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II1. SELIM DONEMI OSMANLI
IMPARATORLUGU'NDA
KENTSEL MANZARALARIN
PROPAGANDA KUDRETI

A. Hilal Ugurlu

Osmanli imparatorlugu’nun baskenti istanbul hem
sanatg¢ilari hem banileri biiytileyen zengin bir panoramik
temsil tarihine sahipti. Elcilerin himayesinde bulunan
sanatgilar ilk yillardan itibaren bu kapsamli sehir
manzaralarinin dretilmesinde 6nemli bir rol oynadilar.
Istanbul’daki Alman el¢isi Ghiselin du Busbecq’in
maiyetindeki bir sanatc¢1 olan Melchior Lorck'un 1559 ile
yaklasik 1563 arasinda ¢izdigi, istanbul’un 11,27 metre
uzunlugundaki panoramik manzarasi, sehri dogru ve
panoramik bir bicimde tasvir etmenin en erken ¢abalarindan
biridir. On sekizinci yiizyilda, Osmanli imparatorlugu

ile Avrupali devletler arasindaki diplomatik iligkilerin
degisen dogasi elgiliklerin sayisinda bir artiga yol aginca,
bu elgiliklerle iligkili sanat¢ilarin sayis1 da cogaldi! Es
zamanli olarak, Avrupa’da ortaya ¢ikan filhelenizm ve
hizla popiilerlesen pitoresk seyahat edebiyati da Osmanlt

topraklarina ve bagkentine duyulan ilgiyi korikledi.

Bu dénemde, Osmanli banileri istanbul’un ve diger sehirlerin
hem gercek hem de muhayyel panoramik tasvirlerini

kendi 6zel ve kamusal alanlarina dahil etmeye basladilar.
istanbul’un yapili ve dogal manzaralarina duyulan kiiltiirel
hayranlik yalnizca mobilyalarda ya da dokuma kumas ve kutu
gibi kiictik giindelik egyalarda degil duvar resimlerinde de
kendini gésteriyordu.? istanbul’u IIL. Selim devrinde (h. 1789—
1807) ziyaret eden Fransiz ressam Antoine Laurent Castellan
anilarinda, Osmanli Kaptan-1 Derya’sinin Kasimpasga’daki

sarayina yaptig1 ziyaretinden bahseder. Duvarlarinin tst

o4

kisimlarinda “saraylari, kogkleri, camileri ve bahceleriyle
Bogazici kiyilari”n1® temsil eden manzara resimlerinin

¢izili oldugu cok stislii bir salonu tasvir eder. Castellan’in
anlattiklarma benzeyen, istanbul’un gérkemli konaklari,
sahilleri ve deniz kiyisindaki gezinti yerlerinin vinyetlerini
sunan bu tir gorintiler, on sekizinci ytizyilin sonlarina dogru
seckin yalilarin ve imparatorluk saraylarinin duvarlarini
giderek daha c¢ok stislemeye baglar.* Mouradgea D’Ohsson’un
1789°’da yayrmlanan eseri Tableau Général de I'Empire
Othoman’da bu sanatsal alakaya dair ilgi ¢cekici ornekler
mevcuttur. Eserde yer alan, bir Osmanli biirokratina ait

oday1 (sek. 1) ve sadrazamin Ramazan ayinda verdigi bir iftar
yemegini tasvir eden (sek. 2) resimler, sehir manzaralariyla
dekore edilmis i¢ mekanlari gésterir.> D’Ohsson’un “elephant
folio” olarak anilan cok biiytik boyutlu iki ciltlik eseri

Aralik 1792°de III. Selim’e sunuldugunda, padisah kitaptaki
cizimlere duydugu hayranlig1 acik¢a dile getirmistir.® Padisah,
gorsel imgenin bilgiyi somutlastirma ve yaymadaki aracsal
roliinti, hentiz farkina varmadaiysa, o an idrak etmis olmalidair.
Selim, imparatorlugunun modern ve heybetli bir imgesini
yaymak icin gorsel temsillerin kudretinden istifade etmistir.
“Modernlestirilmis” baskentinin gorsel tasvirini kullanmakla
yetinmeyen sultan, saltanati boyunca imparatorluktaki diger
onemli kentlerin 0zlinti yakalayan ¢izimler de yaptirir. Selim
titizlikle tiretilmis bu tasvirleri, hem imparatorluk igcerisinde
hem de imparatorluk sinirlarimin 6tesinde merkezi otoriteyi,
imparatorluk iktidarini ve modern Osmanli ordusunu temsil

eden etkili bir propaganda arac1 olarak kullanir.

THE PROPAGANDA POWER OF
URBAN VIEWS IN SELIM HT'S

OTTOMAN EMPIRE

A. Hilal Ugurlu

Istanbul, the capital of the Ottoman Empire since the
mid-fifteenth century, boasts a rich history of panoramic
representations that have captivated artists and patrons

alike. From the early years, artists affiliated with the retinue of
ambassadors to the Ottoman Empire played a significant role in
creating these expansive city views. Melchior Lorck’s 11.27-meter-
long panoramic view of Istanbul, drawn between 1559 and ca.
1563, is one of the earliest attempts to portray the city accurately
and in panoramic format. Lorck was an artist assigned to

the entourage of the German ambassador to Istanbul, Ogier
Ghiselin du Busbecq. In the eighteenth century, the changing
nature of diplomatic relations between the Ottoman Empire
and European polities led to an increase in the number of
embassies and, consequently, the number of artists appointed

to these posts.! This increase in artistic activity was reflected in
the growing number of city views and topographical landscapes
of Istanbul produced during this period. Concurrently, the
emergence of philhellenism in Europe, coupled with the
proliferation of picturesque travel literature, augmented the

attention to the Ottoman lands and its capital.

At this point in time, Ottoman patrons began to incorporate
panoramic images of Istanbul and other cities—both real and
imagined—into their private and public spaces. The cultural
fascination with Istanbul’s built and natural landscapes is
evident not only in furniture and small everyday objects such
as textiles or boxes but also in wall paintings.” In his memoirs,

Antoine-Laurent Castellan, a French artist who visited Istanbul

during the reign of Sultan Selim III, who ruled from 1789 to 1807,
mentions his visit to the Ottoman grand admiral’s palace in
Kasimpaga and writes about a very ornate hall, with landscapes
painted on the top part of the walls with representations of the
“banks of the Bosporus with its palaces, kiosks, mosques and
gardens.”” Such images, often offering vignettes of Istanbul’s
palatial residences, seashores, and promenades, akin to the
one witnessed by Castellan, increasingly began to embellish

the walls of elite mansions and imperial palaces toward

the end of the eighteenth century.* An intriguing glimpse

into this artistic trend can be found in Ignatius Mouradgea
d’Ohsson’s Tableau Général de ’Empire Othoman, published

in 1789. In it, an illustration portraying the private quarters

of an Ottoman official (fig. 1) and another depicting a feast
offered by the grand vizier during Ramadan (fig. 2) illustrate
interiors decorated with city views.”* When d’Ohsson’s two-
volume work in elephant folios was presented to Selim III in
December 1792, he explicitly conveyed his appreciation for the
book’s illustrations.® The sultan must have come to realize—if
he hadn’t already—the instrumental role of visual imagery

in concretizing and disseminating information. Within this
vibrant historical and cultural context, Selim III leveraged the
power of visual representations to disseminate a modern and
formidable image of his empire. Throughout his reign, Selim III
not only employed visual imagery of his “modernized” capital
city but also commissioned illustrations capturing the essence
of other significant cities within the empire. By leveraging these

meticulously crafted depictions as a potent propaganda tool, he
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1L SELIN DONEMi OSMANLI IMPARATORLUGUNDA
KENTSEL MANZARALARIN PROPAGANDA KUDRETI

