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The works of the Ottoman Empire’s Master Architect Sinan
that he attached great importance to and produced the great-
est in number were mosques. Mimar Sinan made use of
multiple-support systems such as 4, 6 and 8-baldachins in his
domed structures, planning the layouts of his domed buildings
around the framework of these systems.

In this article, five of Mimar Sinan’s square baldachin, single-
domed mosques (Edirnekapi Mihrimah Sultan, Zal Mahmut
Pasha, Liileburgaz Sokullu Mehmet Pasha, Fatih Bali Pasha
and Manisa Muradiye) are selected, aiming to present an es-
say on the observed influence of Byzantine architecture in the
domed square-baldachin and adjacent spaces that form the
main area of these buildings.

Key words: Ottoman architecture, Byzantine architecture, Ar-
chitect Sinan, square baldachin, single-domed mosque.

The Ottoman Empire’s master Architect (Mimar)
Sinan produced close to 400 works in a wide range of
types that included mosques, hammams or bath-houses,
madrasahs, masjids (prayer rooms), khans (inns), cara-
vanserais, hospitals (dariigsifa), imarets, guest houses
(tabhane), Koranic schools (dariilkurra), primary schools
(stbyan mektebi), waterways, dervish lodges (tekke),
fountains and palaces. The works of Mimar Sinan that he
attached great importance to and produced the greatest in
number were mosques. Sinan built mosques at different
locations throughout the Empire, particularly in the capi-
tal city of Istanbul but never used the same layout plan in
any of these, never repeated himself, choosing instead to
experiment continuously with different schemes.

The principal structural component that Sinan em-
ployed in his mosques was the dome. The dome is the prin-
cipal element used in determining the plans of his mosques
and this structure is an architectural component that domi-
nates the entirety of the space and also the outer plastic of
the building. The dome at the same time is a determining
factor in a city’s silhouette and in its central position in the
structure; it also stands as a symbolic representation in
Sinan’s mosques. Sinan’s mosques are important parts of
the architectural landscape and it can be seen that Sinan as-
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signed a new identity to the tradition of domed structures,
in fact creating a new architectural style. It can therefore be
said that domed structures matured in Sinan’s hands and
gained new meaning and identification.

Domes, which form a structural and a symbolic
covering over their structures, are the principal architec-
tural components of Sinan’s works. Sinan experimented
in numerous ways in creating the dome compositions in
his mosques and he used this element at the same time as
a molder of space and mass.! Domineering over the in-
terior space, the dome also shapes the exterior of build-
ings in Sinan’s works. The articulation of a domed cover-
ing is actually an architectural style for Sinan. This style
is characterized by a dominating dome that constitutes a
fundamental principle of design in the structure. Beyond
providing a structural formation, the dome in its architec-
tural composition has turned into an independent struc-
ture in and of itself in Sinans hands. The homogeneity
and stylistic simplicity of the dome contributes to the ba-
sic volumetrics of the spatial effect.? The visual and physi-
cal relationship between the dome and the interior space
completes the impact generated by the space.

For the Master Architect Sinan, the dome is an archi-
tectural element that has the multipurpose of creating both
a central and plenary spatial presence as well as a symbolic
effect. Sinan tried a rich array of different variations in the
basic concept of the domed covering and for him, the dome
was never simply a structural component of a whole. The
dome was an important plan archetype and characteristic
of Ottoman architectural style but also a stylistic form that
crowned an architectural composition.

Mimar Sinan made use of many different variations
of dome in his Agha mosques. The structure and func-
tionality was different in each of his mosques and there-
fore he treated the dome and consequently the spaces dif-
ferently. It was these elements that determined the plan
in this system and the dome was treated with a formal-

1 G. Necipoglu, The age of Sinan. Architectural culture in the
Ottoman empire, Princeton-Oxford 2005, 69.

2 p, Kuban, Sinanin diinya mimarisindeki yeri, in: Mimarbag:
Koca Sinan: yasadigi ¢ag ve eserleri 1, ed. S. Bayram, Istanbul 1988, 585.
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Fig. 1. Edirnekapi Mihrimah Sultan Mosque (photo: author)

istic approach. Structural principles predominate in this
design. Basically the product of a tectonic approach, the
dome is the main element of the spatial arrangement in
this construct. The nucleus of space in Sinan’s mosques is
the domed baldachin. The structural system of the balda-
chin is a construct that consists of a space, different num-
bers and variations of load-bearing elements (columns,
piers, wall piers, corner wall) that carry the dome, which
acts as a covering over the space. The plan and the space
is formed around the baldachin. The system allows for a
rich spatial construct and a variety of spatial variations
are thus made possible.

The renowned architect of the Ottoman Empire,
Mimar Sinan, experimented with many different dome
structures in his mosques. It was the construct of Sinan’s
mosque plans that determined the structural character-
istics that would form his domes. Mimar Sinan made
use of multiple-support systems of sometimes four, six
or eight elements in his dome structures, planning the
layouts of his domed buildings around the framework of
these systems.

In this study of five of Mimar Sinan’s mosques in
which he uses the square baldachin as a structural sys-
tem in his approach to domed buildings (Edirnekap:
Mihrimah Sultan, Eyiip Zal Mahmut Pasha, Liileburgaz
Sokullu Mehmet Pasha, Fatih Bali Pasha and Manisa Mu-
radiye), where we examine the domed main area and the

adjacent spaces (side mahfils) that the architect employed
around the construct of the main space, we have consid-
ered the square baldachin construction and the spatial
arrangement of the adjacent spaces one by one and made
a comparative analysis of the Byzantine architectural in-
fluence observed in the domed square-baldachin and its
adjacent parts.

Sinan’s square baldachin
single-domed mosques

Mimar Sinan employed multiple-support systems of
four, six or eight elements in his structural arrangement
and one of the basic typologies he chose in his mosques
was the square baldachin established on a square base. In
the square baldachin system that signifies a differentiating
typology of Sinan’s mosques and is actually an experiment
with central spatial organization, geometrical arrangements
are different. Sinan has treated each square baldachin dif-
ferently, both in terms of its installation and also in refer-
ence to its adjacent spaces, thus virtually creating a new ty-
pology in this group of structures. It can be said that a style
that is uniquely Sinan’s has been created in this group.

