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F o r ew o r d

he royal palaces, lodges and pavilions which reflect the artistic achieve

ment of the eight hundred year cultural synthesis of the Ottoman Turks, 

are not only of artistic and cultural interest, but also provide valuable 

information about Turkish social structure and technical knowledge.

It is one of our functions to make this information available in a scholarly 

form to researchers and interested members of the general public in Turkey 

and around the world. This is our third such publication aimed at fulfilling this 

need in the inquiring spirit of the 21st century which is just around the corner.

The articles in this yearbook cover both studies of our cultural history and 

accounts of conservation projects for our historic buildings and works of art.

I extend my profound thanks to all my colleagues at the Department of 

N ational Palaces for their dedicated work in the course of preparing the 

National Palaces 1993 yearbook, and the other historians and scholars who con

tributed such valuable studies to this issue.

Tiirkan iNCE 
i

Director 
Department of National Palaces
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W h y  A W e s t e r n  St y l e  P a l a c e  in  t h e  1 9 t h  C e n t u r y ?

Mustafa Cezar*

The first Ottoman palace in İstanbul. The Eski Saray (Old Palace) between the Bayezid and Siileymaniye Mosques. 16th century. National Library, 
Vienna, Codex 8626.

Q
uite a large number of palaces were built in 
Turkey in the 19th century, all more or less 
influenced by Western styles, with the old 
traditional divan-and-cushion replaced by the 
table-and-chair arrangement then regarded as 
an essential feature of the contemporary scene. 

This table-and-chair arrangement was, indeed, an integral 
part of the Western life-style accepted as a model in the 
modernisation movement which, although up to now gen
erally defined as a process of "Westernisation", was in 
essence simply an attempt to keep up with the times.

The principal feature distinguishing the 19th century 
palaces from those that preceded them is not only their 
adoption of a Western architectural style but also their pos
session of an integrated, organic plan. Another of the distin
guishing features is the use to a greater or lesser extent of 
external decoration. The main feature of all these palaces is 
the display of splendour and magnificence. In preparing 
the plans for these palaces, whatever their dimensions, the 
architect was concerned as much with the creation of this 
splendour and magnificence as with the architectural style 
or the function for which the building was designed. His

aim was to find an integral solution to all these problems.
The modernising trend in Turkish palace construction 

first makes its appearance in the modifications to Topkapi 
Sarayı. This began with the application in some of the 
buildings of Western style decoration, and continued to a 
certain extent in changes in the furnishing. In this connec
tion, one should remember that in Turkey it was first of all 
in art, and only later in the life of the community, that the 
trend towards new technologies and new aesthetic tastes 
quite unlike those that had preceded them appeared as one 
manifestation of the processes of modernisation and the 
opening to the West.

It was in the 18th century that Turkish architects and 
decorators made their first acquaintance with the European 
Rococo and Baroque styles, and the attraction of these styles 
soon made itself felt. From the middle of the 18th century 
onwards, mosques, çeşmes, sebils and other monuments 
appeared with Baroque architectural lines and Rococo dec
oration, a trend also clearly displayed by several buildings 
in Topkapi Sarayı, such as the Osman III apartment, the 
Valide Sultan's chamber, the Selim III apartment and the 
Sofa Köşkü (Kara Mustafa Paşa Köşkü), one of the pavilions
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The second Ottoman palace in Istanbul. Topkapi Sarayi.

in the Fourth Courtyard, which underwent repairs in 1752.
In Ottoman architecture, the impression of infinity, exu

berance and imaginative freedom created by the decoration 
and architectural form and Une that constituted the basic 
features of the Baroque never found expression on a par 
with Western models. As far as architectural form and line 
are concerned, innovations were confined to a certain soft
ening and rounding of the straight lines of the classical 
style, a stonger projection in the cornices and pilasters, and 
a greater stress on the vertical elements. More important 
than the changes in aesthetic values brought about by the 
Empire style which entered Turkey at the beginning of the 
19th century in the wake of the Baroque and Rococo, was 
the change in the plans of buildings in line with the changes 
aimed at in state administration and social life. As is well 
known, the dome and, to a certain extent, the vault formed 
the main roofing systems in the traditional Ottoman palace. 
Sloping roofs are very rarely found. Other distinguishing 
feahires of Topkapi Sarayi include its being composed of a 
number of separate pavilions, most of which are single- 
storeyed, and the preservation of the exterior simplicity which 
is such an essential feahire of the classical Ottoman style.

The view that the dome constitutes the main type of roof
ing in classical Ottoman architectures is also valid for

wooden or partially wooden buildings. We know from old 
engravings that domes were to be found on some sections 
of old ko§k or saray buildings now no longer extant. For 
example, some sections of the Yah Ko§ku (Water-side 
Pavilion), incili K6§k (Pearl Pavilion) and Sepetqiler K6§kii 
(Basket-Makers' Pavilion) that lay along the Seraglio Point 
shore of Topkapi Sarayi, the Aynalikavak Sarayi on the 
Golden Horn and the Uskiidar Sarayi, also known as Kavak 
Sarayi, are known to have been surmounted by domes. This 
is also true for the ( înili K6§k (Tiled Pavion), one of the 
most important sections of the old Dolmabah(;e Sarayi, bet
ter known as the Be§ikta§ Sarayi.

After the end of the 18th century domes are less often 
applied in secular buildings. The most striking innovation 
to be observed during this period is the construction of 
large-scale public buildings, an innovation of such impor
tance in the construction of Ottoman public buildings as to 
merit the term revolutionary. The buildings in question 
consist of barracks or schools, all intimately connected with 
the reforms that attempts were then being made to intro
duce. The first of these secular, or more strictly speaking, 
non-religious buildings was the Kalyoncu Barracks built in 
1784 by Hasan Pasha of Algiers. This was followed by the 
Selimiye, Levend ( îftligi and Beyoglu Barracks, and the
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The Abdülhamid I fountain in the Harem Apartments of Topkapi Sarayı and the Osman II Pavilion.

Kumbarahane and Miihendishane Barracks, all built by 
Selim 111. To these should be added the barracks and 
schools later built by Mahmud II. The barracks were plan
ned in conformity with the requirements of the modern 
training of well-disciplined army units in accordance with 
contemporary methods of training employed in the West. 
The new schools were also in conformity with the require
ments of modern education and instruction, in which the 
students were seated at desks facing a blackboard rather 
than sitting cross-legged on the floor at reading-desks in 
medrese buildings consisting of a number of tiny cells and a
single large class-room.

The palace buildings that were erected or which under
went extensive repairs during the reign of Selim III display 
innovative features that may well be regarded as harbin
gers of the future. The stylistic changes that appeared in 
Ottoman architecture during the Tulip Period became more 
clearly manifested in the religious and religio-cultural 
buildings that followed the introduction of the Baroque and 
Rococo styles into Turkey in the middle of the 18th century. 
Some of the secular buildings of the Selim III period reveal 
evidence of the work of European artists. Melling was the 
first, foreign architect to be employed in the construction of 
secular buildings in Turkey, and the Western architectural 
styles he introduced into Turkish palace construction, par
ticularly as regards decoration and certain architectural 
forms, can be clearly seen in the Ağalar or Başağa apart
ments added to the palace of Hatice Sultan at Defterdar 
Point at Ortaköy, and the Valide Sultan apartments in the 
Beşiktaş Sarayı, for the reconstruction of which he was him
self responsible. Whether or not this influence from the 
West was a valuable one will always, of course, be a debat
able point. The innovations introduced by Melling are very 
clearly visible in the Başağa Apartment building, which 
exhibits the external decoration that had found its first

application in small-scale monuments such as Baroque 
çeşmes, monumental fountains, sebils and tiirbes . The col
umn and pilaster capitals seen here are definitely Western 
features, while the garland motif on the exterior is a well- 
known distinguishing feature of Western architecture. The 
balustrade around the roof terrace in the form of an impos
ing parapet and the decorative elements consisting of oval 
balls surmounting this would seem to recall, on a smaller 
scale, the ornate magnificence displayed on the roof of the 
Muayede (Ceremonial) Salon in Dolmabahçe Palace. There 
was also a balustrade along the front of this building resem
bling the highly ornate balustrade along the Dolmabahçe 
embankment, except that the Dolmabahçe balustrade was 
of metal whereas the one added to the Hatice Sultan Sarayı 
was of marble.

While the Western architectural features introduced into 
Turkish palace architecture by the buildings constructed by 
Melling during the reign of Selim III were bringing about 
certain changes, particularly in the field of decoration, 
another change was taking place in the abandonment by 
the Turkish palace of the employment of head windows. 
These head windows, by which is meant a second row of 
smaller windows above the main row, also began to be 
abandoned in domestic architecture from the rhiddle of 
thel9th century onwards.

The last employment of head windows in a palace build
ing is to be found in the Aynalikavak Sarayı, and here it 
very probably arose from the fact that the building is in the 
nature of a renovation of an older structure. Besides the 
Aynalikavak Sarayı, work was also carried out during the 
reign of Selim III on Beşiktaş Sarayı, Sadabad Kasrı and 
Göksu Kasrı. Melling employed head windows in the Valide 
Sultan Apartment he built in the Beşiktaş Sarayı. Although 
there are no head windows in the roughly contemporary 
Sadabad Kasrı which, as far as its size is concerned, could
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Aynalikavak Pavilion. One of the last buildings to employ head windows.

well be regarded as a palace, this feature is suggested by the 
decoration applied above the actual windows.

In short, the tendency towards the adoption of a number 
of Western forms in palace architecture and the abandon
ment of certain traditional features first appeared during 
the reign of Selim III and became more clearly manifest

under Mahmut II. The most influential factor in bringing 
about modifications in palace architecture was the change 
taking place in everyday Ufe. The appearance of a life-style 
quite different from that of the orientals, which resulted in 
the abandonment of the divan-cushion arrangement which 
had prevailed in the traditional Turkish community and its

replacement by the table-chair arrangement, was accompa
nied by radical changes in architectural tastes. The change 
to the Western table-chair regime required a certain period 
of preparation and, as far as art was concerned, this prepa- 
raHon consisted of a movement towards the acceptance in 
Turkish art of Rococo decoration and Baroque and Empire

styles, the adoption of the Western use of perspective in art, 
and the introduction of Western art into the teaching cur
riculum of the contemporary schools. The social aspect of 
this preparation was represented by the attempt to create a 
regular, disciplined army through the introduction of 
Western science and technology and the innovations in the 
educational system resulting from the opening of schools 
on the Western model.

Reforming Sultans like Selim III and Mahmud II were 
convinced that the Ottoman State could achieve stability 
and strength only through efforts at modernisation that uti
lized Western knowledge and technology. This view con
tinued even more forcibly after the Tanzimat (Reform) 
movement of 1839.

It was the court that led the way in the efforts at modern
isation through changes in state and society based on 
^̂ êstern models, but although it was the higher administra- 
lors who were leading the way in the reforms and who 
demanded the construction of buildings in tune with con
temporary taste, it was the architects, and not the Sultan or 
state dignitaries, who were responsible for the actual form 
of these buildings. The works to be created were shaped in 
accordance with the knowledge, experience, outlook and 
ability of the architects, and the artists with whom they col
laborated.

The introduction of European officers and engineers for 
the improvement of both the army and the fleet had the 
additional effect of allowing architects to benefit from their 
knowledge in order to increase or consolidate their own. 
The Miihendishane-i Berri-i Hiimayun (Imperial School for 
Artillery Officers) had begun operations in 1785 and, after 
1801, the Hassa Mimar Kalfalari (Imperial Assistant 
Architects) attended lessons in the Miihendishane on cer
tain days of the week. It is true that this continued for only 
a few years but, apart from allowing the architects to gain a 
certam amount of knowledge, it also served to direct their 
attention to the new approaches and aesthetic values arriv
ing from the West. Abdiilhalim Bey, who as Ebniye-i Hassa 
Mudijrii (Director of Imperial Buildings) carried out the 
duties of Head Imperial Architect for over twenty years, 
played a very active and influential role in the construction 
of modern 19th century buildings. It was Abdiilhalim Bey 
who, noting that Western architects received their training 
in schools, submitted a report to Sultan Mahmud II in 1838 
proposing the opening of a school for architects. Abdiilha- 
lim Bey was the architect of ^iragan Sarayi, the first of the 
stately palaces to be constructed in the Western style. Both 
Kirkor Balyan, the first member of the distinguished 19th 
century Balyan family of architects to achieve renown, and 
his son Garabed Balyan, received their training by working 
under Abdiilhalim. We possess very Httle information con
cerning Abdiilhalim's formative years, but his creation of a 
beautiful building like ( îragan Sarayi, as well as a number 
of other buildings in the neo-classical and Empire styles, 
would suggest that he had gained a thorough knowledge of 
Western architecture through the medium of books. We 
might even go further in suggesting that it is possible that
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The Imperial Palace (Saray-i Hiimayun) on the Be^ikta^ shore. Engraving by Melling. (below) The Tasvir-i Hiimayun medal of Mahmud II with the 
portrait of the Sultan.

Abdiilhalim Bey and Garabed Balyan had visited Western 
countries like France and Italy in their youth and carefully 
examined the buildings to be found there. We may mention, 
in this connection, that although very few could take advan
tage of opportunities for foreign travel, this w as a period 
when it began to be possible for an Ottoman citizen to visit 
Europe, either on official business or by his own 
resources. What, however, we regard as a 
mere possibility in the case of Abdiilhalim 
Bey became a reality for Garabed Bal
yan, who sent his sons to France for 
the study of architecture.

Although the construction of 
secular and religious buildings 
in the W estern  sty le  had 
already commenced, the idea 
of a p alace  b ased  on a p lan  
resembling that of the typical 
W estern  p a la ce  w as fir st  
realised in the 1830s. C^iragan 
S a ra y i w as the fir st  p a la ce  
intended to satisfy the desire of 
O ttom an  su lta n s  to re s id e  in 
p alaces sim ilar to those of their 
W estern counterparts. It w as only 
natural that the reformist sultan who 
had abolished the Janissary Corps, those 
arm ed defenders of the old regim e, intro
duced a regular m odern army, replaced the old 
Divan-i Hiimayun (Privy Council) by modern cabinet gov
ernm ent, w ho had open ed  h igher sch oo ls o f M ilitary  
Science and Medicine, commissioned oil-paintings and had 
them hung in his palace, introduced European apparel in 
the form of jacket and trousers and replaced the turban by 
the fez, should insist on his new palace being built in the 
W estern style. This m aterialised  in (^iragan Sarayi, the 
palace constructed by A bdiilhalim  Bey. A s for G arabed

Balyan, starting off from the idea of the construction of a 
palace in conformity with the attitudes towards the West 
characteristic of Sultan Abdtilmecid, a sultan who, by the 
Tanzimat Fermani (Reform Edict) of 1839, had gone even 
further than Mahmud 11 in the Westernisation of the admin
istration, he created, in Dolmabah(;e Sarayi, a palace that 

was even more Western in character than (^iragan. 
Any d iscussion  of the palace bu ild in gs 

must take into consideration the contem
porary conception of sovereignty, for 

changes in the conception of sover
eignty were to be found accompa

nied by rec ip ro ca l in flu en ces 
between the two.

The ru le rs  o f the T u rk ish  
sta te s ju d ged  the greatn ess, 
magnificence and grandeur of 
their dominion by their mili
tary strength and the extent of 
their territory. Man is mortal, 

and he must place his trust not 
in the joys of this world but in 

the life to come. The just adm inis
tration of his country, the increase 

in the size of the Muslim community 
by m aking add ition s to his territory 

and the con struction  of m o sq u es and 
mesjids were as much the sacred duties of the 

ruler as a m eans of enhancing his honour and
glory.

It w as in accordance with this basic principle, which we 
have attempted to explain in the sim plest terms, that, in 
those periods when the Ottoman Sultanate was at the height 
of its power, the sultans regarded residence in magnificent 
palaces as giving too much importance to the things of this 
world. They preferred to live in quite modest palaces such 
as Topkapi Sarayi, while at the same time conquering wide
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(above) Engraving by Thomas Allom of the Qiragan Sarayi built by Mahmud II. (below) The new Qtragan Sarayi erected in its place.

stretches of territory and building great and magnificent 
mosques such as Siileymaniye, Selimiye and Sultanahmet.

It was during the 16th century that the greatest architec
tural m aster-pieces of the Ottoman classical period were 
constructed, and the clearest illustration of what the sultans 
of that time regarded as the basis of the power and glory of 
a k in gd om  is to be fou n d  in a le tter sen t in 1526 by 
Suleyman the Magnificent to Francis 1 (1515-1547), who had 
asked the Sultan for assistance. In this letter, Suleym an 
refers to himself and the French king in the following terms:

1, Sultan and Padi^ah of the countries o f the Mediterranean 
and the Black Sea and Rumelia and Anatolia and Karaman and 
Rum and the Vilayet-i Dulkadriye and Kurdistan and Azerbaijan 
and Persia and Damascus and Aleppo and Egypt and Mecca and 
Medina and Jerusalem and the whole of the Arabian world and 
Yemen and many other countries and realms that were conquered 
by the irresistible might of my great ancestors or conquered as a 
result of my own victories, Sultan Siileyman Khan son of Sultan 
Selim Khan son of Sultan Bayezid Khan, to you King Francis of 
the province of France..."

15
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While Süleyman addressed Francis, whom he regarded 
as no more than the mere governor of a province, from a 
domed room in the modest palace of Topkapi, Francis him
self was the owner of a palace of very much greater magnif
icence, having had a number of palaces and chateaux con
structed by Italian architects with the aim of increasing the 
glory and prestige of the French kingdom.

In fact, however, the magnificent palaces that were to 
exert an influence on other countries were those built after 
the reign of Francis IA large section of the famous palace of 
the Louvre was built during the reign of Louis XIII (1610- 
1643), while the even more imposing palace of Versailles 
was built by Louis XIV (1643-1715). It is generally-agreed 
that this world-famous building, the details of which we 
need not enter into here, was to exert a very strong influ
ence on palace architecture throughout Europe, particularly 
on account of its sheer size and the concept of grandeur on 
which it was based.... Palaces displaying the influence of 
Versailles included the Royal Caserta Palace in Naples, the 
El Buen Ratiro and Palacio Reale in Madrid, the 
Schönbrunn in Vienna, the Nymphenburg in Munich, the 
Ludwigsburg in Stuttgart and the Petro Palace in St Peters
burg, the capital of Peter the Great.

Quite a number of palaces were built in Europe during 
the 17th and 18th centuries, most of which are still stand
ing. These magnificent palaces were often built by kings 
who ruled over quite small territories, or even by dukes 
owing allegiance to a monarch. The influence of Versailles 
can be observed in a number of palaces other than those 
mentioned above, such as the Royal Hunting Lodge at 
Stupinigi near Turin in Italy, the Brühl Palace in Bonn, the 
Wilhemstahl in Kassel and the Clemenswerth Palace in 
Westphalia in Germany, the Chateau de Blois, the Maison 
Lafitte Chateau, the Palais du Luxembourg and the Palais 
du Cardinal, known as the Palais Royal, in France, the 
Belvedere Palace in Vienna, the Trautsen Palace, with its 
very interesting stairway, also in Vienna, the Würzburg 
Palace in Germany, the Czernin Palace in Prague and, final
ly, the first plan of the Palace of Westminster, constructed 
in London in the course of the 19th century.

In the 18th century, the Ottoman sultans began to acquire 
a better knowledge of the way of life of the European sover
eigns and the palaces in which they resided. The earliest 
document on this subject is to be found in the form of a 
report in the Sefaretname of Yirmisekiz Çelebi Mehmet Efendi, 
who was sent as ambassador to Paris during the reign of 
Ahmed III. After this it became the custom for ambassadors 
in important centres to prepare reports of this kind giving 
information on the various aspects of life in that particular 
country, by which means the sultans gained a great deal of 
information concerning the countries to which the ambas
sadors had been sent, particularly as regards social life and 
palace buildings. From the reign of Selim III the sources 
from which the sultan could glean information on Western 
topics had become very much richer, and this increase in 
information brought about changes in the attitudes of the 
Ottoman sultans towards both the conception of sovereign

ty and palace construction. The most striking of these 
changes lay in the function of a palace building as a reflec
tion of the power and glory of the sovereign. The European 
rulers resided in palaces the size, lavish decoration and 
magnificence of which aroused wonder and admiration, 
and it was essential that the palaces of the Ottoman sultans 
should be in no way inferior, and that they, too, should 
reflect the dignity of the ruler. Undoubtedly, the head archi
tect was also aware of this change, with the result that, 
while the buildings of Topkapi Sarayı had been concealed 
behind high walls, the Çırağan Sarayı built by Mahmud II 
lay open in all its magnificence on the shores of the 
Bosphorus. The architectural style of the new palace was in 
strict keeping with the fashion of the period, with Western 
Neo-Classicism lent a definitely Empire appearance. The 
rows of columns served to increase its magnificence while 
at the same time creating an impression of vitality and ele
gance. The triangular pediment employed by Melling in the 
Hatice Sultan Sarayı is applied to a very great extent here, 
and the sections in which these are used are made even 
more impressive by the tall columns with composite capi
tals rising up through two storeys. In other words, the 
Çırağan Sarayı built by Abdülhalim Bey was in no way 
inferior to the palaces of the European sovereigns.

In the period of reform initiated by Sultan Abdülmecid 
the information available concerning the buildings occu
pied by the European rulers, wealthy individuals and high 
state dignitaries was infinitely greater than during the peri
ods preceding. Moreover, visits were now being made by 
important rulers from the West. In such a period, surely it 
was essential that the Ottoman Sultan, the most powerful 
ruler in the Islamic world, should reside in a palace worthy 
of his position. Thoughts of this kind were enough to fur
ther strengthen the urge to create palaces not inferior to 
those of the European monarchs. The work undertaken as a 
result was to require very great expenditure. Although, in 
issuing the Reform Edict, the sultan had renounced some of 
his prerogatives, there was no institution in the existing 
administration with the authority to place any restraint on 
the Sultan's desire to spend vast sums on the construction 
of palaces, far less to oppose it altogther. The Sultans were 
therefore able to open the purse strings to the full. 
Moreover, as palaces and military establishments came 
under the heading of miri tesisler (public works) they were 
not included in the category of private construction, or 
rather private institutionalisation in the form of vakıf (pious 
foundations). Palaces and military establishments were 
thus financed from the state budget which, in the 19th cen
tury, was strained to the utmost in providing funds for the 
construction of palaces compatible with imperial prestige.

The increasing desire evidenced by the Turkish rulers for 
palaces similar to those of their Western counterparts was 
accompanied in the West by a rapid proliferation of eclecti
cism in architectural styles. Although the factors that led to 
the rise of eclecticism in Europe were not yet in evidence in 
Turkey, eclecticism was not long in making its presence felt 
As a result of Turkey's increasingly close links with the
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Dolmabahçe Sarayı. The most interesting of the palaces built in the Western style.

West. Rococo and Empire styles led inevitably to eclecti
cism and, as the winds of eclecticism blew from the 
Western world, it was only natural that buildings in the 
eclectic style constructed in Turkey should be dominated by 
the Western aesthetic approach. Obliged to work in accor
dance with the outlook and desires of the sultans and high 
court dignitaries, the architects turned first of all to an imi
tation of Western Neo-Classicism, and it was for this reason 
that in 19th century buildings, and in palaces in particular.

the classical Turkish architectural styles were replaced, par
ticularly as regards their decorative features, by an aesthetic 
more or less in line with Western attitudes. This was, essen
tially, no more than the natural result of an attempt to con
form to the conditions of the time. As for Dolmabahçe 
Sarayı, this building is most clearly distinguished from the 
other palaces resulting from this process in its size and pro
portions, while another distinguishing feature is the priori
ty given to the Western aesthetic approach.
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Î N T R O D U C T IO N  When examining the 
historical development of the Turkish glass 
industry, we find that İstanbul was always 
the most influential production centre. Ever 

since its discovery glassmaking has required 
very expensive technology. For this reason, until 
the 20th century glassmaking was a prestige tech
nology supported by the state and courts through
out the world, producing objects which reflected 
the role of glass as a status symbol.

In consequence, there has always been competi
tion in terms of image between the major world 
glassmaking centres. As the industrial revolution 
shook traditional industries and art in the 19th 
century, the rapidly developing glass sector was 
earmarked for protection and support by the rul
ing classes.

The most renowned glass companies in Europe 
today were established by or with the support of 
monarchies in the 18th and the 19th centuries as 
show piece factories. The products of these facto
ries w ere highly valued at the tim e they w ere 
m ade, and are still the m ost valuable pieces in 
museums and private collections today.

P A R T

1 THE O RIGIN S OF THE TURKISH GLASS
• INDUSTRY AND THE A R T  OF

• GLASSM AKING  
For the same reasons, İstanbul glassmaking was 
alw ays patronised by the state in the past. The 
valuable glassw are in m useums and collections 
today are works of art which emerged as a result 
of the search for identity motivated by internation
al industrial competition.

Undoubtedly the foundations of the Turkish 
glass industry today lie in these old and influential 
initiatives and legacies.

V\/hen sp eakin g  of h isto ric  g lassm akin g  in 
İstanbul the concept of the state, the court, glass 
technology and glassware as an art are all inter
linked in a multi-faceted environment’.
Is ta n b u l G lassw are : The beginnings of İstanbul 
glassware are shrouded in mystery. There is evi

d en ce of the ex iste n ce  of a g lass w ork sh op  
between Topkapi Sarayı and the Golden Horn in 
1554. In some cases there is more definitive and 
detailed documentary evidence, such as records 
dating from 1557 concerning glass used in the con
struction of Siileymaniye Mosque which provide 
startling details about the glass products of the 
period^

Glass and ceramics production in 17th century 
İstanbul focused on the d istricts on the upper 
reaches of the Golden Horn around Eyüp. The 
Eyüp ceramics industry may have been based on 
high quality clay brought down by the streams 
emptying into the Golden Horn, and forming an 
appropriate location for the glass industry as well.

Inform ation given by Evliya Çelebi, the 17th 
century traveller and writer, throws extensive light 
on glassmaking during the reign of Sultan Murad 
(1623-1640). From his writings we glean very valu
able inform ation about the glassm aking shops 
which operated under the auspices of the state at 
that time. From the surviving glassware in muse
um s and p riv a te  co lle c tio n s  we can see that 
Turkish glassware attained impressive standards in 
the 17th and 18th centuries. However, during this 
period, glassmaking was carried out under state 
control, strictly guarded from prying intruders.
A N ew  G la ssm a k in g  C en tre  in  İs ta n b u l in 
1757: During the reign of Mustafa III (1757-1774) 
the state took the first major step aimed at encour
aging the glass industry, by gathering bottle mak
ers and other glassm akers on the site of the old 
Tekfur Palace. Production of bottles and glassware 
was forbidden elsewhere, so imposing tight con
trols over this industry.

The Tekfur Palace project was clearly a forerun
ner of what we know today as industrial estates, 
established with the initiative of the state.
T h e D evelo p m en t o f G la ssm a k in g  at B eykoz 
in the Late 18th C entu ry : In the late 18th centu
ry, the district of Beykoz on the Asian shore of the 
Bosphorus becam e the new centre of İstanbul 
glassm aking, overshadowing earlier production 
centered around the Tekfur Palace near İstanbul's
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city walls. Many industrial concerns were being 
set up in this area, around Beykoz, Paşabahçe, 
İncirköyü and Çubuklu, and it was here that Istan
bul's new glassmaking centre emerged\

The first workshop here was set up by Mehmet 
Dede during the reign of Selim  III (1789-1808), 
who trained in glassmaking techniques in Venice, 
long renowned for its glassware. No further infor
mation has been brought to light about Mehmet 
Dede, who began to produce the famous Beykoz 
ware here. Exam ples of this ware are the most 
valuable pieces in collections of Turkish glass^

This glass-house which operated during the 
reign of Selim III was superseded by a new glass 
works estabhshed at the instigation of Fethi Ahmet 
Paşa, one of the foremost figures of the Tanzimat 
reforms. The glass and crystal works created the 
celebrated  çeşm ibülbül w are, characterised  by 
blue and white spiral twists and displaying the 
strong influence of Venetian glass in design and 
form. Although little is known about the factory 
itself, çeşmibülbül ware in time came to exemplify 
the T u rk ish  g la ssw a re  p ro d u ced  alo n g  the 
Bosphorus\
T h e G la ss  W ork s at P a şa b a h çe  Fou n d ed  in  
1899: The tradition of Beykoz glassw are which 
grew up here culminated with the establishment of 
another glass factory at Paşabahçe by an Italian, 
Saul Modiano, in 1899. This factory continued in 
operation until World War I, employing around 
500 workers in 1902. There can be no doubt that 
this factory drew on the traditional skills and expe
rience of earlier glassmaking in this area.
T h e  E s t a b l i s h m e n t  o f  P a ş a b a h ç e  G la s s  
F actory  in  1934: Paşabahçe Glass Factory, also 
based  on the g la ssm a k in g  tra d itio n  of the 
Bosphorus, was founded in 1934 and was to form 
the nucleus of Turkey's modern glass industry. 
Founded by İş Bankası on the instructions of the 
government in 1934, the factory developed rapid
ly, leading eventually to the creation of Şişecam, 
Türkiye Şişe ve Cam Fabrikaları, which is one of 
the foremost glass manufacturers today.

The district of Beykoz, which has been the cen
tre of the Turkish glass industry since the early 
19th century, was the scene for the transition from 
traditional handmade glass to modern glassmak
ing technology.

P A R T

2 THE IN D U S T R IA L  R E V O L U T IO N  AND
• D E V E L O P M E N T  O F  G L A S S M A K IN G

• TE C H N O LO G Y  IN  THE 19TH  C EN TU RY  
Dolmabahçe Sarayı contains the finest examples of 
19th century glassware, and examination of these 
pieces in the context of glass technology of the 
period is examined below. Starting with the most 
widely used glassware in the palace, I will trace 
the development of glass technology over the peri

od and the major changes brought about by the 
industrial revolution*.
F la t G la s s  P ro d u ctio n : Flat glass production 
depends on the existence of heavy industry. Until 
the 19th century the production of flat glass usual
ly consisted of melting the glass in small crucibles. 
The molten glass was then blown into long cylin
drical forms, which were cut into sections, heated 
up to soften them again, and spread over a mould 
to produce a flat plate.

There can be no doubt that this method of pro
duction required extraordinary dexterity. What is 
m ore not on ly  w as the size  o f a s in g le  p ane 
extrem ely lim ited, but obtaining a perfectly flat 
surface was impossible. Since the thickness of the 
pane obtained by this technique varied, the surface 
had to be ground smooth by extremely expensive 
techniques and then repolished.

However, the new technologies made possible 
by the industrial revolution suddenly made this 
com plicated  process far easier, enabling glass 
sheets of large size and high quality to be pro
duced at far lower cost. This is the most significant 
factor in the sudden expansion of the use of glass 
in arch itecture during the 19th century. Light 
glazed structures w ere one result of this m ajor 
technical advanced

This development in flat glass production was 
closely followed by the development of moulding 
techniques w hich enabled flat glass to be pro
duced with various designs and textured surfaces. 
The early 19th century saw the production of glass 
with a wide diversity of such textures. By means of 
sandblasting, etching, cutting, printing, transfers 
and other new techniques, the cold processing of 
flat glass sheets began to give rise to new concepts 
of art in the m edium  of glass. The in teresting  
aspect of such techniques was that they were all 
carried out after the flat glass had been produced. 
They all shared the common feature of not being 
heavy technology but applied art techniques.
G lass B lo w in g  and C u ttin g : Glass blowing is a 
technique going back around 2000 years, but com
bined with the innovations of the industrial revo
lution it was used to create many new products 
which w ere easily made and in great dem and. 
However, glass blow ing remained principally a 
manual technique in the 19th century, producing 
ware which when superbly hand decorated were 
often works of art.

The renowned glass-houses of Europe in the 
mid-19th century used high quality glass to pro
duce outstanding pieces using glass blowing and 
hand (Cutting techniques*.

The technique of cutting was one which had 
been em ployed since the very early  period of 
glassmaking in different forms. The cutting wheel 
used for glass is a grindstone w hose abrasive 
revolving disks of stone slice the surface of the
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1-3 The 4.5 ton chandelier in the

Muayede Salonu at Dolmabahçe

glass to different depths or scratch it 
for the p u rp o se  of en g rav in g  
designs. The design is then repol
ished.

P rep arin g  ab rasiv e  m eteria ls  
capable of cutting glass is not only 
as d ifficu lt in tech nical term s as 
m aking the g lass itse lf, but also 
involves expensive processes. On 
the other hand, facet cutting which 
d estro y s the tran sp aren cy  of the g lass w hile 
reflecting the light in the way a cut gem does, is a

Sarayı. This magnificent example 

of the application of new technolo

gy in the 19th century was made in 

England.

2  The Muayede Salonu. From 

L'Illustration, 7 April 1877.

process that can be executed cold 
and is not over-difficult. This is one 
of the means by which artistic value 
can be imparted to glass, by cutting 
it, dividing it into sections, or com
bining different glass types in dif
ferent ways to create new forms.

In short, by this m eans, using 
certain fundamental glass forms, an 
infinite variety of different form s

can be created.
H e a t-R e s is ta n t G la ss : One phenomena which
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played a significant role in glass technology in the 
19th century was the development of lighting sys
tems using gas and electricity. Traditional glass 
could not w ithstand the heat produced by gas 
lamps. What is more, chemists required flame proof 
glass vessels for their research.

It was not long before special types of glass 
capable of meeting these requirements were devel
oped, and significant developments in new light 
fittings followed hard on their heels.

P A R T

3 THE IN T R O D U C T IO N  O F N EW  G LA SS
• P R O D U C T S CREA TED  BY  THE

• IN D U S T R IA L  R E V O LU T IO N  VIA THE  
O TTO M A N  PA LA C ES IN  THE 19TH  
C EN TU RY

In te rp re ta tio n s  o f "m a in  sp ace in  the 19th 
c e n tu r y  and  s t r ik in g  d e s ig n s  o f  th e  n ew  
g la s s  in d u s t r y :  The O ttom an  p a laces w ere 
equipped with the latest technologies of the 19th 
century and as such are invaluable touchstones for 
the development of their time. They influenced the 
development of Turkish industry, playing a crucial 
role in the initiation of many products.

At the time when Dolmabahçe Sarayı was in 
the process of construction, the industrial revolu
tion in Europe was at its height. International 
trade fairs were being held in major cities one after 
the other, and countries com peted to show  off 
their latest technologies in every field at these 
fairs. It was in these years that the industrial revo
lution began to have an impact on every facet of 
daily life in practical terms. In short, the mid-19th 
century was a time when architecture and many 
other areas of daily life were undergoing radical 
change under the influence of the new products of 
modern industry. Ottoman Turkey participated in 
all the m ajor fairs of this period, including the 
Great Exhibition held in London in 1851. Not only 
did the participating countries display their own 
goods, but found the opportunity to m ake the 
acquaintance of the new technologies and prod
ucts of other countries.

Follow ing the reforms of 1839, 
the 19th century was a period when 
traditional production in Ottoman 
Turkey was undergoing a metamor
phosis, and many new ventures and 
innovations were afoot in the search 
for westernisation and industrialisa
tion. International competition was 
already heating up in the field of 
industry. The new areas of industri
al production, particularly in those 
which made an immediate impact 
on d aily  life  such  as g lassw are , 
porcelain, textiles, and lighting sys

4 The Crystal Staircase at Dolma

bahçe Sarayı. This outstanding 

example of the application of glass 

technology in the 19th century is an 

impressive design, both in terms of 

spatial composition and the use of

glass and lighting elements.

tems were spreading rapidly all over the world 
and giving rise to a process of interreaction’.

S in ce  the O tto m an  im p e ria l p a la ce s  w ere 
equipped with the latest technology at the time 
they were built, they possess an outstanding lega
cy which makes them in one aspect museums of 
industrial history.
C o lo s s a l  I n t e r i o r s ,  C o lo s s a l  L ig h t in g  
S y stem s: Dolmabahçe Sarayı stands out among 
the Ottoman imperial palaces as that fitted with 
the most advanced lighting technology of the age. 
For instance, the fam ous chand elier w eighing 
many tons was a striking creation of modern con
struction and new design concepts to which the 
industrial revolution  gave rise. These colossal 
products designed to light equally colossal interi
ors bore a significance w hich w ent far beyond 
merely lighting up those spaces. The consequences 
of this can be even more clearly understood today. 
There can be no doubt that the pioneering prod
ucts of new technology at every period go beyond 
certain practical functions to represent a deeper 
status symbol. The gigantic chandeliers, torchieres 
and wall lights used at Dolmabahçe Sarayı were as 
effective in introducing the industrial revolution to 
Turkey as a trade fair. This is equally true in terms 
of sheer quantity when we consider that the palace 
boasted 52 crystal chandeliers, 30 bronze chande
liers, 142 pendant lights of diverse types, 60 crystal 
torchieres, and 334 candelabra, forming almost an 
industrial exhibition in their own right.

The colossal chandelier in the Muayede Salonu 
at D olm abahçe Sarayı was an ob ject of public 
interest even before it was hung in its place. What 
was it about this chandelier that gave rise to such 
interest? Undoubtedly its size. We find some refer
ences to this chandelier in contemporary newspa
pers and accounts by foreign travellers to İstanbul.

Where and when the chandelier was construct
ed is clear from a label attached to it, which writes 
that it was designed and produced in June 1853 by 
Fred erick  Rixon of H ancock, R ixon and Dunt 
Company at number 1 Cockspur Street in London. 
The fact that th is firm  ap p ears as num ber 46 

among glass companies in the cata
logue for the Great Exhibition held 
in London in 1851 shows that this 
was indeed a major manufacturer'“.

In 1853 a newspaper report on 
the chandelier says the following: 
(C e rid e -i H av ad is, 20 şev v a l 
1269/1853): "The chandelier ordered 
from London for hanging in the great 
hall o f His M ajesty the Sultan at the 
imperial palace is being made by a crys
tal craftsman named Hancock and has 
now been com pleted . H is H ighness  
Prince Albert went with the Prussian 
crown prince who is at present staying
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5 -6  D etails  of the Crystal 

Staircase.

ments of the balusters.

in London to see the chandelier.
On 17 July 1856, on page 720 in 

Journal de C onstantinople, it was 
reported that the great chandelier 
hung by a gold plated chain from 
the dome in three sections. In her 
m em o irs, "T w enty  S ix  Y ears on 
Bosphorus", published in London in 
1933, D orina N eave w rites of her 
v isit to D olm abah çe Saray ı; "We 
entered the enormous white building, 
which consisted practically o f one vast 
hall for ceremonious receptions -with a 
gallery running round the top- which 
opened into smaller rooms. There was 
no fu rn itu re , beyond the g ilt  chairs  
placed against the walls, mural looking 
glasses and a stupendous glass chande
lier that was bought for Sultan Abdiil- 
aziz soon after the Crimean War by Mr.
Charles Hanson, who was commissioned to procure the 
largest he could find in London. He appears to have fu l
filled this order with the greatest success, and it forms 
the only ornam ent in the im m ense expanse o f  the 
hair^^

Sir Henry Woods in his "Spun Yarn From the 
Strands o f a Sailor's Life Afloat and Ashore, 47 Years 
U nder the E nsigns o f  G reat Britain  and Turkey"  
wrote, "The great central hall o f Dolma-Bagtche Palace 
is one o f the largest throne rooms in the world. It rises 
from the ground floor to a peaked roof, the ceiling o f 
which is skilfully foreshortened in its decorative design

ZTechnical drawings for the crys

tal staircase: 1. Wooden base, 2. 

Cut-glass foot, 3. Cut-glass lower 

leg, 4. Deep cut-glass knop, 5. 

Cut-glass upper leg, 6. Cut-glass 

capital, 7. Wooden abacus, 8. 

Wooden ra il, 9. Sketch for the 

foot and capital, 10. Cross sec

tion of the central knop, 11. The 

supporting shaft, 12. The mould

ings connecting the main ele-

to give the impression that it ends in a 
lofty dome. From its centre is suspended 
an enormous crystal chandelier, one of 
the largest ever seen, a present to Abdul 
M edjidfrom Queen Victoria."

The obscurity surrounding the 
procurement of this chandelier was 
p artia lly  d ispersed  in 1987 w hen 
new information came to light. B.E. 
M oody, editor of Glass Technology  
M ag azin e  in S h e ffie ld  v is ite d  
D olm abahçe Sarayı and discussed 
the matter with the Department of 
National Palaces. He explained that 
there were references to the manu
facture of an extremely large chan
delier weighing 10,000 pounds at a 
g lass fa c to ry  in S to u rb rid g e  in 
England. In addition B. E. Moody's 
great uncle on his mother's side had 

been manager of Heath Glass House until it closed 
in 1881. Moreover Stourbridge was then, as now, 
England's most important crystal manufacturing 
centre'^

As can be seen, this ch an d elier has been a 
source of curiosity ever since it was made and 
hung in place, and this interest derives from the 
technological superiority which it enjoyed at the 
time it was made and from the originality of its 
design.

The great chandelier in the Muayede Salonu is 
listed in the inventory of the National Palaces as
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5 The conservatory at Maslak 
Kasrı is a typical Illustration 
of applied glass technology 
in the 19th century.

follows; "No: 11/1607. The lower part is 
in the form o f a hemisphere consisting o f 
small drops. Below that is a pendant o f knobbed crystal 
and below that a crystal ball. Three rows o f long drops 
hang from  the first ring. The large and small drops 
hanging from  the upper ring form  a layer. Between 
them hang large ovoid pendants and above them cut 
crystal sections.

"From the crystal sections on the ring project 16 
broad crystal arms. On either side o f each arm hang 
straight pendants with gold finials. The gold summit o f 
the arms is in the form o f a spine surrounded by drop 
pendants. These are horseshoe shaped crystal pieces 
linked to the arm. The bowl o f the arms has two layers, 
and 13 candle holders on each arm. In the same way 
there are 16 arms with two layers, and nine and seven 
candle holders each, making a total o f 664 candle holders.

"The lower part o f the upper pendant o f the chande
lier is in the form o f entwined leaves, and the upper part 
has three colonnaded layers..."

When it was originally installed, the chandelier 
was fitted with oil lamps, later converted to gas 
and finally to electricity.

The chandelier today w eighs 4.5 
tons and has 750 lightbulbs.

The other chandeliers in Dolmabahçe Sarayı are 
Baccarat, Bohemian, and Venetian, representing 
the most outstanding examples of glass technology 
and design of the period.
P ier C la sse s : The development in flat glass pro
duction and glass processing technology in the 
19th century first led to changes in the sizes of 
windows. A natural offshoot of this was the pro
duction of startlingly large mirrors once glass with 
a perfectly smooth surface could be made econom
ically. These huge mirrors figured significantly in 
the interiors of the Ottoman palaces.

The mirrors at Dolmabahçe Sarayı, the largest 
of the period, were not merely designed for people 
to see themselves in. They enriched and expanded 
the spatial concept in a quite new way.

A fascinating example of this spatial role can be 
seen in the panels of cut glass and mirrors over the 
mantelpieces in the Medhal Salonu at Dolmabahçe. 
These panels in the four corners of the room reflect 
their images reciprocally, in a way that is designed

N A T
28

O  N A L P A L A C E S
TBMM KUTUPHANESI



9  Glazed roof structure  
over the well of the Crystal 
Staircase at Dolmabahge
Sarayi.

to make an impact at the entrance to 
this important building.
Cut G lass : One of the interesting applications of 
glass production and technique and design at Dol
mabahge Palace is the bannisters of the staircase 
made of different sections of cut glass. Assembled 
from diverse segments made by the cut glass tech
niques these bannisters are a striking illustration of 
19th century glassm aking. Although technically 
the individual manufacture of the pieces ŵ as not 
d iff icu lt , the w^ay in w h ich  a tech n o lo g y  so 
advanced for its time has been applied to an archi
tectural context v îth a design w^hich imparts new 
interpretations is extraordinarily effective.
Su rface  D eco ra tio n  on G lass : Developments in 
various printing techniques in the 19th century 
were not restricted to the use of large scale glass in 
architecture, but led to the emergence of many dif
ferent objects. For example, abrasion and flashing 
on flat glass sheets, by controlling the transparen
cy of glass brought new scope to glass designs and 
forms. The manipulation of colour and texture by 
a very wide range of techniques on flat glass per

mitted very ornate decoration.
In general, we can observe at Dol

mabahge Sarayi the development of flat glass tech
niques through the last century in the different 
bays, windows, doors and mirrors of the rooms at 
Dolmabahge Palace which is like a museum of the 
history of the glass industry. For exam ple, the 
printed and plate glass used in some doors and 
dividing walls at the Hareket K6§kii are the latest 
products of 19th century glass printing.
C am li K o§k and its  G la ss  w are: Camli K6§k, 
the Glazed Pavilion, is an elegant illustration of 
the application of glass at Dolmabahge Sarayi. In 
fact this building is like an exhibition of glass tech
nology and design, in which all aspects of these in 
the period can be observed.

The fireplace in the glazed conservatory of the 
ko§k demonstrates that the structure was designed 
for use in winter, and is based on the courageous 
use of flat glass in the technical context. The glass 
elements used in this construction are works of art, 
displaying diverse surface processing techniques 
which have been interpreted through the artistic
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features of the period to soften the contrast bet
ween the iron frame and the glazing.

In the room s of the sam e köşk are cry sta l 
torchieres, wall lights, aquariums, and lampstands 
which are works of art, their lamps in the form of 
exotic  flow ers and bird s of coloured  glass on 
superbly crafted metal feet. Both the colour of the 
glass, the technique and the surfaces executed with 
outstanding skill reflect their colourful light in the 
Camlı Köşk, creating a live show of the 19th centu
ry art of glass making in its entirety.

This köşk is the only structure opening onto the 
outside world beyond the palace. The light struc
ture of the conservatory of Camlı Köşk contrasts 
strikingly with the heavy and blind structure of 
the rest of the building, as if designed to place the

w ith flat glass. W hile the reason for m aking a 
piano covered with crystal glass is not known for 
certain, it is clear that this is an application of the 
concept of transparency which glass introduced to 
modern architecture in the last century.

The emergence of colossal architectural struc
tures m ade of iron fram es covered w ith glass 
which began in the early 19th century gave scope 
for the development of creativity in this area. The 
celebrated Crystal Palace which became a symbol 
of the Great Exhibition of 1851 was renowned as 
the first pioneering design of this industrial appli
cation of glass. The tremendous impression made 
by this first experiment led to the same technique 
being em ployed in many buildings of all sizes, 
resulting in this new outlet for the iron and glass

10
70 The crystal piano and its chair at 

the Cam lı Köşk at Dolm abahçe

two architectural techniques side by 
side to achieve the m ost startling 
impact.
T h e  C r y s ta l  P ia n o : T he g lass 
p iano b earin g  the m ak er's  nam e 
"Gaveau-Paris" in the Camlı Köşk at 
Dolmabahçe Sarayı is another inter
estin g  exam p le of the use of flat 
glass in the 19th century.

If we look at this piano w ith a 
designer's eye we see that the mechanism has been 
placed w ithin a loadbearing structure covered

Sarayı is an avant-garde example 

of advanced glass technology in the 

last century.

11 (A,B,C,D) The metal structure of 

the seat for the crystal piano, and 

the glass mountings.

into practice a 
cept of his age

industries, as light structure tech
nology entered a phase of multifac
eted development. In short, in the 
early years when glass was used in 
con ju nction  w ith new  light con
struction, everything depended on 
this new quality of the glass’\

In the light of these factors, the 
d esig n er of the cry sta l p iano at 
D olm abahçe Sarayı w as pu tting  
new interpretation of the latest con- 
. However, the piano stool, which is
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also made of glass, has been constructed by a com
pletely different technique.

P A R T
â THE C O N T R IB U T IO N S  TO THE 

/I • T U R K IS H  G LA SS IN D U ST R Y  O F  
T  • FE T H I A H M E T  PA ŞA , ON E O F THE 

F O R E M O S T  STA TESM EN  O F THE 
TA N Z İM A T P E R IO D  

At a tim e when the O ttom an state was forging 
close relations with western industry. Fethi Ahmet 
Paşa, who had served in several high government 
posts, played an important role in the establish
ment and development of the Turkish glass indus
try.

state  at the coronation  of Q ueen V ictoria . He 
served as a member of the High Court and as min
ister of trade. He married Atiye Sultan, the daugh
ter of Mahmud II in 1840. In 1852 he became min
ister of munitions and müşir (field marshal) of the 
Tophane cannon foundry. He died while serving 
in the latter post for the second time’^

Accounts of Fethi Ahmet Paşa reveal a colour
ful and cu ltu red  p e rso n a lity . He w as w ell 
acquainted with western Europe. Of the numerous 
accounts of Fethi Paşa, the most interesting is that 
of his granddaughter Rey'an Şehsuvaroğlu, who 
throws light on the little known aspects of this 
statesman.

