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ABSTRACT

The current study of Side Emre which is titled as “Every Picture Tells A Story: An
Analysis of the Crime-Atrocity-Murder Dlustrations in Servet-1 Finun as Recurrnet
Messages Emphasizing A Critique of the West” endeavoured to analyze and interpret
several disconnected issues of the illustrated Ottoman popular periodical Servet-i Fiinun
published in the years 1891, 1892, 1893 and 1895. The main focus of the study lied on the
interpretation of the textual aﬁd illustrative materials of Servet-i Fiinun with a gradual
condensation on the crime-atrocity-murder illustrations and articles.

Chapter I dealt with the first three issues for the aim of tracing the character and
format of the periodical. The “texture” of the periodical was analyzed via a synthetic and
comparative method.

Chapter II, dealt with a number of thematically categorized illustrations of Servet-i
Funun, to expose various “visual channels of Westérnization” that were being utilized.
This chapter proposed several sub-branches of visual channels under the “foreign™ and the
“domestic” agenda.

The final chapter of this study was about the textual and compositional
interpretations of the “crime-atrocity-murder” illustrations with the aim of deciphering the
messages emphasizing a criticism of the West.

The main channel of research in this study consisted of a thorough and minute
 examination of first-hand sources in Ottoman Turkish and English. Several issues of
Servet-i Fiinun, Musavver Cihan, Malumat, Hazine-i Fiinun, The Levant Herald

and The Oriental Express were analyzed. The Appendix sections disclose the Turkish
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transcriptions of the examined issues of Servet-i Fiinun and Musavver Cihan. Apart
from that, the Press Memoirs of Ahmed Ihsan Tokgoz, “Matbuat Hatiralarm” and

“Tahsin Pasa’mn Yildiz Hatiralar, Sultan Abdiilhamid” were the only bibliographical

materials that were referred to in this study.
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KIS4 OZET

Side Emre’nin “Her Resmin Bir Hikayesi Vardir: Servet-i Fiinun’daki Sug-
Vahset -Cinayet Temah fliistrasyonlar ve Onlarm Bat’yn Odak Alan Eles\tirileri
Kapsaminda Devamh Kullamlan Mesajlar Olarak incelenmesi” adli lisansiisti tez
caligmasinda Servet-i Fiinun’un 1891, 1892, 1893 ve 1895 yillannda basiimis baglantisiz
bir dizi niishasi incelenmigtir.

Caligmanin  ana temasim derginin metin ve iliistrasyonlarnin  incelenmest
olugturmustur. Sug-vahget-cinayet temah iliistrasyonlara gecis ¢alismamn igiincii
boliminde yapiimgtir.

Birinci bolimde derginin ilk {i¢ niishasi sentetik ve kargilagirmah bir metod
gergevesinde Servet-i Finun’un karakter ve formatim analiz edebilmek, derginin
“dokusunu” inceleyebilmek amaciyla ¢aligiinmgtir. Ikinci bolimde ise bir dizi, temalarina
gore siniflandinlmug ilistrasyonlar, dergide kullamlan “Bati’nin gérsel kanallarim™ ortaya
¢ikartmak igin incelenmigtir. Bu bolimde “yabanci” ve “yerli” alt baghg altindaki
iliistrasyonlara bakidmigtr. Ugtincii boliim ise sug-vahget-cinayet temalt iliistrasyonlarnin
metin ve kompozisyon incelemelerinden olugmugtur. Bu bolimiin ana fikri ilistrasyonlarin
ve makalelerin ilettigi “Bat1 elegtirisini” en dar noktada irdelemektir.

Bu c¢alismamn en belirleyici aragtirma malzemesini ana metinler olugturmustur.
Servet-i Fiinun, Musavver Cihan, Malumat, Hazine-i Fiinun, Osmanh Tirkcesi
kaynaklarim, The Levant Herald, The Oriental Express ise Ingilizce ana referans
malzemelrini olusturmugtur. Caligmanin arkasinda bibliografya boéluminden oOnceki

, “Appendix I, II” kisminda bu malzemelerin hem onjinalleri hem de Tiirkge



transkripsiyonlart verilmistir. Bunlarin diginda Ahmed Ihsan Tokgéz’in “Matbuat
Hatiralan” ve “Tahsin Pasa’nin Yildiz Hatiralan, Sultan Abdiilhamid™ adh kitaplar

donemi ve Servet-i Finun odakli 1890’larin matbuat ortammm anlatmalan bakimindan

yararh olmuslardir.
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INTRODUCTION

servel-7 Fiimun is an illustrated Ottoman periodical published every week on
Thursdays. The very first issue appears on the 14th of March 1307 (26th of March
1891) and until the death of its editor in 1942, the aétual life of the periodical 1s quite
long and uninterrupted. Ahmed fhsan Tokgoz’s “Matbuat Hatiralanm” (covering
in the first section the years 1888-1908 and 1908-1914 in the second section) which
was published in 1930-1931 provides an extremely useful reference for tracing the
character and format of .Sezve/~/ Fizuy in the press milieu of the 1890s, in addition
to perceive the socio-cultural and political surrounding within which it exists. Ahmed
Thsan Tokgoz, the chief editor of Servel=/ Fiinun reveals the periodical’s character.
It consists of topics and illustrations pertaining to literature, science and arts. Other
than that, biographies, translations of various texts, travellers’ accounts and novellas
are the constituent parts of the periodical. The purchasing chart of the periodical
shows the triple branch of the predetermined reading audience. This audience consists
of the readers in Istanbul, all the other remaining parts of the Ottoman land and
finally the foreign readers (the subscription regulations are given in details in the
“Serait-i Istira” chart in the Appendix I, as will be observed the price of the periodical
differs for the three different categories).

The examination of the selected issues covering the years i891, 1892, 1893
and 1895 can be put forth as direct reference points to the editor’s assertions about
the contents and the character of the illustrated periodical and the reader is enabled to
connect the periodical with its foreign counterparts that exist within the same genre
(for further reference see Appendix II). The table of contents section (“Miindericat™)

in each issue relates the headings of the periodical successively and the articles appear



2
in this predetermined order. When this section is omitted, as will be observed in some

issues, the general framework of the periodical is preserved according to that non-
existing table of contents section that can be surveyed in the previous issues.

\

Therefore the faihtful reader knows what to expect where even without being
informed explicitly.

The first chapter of this study is going to deal with the first three issues of
Servel-/ Flipun. The main aim of this chapter will consist of tracing the character and
format of Serve/-7 Finun  as perceived simultaneously in the first three issues. This
opening chapter is designed to accommodate the readers with the illustrative and
textual subject-matter, in other words with the “texture”of the periodical. A concise,
sythetic and comparative approach will be utilized in the examination of these issues.

The second chapter of the study is aimed to examine a number of thematically
categorized illustratioﬁs appearing in various disconnected issues of Servel—/ Fiinun
for the wunderstanding of a number of divergent “visual channels of
Westernization”.

Within the compass of Chapter II, the examination of the recurrent messages
and responses loaded in the “visual channels of Westernization” that are
communicated via the illustrations will be explored. The examination of these “visual
channels of Westernization” in Se7ve/—/ /inun will help us to locate the arguments
of Chapter III that is designed to focus primarily on the “critique of the West” with
reference to the “crime-atrocity-murder” illustrations appearing in 1891, 1892, 1893
and 1895.

| These “visual channels of Westernization” consist of the amalgamation of

two separate agendas, “foreign” and “domestic”:



3
The “foreign agenda” is going to be analyzed under four subtitles:

“Landscape lllustrations”, “Human Portraits”, “Pastoral Scenes” and “Various
Pleasure Giving Scenes”. The examination of these subtitles is designed for an
understanding of the imagery of the “West™ as demonstrated in .Serve/—/ Fiinuz. The
contents, in addition to the contextual placements of the illustrations in the
periodical’s “domestic texture” will be examined. The inspection of the general view
of the “West” as communicated in the illustrated Ottoman periodical of the 1890s will
be the nucleus of this sub-section.

The latter underling division of the “visual channels of Westernization™ is
composed of the “domestic agenda”. This section aims to display the applications of
the Western model of publishing an illustrated periodical into the context of an
Ottoman periodical, Serve/~/ Fiinun. The main idea of this section will be that of
unveiling the success of this domestic application. In other words, the “visual success”
of “Ottoman Westernization” in Serve/~/ /inun is going to be exhibited via the
analysis of the illustrations. Under this section, “Illustrations of Various Edifices and
Landscape Depictions”, “Portraits of Various Ottoman Soldiers” and “Portraits of
Famous Ottoman Medical Doctors and Various References to Issues about Medicine”
are going to be analyzed.

The third chapter of this study will aim to pursue the textual and compositional
interpretations of the “crime-atrocity-murder” oriented illustrations with the purpose
of tracing the messages emphasizing a criticism of the “West”. In other words, the
recurrent messages encoded in the “crime-atrocity-murder” oriented illustraticns
eniphasizing a critique of the “West” will be analyzed.

The conclusion section of the study will attempt to achieve a final synthesis of

the existing three chapters. The main points of the previous chapters will be
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reevaluated and expanded. In addition to this, an alternate interpretation of the

“crime-atrocity-murder” illustrations is going to be proposed.



CHAPTER 1

“Exploring the Character and Format of Servet-i Fiinun:

A Synthetic Analysis of the

First Three Issues”

The first issue of Sezve/-/ /iinun was published on the 14th of March 1307
(26th of May 1891) at the Alem Printing Offices in istanbul, with a typical statement
of gratitude to Abdiilthamid IL. The first day of Serve/—/ FZinun s publication coincides
with the birthday of Abdiilhamid II. The “Siikran” section in its entirety reveals
Ahmed Ihsan’s approach to the task of printing and publishing alongside his
comments and sublime prayers for the Sultan’s birthday emphasizing the convergence
of the two events while stressing their symbolic connotations. The attempt of
publishing an illustrated periodical coincides with the felicitous and sacred day
manifesting the Sultan’s birthday and thus the demonstration of a hoped-for success
of Servel-i Fiimun is somehow legitimized by the editor. The importance attributed
to the task of printing in general and publishing an illustrated periodical in this
particular context, goes hand in hand with the continuous declaration of gratitude and
the endless motivation to serve the Sultan. And thus from the very beginning of it’s
publication, the reader has understood the major mission and motive of JServe/-/
Fiinun with the “Statement of Gratitude™ part written by the editor. The attitude of
Servel-7 Fiinun, when the selected issues are taken into consideration, is constantly
faithful to the concept of “serving the Sultan” via the task of printing and publishing.
The mission of this illustrated Ottoman periodical is to serve the Sultan through it’s

variational illustrative and textual contents:
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“..velinimet-i azamimiz padigahimz efendimiz hazretlerinin viicud-1 piirsud-1 hiimayunlarmin mehd-i

terakkiyi dirahsan eyledigi ruz-1 mes’adet - bahsaya musadif olan bugiin dahi bir musavver gazete
nesrine ibtidar eyliyoruz. Tabiidir ki biitin Osmanhlarca fevz-ii saadet am olan biyle mukaddes bir
giinde siiri edilen is de mazhar-i muvaffakiyet olunulur... Elde edebildigimiz malumata tahsil
eyleyebildigimiz ilm-i marife miisahadesiyle mesrur oldugumuz asar- tesvik ve tergibe hep o gehriyar-
maali-kiister efendimiz hazretlerinin saye-i ihsan-1 vaye-i cenab-1 padigahlerinde nail ve mazhar olmus

nacizlerden bulundugumuz cihetle padigah-1 kemalat- perverimize émriimiiziin son anina kadar izdiyad-1

sevket ve iclal duasi etsek yine hakkuyla ifa-y1 vecibe-i zimmet ve vazife-i ubudiyat edememis oluruz*.!

The style and the choice of the vocabulary is consistent with the overall aim of
this thanksgiving section. The elegantly juxtaposed stock phrases and expressions are
utilized for the sole aim of pleasing the Sultan. The strong wish for the continuity of
his rule, in other words, the eternity of the office of the Sultan, is emphasized while a
thread of parallelism between his sovereignity and the hoped-for continuity of the
periodical’s publication is expressed. This explicit message is hoped to be

communicated with gratitude declarations in the future issues of Serve/—/ Fiiniun -

« Inyallah saye-i maarif- vaye-i cenab-1 hilafet- penahilerinde daha c¢ok asar terakki ve miisadakat
ibrazina mﬁ-yesser ve Omriimiiz olduk¢a her sene bu yevm-i saadet ve terakkinin tebrik-ii tes’idine
muvaffak oluruz. Amin, ve min Allahii’t - tevfik

Padigahim viladetin gecesi

Nura gark oldu asuman u zemin

Daim ol tahtgah-1 izzete

Yasa ey sehr-i yar-1 adil amin.

The “Siikran” section is not an unexpected section within the compositional
framework of the printed daily or weekly publications of the 1890s. “The Declaration
of Gratitude” we have seen is not an exception when the rest of the variational

counterparts of Servel/—/ /inun is considered. Within the specific genre of which

! See Appendix L, p: 1-2.

2 Tbid.
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vervel-7 fipurhappens to be a prominent sample, the “Siikran” section represents

the essential symbolic beginning to the task of printing a periodical.

A Comparative Analysis of the “Istanbul Postasi”

The “Siikran” section, in the first issue is followed by “Istanbul Postas1”.
This part is going to appear in all of the studied issues of Serve/~/ Finun  and
constitutes the most up-to-date part of the entire periodical. It reflects the spirit of
living in the city as seen frofn the eyes of the chief editor. “istanbul Postas1” may be
viewed as the weekly city news, providing information to the réaders with a major
concentration on the most recent and pleasant events. The sphere of the “pleasant
events” brings about the deliberate exclusion of issues or news directly or indirectly
linked with politics and religion. This omission is yet another expected feature within
the genre to which .Serve/-/ Fiinumbelongs’ .

- The main purpose of “istanbul Postas1” is to communicate the happenings,
and events in the city with the major and deliberate omission of political
considerations. The mission to serve the Sultan is actualized without any reference to
that delicate sphere and this has yet more subtle connections with the so-called all

powerful censorship proceedings of the 1890s:

“Gazetemizde muhterem karilere her hafta Istanbul mesagili hakkinda bir fikir icmali verecek olursak
tabiidir ki mucib-i memnuniyeleri olur. Hele tasrada olanlarin memnuniyet celb edecegimize simdiden

kaniiz. Istanbul’da olanlara gelince eger iclerinde “Ben oturdugum yerin alimlerine vakifim” iddiasinda

? For further details about the issue of censorship and the illustrated domestic - foreign and weekly
press of the 1890s, please refer to Kabacali, Alpay “Baslangigtan Giiniimiize Tiirkiye’de Basin

Sansiirii” Gazeteciler Cemiyeti Yay.: 29, 1990, p: 54-82.
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olanlar var ise (Istanbul Postasini okumakdan feragat etmek kendi ellerinde) dir. Umid ederiz ki baska

siituniarimizda istediklerini bulurlar™*

In the first issue, “istanbul Postasi” serves as an editorial explaining the
motivations and the main concerns of the editor in coping with the task of publishing
a periodical. The theme of continuity and zeal in tﬁe craft of publishing is emphasized.
The rest of this part deals with the observations of Ahmed Thsan as depicted while
wandering in the city. His report is personal on the surface level and is adorned with a
genuine celebration of springtime in Istanbul. While giving tips and clues about how
to spend an enjoyable day in the city, he also tries to evoke a springtime spirit in his

readers with a specific choice of terminology and manner of conduct:

“On giindiir yehrimizde devam eden letafet-i hava hakikaten fevkaladedir. Sokaklarin, caddelerin -adi
zamanda kalabahktan mahrum olanlar1 da dahil olmak sartryla gésterdigi cus’u hurus bu sdzii isbat eder.
...GOriiyorsunuz ya “Posta”mz parlak bir nevruz tebrigi ile basladi. ngallah gelecek nevbahar haftas: sizi

bundan daha neseli bir tebrik ile karsilanim™®

This attitude is symptomatic of the other “Istanbul Postasr” articles that are
seen in the selected issues as well. The cordial tone aims to establish close and
intimate ties with the readers at a superficial level. Ahmed Ihsan in a way, assume; a
known audience that consists of a small number of well acquainted members.
Greeting the readers with pleasant and joyful events is the main point of emphasis in
the “istanbul Postas1” section. Sight-seeing and alternate ways of transportation
whilg sight-seeing are the chief topics of discussion in the first issue. “Istanbul
Postas1” is Ahmed Thsan’s diary with the omission of his private affairs, political and
religious discussions on a wider plane and it happens to be the perfect vehicle to

communicate the strictly a-political happenings in the city. His impressions of the city

*See Appendix I, p: 3.

®See Appendix L, p: 3-4.
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most delusively actually “do not” inform the readers about what is going on in

Istanbul, although that is the expressed claim of the editor. Scandalous and sensational

events are also omitted in this section and we do not have access to the so-called

A

“vulgar” piece of news.

“Istanbul Postasi” of the second issue, showing an apparent stylistic
parallelism with the article of the first issue, begins with a joyful account of the past

week, harping on the same themes that were related in the previous issue:

“Bu haftamiz fevkalade sasahi ve miizeyyen idi. Viladet-i plirmeymenet cenab-1 padigahiye miisadif olan
nehar said ile seb-i miinevverde Istanbulumuz talik edilen hesabsiz rayat-1 tezyiniye ve yakilan nakabil

tadad-1 kanadil ile bir hadika-i nese ve sefa halini almms idi”®

The birthday of Abdillhamid II, the publication of Serve/-/ Funuz , the
condition of the city in the past week, all contribute to the joyful tone of Ahmed
Thsan’s address in this section. In a way the “Siikran” section of the week before is
reemphasized in this issue. The editor sees the task of publishing the periodical as an
almost holy or sacred mission. The motivation to serve and to please the readers 1s
immense. And thus we have access to the core of his motivations. To serve the Sultan
and to serve a reading audience that consists of subscribers from Istanbul, from the
provinces and non-Ottoman subjects. As it is understood, during the preceding week
Ahmed Thsan received a number of very positive and encouraging remarks from his
readers. This flow of positive feed back from his colleagues on a major scale nourishes
and at the same time greatly flatters him. As a result, very humbly, he sets out to thank
and commmunicate his gratitude to his reading audience that is composed of his

colleagues:

“Her verde oldugu gibi musavver gazetecilikte dahi insan nail-i muvaffakiyet olmak icin behemehal

meslekdaslarimn nazar-1 muhabbet ve teveccithiinii kazanms$ bulunmahdir...Sevgili riiffekamin gazetem

®See Appendix I, p: 27.
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hakkanda yazdiklar: fikarat-1 miisevvikaneyi okudugum zaman cesman-1 iftiharim sirisk-i memnuniyet ile

doldu™’

At this stage, the reading audience that appreciates .Servel/—/ féimun according
to the editor’s knowledge, consists of his colleagues. The support of his colleagues is
extremely important for Ahmed Ihsan. He thanksrAhmed Mithad Efendi and all the
articles that were published in “Terciiman-1 Hakikat”, “Servet”, “Tarik” and some
French dailies about Serve/-/ Finun. Up to this point we have an idea as to the
reading audience of Serve/—/ Fiinun. After this brief reference we do not see any
further clues about the composition of his readers. At the end of this humble gratitude
statement which is mainly addressed to the colleagues of the editor, “istanbul
Postas1” continues in the second issue with the issue of foreign and Turkish almanacs.
Ahmed Ihsan relates the errors he has discovered in the Turkish ones with the hope of

their correction:

“Sonradan tahattir ettim ki isimleri Fransizcasindan aynen nakl etmisler “Litakiye”nin Lazkiye,
“Sayadi”nin Sayda ve “Por Lagos”un Kara Aga¢ oldugunu bilmeyerek boyle yazmislar. Sahib-i takvimin

béyle nakislara diismeyip badema daha miidakkik ve az lakayd davranmasim tavsiye ederim™

And thus another feature of “Istanbul Postasr” comes to the foreground.
Correcting the misreadings and inviting the authors of almanacs to be more attentive
while dealing with their task defines the attitude of Ahmed Thsan in the task of
printing.

“Then comes the accounts of Ramazan in the city. The splendour of the shops
are narrated. “Istanbul Postas’” comes to an end with the part about one specific

theatre company that stages the only worth attending plays during the Ramazan,

" See Appendix I, p: 28.

¥ See Appendix I, p: 30-31.
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according to Ahmed Ihsan’s perception. Here, he tries to influence the decisions of his

audience:

“..mibarek giinlerin uzun gecelerin halka tath imrar etdirmek iciin icra-yr lubiyat edecek
tiyatrocularmz da intihab etdikleri yerlere barakalanm kurdular. iclerinde sayan-1 zikr Osmanlt
kumpanyalarindan baska tiyatrocu denecek ve aktir sifatina laﬁk bulunacak oyuncu heyeti bulunmadigs
i¢iin yalniz bu kumpanyanin intihab etdigi yeri haber vermekle gececegim... Miinak Efendi kumpanyas:
bu lus oynadif: yeri Ramazan iciinde intihab etmigdir. Tabiidir ki sahne-i temasaya vaz edecegi oyunlar

hakianda karilerime malumat vermekte kusur etmeyecegim™

The role being attributed to an editor writing articles about the city affairs is
most explicitly announced in the above passage. The editor will not fail to inform the
readers in this specific context about the plays that will be staged during the Ramazan
in Istanbul.

“Istanbul Postas1” of the third issue coincides with the first day of Ramazan.
The birthday of the Sultan, Ramazan and the publication of Servel-7 Fiinun coincide
within a span of three consecutive weeks. The editor celebrates this exceptional day
with speéiﬁc reference to his Stamboulian reading audience and describes the city.
The tone and the contents are variational counterparts of the previous “istanbul

Postasi” sections. The obvious stylistic and thematic continuity needs to be stressed:

“Sokaklar sabahlari tenhalasir. Geceleriyse cevelangah-1 erbab-1 zevk olur. Cevami-i gerife minareleriyle
beraber her tarafta nur-1 hidayet tecelli eyler. Istanbulumuzun Miisliman halki eyyam-1 mukaddesin
miiserref-i envan olur. Sahur zamanmna kadar epeyce uzunca olan geceleri hos gecirmek iciin teravih
namazim eda eden ehl-i ibadet “seref-i ramazan” ile tezeyyiin etmis olan kiraathanelere, gazinolara,

tiyatrolara miiteveccih olur™*

®See Appendix I, p: 31-32.

'%See Appendix I, p: 56-57.
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One of the main sources of entertainment during the Ramazan is the Ottoman

theatre. Ahmed Thsan relates his discontentment of the plays that are going to be

staged by the company:
A
“Bize veni yeni oyunlar arz edecegini iimid eyledigimiz Osmanh tiyatrosunu sorarsaniz haber vereyim ki

ilk gece iciin kdhne “Balmumcu” piyesini sahne-i temasaye vaz edecek imis “ehl-i zevk” bu piyesi seyr ede

ede usandi™!!

As clearly understood, the theatre going audience of which Ahmed Ihsan is a
member, demands new and varied plays that favour the existence of “the sublime”
rather than “the already too. obvious or the ludicrous” in the stories. The
grotesquessnes of the loud and bloody plays is openly despised without any
reservations. Here, Ahmed Ihsan’s taste can be taken as a mirror to the reactions, likes
and dislikes of the theatre going minority of Istanbul.

“Istanbul Postasi” comes to an end in this issue rather abruptly. When
compared to the first two issues, it is clearly observed that Ahmed Thsan cuts this part

short on purpose since there is an additional part in the third issue about Ahmed Vefik

Pasa.

“Suunat: Medeniyye ve Fenniye”

The third section of Serve/-/ funun “Suunat: Medeniyye ve Fenniye”
consists of various unrelated topics about scientific issues and events pertaining to
various European cities. This section is an incoherent hotch-potch of unrelated topics
that gives clues about the general bent of the textual foreign agenda of the periodical.

There are no illustrations accompanying texts that compose this part.

" See Appendix I, p: 57.
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The “Suunat” section of the first issue starts with the account of a traveller
who 1s said to have crossed the African continent. He, in fact is wrongly known as
the first travellr who has accomplished the deed. The editor corrects this
misunderstanding, and relates that the very first man who, in reality, passed thrc;ugh
Africa is the Portuguese Honorato De Costa and not the Englishman Livingstone'” .
Immediately after that, comes the information about the statistics being published by

the French Ministry of Justice:

“Fransa Adliye Nezareti’nin nesr etdigi istatistikde epeyce sayan-1 dikkat malumat gériliiyor. Tekmil

Fransa dahilinde beher yiiz bin niifusta ondért kisi cinayetle itham edilmistir™*®
The same vein of information continues with the illiteracy in France:

“Tahsil-i marifin tamamiyla okumak ve yazmaktan bibehre olanlar yiizde otuzalti nisbetinden ta yiizde
yirmi ikiye kadar inmigtir. Kezalik bir senede idam ile mahkum edilen yirmi sekiz kisiden ondokuzu

miiebbeden kiirege konulup dokuzu idam kahnmistir™*

Ahmed Thsan here chooses to relate what he clearly specifies as “worth
attention”. “Suunat” section continues with the account of a man who travels from
Russia towérds Paris on wooden stilts. After that, the estimates about various types of
edifices on the River Thames in London, alongside the average of annual food
consuption patterns of Londoners with their gross income rates, are cited. This section
goes on with the news about the flower trade and the income being achieved through
it in the region of the Alp mountains in France. Continuing his accounts about various
unrelated topics, Ahmed Thsan informs the readers about the conference being held by

the Prussian school headmasters:

12 See Appendix I, p: 7-8.
1> See Appendix I, p: 8.

1 Tbid.
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“Prusya Meclis-i Mebusanina li ecli’l miizakere takdim edilen mekatib kanun-1 layihasim mevki-i tedkike

almak iizere Prusya mektep miidiirleri Magdeburg’da ictima edip “mekatip-i ibtidaiyye maarif-i
umumiyenin esasidir” nokta-i mithimmesi iizerine binay: miizakere etmis mekatib-i aliyede faidesiz

mekatib-i ibtidaiyede ise muzir olan ihtiyat stmflarmnmn liizum-u ilgast hakkinda rey vermistir™

This section comes to an end with two thematically very unrelated pieces of
information. The ﬁrét oneis about the statue of Guillamme Tell being given as a gift
(which 1s worth one hundred thousand francs) to the Lausanne Municipality by a man
named Monsieur “Oziris” for the compensation to the hospitality being shown by
Switzerland to the army of General “Borpaki” during the 1871 war. The second and
the last piece of the “Suunat” section is about the assignment of Emile Zola to a

membership post in the Academy:

“Ahiren vefat eden Fransiz mesahir-i miicllifinden Oktav Feviye, Emil Ojen’in yerine akademi azahga

meshur Emil Zola’nin intihab edilecegi sdyleniyor™*

“Suunat” section in its entirety, while giving thematically disconnected pieces
of information about events and people that happen to be complete “strangers” in an
Ottoman context, also enlightens what may be called as a “certain frame of mind that
gives precedence to knowledge about foreign worlds and lives”. The readers are
informed with a variety of “worth mentioning™ topics about foreign cities, cultures,
consumption average of people or some mathematical calculations and statistics.
What could be the main aim of Ahmed Ihsan in relating knowledge of this kind and
origin? He, no doubt assumes that the reading audience 1s feeling somehow “hungry”
for news of this type. He tries to widen the informative scope of Servel/-/ Fiinun with
particular emphasis on what he sees as the thoroughly “alien” within a domestic

context. He tries to satisfy this particular gap by relating what may be considered

> See Appendix I, p: 9.

15 Tbid.
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today as highly incoherent and unsystematic. However, when the rest of the genre

within which Serve/-/ Flinun takes place is considered, the attitude of Ahmed Ihsan
as the chief editor, appears to be in total conformity with the pen'odical’\s Western
counterparis. “Le Petit Parisien”, “Le Petit Journal” and “The Hlustrated Police
News” can be cited as stylistic and thematic counterparts to Serve/-/ Finun in the
1890s. This list can well be extended to trace further comparative clues about the due
position of .Se7ve/~7 Fiinun in the Ottoman Press milieu of the 1890s.

Our gaze today may cause us to be slightly uneasy because of the ruptures
that are observed in the “Suunat” sections of .Se7ve/-7 Flinun The contents of this
section, do not flow naturally within the dynamics of the entire article. But when the
rest of the periodical is taken into consideration, these topics present the reader a very
balanced panorama shifting between the planes of the domestic, as seen in the
constituent parts of the “Table of Contents” other than the “Suunat” section and the
concentration of foreign affairs that is seen in the “Suunat” sections. Servel-/ Fiinun
itself represents the very image of an extensively appliqued web of disconnected
pieces of information, demonstrating a consistent informative flow of chaos. Not
delving deep into details or critical evaluations, Ahmed Ihsan does a very neat job via
his authorship. The “Suunat” section in itself, presents an order within the
predictable boundaries of a carefully designed disorder. The contents of this section
with their loosely drawn boundaries communicates the message that the world can be
“small” and “accessible” when it i1s comprised of the compositional sections
determined by the editor.

In the “Suunat: Medeniye ve Fenniye” section of the second issue, one

finds, in total coherence with the previous issue, some scattered bits of scientific and
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popular knowledge gathered from entirely foreign sources with the aim to inform the

readers about the practical discoveries pertaining to recent times. The account begins
with the declaration of a misunderstanding about Monsieur Pasteur’s treatment of

A

consumption and ends with the attack of mice on a farm in England:

“Ingiltere’de Norfolk ciftliklerine fare hiicum etmistir. Farelerin adedi sekiz bini tecaviiz ettigi iciin

¢iftlik sahibi su muzur hayvanlar: telef etdirmek hususunda onbin frankdan ziyade mesarif ihtiyar etmis

imis™"”

In the middle part, totally coherent with the rest of the “Suunat” sections of
Servel~7 Flinun we have access to a variety of technical innovations like the positive
and contributive effects of electricity on the plants and the telephone line connection
that is going to be established between Paris and London.

“Suunat: Medeniye ve Fenniye” section of the third issue while relating a
number of unconnected technical foreign news, inclines more to sensational news
when compared with the previous sections. For instance, Ahmed IThsan chooses to

relate how a daily paper in England promises to “give a rich girl” as a “gift”, to its

subscribers:

“...abenelerin ciimlesine bu kizin fotografi gonderilir, abonelerin fotografi da cem elunarak kiza verilir,
intihab genc Ingiliz misine birakihir. Madmazel kimi intihab ederse ona varacak imis. Fakat o kadar gok

namzed arasinda intihab hususunda madmazel karar veremez, sahib-i gazetenin de gayreti beyhude

gider™®
Apart from this rather sensational piece that creates a thematic rupture within
the expected contents of the “Suunat” sections, there are more news that concentrate

on “people” but emphasizing a widely different perspective by strictly omitting the

plane of the “scandalous”. In the below cited context, Tolstoy is under inspection:

! See Appendix I, p: 34.

1% See Appendix I, p: 58.
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“Rusya mesahir-i muharririnden olan Kont Tolostoi gayet muttarid suretde imrar-1 vakt eyler imis. Bir

gazetede okunduguna nazaran bu zat asla et ve bahik yemez daima miistahazarat-1 nebatiye yemekle iktifa

eder imig™"’
There are no clues to disclose the reasons why Ahmed Ihsan chooses to relate
the every-day hvipg routines of the vegeterian Russian Count Tolstoy, one of the
leading novelists of the 19th century and of all times. The regularity and continuity of
his eating habits is stressed by the editor. The supposed appetite for the “strange” or
for the “mysterious rituals of foreign people and customs” may be one of the reasons .
Ahmed Thsan arouses the curiosity of Serve/~/ Finun rteaders via these mostly
popular and weird pieces of information specifically in the “Suunat” sections. In this
piece, the specific choice of narrating the eating habits of Tolstoy reinforces the
argument that more is coincidental and unexpected within the textual framework of
Servel-7 Funun than one may expect. The task of the editor consists of re-reading or
scanning a number of foreign publications and then communicating or even adapting
to a certain extent, what he thinks worth attention, via his neatly stitched articles. His
channel of selection gives us interpretive clues about the deciphering the possible
character traits of Serve/-/ /inun as can minutely be perceived with a close look on
the “technical-scientific and cultural happenings pertaining to the exclusively foreign”
in this illustrated Ottoman periodical of the 1890s.