The first square-based baldachin system (the square
baldachin) that we will consider in this study is the one
found in Edirnekapr Mihrimah Sultan Mosque. Built in
1562-1565 by Mimar Sinan for the daughter of Siiley-
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Fig. 2. Edirnekap: Mihrimah Sultan Mosque (photo: M. Cambaz)

man the Magnificent, Mihrimah Sultan, this building was
erected in Edirnekap: and stands as a statement of stylis-
tic creativity in architecture. The architectural composi-
tion of the building, with its wide courtyard in front, its
6-cells congregational space, points to a broad layout that
spreads out to the sides. Sinan used the widening breadth
of this scheme to plant at the center a square baldachin
formed on the south with pier walls adjoining the mihr-
ab wall on two sides and on the north, on each side of
the entrance, with four massive pillars connected to wall
arches (Fig. 1). The four load carriers that make up the
square baldachin are connected to each other with four
main suspended arches. The square baldachin has been
placed in the center of the building and is covered by a
pendentive dome measures 20 m in diameter and 25 m in
height. This domed central section is framed by a 2-floor,
domed inner section of two low-lying galleries (adjacent
gathering places), the upper floor reserved as a congrega-
tional space for women, set in the back inside the depth
of the suspended arches in the space situated to the east-
west between the outer walls of the building and the sus-
pended arches carrying the dome and shaping the square
baldachin. These galleries expand out toward the sides.
Here, Sinan has heightened the central, domed baldachin
system, together with its main piers and its suspended
arches, thus creating a domed central space, raised with
load-bearing piers and arches with two galleries on either
side, lower in height (adjacent gathering places) (Fig. 2,
3). These side galleries (mahfil) open out into the domed

central space, carried by three symmetrical arches on each
side which have been placed inside the suspended arch-
es of the square baldachin in an east-west direction and
which are said to have once been the granite columns of
the Ionness Prodromos Monastery that was once situat-
ed in this district.> The area above the 4 large suspended
arches carrying the pendentive dome (the tympanon) was
filled with 3 windows in a row, looking out in all direc-
tions in order to attract the maximum flow of light into
the building. Thus, the four facades of the structure are
also composed of large suspended arches filled in with
windows that tie the four piers of the dome together.
This adds an unusual appearance to the structure, since
it is made of masonry and has a system of piers on four
sides, the walls formed by the suspended arches no longer
function as load-bearing walls. The bright central space
that Sinan has created with a system of arches, the center
of which features the baldachin and contains windows,
is repeated in the walls of the lower side galleries, thus
saturating the interior of the building with light. Besides
the spatial construct and the novelty in the structural ar-
rangement, the plastic design of the building is also quite
impressive.

Another structure that Mimar Koca Sinan has for-
mulated with a square baldachin on a broad layout ex-
panding along its breadth is in Eyiip, a building that is

3 Mihrimah sultan kiilliyesi, in: Diinden bugiine Istanbul ansik-
lopedisi V, ed. 1. Tekeli, S. Eyice et al., Istanbul 1994, 455 (D. Kuban).
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Fig. 3. Edirnekap: Mihrimah Sultan Mosque. The side gallery
(mabhfi)l behind the main structural arch (photo: author)

estimated to have been built in 1577 by one of the viziers
of Selim II, Zal Mahmut Pasha and his wife. This is the
Zal Mahmut Pasha Mosque. Here, as in the Edirnekap:
Mihrimah Sultan Mosque, Sinan has created the balda-
chin with four load-bearing elements, two pier walls on
either side of the mihrab and the other two close to the
north wall of the building, standing as two columns tied
to the walls with arches (Fig. 4). The four main load bear-
ers have been tied together again with four large suspend-
ed arches. The top of the square baldachin created in this
way is covered with a pendentive dome with a diameter of
12.40 m.* The domed center formed with large suspended
arches sitting on four main load bearers on a widthwise
rectangular plan is framed by two-story adjacent galleries
(mahfil or gathering places), the upper stories of which
are reserved for the ladies, on three sides this time—east,
west and north-that surround the square baldachin. The
main space covered by the central dome thus expands out
toward three directions. The two-story adjacent galleries
with suspended arches that Sinan has placed at each of
these directions stand behind the large suspended arches
to the east, west and north that make up the square bal-
dachin and are situated between the arches and the outer
walls of the building. The side galleries framing the cen-

4R, Glinay, Mimar Sinan ve eserleri, Istanbul 2002, 50.

tral domed baldachin on three sides are supported by four
columns each on the lower floor. The tops of these side
galleries are covered on the lower floor with a plain and
on the upper floor with a cavetto vault, independent of
the dome. This time Sinan uses a three-story windowed
plain wall instead of suspended arches for the main walls
or facades of the buildings outside of the mihrab wall. The
dome of the building is on the outside and is barely visible
and almost lost in the midst of the side walls.?

The Ottoman master builder Sinan experimented
with a different style when he erected, in 1569, his com-
plex kiilliye in the form of the Liileburgaz Sokullu Me-
hmet Pasha kiilliye Mosque, where he used the square
baldachin construct and an adjacent spatial organiza-
tion. The building has an almost square rectangular
plan with a wide courtyard in front and in this, Sinan
did something different by installing massive pillars of a
diameter of 4.25 m in the four corners of the structure.®
The four massive pillars at these four corners project out
from the building in all directions (Fig. 5). There are
weight towers rising from each pier. The piers are con-
nected to each other again with suspended arches and
the square baldachin created in this manner is covered
by a dome of 12.35 m in diameter. The domed central
square baldachin here is again situated on an east-west
axis and has been expanded on two sides by galleries.
However, this time the adjacent spaces differ from how
they were used at Edirnekapr Mihrimah Sultan and Zal
Mahmut Pasha Mosques. The suspended arches were
fitted into the thickness of the arches on the east-west
axis. The two-story adjacent galleries are supported by
three pillars on the lower floor. On the north side of the
suspended arches, nestled in the depth provided by the
minaret base, is the stairwell leading up to the women’s
gallery.” The walls of the building comprise suspended
arches with steps and windows on the curtain walls be-
tween the piers on four sides.

Another of Mimar Sinan’s square baldachin single-
domed structures is Fatih Bali Pasha Mosque, built dur-
ing the era of Suleyman I. This building has a 5-compart-
ment congregational hall in the shape of an exact square.
Sinan here created a square baldachin, supporting it on
the outside of the south wall with wall buttresses on four
sides (Fig. 6). The central dome, of a diameter of 11.80 m.
covering the entire space, sits on large suspended arches
that connect the four corner walls.® In this building with
a square plan, Sinan has placed the side galleries, as in the
Liileburgaz Sokullu Mosque, in the depth of the suspend-
ed arches situated to the east, west and north. This time
however, the galleries are quite narrow due to the shallow-
ness of the arches. The side galleries, which were designed
in two-story style, differ from the previous ones because
this time they are supported by two piers connected to the

> Zal Mahmud pasa kiilliyesi, in: Diinden bugiine Istanbul ansik-
lopedisi VI, ed. I. Tekeli, N. Akbayar, Istanbul 1994 542 (D. Kuban).