Fethi Paşa had three children by his first wife

12
72 The fireplace in the Kırmızı

Salon at Dolmabahçe Sarayı

Fethi Paşa's family came from the 
region of Samarkand and during the 
reign of Sultan Süleyman the Magni
ficent his ancestors were appointed 
sancak beyi of Rhodes. As a result 
the family name became Rodosizade.
Fethi Paşa (1801-1854) was educated 
at the Fndurun, the palace school, 
and trained in the m odern army established by 
Sultan Mahmud II. He went on to a diplom atic 
career, serving as Ottoman ambassador to Vienna, 
London and Paris, and represented the Ottoman

and the architectural use of ruby

crystal glass.

13 A huge crystal torchiere at

Dolmabahçe Sarayı.

Şemsinur Hanım, one of whom was 
Mahmud Celaleddin Paşa, the hus
band of Cem ile Sultan. His second 
child was Güzide Hanım, the grand
m oth er of R ey 'a n  Ş e h su v a ro ğ lu . 
Rey'an Hamm describes the interest
ing marriage of Fethi Paşa:

"Sultan M ahmud was very fond o f 
my great-grandfather, and one day declared that he 
w ould  lik e  to m ake him  a r e la t iv e  by m arriage. 
Although Fethi Paşa declared that he was already mar
ried, Sultan Mahmud retorted, 7  give you the hand of
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my younger daughter Atiye Sultan by 
imperial decree'... Following this new 
marriage, Fethi Paşa did not return to 
his own home again, but moved into 
the palace o f Atiye Sultan in Bebek. 
Only upon Atiye Sultan's premature 
death did Fethi Paşa return to his own 
home in Kuzguncuk...

"M y g rea t g ra n d fa th er  was a 
broad minded man who devoted much 
effort to industrial developm ent in 
Turkey. As well as establishing a glass 
works, he is known to have developed 
ing works while müşir o f Tophane. He

14 Glassware which emerged as a 
result of new lighting techniques in the 
late 19th century: a. A microscope 
lamp for reading; b. Patented paraffin 
lamp and the first heat resistant glass; 
c. The latest gas lamp of crystal glass, 
with sand-blasted globes, d. Glass 
flower holders; e. Nargiles (water 
pipes); f. Lamps.
15 Fethi Ahmet Paşa, who played a 
prominent role in procuring the glass
ware for Dolmabahçe Sarayı and the 
establishment of the glassworks at 
Beykoz.

14e

the cannon cast- 
arranged for my

grandfather to study astronomy and 
mathematics at Edinburgh Universi
ty. My grandfather graduated with a 
first degree and remained in Britain 
for 11 years, serving for tzvo years as 
director o f  Greenwich O bservatory  
before returning to Turkey."

The following account of Fethi 
Ahmet Pa§a's celebrated wedding 
with Atiye Sultan, the daughter of 
Sultan M ahmud, is taken from a 
book written in 1855:

"The hillside above Dolmabahge zuas chosen as a venue 
for this wedding. On the hillside which embraced the
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Bosphorus like a vast amphitheatre, 
the pavilions o f the grand vezir, the 
§eyhulislam and the ministers were 
erected. Only that o f the minister 
o f trade was m issing, since he 
w as the g room , and so not a 
guest o f  the festiv ities  but the 
host. Behind these were the tents 
o f  the g en era ls , c h ie f ju s tic es , 
councillors, jninistry officials, and 
the five patriarchs... Since the fes
tivities were to last for a week, the 
entire government moved to a camp 
spread over the hillside above Dolmabah
ge... The most astonishing aspect o f the 
affair was that the cabinet o f ministers con
vened amid this commotion and confusion, signing 
agreements, giving audiences, sending letters, and hold
ing meetings with heads o f departments about various 
matters.

During the spectacular wedding celebration, 
gifts arrived borne on camels, mules and carriages. 
The baskets of jewels drew everyone's eyes.

Now let us pass on to another aspect of Fethi 
Ahmet Pa§a's life, desribed by the same writer;

15

"The establishment and organi
sation o f  the quarantine serv ice  
was largely Fethi Pa§a's achieve
m ent. 1 lis ten ed  to the s to ry  
about the d ifficu lties he over
came in forcing the other o ffi
c ia ls  to fa c il ita te  the p ro ject  
from his own lips."^^

Documents record that the 
first museum in Turkey was 

initiated by Fethi Pa§a. Since 
the reign  of Su ltan  Se lim  I 

Yavuz, precious works of art had 
been kept in the palace treasury.

U ntil the reign  of M urad III these 
works were kept in the fortress of Yedi- 

kule and later transferred to Topkapi Sarayi.
In 1846, Fethi Ahm et Pa§a founded the first 

museum in the outer courtyard of Topkapi Sarayi. 
In 1869, this museum was renamed the M iize-i 
Hiimayun (Imperial Museum), and the first muse
um director was an Englishman, one of the teach
ers at Galatasaray Sultani school. Around this time 
in stru ction s w ere sent out to all the O ttom an 
provinces by the minister of education that antiq-

14f
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16 One of the crystal torchieres at

Dolmabahçe Sarayı.

uities in each province should be 
preserved. As a result many antiqui
ties were sent to İstanbul and placed 
in the m useum . Subsequently  the 
museum moved to Çinili Köşk near 
Topkapi Sarayı and under the paint
er and archaeologist Osman Hamdi 
Bey made significant progress.’* A 
medal minted for the Directorate of 
Antiquities and Museums in memory 
of Fethi Paşa, the founder of Turkey's 
first museum, is today in the posses
sion of his great-granddaughter Rey' 
an Şehsuvaroğlu.

From the same source we learn 
that Fethi Paşa was a keen patron of 
the a rts , and arran g ed  for the 
famous painter Hüsnü Yusuf Bey to 
study in Paris, Belgium, Vienna, Berlin and Italy. 
F e th i A h m et P a ş a 's  R o le  in  th e  Im p o rt o f 
G la s s w a r e  fo r  D o lm a b a h ç e  S a r a y ı :  Feth i 
Ahmet Paşa played an active role in arranging for 
the construction and furnishing of Dolm abahçe

17 k  crystal torchiere in the Cam

lı Köşk.

18 Standard lamps with decora

tive coloured glass light fittings

in natura lis tic  designs at the

Camlı Köşk, Dolmabahçe Sarayı.

19 k  two coloured sand-blasted

light fitting in the Camlı Köşk.

Sarayı. The fact that he took such a 
close interest in this undertaking, 
arranging for glassw are, furniture 
and other furnishings to be ordered 
from shops and factories in Europe 
through his associate M. Karapen 
for Dolmabahçe Sarayı while serv
ing as T o p h an e m ü şiri, arou sed  
strong disapproval at the time and 
he becam e know n by the the d is
p arag in g  term  B ez irg ân  Paşa 
(Peddler Paşa)’’.

W hen D olm abahçe Sarayı was 
completed in 1855 it was in effect an 
industrial exhibition displaying all 
the astonishing products of the latest 
technology at the time. Here were 
S ev res v a ses. B accara t c ry sta l, 

Venetian glass, and Bohemian chandeliers, prized 
exhibits at the international fairs of the time. This 
collection established by Fethi Paşa was to moti
vate the establishment of a new glass works a few 
years later.
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T h e P orcela in  and C rystal W orks E stab lish ed  
by F e th i A h m et P aşa in  B e y k o z : One of the
major achievements of Fethi Paşa in terms of the 
developm ent of the Turkish glass industry, was 
the establishment of a porcelain and crystal factory 
on the orders of Sultan Abdiilm ecid in Beykoz, 
which was becoming an industrial region of the 
city.

This factory was to be the 
most influential of all initia
tiv es in th is  se cto r up till 
then. The glassmaking tradi
tion  w hich  exp an d ed  as a 
resu lt of th is v en tu re  w as 
maintained virtually without 
in te rru p tio n , lead in g  to 
to d a y 's  f lo u rish in g  g lass 
in d u stry  in T u rk ey . The 
renowned glassm aker M eh
m et D ede w ho had e s ta b 
lished a glass works during 
the reign  o f Se lim  III had 
trained in Venice. However 
by the tim e D o lm abah çe 
Sarayı was built, the industri
al revolution had throw n a 
shadow over Venetian glass- 
m aking, and at D olm bahçe 
Sarayı we find that most of 
the g lassw are  com es from

elsewhere in Europe. No longer was the famous 
Venetian glass associated with new technology in 
this field^°. Little is known with certainty about the 
factory established in Beykoz, indeed even its site 
is not known exactly. However, Beykoz ware sur
vives in collections today^’.

Although Fethi Ahmet Paşa did not include 
much Venetian glass when 
arranging for the furnishings 
of D o lm abah çe S a ra y ı, he 
made use of Venetian know
how when establishing the 
g lass w ork s. T he m ost 
fam ou s sp ira l tw ist w are 
produced at this factory and 
known in Turkey as çeşmibül- 
bül, used techniques associat
ed w ith  V en ice  for 1000 
years. This was not directly 
duplicated but redesigned in 
new forms at the factory on 
the Bosphorus. It was Fethi 
Ahmet Paşa who introduced 
çeşm ibülbül to the Turkish 
art of glassmaking. It is iron
ic that not a single piece from 
the fa c to ry  that he e s ta b 
lished is in the collections of 
the National Palaces today.

19 Som e incidents concerning
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the glassware made at the factory established by 
Fethi Paşa at Paşabahçe are an interesting illustra
tion of the close identification of this statesman 
with the art of glassmaking It is said that when 
Fethi Ahmet Paşa died at his waterfront mansion 
in Kuzguncuk, the grief-struck Circassian servants 
exclaimed, "Oh, how much our master loved these. He 
has gone and who has the eyes to appre
ciate them now?". They filled  the 
laundry basket with all the çeşmi- 
bülbül ware in the house and threw 
them into the sea.

H ow ever Fethi A hm et P aşa 's 
great-grandaughter Rey'an Hamm 
d eclares that this story  is ap o c
ryphal. Her account is as follows,
"My grandmother was left fatherless at

20 (a,b,c) Standard lamps in the form

of vines with lamps in the form of

bunches of grapes made of coloured

the age o f seven. In those days to protect the rights o f 
fatherless children, everything o f value used to be put 
up for sale. After a good deal had been sold the house
keeper persuaded Şemsinur Hamm that it was a pity to 
sell all these pieces. She stopped the sale and a few  
examples o f the glassware made at my great-grandfa
ther’s factory which remained are now in my posses

sion."
How much truth there may be in 

the above acco u n ts  w e do not 
know , but what in certain is that 
Fethi Ahmet Paşa first built up the 
collection of fam ous glassw are at 
Dolmabahçe Sarayı and then went 
on to establish a glass works, which 
formed the foundations of Turkey's 
modern glass industry.

glass in the Camlı Köşk.

21 (a,b,c) Standard lamps with light

fittings in the form of peacocks made

Of coloured glass in the Camlı Köşk.
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T h e  A r c h itec t  R a im o n d o  D 'A r o n c o  a n d  H is W o rk  
AT THE O t t o m a n  P a l a c e s

Afife Batur'

o

o

he w ell know n a rc h ite c t , R aim on d o 
D'Aronco, came to Turkey at the invita
tion  of S u lta n  A b d ü lh am id  II and 
worked here from 1893 to 1909. During

__  this tim e he designed and built many
m ajor projects, a considerable number of which 
w ere naturally  at the im perial palaces. In this 
paper I will discuss buildings known to have been 
designed by D 'A ronco and now under the aus
pices of the National Palaces, and present a num
ber of documents in Dolmabahçe Sarayı Archives.

An internationally recognised architect of his 
time, academic interest in Raimond D'Aronco was 
awakened in the 1980s. His architectural identity 
and b u ild in g s  w ere exam in ed  in d ep th  and 
numerous studies were published. The process of 
rediscovery began with the International Congress 
of Raim ond D 'A ron co  and his T im e (A tti del 
Congresso Internazionale di Studi su R. D'Aronco 
e il Suo Tempo) organised jointly in 1981 by Udine 
M unicipality and Udine Civic M useum  (Civici 
Musei e Galerie di Storia ed Art). Participation in 
the congress was high and D'Aronco's work was 
exam ined  from  d iv erse asp ects in the papers 
which were subsequently published. These papers 
and a major exhibition organised in 1982 aroused 
intensive interest in D'Aronco within the context 
of architecture and architectural history. His years 
in İstanbul, which were the most productive peri
od of his professional Hfe, deservedly accounted 
for the largest share of this interest.

R
aim ondo Tom m aso D 'A ronco was born in 
Gemona, near the town of Udine, in the Friuli 
region of northeastern  Italy on 31 August 

1857. He followed in the footsteps of his family, 
who had been builders for several generations, 
starting to work at a young age for his father Giro
lamo. For a brief time he attended the Craft School 
at Udine. In 1871, at the age of 14, his father sent 
him to Graz in Austria to work for a stonemason of 
his acquaintance. Here he attended the Baukunst, a 
sch o o l w h ich  tau g h t b u ild in g  tech n iq u es , at 
Johanneum. This school and long years of practical

experience formed the basis D'Aronco's structural 
logic and practical skill. During his Baukunst years 
he was influenced by two of his teachers, one who 
favoured neo-R enaissan ce and the other neo- 
Gothic style. Not only did he learn stylistic rules 
from these teachers, but most important of all, they 
advised him to become an architect. Aware now of 
the need to learn art history and architectural theo
ry, he returned to Italy resolved to becom e an 
architect.

However, due to the opposition of his father, 
who wanted him to take over his own business, he 
was obliged to postpone his plans and do his mili
tary service. W hile posted at Torino, the most 
so p h istica ted  city  of north ern  Ita ly , he m ade 
friends who were later to introduce him to the pro
gressive cultural circles of Europe.

He w ent on to study arch itecture at V enice 
Academy, getting top grades in architectural com
position classes at the end of each year and gradu
ating in 1881 with a diploma which authorised him 
to teach architecture. This period of his life before 
travelling to İstanbul prepared him for a successful 
pro fession al career. A w ards w hich he won in 
design competitions and his promising academic 
career at a series of steadily more prominent insti
tutions brought him to the attention of the Italian 
public.

His first major award was the silver medal in 
the Vittorio Emanuela II Monument Project Contest 
in 1884. Thereafter he won a series of firsts and 
gold medals: at the Venice Fine Arts Exhibition in 
1886; for his design for the façade of the First Tori
no Architectural Exhibition building in 1890; for 
architectural design at Torino Modern Art Exhibi
tion in 1892; and at Palermo National Exhibition in 
1892. W hile p articip atin g  in the A rch itectural 
Triennial Exhibition in Torino, he was invited to 
make designs for the planned Ottoman Agricul
tural and Industrial Products Exhibition. The plan 
was to hold a major exhibition in İstanbul similar 
to the international exhibitions organised in other 
countries, and the organisers wished the building 
to be designed by an eminent architect.
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The Ottoman Empire had first participated in 
the Great Exhibition in London in 1851 and there
after in almost all other international exhibitions, 
and its exhibits of agricultural produce, minerals 
and artifacts and works of art had attracted inter
national attention and won numerous medals. At 
that point the Ottoman Empire was preparing to 
participate in the Chicago International Exposition, 
one of the foremost trade fairs of the period, and 
wished to organise such an exhibition in Istanbul. 
The first National Exhibition held in Istanbul in 
1863 in buildings constructed on the site of the 
ancient hippodrome had aroused widespread inter
est despite its modest scale. At a time when news of 
the nationwide preparations for the Chicago Expo
sition were appearing in the daily press, plans were 
apparently already afoot for an Istanbul exhibition.

D'Aronco was invited to Turkey through the 
mediation of Count Collobiano, Italian ambassador 
to Istanbul, and Count E. di Sambuy of Torino. 
Former director of the Ottoman Public Debt Office, 
Selim Efendi Melhame, who was on close terms 
with the Europeans living in Istanbul and particu
larly with the Italian colony, requested the name of 
an outstanding architect from  Count 
Collobiano. When Selim Melhame be
came M inister of Agriculture, Forests 
and Mines in February 1893, plans for 
the exhibition gathered momentum and 
Count Collobiano was consulted'.

D 'A ronco was form ally invited to 
take part in preparations for the exhibi
tion by the Ottoman government, and 
arrived in Istanbul on 4 August 1894^ A 
Fren ch  a rch ite c t nam ed O ctave 
Courtois-Suffit, and Alexandre Vallau- 
ry, one of the most prominent architects 
in Istanbul at the time and professor of 
arch itectu re at the A cadem y of Fine 
Arts, also designed buildings for the 
ex h ib itio n . D 'A ro n co 's  d esig n  w as 
selected and a contract was signed with 
him at an annual salary of twenty thou
sand francs.

Unfortunately this project was never 
realised. Just as all the preparations for 
laying the foundations were completed, 
the earthquake of 10 July 1894 struck, 
putting an end to Sultan Abdiilhamid's 
d ream s o f an in te rn a tio n a l ex h ib itio n  in the 
Ottoman capital. D'Aronco's designs exhibited at 
the 1896 Architectural Triennial in Torino are lost 
although searches have been made of every possi
ble archive. Only a corner pavilion is known from 
a sketch published in architectural journals of the 
time^ A watercolour of the proposed exhibition 
building found in Dolmabahge Palace archive was 
probably presented to the sultan. Dated 29 August 
1893 and measuring 125 cm x 76 cm this painting

provides a detailed illustration  of the planned 
exhibition building. I presented â paper on this 
p a in tin g  at the In te rn a tio n a l C o n g ress of 
Raim ondo D 'A ronco and his Tim e at U dine in 
1982. This painting is the only known document 
remaining from this major project^ The plans and 
a large plaster model measuring 6 metres in length 
is known to have been exhibited at Dolmabahge 
Sarayi Muayede Salonu on the Sultan's birthday 
on 22 February 1894^

A fter the 10 July earthquake D 'A ronco was 
commisioned by the Ministry of Vakifs (Founda
tions) to participate in repair work to the badly 
damaged historical monuments in the old city. He 
was involved in the restoration of numerous mon
uments.

Documents in Dolmabahge Sarayi archive tell 
us that D'Aronco began to work in the palace in 
late 1894. The first of two documents each dated 
Ju n e 1895 in the sam e re g is te r  re fe rs  to his 
appointm ent, while the second which concerns 
payments made to him, mentions that he has been 
working at the palace for seven to eight months^ 
On this evidence we can assum e that D 'Aronco

Plan and cross sections for Camli Ko;k at Dolmabahge Sarayi.MSA, Doc. No.2/1379.

began to work for the palace in autumn 1894 or at 
the latest early in 1895.

O LM A BA H Q E S A R A Y I/C A M L I K O ^ K  
[As yet we have only discovered documents 
[concerning a few of the projects carried out 
by R aim on d o D 'A ro n co  at D olm abahge 

Sarayi. Those concerning repairs to the Camli K6§k 
comprise a large and detailed file^

The structure known as Camli Ko§k consists of
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(Below) Interior of Camlı Köşk at Dolmabahçe Sarayı. (Above) The iron frame though to have been designed by D'Aronco.

a viewing pavilion linked to Dolmabahçe Sarayı 
Resmi Daire by a long corridor in a northw est 
direction, side areas and an adjoining conservato
ry .The survey report and appendices drawn up by 
D'Aronco for the conservatory, which gave rise to 
this palace pavilion being known as Camlı Köşk 
(Glazed Pavilion) provide information about the

build ing m aterials, structural features and the 
architect's approach to his subject.

The earliest document in this file is a letter in 
D'Aronco's handwriting and bearing his signature 
addressed to Michail Portocal Paşa, Minister of the 
Privy Purse. From this letter we learn that the 
Camh Köşk was virtually in ruins:
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"The principal reason for this is the fact that a foun
tain and pool have been built in the centre o f the conser
vatory. In the course o f excavating the pool, the old 
vault on the ground floor has probably been weakened, 
and the weight o f the water in the pool and the fountain 
has resulted in the collapse o f the vault and deformation 
of the walls supporting it. Due to the movement o f these 
walls, the supports o f the conservatory's iron structure 
have inclined (from the vertical). The outward splaying 
o f the walls is in excess o f  20 centim etres and has 
reached a critical point. Construction o f an additional 
vault on the ground floor and a wall in the space con
nected to the pool will not prevent this deformation. -As 
/ have already said, the iron structure has becom e 
deformed as a result o f movement o f the load-bearing 
walls connected to the foundations. This deformation on 
three sides o f the frame has led to loosening of the bolts 
and joints, resulting in sag which prevents the water 
flowing off the roof. The ostensible repairs by unskilled 
people to the roof has served no purpose but to exacer
bate the damage and impose an unnecessary and large 
load on the roof. This absurd zuork is the reason for the

The wall built below the consevatory to support the weight of the 
pool. It is the wall wich D'Aronco describes as being in the process 
of construction in his letter of 26 October 1897.

recent collapse o f the building. Since they are lacking in 
rational foundation I suggest to his excellency that he 
take no account o f any o f the projects recently submitted 
to him, instead undertaking the followifig work in order 
to strengthen the structure:

"1. Removal o f the fountain, the lanterns, the porce
lain floor tiling, the glass and the fireplace;

"2. Distnantling the iron frame o f the conservatory;
"3. Exposure o f the vault and reinforcement with 

strongly jointed beams, and consolidation by means o f a 
mortar o f Portland cement spread over the vault;

"4. Following repairs, ensuring that the pillars are 
strongly linked together, reassembly o f the original iron 
frame;

"5. Reassembly o f the roof and window-glass,and 
painting o f the iron construction;

"6. Reconstruction o f the pool, and replacement of 
the fountain and floor tiles;

"7. Replacement o f the gutters and installation o f 
central heating;

"8. Repairs to the walls o f the coyiservatory, replace
ment o f the fireplace, repairs to the plastering on the 
outer walls and painting."

From this letter dated 26 October 1897, we learn 
that the ruined state of the Camh Köşk had no con
nection with the earthquake of 1894. D 'Aronco's 
obeservation and diagnosis of the structural condi
tion of the köşk makes technical sense.

Apparently excavation of the pool was carried 
out without due attention to the structural condi
tions; the structure of the vault was not taken into 
account; and approximately 3.5 tons of water plus 
the weight of the fountain were heavier than the 
key section of the vault could bear. It is not sur
prising, therefore, that deformation of the extent 
remarked by D'Aronco took place. What is aston
ishing is the walls constructed within the former 
structure with the object of supporting the pool 
from below. This square supporting wall beneath 
the pool is a strange, prim itive, or as D 'Aronco 
observed, an absurd solution. This wall not only 
changes the load points of the vaulted structure, 
hence disrupting it, but also breaks up the integrity 
of the vaulted space on the lower floor by forming 
a great mass in the centre of this extensive space.

This letter dated 26 October 1897 is followed on
3 November 1897 by a summary of the estimate for 
rep a irs  to the C am h  K öşk , ag ain  w ritten  in 
D 'A ronco's handw riting and bearing his signa
ture. The estim ate lists the type and quantity of 
materials for the repairs and prices. In the same 
file is a sketch, which probably accompanied this 
estimate. The drawing shows the proposed iron 
stretcher system with reinforced load joints on the 
elevation of the Cam h Köşk. This proposal is a 
radical, and in engineering term s appropriate, 
measure to correct the deformation and collapse of 
Camh Köşk.

It may be that D'Aronco's proposals were not 
fully  im plem ented as a result of the death* of 
Michail Portocal Paşa, Minister of the Privy Purse. 
The file contains a translation dated 24 May 1897 
of D 'A ron co 's letter to Portocal Paşa, in other 
words his proposals were known. Although the
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Elevation and plan of the §ale Kasri at Yildiz Sarayi.

stretchers were installed, the load bearing joints 
were not constructed as D 'Aronco proposed (in 
com p lian ce w ith the ru les of iron stru ctu re). 
Furthermore, neither are the stretchers NPI cross- 
se ctio n  0 .25  m etre  b eam s as p ro p osed  by 
D'Aronco, and the supporting walls on the ground 
floor constructed prior to D 'A ronco's report are 
still standing.

Another survey report in the same file dated 6 
July 1898 and bearing the signatures of the black
smith Ohannes, engineer of the Imperial Estates, 
Mehmet Saffet, architect of the Imperial Estates, 
Dikran, and architect of the Im perial Buildings 
N ikolaki, states that a p illar 40 centim etres in 
width has been constructed in the substructure; 
that an arch made of large bricks has been con
structed; and that "there is nothing contrary to scien
tific principles, nor any danger". This report written 
in a somewhat confused and unclear style, attribut
es the deformation in the iron frame to the fact that 
the oak base on which it rests has rotted. But it rec
om m ends that a T-iron 40 centim etres long be 
formed into a curve, and that by making a stretch
er 10 centimetres broad out of sheet iron and join
ing this to the walls with a pin, the masonry infra
structure could be reinforced. Pricing in the report 
is in round figures and the description of the work 
lacks detail.

The difference between D'Aronco's systematic 
and analytical report and the unfocused muddled 
structure of that written by the commission mem
bers is conspicuous.

Certain undated docum ents in the same file 
suggest a later construction date. One document in

The join between the new section built by D'Aronco and the earlier 
wing of §ale Kasn.

French dated 3 May (although-the year is unspeci
fied) gives an inventory of proposed construction 
of roof tru sses. Som eone sig n in g  h im self "D . 
Senace Serrurier de S. M. le Sultan (palace lock
smith)" undertakes the job of making seven roof 
trusses. An undated estimate note signed "Ohan
nes Portakalyan, Hardware Supplier” is for new glaz
ing and planters.

No clue as to the construction date of the pool 
has been found either in the file or other accessible 
documents. However, from a document found in 
the National Palaces Archive, dated 1304 (1886- 
1887) we learn that’ "Dolmabahge Sarayi Camli Kd§k 
required repairs and that the iron roof should be rebuilt 
by the Imperial Shipyard". Another document in the
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N ational Palaces A rchive dated 13 A pril 1311 
(1895), and entitled "repair contract for Camh Köşk" 
sta tes that the iron fram ew ork is s lan tin g  by 
approxim ately 10 centim etres from the vertical 
and that for this reason the roof has collapsed, and 
that new stretchers will be put in place to correct 
the situation and straighten out the bent part. It 
lists the prices and undertakes to "complete the work 
as perfectly  as if  it had newly com e from  Europe". 
Drawn up in the name of blacksmith Ohannes, this 
contract does not m ention the reasons for this 
warping as in a previous document. In my view 
the reason for this deformation as pointed out by 
D'Aronco may well have been the excavation for 
the pool. Until new documents come to light we 
can assume this to be the case, which dates con
struction of the pool to 1886. Probably the failure 
to diagnose the problem correctly was the reason 
why for decades the Cam h Köşk could not be 
properly repaired.

From other documents we see that the Camh

The north entrance to Şale Kasrı in the wing built by Raimondo D'Aronco.

Köşk and its annexes took on the plan and appear
ance they have today through various additions 
and repairs’“.

However it is very doubtful that in its present 
state the Camh Köşk was designed by D'Aronco.

Since the sketch in the file is related to a proposal 
for its repair, these suggested repairs were natural
ly drawn on the elevation, showing the existing 
state of the su bstructure . It is open to d ebate 
whether the drawing of the conservatory is a part 
of th is e le v a tio n  or n ot. It is u n lik e ly  that 
D'Aronco, who proposed using the collapsed iron 
structure after thorough repairs and consolidation, 
should have submitted a new design.

The sketch is in complete accord with the Camh 
Köşk as it is today, except for the roof trusses out
side the central axis. These must have been added 
la ter. N or are the flo o r tile s  m en tio n ed  by 
D'Aronco in place today.

r
IL D IZ  S A R A Y I/Ş A L E  M ost of the 
subsequent work undertaken by Raimondo 
D'Aronco for the imperial palaces was with
in the Yıldız Sarayı complex. These include 
the Şale Köşkü, the m anege, the Istabl-i Am ire 

building and stables, which 
are today under the m an
ag em en t of the N atio n a l 
Palaces.

The palace known as the 
Şale Köşkü is the best pre
served  of the su rv iv in g  
buildings in the Yıldız com
p lex . T he Y ıld ız  Sa ra y ı 
complex which was virtual
ly preserved in its original 
form  until the 1950s, su f
fered substantial losses in 
the course of building the 
new  B arbaros B ou levard  
and later the m ajor urban 
development relating to the 
ap p ro ach  road for the 
Bosphorus Bridge. To-day 
the palace has been divided 
up between various organi
sa tio n s , and has lo st its 
integrity as an imperial site.

The first construction at 
Y ıld ız Park and G ardens, 
w hich  w ere am ong the 
H adaik-i H as-sa  (Im p eria l 
Parks) w as carried out in 
the early 19th century”. The 
fountain in the inner gar
den bu ilt for Selim  III in 
1804-05 is the only surviv
ing piece from this period. 

Construction of köşks, renovation and landscaping 
continued in su bsequent years, but the m ajor 
development of Yıldız dates from the last quarter 
of the 19th century and the early 20th century dur
ing the reign of Abdülhamid II. The existence of
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The gallery and main staircase at Şale Kasrı, Raimondo D'Aronco.

Dolm abahçe and Çırağan palaces on the w ater
front and the fact that these were new, made fur
ther large scale palace construction superfluous, 
although construction of small houses and pavil
ions was encouraged. Under the econom ic and 
political conditions obtaining in the last years of 
the em p ire, this form  of land use w hich h ar
monised well with the hilly topography and the 
vegetation, suited a construction policy w hich 
avoided ostentation, while at the same time being 
easy to finance. As a result a unique palace model 
reminiscent of that at Topkapi Sarayı in layout and 
construction concept term s, but disparate in its 
concept of lifestyle and organisation, emerged. The 
appropriateness of this model for the romantic and 
historicist trend of the late 19th century was a fur
ther factor in addition to the picturesque style 
favoured by tastes at the time.

The buildings in close proximity in the north
ern section of this area have a layout which fol
low s the gradient of the terrain along a north- 
south axis in a sequential series, linear in form and

closely placed. Geom etry and axiality have not 
been taken into consideration in the relationships 
of the buildings with one another. Instead their 
location and in particular additions and connec
tions have been devised spontaneously.

This palace complex, which has not been con
structed according to a master plan but evolved 
over time, is the work of numerous architects of 
different backgrounds and styles. Therefore archi
tectural and construction identification is difficult. 
Şale Kasr-i Hümâyun is a typical example of this 
construction model and illustrates the difficulty of 
identification.

The a ttr ib u tio n  of th is b u ild in g  to Sa rk is  
Balyan, although not based on documentary evi
dence, was until recently assumed by successive 
researchers, or alternatively the question of who 
designed the building was left unresolved. Yet the 
interesting architectural features of the Şale and its 
problematic structure requiring careful analyses 
are thought-provoking.

When I was invited to a meeting of the Udine
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Detail of the decoration in the gallery of the main staircase at Şale 
Kasrı, Raimondo D'Aronco.

m unicipality com m ittee, which had initiated an 
academ ic study of Raimondo D 'Aronco and his 
p eriod  in 1981, I saw  the w ord s "P alazzo  
Ricevimente e Feste" on the list of buildings taken 
from D 'A ronco's own handw ritten notes in the 
Civic Museum archive, I immediately thought of 
Şale Kasrı. Yet there was no design for Palazzo 
R icev im en te in the arch iv e. The fact that the 
National Palaces Archive was closed to researchers 
at that time prevented me from documenting this 
relationship. However at the international con
gress "Studi su R.D’Aronco e il suo tempo" (1981) I 
asserted that the north section of Şale Kasrı was a

D'Aronco design’  ̂ The Victorian style of the cor
ner towers of the north wing was a clue. The tower 
was one of the motifs which D 'Aronco had fre
quently used in his Italian buildings and projects, 
and made use of in stylistic experiments. At the 
"TGNA National Palaces Symposium" held on 15-17 
Novenber 1984 I reasserted the same conviction 
that the north wing of the Şale Köşk was none 
other than the Palazzo Ricevimente e Feste’^

A document serving to confirm this identifica
tion was presented by F. İrez-V. G ezgör at the 
N inth In tern ational C ongress of T urkish  Arts 
about ten years later on 23-27 September 1991. By 
m eans of th ese  d o cu m en ts p u blish ed  by the 
National Palaces in 1992’̂  it was finally established 
that the north wing of the Şale had indisputably 
been designed by D'Aronco.

According to the documents published by îrez- 
Gezgör, the Şale Kasrı had taken its present form in 
four stages: the first wing was built in 1879, the sec
ond wing in 1887-89, a new reception room added 
in 1889, and finally the north wing built in 1898.

There are some difficulties and unclear points 
concerning precise identification of the construc
tion stages and additions for Şale Kasrı. My stud
ies of the BOA and National Palaces archives have 
revealed several documents with relevant dates. 
For example in one docum ent at BOA dated 29 
Teşrin-i evvel 1312 (1896) there is a table listing the 
sums spent on construction of the reception room 
and other details in the Merasim Dairesi, totalling 
344,590 kuruş, which was considered excessive’  ̂A 
docum ent dated 15 March 1896 in the N ational 
Palaces Archive lists various costs and purchases 
of materials under the heading: "Costs o f the annex 
construction for the Merasim Dairesi at Yıldız Şale"^\ 
From this document we find that certain payments 
were made to Faik Paşa, Director of the Imperial 
M ews, who was probably supervising the con
struction work, and that the decoration was car
ried out by Jak  (on a perm anent b asis), İshak 
Baham, Pasalini, Roncati (interior decoration, plas
ter moulding), Angelo (who received the highest 
payment and executed watercolour, matte oils and 
gilding), and the painters Leon and Ibrahim. This 
means that some construction of which we as yet 
know nothing else was going on at the Şale in 
1896. These documents naturally suggest that con
struction of the north wing may have commenced 
in 1896. However the inventory dated 15 March 
1896 suggests not actual construction but decora
tion of a completed building. Until further docu
mentation is found the nature of this work being 
carried out in 1896 will remain a mystery.

The earliest reference by D'Aronco to the north 
annex is dated 25 March 1898. This important doc
ument in his own handwriting and bearing his sig
nature is a le tter and enclosures addressed to 
Selim  Paşa M elham e, chairm an of the Im perial
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C om m ission, for construction of an additional 
pavilion to Şale Köşkü'^. From this document it is 
clear that the window s and doors of the annex 
designed by D'Aronco are exactly the same size

The ceremonial room at Şale Kasrı as seen in an old photograph, as it is today, and details of the 
decoration.

and shape of the original Şale. Undoubtedly this is 
a significant design decision. It may be that the 
w ishes of the sultan and com m ission m em bers 
influenced this decision. D 'A ronco would have

expected the su ltan  to 
approve of the chosen 
sca le . The d ecis io n  to 
m ake the annex corre
spond and in te g ra te  
with the earlier sections 
is a repetition in a sense 
of Sarkis Balyan's deci
sion when constructing 
the seco nd  se ctio n  to 
correspond to the earlier 
section  dated 1879-80. 
T h is acco u n ts  for the 
integral appearance of 
the Şale K asrı, despite 
being built by different 
a rch itects  at d iffe ren t 
times.

A lth o u g h  the Ş a le  
d isp lays clear links of 
proportion and form, at 
the same time it is char
acterised by distinctions 
of style which while not 
o b v io u s at f irs t sig h t 
have been incorporated 
in to  the d esig n  w ith  
subtlety. These distinc
tions of design are evi
d ent in the p lans and 
the interior design, and 
d esp ite  the in teg ra l 
a p p e aran ce  of the 
façad e can even  be 
traced there.

The first section, pre
dating 1879 and one of 
the those adjoining one 
another lineally , is the 
smallest in scale. In the 
entrance hall is a small 
w ooden e llip tic  s ta ir 
case, which is a fascinat
ing baroque object, and 
room s in serted  at the 
corners. In com parison 
to the m odest scale of 
the first section, the sec
ond se ctio n  b u ilt  by 
Sarkis Balyan according 
to the same plan is larg
er in scale as appropri
ate to the royal guests 
intended to stay here. In 
particular the classical

N A T
49

O  N A L P A L A C E S
TBMM KUTUPHANESI



The dining room in the Şale Kasrı.

style staircase on the entrance axis, the large din
ing room opposite the hall, the reception room 
with its semi-hexagonal bay forming a connecting 
motif to this section, and the additional reception 
room extending into the garden behind have been 
designed on a scale and with a care suited to a cer
emonial pavilion.

The north wing designed by D'Aronco, mean
while, represents the largest scale of this gradually 
growing series. D 'Aronco has used the previous 
plan, increasing it by approximately 1:1.6 as the 
en tran ce hall, s ta ircase  and su bsid iary  areas, 
adding an immense and splended ceremonial hall. 
In this way the annex built by D 'A ronco has a 
façade equal in length to both of the previous 
parts, and a floor area approximately 50 % larger. 
These dimensions mean that the north wing trans
formed this building from a köşk into a palace in 
scale, a palazzo in the true sense. Like the other 
sections, the north wing has a clear legible plan. 
This is a linear plan consisting of a central corridor 
lined by small rooms and salons.

The entrance axis underscored in the façade

and expanded by hall and staircases in all three 
sections ensures that the linear plan creates a ryth
mic composition of mass within time.

It is possible to read the north wing as an inter
pretation of the second section designed by Sarkis 
Balyan. Apart from the use of the same plan on a 
larger scale, the octagonal plan of the turrets is like 
a replica of the semi-hexagonal bay motif used in 
Sarkis Balyan's plan. Şale Kasrı is a typical example 
of D'Aronco's conscientious approach to designers 
prior to himself.

A similar approach can be observed in the com
position of the façades. In all three sections the 
spaces containing the entrance halls and staircases 
are indicated by a barrel roof composition giving a 
triangular façade. There are certain motifs which 
provide continuity and integrity in this composi
tion: the fact that each of the upper parts of the tri
angular façades is surmounted by a tiny pediment 
and lozenge work grille; the frame formed by the 
horizontal and vertical use of wooden elements in 
the form of fluted pilasters; and the fact that the 
division of the façade's seven windows into a two-
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An oil painting signed by Şefik depicting Şale Kasrı dining room.

plus-three-plus-two pattern despite the different' 
scale of the section. Of course there are discrepan
cies also: the fact that the d ecorative w ooden 
colonettes at the edges of the windows in the first 
section, and that the narrow interm ediary w in
dows are not repeated in the other sections; and 
that the decorative wooden facing m otifs of the 
façade are different from one another.

This combination of continuity and discrepancy 
is maintained without any difficulty as far as the 
large ceremonial salon in the north wing. At this 
point precisely, there is a sudden discontinuity 
deriving from the change of dimension within the 
north wing. At the point where the Sırmalı Salon 
number two adjoins the main ceremonial salon the 
eaves join as if they are piercing the window. After 
this feature, which is unresolved in architectural 
terms, a higher course of windows begins at the 
ceremonial salon of 23:3.5. Apart from this change 
in ratio and scale the form of the frames, windows 
and other elem ents of continuity are preserved. 
This time the ornamentation below the eaves has 
been painted in monochrome (green) and takes the

form of medallions in square cartouches.
Şale Kasrı consists of a raised basement, two 

main floors and an attic floor. As to be expected, 
the basement houses service areas. Surviving data 
concerning the function and use of the ground 
floor areas appears to be deficient in terms of the 
functions we would expect to be served at the 
period. In addition to rooms for personnel, there 
are several areas serving official functions, such as 
an am bassadors' room , a reception room with 
piano, a guest room, and protocol room.

Şale Kasrı is renowned for certain rooms, fore
most among which is the large ceremonial salon 
measuring approximately 15 m x 30 m. This room 
is a magnificent space illuminated by high win
dows in two façades, and embellished with highly 
ornate decoration in diverse techniques. The impact 
of the large area which is given depth by the octag
onal bays in the corners, is further reinforced by the 
high broad peer mirrors on the opposite wall.

The decoration of this room varies substantially 
in style from that of other rooms in the Köşk. Here 
we find a predominately classic style, with a series
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Details of the ceiling decoration at Şale Kasrı.

of geom etric panels consisting  of m irrors and 
paintings on the wall, corniches with garlands, 
while the ceiling is covered with cartouches of 
octagonal shape and small squares. But above all it 
is the naturalistic bouquets of flow ers and gar
lands freely arranged on the large wall panels 
which give the most fundam ental impact to the 
decoration. The colours of these large festoons of 
flow ers lighten and invigorate the form al and 
ostentatious style of the gilded ceiling.

S p e c ifica tio n s  d raw n up by R aim on d o 
D 'A ronco for the d ecoration  of the first floor 
which contains this salon is in the National Palaces 
Archives’*. From this document we learn that 1:50 
scale designs were drawn for the decoration and 
approved by the sultan. From articles 7 and 9 of the 
specifications we learn that the decoration of the 
dining room  in the section designed by Sarkis 
Balyan was restored, and that it was planned to 
decorate the reception rooms indicated as a, b, c, d, 
e, f, and g with intricate decoration. Five of these

seven richly decorated rooms on the first floor are 
those num bered 2, 3, 4, 7 and 8 in the section 
designed by D'Aronco. Identifying the two remain
ing rooms with any precision is difficult. The fact 
that the hall containing the staircase is not specifi
cally mentioned suggests that two of these letters 
refer to this space.

The discovery that the decoration of the dining 
room was restored is of particular interest, because 
this room has a decor typical of oriental tastes. The 
doors and cupboard doors inlaid with mother-of- 
pearl were brought here from Çırağan Sarayı. The 
d ecoration  of the room  is in sp ired  by that of 
Çırağan and Beylerbeyi Palaces, and a concept has 
been chosen in which abstract geometric designs 
richly coloured in red, green, gilt and blue give the 
impression of an oriental palace. What is surpris
ing is that this concept should have been applied 
not by Sark is  B aly an , but by D 'A ro n co . 
Nonetheless some motifs may have survived from 
the Sarkis period. For instance, the frieze around

52
N A T I O N A L P A L A C E S

TBMM KUTUPHANESI



the ceiling, the walls lined by engaged columns, 
and the forms of the columns and their capitals are 
all strongly reminiscent of Sarkis Balyan's design.

It is interesting to see that each of the salons is 
decorated in a d istinctive design. For instance 
while the Sırmalı Salon (room number 2) is deco
rated with classical and geometrical designs, the 
study (room number 3) has distinctively rococo 
style decoration. N onetheless, there are m otifs 
which link the different styles of the rooms: these 
are similar designs to those of the multicoloured 
naturalistic floral designs in the ceremonial room 
and the undulating ribbon m otif. The technical 
ch aracteristics and d etails of the Şale provide 
extremely valuable evidence about the period.

The d ecoration  tech niqu es are clearly  laid 
down in the list of specifications. In particular, the 
stipulations for the relief decoration are interest
ing. Gilding on the relief designs of the plaster- 
work is to be executed with fine Zeque gold and to 
cover one tenth of the total surface.

From  docum ents in the file at the N ational 
Palaces Archive we discover that the decoration of 
this last section of the Şale was carried out by an 
Italian, G iuseppe Roncati. The signed contract 
dated 24 A pril com prises alm ost precisely  the 
same stipulations as laid down in the signed speci
fications draw n up by D 'A ronco and dated 20 
April. The contract is for the ceiling decoration and 
gives a great deal of detail” . The specifications 
drawn up for D'Aronco for the decoration of inte
rior and dividing walls is dated 17 June, and the 
letter of commitment adressed to S. E. Selim Paşa 
by G. Roncati is dated 20 June“. From this letter we 
learn that it was planned to decorate the panels of 
the vestibule with imitation stucco marble instead 
of paintings. D'Aronco states that the main stair
case and galleries, main entrance hall antechamber 
and reception rooms will be richly decorated. The 
varying prices from 110 kuruş to 10 kuruş per 
square metre give a clue as to the density of the 
decoration in different areas^*.

The signed list of m aterials dated 26 M arch 
1898 does not only provide information about the 
types of m eterial but also about the techniques 
used“. To summarise, they indicate a building on 
rubble foundations overtopped by solid brick 
w alls with 0.30 mm NPI iron beam  floors (the 
beams in the staircase gallery are 0.20 NPI). The 
beams are linked to 0.120 mm/10 mm iron plates. 
A nchorage of the tie-beam s and linking of the 
walls again used iron plates; while the roof cover
ing consists of wooden beam s of various sizes, 
averaging 0.45 m x 0.14 m x 15.00 m (kiriş). Italian 
marble has been used for architectural elements 
such as columns, plinths and capitals in many of 
the room s, in clu d in g  the m ain sta irca se  and 
entrance halls.

A ccording to another estim ate prepared by

D'Aronco, in clearing the construction site 600 trees 
had been placed in wooden crates made in situ and 
carried away^\ The stables and gate, garden wall, 
saddlery and köşks as far as the wall within the 
garden were demolished. So far we have not been 
able to discover exactly what these buildings were.

The lighting system for the Şale was undertak
en by the İstanbu l agency  of S iem ens H alske 
Company. The estimate and letter of commitment 
signed by M. Reiser of this agency are dated 3 
August 1898. These state that the light fittings will 
be extrem ely ornate, and well gilded to a high 
quality and durability and that the work will be 
completed by the end of August. Among the list of 
light fittings and lamps to be installed are a large 
number of "torcheres Beicos bronze" (Beykoz bronze 
lamps) or "lustre grand Beicos" (large Beykoz chan
d e lie rs ) and " su spen sion  F an al de B ey lerbey "  
(Beylerbeyi chandeliers) and similar items. These 
are almost certainly items to be supplied by the 
imperial factory at Beykoz since no price is listed 
against them. The letter^  ̂ ends with the signature 
of 'Le President Selim Melhame', to the effect that the 
estimate has been accepted.

The Şale's heating system and stoves were pro
vided by the Rörstrands Aktiebolag firm and the 
te lep h o n e sy stem  in sta lle d  by the K .U .K . 
Telegrafen Detachement company^\

X S T A B L -I Â M İR E -İ FE R H A N  Istabl-i 
Âmire-i Ferhan, (Ferhan Imperial Mews) 
also known as Ferhan Tavlası, is a build
ing in the northeast of the Yıldız Sarayı 

complex now standing between Orhaniye Barracks 
and Yıldız Park. It is a long rectangular masonry 
b u ild in g  m easu rin g  15 m x 110 m in a 
northw est/southeast direction. In the centre at 
either end are areas for use by grooms and train
ers, and between them stabling. The long narrow 
building has a symmetric plan and mass. The sta
bles are single storied and the other sections two 
storied. The central section and those on either 
side are three storied including the attic.

The two sections at the extremities linked by 
octagonal towers balance the protracted mass of 
the stables, and while the neo- Gothic style of the 
façade is an eye-catching touch which saves the 
building from m ediocrity. The ogival form and 
lobed medallions of the upper floor windows, the 
balcony, no longer existant today, which had a 
wooden structure and latticed parapets, and the 
yellow on black decoration of the roof within the 
tow er are all in d icatio ns of the sam e sty listic  
detail.

The two storey central section between the sta
bles on the symmetric axis of the building is prob
ably the design of D'Aronco in my view, and in 
fact the result of a restoration and renovation pro
ject. It is known that there was another building of
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Istabl-i Amire-i Ferhan (the imperial mews) in an old undated photograph, Istanbul University Library Yildiz Albums.

the sam e size on the site and that this original 
building had a very different concept to that seen 
today^^ N evertheless as far as can be seen from 
archive photographs, this early building which 
also had two stories, was a neo-Gothic structure 
with a wooden outside staircase, landings, a lat
ticed parapet, and a broad eaved roof covering the 
whole.

For a reaso n  as yet u n k n o w n , R aim on d o 
D'Aronco must have designed the central section 
standing today, perhaps after being damaged by 
fire. However, as yet no document proving it to be 
D'Aronco's design has as yet been found. On the 
list of buildings in Udine Civic Museum Archive, 
under the heading "Stables and Manege" there is 
only a sketch for a manege'^ There is no sketch for 
stables, but it is certain that D 'Aronco designed 
stables for Yildiz Sarayi, and this building corre
sponds so exactly to D'Aronco's unique architec
tural language that in my view there can be no 
doubt that it is his design. N evertheless, until 
som e docum entary evidence com es to light in 
Turkey's archives, this attribution can go no fur
ther than a stylistic hypothesis.

