three-dimensional
leaf carving is what displays Hiirremsah's
sculptural identity at its finest.






» Hayat agaci, aynnt1. Kapinin sagindaki
hayat agacinin alttan birinci dizisind eki
en {ist palmet ve ilk giines diski.

Tree of life, detail. The first sun disk
and the uppermost palmette in the first
row from the bottom of the tree of life
on the right hand side of the door.
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A Palmet motifleri. Divrigi tasoyma

bezemesini Islam'da egsiz yapan
biiyiik, tichoyutlu, mimariden bagimsiz
palmet motifleri, izleyiciye olaganiistii
kompozisyonlanyla destansi bir
bicimsel yogunluk sunar.

Palmette motifs. The large,
three-dimensional palmette motifs
quite independent of the architectural
lines make Divrigi unique in Islamic
art. They confront the viewer by the
singularity of their composition which

has a spectacular formal intensity.

» Ucboyutlu palmet motifleri, ayrinti.

Three-dimensional palmette motifs,
detail.
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» Palmet motifleri. Kuzey

Tackapisi’'ndaki palmetler
tizerinde bulunan
islenmemis yiizeyler, yontu
calismasinin bitmemis bir
asamasin gostermektedir.

Palmette motifs. The
unworked surfaces over

the palmettes on the North
Portal show that the carving
remained in an unfinished

state.
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» Hayat agac

kompozisyonunun son
palmeti, simetrik bir lotus
stilizasyonudur. Fakat
ayrintilarda mutlak bir
simetri aranmamistir.

The last palmette in the tree
of life composition consists
of a symmetrical stylization
of a lotus flower, but there
is no attempt at definite
symmetry in the details.
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A Giris kapisinin sagindaki en giizel
palmetlerden birinin ¢evresinde
bulunan ayrnntilardaki zenginlik
sasirticidir.

One of the most elegant palmettes on
the east side of the North Portal.

The surrounding exuberance of minute
details is overwhelming.

P Hayat agaci, ayrint1. Bu st iiste

yer alan {i¢ palmette Hiirremsah ile
yaninda calisan ustalar arasindaki
tslup ve yetenek farki izlenebilir.
Alttaki asimetrik palmetteki desen
isleme ustalig tistteki simetrik
palmetlerde yoktur. Burada, ustann
islubunu izleyen baska bir usta s6z
konusu olabilir.

Tree of life, detail. The difference

in style and proficiency between
Hiirremsah and the craftsmen who
worked alongside him can be seen in
these three superimposed palmettes.
The mastery of asymmetrical design
in the lower palmette is quite lacking
in the symmetrical palmettes above.
This may be a question of another
craftsman attempting to follow the
master’s style.
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» Menderes frizi yontu ayrintisi.
Bu yiizeylerde yontu sanatinin

A Hayat agaci, ayrinti. Bu olaganistii
giizel palmet, isciliginin hassashgl,
giizelligi ve aynntilardaki islemenin
bicimsel zenginligi ile Hiirremsah'in

olaganiistii miikkemmelikte bir

uygulamasi vardir.

sanatinin en giizel Srneklerinden Meander frieze, detail. In these details,
biridir. there is an extraordinary dexterity of
Tree of life, detail. This extraordinarily the stone carver.

beautiful palmette, in the delicacy and
beauty of the workmanship and the
richness of form in the details, is one of
the finest examples of Hiirremsah's art.
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A Kuzey Tackapisi'nda hayat agaciyla » Kuzey Tackapisi'ndaki hayat agac
olusan kapi gelengi, menderes frizi kompozisyonundan palmet drnekleri.
ve bitkisel aynntilar kapi gercevesini Examples of palmettes from the tree of

olusturan kompozit kdse siitununun . .
3 P 3 life composition on the North Portal.

giiclii kompozisyonu ile tamamlanir.
In the North Portal the door wreath
formed by the tree of life, the meander
frieze and floral details are completed
with the powerful composition of
composite corner column which frame

the whole portal.

100



101






104

A Giines diski ve menderes

frizi bezeme ayrintisi.
Bu giines diski degisik bir
yontu ustastnin isidir.
Sun disc and meander

frieze, detail. This work is by

another master carver.

» Cami temel kitabesinin

sag tistiindeki tasoyma
motifleri, bu biiyiik

anitin yapimina katilmis
degisik ustalarin tasoyma
tekniklerini sergilemektedir.
Bu ustalar olasilikla
Suriye ve Misir kdkenlidir.
Kemerin altindaki itinasiz
yazi Alaeddin Keykubad
donemindendir. Burada,
caminin 1228-1229

tarihli ana kitabesinden
sonra Alaeddin Keykubad
adina ikinci bir kitabe
konmustur. Bu kitabe,
Keykubad 1237°'de Ahmed
Sah’tan once 6ldugi igin,
Mengiicekler’in Keykubad’a
tabi olduklarini gostermek
amaciyla gosterigsiz bir
yaziyla sonradan yazilmis
olmaldir.

These details of the North
Portal above the main
inscription on the inside
of the entrance niche is
the work of other master
craftsmen, probably

from Syria or Egypt. The
rather clumsy secondary
inscription is from the time
of Alaeddin Keykubad, the
ruler of the Konia Seljukid.
Here we find a second
inscription in the name

of Alaeddin Keykubad
after the main mosque
inscription dated 1228-
1229. As Keykubad died

in 1237 before Ahmed $ah
this inscription may have
been written here later as a
modest recognition of the
Mengujek submission to
Keykubad authority.
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P Giris kapisi nisi ilging bir

tisluplar karnigimidir.
Kapinin tstiinde bir
altigenin poligon
kenarlariyla biten kemer,
olasilikla Misir Tiirk
Memluklari’'nin bu bélgeye
kadar uzanan politik ve
kiiltiirel egemenlik alam
etkisini gosteren ve ustasi
da Suriye’den ya da
Misir'dan gelmis olabilecek
bir arabesk uygulamasidir.
Ancak altigen poligonun
cevresindeki frizde

yarim daire profilli
silmeler arasindaki kare

ve dikdortgen alanlarda
Hiirremsah'in tislubunun
zarif uygulamalan vardir.

The entrance niche presents
an interesting mixture of
styles. The arch culminating
above the door in the sides
of a hexagon consists of an
arabesque probably created
by a master craftsman

from Syria or Egypt and
evidencing the political and
cultural hegemony of the
Egyptian Turkish Mamelukes
that once extended as far
as this region. But the
frieze constituted by large
semi-cylindrical profiles
enveloping the central
hexagon presents in their
quadrangular frames

some of the most elegant
examples of Hiirremsah's

carvings.
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P Kuzey Tackapisi'ni cergeveleyen

geometrik 6gelerle olusan frizin kare ve
yildiz bi¢imli araliklarinda Hiirremsah
yontu iislubunun en giizel 6rnekleri
islenmistir. Ktigtik bir saksidan diisey
olarak yiikselen ve profillerin iizerinden
gecen ince dal, sanatcinin olagantistii
duyarlihgmin biitiin simgesi olarak
algilanabilir.

The beautiful frieze around the North
Portal in which the square and star
shaped areas are filled by the most
delicate carvings from the hand

of Hiirremsah. The rise of a thin
perpendicular branch with tiny leaves
from a small flower pot on the surface
of architectural elements is a unique
symbol of the artist’s sensibility.
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A Caminin kitabesi. Kuzey Tackapisi'nin

kapiyla birlikte bitirilen, Selcuklu
dénemi nesih yazi tslubuyla yazilmig
kitabesi: “Yiice Tanr’'ya y6nelmek icin
bu biiyiik caminin yapimini, Tanri'min
rahmetine muhtag, gii¢siiz kul Ahmed
Sah bin Stileyman $ah 1228 (Hicri 626)
tarihinde buyurdu. Allah sultanligin
sonsuz kilsin.” Kitabe, dal ve kivrimli
yapraklardan olusan bir zemin
siislemesi igerir.

Mosque inscription. Nesih inscription of
the Seljuk period coterminous with the
gate: “Turning towards God Almighty,
Ahmed $ah ibn Siileyman $ah,
wretched slave and needful of God’s
mercy, ordered the construction of this
great mosque in 1228 (626 AH).

May God preserve his Sultanate for
ever.” The inscription has a background

of floral decoration.

P Kitabenin sol kdsesinden ayrnt1.

Left corner of the inscription, detail.






» (ki hayat agacim Tackapi
lizerinde tamamlayan
yatay bandin yan o6geleri
Hiirremsah’a ait degildir
ve ylizeyleri erozyonla
tahrip olmustur. Sol alt
késede 6zgiin durumda
olmas! gereken motifin
yok edilmis oldugu ve bu
ticgensel koselerin bir tas
kaplama tamiri gecirdigi
goriilmektedir. Bu tiimel
yok olma, késelerde
figiirlerin olabilecegini
akla getirmektedir.

The two side elements in
the horizontal band over
the door completing the
two trees of life are not
the work of Hiirremsah
and have been impaired by
erosion. The motif that must
originally have occupied
the left bottom corner

has disappeared and the
triangular corner repaired
with a plain stone surface.
If may be suspected that
they had some figures.



» Kuzey Tackapisi’'ndaki bu friz
Hiirremsah’a ait degildir.

This frieze on the North Portal is not
the work of Hiirremsah.
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Sifahane Tackapisi

Sifahane Tagkapisi, caminin Kuzey Kapisi da dahil olmak
tizere Islam Ortacagimin biitiin kapilarindan tiimiiyle
farkl1 bir tasarimdir. Sifahane icinde adi yazili oldugu
icin bu tasarim da -¢ok biiyik bir mimar ve heykeltiras
olduguna siiphe olmayan- Hiirremsah'in yapit1 olarak ka-
bul edilmelidir. Fakat zaten tamamlanmamis olan bu
kapidaki tasoymalarin timiiniin onun tarafindan yapil-
digim diisiinemeyiz. Sifahane Tackapisi'nda Kuzey Tacka-
pisr'nda oldugu gibi simgesel bir igerik yoktur. Fakat bu
kapida da, cami Kuzey Tackapisi'nda vurguladigimiz bir
ozellik vardir: Bu kapr da mimarinin heykellesmesi diye-
bilecegimiz bir Hiirremsah yaklasimi gosterisidir. Burada,
olasilikla sanat¢inin 6limiinden sonra yarim kalmis ve
degisik ustalar tarafindan yapilmis ve bircogu da bitiri-
lememis tasoymalar vardir.

Sifahane Tacgkapisi'nin biiy ik ta¢ kemeriiki biiyiik zen-
gin profilli sivri kemerin ardisik kompozisyonudur. Ancak
Ge¢ Gotik katedrallerin kapilarinda goriilen ¢ok zengin
silme takimlariyla, kemer kilidine kadar, birbirlerini
izleyen iki biiyiik dalga gibi yiikselen sivri kemerlerin kur-
duklar1 etkileyici cerceve, Hirremsah'in yontucu oldugu
kadar mimar olarak da biiyiik bir yaratict oldugunu
kanitlamaktadir. Burada Ortacag Gotik katedral girislerini
animsayarak eyvan profillerinin akrabaligin1 bir Avrupali
Hiristiyan sanatginin varhg icin bir isaret olarak diistinmek
olasidir. Fakat Yakindogu'da hicbir Hagh yapisinda boyle bir
uygulama olmadig: gibi, Avrupa Gotik mimarisinde de buna
benzer bir tagkap: elevasyonu yoktur. Biitiin Yakindogu ve
Anadolu'da Hacglilarin yerlestikleri yerlerden cikarildiklar
bir cagda bu kiilliyenin insaatinin esiralinmig birHiristiyan’a
verildigini disiinmek zordur. Kaldi ki Kuzey Tackapisi
tasariminin ve tasoymalarinin bir Avrupali ustanin bilgisi

cercevesinde ortaya ¢ikmasi soz konusu degildir.

The Sifahane (Hospital) Portal

The Sifahane (Hospital) Portal joins the North Portal in
presenting a design utterly different from that of any of the
other Islamic portals. The fact that his name is inscribed
in the Sifahane allows us to attribute the architectural
concept and part of the stone carving to Hiirremsah but we
cannot conclude that he was responsible for all the stone
carving carried out on this, in any case, unfinished portal.
Unlike the mosque portal there is no symbolic content
here, but on this portal too there is a special attitute, which
we categorised as the “sculpturisation” of architecture, a
feature that might be described as characteristic of the
typical Hirremsah approach. Here are to be found a number
of carvings left unfinished at Hirremsah's death, some
of which were taken over by other craftsmen but most of
which were never completed.