6's. Sonmezer, S. Ogel, Liileburgaz Sokollu Mehmed pasa
camiinde oran - striiktiir iligkisi, itiidergisi/a mimarlik, planlama,
tasarim 3/1 (2004) 77.

7 Ibid.

8 Bali Pasa camii, in: Tiirkiye Diyanet Vakfi Islam ansiklopedisi V,
Istanbul 1992, 21 (8. Eyice). A. Kuran, Mimar Sinan, Istanbul 1986, 56.
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Fig. 4. Zal Mahmut Pasha Mosque (photo: S. Dogan)

b3

Fig. 5. Liileburgaz Sokullu kiilliye Mosque (photo: M. Cambaz)

wall and open out into the main space on the lower floor  giving the appearance of a balcony, while on the lower
with three arches on each side. The side galleries reserved  floor, the piers connected to the walls provide only a very
for the women on the upper floors have high balustrades, narrow space between the pointed arches where only a
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single person can sit for prayer. The spaces allocated for
prayer here between the arches are far from providing the
appearance of an integrated gallery because of the inter-
ruptions produced by the piers.

A different type of baldachin construct that mas-
ter architect Sinan designed is found at Manisa Muradiye
Mosque. Built in 1583 by Mimar Sinan for Sultan Murad
III, the 5-compartment riwak for the congregation has a
mihrab that is raised, as in mosques built on a tabhane
plan, and projects outside in the form of an iwan (Fig. 7).
In this structure, Sinan has shaped the baldachin using
four wall piers, two of which are at the corner wall of the
mihrab iwan on the south, while the other two are em-
bedded into each side of the north entrance. The piers are
connected to each other again with wide suspended arch-
es and a pendentive dome constitutes the covering for this
central area. The square-shaped domed unit in the center
has been expanded toward the west with side spaces. This
time Sinan has left the side galleries as one-story struc-
tures, and they are covered by a semi-groin vault (Fig. 8).
These spaces, which are independent of the dome, are dif-
ferent in terms of their system of covering and provide the
building with an atmosphere of mobility.” Thus the spatial
construct of the building derives from the expansion of
the adjacent spaces covered with a semi-groin vault on a
single-story toward the sides. There is a two-story gallery,
the upper floor reserved for the ladies, towards the en-
trance of the building. All of the facades of the structure
were designed with windows.

E. Yiicel, Manisa Muradiye camii ve kiilliyesi, Vakiflar Dergisi Fig. 7. Manisa Muradiye Mosque (photo: M. Cambaz)
170 7(1968) 210.
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Fig. 8. Manisa Muradiye Mosque (photo: M. Cambaz)

Organization of the main space
and the side space

The archetypes of the main spatial plan Mi-
mar Sinan uses in his square baldachin, single-domed
mosques consists of four main load-bearing elements
(columns, piers, wall piers, corner walls) and four large
arches (suspended arches) that connect the load carriers
to one another, and the adjacent spaces (mahfil/galleries)
that have been placed toward the back of these arches in
an east-west direction.

The grand master architect of the Ottomans, Koca
Sinan, constructed his square baldachins, which con-
stituted the main space of his single-dome baldachin
mosques, in two ways. In the first type of main space
organization, used in Edirnekapi Mihrimah Sultan, Zal
Mahmut Pasha and Manisa Muradiye Mosques, the
square baldachin is situated on a broadening scheme
that features wall piers, two of which support the mihrab
adjoined to the adjacent walls on the south and two on
the north side; to the north, sometimes the baldachin ap-
pears adjoined to the walls on two sides of the entrance,
and sometimes stands on piers independently inside the
space. The wall piers and piers are adjoined by four main
structural arches. The main feet and the central square
baldachin composed of a suspended arch system that
connects them are generally covered with a pendentive
dome. This domed central square baldachin is surround-
ed on two or three sides with side galleries that broaden
the spatial scheme.

A second main space organization, Mimar Sinan
used in these types of buildings is a common feature of
the Liileburgaz Sokullu and Fatih Bali Pasha mosques. In
this plan, Sinan has designed the buildings as perfect or

almost-perfect squares and the square baldachin is sup-
ported with wall piers on the four corners of the structure
or with corner walls. The central dome covering the entire
space sits on large suspended arches that join these piers
or corner walls together.

Sinan often expanded the square baldachin of his
mosques of these types toward the east, west and some-
times to the north with side galleries (mahfil). These side
spaces that Sinan used to expand the spatial construct
were organically integrated into the central space. In
Sinan’s design, the integrated side galleries or mahfil adds
a composition that blends a cubic form into the square
form. The side spaces are also used to soften the effect of
the overpowering structural composition of the dome.!?
Sinan uses three basic constructs in these side galleries,
which surround the central space covered by the dome
and soften the relationship between the supporting wall
and the covering in the tradition of domed structures.
This concept was first seen at Edirnekapt Mihrimah Sul-
tan and Zal Mahmut Pasha mosques. Here, the side gal-
leries have been nestled into the depth of the area be-
tween the suspended arches carrying the dome and the
outer walls as two-story structures that stand to the east,
west and sometimes to the north, making up the square
baldachin. While these side spaces are covered with small
domes that are independent of the main dome in Mihri-
mah Sultan Mosque, at Zal Mehmet Pasha Mosque, the
lower story is flat and the upper floor is covered with a
cavetto vault. The different covering systems used in the
main and side spaces do not provide an integrated ap-
pearance in the main space. The side spaces on the lower

10 Kuban, Osmanli mimarisi, Istanbul 2007, 455.
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Fig. 9. Hagia Sophia (after: Pentcheva, Hagia Sophia, fig.1)

floor are adjoined to the main space on the east-west axis
with arches in-between the load-bearing main arches.!!
At Edirne Mihrimah Sultan Mosque, where a different
arrangement has been implemented compared to other
mosques in the same group, the central domed square bal-
dachin carried by suspended arches has been raised while
the two-story, domed side galleries on the east-west have
been designed at a lower level. The central baldachin opens
out into the side galleries by means of arches that are car-
ried by columns that have been placed inside the suspend-
ed arches forming the square baldachin on the east-west.!?

The second spatial organization Sinan uses for
the side galleries can be seen at Liileburgaz Sokullu and
Fatih Bali Pasha Mosques. In these two mosques, Sinan
has placed wall footings at the four corners of the struc-
ture and the corner walls are connected with suspended
arches, forming an exact or almost-exact square plan.
The side galleries on the east, west and north have been
planted into the depth of the thickness of the arches in the
form of two-story galleries. These galleries are carried by
pairs of piers adjoined to the wall and on the lower floor,
they open out into the main space with an arch that con-
nects the piers.!3 The narrow spaces between the arches
are used as prayer areas. Here, however, because there is
an interruption in the space occupied by the prayer areas
between the arches connecting the piers adjoined to the

1 1dem, The style of Sinans domed structures, Muqarnas 4
(1987) 89.