ORDU ODAKLI ISLAHATLARLA OSMANLI
BASKENTINI DONUSTURMEK

II1. Selim 1789’da Rusya’nin genislemesini durdurmay1

ve Onceki savagta kaybedilen topraklar: geri kazanmay1
hedefleyen Avusturya-Rusya seferinin tam ortasinda tahta
¢ikti. Yeni padisahin, ilk kez Miislimanlarin ¢ogunlukta
oldugu bir topragin kaybedildigi Kirim’1 geri kazanma
hususundaki bagarisizligr mtihim bir mesruiyet krizine

yol agmigti. Osmanli Devleti’nin ileri gelenleri padisahin
makama uygunluguna dair stiphelerini fisildarken kahvehane
sohbetleri askeri stratejileri acikca elestiriyordu.” Ote
yandan bu kriz, Selim’in Nizam-1 Cedid (Yeni Diizen)

olarak bilinen ve idari, mali ve askeri alanlarda kapsamli
degisimler hedefleyen 1slahatlar: i¢in esas ivmeyi sagladi.®
Padigah hitkiimetin ana unsurlarini degistirmeye ¢abalarken,
bagkent istanbul’un manzarasini da déntistiirdi. Kendinden
evvelki padisahlar gibi Selim de kentin su altyapisini
modernlestirerek kasir ve cegsme gibi gtindelik hayata yonelik
yapilar inga ettirdi. Fakat Selim’i seleflerinden ayiran sey
askeri yapilar konusundaki hassasiyeti ve ilgisiydi. Selim
ordusunu ve idaresini yeniden diizenlerken, devasa yeni
kislalarin insas1 imparatorluk bagkentinin manzarasini
doniistirmeye hizmet etti. Askeri 1slahatlarin mekansal

ihtiyaclarina cevap veren biytk kigla killiyeleri sultan ile

1 Sekil 1: Bir Osmanl biirokratinin odasini gésteren graviir. 24 x 38 cm.
D’Ohsson, Tableau Général.

2 Sekil 2: Sadrazamin Ramazan’da verdigi iftar yemegi gosteren graviir.
25 x 37,5 cm. D’Ohsson, Tableau Général.
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askerleri arasindaki gugli iligkiyi ifade ediyor, htiktimdarin
bu yeni, modern ve merkezi ordunun olugumundaki hayati

roltiine dikkati cekiyordu.

Orduyu merkeze alan bu “islahatc1” rol, Selim’in ayni
zamanda D’Ohsson’un yukarida bahsi gecen albtimtindeki
bazi graviirlerin hazirlanma stirecinde de yer alan ressam
Konstantin Kapidagli’ya yaptirdigi portrede de gorsellesmisti
(sek. 3).° Selim’in portresi ¢icekli motiflerle siisli eliptik bir
cergeveye yerlestirilmisti. Ustte yer alan ay ve yildiz Osmanli
egemenligini simgeliyor, ovalin sol ve alt kisimlarinda,
sonraki hanedan armalarinin bir prototipi bulunuyordu.
Cergeve, neoklasik bir mimari baglamda konumlanmist1

ve bir pencereye asilmig gibi gértiniiyordu. Cercevenin

st kisminda bir perde asiliyken, alt kisminda bir sehir
manzarasi goriliyor, biraz daha yakindan bakildiginda
bunun Tophane’deki topcu kiglas: oldugu anlagiliyordu.”® On
plana top, giillle ve humbaralar konumlandirilmisti. Kislalarin
portreye entegre edilmesini Selim talep etmis yahut hig
degilse onaylamig olmalidir. Bu yalnizca Topcu Ocagr’'nin
1slahin1 Fransiz subay1 Baron de Tott ve diger yabanci
mihendislerin yardimiyla baglatan, III. Selim’in babas1 III.
Mustafa’ya bir 6vgii olmakla kalmay1ip, Nizam-1 Cedid’e de
bir gonderme olarak kabul edilebilir. Selim bu portreyle,
kendi gorsel temsilini—merkezilesmis yeni bir askeri
diizenin yeniden tanimladigi—bagkentiyle 6zdeslestiriyor

ve bunu kendisi ve imparatorlugu i¢in yaratmayi hedefledigi

modern imgeyi yaymak i¢in kullaniyordu. Selim’in bu emeli,

THE PROPAGANDA POWER OF URBAN VIEWS IN
SELINHITS OTTONIAN ENIPIRE

projected an image of centralized power, imperial authority,
and a modernized military. With this strategic approach, Selim
III sought to make this captivating image resonate throughout

his empire and beyond its borders.

TRANSFORMING THE OTTOMAN CAPITAL

THROUGH MILITARY-CENTERED REFORMS

Selim III was enthroned in 1789, amid an ongoing Austro-
Russian campaign that aimed to halt Russian expansion and
regain territories lost in the previous war. The new sultan’s
failure to regain Crimea, which was the first Ottoman loss of

a Muslim-dominant territory, caused a significant legitimacy
crisis. High dignitaries of the Ottoman state whispered their
doubts about the sultan’s fitness for the position, while coffee
house talk openly criticized his military strategies.” At the same
time, the crisis provided the main impetus for Selim’s reforms
known as Nizam-1 Cedid (New Order), initiating comprehensive
changes in administrative, financial, and military matters of the
state.® As the sultan endeavored to shape all the major branches
of government, he also altered the landscape of his capital city,
Istanbul. Like his predecessors, Selim commissioned everyday
urban structures such as palatial pavilions and public fountains
while he updated the city’s water infrastructure. However,

what differentiated him from earlier sultans was the noticeable

K Figure 1: An engraving showing the private quarters of an Ottoman official from
Ignatius Mouradgea d’Ohsson’s Tableau Général de I'Empire Othoman, 24 x 38 cm.
1 Figure 2: An engraving showing a feast offered by the grand vizier during
Ramadan from d’Ohsson’s Tableau Général de I'Empire Othoman, 25 x 37.5 cm.

emphasis he placed on military complexes. Just as Selim sought
to revamp his army and administration, the construction of
massive new barracks served to transform the imperial capital’s
landscape. Addressing the spatial needs of Selim’s military
reforms, these building complexes also expressed the strong
relationship between the sultan and his soldiers, emphasizing
the monarch’s pivotal role in the creation of his new, modern,

centralized army.

This military-centered “reformist” role was visualized in a
portrait that Selim commissioned from Konstantin Kapidagl,
the Ottoman-Greek painter who also took part in the
preparation processes of some of the engravings in d’Ohsson’s
above-mentioned album (fig. 3).° Selim’s portrait was set in

an elliptical frame that was embellished with floral motifs. A
crescent and a star at the top of the frame symbolized Ottoman
sovereignty; a prototype of the later Ottoman coat of arms

was visible on the left and the bottom sections of the oval. The
frame was situated within a neoclassical architectural context
and appears to be suspended within a window, with a curtain
crowning the top of the frame and an urban vista below, visible
in the lower portion of the frame. Upon further inspection, it
becomes apparent that this is the artillery barracks in Tophane.*®
There are also cannons and mortars placed in the foreground.
The desire to include the barracks was probably requested or at
least endorsed by Selim: not only a tribute to the sultan’s father,
Mustafa III, who died in 1774 and who started the reformation
of the artillery corps with the help of French military officer
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kendisinin ve cogu sultanin hararetli destekgileri olan saray
kadinlarimin sahiplendigi mimari faaliyetler baskentin kentsel

peyzajini doniigtiirmeye bagladiginda daha belirgin hale geldi

Bahsi gecen portre 1793 yil1 baglarindan olmalidir zira
gravirin alt kisminda eseri 1208 Hicri yilina (Agustos 1793