The large main arch of the Sifahane Portal is composed
of two large consecutive richly profiled pointed arches, but
the frame, with its very rich sets of mouldings of the type
to be seen on the doors of late Gothic cathedrals, produced
by pointed arches rising one above the other right up to
the keystone of the arch in two great waves, prove that
Hirremsah was as skilled in architecture as in stone
carving. The way that in the horizontal section of the great
arches the profiles recall the entrances to Gothic cathedrals
suggests the possible involvement of a European Christian
craftsman, but, on the other hand, there is no such element
to be found in any cruciform building in the Near East, nor
is there any portal of similar elevation in European Gothic
architecture. It is most unlikely that in a period when
the Crusaders were being driven out of the Near Eastern
or Anatolian regions in which they had settled that any
part of the construction of this complex should have been

entrusted to a Christian captive. Moreover the knowledge

Sifahane Tackapisi. Bu kapi ilging ve egsiz kompozisyonu

ve bezemede kullanilan motiflerin sayisiyla kendi bagina bir
sozliik olusturur. Bu tagkap iki biiyiik tag kemerin iki biiyiik
dalga gibi, cok zengin silmelerle birbirini izleyen olaganiistii
kompozisyonudur. Yatay kesitinde biiyiik Gotik kilise kapilannin
silme zenginligini animsatir. Fakat kompozisyonun ve bezeme
programinin bir Gotik portalle benzerligi yoktur. ince siitunceler
tizerinde onlan bir baglik gibi sonlandiran palmetler, simetrik
olmayan yapraklar, ¢ok zengin silme takimlan, Tackapi'nin

iki yaninda iki siitunge tizerindeki iki dairesel palmet iizerinde
bulunan, 19. yiizyilda yiizii tahrip edilmis 6rgii sagh “Selcuklu
prensi ya da prensesi figiirii”, $ifahane Tagkapisi'ni yontu
sanatinin c¢arpicl 6rneklerinden biri yapmaktadir. Hiirremsah'in
olasilikla 6liimiinden sonra yarim kalmis bu tackapi, sonraki
donemlerde degisik ustalar tarafindan kismen tamamlanan
panolar icermektedir. Giris kapisi tizerindeki pencerenin tasarimi
Hiirremsah’a ait olsa da, ayrintil isleme ona ait olmayabilir.

The Portal of the Sifahane. In its rich variety of motifs this
unfinished but unique composition forms in itself a complete
artistic discourse. Designed as two grandiose stone arches
following one upon the other like two great waves, it presents,

in its horizontal section, an incredibly rich set of mouldings,

such as found in the great portals of Gothic cathedrals, but in its
composition and form composition the portal has no relationship
to a Gothic portal. The flat palmettes resting like capitals on slender
colonettes and mouldings, the asymmetrical leaves, the ornamental
double bands and the figures, on the two sides of the portal and
set over elegant circular palmettes, of two Seljuk prince or princess
with plaited hair and faces destroyed by 19th century zealots make
the Sifahane gate one of the most striking examples of the art

of stone carving. This portal, which was probably left unfinished
at the time of Hiirremsah's death, contains panels added and
apparently completed at a later date by various craftsmen. Though
the window over the door is designed by Hiirremsah the detail ed
implementation may probably be carried out by others.
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Hiirremsah'in tackemer tasariminda gosterdigi cesur
yenilik ve gerceklestirdigi bicim, kapi nisinin cevresin-
deki atektonik diizenlemede de sasirtict boyutlara ulasir.
Ince silindirik, neredeyse c¢izgisel isaretlere doniismiis
siituncelerin, tstelik yon degistirerek, kapinin iki yanina
iki fener gibi asilmis mukarnas bashkla sonlanmasi
striiktiirel imgeyle adeta alay eder bir niteliktedir. Biiyiik
tackemer Uzerinde herhangi bir striiktiirel isleve sahip
olmayan i¢ ice gecmis konturlariyla ilging bir bashk dizisi
vardir. Kapi tizerindeki ikinci kat penceresini ikiye bolen
bezemeli agir siitun, Islam geleneginin olusmasindan
once Orta Asya mimarisindeki varlig1 bilinen bir motife
referans verir.

Hirremsah'in fazla ayrintisina ge¢meden abbozzo
olarak biraktigi, fakat biyiik bir estetik duyarlilik ser-
giledigi bu bitmemis tackapr olaganiistii bir tasarimdir.
Giris tzerindeki kat penceresinin ortasinda bulunan bii-
yiik siitunun tasavvuru Hiirremsah'a ait olabilecek fakir
uygulamalardir.

Bu kapinin i¢indeki baslanmis ve yarida kalmis be-
zemesel tasoymanin sanatcisi ve tarihleri konusunda kesin
bir sey sdylemek olanaksizdir. Fakat Anadolu'daki benzer
motifler kullanan uygulamalarla karsilastirarak degisik
tarihlerde bazi tamamlama girisimlerinden séz edilebilir.
Ornegin giris duvarinda Sivas Goékmedrese girisindeki
biiylik geometrik seritlere benzeyen ayrintilar Hirremsah
déneminin slubuyla c¢elisen ayrintilardir. Bunlarin
bitmemis varliklariyla Sivas'i etkiledigini degil, Mengiicek
Beyligi'nin yikilmasindan sonra Gokmedrese'den etkilenen
bir ustanin isi oldugunu disiinmek gerekir.

Sifahane Tackapisi'nin iki yaninda islenmesi belki
de tamamlanmamis iki dairesel rozet iizerinde, uzun
sach iki Tirkmen figiiri vardir. Bunlar minyatiirlerden
bildigimiz, uzun orgiili sag¢h Selguk savascilari ya da
beyleridir. Kiilliyenin kuruculart Ahmed $ah ile esi Turan
Melek’in simgesel figiirleri de olabilir. Bu figirlerin
patronlara benzemesi gerekmiyordu. Baska bir deyisle
bunlar Batili anlamda birer portre degildi. Bu figiirlerin
ingaatin patronlarn tarafindan onaylanmasi, bu yiizyilda
Anadolu’ya yeni yerlesmis Tiirk asiretlerinin ve onlarin
Miisliman beylerinin geleneksel gogcer kiiltiriiniin ¢abuk
degismedigini kanitlar. Malazgirt savasindan 150 yil
sonra Selguklu sanatinda insan figiiriiniin kullanilmasina
devam ediliyordu. Bu figiirleri yapanin kim oldugunu
soylemek olanaksizdir. Fakat Selcuklu caginda (11-13.
yuzyil) ronde bosse insan figiirti tiretilen kisa bir donem

vardir. Selguklu beylerinin insan boyunda heykelleri

of a European craftsman cannot be involved in the design
and creation of the North Portal.

The bold innovation displayed by Hiirremsah in the
design of the arch and the atectonic arrangement around
the portal niche are truly remarkable. The manner in
which the slender, cylindrical colonnettes, transformed
into mere linear elements, change direction and culminate
in muqarnas capitals hanging like two lanterns on each
side of the door seem to make a mockery of the structural
image. The main arch has a row of interwoven capitals
which do not correspond to any structural function. The
massive ornamented pillar in the middle of the
over the door recalls a motif known to have existed in
Central Asia prior to the formation of the Islamic tradition.

The design of this unfinished portal, whichHiirremsah
left as as an abbozzo without going into too much detail but
which displays a quite remarkable aesthetic sensitivity, is
quite extraordinary.

It is impossible to come to any definite conclusion
concerning the date of the work or the craftsmen respon-
sible for the half finished decorative stone carving on
this door, but one may compare it with certain works in
Anatolia employing similar motifs. For example, the details
resembling the broad geometrical bands on the inner wall
of the entrance to the Gokmedrese in Sivas have nothing
in common with the style of the Hiirremsah period. These
should not be regarded as having influenced Sivas in their
unfinished state but rather as the work of a craftsman
influenced by the Gokmedrese after the collapse of the
Mengujek Principality.

On each side of the Sifahane Portal there are two
long-haired Turcoman figures on two, probably unfinished.
circular rosettes. These are the Seljuk warriors with long
plaited hair that we know from miniatures. They may be
symbolic figures of Ahmed $ah and his consort Turan
Melek, the founders of the complex. At that time it was
not deemed necessary that the figures actually resembled
the patrons. In other words, these were not portraits in the
Western sense of the word. These figures stand as evidence
of the approval granted by the patrons to the construction
and are proof that there had been no rapid change in the
traditional nomadic culture among the Turkish tribes that
had recently settled in Anatolia and their Muslim rulers.
Human figures continued to be employed in Seljuk art
150 years after the battle of Manzikert. It is impossible
to identify the artist responsible for these portraits, but
there was a short period during the Seljuk era (11th-13th



bulunmustur. Ortacag’dan sonraki dini dogmatizm, figiirlii
heykeli yok etmistir. Bunun gorece ge¢ dénemlere ait bir
tepki oldugu da sdylenebilir. 19. yiizyila kadar ayakta
duran Konya Kalesi'nin iinlii kanathh melek heykelleri,
kapt ve duvarlarda kullanilmis heykel fragmanlari 19.
yiizyil Anadolu toplumunun figiirlii heykel baglaminda
bugiinki kadar bagnaz olmadigini gosterir. Isparta Ertokus
Medresesi'nin duvarlarinda giintimiize kadar korunmus bir
gec antik bas vardir. Olasilikla bir tilsim olarak bugiine
kadar korunmustur. Divrigi $ifahanesi'nin tackapisindaki
Selcuklu baslarinin yizleri de 19. ytizyilda kirilmis olma-
ldir. Fakat zengin bir minyatir gelenegi, Anadolu'da
Selcuklu doneminin figiirli cinileri, figlir yasaginin
Kur’an’a dayali bir yasak olarak algilanmadigini kanitlar.
Erken Emevi doneminin figiirlii freskolar: da diistiniiliirse,
bu yasagin 8. yiizyilda sekillenen seriat kurallari igine
Bizans ikonoklast akimindan, Islam’it kabul eden Suriyeli
Bizanslilar tarafindan getirildigi bir hipotez olarak ileri
stirtlebilir.

Islam tarihinin minyatiir sanati Hindistan, [ran ve
Osmanl iilkelerinde, $ii ya da Siinni ortamlarda sultanlar,
biiyiik idareciler katinda bezemesel olarak algilansa bile,
itibarh bir sanatsal ugras olmustur. Bunlardaki savas sah-
neleri, torenler, agk sahneleri egemen sinifin pratikte re-
sim yasagina uymadigini agik¢a gosterir. Bu bagimsiz bir
figiiratif resim gelenegi sayilmasa bile, figiir yasaginin
kesin bir dogma niteliginde olmadigini gosterir. Bu egilim
Hindistan'da daha kuvvetlidir. Ciinkii Islam'dan daha
kalabalik bir Hindu kiltiir ortaminda figiirlii resim ve
heykel yasiyordu. Hindu-Islam simbiyotik yasamindaki
kiiltiirel ortamda figiir kullanimi siirdiiriilmiistiir. Iran ve
Tiirkiye'de de bu yasak kesin olamamistir.

Islam'da figiir karsithginin Hiristiyan kilisesindeki
resim ve heykele tepki olarak gelistigi sdylenebilir. Ne var
ki bu tepki Ortacag'da giiclii degildi. Mevlana déneminde

Mevlevi tekkelerinde resim vardi.

centuries) in which figures were rendered in the ronde bosse
technique and there were life-size statues of the Seljuk
beys. The religious dogmatism of the later Middle Ages put
an end to sculpture of the human figure. This may be
regarded as a reaction typical of later periods. The famous
winged angels in Konia Castle that survived until the 19th
century and the fragments of statues employed in the door
and the walls show that 19th century Anatolia was not as
bigoted as now as regards figurative sculpture. On the walls
of the Ertokus Medrese in Isparta there is a Late Antique
head that has survived to the present day. It has probably
been preserved as a talisman. The faces on the Seljuk heads
on the Sifahane Portal in Divrigi were probably smashed
in the 19th century, but a powerful miniature tradition
along with the tiles adorned with human figures belonging
to the Seljuk period in Anatolia show that the prohibition
of the human figure was not perceived as a prohibition
based on the Koran. If one considers the figurative frescoes
of the Early Omayyad period one might put forward the
hypothesis that this prohibition was derived from the
Byzantine iconoclastic movement and inserted by Syrian
Byzantine converts to Islam into the sharia code that was
taking shape in the 8th century.

In Islamic history, the art of the miniature, although
perceived as pure decoration, was regarded in India,
Iran and the Ottoman territories as a highly respected
occupation worthy, in both Shiite and Sunnite cultures,
of sultans and high administrators. These miniatures,
dominated as they were by battle scenes, ceremonies and
love stories, are clear proof that in practice the ruling class
paid no heed to the prohibition on figurative art. It also
shows that, although there was no independent figurative
tradition, the prohibition was never received as dogma.
This tendency was even stronger in India, where figurative
painting and sculpture survived in a predominantly Hindu
population. Figurative art continued in a symbiotic Hindu-
Islam cultural environment, while in Turkey and Iran the
prohibition had never been absolute.

The opposition in Islam to the delineation of the
human figure may have been a reaction to the paintings
and statues displayed in Christian churches, but the
reaction was not very strong. There were pictures in the

Mevlevi lodges (tekkes) during the lifetime of Mevlana.
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A Sifahane Tackapisi. Motiflerin ve

siislemelerin bitmemisligi ve degisen
tisluplari, Divrigi'de toplanmis sanatc1
grubunun kompozitligini yansitir.

Sifahane Portal. The incompleteness
and stylistic differences of the
decoration attest to the diversity of

origin of the artists working at Divrigi.

» Sifahane Tackapisi, pencere.

Bu Orta Asya kdkenli pencere tasarimi
Hiirremsah'a ait olabilir. Fakat siitun
kaidesi yanindaki yontu disinda

diger ayrintilar Hirremsah'in isini
tamamlamaya ¢alisan baska ustalarin
isi olmalidir.