12 J. Erzen, Sinan as anti-classicist, Muqarnas 5 (1988) 76.

13 B. Ozer, The architect of domed mosques as a master of plu-
ralism, Environmental Design: Mimar Sinan, the urban vision 1-2/5-6
(Rome 1987) 148.

wall, the space does not appear to be integrated with the
adjacent galleries.

The mosques in this category of Sinan Agha use a
third concept for the adjacent (side) spaces; this time, the
galleries on the east-west of the baldachin are designed as
single-floor spaces. This arrangement, used solely in the
Manisa Muradiye Mosque, this time features single-floor
galleries in the space left deep by the arches behind the
suspended arches to the east-west of the domed square
baldachin in the center.!* Here, Sinan has created a differ-
ent covering system for these spaces, which are independ-
ent of the dome and covered with semi-groin vaulting,
providing the structure with mobility.

Byzantine architectural influence in spatial
arrangements

The Ottoman master architect Koca Sinan’s concept
of a main space with extending adjacent galleries that he
designed as an extension of the domed square baldachin
in his single-domed mosques is reminiscent of Byzantine
architecture.

In one of Mimar Sinan’s major mosques in this
group, Edirnekap: Mihrimah Sultan Mosque, the square
baldachin stands on the south with wall piers on both
sides of the mihrab, and on the north, with four massive
pillars connected to the wall arches on either side of the
entrance. These four load-bearers comprising the square
baldachin are linked to each other with four large struc-
tural main arches or suspended arches. These structural

14 A Inan, Mimar koca Sinan, Ankara 1968, 122.
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Fig. 10. Constantinos Lips Monastery South Church (Fenari Isa Mosque) (photo: M. Cambaz)

main arches making up the domed square baldachin have,
nestled inside toward the east-west, granite columns that
allow integration with the low, two-storied side galleries
and these are covered with a pendentive dome or tympa-
non with windows.

This arrangement that has influenced the archi-
tectural design of Sinan’s Edirnekapt Mihrimah Sul-
tan Mosque first appears in the Hagia Sophia. Here, the
square baldachin, standing on four supporting piers, each
5 m. wide, are joined to main structural arches of a diam-
eter of 31 m. and the arches extending into the east-west
direction have nestled in them columns opening out into
the side naves of the basilica, which are covered by a win-
dowed tympanon (Fig. 9).1>

Also, Sinan implemented another type of plan in the
Edirnekap1 Mihrimah Sultan Mosque by raising the domed
square baldachin upwards. Thus, the central space of the
square baldachin with its raised dome hovers over a spatial
arrangement of lower side galleries. Sinan made use of dif-
ferent covering structures in the side areas, independent of
the main dome, building smaller domes over these.

This scheme reminds us of “the Ambulatory type”
of plan unique to Istanbul that emerged in Late Byzantine
architecture. This type of plan was appeared in Istanbul at
the end of the thirteenth century in the Constantinos Lips
Monastery South Church (Fenari Isa Mosque), the Hagios
Andreas Church (Koca Mustafa Pasha Mosque) and the
north building of the Pammakaristos Monastery Church
(Fethiye Mosque) (Figs. 9, 10). The plan is characterized
by a raised central space covered with a dome that is sur-

15 ¢ Mango, Byzantine architecture, New York 1986, 50.

rounded by vaulted ambulatories placed at a lower height
extending out in three directions.'® The columns that
separated the central dome from the ambulatories in the
Constantinos Lips Monastery’s South Church (Fenari Isa
Mosque) and the north building of the Pammakaristos
Monastery Church were removed in the era of the Turks.!”

Another element that Mimar Sinan designed for his
square baldachin, single-domed mosque was the organi-
zation of the side galleries (mahfil) that he constructed
around the domed square baldachin. This design was in-
tended to expand the main space out onto the sides and
for this purpose, Sinan widened the square baldachin
towards the side spaces or galleries toward the east and
west, and sometimes toward the north. One of the spa-
tial arrangements that Sinan was seen to have used for the
side galleries with the intention of expanding the main
space is that observed in the Liileburgaz Sokullu and Fatih
Bali Pasha Mosques. The wall piers Sinan has placed at
the four corners of these three mosques are again con-
nected to the corner walls with suspended arches, form-
ing an exact or almost-exact square plan. The side galler-
ies on the east, west and north have been planted behind
the arches, into the depth of their thickness in the form of
two-story galleries. While the arch thicknesses that house
the side galleries are wide in the Liileburgaz Sokullu
Mosque, these have been kept rather shallow in the Fatih

16 1dem., Approaches to Byzantine architecture, Mugqarnas
8 (1991) 42; R. G. Ousterhout, Contextualizing the later churches of
Constantinople. Suggested methodologies and a few examples, DOP 54
(2000) 246.

17°S. Eyice, Son devir Bizans mimarisi. Istanbulda Palaiologos-
lar devri anitlari, Istanbul 1980, 67.
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Fig. 12. Hagia Irene (photo: M. Cambaz)

Bali Pasha Mosques. The side galleries open out on the
lower floor by arches that tie the piers to the main space.
This spatial composition of the side galleries (mah-
fil) resembles to the “cross-in square”, which appeared in the
Middle Byzantine period of Byzantine architecture. In this
type of plan, the high, hooped dome in the center of the
building sits on the columns, piers and sometimes on the cor-

ner walls that connect the arches.!® The side galleries to the
east-west in this plan, which was also used in the Late Byz-
antine period, are built in the form of two stories and placed
in the same way in the depth behind the arches. These spaces

18 K. P. Matschke, Builders and building in Late Byzantine Con-
stantinople, in: Byzantine Constantinople: monuments, topography and
everyday life, ed. N. Necipoglu, Leiden 2001, 320.
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Fig. 13. The Church of Hagia Sophia in Bizye (Vize) (after: Bauer, Klein, Hagia Sophia in Bizye, fig. 5)

are connected to the domed main space (naos) with two or
three columns that are nestled inside the suspended arches on
this side. The earliest example of this in Byzantine architec-
ture can be emerged at Hagia Eirene, rebuilt in 532 by Em-
peror Justinian I after the structure was burned down in the
Nika riots. The main space, or naos, of the structure, which
symbolizes the transition into the domed basilica and cross-in
square, crossed dome type of plan, is shaped by a main dome
that sits on a diameter of 4 feet of 15 m., rising up to a height
of 35 m.' The two-storied side galleries are set into the rear
depth of the suspended arches to the east-west that tie the feet
together (Fig. 12). Another example of this in Istanbul is the
Hagia Theodosia Church (Giil Mosque), in which the two-
storied galleries have been placed behind the arches on this
side between their west-north branches of a cross, which is
covered again by a barrel vault. These side galleries open out
into the central space with arches sitting on two piers each.
The same spatial arrangement is seen in another structure
of the Byzantine era-the Church of Hagia Sophia in Bizye
(Vize). Known today as Gazi Siileyman Pasha Mosque, this
structure with the “cross-in square or crossed dome” was built
in the time of Justinian I in the sixth century.?’ Here too, the
two-story side galleries have been placed in the rear depth of
the suspended arches to the east-west and they open out into
the central space on piers that support a column in one direc-
tion and arches on the other (Fig. 13).