/ Haziran 1794) tarihleyen Fransizca bir yazi yer alir. Bu
yazida ressamin Konstantin Kapidagl, graviirctiniin ise
Luigi Schiavonetti oldugu belirtilir.”” Portrenin graviirlenmis
iki ntishasi, bir deri cilt icerisinde Selim’e sunulmustu.
Cildin 6n ve arka ytiziinde yine Konstantin Kapidagli’nin
resmettigi, dortlia gruplar halinde duzenlenmis, birbiri ile
iligkili sekiz panoramik kent manzarasi yer alir (sek. 4). i1k
dortli grup, istanbul ile ¢ kutsal sehir Mekke, Medine ve
Kudiis’ten olusur. ikinci dortlide ise istanbul ve Canakkale
Bogazlari ile iki eski Osmanli bagkenti, Bursa ve Edirne’nin
panoramik manzaralari vardir. Bu sehirler ve yerler
imparatorlugu gorsel olarak temsil etmek icin kasten ve
ihtimamla se¢ilmistir. Goriiniise bakilirsa ressam, istanbul’u

boyle bir grupta konumlandirarak Osmanli bagkentini bir

1 Sekil 3: Konstantin Kapidagli’'nin lll. Selim portresi. Topkapi Sarayi
Miizesi Arsivi (TSMA), 3689. 30,5 x 45 cm.

2 Sekil 4: 111. Selim’in graviirlenmis portresinin i¢c kapaklarinda yer alan
topografik manzaralar. Sol sayfa, yukaridan asagi: Mekke, Medine, Kudiis,
istanbul; sag sayfa, yukaridan asagi: istanbul Bogazi, Canakkale Bogazi,
Bursa, Edirne. TSMA 3689. Sayfa boyutu 30,5 x 45 cm.
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nevi dordiincii kutsal sehir olarak tasvir etmigtir. Bunun
Selim’in siyasi hedeflerine uygun olarak aracsallagtirdig:
kutsal sembolizme paralel bir tavir oldugu séylenebilir.™*
Ayrica, yine bu dortli icerisinde yer alan Mekke resminin,
sehrin D'Ohsson'un 7ableaux General'inde iki sayfaya yayilan
panoramik bir tasvirinin minyatiir bir guaj versiyonu olmasi da
dikkat ¢ekicidir (sek. 5)."°* Daha once de belirtildigi gibi Selim,
D'Ohsson'un anitsal albiimiindeki resimlerden ¢ok etkilenmis
ve Konstantin Kapidagli'dan bu graviiritn daha kiiciik bir halini
istemis olabilir. Alternatif olarak ressam, Selim'in bu resme
olan ilgisini bildigi icin kiigtik bir temsilini tiretmis de olabilir.
Her ne sebeple olursa olsun, panoramik sehir manzaralarinin
bu cilde dahil edilmesi, bu donemde kentsel ¢evrelerin

temsiline yonelik stratejik bir ilgiye isaret etmektedir.

OSMANLI IHTIRASLARINI GORSELLESTIRMEK:
GRAVURLER. HARITALAR VE ISLAHAT

Dikkate deger iki seyahatname, kentsel manzaralarin
tasvirine duyulan mevcut hayranliga ve on sekizinci
yiizyilin son ¢eyreginde Osmanli topraklarina yonelik artan
meraka gahitlik eder niteliktedir. Voyage Pittoresque de la
Gréce (Yunanistan’a Pitoresk Bir Gezi) baslikli ilk kitap,
Fransiz devlet adami Marie-Gabriel-Florent-Auguste

de Choiseul-Gouffier tarafindan kaleme alinan ve onun
Filhelen ilgilerini yansitan tig¢ ciltlik (48,5 X 32 cm) anitsal
bir eserdir.’® Kitabin ilk iki cildi, o zamanlar Osmanli
egemenliginde olan antik Yunan topraklari ve anitlarini
merkeze alirken, son cilt genigs Marmara havzasina iligskin
gravirler ve aciklamalardan olusur. Troya ve Canakkale
bolgesindeki gesitli antik yerlesimleri iceren bu boliim,

Istanbul’la son bulur.

Kitabin istanbul’a ayrilan bliimiinde toplam altmig

bes graviir yer alir. Bunlarin kirk sekizi ¢esitli toplumsal
siniflara mensup bireylerin, kendi sosyal statiisiinii yansitan
kiyafet ve bagliklarini gosteren tasvirlere ayrilmistir. Bu
cizimler, on altinci ytzyildan itibaren popiilaritesi artan
kiyafet albtimii janriyla uyumludur.”” Ancak geri kalan on
sekiz gravir, soz konusu cildi bu yazin tirtinden ayirir. Bu
cizimler kent peyzajini ve tekil yapilari, on sekizinci ytuzyilin
ikinci yarisinda Avrupa’da popiilerlik kazanan ve oldukg¢a
ragbet goren bir kavram olan pitoresk estetigi cercevesinde
kullanarak egsiz bir sekilde yakalamistir.” Bu on yedi graviir
arasindan—ig cift sayfa, iki tam sayfa ¢cizimden olusan—bes
tanesi, kenti panoramik bir perspektiften resmederek onun
genis peyzajini etkili bir sekilde yansitir (sek. 6). Geri kalan
on iki kiigtik graviir ise yalilardan camilere, kislalardan

sahil saraylarina bagkentteki 6nemli mimari yapilari ayri
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Frangois Baron de Tott and other foreign engineers, but also a
symbol of the Nizam-1 Cedid. With this portrait, Selim associated
his visual representation with his empire’s capital—which he
planned to remake in the image of a new centralized military
order—and utilized it to disseminate the modern image he
wanted to create for himself and his empire. This ambition of
Selim became more apparent in time, when the architectural
activities he supported alongside women of the dynasty, who
were mostly ardent supporters of the sultan, started to change

the urban landscape of the capital.*

The portrait must have been completed before early 1793, since
the engraving has an inscription in French below, dating it to
the hijri year 1208 (August 1793—June 1794). It also names the
painter as Kapidagli and its engraver as Luigi Schiavonetti.”
Two copies of the engravings were presented to Selim in a
leather-bound volume, which contained a series of eight
panoramic urban landscapes, again painted by Kapidagli.®
The illustrations were arranged in groups of four (fig. 4). The

first set of vignettes was comprised of Istanbul and the three

K Figure 3: Portrait of Selim Il by Konstantin Kapidagl. Topkapi Palace
Museum Archive (TSMA), 3689. 30,5 x 45 cm.

1 Figure 4: The topographic views that were placed on the inner covers
of Selim II's engraved portrait. Left page, top to bottom: Mecca, Medina,
Jerusalem, Istanbul; right page, top to bottom: Bosporus, Dardanelles,
Bursa, Edirne. TSMA 3689. Each page is 30.5 x 45 cm.

holy cities of Mecca, Medina, and Jerusalem, and the second
set featured panoramic views of the Bosporus and Canakkale
straits, as well as the two former Ottoman capitals, Bursa and
Edirne. These cities and places were carefully and deliberately
selected to visually represent the empire. Moreover, by placing
Istanbul in such company, the painter seemingly sought to
align with Selim’s utilization of sacred symbolism, presenting
the Ottoman capital as a potential fourth sacred city."* It is
also noteworthy that the Mecca painting was a diminutive
gouache rendering of a panoramic depiction of the city, which
spanned two pages in the Tableau Général of d’Ohsson (fig. 5).”°
As previously mentioned, Selim was greatly impressed by the
illustrations in d’Ohsson’s monumental album, so he may have
requested a smaller version of this engraving from Kapidagli.
Alternatively, the painter may have anticipated Selim’s interest
and produced the smaller rendition accordingly. Regardless

of the reason, the incorporation of panoramic city views into
this bound volume points toward a strategic interest in the

representation of urban environments in this period.