The structure has a nearly square plan of 11.50 
m X 12 m. W ith a stone-flagged  ground floor, 
entrances in both fagades and access to the stables 
to allow the horses to come in and out. The main

entrance in the southwest fagade in the form of a 
horseshoe arch, forms a porch extending over the 
ground floor. The porch roof and the room above 
it project from the centre in a D'Aronchian compo
sition: at each corner of the protruding section is a 
gently  tap ering  p ilaster and as in the case of 
weight towers, these pilasters surmount the eaves. 
These tower-like protrusions above the level of the 
ro o f are a m o tif w hich  fig u res in m any of 
D 'A ro n co 's  d esigns, p rim arily  the §eyh Z afir 
Kiilliye in Be§ikta§, and in many of the pavilions at 
Torino's International Exhibition of Decorative 
A rts. This arch itectu ra l m otif insp ired  by the 
Viennese school bears decorative m otifs in the 
form of circular and stylised floral designs under 
the influence and inspiration of the same school. 
Another D'Aronco motif is the wooden buttress 
located right in the centre of the eaves in line with 
the ridge. This motif is a decorative fantasy used 
frequently by D'Aronco although it serves no con
structive function and may be regarded as a trade 
mark or logo of D'Aronco. The square relief on the 
buttress or the triple window composition of the 
salon are further examples of such distinguishing 
marks.

Apart from the Jugendstil decoration on the 
door and windows on the upper floor room, there 
are no significant clues within the building remi-
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The south fagade of the central wing (thought to have been designed by D'Aronco) of the imperial stables prior to restoration. (Below) The plans of 
the ground and first floors of the central wing and drawings of the windows and doors by Sevim Silay, an architect at Istanbul Technical University.
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The south fagade of the imperial stables (drawn by Sevim Silay of iTlj). (Opposite page) The same fagade pror to restoration.

niscent of either D 'A ronco or art nouveau. This
su g g ests that the re s to ra tio n  m ay have been 
restricted to the southwest section. The fact that 
the staircase, which was outside in the original 
building, is placed to the side and with a minor 
entrance in D'Aronco'a design, reinforces the like
lihood that this restoration project was limited.

M
a n e g e  The manege in the northern 
section opposite Orhaniye Barracks but 
w ith in  the p alace  w alls  m ust have 
belonged  to the im p eria l m ew s. This 

building is another of D'Aronco's projects at Yildiz. 
The manege is included with the stables on the list 
of D'Aronco's buildings, and its plan and cross-sec
tions are given at Udine Civic Museum. The rectan
gular plan measures approximately 15 m x 13 m.

The dimensions of the existing manege corre
spond to those of D'Aronco's plans. A second simi
larity between the completed building and the plan 
is the form of the roof trusses. The manege has an 
extremely unusual suspended roof truss and this

system  in D 'A ronco 's study is clearly evident, 
although the details may not be apparent. The 15 
m span is reinforced with 45 degree beams sup
ported from before and behind with double struts.

The m ost im p o rtan t d iffe re n ce  b etw een  
D'Aronco's design and the existing manege is in 
the number of trusses or axes. At present there are 
six trusses apart from  the 45 degree fram es at 
either end. The number of trusses exeeds that of 
the plan while the existing structure of the roof 
light is not in the project at all. The second differ
ence is that the siting plan of D'Aronco's study is 
very different from that of the building as it stands 
today. In view of the irregularity of the site of 
Yildiz Sarayi, this difference may be insignificant. 
On the contrary, D'Aronco's study may be consid
ered as a document relating to the planning of this 
area at the turn of the century.

In my view the real difference lies in the fact 
that the existing stone wall does not appear at all in 
D'Aronco's study, or that it is only in the section 
reserv ed  for the g roo m s, and that D 'A ro n co
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The manege at the imperial stables. Detail of the roof trusses. Plan and cross sections of the manege building at Istabl-i Amire-i 
Ferhan, Udine Civic Museum archive.

designed a lighter construction. The windows are 
high, plain, and modern in form in the plan, where
as in the building we see today there is a stone wall 
with courses of brick and the windows are arched.

H aving exam ined the relations betw een the 
p ro ject and the b u ild in g , it m ay be said  that 
D'Aronco's plan was used for the manege, but that 
certain changes were made in the course of con
struction, that probably it was decided to make 
use of an existing wall, and that D'Aronco's main 
contribution can be seen in the design of the roof 
trusses. The unique constructive aesthetic of the 
roof trusses recalls D'Aronco's designs.

This paper which examines the contribution of 
D'Aronco to certain buildings under the manage
ment of the National Palaces today is of course far 
from being the last word on the subject. There is 
far more that could be said about D'Aronco's con
tribution, but no mention has been made of the 
build ings and designs w hich lack reliable ev i
dence. The object has been to bring to light this 
contribution through careful and accurate evalua
tion of available data and documents, and thereby 
to increase our know ledge of N ational Palace 
buildings as well as D 'Aronco's work in Istanbul 
and at the Ottoman palaces.

N O T E S
1 Detailed and extensive information about the prepa
rations for this exhibition is available in both Turkish 
and foreign sources, which are too many to be listed 
here. An article on this subject is soon to be published in 
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2  Moniteur Oriental, 5 August 1893.
3 Der Architect, 1897, p. 30, tab. 58 ve Academy Architec
ture, 1898/1, fig. 144, Architettura Pratica, fasc. X, p. 35.
4  AFIFE BATUR, "Les Oeuvres de Raimondo D'Aronco 
a Istanbul", Atti del Congresso Internazionale di Studi su 
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VARNIER, Raimondo D'Aronco, Padova, 1983, p. 109.
6 National Palaces Archive (MSA) register number 4670 
refers to the employment of architect D'Aronco by the 
imperial Privy Purse at a salary of 20 lira. MSA, register 
number 4670 also refers to the fact that D'Aronco had 
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certain paintings for buildings for the past seven or 
eight months, that he had proved his worth in such mat
ters and was being paid 15 lira for the costs of carriage 
hire and other expenses, 2 Muharrem 1313 H (June
1311).
7  National Palaces Archive, file with reference number, 
2/1379 .
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Pa§a, Minister of the Privy Purse, see: Y. (^ARK, Tiirk 
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9  National Palaces Archive, document No : 1611.
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rie di Storia e Arte.
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CAMLI Kd^K/Dolmabah9 e Sarayi Archive/Doc. 2/1379 and surveys concerning repairs 
to be carried out at Doimabah9 e and other palaces 1314 H.
D’Aronco’s raport, sketch and designs for Camli K6§k.
“Your Excellency, . . . -r,. • x
“The Camli Kd§k within the Imperial Palace of Dolmabahge is almost in ruins. The primary reason for this is the construc
tion of a fountain and pool in the centre of the conservatory. Probably the excavation of the pool weakened the old vault 
on the ground floor and the weight of the pool water and the fountain led to the collapse of the vault and deformation of 
the walls on which it rests. As these walls warped, they removed the support for the iron structure of the conservatory. 
The fact that these walls have each splayed outwards poses a serious risk and the splay is over 20 cm. Construction of an 
additional vault on the ground floor and a wall in the area connected with the pool is not the solution to this deformation. 
The iron frame which has been constructed according to very sound designs and which will be usable after careful repairs 
has been displaced by the movement of the foundation of the supporting walls. This warping on three sides of the rec
tangle has resulted in a loosening of the bolts and joints of the frame, and led to sagging in the roof so that without the 
necessary incline the water cannot drain away. The ostensible repairs to the roof by people with no knowledge of the sub
ject has done nothing but to aggravate the damage and to put an unnecessary and substantial strain on the roof This ab
surd work is the reason for the latest collapse of the building. Since none of the projects submitted to his excellency re
cently are based on rational analyses I suggest that they are ignored and the following undertaken to reinforce the struc
ture instead:
“1. Removal of the fountain, the lanterns, the porcelain floor tiling, the glass and the fireplace;
“2. Dismantling the iron frame of the conservatory; ^
“3. Exposure of the vault and reinforcement with strongly jointed beams, and consolidation by means of a mortar of Port
land cement spread over the vault; ,  ̂  ̂ ^
“4. Following repairs, ensuring that the pillars are strongly linked together, reassembly of the original iron frame;
“5. Reassembly of the roof and window-glass,and painting of the iron construction;
“6. Reconstruction of the pool, and replacement of the fountain and floor tiles;
“7. Replacement of the gutters and installation of central heating;
“8. Repairs to the walls of the conservatory, replacement of the fireplace, repairs to the plastering on the outer walls and 
painting.
“Your Excellency’s Most Faithful Servant. R. D ’Aronco 
“Constantinople 26 October 1897 
“His Excellency
“Michail Portocal Pa§a, Minister of the Privy Purse”

Summary of the explenatory survey and estimate for repairs to Camli Kd^k in the 
grounrs of the imperial Palace at Dolmabah9 e, inv. No. 2/1379
I. Removal of the fountain, the light fitting, the porcelain floor tiles and the fireplace, 

and carriage to a place in proximity to the site
II. Opening of the vault, and removal of the material from the demolition
III. Construction of a clamp with 0.025 m bolts and 12 mm tie-beams 69 m long and 

0.25 m high to reinforce the vaults and the ruined walls; embedding the tie-beams 
in the wall with English Portland cement; the beams, metal sheets and bolts to be 
priced by weight

500 kr§ 
750 kr§

3320 kg X 2 kr§ 6640 kr§
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IV. Rendering with English Portland cement over the existing vault and the 
construction of gutters to drain away the water.
Filling the vaults with small stones up to the level of the concrete 
Relaying the porcelain floor tiles with hydraulic lime over concrete 
Reconstruction of the pool and reinstallation of the fountain.

VIII. Replacement of the gutters.
IX. Repairs to the masonry walls of the conservatory and replacement of the fireplace 

Rendering and painting of the outer wall (with hydraulic lime and sand).. 140 m2 x 8 
Dismantling the iron frame, its repair, reinstallation of the entire frame, the 
introduction of additional stretchers lengthways in the iron frame, one for each two 
pillars connecting the two sides at the foundation level (embedded in the 
concrete flooring).
Replacement of the double glazed roof lights of the conservatory with putty

XIII. At least three coats of oil paint for the entire iron frame and bolts
XIV. Labour costs of putting up and dismantling the scaffolding 

Total
Timber to be provided by the Privy Purse for the scaffolding:

Cross-beams 50 pieces 
Pine poles 30 pieces 
Boards 50 pieces

V.
VI.
VII.

X
XI.

XII.

Constantinople 3 November 1897, R. D ’A.

DOCUM ENTS 11-1379
“Details of the construction work to 
be carried out for the conservatory 
at Dolmabahge Sarayi.
“1. Dismantling the iron frame 
“2. Construction of seven roof trus
ses 10 m in length; the height of the 
ridge pole will be 0.5 m. There will 
be three struts on each slope of the 
frame and one for the ridge pole 
“3. Reassembly of the frame 
two coats of paint 
Total cost 150 lira 
To be completed in 70 days 
Payment to be as follows:

50 lira during structural repairs 
50 lira when replaced 
50 lira on completion 

"Dated 3 May and signed by D. Senace, 
with the title Locksmith to His Majesty the Sultan".

160 m2 X 20 kr§ 3200 kr§ 
6 0 m 3 x 3 0 k r§  1800 kr§ 
130 m2 X 20 kr§ 2600 kr§ 
1500 kr§
1000 kr§
2000 kr§
1120 kr§

143m 2 x 200kr§ 28.600 kr§ 
146 m2 X 25 kr§ 3.650 kr§ 
425 m 2 x 5 k r §  2.125 kr§ 
1000 kr§
56485 kr§
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DOCUM ENTS 11-1379
During the in situ survey of the Camli Kd^k at the Impe
rial Waterfront Palace of Dolmabahge which we carried 
out, we determined that the surrounding walls of the 
masonry buildings below the aforementioned Imperial 
Kasir of 1 m 20 cm in width. An arch has been built be
low the brick pool 40 cm from the main walls with four 
stone walls on either side, which is in no way contrary 
to the science of engineering nor does it pose any dan
ger. Where the iron frame is concerned an oak floor has 
been installed between the main iron section and the 
masonry section below it and iron girders bolted over 
it; however, the said timber has completely rotted cau
sing general damage. The ironwork above has inclined 
five cm from the vertical in a direction of the divan, 
three cm in the direction of Be§ikta§ and eight cm in the 
direction of the main road, while the corners are verti
cal. The roof has sagged and its durability is in doubt 
not to mention the possibility of its being dangerous in 
future. Reinforcement of the Camli Kofk involves the 
temporary removal of the upper floor iron frame both 
within and without and the dismantling of the rotten 
wooden floor, installing 12 cm tie-beams both within 
and without in two rows, fixing them to the existing gir
ders by means of bolts and brackets and by welding 
them firmly with 30 kiyye (1284 g) cylindrical girders 
one vertically and two horizontically and fixing them 
with nuts and bolts. The iron section shall be fixed with
pins to the aperture in the masonry with longitudinal stretchers covered with 16 mm iron plates 10 cm in width while the 
other ends are supported by struts and transverse 10 cm tee-irons curved and fixed in five places. By reinforcing the 
stretchers fixed to the curved bar and removing unnecessary iron parts, the renewal of the glazing and removal of the 
porcelain tiling followed by rendering and complete painting inside and out with oil paint can be carried out. This renovati
on is urgent. The cost is estimated at 4000 kuru§ for the scaffolding, 3000 kuru§ for the iron tie-beams, 3000 kuru§ for 
the stretchers and curved members and reinforcement for the roof, 10,000 kuru§ for the glass and oilpaint, 3000 kuru§ 
for the floor tiles, and 2000 kuru§ for repairs to the squared beams making a total of 25,000 kuru§. In addition, the plas- 
terwork moulding which has collapsed in the sofa (hallway) and on the ceiling and walls of the masonry ko§k, and the or
namentation and gilding also urgently require repairs at a cost of 15,000 kuru§, making a total of 40,000 kuru§. We await 
your command. 6 July 1314 (Julian calender)
Blacksmith Ohannes Engineer to the Imperial Estates Arch, to the Imperial Estates Arch, of the Imperial Buildings

Mehmet Saffet Dikran Nikolaki

MSA, DOCUM ENTS 1/165 letter
“Letter: To Selim Pa§a, President of the Imperial Commission for the new 
pavilion to be built at Yildiz 
“Your Excellency,
“Yesterday I submitted a list of the windows and doors on the ground and first 
floor Some of the doors and windows of the basement and the first floor are 
missing. It is necessary that His Majesty the Sultan agree to the sizes of these. 
“The necessary timber may be estimated approximately by the director of the 
repair shop. I can only check them when all the plans are complete. 
“Constantinople2 5 March 1898, R. D ’Aronco.”
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DOCUM ENTS 1-165
“List of ttie doors and windows for the new building: 
Ground floor (with a small sketch of a window)
72 windows external width 1.10 m, rectangular, 

identical to those of the existing §ale 
2  outer doors 1.50 m in width, the same height as 
those in the existing §ale
24 inner doors 1.40 m in width, height and decoration 

etc the same as those in the existing §ale 
24 doors 1.20 m, in apartments less richly 

decorated than the previous ones 
First floor: (with a small sketch of a shuttered 

window)
51 windows external width 1.10 m, the upper section 

rounded, like those on the first floor of 
the existing §ale 

“Const. 25 March 1898, R. D ’Aronco

“Additional estimate for wall construction
I. Rubble wall for foundations, sand and slaked lime mortar

m 3:307,00 x 80,00 kr 24.560 kr
II. Solid brick wall; sand and slaked lime mortar

m 3:563,00 x  150,00 kr 84.450 kr

DOCUM ENTS 1-165
“Expenses not included in the earlier estimate
I. Clearing and levelling of soil; rocks and cascade up 

to level of basement, including carriage:
4882 m2

II. Removal of trees and their carriage in timber crates 
to be made on site
600 pieces

III. Excavation of foundations, shoring up, carrying soil 
and levelling
1216 m3

IV. Demolition of the stable and gate, the garden wall, 
the saddle room and ko§ks as far as the wall inside 
the garden to be landscaped
925 m2

V. Construction of a wire fence with wooden poles 
around the construction site
286 m
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DOCUM ENTS 1-165
“Decoration specifications drawn up by Raimondo D ’Aronco:
“1. The ceiling decoration for the first floor will be carried out according to 1:50 scale designs approved by His Majesty 

the Sultan. This decoration will be executed on panels covered with canvas which have been installed on the ceiling.
“2. Decoration includes relief, painting and gilding as specified in the detailed plans prepared by the architect.
“3. Fibrous plasterwork will be used for the relief decoration.
“4. Painting of the background and designs shall be incausto, opaque, in three coats and of the shade described.
“5. Gilding will be executed with first quality Zeque gold; German or other golds will not be used. A sample of this gold 

shall be kept by the Imperial Commission.
“6. Gilding will cover approximately one tenth of the total ceiling surface.
“7. The measurement of the ceilings for the dining room and rooms a, b, c, d, e, f, and g will be measured horizontally, 

adding a third again for the cornices and other decorative elements.
‘‘8. The frieze in the dining room will not be included in the account for the ceiling but calculated separately.
“9. The decoration of the corridors and secondary spaces on the ground floor will be plain. That of the other areas will 

be similar to a,b,c,d,e,f,and g on the first floor.
"10. All the ceilings on the ground floor will be measured horizontally; gilding will only cover one twenty-fifth 

of the surface
“11. The contractor undertakes to complete the plaster moulding whether in part or whole within two and a half months 

of the contract being signed and going into effect; and to complete the painting and gilding within a month.
“12. The contractor will pay a fine of 10 liras per day in the event of the specified time being exceeded.
“13. In the event that the work is not done properly and the director considers that the architect and contractor are 

unable to meet the terms of the contract he will inform the Imperial Commission accordingly and the commission 
shall have the right to hire as many workers and artisans as required, paying them from the sum owing to the 
contractor.

“14. Payments shall be made by the Ministry of the Privy Purse on the instructions of the Imperial Commission in three 
equal parts.

“The first third shall be paid after two and a half months, when all the plaster moulding decoration is completed, the se
cond third when the job is entirely completed, and the third after the job has been approved by the architectural director
and the Imperial Commission. Payment shall not be delayed later than one month after the undertaking.
“Const. 20 April 1898, R. D ’Aronco”
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DOCUM ENTS 1-36
"CONTRACT

lof construction of the new p m n  at Yildii and M. Guiseppe W  an ItalianSfi f'1 r x “
b u m g  at yZ z  (according lo 1:10 scale designs approved by His Majesty the Su^an and tor the ground 
Uoor (as laid down In article 9 of the specifications for the tender) at a cost of 50,000 francs^

“Clause 2  Decoration of the first ffoor ceilings is to be reduced in the bays as instructed by His Ma/esty the Sultan and 
Clause 2. pale tones. (This clause Is not in the other copy, which is why there

••Clause 3 M  thTwoTundertaken by M. G. Roncati shall comply completely with the designs of M. D ’Aronco
architectural director of the project and using the materials specified in clauses 2,3,4,and 5 of the tender
specifications.

"Clause 4. All work shall be completed by 31 August this year. norinH
"Clause 5 M  Roncati shall pay a fine of 20 lira for each day exceeding the specified period.
‘S s e  6. In the event that the job does not proceed as expected and the architectural director considers that the

contractor cannot fulfill the undertaking as required, he will notify the Imperial Commission accordingly and 
independently of the previous clause but one the commission shall have the right to hire the required 
workers and artisans, paying their wages from the money owing to the contractor.

T l2ii<iP 7 The Imoerial Commission undertakes to pay the sum of 50,000 francs to M.G. Roncati in five equal 
Clause 7. n ts on the following dates: 10.000 on 31 May; 10.000 on 30 June: 10.000 on 31 July: 10.000 on 31

Auaust- and 10 000 on 30 September. These payments will be made if the work goes ahead on schedu e or 
if the cost of materials exceeds the amount owing. The final payment scheduled for 30 September M l  only 
be paid when the architectural director notifies that the work has been completed in a satisfactory ffh io n . 

‘Tiaii<ip 8 The contractor shall be provided by the commission with the necessary scaffolding for painting and gilding 
the ceilings and installing decoration. This scaffolding shall be ready by June at the latest.

"Clause 9 The commission will also provide adequate premises which M. Roncati can use as a laboratory and studio 
during the first two and a half months of the work 

Two original copies have been drawn up, read and signed.
“Constantinople, le 24 Avril 1898
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10
DOCUM ENTS 1-36 . Letter
"Letter to His Excellency Selim Pa§a, 
President of the Imperial Commission,
concerning the new pavilion to be built 
at Yildiz
"Your Excellency,
7  have examined the plans and esti
mates for decoration of internal walls 
and dividing walls of the new pavilion 
at Yildiz, and agree to the price and ti
me schedule proposed by the Imperial 
Commission. Consequently, 1-1 under
take to carry out all the decoration of 
the interior walls and dividing walls ac
cording to the designs and estimates 
which I have agreed to and signed, and 
to carry out the artificial marble stucco 
in place of painting on the vestibule 
panels at a price of approximately 50  
kuru§ per square metre on average. 2- 
I undertake to complete all this work 
by 10 September of this year and ag
ree to pay a fine of 10 liras per day in 
the event of any delays due to my own 
negligence.
“20 June 1898, Guiseppe Roncati"

1 1
DOCUM ENTS 1-165
“Estimate for the stucco, plaster moulding painting, gilding and interior decoration of the ground floor and first floor walls
of the new building at Yildiz. .  w , ,
I. Very ornate decoration of the gallery and large staircase on the first floor, the large entrance

hall and the antechamber on the first storey with panels, friezes, pilasters, moulding, plaster 
moulding in various designs, imitation marble stucco, resin varnish and gilding. 777.39 m2 x 110 kr

II. Ornate decoration of the reception rooms and rooms on the first floor with panels, friezes, moulding.
plaster moulding, imitation marble stucco on the lower part of the walls, painting and gilding:

III. Decoration of the first storey corridors:
IV. Decoration of the ground floor corridors.
V. Decoration of the ground floor reception rooms and rooms:
VI. Service staircases, offices, WC,etc.  ̂  ̂ -.u 
N. B.Wall plastering is not included in this estimate. This shall have been already completed with

hydraulic lime, and the final coat of plaster required for the decoration. The scaffolding is also 
not the responsibility of the contractor, plastering:
Total price for decoration is 

“Constantinople, 17 June 1898, R. D ’Aronco"

1 1 7 5 m 2 x 9 0 k r  
1 8 4 m 2 x 7 5 k r  
262 m 2 x 4 5 k r  

1 2 4 7 m 2 x 5 0 k r  
1321 m2 X  10 kr

4966 m2 x 60 kr 
292.457,35 kuru§
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E x a m p l e s  o f  A r t  N o u v e a u  a t  
D o l m a b a h ç e  P a l a c e

F. Yaşar Ytlmaz*

A rt nouveau, which emerged at the turn 
of the 20th century, was an art move
ment which lasted relative briefly yet 
covered a broad field of application, 
until superseded by contemporary art. 

Before going on to defining and citing examples of 
Art nouveau, I will take an overall view at art dur
ing the last quarter of the 19th century.

Technological developm ents which gathered 
momentum with the industrial revolution led to 
mass production of artifacts towards the end of the 
19th century, as was the case in many other areas of 
production. Mass production brought highly osten
tatious and equally tasteless objects available in 
large num bers at prices everyone could afford. 
Factories began to turn out poor quality rephcas of 
many handcrafted objects in different styles used by 
the aristocratic classes, and these w ere eagerly 
bought up by the aspiring m iddle classes. As a 
result, towards the end of this century many houses 
were filled with a jumble of objects in many differ
ent styles.

Artists all over Europe were disturbed by these 
factory made objects, exaggerated im itations of 
earlier styles, and found the taste of those who 
bou gh t them  o ffen siv e . M ach in es w ere often  
blamed by many for these ugly products. Turning 
their backs on machinery, they set about produc
ing h an d m ad e fu rn itu re  and fu rn ish in g s . In 
Britain a group of artists led by W illiam Morris 
em barked on the creation  of high quality  and 
beautiful articles by traditional methods. This pro
ject of Morris's was later called the Arts and Craft 
Movement. According to its pioneers, who held 
hand work to be superior to m anufacturing, art 
w as defined as the ability  of a craftsm an who 
loved his work to make his pleasure apparent in 
the objects he made.

At this period, marked by stylistic chaos and by 
new discoveries in every field, floral forms taken 
from  nature and generally stylised, w ere com 
bined with Japanese art to form a fantastic style 
quite different from those of earlier centuries. Soon 
after its appearance Art nouveau spread rapidly, 
enjoying its heyday between 1890 and 1900. With 
the outbreak of World War I in 1914, Art nouveau

lost its impetus. Since innovative work went into 
abeyance during the war years, the style weak
ened, and although it continued for a few more 
years, gradually made way for the straight lines 
and simple geometry of contemporary art.

Art nouveau showed itself best not in the fine 
arts but in the minor and decorative arts. Unlike 
other styles it lacked clichis and strict definitions. 
All art created in Europe during this period which 
does not correspond to earlier styles, may today be 
classified as art nouveau. Nonetheless, some fre
quently recurring elem ents provide identifying 
links in evaluation of art nouveau.

U n d u latin g  lin es, w ater b ird s and p lan ts, 
insects, exotic and fantastic creatures, lilies, female 
figures which seem to have com e from another 
world, peacocks, floral forms inspired by botanic 
draw ings and transform ed by sty lisatio n  into 
motifs, and pastel colours are among the principal 
features of art nouveau. Generally regarded as a 
merely decorative element of architecture, art nou
veau influenced not only the decoration of arte
facts but their general form.

Art nouveau artists applied this new concept to 
every m edium  from  w oodcarving to cast iron, 
from posters to fabrics. Their objectives were to 
create spaces of stylistic purity. Therefore they 
designed every item which might be required in a 
space, including wall papers, light fittings, furni
ture, dinner services, vases, and heaters. Indeed, 
even the clo thes and jew ellery  for the people 
intended to live in these environments were not 
neglected. During this period every object which 
could be required in 
a person 's daily life 
re fle c te d  th is  new  
concept and way of 
life . T o d ay , sp aces 
furnished entirely in 
art n ou veau  seem  
lik e  an en ch an ted  
garden in which one 
m ight becom e lo st, 
thanks to the floral 
d ecoration  and e le
ments of fantasy.

An art nouveau table with a verde

antique marble top, and feet in the

form of swans' feet in the Porphyry

Room at Dolmabahçe Sarayı.
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A r t  n o u v e a u  i n  t h e  o t t o m a n
E M P IR E  This style known as art nou
veau  in Fran ce, Ju g en d stil in G erm any, 
Liberty style in Britain, Secession in Austria, 

Modernista in Spain, and Tiffany style in America, 
arrived quickly in Turkey. At a time when Turkey 
was preoccupied with westernisation and endeav
o u rin g  to exp an d  re la tio n s  w ith  E u rop e the 
Ottoman Turks were receptive to all 
innovations from the West. With its 
curved lines, its naturalistic motifs 
of floral decoration, art nouveau 
was received like an old friend by 
the Ottoman Turks, who had creat
ed a very similar art themselves over 
many centuries. Designs consisting of 
stylised forms were, moreover, easily 
accep ted  by ey es p re ju d ice d  in 
favour of western decorative styles.

W h ile  art n ou veau  o b je c ts  
appeared in in teriors, art nouveau 
also became popular in architecture.
From the stone apartment buildings in 
Pera to sum m er resid en ces on the 
A n ato lian  shore of the B osp horus, 
examples are still to be found today all 
around İstanbul of art nouveau build
ings resisting encroaching development.
A rt n ou veau  fou n d  an e n th u sia s tic  
response among the Ottomans, including 
the imperial court which pioneered west- 
e rn isa tio n  in the co u n try . R aim on do  
d'A ronco, who cam e to İstanbul at the 
invitation of Sultan Abdülhamid II from 
Italy , was one of Ita ly 's forem ost art nouveau 
architects. D 'A ronco designed the annex to the 
im p eria l Şale K asrı, and drew  up rep orts and 
designs for various restoration work at the request 
of the sultan. The buildings designed by D'Aronco 
at a period when art nouveau was at its most influ
ential display clearly the lines of art nouveau, par
ticularly in the decoration. The section of the Istabl- 
i Âmire-i Ferhan (Imperial Mews) at Yıldız Sarayı 
which displays conspicuous art nouveau decora
tio n , is th o u g h t to have been  d esig n ed  by 
D'Aronco.

E x a m p l e s  a t  d o l m a b a h ç e  s a r a y i
Although art nouveau emerged at a time 
when tlie Ottoman Empire was in decline 
and even the expenditure of the imperial 

family was restricted, a significant number of art 
nouveau objects can be seen at Dolmabahçe Sarayı 
today.

The room known as Som aki Oda (Porphyry 
Room), thought to have been used by the sultan 
for meetings with the heir to the throne, contains 
three art nouveau pieces today. Two of these are 
round m arble tables with three metal legs. The

legs of one are in the form  of intricately in ter
tw in ed  le a v e s, 
w h ile  the o th er 
has plain legs sur
mounted by a rim 
of floral bouquets.

The p iece  in 
th is  room  w hich  
d isp lays art nou
veau b est, and is

The leather backed chair at Caliph

Abdiilmecid Efendi's desk. This is an

example of the way late 19th century

eclecticism was reflected in furniture.
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one of the most typical examples in the palace as a 
whole, is a table with a top of verde antique mar
ble, the other parts being of gilded wood. On the 
narrow side are panels virtually filling the space 
between the legs and decorated with carved land
scapes, in which a swan swimming amidst reeds 
and lilies is depicted. The feet are in the form of 
swans' feet. Cross-stretchers joining the legs have 
a floral motif in the centre. Along the edge of the 
table top is a design of lilies and abstract art nou
veau curves.

Further interesting examples can be seen in the 
Halife Abdiilmecid Efendi Library, which like the 
the Somaki Oda, opens off the Zülvecheyn Salonu. 
In the library, which contains a large number of 
books in French, German and English as well as 
Ottoman Turkish, many of the books have bind
ings decorated with art nouveau designs. Another 
group of objects here indicate the extent to which 
this style was adopted. These include the card
board covers of photographs of Caliph Abdiilme
cid Efendi's daughter Dürrüşehvar. The textured 
covers in grey, brown and similar colours are dec
orated with a woman's profile in a triangular car
touche in the upper left corner, an art nouveau 
style composition. Since the photographs bear the 
name of the photographers Sebah and Joaillier, it 
may be that this studio presented its photographs 
in such covers to its distinguished clients, if not all 
of them. There are art nouveau objects of different 
sorts in other parts of the library, which consists of 
three interconnecting spaces. The gilt frame on the 
w all of the room  know n as the N am az O dası 
(Prayer Room) with its rounded corners and floral 
motifs amidst undulating lines is typical of this

style. The chair of Caliph A bdiilm ecid Efendi's 
desk and an upright chair at the end of the desk 
are a form em ulating the Louis XIV period. Yet 
there are still traces of art nouveau in the wooden 
details at the joints of the feet and on the leather 
upholstery. This is an interesting example of con
temporary decoration on an earlier form. This late 
19th century chair is therefore an example of 19th 
century eclecticism in furniture.

The traces of art nouveau in the furnishings of 
room 159 in the Cariyeler section are conspicuous.

Among the objects in this room  is a sew ing 
table, a genre which while very popular in late 
19th century Europe is represented only by a few 
exam ples at the palace. The four-legged square 
table has a top in the form of two lids which open 
to reveal tiny lidded compartments. The edge of 
the table top is inlaid in lighter coloured wood.

Both the woodcarving on the washstand and 
the tiles above the marble top bear clearly identifi
able traces of art nouveau. Similar examples of this 
w ash-stand are to be 
seen in the furn itu re 
catalogues in the Hali- 
fe Abdiilmecid Efendi 
Library. A pair of occa
sio n a l ta b les  am ong 
the furnishings of the 
same room are notable 
for their woodcarving.
T he ed ges of th ese  
tables have an op en 
w ork design of o live

Room 159 at the Cariyeler Dairesi

at Dolmabahçe Sarayı. The sewing

table has art nouveau decoration.

(Opposite page) Details from vari

ous porcelain stoves.
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branches and abstract art nouveau tendrils. The 
bedstead in the room is an example of art nouveau 
marquetry.

A sofa and chair in room 176 in the Cariyeler 
section is one of the rare examples of seating furni
ture in art nouveau style in Dolmabahçe Sarayı. 
The w ooden parts of the arm chair are entirely 
gilded, while the upper part of the back panel is 
carved w ith openw ork leaves. The rest of this 
suite, all of which can be folded up, is in a differ
ent room. The coral red silk upholstery fabric dec
orated with coloured bouquets and garlands is 
alm ost certa in ly  orig inal. A lthough the fabric 
design seems roccoco at first sight, close obser
vance reveals traces of art nouveau.

Heating and light fittings at Dolmabahçe Sarayı 
are another category in which art nouveau is evi
dent. Most of the porcelain stoves of the palace, 
many of which are in the harem, bear art nouveau 
designs. The stoves have accustomed geometrical 
forms, but the designs on the tiles are delightful 
examples of fantastic floral decoration in art nou
veau style. Containers for firewood, tongs, shovels 
and similar metal objects used as accessories for 
the stoves also display art nouveau characteristics. 
These include two different kinds of stove fire

guard, three different types of con
tainers for firew ood, and two 

d iffe re n t m od els of ton gs 
stands.

A rt n ou veau  is 
also in evidence on 
the products on the 
tw o larg e  p alace  
fa c to rie s  w hich  
m anufactured  for 
the palace. One of 

th ese  w as the 
Im p eria l H e- 
reke Factory, 

established in 
1843 to m an u 

facture the carpet 
and silk furnishing fab

rics required by Dolmabahçe Sarayı. Among the 
palace fabrics, of which a few are still produced at 
H ereke tod ay , there are severa l art nouveau  
designs. From these examples we can deduce that 
new designs w ere created  during the reign of 
Su lta n  A b d ü lh am id  II and h is su ccesso rs . 
Particularly following the accession of Mehmet V 
Reşad, the worn upholstery at Dolmabahçe Sarayı 
was replaced. The preference for art nouveau in 
upholstry fabric designs can be deduced from the 
use of such designs in the palace.

Am ong the products of the Y ıld ız Im perial 
Porcelain Factory, established in 1892 during the 
reign of Sultan Abdülhamid II art nouveau is the 
predominant style. Amongst the Yıldız porcelains

at Dolmabahçe Sarayı today, art nouveau figures 
widely, above all in the-Medhal Salonu.

Art nouveau also appears on light fittings at 
Dolmabahçe Sarayı. Electricity was only installed 
at the palace during the reign of Sultan Mehmed V 
Reşad. W hile the m agnificent chandeliers in the 
Selamlık of the palace were converted to electrici
ty, in the Harem and other private sections of the 
palace, new light fittings were preferred. Many of 
the light fittings in the Harem today, particularly 
in the section known as Cariyeler, display art nou
veau characteristics.

Another indication of the wide dissemination 
of art nouveau is the table dustpan, sim ilar to 
those used with dinner services today. The dust
pan, which in the inventory is discribed as being 
made of white metal, has relief tulip motifs, whose 
stems intertwine and form the handle of the dust
pan. To the side of the tulips is a mayfly motif.

An interesting example of art nouveau furni
ture at Dolmabahçe Sarayı is a piece bearing the 
signature of Galle. Both leaves of this table have 
floral marquetry designs. The legs of the table are 
of a dark coloured wood designed so as to appear 
jointed. These legs are a typical feature of Galle 
furniture. The table top has similar decoration and 
bears G alle's signature. Known throughout the 
world as a glassmaker, although Galle designed 
glass primarily, like many art nouveau artists he 
worked in a diversity of m edia. G alle's cabinet 
making is not well-known today. He frequently 
used the m arquetry inlay to decorate his pieces 
with floral motifs. His work usually bears his sig
nature. This Galle table is of additional interest as 
one of the few signed 
art nouveau objects in 
the palace.

The course of art  ̂dustpan decorated in art nouveau 
nouveau can be fo l
low ed over th ree  style and a marquetry table signed 
d ecad es th rou g h  
th ese  o b je c ts  at by Galleé.
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Dolmabahge Sarayi which date from the reign of 
Sultan Abdiilhamid II up to the period of Caliph 
A bdiilm ecid Efendi who was sent into exile in 
1924. The inadequate descriptions of objects pur
chased for the palace in the relevant documents 
makes it extremely difficult to date the obje'cts in 
the N ational Palaces collection  today. Stylistic

characteristics during the second half of the 19th 
century, when these palaces were built and fur
nished are of little help, since this was a period 
when styles of all periods were emulated. In this 
respect the distinctive objects of art nouveau, a 
style which broke away from all its predecessors, 
helps to date objects to the 1890-1924 period.
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A b d u l a z i z , B e y o g l u  a n d  t h e  N a u m  T h e a t r e

Suha Umur*

S ultan Abdiilmecid was devoted to west
ern music and particularly to opera. He 
built the magnificent Palace Theatre close 
to Dolmabahge Palace', but did not live to 
enjoy it for long, dying two and a half 

y ears a fter  it o p en ed . He w as su cceed ed  by 
Abdiilaziz on 25 June 1861.

When the Palace Theatre opened on 12 January 
1859, the M uzika-i H iim ayun M ektebi (Im perial 
Music School) was divided into two independent 
sections: the Palace Theatre under the m anage
m ent of P isani and the M ilitary  Bands under 
Guatelli. Director of both was Necip Pa§a. When 
Necip Pa§a was appointed m em ber of the W ar 
Council at the end of 1860, m anagem ent of the 
Palace Theatre and the Military Bands was given 
to two pa§as. The week that Abdulaziz succeeded 
to the throne, he reappointed Guatelli director of 
the Military Bands with the rank of mirliva (pa§a).

Calisto Guatelli had been producing operas at 
the Naum Theatre since 1848 and also conducting 
the orchestra. In 1856, upon the death of Donizetti, 
Guatelli was appointed director of the Muzika-i 
Hiimayun, but continued to conduct the orchestra 
at the Naum Theatre.

Like his elder brother A bdiilm ecid  and his 
nephew s and nieces, A bdiilaziz was extrem ely 
fond of music. He was well educated, particularly 
in literary  su b jects . He had been taught both 
Turkish m usic and w estern m usic, and him self 
com posed in both forms. In some cases he also 
wrote the lyrics, as for his Muhayyer Devr-i Hindi in 
the Turkish §arki form:

/ am disquieted by the groan o f an insane soul
My languishing body is no better than a ruined nest
Why have I endured such torment and affliction
If only I could abandon my spirit and be freed from

this place of torment

Abdiilaziz also composed western style music 
for piano which reveals his powerful grasp of har
mony and form. A number of his compositions for 
piano, including his Invitation a la Valse, La Condole 
Barcarolle, La Harpe Caprice, and Polka, were pub
lished by Lucca in Milan.

When Sultan Abdiilazziz acceded to the throne

one of the most crucial issues facing the state was 
to reduce extravagant spending. Beginning with 
the palace, a programme of ambitious spending 
cuts was launched. Within a month of this sultan's 
accession, large numbers of palace servants and 
boatmen were transferred to the army and navy as 
soldiers, totalling 1500 people by August that year. 
Large quantities of gold and silver artefacts were 
sent to the mint and melted down. The Muzika-i 
Hiimayun was not exempt from these austerity 
measures, and 105 people on the payroll were dis
m issed. How ever, the students of the M uzika-i
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Humayun school continued to give performances 
at the Palace T h eatre . A round once a m onth, 
Sultan A bdulaziz attended the theatre with his 
sons, at performances to which palace officials and 
statesmen were also invited.

A wide variety of entertainments were organ
ised at the Palace Theatre. According to a news 
item dated 3 April 1862, "On Monday night at the 
command o f the Sultan, a magnificent display was held 
at Dolmabahge Theatre attended by all the ministers, 
high ranking civil servants and pa§as. The theatre zvas 
arranged for a circus performance, and M. Souillier, his 
artists and entire team perform ed breathtaking and 

unique acts. Sultan A bdiil
az iz  d id  not leav e his box  
throughout the show. Three 
boxes w ere a llocated  to the 
soldiers, and occupied by pri
vates, corporals and sergeants 

Abdulaziz: various companies. The
other boxes were occupied by 

Invitation a la Valse. m inisters, prom inent fu n c
tionaries and pa^as. All these 

Printed by Lucca in Milan. te ll us that the su ltan  is

A waltz composed for piano

by Sultan

increasingly beloved by his people and the soldiers, who 
see him as a p op u list..." . The next day w as the 
Bayram, and the same show was repeated at the 
Palace Theatre on Tuesdays and W ednesdays. 
Many guests were invited to these performances.

Unfortunately, the lack of experienced people 
to manage the Palace Theatre and the M uzika-i 
H ijm ayun M ektebi meant that no progress was 
made. The Muzika-i Humayun continued to exist 
as the palace band, independently of the Palace 
Theatre. According to a newspaper item dated 2 
September 1861, "The previous day the Grand Vezir 
Mehmet Ali Pa§a gave a large dinner to the foreign ge
nerals posted in Istanbul. The guests included ministers 
and high ranking government officials. The Muzika-i 
Hiimayun (La Musique du Palais) played a selection of 
pieces during dinner."

At the Palace Theatre Turkish plays and musi
cals were performed. There can be no doubt that 
these made a valuable contribution to Turkish dra
matic art. The interior of the building was dam 
aged by fire in 1863 and never repaired. The life of 
Dolmabahge Palace Theatre, built at such expense, 
was only just over four years.^
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A fter the P a lace  T h ea tre  c lo sed  dow n 
Abdulaziz continued to attend plays in French and 
operas at the Naum Theatre in Beyoglu. accompa
nied by heir to the throne Mehmet Murad Efendi, 
and his sons. Just like his brother A bdiilm ecid, 
Abdiilaziz used to distribute gifts of money to the 
cast, 50-60,000 kuru§ in all, at the Naum Theatre 
on each occasion.

P erfo rm a n ces at the N aum  T h ea tre  w ere 
included on the programmes for state visits by for
eign members of royalty and statesmen. In April 
1869, heir to the B ritish  thron e, the P rince of 
W ales, and his w ife visited  Istanbul. The pro
gramme included two operas. Although the the
atre season was over, the company was asked to 
stay  in Ista n b u l for a w h ile  lo n g er. On the 
evenings of 2 and 5 April, the Prince and Princess 
of Wales paid unofficial visits to the Naum Theatre 
to watch performances to a crowded house. On 7 
April, m eanwhile, Abdiilaziz, the crown prince, 
grand vezir, ministers and high ranking officials 
also attended. Exuberant festivities were held in 
the streets^ during the stay of the Prince of Wales 
in Turkey, and the M uzika-i H iim ayun played 
numerous pieces from opera, the British national 
anthem and the Aziziye March in the grounds of 
the British Embassy.

In late November of the same year. Emperor 
Frangois Joseph of A ustria attended the Naum 
Theatre after a banquet given by Abdiilaziz. After 
the emperor returned home, he sent a medal and a 
piece of jewellery to theatre director Naum.'*

W hen A bdiilaziz visited Europe in 1867, he 
attended one performance each at the Paris Opera 
and Covent Garden in London, as well as paying 
official visits and attending receptions. Upon his 
return  to Istanbul he sent a fifth  class M ecidi 
m edal to M. K on stan(?), con d ucter of C ovent 
Garden orchestra in recognition of a composition 
he had written for the sultan.

European composers frequently sent marches 
and other pieces w hich they had com posed to 
Sultan Abdiilaziz and succeeding sultans. Jules 
Cohen® wrote a Marche Triomphale; Samuel David* 
sent a co llectio n  of h is co m p o sitio n s ; M oritz 
Strakosh^ the teacher of Patti, the famous soprano 
whom Abdiilaziz had listened to at a ball given by 
the Duchess of Sutherland in London, presented a 
m arch; and Esprit Aubert* also sent a piece of 
music.

There are numerous records of other composi
tions sent to the sultan, although it has not been 
possible to identify them all from the transcription 
o f th e ir  n am es in the A rab ic  scrip t used  in 
Ottoman Turkey. These include Count Lipta(?) of 
Milan, the Parisian pianist Monsieur Reter(?), the 
pianist Monsieur Rutrek(?), the Hungarian violin
ist DemeniC?), Monsieur Konstan(?), conductor of 
Covent Garden Orchestra, the German Monsieur

Bils (?) "who composed a delightful polka", Monsieur 
Frederik Strampfer, theatre director in Vienna, and 
Ovan Hebs "adjutant major o f the national military 
band"^ who sent various com positions and were 
awarded with different classes of Mecidi Medal.’" 

Abdiilaziz took an interest in all stage events 
which came to Istanbul, including circuses. Here is 
a contemporary account of one such act: "Yesterday 
at noon, M. Rambaud, known as the Cannon Man, was 
honoured with an invitation to Dolmabahge Sarayi to 
perform in the presence o f the sultan. At noon the sul
tan accompanied by Crand Vezir Fuad Pa§a came doivn 
to the conservatory courtyard, where Field M arshal 
Halil Pa§a o f Tophane (the cannon foundry) was wait
ing for him. The heavily built performer was also wait
ing with his cannon balls, cannon, and weapons which 
Napoleon had presented to him in Algeria. After letting 
o ff bombs and cannon, the Cannon Man set about 
putting on a memorable perform ance for the sultan. 
After loading the gun, he stood in front o f it and the 
cannon was fired. For the first time in his life he took 
two steps back with the force o f the explosion, and blood 
poured from his abdomen. Despite this sudden shock 
Hercules stood there as strong as a rock. At the same 
time three-quarters o f the glass in the conservatory
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shattered and thick smoke filled the garden. The sultan 
appeared pleased with the act. He inquired o f which 
country M. Rambaud was from and was informed that 
he was French. The medal which he had received in the 
Crimean War indicated that he was a form er soldier. 
The artist was suitably rewarded."

The son of Bosco, who opened the first theatre 
in Istanbul, was a celebrated conjurer who had 
performed in many European cities. He arrived in 
Istanbu l in 1884 and p erform ed at the N aum  
Theatre" winning the love of the general public of

Istan b u l as h is fa th er 
had before him.

The Ita lia n  B osco  
had opened Istanb u l's 
first theatre in Beyoglu 
in 1840, on a form er 
m arket garden ow ned 
by Michel Naum oppo
site the present site of 
Galatasaray Lise. Perfor
m an ces by a cro b a ts , 
illu s io n is ts , co n ju rers 
and other entertainers 

M ilita ire  were held here first, and

A march composed by Donizetti

and dedicated to Sultan

Abdiilmecid: Grande M arche

after Bosco left various people produced plays and 
operas in Beyoglu. According to documents in the 
Ottoman Archive, in August 1840 a French compa
n y  ob ta in ed  a licen se  th rou g h  th e ir d ire c to r  
Monsieur FiloK?) to perform "certain acts known as 
comedy and opera" in French, at the Odeon Theatre. 
The follow ing year an Austrian named Bazilyo 
Sansoni(?) applied for a license "to perform a kind of 
theatre play known as opera". Sansoni had rented the 
Bosco Theatre, and his application for a license 
was made on Sansoni's behalf by the A ustrian 
Embassy.

In the petition, it explained that "theatre and 
opera consisted o f various stories and melodies, that these 
were free o f any impropriety, that no vulgar elements o f 
the population attended the performances, the audience 
consisting instead o f diplomats and honest merchants, 
and that licenses were given to others the previous year."

In 1844 Naum took over the theatre himself and 
began to hire Italian companies to perform opera. 
When the wooden building burned down in 1846, 
Naum requested assistance from the government 
to rebuild it. In the petition to Sultan Abdiilmecid 
presented by Naum it wrote that since such operas 
and theatres were so common in the countries of
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Europe it would be beneficial for there to be such a 
thing in Istanbul; that since some embassies were 
willing to assist Naum, it would be appropriate if 
the sultan were to offer his assistance to this auspi
cious project too; and that Naum requested a loan 
of 250,000 kuru§ free of interest. Rather than lend
ing money, however, the sultan chose to donate
60.000 kuru§, giving 50,000 kuru§ to Naum and
10.000 to members of the theatre company who 
had lost their livelihood due to the fire.

Meanwhile, on the condition that it should last 
only until Naum's new theatre building had been 
completed, permission was granted to a Frenchman 
named Belli(?) to rent suitable premises, and for an 
Italian company to perform plays and comedies.