Another spatial concept that Koca Sinan Agha uses
in the mosques in this group is arranging the side galleries

19 Mango, Byzantine architecture, 78.

20 Eyice, Son devir Bizans, 123; E. A. Bauer, H. A. Klein, The
church of Hagia Sophia in Bizye (Vize). Results of the fieldwork seasons
2003 and 2004, DOP 60 (2006) 265.

on the east-west of the baldachin as single-floor spaces. He
used this arrangement in only one mosque, Manisa Muradi-
ye Mosque, and in this structure, the side spaces have been
designed in a single-floor plan and have been placed again
in the area created by the depth of the arches behind the sus-
pended arches to the east-west direction of the central square
baldachin dome. Here too, Sinan has covered the side spaces
with an independent semi-groin vault, setting these galleries
apart from the dome, and this differentiation in the covering
system gives the structure a more distinct appearance.

This spatial organization that Mimar Sinan adopted
in his domed square baldachin with a single-story side
gallery carries inspirations that bring to mind the spa-
tial organization in “the cross-in square” plan type that
was built with corner walls. The Virgin Mary Kyriotissa
Monastery Church, an important Byzantine structure in
Istanbul, known as Kalenderhane Mosque or Eski Imaret
Mosque, was built according to a cross-in square, crossed
dome plan that featured corner walls. Its pendentive
dome rises on top of four arches that connect the corner
walls.?! The arches have been given depth to produce the
cruciform and their interiors have been left as single-story
structures (Fig. 14). Sinan’s Manisa Muradiye Mosque has
a semi-groin vault over the single-story side galleries that
also have the same similarity (Fig. 8).

A common spatial characteristic that Mimar Sinan
embraces in his single-domed square baldachin structures
can be observed in the way he approaches the facades of the
buildings. Sinan paid particular attention to the facades of
his buildings, especially to the frontality of his design. The

2l e, Mango, Byzantium. The empire of the New Rome, London
1980, 67.
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Fig. 14. The Virgin Mary Kyriotissa Monastery Church
(Kalenderhane Mosque or Eski Imaret Mosque)
(photo: S. Dogan)

facade was an essential element of his design of architectural
masses. When the facade organization Sinan employed in
this group of mosques is examined, it can be seen that the
facades are generally brought to life with the suspended
arches that form the square baldachin. This style can espe-
cially be seen at Edirnekap: Mihrimah Sultan Mosque, where
the domed central space is raised and the facades on all four
directions are formed by the suspended arches tying together
the piers that shape the square baldachin. Another exam-
ple of the facade construct formed by windowed suspended
arches can be beholded in the Liileburgaz Sokullu Kiilliye
Mosque. Here, the body walls of the building are curtain
walls on all four sides in-between the piers; the interior is
formed by windowed suspended arches.

The design of the outer mass of the structure is
also produced by the facade system with its curtain walls
formed by suspended arches, its light and windows, again
taking us back to Byzantine architecture. First developed
by Byzantine masons, the main facades of the building
consist of arches that form a manifestation of the struc-
tural system. The wall inside the arches is simply a curtain
wall that principally features non-structural windows and
closure slabs.?? The facade stands out as an echo of the
structural systems of the building.

22 R G Ousterhout, Master builders of Byzantium, Princeton
2008, 204.

Conclusion

Our observations on the influence of Byzantine ar-
chitecture on the spatial organization of Mimar Sinan’s
single-domed square baldachin structures have not in
any way been intended to initiate a critical discussion
of the architecture of Sinan. Sinan experimented in dif-
ferent ways in each of his structures and never repeated
himself. This characteristic of Sinan can be seen as well
in the buildings that are the subject of this study, namely
the single-space, square baldachin group of structures. In
each structure of this group, Sinan has organized the bal-
dachin and the side galleries differently.

The atmosphere in which Mimar Sinan developed
his skills elevated the value of learning from tradition.
Sinan himself never denied the worth of “learning from
the past”. Sai Mustafa Efendi, the author of the book “Tez-
kiiret-iil Biinyan” said this about the master architect;

“I worked in determined fashion at the service of
my Master, just like the fixed spike of a drawing com-
pass, and I observed both the center and the surround-
ings. Then I took care to explore different spaces, this
time like the rotating spike of the compass. For a time,
at the service of the Sultan, I wandered through the Arab
and Persian lands and memorized every fragment of
every corner and every ruin from an elevated iwan and
then returned to Istanbul. I served my elders some more

and it was only then that I emerged from the gate”

Sinan’ architecture is not a creation originating from
nothingness but on the contrary, it awes the spectator with
the competence and creativity with which he has revitalized
and put together what had already existed. Sinan was born
into a spectacular accumulation of architectural form and
he used this advantage well. Each of his structures carries a
different organization, born out of his observations and ex-
perience. In his buildings, Sinan works not with new archi-
tectural elements but, just the opposite, with familiar forms
and traditional elements.? The styles and designs inherited
from different cultures are immediately apparent in his
structures. He has masterfully brought together the rich
culture of architectural elements of the environment into
which he was born. On the other hand, Sinan never direct-
ly uses the elements and the accumulations of the past that
have inspired him but instead adds his own flavor and in-
terpretation. He continued to explore new forms that used
the architectural elements of his own creation. Every detail
is a testimony to his experimental power and genius. Sinan
bestowed upon the cities of Turkey new visual dimensions
with his interpretation of architectural mass.

Mimar Sinan stands out with an original “Sinan synthe-
sis” that is reflected in his domed spatial structures, so much
a national symbol for Turks, and for the spaces in which he
brought together Islamic and Byzantine architectural charac-
teristics to create a unique Turkish Mosque physiognomy.

23 A. U. Peker, Mimar Sinandan ogrenmek. Cami tasaruminda
ozgiinliik arayisina yanitlar, in: Gelenekten gelecege cami mimarisinde
cagdas tasarim ve teknolojileri, ed. H. Tokay et al., Ankara 2013, 256.