VISUALIZING OTTOMAN AMBITIONS:

ENGRAVINGS. MAPS. AND REFORM

Two notable illustrated travel books serve as a testament to
the prevailing fascination with the depiction of urban vistas
and the growing curiosity toward the Ottoman lands during
the final quarter of the eighteenth century. The first book,
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ayr1 tasvir eder. Bu graviirlerin cogunda, 6n plandaki
metruk mekanlarda vakit geciren aylak kadin ve erkekler
yer almakta, bu da Osmanli bagkentindeki oryantal yasam
tarzini yansitmaktadir. Yunanistan’a ithaf edilen diger

iki cilttekilerle beraber bir biitiin olarak digsuntldiginde
bu ¢izimler, somirgeci bir bakis1 yansitmalari ve
imparatorlugun egzotiklegtirilmesine etkili bir sekilde
katkida bulunmalari bakimindan benzerlik gosterir.

On sekizinci ytizyil pitoresk gelenegindeki ikinci seyahat
kitab1, Antoine Ignace Melling'in Voyage pittoresque de
Constantinople et des rives du Bosphore (istanbul ve Bogazici
Kaiyilarina Pitoresk Yolculuk) adli eseridir.” Bu kitap,
Choiseul-Gouffier'nin eseriyle dikkat ¢ekici graviirleri ve
biytk boyutu gibi bazi 6zellikleri paylassa da kenti gorsel
olarak tasvir ederken kullandig:i Osmanlr’ya has bakig
acisiyla digerinden 6nemli 6l¢tide ayrisir. Bu farklilik
yalnizca ¢izimlerin iceriginde degil, ayn1 zamanda
manzaralarin Osmanli merkezli bir bakis agisini

kasitli bir sekilde aktaran siralanisi ve se¢ciminde de

belirgindir. Albtimdeki graviirlerin ¢cogu izleyiciyi Osmanli

+ Sekil 5: Mekke graviirii. 39 x 56 cm. D’Ohsson, Tableau Général.
2 Sekil 6: istanbul manzarasi. 34 x 52,5 cm. Choiseul-Gouffier, Voyage
pittoresque de la Gréce, c. 2.
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Istanbul’unun o devirdeki gtincel kentsel peyzajiyla

tanigtirma amacina hizmet etse de, ilk alt1 levha kentin tarihi

kurulus mitlerine ince bir gonderme yaparak kenti cografi

baglaminda bir biitiin olarak vurgular gortinmektedir.

Bozcaada’nin bir tasviriyle baglayan albtim, Canakkale
Bogaz1’yla devam eder. Melling’in gorsel seyahatine
Bozcaada’dan baglama karar1 soz konusu adanin tam
karsisinda konumlanan belirli bir mekdni—Alexandria
Troasi—animsattig1 icin yerel izleyicide bir nevi aginalik
hissi uyandarir. “Eski istanbulluk” olarak adlandirilan

bu yer, istanbul’un kurucu mitolojisiyle derin bir baga
sahiptir.?® Ayrica Melling’in bu konumlar1 kasten se¢gmesi,
kendisinin istanbul’un gorsel temsillerinde Marmara
havzasini bir biitiin olarak dahil etme egilimine isaret eder.
Bu tercih, Canakkale Bogazi’n1 Akdeniz ve Marmara Bolgesi
arasinda dogal bir sinir olarak kabul eden erken donem
Osmanli Kitab-1 Bahriye gelenegiyle de ortiigmektedir.”
Dahas1, Melling'in istanbul'u Canakkale Bogazi'ndan
basglayarak Marmara Bolgesi’yle birlikte bir cografi
battinlik icinde tasvir eden ilk seyyahlardan biri olan
Guillaume-Joseph Grelot gibi 6nceki seyyahlarin eserlerine
agina olmasi1 muhtemeldir. Benzer bir egilim, Konstantin

Kapidagli'nin yukarida bahsi gecen deri ciltte bulunan ve
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entitled Voyage Pittoresque de la Gréce, is a monumental three-
volume work (48.5 by 32 centimeters) authored by French
statesman Marie-Gabriel-Florent-Auguste de Choiseul-
Goulffier, reflecting his philhellenic interests.' While the initial
two volumes of this book center on the ancient Greek lands
and monuments that were then under Ottoman rule, the final
volume comprises engravings and explanations related to the
expansive Marmara basin. This section encompasses diverse
ancient settlements in the Troas region and the Dardanelles,

ultimately culminating in Istanbul.

The section dedicated to Istanbul within the book consists

of a collection of sixty-five engravings, with forty-eight of
them providing visual representations of diverse individuals
belonging to various social classes, each adorned with distinct
attire and headgear specific to their respective backgrounds.
These illustrations align with an earlier genre of costume
albums that gained popularity from the sixteenth century
onward.” However, the remaining seventeen engravings

set this volume apart from the traditional genre. These

R Figure 5: Mecca engraving from d’Ohsson’s Tableau Général de I'Empire
Othoman, 39 x 56 cm.

1 Figure 6: View of Istanbul from Marie-Gabriel-Florent-Auguste de
Choiseul-Gouffier’s Voyage pittoresque de la Gréce (vol. 2-2), 34 x 52.5 cm.

illustrations uniquely capture the cityscape and individual
buildings, employing the lens of picturesque aesthetics—a
highly sought-after concept that gained popularity across
Europe in the latter part of the eighteenth century.'® Among
the seventeen engravings, five—comprising three double-
page and two whole-page illustrations—depict the city from
a panoramic perspective, effectively capturing its expansive
landscape (fig. 6). The remaining twelve smaller engravings
individually portray notable architectural structures within
the capital, ranging from waterfront mansions to mosques
and from barracks to palatial kiosks. Most of these engravings
feature idle men and women spending time in derelict spaces
in the foreground, showcasing the oriental way of life in the
Ottoman capital. Collectively, these illustrations—along with
those in the remaining two volumes dedicated to Greece—
share similarities in reflecting a colonial gaze and effectively

contributing to the exoticization of the empire.

The second travel book in the eighteenth-century picturesque
tradition was Antoine Ignace Melling’s Voyage pittoresque de
Constantinople et des rives du Bosphore.® In spite of this book
sharing certain characteristics with Choiseul-Gouffier’s work,
such as its remarkable engravings and substantial size, it

diverged significantly in its particular Ottoman perspective
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Canakkale Bogaz ile istanbul Bogaz1'n1 bir ¢ift olarak tasvir
ettigi kiiciik 0lcekli resimlerinde de gozlemlenebilir (sek. 4).

Choisseul-Gouffier'nin aksine Melling, istanbul'a yaptig1 gorsel
yolculuk boyunca hicbir antik mekan1 resmetmez. istanbul'la
ilk karsilagmasini denizden gosteren, kentin giiney ucundaki
kara ve deniz surlari ile Prens Adalari'nin gortintistint
aktaran tictincii ve dordtincii levhalari, ilki Kadikoy i
(Kalkedon) ikincisi ise Bulgurlu tepelerinden Istanbul'un
panoramik gortintiistini sunan iki levha izler.” Bu son iki
levha, kentin kurulusuna dair bagka bir efsaneye yapilan

bir diger atif olarak yorumlanabilir. Kentin tarihi boyunca
Kalkedon'la iligkilendirilen Delphi kahininin Bizantionun
"kdrler kentinin kargisinda' kurulacagl 6ngoriisi, istanbul

sakinlerinin kentsel bellegine hitap etmis olmalidir.”