According to another document in the Ottoman 
Archive, a Greek named Kabliko(?) produced an 
opera in 1849. Although the text was cut, remov
ing parts which might cause offense, the authori
ties decided to ban it altogether since it was remi
niscent of former Greek events. However Kabliko, 
who had produced the opera at great effort and 
expense, was paid 1000 kuru§ by the sultan in 
compensation for his losses.

The Naum theatre opened in its new building 
in November 1848, playing four nights a week and 
one m atinee on Fridays. A bdiilm ecid attended 
performances at this theatre on many occasions, 
watching operas from his private box.

In 1847 Naum had been awarded sole rights to 
perform opera and theatre in Istanbul for the next 
15 years. However, in the 1860s the Naum Theatre 
got in to  fin a n c ia l d ifficu ltie s . A rran g in g  for 
around a hundred artists from Italy to come to 
Istanbul each summer to stage operas and some
times plays throughout the season involved great 
expense and the profit margin was low. Despite 
exemption from tax and assistance by the palace, 
the theatre suffered sporadic financial crises. To 
overcome these crises Naum organised lotteries 
and balls and resorted to other diverse methods. 
His sole rights expired in 1862, and to prepare for 
th is  im p en d in g  ev en t, N aum  so u g h t new  
investors. He established a company, issuing 200 
shares at 500 francs each and sold some of these. 
The sh a reh o ld ers  
held  a m eetin g  at 
the th eatre  at 9 .30 
one ev en in g  on 1 
Ju ly  1861, with the 
o b ject of d ecid in g  
w hen the th ea tre  
w ould  open its 
d o o rs, and w hich  
plays and operas to 
stage in the autumn, 
winter and spring in 
1861-1862, and which 
companies to engage.

Two part hymn for tenor and bass

with orchestral accompaniment

composed by Callisto Guatelli and

dedicated to Sultan Abdiilmecid.

The principal issue however, was to straighten out 
the theatre's business affairs.

When it proved impossible to carry on with the 
com pany, M ichel N aum  leased  his theatre in 
August 1861 for two years to Jacques (Jacobo) Billi, 
since it was less expensive, it was decided to stage 
only plays rather than opera over the coming sea
son. Jacques Billi was a well loved actor in Istan
bul. Billi set out for Italy im m ediately, with the 
intention of returning with a new dramatic compa
ny at the beginning of November. While he was 
gone Nicolo Pezzer and Louis Parmeggiani were 
to take care of his affairs. The upper class inhabi
tants of Beyoglu, the district where the majority of 
theatre goers came from, wished Billi the best of 
luck for the undertaking. The theatre became the 
focal point of night life on long winter nights for 
the high society of Beyoglu.

On 21 September 1861 the news arrived ahead 
of Billi that all the artists who were to be members 
of the Italian dramatic company had been engaged 
and that towards 3 October the new company and 
new impressario were expected in Istanbul. The 
Naum Theatre was scheduled to open on the sixth 
or eighth of that month. The people of Istanbul

78
N A T I O N A L P A L A C E S

TBMM KUTUPHANESI



were delighted to hear that the comedian Ercole 
Cavara, who had been a popular entertainer the 
previous winter, and his wife had been engaged 
for the new season.

The Naum Theatre opened on 8 October 1861 
with Jacques Billi's new Italian Drama Company. 
The performances were in Italian, and the first was 
a five act drama by Leon Fortis entitled Cuore ed 
Art. The following evening Paolo Ferrari's five act 
comedy Prosa was to play. This company was to 
give performances right through the autumn, win
ter and spring seasons of 1861 to 1862.

Jacques Billi's New Italian Dramatic Company 
consisted of 25 actors, including leads, lovers, 
m aids, noble m other and character roles, noble 
father, bad men and character roles, com edians 
and so on. The lead roles were played by Jacques 
Billi him self, who was extrem ely popular with 
Istanbul audiences. The company addressed only 
the L ev a n tin e  and fo re ig n  co m m u n ities  of 
Beyoglu. Although each opera could be staged 
several times during a season, theatre plays could 
only be played once. Only very rarely was a partic
ularly popular play staged for a second or third 
time. Therefore it was necessary to rehearse three

or four different plays a week. The company occa
sionally put on a performance of which the pro
ceeds were to go to one of the leading actors after 
expenses had been deducted. This was one of the 
clauses in the actors' contracts. At these perfor
mances popular pieces were repeated, or selected 
scenes from several plays were performed, with 
dances and other entertainments in the intervals.

According to the theatre's advertisements for 
1861, eight works of differing length were to be 
staged in the first week of October:

8 October, Tuesday, Cuore ed Arte, a tragedy by 
Leon Fortis
9 O ctober, W ednesday, Prosa, a com edy by 
Paolo Ferrari
10 October, Thursday, Ercole HI Duke o f Ferrara, 
comedy by Ducange, and a farce. Non date confi- 
denza alle serve (Never Trust the Servants).
12 O ctober, Saturday, Una Catena (A Chain), a 
comedy by Eugene Scribe, and a tragedy enti
tled Elisabetta.
15 October, Tuesday, “The Viscount o f Letrieres", 
a com edy by Bayard and D um anoir, and a 
farce: "La figlia del prirno letto” (The Daughter o f 
the First Marriage).
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The Naum Theatre exploited every opportunity 
which arose. W hen the celebrated Italian prima 
donna Thérèse Dalmonte-Casoni visited İstanbul, 
she sang in one performance of the Italian Drama 
Com pany on 14 O ctober 1861. The program m e 
featured  C elestin  or En se m arian t on se range  
(Marriage Brings Order) a comedy. Between the acts 
Mme Dalmonte-Casone sang the following pieces 
accom panied by the orchestra; a cavatina from 
Donizetti's opera Belsaire, Don Procopio's aria, and a 
cavatina from Donazetti's Bethy.

Vaudeville, such as "Jules Cesar a Constantin
ople", generally in Italian and sometimes in French 
were also played at the Naum Theatre.

A new sp aper review  of the tim e gives this 
descrip tion  of the theatre:'^ "The Italian  Drama 
Company has given some very notable performances 
recently. Among these we may remark Giacometti's 
tragedy 'Giuditta. Mme. Cardin's sensitive performance 
illustrates that this tragedy is fit to stand amongst the 
works o f Alfieri, Monti, Nicolini, Marenco, Ricciardi, 
Imbrianti, and other playwrights whose works are being 
staged in Italy today. M. Billi, in the role of Holopherne, 
as in the roles o f Buridan and Kean, showed that he 
knows how to perform with restraint when necessary. 
His empathie and natural performance frequently moved 
the audience. M. Billi is a very experienced actor who 
since the beginning o f the season had deprived us o f his 
superb dramatic ability. Mme. Cardin, who aroused our 
admiration and enthusiastic applause, displayed her 
artistic merit in the guise o f Guiditta. Two more out
standing plays are among those being performed these 
days,Bianca Capello (White Hat) and Crime en Egypte 
et Punition en Italie. The first is the recent fascinating 
story of the Medicis. Although the second is not a partic
ularly convincing story, it allows the actors to demon
strate their acting ability. Mme Tassani was at her best 
in the role o f Bianca, as in Marguerite de Bourgogne and 
Lina. This actress, who is sometimes ambitious, some
times compassionate and sometimes proud knows how to 
play her roles with a rare intelligence, without ever com
promising naturalness. In a word, all the players act 
with a constantly increasing enthusiasm . Choice o f 
works, staging and production and the management of 
M. Billi ensures increasingly large audiences."

A lthough at the end of the year the Naum  
Theatre wished to put up ticket prices, theatre 
goers protested so strongly that Naum was soon 
obliged to reduce the price of tickets again.

Naum missed no opportunity to build up closer 
relations with the palace. On the occasion of Sultan 
A b d ü la z iz 's  b irth d ay  on 15 Şab an  1245 (15 
F ebru ary  1862) the su lta n 's  box at the N aum  
Theatre was illuminated, and the words "Viva il 
Sultano" written on red damascus cloth. When his 
concession expired, Naum immediately submitted 
a petition to the palace requesting that his conces
sion be extended for a further ten years. This time 
he was given a five year concession.

Despite concessions, exemption from tax, gifts 
from the sultan and other assistance, the Naum 
Theatre still had trouble meeting expenses. Tb^ 
theatre was gaslit, and when Naum found himselt 
unable to pay the gas bill he applied to the palace 
in 1282 (1864-1865) for help again, at which the 
sultan released him from his debt of 24,250 kuruş. 
The same imperial rescript exempted Naum from 
payment of his gas bills during the theatre seasons 
in future years too, but the Gas Adm m istration 
claimed that the theatre might then begin to con
sume more gas than in the past and so proposed 
that from 1283 onwards, Naum should pay for any 
consumption in excess of the 24,280 kuruş for gas 
used in the year 1282.'

In the 1864-1865 season, the N aum  Theatre 
again began to stage opera. This time 17 opera 
s in g ers, 20 ch o ris ts , 17 b a lle t d ancers and an 
orchestra of 35 musicians w êre brought from Italy. 
V erdi's Vespri Siciliani was the first opera pro
duced that season, follow ed by D o n izetti's  La 
Favorite. R o ssin i's  M oise  and V erd i's  Un Ballo  
Maschera w’ere among the operas staged that year.

N ow  the N aum  T h eatre  w as p lay in g  both  
opera and theatre. At that time Italian was more 
widely spoken in Beyoğlu than French, but plays 
w ritten  in both lan gu ages w ere staged at the 
Naum Theatre. "Caviar Han", staged on 18 January 
1864, was a comedy satirising the customs of Istan
b u l's financial world w hich was received w iili 
great acclaim. Maestro Rossi's comic opera entitled 
"I Falsi Monatori" was staged on 26 January, and G. 
F. Foschini's three act opera Giorgio il Bandito was 
performed for the first time on 16 February 1864. 
Foschini was an Italian who had been living in 
İstanbul for several years, and conductor of the 
Naum Theatre's opera orchestra. He com posed 
this opera for the Naum Theatre. On this subject. 
Journal de Constantinople wrote, "Constantinople, 
which is the capital o f a great empire, will soon rise to 
prominence in the world, because under the patronage 
o f a great prince (Abdülazİz) who appreciates their 
effects on the intellectual and moral culture o f his peo
ple, the fine arts are progressing rapidly. As examples of 
this development we may cite the fine paintings in the 
Ottoman Exhibition, the level o f perfection maintained 
in the military orchestras, and the latest works per
formed by our Italian opera. Just last year we applauded 
one o f our fellow citizens who presented his first work to 
the people o f the city where he was born, works which 
the music world will soon know and honour. Today it is 
our duty to do the same for G. F. Foschini, another 
young composer whose talent we have appreciated for 
many years, and therefore has won the right to bie 
counted as our fellow  citizen although he was born 
under the beautiful sky o f Italy." The writer then goes 
on to praise Giorgio il Bandito a work which was 
being performed for the first time.’“

A few days later conductor of the Italian orch-

80
N A T I O N A L P A L A C E S

TBMM KUTUPHANESI



esta, Foschini, gave an orchestral concert at the 
Naum Theatre at which he played his own compo
sitions. These w ere received w ith enthusiastic 
applause.

The scenery both for the Naum Theatre and 
T h eatre  O rien ta le  w as the w ork of an Ita lian  
named H ippolite Stefanini. The naivety of his 
paintings, the meticulous detail, and rich colours 
attracted  every on e's attention , and audiences 
acclaim ed S tefan in i's  scenery and outstanding 
in n o v a tio n s . On 10 M arch  1861 Jo u rn a l de 
C on stantinop le published the follow ing new s 
item: "A very entertaining comedy named Le Regne 
d'Adelaide by Gherardo della Testa was played with 
vigour and gaiety at the Naum Theatre. They say that 
this woric was written for Mme. Adelaide Ristori. The 
reverberations o f her performance in İstanbul, which she 
visited on her return from Russia, is rising in volume 
day by day. This year I hope we will again have tlie 
opportunity to watch and applaud her at the Naum  
Theatre."

Adelaide Ristori, who rose to fame in Italy at 
that time, did indeed return to the Naum Theatre 
two and a half years later in December 1864. The 
Ruzname-i Ceride-i Havadis newspaper wrote the fol
lowing on the occasion of this visit:’® "Mme. Ristori, 
who plays tragedy, and ranl ŝ among the most famous 
actresses in Europe, has come to İstanbul this time and 
displayed her performance and skill at Naum's Theatre 
in Beyoğlu. The woman we speak of portrays indignance, 
anger, envy, joy, affection and other human tempera
ments and moral condition as the occasion requires, 
overcoming her audiences with sorrow and anguish. Her 
performance has to be seen to be appreciated."

This time Ristori stayed in İstanbul for a month. 
Her perform ances at the Naum Theatre thrilled 
her audiences. Her final performance was to a full 
house. The audience rained flowers onto the stage, 
and then accompanied her to her house singing all 
the way.

The 1869-1870 season was a highlight for the 
Naum Theatre. No one foresaw the disaster that 
lay in wait or guessed that this would be the last 
season. During this season ten operas, two of them 
new, were staged: Donizetti's La Favorite, M eyer
beer's Dinorah, Rossini's Othello, M eyerbeer's Le 
Prophète and Robert le Diable, Halévy's "La Juive , 
Auber's La M uette, Luigi Ricci's Chiara di Rosem- 
berg, Verdi's Un Ballo in Maschera and Bellini's La 
Somnanbule.

Robert le Diable and La Somnanbule were making 
their debut in İstanbul. La Turquie new spaper 
sang the praises of the theatre: "Outstandingly lav
ish costume and scenery... The names o f the performers 
are proof o f the quality o f the work... M. Naum who is 
accused o f staging mediocre operas could retort tri
u m phan tly  to those w ho m ake such a lleg a tion s . 
Meyerbeer's three masterpieces in a single season would 
bring the most hard-to-please critic to his knees. I f to this

we add La Juive and La Muette, masterpieces in their 
own field, just how exemplary the achievements o f M. 
Naum are can be appreciated. Of course Robert le Diable 
and Le Prophète are not new works for our community, 
but audiences do not know these works off by heart, and 
see and find new things in each performance."'^

The in ev itab le  end w as ap p roaching. On 1 
April the Naum Theatre organised a performance 
in aid of Italian charities under the patronage of M. 
le C om te B arb o lan i. On 7 A p ril B e llin i 's  La 
Som nanbule was perform ed in İstanbul for the 
first time. The audience was enraptured and the 
theatre rang with the applause. This was the last 
opera staged at the Naum Theatre.

On Sunday 5 June 1870, towards two o'clock, a 
fire broke out in a house in V alide Ç eşm esi, a 
neighbourhood of Taksim between Tarlabaşı and 
Dolapderesi. At the time the fire broke out a gale 
had been blowing since morning, and the wooden 
houses were quickly engulfed by the flames blown 
by the rag in g  w ind. By the tim e the firem en  
arrived the fire had spread to Yenişehir to the 
north, to Pera to the east and to Kalyoncu Kulluğu 
to the south. Pouring like molten lava through the 
streets in three d irections, the flam es pursued 
crowds of people fleeing in panic. By the time the 
sun set the districts of Yenişehir and Kalyoncu 
Kulluğu w ere entirely destroyed. The fire had 
sp read  tow ard s A y n alı Ç eşm e, d estro y in g  
Tarlabaşı and reaching to the outskirts of Pera. The 
Café de Luxembourg, Bon Marché and many other 
buildings burnt to the ground. The Naum Theatre 
was among them, and was never to be rebuilt.The 
first Naum Theatre was a wooden building which 
burnt down in 1846 and was rebuilt in stone two 
years later. But this time Naum's efforts to rebuild 
the theatre failed. In August 1873 the land was 
sold to Hiristaki Efendi to build a shopping arcade- 
and other buildings on the former site of the the
atre. So the Naum Theatre, which had made such 
contributions to İstanbul's cultural life drew to an 
end. Not until the 20th century, after the establish
ment of the Turkish Republic, was İstanbul to have 
a permanent opera again.

There w ere other theatres besides the Naum 
Theatre in Beyoğlu, but only the Naum Theatre 
was custom built. The others were salons convert
ed into theatres, or rooms used both as theatres 
and cafés. These theatres had small orchestras and 
staged musical performances.

O ne of th ese . T h eatre  Scrib e , gave p erfo r
m ances at its auditorium  know n as Palais des 
Fleurs.”' Tragedies, comedies, vaudeville and other 
stage works were performed here by French actors 
and actresses playing mainly in French but some
tim es in Ita lian . The th eatre  w as d irected  by 
M anasse, who also staged his own plays at this 
theatre. Two, three and even five different plays 
were performed each week. Some years perfor-
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mances continued through the summer and con
certs were also given at the Palais des Fleurs. The 
French Theatre later moved to Palais de Crystal.

Naum held an imperial rescript giving him sole 
rights to stage all types of stage entertanment in 
French and Italian. In 1862 this concession had 
been  exten d ed  by five years. The co n cessio n  
included all types of opera and theatrical plays 
which no one else could stage without Naum 's 
consent. Like the other theatre com panies, the 
French Theatre had an agreement with Naum and 
was dependent on his permission.

The Ottoman Archive contains documents con
cerning one such agreem ent, that renewed on 1 
April 1865 by Michel Naum Duhani, director of 
the Naum Theatre, and Serafim Manasse, director 
of the French Theatre. Under this agreement, Mi§el 
Naum Duhani, who held sole rights to stage all 
types of stage entertainment in Istanbul according 
to an imperial rescript, granted Serafim Manasse 
the right to stage all kinds of theatre performances, 
so long as they were in French and did not include 
opera. This permission was for two years, or two 
theatre seasons, from 1 October 1865 to the end of 
April 1867. Manasse undertook to pay Naum 400 
Ottoman lira over the two years of the agreement 
in installments as specified in the contract. Naum 
retained the right to stage comic opera, comedies 
and vaudevilles so long as these were performed 
nowhere but his own theatre. Manasse could not 
hire any but actors and actresses passing through 
Istanbul and French performers. In addition musi
cians, conjurers, pantom im e artists and dancers 
could not perform at this theatre. Naum had the 
right to one box, one seat and seven entrance tick
ets free of charge for each performance. Manasse 
could only give performances at his own theatre 
on Sundays, Mondays, Wednesdays and Fridays. 
A charity perform ance could also be given on 
another day, at most once a week.

This contract was endorsed by the municipality 
(6th District). The municipality laid down its own 
s tip u la tio n s : The th e a tre  b u ild in g  w as to be 
inspected by the municipality and in the event of 
any adverse circumstances permission would be 
w ith eld ; p lays w hich 
did not rece iv e  sta te  
approval could not be 
performed, etc.'**

The French Theatre 
under the direction of 
M an asse cou ld  stag e 
m usical com edies and 
operettes, although not 
o p era . The th eatre  
repertoire included the 
five-act La Vie Parisienne 
by Offenbach and Bey-

The banquet organised at the

Naum Theatre by Istanbul's

Italian community in 1862 to

koz Manzaralari (Scenes From Beykoz) composed 
by orchestra conductor Duval.

On 22 March 1870 the French Theatre gave a 
masked ball in aid of the theatre. The previous sea
son business had not gone well. With the funds 
raised by the ball, the theatre planned to hire an

o u tstand ing  troupe the fo llow ing year. M any 
important people were invited to the ball. Every
one interested in the development of western the
atre in Istanbul felt that this was a good cause. The 
entrance fee was one Turkish lira.

The French Theatre did not burn down in the

great Beyoglu fire. Although Naum still had the 
sole rights to theatre performances and received a 
payment for giving this right to other companies, 
the French Theatre no longer had any competitors. 
The company resolved to take advantage of this 
situation. A month after the fire, Madame Potel,

celebrate Garibaldi Day.
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assistant director of the French Theatre, went to 
P aris to form  a new  d ram atic  com pany. Tw o 
months later one of the theatre directors, M. Noci, 
returned to İstanbul with news that Madame Potel 
w ould be arriv ing  w ith a large group of w ell 
known actors within a few weeks. Season tickets 
went on sale at Palais de Cristal, but disappointing 
news came in early November. The arrival of the 
French actors had been postponed indefinitely. 
Due to the war between Germany and France, no 
one capable of taking arms was permitted to leave 
French soil. Now that the Naum Theatre had burnt 
down, İstanbul faced a long time without theatre 
performances. However, this state of affairs did 
not last long. La Turquie newspaper published the 
following item :’’ “The French Theatre is to open its 
doors to impatient and despairing audiences. The long 
aw a ited  trou p e w hose nam es h av e a lrea d y  been  
announced arrived in our city on Tuesday, bringing 
hopes for an superb season. The programme includes 
dramas, comedies, operettes and vaudevilles. Among the 
dramas will be Victor Hugo's major work Ruy Bias. 
The com edies will include Froufou by M eilhac and  
Halévy, the latest success in Paris... I f  this troupe is as 
m agnificent as we have hoped and as its repertoire  
promises, then our city has lost nothing by waiting so 
long. As fo r  the orchestra, the French Theatre has 
engaged the orchestra o f the Naum Theatre, and this 
season highly original works by Offenbach and Hervé 
are on the program m e: La Belle H élène and L'Oeil 
Crevé. Extensive repairs have been carried out at the 
theatre to ensure that the audiences are as comfartable 
as possible. The lighting system, scenery and costumes 
which were the object o f complaint in previous years 
have been entirely renewed. The theatre management 
has avoided no sacrifice to meet the expectations o f the 
general public..."

A fter the firs t p erfo rm a n ce s. La T u rq u ie  
expressed satisfaction with the plays, declaring 
that, "If our community does not want to be left with
out a theatre at all it must support this initiative". The 
newspaper went on, "In a country where there are no 
subsidies for theatres, they can only survive by means of 
their season ticket holders. We cannot comprehend why 
İstanbul does not encourage its artists. Civilised nations 
are aware o f this. Should our city be allozued to descend 
to the level o f provincial cities without a theatre at all?"

A  new theatre  nam ed Rum eli T h eatre  was 
opened by two Italians in Beyoğlu, but went bank
rupt shortly afterwards in 1862. After the theatre 
closed down its proprietors, the Vaudagne and 
Sorano fam ilies, did not have enough money to 
re tu rn  hom e. T he im p re ssa rio  of the N aum  
Theatre, Jacques Billi, staged a play for their bene
fit. This was M. Scibes comedy, A Glass Of Water. 
A letter dated 20 January 1862 from Jacques Billi 
was published in a local newspaper: " I was most 
upset by the misfortune suffered by the Vaudagne and 
Sovrano families which concluded with the closure of

the Rumeli Theatre. I am going to donate all revenues 
from  next M onday's perform ance on 3 February to 
them. Please report this in your newspaper. I am confi
dent that the generous inhabitants o f İstanbul will sup
port this good cause. In this way these two actors will 
obtain sufficient money to return home."

Another news item early in 1862 reported that 
an Arm enian theatre com pany had been giving 
performances for the past few days on the site of 
the old Oriental Theatre and that the plays they 
were performing were in some cases translations 
and others original plays. İstanbul's Arm enian 
community was attending this theatre. Armenian 
theatre  lovers in İstanbul perform ed plays at 
home, in schools and occasionally at the Naum 
Theatre. In 1858 the Armenians of Hasköy initiat
ed a project for building a theatre, but Naum who 
held sole theatre rights obstructed this project. In 
1861 they reached an agreement with Naum, and 
converting Café Oriental into a theatre began to give 
performances here in December of that year. Known 
as the Oriental Theatre, this company played for a 
year before closing down. After that the French 
Theatre began to perform in the same building.

Early in 1870, a project was launched to estab
lish a theatre company known as Teatro-i Sultani 
in İstanbul. The com pany planned to perform  
plays in Turkish, Armenian, Greek and Bulgarian. 
The com pany w as to include Turkish M oslem  
actors and the female roles would be played by 
Greeks and Armenians. One aim of this new the
atre company was to develop modern Turkish dra
matic art. The founders wished the grand vezir to 
be the patron of this company. The chairman and 
committee members were the following: Halil Bey 
(chairman), Giritlizade Salih Bey (deputy chairman), 
M ünif Efendi, Ali Paşazade Ali Bey, Sakızlı Aleksandr 
Efendi, Bedros Efendi Kuyumcuyan, Yovanço Efendi, 
M. Topçilesof, M. N oradoundkyan, M aksud Simon 
E fendi, M. Y en idünya, Sadullah Bey, M acit Bey, 
Giritlizade Ali Bey, Fuat Paşazade İzzet Bey (mem
bers), M. Hekimyan (general secretary and director), 
Sami Efendi (first secretary), Konstantinidi Efendi (se
cond secretary) and Kirkor Efendi Margosyan (third 
secretary). The com pany was to raise capital by 
issuing shares. The government was to be asked to 
allocate land in the 6th District for the construction 
of a theatre building. The founders explained that 
the project would serve to disseminate interest in 
the dramatic arts in the Turkish capital and devel
op national literature.“ However this enterprise 
never got off the ground.

Beyoğlu (Pera) was also the centre for musical 
events. As well as operas performed at the Naum 
Theatre, m usicals were played at other theatres 
and cafés with small orchestras. In addition, as at 
the Naum Theatre, concerts were given at these 
places, some by musicians and ensembles visiting 
Istanbul as part of their European tour, and others
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by local artists. The Naum Theatre took the lead 
where concert performances were concerned. On 
18 October 1861, La Turquie neswpaper published 
the following, "The Philharmonia Germania under the • 
direction o f M. Hahne and consisting o f German musi
cians gave its first concert last night at Casino de Pera. 
Since the concert was not well advertised, and many 
people were still at their summer residences, the concert 
was not well attended. A further reason for this was the 
p rice  o f  t ick ets , and in an o th er  ad v ertisem en t it 
announced that the same orchestra could be heard at the 
N aum  T heatre. We adm ire these m u sician s, who 
deserve to be applauded fo r  their unison, choice o f  
pieces, style o f expression, and in every other respect."

Programme: Mendelssohn, M arche des Noce de 
L'Opera Der Som m ernachtstraum ; Strauss, Valse 
Juristenballtoenze (tanze); Lumbye, Reverie; Rossini, 
Barbier de Seville, Solo de Cornet a P iston, sur la 
Cavatine;

P h ilh arm o n ia  G erm an ia  had set out on a 
European tour including İstanbul and planned to 
stay in the city for a month, giving a series of con
certs. The concert at the Naum Theatre the follow
ing day was very crowded and the orchestra was 
applauded enthu siastically . The Philharm onia 
Germania heard that the sultan would be passing 
down Pera Caddesi at 2 o 'clock  on 26 O ctober

1861, and as he was passing played a march in his 
honour in the Hotel des Colonies. Other concerts 
were given frequently in Beyoğlu.

Shops selling m usical instrum ents and sheet 
music opened in Beyoğlu. One of the first of these 
was that of the Hungarian A. Commendinger, just 
opposite the Palais des Fleurs. When Lizst came to 
İstanbul he stayed in Commendinger's house. His 
shop sold harmoniums, and pianos of every quali
ty could be purchased, hired or exchanged, tuned 
and repaired. European sheet music was available, 
including sheet music printed in Milan for music 
composed in İstanbul:

A u rore d 'O rien t-  A lbum  d éd ié  à M ylad y 
Bulwer, et vendu pour les incendies du Phanar 
Ricordi del Bosphore- Albums dedicati a distinti 
Fiori e Sospiri- Personaggi di Pera 
Notti d'estata a Büyükdere- Q uest'Album non è 
ancora pubblicato^'
Balls, concerts, operas, plays, cafés-chantants, 

and even circuses were among the entertainments 
of this period performed at the Naum Theatre, Le 
P a la is  de C ris ta l, P a la is  des F le u rs , C afé de 
Luxemburg, Café St. Petersburg and La Salle de 
Roum élie. T heatre com panies included Bosco, 
Théâtre Odeon, Théâtre Italienne, Théâtre Scribe, 
Théâtre Français, Théâtre Arménienne and others.

N O T E S
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2 Dolmabahçe Saray Theatre stood in ruins for a long 
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7  MORITZ STRAKOSH (1825-1887): Ukranian composer 
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(1843-1919).
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9  Captain in the Wallachian and Moldavian military 
bands.
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11 Journal de Constantinople, 19 February 1864.
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for gas consumed at the Naum Theatre in Beyoğlu.
14 Journal de Constantinople, 16 February 1864.
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Temaslarımız, İstanbul 1959, pp. 37-8; Ruznâme-i Cerîde-i 
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16 La Turquie, 24 ve 29 March 1870.
1 7 "Palais des Fleurs", Grande Rue de Péra (İstiklâl 
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1 8  Başvekalet Arşivi, Meclis-i Vala-23871, concerning 
the French Theatre in Beyoğlu.
1 9  La Turquie, 29 November 1870.
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2 1  An album dedicated to Lady Bulwer, wife of the 
British Ambassador to İstanbul Henry Bulwer, sold in 
aid of the victims of the Fener fire; an album dedicated 
to "Distinguished Persons"; Flowers and Sighs -the 
inhabitants of Beyoğlu; Summer Evenings in 
Büyükdere- an as yet unpublished album.
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T o p k a p i  S a r a y i  Ş î m ş İr l İk a n d  K a f e s  K a s i r s

Necdet Sakaoğlu*

S
o  long as the traditional institutions were 
preserved the Ottoman im perial palaces 
underwent no major changes in their inter
nal lay o u t. W h ile  the E ski S aray  (O ld 
P alace) in B ey az ıt w as know n as the 
"P alace of T e ars", because this was w here the 

bereaved members of the dead sultans' families 
spent the rest of their lives, Topkapi Sarayı was 
known as D âr'üs-saade w hich m eant "abode of 
felicity", and its portals as Bâb'üs-saade, meaning 
the "g a te  of fe l ic ity " . Y et th is  p a lace , w hich  
remained a mystery for so many centuries, hid the 
tragic events w hich happened w ithin its w alls 
from the prying eyes of historians.

Apart from the padişah (sultan) him self, his 
mother the valide sultan and all other members of 
his fam ily and household w ere devoid of. any 
rights. The women who inhabited the harem, the 
w hite and b lack eunuchs, the pages, and hal- 
berdeers were all slaves from Europe and Africa,

or devşirm e, Christian slaves taken as tribute as 
children or young men and trained up in Islam 
and Turkish culture. Although processions, festivi
ties, royal w eddings, circu m cision  feasts, and 
other ceremonial occasions took place in public, 
the struggles for pow er and dram atic or tragic 
events which took place in the labyrinths of the 
palace remained closely guarded secrets.

Th e  o t t o m a n  ŞE H Z A D E S  There is
abundant information about the births, cir
cumcision ceremonies and appointments as 

sancak bey (governor) of the O ttom an şehzades 
who w ere heirs to the throne. How ever, in the 
early 17th century the lifestyle of the şehzades con
trasted sharply with the lives they had led in for
mer centuries and is shrouded in mystery. During 
this period the princes of this dynasty appear to 
have been the tragic heros of the palace.

U ntil the reign of Selim  11 (1566-1574) the

Topkapi Sarayı from the Şimşirlik garden.

as
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şehzades served as provincial governors of san- 
caks, which gave them the opportunity to wage a 
struggle for the throne. Selim II, who came to the 
throne by this means, sent none but his elder son 
Murad (later Murad III) the crown prince to serve 
as governor, keeping his other sons under his own 
supervision at the palace so as to prevent fraternal 
rivalry. Murad III (1574-1595) and his son Mehmed 
III (1595-1603) acceded to the throne in this way 
and had all their brothers who were under guard 
in the palace killed. Mehmed III did not send his 
elder son Mahmud as governor in the provinces 
but had him garotted in the palace. When he him
se lf died sh o rtly  afterw ard s his you nger son 
Ahmed, then just 14 years old and without experi
ence of governorship in a sancak, acceded to the 
throne as Ahmed I. He had not yet married and 
had no children. Dimitri Kantemir comments on 
this: "That someone so young should become ruler o f 
the state zvas unprecedented. A contemporary poet criti
cised the fact that Ahmed I had acceded to the throne 
without experience o f being sancak governor". Ahmed 
1 (1603-1617) was anxious to avoid arousing the 
hatred which his father Mehmed III had done by 
murdering his brothers and his own son, and since 
he himself was as yet childless, to ensure that the 
dynasty was not left without an heir he had his 
brother Mustafa (later Mustafa I), who was mental
ly unbalanced, imprisoned in his apartments in the 
palace. This marked the introduction of the Daire-i 
Uzlet, known in Europe as the Golden Cage.

The remains of doors and windows belonging to the former Şimşirllk 
Kasrı in the wall dividing the Şimşirlik and Fil gardens.

Mustafa was the first şehzade to live under lock 
and key in the palace, a life which he led for 14 
years. In 1617, upon the sudden death of Ahmed I, 
Mustafa was proclaimed sultan, the first case of 
succession of a brother rather than the elder son of 
the ruling sultan. When the mental imbalance of 
M ustafa I proved too seriou s to allow  him to 
remain on the throne, after just over three months 
he was succeeded by Osman 11 (1618-1622), his 
nephew and the elder son of Ahmed 1. Osman II 
condemned his uncle's reign as "an innovation con
trary to ancient law ”. However, after Osman II's

The ground floor of Şimşirlik Kasrı facing the Harem.

(the Young) tragic death at the hands of the rebel
lious jan issaries, M ustafa 1 was restored to the 
th ro n e for the seco nd  tim e (1 6 2 2 -1 6 2 3 ), but 
deposed a year later and again shut up in the 
apartments known as Kafes (Cage).

This special section of the palace reserved for 
şehzades awaiting either death or enthronement, as 
well as deposed sultans, was now in the process of 
evolving. At the same time the principle of ekberi- 
yet, succession of the elder representative of the 
dynasty, rather than amud-i nesebi, succession of 
the elder son, became established. From now on 
until the fall of the Ottoman dynasty only twice did 
an elder son succeed his father to the throne: once 
after the deposition of İbrahim I (1640-1648) and 
198 years later, when Abdiilmecid (1839-1861) suc
ceeded his father Mahmud II in 1839. Two attempts 
to restore filial succession in 1687 and 1703 failed. 
As a result, princes who had spent their entire life 
imprisoned in the palace, lacking in any experience 
of the world and possessing only a superficial edu
cation acceded to the Ottoman throne.

Th e  K A FES K A S R I i n  t h e  h a r e m  The 
O ttom an palace had two sep arate  harem  
build ings. One was the H arem -i Hüm âyun  
(im perial harem) encom passing the Has Oda, îç  

Köşks and Sofa-yi Hümâyun; and the other was the 
Harem D airesi (harem  apartm ents), housing the 
valide sultan, the sultan's wives, cariyes, şehzades 
and sultans (princesses). This was also known as 
the Sultana Sarayı or Harem Sarayı. The buildings of 
the harem encircled by high w alls consisted of 
four blocks linked to one another along the north-
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south axis. These consisted of the Dariissade Dairesi 
and Cariyeler Dairesi, the Valide Sultan and Kadın 
E fen d iler  D a ire ler i, the Ş eh zad eler  and M abeyn  
Daireleri, and the Şimşirlik and Aslanhane gardens 
in front of the harem, which had blind walls facing 
the Enderun apartments to the north-east and was 
set on a terrace looking southwards.

The harem was a place of fairytale beauty, with 
gardens shaded by ancient trees, beds of flowers 
and tulip beds out of doors, w hile within were 
halls reminiscent of hanging gardens, with foun
tains, pools and flower beds, galleries, exquisite 
tiling, gilded ceilings and cupolas. The halls rang 
with the sound of clocks striking, the voices of 
women, and music played on the ud and santur 
(dulcim er). The harem lacked any sym m etry or 
overall plan, instead evolving over the centuries as 
each sultan  bu ilt new room s and pavilions in 
accordance with their own tastes. At the same time 
destruction by fire and earthquakes demanded a 
co n stan t p ro cess of rep a irs , ren o v atio n s and 
rebuilding. Most of the buildings were constructed 
of wood, which meant that this part of the palace 
did not co incid e necessarily  w ith the sty listic  
forms and resolutions of Ottoman stone and brick 
architecture. The various sections of the harem 
were called by different names according to their 
functions over the course of times. The Kafes Kasrı, 
which is our subject here, was built between the 
Harem Dairesi and Harem-i Hümâyun in the early 
17th century.

This type of spatial irregularity at the palace is 
a significant factor in solving the unknown aspects 
of palace life over the approximately three hun
dred years that Topkapi Sarayı was inhabited. Yet 
documentary sources on this subject are extremely 
limited. No miniatures depicting the harem exist, 
and those who lived here left no memoirs, either 
written or oral accounts recorded by others. With 
rare exceptions those able to enter the harem did 
not relate what they saw. A couple of sentences of

graffitti have been discovered on the walls and 
doors of the harem, which consists of hundreds of 
rooms in all. These read, "Her mirror worth two sin
gle kuruş was lost, she who lives here was blamed for 
the th eft. Such are the p eop le  o f  th is age."  And 
“Dilfirib, whose heart burns with anguish / God works 
his will in strange ways !"

U n d o u b ted ly  to en ter the harem  w ith o u t 
authority, to relate anything about it, or even to 
d isplay unw arranted curiousity  about it w ere 
unpardonable crimes in the past. For instance, in 
the 17th century, an interpretor at the Venetian 
embassy spied upon the palace with a telescope 
from his house in Beyoğlu. When this was discov
ered, it became a diplomatic incident. Nonetheless 
some accounts of the hidden world of the harem 
have come down to us. For instance, Jean Baptiste 
Tavernier was able to observe that the sultan slept 
in one of the Sofa köşks at the palace:

"(The lamps) are balls o f Rock-Crystal, cut Facet- 
wise, with an intermixture of precious stones, of different 
colours, which must needs give a very divertive entertain
ment to the Eye. The floor o f it is cover'd with Carpets, 
which, as to beauty, and excellency o f Workmanship, 
exceed those o f the other Chambers; and the same thing is 
to be said as to the Quilts, the Counterpanes, and the 
Cushions; the most part o f this furniture being adorn'd 
with an embroidery o f Pearls, and the the whole Room, 
which is very spacious, having in all parts, several other 
sumptions embellishments. And whereas this Room was 
Originally design'd for the Grand Seignor's Summer- 
Divertisement, it is accordingly the more likesome, and 
has large Windozos on three sides o f it. As to the Sultan's 
Lodging, he complies with the custom o f the Countrey, or 
rather that o f all the Eastern parts. There is no Bedstead  
set up, but towards the Evening, the Pages spread three 
Quilts, one upon the other at one o f the corners o f the 
Chamber, and place over it a Canopy o f Cloth o f Gold, 
garnish'd with an embroidery o f Pearls.

"On the right hand, as you come into this Room, 
there is a Cup- board, or Press, wrought within the very 
Wall, where they keep the Bajarac, that is to say, the 
Standard o f M ahomet, which has these words for its 
Impress, or Motto, Nasrun min Allah, that is in our 
language 'The assistance is from God.' ...In winter a 
Fur is spread in place o f a Sheet. When all is ready, the 
pages invite the Sultan to his Bed. Throughout the 
night they keep watch for three hours at a time."

The French priest Aubrey de la Montraye visit
ed the royal palace at Edirne at a time when the 
sultan was not in residence in 1714 on the pretext 
of being the assistant of a clockmaker called in to 
mend a clock in the harem. His account of this 
incident is as follows:

"The walls are cov ered with tiles. In places there is 
panelling o f gilt on blue. The waters from the fountains 
pour into a pool o f green stone. The pools and fountaiîis 
in Turkish houses serve not only to delight the eye but 
for their ablutions. The harem ağa accompanied us past 
many sm all rooms with closed doors. These may be 
likened to the cells o f monks and nuns. I was only able 
to see the interior o f one. A clock in a case o f tortoise
shell inlaid with mother-of-pearl, gold and silver was on 
a table o f European type with a silver mirror. Hanging 
on the wall was an ornate mirror framed in glass. Silver
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tables had been placed at the corners o f the magnificent 
divan on which seven cushions were laid. The seating 
cushions were covered with colourful patterned fabrics. 
The gilding, painting and decoration o f the room was 
exquisite. The windows were at such a height that even 
a tall person could not reach them, and the glazing was 
stained as in Christian churches."

A lth o u g h  M en av in o , G io v an n i A n to n io , 
Nicolas de Nicolay, Domenico Hierosolim itano, 
Bobovi (Ali Ufkî), D'Ohsson, Melling, Penzer, and 
Alderson have all described the Ottoman palace, 
their writings contain no satisfactory account of 
the harem and the Kafes Kasrı. They tell us that the 
p alace co n sisted  of ap artm en ts each  w ith  its 
hamam and fountain, that the sultan reached these 
apartm ents via a secret passagew ay, that there 
were connections between the apartments of the 
women and those of the şehzades, that girl chil
dren remained with their mothers, while at the age 
of six the şehzades were allocated their own apart
ments where they were educated by private tutors, 
and similar information. Strangers did enter the 
palace to install organs, repair clocks or treat the 
sick, but the information in their writings was gen
erally based on hearsay.

Even less is known about the apartments of the 
şehzades. Accounts of Kafes Kasrı and the harem by 
Ahmet Refik, İ. H. Uzunçarşılı, R.E. Koçu, Çağatay 
Uluçay and so on are based on very limited materi
al. The memoirs of Leyla Saz and the last genera
tion of O ttom an  p rin cesses refer to the very 
changed Ottoman palace life of their own late 19th 
century and early 20th century era. The first histori
an to enter the harem at Topkapi Palace many years 
after it had been abandoned was Abdurrahman 
Şeref, who had obtained special permission.

Innumerable artists, writers and novelists have 
described the harem as they imagined it or on the 
basis of other accounts. Their works may perhaps 
have artistic or literary merit but are of no historic 
significance. The latest example of works which 
approach their subject in both a superficial and 
highly misleading way, with "information" which 
is either erroneous or pure invention, is Alev Lytle 
Croutier, "The Harem, World o f the Veil". Below is a 
passage from this book:

"Şehzade Ahmet and Mustafa lived together in the 
Golden Cage. When Ahmed acceded to the throne he did 
not have the courage to kill his brother, but kept him in 
the Golden Cage with several women. He had a wall 
built across the entrance leaving only a few small win
dows through which food, drink and opium could be 
passed. Fourteen years later this wall was demolished, 
and Mustafa the Mad was declared sultan...

"When the şehzade was taken from the Golden Cage 
to be enthroned, Kösem's sons, M urad, Bayezid and 
Ibrahim, were immured in the same place. But a few  
months later Mustafa the Mad was deposed by the harem 
eunuchs who found they could not control him and reim
prisoned in the Golden Cage. He was succeeded by his 
son Osman... Mustafa the Mad was again removed from 
the Golden Cage (1622) and enthroned. His first action 
was to order the murder o f Kösem's sons..."

As can be seen, this account is full of errors.

T h e  Ş İ M Ş İ R L İ K  A N D  K A F E S  K A S IR S  
An artificial and menacing aspect of harem 
life was the Kafes Kasrı, so named towards the 

end of the 17th century, although it dated original
ly from the early 17th century when it was known 
as Ş im şir lik  K asrı, or in p a lace  ja rg o n , the 
Aslanhane. The Kafes Kasrı was alternatively known 
as Kasr-i Uzlet or Daire-i Uzlet. Precisely when this 
section reserved for the şehzades in custody was 
first established is not known with any precision. 
However it is thought that in the first half of the 
17th century the immured şehzades were accom
modated in a kasır adjoining the high dividing 
wall between the Şim şirlik and Fil gardens, one 
façade overlooking the harem and the other over 
the Büyük Biniş Gate. The ground floor of this kasır 
can be seen tod ay -th e  sectio n  know n as Taş 
Odalar- and the foundations are near the Fil gar
dens. A ccording to available sources, Şim şirlik  
Kasrı consisted of 12 suites of rooms, and a small 
garden. Each of these suites was known as kafes 
each of the şehzades who lived in seclusion here 
had ten to twelve cariyes (women servants or con
cubines), and was allocated men servants from the 
Enderun. However, the şehzade was not permitted 
to meet these men servants face to face but could 
only convey instructions indirectly. The fact that 
the Şimşirlik section in front of the Taş Odalar is 
known as Aslanhane is evidence that this is the site 
of the Kafes Kasrı. Aslan  (lion) was a sym bol of 
monarchy in Turkish Seljuk tradition and was a 
title given to princes of the Turkish dynasties. 
Under the Ottomans, the valide sultans referred to 
the şehzades as "aslanım" ("m y lion"). A second 
reliable piece of evidence is that the private apart
ments of the şehzades were known as kafes, in 
allusion to a lion's cage.

Consequently, the follow ing facts should be 
kept in mind:

• Şim şirlik Kasrı was the name of a building 
reserved for the şehzades and deposed sultans.

• Each of the apartments for the princes was 
named iaifes.

• W hen a new section was reserved for the 
şehzades within the harem com plex in place of 
Şimşirlik Kasrı, this was known as Kafes Kasrı and 
the individual apartments as kafes.

It ap p ears that Ş im şirlik  K asrı w as used to 
accom m odate şehzades who had not yet been 
posted as sancak governors until the late 16th cen
tury. This kasır was like a miniature version of the 
main palace, with separate selam lık and harem 
sections. In this early period, the şehzades proba
bly enjoyed a life of relative freedom.

Until the great fire of 1665 follow ing which 
Sultan Mehmed IV allocated a section of the harem 
for his brothers. Şehzade Süleyman and Şehzade 
Ahmed, this first kasır m aintained its function. 
Today the ground floor of this kasır still stands 
near the Şimşirlik. The three rooms are extremely 
gloom y and dam p. Th ese w ere p ro bab ly  not 
inhabited by the şehzades, but were service areas 
or guard rooms. However, from the plan, we can 
deduce that the şehzades did not enjoy particular
ly spacious accommodation on the upper floors.
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and probably the site was chosen for its conve
nience for keeping them under supervision.

The la ter K afes D a iresi, w hich  su p p lan ted  
§im§irlik Kasri, was within the harem itself. While 
^im§irlik Kasri was a detached building, the Kafes 
Dairesi consisted of a group of rooms adjoining or 
within the harem converted for this new function. 
This palace prison was a humiliating setting for 
the §ehzades who lived there. This new section 
between the Valide Ta§ligt and Gozdeler Ta§ligi was 
located above the treasury rooms and apartments 
of the kadmefendis (wives of the sultans) on the 
ground floor. In time it came to include two ko§ks 
known as the (^ifte Kasirlar. An account by a for
eign observer of this section reports, "A low lit pas
sageway in the harem leads to the dungeon in which 
those sons o f the sultan who might aspire to the throne 
are kept imprisoned... This dungeon was surrounded by 
high walls... Black eunuchs kept guard at the gates with 
double iron grilles. The interior o f the building has an 
oppressive appearance. The many eunuchs who served 
the princes lived on the ground floor and made every 
effort to divert the §ehzades and to transform the dun
geon into a bearable environment. The §ehzades were 
allozved concubines, but these were either chosen from  
among sterile women or precautions taken to prevent 
conception. The §ehzades occupied themselves with arts 
and crafts, and apart from freedom were allozved any
thing they w ished for. When the sultan moved the 
household to a different palace, he took them too, but

The domed room in Kafes Kasri in the Harem. Sultan Ibrahim was 
strangled here.

here again they were imprisoned in their quarters."
After a long period of disuse, the Kafes or ^ehza- 

degdn Dairesi was visited by the late Abdurrahman 
§eref during the second period of constitutional gov
ernment (1908-1918), and in 1926 a survey commis
sion drawing up an inventory of the harem examined 
the section which they referred to as "the Veliaht 
Dairesi-^ehzadeler Dairesi". Their report on their find
ings reads as follows:

"There is a small hamam and water closet on the 
ground floor o f the Kafes Dairesi entered via the door in 
the Ocakh Sofa. Stone stairs in the dark vestibule lead 
up to the upper storey. Several low ceilinged rooms lead 
off the landing o f the staircase. On the first floor are 
three interconnecting sofas, off each o f which open sev
eral rooms. Staircases in the sofas lead up to the rooms 
which were later additions on the second floor, and from  
here ladders give access to the attic. The large domed 
room entered via the second sofa and situated above the 
Kadinefendiler Dairesi and the Altinyol* is reminiscent 
o f the Revan Ko§kii. It urns here that 'Mustafa I lived for 
16 years, and where Ibrahim was first imprisoned and 
later executed after being deposed. The room is illumi
nated by lights in the dome. O f the ten or more rooms 
on the upper floor o f the ^ehzadegan Dairesi, this and 
one other are richly decorated. The walls are covered 
with tiles, the ceilings are decorated, and pictures are 
painted on the upper parts o f the walls. There is a large 
fireplace, whose firehood is tiled. Steps lead up to the 
low dais on three sides o f this room. The impression 
given by the interior is extremely oppressive."