Another reference to support this vein of argument can be followed in the
information being given about a club that was opened in New York a year earlier. The
first annual celebrations of the “Franklin Kliip” takes place and the readers learn the

“weird” details of this event :

'®See Appendix I, p: 59.
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“Elektrik ile taam New York’da bir sene akdem “Franklin Kliip” namiyla bir kliip tesis olunmuy idi, bu

kliip ilk sene devriyesini garib bir suretde senliklemistir. Kiiip reisi yevin-i teessiisde elektriki bir takim
garaib-i latifeden miirekkep bir taam ihzar eder, salon tabii olarak elektrik ile miinevver bulundugu gibi

yemekler elektrik ile pismis, tabaklarm getirilip gotiiriilmesi de masa iistiine yapilmis bir nev\-i elektrik

simendiiferiyle icra olunmus idi?*

The readers of Serve/~/ Fiinun are informed accordingly about the existence
of this strange club in New York that uses electricity in cooking, and all the relevant
machinery in the 1890s. The world somehow gets smaller by degrees. It shrinks to the
limits that enable the Ottoman readers to get informed about a club that has a copy of
Benjamin Franklin’s appereance on the tables. The issue of various areas where
electricity is exploited remains a topic of interest within the Ottoman context of the
1890s. And the publication of events pertaining to the use of electricity is not a
novelty that is singularly seen in .Se7ve/-/ /iinuiz. Representing a thematic clash with
the “Franklin Kliip” article, “The Oriental Advertiser” dated of the 13th, the 15th
and the 16th of August 1890, relates three consecutive articles about the “The Recent
Executién In The United States™' There is another facade to enlighten various uses
of electricity in the 1890s and the readers of Serve/-/ /lnun do not have access to
this kind of unpleasant piece of news. This event is the first exploitation of
“electricity” used in order to “legally execute” a convict in the United States. The
capital punishment is designed yet as a another experiment to be actualized by this
exceptionally beneficial discovery of the century. The hidden voice writing the article
in “The Oriental Advertiser” openly condemns this type of capital punishment since

the experiment literally fails and the convict is unwillingly tortured before he was

% See Appendix I, p: 60-61.
2 “The Oriental Express / Le Moniteur Ottoman” Atatiirk Kitaplhg: Siireli Yay. Bél. No:2 /

K.Cild:12xx / Numero: 2141-2260 / Année: 1890-1891. The issue dated: 13th of August 1890, p:4.
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executed. The tone of anonymity is witnessed in the entire framework of “The

Oriental Advertiser” with a major exclusion of view points. The tone of anonimity
takes another form with Serve/~/ Fiinun and it’s emotional detachment from what is
being related, specifically in the “Suunat” sections. At this spectfic incident there is
controversially an épparent tone of detestation and hatred directed at the execution in
“The Oriental Advertiser”. The moral of the story comes with the last words of the

second article:

“If the Americans really want te do away with the disadvantages of capital punishment, which sheuld
doubtless be instantaneous, let them amend their criminal procedure. When that is done, it will not

matter whether the rope is used or a powerful battery, or a dose of prussic acid”?

This passage of animosity reminds one of the criticisms about the “crime-
atrocity-murder” illustrations concentrating majorly on America. These illustrations
and the reasons of their criticisms are going to be related in the third chapter of the
study.

The following section about “Ahmed Vefik Pasa”, in the third issue is
presented with an open protestation against an article that was published in the last
week’s “Terciiman-1 Ahval”. The entire extract that is quoted in Served—/ Fiinun ™
Ahmed Vefik Paga’s death is regretted in both of the articles. However, Ahmed
Ihsan’s obituary article is more detailed and encompassing when compared to the one
that was published in “Terciiman-1 Ahval”. Ahmed Thsan relates in details the
biography of this very important literary and political persona with specific reference
to his works and the posts he has occupied during his lifetime. The portrait illustration

of Ahmed Vefik Pasa is published on the first page where the “Istanbul Postasi” and

22 Tbid. The issue dated: 15th of August 1890, p:4.

3 See Appendix L, p: 61-62.
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“Suunat” sections are presented. The due regret and respect attributed to Ahmed

Vefik Paga 1s explicitly revealed through this specific type of presentation. One of the

many tasks of Serve/-/ Fiimun is to bequeath due respect and prominence to

A

distinguished people after they pass away. The periodical is utilized as the most proper

medium for sincere lamentations.

“Muallim ile Talebenin Ders Muhaveresi”

In the first issue of Serve/-/ /inun the section called as “Muallim le
Talebenin Ders Muhaveresi” relates a lenghty conversation between a student and a
teacher and this section after a brief continuation in the second issue, will not appear
anymore in the selected set of Sezve/—/ /iinun issues. The topic of this conversation

in the first 1ssue is “needles™:
“Bugiin sence ziyade samimi zivade miihim goriinecek bir cihet ile istigal eyleyece@iz. Mesgul olacagimz
maddenin iinvam da (bir gen¢ kizin refik-i sefiki) dir.”**

The entire section consists of a conversation dealing with the issue of
“needles” and ends with the teacher’s promise to talk about the “history of the

needle” in the future:

“Kiigiiciik igneyi simdi en eski zamanlardan beri takibe baslayacagiz. Emin ol ki zahmetimiz beyhude
yere gitmeyecektir. Zira deruhde eyleyecegimiz is ve ezmine-i miitekaddimede miiteahhire kadinlarimn
derece-i say u amellerini nazarnmizda tayin milel-i muhtelife eyleyecegi gibi o kadinlarm tarz-i
maisetierini de bize dgretecektir...ama hersey birgiinde olmaz, bunu da bir baska giin d8renirsek o kadar
»25

zihnini yormamis olursun

The tone and the view-point taken by the teacher reveals an obvious

masculinity. It is emphasized that a woman’s true occupation should unfailingly

*See Appendix I, p: 10-11.

* Tbid.
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revolve around the task of knitting and sewing. Praising domestic occupations while

relegating the task of reading and studying to a secondary position appears as a point

to be emphasized:

A

“Acaba igne dikisten daha miihim ve ciddi olan kitap miitalaas, ders talimi icin mi kuse-i nisyana atildi?

Hayrr, ignenin elden atiimas zevzeklige olan hahisden miitevellid bir neticedir™?

These quotations on a visible plane reveal a very absurd topic of discussion.
However, looking at it more closely, it may be perceived that the main topic being
raised here has little to do anything with “needles”. The whole argumentation reveals
the ideas of the editor about the roles that are attributed to women in general. This
represents an obvious paradox when the rest of the illustrative and textual material
about “women” in the selected set of .Serve/-/ Fimun  issues is taken into
consideration. On the one hand we have the topic of the “needles” directly linked with
an explicit praise of sewing and yet on the other we will have “fashion illustrations” in
the future issues, depicting various French women with the most striking seasonal
outfits of the French fashion. There is a complementary imagery of women if we are
to look at the two textual and illustrative messages. Indoors, domestic occupations
have their priority. Life being spent outdoors, brings about the pleasurable
contribution of fashion to everyday life. The exhibitionist aspect where fashion and life
style meet outside the household needs to be stressed. This feature represents a
minority beyond doubt. Up-to-date fashion illustrations with no explanatory articles
forms another characteristic feature of Serve/—/ /iinun. The domestic application of
Western fashion to the Ottoman context exists within the texture of Serve/~/ Flinun.

We do not see any domestic ladies with exclusively French seasonal outfits.

2 Tbid.
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The sole companion of women in the Ottoman context is depicted as the

((needle’i:

“-Bir gen¢ kizin refik-i sefik-i nedir?

-Validesidir.

-...degil, zira sana sordufum sey validelerin de refik-i sefikidir, kadmlarim da refik-i sefikidir, biiyiik
validelerin de refik-i yefikidir. Hem her zamanda gelmis ve gelecek validelerin. Kadmlarn, biiyiik
validelerin! Her simf ve mevkide bulunan validelerin, kadinlarm, biiyiik validelerin!...

- Canum merakim arity, dediginiz ne oluyor?

-Merakan artd1 ha, peki styleyim, ignedir™’

This passage reveals the ways in which the occupations of women are treated
and how the due roles being attributed to womanhood regardless of age or social
standing stand within the context of Serve/-/ /inun. Starting from the needle, the
narrator enters into other planes of argumentation.

The oncoming part, “Muallim ile Talebe Arasinda Muhavere : Cografya
Dersi” of the second issue begins where the conversation was interrupted in the first
issue. However, we do not get the intriguing “History of the Needle”. Instead we are
introduced with another topic of discussion. The teacher justifies this temporary
omission. Thus we have the first flaw on part of the editor, a promise is not kept and

the discussion takes another turn:

“Fakat derslarimizden haklkayla istifade etmekligin iciin bir bahsi iki ii¢ ders devam etmek benim tedris
programima mugayirdir. Onun igiin bugiin sana corafya dersi verecegim, vaadim olan igne tarihini de
unutmayacagim, yevm-i miinasibinde anlatacagim”™®

The geography lesson concentrates on the lands of the Ottoman Empire.
There s an explicit symbolic significance in the choice of this topic. With a map of

Anatolia, the teacher chooses to attract the attention of the student to a specific and

7 1bid.

% See Appendix I, p: 34.
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predetermined topic of discussion. The moral of the lesson is quite evident. Praise is

directed at the sacred lands of the empire. The aim of the teacher is to reinforce
intense feelings of praise on the part of the student because he/she was born in the
Ottoman lands. This piece is almost written with a panegyric attitude. Anatolia as seen
in the map is reflected as a land with great magnitude, that manifests power and
heroism. The student seems unaware of this. The teacher draws out a number of
visual and direct comparisons with European lands and the arguments are reinforced
with this comparison. In the end the main motivation of the teacher is entirely

fullfilled. The message is successfully communicated via the lenghty conversation:

“-Memalik-i Osmaniyenin kism-1 mithimmini teskil eyleyen Anadolu nazarinda taali etdi, tecelli eyledi
degil mi?

-Evet.

-Hakkmda muhabbet ve takdirin cogaldi ya?

-Evet.

-Hah!Ben de matiubumu istihsal etdim demekdir.”?

“Resimlerimiz”

The following part of the first issue of JServe/~s/ Fumup is called
“Resimlerimiz”. In this part the articles of the illustrations are given. In the first issue,
there are eight illustrations with their articles. The articles are respectively about:
“Izmir”, “Trieste”, “Odesa”, “Oktav Feviye”, “Mosyo Krispi” and “Fenni Eglence”.

Before passing onto the articles, it is useful to trace very briefly the origins of
the illustrations. In his Press Memoirs Ahmed Ihsan relates his efforts at acquiring the

llustrations:

® See Appendix I, p: 38.
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“Iyi bir resimli haftahk gazete cikarmak icin matbaamda yeter derecede hazirhik yoktu. Avrupa’da yeni

dogmus olan cinkografiyi Istanbul’da bilen yoktu...Ben de gii¢ bela elime gec¢irdigim izinden geregince
yararlanmak icin geliskin bir teknoloji saglayacak ara¢ gerecler edinmek istiyordum. Avrupa ile
yazisarak bircek galvano kalip getirttim, Bunlar, o diénemin iinliilerinin resimleriydi....Bible House’dan
dogal manzara kahplan kiraladim ve 1891 Mart’imn 27nci giinii Servet-i Fiinun’un ilk sayisim

gikardim.”®

Ahmed Ihsan borrows some plates of pastoral scenes from the Bible House
which was an establishment essentially involved in missionary publications. As it is,
printing illustrations at that time was indeed very problematic. This was not only due
to the lack of sufficient technology. The entire notion of the whole process, starting

from finding pictures as the initial step, was still a very recent concept:

“Resim bulmak, hakkettirmekteki giicliikler artiyordu. Getirttigimiz resimleri de iyi basanmyorduk
Matbaada, yazilar eskimesin diye, kazan silindirine ¢uha sarihirdi. Bunun yiiziinden cinko resimler

basilamiyordu. Ben de bunun nasil ¢iziimlenecegini bilemiyordum™"!

The significance of .Servel-/ /inun as an illustrated Ottoman periodical,
comes to the foreground at this point. As he relates, the first six issues of the
periodical appear with illustrations that are gathered from the borrowed galvanos
(iron or steel materials coated with zinc) of the Bible House at Mercan, with
engravings ordered from various boxwood engravers located in the neighbourhood of
Babiali and with the portraits of well-known and popular foreign people brought
from Paris. The original foreign illustrated periodicals that Ahmed Ihsan aims to
imitate and adapt to the Ottoman context appear with unrivaled pictorial materials and
his atm is to give this adaptation task the full value it deserves. On his way back from
his first voyage to Furope, Ahmed IThsan makes a contract with the “Angerer and

Goeschel” zinc and engraving company in Vienna, and according to this contract he

30 Tokgoz, Ahmed ihsan “Matbuat Hatiralarim™ Iletisim Yay. Istanbul 1993, p: 53-54.

3 Tbid.
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sends various landscape photographs of Istanbul and receives their cliches later on.

The publication of the illustrations in Serve/—/ /2inuy is actualized via this chain. As
we learn from his memoirs, the basic reason of Ahmed Thsan’s voyage to Europe is to
learn the methods of engraving and to bring the relevant technology to Istanbul for
printing illustrations. However, the notion of learning or learning by imitating the
advanced technology of engraving in Europe can also be witnessed elsewhere in the
Ottoman world of the 19th century. In a Prime Ministry Archive document dated of
the 10th of June 1894 it can be observed that there were people other than Ahmed
Thsan who were sent to the West officially to learn this business *> The significance of
this reference lies in the fact that Ahmed Thsan’s voyage for learning the advanced
technology of engraving dates a little earlier than the journey of Sergeant Fethi and
Muhittin Efendi.

Ahmed Ihsan’s self-financed journey towards the West brings about a book
called “Avrupa’da Ne Gordiim?”. In his book, which was inspired by Ahmed Mithat’s
“Avrupa’da Bir Cevelan”, Ahmed Thsan writes his personal experiences and
observations during his long and adventurous travels in Europe. The whole financial
gain of his book is spent to compensate for the expenses of this long tour in Europe.

If we turn back to our initial topic of discussion now, it is observed that
“Resimlerimiz” section of the periodical is composed of some carefully chosen but
apparently disconnected illustrations and their articles. The balance between the

domestic and the foreign oriented illustrations needs to be emphasized.

32 Basbakanhik Arsivi, Yildiz Tasnifi, Miitenevvi Maruzat Evraka, 4.L.1308-30.Ra.1310 / 13.5.1891-

22.10.1892 / Cilt:ITI / No: 22 / Dosya No: 72 - Sira No: 99 - Tarihi: 29.5.1310 / Belge Adedi: 1.
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The first article of the first issue is about an “Izmir” illustration on the third

page of .Servel~/ /linun. The contents of the article carefully describé the illustration.
The illustration appears on the page of “istanbul Postas1” and the article is given on
the seventh page. This specific feature is symptomatic of all the selected issues of
Servel=/ Funun. The illustrations never appear on the same page with the
corresponding articles. Even if they do, the intervention of “coincidence” has to be
taken into consideration before tracing an obvious vein of continuity and repetition.
The prescriptive description of the chosen part of the Izmir Harbour serves to inform
the readers about the geographical location and the trading facilities. This mostly
encyclopedic information about the Izmir Harbour gives the most essential and
concise bits of knowledge that is sufficient to satisfy the reader who secks to be
informed about the harbour via a summarized and compact version. The contents of
the article start with the description of the illustration and go on with an extremely
succinct demographic map of the city, with its basic population history, and the
edifices of the setting. The significance of this article lies in ;he observation that
Ahmed Ihsan tries to unite the Izmir Harbour with the other illustrations that are

presented. Towards the end of his article, he says:

“zmir’e en ¢ok mahreclik eden Avrupa Limanlan Trieste, Londra, Marsilya, Odesa limanlarndir ki
bunlardan Trieste jle Odesa’nn birer resmini gazetemizde derci ile atiye dahi haklarmmdaki malumat

ilave etdik™

And thus one can observe a thematically coherent picture of the 1zmir, Trieste
and Odessa Harbours in Servel/-/ /inun. The contents of the information being given
about Trieste and Odessa Harbours are similar. The main point of significance lies in

the observation that both of the harbours have connections of trade with 1zmir.

**See Appendix I, p:13.
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Ahmed Thsan balances the contents of the three articles by stressing that point and

thus the equilibrium between the domestic and the foreign is maintained. The
illustrations of Odessa cover two scenes: “Biiyitk Merdiven” and “Liman”, and those
of Trieste cover: “Kordon” and “Kordon Dahili”. There is no effort to describe the
contents of these illustrations. The artists of these illustrations are foreign. Most
probably they were ordered from France. Ahmed Ihsan had choosen thematically
flowing illustrations and articles in the first issue.

The two portrait illustrations of the first issue of .Servel/~/ Finun belong to
Mosyo Krispi and Oktav Feviye. Presented on the page of the novel “Seyyie-i
Tesamuh”, these two characters are explained in details on the previous pages as was

the custom. The basic biographical informations of the two important characters are

presented. Octave Favier is said to be famous amongst the Ottoman readers:

“Osmanh karileri Okiav Feviye’yi pek ala tamirlar. Miiteveffayr miisariinileyhin asarindan “Bir Fakir
Delikanhinin Hikayesi”, “Miiteveffiye”, “Bir Kadinin Ruznamesi” romanian ahiren Tiirkce’ye terciime
olunmus ve bu yoldaki asar-1 miitercimenin kism-1 miihimmini isgal eylemekte bulunmus oldugundan

gazetemizde bir de resmini derc etmeyi miinasib gordik™*

His importance as an intellectual is given with Ahmed Ihsan’s indecision to
locate him in a specific genre. However, this depiction does not diminish his
admiration for Oktav Feviye. He informs his readers about some future plans related

to Oktav Feviye’s novels:

“Maksadmmiz Oktav Feviye’nin Tiirkce’ve miitercem ii¢ eserini ~ki bir tanesi muharrir-i hakirin
terciimesidir- kaide-i edeb ve miinazaraya mutabik olarak tankid eylemek idi, insallah yakinen bdyle

makaleler dahi viicuda getirerek mutaalin-i kirama tenkid-i hakiki hakkinda bir fikr-i salim veririz™*

*See Appendix I, p: 15.

> See Appendix I, p: 16.
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Ahmed Thsan presumes a reading audience well acquainted with the works of

the author. The same argument may be applied to the concise article on Mosyo Krispi
as well.
The artists of these portraits are again foreign, most probably French.

The last illustration of the first issue is called “Fenni Eglence”. The article
corresponding to the illustration shows the brief scene of a semi-scientific experiment.
Amusement and science are merged and thus the readers have access to some tips
about various diverting details pertaining to topics mostly about household objects.
The article of this entertaining experiment is presented on the same page with its
article. This exception may be intended to serve for the purpose of reading and
examining the illustration concurrenty.

In the “Resimlerimiz” section of the second issue there are five articles about
the illustrations of “Ayasofya”, “Siileymantye”, “Trabzon Kalesi”, “Stanley” and
“Mésy_c‘j Fresine”. The articles about the architectural settings are designed to
illuminate the history and the unseen parts of the given illustrations. In the article
about “Ayasofya” and “Siileymaniye” the thematic connection of the information
being given needs to be underlined. The two illustrations are presented on the same
page, side by side. A due comparison can thus be achieved both by the illustrations
and by their articles. The artists of these illustrations can be of domestic origin, since
the signature can alternately be read as “Atinzanyan”, “Atjanyan” or “Atzanyan”
written in Ottoman Turkish. This phenomenon is very rare when the entirety of the
illustrations in Servel-/ Funun is considered. “Trabzon Kalesi” is beyond doubt an
illustration of foreign origin. The signatures of these artists can be read as “P. Louis”

and “L. Bassett”. These signatures can also be observed in the “Trieste” and “Odesa”

illustrations of the previous issue. In the article, a brief history of the setting is given,
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in addition to its agricultural and trading products, the origin of the city’s name. Again

in this article as with the other ones seen in this issue, there is not a single attempt to
explore and examine the contents of the illustrations. The unseen or rather the
unperceptible-hidden pieces of information about the settings are given. The \vision of
the reader is thus built up via a different method than the previous issue. Especially the
illustration depicting Trabzon is extremely romantic and “orientalistic” in nature.

The remaining illustrations with articles depict two foreign figures “Stanley”
and “Masyo Fresine”. “Masy6 Fresine™s portrait looks indeed as if its done by the
very same hand that had done “Oktav Feviye”s’and “Masyd Krispi’s® of the previous
issue. Stanley, is said to be a very well-known character not only in the Ottoman
cotitext, but in the entire world as well. Ahimed Thsan had informed his readers in the
first 1ssue with a reference, that an illustration of the famous traveller Stanley is going
to appear in the next week’s JServe/—/ fiizmun. He keeps his promise. The article of

Stanley is full of praise since as is related the basic reason of his journey to Africa, was

to save Emin Pasa:

“Stanley, Emin Pasa’y: kurtarmak iciin Afrika’da icra etdigi seyahatine dair bir de eser-i mithim viicuda
getirmis ve refik-i muhteremimiz Tarik Gazetesi tarafindan mezkur eser (Afrika-y1 Zalimalund) iinvamyla
terciime ve negr edilmiy oldngundan seyshsati vakiasina miiteallik tafsilatr oradan almalarm kariin-i
kirama tavsiye ile seyyah-1 sehirin resmini derc-i siitun ederek musavver gazetecilik vazifesini ifa ile
iktifa eyledik™*®

Additional information about saving Emin Pasa from Africa, ca not be found

in the examined issues of “The Levant Herald” and “The Oriental Advertiser™” .

3 »The Levant Herald and Eastern Express” Atatiitk Kitapligi Sufeli Yay. Bal. No:7 /K. Cild: 11x

Number: 174-301 / 1-185 / Year: 1890-1891- “The Oriental Advertiser / Le Moniteur Oriental”
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However, the due significance given to Stasiley is somehow justified. Ahmied Thsas,

according to his perception, actualized his mission, fullfilled his responsibility by
publishing an illustration and an article on Stanley who possesses popularity within an
Ottoman context. Stanley’s book on Africa is translated and published in “Tari\k” and
Alimed Thsan advises his readers o refer to it for further information. The duty
attributed to an illustrated periodical is thus achieved by Serves—/ Finun.

“Mosyo Fresine™s article is briefer than Stanley’s. As is related, Monsieur
Fraissinet is a prominent and famous political figure not only in France but also in
Europe.

Apart from the above-mentioned illustrations with articles, there are three
tllustrations without any articles in this issue of Serve/—/ Fiinun. Starting from this
issue, there are going to be many illustrations without articles. These illustrations will
be about a variety of themes. Most of them would depict “pleasure giving scenes” and
“pastoral scenes”.

The illustrations without articles in this specific issue are “Bir Tablo: Orman ve
Riizgar” (A Tableu: the Forest and The Wind), “Nevbahar” (Spring) and a portrait
illustration “Amerika’da Risumat Kanun Layihasim Terkib Eden Mak Kenley” (The
Portrait of Mekinley who Composed the Customs Administration Laws In America).
The portrait is placed between Stanley and Mosyo Fresine. We have no clues about
Mekinley and the reasons for his presence in this issue. “Bir Tablo” is a foreign
landscape illustration, showing wind in a forest, whereas “Nevbahar” depicts two

birds symbolizing springtime. There are no human figures in these illustrations.

Atatiirk Kitaphg: Sireli Yay. Bol. No: 2 /K. Cild: 12xx - 13xxx / Numero: 2141-2260 / 1-289 /

Année: 1890-1891/ 1891-1891.



31
They may be put for the mere purpose of variety, since they do not exhibit any

thematic cohesion with the rest of the illustrations. The portrait of Mak Kenley is
somehow out of place when juxtaposed against the other portrait illustrati,o\ns. The
other pictures without articles appear thematically repetitive and consistent within the
general illustrative framework of Servel-7 fiimun.

In the “Resimlerimiz” section of the third issue, there are eight articles about
the eight illustrations being published. The illustrations are titled as follows: “Yokus
Cikan Simendiifer” (The train that goes upwards), “Rasadhane” (Observatory), “Gece
Ziraati”

(Night Shift), “Samoa Adalar1 Reisi” (The Leader of the Samoan Islands), Cebelii’t -

Tank™(  Cebelitarik),  “Rakuza”(Ragusa Dubrovmik),  “Aleksandir
Dumazade”(Alexandre Dumas Fils) and “Maresal Mak Mahun” (Maréchal Mac
Mahon).

On the twenty-seventh page of the third issue, the illustration of Riki Railroad
(Cog Railway) is presented under the name of “Yokus Cikan Simendifer”. The article

of the “Riki Demiryolu” depicts minutely the illustration that was being published:

edilip disli hat iizerinde tahrik olunan nev-icad ve yokus ¢ikar simendéferi gosterir™?®

The argument about the advanced technology involved in the construction of

the railway and the train is backed with the scene depicted in the railroad illustration:

“Ilm-i hendesenin hasil eimis oldubu terakkiyat-1 ciddiye ve seri-e vaktivle killliyven ba’idi’}-ihtimal farz
olunacak her tiirlii tesebbiisat-1 sinaiyeyl bugiin mevki-i fiile getirmekde tereddiid birakmiyor. Bu

iddianm isbat-1 adil ve katii olmak iizere resmini arz etdigimiz yokus qikan simendiiferi gosterebiliriz™>’

3 See Appendix I, p: 70.

* Thid,
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Here, for the first time, Ahmed Thsan cites the illustration as a “proof” 1o the

argument he has proposed in his article. Therefore, the illustration becomes the first-
hand source, the direct reference to the text. A very detailed account of the railroad is
given in addition to the basic construction units of the railway and the trait\l itself.
Even the lake that is seen at the background of the train is explained. The editor tries
to be brief and reliable.

In the “Rasadhane” illustration, again the same method of pointing from the
article towards the illustration is perceived. The basic historical account about the
oldest observatory and more recent ones are cited with the most popular ones located
in Greenwich Village, Paris and Cambridge Observatory in the United States. Then,
the gaze of the editor turns from the foreign to the domestic and he ends the

observatory article about the “Nisfii’n-nehar dairesi” in the Ottoman context. His

conclusion s siginificant:

“Her hiikiimet Nisfii’'n-nehar Dairesi olmak iizere kendi rasathanesinden miirur edeni itibar etmiy ise de
bizde muteber olan Nisfii’'n-nehar Ayasofya cami-i serifinin kubbesi fistiindeki alem ortasindan miirur

edendir™’

“Elektrik ile Icrai-y1 Ziraat” is the title of the following article. The subtitle of
the illustration, like the “Yokug Cikan Simendiifer”, is different from the title of the
article. The subtitle of the illustration is “Gece Ziraati”. The idea and the technology
of lighting up the darkness, and thus turning the night into daytime is related with a
certain tone of envy and admiration in Ahmed lhsan’s article. Such progress that is

being observed in the West deserves proper appreciation:

“Resimlerimiz igiinde dahi goriildiigii vechile tenvir-i elektriki sayesinde ziraat geceleyin dahi husule

gelivor bunun iciin adi bir lokemotifin kuvve-i mahsusasindan istifade olunuyor...Memleketlerinde gayr-i

" See Appendix 1, p: 72.



mezru bir kang yer birakmadiktan sonra sarf-1 gayrette geceyi giindiize katan gayret-viran takdire sa;/a313
degil midir?™"' |

The reference to the discovery of “electricity” and the facilities gained with the
use of electricity in everyday life is again stressed. As we have emphasized earlier,
only the beneficient contributions of electricity is feferred to. The themes of electricity
and technological improvements are seen as repetitive topics in Serve/—/ /#nun both
textually and illustratively.

In the “Samoa Adalan” illustration, which is presented on the same page with
“Gece Ziraati”, there are two Samoan tribe members. The sitting figure is, as
explained, the chief of the Samoan tribe and he is called “Maliye Tua” while the other
one is the private secretary of the chief. Ahmed Thsan relates the basic history of the
Samoan Islands with the mclusion of “the white men’s burden” theme in his article.
This illustration is the first one of a series of many others that depict “foreign people
of alien lands”. This is going to be a common theme in Serve/-/ /finun. The gaze
towards the manifestations of the “foreign” is a very common theme within the
Ottoman press milieu of the 1890s. Beyond doubt, Ahmed Thsan tries to satisfy the
inherent curiosity he assumes on the part of his readers about far away lands, savage
people and their customs. His gaze via the periodical 1s directed not only towards the
West but towards the East and Far East as well. He locates the Ottoman world
somewhere in between. The “West” is the ultimate symbol of civilization and progress
although with a number of serious flaws. The severe aspect of criticism directed
against the image of the “West” that is fostered with the contents of the “Suunat”
sections of the periodical will make itself apparent in the third chapter. The potential

reasons of these criticisms will also be explored in this chapter. In addition to this

“ See Appendix I, p: 72-73.
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feature it must be emphasized that he does not criticise or reflect a tone of superiority

in his article over the images represented to illuminate the “Eastern world”. The
theme of the “white man’s burden” was a much discussed issue within the Ottoman
context of the 1890s*?. The continuity on various images of savage people can be
based on this attachment to the Western world and the connotations related to the
religious conversions strictly within this context. In the article abut the Samoan tribe
leader there is a total detachment form view points in Ahmed Thsan’s voice. He orders
most of the illustrations from abroad, specifically from France, but this feature does
not hmit his specific choice of the themes of illustrations within an Eurocentric
perspective. Ahmed Thsan briefly relates the theme of “white man’s burden™in his
article:

“1830’da Lendra’da misyener cemiyeti Samua cezairinde nesr-i dine giderek vahsilerden epeyeesini
nesraniyet dairesine sokmus ve endan beri gerek iIngiliz gerek Katolik misyenerleri hayli muvaffakivet
ihraz

etmislerdir.”*

In the “Cebelii’t-Tank” illustration, which is located on the same page with
“Raguza”, Ahmed Ihsan relates the geographic significance of the setting with the
details concerning its discoverer:

“Fank bin Ziyad ile Cebelii’t-Tark’mm medeniyet-i Arabivece olan chemmiyeti ve iarih nokia-
nazarmdaki ulviyyeti matumdur, biz burada yalniz cebel-i mezkar ile iizerine Ingilizler tarafmdan insa
ediluxis istihkamatin resmini arz ediyoruz™

Not dwelling on the obvious importance of Tank bin Ziyad in the Arabic

world in his article, Ahmed Thsan directly relates that his task was just to reveal the

2 Tokgoz, Ahmed Thsan “Matbuat Hatiralarim™Iletisim Yay. Istanbul 1993, p: 86-89.
“3See Appendix I, p: 74.

“bid.
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illustration depicting the construction on Cebelii’t-Tank which was made by the

English. Coming from the same source as those of other foreign landcape illustrations,
this one also bears the signatures of two Frenchmen. .

“Raguza” (Dubrovnik), is the third landscape illustration of this issue. Being
very brief in its account, Ahmed Ihsan relates that Raguza, is a city located on the
Dalmatian coast of the Adriatic Sea.

The last two illustrations of the third issue are the portraits of “Dumazade” and
“Maresal Mak Mahon”. Located on the page of “Seyyie-i Tesamuh”, Ahmed Thsan
relates that these two characters are very well known by the readers and evidently do
not need much explanation or information disclosing their due significance and
prominence;

“(La Dam O Kamelya) romamimin miiellif-i sehiri Dumazade’yi kariin-i Osmaniyeye tamtmak iciin
ihtiyar-1 kiilfet fazladir. Dumazade’nin esher-i asar lisanimiza miitercem oldugu gibi yazdig) tiyatrelann

en mutenalar: da pek cok defalar Osmanh tiyatrosunun sahne-i temasasina vaz edilmigtir™*
The same argument can be applied to Maréchal Mac Mahon as well:

“Fransa mesahir-i ricalinden olan Maresal Mak Mahon’un nam dahi halkimizea malum bulundugundan
miisarinileyhin bir de resmini derc ile kariin-i Osmaniyeyve seklini tamtmak hizmetini ifa eylemis

olduk™*

The task of Serve/-/ /iinun, when widely known characters are concerned, is
just to print their illustrations. The duty of Serve/-/ /unun as an illustrated Ottoman
periodical, is to communicate the images of such famous characters to its readgrs. The
portraits possess an obvious relevancy within the Ottoman context so the pictorial
depictions suffice. In some certain way, articles about politically or literarily depicted

portraits are designed to emphasize the accomplishmets or the achievements of the

> See Appendix I, p: 75.