Bu ilk alt1 gorseli miuteakip okuyucu kendisini Kiz
Kulesi’nden gehre dogru genis bir aciyla bakarken bulur. Bu
tasvir, Osmanli Sarayr’na ev sahipligi yapan yarimadanin
ucundaki Sarayburnu’ndan baglar ve Hali¢’in iyi oranl:

bir temsilini sunar. Kentin geri kalan surlarla gevrili
kismiysa pitoresk bir fon iglevi gorir. Ayrica bu manzara,
Bogaz’in Tophane’ye uzandig: ilk kismai da igerir. istanbul
Aragtirmalari Enstittisti’ntin arsivi, bu 6zel gértintintn bir
kara kalem cizimini barindirmaktadir (sek. 7). Melling bakan
kisiyi icine ceken bu karsilagmanin akabinde okuyucularini
yonlendiren ve sirali bir tavirla, kente Marmara Denizi’'nden
bir sandalla girip sahil boyunca kuzeye dogru seyahat
ediyormus hissini uyandirarak Osmanli istanbul’unda
rehberlik etmeye devam eder. Bu okuyuculara, “Bogaz’in
dalgalarinda diledikleri gibi kiirek cekme 0zgurlugu™>*
saglar. Yolculuk boyunca okuyucu aralikli olarak karaya
cikar ve cesitli semtlerde dolagir. Melling’in ¢izimlerine
eslik eden metinlerin bir kisminin yazari olan Fransiz
haritaci Jean-Denis Barbié du Bocage izlenen rotanin bir
bagka onemli yontinden bahseder. Bu cizimlerin “yan yana
konumlanabilecek sekilde birbirini takip ettigini, boylelikle
de emsali bulunmayan bir manzara ya da daha dogrusu

bityiik bir panorama olusturdugunu”® ifade eder. Kitaptaki
cizimlerin yanisira, Melling ayni manzaralarin yer aldigt
suluboyalar da yapmistir (kat. 16, 17). Bu kitap disinda bir
hayata sahip olan eserlerin de sanatcinin yaratmaya calistigi

bityiik panoramanin parcalari oldugu sdylenebilir.?®

Daha 6nce de bahsedildigi tizere Melling’in kent tasviri
kentin antik anitlar: ya da kaybedilmis eski ihtisamindan
ziyade mevcut gorkemi ve guzelligine odaklandigi i¢in bu

esere filhelenist bir egilim atfedilemez. Barbié du Bocage de
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aciklayict metninde “sanat¢inin amacinin iilkenin mevecut
durumunu tasvir etmek oldugunu” teyit eder.”” Bu ayirt edici
yaklasim Melling’i cagdas meslektaslarindan ayirip sultanin
oncelikleri ve genis kapsamli hedefleriyle bagdastirirarak
Selim’in bu igin tretimindeki roliinti kapsamli bir sekilde
degerlendirmeyi miimkiin kilar. Hem Choiseul-Gouffier’nin
hem de D’Ohsson’un iglerinden ilham alan Selim’in,
okuyuculara modernlestirilmis bagkentinde panoramik bir
gezi vadetmekle kalmayip ayni zamanda kentte fiziksel olarak
bulunma hissi uyandiran stiriikleyici bir deneyim yagatacak
bir albtim siparis etmeyi amag¢lamis olmasi muhtemeldir.?®
Melling’in albimiintin baglangici ve finanse edilmesini
cevreleyen kosullar tam anlamiyla acikliga kavugmamis olsa da
bu girisimin kiltiirel ve siyasi 6nemi goz oniinde tutuldugunda
Osmanli sarayinin bu albiimiin olugmasinda bir rolii oldugu
diisiiniilebilir. ik etapta Selin’in bu kitab1 siparis ebmis

olma ihtimali bulutlarin distiine yerlestirilmis bistiine ve
cildin acilig sayfalarindaki tugrasina ilave bir anlam katar.
Ancak, mali kisitlar, degisen oncelikler ya da bagka faktorler
sebebiyle, proje nihayetinde yalnizca Fransiz hiikiimetinin
destegiyle tamamlanmis gibi gorantir.” Albtimin finansmanini
ve ortaya cikmasini saglayan kesin kogullar ne olursa olsun,
sultanin bu iddiali sanatsal cabadan haberdar olmadigina
inanmak zordur. Hatice Sultan’a yillarca neredeyse kethiidas1
olarak hizmet eden Melling, ve hem ona, hem de agabeyi olan
padisaha sahil saraylar: tasarlamis ve insa etmistir. Melling,
1800 y1l1 civarinda sarayin gozinden diigmeden 6nce, Fransiz
mithendis ve kartograf Francois Kauffer ile birlikte III. Selim
icin Sarayburnu'nda yeni bir saray tasarlamaktadir.>® Kauffer,
Choiseul-Gouffier'ye Yunanistan, Kiigiik Asya ve istanbul’a
antik kentleri ve tarihlerini aragtirmak tizere yaptigi yolculukta
eslik etmisti>* Kauffer'in 1776°da iistlendigi ve 1786’°da revize
ettigi istanbul'un son derece ayrmtil ilk bilimsel haritas1
Voyage pittoresque de la Gréce'de (Yunanistan’a Pitoresk Bir Gezi)
yayimlandi1.3? Choiseul-Gouffier 1784'te Fransiz buyikelgisi
olarak istanbul'a atandiginda, Kauffer'i bir kez daha maiyetine
katilmaya davet etti. Kauffer, cogunlukla askeri gegmise sahip
cok sayida mithendisle birlikte yeni Fransiz biytikelgisine

eslik etti ve Osmanli sarayimnda dnemli bir sayginlik kazanda.
Sorumluluklari, haritalarin olusturulmasinin yani sira

kalelerin tasarimi ve restorasyonunu da kapsiyordu.

Selim, 12 Nisan 1797 tarihinde yayimladig: bir fermanla
Kauffer'in gorev stiresini uzatma niyetini agikca ifade
etmistir.>® Buyeniden gorevlendirmenin ifade edilen
gerekgesi, Kauffer'in bir baska Avrupali baniden gelecek is
tekliflerini kabul etmesini 6nlemekti.’* Bununla birlikte,

Selim'in bir diger motivasyonunun, daha dnce Kauffer’in
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in visually depicting the city. This distinction is evident not
only in the content of the illustrations but also in the sequence
and selection of the scenes, which deliberately conveyed

an Ottoman-centric viewpoint. While the majority of the
engravings in the album serve the purpose of acquainting the
audience with the contemporary urban landscape of Ottoman
Istanbul, the initial six plates appear to place emphasis on the
city as a whole in its geographical context, subtly alluding to
its historical foundation myths. The album commences with

a portrayal of Tenedos island, followed by a depiction of the
Canakkale Strait.

Melling’s decision to commence his visual journey from
Tenedos evokes a sense of familiarity among the local
audience, as it recalls a specific site—Alexandria Troas—
located directly opposite the aforementioned island. This
location holds a deep connection to the foundational
mythology of Istanbul, as it was designated as the “Eski
Istanbulluk” (the prospective Istanbul).?° Furthermore,
Melling’s deliberate selection of these locations signifies his
inclination to encompass the entirety of the Marmara basin
in his visual representations of Istanbul. This preference
aligns with the convention of the earlier Ottoman genre

of the book of the sea (Kitab-1 Bahriye), which regarded the
Canakkale Strait as a geographical boundary that separated
the Mediterranean from the Marmara basin.”* Additionally,
it is likely that Melling was familiar with the works of earlier
travelers, such as Guillaume-Joseph Grelot, one of the first
travelers who depicted Istanbul in its geographical entirety,
with the Marmara region starting from the Canakkale Strait.
A similar tendency can also be observed in Kapidagli’s small-
scale paintings found in the aforementioned leather-bound
volume, where he depicted the Canakkale Strait and the
Bosporus as a pair (fig. 4).