However in the course of making these obser
vations, the author did not think to document the 
area with photographs or to draw  sketches or 
p lan s, and u n fo rtu n a te ly  d u rin g  su bseq u en t 
repairs and restoration that part of Kafes Kasri fac
ing Qifte Kasirlar was entirely spoilt, so losing one 
of the most vital settings with respect to the histo
ry of Topkapi Sarayi. Today only the domed room 
where M ustafa 1 and ibrahim  w ere im prisoned 
and the surrounding areas have been preserved. In 
addition the well illuminated and spacious Cevdri 
Dairesi, which was refurbished in the late 18th cen
tury and is linked to Kafes Kasri, is in a good state 
of preservation.

In the excitem ent of transform ing Topkapi 
Sarayi into a museum, the randomly built sections 
lacking symmetry or clear plan added to the build
ings in earlier centuries were swept away, no one 
considering to re-erect them in a different place for 
the purpose of research. This led to irreparable 
losses. The two storey wooden kafes rooms of the 
Q fte  Kasirlar were entirely demolished. Damage 
had also been caused long before this restoration 
carried  out in 1961-1971. For exam p le, as the 
Perm anent C om m ittee for the P reservation  of 
Antiquities wrote in its report dated 15 October 
1915, "Much which belongs to the past has been inad
vertently damaged and destroyed for the purpose o f  
reorganisation." Even earlier in 1848, Steward of the 
Treasury Daye-zade Mehmed Bey, who was eccen
tric to the point of attempting to throw out some of 
the holy relics, had many parts of the Enderun  
building and probably this section of the Harem  
demolished. In addition to this, some researchers
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have not hesitated to cause structural damage and 
changes for the purpose supposedly of uncovering 
earlier structural elements in the Harem.

T r a c e s  a n d  i m p r e s s i o n s  o f  l i f e  i n
T H E  K A F E S  L iv ing  co n d itio n s in the 
Şim şirlik  and Kafes kasirs must have had a 

direct influence on the internal and foreign affairs 
of the Ottoman Empire. In this respect these areas 
are of particular significance above and beyond 
that of the rest of the palace.

Mention is made of life in these apartments by 
Ottoman historians such as Nâimâ and some for
eign writers. They tell us that the şehzades living 
in seclusion here were educated by cariyes. To 
pass the tim e they occupied  them selves w ith 
crafts, becom ing skilled goldsm iths, carpenters, 
inlayers, leatherw orkers, em broiderers, calligra
phers and makers of bows and arrows. They also 
devoted their time to reading the Koran. At ado
lescence, they could take concubines from among 
the cariyes in their retinues, but if pregnancy 
resulted either the pregnant woman or the new
born child  w ould be killed . Kept under strict 
supervision, the şehzades were allowed to com 
municate with no one else. If anyone succeeded in 
talking to them, they risked immediate execution. 
If one of the şehzades fell ill, a physician could 
attend him only with the sultan's permission. The 
şehzades' m others who lived in the Eski Saray 
could visit their sons only on rare occasions with 
the permission of the sultan. On the religious feast 
days of the Ramazan and Sacrifice bayrams, after 
receiving the other members of the household, the 
sultan would receive each of the şehzades private
ly. No one from outside the palace was permitted 
to see them. Şehzades who were full brothers of 
the sultan enjoyed slightly more freedom . The 
şehzades were only allowed to see one another to 
a lim ited extent. On occasions when uprisings 
occurred the palace guards would demand to find 
out whether the şehzades were alive or not. In this 
case either the şehzades w ere brought out and 
shown to the janissaries or the janissary officers 
would be taken to the Kafes Kasrı to see the şehza
des for themselves. Living in these airless, sunless, 
and damp rooms, constantly in fear of their lives, 
the şeh zad es grew  in to  liv in g  co rp ses. 
Sporadically, they would be taken out into the 
Aslanhane garden or the Cariyeler Taşlığı in front of 
Kafes Kasrı under close guard so that they got a 
glim pse of the sky and fresh air. But since they 
were never permitted to see İstanbul or even the 
environs of the palace they had little knowledge of 
the world outside, state affairs or society. Obsessed 
with the fear of being executed, they often suffered 
from depression and nervous breakdowns.

When a şehzade died a natural death or was 
garotted, the grand vezir, the şeyhülislam, members 
of the ulema, vezirs, the janissary ağa, and company 
ağas attended the funeral. Ostensibly to ensure that 
the dead man had not been the victim of assassina
tion, the body was examined by the kul kethüdası 
(janissary general).

Both the Şimşirlik and Kafes kasirs witnessed the

tragic ends of the şehzades and deposed sultans 
who lived there.

Murad III had his five brothers murdered at 
Şimirlik Kasrı and Mehmed III had his 19 brothers 
garotted here. In the chronicle of Selanikî Mustafa 
Efendi, based on his personal observations, the 
night that Mu-rad III returned from his sancak to 
İstanbul to succeed his father, he had his five inno
cent brothers garotted. This writer goes on to give 
an account of how prayers were said for them at 
the funeral the following morning, their burial in 
the tomb at Hagia Sophia, and the anguish of the 
statesmen and tİıe common people who attended 
the funeral. The elder şehzade, M ustafa, whom 
Mehmed III had strangled is said to have spoken 
the following couplet just before his death in the 
Şimşirlik Kasrı:

I knew not what fate God had ordained for me
O, I smiled not once in the rose garden o f this zvorld.

Throughout the reign of Ahmed I (1603-1617), 
Mustafa 1 waited with apprehension in the Şimşfr- 
lik Kasrı for the executioner to appear, and gradu
ally lost his m ind. A ccording to contem porary 
accounts he had "the form o f insanity displayed by 
saints, endowed with angelic qualities". Mustafa was 
im prisoned during the intervening years of his 
two brief reigns and for the last year of his life. 
Upon his death at the age of 47, he had spent 34 
years in the Cage. After Osman II was dethroned 
in 1622, the troops who marched to the palace to 
restore Mustafa I to the throne were shown the 
way by a cleric who pointed the way to the Harem. 
When a soldier entered the Kafes Kasrı via a hole in 
the dome through which he suspended a rope, 
Mustafa was sitting on an old floor cushion. When 
the soldier declared, "My padişah (sultan), your sub
jects azvait you outside!" Mustafa I could only reply, 
"Give me zuater!" He had been without food and 
water for three days. Terrified and unable to walk 
without support, he was taken to the Arz Odası.

As he set out on his campaign to Poland, Sultan 
Osm an II (1618-1622) had ordered his brother 
Şehzade Mehmed to be strangled.As the execution
ers p laced  the noose around his neck in the 
Şimşirlik Kasrı, Mehmed shouted out "Osman! I pray 
to God that your life and your rule perish. Just as you 
have deprived me o f my life, may your life be cut short!".

A room in the Cevari Dairesi adjoining the Kates Kasrı.

91
N A T I O N A L P A L A C E S

TBMM KUTUPHANESI



The historian Naim a describes how 
Murad IV (1623-1640), who was forced by 
the soldiers to preside over an emergency 
session of the Council of State, was obliged 
at the demand of the soldiers to bring the 
şehzades in the Şimşirlik Kasrı to the coun
cil.

"Amongst rogues, the rumour spread that 
the h ü n kar (su ltan ) had  s tra n g led  the 
ş eh z a d es , an d  they  d em an d ed , 'Let the 
şehzades appear before the council for us to 
see.' At their insistence, the order was given 
and the four şehzades were brought out... All 
four were displayed in the public sight and 
Şehzade Bayezid advanced beyond the thresh
old of the room, and addressing the crowd o f 
se lf-w illed  and sham eless m en, d eclared ,
'What do you want o f us? At a time when we 
have withdrawn into the seclusion o f obscuri
ty, why do you not leave us alone, but recall 
our names and speak o f us? Do you wish to 
bring suspicion upon us and so cause us to be 
condemned? Without fear o f God, nor sense of 
shame or humility towards His Majesty the 
Sultan, you rebel.' The Sultan made a sign 
and the şehzades were escorted back to their 
quarters."

Before very long the Ş im şirlik  Kasrı 
w itnessed first the m urder of Şehzade 
Bayezid and Şehzade Süleyman, and then 
of Şehzade Kasim by their elder brother 
Murad IV. The news of these tragic events 
reverberated throughout Europe. Racine's 
play in verse, "Bajazet" was inspired by 
these murders. Şehzade Ibrahim was con
cealed either in the Şimşirlik Kasrı or by his 
m other Kösem M ahpeyker Sultan, and 
when after years of living in fear in the 
köşk below the Harem Dairesi he put up a 
resistance to those who came to invite him 
to the throne after the death of his brother, 
he was unable to believe in his brother's 
death. Only after seeing the dead body of 
Murad IV was he convinced and declared,
"O, my God, you have seen fit that a man so 
weak as I should rise to the sultanate. I f  by 
tyranny and injustice I should ever become a 
nightmare to my subjects, show your divine 
power and send me to damnation."

The most pitiful tragedy in the Kafes 
Kasrı was the imprisonment and strangulation of 
Sultan Ibrahim after his déposai in 1648.

"The armourer and the master o f the wardrobe took 
Ibrahim's arms and attempted to take him away. He 
resisted, but when he realised it was no use he wrung his 
hands and declared, 'Such is to be my fate. This is God's 
will!' and walked on. He was shut up in two rooms illu
minated only by one small window... When the high- 
ranking officials o f state arrived at the palace to demand 
that Ibrahim be strangled not one o f the palace household 
was willing to participate in this deed. Even the execu
tioner Kara Ali attempted to hide so as not to commit 
this crime. His enemies not only imprisoned Ibrahim but 
bricked up the windows of the room where he lay, and 
poured molten lead into the lock o f his door. They only

These two 16th century miniatures illustrate the life of luxury and liberty enjoyed 
by a şehzade before being appointed gopvernor of a province. The first miniature

left a small hole for the provision of food. Deranged by 
fear Sultan Ibrahim cried out by day and night in this 
tomb. When the door o f the room zuas broken down his 
screams reverberated through the heavens. Grand Vezir 
Sofu Mehmed Paşa kicked the executioners into the room 
to perform  their task. Ibrahim  w ore a robe o f  rose 
coloured satin , under which could be seen the gold  
embroidered edges o f his red çakşır (voluminous trousers 
warn below an outer robe and sown to light leather 
boots). In his hand he held a Koran. When he saw the 
executioners he shrieked, 'Cruel murderers. Here is the 
word o f God. On which charge do you kill me?'"

Mehmed IV, who first imprisoned his father 
Ibrahim  in the Cage and then com m anded his 
death, was deposed in 1687 and imprisoned in the
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shows him receiving a vezir to discuss a military question, while the second probably 
illustrates preparations tor entertaining him.

Şimşirlik Kasrı. Bobovi, in his account of İbrahim 
and his son Mehmed, and palace and harem life of 
the period, speaks of the life led by the şehzades in 
the K afes. A fife  K ad ın , one of M ehm ed IV 's  
favourites, described the grief of Sultan Mehmed 
and his beloved wife Hatice Gülnuş in the follow
ing quatrain:

Tell Gülnuş to don her mourning dress 
Let each sigh brand her heart 
Let her weep with Sultan Mehmed in Şimşirlik 
Be this not injustice says Sultan Mehmed

Süleyman II (1685-1691), who remained with 
his brother Ahmed in Kafes Kasrı for 39 years, was 
dum bstruck when the bostancıbaşı entered his

room  to p ro cla im  him  su lta n . He 
declared,

"For the love o f God, why are you dis
turbing my peace? Leave me alone to pass 
the rest o f my days in tranquility. I beg of 
you not to intervene in the reign o f  my 
brother (Mehmed IV). Because he was born 
to rule while I was born only to meditate and 
prepare for eternal life."

When the bostancıbaşı insisted, he 
replied,

"I bow to the wish o f the people, but 1 
am scared o f my brother."

The bostancıbaşı finally took him to 
the throne forcibly. As he entered the 
throne room, Süleyman trembled as he 
lo oked  ab ou t him . He asked  the 
b o sta n c ıb a ş ı and the d o o rk eep e rs  
whether his brother was in the room or 
not, being afraid that Mehmed might 
catch sight of him there. A fter being 
assured that his brother had been taken 
to the Kafes Dairesi, he took his seat on 
the throne. During the accession cere
mony, he lept up from the throne as if 
he w ould  rem ov e h im se lf from  a 
defiled place. To clean the throne of 
contamination he asked for clean water. 
He made his ablutions, but was unwill
ing to be seated again. Eventually he 
was persuaded to sit on the throne once 
more so that the ceremony could pro
ceed. He said to Grand Vezir Siyavuş 
Paşa:

"After 40 years immured in a darkened 
place, overcome by despond, 1 have returned 
to this world and opened my eyes. I find the 
world in tumult. Let us tuck our skirts in 
our waists and perform deeds auspicious to 
our faith and our world."

D uring his 43 years in the K afes, 
Ahmed II (1691-1695) occupied himself 
with astrology and soothsaying. During 
th is tim e he in scrib ed  a cop y of 
Mülheme-i Şeyh Vefa. Both Mustafa I 
(1695- 1703) and his brother Ahmed III 
(1 703-1730) sp ent th e ir you th  as 
şehzad es and their lives after being 
d ep osed  in the K afes K asrı. W hen 
Mustafa II was deposed he counselled 

his brother and successor Ahmed, before retiring to 
the Kafes Dairesi which he had just vacated. He fell 
victim to melancholia and died six months later.

Some historians record that Sultan Ahmed III 
hid a store of weapons in the Kafes to defend him
self in the event of a murder attempt, and had his 
food cooked in front of him to ensure that it was 
not poisoned. The record for im prisonm ent in 
Kafes Kasrı is held by Osman III (1754-1757), who 
was imprisoned here at the age of four upon the 
d ép o sai of h is fa th er M u stafa  II in 1703. He 
remained here for 51 years acceding to the throne 
at th€ age of 55.

Mahmud I (1730-1754), Mustafa III (1757-1774), 
and Abdülhamid I (1774-1789) were sultans who
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spent the larger part of their lives at Kafes Kasrı, 
but under the more humane conditions which pre
vailed in the 18th century. A bdiilham id 1 and 
Selim 111 (1789- 1807) were released from the fear- 
ridden atm osphere of Kafes Kasrı to spend their 
years as heir to the throne in more spacious apart
ments in the Harem. Nonetheless Selim III com
plained about his life there:

For a long time the Cage has been a cell o f anguish
The source o f such sorrow to me
If the heavens are aroused to pity by my cry
Like a nightingale the Cage will be a nest to the bird

o f my spirit.

Selim 111, who after his déposai retired to his 
private apartments in the Harem, lived here for a 
year before being murdered by executioners sent 
by Mustafa IV during the power struggle of 1808.

The final victim  of the Cage was M ustafa IV 
(1807-1808). When his brother Mahmud 11 (1808- 
1839), whom he wished to have killed but was 
abducted from the Cage by his women servants, 
b ecam e su ltan  w ith  the su p p o rt of A lem d ar 
Mustafa Paşa, Mustafa was strangled in the Kafes 
Kasrı. By strange coincidence, both the first and the 
last inhabitants of Kafes Kasrı at Osmanli Sarayı 
were named Mustafa.

Since Mahmud II was now the only living rep
resen tative of the O ttom an dynasty , the Kafes 
Kasrı, which had been the home of şehzades since 
1603 was now abandoned entirely. Abdiilmecid 
(1839-1861) granted ex ten siv e  freedom  to his 
brother Abdülaziz, who when he acceded to the 
throne (1861-1876) granted similar freedom to his 
nephews. The tradition of the kafes died out and 
Topkapi Sarayı itself was abandoned.

From the m id-19th century, adult şehzades 
lived in their own waterfront palaces or mansions, 
and enjoyed a normal family life. During this peri
od special apartments for şehzades and the heir to 
the throne were included in the plans for the new 
palaces. These sections were known as the Feriye 
Sarayları. Ensuring that the Ottoman princes were 
suitably educated and obtained experience of mili
tary and government affairs now became a matter 
of importance. Abdülhamid II (1876-1909) com 
missioned designs for m agnificent residences in 
contemporary European architectural style for his 
male relatives.

In her memoirs Leyla Saz refers to the rights 
and privileges of the şehzades of this period, their 
freedom to travel at will, their private apartments, 
their exchanges of visits with other members of the 
imperial family, and their allowances.

C O N C L U S IO N  How healthy an environ
ment was provided by the Ottoman palace is 
a subject that should be examined further. 

Apart from those who were executed, or secretly 
done away with, the premature death from disease 
of those in the Kafes and the deaths of other mem
bers of the dynasty decimated the Ottoman house 
despite the high birth rate.

On both counts we have statistical evidence for 
the period 1603-1808:

A) A total of 87 male children were born to the 
following 11 sultans over this period: Ahmed I (9), 
O sm an II (2 ), M urad IV (12 ), Ibrah im  (12), 
M ehm ed IV (5), Ahmed II (2), M ustafa 11 (13), 
Ahmed III (19), Mustafa III (2), Abdülhamid I (10), 
and Mustafa IV (1). Over the same period there 
were five childless sultans: Mustafa I, Süleyman 11, 
Mahmud I, Osman III, and Selim III.

Of the 87 Ottoman şehzades born during this 
time 58 died as infants (up to six years of age). This 
means that despite the solicitude of their wet nurs
es, nannies, and maids, despite the golden cradles, 
pearl studded quilts, and magnificent celebrations 
at their birth, the palace harem was by no means 
conducive to infant health. Between 1730 and 1759 
not a single child, neither girl nor boy was born at 
the Ottoman palace. That is why, when a princess 
was born on 1759, joy at the event spilled over the 
w alls of the palace in exu beran t ce lebratio n s 
throughout the city. The festivities to celebrate the 
birth were of unprecedented splendour.

Another question is the physical and mental 
disorders which resulted from life in the Kafes 
entirely isolated from the outside world. This was 
a situation even more wretched than that of crimi
nals in ordinary prisons. For example, while the 
elder of Sultan Ibrahim's three young sons, all just 
five or six years of age, succeeded to the throne 
(M ehm ed IV) the o th er tw o, Sü ley m an  and 
Ahm ed, were condem ned to lead a life of fear, 
misery and monotony in the Şimşirlik Kasrı for 40 
years. In the harem prison, where they were con
fined as young children, they aged prematurely, 
cut off from any knowledge of the outside world, 
to become old and sick men. When they acceded to 
the throne after long years of confinem ent, they 
survived only a few years before succumbing to 
disease. Süleyman II, Ahmed II and Mustafa 111 
died of dropsy (oedema), Osman III of a tumor of 
the thigh, Mahmud I of a fistular and heart dis
ease, Abdülhamid I of paralysis and Mustafa II of 
m elancholia, all probably the outcom e of their 
years incarcerated in the Kafes. Other diseases suf
fered by the above and other sultans include asth
m a, p olyp sis, ap op lexy  and gout. Som e w ere 
secretly poisoned in the Kafes and others made 
their own antidotes to protect them selves from 
such assassination attempts. Although the şehza
des could take some of the cariyes, num bering 
betw een seven to tw enty, who served them in 
their prison as concubines, they were not permit
ted to have children. Probably these women were 
sterilised by some means known only to the palace 
to en su re  that no ch ild re n  w ere born  to the 
şehzades.

B) Between 1300 and 1617, succession passed 
from father to son through the reigns of 14 sultans, 
whereas between 1617 and 1920 when 23 sultans 
of eight generations reigned, only two cases of suc
cession from father to son took place. While in the 
earlier period only one sultan was deposed and 
none were killed, during the second, ten sultans 
were deposed and of these four were killed. While 
the average age of the first 14 sultans at their death 
was 55 and thpir average reign was 25 years, dur-
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ing the latter period the average age dropped to 48 
and the av era g e  re ig n  to ju st 14 years . 
Environmental factors must have played a part in 
this change.

Of the şehzades and deposed sultans who lived 
in the Kafes, Osman 11 (1617-1618) remained there 
for the shortest time at four months, while Osman 
111 (1703-1754) remained there the longest at 51 
years. Fifteen şehzades survived imprisonment in 
the Kafes to accede to the throne. These sultans 
spent the following years in the Kafes: Mustafa 1 
(34 years), Osman II (four months), Murad IV (six 
years), Ibrahim (23 years), Süleyman II (39 years), 
Ahmed II (43 years), Mustafa II (8 years), Ahmed 
111 (22 years), Mahmud I (27 years), Mustafa III (27 
years), Abdülhamid I (44 years),Selim III (15 years) 
and Mustafa IV (19 years), making a total of 377 
years, compared to the total years of these sultans 
reigns of 183 years. Their lives in the Kafes lasted 
twice as long as their reigns, and accounted for 
55% of their total life span of 698 years.

The Ottoman rulers of the 17th and 18th cen
turies, a time when the empire faced critical inter
nal and external problems, therefore spent most of 
their lives in the Kafes Kasrı under the conditions 
described above. Not one received an adequate 
education or experience of government. They had 
no acquaintance with even their immediate envi
rons. At every instance of misfortune and failure, 
they were removed from the Kafes and enthroned 
during this period of Ottoman history. Therefore, 
the Harem of the classical Ottoman palace and the 
Kafes, which was a part of it, played a key role in 
the O ttom an history of this period , m aking it 
essential to give priority to study of the dim en
sions and structural characteristics of the Kafes 
D airesi, liv ing cond itions there, the system  of 
organisation and customs which affected this insti
tution. With the same object, it would be illuminat
ing to study the waterfront palaces of the şehzades 
and the feriye daireleri which took the place of the 
Kafes Kasrı in the 19th century.

(*) The term Altinyol has been interpreted as the Golden Road by all historians. Yet in Ottoman Turkish the word for gold was spelt 
"altiin", not "alttn". In that case the word altm in Alhnyol must mean "below", so that the meaning of the term is a corridor on the lower 
floor. This is borne out by the location of the corridor known as Alhnyol, which is on the lower of the two and sometimes three stories 
of this section of the Harem.
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B i r d s  a n d  A v i a r i e s  a t  t h e  O t t o m a n  p a l a c e

Deniz Esemenli*

Ma.

S ince the earliest times, m ankind's battle 
w ith n atu re and search  to h arn ess its 
resources have been the principle motiva
tion  beh in d  cu ltu ra l a c tiv ity . H um an 
beings survived at first by hunting wild 

animals, going on to domesticate them, and finally 
to farm the land. All the civilisations established in 
these early stages chose sites along water courses, 
which served a diversity of functions. In the course 
of their struggle with human and natural enemies, 
hunting skills w ere of param ount im portance. 
Particularly in Asia and around the Mediterranean 
where centralised governments emerged, hunting 
became a symbol of the material power of rulers, 
serving as training for battle.

A form  of this trad ition  can be seen in the 
Ottoman Empire. The Ottomans, who embarked 
on systematic expansion of their empire from the 
15th century onwards, had a hunting corps among 
the officials who served at the palace, which was 
the centre of government. Among the Birun (offi
cials attached to the palace in an external capacity) 
were the Şilcar Ağaları (ağas of the 
hunt) belon ging  to the B ostancı 
Ocağı who organised the sultans 
hunting parties, as well as caring 
for the hawks, falcons and other 
birds of prey used for hunt
ing'. The Kuşhane (aviary) 
situ ated  near the Otlulc 
Kapısı of Topkapi Sarayı is 
shown on the map pub
lished by Abdurrahman 
Şeref Bey and by 19th 
century sources as being 
in the H asbahçe (private 
gardens of the sultan) on 
the shore of the Marmara Sea, near the 
köşks of Sultan Murad and Sultan 
M ahm ud and the A slanhane  (lion 
house), none of which have survived 
to the present day^ With the dove
cotes nearby, this section of Topkapi 
Sarayı gardens was like a menagerie 
attached to the palace. A ntelopes, 
lions and other wild animals feature 
in m any m in iatu res d ep ictin g  
Topkapi Sarayı courtyards and gar
dens, and are described in the mem
oirs of foreign travellers. These ani

1 Painting of one of two rliinoceroses 
brought from Ethiopia for the Ottoman 
sultan (from a 16th century album in 
Trinity College Library, the collection 
of Edwin Hanson Freshfie ld , 
Cambridge M s .0 .17.2,1574).
2 The head of a hippopotamus brought 
from Egypt and exhibited at the Aslan
hane in Sultanahmet Square (from a 
manuscript entitled §ehname-i Selim  
Han).

mals are motifs illustrating the love of nature of 
these powerful rulers.

The many travellers and writers who have vis
ited Topkapi Sarayı since the 16th century inform 
us that Byzantine churches in and around the con
fines of Topkapi Sarayı were used as the aviary 
and lion house respectively. İnciciyan, writing at 
the end of the 18th century, gives us the following 
accounts of the aviary and lion house in İstanbuP: 

"The Kuşhane: This building housing the birds 
belonging to the palace was an ancient church dedicated 
to John the Baptist, and containing the tombs o f Saint 
Minas, Ermonike and Krapus.

"The Aslanhane: This building near Hagia Sophia 
and the hippodrome was not large. It had one dome 
flanked by two semidomes and was used to accommo
date wild animals such as lions, leopards and wolves 
belonging to the sultan. In the upper part o f the build
ing were rooms housing nakkaş (painters and miniatur
ists) but these were burned down in 1802. In 1804 this 
stone building was demolished to enlarge the barracks."

Sixteenth century sources describe the church 
of Saint Gravus, which had a central dome and 
was situated near the Ahirkapi side of the palace, 
as an aviary. In the 17th century Eremya Çelebi 
reports that this church named Hagia Yani was an 

aviary  (before the m ilitary 
clothing factory was built 

in its place)\
From these and sim

ilar accounts we know 
th at the A slan h an e 
accom m odated v ari

ous wild animals, and 
that it w as a B yzan tin e 

church on the site of the 
university building design
ed by Fossati and built here 
next to the church of Hagia 

Sophia in the 19th century\ Minia
tures and written sources provide 
extensive inform ation about these 
buildings, which since the reign of 
Sultan Süleyman the Magnificent or 
even earlier had incorporated the 
nakkaşhane (studios of the palace 
painters) both above and adjoining 
them. A miniature in a manuscript 
(N o. A. 3595) copy of Ş ehn am e-i 
Selimhan in Topkapi Sarayı Museum
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Library, depicts a hippopotam us head brought 
from  E gyp t and ex h ib ited  on a tab le  in the 
Aslanhane in the Hippodrome. Evliya (^elebi, the 
17th century traveller, wrote, "This is also the studio 
o f  the Nakka§ba§t (chief painter or m iniaturist), the 
upper floors o f the Aslanhane consist o f cells one upon 
the other where the m aster painters live"\ Eremya 
(^elebi, who also lived in the 17th century, wrote of 
the building and its functions, "There is an aslan
hane here, and the lights in its dome have been blocked 
up. A church at one time, this building 
is now f il le d  w ith e lep h an ts , fo x es , 
wolves, jackals, bears, lions, crocodiles, 
leopards, tigers, and other such anitnals.
A little way above is the Nakka§hane."^

From a document dated 3 Rebi- 
iilevvel 995/1587 in Topkapi Sarayi 
Archive adressed by Sultan Murad 
III to Mehmed, imperial comptroller 
for Istanbul and to the imperial chief 
architect, we learn that the Imperial 
Nakka§hane was outside the palace 
and near the Byzantine aqueducts^
In Surnam e-i V ehbi w ritten  in the 
18th century by the poet Vehbi and

3-4  Two m iniatures by Levni from 
S u rn a m e -i V ehb i showing Sultan  
Ahmed I watching a procession from 
the pavilion built at the Nakka^hane 
next to the Aslanhane.
5 The domed white building and the 
building next to it opposite Haghia 
Sophia near the hippodrome seen in 
this picture of Istanbul from Matrakgi 
Nasuh's IVIecmu-i M enazU  are the 
Aslanhane or Lion House and Saray 
Nakka^hanesi (studio of the palace 
miniaturists) respectively. 
fiTw o  fa lconers. From the album  
Codex Vlndobonensis 8626 at the 
Austrian National Library.

of which one copy was illustrated by the miniatur
ist Levni, it writes that the sultan watched the pro
cessions from the kasir built at the Nakka§hane near 
to the A slanhane, and this is illustrated  with a 
m in ia tu re ’ . The p lan of IsU n b u l in M atrak^i 
N asuh 's M ecm u-i M enazil (Istanbul U niversity 
Library T 5694, y. 8b). The domed building oppo
site Hagia Sophia and the ad joining annex are 
identified as the Imperial Nakka§hane'“.

In addition to the animals of the menagerie and 
the hunting birds, swans were bred 
for th e ir  fe a th e rs  w h ich  w ere 
attached to arrows. These and other 
birds were cared for by the staff of 
the Ku§hane, and surplus birds sold 
to the public". The keepers of these 
creatures were part of the Bostanci 
Ocagi^\

The chief falconers or doganciba§t 
were m em bers of the Enderun, an 
organ isation  at the palace w hich 
trained palace servants and public 
officials, and had their quarters in 
the Enderun courtyard at Topkapi 
Sarayi’\ The Havuzlu K6§k was built
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in this courtyard by Selim II, and later demolished 
to make way for the Ahmed III Library which 
stands here today. According to Bobovi’‘‘ who was 
an aga in the Enderun in the mid-17th century, this 
ko§k housed the doganciba§i or ch ief falconer 
which was a newly formed position at the time. 
This open-sided pavilion set on columns and con
taining a pool would have been suitable for the 
care of birds. Also in the Enderun courtyard was a 
sm all aviary betw een the Arz Odasi (audience 
chamber) and the Hiinkar Hamamt (imperial baths) 
w hich form erly stood on the site of the Seferli 
Kogu§u which stand here today. When the Seferli 
Kogu§u was built here in the mid-17th century, the 
aviary m ust have been moved to the H avuzlu 
Ko§k mentioned by Bobovi. Seventeenth century 
sources also mention a free standing aviary for fal
cons known as the Oda-i Doganciyan in front of the 
Has Oda^\ The falconers who trained birds of prey 
to hunt were agas belonging to the Has Oda. Apart 
from  those m em bers of the Birun w hose work 
in v olv ed  carin g  for b ird s, the fa lco n ers who 
worked under the chief falconers, who as members 
of the Enderun enjoyed a higher status, did not 
have separate quarters, but according to their rank

stayed in the quarters of other officials. As a result 
they were known as odasiz (quarterless). The num
ber of falconers at the palace rose from nine during 
the reign of Mehmed II to 30 or 40 in the 16th and 
17th centuries. This organisation was abolished 
during the reign of Mehmed IV'^
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The sultans' private kitchen at Topkapi Sarayi 
was known as the Ku§hane kitchen during the 
reign  of M ahm ud I and situ ated  betw een  the 
Harem and the Enderun courtyard. Although the 
name of this group of buildings is attributed to the 
sahans (a shallow cooking pan with handles and a 
lid) known as ku§hane, the buildings in this tiny 
garden w hose wall on the side of the Enderun 
courtyard was demolished during restoration in 
the early 20th century are known to have been 
used as an aviary. The fact that large quantities of 
pigeons were consumed in the palace and that the 
m eat of the cooked b ird s w as served  in pans 
known as ku§hane suggests that the proximity of 
the aviary where these birds were bred and the 
sultans' private kitchen gave rise to the use of the 
name for the kitchen itself and the pans. Bobovi 
reports that there was an aviary in this courtyard 
where small fine quality birds were bred here for 
the palace. Ko(jibey's account of the palace hierar
chy mentions that the Department of the Pantry 
included nightingale and parrot keepers. Bobovi 
also mentions that one of the members of the Has 
Oda served as chief parrot keeper and was respon
sible for training and caring for the parrots import
ed from C airo’  ̂ An inscription placed over the 
door of the Ku§hane to record repairs carried out 
in 1147/1734-35 during the reign of M ahmud I 
proves that there was a ku§hane kitchen here. 
Moreover, the small room to the left of the door 
contains a working surface and a fireplace. The 
historian Ata writes that there were two officials 
skilled at cooking and chosen from  am ong the 
ZUlUflu B ahaa  (a class of palace guards) employed 
in the Ku§hane kitchen, and that the first of these 
was known as the ku§cuba§i or chief birdkeeper. 
The facade of this aviary is in the form of a dove
cote, and it is claimed that the lower storey housed 
the b ird s, w hile the cooks lived on the upper 
storey. However during the 16th and 17th cen
turies this building was used as an aviary, and in 
1916 the courtyard wall in which it was set was 
demolished'®.

With the radical changes and political reforms 
ca rrie d  out by Su ltan  M ahm ud II from  1826 
onw ards, Topkapi Sarayi was gradually  aban
doned entirely, and the aviary and lion house fell 
into disrepair. In 1828 the post of imperial peri- 
grine falcon keeper, and in 1830 the post of chief 
falconer was abolished. In the reorganisation of 
the B o stan cib a§ i O cag i as the A sa k ir - i H assa  
(Imperial Guards), those responsible for the care of 
the anim als becam e sim ply known 
as bekgi or keeper’®. Eventually the 
ko§ks becam e com pletely  unused 
apart from the fam ous lion named 
Be§ir belonging to Sultan Abdiilaziz, 
w hich was kept here. In 1860 the 
ruined ko§ks were demolished.

The m odernisation and reform s 
initiated by Sultan Mahmud II which 
continued during the reign of Sultan 
A bdiilm ecid w ere reflected  in the

7 The aviary in the Enderun court
yard at Toplopi Palace mentioned by 
Bobovi.
9-9 There were pavilions on the tiny 
island in the lake at Yildiz Sarayi. 
The centuries-old tradition among 
the Ottoman sultans of keeping a 
menagerie In the palace gardens 
was continued at Yildiz Sarayi.

palaces where the sultans resided. When the sul
tans left the oriental environment and lifestyle of 
Topkapi Sarayi for the western style palaces built 
d urin g  the 19th cen tu ry  on the sh ores of the 
Bosphorus, the dynasty became a symbol not of a 
regime in which military motifs were predominant 
but of a modern political system based on the writ
ten rules of the Tanzimat (reforms). This change 
affected the daily life of the sultans in their palaces 
and hence their attachment to wild animals and 
hunting. In the graceful palaces open to nature of 
this period, the sultan's love of hunting was trans
formed into an emotive love of nature, rom anti

cism and a love for birds.
Part of the gardens rising in ter

races behind Beylerbeyi Sarayi, built 
as a summer residence on the water 
front, is known as the G eyiklik  or 
d eer en c lo su re . C o n tem p o rary  
sources report that there w as an 
av iary , d ovecote and lion house 
here during the reign of Abdiilaziz, 
and that m any d ifferen t anim als 
ranging from  d eer to lions w ere

100
N A T I O N A L P A L A C E S

TBMM KUTUPHANESI



TBMM KUTUPHANESI



10

kept here^“. There are numerous documents con
cerning the care of these animals and their cages in 
Dolmabahqe Sarayi Archive^'.

Sultan Abdiilhamid II who in search of security 
enlarged Yildiz Sarayi as his permanent residence, 
had a large and exotically designed lake construct
ed in the gardens of this palace. The ko§k built on 
the island in this lake was in the form of an ani
m al's cage. A bdulham id II only rarely left the 
palace during his long reign, and so recreated the 
natural world that he wished to see in this setting, 
which included ko§ks scattered in the vast gar
dens. The deer enclosure was built on the island in 
1894, and an aviary  in 1904. The b ird s w hich 
inhabited the island included peacocks, pheasants, 
parrots, pigeons, cranes, ducks of various colours 
brought from Switzerland, pelicans, 
sw ans, and in the lake w ere orna
mental fish, a gift from the emperor 
of Japan“.

Ay§e Su ltan  (O sm an o g lu ), the 
daughter of Sultan Abdiilham id II, 
describes this garden in her memoirs:
"There were many species o f animals in 
the palace gardens. The area around the 
Acem Kd§kii was like a zoo. The young 
bears, ostriches, monkeys, giraffes and a

S A M i H  R i F A T

10-11 The aviary and its garden have 
now been restored and various birds 
including peacocks are kept here. 
Here the Ku; Ko^kii can be seen in 
the aviary garden. The bird hospital 
is in the background and the aviary 
buildings are against the wall. This 
is the only surviving Ottoman palace 
aviary.

pair o f zebras lived there. These zebras were the gift of 
the Ethiopian emperor M enelik to my father. In the 
Selamlik garden near the Harem were all kinds o f birds, 
including peacocks, pheasants, different species o f par
rots and pigeons. The Japanese ducks in the lake sent as 
a gift to my father by the Japanese emperor were very 
beautiful. Swans had been brought from Switzerland. 
On the island at the centre o f the lake zvere rare birds, 
again the gift o f the emperor. I zvas greatly attached to 
them and went often to see them"^\

Halid Ziya U§akligil, who worked as first secre
tary to the M abeyn during the reign of Sultan 
Re§ad, wrote of the sultans' love of animals -which 
he clearly found rather strange- in his memoirs; 
"Animals were one o f Abdiilhamid's main hobbies. His 
first love was for horses and then dogs. How many and 

what varieties o f these were there? We 
have no way o f knowing now, but they 
must have been o f the finest and rarest 
varieties. That was so o f the parrots, 
can aries, cockatoos and doves, and  
above all o f the pigeons. I assume that 
they were all sold by the government 
before the palace became attached to the 
Privy Purse or dispersed. When we 
w ent around the p laces w here they  
were kept we were amazed by the par

rots o f myriad colours. The chicken coops were the 
same. Abdulham id, living as a recluse, searched for  
ways to pass the time. He filled the palace grounds with 
dogs, birds, and poultry imported from Europe by com
panies in Beyoglu. Naturally there were a proportional 
number o f keepers for them all.

"The most neglected were the pigeons, whose dis
tinctive varieties were gradually deteriorating due to 
interbreeding. Abdiilhamid, who like the other members 
o f the Ottoman dynasty, had a great interest in pigeons 
at first, zvas later unable to manage these beautiful 
birds, as they proliferated until there were thousands o f 
pairs, finally being left to their own devices, so that the 
rare varieties bred with such care zvere lost. It took a 
long time to rid the palace o f these invading birds. 24

Rare birds were also kept in elegant cages in 
the conservatories around the ko§ks of M alta, 
Qadir, ^ale and Kugiik Mabeyn at Yildiz Palace^\ As 
at Dolmabahge Sarayi aviary, these birds had their 
own hospital. This tiny structure known as the 
Giivercinlik Ko§kii to one side of the abovem en
tioned island was later dem olished. One of the 
most fascinating ornithological structures at Yildiz 
Palace is the pigeon house (GUvercin Evi) in neo- 
Gothic style, where the homing pigeons were kept. 
Another aviary surviving to the present day at this 
palace is that with an articulate plan in the garden

of ^ale Kd§kii. This aviary was the frequent haunt 
of the sultan.

The wild anim als such as lions were kept in 
cages behind the cascade flow ing into the pool

11

102
N A T I O N A L P A L A C E S

103
N A T I O N A L  P A L A C E S

TBMM KUTUPHANESI



below the M arangozhane (carpentry shop). These 
animals, the exotic cascades in beautifully cared for 
gardens, pools, islands and other buildings in har
m ony w ith  n atu re b u ilt d uring  the reign  of 
A bdülham id, created a fantasy environm ent at 
Yıldız Palace. W hen Sultan Abdülham id II was 
deposed in 1909 these animals were dispersed and 
life in the gardens came to an end. The principal 
reason for this was the government's restrictions on 
expenditure by the Ottoman palace, which for cen
turies had been limitless. The care of animals was at 
that time of economic difficulty both an unnecessary 
and impossibly large item of expenditure, a luxury 
that the state finances could no longer afford.

The most important surviving building com 
plex relating to animals at the Ottoman palaces are 
the buildings of the Kuşluk Bahçesi 
(A v iary  G ard en ) at D o lm abah çe 
Sarayı. These köşks built in a section 
w alled off from the main Selam lık 
garden behind the M uayede Salonu 
create an articulate composition with 
the movement of the roofs of various 
heights. Built against the main wall 
next to the Camlı Köşk, and linked by 
the roof beams above, these are typi
cal of the reign of Sultan Reşad in 
ap p earan ce . T h is av iary  and the

i^ T h e  original bird cages of tfie 
palace now stand inside ttie aviary 
at Dolmabatıçe Sarayı. As well as 
rooms in the form of large cages, 
there are cages set into the walls for 
smaller birds.
13-14-15 The Ottoman love of birds 
was reflected in the palace libraries. 
Illustrations from a book on birds at 
Caliph Abdiilmecid Efendi's library at 
Dolmabahçe Sarayı.

cages in front of it are not so much reminiscent of 
the h eav y  d e co ra tiv e  s ty le  of the rest of 
D olm abahçe Palace characterising the reign of 
Abdulmecid, but are closer to the exotic "colonial" 
ambience of Yıldız Sarayı.

Within the aviary are elegantly fitted enclosures 
separated by walls, and also cages sunk in the walls 
and w ith  w ind ow s. In the gard en  shaded by 
ancient trees the larger of these tiny structures with 
facing bays is the Kuşluk Köşkü where the sultan 
could sit when he visited the aviary, w hile the 
smaller is the bird hospital. Sultan Reşad, who had 
these av iaries and the K uşluk  K öşkü b u ilt to 
replace the earlier aviary, visited them every after
noon to see the pigeons which had been brought 
from Europe. In his memoirs, Ali Fuad Türkgeldi, 

ch ie f secre ta ry  to Su ltan  R eşad 
writes: "(The sultan's) sole hobby was 
his pigeons. He would have new vari
eties o f pigeons brought from Europe, 
and cross-bred here to produce beautiful 
specimens. He had several aviaries and a 
single-room  köşk built in the garden  
behind Dolmabahçe Sarayı, and on days 
when he did not go out o f the palace 
would come here to watch the pigeons."^  ̂

From  arch iv e  record s (1325-6  
Mali calender), we see that this com
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p lex  of a v ia r ie s  re b u ilt  by S u lta n  R eşad  at 
Dolmabahçe Sarayı was the work of the sultan's 
architect Vedat Bey and his colleagues"".

In this Ottoman aviary, peacocks, pheasants.

canaries, parrots, and budgerigars were m eticu
lously  cared for. The av iaries of D olm abahçe 
Sarayı are a living symbol of the Turkish love for 
animals and nature.

13 14 15
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I v a n  K o n s t a n t i n o v i c h  A y v a z o v s k y  a n d  t h e  
O t t o m a n  P a l a c e  i n  t h e  C o n t e x t  o f  t h e  

N a t i o n a l  P a l a c e s  A r t  C o l l e c t i o n

Serna Öner*

A street scene by Aivazovsky: “A Street and Mosque in Egypt” , oils on wood 21 x 27 cm. Inv. No. 11/1278.

he National Palaces collection of paint
in g s p ro v id es v a lu a b le  m a teria l for 
assessing the role of the Ottoman palace 
in the developm ent and evaluation of 
Turkish painting, and is particularly sig

nificant where the work of Ayvan Konstantinovich 
Aivazovsky, the renowned 19th century painter, is 
concerned.

A ivazovsky , a p ain ter w hose w orks are in 
many museums and private collections around the 
world, went through various phases in his artistic 
career. The stylistic features of these phases can be

observed in the paintings he did for the Ottoman 
palace in Turkey. A brief review of the painter's 
life forms guidelines for general observations on 
these periods.

A IV A Z O V S K Y 'S  L IF E  ( 1 8 1 7 -1 9 0 0 )  
Aivazovsky won renown for his seascapes 
which reflected his love of the sea on can

vas. The son of an Ottoman Armenian family, he 
w as a rep resen tative of the R ussian school of 
painting'. He was born in the Crim ean town of 
Feodosia in 1817. His early life was spent in the

106
N A T I O N A L  P A L A C E S

TBMM KUTUPHANESI



r j r a - ■ ^ T T r^ rO B F ir

Urban scenes and Aivazovsky: “ Venice", 1874, oils on canvas, 170 x 130 cm. Inv. No. 11/986.

cosmopolitan society of this region, where there 
were Italian, Greek, Turk, and Tatar communities.

Ivan K onstantinovich A ivazovsky attracted 
attention at a young age for both his musical talent 
and his drawing ability. In 1833 he entered the St. 
Petersburg Academy for Fine Arts, and two years 
later at just 18, he won the first prize of his paint
ing career with a medal for his painting Weather
At Sea"^.

At a period when Russian cultural life was pro
foundly influenced by Pushkin, Gogol, Glinka and 
Briullov, Aivazovsky was influenced by the paint
ings of Briullov in the romantic tradition. Even in 
his m ature p eriod , he did not abandon these 
romantic elements for the sake of realism^

The exhibitions which he held after pursuing 
the theme of the Baltic Naval Fleet in 1836 drew 
public attention to this artist. Subsequently when 
he was sent to the Crimea for two years, the natur
al scenery of the peninsula provided a significant 
accumulation of material for his paintings.

In 1840, Aivazovsky was sent abroad for the

first time, and found the opportunity to meet other 
contemporary artists. He spent four years travel
ling in Italy, Portugal, Spain, France, England, 
Holland and Malta\ and during this time the exhi
b itions w hich he held in Rom e, V enice, Paris, 
Amsterdam and other major cities attracted con
sid erab le  in terest. A iv azov sky  w as above all 
acclaimed in Italy where Pope Gregory VI pur
chased his painting "Chaos" for the Vatican collec- 
tion^ The famous landscape painter Turner, who 
was in Italy  at the tim e, spoke w ith p raise of 
A iv a z o v sk y 's  w ork*. U pon his re tu rn  hom e, 
Aivazovsky entered St. Petersburg Academ y of 
Fine Arts, this time not as a student but as a mem
ber of the academy. The same year Aivazovsky 
was granted the right to wear naval uniform and 
appointed first painter to the M inistry of Naval 
Affairs.

In 1845, Aivazovsky accompanied Grand Duke 
Constantine, heir to the Russian throne, on a tour 
of Anatolia and the Greek coast. He returned with 
a large portfolio, including scenes of Istanbul.
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The historic peninsula of Istanbul by Aivazovsky: “ Sarayburnu”  oWs on canvas, 38 x 29 cm. Inv. No. 11/720.

In 1846, he was awarded the title of professor at 
the St. Peter's Academy of Fine Arts.

Between 1846 and 1848 he completed a series of 
naval scenes, which reflected his strong ties with 
the R ussian fleet. In 1850, two years after the 
Moscow Exhibition of 1848, he executed his cele
brated "Tenth Wave" which clearly reflected his 
romanticism.

A ivazovsky was deeply affected , like many 
western artists, by the Crimean War of 1853-1856, 
and his scenes of this war have a realism suggest
ing that he himself might have been in the Crimea 
during this period.

1857 brought a new award for Aivazovsky, this 
tim e a gold  m ed al and the F ren ch  L egion  
d'Honneur for his one man exhibition at Salon des 
Peintures.

Aivazovsky visited Caucasia in the 1860s, and 
after a series of exhibitions went to Egypt in 1869

for the inauguration of the Suez Canal. He became 
the first artist to paint the canal while he was in 
Egypt. In 1872 he went to Nice and Florence, and 
two years after his tour of Turkey in 1874 he was 
appointed a member of Florence Art Academy. 
Aivazovsky continued to travel abroad frequently 
in the 1880s, paying several brief visits to Istanbul.

In 1892 he visited New York and Washington, 
his first journey to the New World.

Throughout his life Aivazovsky devoted efforts 
to the improvement of his home town Feodosia, 
where he established an art gallery. It was here 
that Aivazovsky died at his easel leaving a large 
number of works behind him.

KE L A T IO N S  w i t h  T U R K E Y  A N D  THE  
O T T O M A N  P A L A C E  The O ttom an 
Em pire had been no stranger to w estern 
artists since the 15th century, but in terms of num-
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“A Sailing Stiip a t Sea” , 1869, oils on canvas, 101 x 68 cm. Inv. No. 11/720.

bers the 19th century was unprecedented. Among 
these artists who flocked to Turkey, the name of 
A ivazovsky stands out. The citizen of another 
empire in the mid-19th century, Aivazovsky was 
fam iliar w ith the Russian im perial fam ily and 
nobility. Aivazovsky first visited Turkey during 
the reign of Sultan Abdiilmecid (1839-1861) and 
made brief visits to Istanbul during the reign of 
Sultan Abdulaziz (1861-1876) and Sultan Abdiilha
mid II (1876-1908).