6 Ibid.
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relevant persona. This was the case in “Ahmet Vefik Paga”, “Stanley”, “Mosyo

Krispi” or “Oktav Feviye”. Either some injustice done to the character is refuted in the

article or the mission to communicate the importance and attention that he deserves is

put forth.

“Milli Roman - Seyyie-i Tesamuh”

The final section of Serve/~/ FZinun in the first three issues under inspection is
a novel called “Seyyie-i Tesamuh ”. In every issue there is under this section a
narrative work left open ended only to be continued in the coming issues. Under the
heading “Milli Roman”, this work of Nabizade Nazim is published in the first three
issues. The story is revealed through an extremely dramatic tone. The language and

the vocabulary are highly eloquent and embellished.

“The Last Page of Servet-i Fiinun”

The last page of the first two issues of .Servel-7 /flnum consists of the
“Serait-i Istira” chart with the relevant subtitles and of a number of book
advertisements. The page formats and the contents of the first two issues are identical.
After the second issue, however, the format of the last page is going to change
entirely, except for the “Serait-i Igtira” chart. Therefore it can be said that the format
of the last page alters with each consecutive issue after the second issue of JServe/—/
Finun in the selected set of issues.

The “Serait-i Istira” (Subscription Regulations Chart) chart displays the
variational price lists for “Dersaadet” (Subscribers from Istanbul),

“Vilayet”(Subscribers from the Provinces) and “Memalik-1 Ecnebiye” (Foreign
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Subjects). Ahmed Thsan, announces that Server—/ Flimun, starting from the oncoming

issues, will present fashion illustrations originally taken from France. Starting from
this issue, we will observe that he keeps his promise and not only publishes the latest
fashion illustrations but also many others concentrating specifically on women and
children. As seen in the last page, the subscribers of .Serve/-/ Féinun are encouraged
to send articles. In addition to that volunteers for unspecified posts are welcomed to
apply:

“Gazetemiz fiinun ve sanayie ve meslek-i mahsusuna aid her tirlii makalati maalmemnuniye derc eder.

Derc olunmayan evrak iade olunmaz. Vilayet-i yahanede gazeteye aid hususat deruhde edecek vekillere

Lizum vardir. Talib olanlarin miidiire miiracaatt mercudur™?’

The depiction of a number of announcements about newly translated books
such as “Cinde Seyahat”, “Hevada Seyahat”, Giille Mumyamn Izdivaci”, Tuhaf Bir
Hane”, “Mektep Tatili”, “Hermin”, “Asya-i Sarkiye Seyahat”, “Gizli Ada”, “Brustaya
Seyahat” and “Bir Aktoriin Mirasi” located in the last pages of the periodical appear
in the first two issues. Most of these books are translated into Ottoman Turkish by
Ahmed Ihsan and are sold to the subscribers with a discount. Quite a number of the
above mentioned translated Jules Verne novels are published with illustrations. The
due choice on part of the editor-translator in specifically selecting “these” books for
translation gives clues as to the guesswork trying to locate the preferences of a
reading audience. This supposed reading audience started to read translated books of
Jules Verne’s novels. “Le tour du monde en quatre-vingt jours” written in 1873 by
Jules Verne was translated for the time into Ottoman Turkish by Ahmed Thsan. After
this novel, there comes a sequential chain in the narratives of Jules Verne totaily

coherent with the positive and encouraging feed-back on part of the readers. The

" See Appendix I, p: 80.
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inclusion of translated book advertisements in Serve/—/ Fiinunserves to attract the

attention of the subscribers and thus foster popularity of both the periodical and the
translations. As related in the memoirs, Ahmed Ihsan’s Jules Verne translations were
the best-sellers of the time among a wide public of readers.

“Yeraltinda Seyahat”, another famous Jules Verne novel, is going to be
published in Serve/~7 Fiimun when “Seyyie-i Tesamuh” comes to an end. Ahmed

Thsan announces this and while doing so, he does not fail to arouse the curiosity of the
readers:

“.. bu romanda Jul Vern garabet-i fevkaladeyi muhafaza eylemekle beraber metn-i hikayeye bir de

cinayei-i garibe karigdirmus ve béylece eseri gayet merakl bir hale getirmistir™*®

This specific point needs to be stressed since the illustration of the murder
scene is published on the back page of Serve/~/ /linuz, including the forthcoming
issues as well. In translating science-fiction novels and publishing them occasionally in
Servel-7 Finun , he tries to catch the spirit of the 1890s. Those novels and the
contenfs of the “Suunat” section when juxstaposed against each other, propose a
coherent textual imagery within the highly unsystematic framework of JServe/-/

Fiinun.

“Tahayyiilat-1 Edebiye: Fuzuli”
“Tahayyiilat-1 Edebiye” of the second and third issues is the only section that
presents a flaw in the expected framework of Serve/-7 /iinun as depicted in the first
three issues. Nabizade Nazim relates the reasons of the inclusion of this article which

is only the beginning of a series of similar articles:

“* See Appendix I, p: 54.
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“Tihcan- Siir itlakina seza olan Fuzuli, Baki, Nefi, Nabi, Nedim ve Seyh Galib’in asarim tahlile tedkik

etmek maksad-1 mahsusuyla bir -Tahayyiilat-1 Edebiye- kismi actik. Intikad, asar-1 edebiye iciin bir ayna .
demek olup bu gibi eserlerin takdir-i mabhiyetleri ancak intikad-1 bitarafane ile miimkiindiir.

Biz de acizane bu yolda bir hizmet gistermek arzusundayiz™ \

Here, the due significance being given to the importance of objective criticism
is significant. Criticism is said to serve as a mirror to the literary works, eventually
ending with their appreciation. .Se7ve/~/ /ijnunagain accomplishes an important task
by publishing such critical evaluations. This brief part can give furher clues about the
author’s intellectual perception. “Tahalliiyat-1 Edebiyye” begins with Fuzuli’s portrait
as a poet, and goes on with the morale of this prominent literary figure. Literary
criticism of Fuzuli’s selected works is made. Nabizade Nazim then, compares Nedim

and Fuzul:

“Fuzuli ile Nedim yan yana konuldugu halde insan birisinde hazin hazin tebessiimler goriir ki bu rikkat
ve nezaketi dierinin suhane kahkahalarinda bulamaz.. Ban tabiatlar vardir ki ginesli bir yagmur
havasindan lezzet ahr.‘Bam tabiatlar vardir ki parlak giinesli tablelardan hoslanir. Yine baz: tabiatlar
vardir ki enginde firtialar, kasirgalar icinde omiir siirmekten zevk-yab olur. Fakat siinbiili havadan

hoslanmayacak tab-1 selim yokdur™®

In the third issue this section continues as promised. In addition, a second
article about Fuzuli’s works is also presented. This time, Ahmed Ihsan relates his
personal reflections and criticisms about Fuzuli’s works without reservations. His

critical approach is on the line of the constructive:

“Fuzuli diinyaya nazim i¢iin gelmistir; nesirci deg@ildir. Sahidimiz “Hadikatii’s - Sada” ile divamina
yazdigi “Mukaddime”dir. “Nisanci Mehmed Pasa” mektubu bile begenilmez. Nesirci Fuzuli “catra patra”
siyler bir ecnebidir. Ecnebi ama heniiz dogru diiriist ifade-i merama muktedir oimadif bir lisanin en

nazik sivelerini sarf ve istimal gayretinde bulunan bir ecnebi. Ne kadar tuhafdir degil mi?™!

*See Appendix I, p: 38.
®See Appendix I, p: 44.

>! See Appendix I, p: 69-70.
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This sort of attitude towards literary criticism constitutes the gist of Ahmed

Thsan’s critical perception. He becomes a reliable and objective source of reference
rather than a biased and unstable one when topics pertaining to literature are taken
into consideration. The inclusion of literature into the character and format of Serve/-
7 Fiipuy will assume a prominent and stable role in the near future with the founding
of the literary movement “Edebiyat-1 Cedide” in 1896. The active participants of this
significant literary movement are prominent “literati” such as Recaizade Ekrem,
Tevfik Fikret, Cenap Sehabettin, Kemalzade Ali Ekrem, the poet Safa, Halid Ziya,
Siret, Siileymanpagsazade Sami, Regid Bey, Mehmed Rauf, Doktor Suad, Sileyman
Naazif, Hiiseyin Cahid, Hiseyin Cavid, Hiiseyin Suayib, Ahmed Hikmet and Hiiseyin

Kazim*?

Conclusive Remarks for Chapter I

In tracing the character and format of Serve/-/ /inun within the compass of
Chapter I, a synthetic and comparative approach was attempted for the thoroughly
simultaneous inspection of the first three issues of the periodical.

The findings of Chapter 1 disclose the presence of a double-faceted stratum
that is being utilized within the periodical’s framework, covering the first three issues.

This stratum in Serve/-/ Flinur is composed of the “continuous compositional

sections” and the “occasional compositional sections”. These sections compose the

building blocks in what can be identified as the “character and format” of Serve/—/

Finun.

52Tokgoz, Ahmed ihsan “Matbuat Hatiralarim” Iletisim Yay. Istanbul 1993, p: 80.
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The “continuous compositional sections” of Server—7 Fiinun in the first three

issues consist of  “Istanbul Postasi”, “Suunat: Medeniyye ve Fenniye”,
“Resimlerimiz” and “Milli Roman”. The “occasional compositional sections”

\

within the compass of the first three issues consist of “Siikran” article of the 1st issue,

“Muallim ile Talebenin Ders Muhaveresi” section in the 1st and the 2nd issues,
“Tahayyiilat-1 Edebiyeden Fuzuli” section of the 2nd and the 3rd issues and
“Ahmet Vefik Pasa” article in the 3rd issue.

The first sub-division of the “continuous compositional sections™ in Servel—/

Fmun is the “Istanbul Postasr™. It is the strictly city-centered memorandum of the
chief editor. The themes are confined to the domestic happenings that take place in
Istanbul, with a consistent and faithfiul omission of political and religious affairs. It is
the “Author’s Preface” written within the predetermined limits of decorum, never
transgressing what may be designated as the “soap-news pertaining to the city with a
major dominance on the unharmful and mostly pleasant public events”. This section
represents a thematic rupture within the entire framework of the “continuous

compositional section” of Serve/—7 /inun. The contents of “Istanbul Postasy” has

nothing in common with the “Suunat” and the “Resimlerimiz” sections.

The second sub-division of the “continuous compositional sections” in Serves -

7 P is the “Suunat: Medeniyye ve Fenniye” section. This part relates scientific
and cultural happenings pertaining to the “foreign” within the Ottoman context of the
1890s. The “Suunat” section is the randomly juxtaposed textual documentary
division of

Servel/-/ Finun with no communication of specific ethical view-points. The global

focus on “people” and their scientific accomplishments or their cultural habits and life
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styles disclose, on a magnified scale “the theme of the compressed foreign world” that

can only be penetrated via the textual medium. In some of the domestic publications
of the 1890s, reference to this theme can be observed. “Hazine-i Fiinun” and
“Musavver Cihan” as the thematic and compositional counterparts of Serves—/
Flnun, can be cited as direct reference points to this premise. Therefore it would be
misleading to attribute the reference to this theme to Serve/~/ /iinun alone. In its
totality, the “Suunat” section represents a randomly dispatched jigsaw puzzle that has
many thematic ruptures within its compositional parts. When the pieces of information
are taken by themselves in isolated fragments, there remains no meaning. However,
when the section is perceived in its entirety, in other words, when the puzzle is
perceived in its complete form, with every single imagery placed in its proper location,
the informative-meaning is communicated to the reader. The jigsaw puzzle “Suunat”
section saturates the weird, the popular, the scandalous, the scientific and the cultural
scraps of information exposing the exclusively “foreign” in the Ottoman context of
the 1890s as seen through the eyes of Ahmed Ihsan. From the particular the reader

has a gradual access to the global and over encompassing.

The third sub-division of the “continuous compositional sections” in Servel~/

Fiinun is the “Resimlerimiz” section. When the “Resimlerimiz” sections of the first
three issues of Servel-/ Fiinun is explored there appears to be an obvious correlation
in the first two issues and a gradual alteration in the due handiing of the visual
materials, when these issues are compared with the third issue.

The proposition of the “thematic correlation - continuity and progressive
mﬁtation in the contents of the illustrations of the first three issues of Servel—/ Flinin

“ needs to be minutely expanded. In the first issue, the domestic landscape snap-shot
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of “lzmir Kordon Boyu” is textually and illustratively connected to its foreign

thematic counterpart as seen in “Trieste Kordon” and “Trieste Kordon Dahili”. The
illustrations depicting scenes about Trieste and Odessa appear in consecutive pages,
and thus give the effect of “permanence” to the readers. These are very ordinary and
realistic pictoral depictions with no surrealistic or absurd elements. The second issue is
more “introvert” and “homogeneous™ when the compositional contents of landscape
illustrations are taken into consideration. “Ayasofya”, “Siileymaniye” and “Trabzon
Kalesi” are the chosen landscape presentations of the second issue of Serve/-7 Fiinua.
There exists no illustrative shifts between the “foreign” and the “domestic” in this
issue, as we have seen in the very first one. The portrait depictions of “Staniey”,
“Mosyo Fresine” and “Mak Kenley” are presented within a systematic format similar
to the portrait presentations of the first issue. There is no surrealistic imagery in this
issue. The third issue is rather variational in the due choice of pictorial depictions
when compared to the first two issues. Tracing the titles of illustrations explicitly
characterizes this premise. “Yokus Cikan Simendiifer”, “Rasadhane”, “Gece Ziraati”,
“Samoa Atalan Reisi”, “Cebelii’t-Tank”, “Raguza”, “Aleksandir Dumazade” and
“Maresal Mak Mahun™ illustrations disclose an extremely unconnected web of
spectacle and hetereogeneous imagery: A flowing clash and amalgamation of
illustrations that present a huge and thematically paradoxical “foreign tableau” to the
readers. The eye of Serve/-/ /liinun in the third issue, shifts to the West and to the
East concurrently, bombarding the readers with a variety of discontinuous images.
The illustrative compass of Serve/-7 Fznun  is full of thematic webs of “lacunae”.
Thé illustrative make-up of Serve/-/ /inun shows a consistent alteration even within

the first three issues. There always is this “immutably” variational aspect when the
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illustrations of .Serve/~/ /imun are taken into consideration. The thematic continuity

and repetetiveness in the illustrations of each issue begins to disseminate with the third

issue of Servel -7 Fiinun.

\

The variegated representation of the .Serve/~/ /inun illustrations draws an
immediate contrast with some of it’s textual counterparts like “Hazine-i Fiinun” and
“Musavver Cihan” within a domesticated panorama. A direct comparison displays
the fact that there are only three domestic portrait illustrations when the collection of
“Hazine-i Fiinun” covering fhe years 1308-1312 is examined. The table of contents
sections of “Hazine-i Fiinun” including the randomly chosen dates covering the
15th of July 1892, 20th of July 1893 and the 22th of July 1893 can be cited as points
of reference for the periodical’s true character™ with a major concentration on
scientific and literary issues. The dominance of the “domestic” is easily discernible in
“Hazine-i Fiinun” with the major omission of illustrations pertaining to the “people
and customs of foreign worlds”. “Musavver Cihan” is closer to .Servel-/ Fiinun
when the table of contents section of the issues dated as of the 26th of March 1891
(this date coincides with Serve/-/ Finun’s  first day of publication), the 10th of
March 1892, the 27th of April 1892 and the 24th of June 1892 ére considered. The
existence of the “foreign agenda™ can be observed both textually and illustratively™ .
However, when a final comparison is made, Se7ve/-7 /iinun appears to be a radically
different kind of illustrative periodical than “Hazine-i Fiinun” and “Musavver

Cihan”, specifically because the “shifts” between the foreign and the domestic textual

53»Hazine-i Fiinun” Atatiirk Kitaphig1 Sireli Yay. Bol. No: 0/6 Sayt: 1-52 / 1-52 / 1-52 / Yal: 1308-
1310 /1310-1311 / 1311-1312.

>*See Appendix II, p: 170-172.
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and 1illustrative materials is more vigorous and repetitive. The so-called gaze of

Servel~1 fipun towards the “West” and the “East” while displaying the attitude of
Ahmed Ihsan to the task of printing and publishing, also exposes keys to fos?er an
“understanding of the general temperament of the Ottoman vision of the 1890s.
Coping with the symptoms of the notion of the “world getting smaller by degrees™ is
the principal leit-motiv of the domestic press milieu of the 1890s reaching a
spectacular and successful peak with Serve/-/ fiinun.

The character and format of Serve/~/ /inun should be perceived according to
this specific perspective. The foreign counterparts of the popular genre within which
Servel—7 Fimun happens to be a mere domestic adaptation in the Eurocentric context
of the 1890s, reveal a more solid and consistent vein of illustrative representations. A
comparitive analysis of these periodicals with Serve// /iinun display how successful
the domestic adaptation could be. The illustrative supplement of “Le Petit Journal”
dated as of the 15th of July 1893 discloses a scene of popular riot taking place in
Paris on its front page as well as it’s cover page” . Articles explaining these scenes of
public aggressions are published in the section titled as “Nos Gravures”. The
illustrative supplement of “Le Petit Parisien” dated as of the 7th of September 1890,
exposes on its front page the murderous attack of a woman on her husband and is
titled as “The Ville-d’Avray Affair”. Such popular and scandalous scenes of crime
illustrations depict the “response” to the demand on part of the reading audienece for

“the grotesque manifestation of the strictly vulgar”. The character and format of

55 Bagbakanlik Arsivi, Yildiz Tasnifi Perakande Evraki: 17-f / 2 - Gazeteler Kismu Katalogu (1883-

1909) / Dosya No: 3 / Gémlek No: 8 / Gazetenin Tarihi: 1893 - 7 /15 / Sayfa Sayisi: 8.
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Servel~7 Fiinun appears to be in total conformity with the stock formats being offered

by these “Western” popular counterparts.

The fourth sub-division of the “continuous compositional sections” in Servel—/

\

Fnun s the “Milli Roman® section. Within the character and format of Servel—/

Flnur this section is one of the basic compositional elements. The contents and the
title of this section will alter in a linear manner, when each narrative comes to a close

but the presence of this section will be ever-existent.

The “occasional compositional sections™ within the compass of the first three
issues has the “Siikran” article in the first issue and “Muallim ile Talebenin Ders
Muhaveresi” section in the first and the second issues. These subjects disclose the
textual manifestations of an apparent motivation to serve the Sultan via
communicating messages of gratitude and expose imminent efforts to inflame an
almost public-spirited perspective in the readers with a specific focus on the “sacred”
lands of the Ottoman Empire. The article on “Ahmed Vefik Pasa” published in the
third issue and the article on “Tahhayyiilat-1 Edebiyeden Fuzuli” that appears in

the second and third issues represent the last parts of the “occasional compositional

sections” in Serve/-/ /i, The entirety of the artciles included in this section has a
powerful moralistic aspect and strong view-points assumed by the editor. The urge to
correct the wrongs being done and tc bestow the respect that a prominent public
persona deserves in its totality was the main idea of the article on Ahmed Vefik Pasha.
The penetrating account on Fuzuli relates via a chain of comparisons, an objectively
manouveured array of literary criticism. These discontinuous sections form one aspect
of tﬂe character and format of .Servel-/ /unun. The temporary publication of these

discontinuities most paradoxically possess the most powerful vein of subjective view-
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points and hard core argumentations within the general bent of the periodical. The

due formation of the character and format of Serve/~/ Féinun is thus shaped with this

specific feature.

The character and format of .Servel/~/ Fiinun is explored with a specific gaze
on the above analyzed fragments of double strata within which the textual and visual
materials are exhibited. The primary mission of Serve/~7 /iinun is to serve the Sultan
and the reading audience concurrently. This reading audience in the first year of the
periodical’s publication consists of some six hundred subscribers. The quantity of
Servel-7 Fiinun spublications and the subscribers increase simultaneously in time with
the oncoming issues as is related by Ahmed Thsan in his Press Memoirs. The overall
selling rates of the weekly periodical may not rival the selling rates of the daily
newspapers of the 1890s, however it must be borne in mind that when compared to
it’s thematic counterparts (like “Musavver Cihan”, “Hazine-i Fiinun” and
“Malumat”) JServe/-/ Fiinun appears to be the most popular and “continuous”
weekly illustrated periodical of the 1890s, possessing an uninterrupted publication
span of almost half a century with very brief ruptures. This feature alone exposes the
unrefutable uniqueness of Servel/-7 /inun in the domestic press milieu of the 19th
and 20th centuries.

There are several skillfully encoded messages within the above double
stratified texture of .Servel—7 Fiinun designed to satify the supposed demands of the
Sultan and the readers. In order to depict the mission and motivations of Ahmed Thsan
in publishing an illustrated periodical of the caliber of Serve/~/ /inun one needs to
explore the encoded messages within the periodical’s texture. However, as was

related in the previous paragraph the textual manifestations of these missions and
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motivations are revealed via the “occasional compositional sections” like the

“Siikran” article, “Muallim ile Talebenin Ders Muhaveresi” section, the article on
“Ahmed Vefik Pasa” and the article titled as “Tahhayyiilat-1 Edebiyeden Fuzuli”.
The stable and repetitive parts of Serve/~/ Finun like “Istanbul Postasr”,
“Suunat”, “Resimlerimiz” and “Milli Roman” do not display any ethical intrusion
or any argumentative contributions to the relevant subject-matters on part of the

editor. We do not see any explicitly announced repetitive messages in these sections.
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CHAPTER I

“An Understanding of the Recurrent Messages and Responses Being

Communicated Via the Illustrations in Servet-i Fiinun: \

Visual Channels of Westerﬁi;ation ?

The second chapter of this study is going to focus on several categorized
illustrations of Serve/-/ /inun  for the understanding of a multiplicity of visual
channels of Westernization. The main aim of this chapter will be that of unravelling
the recurrent messages and responses being communicated via the illustrations. These
messages and responses will in turn enlighten “the visual channels of Westernization”
that consist of two separate agendas.

The first one is the “foreign agenda” and under this title “Landscape
Tiustrations™, “Human Portraits” and “A Variety of Pleasant Scenes” are going to be
expanded. By the examination of the “foreign agenda”, the variational perceptions of
the “West’; will be discussed. The general view of the “Western image” as seen
superimposed on .Servel-/ Finun's  foreign illustrative compositions will be
unravelled.

The second one is the “domestic agenda” and under this heading the
application of the Western model of publishing an illustrated popular periodical is
going to be discussed. The main idea of this chapter will be that of exposing the
success of the domestic application, in other words, the success of Ottoman
Westernization as seen through the illustrative materials published in Servel/-/" Finun,
Exposing the success of the domestic application via a close gaze on the domestic

“visual channels” being offered by the “Tllustrations of Various Edifices and

Landscape Depictions”, “Portraits of Various Ottoman Soldiers” and “Portraits of
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Famous Ottoman Medical Doctors and Various References to Issues about

Medicine”will be attempted.

Before passing onto the illustrations for the aim of understanding the visual
channels of Westernization, it would be useful to dwell very briefly on a textual
reference which is published in the 22nd issue, for the end of contributing to the
discussion of “the claims to modernity and Westernization™ in Serve/—/ Flinun. The
22nd issue of .Servel/~/ /linun  begins with an extraordinary announcement titled as:

“Avrupa’da Ne Gordim? Fransa, ingiltere, Belcika, Flemenk, Almanya, isvicre, italya, Avusturya™*

This piece informs the readers about Ahmed Thsan’s illustrated book about his
journey to Europe. The book of the “Journey to Europe” is going to be published in
September. This voyage is actualized for the double aim of both learning the
engraving techniques while establishing bussiness contacts with various European
engraving companies to obtain forms and for the aim of providing high quality papers
for the per_iodical. The memorandum kept by Ahmed Thsan during the journey would
be used for the articles about some of the prominent Western capital cities.

Ahmed Thsan’s book is published in Istanbul for the aim of compensating the
financial burden of the journey as well. He keeps his promise again, and publishes a
subscription chart for Servel/-/ funun  readers who wish to buy his book.

The discussion of “the claims of modernity and Westernization” in Servel-/
Fiinun s comes to the surface with the editor’s claims of improving both the contents
and the format of the periodical via connections with Europe. The ultimate aim is to
improve the paper quality of Sezvel-/ /inun  so that it would successfully compete

it’s foremost European rival “La Revue Illustré”:

> See Appendix I, page:86
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“Bu niishamizdan itibaren gazetemiz kendine mahsus olarak Paris’de iken yapurdigim kagida basihyer,

bundan sonra dahi daima bu kagida basilarak o rengi déniigdiiriliip bir cildde birka¢ nevi kagid
numunesi gistermek garabetinen azade kalacakir. Kagid Fransizca musavver gazetelerin en
birincilerinden olan (La Revue Mlustre)nin kullandig: nevidendir, ancak ondan biraz incedir. Tabiidir ki

simdiki ragbetimizin izdiyadim gérdiikce kagidimizin kahnh@m artdirarak (La Revue Ilustre)

derecesine getirecegiz”’

The “claims to modernity and Westernization” is somehow fullfilled within
this context by the editor’s obstinate efforts. A brief look at the other publications of
the same time span, namely periodicals like “Malumat”, “Hazine-i Fiinun” and
“Musavver Cihan” makes it more than obvious that Serve/-/ Flinun  was indeed
the major illustrated periodical of the 1890s when the illustrative and the textual
contents are considered alongside the quality of engravings and the type of paper
being used for printing.

In the 22nd issue, Ahmed Thsan also openly explains to his readers the sources
of the illustrations being published in Serve/~7 /znun He has already done that in his
“Matbuat -Hatlralarnm”, but this account is far more comprehensive. The
illustrations were imported from Paris, Germany and America. The “claim to
modernity” is again manifested with the motivation to publish high quality illustrations
in Serve/-7 Fiinun The domestic engravings are lower in quality than their European
and American counterparts and thus Ahmed Thsan seeks out a solution for this

problematic situation during his journey to Europe. He acknowledges the fact that the

printing qualities can well be improved with the imitation of techiniques form Europe:

“Resimlerimize gelince simdiye kadar basdifimiz tesavirden memleketimiz manzaralarini irae edenden
maadas: hep Paris ve Almanya’dan, hatta Amerika’dan bilhassa celb olunuyor idi memleketimize aid
bulunanlar ise 12 ve 13 adeddeki resimler gibi birkac tanesi miistesna olmak sartiyla Avrupa’da tahsil ile

buraya gelmis bir (fotegravirer)e yapdirthyordu. Ecnebi menazirini irae eden resimlerin ne derece nefis

57 See Appendix I, page: 87.
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oldugunu elbette goriip teslim etmissinizdir, memleketimize aid olanlarda o derece muvaffakiyet hasil

olamadigim giriince bir defa Avrupa’da iken ona da care aradim™®

The chain of the printed engravings is rather complex. The photographs of
certain domestic settings are taken, then they are sent to Vienna to become “modelled
stencils” (“kalip”) and the illustrations are created at fhe final step. But this last phase
is attained at the moment when the periodical is ready to be published. Therefore a
continuous process of incoming modelled stencils is needed. Some delays occur in this
process. Ahmed Thsan informs his readers about the delays in Servef—7 FZinun The
transactions with foreign companies are accomplished via contracts. Ahmed Thsan
relates that while most of the foreign stencils are more refined when the criteria for
quality 1s considered, some of the stencils made in Istanbul were also considered as
successful and in order not to waste efforts and money to acquire foreign stencils, he
consents to make use of them as well. And thus one can see Ahmed Thsan’s unceasing
efforts at improving the illustrative materials of .Serve/—/ /inun  with a continuous
gaze to Eﬁrope and especially it’s prominent “Western” counterpart “La Revue
Nlustré”. His claims and due perception of modernization is equalled with
improvement and continuous progress including both the contents and the format of
Servel-1 Funun,

If we are to return back to our initial topic of discussion and start exploring a
number of illustrations for the understanding of “the wisual channels of
Westernization”, the first section to be analyzed would be the “foreign agenda” of
Servet-7 frnun “Landscape Mustrations”, “Human Portraits” and “Various
Pleasant Scenes” would compose the contents of this agenda. In this section, the

categorized illustrations of the 19th, 22nd, 23rd, 25th, 42nd, 47th, 54th, 55th, 57th,

*8 Tbid.
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60th, 70th, 72nd, 211st, 215th, 217st and the 225th issues are going to be analyzed.

The selection of these issues are not randomly accomplished. There are two reasons
for the non-random assortment including some sixteen issues of Sezve/~/ /linun, The
first reason is the time span under inspection. All of the selected issues are dispersed
over the pen'odical’sb publication covering the first four years (1891-1895). The
second reason is the illustratively aberrant character of the non-randomly selected
issues. The majority of these issues contain all of the “crime-atrocity-murder
illustrations” that are going to be analyzed in the third chapter, for the discussion of a
“critique of the West”. The ones without the crime oriented illustrations possess a
variety of illustrative and textual materials proposing responses that are sought for an
understanding of the divergent “visual channels of Westernization™ as seen in .Se7vel—/

Aunun,

In Search for the Visual Channels of Westernization
in Servet-i Fiinun
I. First Section of the Foreign Agenda
“Landscape Illustrations”

In the 22nd issue the first “landscape illustration” of the “foreign agenda” in
the understanding of the “visual channels of Westernization” appears. “Trieste’nin
Biiyiik Kanaly” illustration, displays an obvious thematic and stylistic similarity with
the “Triste: Kordon” of the 1st issue of .Servel-7 Fimun When both of the articles on
Trieste are compared it can be observed that there are no efforts in explaining the
contents of the published illustrations. The information communicated for “Trieste’nin

Biyiik Kanali” is superficial:
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contents of the published illustrations. The mformation communicated for “Trieste nin

Biiyiik Kanali” is superficial:

“Resmi derc edilen kanal dahi oldukea biiyiik olup sefain-i sagirenin yanagmalarina ve sehrin derununa

kadar girebilmelerine miisaiddir™

The stylistic resemblance of the Trieste illustraﬁons make it quite apparent that
they were created by the same hand or by the members of the same studio that had
previously done the illustrations in the first issue. “Trieste’de Loyd Kumpanyast’nin
Idarehanesi” article explains the popularity of the famous shipping agency. The due
popularity attributed to the company is justified by the assertion that this company is
the greatest shipping company of Europe. The reading audience is informed
accordingly:

“Loyd Kumpanyasim ve bahusus vapurlarnim bilmedik kimse tasavvur olunamaz. Bu cesim kumpanyanm
merkez-i idaresi Trieste’de olup resmimizde gorilen dahi idarehanesidir. Bu kumpanya Avrupa’da

bulunan bahri sirketlerin en biyiikleridir™®

By this way, the readers of .Se7ve/-/ /iinun  have access to four illustrations
and three articles that inform them about Trieste within the span of nineteen weeks.
The first hints of a certain choice in forming the “visual channels” is observed with
Trieste illustrations. Whether this case is the result of a deliberate choice on part of
Ahmed Thsan or that it is a mere coincidence we can not tell for sure, as there are no
attempts by Ahmed Thsan for explaining this type of continuities when certain “foreign
landscape illustrations” are taken into consideration.