Sifahane Portal, window. This window
design of Central Asian origin in

its concepts may be the work of
Hiirremsah but its details would appear
to have been carried out by the other
craftsmen who tried to complete
Hiirremsah's work.






» Sifahane Tackapisi, aynnti. Portal
cercevesinin heykelsi artikiilasyonu,
ayrintilarin yarim kalmasina karsin
heyecan vericidir.

Sifahane Portal, detail. Despite

its incompl eteness the sculptural
articulation of this portal is an exciting
composition.
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A Sifahane Tagkapis: kaideleri. Biiyiik

o6lciide tahrip olan kaideler Hiirremsah'in
tasarladig essiz bir kompozisyondur.

Sifahane Portal, bases. The design of
these now largely destroyed bases in
the Sifahane Portal display a matchless
composition by Hiirremsah.

P Sifahane Tackapisi'min zengin silmeleri

iizerindeki bu genel ¢izgileriyle
belirtilmis bashks: palmetler, yiizi
kirtlmis “Selcuklu prensi ya da
prensesi” basi ve diger motifler
calismanin bir asamasinda yarida
kalms isciligi gostermektedir.

The palmettes in the form of capitals
traced in general lines over the rich
mouldings on the Sifahane Portal, the
head of the “Seljuk prince or princess”
with damaged face and the other motifs
show that the work must have been
abandoned at this stage.









A Sifahane Tackapisi. Hiirremsah'in yarim
kalmis baslik demetleri ve degisik
ustalarin yontulari.

Sifahane Portal. The capital clusters left
unfinished by Hiirremsah and carvings
by various other craftsmen.

p Sifahane Tagkapisi. Hiirremsah'in
stitunu ve bashk demetleri.

Sifahane Portal. Column and capital
clusters by Hiirremsah.






» Sifahane Tackapisi. Yiizii tahrip edilmis
Selcuklu prensi ya da prensesi figiirii
(olasilikla Turan Melek).

Sifahane Portal. The damaged face of
the Seljuk prince or princess (probably
Turan Melek).

Restitlisyon: Ali Teoman Germaner (YKY Argivi)

Restitution: Ali Teoman Germaner (YKY Archive)
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» Sifahane Tackapisi. Tagkap1 eyvaninin

i¢ ylizeyinde tamamlanmamus bir

serit ve onu siisleyen disk. Burada,
Hiirremsah'in soyut bitkisel tislubunu
izleyen, fakat ondaki 6zgiir ve
ticboyutlu yaklasimi formellestirmis bir
baska tas ustasinn isi goriilmektedir.

Sifahane Portal. An unfinished band on
the inner face of the portal eyvan with
sun disk decoration. Here can be seen
the work of another craftsman who
followed Hiirremsah's abstract vegetal
style but formalized his free and three-
dimensional approach.






P Sifahane, girise bakis. Sol yandaki
(giiney) yan galeri katina ¢ikan
merdiven, giris tizerindeki odanin
Sifahane igine agilan penceresi ve
sekizgen aydinlik feneri.

Sifahane, entrance. The steps leading
up to the mezzanine on the left hand
(south) side, the window inside the
Sifahane opening into the room over
the entrance and the octagonal lantern.
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A Sifahane, ic mekan. Ana eyvanin
solundaki kiiciik kapi tiirbeye
acilmaktadir. Ondan sonra gelen kuzey
eyvani, bu fotografta goriilmeyen giiney
eyvanina gore iki kat yiiksekligindedir.
Siitun, stitun basliklar1 ve tonozlar,
geometrik karakterli ikiboyutlu
motiflerle siislenmistir. Tastyic1 duvarlar
ve tonoz ortiiniin giplak ytzeyleriyle,

o dénem mimari yaklagiminin tipik bir

egilimini vurgular.

Sifahane, interior. The small door to the
left of the main eyvan opens into the
tomb. The north eyvan next to this has
two storeys relative to the north cyvan,
which is not shown in this photograph.
The column, column capitals and vaults
are adorned with two-dimensional,
geometric decoration. The bare surfaces
on the Supporting walls and the vaults
display typical forms of that period.
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A $§ifahane, i¢ mekén. Kuzey eyvam
oniinde siitun baghg ve ara kata ¢ikan
merdiven.

Sifahane, interior. The capital of the
octagonal column before the northemn
eyvan and the steps leading up to the
gallery level.
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A Sifahane, i¢ mekan. Ana eyvan ve P Sifahane, i¢ mekan. Bitmis bir
tiirbe girisi. siitun bashg.
Sifahane, interior. Main eyvan and Sifahane, interior. A completed

tomb entrance. carved capital.
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A Sifahane, i¢ mekan. Eyvanin arka

duvarimn siisleyen ve 1sinsal 6geler
lizerinde basit geometrik motiflerin
tekrariyla olusan bu ikiboyutlu bezeme,
Divrigi Kiilliyesi'nde Hiirremsah'in
yontusal ¢alismasi yaninda bu zarif
siislemeyi tasarlayan baska sanatgilar
da oldugunu kanitlar.

Sifahane, interior. This two-dimensional
decoration consisting of simple
geometrical motifs over radial lines
adorning the back wall of the eyvan is
evidence of the involvement of other
craftsmen alongside Hiirremsah in the
stone carving of the Divrigi Complex
and in the design of this exquisite piece

of decoration.

p Sifahane, ic mekan. Ana eyvanda
diyagonal tonoz ortii.

Sifahane, interior. Diagonal cross-vault

over the main eyvan.
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A Sifahane, eyvanda diyagonal tonoz ortii. Tonozun alinliginda
“Amel-i Hiirremsah Hilat1” kitabesi bulunmaktadir.

Sifahane, diagonal cross-vault over the main eyvan. The fronton of

the vault contains the inscription “Amel-i Hiirremsah Hilat1” (Work
of Hiirremsah from Khelat “Ahlat”).

14¢






Divrigi Yontusu ve Hurremsah

Divrigi

Anadolu’'da Tas Yontu Gelenegi

Kilikya'dan Suriye'ye kadar uzanan Giiney Anadolu'da,
Ust Mezopotamya'da, Orta Anadolu’da anitsal mimari
gelenekler tag malzeme iizerine kurulmustur. Bu gelenekler
bu biiyiik bélgenin Tiirk déneminde de devam eder. Agri,
Mus, Siirt, Diyarbakir, Mersin'e kadar Giiney kusagi,
Dogu Karadeniz, Sivas, Erzincan, Erzurum, Van tag yapi
bolgeleridir. Selguklu Tiirkleri Anadolu'ya go¢ ettikleri
ve bu yorelere yerlesmeye basladiklari zaman Horasan ve
Iran'in tugla inga gelenegi yerini tasa birakmigtir. Selguk-
ludoneminde ara sira goriilen tugla yapilar ya da ayrintilar,
ornegin Divrigi Kale Camisi girisinde ya da Sivas Keykavus
Sifahanesi'nde oldugu gibi, Dogu'dan gelen ustalarin
varligina isaret eder.

Anadolu'dayerli tas geleneklerinin gelismis teknikleri
vardi. Ge¢ Antikite’den (ki buna Roma ve Sasani dénemleri
de dahildir) bu yana geometrik algak kabartma ve basit
profilli, ekonomik bir tas bezeme teknigi bu bdlgeler igin
karakteristiktir. Bu geleneklerde bitkisel motif ve egri
geometrisi sinirhdir. Yapilarin mimari tasarimi yalin ve
striiktiireldir. [tinayla uygulandigi érneklerde Selguklu
caginda da uzun bir tarihi deneyime dayanan tasoyma
teknigi strdiriilmiistiir. Genelde Selcuklu tas ustasinin
kliselesmis hafif kabartma motifleri yontarken rutin bir is
yaptigl soylenebilir. Mimari ¢erceve icinde kalan, genelde
ikiboyutlu bezemenin tasarim ilkesi ayni motifin geo-
metrik bir kurgu icinde yinelenmesidir. Iran'in tugla
insa gelenegi de malzemeye bagh olarak, geometrik
karakterliydi. Tasla yer degistirdig§i zaman da bu geo-
metrik tasarimdan vazgecilmemistir.

Divrigi'de kullanilan tas, yerel olarak elde edilen

(volkanik) tiiftiir. Bunun andezit ya da kriyolit bilesenli

Stone Carving and IHurremsah

The Stone Carving Tradition in Anatolia

In South Anatolia, a region stretching from Cilicia to Syria,
Upper Mesopotamia and Central Anatolia, monumental
architectural traditions were based on stone as a material,
a tradition that was to continue throughout the whole area
during the Turkish period. Agri, Mus and Siirt, Diyar-
bakir, the southern strip as far as Mersin, the Eastern
Black Sea region, Sivas, Erzincan, Erzurum and Van
were all areas of stone construction. At the time when
the Seljuk Turks migrated to Anatolia and began to settle
in these regions the brick building tradition of Khurasan
and Iran had been replaced by stone. The brick buildings
or elements sometimes to be seen in the Seljuk period,
as in the entrance to the Divrigi Castle Mosque or the
Keykavus $ifahane in Sivas, indicate the presence of
master craftsmen from the East.

The local stone traditions in Anatolia display highly
developed techniques. Since Late Antiquity (and this
includes the Roman and Sassanid periods) a characteristic
of the region was the use of economical stone decoration
techniques with geometrical motifs in low relief or
shallow profile. In these traditions ornamentation was
limited to vegetal or geometrical motifs. The architectural
designs were plain and essentially structural. A stone
carving tradition based on centuries of experience
was continued in meticulously rendered examples. In
general, in creating traditional motifs in low relief the
Seljuk stone carver may be said to have been carrying
out a routine operation. Generally, the two dimensional
decorative design principle within the architectural
framework consisted of a repetition of the same motif

in a geometrical form. The Iranian brick tradition was



oldugu biliniyor. Bu, tas mermer kadar homojen degildir.
[slendigi zaman tascinin keskisinin bir darbesi, tag¢inin
istemedigi bir parcay1 koparabilir. Bu, baslangi¢ta sanat-
c¢inin ilk tasarladigi bicimde spontane bir degisiklik
yapilmasini gerektirir. Divrigi'de saptadigimiz simetrik
tasarimin ayrintilarda farklilasmasina, malzemenin yapi-
sindan kaynaklanan dogal patolojik bir bilesenin bigim-
lenmeye etkisi olarak bakilmahdir.

Tackapilardaki calismalarin tas konduktan sonra
yapildigini kanitlayan pek ¢ok yarim kalmis ayrinti vardir.
Bu baglamda yontucu, tasin yapisal bozuklugunun verdigi
kirilmalari, tasarladig1 bicimin dogaclamayla gerceklesen

bir varyasyonuna doniistiirmek zorunda kalir.

Tackapilarda Hiirremsah Yontusu igin
Genel Gozlemler

Birdenbire karsimiza ¢ikan bdyle bir sanat yapiti icin, o
donemin etkili mistisizmi i¢inde Hirremsah'in sanatina
entelektiiel bir yorum getirmek istersek, Panofsky'nin
Gotik Mimarlik ve Skolastik Felsefe adli kitabinda yaptigi
gibi bir yorum diistiniilebilir.

Hirremsah'in tasqi kaleminden ¢ikan her bigim,
varhgiyla bu diinyada bir ad ve kimlik kazanir. Bir baki-
ma sanatgl, sanatiyla cennet kapisina ulasan bir yolun
yapimcisidir.  Hiirremsah'n  kompozisyonundaki lotus,
Sufi'nin cennetin kapisina, bir bakima Tanr’'nin aydin-
ligina erismesine benzetilebilir.

Yapitin estetik mesaji boyut ve konuyla iliskili
degildir. Hirremsah'in sanatinda insan da yoktur. Bu, Bati
sanat geleneginde yetismis biri icin anlasilmasi zor bir
tutumdur. Michelangelo'nun Pieta’sin1 gordiikten sonra,
insan konusundan uzak bir soyut yontunun gézlemciyi ayni
yogunlukta etkileyecegini diisiinmek zordur. Fakat figtiratif
gelenek icinde yetismemis bir toplumda, Pieta karsisinda
duyulan duygusal yogunlugun, Hirremsah'in dogaiistii
yontusu karsisinda da hissedilebilecegi kabul edilebilir.

Divrigi'de mimari ile heykel arasinda ayirici bir ¢izgi
yoktur. Hirremsah'in sanatinin 6zgiinliigii de bu ¢izginin
ortadan kalkmis olmasindan kaynaklanmaktadir. Gergi
her iki tackap: da yapiyla geometrik iliskileri baglaminda
en genel cizgileriyle dénemin tackap: tipolojisine uyar.
Fakat yontusal etkiyi artirmak i¢in mimari kompozisyonun
biittinltigi gozden ¢ikarilmistir.

Hiirremsah'in tackapilarda mimari karakteri heykele

doniistiirmek icin kullandig ilging bir yontem, onun genel

geometrical in character in conformity with the material,
and when brick was replaced by stone the geometrical
tradition was not abandoned.