24 Kuban, Osmanli mimarisi, 604.
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Ecej o yruiajy BusaHTUjcKe apXUTEKType
Ha [IPOCTOPHY OpraHU3alNjy jeIHOKYIIOTHUX [JaMyja
apxurekre CyHaHa

Anes Epapcnan

Yuusepsuret Ajaun y Victan6ynmy,
Opememe apXUTeKType U Ju3ajHa

InaBuu apxmrekra OcMaHCKOT LjapcTBa, (Mumap)
Cunan, carpajuo je 6mmusy 400 rpaheBnna pasnuuuror
tuma, Mehy Kojuma cy: yamuje, XaMaMy UM KymaTWia,
Mezipece (penurujcke LIKote), Mecyuan (Mamy 006jeKTu
3a MONUTBY), OAMOpMIITA (XaHOBM), KapaBaH-capaju,
OonHMIle, MMapeTH (jaBHEe KyXWbe 3a CpoMaxe), TOCTHU-
oHutle, mkosne KypaHa, OCHOBHe IIIKOTIe, aKBaJyKTH, Te-
Kuje, ponTane n manare. Jlena kojuma je majcrop CrHaH
npugasao HajBehwu 3Hauaj u Koja je rpagmo y Hajsehem
6pojy 6une cy yamuje. I[Tognsao ux je mmpom 1apcrsa,
HApOYNTO Y [TIABHOM rpafy VlcTanbymy, anmum mpuamnkom
IJIXOBE M3TPajibe HMKAJAa HMje KOPUCTUO MCTO IpO-
CTOPHO pelleme, HUTU ce IOHaB/bao, Beh ce ymecTo
TOTa OJITy4MBAO 33 HEIPeCTaHO eKCIIepUMMEeHTHCame ca
PasIMYNTUM IIPOCTOPHUM IlIeMaMa.

Kao npocropuu u cuM60mmyay nokpusad rpahesnu-
He, KyIIO/Ia Y/HM IJITABHYM aPXUTEKTOHCKM efieMeHT Ha Cu-
HaHOBUM HamyjaMa. OHa je OUTHO yTHIja/ma Ha IUIaH Hbe-
rOBMX 3/jalba ¥ JOMMHMPA KaKO YUTABMM YHYTpallmbUM
IIPOCTOPOM TAaKO M MacaMa eKcTepujepa. Yormymyjyhn
cumyeTy ypbaHoOr OKpy)kema y KojeM ce Hamasy, 6ymyhm
IIOCTaB/beHa y cpefiuinTe rpaheBnHe, Kynomna mnpencTaBba
OutaH neo BM3yenHOr wpaeHTHTeTa CHHAHOBMX JJaMuja.
Konza Mumap CuHaH KOPUCTMO je KYIONy Kao e/leMeHT
rpabeBMHCKe CTPYKType BMIIEHAMEHCKM — 3a CTBapame
LIEHTPUYHOT IPOCTOpPA M MCTOBPEMEHO 3a CUMOOINYKO
HasHaverbe apXUTEKTOHCKOT OCTBapema. Y pyKama TOr
TpajiuTe/ba, KOjU j€ €KCIIEPMMEHTMCA0 Ca DPasIUYUTUM
BapujaHTaMa KyIIOJTHOT ITOKpuBaua, Kybe, koje obnukyje
apXUTEKTOHCKY KOMIIO3UIM)Y, IPETBOPEHO je, Yje[HO, Y
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caMOCTa/nHy CTPyKTypy. PasBujajyhu cBOj apxmrTekToH-
cku ctun, CMHaH je a0 HOB MAEHTUTET TPAfULIMjU Ky-
nonHux rpabeBrHa Kao OMTHMM 4YMHMOLVIMA ypOaHOT
oKpy>xema. Moryo 6u ce pehu jja je kynonna rpabesnna
JOCTUITIA 3peM, HOBM 3HA4Yaj U MEHTUTET 3axBasbyjyhu
Cunany.

ITocTaBka mIaHa WeroBux pammja oppehusanma je
CTPYKTypajHe LpTe Koje je CMHaH KOPUCTHO 3a CBOje Ky-
none. Koprucrehn Bumrectpyke moTmopHe cucTeMe 3a Ky-
HOJIHY CTPYKTYPY, Ca YeTUpPH, IIeCT U 0CaM IO yNnupaya,
Mumap CuHaH je M3BOAMO ITAHOBE CBOjUX 3/latba 3 TUX
HOTIOPHUX CUCTEMA.

ITer namuja — Cynranuje Muxpumax y Enupreka-
nu (Vcran6byn), 3an Maxmyp-namte y Ejyny (Vcrau6yn),
Mexwmen-nante Cokonosuha y Jlynebyprasy, banu-name
y ®aruxy (Vcranbyn) u Cynrana Mypara III y Manucu
- rpabeBuHCKUX ocTBapema Mumapa CuHaHa, Koja mpu-
najajy TUITY jeSHOKYIIONHe rpabeBuHe, mpegMeT Cy oBOT
pajia umju je Unsb Ja UCTPaXKM yTUIIAj BUSAHTUjCKE apXU-
TEKType Ha OO/MMKOBambe MOTKYIIOTHOT Jiefia M TI0CTaBKy
0OYHUX MPOCTOpPA, KAO ITIABHMX €/eMEeHTa pasMaTpaHe

CTPYKTYype.

OCHOBHM THUII BMIIECTPYKOT IIOTIIOPHOT CUCTE-
Ma — ca 4eTUPU, IIeCT U 0CaM HMOAyIupada — KOjU je Ipu
yoOnn4yaBamwy KYIOIHE CTPYKType KOPUCTUO apXUTeKTa
CuHaH, IIpeficTaB/bao je ,0anfaxnH" KBaJpaTHe OCHOBE
HaJIBUIIeH KybeToM. YHyTap Te CTPyKType Oorare Ba-
pujanTama CuHaH je, eKCIepMMeHTHIIyhu, fomasuo 1o
PasIMUUTHUX pelllera U IPAKTUYHO CTBOPMO HOBY THUIIO-
TI0TMjy moMeHyTe BpcTe rpaheBnHa. Morno 6u ce pehn ma
je jemuncTBeHOCT CMHAHOBOT CTH/IA OCTBApEHa YIIPaBO Y
TOj TPYIIN 3[atba.

[maBHM IUTaHCKM apxeTuu, Koje je Mwumap Cu-
HaH KOPUCTHO y CBOjUM jeJHOKYIIOJIHUM lJaMujaMa 41He
JeTHpM IVIaBHA Hopymupada (cTy6, crybamu, mmaacrap,
yTaoHM NMIACTAp), YeTUPH BelMKa TyKa, KOji IOBe3Yjy
IJIaBHE MOAyIypade, Kao u 60YHNM BOTyMeHM (ranepuje),
U3JBOj€HN TYKOBMMA M MOCTaB/baHM Y CMEPY MCTOK—3a-
nap (mahfil).