The second set of “landscape illustrations” in the “foreign agenda™ displays
“Ragusa Sehri” and “Ragusa’mmn Biyiikk Meydam”. There i1s a compositional
resemblance between these scenes and the “Ragusa” illustration of the 3rd issue. Done

by the same French illustrator, the landscape depicts similar characteristics. The

*® See Appendix 1, page: 83.
% Ibid.
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panoramic overview of Ragusa, as seen in the different illustrations of the 19th and

the 3rd issues, looks as if the city is drawn from two complementary but divergent
angles. “Ragusa’min Biiyiik Meydanr” scene reveals a close-up of the city. The
articles about Ragusa are extremely concise, descriptive and complementary. In the
3rd issue, Ragusa is dépicted as a city located on the Dalmatian coast of the Adriatic
Sea and the 19th issue the former accounts are complemented:

“Avusturya devletinin Dalmacya eyaletinde ve Venedik Kirfezi iizerinde vaki bir limandir. Ahalisi yedi

bin raddesinde olup mevkinin ehemmiyet-i ticariyesi vardir™®!
In “Ragusa’nin Biiyitk Meydan1”, the intensely descriptive account of the city

center becomes even briefer:

“Sehrin kiiciikliZi nisbetinde biiyiikdir. Ahalinin en miihim tenezziih-gahidir™®

The striking point of this illustration is the depiction of various human figures
as seen in the main public square of Ragusa. Two oriental-looking male human figures
indulged in a conversation, women folk in country attires situated at a corner, and a
gentlemanly looking man with a dark suit and a walking stick is perceived within the
composition of the same illustration. As it appears Ahmed Thsan has a point in
describing the city center as the major gathering point for the inhabitants of Ragusa.
On the main square, the edifices are extremely elaborate. The city does not look like
an entirely rural sea-side setting with this depiction. These are the main clues gathered
from both of the illustrations in forming an idea about this far away city located on the
Dalmatian coast. Thus we come across with yet another “visual channel” guiding the
gazes of Serve/-/ Flpun  readers to the city of Ragusa. Attributing a specific
importance or significance on Ragusa by refering back to Ahmed Ihsan’s choice in

relating information about this city may be misleading. There is only a faint chain of

&1 Ibid.
%2 Tbid.
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The last “foreign landscape illustration” of the 19th issue is “Inci Saydr”,

picturing a from a pearl hunt on Ceylon Island. The article being descriptive in its
content, communicates more than the illustration tells: '

“Ezmine-i kadimeden beri inci zi-kiymet-i miicevheratdan addedilmisdir. Inci dalyalarinin en meshuru
Seylan Adasmdakidir. inci aragtirmak ile mesgul bulunan her bir kayikda on dalgig, on kiireksi, baskaca
iic adam bulunur kayikda bes tas vardir ki dalgiclar onlan kendilerini denize daha ¢abuk dalmak igiin
kullamirlar... Her dalgi¢ giinde kirk elli defa denize dahp ekseriya bir yahud bir buguk dakika kadar

eglenir. Dalgiclar elli kademeden agagiya dalmazlar, denizin dibinde olduklan vakit pek ¢abuk islerler™®

Although Ahmed Ihsan does not relate it, it is apparent that he has read a
detailed article from some foreign source about pearl hunting in geheral and applies
what he has learnt to this illustration. We have no solid reference points other than
what Ahmed Ihsan relates to us about the scene. Nor do we find any other references
to the topic of “Inci Saydr” in the other selected issues of Serve/-/ /Zinun, The
readers are presented with yet another variational “visual channel” this time focusing
on the “E_ast”. The illustration in itself, reveals a very actively designed scene with
diving, swimming, walking and standing human figures. From what is seen in the
illustration, it is not easy to tell whether this is really a pearl hunt scene or not.
However, it is apparent that the human figures are from the Far East.

“Kahire’de Ebniye-i Atikadan Bir Cami” illustration of the 22nd issue has a
brief subtitle and a concise article explaining the picture. This illustration is taken from
Cairo while Ahmed Thsan was there on vacation. He wants to use the illustration in
Servel -y Finun  since the mosque depicts a pleasant sight. In the article as with the
other “foreign landscape articles”, Ahmed Ihsan tries to accomodate the reader with
the foreign land and edifice under introspection. The readers are introduced with

another “visual channel” depicting a scene from Egypt. As can be observed, Ahmed

% See Appendix I, page: 83-84.
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the foreign land and edifice under introspection. The readers are introduced with

another “visual channel” depicting a scene from Egypt. As can be observed, Ahmed
Thsan is not extremely particular in his choice of illustrations depicting some exclusive
scenes of the “Western” world. In total conformity with Serve/~/ fiimun’s general
illustrative attitude exemplified by the mission of publishing “the popular and
pleasant” on a dominant basis, he refrains from limiting the periodical’s vision with

the imagery and subject-matter provided singularly by the “West™:

“Kahire’nin etrafim1 sarmus olan kale kapularindan Babii’n-nasir ile Babii’l-garaib’den ¢ikarsanmiz simal-

1 sarkide kumluk bir meydanda resmini derc etdigimiz tiirbeyi goriirsiniiz™*

The 47th issue of Serve/~/ Fiinun  has three illustrations of the Chicago
Exhibition under the subtitles: “Sikago Sergisinde Kadmlar Dairesi”, “Sikago
Sergisinde Sayd-1 Mahi Dairesi”, “Sikago Sergisinde Serbest Sanayi ve Imalat Dairesi
(In the very same issue there is the crime-atrocity-murder illustration “Paris’de
Haydutluk” as well). The article on the Chicago Exhibition, resumes the previous

account on the exhibition while giving more illustrations and information about the

three divisions of the exhibition that is going to take place one and a half years later:

“Amerika’min Sikago sehrinde bir bucuk sene sonra kiigad olunacak olan biiyiik sergi haklanda gazetemiz
birkag¢ defalar tafsilat-1 lazime ita etmis ve 37’inci niishasinda serginin idare-i umuruna aid binamn

resmini dahi enzar-1 kariine arz eylemis idi, bugiin serginin itmam olunmus$ ebniye-i cesimesinden

birkagim daha kariin-i kirama gésteriyoruz”®

The character of the information being provided in the Chicago Exhibition
article is very descriptive and strictly limited to several estimations related to the sizes
of the relevant constructions that are depicted in the illustrations. The contents of the

article at least to a certain extent, correspond to the illustrations being provided.

Ahmed Thsan concludes the brief article by saying that Serve/-/ Flinun  will continue

% See Appendix I, page: 88-89.
% See Appendix I, page: 102.
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the readers about this exceptional affair on a continuous basis. The illustrations on the

Chicago Exhibition exemplifies another scene in the “foreign agenda” of Servel-/
Fénun  putting forth another sample for the “foreign landscape illustrations™ with a
major concentration on the edifices of the exhibition site. In here we are confronted
with yet another “visual channel of Westernization” communicated via the textual and
the illustrative material presented in .Serve/~/ /éinun The focus is zoomed on an
important international exhibition that is to take place in America with the
participation of Ottoman stands as well. Another significant aspect of the publication
of Chicago Exhibition illustrations in .Serve/~/ /imuy  brings us to the tacitly
permanent custom of picking up topics that are likely to provide continuity. The
illustrations at this stage, do not show anything apart from the buildings and their
surroundings. However, the reader has up-to-date information about the exhibition in
advance. The mterest in the Chicago Exhibition is not peculiar to Sézrvel/~/ Finun  in
the 1890s. In the “Musavver Cihan” dated as of the 10th of March 1892, there are
extensive articles on the exhibition as seen in the table of contents section. These
articles and illustrations appear one year after the similar ones were published in
Servel-7 Fiinun Some of the titles give clues about the attitude being given to the

event:

“1. Amerika’da kain Sikago Beldesinde Kiisad Olunacak Olan Meshur-u Umumiyede Kristof Kolomb
Namina Insasi Tasvir Olunan Nisana Yadigar.
2. Sikago Sergisi Direktorii Miralay Davi”®

The last “foreign landscape illustration” of the 47th issue with an article
displays a waterfall. “Giezbah Selalesi” is the only landscape illustration of this issue.

Being in total coherence with the rest of the landscape illustrations of Servel-7 Flimur,

% See Appendix 11, page: 170-172 / For further details about the Chicago Exhibition please refer to
“Ubeydullah Efendi’nin Amerika Hatiralar” Iletigim Yay. Istanbul 1989.
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the reader knows what sort of a foreign landscape can be expected. The contents of

the article does not correspond with the illustration:

“Giezbah selalesinin asil mevki-i sudurunda birkac otel oldugu asagidan goriliiyor, selalenin kipiirerek
dagmn tepesinden beri agaclar taslar arasindan yuvarlamp gelmesi, sonra 3500 metro irtifada gile

dokilmesi, hakikaten miistesna bir manzara viicuda getirir ki pisgahina vaz etdigimiz resimde dahi bu

letafeti itiraf eylersiniz™’

The illustration does not disclose any hotels but instead depicts a number of
logs. The exclusion of the huge quantity of logs from the article can be attributed to
Ahmed Ihsan’s attitude towards his subject-matter. He wants to emphasize the
pleasantness of the scenery entirely. The landscape depicting the waterfall is located in
Switzerland, and presents a beautiful view informing the readers about another “visual
channel” situated in Europe and emphasizes the parallelism between the “foreignness
of the landscape” while underlining the importance of appreciation . Ahmed Ihsan
connects the unseen tramcar of the Giezbah waterfall illustration to the domestic
context. And thus the reader can visualize more solidly the tramcar that leads to the

peak of the waterfall:

“Zirveye c¢ikmak iciin 350 metro tuliinde bir fenikiiler yani bizim Galata Tineli tarzinda isler

tramvaydan istifade olunur™®

The “Viyana Sehri” illustration of the 55th issue, shows an overview of the
city. This illustration was most probably taken while Ahmed Ihsan was travelling in
Europe. The article is extremely concise and does not correspond with the illustration
except for the brief reference to the canal. The readers are offered a landscape
illustration of Vienna and thus we have another foreign landscape depicting a

beautiful scenery.

%7 See Appendix I, page: 131-133.
% Tbid.



60
The next illustration depicts the a scene from the interior of the Versailles

Museum which is titled as “Versay Miizesinde Bir Salon”. The article notes that the
museum is unparalleled in the world. Ahmed Thsan announces that the details
pertaining to the palace, garden and the fountains of Versailles can be found in his
book “Avrupa’da Ne Gordim?”. The interested reader is channelled to obtain the
book for further information. Reference to the Versailles Museum is significant since
the theme of “museums” as symbols of cultural superiority and prominence is a
recurrent topic of discussion ‘in Serve/-7 /unun To be more precise, it would be
illuminating to note that in the 54th issue, Ahmed Ihsan relates a lengthy article on
“Miize-i Osmani” emphasizing the detail that a outstanding Parisian newspaper had
published an article about the new and important archeological discoveries that were
exhibited in the museum. Again we come across with a “visual channel” that
thematically links the illustration of the Versailles Museum with the illustration of
“Miize-i Osmani”. “Miize-i Osmani” will be delt in detail within the compass of the
“domestic agenda” of the “visual channels of Westernization”.

7 VIn the “Britksel’de Adliye Dairesi” article appearing right after the Versailles
article, Ahmed Ihsan explains in minute details the exterior and the interior
architecture of the setting. While doing so he does not fail to accomodate the readers
to this foreign edifice by drawing certain comparisons and contrasts with the Church
of Saint Peter and Hagia Sophia and the “fire tower” in Istanbul. Thus an explicit
connection is established between what i1s exclusively foreign and what remains
particularly domestic. The “visual channel” created by Serve/-/ finun — conveys the
messége that even what seems at the first sight entirely “foreign” and “far away”

could well be “adapted and become understandible and close” with direct

mathematical comparisons:
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“Binamn ihata etdigi satth 24600 metro murabbaidir.Yani el-yevin birinci ebniye-i cesimeden madud

olan Roma’daki meshur Sen Piyer Kilisesinden dahi 3400 metro murabba biiyiikdiir. Halbuki Sen Piyer
Kilisesi bizim Ayasofya Cami-i serifinin bir bugugu kadardir...Adliye dairesinde 27 biiyiik salon; 245 oda
8 holi vardir. Bundan baska bir biiyiik sofa mevcuddur ki merdiveniyle beraber 3600 metro murabba

yer tutar. Sofanin dstiindeki kubbenin irtifa1 97 bucuk metrodur yani bizim yangn kulesinden yirmi

metro miirtefidir™®

The 60th issue of Serve/~/ /iinun  has two lengthy articles and illustrations
depicting foriegn landscapes titled as “Vetiznau” and “Lusern”. Both of these settings
are located in Switzerland and their illustratiéns are ordered while Ahmed Thsan was
still travelling in Switzerland. He announces in the article that the landscape
illustrations were originally ordered for publication in his book “Avrupa’da Ne
Gordim?” but they were delayed and could not be printed in his book. These
illustrations are textually and visually connected to each other and are also linked to
the “Riki Demiryolu” illustration we have seen in the third issue of Servef-/ /finun,
Once again Ahmed Ihsan introduces a loosely but thematically connected webA of
foreign léndscape illustrations. The extremely detailed articles on “Vetiznau” and
“Lusern” disclose what happens to be extremely delightful to the eye and to the ear.
The gaze of Ahmed Thsan is limited to the European landscapes as observed in the
two above mentioned references and thus the gazes of Séervel/-/ /lnun  readers are

also enclosed within the panorama offered by the editor :

“...Suyun rengi ziimriid gibi yesil ve gayet berrakdir, birinci kipritye ayak atinca gol etrafinda déniip
goliin manzara-i fevkalasiyle suyun levnini temasa etmekden hangisini tercih etmek lazim gelecegini

tayinde erbab-1 seyahat aciz kalir"™

The 70th issue has a long extract from Ahmed IThsan’s book “Avrupa’da Ne

Gordiim?” about the London Tower Bridge. The minutely depicted narrative about

% See Appendix I, page: 116-117.
7 See Appendix I, page: 134.
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the London Tower Bridge represents Ahmed Ihsan’s own experiences. He looks m

awe and amazement to the site and hardly recollects himself from the astounding

effects of the excessive crowd on the bridge:

A

“Iste bugiinkii manzara Avrupa hakkinda umduklarimizin son derecesi idi! Adam kalabahgim gormek

i¢iin diinyada mutlak su képriiniin Gstiine gelmelidir!”™

The readers have access to the brief history of the bridge alongside the usual
mathematical calculations about the bridge. In order to accomodate the readers,
Ahmed Ihsan again refers to a domestic setting, this time the location being the Galata
Bridge. The readers are informed about the bridge’s “excessive” crowd (most
naturally the criteria of the “excess” is shaped according to the standards of Istanbul
and the possible limits of any crowded site in Istanbul, we owe this one sided
amazement of Ahmed Ihsan on his extensively subjective and non-analytical
perspective), the “blackness” of River Thames, the edifices around the bridge and so
on, via the inquiring and observant eyes of the editor. Thus we acquire another “visual
channel” focusing on another “Western imagery”, the London Tower Bridge to be
specific. The contents of Ahmed Thsan’s book is utilized to a certain extent in this
brief but detailed episode about the London Tower Bridge.

In the 215th issue of JServel/-/ Finun, there is an extensive article on New
Zealand. There are four corresponding illustrations three of them being landscape
depictions and one of them picturing three natives. The narrative is taken from the
travellers’ accounts of “Mosyd Versur”. The basic reasons of their inclusion in
Serve! -7 Finun  lies in the most expected premise that the landscape depictions of
New Zealand offer pleasing effects to the reading audience. Ahmed Ihsan, although

he has not been to the site, puts forth strong view points about the beauty of the

"I See Appendix I, page: 124.
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scenery. The most striking account of the “Zeland-1 Cedid Seyahati” article is the brief

account about the natives:

“Zeland-1 Cedid’in ahali-i kadimesine gelince bunlar elan hal-ii vahsettedirler ,asar-1 medeniyet hep
\
Avrupa ve Amerika muhacirleri tarafindan tesis kilmmstir. Zeland-1 Cedid’in ahali-i asliyesinden

Magorilerin bir kita resmini dahi (104) numerolu sahifede irae eyliyoruz: Bunlar bir kadin ve bir

erkekdir ki sokakda yekdigere miisadif olup selamlasiyorlar™”

The recurrent theme of the “white man’s burden” appears again in the
illustration subtitled as “Zeland-1 Cedid Seyahati: Ahali-i Asliyesinin Tarz-1 Selami”.
The unexplained concept of “éivilization” with it’s practical reflections is established
by the Europeans and Americans. The natives of New Zeland are said to be complete
“savages”. Ahmed Thsan resumes the theme of the “white man’s burden” taking the
side of the Europeans and Americans, locating the Ottoman world somewhere “far
away” from the imagery as depicted in the New Zeland illustrations. His gaze via the
illustrations locate the Ottoman world on a different socio-cultural plane than the one
New Zeland 1s located. The so-called concept of civilization differs when New Zeland
is under question. The picture views three native figures in their domestic attires. It is
important to note that there is quite a number of illustrations depicting “foreign
people of alien lands™ in their native attires in Se7ve/~/ /inun whereas we do not see
any public figures with domestic clothes in the periodical. The “visual channel” is this
time directed not towards the “West” but to the “East”, with the major emphasis on
the “savagery” of the people under inspection and the unrefutable beauty of the lands
they inhabit. The introduction of the socio-cultural habits of the New Zeland natives
are related with the illustration depicting the manners with which they salute each

other.

72 See Appendix I, page: 153.
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II. The Second Section of the Foreign Agenda

“Human Portraits”

The first division of the “foreign agenda™ for the understanding of various
“visual channels of Westernization” under the title of “landscape illustrations” has
been analyzed. The second division under the “foreign agenda” is the “human
portraits”. In this section foreign “human portraits” appearing in the 23rd, 54th,
55th, 208th and the 213st issues of Serve/~/ /linun  are going to be analyzed for the
am of understanding the “human aspect” building the variational perceptions
pertaining to the variational images of “West” as communicated in .Servel/—/ finun.
The portrait illustrations that are going to be analyzed in this section will be the ones
appeanng under the “Resimlerimiz” section of Servel-/ Fiinun  with corresponding
articles. The portraits without articles are not going to be examined.

The 23rd issue of Serve/~/ Flinun  depicts the portrait illustration of “Jul
Lemeter”. The choice on part of Ahmed Ihsan about publishing Juls Lemaitre is
ambiguous, since he does not relate whether he is a popular character, well known to
his readers-or not. According to the accounts of Ahmed Ihsan, he is a prominent
critic especially with the critical evaluations he has written on Emile Zola. Apart from
the below mentioned brief statement about him, we do not come across with Juls
Lemaitre again in the examined issues. He concludes the brief account by simply
saying:

“Strasi gelince Jul Lemeter’in tenkidatindan birini piggah-1 kariine vaz ederiz”™

In the 54th issue, we come across the portrait illustration of Monsieur Napier,

the chief illustrator of .Servel-/ Fumun. The bilingual subtitles reveal the aim of

3 See Appendix I, page: 94.
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introducing Napier to the French speaking reading audience of Serve/~/ fimun — as

well: “Saye Muar Fuaye cenab-1 sehriyaride gazetemiz iciin Paris’den celb olunan
hakkak Mo6syd Napiye” / “M. Napier, prof. de ’Ecole des Beaux-Arts et Dir.de notre
atelier de gravure”. The article on M. Napier is quite long and detailed, informing the

Servel~/ flinun  readers about the illustrator starting from his appoinment to the
post:

“(Servet-i Fiinun ') gazetesi hakkakhigiyla Sanayi-i Nefise Mcktebi hakkak simfi muallimligine istihdam
olunmak iizere Avrupa’dan bir hakkak celbi hususunda seref-miiteallik buyurulan irade-i semiye
mucibince muharrir-i aciz tarafindan bi’t-taharri intihap olunan iistadin Mésyé Napiye namnda
oldugunu gecen niishalarimizin birinde sdylemis ve Dersaadete muvasalatim haber vermis idik. Bugiin

dahi mumaileyhin kendi tarafindan hakk olunmus kendi resmini derc-i sahife eyliyorum””

Servel-7 finun  readers are at last introduced to the long mentioned
engraver Napier in the 54th issue. Now the engraver has a real “face” and is properly
introduced to the Servel/-/ Fiinun  readers.

The portrait illustrations of “Avusturya Bag Vekili Kont de Taf” and “Lepron”
are presented with very brief articles titled respectively as “Kont De Taf” and “Olle
Lapron” in the 55th issue of Serve/~/ /inun In the “Kont De Taf” article, Ahmed
[hsan merely talks about the political significance of the Count. He is the prime
minister of Austria. “Olle Lepron™s article is more detailed since there is a specific
reason for his appereance in .Serve/~/ /Fiinun. He is introduced to the readers with
specific reference to his book. It is important to note that all of the “human portraits”
in Servel-/ Finun  with articles refer to either politically or literararily prominent

figures:

* See Appendix I, page: 107.
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“Olle Lepron ahiren (Felsefe ve Zaman-1 Hazr) iinvamyla bir eser yazarak kandini miintesibin-i

hekimata tamitdirmug erbab-1 dehadan olmagla ileride miisariinileyhin eserinden bahs etmek emeliyle

isbu niishada resmini kariin-i kirama gésteriyoruz”™

The portrait of Olle Lepron is published for further reference in the coming
issues of .Serve/~/ Zimur  when his work is to be related. And thus the S&rvel—/
Fénun readers are introduced with more foreign “human portraits” of the “West”.

The 208th issue discloses the portraits of “Arsidiik Alber” and “Maresal Kan
Ruber”. The extensive articles on these human portraits expose the political
prominence of the persons under inspection. Both of the articles are written to bestow
further honour to the prominent figures who have passed away. In the same section
an article and illustration of Yusuf Riza Pasha is also located. As is understood, he has
also passed away on the 28th of February 1895. This is another feature of .Server-/
Finuy, emphasizing proper honour to well-known people after they pass away. The
contents are not eulogic but have brief biographical informations, introducing the
relevant pérsona through a portrait.

The 213th issue of Serve/~/ /ipun  has an entire page that consists of six
portraits depicting the artists of the Beyoglu French Theatre that would come to
Istanbul for a series of performances during the winter and the summer. The
simultaneous Turkish and French subtitles under the illustration communicate the
bilingual aspect of the portrait and the responses given to the variational domestic and
foreign reading audiences by JServe/~/ Finun : Istanbul’da Beyoglunda icra-i
lu’biyyat eden Fransiz Operet Tiyatro Kumpanyas: Aktor ve Aktrislerinden Bazilar™ /
“Les Principaux artistes de la Troupe d’Operette de Pera”. The artists are re-

introduced to the readers, their memories are refreshed with a flood of positive

7* See Appendix I, page: 113.
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acclamation stressing their artistic talents. The publication of the portraits of the

French artists are explicitly justified by Ahmed Thsan;

“Bu las evahirinde Beyoglu’'na gelip yazin dahi icra-y1 1a’hiyat eyleyecek olan yeni operet kumpanyasi

gerek Tepebas: Tiyatrosunda gerek Istanbul tarafinda icra eyledigi oyunlarda gecen sene gelen takimlara

nisbeten ziyade ragbet girdiigi cihetle kumpanyanmn bashca oeyuncularimin birer lita resmini derc-i

sahife eylemegi miinasib gordiik»’

This company proved to be more popular than the others who had toured
Istanbul the previous year, so the company deserved proper attention and coverage in
Servel-7 funun. The contents of ttlxe article do not focus minutely on portraits, but
ranks them according to the criteria designated by their talents, from the purely
subjective perspective of Ahmed Thsan. With this pictorial depiction we have access to
a number of foreign artists that would soon perform in a domestic context. This
“visual channel” as perceived in .Serve/-/ /iinur - concentrates on foreigners who are

going to connected to the Ottoman context.

II1. The Third and the Final Section of the Foreign Agenda

“Various Pleasant Scenes”

The second division under the “foreign agenda” for the understanding of
various “visual channels of Westernization” under the title of the “human portraits”
has been analyzed.

In the present section, the third and the last sub-division of the “foreign
agenda” titled as the “various pleasent scenes” appearing in the large collection of
the 19th, 22nd, 23rd, 25th, 42nd, 47th, 54th, 55th, 57th, 60th, 70th, 72nd, 211st,

215th, 217th, and the 225th issues of Jervel-/ Funun  is going to be explored.

6 See Appendix I, page: 148.
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Complementation of the final chain in the understanding of the variational images of

the “West” as communicated in Serve/~/ /inuy  will be attempted in this section.
The sub-division titled as “various pleasant scenes” appears to be an ,over-
encompassing group that contains a multiplicity of thematically dispersed illustrations.
Most of the illustrations under this division lack articles. Therefore, a thoroughly
succinct, synthetic and itemized approach will be utilized in the due handling of these
illustrations rather than a meticulous and overtly explicatory approach. The
illustrations without corresponding articles are going to be examined very concisely in

addition to the ones with the relevant narratives. The “contextual éigniﬁcations” of
these illustrations will have the priority instead of “content-oriented” minute
interpretations. There will not appear another detailed sub-division locating the
repeated themed illustrations of this section. Instead, brief explanatory titles for each
successtve group will be proposed to eliminate ambiguities. Under the division of the
“various pleasant scenes” the below listed themed illustrations in .Servel-/ Aiinun
are going to be registered and overviewed:

1. Tllustrations from the translated Jules Verne novels: (the 19th and 22nd

issues).

2. Pictures of animals and hunting scenes:

(the 22nd, 23rd, 25th, 47th and 57th issues).

3. Pastoral scenes with women and children as protagonists:

(the 22nd, 54th, 55th, 60th, 70th and 72nd issues).

4. Fashion illustrations from France:

(the 22nd, 25th, 42nd, 47th and 60th issues).
5. Scientific entertainment illustrations:

(the 54th, 55th, 57th, 70th and 72nd issues).
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6. Pictorial representations of foreign people of alien lands:

(the 23rd, 25th, 54th, 55th, 57th, 60th, 72nd, 211st, 215th, 217th

and 225th issues).

Claims to Modernity:
The Visual Channels of Westernization Offered by the
“Various Pleasant Scenes’’:
I/ Illustrations from the Translated Jules Verne Novels appearing in

the 19th and the 22nd issues of Servet-i Fiinun :

The illustrations appearing on the last page of the 19th issue of Serve/-/
Flinun, right beneath the “Serait-i Istira” chart, are “Cinde Seyahat” and “Havada

Seyahat”. These are taken from the translated Jules Verne novels:

“Romanlardaki Resimlerden Numune Olarak Mahrec
Jul Vern'in eser-i telifi ve Ahmed fhsan Bey’in terciime kerdesi olan bu kain ve gayet giizel romanlar

nesr olunmusdur.

(Cinde Seyahat) yirmi, (Havada Seyahat) on yedi bucuk kurusdur™”’

The illustration depicting “Havada Seyahat” is a surrealistic one with a ship
that appears to be flying over the sea at sunset. This scene of a floating ship is an
advertisement for the translated novel. The other illustration is published for
advertising another Jules Verne novel “Cinde Seyahat”. The reference to Jules Verne
novels in Serve/-/ Fiinun brings about a prominent vein to the understanding of the
“visual channels of Westernization”. Science-fiction narratives of Jules Verne had a

wide reading audience in the 1890s, thanks to the translations of Ahmed Ihsan. After

establishing a contract with the publisher of Jules Verne m Paris, he succeeds in

"7 See Appendix I, page: 52.
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ordering the illustrations of the novels and starts publishing his Jules Verne

translations with illustrations from then on. The popularity and the enthusiasm of the
reading audience seems to be outstanding. In his memoirs, he explains the wide public

interest and how he made money by those translations to establish his own printing

office, “Alem Matbaasi™:

“Hetzel bana simsir kahiplardan galvanolar gonderecekti. Hemen Jules Verne’in Deniz Altinda
Seyahat’im sectim. Paris’den resimleri geldi. Bu romam hemen ¢evirdim ve resimli olarak cikardim.

Resimli bir romanmn yayimlanmasi, Babali yokusunda c¢ok dnemli bir olay eoldu; adeta kapistilar ve

elimde kalmadi”™

He establishes his own printing office in 1890 with the earnings from the
illustrated Jules Verne translations. There was an enormous popularity for science-
fiction novels of Jules Verne and Ahmed Ihsan makes extensive use of this interest.

In the 22nd issue of .Serve/-/ /Unur , again on the last page, below the
“Serait-i Igtira” chart, the advertisement of another Jules Verne novel “Bir Sefilenin

Evrak-1 Metrukesi Yeraltinda Seyahat™ appears:

“Romandaki resimlerden numune olarak mahrec.

Jul Vern’in eser-i telifi ve Ahmed Thsan Bey’in terciime kerdesi ve gayet giizel olan bu romanin ecza-y1

mutebakiyesi peyder pey cikacakdir™”

Out of the two pictorial depictions one is significant since it depicts a “murder
scene”. This is the first Sesve/-7 Fipun illustration visualizing a crime scene. The
dramatic spectacle of this murder scene can be accepted as a sensational. The
illustration shows a young woman being stabbed to death by a man who appears to be
hanging with a rope around his waist and holding the girl by his left hand at the same

time. The setting may be a well or somewhere underground, since it is very dark. The

light of the lantern only helps the viewer to discern the knife, the facial expression of

78 Tokgoz, Ahmed Ihsan “Matbuat Hatiralarim™ letisim Yay. Isatnbul 1993, sayfa:46.
" See Appendix I, page: 91.
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the victim and the face of the cock which happens to be situated on the same rope that

holds the man. The animal is watching the murder, it is the only witness to the crime.
Ahmed Ihsan relates that Jules Verne had chosen to add a murder episode to his
novel. However, his specific choice, as an editor in choosing this murder illustration is
rather significant since beyond doubt, he aims to arouse the curiosity of his readers
and futher urges them to satisfy their hunger for the “sensational” by buying the
illustrated novel. The other illustration which is located near the murder scene,
represents a thematic contrast. It is a serene depiction of the sea and a boat with five
people on board under moonlight. This picture is also taken from the same Jules
Verne novel. The juxtaposition may serve to reinforce the mysteriousness and duality
of the novel, all proposing to affect the curiosity of the readers.

The existence of translated Jules Verne novels with illustrations in Serve/—/
Flnun  opens another vein of “visual channel of Westernization”. The theme of
science-fiction narratives, science and technological developments in general, as
specifically seen in the “Suunat: Medeniyye ve Fenniye” sections of Servel-7 /iinun
openly manifests the interest in technological, scientific and even industrial progress as
witnessed in the “West”. The “West” constitutes the core of all the scientific progress
with beneficial connotations and is thus appreciated without reservations. This
appreciation of science and the “West” is not a rare phenomenon singular to Sezvel-7
Fiimir - alone. “Musavver Cihan” as the thematic and illustrative counterpart of
Servel-/ Fiinun , displays the most sophisticated samples to foster the above cited
argument. However, we do not observe any science-ficiton novels in “Musavver
Cihan’’s selected set of issues and this may further give ideas about the attitude of

Servel-7 Fiunun  towards science and narration. The convergence point where
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literature and science is fused in a narrative style like that of Jules Vernes’, and the

inclusion of this specific genre in Serve/~/ Fijnun s format, needs to be emphasized.

Il / Pictures of Animals and Hunting Scenes appearing in
the 22nd, 23rd, 25th, 47th and 57th issues of Server-i Fiinun :

In the 22nd issue the article about “Zevahif-i Cesime” does not have a
corresponding illustration in Serve/~/ /ijnun As Ahmed Thsan relates, the illustration

was published in the previous week’s issue:

“Gegen haftaki niishamizda derc etdigimiz zevahif-i cesime “Triceratops” triceratops mam tahtinda

evvelce meveud bulunan hayvanatdandir™

This specific feature is syptomatic in Serve/—/ /zinun The relevant article is
always published as promised. The chain of the illustration and its interpretation is
established although it is dispersed in time. The reader has to visualize the animal
while reading the article. This is the first example in the selected set of Servel/-7 Flinun
1ssues where the illustration and its article appear in separate texts.

The article on “Triceratops™ reveals an animal with a very exaggerated size

and the text is composed 1in a descriptive manner:

“Bunlarin boylari on metro yalmz baslarn iki metro uzunlugunda idi. Baslan on taraflarinda kise
seklinde bir burun ile miintehi olup gizlerinin ilizerinde sivri bir ¢ift boynuz mevcud idi ki bunlar en
miidhis alat-1 miidafaadandir...Viicudlan azami bir nev elvah-1 techiziye ile miicehhez olup u¢lar sivri

idi. Parmaklar pencelerle miisailah oldugu gibi disleri dahi iki kokli idi™*'

The article about “Civanat-1 Garibe” is rather long and 1s located on the same
page with the article about the mosque at Cairo. The artist of the illustration is Gaston

Naury. His name did not appear before in any illustration that was examined. The

% See Appendix I, page: 89.
8 See Appendix I, page: 89-90.
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actual size of “Civanat-1 Garibe” is indeed very huge when compared to the other

animal illustrations in the remainder of the examined illustrations. As will be seen,
illustrations depicting animals drawn by Gaston Naury will always be this size and will
attempt to reinforce the effect of awe and wonder at the same time. In the article,
Ahmed Thsan relates the anatomic description of the insect and passes onto the main
idea of the whole anecdote:

“Hele jene denilen cekirgelerde kanadlar muzika aletine tahavviil etmis, adeta bir cift def gibi olup
hayvanmn tahavviilat-1 rubiyesini yani ferahim dehsetini vesairesini izhara vesatet eder kulak delenlerde
kanadlar viicudun besde altsim agikda birakan uzuv haline girmigdir... Miistakimetii’l-cenah kismu
haklanda miitalaa-gizarimiz olan su malumatdan sonra maksada riicu edelim. Bu kisma dahil olan dyle
hayvanat vardir ki tegkilat-1 viicudiyelerinde goriilen garabet cihetiyle ¢ocuklarca umaci diye telakki

edilse sezadir™?