Unlike Choisseul-Gouffier, Melling does not depict any ancient
sites along his visual journey to Istanbul. The third and fourth
plates, portraying his initial encounter with Istanbul from the
sea, capturing the land and sea walls at the southern tip of
the city and the view of the Princes’ Islands, are followed by
two plates, the first showcasing Chalcedon (Kadikdy) and the
second offering a panoramic view of Istanbul from the hills of
Bulgurlu.”? These latter two plates can be interpreted as yet
another allusion to a myth regarding the foundation of the
city. The Delphic oracle’s directive to establish Byzantium
“opposite the city of the blind,” which had been associated
with Chalcedon throughout the city’s history, likely resonated

with the memories of Istanbul’s inhabitants.”

After the presentation of these six preliminary images, a wide-
angle view of Istanbul unfolds from the vantage point of the
Maiden’s Tower, offering viewers a comprehensive introduction
to the city. The depiction begins at Sarayburnu, the tip of

the peninsula housing the Ottoman palace, and presents a
well-proportioned representation of the Golden Horn, with

the remaining walled city serving as a picturesque backdrop.
Additionally, the scene captures the initial stretch of the
Bosporus, extending up to Tophane. The archive of the Istanbul
Research Institute houses a pencil drawing sketch of this
particular image (fig. 7). Following this immersive introduction,
Melling proceeds to guide his readers through Ottoman Istanbul
in a directional and somewhat sequential manner, evoking

the sensation of entering the city from the Marmara Sea on a
boat and journeying north along the coastline. This enables

the readers “the freedom to row at their will on the wave of the
Bosporus.”?* Throughout the journey, the reader intermittently
disembarks and strolls through various districts. Jean Denis
Barbi€¢ du Bocage, a French cartographer who authored a portion
of the texts accompanying Melling’s illustrations, mentions
another significant aspect created by the route followed in this
journey. He states that the illustrations “succeed each other in
such a way that they may be placed side by side thus making up
one unparalleled scene or rather a grand panorama.”® In addition
to the illustrations in the book, Melling also made watercolors
of the same views (cat. 16, 17). These works that had a life outside
of the printed volume may be said to be part of the “grand

panorama” that the artist strived to create.?

Melling’s portrayal of the city, as previously mentioned, is not
attributable to a philhellenic inclination, as the focus is not

on the city’s ancient monuments or its lost former glory but
rather on its contemporary splendor and beauty. Barbié du
Bocage, too, in his explanatory text confirms that “the artist’s
goal was to depict the actual state of the country.”” This
distinctive approach sets him apart from his contemporaneous
philhellenic counterparts and harmoniously aligns with

Selim’s prerogatives and overarching objectives, prompting a
comprehensive examination of Selim’s role in the production of
this work. Drawing inspiration from both Choiseul-Gouffier’s
and d’Ohsson’s works, Selim likely aspired to commission

an album that would not only offer readers a panoramic

tour of his modernized capital but also create an immersive
experience that evoked the feeling of being physically present
in the city.?® Although the exact circumstances surrounding the
initiation and funding of Melling’s album remain unclear, it

is conceivable that the Ottoman court may have played a role

in its conception, given the cultural and political significance
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cizdigi haritanin Avrupa'ya yayilmadan evvel giincellenmesi
arzusu oldugu da diistinilebilir. Bu uzatma, Selim'in iddial1
ingaat projelerini, 6zellikle de istanbul'un fiziksel dokusunu
onemli dlciide degistirecegi tahmin edilen yeni askeri
kiilliyeleri tamamlamasi icin yeterli zaman tanimak i¢in
gerekliydi. Selim’in bu hesapli arzusu, bagkenti heybetli ve
cagina uygun bir sekilde tasvir ederek Avrupali muadillerine
cazip bir imaj yansitmay1 amacliyordu. Bilhassa Kauffer'in
haritasi, III. Selim'in bagkentin kentsel dokusuna yaptig:
onemli miidahaleleri de icerecek sekilde, Once haritaci,
ardindan da Kauffer'in 1801'deki 6liimiinden sonra Barbié du
Bocage tarafindan gozden gegirilmis ve Melling'in albimtinde

yayinlanmasiyla nihayete ermistir.*®

PANORAMIK YENIDEN FETIHLER:
IMPARATORLUGUN UZAK KENTLERINI

TEKRAR KAZANMAK

Osmanli sarayinin, islahatlar: yayma cabasinin bir parcasi
olarak yeni insa edilen modern yapilarini teshir etme yoluyla

Istanbul tasvirlerini yayma arzusu Avrupa’nin Osmanl

+2 Sekil 7: Ustte: Melling’in Kiz Kulesi’'nden yaptigi panoramik skec
(kat. 15). Altta: Ayni cizimin bitmis ve graviirlenmis hali. Melling, Voyage
pittoresque. 63,5 x 95 cm.
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imparatorlugu’na yonelik artan merakiyla bagdasiyordu.
Bilhassa Ingiltere’de bu merak, 1798°de Napoleon Bonaparte’in
Misir’t isgalinin ardindan iki imparatorluk arasinda
Fransizlara kars1 kurulan ittifakin bir neticesiydi. Britannic
Magazine’in Ocak 1799 sayisindaki bir haber bu ilgiyi 6rnekler.
Haberde bir sonraki ayki sayida I IL.Selim'in bir portresinin,
daha sonraki aylarda da Osmanli imparatorlugu'nun tarihi,
siyasi durusu ve askeri gliciine dair bilgilerin yayimlanacagi
belirtilmektedir.>® S6z konusu portrenin tahta ¢iktiktan
sonra III. Selim’in ressam Konstantin Kapidagli’ya yaptirdigi
ve kent manzarasini padisahla iligkilendiren portrenin

bir versiyonu olmasi olasidir. Ayni yil III. George’un,
panoramalarim sergilemesi icin ihtira berat1 verdigi irlandali
ressam Robert Barker, muhtemelen kamuoyunun duydugu
bu hayranliktan giic alarak rotundasinda sergilenecek ilk
yabanci kent panoramalarinin Istanbul’unki olmasina karar
verdi.’” 1801 senesine kadar Edinburgh, Londra kentlerini ve
deniz savasglarindaki cegitli Britanya zaferlerini tasvir eden
ve olabilecek en gercekei bigimde ¢izilmis panoramalar 360
derecelik tam daire icinde sergileniyordu. Robert’in oglu ve
meslektas:t Henry Aston Barker, 1799 yilinin son giinlerinde
kentin panoramasi i¢in ¢izimler iiretmek amaciyla Osmanl:

bagkentine seyahat etti.*® Heniiz bir ay 6nce ingiltere’nin

of such an undertaking. The possibility that Selim might

have initially commissioned this book adds further meaning
to his bust perched on clouds and his tughra in the volume’s
opening pages. However, whether due to financial constraints,
shifting priorities, or other factors, the project ultimately
appears to have been completed solely with French government
support.”? Regardless of the exact circumstances surrounding
the funding and realization of the album, it is difficult to
believe that the sultan was not aware of this ambitious artistic
endeavor. Melling served Hatice Sultan for years as a kind of
steward (kethiida), and he designed two waterfront palaces

for her and the sultan. Before falling from the grace of the
court around 1800, Melling was preparing a design for Selim
IIT’s new imperial kiosk in Sarayburnu, collaborating with

the French engineer and cartographer Frangois Kauffer.>
Kauffer had accompanied Choiseul-Gouffier on his journey

to Greece, Asia Minor, and Istanbul in pursuit of ancient

sites and their histories.? The first scientific, highly detailed
map of Istanbul that Kauffer undertook in 1776 and revised

in 1786 was published in Voyage pittoresque de la Grece.”> When
Choiseul-Gouffier was appointed as the French ambassador

to Istanbul in 1784, he once again invited Kauffer to join his
entourage. Along with numerous other engineers, primarily
from military backgrounds, Kauffer accompanied the new
French ambassador and enjoyed significant esteem within the
Ottoman court. His responsibilities encompassed the creation

of maps as well as the design and restoration of fortresses.