The stone employed in Divrigi consists of local
volcanic tufa. This is known to contain andesite or cryolite
and is not as homogeneous as marble. A fragment may
accidentally split of f as the result of an ill-aimed blow from
the mason’s chisel and this may well require a spontaneous
change in the mason’s original plan. Some irregularities
in the symmetrical design we have observed at Divrigi
should be regarded as the effect of the natural pathological
formation of the components resulting from the natural
character of the material.

A number of unfinished details indicate that work on
the portals was carried out after the stone had been laid.
In this connection, it would appear that the stone mason
had been forced by the structural defects in the stone to

improvise variations on his design.

General Observations on the Hiirremsah
Stone Carving on the Portals

Confronted with the unusual design of the northern
portal of the Divrigi Ulucami a possible intellectual
interpretation may be based on the mystical atmosphere
that prevailed in that period. Relationships between the
artistic imagination and medieval Sufi thought cannot
be proved without documentary evidence but a possible
interpretation has been put forward by Panofsky in his
book Gothic Architecture and Scholasticism.

Every form elicited from the stone by the chisel of
Hiirremsah is endowed with a name and an identity. The
artist, by means of his craft, is the creator of a path leading
towards a Gate of Paradise culminating in the lotus flower
at the top center of the design. This could be interpreted
as the attainment by the Sufi to a state of enlightenment.

The aesthetic message of any work of art is in no way
related to its size or content. There are no human beings in
Hiirremsah's art, a phenomenon that anyone reared in the
Western artistic tradition finds it hard to understand. After
seeing the Pieta of Michelangelo is difficult to conceive
how an abstract sculpture could affect the spectator with
the same intensity, but the emotional intensity aroused by
the Pieta can be aroused by the abstract sculpture of a
Hiirremsah in similar equal measure in a Muslim society

that was not brought up in the figurative tradition.



kompozisyonun mimari ogelerini atektonik bicimlere
sokmasidir. Kuzey Tackapisimin kése siitunlarinin kur-
gusunda tek bir ince siitungeyle baslayan motif, kendisiyle
orantuill olmayan ¢ok biiyiik mukarnash bir baghk, onu
izleyen, ii¢c kath zengin bir kaideyle devam etmekte ve
tizerinde dértlii bir siitunce demetini tagimaktadir.

Sifahane Tackapis'nda kose siitunlarinin mimari
anilariunutulmustur. Zeminden baslayanikiince, silindirik
profilli, birbirine paralel gizgiler digar1 dogru bir dirsek
yaptiktan sonra, tackapt kemeri hizasinda adeta cepheden
disarifirlayansoyutbir mukarnashbagliklasonlanmaktadir.
Burada siitun iki paralel ¢izgiye doniismustir.

Bu biiyiik 6gelerin mimari karakterlerini timiyle
yitirerek soyut bir heykele déniisme siirecinin en sasirtic
érnekleri, caminin i¢cinde, mihrap agikhginin kégelerindeki
geometrik motiflerdir. Kesinlikle soyut heykeller olarak
goriilebilecek, hicbir seye referans vermeyen bu biiyiik
bicimler, biitiin yapiyr bu denli yeniliklerle tasarlayan
biiyiik sanat¢cinin varligini kanitlamaktadir.

Kuzey Tagkapisi'nda cennet simgesinin temel dgesi
olan hayat agaci, ¢ok eski tarihli olmasina karsin Ortadogu
geleneklerinde bicimsel olarak kliselesmemis bir motiftir.
Burada sunulan hayat agaci da kisisel bir yorumdur. Bir
obtr diinya tasarlama ve onu yontu uygulamasinin her
asamasinda, spontane duyarhligin diirtiisii ve sezisiyle ila-
hi bir diinya imgesine dontistiirme ¢cabasi Divrigi sanatgisini
yonlendirmis olmalidir. Kompozisyonda genel bir simetri
gozetilmis olmasina karsin ayrintilarda yineleme yoktur.
Giines cemberleri gibi temelde geometrik kurallara uyarak
tasarlanan motiflerde bile simetriyi bozan 6geler bilingli
olarak kullamilmistir. Mozart'in “Giizel bir yiz higbir
zaman simetrik degildir” deyisine uygun olarak Hiirremsah
simetriyi sevmiyordu. Belki de simetriyi bozan seyleri 6zel
olarak vurguluyordu. Ger¢i dogada da aga¢ ya da bitki
kuramsal bir simetriye uymazlar.

Bu etkileyici kapt celengini ¢evreleyen silmeler
tzerinde, dairesel profilli paralelkenar taslarla olustu-
rulan kare cerceveler icinde kii¢iik ve dogaglama kom-
pozisyonlarda olaganiistii bir yontusal duyarlilik ifade
edilmistir. Bu yontudaki hayali cennetin dogasini yaratan
kiictikli biiytkli bitkisel motifler gercek bir mini sanal
peyzaj dykiisii dokurlar.

Kuzey Tackapisi'nin tasarimina c¢ember yayinin
egemen oldugu yukarida belirtilmistir. Fakat bordiirlerde,
mukarnas uygulamalarinda diiz ¢izgiyle kurulmus serit
kompozisyonlar1 da kullanilmistir. Bu yontuda diiz ¢izgi

geometrisini yumusatan bir organik diinya imgesi, kapi

In Divrigi art there is no clear separation between the
architecture and the stone carving. Indeed, Hiirremsah's
work owes its originality to the removal of any such
separation. Although both portals conform to the portal
typology of the period in their geometrical relations to
the building, the architectural composition as a whole is
ignored in order to increase the effect of the carving.

An interesting method Hiirremsah employs to
transform the architectural character of the portals into
a sculptural one is to invest the architectural elements
of the general composition with atectonic forms as men-
tioned above. In the composition of the North Portal
the motif that begins in a single colonnette with a
disproportionately large muqarnas capital continues on a
three-layered richly ornamented base bearing a cluster of
four colonnettes. In the Sifahane Portal the architectural
qualities of the corner columns have been forgotten. After
forming a convex angle, the two slender parallel lines with
cylindrical profile beginning from the ground culminate
in an abstract mugarnas capital that seems to spring
outwards from the fagcade. Here the column is transformed
into two parallel lines.

The most remarkable examples of the process by
which these elements lose the whole of their architectural
character and are transformed into abstract sculpture are
to be seen in the geometrical motifs on the corners of the
mihrab niche in the interior of the mosque. These large
forms, which can be viewed as abstract sculpture with no
reference to anything at all, prove the presence of a great
craftsman who employed such striking innovations in his
design of the whole building.

The tree of life, which constitutes the basic element
in the portrayal of paradise on the North Portal, although
of very ancient provenance, never had a stereotyped form
in Asian traditions. The tree of life presented here is a
purely personal interpretation. In his effort to portray the
other world in stone carving and to transform it into the
image of a divine world, the Divrigi craftsman must have
been guided at every stage in the process by an instinctive
sensitivity and intuition. In spite of the overall symmetry
of the composition there is no repetition in the details. Even
in motifs such as the sun disks, designed in conformity with
basic geometrical rules, elements have been employed with
the deliberate aim of breaking the symmetry. Like Mozart,
who declared that “a beautiful face is never symmetrical”,
Hiirremsah was no lover of symmetry for its own sake. In

fact, he may well have deliberately emphasised elements
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cephesine adeta serpilmistir. Dogaclama olan bitkisel
karakterli yontularin, 6zellikle bu kapida, Hiirremsaha ait
oldugunu varsaymak gerekir. Iscilik olarak dénemin yay-
gin geometrik seritlerini ve yinelenen motifleri yapanlar
baska tas ustalari olmahdir.

Hiirremsah'in calisma tekniginin asamalari, 6zellikle
Sifahane Tackapis: bitmedigi igin izlenebilmektedir. Yontu
yerinde yapilmistir. Silmelerdeki miikkemmel siireklilik bu
teknigin kanitidir. Ne var ki Hiirremsah'in uygulamanin
hangi asamasinda 6ldiigiinii bilmemize ya da bilmedigimiz
bir nedenle isi birakmissa, yer yer yarim kalmis panolarin
ve diger bezemenin tagoyma ustalarini bulmamiza olanak
yoktur.

Kuzey Tackapisina egemen olan bitkisel vizyonun
o donemin yaygin tislubundan ne kadar farkli oldugunu,
ondan olasilikla birka¢ yil sonra yapilmis olan Dogu
penceresiyle karsilastirinca anliyoruz. Gtizel bir isci-
likle ve klasik bir tslupla yapilan bu pencere bezemesi,
Hirremsah'in kendi ¢agini asmis olaganiistii bir sanatgl
oldugunu ve kokten bir Uslup degisikligi yarattigini gos-
termektedir.

Hiirremsah bir hiimanist degildir. Taklit etmek icin
baktig1 eski bir érnek yoktur. Onun ideali, ifade etmeye
calistigl mutlu ahiret diinyasi olmalidir. Bu kadar tutkulu
bir sanat¢inin dindar oldugunu da varsayabiliriz. Fakat
inanciyla ¢aginin adam: olan Hirremsah, sanatinda
hicbir giincel norma uymuyor. Yaptiklar1 insan merkezli
de degildir. Caginin biitiin kliselerini dislayabilen sanatgi,
sanatinin hangi boyutlariyla giiniiniin toplumuyla iliski
kuruyordu? Burada Montaigne'in biiylik sanat yapitiyla
ilgili gozlemi animsanabilir: “Biiyiik sanat yapiti ikna
etmez, insani allak bullak eder.” Hiirremsah'in sanat1 da
kendi toplumu igin yeni ve biiyiileyiciydi.

Hiirremsah izlenmemis bir ustadir. Fakat biittin bi-
cimsel sinirlari agsan bu yapiti gerceklestirebilmesi patronun
onayina bagliydi. Ahmed $ah ve esi Turan Melek sadece
bu alisilmamis kapiya degil, Sifahane Tackapisi'ndaki
insan portrelerine de onay vermislerdir. Bu yapilarin
simgeledigi obiir diinya, dogaya karsi duyarlilik, sanatta
insan figiriini kabul etmek gibi davranislar, Mengiicek
saraylarindaki kiltiir ortaminin goérece hosgoriilii, heniiz
kati dogma diizeyine uzak oldugunu gosteriyor. Erzincan ve
Divrigi'deki Tiirk boylar1 belki bazi adetleriyle barbardilar.
Fakat Divrigi Kiilliyesi'ne patronluk etmeleri onlari Islam
diinyasindaki biiyilik sanat hamilerinin arasina katiyor.

Hiirremsah’in sanatsal duyarliligini en iyi ifade eden

ve tasarladigi cennet imgesinin dogasini aydinlatan iki

that spoiled the symmetry. After all, in nature no tree or
plant is ever symmetrical.

The small improvised compositions set within square
frames formed by parallel edge stones with curved profiles
on the mouldings surrounding the wreath on the door are
rendered with an extraordinary sculptural sensitivity.
The plant motifs of various sizes by which this imaginary
paradise is created in stone compose a virtual miniature
landscape.

The curved line that dominates the design of the North
Portal has already been mentioned, but one should also
mention the band compositions formed by straight lines
on the borders and in the mugarnas strips. In this carving
the organic world image softening the linear geometry is
literally scattered over the portal fagade. The carvings in
the form of improvised plant motifs, particularly those
on this portal, should be attributed to Hiirremsah. The
geometrical bands and repeated motifs in widespread use
at that time must have been the work of other masons.

The unfinished nature of the Sifahane Portal
allows us to observe the various stages in Hiirremsah'’s
technical development. The carving was carried out in
situ. The perfection to be observed in the continuity on
the mouldings is evidence of this technique. We shall
never know at what stage of the work Hiirremsah died or
for some unknown reason abandoned the work, nor shall
we ever know the identities of the craftsmen who took
over the half-finished panels and the other parts of the
ornamentation.

A comparison with the eastern window, which is
probably a few years later in date, reveals the striking
difference between the vegetal pattern dominating the
North Portal and the prevailing style of the period. The
classical style decoration and fine workmanship displayed
by the window ornamentation clearly shows that Hiirremsah
was a remarkable craftsman who far surpassed any other
in his own period and employed a radically different style.

Hirremsah was no humanist. He sought out no old
examples for imitation. The ideal that he attempted to
portray was the other, divine world. It seems reasonable to
suppose that so passionate a craftsman was also religious,
but, though in his faith very probably a man of his time,
in his art he conformed to no contemporary norm. At the
same time, his work was in no way centred on the human
figure. To what extent could a craftsman who rejected all
the clichés of his age establish relations with contemporary

society? One thinks of Montaigne's observation on the great



yontusal isaret vardir. Bunlardan biri hayat agaclarinin
iki biiyiik yapraginin bir sarmasik dali gibikivrilarak kapi
nisi icine ddnmesi ve mimari 6geleri sarmasidir. Bu, diinya
mimarlik tarihinde rastlanan bir bezemesel tavir degildir.
Kitabin yazari icin bu yontusal jestin sanat tarihinde
baska ornegi yoktur. Sanatginin olaganiistii duyarhihgini
ifade eden ikinci yontusal jest de esi olmayan bagka bir
uygulamadir: Kap1 nisinin yan duvarinda kare gerceveler
olusturan bombeli yiizeyli paralelkenar tas bloklar iize-
rinde, zemindeki kiiciikk bir saksidan yeni siirmiis bir
filiz gibi baslayan diisey ince dalin gerceveler lizerinde
¢ok hafif kabartma olarak devam etmesidir. Her iki motif
de mimariden bagimsiz tasarlanmistir ve sanatginin
vizyonunda mimari olguyu cevreleyen bir sanal doga du-
stincesinin varhgini kanitlamaktadir.