Such is the nature of the information being communicated by Ahmed Ihsan to
his readers in the article about “Civanat-1 Garibe” which is also subtitled as “Umaci
Kelebek™. From this argument it must not be wrongly supposed that Servel-7 Fiinun
was the oniy illustrated periodical of its time to publish such illustrations depicting
animals or insects. For instance in the 21st issue of “Musavver Cihan” dated of the
24th of June 1891, we can find the illustration of a “dinasour”, titled as

“Megateriyum” with a long article:

“Resimde gisterilen (Megateriyum) denilen cesim-i ... hayvann bilnisbe cesametini irae iciin en miirtefi
evlerimizle mukayase edilir. Ol kadar cesim-i ...zamanimizda mevcud olmus olsa ressiyle en miirtefi

evlerimizin en yiiksek kat balkonuna kadar yetisebilirdi™**

It was within the confines of the genre to publish illustrations and articles on
various animals like publishing scientific or technological discoveries. And neither

Servet-7 Finun, nor “Musavver Cihan” appears to be an exception to this attitude.

%2 Tbid.
# See Appendix II, page: 170-172.
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The “visual channel” being offered in this issue reveals another typical Gaston Noury

and Tellier illustration. The picture depicting an animal looking like a rat is subtitled
as “Hayvanat-1 garibeden olup tariki gelecek niishada”. Ahmed Thsan includes the
illustration of the “strange” animal but leaves the explanatory article to the coming
issue. The reader knoWs that he will keep his promise as he has done before in the
22nd 1ssue for instance.

The last illustration of the 57th issue is titled as “Bécekler” and the detailed

article about this topic is focused on “Dipniyofus Marcinalus™;

“Gérdiigiiniiz resim durgun sularin hemen kaffesinde bulunur; ilm-i hayvanatda nefhed @’l-cenah
talamindandir; bir kere kemalini bulursa ¢ok zaman muammer olur. Hayvana (diptif) derler, daima

girdiikleri kiiciilk biceklerin iistiine atlayip avlamakta taayyiis etdiklerinden sigramalarim temasa

hosdur™®

Being extremely specific about the correct anatomic depiction of the insect,
Doctor Hiiseyin Remazi’s narrative tries hard to be both descriptive and amusing.
Again we have a colorful account of the insect’s physionomy. The article is located on
the same page with the “Nebatat Meraklisi” illustration. In here, a very typical
juxtaposition of formats are witnessed. The reader knows what to expect on which
page so this configuration is by no means a surprise.

Another animal depiction appearing in the 47th issue, “Bir At - Harika-i
Tabiiyye” illustration provides an almost surrealistic imagery. It’s article has a different
title than the illustration. “Yelesiyle Kuyrugu Fevkalade Uzun Bir At” 1s the proper

title of the article:
“Gazetemizi sirasiyla miitalaa buyuranlann hatir-nisanlarn olsa gerekir ki dordiinci numerolu
niishamizda sakalinin tulu 3 metro 32 santimetro olan (Lui Kolon) isminde bir zatin resmini derc

eylemistik...

8 See Appendix I, page: 120.
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Simdi resmi karilerimizin pis-i enzar-1 hayret ve taacciibiine arz olunan uzun yeleli ve uzun kuyruklu ata

bu sahib-i lihaya malik ve ale’] husus bunun iizerine kemal-1 azametle siivar olamadigma teessif olunur
"%

This illustration provides an escapade from the thematically clashing topics
being raised in the 47th issue. “Yelesiyle Kuyrugu Fe\;kalade Uzun Bir At” represents
a miraculous event from a first hand-source. This wondrous existence of the horse is
further proved by the illustration, looking more like a photograph with a signature.
Ahmed Ihsan concludes the existence of the horse with a practical piece of

information that would not fail to satisfy his readers:

“Her giin gezmeye ¢ikarilmakta olup gerek gezerken ve gerek ahirda bulundugu zaman yerlere siiriinerek

pislenmemek iizere yelesi ve kuyrugu halkalara gecirilip kivriimakdadir™®

The spectacular horse proposes a humorous scene for the visual channels
being exploited in Serve/~7 Flinun There are no particular messages loaded in this
tllustration. It represents a randomly selected scene within the extremely
heterogeneous format of Servel~/ iimun.

The first “hunting scene” in the “foreign agenda” appears in the 23fd 1ssue. It
may may be also be called as a truly violent scene. The illustration subtitled as “Boga
Déviigmesi -- Ispanyollarin Eglencesi!”, shows a matador being killed by a fierce bull
with two other matadors rushing to the scene from the background, one holding a
rapier and the other running with a presumably red piece of cloth to attract the already
concentrated attention of the bull from the protagonist towards himself *. The
illustration is created by a certain Cgmileﬁ” and Levasseur. It can be accepted as a very
tragically violent spectacle since we see that the hat of the matador is placed on the

left and the dagger on the right side of the picture. The matador while being stabbed

¥ See Appendix I, page: 103.
* Thid.
87 See Appendix I, page: 92-93.
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from the stomach by the magnificent horns of the raging bull, tries desperately to

reach the dagger. As it appears, the bull is almost blind with fury owing to a number
of rapiers buried on his back. The realism of this scene is appalling. The location of
this violent illustration in Serve/~/ /ljmun portrays a paradoxical situation since it is
placed on the same page where an article about railroads (“Demir Yolian”) is
presented. The article of the bull fight comes later. This article puts forth only the
partial depiction 6f what the illustration so fully depicts. Ahmed ihsan relates with

inherent opposition of what is meant by the concept of a bull fight:

“Eski Romahlann gladyator denilen hun-rizane eglenceleri kabilinden olarak ispanyollarn da bi-hakkn
vahsi tabirine layik boga yanst tabir edilir bir eglenceleri (*) vardir.

Boga yarisi, bogalarla boZusmak onlar insafsizca ve iskence ile itlaf etmek hususunda maharet peyda
etmis bir takim hun-riz oyuncularmm iri bogalarla meydana atiip bogusmasi ve kanli manzaralar

gistermesi vahgetinden ibarettir™*®

This sort of entertainment, which is found as utterly despicable by Ahmed
Ihsan, is further related paradoxically as a very famous and admired type of sport in
Spain:

“Bu oyun Ispanya’da pek muteberdir. Boga ile bogusan bahadirlara gayet nazar-1 takdir ile bakarlar,

gosterdikieri hun-rizane manzaraya alkislar icra ederler™

His point of view disapproves the concept and the art of bull fighting and
regards the whole entertainment as a play of horror and brutality. He regards the
whole spectacle as a sort of “hunt” and does not feel sorry for the dying matador of
the illustration. He has difficulties in penetrating into the ritual offered by the

spectacle:

“Resmini enzar-1 kariine arz etdigim vaka boga bogusmalarinda daima giriiliir. Her defasinda on kadar
bogay1 evvela atlarla kovalayip sisleyerek sonra elde tutulan oklarla boynunun bir¢ok yerinden

yaralivarak itlaf eden hun-riz (Pikador)larin resimde goriildagii iizere sanat-1 miistekreheleri ugruna

% Ibid.
% Tbid.
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geberip gitdikleri ekseriya vaku bulur. Hatta benim seyrettigim giin dahi bahadirlardan bir tanesinin

barsaklarn digar: dikiilmesine ramak kalmg idi™*®

Ahmed Ihsan’s anticipation to the theme of this illustration is interesting since
this is the first case that he so actively takes sides in the argument he propc\ses. And
this case happens to be a violent sport scene< of Spanish origin. His personal
experience of a bull fight in France completes the argument being reinforced, since
the minute description of the entire ritual of the death of a bull is not witnessed in the
illustration being published. He narrates the whole unseen spectacle from memory and

tries to evoke feelings of pity and disgust in the readers:

“Bahadirlar bacaklan tahta ve mesainden miirekkeb bir zirh altina alinnus olarak ata binip ellerinde
muzrak ile bogamn karsisina cikarlar. Hayvam evvela su yolda omuzunun birka¢ yerinden yaralarlar.
Kan akmaga baslar bedahu athilar iceriye gider. Atlarin yerine ellerine cuhadan bir biyik kirmiz drti
almms yayan bahadirlar qikar. Ortii ile bicare hayvam aldatarak bir¢ok kereler bosa hiicum etdirip
costurduktan sonra ellerine uglan balik ignesi gibi biikiili ufak sigler alirlar, iizerlerine gelen hayvanin
boynuna saplarlar. Biylece iskenec icinde kalmis boganm karsisina bir de kilich bahadir ¢ikar, kilicim

zavalli hayvamin hayat damarina saplayarak itlaf eder™”

It looks as if the illustration complements the final stages of the violent fight as
narrated in the article. The end of the play is either the death of the matador or the
death of the bull or both. The participation of the audience i1s emphasized at the

expected end:
“Iste bogia dldiiriilecegi zaman seyirciler bir agizdan (Matalo) yani (Oldiir) diye bagn'lrlar”92

The article comes to an end by Ahmed Ihsan’s assertion that the French
Municipality limits the degree of violence in bull fights by openly prohibiting the death
of the bull taking place on the stage. The tragedy is hidden and the audience can not

witness the bloody spectacle. There appears to be no blood in the illustration, it can be

% Thid.
! Tbid.
2 Tbid.
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said that Ahmed Ihsan tries to give a bloody effect by the special choice of

terminology in his article. As it appears, he is convinced that this sort of an end is far
more agreeable than the Spanish version. \

What could be the reason beneath for the existence of this violent bull fight
scene in JServel~7 Fiinun? Tt could be merely to inform the readers with the ways in
which foreign people hold their customs or it may attempt to acquaint people with a
different type of entertainment yielding to an entirely controversial mentality for the
attainment of pleasure. This type of sporting is reflected to be repulsive in the
Ottoman context. It can also be called as a type of art, still being extremely out-of-
place in the socio-cultural milieu of the 19th century Ottoman world. In all the
selected issues of Serve/~/ Fipun and it’s contemporaries including the foreign as
well as the domestic publications, there are no references to “bullfighting” or a similar
themed kind of sport like that of the Spanish one. The “visual channel”
communnicated by the bull-fight-hunt does not give pleasure like the rest of the
“various pleasant scenes” under the “foreign agenda” of the “visual channels of
Westernization”. The depiction is of Spanish origin and for the first time, the “West”
with Spain under the magnifying glass is condemned and criticized. There exists a
very clear message in this bull-fight illustration.

The other “hunting scene”, “Bir Tablo: Ay1 Sayd:” depicts another savage
scene in which a bear that has almost killed a dog, is being shot by a hunter. The
setting is a forest and the bear appears to rival the furious bull of the other illustration.
This illustration signed as Bennett, shows yet another bloody scene, but this time the

noh—colored spots near the almost vanquished dog may stand as stains of blood in the

midst of a winter time setting.
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The last “hunting scene” in the “foreign agenda” is an illustration without an

article In the “Aveilik - Bendi Gelecek Niishamizda” Ahmed ihsan merely relates in
the subtitles that the detailed account on this illustration is going to appear in the
coming issues. This illustration shows a western scene, in which cowboys try catching
cows and bulls insfead of hunting them. The title seems erroneous with a close look

. . 3 . . . -
at the illustration ® Again, this scene proposes another “foreign™ visual channel

within the Ottoman context.

I1I / Pastoral Scenes with Women and Children
as Protagonists appearing in the
22nd, 42nd, 54th, 55th, 60th, 70th and the 72nd

issues of Servet-i Fiinun :

In this section, the above cited issues and the illustrations appearing in those
specific issues will “not” be interpreted one by one. There exists a coherent, consistent
and continuous web of imagery in Servel~/ Fiinur when pastoral scenes with women
and children as protagonists are taken into consideration. This web of imagery
presents “peace” and “serenity” in all of the scenes. Pastoral illustrations of .Se7ves-/
Fimun offer unconsciously designed points of “escape” from what may be depicted as
the remainder of Serve/-/ /inun sections. The ultimate aim of is to communicate
“pleasantness” via these foreign pastoral scenes. The two separate sets of pastoral
scenes, namely the ones with corresponding articles and the ones without them,
present an extremely harmonious general “foreign pastoral imagery” when a

multiplicity of disconnected issues are taken into consideration. However, in this set,

%3 See Appendix I, page: 94.
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as a mere coincidence, three of the pastoral scenes happen to be juxtaposed against

three “crime-atrocity-murder” illustrations and their articles. The pastoral scenes with
articles in the 55th, 60th and the 70th issues coincide with crime oriented illustrations.
The 55th issue has the crime illustration -titled as “Gaddarlik - Amerika’da
Sarhosluk™ and the two paged illustration of “Sanayi Nefise - Bufon’un Tablosu:
Yetime”. This illustration of an solitary and unhappy orphan girl plucking flowers,
reveals perfection of style and composition. As Ahmed Ihsan relates, this picture had
been formed when Napier was in Paris. As usual, the imagery of women is based on a

thematically continuous basis like the rest of the women and children illustrations:

“54. niishada miinderic ¢oban kizi tablosu vesilesiyle Paris resim miizesiyle sergisi hakkinda malumat
verirken demis idik ki bu kabil resimlerden gazetemize ara sira derc eyleyecegiz
Isbu s6z mucibince gazetemiz bugiin Fransiz mesahir-i ressamanindan Bufon marifetiyle resm olunup

evvelki seneki miizede mazhar-1 miikafat olmus olan (Yetime) levhasim pis-gah-1 temasaya vaz ediyor™*

Locating the crime illustration depicting a woman being assaulted and killed
(the article says so) in America and the thematically paradoxical tableu of Bufon with
an orphan girl within the very same issue and then attributing a vein of
“consciousness” for this specific choice is misleading. The attitude of Servel/-7 Fiinun
towards the task of publishing illustrations of various topics within the domestic milieu
is in total harmony with the rest of it’s attitude towards the task of publishing an
illustrated periodical in general, considering the foreign counterparts of the very same
genre. Because of this specific reason, the co-existence of the tableu depicting an
orphan girl and a crime scene within the same issue is only natural. The same
argument can be applied to the 60th and the 70th issues as well. The 60th issue has
the pastoral illustration titled as “Tablo: Tarlada Muhasebe” and the front page

illustration titled as “Simendiifer Haydudlar”. The two paged pastoral illustration is

%4 See Appendix I, page: 112.
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presented with a long article, narrating a ficticious conversation between a young

village girl and a boy. The existence of this pastoral scene may offer a point of
“escape” from the effect being created by the front page illustration depicting the
arrested brigands of the “Attack on the Oriental Express”. It must be stressed that this
may be the case, but attributing a predetermination in the specific choice may be
erreneous in this context. At the end of the article of the pastoral scene, the village
girl is likened to a “primadonna” whereas the boy is likened to a “tenor”, the cow
existing in the very same scene is said to recall the “bass”. And thus we have a certain
foreign “visual channel” with two foreign participants within a natural setting and it’s
article, and the adaptation of this scene to a domestic milieu with intense textual
references:

“Bir iki sene sonra belki o gelin olacak elbet birisi onun zevcesi olacak... Belki bir sehre hidmetgilikle
gotirilecek, biiyiik konaklar girecek tath sozler isitecek.. Iki sene sonra sifirtmag asker olacak. Biiyiik

sehirler gezecek o sehirlerde kendinden daha cazibeli giizeller gorecek™

~ The 70th 1ssue depicts another pastoral scene with an article, titled as “Tedris”
with a mother and a child actively indulged in reading. The article is wntten by
Ahmed Rasim and the narration reveals an obvious vein of optimism, very
symptomatic in all of the pastoral scenes with more than one participant. The crime
illustration of this issue is titled as “Niv York’da Tramvay Haydudlugu”. Again this
pastoral scene may serve as a point of “relief” from the stress being created by the
violent scene of a robbery. And this juxtaposition happens to be coincidental. The
domestic adaptation of this “pastoral visual channel” is achieved by Ahmed Rasim
with his lenghthy article praising the virtues of education. The 42nd issue displays

another pastoral scene titled as “Dalgin Kiz: Tablo” without an article this time and

% See Appendix I, page: 135.
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again there exists another crime scene, “Avrupa’da Simendiifer Cinayeti” exists in the

very same issue.

The remaining set of pastoral illustrations in the 22nd, 54th, 70th and 72nd
issues depict exterior pastoral scenes as is related. The “visual channel” of
Westernization as coded in the pastoral scenes of Serve/~/ /iinur, reveal an obvious
vein of “optimism” and “serenity” serving for the attainment of pleasure. Only the
54th issue in the above mentioned set depicts an interior scene and not a pastoral
scene. This illustration titled as “Sanayi Nefiseden - Ressam Zubudinin Tablosu:
Dalgin Bakan Kiz”, is formed by Napier for Serve/—/ /izun. The illustration depicts a
girl drinking something on a huge “divan”. The interior scene is both Oriental and
European. This illustration is another very typical “Sanayi -i Nefise” scene,
concentrating on women. In this one the readers have access to the presentation of a
lonely “alafranga™ girl situated on a “divan” with some cards scattered on a pillow.
The existence of such an illustration serves as another “visual channel” of
Westernization in Servel/ -7 Fiinuzn , depicting the closed - interior life of a girl within a
mixed setting with equal reference to the “East” and to the “West”. The original
illustration is signed as M. Rolique. The domestic textual application of this scene
does not exist. As is known, the domestic adaptation of all of the remaining pastoral
scenes is achieved to a limited extent, via the articles. The pastoral illustrations and

interior scenes with women and children without articles, serve for the attainment of

“mute pleasure”.
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IV / Fashion Illustrations from France appearing in the

22nd, 25th, 42nd, 47th and the 60th issues of Servet-i Fiinun :

Fashion illustrations are imported from France and are published regularly in
servel~7 Finun. There are no articles expanding what is being revealed in the
illustrations. Fashion pictures are perceived as self-explanatory. All of the selected
fashion illustrations are extremely refined. The titles® reflect that the imported
illustrations display the latest fashion of the day as determined in France. The “visual
channel” offered by the fashion illustrations is only too obvious. We do not see any
fashion depictions of non-European women. The main center for fashion, is an
European country, and the readers of .Serve/~/ /iinun are informed accordingly. The
Eurocentric vision of Servel-/ fiinun is revealed accordingly when fashion news are

concerned.

-V / Scientific Entertainment Illustrations appearing in the
54th, S5th, S7th, 70th and 72nd issues of Servet-i Fiinun :

One of the repetitive topics of discussion in the selected set of Servel/ -/ Flinun
issues is the scientific entertainment illustrations, titled as “Fenni Eglence”. All of the
scientific entertainment illustrations in the selected set of Servel—/ /flinun issues are
presented with corresponding explanatory articles. Amusement and experimentation is
merged and thus the readers have access to some tips about various amusing details

pertaining to topics mostly about household objects. These illustrations are about

% See Servel—/ Fiinun:

22nd issue - “Paris’in Son Moda Yazlik Elbisesi”
25th issue - “Paris’de Son Moda Yazlik Elbise”
42nd issue - “Son Moda: Kighik Ziyafet Elbisesi”
47th issue - “Son Moda”

60th issue - “Son Moda Sag Baglamak™
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semi-scientific experiments of limited compass. The ingredients of these experiments

can well be supplied from the household equipments. The matter of fact language of
the articles explaning the scientific illustrations, serves for the attainment of a certain
degree of seriousness in the handling of the experiments. Apart from Servel~/ Féimun,

some of it’s contemporaries expose publications of scientific entertainments as well. In

the “Musavver Cihan” dated of the 10th of March 1892, the table of contents

3997

section has “Fenni Eglence™’ . The illustration and it’s article are revealed on the

same page, for the purpose of immediate explanation. The reader can thus meditate
on the experiment with a constant eye on the explantory article. In “Hazine-i
Fiinun”, we do not see in the selected issues, any section specifically titled scientific

entertainment articles. Instead, there are occasional sections like “Simendiiferler” or

“Fﬁ nu n>:98

. In “Malumat” dated of the 22nd of February 1894, we see a section
titled as “Fennin Tarifi” . Referring to a limited set of articles and illustrations, it will
not be misleading to note that in the popular (illustrated) periodicals of the 1890s, we
can observe an obvious interest in science and topics pertaining to science. Servel—/
Flnuz |, being a prominent example in the genre of popular illustrated domestic
periodicals, in addition to the continuous “Suunat: Medeniyye ve Fenniye” sections
and articles about medicine and industry, reveals this feature with repetitive scientific
entertainment illustrations and articles as well. The “visual channel” of Westernization
as seen via the “scientific entertainments” disclose a gaze towards the Western world,
with “science” at the nucleus. The borderlines of this specific understanding and

interpretation of science and scientific issues remains extremely flexible. Positive

connotations of science and topics pertaining to science and technological innovations

7 See Appendix II, page: 170-172.
% “Hazine-i Fitnun” Atatiitk Kitaplig1 Siireli Yay. B6l. No:0/6 - sayr: 1-52 / Yil: 1308-1312
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are stressed. The “Western scientific world” as seen in Server—/ Finun's “Fenni

Eglence” and “Suunat” sections specifically, appear as capable representatives of the
ways that make life easier and practical. The illustrations and the articles of scientific
entertainmnets correspond entirely. Exceptions to this argument do not exist in the
“Fenni Eglence” sections of the selected .Serve/—7 /iinun issues.

The scientific entertainment illustration of the 55th issue pictures an
exceptional account when the rest of the scientific entertainments of the selected
issues are taken into consideration, since it depicts a colorful depiction of the volcano.
It is interesting to note that the original source has indeed a colorful depiction and
Ahmed Thsan connects his source-material, the illustration and the article in his
account of the black and white illustration.. As usual, the illustration is minutely
explained:

“...Su halde sirke sisesinin Gstiine kum ve kiiciik taglar yigip kasenin dibinde ufacik bir dag modeli
yapacak olursamz sise asla gdriinmeyeceginden nasi iciinden ¢ikan kirmin su adeta yanardag modeli

heyetini alir ve resimdeki manzara meydana ¢ikar””

In the due perception of the scientific entertainments, the “amusement aspect™
also needs to be stressed. The continuity and repetition of variational experiments with
a matter of fact language, disclose the latent aspect of amusement, merging science
and entertainment for didactic purposes. Another complementary “visual channel” for
Westernization within the context of the foreign agenda, gains an additional
perspective with the inclusion of scientific entertainments-experiments. The
periodical’s format is well suited to this inclusion and fosters the argument that the

“West” exists as a beneficial source for topics related to science.

% See Appendix I, page: 114.
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V1 /Pictorial Representations of Foreign People of Alien Lands

appearing in the 23rd, 25th, 54th, S5th, 57th, 60th, 72nd, 211st, 215th,
217th and the 225th issues of Servet-i Fiinun:

The ﬁnaI section to the “Claims to Modernity - The Visual Channels of
Westernization offered by the Various Pleasant Scenes” within the confines of
Servel~7 Fiinun s foreign agenda, comes to a close with the pictorial representations
of foreign people of alien‘ lands. Under this section a multiplicity of scenes depicting
foreign people, both from the East and from the West, will be examined for the
interpretation of the last “visual channel” of Westernization communicated by
servel~7 finun,

“Miinih’de Balon Seyahati” illustration of the 23rd issue of Serve/—/ /fiinin
depicts a baloon with four travellers and there are no articles, explaining the
publication or the significance of the illustration. The fact that it is an unspecified alien
setting with foreign people remains valid, but we can not for certain know the actual
purpose or the message of this illustration. It may be designed to serve for variety in
the periodical. The “visual channel” offered by the travellers is elusive and fails to hit
the target on a thoroughly communicative basis, because of the lacking textual
reference.

In the 25th issue, there is an illustration titled as “Tavan Arasi”. In the article
Ahmed Thsan tries to introduce the Parisienne notion of “living in the attic” to his

domestic reading audience:

“Paris’de bir tavan aras! alemi vardir. Tavan arasi kah mecma-i saadet ve nes’e, kah aram-gah-1 felaket

ve.sefaletdir. Pek ¢ok miiellifler Paris’in tavan arasim serh ile istigal eylemistir...Ahmed fhsan Bey
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tarafindan yaziimakta olan “Avrupa’da Ne Gordim?” eserinde anlatilacag iizere tavan aralarn hemen

her biyiik evde vardir™'®
The author tries to acquaint his readers with the French phenomenon of
inhabiting the attic. This takes the form of a sociological narration, proposing to

explain in details What can be possibly understood by this foreign concept:

“Tavan aralarr umumiyet iizere fakir iscilerin aram-gahidir, bu iscilerin ¢ogu da kizdir, kendi basiarina

dikis isleriyle mesgul olur, bazen birkagi bir ufacik odada omiir siirer, hepsinde hiisn-i tabiat asan

miisahade olunur®!

The phenomenon of the attic is explained by Ahmed Thsan with great care. As
we understand the attic happens to be the abode of poor working class girls. From
the illustration the readers have access to a non-existing notion in the Ottoman social-
life context:

“Iste resmini derc-i sahife etdigimiz levha dahi biyle bir tavan arasi alemini irae eder; iki refika-1

sefikanin kars: i masasimn basina gecip istihsal ve temin-i esbab ile istigallerini gosterir™'"

The interior gaze to the life in the attic reflects an imagery portraying two
French working class girls. The inclusion of some details pertaining to the “private
lives” of the girls is also conveyed. This specific inclusion could well be designed to
stress the fact that these girls were independent and free in their personal choices and
vet they were not prostitiutes. The inclusion of the “private affairs” of the girls
suddenly diverts the attention from the bare notion of living in the attic, and tells what
the illustration so successfully hides. The narrative may be designed to induce praise
on part of some upper class male readers for the truly liberated but financially insecure
European working class young women. The “visual channel” of Westernization in this
context is provided with the French working class girls and their living standards and

pri’nciples:

19 See Appendix I, page: 95-96.
' Tbid.
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“Paris’in tavan aralarinda yasayan amele kizlar her hareketde serbest bulunmag birinci maksad

edinmislerdir, binaenaleyh éyle zannolundugu iizere gayr-1 mesru meslege salik olmazlar; mamafih melek

gibi de durmazlar, goniilleri kimi severse onlaria akd-1 rabita-i muvakkate eylerler™®

In the “Nargileci” article of the 54th issue, Ahmed Thsan this time shifts his

A}

gaze to the East and relates about an Iranian narghile salesman:

“Memalik-i franiyede tenbakunun ne kadar ziyade istihlak olundugu malumdur, bu niishamizdaki resim
tenbaku istihlak eden nargile tiryakilerinin muhta¢ olduklan mnargile Hlilelerini satmagla mesgul bir

saticiy1 gosterir, saticiin kiyafeti yayan-1 dikkat oldugu cihetle pisgabh-1 kariine vaz etdik™™

The illustration “Iran’da Nargile Saticilar” depicts two figures, as Ahmed
Ihsan tells, and the focal pointv of attention in the illustration, is the attires of the
salesmen. The pictorial representation while revealing the men 1n their native clothes,
also introduces for the first time the JServe/—/ /finun readers with two foreign
narghile salesmen.

The next illustration depicting “foreign people of alien lands™ in the foreign
agenda is titled as “Rusya’dan Ostiyaklarin Suret-1 Taami”. This presentation of a
Russian tribe called as Osetians depicts what may be called as a bloodless atrocity
scene. Certain clues explaining the eating traditions of an alien tribe are given. This
kind of information is very typical in .Serve/-/ /linun. The illustration commnunicates
themes of barbarity and brutality via the particular eating habits of Osetians with an

apparent point of ironical view point:

“En ziyade hal-i vahsetleri yemek zamanlarmda goriiliir. Ostiyaklarin taam hususunda ¢ig bahga en
ziyade harisdirler, bir Ostiyak’in karin deyurmasi eline aldig: ¢ig bah@ puluyla agzina sokup haricde
kalan mahallinden bicakla kesmesinden ve bdylece lokmayr agzinda birakmasindan ibaretdir.

Gérdigiiniiz resmimiz Ostiyaklardan bir ihtiyarin suret-i taamu irae eyler. Nasil istah agiyor mu?”'%

' Tbid.
1% See Appendix I, page: 109.
' See Appendix I, page: 111.
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Ahmed Ihsan asks his readers whether this illustration is appetizing or not. A

certain subtle sense of humour, quite unexpected when the general framework of
Servel-7 Flinun is considered, comes to the surface. The illustration by itself, clearly
arouses feelings of disgust and contempt of barbarity in the readers. There is an
elderly man with a sharp knife on his right hand and dévouring a raw fish with his left
hand. The setting i1s a cave with slaughtered animals scattered on the ground. Two
ducks are alive but as the reader beholds the expression of greed and hunger on the
face of this barbarous Osetian, it is not in the least bit difficult to see their end. The
eating habits that prove to be entirely alien in the Ottoman context are revealed to be
disgusting. The message is communicated. A certain Russian tribe called as Osetians
has very nauseating and brutal eating habits and Serve/-/ /inun readers are to be
informed about this. The specific choice shows an apparent consistency. The theme of
atrocity and brutality operating on divergent planes including the least expected, like
eating habits, is reflected via a foreigner. The “visual channel” offered by Serves-7
Fiinun in thié brutal scene of an Osetian, creates another vein in the composition of a
certain type of modernity. This illustration being one of the least “pleasant scenes” of
the foreign agenda, manifests the brutality of an Eastern tribe.

In the “Hindli” illustration of the 57th issue, the main point of focus lies 1n the
typical clothing of an American-Indian woman which is found to be extremely a-
typical in the Ottoman context. The illustration of the Indian woman is said to be
worth attention just because of the weirdness of her local clothing. She also happens
to be the member of a race that is expected to become extinct. The illustration is

subtitled as “Amerika’nin Ahali-1 Kadimesi™:
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“Resimde gordiigiiniiz kadin dahi Amerikay1 simalinin Alaska cihetlerinde bulunup gitdikce gaib olmak

iizere olan halkdandir ki kiyafetindeki gerabet cihetiyle sahife-i tasvire gecirdik™®®

At this point, emphasizing the illustrative and the textual paradox in the due
handling of “clothes” in Serve/—/ Funur is worth noting. The duality be;omes
obvious with the choice of juxtaposing fashion illustrations and illustrations of foreign
people of alien lands. The fashion illustrations (imported from France) and the
illustrations of “foreign people of alien lands” (depicting a variety of people from all
around the world), that are published because of the “strangeness and primitiveness”
of their appereance, represent this duality. The attitude of Sesve/-7 Fiinunr is only too
explicit. The Parisienne way of appereances manifested in the fashion illustrations, are
praised while the human portraits with native clothes belonging to the “non-European
world”, are consistently labelled as “strange and primitive”. These features constitute
the reasons of their publication in JServel/~/ Finun The “visual channel” of
Westernization manifested in this duality represents the pro-Europeanist approach of
Servel~7 Finun to the plane of appereances, crowned with the metaphor of clothing.

The next illustration titled as “Nebatat Meraklisi” in the same issue, reflects the
personal experience of Ahmed Ihsan when he was in Switzerland. His observations
about “botany fans” are communicated to his readers. The narrative 1s composed
with a detached attitude, so only towards the very end the readers undersand that the

editor was involved in the mise-en- scene as well:

“Gordiigiiniiz resim fenn-i nebatat merakhs: olan bir zatin boynunda nebat tenekesi asiii olarak sarp
daglan gkmaga mahsus Isvi¢re bastonunun muavenetiyle nebat taharrisinde oldugunu gosterir... Gegen
sene Isvicre’de iken bir aksam otele avdet eyledigim zaman dedigim merakhlardan dort zat gérmils idim

ki taamhanede masamm iistiinde otlan cicekleri yaymuslar idi™'"’

1% See Appendix I, page: 117.
197 See Appendix I, page: 117-119
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He relates that the quarrel was kindled because of the servant’s decision to set

the table while everbody was concentrated on the important discussion about the
white flower that was found the same day. The main point of the whole anectode is
disclosed 1n the last lines. The reference to an important “scientific discovery” within
the context of the “Nebatat Meraklist” illustration needs to be cited. The issue of
“science” and “scientific discoveries” is picked up again in the most unexpected

anectode and the moral of the story is communicated accordingly:

“-Elde béyle miihim bir kesf-i fenni varken pis bogazlik diisiinmek hayvanhiktir! Ne ahmak adam! Siziiyle
¢ikisti, bana dondii tamam yarim saat tafsilat verdi, o kadar Latince nebat isimleri saydi ki sasirdim

kaldim, mamafih hidmet¢inin diicar oldugu tekdire velev deruni olsun hedef olmamak igiin sesimi

cikarmadim™'®®

The prominence attributed to scientific topics originating in Europe needs to
be emphasized. The “visual channel” of Westernization in this specific context 1s
conveyed via an important botanical discovery made in Switzerland which the editor
self-witnessed.