In an imperial decree issued on April 12, 1797, Sultan Selim
explicitly expressed his intention to extend the tenure of
Kauffer’s services.” The stated rationale for this reappointment
was to prevent Kauffer from accepting employment offers from
another European patron.>* However, it is plausible that Selim’s
motivation also encompassed his desire to modify the map
previously created by Kauffer, prior to its dissemination across

Europe. This extension was necessary to allow ample time for

=1 Figure 7: Top: A sketch drawn from the Maiden’s Tower by Antoine Ignace
Melling, (cat. 15). Bottom: The engraved and finished version of the same
sketch from Melling’s book, Voyage pittoresque de Constantinople et des
rives du Bosphore. 63.5 x 95 cm.

Selim to complete his ambitious construction projects, specifically
the new military complexes, which were expected to significantly
alter the aesthetic landscape of Istanbul. This calculated
maneuver aimed to exhibit the capital in a formidable and
contemporary manner, thereby projecting a compelling image to
their European counterparts. Notably, Kauffer’s map underwent
revisions that incorporated Selim III’s significant interventions

in the urban fabric of the capital, initially by the cartographer
himself, and subsequently by Barbié¢ du Bocage after Kauffer’s

death in 1801, culminating in its publication in Melling’s album.*®

PANORAMIC RECONQUESTS: RECLAIMING

THE EMPIRE’'S DISTANT CITIES

The Ottoman court’s desire to disseminate depictions of Istanbul,
showcasing its newly constructed modern structures as part of
their efforts to promote reforms, aligned with a growing curiosity
toward the Ottoman Empire in Europe. Particularly in Britain,
this curiosity was a consequence of the alliance made between

the two empires against the French in 1798, after Napoleon
Bonaparte invaded Egypt. An advertisement in the Britannic
Magazine, announcing that a portrait of Selim III was going to be
published in their February 1799 issue and that more information
on the history, political stance, and military power of the Ottoman
Empire would be given in the coming months, exemplifies this
interest.* It is likely that the portrait in question was a version

of the one that Selim III commissioned from Kapidagh after

his ascension, which associated the city view with the sultan. In
the same year, probably triggered by this public fascination, a
Scottish painter named Robert Barker who was granted letters
patent by King George I1I to display his panoramas decided that
Istanbul should be the first foreign city to be displayed in the
rotunda.’” Until 1801, the large-scale paintings that depicted
Edinburgh, London, and several British victories in naval battles
as realistically as possible were exhibited in a full circle of 360
degrees. Henry Aston Barker, Robert’s son and colleague, traveled
to the Ottoman capital in the final days of 1799 with the purpose of
creating drawings for a panorama of the city. ® Lord Elgin, who had
recently assumed his role as the new ambassador of Great Britain
in Istanbul in November 1799, a month prior, provided assistance

to Barker in obtaining the necessary permissions from the

|
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Osmanli nezdindeki biytikelgiligi gorevini devralmis olan
Lord Elgin, biiytikelgilik terctimanlarindan Bay Pisani ve
1807°¢ kadar istanbul’da tam yetkili bakan olarak gorev
yapan eski Ingiliz Biiytikelcisi John Spencer, Barker’a
Babiali’den gerekli izinleri almasinda yardimei oldular.®
Barker’in istanbul’da tuttugu giinlikleri bazi Osmanli devlet
adamlarinin kendisinin kentteki varligindan ve ziyaret
amacindan haberdar olduklarina dair kanitlar icerir.*°

Hatta bazilar: Barker’in ¢izimlerini gorme firsati bulmustur.
Padisahin Barker’in projesine dair dogrudan bir bilgisi olup
olmadig1 ya da Londra’daki sergisine dair bilgilendirilip
bilgilendirilmedigi belirsizligini korumaktadir. Ancak Selim’in
en azindan bu dénemde ortaya ¢ikan ve bir mekani yiiksek
bir gercekeilik duygusu ile tasvir ederek seyirciyi gercekten de
o mekandaymais gibi hissettiren temsil pratiginden haberdar

olduguna inaniyorum.

Barker’in Londra’ya dondugi ve Selim’in Fransiz giiglerinin
yenilgisi akabinde kendisini Misir’in ikinci fatihi ilan ederek
unvanlarina “gazi”yi ekledigi y1l olan 1801°de, padisah
Konstantin Kapidagli’ya bir dizi resim siparis etti. Bunlar
arasinda Rahmaniye, Resid, iskenderiye ve Kahire gibi cesitli
Masir kentlerinin yani sira kaleler ile ingiliz, Fransiz ve
Osmanli kuvvetleri arasinda gerceklesen savaslarin tasvirleri
bulunuyordu. Selim ¢izimlerin yiiksek bir noktadan ve
mumkin oldugunca dogru bir sekilde yapilmasini bilhassa
emretti. Konstantin gerekli taslak ve ¢izimleri yapmak tizere
Misir’a gonderildi. Ragid ve Kahire icin yaptigl ¢izimlerin
lejantlarini iceren bir argiv belgesinde Ragid’e dair dokuz,
Kahire’ye dair altmis dort baglik bulunur.** Son derece
ayrintili olan lejant maddeleri incelendiginde Konstantin’in

Maisir panoramasini titizlikle hazirladigr acikga anlasgilir.

Konstantin’in, muhtemelen atolyesinde daha ayrintili ve
tashih edilmis resimler tiretmek tizere ¢izdigi ilk taslaklariyla
birlikte baskente donmesinin ardindan Selim ikinci bir
portresiyle yirmi sekiz Osmanli padisahinin tasvirlerini
iceren bir albtim siparis eder. Albtiimdeki portreler Selim’in
1793 tarihli portresine benzer bir bicimde her bir gorsele

bir vinyet ilistirilmis olarak hazirlanir. Bu vinyetler askeri
zaferler, mimari siparisler ya da her padisahla iligkili olaylar1
resmetmektedir. Selim’in kendi vinyeti bu defa evvelki
portresinde bulunan Topc¢u Kislasi’nin yerine en é6nemli ve
yakin tarihli bagarilarina dair bir kolaj niteligindedir (sek.

8). Kompozisyonun 6n planinda, Selim’in modern ordusuna

+ Sekil 8: Konstantin Kapidaglh'nin lll. Selim portresi. TSMA 121/97. 39 x 26 cm.
2 Sekil 9: Konstantin Kapidagli'nin 1. Selim portresi. TSMA 121/79. 39 x 26 cm.
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mensup bir grup asker yeni tiniformalari icerisinde tasvir
edilmistir. Modern top ve techizatlar kullanan bu askerlerin
disiplinli ve s1ki bir talim yaptig1 gortliir. Arka planda ise
Uskiidar Kiglasi, Selimiye Camii, 6niinde yeni insa edilmekte
olan gemiler ile Tersane-i Amire bir kolaj olarak tasvir
edilmistir. En sag kosede ti¢ piramidal kiitle dikkat ¢eker.*> Bu
piramitler muhtemelen III. Selim’in Misir’1 “yeniden fethini”
simgelemektedir. Kapidagli’nin Kahire’deki piramitleri
tasvirine dair fikir sahibi olmak i¢in, Misir’in ilk Osmanl
fatihi olan I. Selim’in portresinin incelenmesi elzemdir (sek. 9).
I. Selim’in vinyetinin 6n planinda imparatorluk topraklarina
kattig1 kutsal kentler Mekke, Medine ve Kudiis’ii temsil

eden tic anahtar yer alir. Kapidagli’nin eseri daha yakindan
incelendiginde, bu resmin onun kapsamli bir bicimde ¢izdigini
bildigimiz Kahire panoramasinin ktgultiilmis bir versiyonu
oldugu ortaya cikar. Oldukea kiiciik 6lcekli olmasina ragmen,
tasvir edilen ve yakindan bakildiginda titiz firca darbeleri
olarak goriinen tiim anitlar kolaylikla ayirt edilebilmektedir.
Ayrica resmin 0n planinda bir tepenin tizerinde duran g kisi
gorilir ki bunlar, Kapidagli'nin Kahire cizimindeki lejantta
siralanan ti¢ kigiyle kusursuz bigimde eslegir: Konstantin
(sanatc¢inin kendisi), Haci Ali (Kahire’nin anitlarimin dogru bir

bicimde resmedilmesini saglayan yerel rehber) ve bir personel.