Kare cerceveler icinde birbirinden farkli sanal bir
cennet ortamini sunmaya ¢alisan sanatginin yine dogag-
lamayla yarattig1 zengin tekstiir biiytik bir duyarlihik ve
ustalik Urintdir. Bir biiylite¢ altinda dogay1 seyreder
gibi heykeltirasin kalemiyle canlanmis bir sanal diinyay1
yansitan bu tablolar, sanat¢inin biiyiik bir yaratici oldu-
gunu kanitlamak igin yeterlidir.

Bu tasarim ve uygulamanin yenilikleri i¢cinde bazi
gozlemciler, ayrintilarda ara sira uyumsuzluklar, iislupta
tutarsizliklar gorebilirler. Tackapidaki bazi bigimsel tu-
tarsizliklar, olasihkla baska ustalarin isidir. Uslupsal
farklilasmalarin daha iyi gorildiigi, bitmemis olan
Sifahane Tackapisi'ndaki uygulamalar degisik ustalarin
isleridir. Hiirremsah'in sanati, Ernst Bloch’'un Berlioz'un
Fantastik Senfoni’si icin soyledigi gibi, “kontrol edilemez
bir iitopya”ya® ulagma ¢abasi olarak tanimlanabilir.

Dini yasaklar, geleneksel aligkanhklar sanatgilarin
plastik vizyonunu ideolojik kaygilarla bulandirir. Yine
de biitlin toplumsal ve kiiltiirel sinirlamalara karsin,
sanatc1 kendisiyle bas basa kaldig1 zaman sanatina kendi
duyarhligin1 yansitir. Dogrusu istenirse, bu sonsuz bir
gorecelik, mutlak bir o6zgiirlik anlamina gelir. Soyut
sanat¢ilarin istedigi de bundan baska bir sey degildir.
Biiyiik sanat¢r kendi dogasinin egilimlerine gore yaratir.
Kendini ifade ettigi oranda yticelir. Tarih boyunca sinirlari
delip gecenler biiytlik sanatgilardir.

Hirremsah kendi ¢aginda put kiran bir sanatcidir.
Egemen olan Tiirk beyleri i¢in de her sey yeniydi. Yeni

fethedilmis bir Hiristiyan tlkesi olan Anadolu, cevrede

8 Bloch, E., The Principle of Hope, MIT Press, 1995, c. lll, s. 1060.
Ayni konu iginde Bloch, senfoni ile Cin resmindeki mistisizmi eslestirir.

work of art: “Great art does not convince, it overwhelms”.
To the society of his day Hiirremsah's art must indeed have
appeared overwhelming.

Hiirremsah was a master with no disciples, but the
creation of a work, particularly one that broke through
all formal limits, depended on the approval of a patron.
Ahmed Sah and his consort Turan Melek gave their ap-
proval, not only to this very unusual portal, but also to
the human portraits on the Sifahane Portal. The other
world symbolised in these buildings, the love of nature
and the apparent acceptance of the human figure show
that the cultural environment of the Mengujek court was
relatively tolerant and very far removed from any sort
of strict dogmatism. The Turkish tribes in Divrigi and
Erzincan may have been barbaric in some respects, but the
patronage accorded by Ahmed Sah and his consort Turan
Melek to the Divrigi Complex places them among the great
artistic patrons of the Islamic world.

Two sculptural motifs best express Hiirremsah's
sensitivity as an artist and throw light on the image of
paradise he created. One of these is the way in which one
of the two large leaves of the trees of life wind like an ivy
stem into the portal niche and entwines the architectural
elements. This decorative concept is to be found nowhere
else in the history of world architecture. For the author of
this book, this sculptural gesture is absolutely unique in
art history. The second sculptural gesture revealing the
extraordinary sensitivity of the artist is a quite remarkable
piece of workmanship: the continuation in very low relief
of the slim vertical branch that springs like a new shoot
from a small flowerpot on the ground. Both motifs are
designed quite independently of the architectural whole
and prove the existence in the craftsman’s vision of a
virtual nature embracing the architectural component.

The rich texture created by a craftsman aiming to
present, again by improvisation, within the square frames,
a wholly different virtual world is the product of great
sensitivity and exceptionally fine workmanship. These
pictures, that reflect a virtual world created by the chisel
of one who seems to view the natural world through a
magnifying glass, suffice to prove the immense creativity
of the craftsman.

Some observers regard the frequent incongruities
in the details as the result of inconsistency in the style
but it would appear that some of the formal incongruities
in the portal are probably to be attributed to another

craftsman. The carving on the unfinished $ifahane Portal,
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zorlayici Ornekler olmadig1 icin patrona da yaratici sa-
natciya da bir 6zglirliik ortami sunmustur. Dolayisiyla cami
gibi dini icerikli bir yapi, tackapilariyla ve tasarimiyla
genel bir semaya uysa bile, sanatcilara yenilik olanag:
vermistir. Anadolu'da 11-13. yiizyillarda islam sanatinda
rastlanmayan bir 6zgiin yontu tasariminin gerceklesmesi
bu yeni kiltiir ortaminin ifadesidir.

Hurremsah'in hayal ettigi cennet kapisinin 6geleri,
Ortadogu kiiltiiriinde bilinen motiflerin yeni bir yorumuyla
tasarlanmistir. Hayat agaci mitolojik bir kavramdir; bi-
cimsel bir klise degildir. Burada palmetlerden olusmak-
tadir. Bu yapraklar herhangi bir dogal yaprag: taklit et-
mez. Giines motifi de geometrik bir soyutlamadir.

Fakat cennet kapisi ne kadar evrenselse tackap: ta-
sarim1 da o kadar kisiseldir. Sonsuz 6zglirliigiin evrenselin

sinonimi olmasi da bundan kaynaklanmaktadir.

in which the stylistic differences are more obvious, is
undoubtedly the work of various other craftsmen. The art
of Hiirremsah may be defined, in the words used by Ernst
Bloch to describe the Symphonie Fantastique of Berlioz, as
“a frenetic attempt to reach Utopia™®

Religious prohibitions blur the artistic vision with
ideological concerns, but when left to his own intuition, the
craftsman reflects in his art his own sensitivity in the face
of all social and cultural constraints. In fact, this implies
a boundless relativity, an absolute freedom. This is exactly
what the abstract artist desires. The great artist creates in
accordance with the promptings of his nature. He reaches
a level proportionate to the strength of his expression. The
great artists are those who burst and break through all
constraints.

In his own time Hiirremsah was an iconoclastic
artist. For the ruling Turkish beys everything was new.
As a recently conquered Christian country in which there
were no rigorous governing principles, Anatolia offered the
patron and the creative artist an environment of complete
freedom, with the result that a religious building such as
a mosque, though conforming to a general prototype in
its design, offered the craftsman ample opportunity for
innovation. The emergence of an original sculptural design
in the Islamic art of the 11th-13th centuries is a result of
the new cultural climate.

The elements on the gate of paradise as seen in
Hirremsah’s imagination were, in effect, a new inter-
pretation of motifs well known in Central Eastern culture.
The tree of life is a mythological concept, not a formal
cliché. In this case it consists of large palmettes. The leaves
are not imitations of any natural leaf and the sun motif is
an abstract geometrical form.

But no matter how standardised the vision of the
Gate of Paradise may become, the design of the portal
remains purely personal. This is the source of a universal

synonymity of infinite freedom.

8 Bloch, E., The Principle of Hope, MIT Press, 1995, v. lll, p. 1060. In the same place
Bloch finds a similar mysticism in the Symphonie Fantastique and Chinese painting.

» Divrigi Ulucamisi'nin yikilan Bati Kapisi'mn 6zgiin
bezemesinden geriye kalan kus motifi.

Fragments of totemic bird motif from the
destroyed original West Portal of the Divrigi
Ulucami.









Bati Heykel Kavranm Baglamimda
Hurremsah'in Yontusu
Hurremsah Sculpture in the Context of

Western Sculptural Theory

Bu bolim, Avrupa ve Asya heykel gelenekleri icinde
yer almayan Islam sanat ortaminda ti¢hoyutlu bir yontu
basyapiti olan Divrigi Kiilliyesi'nin tagkapilarinin evrensel
heykel kavrami baglamindaki konumuna iliskin bir
denemedir. Fakat Meyer Schapiro’nun ustaca vurguladigi
gibi, “Simdi biitiindiinyasanati tarihsiz, tek birpanoramada
insanoglunun bicim verme enerjisini sergiliyor”.?

Alexander Calder, 1952 Venedik Bienali'nde heykel
birincilik 6diiliinii kazanmisti. Yapiti ne figiratifti, ne
ayakta duruyordu, ne de modle edilmisti. Kisaca, heykel
tanimina iligkin hicbir 6zelligi yoktu. Bir bakima biitiin
heykel tarihinin reddi anlamina geliyordu. Heykel iizerine
soylenmis biitiin estetik ve sasaali sozler, diistinceler boyle
bir yapit karsisinda anlamlarini yitirmisti. Bu bilingli
olarak heykel geleneginin dislanmasiydi. Calder, kendisinin
bir sanatgi olarak adlandirilmasini da istememisti. Burada
Calder'in yapitinin “heykel” kategorisine alinmasinda
sanatcevresinin cagdas gozlemleritarihi degerlendirmenin
yerini almist1. 20. yiizytlin soyut sanat akimlar1 Avrupa
geleneginin biitiin kavramlarini disladi. Kanimca bugiin
insan figilirtine bagh heykel anlayisi disinda diinyadaki
biitlin yontular i¢in degisik bir siniflandirmaya olanak
verecek tanimlar yapilabilir.

Michelangelo, tinlii mektuplarindan birinde “scultura”yi,
kaba bir tas ya da ahsap bloktan bir parcanin koparilip
alinmasini tolto via ve “modellare”yi modle etmek yan
yana getirmek aggiungere olarak tanimlar.

Tas ya da mermeri yontmak Latince'de “sculpere” soz-

cigiiyle karsilanirdi. Bu sézciik Italyanca'da “scalpello”nun

9 Schapiro, M., Modern Art 19thand 20th Centuries, Selected Papers,
New York, 1978, s. 186.

This section is an attempt to define, in the context of
universal sculptural concepts, the position of the portals
of the Divrigi Complex, a three-dimensional sculptural
masterpiece, in an Islamic artistic environment that has
no place in European or Asian sculptural traditions. But
as Meyer Schapiro aptly expressed, “The art of the whole
world was now available on a single unhistorical planes as
a panorama of the formalising energies of man”.?

Alexander Calder was awarded first prize for sculp-
ture in the 1952 Venice Biennale. The work was neither
figurative nor freestanding nor modelled. In short, it
possessed none of the characteristic features of a piece of
sculpture. From one point of view it rejected the whole of
the sculptural tradition. All the grand aesthetic words and
thoughts on sculpture lost their meaning when confronied
by a sculpture of this kind. Calder was unwilling to be
called an artist. In the classification of Calder's work
as a “statue”, traditional evaluations were replaced by
contemporary judgments. 20th century abstract artistic
currerits shattered all the European traditional concepts.
In my opinion, definitions can be made that give rise to
quite a different classification for all sculptures outside the
world of figurative art.

In one of his letters, Michelangelo defines “scultura”
as hewing out tolto via a rough block of stone or wood,
modelling modellare it and joining the pieces together
aggiungere.

The Latin word “sculpere” means carving in stone or

marble. The Italian word “scalpello” refers to the chisel used

9 Schapiro, M., Modern Art 19th and 20th Centuries, Selected Papers,
New York, 1978, p. 186.
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(tas¢1 kalemi, keski) yonttugu seydir. Tasoyma ustalari
“sculptore”dir.

Fakat Ronesans'ta “scultura”, gercegi taklit eden bir
figiirdi. “Scultore” hem yontan hem de taklit eden bir usta
oluyordu. Daha sonra, insan figiiriinii taklit disinda bir
heykel sanat1 olmadigl icin, soyut sanat cagi gelene kadar,
Avrupa i¢in insan figiirii olmayan bir heykel yapilmadi.