This is the first instance in which Ahmed Ihsan relates his personal experience in the
“Resimlerimiz” section of the selected Serves/-7 Funun issues.

“Yeni Usul Tersim” illustration and it’s article is published for the mere aim of
defending the technique used in the illustrations of the novel called (Cak). As it is
understood, Ahmed lhsan received criticisms about the quality of the novel’s
illustrations which is published on a regular basis in Serve/-/ /znun And thus he is
compelled to reply the criticisms on behalf of the entire Serve/—7 Finun crew:

“(Cak) romanmin resimleri hakkinda aldigimiz baz itiraznamelere su ifademiz giizel cevap olur,

gazetemiz daima teceddiidai-1 fenniye ve smaiyeyi karilere gistermek mesleginde oldugu cihetle nazara

198 Tbid.
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hos gorinmemek fedakarligim ederek, tarz-1 cedid-i teressiimden dahi numune iraesi arzusunda

bulunmus oldugundan hareketimiz mazur gorilmelidir™"

The defense is done by publishing the illustration of a young lady done with
the new method of engraving and this technique is explained by Ahmed Ihsan. I;’l any
event, Ahmed Ihsan is trying to justify his choice of this specific technique by saying
that sometimes facing the unpleasantness of not appealing to the likes of the public 1s
necessary for the attainment of the advanced level in certain technical issues and thus
it has to be excused. In here, the attitude of Servel-/ /inur towards the task of
printing comes to the foreground once more, with the chief editor’s insistent claims in
utilizing the most recent and technically advanced methods in engraving. The “visual
channel” communicated in this illustration conveys the attitude of providing the most
improved techniques and the latent mentality of adapting “the practical and the
beneficial ” to the domestic settings derived form the Western technology.

In the 60th issue, under the title of “Amerika Vahsileri” Ahmed Ihsan relates
another bn'éf account about the American-Indians, depicting them as “savages”.
Referring back to the 54th i1ssue and the American-Indian woman illustration, he
chooses to focus on the “boats” of the Indians in this concise article. This depiction
from Alasca shows two Indian men on their traditional wooden boat, sailing in
shallow waters. The editor chooses thsi time to inform the readers about this specific
facility of Indian boats. The technique facilitated in boat making is praised while the
creators are said to be savages. From an entirely Eurocentric perspective, Ahmed
Thsan proposes a so-called objective account. Totally coherent with the rest of the
imagery about foreign people of alien lands focusing on the non-European world,

Ahmed Thsan assumes a detached attitude.

199 See Appendix I, page: 119-120.
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The illustration depicting a group of hunting Eskimoes in the 72nd issue

provides another “visual channel” focusing on yet another non-European world with
Eskimoes as protagonists. As is related, scientific articles on the Eskimoes were
frequently written and that the present illustration depicting a hunting scene may serve
as a partial domestic contribution to this theme.

The front page of the 215th issue dated as of the 13th of April 1311 (25th of
April 1895), pictures the Pope. The front page illustration is subtitled as “Karem
Yortusu Roma’da Papa Hazretlerinin Kilise Derununda Kafesli Locada Vaz Istima
Etmesi”. The illustration shows the Pope seated with a book in his right hand. On his
right hand side there is a wooden box and a fervently preaching priest on the altar.
The other priest is seen with his back turned to the direction of the reader. The Pope
supposedly looks at his direction. The body movement of the priest depicts him as
running or kneeling down. This can not be said for certain. The whole illustration
represents an unlikely scene that could possibly take place during a sacred ceremony.
This portrait of the Pope is a “special service illustration” displaying a variational
phase in the sphere of special services accomplished for Abdiilhamid II. The obscure

reasons operating beneath the publication of the Pope’s portrait is given:

“Abdiilhamid’in Server-i Fiinun ’a yapdify hizmetler ara sira gazeteye basiimak iizere buyrukla verdigi
resimlerdi. Bu resimler sunlardir:..

3. Papa’min kafes icinde dinsel téren yapmas....

Bu resimlerin ni¢in “kariha-i ilham-sabihadan”...verilmis oldugunu anlataymm:...

3. Kimi Avrupa gazeteleri padisahin saraydan ¢ikmamasin, saraym karsisindaki camide, 6zel mahfilde
saklanmasm kinadigr icin, Papa’min yilda bir yaptigr kafesli toreni buna cevap diye ortaya

koydurmustu™'*"

The article concentrates specifically on one aspect of the entire ceremony of

the prayer which is being actualized for a sacred feast. However, there exists a gradual

1% Tokgoz, Ahmed ihsan “Matbuat Hatiralarim” iletisim Yay. Istanbul 1993, sayfa: 67-68.
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arrival to that topic and in the meantime a proper introduction to the entire subject is

being provided by Ahmed Ihsan to accomodate the readers to his narrative:

“Hiristiyan mezhebinin ayin-i ruhanilerinden bashicasi “Karem” Yeortusuna tesadiif eder ki isbu yortu

A

zamaninda Kkiliselerde pek biiyiik dualar icra olunur. isbu ayinlerin tabii olarak en mihimi dahi alem-i
Huristaniyetin merkez-i ruhanisi bulunan Roma sehrinde vukua gelir. Bilyiik vaazlar dahi isbu Karem

Yortusu zamanmda icra kilindig: cihetle Roma’da Vatikan Sarayr’min Kilisesine Papa hazretleri sair

erkan-1 ruhaniyesiyle beraber aimet ederek edilen vaazlan istima eyler™™"!
In fact, it looks as if the entire narrative explaining the feast is aimed to clarify

one specific ritual that takes place during the ceremony. This ritual is the confinement

of the Pope while listening to the prayers:

“fsbu vaazin suret-i istimainda bir takim merasim-i hususa dahi vardir: Yeni Papa hazretleri
erkamindan kamilen ayrihp kendi kendine etrafi parmakhkl: bir mahall-i mahsusa girerek vaazi istima
ederler. Papa hazretlerinin kiliseye muvasatla locaya dahil oldugunu kimse giérmez. Parmklikhi loca
haricinden kendileri hayal meyal secilir. Bu locanin etrafinda dahi kardinaller ahz-1 mevki eylerler. Papa

hazretlerinin heca derununa geldigi ayak sedalarindan anlasildi: cihetle kilise dahilinde makam-i

ihtirama huzzar ekilir™'"?

This ceremony emphasizes the solitude of the Pope while listening to the
prayers. The abode of the Pope while attending the prayers is a fenced loge, a separate
section that has no direct entrance. Only the shadow of the Pope is discerned from
outside. The secluded loge 1s the proper place for the Pope to exert his presence. The
concept of the semi-perceived but all powerful existence of the sacred persona is
important. This illustration as mentioned above, is listed as a thematically divergent
“special service illustration”. It is said to be published for the sole aim of justifying the
criticisms directed against Abdiilnamid II’s certain codes of conduct like not leaving

the Palace and his hiding in the special cell constructed within the mosque right across

the Palace. As it appears, some unspecified foreign newspapers, some European ones,

! See Appendix I, page: 150.
"2 Ibid.
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were rather severe in criticising the Sultan’s manners of conduct pertaining to the

affairs in the public sphere. The Pope’s annually conducted ceremony which is
actualized in a secluded lodge, is emphasized to be an “answer” to these criticisms. In
here, the chain of criticism and it’s proper response is consistent if we rely thoroughly
on Ahmed Ihsan’s accounts. Again, like the rest of the “special service illustrations
without crime-atrocity-murder scenes” “Papa Hazretlerinin Karem Ayin-i
Ruhaniyesini Tarz-1 Istimalar” is communicated to an already fore-knowledged
reading audience. The so-called encoded message is deciphered if Ahmed Ihsan’s
memoirs are consulted. Otherwise, the illustration has to be perceived solitarily
without any textual references helping the readers for proper contextual location. The
Pope’s specific “ritual of secluded listening” is stressed to compensate for the
supposed parallel “eccentricities” of Abdiilhamid II. The motivations of the Pope
remain unknown for conducting his participation in a secluded condition. The act of
listening becomes active not only by the actual presence of the sacred character. The
presence of all the other priests is essential for the overall meaning of the ceremony,
and their participation is further complemented by the shaded involvement of the
Pope. Such is the moral beneath the Pope’s way of conduct. And such is the direct
thematic and moral connection being established by Abdiilhamid II. The Pope, as the
religious epitome of the whole Christianity is not criticized by the Western world for
secluding himself during the annually conducted sacred ceremony and yet why would
the Sultan as the Caliph of the Muslim world be condemned for actualizing similar
ways of conduct, relying on the power of this political and sacred omnipotent
existence within the context of the Ottoman world? The two widely separate veins of
participating a sacred performance is converged by this “special service illustration”.

However, the illustration in itself as a spectacle, represents a direct contrast when this
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argument is considered. The Pope in the illustration is seen outside the fenced lodge,

listening to the prayers being told by the priest on the pulpit. The illustration does not
correspond with the article. The ritual as depicted in the article represents a direct
contrast when the reader looks at the given illustration: The illustration at its best, may
represent probably the latest stage of the ceremony, during which the Pope has
proceeded outside the lodge and listens directly from outside, contemplating on the
prayers. The encoded message of this “special service illustration” somehow fails to
satisfy even the fore—knowledged reader, the dichotomy between the narrative and the
visual evidence is so great. The story told by the illustration has got nothing to do with
the account being proposed by Ahmed Thsan. Without reference to Ahmed Ihsan’s
memoirs about this illustration, it would have been utterly impossible to explain and
further to locate the existence of the Pope and the prayer ceremony at the front page
of Servel-/ /inunm Tt would then be wrongly considered as yet another thematic
inclusion that reinforces the so-called idiosyncratic nature of the periodical. The
“visual channel” of Westernization offered in this illustration gains an additional
aspect with the inclusion of “the special service” perspective.

The 217th issue depicts two separate illustrations about “foreign people of
alien lands”. The illustration titled as “Levha: Iki Refika” and “Levha: Cinde Iki
Refika” are published withouf corresponding articles. The former illustration depicts
two European young women in extremely elegant clothes. It looks as if this
illustration is another fashion depiction imported from France. However, this is not
the case as revealed in the subtitles. The latter illustration “Levha; Cinde Iki Refika” is
located on the same page with the article titled as “Italya’da Bir Cinayet”. The
juxtaposition of a text in which a violent scene is narrated in details against an

illustration picturing two pleasant looking Chinese women with their traditional
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clothes is an expected feature of JServe/-/ /inun. There exists no limits to the

flexibility of the cohesion between thematically and textually clashing topics and
representations within the format of Serve/-7 /iiniun, \

The 225th issue of Servel/-/ Flinun has the last registered “special service
illustration without crime-atrocity-murder scenes” that appears in Ahmed Ihsan’s
memoirs. This illustration is titled as “Bir ay seyahat-i Londra’da bulunan Afganistan
emirinin biraderi Nasrah Hani’in disini ¢ekdirmesi ve ameliyat zamaninda maiyeti
efradimin vaziyeti”. This illustration is only referred to in the initial phase of the

quothed part of Ahmed Ihsan’s memoirs:

“Abdiilhamid’in Server-i Fiinun’a yapdi@ hizmetler ara sira gazeteye basilmak iizere buyrukla verdigi
resimlerdi. Bu resimler sunlardir:..

5. Afgan veliahdi Habibullah’in Londra’da disini ¢ektirmesi.”"*

Ahmed Thsan does not relate the specific reason why this picture depicting the
tooth operation of Nasrah Khan is published as a “special service illustration”. The
illustration in itself does not represent an extraordinary scenario. In the middle of the
composition the reader sees the Khan seated on a chair which is covered by a delicate
piece of cloth and the dentist with an elaborate pinchnez working with an apparatus.
The interesting part of this iflustration is perceived when the gaze is focused on the
groups that attend the operation. These groups consist of two separate set of
members. The initial group is made up of religious men and most probably some
political figures that the Khan consults. This assemblage is the official milieu, the
diplomatic core that attends the Khan on his journeys. The other group consists of
some nine soldiers who are in charge of the Khan’s security. These soldiers have rifles

on their shoulders and are lined vertically. The astuteness of their facial expressions

'3 Tokgoz, Ahmed Thsan “Matbuat Hatiralarim™ sayfa: 67.
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disclose their genuine interest in the Khan’s wellfare and health. However the whole

scene depicts an incredibly absurd and almost surreal vision. The exaggeration is made
apparent with the utmost seriousness and attention as reflected on the facial fe:cltures
of the entire crew. As the illustration clearly expresses, this i1s a minor operation, and
yet it looks as if the happening of the century is taking place. Ahmed Thsan in his
article refers to the absurdity and the strangeness of the scene with a specific tone of

irony in tone of address:

“ ...Londra’da ahiren disini ¢ikartmis olduguna dair musavver Grafik gazetesi tedavi nokta-i nazarindan

chemmiyetsiz olan su ameliyatin manzaraca garabetinden dolay: bir de resmini derc-i sahife etmisdir ki

mezkur resmi (264) numerolu sahifemize aynen nakl eyliyoruz'"*

Being a special service illustration without the reference to the reasons of it’s
publication, Ahmed Thsan simply puts forth his ideas about the spectacle. There exists
an obvious vein of criticism in his entire attitude. Assuming the stand point of an
entirely Eurocentric vision, he mocks the spectacle on the grounds of its “weirdness”
and may be “excessive Orientalism”. The “visual channel” of Westernization offered
by the illustration of Nasrah Khan is communicated by the ironic criticism of Ahmed
Ihsan. The spectacle is utilized as a souce-material to be humoured, and the message
is revealed clearly.

The last illustration to be examined in the “various pleasant scenes” in the
foreign agenda of Servel-/ Fiinun focusing on the “foreign people of alien lands”, is
titled as “Japonya’nin Bahriye Uniformalari”. In the 211st issue dated as of the 16th of
March 1311 (28th of March 1895), there exists a lenghty article on the Chinese and
Japanese naval force. As it appears, at the time, topics pertaining to China and Japan

were approached with curiosity only to be satisfied via textual and illustrative

publications. The limits to this interest is not confined exclusively to the Ottoman

14 See Appendix I, page: 168.
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world of the 1890s, but can well be applied to the world in general, as is related by

Ahmed Thsan:

“Cin ve Japon hadise-i malumesi bu iki memleket hakkinda meraka calib olup biitiin diinyada erbab-i
miitalaa okuduklan gazetelerde bu havaliye dair malumat arasdirmaya baslamislardl. Gazeteciler

karilerinin bu arzusuna hidmet etdigi gibi “Server-i Fiinun da simdiye kadar Cin ve Japon hakkinda

hayli malumat ve bircok resim derc etmigdir™*

Servel-7 flinun , does not fail to fullfil the supposed expectations of it’s
reading audience and has related many illustrations and articles about the Chinese and
the Japanese. The specific focus on these countries is based on the premise that they
are extremenly advanced when naval battles and technologies are concerned. The
positive reference to scientific and industrial improvements must be emphasized. Most
of the European governments regret the fact that they failed to send officers in order
to observe the naval forces of China and Japan. The praise of technology is focused
on two non-European countries this time, and the point of attention shifts from
Europe towards the East. Servel -7 Finun , publishes the uniforms of Japan naval
forces and informs it’s readers about the details differentiating the uniforms of various
naval forces. The illustration, although being black and white, is narrated in colors for
the attainment of the full effect. The “visual channel” of Westernization offered by
Servel-7 Finun , in the article and the illustration about “Japonya’min Bahriye
Uniformalarr”, shifts the Eurocentric perspective of the periodical towards the East.
The attitude of Serve/-7 Finun is consistent and objective since there always exists
specific emphasis on technological advancement, regardless of it’s proper location.
The focal point of attention may shift form Europe towards the East, and the readers
have to be informed accordingly. Besides, in this particular case, even the unspecified

European governments regret not having sent officials for education and observation

' See Appendix I, page: 145-146.
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to Japanese and Chinese naval forces. Technological advancement particularly in

issues pertaining to warfare is bestowed special attention. Technology and science
disregards boundaries and it’s benefits should be global, as is understood from the

A

attitude of Servel/-7 Fiinun,

In Search for the Visual Channels of Westernization
in Servet-i Fiinun :

1I. | The Domestic Agenda

The second section in the understanding of the “wvisual channels of
Westernization” in Serve/-7 Finur is the “domestic agenda”. In the “domestic
agenda” the success of Ottoman Westernization as seen through the illustrative
materials published in Serve/~/ Fzizun will be examined. The domestic applications of
the Western model of publishing an illustrated popular periodical and the adaptation
of foreign illustrative themes to the Ottoman context as witnessed in Servel~/ Flinun
are going to be discussed. The main 1dea of this chapter would be that of exposing the
success of the domestic application as observed in the character and format of Servel/-
7 Flinun via a close gaze on the domestic “visual channels” being offered in the 19th,
25th, 42nd, 54th, 55th , 57th and the 211st issues. These domestic “visual
channels”consist of two separate sections as listed below.

Under the division of the “domestic agenda” composing the latter section of
the visual channels of Westernization, the below themed illustrations in JSe7ve/-/
Funun are going to be registered and overviewed:

1. Illustrations of Various Edifices and Landscape Depictions:

(the19th, 25th, 54th, 55th, 60th, 70th,72nd and the 215th issues).
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2. Portraits of Various Ottoman Soldiers: (42nd, 54th and 57th issues).

3. Portraits of Famous Ottoman Medical Doctors and Various References to

Issues about Medicine (the 60th, 211st, 213st, 215th and the 217th issues).

In Search for the Visual Channels of Westernization

L. The First Section of the Domestic Agenda

“Illustrations of Various Edifices and Landscape Depictions *

Visual materials depicting various sites in Istanbul like the “Kiiciik Ayasofya
Camii” illustration is published in the “Resimlerimiz” section of the 19th issue of
Servel-7 fuinun and represents the first sample for a domestic setting illustration in
the selected Serve/~/ /Fiinun issues. The illustration looks like a photograph when
compared for instance, to its counterpart located in Sultanahmet in the 2nd issue of
Servel~7 Fiinun The illustration in the 19th issue reveals a telegraph pole situated in
between the mosque and the railroad. It looks like a true snap-shot of the real setting.
This realistic depiction of “Kiigiik Ayasofya Camii” represents a breech from the other
illustrations of the 19th issue. Actually, if we were to examine the entire set of .Serve/—
7 Fiipun issues that are selected for this study, we would come across with very few
landscape illustrations looking like photographs. This is the case for the first two years
of Servel/-7 /iinun The reference to photographs in Servel~/ /Ziun is rare and when
the selected set of issues are taken into consideration, this feature appears for the first
time with the “Kii¢tik Ayasofya Camii” scene. The article of the “Kiigiik Ayasofya” of
the 19th issue depicts the illustration very concisely referring to its location and basic
history. The edifice is an antique monument that embellishes Istanbul and appeals to

the eye:
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“Sekilde manzur oldugu vecihle bir tarafi Rumeli simendiifer yoludur, cami-i serif-i mezkur imparator

Justinyen tarafindan Sergiyos ve Akhos nam aizze-i nasraniye namina bina edilmis bir kilise olup Sultan

Bayezid-1 sani hazretleri zamaninda dariis-saadetiis-serife agas) Hiiseyin Aga vesatetiyle camie tebdil

edilmigtir™''® \
The 25th issue, in its “Resimlerimiz” section has a “Rumelihisari” photograph.
This landscape photograph is the only sample that is openly being declared in its

article as a “photograph” and not an illustration:

“Bu defa dahi su latif kéyiin denizden alinmis bir fotografim1 derc-i sahife eyliyoruz. Fotograf, ressam-1

hazret-i sehrivam Abdullah biraderlerin keoleksiyonundan olup kahp buradaki (fotogravér)iimiiz

marifetiyle yaprimigtir™"’

As was said, it is against the expected format of the periodical to come across
with photographs in the first years of JServe/-/ Finun , and it is still more
extraordinary to have an article declaring that the published material is a
“photograph”. We have previously said that the cycle of printing illustrations 1s a very
complicated one and obliges Ahmed Ihsan to have continuous contacts with certain
European firms. However, as it appears publishing photographs is a comparatively
easier task since the creation of the forms can be done by the “fotogravor” in charge.
By this way, the photographs are prepared for publication in a short time, saving
money simultaneously. The two above cited issues depict realistic domestic landscape
illustrations. This feature draws a contrast when the foreign landscape illustrations are
considered. The domestic “visual channel” in Serves—/7 /ljnur is communicated via
realistic landscape 1llustrations or photographs. Such is the domestic adaptation of

landscape depicitons in Servel/-/ /iinur, Most naturally, this feature is not a rule and

has exceptions.

"¢ See Appendix I, page; 82.
"7 See Appendix I, page: 95.
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The 54th 1ssue has an illustration titled as “Yeni Miize-i Osmani Dairesi” with

French subtitles, “Nouvelle Musée de Constantinople”. The illustration is signed by an
Ottoman Turkish signature quite undiscernable and it shows a building of the
museum.The French subtitles serve for the French reading audience of Jé’ﬂ/ﬁﬁ/'
Finun , most probably the foreign civil servants and foreign subscribers. The article
“Miize-1 Osmani”, focuses on another article quothed from “Gazet de Buzar” which is
published in Paris. As Ahmed Ihsan relates the mentioned article refers to the antique
lahids which are being exposed in the new and improved museum building. The gaze
of Europe, via a French daily, is directed towards the important archeological
discovery exhibited in the Ottoman Museum. This event 1s important. It is loaded with
praise and appreciation from Europe. The antique lahids received the due significance,

in other words, extensive coverage, in a Parisienne daily and thus the improved

Ottoman Museum well deserves the appreciation:

“Gazet de Buzar'm bahs etdigi lahidler iste bu yeni daire derununda mevcuddur, lahidler binanin
insasindan evvel vaz olunmus ve sonra lizeri kapamp kapilar: yapiims oldugundan insan vehleten acaba
cesim taslar iceriye nasi getirilmis diye miitehayyir kalir. Yeni miizede mevcud Jahidlerden bir adedinin

resmini de Servet-i Fiinun >umuz enzar-1 kariine vaz eyledi. Gelecek niishasinda isbu lahidlerden bir aded

daha derc-1 sahife eyleyecektir™®

On the next page, readers can see the the sacrophage being mentioned with
bilingual subtitles: “Miizedeki Asar-1 Atikadan” and “Sarcophage de Pleureuses,
Musée de Constantinople”. The picture of the sacrophage is a photograph taken from
the interior of the museum building. The domestic “visual channel” offered by Se7ve/-

7 fiunun with the publication of the Ottoman Museum and the important

archeological discoveries exposed in this setting needs to be underlined. References to

1% See Appendix I, page: 106
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museums in Se7vel/ -/ /inun is not a rare phenomenon (we have examined the article

on Versailles Museum for instance)
In the article about “Sarayburnu’nun Eski Hali” illustration, Ahmed Ihsan

A

relates the thematic continuity of domestic landscapes that are published in .Serve/-/
Fiinun. Both the Galata and the present illustration of Sarayburnu is given to the
periodical by somebody who is said to to have helped .Serve/~/ /zinun The aspect of

pleasure is stressed:

“Server-i Fiinun gecen hafta Galata Kulesinin eski halini kariine gistermis idi, bugiin de Saray
Burnu’nun eski manzarasim nazar-1 temasaya vaz eyliyor. Isbu resim dahi Galata Kulesi’nin tasviriyle

beraber gazetemize hayir-hahlik eden zat tarafindan ita elunmustu. Memleketimizin eski manzaralarini

gbrmek hakikaten hosa gider™'"’

The readers are supposed to cherish the old landscape illustrations of various
sights in Istanbul. “Vue de Pointe des Serai a Constantinople il y a un siecle” is the
French subtitle given to this location.

The the front-page of the 55th issue depicts an illustration titled as
“Tufenghane-i Humayunda Esliha-i Nadire” with its French subtitles “Armes
Antiques: Musée de I’Artillerie de Constantinople”. In the brief article, Ahmed IThsan
again concentrates on the continuity in the theme of the presented illustration. The

weapons are published for the aim of communicating their immediate splendour. The

readers are urged for appreciation:

“53. Niishamizda esliha-i nadire-i Osmaniye numunesi olarak tiifenghane-i hiimayunda mevcud
silahlardan bir takimni nazar-1 dikkat oniine vaz etmigdik, bugiin dahi yine mezkur tifenghanede
mevcud olup nedret ve yekliyle pek ziyade sayan-1 dikkat bulunan esliha-i kadime-i harbiyenin bir diger

takimu siitun-u tasvire aldik™?’

1% See Appendix I, page: 108-109.
120 See Appendix I, page: 111.
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There i1s no additional information about the antique weapons of the

illustration. Themes pertaining to artilleries are not rare in Serve/—/ /iyur and are
spectfically used to confer feelings of praise and proudness on part of the readers.

The next illustration of the 55th issue is bilingually titled as “Miiz\edeki
Atikadan” and as “Fragment d’un sarcophage Musée de Constantinople”. This
illustration depicts the second set of lahids exhibited the Ottoman Museum. As Ahmed
Ihsan relates, this is yet another continuous theme in Se7ve/~/ /iinun The publication
of the exhibitions of these important archeological discovertes 1s seen as a positive
contribution to domestic “scientific endeavours” on part of Serve/-/ /lnun The
domestic “visual channel” being communicated to the readers via the publication of

domestic scientific happenings is explicitly revealed in the article:

“Servet-i Filnun 49. niishasinda....miizehanenin yeni kismiyla ahiren kesf olunup miizeye nakl olunan
lahidlerden birinin resmini miistakan-1 asar-1 fenniyeye gostermis idi. Kezalik gecen niishada yeni
miizede mevcud lahidlerden birisi daha derdest-i tab’dir tabidir demis idik. Iste oradaki vaadimiz iizere
(Servet-i Filnun yumuza miladdan dort asir akdem yapilms (Ploroz) lahidlerinin bir par¢asim daha
gecirdik™™

The next illustration of the 55th issue is titled as “Bin Bir Direk Eski Hali”. 1t
pictures a specific sight in Istanbul which is said to be unknown even to most of the
Stamboulians (most probably Binbirdirek is the Cistern Chapel of today’s Istanbul).
This domestic interior architectural scene discloses the setting’s ancient condition.
This site represents another worth-seeing location of Istanbul and Servel—/ Flinun

fulfills it’s task:

“Istanbulumuz’un sayan-1 temasa pek ¢ok yerleri vardir ki émriinéi istanbul’da gecirmislerin ekserisine
malum degildir; Suitanahmed civarindaki Binbirdirek de iste bu kabildendir, malum oldugu iizere

Binbirdirek kadim bir (Hipodrom) olup el-yevm iplik¢ilere melce icra-y1 sanat mahalli olmusdur.

21 See Appendix I, page: 111-112,
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Gazetede girdiigiiniiz resim Binbirdirek’in birkag yiiz sene akdemki hal-i intizamim irae eyler™*

“Feshane-1 Amire” illustration of the 60th issue depicts the fagade of a factory
designed and built after a European factory. This specific feature makes it a setting
worth attention as the concise article relates. Ahmed Ihsan promises his readers that in
the future, illustrations depicting the interior sights of the factory will be published.
Again the gaze of Serve/-/ /iinun gives presedence to a domestic site designed after
it’s European counterpart. The adaptation proves to be successful, and the readers will
be informed about it soon. It is cited as the duty of Serve/-7 /iinun to familiarize the
readers with such exceptional and technically prominent domestic industrial sites.

“Saye-i Maarif-i Vaide Hazret-i Padisahide Bursa’da Insa Edilen Mekteb-i
Idadi-i Askeriyenin Resm-i Kesadr” illustration appears on the front page of the 70th
issue with a corresponding article titled as “Bursa Mekteb-i Idadisi’nin Resm-i
Kesadi™. As usual, Serve/-/ fiunun fullfills the mission being attributed to illustrated
periodicals by publishing the picture of this important edifice. Ahmed Ihsan briefly
explains the facade of the building and then relates the fundamental task of Servel—/
Ftnun once more. Educational and industrial improvements are to be manifested in
Servel -7 Finun both textually and illustratively:

“Terakkiyat-1 maarif ve sanayie ve umur-1 nafiaya miiteallik her tiirlii muvaffakiyetin gazetemiz daima

terciiman-1 musavveri olamk emel-i katisinde bulundugundan vilayei-i sahanede icra olunacak bu gibi

resm-i kiisadlarn fotografindan bir kita gazetemize irsal edilirse maal-memnuniye derc ederiz”'*
He openly urges the readers to send illustrations of this sort. The domestic
“visual channel” manifested with the picture of the preparatory school in Bursa,

communicates the efforts of .S5e7ve/~/ /iinun in contributing to the affairs pertaining

to education.

122 See Appendix I, page: 112.
123 See Appendix I, page: 122-123
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The 72nd issue depicts two landscape illustrations titled respectively as

“Istank6y’de Mevcud Fevkalade Cesim Bir Cinar Agaci” (with French subtitles “Une
Planate Q(igantesque a Stankeuy”) on the front page and “Kagithane Kasn”
illustration \

(with again additional French subtitles “Palais de I’eau douce d’Europe™) on the fifth
page. The gigantic plane-tree situated in Istankéy represents a sight to be narrated.
Ahmed Ihsan relates the size of the tree with exact mathematical calculations. The
latter illustration about “Kagithane Kasr-1 Dilarasi” is a typical domestic landscape

illustration with pleasant sights from Istanbul as the focal point of interest. Ahmed

Ihsan openly relates this feature:

“Resim fotoZrah hazret-i sehriyari Abdullah Biraderler’in bir fotografindan ototipi usuliiyle Viyana’da

yaptirdms olup sehrimizin menazir-i mahsusasim kariine irae etmek iizere tertip ettigimiz resimler

meyanina dahildir” '**

The main aim of these landscape illustrations is to please the readers and
inform them about the beautiful sights of the city within which they live. Illustrations
pertaining to various city-sights are published to acquaint the readers more and more
with the city.

The last photograph of the first section of the domestic agenda under the title
“Ilustrations of Various Edifices and Landscape Depictions” 1s the “Halep Birecik
Demiryolu / Heyet-1 Mithendisini” of the 215th issue. This photograph which is also
subtitled in French as “Construction du Chemin de fer Beyrouth-Damas-Alep-Biredjik
Campement des Ingenieurs a Alep”, represents the crew of engineers employed in the
construction of the railroad between Aleppo and Biredjik. This depiction lacks any

references to the recurrent theme of appreciating any activity designed for the

common benefit of the society. The concise account displays a crowded group of men

1% See Appendix I, page: 138.
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and tents located on a district at the entrance of Aleppo with the equipments necessary

for measurments. The readers are informed about the railroad and the engineers by an
extremely concise narration that presents a contrast when the rest of the landscape

illustrations in the selected set is considered. The “visual channel” offered by this

illustration lacks any explicit view points on part of the editor.

In Search for the Visual Channels of Westernization
II. The Second Section of the Domestic Agenda:

“Various Portraits of Ottoman Soldiers’

The 42nd issue of Serve/-7 /iunun , as a whole, stands as a gratitute
declaration issue. “Tahdis-i Nimet” article, followed by the lengthy article on
“Avrupa’da Simendifer Cinayeti” which happens to be a “special service illustration”
and finally the illustration of “Ertugrul Neferi” as a trilogy, manifests the gratitude
declaration aspect of this issue. As will be related in Chapter III, there exists several
ways to serve and to confer gratitude to the Sultan. The 42nd issue 1s an extremenly
competent sample for this premise. The constituent parts of this trilogy 1s going to be
examined one by one. “Ertugrul Neferi” article is going to be examined in this section,
while the rest of the parts will be handled in Chapter III. “Ertugrul Neferi” is depicted
as the epitome of courageousness. Ahmed Ihsan tries to spur elevated feelings of self-
satisfaction in the readers by publishing the illustration. Being the soldiers of
Abdiilhamid II, their position has a symbolic meaning. Ahmed Ihsan, being well aware
of this symbolical connotation, bestows honor and appreciation to the soldiers in his

article. He even goes so far as to pray for Abdiilhamid IT while declaring his devotion
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and attachement. The article looks as if it has been designed specifically for relating

gratitude to Abdiilhamid II in concise decorum:

“(Ertugrui) iinvan-1 besalet ibtisamiyla taraf-1 esref-i hazrei-i milukaneden tesis buyurulmus olan firka-1
askeriyenin siivari lkismindan secaat-kester bir meferin heyet-i askeriyesinden miitesekkil resmi bu

niishamizda pisgah-1 temasaniza arz ile iftihar ve bu vesile ile dabi izdiyad-1 mr ve iclal hazret-i padisahi

dua-v1 vacibi’l-edasim ifa ile tezyin-i lisan-1 ubudiyete ictisar eyliyorum”'?