IBopckn apxurekta OcmaHcKor mapctBa, CuHaH,
[aBao je MOTKYIOTHOM IPOCTOPY Liammja BUJ ,0anma-
XMHaA“ KBaJpaTHe OCHOBe y OONMKY C/I0Ba ,,X. Y IpPBOj
BapMjaHTU TaKBe IIOCTaBKE KOjy jeé KOPUCTUO IpU U3-
rpagmy yamuja Cynranmje Muxpumax y Epmpnekanm,
3an Maxmyp-name y Ejyny u Cynrana Mypara III y
MaHnucy, ,6anaxH“ KBaipaTHe OCHOBE je 6110 y pellleH
y IIKO/BKOIMKO] (pOpMM, IONPEYHO pasBUjeHO] YHyTap
rpabeBuHe. J[Ba mmmacTpa Koju ce Hajase JIeBO U JJeCHO
Ofl HMIIE OKpeHyTe IIpeMa Meku Ha jyry u gpyra fiBa Ii-
JIaCTpa Ha CEBEPHOj CTPAaHM YHYTPALIILET IIPOCTOPA Y3IVIKY
ce ymoperio ca cmobogHo crojehum cry6osuma. Te numac-
Tpe 1 cTybOBe MOBe3yjy 4eTVpH IVIaBHA JIyKa BeoMa Be-
NMKUX AuMeHsuja (rmaBHu mykosu rpabesune). Llentpan-
HI ,,6a/IJaXMH“ KBaJipaTHe OCHOBE — CasfiaH off cTy6oBa 1
cucreMa JTyKoBa KOjU MX IOBE3Yyjy — PEKPUBAH je I7TIaB-
HOM KyIIOJIOM Ha naHjaHtu¢uma. boune ramepuje, koje
IPOIIVPY]jy IIPOCTOP, OMIe Cy IIOCTAaB/beHe Y [{Ba VI TPU
IpaBlia OKO OBOT CPeJUILIber, IOTKYIIONHOT Jiea.

JIpyra mpocTopHa OpraHusanuja, Kojy je KOpucTmuo
CyHaH y 0BOj I'PYIM OCTBapema, peficTaB/ba yobudaje-
HU TIPOCTOPHM PacIopef], KOju Ce MOXX€ BUJETHU Yy Ibe-

roBuM Iamujama Mexmepn-name Coxonmosuha y Jlyrne-
Oyprasy u bamu-name y ®atuxy. CuHaH je, Kaja je ped
O IIOMEHYTUM IIpMMepUMa, IIPOjeKToBao rpaheBuHy Ha
HOTIIYHO VI TOTOBO KBaJpaTHOj OCHOBY, OCTaB/bajyhu
»0IIaXMH" KBaJjpaTHe OCHOBE Ha IM/IACTpe VIN Ha yra-
OHe IMIacTpe y yeTupu yriaa rpahesnne. Ilenrpanna Ky-
0714, KOja IIPeKpMUBa YUTAB YHYTPAIIbU IPOCTOP JISKU
Ha OTPOMHUM JIYYHUM IOJyNMpaYNMa, KOji Cy II0Be3aHU
ca cTy6OBMMAa MM YTAOHUM IUIACTPUMA.

CuHaH je NpPOWMPUBAO KBaf[paTHU ,,0amfaxyH"
KyTIo7le y JJaMMjaMa OBOT TUIIA, fofajyhm um 604He mpo-
crope (ramepuje, mahfil) Ha UCTOKY, 3amajay, a KaTKaj
u Ha ceBepy. OBu 604HM BOMyMeHM, Koje je CMHaH KO-
PUCTMO A IPOMIMPU HPOCTOP, OPTAHCKM CY IIPUIIOjeHN
IIEHTPa/IHOM IIOTKYIIONHOM feny rpahesune. OBako MH-
TerpyucaHe 604YHe rajepuje JOIYbYjy CKIaZ KOMIIO3UIINje
3mama, Koje ce Impyxa off KybeTa 0 ocHoBe y CuHaHO-
BOM IpojekTy. Tu 604yHm mpocropu (ranepuja, mahfil)
ybrmakaBajy, Takobe, JOMMHAHTHY LPTy KOMIO3MLMje Y
KYIIOTHOj CTPYKTYpu. Y Tpajmuuju KynonHe rpahesu-
He, CMHaH je KOPMCTVO TPU OCHOBHE IIOCTaBKe 3a 60uHe
npocrope (Tamepuje), Koje Cy OKpyXXuBaje IeHTPaTHA
Ile0 HOKPVBEH KYIOJIOM, Jja 6U y4MHNO QUHMUM OFHOC
n3Mehy MoTHopHOr 3ujja U MOKpMBaya.

Y mpBobutHoj 3amucny, y npamujama CynaraHuje
Muxpumax y Epupnexanu n 3an Maxmypg-name y Ejy-
Iy, YOWBMBO je ia Cy 604HU npocTopu (ranepuje, mahfil)
NIOCTaB/bEHN M3HAJ] [iBa CIIpaTa Ha MICTOYHOj, 3aMajiHOj U
TIOHEKA/J| CeBEPHOj CTPaHM, Y JyOMHY MOTIOPHNX TYKOBA,
OJIHOCHO Y IpocTopy usMmeby crno/pHux 3uposa rpahesu-
He U JIYKOBa Koju Hoce Kymony un omeDyjy cpepuiimu feo
3mama. JIok Maje Kynose, He3aBUCHE Off OHe ITIaBHe, I10-
KpuBajy oBe 604He mpoctope y namuju Cynrannje Mu-
XpUMaX, JIObM ¥ TOPH:Y CIIpaToBy 3an Maxmyy-nammnHe
[JaMyje Cy HaTKPMBEHM PaBHUM U ITOTyOOINYaCTUM CBO-
moBMMa. PasmuunTyl cucTeMu MoKpyuBama poCTopa, Koju
cy xopuitheHu y IaBHOM ¥ OO0YHMM JenoBuMa rpabe-
BUHE, HE CTBapajy YTHUCAK IIEIOBUTOCTY YHYTpalIHer
npocropa. [7maBHM fieo n GOYHM INIPOCTOPM IIOBE3AHU
Cy y mpusem/by 1momohy jykoBa, Koju ce HiKy msmeby
IIABHUX JIYKOBAa-TIOAYNMpaya, IIOCTaB/bEHUX Yy IIpaBIly
uctok-3amnafi. OBoj rpynu CIIOMEHMKA IpUJOfaTa je Ha-
muja Cyntanmje Muxpumax y Enupnexann 3a kojy je Cu-
HaH HaIPaBMO HENITO [pyraduje peueme. YUUHNO je TO
TaKO IITO j€ Y3AUIa0 CPeAMUIIbY IIPOCTOP IOf, I/TABHOM
KYIIOJIOM, IOK Cy ABOCIpaTHM GO4YHM mpocTopu (rase-
puje, mahfil), Takobe ca Kymonama, Koju ce IIPOCTUPY Y
NpaBlly MCTOK-3alajj, IOCTaB/beHN HMKE Y OJHOCY Ha
mera. [ToTkynomHm fieo je oTBOpeH npeMa GOYHMM IIPO-
CTOpUMa 3axXBa’/byjyhy mykoBMMa Ha cTy0OBMMA, KOjI Cy
IIOCTaB/beHN Y TPaBIly MCTOK—3aMaf, UCTO KAO U BEIUKM
JTYKOBU KOjU HOCE KYTIONY.