During his stays in Turkey Aivazovsky became 
acq u ain ted  w ith the the cou rt and the upper 
echeleons of Ottoman society. A Turkish intellec
tual with close relations with the court towards the 
end of the century described him in the following 
w ords: "He has a most pleasant face. H e is clean  
shaven. One who did not know his orig ins would  
assume him to be English or American. He speaks the 
Turkish o f Caucasia"^.

In 1845, during the reign of Sultan Abdiilmecid, 
who initiated the Tanzimat reforms of this period, 
A ivazovsky set out by ship w ith a delegation  
including the Russian crown prince Konstantin 
Nikolayivich, on a journey through Anatolia and 
the Aegean®. D uring this jou rney A ivazovsky 
found his first opportunity to paint scenes of Istan
bul. The members of the 19th century orientalist 
movement were fascinated by the urban texture, 
scenery and lifestyle of Istanbul, the mysterious 
c ity  of the east. Is tan b u l began  to ap p ear in 
Aivazovsky's canvasses in 1845.

Aivazovsky first visited Turkey at the age of 28. 
He had graduated from the Art Academy in 1837, 
studied in Italy for four years and received the aca
dem ic title of landscape painter in 1844. At the 
same time, he was known as a painter of Russian 
naval bases.

Among his paintings, of which the great major-
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Human beings confronting nature’s ruthlessness; “ Shipwreck In A Storm ” , 1874, oils on canvas, 234 x 191 cm. Inv. No. 11/595.

ity are to be seen in museums and art galleries in 
the former Soviet Union, his painting of Nusretiye 
M osque and its environs dated 1846, scenes of 
w om en at th e ir d aily  o ccu p a tio n s, a v iew  of 
Sarayburnu from Nusretiye M osque,"Full Moon in 
İstanbul"  dated 1847 and "Kizkulesi" (M aiden's 
Tower) dated 1848, are all the result of impressions 
he received during his journey in 1845’.

Aivazovsky returned to Turkey for the second 
tim e in 1857, a year after the C rim ean W ar, in 
w h ich  the R u ssian  navy fo u g h t a g a in st the 
Ottoman, French and British navies, came to an 
end. It is thought that this second visit, which took 
place in May and June, lasted only 13 days'“.

Even after returning home, Aivazovsky kept 
up his friendships with the Ottoman statesmen he 
had met in İstanbul. In a letter dated 24 November 
1857 to Ottoman Foreign Minister Keçecizade Fuat 
Paşa, he extended the thanks of himself and his

wife, and promised to send one of his paintings as 
a gift in commemoration of their wonderful mem
ories of İstanbul".

From a document presented to the court by the 
grand vezir on 19 and 31 December 1857, stating 
that "the famous painter Aivazovsky, a citizen o f the 
Russian state, has sent one o f his own paintings via the 
embassy with the request that it be presented to the 
imperial court of his royal majesty, and it is requested 
that this gesture be acknow ledged."  We learn that 
A iv azo v sk y  p resen ted  a p a in tin g  to Su ltan  
Abdiilm ecid through the Russian Embassy, and 
that in recognition of this gift he was presented 
with a fourth class Ottoman medal'^.

From various contemporary sources we learn 
that Aivazovsky returned to Turkey a year later, 
following his exhibition in Paris'^

According to other studies''' Aivazovsky's sec
ond visit to Turkey took place in 1867, when he
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‘The Ottoman Navy o ff Çırağan Palace 1875, oils on canvas, 130 x 92 cm. Inv. No.11/1109.

accompanied the retinue of Grand Duchess Maria 
Alexandrovna.

In the year 1874 when Aivazovsky remained in 
İstanbul for a long period, the consequences of the 
Paris Agreement concluded in 1869 and Ottoman- 
R ussian p o litica l relation s w ere being w idely 
debated'^ Sultan Abdülaziz (1861-1876), who suc
ceeded his brother Sultan Abdülm ecit upon the 
latter's death, was known for his close interest in 
painting. It was during his reign that the first ini
tiatives to open a private art academy were taken 
and to establish an art collection at the palace in
1875 and 1876'^

In su ch  an en v iro n m en t th is  v is it  by 
Aivazovsky, who was already familiar in court cir
cles, was widely covered on a daily basis by both 
the O ttom an press and foreign publications in 
İstanbul.

The first news item appeared in Şark Gazetesi on

7 Ramazan 1291 (17 October 1874), which reported 
that Aivazovsky, given the title of general by the 
Tzar had arrived in İstanbul. The newspaper also 
reported  that accord ing to the Levant H erald 
new spaper the painter had been presented  to 
Su ltan  A bd ülaziz by the R ussian am bassad or 
Ignatiev.

On 21 October 1874, the newspapers'^ gave the 
news on their front pages that Aivazovsky had 
been presented to Sultan Abdülaziz by Monsieur 
Onou, chief translator at the Russian Embassy on
20 October 1974 .

La Turquie newspaper reported on 22 October 
that Aivazovsky had been presented with a second 
class Ottoman medal by the Sultan, and that Chief 
Architect Sarkis Bey had been present at the pre
sentation ceremony'*. From another news item we 
learn that during his stay in İstanbul Aivazovsky 
painted a portrait of Sultan Abdülaziz’’.
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“ Landscape in Snow” , 1874, oils on canvas, 74 x 48.5 cm. Inv. No. 13/12.

Sarkis Bey (Balyan) took up the post of Chief 
Im p erial A rch itect d uring the reign of Su ltan  
Abdülaziz, continuing in this post during part of 
the reign of his successor Sultan Abdülhamid II. 
From this we can deduce that Sarkis Bey played an 
in flu e n tia l ro le  in A iv a z o v sk y 's  re la tio n s  in 
Turkey, in particular with the Ottoman court.

In October 1874“, Aivazovsky's paintings were 
show n at Y ıld ız K asrı H üm âyun"', w here they 
were admired by the Russian and German ambas
sadors.

On 6 November 1874, a writer who was clearly 
knowledgable on the subject of art, wrote in La 
Turquie newspaper, "Although Aivazovsky's stay is 
so brief, he will have a most beneficial effect on the 
development o f art in Turkey." From the same article, 
we learn that Sultan Abdülaziz shared this view of 
Aivazovsky.

Sultan Abdülaziz is known to have enjoyed dis
cussing art and other ideas with Aivazovsky and

the com positions of some of his paintings were 
worked out together with the sultan. His successor 
Sultan Abdülhamid II once remarked to Ebuzziya 
Tevfik when supervising the hanging of paintings 
in the palace, "These are the works o f Aivazovsky, 
which my brother (Sultan Abdiilaziz) commissioned. 
This one is based on a sketch which he did himself. 
Sarkis Bey (Balyan) says it has no equal. Indeed this 
'Mist' seems almost tangible. What a talented painter 
he is, do you know him?"^  ̂ Sultan Abdülaziz was a 
keen am ateur artist"^ and frequently asked the 
palace artists to paint from his own sketches. From 
the above words we see that this was also true of 
Aivazovsky.

The painting referred to by Sultan Abdülhamid 
in the quotation above may be either of two pic
tures in the palace collection today depicting sail
ing ships in mist"\

Aivazovsky left İstanbul in mid-November to 
return home to Russia, according to local press
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“Sailing Ships’’, 1874, oils on canvas, 145 x 96 cm. Inv. No. 11/679.

reports. Before leaving A ivazovsky w as given 
a u d ien ce  by the su ltan  w ith  C h ie f Im p eria l 
Architect Sarkis, in whose house in Kuru?e§me he 
was staying. The sultan received him warmly and 
the newspaper reports that he planned to return to 
Istanbul the following spring with his family to 
stay one or two months^.

A iv a z o v sk y 's  re la tio n s  w ith  the O ttom an  
palace continued after his visit to Istanbul in 1874, 
as we can see from his paintings^'’ dated 1875 and 
1876 in the p allace  co llectio n . G alin a  (^urak, 
known for her research into Aivazovsky, says that 
Aivazovsky came to Istanbul in 1875 and present
ed Sultan Abdulaziz with two of the paintings he 
had done in Russia, and that these were "View  
from the Sacred Three-Arch Bridge in St. Petersburg" 
and "Winter in Moscow"^\ "Winter in Moscow" is 
today in Dolmabah<;e Sarayi. (^urak tells us that 
Sultan Abdulaziz gave sketches to the ardst when 
commissioning paintings on several occasions.

In 1876 Sultan Abdulhamid II acceded to the 
O ttom an throne. D uring his reign 0 8 7 6 -1 9 0 8 ), 
rather then commissioning paintings from visiting 
European artists, artists were employed on a con
tinuous basis for the palace over long periods, and 
in some cases were even paid salaries^. During 
this period art exhibitions became more common 
than they had been during the reign of Sultan 
Abdulaziz.

Aivazovsky's paintings now found a broader 
public beyond the confines of the court. The exhi
bition of his work at the Russian Embassy in 1880 
was commemorated by the sultan, who presented 
him with a medaP’. In 1881 Aivazovsky's works 
were exhibited at a mixed exhibition in Pera with 
the w orks of J. L. G erom e, A cquarone and L. 
Quarina^.

Fu rth er exh ib itio n s w ere held in 1886 and 
1888^'. The latter exhibition of 24 of his works was 
organised by his nephew, and in a letter to Foreign
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Light in Aivazovsl(y’s works disperses softly through the atmosphere, lending transparency to the waves of the sea: 
“ Storm at Sea", 1874, oils on canvas, 61 x 43.5 cm. Inv. No. 51/396.

M inister Artin Paşa concerning this exhibition, 
Aivazovsky explained that he donated half of the 
revenues to charity, and that the exhibition would 
be repeated in Parisli

A iv azov sk y 's v isit to İstanbul in 1888 w as 
closely followed by the press, and on 10 December 
1888 Mürüvet newspaper reported that the famous 
painter Aivazovsky had been presented with a 
first class M ecidiye medal. This news item was 
reported on the same day by La Turquie^\

By this time, the attitude of the public to west
ern style painting in Turkey had begun to change. 
The idea of an academic art eduction had been put 
into practice and the School of Fine Arts estab
lished in 1883. The first graduates of this school 
were now embarked on their artistic careers.

A ivazovsky visited İstanbul once again two 
years later. In 1890, the newpapers reported his 
arrival in İstanbul with his wife. During his two 
w eek stay in the city , A ivazovsky visited  the 
Armenian Patriarchate and presented one of his 
paintings as a gift. Another day, three days after 
watching the sultan's procession to Friday prayers

from Yıldız Sarayı Set Köşkü, he and his wife were 
given audience at Yıldız Sarayı. Aivazovsky pre
sented two paintings to Sultan Abdülhamid II and 
the su ltan  p resen ted  him  w ith  a firs t c lass 
Mecidiye medal and various gifts for his wife and 
h im self. Late in M ay A ivazovsky sailed  from  
İstanbul to the Crimea.

It is not known whether Aivazovsky ever visit
ed Turkey again. However, a painting of his dated 
1891 at Küçüksu Kasrı indicates that his relations 
with the court were not broken off. Other later 
paintings by Aivazovsky now in Turkey are, "Ship 
in the BlacJc Sea"  d ated  1893 in the M ilita ry  
Museum collection, "Steamship and Rowing Boat"^* 
dated 1889 in a private collection, "Shipwrecic in a 
Storm "  d ated  1899 at the C u m h u rb a şk a n lığ ı 
Köşkü, indicating that the artist kept up his rela
tions with Turkey until his death in 1900.

■pi E V IE W  O F A IV A ZO V SKY'S W O R K S IN  
M  T H E  N A T I O N A L  P A L A C E S  A R T  

JL\ C O L L E C T IO N  Aivazovsky was a prolif
ic artist and until his death at the age of 83, he is
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Some examples of Aivazowsky’s signatures in Cyrillic and Latin alphabets on his canvas.

said to have produced four thousand paintings 
acco rd in g  to som e so u rces and six thousand 
according to others^^ His artistic career began at a 
young age and his work first attracted attention at 
the age of only 18. From 1835 until his death in 
1900, a span of 65 years, he never laid down his 
brush.

A co m p reh en siv e  study of A ivazovsky  by

Nicolaus Novuspensky provides extensive infor
mation about his works outside Turkey.

Of this 65 year period, we can follow approxi
mately 40 years of his work from his paintings in 
Turkish collections. As mentioned already he paid 
numerous visits to the Ottoman Empire during the 
reigns of Sultan A bdiilm ecid, Sultan Abdulaziz 
and Sultan Abdiilhamid II.
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“ W aterBuffalo Carton the Shore", 1873, oils on canvas, 167 x 128 cm. Inv. No. 11/598.

The N ational Palaces art collection covers a 
broad spectrum of Aivazovsky's work^, and many 
of his paintings can be seen at Dolmabahçe Sarayı.

Of the 32 signed paintings by Aivazovsky in 
this collection, two are at Yıldız Chalet, one at 
Küçüksu Kasrı, and 29 at Dolmabahçe Sarayı.

The earliest of Aivazovsky's works in the col
lection is "Departure" dated 1843, at Dolmabahçe 
Sarayı. The greatest number of paintings date from 
1874-75 during the reign of Sultan Abdülaziz, an4 
his latest work is a landscape dated 1891 at Kü
çüksu Kasrı.

He put his signature to his canvasses in the 
Cyrillic alphabet or sometimes in Latin script. In 
some cases he has written signatures in both forms 
on the same painting. His signatures are in red or 
black.

As well as the paintings which Aivazovsky exe
cuted for the Ottoman court, it is reported in some 
publications that he executed the paintings of

ships on the ceilings of Beylerbeyi Sarayı. Before 
we can reach a definitive conclusion on this sub
ject, it is necessary to study written documents and 
original sketches, or at the least to carry out a 
detailed stylistic analysis to see w hether these 
paintings may have been his work.

Therefore we have to evaluate Aivazovsky pri
marily as a painter on canvas in his relations with 
the Ottoman palace.

Ch o i c e  o f  s u b j e c t  Aivazovsky, who 
became best known for his seascapes, did 
not confine his work to this subject alone. To 
a lesser extent he depicted other subjects such as 

traditional folk tales, biblical stories and myths, 
urban scenes and landscapes'^

His canvasses depict the sea and sky at various 
hours of the day and under varying weather con
ditions, views of various cities and villages com
bined with the sea and the sky, on occasions peo-
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pie overw helm ed by the pow er of nature, and 
many scenes of naval ships.

Classified as an orientalist today on account of 
his paintings of the oriental countries, Aivazovsky^ 
cannot actually be classified in the mainstream of 
orientalism, which blended fantasy, exaggeration 
and occasonally  gruesom e elem ents into their 
scenes. His depictions of oriental life give no room 
to imagination, but reflect the daily life which he 
saw and experienced in the east. These paintings 
focus on Egypt and Turkey, above all on İstanbul. 
His paintings in the palace collection follow this 
general trend.

The sea, which featured so prominently in his 
work, is depicted sometimes in a tranquil mood, 
and som etim es as thrashing w aves concealing 
dreadful events, whose power strikes terror into 
human beings.

Aivazovsky's urban scenes are mostly set on 
the seashore. His depictions of buildings are gen
erally correct in architectural terms so that they 
serve as docum entary evidence of how the city 
looked at the time.

Other places which he portrayed were cities 
such as N aples and V enice, V aletta  in M alta, 
Sivastapol, and the Crimea on the shores of the 
Black Sea, Odessa in Russia, Feodosia where the 
artist was born and Moscow. Of the urban scenes 
in the palace collection, İstanbul and the cities of 
Egypt and Italy are those most frequently repre
sented.

Aivazovsky occasionally painted street scenes. 
In these works he depicts the link between human 
beings and nature, and between nature and the 
architectural environment in the city. The view of 
Mısır Sokağı, a painting which is now at Dolma
bahçe Sarayı, is a good example of this.

Aivazovsky was known to have painted some 
portraits as well as som e hum an figures set in 
landscapes. Although, none of his portraits are in 
the National Palaces art collection today, his por
trait of Murad V is in Topkapi Sarayı collection of 
paintings^’.

Naval battles and naval ships are frequent sub
jects of Aivazovsky's paintings. W hether in the 
context of peace or war the artist returned again 
and again to the subject of naval vessels.

He depicts the different types of ships in great 
detail, ranging them one behind the other so as to 
create perspective. These characteristics d istin
gu ish  h is w ork from  am ong th o se  of o th er 
seascape artists. A number of such examples can
be seen in the collection.

Other paintings outside the categories referred 
to above are "Balmumcu Çiftliği" at Domabahçe 
Sarayı, in which a single building forms the central 
com p o sitio n . This p icture of a country  house 
belonging to the sultan must be one of those com
missioned by the palace.

Fe a t u r e s  o f  c o m p o s i t i o n  i n
A IV A Z O V S K Y 'S  P A IN T IN G S  IN  TH E  
C O L L E C T IO N  When the artist's works 

are examined in terms of their composition, those 
paintings whose principal theme is the sea gener
ally have similar configurations, the sky covering 
three quarters of the canvas.

W here land m asses appear these are usually 
located in one corner of the canvas. The figures, 
sometimes of a woman waving farewell to a sailor 
or a group of people welcoming those returning 
from a voyage, are placed on the small triangle of 
land. Examples of this use of the canvas can be 
seen among the paintings in Dolmabahçe Sarayı. 
In some cases the imposing view of sea and sky is 
divided by land m asses and m ountains w hich 
thrust into the composition from right and left like 
daggers. The craggy and powerful appearance of 
the mountains must have been influenced by the 
spectacu lar m ountain scenery of the C aucasus 
where the artist lived at one time. The conjunction 
of sea and mountains reflects Aivazovsky's sense 
of the romantic and dramatic.

As well as the patches of colour and use of light 
in expressing depth, the arrangement of the ships 
one behind the other, and in some instances the 
small boats or sim ilar objects in the foreground 
lend dimension to the composition.

His paintings frequently feature a sm all red 
patch, standing out against the diverse shades of 
blue and other shades reflecting daylight which 
predominate in his painting. A ship's flag or the 
clothing of a figure provide the opportunity to use 
th is b rig h t co lo u r. A s ig n ifica n t n u m ber of 
Aivazovsky's paintings in the National Palace's 
collection display this feature. His "Landscape in 
Snow "  d ated  1875, w h ich  is one o f th o se  in 
Dolm abahçe Sarayı is predom inantly blue and 
white, against which the artist has not neglected to 
place his sm all red patch of contrasting colour. 
This is one of the most intersting examples of this 
motif.

Whether by night or day, light in Aivazovsky's 
w orks g en erally  d isp erses so ftly  through the 
atmosphere, lending transparency to the waves of 
the sea. The sea, its waves and the sky are each 
vehicles whereby the artist diffuses the light with 
fine proportion over the canvas.

W hat is in teresting here is that this type of 
scene, extremely difficult to portray in paint, was 
usually executed or at least finished off by the 
artist in his studio, from memory. The comment of 
critics that, "the movements o f the elements cannot be 
captured directly by brush strokes, and it is impossible 
to depict shimmers, the wind or the breaking o f waves 
directly from nature,"*° rein iorce  our appreciation of 
Aivazovsky's technique.

Aivazovsky defined his working methods him
self in the following words: " Just as a poem forms in
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“ Vesuvius”, 1874, oils on canvas, 167 x 129 cm. Inv. No. 11/1274.

the mind o f  the poet, so the subjects o f  my paintings 
form  in my mind". He went on to say, "It is im possi
ble to draw  lightn ing, the w ind, the churning o f  the 
zvaves from  nature. The artist must rem em ber these."  
These explanations are compatible with the artist's 
poetic character

Among Aivazovsky's paintings, whether those 
of the collection or others, are m any exam ples 
which illustrate this approach.

In the news items concerning the artist which 
appeared in the press at the time, one writer said“̂  
"He knows all the tones o f  the sea and presents them  
w ith an ex h ilara tion  not en cou n tered  in an y  oth er  
artist."  In another article he was even compared to 
Karl Vernet.

C o n c l u s i o n  The p a in tin g s  by 
Aivazovsky in the National Palaces collec
tion, w hich bear the m ain characteristics 

described above and date mainly from 1874-1875

but also include a small number of examples of the 
post-1880 period, enable us to observe the changes 
in the way in which the artist reflected his emo
tions after 1870. During this period the artist's 
works reflect traces of the realism which emerged 
in the last quarter of the 19th century as well as the 
romanticism for which he felt such a strong bond 
in his early period. Some of the paintings in the 
collection display duality of romanticism and real
ism, in which the emotional and romantic narra
tive in his representation of the sea is set side by 
side with a realistic approach to the events which 
take place at sea.

Aivazovsky stands out among his contempo
raries with his powerful originality and sensitive 
style, and has a place of his own in world art histo
ry today.

Aivazovsky's frequent visits to Turkey and his 
close relation s w ith the O ttom an court w hich 
played a significant role in the developm ent of
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Turkish painting, and his paintings purchased for 
the palace co llectio n  w ere the veh icle  of new 
inputs in Ottoman art and an extensive influence 
on the artistic life of the empire and such Ottoman 
artists as Civanyan.

Id entification  of all A ivazovsky 's w orks in 
Turkey today, including private collections, and 
the accumulation of information about his art and 
his works, will lend new dimensions to interpreta
tions of this artist.
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A n  Im p e r i a l  G a r d e n  o n  t h e  B o s p h o r u s : " K ü ç ü k s u "

Hakan Gülsün*

L
o c a t i o n  a n d  h i s t o r y  Some

cities have stood as symbols throughout 
the whole history of civilization, with 
their nam es and foundations form ing 
the subjects of legends. İstanbul, located 

at the meeting-point of Europe and Asia, two con
tinents w hich have w itnessed the 
birth of countless civilizations, occu
pies a place of very special signifi
cance am ong such cities, with the 
presence of the Bosphorus d istin
guishing it from all the others.

Throughout the centuries Istan
bul and the B o sp h o ru s have 
remained inseparable one from the 
o th er, w ith  the leg en d s of the 
Bosphorus offering the historian an 
invaluable source for the hundreds 
of years of the city's past. According 
to one of these legends, Byzas, the 
founder of the city, was the son of

The Ottoman Sultans adorned the 

shores of the Bosphorus, one of the 

most important parts of Istanbul, 

with gardens, pavilions and 

palaces. The Kandil Bahçesi, one 

of these private imperial gardens, 

formed the site of the Küçüksu 

Kasrı built by Murad III in the 16th 

century. M in ia ture  in the 

Hiinername.

Poseidon and Keroessa, the daughter of Zeus and 
lo. Transformed by Zeus into a heifer and fleeing 
from one country to another goaded by horse-flies 
sent by the jealous goddess Hera, lo finally crossed 
the straits of the Bosphorus (=ox ford) and gave 
birth to her daughter Keroessa in the vicinity of 

what is now the city of İstanbul. Her 
son, Byzas, founded the city  that 
was to bear his name and, with the 
aid of Apollo and Poseidon, built the 
defence walls surrounding the city.

D isregarding the in cred ib ility  
and confusion of the legend, which 
is only one of many connected with 
İstanbul, it clearly indicates that the 
city remained an important centre of 
habitation throughout the centuries. 
From  the a v a ila b le  ev id en ce  it 
would appear that settlement began 
on the sites now occupied by Top
kapi Sarayı and Kadıköy and, in the

Zo
ou
z
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course of time, spread first towards the Golden 
1 lorn and then towards the Bosphorus.

i ,'aving leg en d s a sid e , the h isto ry  of the 
Bospliorus can be traced back as far as Byzantine 
tim es, w hile during the O ttom an 
period it retained its character as a 
summer resort with numerous kasir 
(sum m er palaces), ko§k (villas or 
pavilions) and palaces built by the 
Sultans. The interest shown by the 
Sultans in Kii^iiksu and its immedi
ate environs, which form the subject 
of our study, dates back to the reign 
of Murat III (1574-1595). In a minia
ture in a manuscript entitled ^ehin- 
§ehnam e-i  M u rad- i  Salis  Su ltan  
Murad III is depicted in a ko§k in 
the royal garden known as the Kan- 
dil Bahgesi (Oil-lamp Garden) on the

The Kiigiiksu stream , or Sweet 

Waters of Asia, which Miss Pardoe 

compared to the Sweet Waters of 

Europe (Kagithane), was one of the 

most famous of Istanbul’s pleasure 

grounds. This d e ta il from an 

engraving by Melling depicts the 

wooden structure erected during 

the reign of Mahmud I.

here were demolished and a palace built for the 
Sultan by Divittar M ehmed Emin Pasha.' From 
inciciyan's remarks that Murad IV felt great affec
tion for the area and that he called it the "Silver 

C ypress" (Gum ii§ Selvi) it would 
appear that Kiiquksu, like Dolma- 
bah(je and Beylerbeyi, formed one of 
the royal gardens on the Bosphorus.

The o b se rv a tio n s  m ade by 
K om iirciyan , w ho v isited  G oksu 
and its env irons about a century  
later, were very similar to those of 
Inciciyan . K om iirciyan also com 
pares the Goksu stream to Kagitha
ne, and m en tio n s the a ttra c tiv e  
greenness of the vegetation. He also 
refers to the water-mills which sup
plied the needs of both the local 
inhabitants and the citizens of Istan

bul, as well as of izmit, Tekirdag, Bandirma and 
Yalova, the flour ground here being stored at Un- 
kapani.^ Both inciciyan and Komiirciyan mention 
that the area was in the nature of a royal garden, 
but it is clear from their description that it also 
continued to be an agricultural area.

The ordinary people could not be expected to 
remain indifferent to an area in which the authori
ties had shown such interest, and Goksu and its 
environs later became a popular pleasure resort. In 
the references to Goksu in his Seyahatname, the 
famous 17th century Turkish traveller Evliya Qe- 
lebi touches upon this aspect of the area, relating 
how lovers would sail in caiques along the river to 
the ch arm in g  v illag es fu rth er u p stream , and 
would there engage in conversation and other 
pleasures in the shade of the trees.^

Its fame as one of the most important pleasure 
spots in Istanbul increased in the course of the

years, becoming even more marked at the I gin
ning of the 19th century. So much so, that accord
ing to the memoirs of Miss Pardoe, an English lady 
who spent some time in Istanbul during the reign 
of Abdiilmecid (1839-1861), Goksu and its envi
rons was one of the most popular relaxation and 
recreation areas in the city. In her m em oirs she 
declares that anyone who wished to see Turkish 
ladies behaving com plely at their ease should 
come to Kii^iiksu any Friday during the summer 
months. She describes Kii^iiksu as a lovely piece of 
countryside surrounded on three sides by high 
hills covered with green vegetation, with the Gok
su river running down into the sparkling waters of 
the Bosphorus at a point immediately opposite the 
fortress of Rumeli Hisari. A bridge over the river 
connects the two sides of the valley, and she tells 
us that on hot days people gathered here to drink 
the ice-cold water from the ornately decorated

bank of a stream beside the fortress of Anadolu 
H isari. O ne can, therefore, safely  say that the 
Ottoman sultans were already using this corner of 
the Bosphorus as early as the 16th century.

In their accounts of the straits separating the 
two continents, famous travellers such as Komiir- 
ciyan, inciciyan and Evliya (^ielebi, who visited this 
region in the 17th andl8th  centuries, also touch 
upon the su b je c t of G oksu  and its en v iro n s. 
A ccording to in cic iy an , there w ere num erous 
springs around the Greater Goksu stream, which 
closely resembled the stream at Kagithane, with 
m ark et g ard en s w here the lo n g , d e lic io u s  
aubergines so fam ous at that time were grown, 
pottery workshops producing large pitchers and a 
mill in which the flour for the palace was ground, 
inciciyan also tells us that the area between the 
Lesser and the Greater Goksu streams was occu
pied by a royal garden, and that during the reign 
of Mahmud I (1730-1754) the buildings that stood
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marble fountain and enjoy until evening the cool 
breezes blowing from the Bosphorus/

Although Kiigiiksu and its environs was well 
known as a pleasure spot and was used from the 
16th century onw ards as a royal garden by the 
Ottoman rulers. Prof. Mustafa Cezar was unable to 
find any reference to the Kiigiiksu Kasri in a docu
ment referring to the palace gardens and the build
ings within them during the reign of Ahmet III 
(1703-1730)/ On the other hand, it would appear 
that Sultan Mahmud I (1730-1754), who succeeded 
Ahmet III on the throne, displayed considerable 
interest in the area. Indeed, as inciciyan pointed 
out, Divittar Mehmed Pasha, one of the foremost 
court dignitaries of the time, had a ko§k built here 
for Mahmud I in 1752, and also had a garden laid 
out, with pools and fountains supplied from the 
springs in the hills behind. A passage in the Hadi- 
kat-iil Cevami concerning the building which, being 
constructed of wood, required con
stant maintenance and repair, runs 
as follows:

"Although one or two kasirs had long 
existed in the aforem entioned beauty- 
spot, His Majesti/ Sultan Mahmud Han- 
i Evvel showing a liking for the before
m entioned  p leasu re spot, the G rand  
V izier o f  the tim e, D iv ittar M ehm et 
Pasha, set about the improvement o f the 
aforementioned area, entrusting Yusuf 
Efendi, brother o f Agametgi, a form er

Old postcard of the Kugiiksu 

Kasri, built for Sultan Abdiil- 

mecid by the Balyans. The 

decoration of the front facade 

was made more ornate dur

ing the reign of Sultan  

Abdtilaziz, when it assumed 

its present appearance.

accountant who had been dismissed from the office o f 
city prefect, with the construction o f the building. An 
imposing wooden kasir was erected on a site o f 840 
cubits, and superbly adorned with pools and cascades 
supplied with zvater from the mountain to the south. A 
Tarih-i dtiye on the building was recited by Mehmed 
Rasih, a contemporary poet."^

This kasir, one of the most important buildings 
of the period, was composed of two sections, the 
section at right angles to the Bosphorus consisting 
of a single storey and the section behind this, lying 
parallel to the Bosphorus, of two storeys. Accord
ing to the plan prepared by S. H. Eldem on the 
basis of various documents and photographs, the 
section extending towards the water contained a 
divanhane (main hall) supported on piles and con
sisting of three wings adorned with gilt decora
tion. Beside this lay a very spacious sofa (central 
room) and behind that the two-storeyed section.^

In spite of all this information, cer
tain aspects of the buildings and their 
names remain obscure. In his Tezdkir, 
a celebrated work that describes the 
whole political and social atmosphere 
of the period, Cevdet Pasha, one of 
the most distinguished 19th century 
statesmen, mentions the construction 
of another kasir at Goksu identical 
with the Kugiiksu Kasri com pleted 
the previous year,® which would seem 
to indicate the existence of two sepa-
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rate buildings in the area. Moreover, further doubt 
and uncertainty concerning the buildings arises 
from the indiscriminate use of the names Goksu 
and Kiigiiksu, while no evidence has so far been 
found that would solve the problems regarding 
the second kasir at Goksu mentioned by Cevdet 
Pasha. The old Kugiiksu Kasri on the site occupied 
by the existing building was repaired by Sultan 
Selim III (1789-1807), who, in 1806, built the ge§me 
now to be seen here in m em ory of his m other 
Mihri§ah Sultan. The front and side facades of this 
ge§me are known to have been used as a namazgdh 
at the tim e of its construction. The inscription 
encompassing all four sides of the ge§me consists 
of 32 lines, the last line of which gives the date 
1221 (1806) in the Arabic mnemonic enumeration.

The wooden kasir, repaired during the reign of 
Sultan Mahmud II (1808-1839), was demolished by 
Abdiilmecid (1839-1861), who favoured Westerni
sation and Western life-styles, and the present-day 
kasir erected in the European style.

f  TEC TU R E AND THE KU Q U K-
JL SU K A S R I  At the beginning of
the 19th century certain changes began to make 
their appearance in the O ttom an court. In the

course of the 17th and 18th centuries these gradual 
changes in sty les of living resu ltin g  from  the 
Westernising trends were to be observed first of all 
in the minor arts, but later, at the beginning of the 
19th century, they reached striking proportions, 
particularly in architecture.

In the course of the last century of the Ottoman 
Empire the skyline of Istanbul was m odified in 
co n fo rm ity  w ith  S ta te  e ffo rts  at ch an g e  and 
W esternisation by the erection of m onum ental 
buildings such as Haydarpa§a, Kuleli, Tibbiye and 
the palaces of Dolmabahge and Beylerbeyi. It was 
also enhaced by a number of small-scale kasirs and 
ko§ks belonging to the Sultan.

Kiigiiksu Kasri occupies a very special place 
among these, as regards both its location and artis
tic character, and is of great importance in illus
trating the architectural environment of the time.

The architect by whom the kasir was erected in 
1856/1857 was a member of the Balyan family. 
The Balyans, who first began to gain renown dur
ing the reign of Selim III, were responsible for the 
construction of a variety of palaces, ko§ks and 
kasirs for the sultan. Nikogos, a member of this 
family, was entrusted with the construction of the 
Kiigiiksu Kasri, while the interior decoration was 
carried out by Sechan, the celebrated decorator of
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the Paris Opera, who was also responsible for the 
in terio r d ecoration  of D olm abahge, also bu ilt 
around this time. Light is thrown on the building 
by remarks made by the Baronne De Fontmagne, 
who visited it during this period: "From what they 
say, the sultan enjoys coming here from time to time 
and surveying its environs. We took advantage o f his 
absence today to tour the building, which has been 
restored in ornate fashion by Sechan, the decorator of 
the Opera. He is truly a very lucky man!"^

As the kasir was not, like Dolmabahge or Bey
lerbeyi, intended for actual residence, no need was 
felt for the provision of bedrooms, the bedrooms 
to be seen here at the present day having been 
made for the use of high state officials during the 
Republican era.

The Kiigiiksu Kasri is a stone 
building consisting of two storeys 
and basem en t and co v erin g  an 
area of 15 x 27 m^ Unlike the other

Stairway and decoration on ttie sea

ward facade of the Kugiiksu Kasri.

palace buildings, which are surrounded by high 
walls, the garden here is surrounded by an elegant 
wrought iron railing with gates on all four sides.

During the reign of Abdulaziz (1861-1876) the 
exterior decoration was found rather plain and so 
redesigned. The resulting decoration is so ornate 
as to make it difficult for the eye of the spectator to 
follow the lines of the construction. As the sultans 
generally arrived at the Kiigiiksu Kasri by boat, the 
entrance was placed on the seaward facade, which 
was thus given a more elaborate and ornate deco
ration than the other three. The most striking ele
ment on this facade is the entrance itself which, in 
both  d im en sio n s and d eco ra tio n , has all the 
appearance of a monumental sculpture. The crafts

man, or craftsmen, have given the mar
ble and the forged iron employed in 
the leaves of the door a lacelike quali
ty, with the interconnection and har
m ony of the m o tifs  p ro d u cin g  an
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Küçüksu Kasrı, interior decoration. 

Mirror and marble fireplace.
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organic unity in conform ity with the aesthetic 
approach of the period. The decoration consisting 
of stylized plant motifs can also be observed on 
the front facade and the balustrades on the twin 
flights of stairs leading up to the entrance door.

The pool with cascade placed between the right 
and left branches of the curved flight of stairs is a 
very fine exam ple of the im portance given to 
water in Ottoman architecture, as well as of the 
decorative features of the period. An oyster shell 
m otif is in serted  here and there to break  the 
monotony that might have resulted from the regu
larly alternating rows of plant and fruit motifs, 
thus lending the whole a quite extraordinary vital
ity. The same decorative approach is to be found 
on the seaw ard facade, but here colum ns and 
pilasters are introduced to lend the building a cer
tain magnificence, which, in turn, is lent a certain 
poetic quality by the balustrades on the balconies, 
the w indow  arches and decorative pro jections 
between the storeys.

A simpler approach to decoration 
is d isp layed  on the sid e and rear 
facades. This simplicity is reflected in One of tlie rooms

the entrance stairs, in which a single flight has 
been preferred to the double stairway on the sea
ward side.

If we ignore the presence of Western influence 
and techniques, the decorative approach displayed 
in the Küçüksu Kasrı can be seen as a 19th century 
continuation of a decorative tradition that has its 
roots in Anatolian Seljuk art. The same tradition 
can be seen in the manner in which the rooms and 
salons are interconnected, while each floor consists 
of four rooms opening on to a centralsofa in accor
dance with the conventional plan of the traditional 
Turkish house. Heating is provided by the twelve 
fireplaces of marble specially brought from Italy. 
There is one fireplace in each of the rooms on the 
landward side and two in each of the rooms look
ing tow ards the sea, all of them  in a d ifferent 
colour of marble.

The basement contains the pantry, kitchen and 
serv an ts ' q u arters , w hile the other floors are 
arranged for the use of the sultan and his retinue.

Although the use of the building by a 
number of different sultans and pri

on tfie upper floor. vate individuals in the years since its
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construction has resulted in a certain deterioration 
in the original furnishing, this can still be said to 
reflect something of the atmosphere of the period 
to which the building belongs.

At the present day, access is given to the build
ing by the stairw ay to the rear. This stairw ay 
opens on to a landing from which an inner stair
way leads up to the upper floor and on to the 
entrance floor sofa im m ediately behind it. This 
sofa, w hich contains two settees and two arm 
chairs on each of the opposite sides, is connected 
to a reception room immediately on the right with 
w indow s on the rear and side facades. All the 
rooms are interconnected, the connection between 
the reception room  and the room  on the front 
facade being effected by a wide door. Even in so 
small-scale a building the connections between the 
rooms show the most meticulous planning and are 
effected by magnificent, ornately decorated doors. 
The openings are surmounted by broken arch pedi
ments, while the upper sections of the the doors 
themselves are composed of coloured glass, in this 
resembling the doors of the Siifera Salonu, one of 
the m ost m a g n ifice n t room s in D o lm abah çe 
Palace. The sam e atm osp h ere p revails  in the 
room s looking out on to the Bosphorus bridge 
which, with their sets of furniture and ceiling dec
oration, constitute very interesting specimens of 
the aesthetic taste of the period.

The upper floor is reached by means of a flight of 
stairs with two curved branches leading to a landmg 
from which a single imposing stairway leads on 
u pw ards. The sta irw ay , and esp ecia lly  its 
balustrades, are excellent examples of the ornate 
style of the period and serve as a preparation for the 
upper floor, which far exceeds the lower floor in the 
sumptuousness of its decoration. The point at which 
the stairway joins the upper floor is surrounded by a 
row of columns and surmounted by a dome. The 
plan of the upper floor is identical with that of the 
lower, but here the entrance to the sofa is made par
ticularly imposing by the gilt decoration and project
ing moulding around the skirts of the ceiling.

The Küçüksu Kasrı, with its ceilings adorned 
with stucco reliefs and painted decoration, the par
quet flooring with different patterns in each room, 
all displaying the finest workmanship, the furni-

ture in a variety of European styles, the mirrors 
with the tuğras (monograms) of Abdülmecid , the 
crystal chandeliers and candlesticks, the carpets 
and prayer-rugs, most of them of Hereke manufac
ture, and lastly the valuable paintings, is one of the 
most interesting of buildings from the point of 
view of Ottoman taste in architecture and decora- 
fion, and of an orientalism concealed beneath the 
westernising trends of the period.

T h e  b u i l d i n g  a n d  a  f e w
R E M IN ISC E N C E S  Küçüksu Kasrı, locat
ed in this lovely section of the Bosphorus 

and used by Abdülmecid and his successors on the 
Ottoman throne, also attracted the interest of sev
eral of the leading statesm en of the Republican 
period.

When Abdülm ecid died at the age of thirty- 
nine he had made very little use of the miniature 
palace he had built here. Later, his successor, 
A bdülaziz, entertained  the Prince of W ales to 
lunch in the building. As this was a purely private 
visit the prince was not wearing his official uni
form, but it is interesting to note that this was the 
first fime that an Ottoman sultan had sat at table 
with foreigners.

The v isito rs en terta in ed  here inclu d ed  the 
Empress of Brazil, who arrived in İstanbul on a 
private visit in 1876. However, as the visit was not 
an official one, the Empress preferred not to stay 
in the Küçüksu Kasrı and contented herself witli 
seeing the preparations made for her.

In July 1909 Sultan Mehmed Reşad sailed down 
to the kasır in his yacht to have lunch with the 
Chairman of the Assembly, Ahmed Rıza Bey, the 
M inister for W ar, M ahm ud Şevket Pasha, the 
Minister of Marine, Salih Pasha, his First Secretary, 
Halit Ziya (Uşaklıgil) Bey, his Lord Chamberlain, 
Lütfi Simavi Bey and his Aide-de-Camp.

The Küçüksu Kasrı also attracted interest dur
ing the R ep u b lican  p eriod  and w as used by 
A tatü rk  for sh o rt sto p s on trip s dow n the 
Bosphorus. It was used as a residence by Celal 
Bayar, and until the 1970s it continued to be used 
now and again by those in governm ent circles. 
A fter that it w as rep aired  and res to red , and 
opened to the public as a museum in April 1983.
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K ü ç ü k s u  K a s r i  
AND R e i n f o r c e m e n t  o f  t h e  F o u n d a t i o n s

Ergün ToğroV

he Küçüksu summer palace is situated on 
the seaward side of the Küçüksu meadow 
on the Anatolian shore of the Bosphorus. 
Although sm aller than other palaces of 
this type, it is remarkable for its location 

at a narrow point in the Bosphorus, its rich decora
tion and its harmony with the setting.

The kasır co n sists  of a basem ent and two 
upper storeys. The central section of the seaward 
facade is flanked by convex wings. The stairway 
consists of twin bow-shaped flights of stairs, high
ly decorated on each side, descending from the 
first floor to the sea and embracing a small pool. 
The stairway is connected to the imposing gate
way facing the embankment by a marble-paved 
path. The seaward facade of the kasır is sumptu
ously decorated.

The architecture is enlivened by the balconies 
on each side of the building. The landward facade 
is relatively plain, with a stairway leading up to 
the first floor of a simplicity in striking contrast to 
the excessive ornamentation on the seaward side.

Old photographs show that stone-carved vases 
were once placed at intervals along the cornice 
with balustrade surrounding the roof.

The palace garden is surrounded by an ornate 
railing with richly decorated gates on each of the 
four sides.

The interior is beautifully decorated. There are 
four rooms on each of the two floors. Each room 
opens into the hall, while there is also a door open
ing into the room behind. There are two fireplaces 
in each of the rooms facing the sea and one fire
place in each of the rooms on the landward side. 
The fireplaces in each of the rooms display a dif
ferent style of decoration. A remarkable harmony 
is displayed by the mirrors, chandeliers, ceiling 
and floor decoration.

The basement, which is quite unconnected with 
the upper storeys, contains the service section, 
consisting of a kitchen, pantry and various offices.

The Küçüksu Kasrı is located in one of the old
est p leasu re  reso rts  in İstan b u l. Sed at H akkı 
Eldem, in his description of the location of the 
palace (1976), writes that "the two parallel valleys 
produced by the Greater and Lesser Göksu streams and 
the meadow between, also known as 'the Sweet Waters 
o f Asia', shared with Kağıthane the reputation o f being 
the most famous pleasure resort in İstanbul. On the one 
side it extended against a highly poetic background for a 
distance o f four kilometres along the Göksu stream and 
over the Göksu gardens as far as the Göksu weir. On the 
other side, Küçüksu extended along a narrow  and

smaller valley as far as the Hekimbaşı Çiftliği (Farm)".
W ith the decline of the K ağıthane pleasure 

grounds following the Patrona Halil rising (1730) 
Küçüksu gained in renown, becom ing the most 
fam ous relaxation and recreation centre of the 
p eriod . V is ito rs w ould sail up and dow n the 
stream in caiques or make their way along the val
ley on foot, on horseback or in carriages. At the 
end of the 16th century sixty-six gardeners were 
employed in the royal garden that occupied the 
site of the present-day Göksu meadow.

In the m iddle of the 18th century the Grand 
Vizier Divittar Mehmet Emin Pasha replaced the 
two old yalis (waterside residences) on the shore 
by a wooden kasır in the classical Ottoman style 
(1751-1752). This first kasır was located on the site 
now occupied by the Küçüksu Kasrı.

Divittar Mehmet Emin Pasha (d. 1753) was the 
son of the naval captain Aşçızade Mehmet Pasha 
and the divittar (vizier secretary) of Damat İbra
him Pasha of Nevşehir. He was later appointed 
secretary to the Divan-i Hümâyun (Council of 
State). After the Patrona Halil rising he remained 
for som e tim e w ithout an appointm ent, but in 
1750, after occupying a number of different posts, 
he was appointed Grand Vizier. He was dismissed 
in 1752 in connection with the conflagrations that 
had broken out in the city. He decided to exploit 
the affection for Küçüksu which Mahmud I, who 
was sultan at that time, was known to feel by build
ing a sm all palace (K asr-i Ali) on the site. He 
entrusted the actual construction of the building to 
Yusuf Efendi, the brother of Ağâmetçi, the former 
Şehremini (city prefect) and at that time Muhasebe- 
ci-i Evvel (Head Accountant).

D ivittar M ehm et Emin Pasha presented the 
completed kasır to Mahmud I. How the Grand 
V iz ier m et the exp en ses of the co n stru ctio n , 
whether from state treasury or his own purse, is 
unclear, but it would appear that payment for the 
furnishings was shared between the Grand Vizier 
and other high dignitaries of state.

Mahmud I (1696-1754) had been brought up by 
his uncle Ahmet III, whom he succeeded in 1730 fol
lowing Ahmet Ill's  deposition as a result of the 
Patrona Hahl rising. Mahmud I renewed the treaties 
of frien d sh ip  w ith A u stria , R ussia and other 
European countries, and put down bandit activities 
in Anatolia. Although he believed in the necessity 
for military reform he made no attempt to interfere 
with the Janissary Corps and kapı kulu (palace 
guard). His sole initiative in this field was the foun
dation of the Humbaraci Ocağı (Bombardier Corps).
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Preparations for restora

tion work on tlie Küçüksu 

Kasrı, endangered by 

cracks arising from move-

ment towards tlie sea.

The Kasr-i Ali was 
con stru cted  of w ood, 
and cov ered  a larg er 
area than the present- 
day K üçü ksu  K asrı. 
Inside, it contained, in 
a d d itio n  to the larg e 
reception room known 
as the Kasr-i Hümâyun, 

nine large rooms, two sofas (central halls), one 
large and one small, an anteroom, corridors, and 
coffee and sherbet rooms. Information sufficient to 
draw up a reconstruction of the building has been 
provided by Sedat Hakkı Eldem, who carried out a 
comprehensive examination of the building.

The wooden kasır consisted of two sections, 
with one section at right angles to the shore and 
occupying the larger part of the site, and a two- 
storeyed section behind it running parallel to the 
shore. Part of the section at right angles to the sea 
was built out on piles. The evidence available indi
cates that these piles were made of strong timber
6.00 m in length. The repair report of 1791 states 
that some of these piles had been damaged and 
had had to be replaced.

In 1792 Selim  III preferred to have the kasır 
repaired rather than rebuilt, and the building also 
underwent a thorough repair during the reign of 
Mahmud II. The çeşme beside the kasır was erect
ed by Selim III in 1806 in honour of his mother 
Mihrişah Valide Sultan.

Çelik Gülersoy makes the following observa
tions on the subject of the çeşme. “...Can sufficieıü

decoration be provided by the use o f plain, monochrome 
marble slabs? The crafstman responsible for this monu
ment must have thought that it was necessary to come 
to Küçüksu to see this. Nothing is known o f his identi
ty. From whose pen, or perhaps from  w hose hands, 
whose instructions to the masons did this monument 
arise? No one knows. But this was true o f all Ottoman 
artistic  enterprise. The craftm an's nam e rem ained  
unknown to any but a distinguished few, and was never 
recorded in the pages o f history."

Selim III (1761-1808), who erected the Valide 
Çeşme, was the son of Mustafa III and succeeded 
his uncle Abdülhamit I in 1789. In the peace finally 
achieved after a number of abortive attem pts in 
the first few years of his reign, he turned to pro
jects of reform. It was during his reign that the 
M ü h en d ish an e-i B ah rî-i H üm âyun (Im p erial 
School of Naval Engineering) was founded (1773). 
Selim III was deposed during the Kabakçı Mustafa 
rebellion.

In the course of time the wooden kasır fell into 
disrepair and dilapidation, and was finally demol
ished and replaced by a new kasır in 1856, during 
the reign of Abdülmecid. The new kasır, the pre
sent-day Küçüksu Kasrı, was intended as a biniş 
kasrı, in other words for use in day visits, which 
explains the absence of bedrooms. Abdülmecid, 
who had this kasır built in the form of a miniature 
replica of his Palace of Dolmabahçe, died six years 
after its construction.