The front page of the 54th issue has the illustration titled as “Kiyafet-1
Askeriye-1 Osmaniyeden Bahriye Borazan Cavusu” with complementary subtitles in
French as well: “Soldat de la Marine turque”. The specific choice in publishing
various images of soldiers is by no means a coincidence. Manifesting the virtues of the
military service is one of the missions of JServe/~/ /inun Soldiers, according to
Ahmed Ihsan constitute one of the most honored and esteemed divisions of the
government. And thus they well deserve to be appreciated and respected accordingly.
Servel-7 Fiinun expresses this respect by publishing full page illustrations of various
soldiers on a continuous basis. The promise 1s going to be kept:

“Asakir-i nusrei-i measir-i hazrei-i sehriyaridan bahriye taburlan efradindan gecaat-kester bir ¢avusun
resmini isbu niishamizda enzar-1 kariine arz ve meslek-i celil-i askerinin samim ilaya hidmetle miibahi
bulunuyoruz ... Efrad-1 askeriye padisah ve vatanmin muhafazas) uruna hasr-1 hayat etmis hadim ve
fedakaran evlad-1 vatandan oldugu i¢iin haklarinda ne kadar asar-1 riayet ve muhabbet gisterilse sezadir,
iste biz de bugiin efrad-1 askeriye-i bahriyeden bir bahadinn resm-i secaat-kesterini derc-i sahife ile
1126

vazifemizi ifa eylivoruz

The mission of .Servel~7 Fiinun as an illustrated periodical is fullfilled by the
publication of several illustrations of soldiers. Thus, the reading audience is compelled
to appreciate the due importance of soldiers.

In the 57th. issue, on the front page, there i1s another illustration depicting a

soldier. “Kiyafet-1 Osmaniyeden: Topgu Piyade Borazan Ser Cavusu” with additional

125 See Appendix I, page. 100.
126 See Appendix I, page: 103-106.
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French subtitles “Soldat de I’ Artillerie Turque”, manifests another soldier portrait. The

themes of the 54th issue 1s reemphasized here with the additional perspective of
contributive and positive feed-back from the reading audience. The feed-back
received from the reading audience greatly pleases Ahmed Ihsan. He is zc:\gratiﬁed
beyond degree. The due importance given to the reactions from the reading audience,
and the necessity felt by the editor to declare this gratification openly, manifests
another perspective of Serve/-/ /iinur. The domestic “visual channel” offered by the
illustrations of the large body of Ottoman soldiers, communicate the explicit message
that the Ottoman army is vigorous and powerful with ifs numerous divisions.
According to the moral of the entire argumentation, these powerful and brave soldiers

deserve to be introduced to the readers via the publication of their portraits:

“Servet-i Fiinun gecen niishasindaki vaadi mucibince bu numerosunun ilk sahifesini de medar-: iftithar-1
devlet ve millet olan bahadiran-1 efrad-1 askeriyeden bir topcu neferi resmiyle tezyin eyliyor; Kiyafet-i

askeriye-i Osmaniyeyi su vesile ile tanitmak hususunda olan mesaimiz pek ¢ok tarafdan mazhar-1 takdir

olmus olmagla iftihar ediyoruz™”’

In Search for the Visual Channels of Westernization
II1. The Third Section of the Domestic Agenda:

“Portraits of Famous Ottoman Medical Doctors and

Various References to Issues about Medicine”

The third and the last section of the domestic agenda to be explored for an
understanding of the various domestic “visual channels” as perceived in the character
and format of Servel-7 /linuzr is the “portraits of famous Ottoman Medical Doctors

and various references to issues about medicine”. Before passing onto the portraits of

127 See Appendix I, page: 115.
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famous medical doctors, scanning the “table of contents” sections of a number of

randomly picked issues of Serve/-/ /finur , in order to trace the frequency of the
topics related to medicine in the format of the periodical would be useful.

The table of contents section of the 60th issue has: Mebahis-i let;iye ve
Sihhiye -Kan Aldirmak - Miishil Alma; the 211st issue has: Suunat: Mevad-1 Sihhiye
ve Tibbiye - Sihhat-niima-y1 Nevzad’dan Emzik ; the 213th issue has: Musahebe-i
Fenniye - Suunat: Mevad-1 Sihhiye ve Tibbiye; the 215th issue: Musahebe-1 Fenniye -
Sihhat-niima-y1 Nevzad’dan Emzik - Suunat: Mevad-1 Sthhiye ve Tibbiye. As can be
easily perceived form the scanned table of contents sections cited above, there exists a
rising frequency in the topics related to medicine specifically with the issues published
in the years 1894 and 1895. In other words we observe indulgence with topics
pertaining to medicine in the third and fourth years of Se7ve/—/ fiinun s publication.
In the beginning, the periodical saved less space for publishing discussions and articles
about medicine in general. This transformation can be cited as one of the few format-
mutations ﬁat Servel-7 Funun goes through. No doubt the visual channels offered by
the issue of science and medicine in general contributes immensely to the composition
of the foreign and the domestic agenda of JServe/-/ /lzun In addition to separate
articles about science and medicine, the “Suunat” sections are reformed with the
thematic dominance of articles about medicine.

In the 217th issue of Servel-/ /linur , there exits on the front page, portrait
illustrations of four prominent medical doctors with the bilingual subtitles “Megahir-1
Etibba-y1 Osmaniye’den Bazilari” - “Nos médecins célébres”: H. Remzy Bey, Anstidi

Pacha, Zoeros Pacha and Elias Pacha. The articles of these portraits are extremely
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lenghty and detailed. Ahmed Ihsan relates that this topic was related before in the

199th issue and now in the 217th issue, it continues:

“Gazetemizin 199 numerolu niishasinda derdest-i insa olan mekteb-i tibbiye-i sahaneden bahs eyledigimiz
sirada alem-i tibb-1 Osmaniyenin medar-1 iftihar1 etibba-yy meshureden bir kagimin résimleriyle
terciime-i hallerini derc eylemis idik™"?®

The readers need to be informed about these important domestic medical
figures, since they represent the epitomes of the Ottoman medical school and deserve
proper attention. The mission of JServe/-/ Fémuz in this specific context is to
communicate the respect and honor that these people deserve. This section exits yet as
another domestic “visual channel” praising and introducing simultaneously a number
of prominent Ottoman medical doctors.

In Chapter II of this study the recurrent messages being communicated via the
iltlustrations of a selected set of Serve/~/ /inun issues for the understanding of a
multiplicity of visual channels of Westernization was attempted. These messages
helped for the interpretation of “the visual channels of Westernization™ that consisted
of two separate agendas.

In the “foreign agenda”,“Landscape Illustrations”, “Human Portraits” and “A
Variety of Pleasant Scenes” were examined. Variational perceptions of the “West” in
addition to the general view of the “Western image” as seen superimposed on Se7ve/—
7 Flinun s foreign illustrative compositions was explored. The general understanding
of the West as interpreted in these sections brings about the an overall beneficial and
positive image of the Western world. The format of the periodical is dominated by the
inclination to “see”, to “observe” and to “investigate” the West with a specific focus

on the scientific, innovative, industrial, technological and lastly the socio-cultural

12 See Appendix I, page:155.
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aspects. The “Western image” of JServe/-/ /inun is composed of a balanced

amalgamation of these sections. Fullfilling the missions of a popular illustrated

periodical, JServe/-7/ /inun  endeavours to communicate it’s readers an

“understandible” vision of science, technology, innovations and industry. The c\oncept

of “every man’s science” is the motto of Serve/-/ /inun The illustrated periodical is

the juncture point where popular science merges with public understanding. The

simplified, amusing and entertaining aspects of the issues being held in JServe/-/
Flnarn , 1s designed to introduce the language of men to the language of science. At

this point, however, a distinction should necessarily be made. The concept of
“ordinary men” in this context includes the subscribers and the continuous readers of
the periodical. (these readers include Ahmed Thsan’s colleagues as well). This milieu is

extremely complex specifically when we think of the socio-cultural, economic,

religious and political backgrounds of all the readers. They constitute the milieu of
“ordinary men”. The understanding of the “ordinary men” necessarily excludes the

professional people who are actively involved in topics pertaining to science, industry,

trade or discoveries. They could only enjoy reading the articles in JServel/—7 /Finun.
The informative and educative aspect that the periodical so vehemently claims, may

become secondary for them.. The gaze towards the West meaning Europe and the

East meaning non-European countries, serve the mission of Serve/~/ /linur  to

communicate informative and didactic messages to the readers with the major

exclusion of politics and religion.

In the “domestic agenda” the success of the domestic application and the
success of the Ottoman Westernization as seen in the “Illustrations of Various Edifices

and Landscape Depictions”, “Portraits of Various Ottoman Soldiers” and “Portraits of
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Famous Ottoman Medical Doctors and Various References to Issues about Medicine”

were examined.

The domestic agenda of Serve/~/ Flinuy discloses the efforts of Ahmed Thsan
in creating the contextual counterparts of what has been observed in the “\foreign
agenda”. The only exceptions are the “Portraits éf Various Ottoman Soldiers” and
“Portraits of Famous Ottoman Medical Doctors and Various References to Issues
about Medicine”. The obvious moral aim of publishing the pictures of soldiers and
medical men serve to communicate the message that the Ottoman Empire is eminent
and efficient in these extremely important fields. The moral is stressed so visibly. And
thus the Western model, underlining the success of the domestic application is
witnessed in Servel-/ /inun The image of the West as created in Servel-7 Finun
when superimposed on the domestic contents, specifically in the illustrations, expose

the “visual success” of the periodical.
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Chapter 111

A Brief Note About Servet-i Fiinun’s Relationships with Babiali:
The Concept of “Tahdis-i Nimet”and the Response of Servet-i Fi \ﬁnun
as Conveyed in the “Gratitude Declaration for the Special Services”
| Addressed to Abdiilhamid 11

The 42nd issue of Servel/-/ /Fimuz can be manifested as a “gratitude
declaration” and a “special service declaration™ 1ssue designed in order to satisfy and
to serve Abdiillhamid II. It presents a radical textual rupture from the regular and
expected format of Serve/—/ /iinun as analyzed in Chapter 1, since in this issue, the
table of contents (“Miindericat”) section puts forth “Avrupa’da Simendifer Cinayeti”
article immediately after the “Tahdis-i Nimet” article which is published on the front
page. “Istanbul Postasr” section is non existent in the 42nd issue. Such a discontinuity
is striking. The textual and illustrative juxtaposition of “Tahdis-i Nimet” article
followed by the “Avrupa’da Simendufer Cinayeti” article and finally the illustration of
“Ertugrul Neferi” in the coming pages of the 42nd issue, communicate a double
stranded arrangement of messages: The first one is the specific message revealed to
the reading audience via the illustrations and their articles while the second one is the
compact gratitude declaration designed to serve, satisfy and to please Abdiilhamid II
via the very same illustrations and articles. Before passing onto the “Avrupa’da
Simendiifer Cinayeti” article in details, the argument proposing that the 42nd issue
stands as a “gratitude declaration” and “special service declaration” sample needs to
be expanded.

The 42th issue begins with the “Tahdis-i Nimet” article written by the editor

on the front page. This address of praise and gratitude towards Abdilhamid II is
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composed of an extremely flamboyant language in accordance with the sensitiveness

of the topic. As with the custom, Ahmed Thsan conveys his gratefulness for the

financial help being provided by the Sultan for Serve/-7 /unun

A

“Hami-i uwlum ve fiinun ve miisebbib-i terakki-i Osmaniyan olan sehriyar-1 ali-girdar efendimiz
hazretlerinin her zaman erbab-1 gayret hakkinda bi-dirig ve erzan buyurduklan tevecciithai-1 mukaddese
ve mayat-1 celile bu defa dahi mahsul-1 mesai-i kemteranem olan (Servet-i Fiinun) hakkinda masruf
buyurulmug ve isbu atifet-i ulya-y1 miilk-dari zaten medyun-1 avatif ve iltifat-1 tacdaranesi oldugum zat-1

kerimi’s-sifat veliyyii’'n-nimet-i bi-imtinamin himaye-i maarif ve taltif-i erbab-1 say hususunda miisellem-i

cihan olan seciye-i ber-giizide ve haslet-i pakize-i giti-sitaneleri ciimle-i celilesinden bulunmustur™?

At the time when Serve/-7 /iinun was granted governmental financial help, it
was common knowledge that Babiali did not openly provide regular financial support
even to the dailies. Ahmed Thsan relates that Serve/-/ Ziinun was, to the best of his
knowledge the very first periodical that received financial assistance directly from the
budget of the Ministry. 3240 kurus as a monthly payment was thus granted to .Se7ve/~
7 Flinun in order to support its activities as an illustrated Ottoman periodical dealing
with topicé excluding politics and religion. Abdilhamid II's inherent press policy can
thus be traced with the rather sudden encouraging support of this “harmless”
illustrated popular periodical dealing with topics like literature, arts, industry, science,
translation and trade. Abdiilhamid II is the unseen but all-powerful force behind this
beneficial decision. It is interesting to note the characteristic of the relationship
between the Sultan and the press via the attitute towards Ahmed Thsan’s periodical.
The webs of the Sultan’s rule and control extends even towards the decision of the
financial aid being bestowed to one of the many periodicals of the 1890s. One has the

feeling that the relevant millieu of the 1890s must have been indeed compact and

rather homogeneous. One may also have the impresion that it is a society in which

'2% See Appendix I, page: 97-98.
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every member of the press, regardless of the quality and popularity of the daily or the

periodical, knew each other, was informed about each other and provided continuous
feed back when the occasion demanded. The connections with the Sultan was
provided through a chain of civil servants, as the case of Ahmed Ihsan so clearly
depicts:

“Server-i Filnun’a yardim igin, giizel sanatlar ve egitime hizmet gibi yiiksek ilkiilerden soz edilerek
buyruk cikarilmsti. Bunda mabeynci Arif Bey’in biiyiik etkisi olmustu...Dahiliye Miistesan Resid
Miimtaz Bey isi ¢cabuk gordii; Server-i Fitnun’a Dahiliye biit¢esinden ayda 3240 kurus verilmesine gerek
gisterdi ve nazinn imzaladig: tezkereyi sadrazamh@a sundu. Simdi Avrupa’dan hakkak getirtilmesine

iliskin olan boliimiin yiirtimesi icin Maarif Nezareti’nde dolasilacakti ve benim énem verdigim en dnemli

sorun isin bu yéniydi»*?

Consequently, several connections were established in order to find and to
employ a European engraver in Istanbul. Ahmed Ihsan at this stage, tries to convince
the government in securing a contract with the foreign engraver. Ahmed Thsan writes
to a certain Monsier Napier and he eventually agrees to move to Istanbul for the job
and in addition to his engagement with Serve/-/ /i he is also employed at the
“Sanayi-1 Nefise Mektebi” as an illustrations’ teacher. And therefore, the system of
printing illustrations with semi-domestic means, 1s seemingly established. Later on
Ahmed Ihsan will try finding ways to get rid of the lazy M. Napier who refrains from
work while enjoying the benefits of the capitulations in Istanbul.

In his memoirs, Ahmed Ihsan quotes the entire legal announcement being

published in the 170th 1ssue of “Takvim-i Vekayi”about the exceptional aid:

“Dersaadet’te nesredilmekte olan resimli Servet-i Filnun gazetesinin ulum ve fiinuna ve ziraat ve sanayi
ve ticarete ve ihtiraat ve kesfiyat-1 cedide-i mahallive ve ecnebiyeye dair resimler derc olunmak iizre
lat’asimin tevsiiyle beraber gazetenin 1slam ve tab olunacak resimler burada yaptinnimak ve tebaa-i

sahaneden san’ai-1 hakke layikiyle agah ehl-i sanat yetistirmek icin muvakkaten bir iistad celbi ile

130 Tokgoz, Ahmed ihsan “Matbuat Hatiralarim”, sayfa:62.
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mezkur gazeteyi ¢ikartmakta olan Ahmed fhsan Bey’e lizumu mikdar muavanet akgesi itasi ve isbu

gazete imtiyazinin mumaileyh fhsan Bey namima tahvili ve teferruatmmn icrasi hususunda irade-i
mekarimade-i cenab-1 padisahi serefriz-i siinuh buyurulmakla ber-mantik & emr i@ ferman-1 hazret-i
sehriyari icra-yi icabina tesebbiis ve ibtidar kihimmstr.

19 Kanun-1 evvel 1307

The date of the “Tahdis-i Nimet” article and the open declaration of the
financial aid grant to Serve/~/ Ainur in Ahmed Thsan’s memoirs coincide. After the
finacial support, as Ahmed Ihsan will also acknowledge, both the quality and the
quantity of illustrations multiplied and improved. In addition to that, the number of
pages were also increased. Apart from that, it is observed that the contract with M.
Napier would only be temporary since the main aim for his stay and employment in
Istanbul would be to instruct and to educate certain students which would be Ottoman
subjects. The significance of this statement comes to the foreground with the
emphasis on the “Ottoman subjects”. It would not be misleading to note that after this
date, presumably at the specific time span corresponding to this legal grant, the topic
of educatiﬁg Ottoman subjects on the art of illustration 1s given precedence to.

The “Tahdis-1 Nimet” article juxtaposed against the article on the “Ertugrul
Neferi” as explammed in the previous chapter, and the “Avrupa’da Simendifer
Cinayeti” article (special service crime illustration) that is going to be examined in the
remainder of this section, compose the gratitude declaration on part of Ahmed Thsan.
The financial aid being bestowed to Serve/-/ /inun for it’s improvement in topics
like sciences, agriculture, industry, trade, inventions, domestic and foriegn discoveries
and innovations expose the offical attitude towards the mission of publishing

illustrated periodicals. The response of Ahmed Ihsan to the financial aid will operate

P! 1bid., page:64.
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on several layers. The detailed account of the response is explained in the Press

Memoirs by Ahmed Ihsan.

In the selected set of Serve/—/ Fiimun  issues, we will not come across with
such a condensed gratitude declaration sample as the 42nd issue. The initial mission of
servel-/ finun  is to serve the Sultan and then comes the reading audience.
Although Ahmed Ihsan frequently emphasizes that the reading audience has
precedence and that the nature of the relationships between .Serve/-/ /inur  and
Abdiilhamid II is limited to the confines of the “official” only, this argument could
well be refuted on the grounds of the accounts being related in the Press Memoirs of
Ahmed Ihsan in addition to direct textual references in Sezve/-/ Fznun The entirety
of Chapter III deals with the “crime-atrocity-murder illustrations” and “special service
crime illustrations” that were said to be published by the orders of Abdiithamid II. The

arguments that are going to be proposed in this chapter and especially in the

conclusion section of this study will attempt to reinterpret the claims of Ahmed Ihsan.

“Every Picture Tells A Story”
The Recurrent Messages Encoded in the Crime-Atrocity-Murder
Hlustrations and the Special Service Crime Illustrations

Emphasing A Critique of the West

Chapter III of this study is going to pursue the textual and compositional
interpretations of the “crime-atrocity-murder” oriented illustrations and the “special
service crime” illustrations (that constitute a sub-section within the section of the
original crime illustrations) published in the years 1891, 1892, 1893 and 1895 in

Servel-7 finun for the purpose of tracing the messages emphasizing a criticism of
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the West. In other words, the recurrent messages encoded in the “crime-atrocity-

murder illustrations” and the “special service crime illustrations” emphasizing a
“critique of the West”, is going to be analyzed. Before passing onto the detailed
examination of these illustrations, a systematic outline of these illustrations is g\oing to
be proposed:

1. The 42nd 1ssue: 19 Kanunevvel 1307 - 31st of December 1891

“Fransa’da Havr Yolunda Vuku Bulmus Simendiifer Cinayeti”

2. The 47th issue: 23 Kanunsani 1307 - 4th of February 1892

“Paris’de Haydudluk - Tramvayin Soyulmas1”

3. The 54th issue: 12 Mart 1308 - 24th of March 1892

“Amerika’da Vahset”

4. The 55th issue: 19 Mart 1308 - 31st of March 1892

“Amerika’da Sarhosluk Ile Bir Kadimin Firina Atilmas1”

5. The 57th issue: 2 Nisan 1308 - 14th of April 1892

“Amerika’da Vahset”

6. The 60th 1ssue: 23 Nisan 1308 - 5th of May 1892

“Simendiifer Haydudlarr”

7. The 70th 1ssue: 2 Temmuz 1308 - 14th of July 1892

“Niv York’da Tramvay Haydudlugu”

8. The 72nd 1ssue: 16 Temmuz 1308 - 28th of July 1892

“Bir ingiliz Kaptaninin Zevcesini Denize Atmasi1 (Amerika Polis Gazetesinden
Menkuldiir)”

9. The 208th issue: 23 Saban 1310 - 12th of March 1893

“Amerika’da Niv York Kirinda Bir Yatakh Vagon Katarma Haydudlarin

Hiicumu”
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10. The 211st 1ssue: 16 Mart 1311 - 28th of March 1895

“Fransa’da Bir Anarsistin Bir Polis Neferini itlaf Etdikten Sonra Vakaya
Sitaban Olan Diger Polisler Tarafindan Derdest Olunmasi”

11. The 213th issue: 30 Mart 1311 - 11th of April 1895

“[spanya’da Sardinya Ceziresinde Haydud Sana’min Jandarma Kumandanm
Telef ile Firarr”

12. The 217th issue: 27 Nisan 1311 - 9th of May 1895

“jspanya’da Sarhos Bir Jandarmanin Ahali Uzerine Silah indahat”

A Critique of the West as Seen in the Crime-Atrocity-Murder
IHlustrations and the Special Service Crime Illustrations:

1. “Fransa’da Havr Yolunda Vuku Bulmug Simendiifer Cinayeti”

The article and the illustration together represent what may be called as a
genuine “crime mise en scene”. The illustration has a different title than the article.
“Fransa’da Havr Yolunda Vuku Bulmusg Simendiifer Cinayeti” is the explanatory and
concise epithet of this crime illustration. “Avrupa’da Simendifer Cinayeti” article is a
rather long narration of a crime that did not come to a close with the actual death of
the victim. It is an attempt to murder but the act is not fulfilled. Therefore the titles of
the illustration and the corresponding article are erroneous. This is not the only
example of a certain paradox created out of terminological misconception. These
misleading titles may be designed to appeal to the curiosity of the readers directly. In
this article, the approach of Ahmed Ihsan in handling the case should be noted.
Startiﬁg with a severe criticism of the West concentrating on their weaknesses in

coping with the events pertaining to public security and order while gradually
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concentrating on the specific Havr murder attempt case, he provides us not only with

the full narration of the baleful attempt but also with the harsh message that the West,
after all, is not “that” capable of securing the lives of it’s subjects as it so repeatedly
claims. The inherent message is communicated‘ through a variety of cflannels
including even the place where the article 1s located. Appearing on the first page nght
after the “Miindericat” section, the title of the article is written in bold characters. We
also know that all of the articles in Serve/—/ /inun  without signatures designating
their authors, belong to Ahmed Thsan. Therefore it would not be misleading to note
that this specific article in addition to the others explaining similar themes, will always
be written by him. The illustration is located on the same page with Ahmed Ihsan’s
article titled as “Uyanmak™. Before passing onto the article in details, it would be
illuminating to dwell on the composition of the illustration. The scene is composed of
a man trying to choke another one with a piece of cloth on the one hand and a
revolver on the other. The setting is a train compartment with no additional
passengeré. The man with the revolver attacks the victim who is comfortably seated.
The terrorized expression on the face of the victim is stressed by the artist. The overall
effect 1s very powerful. The hat appears on the left hand side of the illustration with no
other objects of significance. The compartment is rather dark and solitary. The entire
terror 1s pictured with the fierce attack of the aggressor on his innocent victim very
unexpectedly. From what is seen in the illustration, one may, without reading the
corresponding article, easily think that the murder was actualized and the almost
choaked victim was indeed shot to death afterwards as the subtitle relates. The
motivations of the murderous attack remains elusive in the illustration. From what is
being represented, it is impossible for the reader to define the true setting and the

motivations of the aggression. The reader should rely on the article explaining the
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motivations and the place where the assault took place. The stylistic similarities

between this illustration and “Boga Dogiigmesi - Ispanyollarin Eglencesi!” of the 23rd
issue should be noted. The artist of the Havr murder attempt scene is not known.
This i1s another point that we need to emphasize at this point. There e;cists no
signatures of the artists that create crime-atrocity-murder oriented illustrations. At the
most, we could trace some initials but can never know the genuine creators. When a
due comparison is made with the other JServe/-7 /izun  illustrations that had the
signatures of the artists who drew landscape, fashion, portrait, scientific entertainment
or animal illustrations, the case becomes meaningful. The signatures may have been
erased deliberately on several purposes. Either they were, as with the Havr murder
attempt case illustration, drawn by foreign artists with no signatures m the original
illustrations (I regard this suggestion as highly improbable) or else they were, erased
on purpose to prohibit clues enlightening their sources. In such a predetermined
context with the major aim of focusing on the message of the illustration, the identity
of the artist may become highly irrelevant. Or still it could be proposed that even the
name of the artist was not allowed to be published. This may possibly mean two
things: to hide the source of the illustration in order to arouse curiosity and wonder on
part of the reader and then try to satisfy that with the article claiming that the real
event took place in the specified “Western” country and not in Istanbul. This is the
release offered by the article. According to Ahmed Ihsan, this crime illustration and
other similar crime themed illustrations were specifically borrowed from popular
French newspapers with illustrated supplements such as “Petit Journal” or “Petit
Parisienne” for the aim of adapting their foreign compositional contents to certain
domestic aggressions that caused public upheaval and protestations. These adaptations

were accomplished without domesticating or altering their textual references, except
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for what is being predetermined by the Palace. The illustrated supplements of such

foreign papers constitute the illustrative genre that Servel/-/ /finunz  belongs to a
certain degree. The ascendance and priority given to the sensational and scandalous
news in these papers does not totally overlap with the idealistic claims of Ahme;i Ihsan
who repeatedly condemns the obligations forcing them to publish those grotesque
crime illustrations. Ahmed Ihsan regards the task of publishing an illustrated periodical
like Serve/-7 Fiinun to be an extremely important occupation loaded with moralistic
misstons to educate and to amuse simultaneously. He does not mention Petit Journal
or Petit Parisienne as the ultimate targets that Sérve/-/ /inun  should reach, but
refers them as the source of some grotesque crime illustrations which he was obliged
to publish. The orders to publish those grotesque crime ilustrations came from the

2 who had intimate

Palace and was given to him by Tahsin Pasha or Hifz1 Bey"
connections with Abdiithamid IT . Any attempts for refusal would be impossible and

even dangerous:

“Bu gazete parcalarim kimi zaman beni saraya cagirarak bagkatip Tahsin Pasa verirdi. Kimi zaman da

bunlar o zaman Matbuat Miidiirii ve bas sansér olan Hifn: Bey eliyle gelirdi™™
The basic reason of “the service of publishing” such predetermined
illustrations is explained by Ahmed Ihsan. These are the compensations that
Abdiithamid II expects for the financial aid being bestowed to Servel/-7 Flinug as was
related in details in the beginning under the section “A Brief Note About JServel-/
Fiinun s Relationships with Babiali”. Ahmed Thsan had to publish them without any
objections.
~ If we turn back to our initial topic of discussion about the Havr murder

>

attempt illustration, it should be noted that in the list of “special service illustrations’

132 Tokgoz, Ahmed ihsan “Matbuat Hatitalarum™, sayfa: 275.
133 Ibid., page: 67.



125
being provided by Ahmed Ihsan in his memoirs"™* , we can not trace any references to

the “Avrupa’da Simendiifer Cinayeti” illustration. In his memoirs, Ahmed Thsan
explains in details the so-called motivations of Abdiilhamid II for obliging him to
publish what “he” desires and according to Ahmed Thsan, certainly what is not
“proper” for a periodical like Serve/—; /unun Havr aggression happens to be one
case out of twelve and as will be analyzed, there are several other cases about crime
oriented illustrations, within which there are illustrations that correspond to Ahmed
Ihsan’s claims about “special service illustrations”. These illustrations will be
examined synchronically with the issues in the coming paragraphs of Chapter I1I.

The article of “Fransa’da Havr Yolunda Vuku Bulmus Simendiifer Cinayeti”
begins with Ahmed Ihsan’s protestations against the “West”, including America, and
the so-called perfect system of “public security” and “public order” in the Western
cities:

“Giiya her tiirlii esas-1 asayis kendilerinde mevcud imis gibi memalik-i sairede ara sira tabii olarak zuhur
eden muhall-i asayis ahvali bed-hahane bir fikirle sermaye-i tariz add eden Avrupalilar ahiren gerek
kendi memleketlerinde gerek Amerika’da vukua gelen bir takam simendifer vakayi-i cinaiyesini girerek
bar-1 hicab altinda kalmislar idi; Mesela Amerika’da cemahir-i miittefika hiikiimeti dahilinde San
Fransisko hath iizerinde gecenlerde vukua gelen bir simendifer cinayeti hakikaten Amerikan Polis
Idaresini mahcup edecek ahvalden oldugu gibi bir ay akdem dahi Fransa’da Paris ile Havr hatti

ilizerinde o yolda miidhis bir cinayetin ikaina ramak kalmgdi; caninin amal-i hun-rizaneye muvaffak

olamamasi ise sirf iesadiif kabilinden add olunur. Bugiinkii niishamzdaki resmimiz iste mezkur Havr ve

Paris hatt1 iizerinde kat-i mesafe eden katarm bir vagonundaki vaka-1 miidhiseyi musavvirdir'*
As it is observed in the text, Ahmed Thsan not only cites France as an example
but includes a similar act of agression that took place on the San Fransisco route in

America as well. In the American case, the assault was with such scope that even the

Police was thought to have been embarrassed. This quotation is significant since the

4 Ibid.
133 See Appendix I, page: 99.
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juxtaposition of the various sections of Serve/~/ Funun (“Tahdis-i Nimet” article and

“Ertugrul Neferi” article) alongside Havr aggression case, may disclose the hidden
motivations for the inclusion of this illustration with its article in Serve/—/ Fiiniz
Havr agrression case 1s not a registered “speciql service illustration”in the\r Press
Memoirs of Ahmed Thsan. Only when its theme is considered alongside other special
service illustrations, it becomes too obvious that the Havr aggression should have
been included in the list or that it’s omission is a mere act of forgetfulness on part of
Ahmed Ihsan. Even if it is not a “special service illustration”, it’s location, as was told
in details in the previous section (“A Brief Note About .Serve/—; /Jinun's
Relationships with Babiali: The Concept of “Tahdis-i Nimet”and the Response of
Servel-7 funun as Conveyed in the “Gratitude Declaration for the Special Services
Addressed to Abdithamid II”) exhausts the contra-alternatives, disclaiming the
“special service” propositions.