Divrigi'de goriilen transformasyonlar, Herbert Read'in
yorumlarina gore sanatginin psikolojisine ve 6zgirliigiine
baglanabilir.'®

20. yizyilda Antonio Gaudi'nin mimari ve beze-
meye yaklasimi Hiirremsah'in yapitini aydinlatict bir
duyarlilik sergiler. Antonio Gaudi'nin ortaya c¢ikisi ve
mimarisinin bas dondiiriict, hicbir siniflandirmaya gir-
meyen karakteri sanat tarihinde nasil esi olmayan bir
fenomen ise, Hiirremsah'in sanat: da kendi c¢agi icin
ayn1 nitelikleri tasir. Her ikisi de caglarinin bicimsel
kliselerinden bagimsiz yaraticilardir. Gaudi'nin tasarim
yontemi dogadan esinlenir. Fakat yarattig1 bigimler bir
doga taklidi degildir. Bu, dogadan farkli fakat onun
sundugu bigimsel tavirlar: izleyen bir sanatsal yaratidir.
Hirremsah'in yaklasiminda da buna yakin bir tutum
saptanir. O da dogadan ilham alan fakat ondan farkh
olmasi gereken bir tasvir pesindedir. lkisinin tasarim
mekanizmalar1 aynidir. Dogay:! bir somut ilham kaynagi
olarak alan ve mimarinin bir agac¢ gibi tanimlanmasi
gerektigini soyleyen Antonio Gaudi, Hirremsah'a ruh
acisindan yakin bir sanatciydi. Gaudi'nin kendi tasa-
rimina organik bir karakter verme c¢abasi, baska esi
olmayan bir vizyon sonucudur. Ozgiinliik, yenilik ve
yaraticilik acisindan iki sanat¢l benzer yaradilislara
sahiptir. Usluplarina kimlik kazandiran temel 6zellikler ve
bi¢imlerin yaraticilari kendileridir.” Gaudi ile Hiirremsah,
kanimca, benzer artistik ¢abalarin tilkeler ve caglar asir1
benzer egilimlerinin temsilcileridir. Schapiro’nun séziini
ettigi evrensel ve tarihi olmayan diizeyde, John Ruskin
gibi elestirmenler Hiirremsah'in sanatini daha yakindan
anlamamizi saglayacak duyarhliklar sergiler.”

Séylem olarak Hiirremsah yontusu soyut dénemden
dnceki Batili heykel sdylemini dislar. Ciinkii o séylemin
temelindekiinsan figiiriiniin psikolojik yorumubaglaminda

Michelangelo'nun David'i ya da Bernini'nin Santa Teresa's)

'0 Read, H., The Philosophy of Modern Art, 1955, s. 72.
" Martinell Brunet, C., Gaudi: His Life, His Theories, His Work, MIT Press, 1975.

12 Ruskin, 1., The Seven Lamps of Architecture, 1849.

for stone or marble carving, and “sculptore” is the sculptor.
In the Renaissance “scultura” came to be defined as the
representation of the human figure and “sculptore” both the
carver and the imitator. Later, sculpture came to be confined
to the representation of the human figure and no sculpture
unconnected with the representation of the human figure
was produced until the emergence of abstract art.

The transformation to be seen in Divrigi may be
described, in accordance with the interpretations made
by Herbert Read, as the secret vitality to be found in the
psychology and the personal freedom of the artist.'

As an artist rejecting every cliché of his time the
art of Hiirremsah transcends the spirit of his age. In his
exuberance he has a spiritual companion in the person
of Antonio Gaudi. In the 20th century, the conceptual
approach to architecture and decoration characteristic of
Gaudi serves to throw some light on the art of Hlirremsah.
Antonio Gaudi’s design method was inspired by nature,
but the forms he created are not representations of nature.
It was an artistic creation that differed quite radically from
nature while at the same time imitating its bio-structural
characteristics. The designs of Gaudi, who declared that
architecture could be likened to a tree, seem very close
in spirit to Hiirremsah. He too was inspired by nature but
aimed at the creation of an image that differed radically
from it. The breathtaking quality of his art cannot be
included in any simple categorization and is as unique
as that of Hiirremsah. Both rejected the formal clichés
of their day. The two masters shared the same calibre of
originality and innovative powers and creativity. They
were the creators of the basic qualities and forms that
gave their styles their specific identity." They represent
two similar artistic currents that transcend both temporal
and geographical limits. In the universal and unhistorical
plane suggested by Schapiro, sensitive art critics such
as John Ruskin may also be recorded as displaying
sensitivities that allows us to understand more closely the
spirit of Hiirremsah.

The western sculptural discourse that had existed
prior to the emergence of abstract sculpture rejects
Hiirremsah’s carvings as sculpture. No term that could be

applied to the David of Michelangelo or Santa Teresa of

10 Read, H., Philisophy of Modern Art, 1955, p. 72.
11 Martinell Brunet, C., Gaudi: His Life, His Theories, His Work, MIT Press, 1975.

12 Ryskin, J., The Seven Lamps of Architecture, 1849.



icin kullanilabilecek higbir soézciik, soyut bir “Cennet
Kapis1” i¢in kullanilamaz.

19. yizyilin ikinci yarisinda baslayan en 6nemli
estetik tartismasi John Ruskin, Geoffrey Scott ve Wilhelm
Worringer gibi diisiiniirler tarafindan vurgulanan Gotik
ve Klasik gelenek karsithg) iizerinedir. Gotik, Ruskin
icin sadece bezemeydi ve bunda doganin taklidi, iscilik
miikemmel olmalyd1.” Geoffrey Scottise The Architecture
of Humanism adli yapitinda yeniden Klasik ve Ronesans
olgiitlerine doniilmesini dneriyordu. Wilhelm Worringer
Gotik tislubu tasin maddeden soyutlanmasini, bir bakima
tasin maddi 6zelliklerinin reddi olarak goriyordu. Son-
radan Henri Focillon da buna katildi. Oysa Yunan sanatg1
tasl tashgini unutmadan kullaniyordu. Eti-kemigi tasa
doniistiiriyordu. Bu iki yorum iizerine sdylenen biitiin
sozler ve sonraki yorumlar Divrigi'yi anlatacak bir sey
icermezler. Ciinkii Hiirremsah bir Ortacag Islam sanatgis
olarak bir cennet kapisi imgesi yaratirken malzemeye
spiritiiel bir anlam vermiyor ya da kazandirmiyordu.
Divrigi yap: olarak tasin tas olarak st iiste geldigi bir
yapidir.

W. Worringer, Lipps'in empati kuramini elestirirken,™
diinyanin uzak koselerinde farkli tarihlerde yaratilan
sanat yapitlarinin dsluplarinin bu kuram baglaminda
anlasilamayacagini sdyler. Bu ise giiniimiizdeki bilgi ve
iletisim ortaminda artik pek dogru olmayan bir yargidir.
Fakat 20. ytizyilldan once kesin olmasa bile dogru bir
gozlemdir. Avrupali i¢in resim ve heykel ne kadar yasamin
bir parcasi ise, Arap alfabesiyle siislenmis bir yap1 da
Miisliimanin yasaminin bir parc¢asidir. Bu bilgisel asinalik,
kuskusuz empati icin bir altyap: olusturmaktadir.

Tackapr yontusunda bicimlenen bu cennet imgesi
anlasilmak icin gozlemciden 6zel bir pozitif empati bek-
lemez. Ciinkii kesin bir bi¢cim olarak ifade edilmis ve
sunulmustur. Camiye namaza gelene bu cennet imgesi bir
hayal degil, nesnel olarak algilanacagi ongortilmiis bir
sanatsal varlik olarak sunulur. Camiye gelen miminler
burada bu sanal imgenin dogasi lizerinde tartigma
yapmazlardi. Bu hayat agaci temsilini bir cennet agaci
olarak goriirlerdi.

Sanat tarihivesanat kuraminin heniiz hi¢ gelismedigi
cagda yapilan bir yontuyu herhangi bir sanat kurami

baglaminda degerlendirmek s6z konusu olamaz. Organik,

13 Ruskin, J., a.g.e., 1849.

14 Worringer, W., "Abstraction and Emphaty”, AModern Book of Esthetics,
an Anthology, ed. M. Rader, New York, 1953, s. 446.

Bernini could be applied to Hiirremsah's abstract “Gate of
Paradise”.

The most important aesthetic controversy in the
history of world architecture was on the subject of the
opposition between Gothic art and the classical tradition.
It began in the middle of the 19th century in the works
of thinkers like John Ruskin, Geoffrey Scott and Wilhelm
Worringer. For Ruskin, Gothic meant only decoration,
and was characterised essentially by the representation of
nature and excellence of workmanship.”® Geoffrey Scoft,
in his book The Architecture of Humanism recommends
a return to classical and Renaissance principles. Wilhelm
Worringer saw the Gothic style as the dematerialisation
of the stone material and a sort of denial of the material
qualities of the stone. Henri Focillon later came out in
agreement. In the controversy between the two canips
there is little to illuminate the art of Divrigi. Hiirremsah,
as a medieval Islamic craftsman, made no attempt to invest
the material with any spiritual meaning. His was a pure
expressionism where stone is shaped to convey an abstract
image.

In criticising the empathy principle of Lipps, W.
Worringer'™ asserts that works of art created in different
periods in different parts of the world cannot be under-
stood in the context of this principle. This judgment
may no longer be really tenable in the modern world of
information and communication, but prior to the 20th
century it was undoubtedly true, though not definitive.
Painting and sculpture form part of a European’s existence
just as an object adorned with Arabic script forms part of
the existence of a Muslim. This visual, but not necessarily
intellectual, familiarity undoubtedly forms a basis for
empathy.

Positive empathy on the part of the observer is not
required for an understanding of the vision of paradise
in the portal carving in so far as it is presented in a
quite definite form. To those who come to pray in the
mosque it is presented, not as an imaginary vista of pa-
radise, but rather as an artistic entity intended to be
perceived as a material object. The faithful in the mosque
did not discuss the nature of the imaginary vista. They
saw this representation of the tree of life as simply a tree

of paradise.

'3 Ruskin, J., ibid, 1849.

1 Worringer, W., "Abstraction and Empathy”, AModern Book of Esthetics,
an Anthology, ed. M. Rader, New York, 1953, p. 446.
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inorganik, natiralist, soyut, taklit, ifade, diyalektik vb.
hicbir Batili kavramsal sézliik Hiirremsah'in sanatini anlat-
maz. Fakat sanat¢iya mutlak yaratma ozglrligii verilen
20. yiizyilda Hirremsah'in davranisini anlayan bir sanat
soylemi sekillenmistir. Bu da biitiin diinya sanatina
yeniden bakip belki daha evrensel diisiinsel kurgulara
olanak verecektir.

Hiirremsah'in insan figiiriine referans vermeyen sa-
natininruhiigerigine yaklasan érneklere Avrupa sanatinda
yaklasan bir soyutlamanin en eski oOrneklerinden biri
Kelt yazmalarindaki siislemelerdir. Gercekten sasirtict bir
duyarhlik ve bicimsel incelikle yaratilmis o heyecan verici
yapitlari, Avrupa'nin ulasilmaz bir késesinde, kimliklerini
bilmedigimiz sanatg1 rahipler yapmistir. Bu olgu, cografi
izolasyonun yaratict dehay1 engellemedigini gosteren bir
ornek olarak animsanabilir.

Insan figiiri iizerinde odaklanan Avrupa sanat
tarihinde bunu reddeden biitiin sanat etkinlikleri beze-
mesel olarak degerlendirilmisti. Kaldi ki Islam disinda
Mezopotamya, Misir, Hint ve Cin kiltiirleri de insan
figlriinii ve ondan esinlenen tanri figiiriini sanatlarina
merkezi konu olarak sec¢mislerdir. Diinya kiiltirleri
tanrilarinin heykellerini yaptilar. Miisliimanlar ise sadece
adin1 yazdilar. Avrupa sanatinda 6limlii insana &zgi
duygusal cizgiler insandan tanrilara gecmistir. Aci ceken
bir Tanr1 ancak bir Hiristiyan tanrisidir. Mislimanlar
boyle bir tanri tasavvur edemezler. Figiiratif sanat Bati
sanatinda insan ile Tanr1'y1 yakinlastirmistir. Bunun islam
diistincesinde yeri yoktur. Islam, Hiristiyanlik kargisinda
en koktenci karsit diinya gortsiinii temsil ettigi ve bu
goriis sanata yansidigi icin Islam sanatina Avrupalilarin
bakisi kendi geleneklerine karsit bir sanat pratigidir. Fakat
bu tavir sanatin olugmasinin sadece dini motivasyonlara
indirgenmesi anlamina gelir. Misliman-Hiristiyan kar-
sithgi, Batili kuram ve elestirinin Islam sanatina daha
nesnel bir perspektiften bakmasini engellemistir. Divrigi
gibi tichoyutlu ve “disavurumcu” bir yontu, genelgecer
Islam sanati yorumu iginde algilanmig ve &zel bir ilgi
konusu olmamistir.

Batikiiltiirtinde kiiltiirleriistii elestirel bir bakisin dili
bugiine kadar gelismemigstir. Aslinda boyle bir olanagin
tartisilmasi da séz konusu olmamistir. Clinkii Batili, diinya
egemenliginin verdigi tstiinlik duygusuyla, uygarhgin
en st diizeyinin temsilcisi olarak, diger uygarlik ve
kiiltiirlerin kendisininkinden daha farkli bir sanat
sozIligii yaratmasini, kendi kiiltiirtiniin ilkel agsamalarina

paralel gelismeler olarak algilamistir. Gerc¢i ¢cagdas Batili,

No evaluation in the light of a particular principle
can be made of a sculpture created in a period when art
history and artistic theory had not yet been developed.
Terms such as organic, inorganic, naturalistic, abstract,
representational, expressionistic, dialectic etc. cannot be
applied to the art of Hiirremsah, but we may say that in
the 20th century an artistic discourse developed in which
the attitude adopted by Hiirremsah is understandable. This
allows us to take another look at world art and reach more
universal conclusions.