Abdülmecid (1826-1861) ascended the throne in 
1839 on the death of his father Mahmud II. Shortly 
before this, the Ottoman army had been defeated
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Work on improvements

to the foundations in

the Kugiiksu Kasri

by the fo rces  of M ehm et 
Pasha of K avala at N izip . 
T h is w as fo llow ed  by the 
treachery of Kaptan-i Derya 
(A dm iral of the Fleet) A h
met Pasha in sailing off with 
the fleet and d eliverin g  it 

into the hands of the Governor of Egypt, Mehmet 
Ali Pasha. In order to make up for these losses and 
to gain the support of European rulers and people, 
Abdiilmecid embarked upon a number of move
ments of reform. It was in this context that, on the 
advice of the Minister for Foreign Affairs, Mustafa 
Re§it Pasha, he issued the Giilhane Hatt-i Hiimayun 
(Im perial Rescript). A num ber of reform s were 
introduced during Abdiilmecid's reign.

In the new kasir, the spacious, bold, dignified 
architectural approach of the old wooden building 
was replaced by an ostentatious style that concen
trated first and foremost on decoration. This atti
tude was taken even further by Abdiilaziz (1830- 
1876), who ascended the throne on the death of his 
brother in 1861 and who, finding the exterior of 
the Kiigiiksu Kasri too plain for his taste, added 
relief decoration to the facades.

The reform  m ovem ent continued  
throughout the reign of Abdiilaziz, who 
was the first O ttom an sultan to visit 
Europe. As during the reign of Abdiil- 
mecid, the remedy to political crises was 
sought in replacing the Grand Viziers. 
The state adm inistration found itself 
pow erless to deal with the increasing 
discontent produced by the confusion in 
the Balkans and the state treasury con
tinued to be squandered on personal 
pleasure until A bdiilaziz was finally 
deposed on allegations of insanity.

The ornate decoration added to the 
Kiigiiksu Kasri facades under Abdiila- 
ziz, and the changes made in the garden 
gates and railings, exhibit the influence 
of no particular style.

For some tim e, the Kiigiiksu Kasn 
was used for the entertainment of for
eign guests. G uests who w ere en ter
tained  here in clu d ed  the P rin ce  of 
Wales, who paid a private visit to Istan
bul in the year of Abdiilaziz's accession, 
and P rince C ouza of W allachia and 
Moldavia who arrived three years later 
and w ho w as to be crow n ed  K ing 
Alexander I of Rumania on his return to 
Bucharest. The sultans would also sail 
to the Kiigiiksu Kasn by caique.

In the p eriod  fo llo w in g  the 
Proclamation of the Republic, Kiigiiksu 
K a sn  w as p reserv ed  as a n a tio n a l 
palace. It was visited by Atatiirk during 
an excursion on the Bosphorus in the 
1930s. Celal Bayar is said to have stayed 
in the kasir during his period of office 
as president.

he Kugiiksu Kasn is built on layers 
of lo o se  m arin e sed im en t of a 

- . depth of 20-23 m. on the seaward 
side and 13-15 m. towards the land. The depth of 
the limestone rock in the piles on the north side 
reaches 35-37 m. The rock inclines towards the 
north-east.

The walls of the buildings are of an average 
th ickness of 1.50 m. and rest on a netw ork of 
wooden beams having a cross-section of 0.25 x 0.25 
m. Beneath this wooden network there are short 
wooden stakes with steel caps and a cross-section 
of approxim ately 0.45 x 0.45 m. These old sup
ports, revealed during the strengthening of the 
foundation, were very skilfully constructed. The 
old wooden building that occupied the site of the 
present-day kasir required repairs from time to 
time but no information has been found regarding 
the manner in which the Kiigiiksu Kasn was con
structed in 1856, nor are there any serious works of 
research or historical documents available regard
ing the repairs carried out prior to 1970. From the 
available material it would appear that in 1905 it 
w as exposed to a great flood, but it is not clear 
whether or not the building suffered any damage 
thereby.

Extensive repairs were carried out on the build-
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Fissures in the façade aris

ing from the movement of 

the Küçüksu Kasrı towards

the sea.

ng during the Repub- 
Ucan period. A number 
of sta tic  d efects 
appeared during the 
1970s. Som e concern  
was caused by the 
app earance of cracks 
and deformations both 
in the interior decora

tion and in the walls, as well as by the cracks and 
gaps in the garden. The office of President of the 
Grand National Assembly took a close interest, and 
work was begun on the examination of the deforma
tions and the search for a remedy.

It was decided that these deform ations were 
the result of by the vibration caused by the pas
sage of heavy vehicles along the road on the 
w ard sid e  and by the sh ip s, equ ip p ed  w ith  
increasingly powerful propellers, that berthed at 
the nearby landing-stage.

In the work begun in 1975 the main stress was 
laid on repairs to the superstructure and the pre
vention of movement in the foundations. In spite 
of that, m ovem ents of increased severity w ere 
observed to continue in both the building and the 
garden.

M easurements taken showed that the whole 
building lay at an inclination of some 2̂ -3  ̂
towards the sea. In one corner at the level of 

the upper floor roof there was a divergence from 
the v S ic a l  of 17.5 cm. As a result of subsidence 
and turning the embankment was now completely 
submerged. The door on the seaward side showed 
such a dangerous inclination towards the sea that

in 1991 it was finally removed and placed under 
conservation.

While on the one hand the building shows an 
inclination towards the sea, on the other it shows a 
subsidence on the vertical plane. A lthough no 
measurements are available for the previous years, 
the fact that the lowest step of the stairway on the 
front facade of the building is only 0.35 m. above 
sea-level would suggest that there has been a total 
subsidence in the region of 0.50-0.60 m. The reason 
for the cracks and deformations lies not so much in 
the total degree of subsidence as in the differing 
amounts of subsidence in the various parts of the 
foundations. The radial formation of the wooden 
network forming the foundations of the building 
and the w ooden p iles beneath  has prevented  
greater damage being caused by subsidence of this 
amount.

The layers of shell, clay, sediment and sand on 
which the Küçüksu Kasrı is built rests on natural 
rock with a fairly steep inclination towards the 
norh-west. The building also shows an inclination 
towards the side with a greater thickness of com
pressible base.

The u nd erw ater in clin atio n  in front of the 
embankment is in a stable condition. Nevertheless, 
during work on the strengthening of the embank
ment in 1987 the walls w ere seen to have been 
exposed to serious subsidence.

A project aimed at preventing cracks and defor
mations in the Küçüksu Kasrı and the garden and 
improving the general stability of the area (1992) 
comprised:

1 "Embedding" the building in the not too deep 
natural rock.
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2 Control of the lateral movements taking place 
in the base.

In order to set the building on the natural rock, 
work was carried out on strengthening the foun
dation and underpinning the weight of the foun
dations by means of piles.

For the control of the lateral movements a sys
tem of piles was created at once supporting the 
building and forming an embankment.

The jet-grout piles employed in the strengthen
ing of the foundations and the underpinning of the 
weight of the foundations on firm layers measured
22.00 m. on the north-west corner of the building,
18.00 m. on the south-west corner, 20.00 m. on the 
north-east corner and 15.00 m. on the south-east 
corner. (These depths are measured from approxi
mately sea-level).

The piles placed under the inner foundations of 
the building descend to a depth of 24.00 m. in the 
vicinity of the north-east corner and 20.00 m. in the 
vicinity of the south-west corner. Taking into con
sideration the great care taken in placing these 
piles on a firm basis, it would appear that the dif
ferences referred to above arose from the inclina
tion of the natural rock and fissures in the upper 
sections. Four trial colum ns w ere m ade at the 
beginning of operations to determine the injection 
pressure to be applied in the formation of the jet- 
grout columns and the length of time for which 
this pressure was to be applied. From experiments 
carried out with trial piles in a place quite near the 
kasır having the same ground conditions it was

established that 1:1  in the injection and an injection 
pressure of 100 bars was sufficient. The necessary 
conditions for the production of columns with a 
diameter of 0.40 m. envisaged in the project were 
thus determined.

The production of the jet-grout columns was 
begun by em ploying w ater with a pressure of 
approximately 10 bars to make a vertical opening 
0.10 m. in diameter descending as far as the natur
al rock by inserting a pipe. The pipe was later 
blocked by placing a ball at the bottom where the 
w ater em erged. Cem ent was then injected at a 
pressure of up to 400 bars through small holes of 2 
mm. diameter opened in the pipe a little above the 
bottom. At the same time, the pipe was revolved at 
a certain speed and drawn upwards, also at a cer
tain speed. The injection pressure, the speed at 
which the pipe was withdrawn and the mixture 
employed determined the diameter of the pile in 
relation to the type of substratum . Into the jet- 
grout colum n thus produced w as inserted  an 
open-ended steel pipe with an outer diameter of 89 
mm. and a thickness of 9 mm.

After the jet-grout colum ns had been placed 
around the periphery of the existing foundations, 
openings were made at intervals on both sides of 
the fo u n d ation s and rein fo rced  con crete  side 
beams with a cross-section of 0.60 x 0.65 m. poured 
on both sides of the foundation walls. By making 
incisions in the wall, these beams were inserted 
into the walls to a depth of 0.20 m. At the same 
time, hollows were made in the walls and the side
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t i

beams on each side of 
the wall joined at inter
v a ls to lo n g itu d in a l 
beams with a cross-sec
tion of 0.60 X 0.60 m. In 
this way, the weight of 
the s tru ctu re  w as 
placed on a solid sub
stratum. The strength
ening of the Küçüksu 
Kasrı foundations was 

effected by the production of 94 jet-grout columns 
outside the building and 224 inside. .

D u rin g  the p ro cess of co n so lid a tio n  and 
improvement of the foundations work was und^- 
taken to reinforce the foundations of the sub
sidiary sections of the building and prevent the 
occurrence of unequal subsidence and cracks m

Work on the side beams on the 

inside and outside of the foun
dation walls of the kasır and 

(right) depth below sea-level of 

the upper surface of the natur

al rock in the vicinity of the 

embankment.

various parts of the structure. This comprised the 
strengthening of the foundations of the columns 
unconnected with the building on both sides of 
the kasrı and the foundations of the stairway on 
the sea facad e. W h ile  the p iles em p loyed  in 
strengthening the columns on the northern facade 
measured as much as 23.00 m. in length, those 
em p loy ed  on the so u th ern  facad e  rem ain ed  
around 15.00 m. During work on the consolidation 
of the seaward facade stone foundations up to 0.65 
m. in thickness were uncovered under the stair
way, giving yet another proof of how essential the 
work of consolidation was.

D u rin g  the p ro d u ctio n  of the je t-g ro u t 
columns, difficulties were encountered in intro
ducing machinery into the building because of the 
lowness of the ceilings, but these difficulties were 
overcome by employing special equipment and by 
excavating some of the earth under the stairway.

The embankment was reconstructed with rein
forced concrete piles in order to prevent further 
movement towards the sea of the land on which 
the Küçüksu Kasrı is built and the area around it, 
and to limit the effects of the caving and subsi
dence to be observed on the seaward side. The 
embankment piles are connected to a truss beam
4.00 m. in width, thus utilising this pile system in 
meeting the horizontal thrust. The piles are 1.00 
m. diameter, and range in length from 20.00 m. to
40.00 according to the depth of the rock. There are

53 piles on the seaward side and 10 toward the 
Küçüksu stream.

The improvements carried out will ensure that 
the Küçüksu Kasrı will be in a position to provide 
service for many years to come.
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C ircumcision is a practice that dates back 
to very early times prior to Islam and is 
practiced widely in all the Islamic coun
tries today. Circumcision is not a require
m ent of Islam  but m erely a trad ition. 

While no mention is made of circumcision in the 
Koran, it is advocated by the Prophet Muhammed 
in the Hadith, which has provided the grounds for 
the tradition of circumcision among all Muslims 
over the centuries.

According to Islamic doctrine and references in 
the Old Testament, circumcision was introduced 
as a symbol of submission to God by İbrahim, and 
this pre-Islam ic tradition was then adopted by 
Muhammed. Circum cision among M uslim s has 
also been regarded as a health  p recau tion . In 
Islamic law it is justified by the following precept; 
"In Islam inflicting physical pain on a living creature is 
only permissible if it benefits that creature and if those 
benefits are greater than the pain inflicted."

The method of circumcision is the same in all 
Islamic countries. This is the surgical removal of the 
foreskin at the end of the reproductive organ of male 
children, excising at least half of the foreskin over 
the glans penis. Many hold the view that if less than 
half is excised the circumcision must be repeated.

T here is no com m on view  as to the age at 
which circumcision should be performed among 
M uslim s . This varies w idely from  country to 
country and from region to region, from seven 
days old to thirteen years old. In general however, 
circum cision is perform ed on children between 
seven and ten years of age.

C i r c u m c i s i o n  a t  t h e  o t t o m a n  p a l a c e  
The circumcision ceremonies for the Ottoman 
şehzades (princes) were festivities in which 

not only the palace household but the entire popu
lation p articip ated . The com m on people w ere 
included in the entertainments and feasting, and 
thousands of other young boys were circumcised 
with the şehzades, and given new suits of clothes, 
gifts and money. These ceremonies were fairy tale 
extravaganzas, including m agnificent guild pro
cessions, firework displays, puppet and theatre 
performances, banquets, sporting events, displays 
of gifts and so on. As such, they were not limited 
to the context of palace tradition but were a part of

T u rk ish  cu ltu ra l life . The cerem o n ies  w ere 
an n ou n ced  th ree  to fou r m on ths in ad v an ce 
throughout the lands of the Em pire and both 
prominent Ottoman functionaries and the repre
sentatives of foreign states were invited to attend. 
Preparations began m onths in advance and an 
office was set up under an official responsible for 
ensuring that the celebrations were well planned 
and that the hundreds of guests were entertained 
as befitted their station. The circumcision festivi
ties lasted at least fifteen days and sometimes thir
ty, forty and even fifty or more days, the celebra
tions continu ing day and night. The cost was 
immense, although partly offset by the splendid 
gifts which the guests were expected to present.

Palace circumcision celebrations were known 
as Sur-i Hümâyun, which also was used to refer to 
the weddings of Ottoman princesses. For instance, 
at the festivities held in 1459 by Murad II, not only 
were his sons Alaaddin Ali and Mehmet circum
cised but one of his daughters was married.

Books containing accounts of imperial circumci
sion or m arriage celebratio n s w ere know n as 
surnâme, a literary form unique to Turkey. Not only 
did the surnâm es provide detailed inform ation 
about these occasions, but were often illustrated 
with superb miniatures, from which we obtain a 
clear picture of the celebrations in every aspect. The 
Surnâme o f Murad III and Vehbi's Surnâme contain 
miniatures of great significance for art history.

The earliest circumcision ceremony known in 
Ottoman history is that held by Murad I in 1366 in 
Bursa for his sons Beyazid Bey, Yakup Bey and 
Savcı Bey. While during the 15th century most cir
cumcision ceremonies were held in Edirne, the sec
ond capital of the Ottoman Empire, thereafter they 
were always held in İstanbul apart from that in 
1675. The last c ircu m cisio n  cerem o n y  w hich 
included public festivities was held in 1899 for 
Abdiilhamit Il's son Abdiirrahim, Mahmut Şevket 
E fen d i's  son C em alettin  and Sü leym an Selim  
Efendi's son Abdülhalim.

C i r c u m c i s i o n  r o o m s  a t  t h e  o t t o m a n  
p a l a c e s  The buildings which made up the 
O ttom an palaces w ere designed to m eet a 

diversity of functions. Therefore specific rooms 
were used to perform the circumcision and for the
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§ehzades to rest before and afterwards. However 
these circumcision rooms did not remain unused 
at other times, but served secondary purposes. We 
also find circumcisions being performed on occa
sions in places other than the circumcision room. 
E d ir n e  S a r a y i  K u m  K a s n  an d  th e  
C ircu m cisio n  Room : Construction of an irnperi- 
al palace in Edirne was commenced at Saray Igi by 
Murad II, but the earliest sections were not com
pleted until the reign of his son Mehmet II (the 
Conqueror). Edirne Sarayi covered a vast area and 
provided accommodation for sometimes tens of 
thousands of people. By means of additions over 
the centuries it becam e a com plex representing 
Ottoman architecture 
of ev ery  p eriod .
W hen the R u ssian s 
entered Edirne d ur
ing the O tto m an - 
Russian War of 1829, 
they o ccu p ied  the 
palace and used it as 
a headquarters, loot
ing its contents and 
b u rn in g  dow n the 
fo rest b e lo n g in g  to 
the palace. Although 
the palace was exten
s iv e ly  resto red  in 
1874, it was used as 
an ammunition depot 
during the Ottoman- 
Russian War of 1877- 
78 and set on fire  
w hen the R u ssian  
arm y cam e w ith in  
reach of Edirne. The 
fire blazed for three 
days u ntil v irtu a lly  
n o th in g  w as le ft.
Apart from the Ada- 
let K asn , w hich has 
been resto red , only 
ru in s of the p alace  
remain today.

T he firs t w ritten  
account of Edirne Sa
rayi is a treatise enti
tled  S aray -i C ed id -i  
Sidtani written on the 
instructions of Murad 
IV by B o stan cib a§ i 
A §ik A li A ga. The 
treatise describes the circumcision 
room, the Hitan Odasi, as being sit
uated in the Kum Kasn, one of the 
m ost b e a u tifu l b u ld in g s at the 
palace.

Kum Kasn in the second court

The fagade of Kum Kasn overlooking Kum 

Sqaure at Edirne Sarayi, after repairs car

ried out in 1875 (S iihey l Unver, Edirne  

Detteri, Siileymaniye Library).

yard of the palace was originally built during the 
reign of Sultan Mehmet II . The kasir underwent 
extensive restoration at various subsequent dates. 
Surviving pictures of this kasir show it to be one of 
the loveliest examples of 17th century architecture.

Kum K a sn  con sisted  of tw o m ain h alls or 
divanhane, one for use in summer and one in win
ter, four room s and a d etached  ham am  (bath  
house) connected by a passageway. The main floor 
surmounted a substructure and there was a lovely 
bay in the front fagade. There was a pool in the 
centre of the divanhane, a wall fountain, a magnif
icently decorated dome and fireplaces.

Kum Kasn was used for meetings with states
m en and g en era ls  
presided over by the 
su lta n , and as a 
school for the §ehza- 
des.

T h ere  is litt le  
information about the 
circumcision room in 
Kum Kasn, although 
it is know n to have 
had a very efficien t 
and unusual heating 
system. In contempo
rary survey registers, 
the c ircu m cis io n  
room is referred to as 
the Ocakli Oda (room 
w ith  fire p la ce s ). 
There was a semicon- 
ica l fireh o o d  2.5 
metres in height rest
ing on a h exag o n al 
plinth. This was cov
ered with hexagonal 
turquoise tiles with 
semispherical crystal 
bosses in the centre of 
each. When a fire was 
lit in the fire p la ce  
right behind the fire
hood in the adjoining 
room , w hich  w as 
dom ed and entirely  
cov ered  w ith  tile s , 
not only did the heat 
w arm  the c ircu m ci
sion  roo m , but the 
lig h t from  the fire  
was reflected through 

the crystal bosses, creating what 
must have been a delightful light 
display. As can be seen from pho
to g rap h s, th is fireh o o d  w as 
ex trem ely  g ra ce fu l. C o n te m 
porary su rv iv ing  p ictu res also
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show that the circumcision room was Hned entire
ly by tiles.

All that remains of this magnificent building to
day is the ruined hamam and a few photographs. 
T h e C ircu m cis io n  Room  at T o p k a p i Saray i: 
In that part of the palace grounds known as the 
fourth courtyard, are ko§ks and gardens set on a 
series of terraces. The highest terrace is laid with 
white marble around an elegant pool and foun
tain. The pool is encircled by the Siinnet Odasi 
(circumcision room), Bagdat Ko§k and the Revan 
Ko§k on three sides. The balcony which seems to 
lean over the pool and the gazebo with its finely 
worked copper baldachin on the open side of the 
pool co m m an d in g  a v iew  of the B o sp h o ru s 
enhance this beautiful setting.

The Siinnet Odasi consists of a single space 
with a sm all outhouse behind. A ccording to S. 
Hakki Eldem this building dates originally from 
the early 16th century, and a bay facing the Golden 
Horn was added at the end of the 16th or early 17th 
centuries, taking its final form as we see it today 
during the reign of Su ltan  ibrah im  (1640-48). 
According to the inscription consisting of 32 cou
plets composed by §ehulislam Zekeriyezade Yahya 
Efendi inscribed on the fountains of this room, the 
circumcision room was built in the reign of Sultan 
ibrahim. The date 1641 is given in the final couplet.

The thoughts of Yahya were inspired by this date in prayer 
Sanctify this kasir O Lord, O Most Gracious 
1051 (1641)

M iniatures illustrating the circum cision cere
m onies for A hm et I l l 's  four sons, Su leym an, 
Mehmet, Mustafa and Beyazid in Surname-i Vehbt 
show the sultan d istributing gifts of m oney in 
fron t of the Iftariy e  K am eriyesi (the gazebo) 
between the circumcision room and Bagdat Ko§kii. 
Here we see the 18th century architecture of the 
fourth courtyard and the ko§ks around the pool. In 
one of the miniatures the §ehzades are shown after 
circum cision lying in the arcades of the Bagdat 
K6§kii.

Apart from the circumcision of the §ehzades, 
the Siinnet Odasi was used for other purposes. 
C ontem porary sources tell us that the sultans 
sometimes conducted their daily affairs here, per
formed their prayers, and that on the death of a 
sultan the high ranking m em bers of the palace 
household gathered here to discuss the accession 
of his heir.

The circumcisions of princes were not necessar
ily held in the Siinnet Odasi but also in the Has 
Oda, Revan Ko§kii, ibrahim Pa§a Sarayi and else
where. Whether the Siinnet Odasi was used as a 
place where the §ehzades recuperated after the cir
cumcision even if the circumcision itself did not

The circumcision room at Topkapi Sarayi. 

To the left is Revan Ko^ku and to the right 

the gazebo known as iftariye Ko^ku.
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The sons of Ahmed III making their way 

to the marble terrace for the circumci

sion ceremony at Topkapi S aray ı. 

M in ia tu re  by L evn i from  S urnam e-i 

Vehbi, Toplcapi Sarayı Library, A 3593.
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Sultan Ahmed III seated on a divan at 
the pavilion overlooking the pool on 
the marble terrace after returning 
from the festivities in celebration of 
the circumcision. The grand vezir is 
kissing the hem of the sultan's robe 
and asking permisson for the circum
cision to be carried out. Miniature by 
Levn i in  Surnam e-i Vehbi, Topiiapi 
Sarayı Library, A 3593.
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take place in the Sünnet Odası, and if not, in which 
apartments of the harems the princes lay in the tra
ditional circumcision beds, and similar questions 
are the subject of research. 1 am confident that 
light w ill be throw n on these questions in the 
course of examining archive documents.

The principal decorative element of the Sünnet 
Odası is the tiles. The blue and white tiles bearing 
floral and animal designs on either side of the door 
are exquisite. Each of the four rectangular panels

1.25 metres in length is executed with outstanding 
technical and artistic skilland it has been claimed It 
is said that these are the finest tiles known any
where in the world. They probably date from the 
1520s and post-date the original construction.

The interior w alls are entirely covered with 
tiles, m ostly dating from  the 17th century but 
including examples of 16th or even 15th century 
tiles. The impression on entering is of a luxuriant 
garden filled with spring flowers.

The şehzades lying in bed under the 

arcade of Bağdat Köşkü at Topkapi Sarayı 

after their circumcision, and Sultan Ahmed

III tossing gold coins to his pages. 

Miniature by Levni from Surname-i Vehbi.
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The focal point of the roon^ is an exquisitely 
decorated tombak (copper gilt) fireplace. Keeping 
the newly circumcised children warm was essen
tial, which was why such a magnificent fireplace 
was built in this small room, as in the circumcision 
room at Kum Kasrı.

The wall fountains which flank the windows 
are a typical feature of Turkish architecture and a 
decorative as well as functional element. They are 
embellished with lovely floral designs characteris
tic of the 17th century. This composition of win
dows and fountains w as a prototype for other 
buildings, but the harmony achieved here never 
reached such perfection anywhere else. The-water 
cascaded from basin to basin, and the burbling 
sound is said by some to have covered up the cry
ing of the princes. However, the sound of water 
must also have had a soothing effect, which was 
almost certainly one of the considerations when 
including fountains in the design of the room.

W ith its b eau tifu l sta in ed  g lass w ind ow s, 
colourful tiles in a multiplicity of designs, ornate 
fountains, the rippling sound of water, and a mag
nificent fireplace, the circumcision room is one of 
the most attractive buildings in Topkapi Sarayı 
and it is to be hoped thet it will be opened to the 
public in the near future.

T h e  c i r c u m c i s i o n  c e l e b r a t i o n s  f o r

T H E  O T T O M A N  Ş E H Z A D E S  The common 
people did not all attend the circumcision cele

brations for members of the Ottoman dynasty as 
mere spectators. The tradesm en displayed their 
wares and skills in the form of theatrical displays 
appropriate to the mood of the festivities along 
with the janissaries and cavalry, dockyard officers 
and marines. In addition hundreds of acrobats and 
o th er p erfo rm e rs , fire w o rk  a rtis ts , w rite rs , 
painters, scholars, poets, and even members of the 
public who had a skill to display joined in the fes
tivities. In this way the imperial circumcision cere
monies were like a carnival reflecting every facet 
of Ottoman social life, including its customs, hunt
ing and sports events, illuminations, fireworks, cir
cus acts and dramatic arts, songs and music. 
B a n q u ets : Everyone from statesmen to common 
people w ere feasted during these celebrations, 
which lasted from morning till late into the night 
each day. The mornings were usually reserved for 
ceremonial functions, in which the sultan's sub
jects presented gifts symbolising their loyalty and 
respect for their sovereign. Everyday the sultan 
gave a banquet for a different sector of society. For 
instance, during the circum cision cerem onies of 
1675, which lasted for 15 days, a banquet was held 
for the grand vezir, vezirs, high ranking kadis, 
chief palace porters and the şeyhülislam  on the 
first day; for imams, hatips (preachers), and şeyhs 
(leaders of mystic orders) on the third day; for the

janissaries on the fifth day; and for the common 
people on the fifteenth day. The banquet was fol
lowed by coffee, sherbet and incense after which 
all would retire to rest before the displays began in 
the late afternoon.

At the 1675 celebrations in Edirne, at which two 
sons of Mehmet IV was circumcised, Merzifonlu 
Hüseyin Ağa was brought from İstanbul to act as 
master chef in command of 150 palace cooks and 
300 cooks from the provinces. Before the festivities 
began, the kitchens w ere supplied with 37,000 
chickens, 5000 geese, 6000 ducks, 4000 wooden sini 
(trays used as tables), 2000 small cooking pans, 200 
large cooking pans, 30 cauldrons, 1500 jars, 1600 
glass plates, 3000 porcelain plates and much more. 
These figures illustrate the scale of the feasting 
which accom panied these circum cision celebra
tions.
Gifts: It was customary for guests at the circumci
sion banquets to present their gifts to the sultan 
and şehzades after the meal was over. At the 1720 
festivities, a banquet was given for vezirs and other 
state functionaries on the first day after whichthe 
grand vezir. Damat İbrahim Paşa, and other states
men presented their circumcision gifts to Ahmet III 
and his sons. Among the gifts presented to the sul
tan by Damat İbrahim Paşa were a jewelled crystal 
jug, a girdle studded entirely with diamonds and a 
fox fur robe lined with green broadcloth. The gifts 
for the elder şehzade included a Koran inscribed 
by the calligrapher Hafız M ehm et in a binding 
studded with precious stones and a copy of Yusuf 
ile Züleyha illustrated with miniatures.

All the trade guilds of İstanbul had also brought 
gifts. For instance, the candlemakers brought a sil
ver candelabra weighing three okka (approximate
ly 4 kg) and containing candles w ith the most 
exquisite fragrance and a silver candle snuffer. 
P ro c e ss io n s  o f th e  c e le b ra tio n s : Processions 
were among the highlights of these celebrations. 
They were preceded by nahils. Nahils were espe
cially made for each wedding and circum cision 
celebration and represented the wealth and status 
of the host. In the form of a tree, they were deco
rated with fruits, anim als and flowers sculpted 
from wax. Imperial nahils were also embellished 
with precious stones, silver leaves and gold plated 
decorations.. The nahils were carried at the head of 
the procession and behind them walked the grand 
vezir, vezirs and other statesmen. The nahils could 
be as high as twenty-five metres, and six meters in 
diameter.

Behind the nahils came artificial gardens per
fect down to the tiniest detail, with köşks and 
ornamental pools. Some of these models were as 
large as three or four square metres. A large köşk 
presented as a gift to the sultan at the 1675 celebra
tions was carried on a float with eight wheels. This 
hanging garden contained a suspended gazebo
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A parade of trade guilds at ttie circum

cision celebrations of 1720. Miniature  

by Levni in Surname-i Vehbi.
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and ornan^ental pool and fountain below it, red 
roses in which nightingales sang, and nearby six or 
seven musicians playing in a small köşk.

Another significant feature of these celebrations 
was confectionary. The decorative confectionary 
which was displayed in the circumcision proces
sions generally consisted of sculpted sugar in the 
form of animals and fruit which were later distrib
uted to the crowds.

Then came the guild processions. Each after
noon, after the ikindi prayers, groups of tradesmen

carrying standards identifying the guild to which 
they belonged, passed by the sultan's tent perform
ing a scene related to their trade. Having presented 
their gifts they participated in the banquet given 
by the sultan for them. For instance at the 1592 cel
ebrations, the çörekcis (a type of pastry cook) had a 
float on which was an oven, and as the procession 
moved through the streets they cooked çörek and 
presented six large dishfuls of these to the sultan. 
E n te rta in m en ts : Music was an essential feature 
of the celebratio n s. The m ilitary  m usic of the

Scenes from tlie circumcision celebra
tions for Mehm ed, the son of Sultan 
Murad III, depicted by Nakkaş Osman in 
Surname-i Hümayun. The sultan and 
Şehzade Mehmed are watching the 
entertainers from Ibrahim Paşa Sarayı. 
Their guests are seated on the balconies 
to the right. Three foreign guests can be 
seen in one of the lower balconies. 
Topkapi Sarayı Library, H 1344.
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Ahmed III watching the displays on the 
Golden Horn from Aynalikavak Sarayı at 
the circumcision celebrations in 1720. 
Tightrope walkers and musicians can be 
seen in the palace grounds. M iniature  
by Levni from Surname-i Vehbi.
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mehter played an important role in the social and 
political life of the Ottoman Turks. At the 1675 cel
ebrations the mehter band not only took part in 
the p ro cession s, but perform ed at the D ivan-i 
Hümâyun Kapısı. The mehter led the boys of poor 
families who were to be circumcised with the royal 
princes past the sultan and vezir to the circumci
sion tent and introduced the entertainm ents. In 
other words, the mehter band acted as orchestrator 
of the ceremonies and festivities.

Other musicians accompanied the conjurers and 
other acts in the festivities. Singers and musicians 
were brought from various places for the 1675 cir
cum cisio n  ce leb ra tio n s and p erform ed to the 
crow d s on severa l 
occasions. The enter
ta in ers in clu d ed  
tig h tro p e  w alk ers, 
people who clim bed 
p osts or o b e lisk s , 
acrobats who walked 
and danced on stilts 
and zorbas (stro n g 
men) who displayed 
su p erh u m an  feats.
A m ong these w ere 
tho se w ho stru ck  
rock s w ith  th e ir 
chests smashing them 
to frag m en ts , and 
tho se w ho p lun ged  
knives into their ears 
and o th er p arts of 
their bodies. Various 
d iffe re n t a cro b a tic  
displays, acts by ani
m al tam ers, sw ord 
sw a llo w ers, sn ake 
charm ers and so on 
also featured at these 
events.

O th er sp e cta to r  
even ts w ere sp o rts, 
in c lu d in g  a rch ery , 
horse racing, walking 
races, wrestling, cirit 
(a gam e p layed  on 
h orseback  in w hich 
tw o team s toss a 
short stick from  one 
to the o th e r), and 
cudgel contests.

Illum inations and 
n ighttim e en terta in 
ment in which tableaux were cre
ated by means of lamps and fire
works were an important part of 
the celebrations. At the 1685 cir
cum cision  cerem o n ies, n ightly

Ahmed III and his sons who are to be cir
cumcised watching firework displays and 
other entertainments on the Golden Horn 
from Aynalikavak Sarayı in 1720. 
Miniature by Levni from Surname-i Vehbi.

firework shows involved a minimum of 200 differ
ent types of fireworks, known by such names as 
M ü hr-i S ü ley m an , k a n d illi, f ısk iy e , d iv an e , 
püskürme, fırfır, şadırvan and sayeban. Decorative 
scenes of towers outlined by fireworks and depic
tions of towers in fire featured in the same celebra
tions.

The most popular illuminations were apparent
ly a dragon and similar illuminated monsters from 
whose heads, eyes, noses and ears rockets were set 
off. W hen the firew orks w ere finish-ed flam es 
poured out of their mouths. Gigantic puppets also 
featured among the illuminations.

Displays using lamps were another eye-catch
ing part of the enter
tainments. For exam 
ple, at the 1582 cele
b ra tio n s  fig u res of 
lions, trees, war gal
leys and so on w ere 
created  w ith  h u n 
dreds of tiny lam ps. 
In 1685, the carnival 
ground was similarly 
decorated.

R elig o u s c e re 
monies were also part 
of the c ircu m cis io n  
celebrations. The most 
fam ous of these was 
the sema, or whirling 
dance, of the Mevlevi 
dervishes.

Sword dances and 
sim ilar d an ces w ith  
daggers were part of 
the entertainment. At 
the 1574 celebrations, 
a grou p  of d an cers 
w earin g  p ap er h e l
mets and armour and 
carrying mock lances 
and shields danced in 
the streets.

There were dancers 
dressed in animal cos
tum es and sk illed  
acrobats. At the 1675 
celebrations a troupe 
of acrobats from Egypt 
danced  w ith  three 
glasses balanced one 
on top of the other on 
the ir head s. Then 

removing two of them, they bal
anced a small nahil with several 
lamps on their heads.

Clowns were another popular 
form of entertainment. A kind of
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The military mehter band at the 1720 celebra

tions. Miniature by Levni from Surname-i Vehbi.
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clown called curcurn- 
abaz performed noisy 
antics, some wearing 
masks, some with felt 
külah (cone shaped 
caps) and some with 
sk u ll cap s and 
shaved heads. They 
would leap into the 
arena making a loud 
noise. As they shout
ed and roared, they 
banged  sa u cep a n s, 
frying pans and cof
fee p ots in th e ir 
h an d s, and sh oo k  
bells and castenets.
The tulumcular were 
a group of entertain
ers whose dual func
tion was to prevent 
the crow d  sp illin g  
over into the arena 
w ith o u t sp o ilin g  
th e ir fun by any 
harsh  d isp la y  of 
authority. They held 
oiled tulums or skins 
w h ich  w ou ld  d irty  
the c lo th e s  of the 
crow d if to u ch ed , 
and clo w n in g  and 
m akin g  jo k e s they 
kep t the crow d  of 
sp e c ta to rs  in th e ir  
places.

Theatrical perfor
mances were also part of the festiv
ities. In 1675 in Edirne, Ahmet and 
C evahir from  İstanbul and local 
Jew ish troupes from  Edirne per
form ed plays. The ortaoyunu (a 
kind of Turkish folk drama similar 
to comedia dell'arte in which the 
ch aracters are T u rk ish  reg ion al 
types and the actors im itate their 
dialects, and portray their occupa
tions. The stage is usually an open 
space with the audience all around 
hence the name ortaoyunu meaning literally "mid
dle play") was an important feature of stage dis
plays. Battle scenes, often representing the capture 
of a castle, were another exciting feature of the 
entertainments.

C i r c u m c i s i o n  a t  t h e  o t t o m a n  p a l a c e  
The C ircu m cisio n  o f O th er C h ild ren : As

well as the royal şehzades, the children of the 
com m on people w ere also circum cised during

Fatherless children being circumcised 

and presented with suits of new clothes 

at the circumcision celebrations for 

Mehmed, the son Murad III. The sultan 

and his son are watching from Ibrahim 

Paşa Sarayı. Şehinşehnâme, Topkapı 

Sarayı Library, B 200.

these ce le b ra tio n s . 
A n yon e w h eth er 
rich or poor, could 
have their ch ildren  
circum cised during 
the cerem o n ies for 
the su lta n 's  ow n 
ch ild re n . S p ecia l 
areas were reserved 
in the m ain square 
for these children to 
be circum cised and 
they were presented 
with gifts by the sul
tan.

Som e exam p les 
w ill g ive a b e tter  
idea of this custom. 
In 1675, 3000 c h il
d ren  from  E d irn e, 
İstanbul and nearby 
provinces were reg
istered for circumci
sio n , and 300 su r
geons from İstanbul, 
E d irn e and Bursa 
w ere h ired  to p e r
form  the operation. 
An average of 250- 
300 children per day 
were circumcised in 
a great pavilion tent. 
Prior to circumcision 
each child was given 
a new  o u tfit  of 
clothes, after which 
they p arad ed  p ast 

the vezirs accom panied to m usic 
played by the mehter, and after a 
prayer of blessing spoken by the 
grand vezir were circum cised by 
the surgeons. As well as children, 
200 new  converts to İslam  w ere 
also circumcised.

Sim ilarly at the 1720 circum ci
sion celebratio n s around 10,000 
children were circumcised, around 
200-300 each day. The ceremonies
lasted fifteen days after which the 

tents were dismantled. However 500 children still 
remained to be circumcised. These were brought 
to Topkapi Sarayı, and circumcised in tents set up 
in the palace courtyard, and entertained by mehter 
music and public dancing girls known as çengi. 
C ircu m cisio n  o f the Şeh zad es: While the chil
d ren  of the g en era l p u b lic  w ere c ircu m cised  
throughout the festivities, the şehzades were cir
cumcised towards the end by the chief surgeon to 
the palace. By tradition the grand vezir held each
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şehzade in his arm s during the operation. The 
foreskin which had been removed was placed on a 
gold tray and shown to the boy's mother who then 
reciprocated by presenting gifts. Follow ing cir
cum cision each şehzade was allocated his own 
apartments in the palace, and a separate allowance 
of food from the imperial kitchen for himself and 
his retinue. No woman but his mother and sisters 
was permitted to enter his apartments.

At the circumcision ceremonies in 1582, Vezir 
Cerrah Mehmet Paşa circumcised the şehzade at 
Ibrahim Paşa Sarayı (today the Museum of Turkish 
and Islamic Art). The foreskin was sent on a gold
en tray to his mother and the razor on another tray 
to the child's father, Sultan Murat III. The sultan 
presented the surgeon with 10,000 gold sovereigns, 
a valuable basin and ewer, 30 bolts of cloth and 
precious ceremonial kaftans. The prince's mother 
gave the surgeon 3000 gold sovereigns and the 
customary bundle of precious items, such as cash- 
mere shawls. To celebrate the fact that the circum
cision was successfully performed, handfuls of sil
ver coins on trays were flung to the poor.

In 1675, on the twelfth day of the circumcision 
ceremonies, following a Mevlut (Nativity Poem) 
recited at Selimiye Mosque, the şehzades were cir
cumcised in the arms of the grand vezir in the Has 
Oda. The foreskins were presented to sultan on a 
gold tray and Mehmet IV presented the surgeon 
with valuable gifts. At the 1720 celebrations, the 
elder şehzade Süleyman was circumcised by Chief

Surgeon Süleyman Efendi in the arms of Grand 
Vezir Damat Ibrahim Paşa in the palace circumci
sion  room  (Sü n n et O d ası). T he o th er th ree  
şehzades were circumcised at Revan Köşkü and 
them brought to join Şehzade Süleyman.

İn diverse aspects, the circumcision ceremonies 
for the şehzades at Edirne and Topkapi palaces 
reflect Turkish cultural history. How regrettable it 
is that while in Europe similar festivities peculiar 
to the courts of the m iddle ages have survived 
today in the form of carnivals, no trace of Ottoman 
festivals of this kind combining ostentatious splen
dor with the participation of the general public 
remains today. All that survives are m iniatures 
p ortraying con ju rers, p uppeteers, clow ns and 
other entertainers, the names of many different 
fireworks and accounts of these former events in 
manuscripts.

The Ottom an palaces at Edirne and Topkapi 
consisted of a com plex of elegant independent 
buildings, some for daily life and others for special 
purposes, such as the circumcision room, audience 
chamber, council of state, schools, hospitals and 
hamams. This distinguished them architecturally 
from European palaces, which were only the resi
dence of the monarch. This concept of architectural 
design and composition is little known today. It is 
gratifying to find that education, medicine, water 
systems, arts and crafts, garden landscaping and 
other aspects of our cultural history are now being 
extensively researched and the findings published.
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N T R O D U C T I O N  The "buildings of histori
cal interest" that serve as a bridge between 
the past and the future are the most valu
able treasures any country can possess, and 
Turkey has inherited a large number of such 
bu ild in gs from  its deep roots in past h istory. 

Among these buildings, which constitute such a 
source of pride to all of us, are to be found artistic 
monuments distinguished by unique features un
equalled anywhere else in the world. It is obvious 
that the conservation of such monuments on be
half of future generations is a national duty for 
everyone concerned.

A general examination of buildings of historical 
interest in various parts of the world shows that 
most such buildings in European countries are of 
stone, while almost all those in far eastern coun
tries are of wood, while in middle eastern coun

tries  the b u ild in g s  are 
m ostly  of e ith e r  m ud- 
brick or stone. It is inter
estin g  to n ote that in 
Turkey  m ost of the old 
buildings of historical in
terest are of stone, wood 
or a combination of stone 
and wood. For exam ple, 
most yalis and köşks are 
b u ilt e n tire ly  of w ood, 
m osques, m edreses and 
military barracks are built 

of stone, whereas in the case of sa ra y 's and other 
such buildings the foundations are of rubble or 
stone while the interior walls are of bağdadi (lath 
and plaster).

Of the buildings constructed in this m anner, 
those whose structure has been weakened by the 
passage of time and the ravages of vermin, are, of 
all buildings, the most exposed to the danger of fire. 
If, in the case of fire, damage is caused to the sup
port systems, it is, in most cases, quite impossible 
for the building to be saved. Furthermore, if, in the 
case of outbreak of fire in a wooden building, the 
necessary fire security measures have not been tak
en in advance, there can be no hope whatever of 
saving the building, no matter how powerful the 
fire fighting force may be. It must never be forgotten 
that old buildings can be protected only by precau
tionary measures taken within the building itself.

(above) Fire in the 
Im perial Stables, which 
were located on the site 
now occupied by the İnönü 
Stadium . An engraving  
published on 22 October 
1881. (below) Fire in the 
Çırağan Sarayı, now re
stored after many years 
and converted into a hotel.

Oil paint, whether used to protect the wood in 
old buildings or in creating the decorations, facili
tates the very rapid spread of the fire to every part 
of the building. It is therefore essential that in the 
case of wooden buildings there should be means 
of detecting the fire as soon as possible and that 
automatic fire extinguishing equipment should be 
installed. If fire breaks out in any part of a mainly 
w ooden building, the blaze rapidly engulfs the 
whole structure, making entry im possible, with 
the result that effective intervention may be out of 
the question even if the fire-fighting services are 
immediately alerted. On the other hand, although 
this would seem to suggest the necessity for the 
em p loy m en t of a u to m atic  fire  ex tin g u ish in g  
equipment, the resulting damage to the building 
and additional weight generally make the installa
tion of such equ ip m en t in ad v isab le . System s 
which will reduce the likelihood of an outbreak of 
fire and prevent its spread are to be preferred.

This study offers a brief survey of the fire pro
tection measures that can be taken in old buildings 
of this type. It is practically impossible to imple
ment all the measures described in one particular 
build ing. In choosing w hich system  would be 
m ost suitable for the building in question and 
would cause least damage to the buildings histori
cal character one must carry out a careful evalua
tion of the risk of fire and the historical features of 
the building. All decisions regarding the measures 
to be applied must be taken jointly by a fire pre
vention expert and an art historian, with addition
al advice from electrical and installation engineers.

I
M P O R T A N T  F IR E S  I N  B U I L D I N G S  O F  H I S 
T O R I C A L  IN T E R E S T  Wooden buildings first 
came into favour in Istanbul during the reign of 
Sultan Bayezit II after the almost complete destruc

tion of the city in the earthquake of 14 September 
1509, w hich  cam e to be know n as "L itt le  
Doomsday". Istanbul very quickly assumed the as
pect of a wood-built city, and this increase in the 
use of wood was accompanied by an increase in 
outbreaks of fire. Indeed, the destruction of so 
many beautiful sarays, köşks, yalis and houses by 
fire gave rise to the saying, "Istanbul suffered from 
nothing so much as from fire." A ferman issued by 
Sultan Murad III made it obligatory to take fire 
precautionary measures such as the availability of
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water buckets and stairways giving access to the 
roof. Damat İbrahim Pasha's period of office saw 
the foundation of the first fire brigade, known as 
the Y eniçeri T u lum bacı O cağı (Jan issary  Fire- 
Fighting Corps). The abolition of the Janissary 
Corps was followed by the formation of district 
fire brigades, then, in 1872, of a military fire-fight
ing organization, and finally, in 1923, of the mod
ern Republican fire brigade.

In O ttom an tim es, the d istrict fire brigades 
were supplemented by fire-fighting organizations 
that might be described as "special teams" for the 
protection of the palaces. O fficers with the title 
Bostancı Tulum bacıbaşı w ere appointed at the 
head of each Bostancı Tulumbacılar Ocağı, and the 
whole headed by a Bostancı Tulumbacıbaşı Ağası. 
Special barracks were built half-way along a certain 
section of the shore for the use of the Bostancı 
Tulumbacıları under the command of the Bostanci- 
başı Ağası, and these Bostancı Tulumbacıları were 
made responsible for the security of the yalis, sarays 
and köşks along this section of the shore together 
with the fight-fighting measures to be taken.

The only fire-fighting equipment to be found in 
the palaces consisted of pumps, buckets and water 
which could be used only on the premises, and the 
control and maintenance of which, together with

fire -fig h tin g  train ing , 
was the responsibility 

(above) Scene of devasta- of the B o stan cı
Tulumbacıları.

In T u rkey , the old 
w oo d en  b u ild in g s  of 

İstanbul on 23 August historical interest, most
1908. (below) FIre-flghters of w h ich  are to be
on the scene of the fire at found in Istanbul, are

all exp o sed  to very 
great risk of fire, and 
their numbers are every 
day being reduced as 

the result of conflagrations. Seventy-five old yalis 
have been burned down in the last twenty years. 
Buildings in which fires have occurred in recent 
years include Balaban Yalısı, Kaptanpaşa Yalısı, 
Ziverbey Köşkü, Büyükada Plaj Hotel and Heybe- 
liada Halki Palas.

The Ziverbey Köşkü at İçerenköy, one of the 
most outstanding of the old buildings of historical 
interest, with carving of lace-like delicacy on its 
doors, gilt decoration on its ceilings and a com
pletely w ooden facade, as w ell as the old Plaj 
Hotel, a century-old landm ark on the island of 
Büyükada, w ere both com pletely destroyed in 
1991 by fires, the causes of w hich rem ain un
solved, that broke out in the attics. In the case of 
the fire that broke out in the heating system one 
morning in 1991 in the Halki Palas on Heybeliada,

tion after the great fire that 

ravaged a large part of

the Sublim e Porte on 

Monday 24 January 1326.

a 180 year old wooden building which had been 
restored and converted into a hotel, the absence of 
any adequate fire security  m easures m ade the 
complete destruction of the building inevitable.

One of the most important incidents of fire in 
an old building of historical interest is the well- 
known fire in Çırağan Sarayı. This palace, with its 
m agnificent m arble facade and extraordinarily  
sumptuous and ornate interior decoration, which, 
com p leted  i n l 866 d urin g  the reign  of Su ltan  
Abdülaziz, served as the residence of the Sultans 
for many years, was completely gutted by fire at 
the beginning of 1910, leaving only the outer walls 
standing. The fire is thought to have originated in 
a short circuit that occurred during repairs to the 
electrical system in the attics. The cause has also 
been ascribed to a cigarette smoked by one of the 
workers carrying out the repairs, while suspicions 
directed to the chimney passing through the build
ing from the central heating system would appear 
to place the responsibility for the catastrophe on 
the architects. Other possible causes of the fire in
clude the stoves on the ground floor, the braziers 
used for making coffee, the paraffin lamps and the 
candles used by the electricians. However, in view 
of the fact that the fire started in the attic, an elec
tric short-circuit has been generally accepted as the 
most likely cause.