IIL. Selim’in 6nde gelen Misir kentlerinin panoramik

gorintilerini, kisa stire de olsa iggal edilen topraklarini

Sublime Porte, along with Bartolomeo Pisani, an interpreter

at the British Embassy, and John Spencer, the former British
ambassador who continued to serve in Istanbul as minister
plenipotentiary until 1801.> Barker’s diaries, which he kept in
Istanbul, contain evidence that certain Ottoman statesmen
were aware of his presence in the city and the purpose of his
visit.* Some even had the opportunity to view his drawings.
While it remains uncertain whether the sultan himself had
direct knowledge of Barker’s project or was informed about the
subsequent exhibition in London, I believe he was at least aware
of the contemporary practice of representing a location through

drawings that aimed to capture a heightened sense of realism,

thereby invoking a feeling of presence within the depicted space.

In 1801, the year Barker went back to London and the year
Selim added “gazi” (warrior for the faith) to his titulature,
declaring himself the second conqueror of Egypt after the
French forces were defeated, the sultan commissioned a
series of paintings from Kapidagli. These paintings included
depictions of various Egyptian cities, including Rahmaniya,
Rashid, Alexandria, and Cairo, as well as fortresses and
portrayals of the battles fought between the British, French,

and Ottoman forces. Selim specifically ordered the drawings

= Figure 8: Portrait of Selim Il by Konstantin Kapidagli. TSMA 121/97. 39 x 26 cm.

* Figure 9: Portrait of Selim | by Konstantin Kapidagli. TSMA 121/79. 39 x 26 cm.

to be made from a high vantage point and as accurately as
possible. Kapidagli was sent to Egypt to produce the necessary
drafts and drawings. There is an archival document that
contains the legends of his drawings for Rashid and Cairo, the
former consisting of nine entries, while the latter encompasses
sixty-four entries.* Judging by the detailed names marked on
the legend, it is apparent that Kapidagli’s panorama of Cairo

must have been meticulously crafted.

Following Kapidagli’s return to the capital, likely with his
initial drafts to create more detailed and refined paintings in
his atelier, Selim commissioned a second portrait of himself
and an album featuring depictions of all twenty-eight Ottoman
sultans. The portraits in the album were executed in a manner
similar to Selim’s 1793 portrait, with a vignette incorporated
into each image. These vignettes portrayed military triumphs,
architectural commissions, and events associated with each
sultan. This time, Selim’s own vignette showcased a collage

of his most notable and recent achievements, replacing the
artillery barracks present in his earlier portrait (fig. 8). The
foreground of the composition featured the soldiers of Selim’s
new modern army equipped with uniforms, advanced artillery,
and modern equipment, engaged in rigorous training, executed
with precision and discipline. In the background, there existed
a collage of the Uskiidar barracks, the Selimiye Mosque, the
imperial arsenal with newly constructed ships, and three
pyramidal masses in the far-right corner.* These pyramids
likely symbolized Selim III’s recent “reconquest™ of Egypt.

To gain insight into Kapidagli’s depiction of the pyramids in
Cairo, an examination of Selim I’s portrait proves essential, as
Selim I was the initial Ottoman conqueror of Egypt (fig. 9). His
vignette beneath the portrait showcased a city view of Cairo,
symbolizing his conquest. Notably, the foreground of Selim I’s
vignette featured three keys, representing the holy cities of
Mecca, Medina, and Jerusalem, which he incorporated into

the empire’s territories. Upon closer inspection of Kapidagli’s
work, it becomes evident that this painting represents a scaled-
down version of his intricate panorama of Cairo. Despite the
smaller scale, all the depicted monuments remained easily
discernible, appearing as meticulous brushstrokes when viewed
up close. Significantly, the vignette portrayed three legible
figures standing atop a hill, which matched perfectly with the
three people listed in the legend of Kapidagli’s Cairo drawing;:
the artist himself, Hac1 Ali (a local guide who provided an

accurate portrayal of Cairo’s monuments), and a staff member.

I argue that Selim III strategically commissioned panoramic

views of prominent Egyptian cities to advance his territorial
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sahiplenmek ve daha genis bir bolgede otoritesini
saglamlagtirmak amaciyla stratejik olarak siparis ettigini
distintyorum.* Bu niyet, bagkentin fiziki gortuntimi ve
temsillerini zekice kullanmasiyla mitkemmel bir uyum
icerisindedir. Selim, Napoleon Bonaparte’tn Misir’1 37
ciltlik Description de PEgypt’in (Misir’1n Tasviri) olugmasina
yol agan sanatcilar, arkeologlar ve bilim insanlarindan
olusan bir maiyetle isgal ettigi ve ingilizler’in hem deniz,
zaferlerini hem de Kahire ve istanbul’un kent manzaralarini
Londra’da panoramik bir formatta sergiledigi bir donemde
gorsel iletisimin imparatorlugunu ayakta tutmadaki giderek
artan 6nemini ve etkisini keskin bir gsekilde kavradigini
gostermigtir.** Biyitik duvar resimlerinden sultanlarin
portrelerini siisleyen vinyetlere kadar farkli 6lgceklerde
cizilen basglica Osmanli kentlerinin panoramik resimleri
Selim tarafindan etkili bicimde kullanilmais, bu sekilde
modern bir imparatorluk imgesi yaratilabilmigtir. Stratejik
olarak kendisini bu gsehirler ve onlarin gorsel temsilleriyle
iligkilendiren Selim, donemin hakim hassasiyetlerinden de
faydalanarak Avrupa ve Osmanli izleyicisinin ilgi ve isteklerine

de hitap edebilmistir.
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reclamation efforts and consolidate his authority within the
wider region.*> This agenda perfectly harmonizes with his
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representations to promote his political ambitions, Selim
tapped into the prevailing sentiments of the era, resonating
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kurulmasina yol acti. 1799'dan baslayarak Kahire basta olmak lizere cesitli Misir
kentlerini 6ne cikaran panoramik tasvirlerin liretiminde dikkate deger bir artis
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bilgi icin bkz. Louis de Laus de Boisy, “The Institute of Egypt,” Napoleon:

Symbol for an Age, A Brief History with Documents, der. Rafe Blaufarb

(New York: Bedford/St. Martin’s, 2008), 45-48; Andrew Bednarski, Holding

Egypt: Tracing the Reception of the Description de I'Egypte in Nineteenth-
Century Great Britain (Londra: Golden House Publication, 2005); David
Prochaska,“Art of Colonialism, Colonialism of Art: The ‘Description de I’'Egypte’
(1809-1828),” L’Esprit Créateur 34, no. 2 (1994): 69-91.

82

THE PROPAGANDA POWER OF URBAN VIEWS IN
SELIM TS OTTOMAN EMPIRE

(1809-1829), a collaborative endeavor undertaken by artists and scientists under
the patronage of the Commission des Sciences et des Arts d'Egypte. Particularly
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