One of the oldest examples in European art of a form
of abstraction that approaches the spirit of Hiirremsah in
the complete lack of any reference to the human figure is
to be found in the decoration in the Celtic manuscripts.
These amazing works of art, characterised by the most
remarkable sensitivity and delicacy, were created by monks
in one of the most remote corners of the world, whose
identities can never be known. This example show that
geographical isolation constitutes no obstacle to creative
genius.

In the history of European art all artistic activity
that rejects the representation of the human figure is
defined as decorative art. While the artistic cultures of
Mesopotamia, Egypt, India and China, chose the human
figure and the figure of a god based upon it as their basic
subject matter, the Muslims confined themselves solely
to inscribing God’s name. In European art, gods were
invested with the emotions of mortal men. The Christian
god endures suffering. In the Western tradition, figurative
art converges man and god. Such a conception has no
place in Islamic art. As Islam represents a world view
utterly opposed to the Christian outlook and insofar as
this view is reflected in Islamic art, Europeans regard
Islamic art as totally opposed to their own traditions. The
confrontation between Muslim and Christian cultures has
prevented Western theory and criticism from approaching
[slamic art in a more objective perspective. Thus the three
dimensional “expressionist” Divrigi sculpture has never
attracted interest as a special subject of study.

So far, Western art criticism has failed to develop
a universal critical approach. Indeed, such a possibility
has never even been considered. The superiority complex
produced by the cultural hegemony of the Western world
has led Western critics, as representatives of the highest
level of civilisation so far attained, to regard other artistic
traditions as no more than developments equivalent to

the more primitive stages of their own artistic tradition,



bir Han devri Cin atina, bir Aztek tanrisi basina ya da
Hokusai'ye once Ustlin bir kiltiiriin hoggériisii, sonra
da begeniyle bakmasini 6grenmistir. Avrupa’da soyut
sanata uzanan akimlar oncesinde Batililar Oryantalizm,
Uzakdogu sanati, Afrika sanati ile gelisen bir empati
ortaminda bulusmus ve onlardan etkilenmislerdir.
Avrupa diisiincesinin pek ¢ok temsilcisi Islam ve Hint
diistincesini yorumlayan hatta onunla 6zdeslesen bir
soylem iiretmislerdir. Goethe, Schopenhauer, Heidegger
hemen akla gelen adlardir. Fakat Eski Yunan'dan bu yana
neredeyse Yunan mitolojisini 6zlimseyen Avrupa kiiltiiri
evrensel bir sanat sdylemi gerceklestiremezdi ve bugiine
kadar gerceklestirememistir.

[slam sanati baglaminda, Bati'dan bagimsiz bir
soylemin sozligi ve grameri heniiz yoktur. Kaldi ki
Batil1 sanat kurami ve elestirinin gelistigi dénemde
Islam sanati iizerindeki bilgi, &6zellikle kiitiiphanelere
tasinabilen minyatirli yazmalar disinda, ¢ogunluk gezi
literatlirinden olusuyordu. Divrigi'nin birka¢ fotografi
cok eski tarihlidir.

Avrupa’da sanat kavramlarinin Eflatun ve Aristo’nun
“mimesis” kavramindan bu yana goésterdigi gelisim siireci
icinde sanat gelenegi, stirekli olarak Yunan ve Roma'nin
etkisi altinda ve o sanatlarin transformasyonlar:1 olarak
goriilebilecek bir tarih yazmistir. Bu gelenek iginde
gelismis kuram ve elestiriler, soyut akimlar gelisene kadar
sanat soylemini yonlendirmistir. Mitosta, edebiyatta,
felsefede ve sanatta devam eden gercegin “temsili” yani
“mimesis” gelenegi Avrupa'yl tanimlar. Bunun uzantisi da
cagdas bilimi yaratmistir. Bati’'nin antropomorfik giizellik
anlayisinin bir zamanlar ne denli kategorik oldugu, sanat
olgusuna cok duyarl bir filozof olan Schopenhauer’in su
climlesinde 6zetlenmistir: “Biz ne zaman Yunanlilar’dan
uzaklasirsak, kesinlikle dogru zevk ve giizellikten uzak-
lasiyoruz.”

Avrupa'nin algilanan diinyay:r ayrintili olarak
anlatma tutkusu -kibu Yunan ya da Akdeniz duyarliligiyla
baslamistir- gercegi mitosa déndiiren Dogu ve [slam
uygarliklarinda yoktur. Bu gelenek icinde yaratilmamis
sanat Batili'nin kendi kaliplar icinde gorebildigi kadar
olmustur. Ne var ki Avrupa’nin gergekciligi ona diinya
egemenligini de sagladigindan ¢agdas diinya kiltiiriiniin
biitiin normlarini Avrupahlar tanimlamistir. Biitiin Bati
dis1 kiltiirlerin, geleneklerin, antropolojinin, tarihin,
arkeolojinin ve sanatin arastirmacilari ve etkili yayinlari
da onlarindir. Bu acik istiinligin sonucu olarak da,

Bati dis1 dinyanin tarihi ve kiltiri dinya kiltir

even perhaps as aberrations, while Westerns have learned
to look upon a Chinese horse of the Han period, the head
of an Aztec God or Hokusai, at first, probably, with the
condescention of a superior culture but subsequently with
appreciation. Prior to the rise of trends that were to lead
to abstract art in Europe, Westerners had already begun to
feel an empathy with Orientalism, Far Eastern and African
art and to come under their influence. Many eminent
European thinkers developed original interpretations of the
Oriental and Indian philosophies. Names such as Goethe,
Schopenhauer and, more recently, Heidegger immediately
spring to mind. But a European Culture, embedded as it
is in Greco-Roman culture, is incapable of transforming
European culture into a universal cultural discourse and,
indeed, it has so far eminently failed to do so.

Islamic art still possesses no vocabulary or grammar
belonging to a discourse independent of the West. In the
period when Western theory and criticism was in a process
of development, knowledge of Islamic art was largely
confined, apart from miniature manuscripts that could
be stored in the libraries, to travel literature. The few old
photographs of Divrigi cannot do justice to its artistic
qualities.

Ever since Plato and Aristotle formulated the theory
of “mimesis”, the development of European art theories
has remained under Greek and Roman influence.
European development can be considered as a gradual
transformation of Greco-Roman tradition. Until the
emergence of abstract artistic trends, art discourse was
dominated by the theory and criticism that had developed
within the “mimesis” tradition of concrete representation,
which continued to dominate European discourse in
myth, literature, philosophy and art until finally creating
the contemporary critical approach. How categorical the
Western anthropological conception of beauty became is
well summed up in Schopenhauer’s dictum: “The further
we distance ourselves from the Greeks, the further we
depart from true taste and beauty.”

The European obsession with the detailed repre-
sentation of the visible world based on the Greek and
Mediterranean outlook, in which reality is transformed
into myth, is not to be found in the East or in Islam. A
Westerner can perceive art that is not created in accordance
with this tradition only in so far as it fits in with his own
norms. As a result of the dominant position achieved by
Western realism, Europeans have defined all the norms

in contemporary culture. They carry out all the research
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tarihinde marjinaldir. Bugiiniin insanlar1 Bati tarihini
kendi tarihlerinden daha iyi biliyorlar. Bu paralelde
Bati dis1 gelenekleri iceren tiimel bir sanat tarihi ve
elestiri kuraminin gelismemesi de dogaldi. Bu cerceveye
Hirremsah'in yontusu girmemistir.

Bugiin figiiratif heykele bagh kavramlarin c¢agdas
yontu icin baglayici 6nemlerini yitirmis olmasi sanatclya
sinirsiz bir secim hakki verdigine gore, Avrupa kiiltiirtiniin
simdiye kadar kendi gelismesi disinda kabul ettigi yontu
geleneklerini daha evrensel bir degerlendirme diizeyinde,
belki de simdiye kadar egemen olan kuramsal yaklasim-
lar1 da gozden gegirerek yeniden tanimlamasi gerekir.
20. yiizyihin basinda Rodin heykeltiragsa Hirremsah
degildir. Fakat Moore ve Calder heykeltiragsa Hiirremsah
da heykeltirastir. Belki heykel sézciligiiniin Rénesans’tan
bu yana figiiratif heykelle esdes olmasinin ¢agristirdigi dii-
siinceler ve orneklerin tarihi agirligin1 goéz oniine alarak
Turkce'de yontu sozctigiinii kullansak, Latince “sculpere”
sozciigliniin anlamina ve Michelangelo’'nun tanimina
daha yakin bir deyim kullanmis oluruz.

Kuramsal kisitlamalar1 yok saydigimiz zaman, ilk
vurgulamak zorunda oldugumuz gsey Hiirremsah'in
niyetidir. Burada sanat¢inin amaci kapiy: silislemek de-
gil, kapinin tiimint bir yontu olarak tasarlamaktir.
Kuskusuz Hiirremsah bir sanat kuraminin ilkelerinden
hareket etmiyordu. Hayal ettigi tasarimi gerceklestirmeye
calisirken, yaninda calisan diger ustalara kendi yapmak
istediklerini yaptirmasi da olast degildi. Dolayisiyla
13. yiizyi1l basinda Ortadogu'nun dort bir tarafindan
gelmis tas ustalarinin, Hiirremsah’in kontrolu altinda,
ancak bildikleri motifleri degisik bir tasarim cercevesinde
yinelemeleri s6z konusuydu. Bu Hiirremsah'in isini iki kat
zorlagtirmis olmalidir. Yine de bu kapinin yontularinin
degisik wustalarin katkilarini goésteren sinkretik bir
karakterivardir. Bunedenle dekapikemerinin ¢evresindeki
yontusal kurgu, degisik yorum ve oranlarda da olsa, o
dénemin tackapilarinin bazi o6gelerini icermektedir.
Bunlarin basinda tackapt késelerindeki siitunce ve
mukarnas bashklar gelmektedir. Anadolu'daki tackapilarin
koselerindekibezemesel amacli olup striiktiirel karakterini
koruyan mukarnas bashkli geleneksel siitun burada
atektonik bir yontu fantezisine doniigsmisttr. Hirremsah,
Islami sanat gelenegi icinde yetistigi icin, kendi yarattig
motiflerin diger ustalarin yonttuklariyla uyusmayacagi
seklinde bir endiseye kapilmamis olmahdir.

Hirremsah, cennet kapilarinin hayali imgesini

yaratmak icin Kur'an ve hadisin bu baglamdaki ifadelerini

on non-Western culture, traditions, anthropology, history,
archaeology and art. The result is the marginalisation of
non-Western history and culture. In fact, non-Westerners
know Western history better than they know their own.
In consequence, it is only natural that there should have
been no development in the creation of a comprehensive
art history and critical theory comprising the non-Western
traditions. The art of Hiirremsah cannot be included in this
intellectual framework.

Now that the theories related to figurative sculpture
have lost their hold over contemporary art, thus giving
the artist unlimited freedom of choice, a new definition is
required in the light of a more universal examination of
the sculptural traditions outside the European tradition as
it has developed so far, including a re-evaluation of the
dominant theoretical attitudes. If the early 20th century
Rodin was a sculptor, while Hiirremsah was not; but if
Moore and Calder were sculptors, then Hiirremsah was
a sculptor too. If, considering the historical prestige held
since the Renaissance by the term “statue” as referring to
figurative sculpture, we use the Turkish word “yontu” in
its place we should be approaching more closely to the
meaning of the Latin “sculpere”.

In the light of a lack of any theoretical restrictions
the first thing we must consider is Hiirremsah’s intention.
In this case the craftsman’s intention was not to decorate
the door but rather to design the whole of the door as a
piece of sculpture. Obviously, Hiirremsah did not base his
work on theoretical principles. In practice, in attempting
to realise the design he had himself conceived, it was
impossible to make the other craftsmen working by his
side carry out his ideas, with the result that the work of
the stone masons brought from all parts of the Middle
East at the beginning of the 13th century was restricted
to the creation of familiar motifs in the framework of
Hiirremsah's design. This must have made Hiirremsah’s
work doubly difficult. Reared in the Islamic artistic
tradition, Hiirremsah would not have been concerned with
whether or not the motifs carved by the other craftsmen
accorded with his own. The carvings on this portals have
a syncretic character arising from the collaboration of a
number of different craftsmen. As a result, in spite of the
differentcontentand proportionsofthedesignsurrounding
the arch of the door, we find certain elements typical of
the other portals of that period, but transformed into new
shapes. The traditional muqarnas capital employed as a

decorative element on the corners of Anatolian portals



kuskusuz biliyordu. Kendi kiltiir dagarcigindaki biitiin
bicimsel ve simgesel referanslari da bu amagla kullanmigtir.
Burada temsil edilen sey, diinyada gozlenebilen bir “nes-
ne"ye ait degildir. Sanat¢1 burada bir hayali sahne
yaratmaktadir. Bu sahne bicimsel olarak heyecan verici
ayrintilar icermektedir. Tagkap: ayrintilar her yeni bakista
gozlemciye yeniden kesfedilecek bicimsel zenginlikler
sunar. Bu agidan figtratif heykelden farklidir. Figtiratif
heykel bir kez goriildiikten sonra bu kadar ¢ok siirpriz
saklamaz.