A great many old buildings in Istanbul have 
been destroyed by fire, and the fires that destroyed 
the old courts of justice, the Sublim e Porte, the 
G rand Bazaar, and hundreds of houses in the 
Golden Horn, Aksaray and Tatavla districts are 
only a few out of many hundreds.

Many old buildings of historical interest in oth
er countries have also been damaged by fire. In the 
case of the famous Hofburg Palace in Vienna, one 
of the most valuable treasures of the Austrian cul
tural heritage and the residence of the dynasty that 
ruled the Austro-Hungarian Empire, which was 
severely damaged by fire at the end of 1992, with 
the loss of a large number of priceless objects, the 
fire is thought to have originated in the electric ca
bles laid down for use in repair work. The office of 
the President, the international congress hall, the 
National Library and the Ephesus Museum were 
saved at the very last moment.

In the sam e way, the 900 year old W indsor 
Castle belonging to the world-famous British royal 
family suffered great damage in a fire that broke 
out at the end of 1992. The cause of the fire, in 
which a large number of valuable paintings and 
works of art were destroyed, was a 250 watt bulb 
placed very near a highly inflam m able varnish 
employed in the restoration of the pictures. Very 
little damage was caused to walls covered by non- 
inflammable paint during the restoration.
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C A U S E S  A N D  S P R E A D  O F  F I R E S  I N  O L D  
B U I L D I N G S  O F  H I S T O R I C A L  IN T E R E S T  In 
old buildings of historical interest, fires gener

ally originate in the heating or lighting systems or 
arise from errors made in the course of restoration 
work. In old buildings of this kind open to the 
public, most fires originate in the heating systems. 
Kitchens and central heating rooms in which the 
requisite fire protection measures have not been 
taken, stoves, electric heaters and chimneys form 
the most com m on sources of fires, with a large 
number also originating in obsolete electrical in
stallations. It is essential that all materials used in 
e lec tr ica l in sta lla tio n s  em ployed  for lig h tin g  
should be up to international standards. In old 
buildings, fires may also be caused by short-cir- 
cuits in the electric cables caused by micro-organ
isms, insects and, above all, rodents.

The most common cause of the spread of fires 
in old buildings is to be found in the roofs. These 
roofs are generally constructed as a single open 
space without any partitioning, so that fire will 
spread via dust and wooden construction elements 
to the whole of the attic and thence to the lower 
sections of the building. Fires in the roofs are very 
difficult to extinguish owing to the difficulty of ef
fective intervention, while at the same time the

w ater em ployed  may 
cau se  a co n sid e ra b le  

Destruction by fire on the am ount of dam age on
night of 3 -4  Decem ber the other floors.
1933 01 Ihe building de- A nother reason for
Signed by Gaspare Fessali rapid spread of fires

.. in old buildm gs is the
as a university. Never em-  ̂ j  i

use of lath and plaster
p lo ,e d  as sucl,, it was

used sn ccess i.e iy  as C o n stru cted  of

parallel wooden boards 
w ith  b rick s  or o th er 
m a teria ls  b etw een  
them, these are covered 

with plaster so as to make them more resistant to 
fir^, but the plaster coatings are them selves the 
cause of heating and subsequent decay of the 
wood in the inner section. Sparks entering the wall 
through a crack in the plaster will slowly spread 
throughout the whole of the inner section of the 
wall, with the fire suddenly breaking out in quite 
unexpected places. In buildings em ploying lath 
and plaster construction techniques it often hap
pens that after the fire appears to have been extin
guished it suddenly blazes out on an even greater 
scale.

Other common causes of the spread of fires are 
to be found in the chimneys and installation shafts. 
Flames travelling through vertical or horizontal 
passages left open for ventilation purposes may

iVlinistry of Finance, 
Lawcourts and Parliament.

cause an outbreak of the conflagration at a point 
comparatively remote from its source. Cracks in 
chimneys caused by earthquakes or the vibration 
caused by the passage of large ships or road vehi
cles also play a significant role in the spread of fires.

In old buildings used as dwellings, fire is often 
caused by bottles of liquid petroleum gas. These 
constitute a very common cause of the outbreak of 
fire in old historical yalis and köşks and of the 
rapid spread of the fire throughout the whole of 
the building.

F
i r e  p r e v e n t i o n  m e a s u r e s  i n  o l d

B U I L D I N G S  O F  H I S T O R I C A L  IN T E R E S T  In 
the case of old b u ild in g s  of h is to r ica l 

interest,the protection of the historical features is 
as important as the protection from fire. The prin
ciples of fire prevention normally followed in oth
er buildings cannot always be applied here. If the 
historical features are damaged by fire protection 
measures, it means that the building has, in effect, 
been destroyed without any outbreak of fire hav
ing occurred. The measures adopted should in no 
way modify or cause damage to the historical fea
tures of the bu ild in g . At the sam e tim e, they 
should place no burden on the support systems, 
use should be made of systems in conformity with 
repair and maintenance measures, and no damage 
should be caused to the contents of the building by 
the fire extinguishing materials employed.

The measures taken must be compatible with 
the historical features and actual function of the 
building. Museums, dwelling-houses and build
ings open to the public will show considerable 
variation in the type of measures applicable. The 
following points regarding the use of buildings of 
historical interest are contained in the Istanbul 
B ü y ü k şeh ir B e led iy es i Y an g ın d an  K orunm a 
Yönetm eliği (Greater Istanbul M unicipality Fire 
Protection Codes).

In the case of wooden buildings of historical val
ue under state conservation, choice should be made 
of a system in conformity with the special directive 
relating to "fire protection in buildings and estab
lishments" of 8.7.1980 issued by the Civil Defence 
Secretariat of the Ministry of Culture, and suiting 
the peculiar character of the building in question.

In the case of buildings classified as cultural en
tities worthy of conservation, advice should be 
sought on fire protection measures and the rele
vant in s ta lla tio n s  from  the K ü ltü r ve T ab iat 
Varlıklarını Koruma Kurulu (Committee for the 
Protection of Cultural and Natural Monuments), 
and detection, alarm and extinguishing systems 
should be installed that will in no way damage the 
special features of the building.

Wooden buildings forming a continuous row
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should  not be em ployed  as h o tels , h osp ita ls, 
schools, residences, establishm ents open to the 
p u blic or as bu sin ess prem ises. S in g le-sto rey  
wooden buildings may be used as buildings open 
to the public provided that their distance from the 
building nearest to them is at least tw ice their 
height and that special pre
ca u tio n s  are taken .
Detached wooden buildings 
of more than one storey but 
not more than three may be 
used as build ings open to 
the p u b lic  p ro v id ed  that 
they contain no inflammable 
or com bu stib le  m ateria ls, 
that they are furnished with 
central heating systems, that 
they are eq u ip p ed  w ith  
alarm and automatic fire ex
tin g u ish in g  sy stem s, that 
the whole building is paint
ed w ith special fire-p roof 
paint, and that each floor 
has at least two means of ex
it, with no connection with 
the other floors.

It is extremely difficult to 
p rotect bu ild in gs open to 
the public which do not con
form  to the above p rin c i
ples. One m ust rem em ber 
that the life expectancy of 
old build ings of historical 
in te re s t is d ra stica lly  re 
duced when used as hotels, 
guest-houses, restaurants or 
schools.

S T R U C T U R A L  F I R E  
S E C U R I T Y  M E A 
S U R E S  I N  O L D  

B U I L D I N G S  O F  H I S T O R 
I C A L  I N T E R E S T  
Formation of Fire Sections:
In the case of old buildings 
of historical interest, it is de
sirable, if possible, to pre
vent the spread of fire by 
subdividing the building by
means of vertical and horizontal fire sections. If 
such sections cannot be made without impairing 
the historical features of the building, measures 
should at least be taken to prevent the spread of 
fire from neighbouring buildings by isolating the 
building from the others around it.

Fire walls are employed to separate the fire sec
tions and prevent the fire from spreading to other 
buildings or other sections of the same building.

Such walls are made of materials resistant to fire 
for up to ninety m inutes, so form ing a barrier 
against any harmful effects of the fire. In creating 
these fire sections, consideration must be given to 
the presence of annexes, lean-to sheds and any 
other structures that might form a bridge for the

passage of the fire, and of depots that might con
tain inflammable material. As a precaution against 
the spread  of fire  from  o u tsid e , the b u ild in g  
should be separated by a distance of at least 5 m 
from an adjacent masonry building and 10 m from 
a building with a facade of inflammable material.

Although, according to fire protection codes, it 
is desirable that the fire walls should pass through 
every floor, modifications may be made in the pas-
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sageways in accordance with the degree of fire-re- 
sistance of the ceilin gs betw een them  and the 
structure of the building itself. In general, fire 
walls are constructed at intervals of 40 m. If one of 
the sections of the building should constitute a fire 
hazard because of the manner of its use, or if it is 
necessary that special protection should be given 
to that particular section, it is advisable that the 
partitioning should be carried out by means of fire 
walls. In the case of buildings connected to each 
other at a certain angle, the fire walls should be 
arranged in such a way as to prevent the fire from 
leaping over the wall and spreading into another 
fire section.

The wooden front parts of the attic should be 
divided in order to make them resistant to fire, 
and the fire walls should extend right up to the 
roof-covering. No intervening space should be left 
between the upper corner of the fire wall and the 
roof, and the roof beams should not pass over the 
fire wall.The roof-tiles should be laid on the fire 
wall in such a way as to leave no empty space. In 
buildings requiring a high degree of fire security, 
the walls should penetrate the roof, and in cases 
where it is architecturally necessary, it may be cov
ered by fire-proof reinforced concrete slabs pro

je c tin g  50 cm on each  
side, arranged in such a 

(above) The to remain invisi
ble from the outside.

In the buildings that 
are under conservation, 

fire brigade. (below)lhe it is very difficult to cre-
bucl(ets and pumps em- ate p erfect sectio n s by
ployed in fire-protection means of fire walls with

out impairing the build
ing or objects to be con
serv ed . It is g en era lly  
im possible to construct 
fire  w alls  w ith o u t in 

some way modifying the structure of the building. 
In such cases, the original character of the building 
should almost always be preserved by employing 
alternative methods in place of a fire-wall. These 
alternative methods can never be as effective, but 
they are preferable insofar as they cause no harm 
to the character of the building. The construction 
of fire-walls is easier in the case of old buildings of 
h istorical in terest in w hich radical restoration  
w ork is being u ndertaken. In such cases, it is 
preferable to transform the existing walls into fire
walls rather than add new walls.

Protection of W alls and C eilings: W alls and 
ceilings are elements of great importance from the 
point of view of fire security. As well as reducing 
the risk of fire, fire-proof walls and ceilings also fa
cilitate fire extinguishing and salvage operations.

Sections characterized by a high degree of fire

tulumbacılar, the fore

runners of the modern

m easures in

Dolmabahçe Palace.

risk, such as those containing heating systems, de
pots and store-rooms, those with special historical 
and cultural features and those requiring special 
protection on account of particularly valuable con
tents should be protected against the spread of fire 
from other areas by means of partition walls and 
ceilings.

Old lath and plaster type walls demand extra 
care because of the difficulty in fighting fires in ac
cordance with normal fire security techniques. The 
inflam m able dust, spiders' webs and insect re
mains that accum ulate in the em pty spaces be
tween these walls greatly facilitate the outbreak of 
fire and its rapid spread. To remove this risk, the 
spaces between the walls should be filled with a 
m ineral filling m aterial. As it is im possible to 
change the walls in old buildings of historical in
terest, the best method of rendering them fire
proof is by coating them with fire-proof paint.

As the support strength of the ceilings in old 
buildings of historical interest in which fire-delay- 
ing or fire-proof walls have been later constructed 
is limited, these walls should preferably be com
posed of light construction materials such as fibre 
silicate, pasteboard or laminated mineral plates.

Sim ple w ooden w alls, considered from the 
point of view of fire security techniques, tend to 
cause a rapid increase in the fire burden and the 
spread of the conflagration. In such buildings, the 
risk of fire and the danger of its spread should be 
reduced to a m inim um  by the em ploym ent of 
more or less non-inflammable materials, while at 
the same time fire-resistance should be increased 
by the use of fire-proof paints.

D oorw ays in the fire -p ro o f p artitio n  w alls 
should be furnished with autom atically closing 
doors possessing fire-delaying features or with au
tomatically closing doors of solid oak 4 cm. thick. 
Apart from this, the absence of any inflammable 
material within 2.5 cm. of the frames of automati
cally closing doors with fire-proof glass surround
ed by steel or hardwood should suffice as far as 
fire security is concerned. As any modifications to 
the doors of an old building of historical interest 
would tend to impair its essential character, these 
doors should be coated either with a fire-proof ma
terial or a fire-delaying paint.

Fire can spread very rapidly in walls, doors 
and ceilings coated with oil paint. Oil paint should 
thus be strictly avoided and, if it should be neces
sary to paint an old. building of historical interest, 
oil-proof paint should always be used.

Fire-resistance is as important a feature of the 
su p p orting  and b u ttressin g  elem en ts such as 
columns and joists as it is of the ceilings. In case of 
fire, supports and b u ttresses m ade of steel or 
wood not specially treated may quickly lose their 
resistance and collapse together with the ceiling.
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The su p p o rtin g  flan g e co n n ectio n s in d om e
shaped ceilings resting on steel supports should be 
coated with plaster or non-inflammable paint.

In most old buildings wooden beams are used, 
which carry quite a high degree of risk from the 
point of view of Are security. As fires caused by 
electrical short-circuits or any sort of negligence 
during restoration work may spread very rapidly 
through the empty spaces in the attic and soon

reach proportions that will make it very difficult to 
extinguish, the empty spaces in the attics should 
be partitioned into as small sections as possible 
and non-inflammable materials used as filling.

Stairw ays and Exits: Secure means of escape 
which can be used by the occupants of a building 
in case of fire is of very special importance and sig
nificance. The fundamental aim is to ensure that 
from any of the places where they may happen to
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be the people are able to reach open air by means 
of corridors, stairw ays and exits. Stairw ays are 
particularly important as the first means of escape 
from the dangers caused by the fire and also as the 
first route of intervention available to the fire
fighting services.

Stairways should be provided with their own 
spaces, with fire-proof walls, landings protected 
from  poisonous gases, and sm oke-proof doors 
opening on to the stairway landings. At the same 
time, they should never be more than 30 m. from 
any point at which people may congregate and 
they should be connected to a corridor leading di
rectly out into the open air. The doors in the base
m ent and those opening on to the attic storey 
should possess fire-delaying qualities. Similarly, it 
is essential that other doors opening on to spaces 
with a high risk of fire should be fire-proof.

The walls and ceiling of the corridors serving 
as horizontal escape routes should be of fire-delay- 
ing materials with smoke-proof doors opening on
to the sta ircase landings. V ery long corrid ors 
should be divided into 30 m. sections, no objects 
should be left in the em ergency exit routes and 
n o th in g  w h atev er of an in fla m m a b le  n atu re  
should be stored there.

The desired specifications for stair arrange
ments in old buildings of historical interest are 

g en era lly  not m et. 
Particular danger to peo- 

Modern fire -a la rm  pie in case of fire is caused
sylem s are now em - by co n n ectio n s

opening into long corri-
ployed ir  all parts ol

Dolmabahçe Palace. rapid spread  of the fire
and p ro d u ces a d ense 

■ sm oke that im pedes the
work of the fire-fighters. Nevertheless, there are 
certain measures that can be taken in old buildings 
while keeping in mind their distinguishing fea
tures. In the case of old buildings of historical in
terest not open to the public or in which visits are 
strictly controlled it is sufficient if the emergency 
exits are known to those on duty.

Palaces and köşks open to the public in which 
large gatherings are held should be provided with 
secure stairways and emergency exits. These exits 
and escape routes should be of a width of at least 
120 cm., according to the number of visitors, and 
the exits should be clearly marked and well illumi
nated.

Under favourable conditions it is also possible 
to ensure the security of spiral staircases, but it is 
not always possible to divide spacious landings 
opening on to magnificent corridors into sections 
consistent with fire security techniques. Most of 
the staircases of this kind that have been preserved 
in old buildings of historical interest are of oak or

other hard woods and do not thus constitute a 
very great fire hazard. Staircases of soft wood 
should, where possible, be faced with non-inflam- 
m able construction m aterial, and double leafed 
doors should be firmly closed. As normal glass is 
liable to shatter very quickly when exposed to 
high tem peratures, ordinary glass in doors and 
windows should be replaced by fire-security glass.

The section of the building connected to stair 
landings in the attics should be partitioned off by 
fire walls, and ceilings with very valuable frescos 
should be covered with protective plates. If it is 
not p o ssib le  to cover them  from  above step s 
should be taken to reduce the effects of fire.

In the case of köşks, in addition to the main 
staircase, there should always be a side staircase for 
the use of the staff. If these side staircases are 
straight and sufficiently wide, and if they form a 
connection right from the entrance to the attic and 
have a door opening on to the closed staircase land
ing, they may be used as emergency exit routes.

Shafts, Ducts and Ventilation Systems: As the 
shafts and ducts to be found on each floor will, 
like the open staircases, tend to accelerate the 
spread of the fire and increase the accumulation of 
smoke, the installation shafts and any cables pass
ing through the ducts should be made of fire-proof 
materials. A fire breaking out in one floor general
ly spreads through the installation shafts to the 
other floors and the roof. All the shafts and cable 
ducts passing from one floor to the other should 
be coated with heat-resistant m aterials that will 
produce as little smoke as possible. This will pre
vent the spread to other parts of the building of 
the dense smoke produced by burning cables and, 
above all, the sulphuric acid produced by the cable 
insulation. Moreover, the shaft doors on each floor 
should be made in such a way as to prevent the 
passage of smoke or fire. The ventilation systems 
should be made of non-inflammable material. At 
the same time, it is essential that the special char
acter of the building and its function should be 
kept in m ind. To prevent a possib le fire from  
spreading to another fire area, fire dampers that 
will close automatically in reaction to smoke and 
heat should be inserted in all ventilation shafts 
passing through fire walls and fire-proofed ceil
ings. Ventilation systems equipped with this type 
of blocking mechanism require frequent mainte
nance, and should be regularly checked to ensure 
that they will function instantly in case of fire. As 
ventilation ducts are the first places that smoke 
will enter, it is useful to use smoke detectors in 
these places.

The Protection of Attic Spaces: Attics spaces 
are particularly sensitive to fire. This high degree 
of risk is due not only to the large proportion of 
wood employed but also to the accumulation in at
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tic spaces that are not frequently cleaned of inflam
mable dust, spiders webs and birds' nests, as well 
as old broken furniture that may be stored there. 
To all these should be added, in cases where no 
fire-warning system has been installed, the delay 
in perceiving the outbreak of fire and the subse
quent inability of the fire-fighters to carry out im
mediate intervention. Another danger lies in the 
height of these sections and their location in the at
tics, which make it difficult to carry out fire-extin
guishing operations.

One of the first measures to be undertaken for 
the fire security of old buildings of historical inter
est is to ensure that the attics remain empty and 
are kept clean. The dust accumulating in the attics 
should be cleaned out regularly and kept free of 
inflammable material such as old furniture, mat
tresses and heating appliances. Such inflammable 
materials should be stored in places where mea
sures have been taken to prevent the spread of the 
fire. Materials employed in the attic and in the heat 
in su la tio n  should  be n o n -in flam m ab le , there 
should be no wooden partitions, and the corners of 
the roof and the chimneys should always be open 
and easily accessible.

with fire-resistant paint.
The other areas in the lower parts of the attic 

sections should be made as fire-proof as possible, 
or at least made capable of preventing the spread 
of the fire. In the case of solid domed ceilings that 
have suffered damage or been weakened, resis
tance to fire may be increased by injecting con
crete. In order to prevent damage to the wooden 
rafters between the attic and the floor below and 
also to prevent damage being caused by seepage 
through the light concrete of the water used in ex
tinguishing the fire, the attic should be protected 
by fire-resistant plates and the seams and open
ings should be well filled with concrete mortar. 
The attics should be well ventilated in order to 
prevent any decay in the wood.

As fires in the attics are not generally percepti
ble until they have reached a certain dimension, 
smoke detectors should be installed to give imme
diate w arning. The fire -ex tin g u ish in g  system  
should not place too great a weight on the attic 
and should not require overm uch supervision  
when in operation. In view of the fact that most 
fires arise from human error, severe restrictions 
should be placed on the number of people enter-

In order to prevent the outbreak of fire and to 
lessen the danger of its spread, the wooden roof 
framework should be covered with not easily in
flammable materials. In cases in which the build
ing materials employed are not sufficiently resis
tant to fire, they should be given a protective cov
ering or coated with special plaster or painted

ing the attics, even for purposes of maintenance. 
When repairs are to be undertaken, a member of 
the staff must be in attendance to supervise pro
ceedings. It is also advisable to have dry chemical 
fire-extinguishing appliances available at the en
trances to the attics.
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H
e a t i n g  s y s t e m s  in m edieval tim es, a 
large num ber of fires w ere caused by the 
faulty installation or use of the heating sys

tems and, at the present day, heating systems still 
constitute one of the major sources of fires. Old 
build ings of h istorical in terest used as private 
dwellings are often heated by means of stoves, and 
fires may be caused by burning fragments falling 
out of the stove or by the pipes and chim neys. 
Fires may also be begun and spread by the liquid 
petroleum  gas bottles used in kitchens. Quite a 
number of fires have also been caused as a result 
of a failure to realise that electric heaters should 
never under any circum stances be used in old 
buildings.

Hearths, Fire-places and Stoves: In the past, a 
stove used to be placed in each room for heating 
purposes, with flues for the removal of the smoke 
made of light wood or thin mud-coated wooden 
materials running right up to the roof. These flues 
went through the ceiling into the open air, the 
smoke being expelled through chimney-hoods. In 
the 15th century iron stoves producing hot steam 

made their appearance and
. chimneys began to be made

The Bosphorus water- , • , *  ̂ ^of bricks. A very great step
side residences that forw ard w as m ade in the
form such a distinctive field of stove manufacture

with the coming into use of
the very superior porcelain
stov es lined  w ith clay or 

to the ravages of fire. bricks

From  the 16th century 
on w ard s g rea t im p o rta n ce  w as g iv en  in the 
Ottoman palaces to the bronze coverings of chim
ney hoods and screens. The chimney hoods were 
pointed and the screens tapered. The andirons, 
usually adorned with m edallions, poker stands 
and fire-guards were made of carved bronze. In 
the 17th century, plaster and marble began to be 
used in Bajoque style stoves, which tended to be
come sm aller and often displayed decoration in 
gilt relief. Western influence increased towards the 
end of the 18th century, when chimneys were em
bedded in the walls and the use of chimney-hoods 
was abandoned. Stoves were not generally placed 
in all the rooms. Fire from large stoves in the cen
tral hall was transferred to braziers and taken to 
the other rooms.

Dolmabahçe Palace was at first heated by bra
ziers and hearths, but porcelain stoves were intro
duced during the reign of Abdiilham it II, while 
under Mehmed V Reşat it began to be heated by 
radiators and a central heating system installed. 
The reserve boilers on the Ham idiye battleship 
were used as central heating boilers.

While the decorative appearance of the stoves 
and open fire-places made them essential elements

feature of İstanbul are 

continually falling prey

in the magnificence that characterised the palaces 
and köşks they also constituted one of the most 
important fire hazards. The old wooden buildings 
in use as dwellings at the present day usually have 
a stove in each room. Old porcelain stoves and 
open fire-places are now rarely to be found. Open 
fire-places are definitely not to be used in old 
buildings of historical interest unless in conjunc
tion with fire-proof walls and ceilings. If there is 
any question of their being used, a very careful 
check should be made of the state of the heating 
system, the walls against which they are to be set, 
and the method by which waste gases would be 
expelled.

Damaged or unsuitable stove pipes are another 
cause of fires in old buildings. Pipes for the smoke 
should be made in a form resistant to heat, and 
should be at least 20 cm. from other building ele
ments and from doors made of inflammable mate
rials and 40 cm. from other inflammable construc
tion elem ents. If it is necessary for the pipes to 
pass through the walls, care should be taken to see 
that an area of 40 cm. in d iam eter around the 
opening should be coated with fire-resistant mate
rials.

The Use of Chimneys: A great number of fires 
have been caused by sparks emerging from cracks 
in the old earthenware chimneys often to be found 
in old palaces and buildings of historical interest. 
M any yalis and w ooden b u ild in g s have been 
burned down by small fires starting in the chim
neys and rapidly developing into a great confla
gration. Som e of these fires have spread to the 
roofs and caused the complete destruction of the 
building.

Chim ney fires are particularly dangerous in 
wooden buildings. Even small cracks in the chim
neys caused by very minor earth tremors can con
stitute a fire hazard. At the same time, as wooden 
coverings or wooden joists may have been used in 
the construction of these old chimneys, the chim
neys should be carefully checked in order to pre
vent the possibility of an outbreak of fire remain
ing unnoticed and rapidly spreading to the attics.

These old chimneys are usually too wide for 
the new stoves, e.g. paraffin stoves, to which they 
are now connected, with the result that the waste 
gases undergo intense cooling, thus forming tars 
that will cause damage to the plaster on the inside 
of the chimney and the stones in the walls of the 
building itself. Damaged and unstable chimneys 
are of great importance not only as a cause of fires 
but also because of the danger to fire-fighters 
caused by their possible collapse in the course of a 
fire. The width of these chim neys should be re
duced by using stainless steel, or completely re
constructed in accordance with accepted codes.

Structural elements made of inflammable mate
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rials should be kept at a distance of at least 5 cm. 
from the outer surface of the chimney. The clean
ing flaps should be tightly shut to prevent the 
emission of ashes or soot. Great care should also 
be taken to ensure that these flaps are not left open 
after cleaning. Faulty or damaged flaps should be 
immediately replaced. Combustible waste should 
be kept in lidded receptacles made of non-com 
bustible, heat resistant materials. The great danger 
of placing combustible waste on open roofs or on 
the inflammable floors of staircase landings should 
be kept constantly in mind.

Chimneys not in use should, if possible, be ren
dered inoperable up to at least attic level, and 
closed by a concrete slab at ground level. Other 
openings into the chim neys should be closed. 
However, as open chimneys often play an impor
tant role in v en tila tio n , carefu l con sid eration  
should be given to the particular function per
formed before any decision to close the chimneys 
is taken.

duce fuel costs and environmental pollution. If the 
chimney is kept clean, the efflciency of combustion 
will be higher and the amount of unburnt gases 
greatly reduced.

Central Heating System s: It is advisable that 
local heating systems, which constitute a multiple 
cause of fires in old buildings of historical interest, 
are replaced by a central heating system . If the 
necessary resources are lim ited, central heating 
should be installed in the occupied section of the 
building and the unoccupied sections left as far as 
possible unheated. So as to avoid any damage to 
paintings or sensitive elements during the conver
sion to central heating, heat losses should be care
fully monitored in all sections, and air dampeners 
should be installed or the objects in these sections 
relocated.

Care should be taken to see that any pipes 
form ing part of the central heating system  that 
pass through wooden ceilings should not be in 
contact with w ooden elem ents, and that pipes

Care should be taken to see that the chimneys 
are kept clean, and all chimneys should be swept 
at least twice as year by qualified personnel. The 
main aim of cleaning the chimneys is to remove all 
soot that may cause a fire in the chimney. Even if 
cleaning may not remove all danger of fire in the 
chimney it will reduce it considerably. This reduc
tion in fire risk is a sufficient reason for keeping 
the chim neys clean, but cleanliness will also re

passing through the roof should be properly insu
lated. Even if well insulated, how ever, any hot 
pipes passing through the ceilings or walls should 
be kept at a distance of at least 10 cm from inflam
mable materials.

K itchen Installations: Kitchens should be in
stalled in stone or brick buildings quite separate 
from old buildings of historical interest. Bottled 
gas stoves should not be used for making tea in
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buildings open to the pubHc, and under no cir
cumstances should picnic stoves be brought into 
the building. Great care should be taken in the use 
of bottled gas stoves for heating purposes in old 
buildings of historical interest used as dwellings. If 
such equipment is used, it should be kept in secure 
areas, if any, and a gas detector installed. The bot
tle should be connected to the cooker by means of 
copper pipes.

E
l e c t r i c a l  i n s t a l l a t i o n s  a n d  i l l u 
m i n a t i o n  Fire with serious consequences 
for old buildings have been caused by old, 

faulty electrical installations and the faulty use of 
electrica l appliances. U nfortunately , quite d e
plorable incidents are caused by electrical installa
tions in such buildings, and rusted appliances, 
uninsulated cables, damaged switches, damaged 
distribution panels and other deficiencies keep the 
outbreak of fire constantly on the agenda. Steps 
should immediately be taken to remedy such defi
ciencies, and never postponed until the next round 
of general maintenance work. If the electrical in
stallation should present a danger arising from 
w ear, obsolescence or any other reason, plans 
should be made for its replacement by a completely 
new installation and care should be taken that this 
is not made to pass through unnecessary places.

It is essential that work on the electrical instal
lations in old buildings or museums should be car
ried out only by qualified technicians and that the 
materials used should be in conformity with inter
national standards.

In the case of insulation cables in the electrical 
installation, care should be taken to see that a bal
ance is kept in the electric potential so as to pre
vent differences in potential betw een damaged 
sections being transferred to other metal elements 
in the installation. Balance can be maintained by 
adding a potential regulator to be connected to the 
lightning-conductor system, wireless system, gas 
pipes, radiator pipes, the water and drainage sys
tems and other metal structural components.

The outer surfaces of electrical installations in 
old buildings should be covered with a non-com- 
bustible synthetic material. The use of installations 
with metal covering should be avoided. Lines and 
cables should, as far as possible, be passed under 
the p laster in a m asonry structure. G reat care 
should be taken in passing such cables through 
wooden covered areas in the attic spaces. In such 
cases, the lines and cables should be passed through 
a pipe made of a fire-resistive synthetic material.

Switches and electric points should be placed in 
insulated sockets. In replacing an electric point, a 
point of the same type and the same power as the 
others should be preferred.

The use of electric heaters should be strictly for

bidden. Most of the recent fires in old yalis were 
caused by electric heaters. The fire that broke out 
in Istanbul U niversity in 1993 in which the old 
building was saved with great difficulty originated 
in an electric heater.

As electric lighting system s produce heat as 
well as light, they must also be regarded as fire 
hazards. In installing electric lighting systems care 
must be taken to prevent the accumulation of heat 
in that area, and to ensure that there is no contact 
with easily combustible objects such as curtains.

Reflectors should be protected by a heat-resis
tant protective plate, or covered with a wire grill to 
protect it from falling objects that would be liable 
to explode, such as lamp bulbs, and should be 
placed at least 1 m from the spot on which the rays 
w ill fall. A reasonable distance should be pre
served between bulbs of a high light capacity .

M e a s u r e s  t o  b e  t a k e n  i n  r e s t o r a t i o n  
W O R K  Small fires caused by welding or sol
dering carried out in the course of restora

tion work can very quickly become great confla
grations causing an immense amount of damage. 
Easily com bustible decorations and objects cov
ered with inflammable materials can be ignited by 
sparks or welding fragments and can very quickly 
encompass all the inflammable materials, produc
ing at the same time a large volume of smoke and 
causing a very great amount of damage. In such 
cases, intervention on the scene of the fire, general
ly carried out by too few people using inadequate 
means, inevitably proves abortive.The efforts of 
the fire-fighting forces summoned is normally con
fined to preventing the fire from spreading to oth
er parts of the building. In such cases, it is usually 
impossible to prevent damage.

Although in most cases of restoration work, an 
aw areness of the risks and dangers involved is 
well implanted beforehand, it sometimes fails to 
becom e operative in an em ergency. Renovation 
work may inevitably give rise to hazardous situa
tions in buildings or other areas, but the workmen 
employed should be made aware that these can 
easily be overcome by the careful employment of 
certain measures.

The workers should clearly realise the fire haz
ards involved in acetylene or electrical welding or 
cutting operations, the use of an open flame in sol
dering and similar work, the sparks from welding 
and cutting operations, the dispersion of molten 
metal fragm ents and pow erfully heated metals. 
Sparks can constitute a fire hazard over an area of 
10 m diameter. In work of this nature in containers 
and pipe-lines, there still remains a risk of explo
sion even if a container in which inflammable liq
uids were stored has been emptied. It is therefore 
essential that all work involving acetylene or elec-
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trical w elding, cutting or so ldering should be 
avoided in any places where highly inflammable 
materials or liquids are to be found.

The actual pieces on which work is to be car
ried out should, if possible, be removed from the 
main body of the object and taken for repair to an
other area where there is no risk of fire. If this is 
impossible, welding, cutting and soldering opera
tions should be entrusted only to workers with the 
requisite experience in such work. Before such op
erations are undertaken, it is essential that the req
uisite fire-extinguishing appliances and fire-fight
ing team should be placed in readiness.

Portable combustible objects, dust and garbage, 
should be removed from the area during opera
tions. Im m ovable com bustib le  sections of the 
building, such as wooden walls and doors, should 
be protected against sparks and incandescent met
al fragments by the use of non-combustible protect
ive materials such as damp cloths or sand, which 
will not be affected by flames.

Cracks in the ceilings and walls, additions and 
fissures in pipe openings should be closed before 
the beginning of operations so as to protect the 
surrounding area against fire. The other areas 
above and below the section in which work is be
ing carried out should be carefully checked during 
the course of the work to check whether there is 
any accumulation of heat or scattering of sparks.

C ontainers, pipe lines and ducts should be 
emptied of all solids, liquids and gases likely to 
constitute a fire hazard, cleaned and, if possible, 
filled with water. If it is impossible for them to be 
filled with water they should be filled with carbon 
dioxide or nitrogen.

A sufficient supply of w ater and fire-extin 
guishing materials should be made available be
fore work is begun. Before cutting, welding or sol
dering tools are laid aside they must be checked to 
see whether or not they are still alight. Fire-extin
guishing blankets may be employed during weld
ing operations.

Afler work involving an open flame, areas bor
dering on the work area should be inspected for 
fire and smoke, and this inspection should be re
peated a few hours after work has been completed. 
If adequate security precautions cannot be taken, 
w eld in g  and so ld erin g  o p era tio n s should  be 
avoided, and replaced by screwing or riveting.

Another problem that may arise during restora
tion work arises from the scaffolding erected out
side. This often forms a source of attraction for 
climbers, but they also offer thieves, incendiaries 
and other m alefactors easy access to open win
dows through which they may enter the building.

In short, during restoration work, operations 
involving open flame should either be avoided al
together or entrusted to highly experienced per
sonnel. At the same time, fire-extinguishing appa

ratus and fire-resistive blankets should be readily 
available, work should be under constant supervi
sion, and inspection should be continued after 
completion of the work.

f I R E  D E T E C T I O N  A N D  W A R N I N G  S Y S 
T E M S  One cause of fire-spread and exces
sive damage lies in delay in detection and the 

consequent delay in intervention. Once a fire has 
reached such proportions as to be visible from out
side it is extrem ely difficult to contain or extin
guish. If a fire can be detected at an earlier stage it 
can be extinguished when still small and damage 
kept to a minimum. A fire spreads at tortoise pace 
for the first five minutes, then at the speed of a 
hare, finally bursting into a blaze and immersing 
the whole area in flames. Therefore, it is most im
portant that the fire should be detected as soon as 
it breaks out, particularly in old buildings in which 
fire-spread is very rapid.

Early detection is achieved by constant control 
exercised by the personnel on duty or by automat
ic warning systems. In many old historical build
ings it is impossible to have a sufficient number of 
personnel stationed in all the various parts of the 
building, or to exercise proper control over the 
personnel available. For early detection of the out
break of fire efficient use is now made of automat
ic fire detection and fire warning devices.

The installation of ionization smoke detectors 
sensitive to smoke and fire gases is one of the first 
expedients to be considered in taking fire-security 
measures in sarays, köşks and museums. Optical 
smoke detectors are to be preferred in cable ducts, 
shafts, and ventilation and air-condition shafts. 
Optical smoke detectors should not, however, be 
employed in areas over 6 m in height. Heat detec
tors that will enter into operation at over a certain 
temperature, e.g. 70°C, are to be preferred in the 
case of uneven surfaces where fire may produce 
very little smoke.

There are certain advantages in the simultane
ous use of more than one type of fire detection sys
tem, and in vital areas and central heating rooms it 
is ad v isab le  to com bine the use of io n ization  
smoke detectors and heat detectors. The heads of 
the detector systems should not be perceptible and 
should not impair the architectural features in any 
way. In order to avoid any damage to the appear
ance of large single areas in old buildings of histor
ical interest appropriate action must be taken with
out excessively rigid adherence to accepted stan
dards, and the number should never exceed what 
is technically requisite. In large rooms where the 
ceiling is not suitable, beam detectors should be 
employed. A good example of this is provided by 
the very large and very high M uayede Salonu 
(Ceremonial Hall) in Dolmabahçe Palace, in which 
beam detectors are employed.

N A T
167

O N A L  P A L A C E S
TBMM KUTUPHANESI



In places where the installation of cables is dif
ficult or where the sight of cables is undesirable, 
battery detectors can be em ployed. As batteries 
have to be changed, such detectors should be in
stalled in easily accessible locations and mainte
nance conducted according to a definite calendar.

In sections of old buildings of historical interest 
in which very few people are normally to be found 
and where there may be some delay in detecting 
an outbreak of fire, it is advisable to install auto
m atic fire-detection  and fire-w arning system s. 
Priority should be given to sections containing old 
furniture and all attic spaces. Fire-detection and 
fire-warning systems capable of being heard in all 
sections of the building have been installed more 
particularly in the basements and attic spaces in 
Dolmabahçe Palace.

F
i r e  e x t i n g u i s h i n g  s y s t e m s  C areful

choice of a suitable fire-extinguishing system 
is essential if immediate intervention is to be 

made in the case of an outbreak of fire in any part 
of an old building, and if damage to the building 
itself and its contents is to be reduced to a mini
mum. Fire-extinguishing systems include portable 
fire-extinguishers for use in immediate interven

tion, fixed pipe-hose sys
tems, and automatic fire- 

The Bosphorus water- extinguishing systems.
P o rta b le  F ire -

E x t i n g u i s h i n g  
Appliances: Portable fire- 
extinguishing appliances.

side residences that 

form such a distinctive 

feature of İstanbul are

continually falling prey 

to the ravages of fire.

the first of the fire-extin
guishing systems and one 
to be used in im m ediate 
intervention, are of partic

ular importance insofar as they can be employed 
at the moment and location of the outbreak. These 
portable fire-extinguishers consist of gas extin
guishers (halogenated gas, carbon dioxide), dry 
chemical extinguishers or foam extinguishers. The 
use of water should be avoided in places where 
th is w ould  cause dam age. G as ex tin g u ish ers  
should be employed in rooms with high historical 
value, dry chemical extinguishers should be used 
in depots, attics and places where wood forms an 
inflammable component, and carbon-dioxide ex
tinguishers in the case of inflammable liquid spills. 
Halogenated gas extinguishers are to be preferred 
for the protection of objects of very high antique 
value.

If dry chemical or carbon-dioxide extinguishers 
are chosen as suitable for a particular fire hazard, 
they should weigh 6 kg for an area of 100 m2. The 
extinguishers should be kept in easily accessible 
places where they can be available for use in every 
independent space. These appliances should be

periodically tested and serviced, and should be 
kept in constant readiness. Care should be taken to 
see that all ap p liances have the TSE (Turkish 
Standards.) certificate.

Fixed Pipe-H ose System : The second type of 
fire-extinguishing system is the fixed pipe-hose 
system which uses water in manual intervention 
in building fires. These systems, which are normal
ly used in immediate intervention by personnel on 
the spot or by fire fighters summoned to the fire, 
cannot replace automatic fire-extinguishing sys
tems, which offer much better protection, but they 
are essential in locations which do not possess an 
automatic fire-extinguishing system or where it is 
difficult to extinguish a fire inside the building by 
m eans of hoses attached  to hydrants outside. 
Automatic sprinkler systems cannot be considered 
as an alternative. The two system s com plem ent 
one another and may be used in combination.

The valve between the fixed pipe-hose system 
and the source of water supply should always be 
kept open so as to ensure a supply of water under 
pressure when required. The system may be sup
plied either from the public water main or from 
private tank and pump. Where the public water 
main does not supply sufficient pressure, water 
pressure may be increased by the use of a pump. 
Public main pressure is sufficient only for small 
buildings. In the case of large old buildings both 
electrical and diesel pumps should be employed 
whatever the mains pressure.

Fixed pipes, cabinets for large diameter hoses 
on staircase landings and cabinets for small diame
ter hoses in the corrid ors and ad joining areas 
should be located at points where they will be pro
tected from all damage. The hose cabinets in fixed 
pipe systems intended for use by personnel in the 
building should be placed at intervals of not more 
than 30 m in sections on each floor separated by 
fire w alls, never on the landings of em ergency 
stairs. As far as possible, the cabinets should be 
placed near the ends of corridors or staircase land
ings. The cupboards and cabinets containing the 
hoses should be large enough to house the re
quired appliances. They should be designed in 
such a way as to offer no impedence to the use of 
the hoses and ap p lian ces in case of fire , and 
should be placed at a height of at least 1.20 m from 
the floor. All damage to the building should be 
avoided in installing these cabinets, which should, 
if possible, be placed in empty spaces. In buildings 
covering an area of more than 500 m̂  there should 
be a fire hydrant and cabinet for every 500 m^ 
Even if the area covered is less than 500 m̂  there 
should be a fire hydrant and cabinet on each floor.

The fire-extinguishing appliances and shutoff 
valves should be regu larly  serviced  and kept 
ready for use on the outbreak of fire. One end of
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the fire hoses should be kept permanently connect
ed to the valve, while the other should be connect
ed to the outlet, ready for use. Regular checks 
should be carried out on the fire extinguishing ap
pliances.

A float system should be installed in the water 
depot to prevent the water destined for use in case 
of fire from being used for any other purpose. This 
water should never be used without permission 
from those in charge.

A u to m a tic  F ir e -E x tin g u is h in g  S y ste m s: 
Automatic sprinkler systems, which enter into op
eration automatically on the outbreak of fire and 
su p p ress or p revent the spread of the fire by 
spraying water and have been developed along
side portable fire-extinguishing systems and fixed 
pipe-hose systems, have, in recent years, become

fectiveness in extinguishing fire with minimum 
damage to the building has led to a widespread 
use of the sprinkler system.

Statistica l research show s that in build ings 
equipped with an automatic sprinkler system the 
fire is, in almost all cases, extinguished at the very 
outset. These systems are also particularly effec
tive from the point of view of life security.

In old bu ild in gs used as m useum s, and li
braries and archives, gas fire-extinguishing sys
tems are to be preferred to those employing water 
in order to avoid damage to contents.

P
E R S O N N E L  T R A I N I N G  AND O T H E R  
MEASURES  It is very important that the 
choice of a suitable and comprehensive fire 

protection system should be complemented by the

one of the most commonly used of the fire-extin
guishing systems employing water as the extin
guishing agent. These should be located near the 
ceilings and obtain their water supply from the 
pipe system.

Sprinkler systems are to be preferred in build
ings where intervention is difficult and where the 
effects of fire are particularly great, especially in 
buildings open to the public, because of their abili
ty to extinguish the fire immediately on its out
break and, at the same time, to give a warning 
similar to that given by detection systems. Its ef-

training of all the personnel in the building in 
question. It is essential that not only the fire-fight
ers summoned to deal with the fire but also all 
staff in the building should know what action to 
take as soon as they are aware of the outbreak, that 
they should act immediately on hearing the alarm 
and that they should be capable of using the fire 
protection equipment.

As soon as a fire breaks out, even if it is a very 
small one, the palace fire-fighting team selected.^ 
from the whole personnel should immediately in
form the municipal fire department, while at the
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A picture preserved in Dolmabahçe Palace depicting the Ottoman Fire Brigade in training at the time of its first foundation. Under the picture we 

find the following caption, in both Ottoman and French: ‘‘ The picture shows the officers and men o f the 1st company o f the Fire Brigade organized by 

the Chief Instructor of the İstanbul Fire Brigade, Count Edmond Szechenyi in the course of training practice. ”  This is followed by the names and pic

tures of the members of the fire brigade; Captain Ömer Ağa, Captain Zühdü Efendi, Surgeon Lieutenant Commander Mustafa Efendi, Chief Instructor 

Count Edmond Czechenyi, Major Ismail Şevki Efendi, Lieutenant Commander Memduh Bey, Captain Şükrü Efendi, 1st Lieutenant Şevki Efendi, 

Assistant Secretary Mustafa Efendi, 2nd Lieutenant Musa Ağa, gymnastics teacher Mehmed Efendi, 1st Lieutenant Ragip Efendi, assistant teacher 

Baran Efendi, 1st Lieutenant Asim Efendi, gymnastics teacher Selim Efendi, 2nd Lieutenant Mehmed Efendi and 2nd Lieutenant Osman Efendi.
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same time taking action themselves. In order to 
provide the fire-figliters with easy access to the 
palace, a certain person is appointed to open the 
gates to the fire-fighting service.

Prior steps should be taken to ensure proper 
cooperation between duty personnel and the mu
nicipal fire service which will intervene later. Each 
part of the palace, e.g. the Maybeyn Apartn\ents, 
carpentry workshops, etc. should be known by 
name to every individual member of the staff. This 
will greatly facilitate mutual understanding and 
serve to direct efforts towards a common goal. In 
an old building of historical interest, it is essential 
that a fire code should be drawn up clearly stating 
the action to be taken by each individual. This will 
greatly  accelerate in tervention  in the location 
threatened.

Another important point is that the fire-protec- 
tion equipment, e.g. hydrants and hoses, used by 
the palace fire-fighting team should be compatible 
with those employed by the municipal fire depart
ment. Otherwise, the necessary coordination be
tween the palace fire-fighting team and the munic
ipal fire department in fire suppression operations, 
which are always, in any case, a race against time, 
will not be achieved and immediate intervention 
rendered impossible.

Great importance must be given to the human 
factor in any discussion of the fire protection mea
sures to be taken in old buildings of historical in
terest. The difficulties caused by the presence of 
visitors in buildings open to the public and the 
dangers that may be caused by the presence of 
other people in the building must never be ig 
nored. Many fires in buildings have been caused 
by cigarettes in spite of prohibitions on smoking, 
arson attem pts, children playing with matches, 
people playing with fire in the vicinity, candles 
and easily inflammable liquids.

The total prevention of all such irresponsible 
behaviour is, of course, impossible, but experience 
has given guidance in the measures to be taken to

prevent such behaviour constituting a fire hazard, 
as well as to restrict the dam age caused in the 
event of fire.

Reliable personnel should be chosen to guard 
against sabotage, and cameras should be installed 
to reveal unwanted guests and keep an eye on the 
doors.

C o n c l u s i o n  There is no limit to the num
ber of possible measures that can be taken, 
but it should be remembered that no matter 

how many precautions are taken there is no way 
of completely removing all possibility of an out
break of fire. Precautions serve to lessen the risk of 
fire and, what is more important, to prevent its 
spread. Wherever there are people there will al
ways be mistakes, and there is always the possibil
ity of unexpected incidents. Old buildings of his
torical interest should not, therefore, be opened to 
the public, and those used as museums should be 
kept under strict supervision.

In the case of old buildings of historical inter
est care should be taken to see that no damage is 
caused by fire protection measures. In taking these 
precautions one should not feel strictly bound by 
rules and regulations. In choosing fire protection 
system s suitable for the particu lar build ing in 
question decisions should be the result of collabo
ration between fire protection engineers and art 
history experts. It should never be forgotten that 
an old historical building is a building of quite an 
exceptional kind, and the measures applied to or
dinary buildings may not be applicable here. The 
measures taken must be compatible with the his
torical features of the build ing and the use to 
which it is being put. They should require no mod
ifications to the building nor dam age it in any 
way, they should put no burden on the support 
system, the systems used should be suitable for re
pair and maintenance, and the fire extinguishing 
materials employed should cause no damage to 
the contents of the building.
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