Ipyru HauMH Ha Koju je CMHaH OpraHM30Bao Ipo-
CTOp MOXKe Ce YyouuTHu Ha Jamujama Mexmen-name Coko-
nosuha y Jlyne6yprasy u Bamu-name y ®aruxy. Cunan
je KOHCTPYMCAO OBe€ lJaMMje Ha KBaJpaTHOj MIM IOTOBO
KBaJIpaTHO] OCHOBY, NoBe3yjyhnu mebhyco6Ho mmmactpe y
JeTHpM yI7a rpabheBnHe, MM came 3uI0Be YITIOBA 3/aMba,
nomohy nykoBa 1 GOYHNX NIPOCTOpa Yy BUAY JBOCIIpAT-
HUX Tajlepyuja Ha UCTOKY, 3amajly u cesepy. OBe ranepuje
HOAYIpTe Cy IMApOM CTy0OBa ITOBE3aHNX Ca 3UJHOM Ma-
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COM I OTBOpEHE y IpU3eM/by IpEMa ITTABHOM IPOCTOPY
y IIMpPUHM TyKoBa u3Meby moMeHyTHX mmmacTapa. YsaHn
IIPOCTODPY NCIIOJ, OBMX JYKOBa CIyXKe 3a 00aBjbame MO-
mutBu. Ilomro cy oBor myra TM IPOCTOPM 32 MOIUTBY
VICTIOJl JTyKOBa Pas[BOjeHM IMIACTPUMA U IIOCTaB/bEHN
HEIIOCPENIHO Y3 3UI0BE, OHM He Ofjajy YTUCAK IPOCTOPHO
jenMHCTBEeHMX OOYHNX Tajepuja.

Tpehu Haumn o6nukoBara CHHAHOBMX IlaMuja
OBe IpyIle OI7Iefia Ce y MOCTaB/balby OOYHUX IPOCTOpA Y
IIpaBIly MICTOK—3allaJ] y BUJy jeVHCTBEHOr cIipara. ¥ Ija-
muju Cyntana Mypara III y Manucn, jenuHoj y Kojoj je Ko-
PUCTHO OBaKBY IOCTaBKY, CMHaH je OpraHn30Bao rajaepuje
Kao jeMVIHCTBEHe CIpaToBe, CMelITajyhm mx y mpocrop
KOj! Cce Haja3M M3a JIyKOBA LIEHTPA/IHOL, MOTKYIIOTHOT
mena. Ozie je CuHaH 604He IIPOCTOpE, OffBOjeHe Off Mera
07} I/ITABHOM KYIIOJIOM, IIOKPMO IIPEOM/bEHUM KPCTACTUM
CBOJIOBVIMA, I1a YNTAaB CUCTeM 300T Te pasjyKe Y TOPHUM
TeloBUMa flaje KOHCTPYKLV)Y JUMaHN4YaH U3IIEN,

Konnenrt xymnonHe pyammje rmaBHOr (OcMaHCKOT
apxurekte Kone CuHaHa - ca CpefullbUM [E/IOM Y
BUJY »0anmaxuHa“ KBaj[paTHe OCHOBE IIOfI KYIIOTIOM U C
6ouHuM mpocropuma (ramepuje, mahfil), xoju ra okpy-
Xyjy — nopceha, y HeKMM acIlieKTuMa, Ha apXUTEKTYpy
Busantuyje.

YeTtupu r1aBHa ayKa rpaheBuHe, Koju moBesyjy de-
TUpU NOTIOPHMKA, a Koje je Mumap CuHaH yTKao y CBOjy

gamujy Cynranmje Mwuxpumax y EpupHekamyu, npsu
nyT cy npumMemeHa y npksu Csere Co¢uje y Ilapurpa-
ny. CuHaH je mpuberao HeIITO ApyradymjeM IPUCTYIY Y
cojoj pamuju Cynranuje Muxpumax, Ha Taj HAYMH IITO
je 3HaTHMje Y3AMUTrao CPeNMIIBbI e Y BUAY ,0ammaxuHa“
ca xynonoM. To je omoryhmno mpumMeny perema ¢ HU-
XXMM OOYHMM IPOCTOPUMA, IIOCTAB/BEHNM OKO Y3BHIIe-
HOT CpeJMILber Jiefla ca KylonoM. [JlaBHM mpocTop mpo-
HIMPEH je TaKo IpeMa MCTOKY, 3allajy U IOHeKaJl CeBepy
CBOjeBpCHIMM rasiepujama. Pacopeq KapakTepucTinyaH 3a
oBaj Tun rpabeBuHe peMMHNUCLIEHIIM)A je HA IUIaH 37amba
¢ JeaMOy/IaTOpujyMOM, KOji ce II0jaBMO Y HO3HOBM3aH-
THjCKOj apXUTeKTypu 1 6uo ocobeH 3a Iapurpan.

YTuiaj BusaHTHjcKe apxuTekType oceha ce n y Ha-
4KHY Ha Koju je Mumap CuHaH pemasao ¢acasie CBojux
jemHOKynonHMX rpabheBmHa. QacafHyU CHUCTEM CaulEbeH
Ofl IPO30Pa, CIENUX JTyKOBa M JyKOBa Ha CIOJ/bHO] 3UJI-
HOj Macu noficeha Takobe Ha BU3AHTHUjCKy apXUTEKTYpY.
InaBHe (acagne rpabeBuHe, cacTaB/beHe Off IyKOBa Ofipa-
’KaBajy apXUTEKTOHCKM CUCTEM KOjU Cy PasBWIM BMU3aH-
TUjCKU TPafUTE/b. YHYTAap pacllOHa /IyKOBa, 3UJ je TeK
IapaBaH KOj! je YITTABHOM CauMibeH Off HeyHKIMOHAI-
HUX Ipo3opa u napamnera. Pacaja npencrapba TAKO He-
HIOCpeflaH OfljeK CTPYKTYPaIHOT CcTeMa rpaheBnHe.
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