“Cennet Kapis1” Hiirremsah’in imgeleminin yarattigi,
sanatsal bir diizenle kurgulanmis fiziksel bir imgedir.
Cennet ne kadar evrensel ise tackapi tasarimi o kadar
kisiseldir. Dogadan aga¢ kavramini, yaprak kavramini
ve giines kavramini alip soyut bicimlere dontistiirmek,
agaclar1 biiyiik yapraklarla, bahgeleri yapraklar icine
désenmis bitkisel ogelerle, gilinesi degisik cemberlerle
ifade ve temsil etmek yeni, sanal bir doga yaratmakti.

Avrupa’da soyut heykel akimi gelistikten sonra,
Divrigi'nin 13. yiizyildan kalan yontusunun sundugu
bircok sanatsal nitelik yeni heykel sanatini aciklamak igin
kavramsallagsmistir. Kendini ifade etmek sanatin temel
amaci olunca diinya sanatina birlestirici bir vizyonla
yaklasma olanagini da beraberinde getirmektedir. Bu
yeni bir diisiince degildir. Eger Ayasofya’nin siitun
bashiklarinda ya da Giell Park’nin bir bezemesinde
ve Divrigi Tackapisi'nda tasa yontulmus ayni sanatsal
ifadeyi buluyorsak, bu, yontuda da musikideki biittinlagi
yakalamak anlamina gelir. Benedetto Croce’nin vaktiyle
yazdig1 gibi, sanat yapitinin anlami onun ifade etmeyi
basardig: sey olarak kabul edilirse, biz Hiirremsah’t daha
iyi anlayabiliriz. Onun yapitinda hayat agact motifinin
simgeledigi kutsal bir vizyon vardir. Bicim ve icerik bir
bitiindir. Burada bir benzetme ustalig1 yoktur, sanatgi-
nin yaratisi dogadir. Sanatsal gercek buradaki yon-
tuda dile getirilmistir. Sanatsal mesaj da odur. 1807'de
Goethe de Natur und Kunst adli siirinde birbiriyle
uyusmaz gibi gorlinen doga ve sanatin sonugta ayni
sey oldugunu sdyliiyordu. Yapit disinda baska bir gercek
yoktur. Yinelenen bir kiiltiirel model de yoktur. Bu sézleri
Pietro Consagra’dan ya da Henry Moore’dan séz ederken de
yinelemek olasidir. ingiliz heykeline yeni bir nefes getiren
Henry Moore, klasik ve Ronesans gelenekleriyle iliskisi
olmadigini soyler. 1934’te soyledikleri, Hirremsah’in
yontusunu da agiklar: “Sanat yapiti kendi canlhligina
sahip olmalidir. Bir yapitin i¢ enerjisi, neyi temsil ederse

etsin, kendi yasami vardir. Bunun giizelle iliskisi yoktur.

and still retaining a structural character was transformed
into an atectonic sculptural fantasy.

In creating an imaginary form for the gates of
paradise Hiirremsah must inevitably have had recourse to
the ideas expressed in the Koran and the hadiths, while at
the same time employing all the formal and symbolical
elements within the compass of his own culture. The artist
here creates a purely imaginary scene comprising a new
richness in its forms. Once examined, figurative sculpture
has few surprises to offer. But in each new look this carving
exhibits new details and perspectives.

The “Gate of Paradise” image, as created in Hiir-
remsah’s imagination, is realised in an artistic design that
is as personal as the concept of paradise is universal. It
was the creation of a new, virtual reality by deriving froni
nature the idea of real trees, real leaves and a real sun and
transforming them into abstract shapes.

After the development of abstract art in Europe,
we have a new eye to see and a new taste to enjoy
artistic production of Islamic carving. The acceptance
of self-expression as the basic aim of art brings with
it the possibility of approaching world art in a spirit of
inclusiveness. If the similar artistic feature on the column
capitals in Ayasofya or the decoration in Guell Park is
to be found carved on the Divrigi portal, this means the
emergence in sculpture of the sense of universality is
achieved in music. If we accept that, as Benedetto Croce
once wrote, the meaning of a work of art is what it succeeds
in expressing, we will achieve a better understanding of
Divrigi art. There is a holy vision symbolised by the tree
of life motif. Form and content are one. The creation of
the artist is nature itself. The artistic message is expressed
in the carving. In the poem Natur und Kunst, writtcn by
Goethe in 1807, nature and art, which at first appear to
be incompatible, are shown in the end to be identical.
There is no other reality outside the work of art. Nor is
there any recurrent cultural model. The same can be said
when speaking of Pietro Consagra or Henry Moore. Henry
Moore, who brought a new spirit to English sculpture,
declared that there was no connection between his art and
the classical and Renaissance arts. Some remarks made by
Moore in 1934 throw light on the art of Hiirremsah: “For
me a work must first have a vitality of its own. A work
can have a pent-up energy, an intense life of its own,
independent of an object it may represent. When a work
has this powerful vitality we do not connect the word

beauty with it. The same shapes and form relationships
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Birbirlerinden uzak bolgelerde, tarihin farkli ddnemlerinde
ayni bigcim ve bi¢im iliskileri gorilebilir.”'®

Bu ilahi kapt Hirremsah'tan baska kimsenin
gormedigi bir kapidir. Hiirremsah’tan baska kimse bu dili
konusmamistir. Onun mistik, sirli diinyas: ve imgelemi,
tasa bu soyut vizyonun giizelligini yansitmistir.

Tackapr'nin izleyicide uyandirdigi duygular ya da
ilham ettigi dislinceler onun bicimsel mesajinin dilini,
bir musiki parcasinin melodisi gibi ayirt etti§gimiz zaman
degil, belki, yine Croce’nin soyledigi gibi, sanatc¢inin
sezgisini anladigimiz, onunla &6zdeslestigimiz, var olan
nesnenin o6tesinde, sanatciyla aramizda yapit aracihgiyla
bir empati kuruldugu zaman olur. Bu analitik yorum,
Croce'ninifadenin temsilden farkl bir sey oldugu seklindeki
goriistine uygundur. Ne var ki Avrupa figiratif heykelinde
kolaylikla anlasilabilecek bu olgu Divrigi yontusunda ayni
keskinlikle yapilamaz. Fakat her yapitin kendine 6zgi
karakterinin sadece sanat¢inin ifade ettigi sey oldugu
diistincesinin evrensel bir nitelik oldugu saptamasina
katilmak olasidir. Bu, Sufi'nin Tanri gercegine ulasma
cabasinin sanatsal bir paraleli olarak da anlamlidir. Bunun
otesinde, Kuzey Tackapisi'nin kiiltiirel-epistemik icerigi
sanatsal iceriginden bagimsiz olarak vardir ve bu icerikten
yukarida s6z edilmistir.

Bu analizi bir baska dogrultuda, yukarida soziinii
ettigim “doga denilen insansi olmayan soyutlamanin
kisisel versiyonu” tanimi1 baglaminda genisletebiliriz.
Tarihini ve kiltiir ortaminin dogasini tam bilemedigimiz
bu yeni fethedilmis tlkede Divrigi sanatinin 6zgunligu,
Hiirremsah'in dehasinin iriniidir. Bu bir estetik deger-
lendirme degil, nesnel bir saptamadir. Dogada baska esi
olmayan bir bitki gibi Hiirremsah'in yapiti da tektir. Bu
yapit degisik cerceveler icinde degerlendirilmek zorundadir.
Burasi bir Tirkmen egemenlik ortamidir. Kiiltiirel olarak
Islam dininin agirlik tasidigi, fakat yasamaya devam eden
bir paganizmle ortiistiigii bir ortamdir. Ortadogu’'nun cografi
ve tarihi referanslar1 buradaki yasamin bir parcasidir. Bu
cok zengin bilesenlere karsin baska bir benzerinin olma-
masl, sanatginin dehasi G&tesinde, yorenin izole olma
durumuyla da ilgili olabilir. Bu essizlik, yapiti estetik
skalada tahta c¢ikarmak anlamina gelmez. Mimar-
ik tarihinde pek ¢ok essiz yapi vardir: Antikite'nin Yedi
Harikasi, Panteon, Sidney Opera Binasi, Ronchamp Sapeli

vb. Her biri farkli bir sanat epistemi i¢cinde anlam kazanir.

'S Moore, H., Oxford Companion to Twentieth Century Art,
Oxford University Press, 1988, s. 383.

are able to express similar ideas at widely different places
and periods in history.”"®

This sacred portal created by Hiirremsah is a portal
seen by no one else. No one save Hiirremsah has ever
spoken this language. His mysterious, mystical world is
reflected in the beauty of his abstract vision.

The emotions aroused and thoughts inspired in the
viewer by the portal cannot be attributed to any formal
message. But they may be likened to a melody that we
extract from the music. Perhaps, as Croce says, they
are rather to be attributed to the empathy created when
we understand and integrate with the intuition of the
craftsman through the work of art.

This analysis is compatible with Croce’s view that
expression differs from representation but, although this
is something that is easily comprehensible in European
figurative sculpture, it cannot be understood with the same
certainty in the sculpture of Divrigi. We may, however,
accept the universal validity of the idea that the quality
peculiar to any particular work of art is simply that which
is expressed by the artist. This forms an artistic parallel to
the attempt of the Sufi to attain the divine reality. Apart
from this, the cultural-epistemic content of the North
Portal is quite independent of the artistic content referred
to above.

This analysis may be carried on in another direction
in connection with the “personal version of the non-human
abstraction of nature”. The originality of Divrigi art is the
product of the genius of Hiirremsah in a newly conquered
territory, the history and cultural environment of which
remain rather vague. This is an objective observation, not
an aesthetic evaluation. Hiirremsah'’s creation is as unique
as a plant that remains alone in nature. This work must be
evaluated in different frames of reference. This was an area
under Seljuk domination. From the cultural point of view
it was mainly Islamic, but it was an environment in which
the relics of paganism and Christianity still survived. The
geographical and historical characteristics of the Middle
East formed an integral part of the lifestyle, but the fact
that in spite of these very rich elements the genius of the
artist remained unique is to be attributed to the isolated
nature of the region. This uniqueness does not mean that
the work should occupy a higher rung on the aesthetic

ladder. Many unique works are to be found in the history

'S Moore, H., Oxford Companion to Twentieth Century Art,
Oxford University Press, 1988, p. 383.



Burada sorun, yapita bir kiiltirel kilif bulmaktan, hatta
temsilden o6te, Clive Bell'in dedigi gibi, izleyicilerde yarattig1
heyecanin dogasina sanat tarihinin getirecegi aydinlatici
yorumdur.'®

Elin ve goziin koordinasyonu ve malzemeyle bu-
lustugu arakesitte davranig acisindan Altamira insani
ile Picasso arasinda niteliksel farklar oldugunu s6ylemek
bilimsel olarak olasi degildir. Insanin plastik vizyonunda
fizyolojik niteliklerin kiiltiirlere bagh olarak gelistigini
one stirmek olanaksizdir. Toplumlarin inangclari, adetleri,
bilgi ve deneyimleri sanat¢inin plastik vizyonunu
yonlendirebilir. Fakat “21. yilizyill sanatgist 15. yiizyil
sanat¢isindan, Rembrandt Giotto'dan daha biiyiik sanat-
cidir” demiyoruz. Her sanat yapiti sanat¢inin kendine
ozgli duyarhihiginin bir irinidir. Ortacag'da sanatgiyl
-gecerli kurallara, yani genelde dinsel yasaklara uydugu
siirece- politikanin yonlendirmesi, cagimizdaki gibi soz
konusu olmamigtir. Sanatini uygulama agisindan Ortacag
sanatgisi giiniimiizdeki sanat¢1 kadar 6zgiirdir ve Divrigi

bu 6zgiirligii kanitlayan 6nemli bir 6rnek olmaktadir.

1 Bell, C., Art, Frederick A. Stokes, New York, 1913.

of architecture: the Seven Wonders of the ancient world,
the Pantheon, Sydney Opera House, The Chapel of Notre
Dame du Haut (Ronchamps) etc. Each of them possesses a
certain significance in artistic epistemology. As Clive Bell
remarked, the problem here, quite apart from finding a
cultural frame for the work or even what it represents, is
an enlightening interpretation that art history will bring
to the nature of the emotion created in the viewer."

It is almost impossible to state the qualitative dif-
ferences between the Altamira people and Picasso from the
point of view of the coordination of hand and eye and the
treatment of the material, nor is it possible to assert that
the physiological qualities in the human plastic vision
develops in connection with cultures. Beliefs, customs,
knowledge and experience may influence the plastic vision
of the artist but we do not say that “a 21st century artist
is superior to a 15th century artist, or that Rembrandi is
superior to Giotto”. Every work of artis the product of the
artist’s own sensibility. In the Middle Ages, when the artist
was guided by received principles there was no question
of any cultural antagonism, such as exists at the present
day. As far as practice was concerned, the medieval artist
was probably freer than his modern counterpart, and

Divrigi is an important proof of this freedom.

'6 Bell, C., Art, Frederick A. Stokes, New York, 1913.
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