According to Ahmed lhsan’s approach in the article, it is only natural that
some caseé of aggression or some events that give damage to public security may take
place irregardless of any setting. However, this statement does not correspond to his
justifications in trying to explain why Abdiilhamid Il forced him to publish those

7 LC

“grotesque” “special service illustrations™:

“Bu resimlerin ni¢in -kariha-i ilham-sabihadan- “padisalun isabetli giizel fikirlerinden” verilmis

oldugunu anlatayim™*>
Ahmed Thsan proposes that he was obliged to publish these foreign
illustrations in JServe/-; Fipuz  in order to “serve the Sultan” in his so-called

motivation to justify certain aggressions that took place in Istanbul by refering to their

foreign thematic counterparts. There exists an “invisible theatre” being played by

13 Tokgoz, Ahmed Thsan “Matbuat Hatiralarim”, sayfa: 68.
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Abdilhamid IT and JServe/—/ /iinun  as specifically seen in the article of “Fransa’da

Havr Yolunda Vuku Bulmug Simendiifer Cinayeti”. However, the messages that were
supposed to be encoded n this “invisible theatre” sample remain slippery and highy
nebulous. The target audience is vague. And the pre-designed impact on th\e target
audience is unknown both to us and to Ahmed Ihsan. The “visual channel” and the
message offered by the illustration of the Havr aggression fails to hit the target, since
for a thorough understanding of the illustration and it’s contextual significance, the
reading audience has to be prescient. The readers should possess foresight not only of
the foreign aggression but of it’s domestic counterpart as well. The connection to be
established in between the two events may be highly problematic since, they might not
converge thematically. This would be the case for most of the crime illustrations that
are going to be examined in this chapter. However, whatever the case may be, the
“West” would always be under the magnifying glass in the crime-atrocity-murder
illustrations of this chapter, as the perfect target to cnticise and condemn. The
geographical conception of the “Western world”, in other words, the “map” of the
“Western world” as perceived in Servel/ -7 Finun will also be drawn. Since there
exists an obvious “web of repetition” when the countries under the magnifying glass
are concerned.
The West, is after all not that “faultless” in certain topics pertaining to public safety
and securty.

In the narration of the Havr assault, Ahmed Ihsan provides his readers an
extremely exciting story. He almost narrates the entire scene including the

conversation between the victim and the aggressor:
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“Havr’dan Paris’e gitmek iizere vagona rakib olan Misyd Suab ismindeki adam hiicresinde yalniz

bulunurken katarin hin-i hareketinde iceri uzun beylu, biiyiik paltolu bir adam atlar. Mosyd Suab’a
hitaben:

-Amerika vapurunu kac¢irdim. Bileti de@istirmek iizere Paris’e déniiyerum. Bakalim muvaffak olacak

miyim?

Vadisinde sizler soyleyerek muhakemeye ibtidar arzu ederse d;e tacir Misyd Suab tek heceli cevaplarla
muhakemenin onini alip uykuya dalar. Merkiim heniiz halet-i nevmin mukaddemesinde bulunurken
yiiziine yas birsey vaz ettiklerini hissederek kalkmak isterfakat an-1 vahitte bogazina dahi bir el sanhr.

Meger Amerika vapurunu kagirmak iddiasinda bulunan sahis tacirin yiiziine bayiltmak icin (kioroform)

ile 1slanmig bir mendil vaz ederek kemal-i istirahatle soymaga amade bulunuyormus™®’

It is unfortunate that we can not trace the exact source material of the Havr
murder attempt at this point. It 1s most probable that this illustration and its article
were gathered from one of the Parisian newspapers, either “Petit Journal” or “Petit
Parisienne”. Ahmed Ihsan in this article resumes the role of the author and minutely
narrates the story beneath the brief moment being depicted by the illustration. The
narration of the Havr attempt comes to an end with the note that the aggressor who

was a thief in fact, rather than a murderer, was to be investigated by the police. The

convict escapes justice and the victim survives.

2. “Paris’de Haydudluk - Tramvayin Soyulmast”

The front page of Servel-/ Flimun's 47th issue depicts a “special service
crime” illustration. “Paris’de Haydutluk - Tramvayin Soyulmasi™, is the subtitle of this
dramatic illustration of havoc and disorder. The illustration shows a tramcar being
stopped by a number of brigands in the middle of a street in Paris during might time.
As the illustration clearly demonstrates the scene is extremely violent and disturbing.

A brigand beats a constable to death while another one is running towards them

137 See Appendix I, page: 99-100.
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holding a sharp pointed dagger. Three members of the mob try to stabilize and calm

down the agitated and reared horses. One of them is getting out of the tramcar
pushing aside a woman passenger, while two of them are having a quarrelous talk
with another constable. On the left side of the illustration, there is an edifice on\ which
«... Trepota Genera‘l”zis read. The illustration is signed with the initials A.A: and B.D.
As 1t was already said, crime-atrocity-murder illustrations of this kind appear without
the signatures of the artists. Ahmed Ihsan in his memoirs, while explaining the
“special service illustrations” makes a clear emphasis on this specific illustration titled
as “Paris’de Haydutluk™. In this specific illustration, the “invisible theatre” being
played by Abdiilhamid II is exposed to the readers of Ahmed Ihsan’s Press Memoirs.
The service chain has two sides. Abdiilhamid II, obliges Ahmed Ihsan to publish
specially desired crime oriented illustrations for hidden purposes and Ahmed Ihsan has
to acknowledge the obligation without the least rejection and go on playing his part in

the “invisible theatre”as if he has not got the slightest notion about the motivations

behind the crime oriented illustrations being published in .Servel-7 Fiinun

“Abdilhamid’in Servet-i Filnun’a yapdig) hizmetler, ara sira gazeteye bastlmak izere buyrukla verdigi

resimlerdi. Bu resimler sunlardir:

1. Paris’de bir tramvayin apaslar tarafindan durdurulup soyulmas™*

Referring to what has been clearly explained by Ahmed Ihsan, it would not be
wrong to locate “Paris’de Haydutluk - Tramvayin Soyulmas:t™ illustration as a genuine
“special service crime illustration” published for the aim of justifying a domestic
aggression of great scope. The scaﬁdalous brigandage indeed took place at the time in

a location near Istanbul. Ahmed Ihsan continues to relate the domestic counterpart of

the Parisian brigandage in details:

138 Tokgoz, Ahmed ihsan “Matbuat Hatiralarim”, sayfa: 67-68.
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“Kaptan Atanas diye bir rum eskiyasi, Avrupa ekspresini Cerkeskiy’de durdurup soymus ve elgiliklerin

ise karismasina yol acnmstur. Abdiilhamid, Paris’de tramvay soyulmasin, kendi aklinca bu olaya karsihk

olarak bastirmistir”*?

The account of Ahmed Thsan connects what had been previously related to the
method of finding excuses to certain scandalous and outrageous affairs that take; place
in Istanbul. The affair that is being referred to in the “Paris’de Haydudluk” illustration
is the famous “Attack On the Oriental Railway”. In The Levant Herald, dated June

5th, 1891, there exists a lenghty article on the scandalous attack:

“The greater part of our readers are already acquinted with the particulars of the events that took place
on the line of the Oriental railway some four hours from this city, when a train was attacked and several
passengers were captured by brigands. We will therefore limit ourselves strictly to short narrative of the
affair.

On Sunday evening towards 7 o’clock, a certain Captan Athanase, at the headof a band of brigands

numbering about 43, surrounded the house of the two guardians of the line at kilometer 116, distant 7

kilometers from Sinekli and 14 from Tcherkesskeui”*®

The head of the brigands Captain Athanase, had devised a complex and
successful plan to rob the famous Oriental railway which was referred to as the
European Express in Ahmed Ihsan’s account. If we compare the dates of the two
sources, it will be seen that the real robbery took place some eight months before the
front page “Paris’de Haydutluk™ illustration appears for the first time in JServe/—/
Zinuz Would it be misleading to suppose that this outrage caused such great
domestic disturbance and that it’s repercussions were still felt even some eight months
after the actual aggression, so that Abdiilhamid II felt somehow obliged to find ways
of placating this threat against public order, by publishing “Paris’de Haydudluk”

illustration with it’s article. The predetermined message would not be too clear, since

139 3

Ibid.
' “The Levant Herald and Eastern Express” Atatiirk Kitaphg1 Siireli Yay. B6l. No: 7 /K. Cild:
11x Number: 174-301 / 1-185 / Year:1890-1891 . The issue is dated: 5th of June 1891, page:4.
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it’s hard to assume the echoes of the brigandage after eight months. However, the

whole event lasts about a year, until three of the brigands are arrested in 1892. The
severe criticism directed against the “West” is conveyed with the focus on the
incapability of the Western governments in coping with public disorders. could well

happen in the West as well. The narration of the “Attack On the Onental Raillway™ as

followed in The Levant Herald is extremely exciting:

“The two men were gagged and placed under guard in their shed. 17 workmen, returning home from
their work were also surrounded. Captan Athanese ordered them to tie themselves to one another by
their belis, the lasi one being bound by the bandit leader himself. This done, they were placed in the
signal house and ordered to keep quiet under threats fo death. Then, under the directions of Athanese,

the guardians tore up two rails from the outer curve. The band withdrew from the line and waited for the

train™*

It should also be noted that apart from the article in Servel/-/ /lnun  about
the Parisian brigandage and the article in The Levant Herald about the attack on the
Oriental Railway, coming across with other accounts of this aggression is very
problematic. (The case of the attack on the Oriental Railway is to be referred to in one
of the coming issues of Serve/-/ Fiinuz). Tracing the table of contents sections of a
number of periodicals that were published in Istanbul at the same time with Serve/—/
Ziinung does not point out a single hint to illuminate the attack on the Oriental Railway
(the references can be traced in the Appendix III). Therefore we have to assume that
such sensttive topics were censored because of several reasons only to be explained
indirectly in some issues of JServe/-/ /finuz We do not know any other illustrated

periodicals rivaling the calibre of .Serve/-/ /iinun and thus was gradually forced to

publish “special service illustrations”.

1 Ibid.
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The affair taking the name of the “Sinekli Affair” from then on, will continue

to appear for several instances in The Levant Herald. The epilogue to the Sinekli

brigandage comes with one causalty and the article appears on the 15th of June 1891:

“An Epilogue to the Sinekli Affair:

M. Jaco Pappo, the Adﬁanople banker, who was wounded by ‘the brigands at Sinekli, died en Saturday. It
was stated on Friday that the physician tending M. Pappo had addressed a letter to Dr. Sarell of this city,
who had also tended the patient, informing him that M. Pappo was slightly better. This improvement in
the condition of the banker, who, has we said, had his arm amputated, did net last, and on Saturday M.
Pappo died. The death of the banker, who was generally beloved and esteemed in Adrianople is much

regretted”'"?

After this epilogue, several arrests related to the Sinekli affair were carried out.
In the article dated June 18, 1891 titled as “The Brigand Lefter”and the article dated
July 28, 1891 titled as “The Sinekli Affair” these arrests are explained in detail in
several Levant Herald issues. These articles are going to be referred to when the
coming issues of Serve/-7 /iniz about the Sinekli affair are to be analyzed.

In the Servel/-7 Finun article about the Sinekli affair, “Paris’de Haydutluk™,
Ahmed Ihsan refers back to the previous .Serve/-/ /izun issue in which the Havr
aggression was related. Again he focuses on the same argument about the weaknesses
of the West in handling certain matters of public security and relates further criticisms
directed against the blindness of the “Western world” and the biased condemnation of
similar outrages when those disreputable events were to take place in non-European,
foreign countries. The clash within the Western system of living is conveyed and
criticized. In the previous chapter, the “West” existed as an invaluable “visual
channel” to provide scientific innovations, discoveries, industrial progress in every

positive respect, and now the very same “West” is condemned, with particular focus

' Ibid. The issue dated: 15th of June 1891, page:4.
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on “public disturbances” and crimes taking place within the “city”. The notion of

crime-atrocity-murder in an urban location is introduced wvia the textually and
illustratively non-domesticated foreign crime illustrations in Servel-/ /linun After all,
it must be emphasized that we do not see any deliberate attempts to familiarize the
readers with the crime illustrations by direct domestic references. We have witnessed
that Ahmed Ihsan could do that in the “Suunat” or the “Resimlerimiz” sections of

servel-7 Finug when writing about foreign concepts or scientific affairs. The case is

radically different with crime illustrations:
“Bundan evvelki niishamizda Paris ile Havr sehri arasinda vuku bulan bir simenddéfer cinayetinin
tafsilaim kariine ita ederken sdylemis idik ki Avrupahlar her tiirli asayis ve emniyeti kendi
memieketlerinde taht-1 teminde farz ederek bagska yerierde arizi olarak zuhur eden vukuat-
sekavetkaraneyi bilyiik bir nazar-1 tariz ile gorirler; halbuki tarizat-1 vakanin kendilerine dénerek bar-
hicab altinda kalmalarim miistelzim vukuat-1 sekavetkarane, kendi memleketlerinde dahi serniima-y1
zuhur olmakdan hali kalmiyor, 42. niishadaki Havr yolu cinayeti bu soziin bir misali oldugu gibi bu
niishamizim ilk sahifesinde derc etdigimiz tramvay haydutlugu ise meselenin diger bir burhan-i
adilidir™'*

Referring back to Ahmed Ihsan’s account, it is observed that he mentions the
Havr aggression as “murder”, although as it was related, the aggression was only
robbery and assault with no injuries of whatsoever kind. We can not know whether
this shift in the proper terminology was made on purpose again in the context of the
Sinekl: affair or that it was just an unconscious slip on his part. Nevertheless it has to
be emphasized, as it has become quite obvious that Ahmed Ihsan almost “wished” that

this mediocre and bloodless aggression was in reality a scandalous and sinister

“murder”.

' See Appendix I, page: 101.
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“Special service illustrations”, as Ahmed Thsan further relates had yet another

rule. It was not allowed to write articles or to comment on the given “special service

illustrations”. Only the Palace could do what seemed proper:

A

“Resimlerin altina Saray’ca cevirtilen sézlerden bagka birsey yazilmazdi. Resimle ilgili bir makale

konmazds, hatta resmin nigin konuldugu séylenmezdi™*

However, with the “Paris’de Haydutluk™ illustration, this rule seems to be
ignored. As will be observed with several other “special service illustrations” this cited
rule will be violated over and over again. In all of the selected set of crime illustrations
appearing in the years 1‘981, 1892, 1893 and 1895, there are lenghty articles
explaining the aggressions.

The significance of “Paris’de Haydutluk™ article comes to the foreground with
the pains being taken not to breath a word about the real event that caused so much
disturbance. The whole irony lies in the presentation of the situation. Ahmed Ihsan’s
account serves as a murror directed to the Sinekli affair, yet in the reflection the
reading audience only sees the brigandage that took place in Paris. What kind of an
information is transmitted and to what kind of an audience? The center of attraction is
successfully shifted from the domestic aggression towards the foreign and thus the
explanation process 1s somehow completed without much trouble. However, the
entire meaning is lost within the complex process. The “West” 1s successfully criticised
in Ahmed Ihsan’s article. However, the preconception that the encoded message of
“justificating the domestic disorder by the aid of it’s foreign counterpart”, has been
deciphered thoroughly by the reading audience, remains as a topic of ambiguity.

The emphasis in the article lies on the fact that the attack was done within the

city limits of Paris. This specific detail provides more gaps to attack and to condemn:

' Tokgoz, Ahmed Thsan “Matbuat Hatiralanm™, sayfa: 67.
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“Tasavvur etmeli ki Paris’in kale kapisindan haricde civar kiylerden (Montroyel)’e giden tramvay Paris

hududundan ¢ikip yolda kat-1 mesafe ederken bir alay miisellah haydudun hiicum-u sekavetkaranesine
diicar olmugtur. Vakia bu gibi muhall-i asayis-i hadisat dyle pek siddetli nazar-1 muaheze ile girilecek

ahval-i nadireden degildir ama vakanm Paris kale kapisi éniinde cereyan etmis olmasi cidden badi-i

hayretdir! Resimde suret-1 vukuunu girdiigiiniiz “Paris Haydud”lugu Paris’de Millet meydaminda saat

dokuzda yani gece iki kararlarinda hareket eden 425 numerolu tramvaym daha Paris hududundan

cikmaksizin (Pere) sokagindan miiruru aninda vuku bulmustur™*

The correlation between the concept of crime and the city needs to be
stressed. The entire concept of “crime-atrocity-murder” becomes meaningful in the
context of “the city”. And thﬁs, all the crime-atrocity-murder illustrations, including
the “special service crime illustrations™ are fictionalized within the geographical limits
of the city and thus have become a natural part of the affairs pertaining to the city.
Crime has become an organic component of city life in the Ottoman context as far as
we can trace from the hidden samples like the taboo affair at Sinekli. However
adjustment to this notion in the Ottoman press context evolves slowly and at least it 1s
thought to be so and that certain artificial devises were needed to accelerate its speed.
At this point “special service crime illustrations” come onto the stage. Ahmed Thsan’s
uneasiness about these illustrations is based on the premise that these illustrations were
“funny” and highly out of scope when the entirety of JServe/-/ /iinun as an
illustrated Ottoman periodical about literature, arts, industry, trade and science on a

major basis, is taken into consideration. He openly protests the publication of “special

service crime illustrations™:

“Resmi bildirime gore Servet-i Fiinun’un bilimsel ve teknik bir yaymn olarak degerlendirilmesi
gerekirken, Yildiz boyle giiliing resimler bastinyordu. Ben, bunlar karsisinda sagirmistim.... Abdilhamid
bir ara bu resimleri bize bastirnmsg, sonra da aldif jurnallar yiiziinden bizi “sadakatsizler” sirasina

koymustu™!4¢

' See Appendix I, page: 101-102.
146 Tokgoz, Ahmed Thsan “Matbuat Hatiralarim”, sayfa: 68-69.
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Ahmed Ihsan has done what was expected from him and yet he was still

considered to be “unfaithful”. He does not continue his protestations in the memoirs

after that. However if we are to refer back to his article on “Paris’de Haydutluk”, not

A

a clue about his vehement diapproval can be felt. He has obeyed the tacitly drawn
rules.

Close textual analysis of the article discloses more about the inherent message
being communicated than the illustration openly puts forth. There exists a relation
between the real event, the Sinekli affair and the facts as cited in the narrative of the
Paris brigandage:

“Bu anda sokagin kenarindan on kadar haydut gikarak tramvayn iizerine yiiriyiis etmisler ve hayvanlan
ilerlemekten men eylemisler, arabaci mukavemet etmek isterse de bicareyi asag: alarak agirca mecruh
ederler, yolcularin kemal-1 telasla haykiriysmasi, kondiiktoriin polis aramaga sitaban olmasi esnasinda
haydudlar arabadakilerin zi-kiymet esyasini toplamaga ve polis gelmeden aldiklarim: hamilen firara vakit
bulmusdur.

Polis idaresi su “Paris Haydud”lugundan haberdar olunca taharriyat-1 ciddiyeye ibtidar etmis ve ancak

haydudlarm ikisini elde edebilmigtir™’

It is known from The Levant Herald news that the brigands of the Sinekli
affair took all the valuable belongings of the passengers:

“Captan Athanase, the leader of the band, ordered the conductor of the train, Georgi, to open the doors of

the cars, and entering each car successively took all the valuables, money, etc.,he could find on the

travellers™!*®

Apart from the actual robbery, brigand Athanase did something out of the
ordinary and took five passengers as prisoners with him, in order to demand ransom
for their deliverance. They made their escape with the prisoner passengers without

having to face resistance from the police. The narrative in The Levant Herald further

relates in the article dated July 28, 1891 titled as “The Sinekli Affair” that the police

197 See Appendix I, page: 102.
1 “The Levant Herald and Eastern Express”, the issue dated: 5th of June 1891, page:4.
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had arrested a man that has recently arrived to Adranople, acting as a dentist.

Witnesses are of the opinion that he greatly resembled one of the brigands. In

Servel~7 Finug Ahmet Than relates that the police have arrested two of the brigands

that robbed the tramcar in Paris. These similarities between the two unconnected

events do not end here. The Levant Herald also relates that Brigand Lefter, one of
the members of brigand Athanase’s band who had made an escape after the Sinekli

affair was indulged in another mischief by kidnapping two villagers and that they were

pursued by the gendarmes, had to free their captives and take refuge in a forest in

order to keep the authorities off their track. In one of the coming issues of Servel/—/
Fiinurg the photographs of three members of brigand Athanase’ band (Yanni, Lefter

and Mihal) were to be exposed to the public. The long desired arrests were to take

place at last, the police was to resume the role attributed to the powerful, get rid of it’s

impotency and the good news were to be proudly communicated to the public without

any reservations or double-entendre like the case of the Sinekli Affair and the

brigandage in Paris.

3. “Amerika’da Vahset”

The only crime-atrocity-murder illustration of the 54th issue is subtitled as
“Amerika’da Vahget”. The article which is presented on the same page with the
illustration, is related by Ahmed Ihsan in horror and awe. This illustration is the first
sample in the trilogy of the criticisms against America and the focal point 1s murder of
an imnocent black man whose guilt is to manifest his love to a white lady.
Manifestation of love ends with execution when a black man and a white lady is
concerned. The image of the “West™ as seen in Sezve/—/ /iinun includes America at

the specific instance to condemn:
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“Nev York’da intisar eden (Hliistranid Polis Nivuz) gazetesinde okudugumuz bir fikra ve girdiigimiiz bir

resim, nazar-1 dikkatimizi celb eylediginden isbu resmi heman hakk ettirip nazar-1 kariine vaz etmegi ve
su fikralari yazarak bizimle beraber erbab-1 miitalaanin da nazar-1 dikkatini davet etmegi miinasib

gordik™*

A

The illustration which is formed by M.Napier depicts a black man being
literally burnt at stake by a white young woman in front of a shouting crowd that
consists of white men. The story of this sinister crime is related by Ahmed Thsan. As it
appears, the victim who is tied to the stake to be burnt, has fallen in love with the
woman who initiates the execution by her own hands. The woman is said to be
overjoyed (her psychology appears to be instable if we are to refer to the manner
which she initiates the execution) and thus executes him with the aid of gasoline. The
readers are compelled to take active sides against the crime under inspection. They are

urged to “hate” the crime:

“Gordigiiniz resim Nev York’da bir kadimin iffetini muhafaza fikrine diisen halkin o kadmna ciizu-yi
irae-i asar-1 agyik etmis bir bicare zenciyi tutup agaca bagladikilarimi, kadinin da bu zencinin ilan-1 agkina
muhatab olmagla cogsarak zavalliyr bizzat gaz ile yakdigim1 gisteriyorki su cinayeti tedkik degil insan

fikrinden gecirmekde bile nefret eder™>

This brutal scene of the lynch story that had taken place in New York is
connected with the “special service crime illustrations” that Ahmed Ihsan relates in

his memiors:

“Abdiilhamid’in Server-i Fiinun’a yapdig: hizmetler, ara sira gazeteye basiimak iizere buyrukla verdigi
resimlerdi:...

4. Amerika’da zencilere lin¢ cezasi uygulamst...

Bu resimierin nicin -kariha-i ilham-sabihadan-(padisahin isabetli giizel fikirlerinden) verilmis oldugunu

anlataymm:...

'*® See Appendix I, page: 108.
1 Tbid.
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4. Saray’da iki haremagasi arasinda gecen bir 6ldiirme olay1 lizerine padisah bunlann birini idama

mahkum ettirip Besiktag’ta asdirnmsti. Avrupa gazeteleri bu gizemli cinayeti de tiirli renklerle

yazmistardi. Amerika’da zencilere uygulanan lin¢ buna cevapti™™'

Again the relationship between a foreign affair, a “real” crime scene and a
domestic one, a true crime and punishment procedure is established. The justification
of a domestic murder and its due punishment i1s proposed via a gruesome lynch
illustration and it’s story in America. However, when we compare the two
corresponding events that constitute the core of the concept of “special service crime
illustrations”, there can be observed visible inconsistecy and rupture. The two events,
one being a mob assault for the protection and the restoration of a white lady’s virtue
being violated by a black slave that consummates itself with a violent “lynch” imagery
while the other aggression being “one-to-one murder” that reaches an end by the
death of one of the eunuch’s being involved and the death penalty decision given by
the Sultan as a proper punishment for the crime in question, do not n any way
converge. In other words, the raw data that Ahmed Ihsan provides his readers both in
the Press Memoirs and in this selected .Serve/—7 /inin issue, is not sufficient for the
reconstruction of the cause-effect relationship that is presumed explain to the whole
procedure. Why would the “lynch-death penalty at stake” chain with a white woman
as the murderer and a black man as the victim protagonists, be connected with the
two eunuchs that fell into a violent and murderous disrepute ending by the “murder-
death penalty at gallows™ What could be the latent convergence point that manifests
the truth beneath these loathsome crimes done in two geographically alienated
locations? Why are these events “used” both visually and textually in the Ottoman

context? When we think of the probable motivations, the reasons being offered by

Ahmed Ihsan constitute the beginning point. There lies the mentality to reflect the

3! Tokgoz, Ahmed Thsan “Matbuat Hatiralarim”, sayfa:67-68.
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utmost foreign unpleasantness within the domains of an alien world with the aim of

equalizing the results of similarly unpleasant events in the domestic sphere. The
psychology beneath all these plots is conjoined with one man, the Sultan. Ahmed
Thsan tries to persuade his readers that all these efforts to equalize the domestic crimés
with their foreign contextual counterparts, is done because the Sultan wishes to do so.
The illustration “Amerika’da Vahget” is yet another visual and textual apparatus to
respond to the supposed public discontentment caused by the murder case of the
eunuchs, conjured, as Ahmed lhsan relates, by Abdiilhamid IT. At this point another
additional channel of interpretation for Abdualhamid II’s probable psychology in
obliging Ahmed lhsan (as in this specific case) for publishing illustrations with
supposed “messages”. The motivation and the mentality of loading visual materials
with inherent meanings needs to be expanded. Tahsin Pasha in his “Yildiz Hatiralari”

relates the entire mentality of Abdilhamid II as the title of the section discloses so

explicitly “Every Picture 1s an Idea™

“Hiinkar bun-]ara ¢ok merakl idi. Abone mucibince muntazaman gelen mezkur gazeteleri daima takip ve
tedkik eder ve bazen miinderecatimi miitercim beylere terciime ettirirdi. Ka¢ defa kendisinden aynen su
sozleri igittim:

- Her resim bir fikirdir. Bir resim yiiz sahifelik yaz ile ifade olunamayacak siyasi ve hissi manalar telkin

eder. Onun icin ben tahriri miinderecatlarindan ziyade resimlerinden istifade ederim”>

If every picture is an idea, represents or communicates an 1dea and that could
be political or emotional, that written matenals fail to convey, this argument may offer
yet another additional channel for the interpretation of “special service crime
illustrations” or unregistered crime illustrations being published in JServe/—/ Finun

The mentality, inner workings of Abdiilhamid II is striking when his personal like of

“illustrated newspapers” and illustrated materials in general are taken into

152 Tahsin Pasa’nin Yildiz Amlart “Sultan Abdiithamid” Bogazici Yay. 2. Bask1 1990, sayfa:355-
356.
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consideration. This feature provides another complementary fragment in our

understanding of Abdiilhamid II in addition to his probable attitudes towards the press
milieu of the 1890s in this specific context. The aspect of “utility” also provides
another vein for the construction of Abdiithamid IP’s mentality. He chooses to “use”
the messages encoded in the illustrations. This reference further explains why he
might have chosen special crime illustrations to be published in Serve/-/ Flinun
Beyond doubt, he assumes as we have already said, an audience with foresight and
endowed with the capacity to establish analytical links between disconnected events.
The article of “Amerika’da Vahget”, clearly depicting what the illustration
pictures, gives clues as to the visually coded but textually hidden psychology of the

murderer:

“Kadindaki hareket-i vahsiyaneyi iyice fikirde hasil etmek iciin resimdeki vaziyetine ve sag elindeki

mesale ile nasil gaz1 tutusdurduguna ale’l-husus sol eli nasil bir gazab ile sikdigina bakmak kafidir™*>
Ahmed lhsan compensates for the textually missing points and conjures
feelings of pity and awe in the readers. The moral of the story is communicated very
capably. The violence on part of the murderer is said to be reflected by her tightened
fist and the readers are summoned to look at that. The catharsis is reached with that
look at the fist of the murderer. The explicit didacticism of the text establishes a
paradox with the actual cruelty of the illustration. The moral is conveyed via an
entirely a-moral pictorial representation. And if we are further to refer Abdilhamid
II’s mental configuration in communicating special and powerful messages to the
reding audience via illustrations, the mission to convey a specific moral representing

an “exemplary” event, becomes meaningfull. The text corresponds with the

illustration when narration of the composition is taken into consideration. Apart from

133 See Appendix I, page: 108.
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that, “Amerika’da Vahget” illustration although being a “special service crime

illustration”, does have an article which explains it. Once more, “the rule of absolute
silence” about “special service crime illustrations” is violated. Does it have to be
violated, if a picture conveys messages that writtgn materials fail to commu\nicate?
May be Ahme Ihsan thinks otherwise and feels the necessity to contextually locate
those “grotesque” samples of crime imagery in Serve/~/ Finun s format, via textual

references. Whatever the case may be, the moral of the story 1s communicated in the

text. America in the specific illustration of “Amerika’da Vahsget” is condemned.

4. “Amerika’da Sarhosluk Ile Bir Kadimin Firina Atilmast”

The second sample of the American crime trilogy appears in the 55th issue.
“Amerika’da Sarhosluk Ile Bir Kadinin Firina Atilmasi” is the non-registered crime
illustration in which a theme which displays an obvious vein of continuity in the

criticism against America is repreented:

“Gegen niishamizda Amerika halkindaki meyelan-1 vahsetin manzara-i faciasim gostermis idik
Terakkiyat-1 fenniye ve smaiye ile beraber her hususda ifrata varmis olan Amerikahlar nezdinde hele
amele meyanmda_ sarhosluk dahi pek ileri gitmis, daima asar-1 faciasim gostermekte bulunmusdur. Isbu
ciiz’de girdiigiimiiz resim dahi Niv York amelesinden ii¢ kisinin sarhosluk saikasiyla bir bicare kadim
¢alismakda olduklan ekmek¢i firinma atdiklarim gisterir, isbu resmi Niv York’da itisar eden (Polis)

gazetesinden nakl eyliyoruz, valaa bundan yirmi giin evvel cereyan etmisdir™>*

As the quotation clearly depicts the “West” with a specific focus on America is
once and again under minute criticism. This time “West” means America. The main
point of focus in America 1s a murder scene. The emphasis on the “extremities” 1s
important. Going to the extremes, (although these extremes under inspection have no

negative connotations) in science and industry is equalized with drunkenness and vice

1> See Appendix 1, page: 114.
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amongst the working classes. The message is very clearly revealed. Such is the

channel that leads the scientifically and industrially improved socities towards crime.
The price being paid is emphasized in Ahmed ihsan’s article. The recentness of this
crime in America is worth attention. The readersrof Servel—7 Finun  are p}ovided
with the most up-to-date news. And thus they are enabled and in some certain subtle
way, inherenty persuaded to make direct comparisons. Why is this need for
comparisons occur? When the repetetive thematic cycle in the American crime trilogy
is taken into consideration, the case becomes meaningful. The repetetive themes of
murder always take place in an urban center, the “city” and appears as the natural
component of a normal city life. The due psychologies of the inhabitants of the city
that the crime took place or the active participants of the aggression on the one hand
and the readers gazing to the very same depiction of an alien crime that took place in
a foreign country but of course from a safe distance, diffuse at some certain point.
This 1s the thematic apex where two geographically, culturally and historically
unconnec;ed spheres converge and the illustration 1s the medium. There can be a
multiplicity of varnational messages encoded in these crime-atrocity-murder
illustrations that we analyze in the selected issues of Serve/-7 Finun however one
point needs to be focused, that is the existence of these illustrations by their own and
their own power self-nurtured force as direct “spectacles”. No matter what the initial
aims and motivations in publishing these illustrations may be, these scenes exist as
“spectacles” even without the encoded messages.

If we are to turn back to our initial discussion, it will be observed that the
article “Amerika’da Sarhosluk”, discloses some interesting clues about not only

American folk but about English folk as well:
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“Amerika amelesinin sarhosiugu halis ispirte ve eter ile istimali ile olmaktadir, zaten su tarz mey-nosluk

Amerika ile beraber Ingiltere amelesi beyninde dahi terakki etmektedir™>

The relationship is again reinforced. This scene of murder which is taken from
the American Police Newspaper depicts a horrible picture of a young woman held
tighlty by three men. These men try to hurl the helpless woman directly into a dark
pit, which is apparently an oven. There is no signature of the illustrator. The act is not
vet fullfilled but according to the article, the woman is killed. The motivations are
unknown except for the effects of drunkenness which are related by Ahmed Thsan.
What happened to the perfecf imagery of the “West” representing the epitome of

rl

science, industry and trade of the “Suunat” and “Resimlerimiz” sections of the

nrevious chanter? The ¢

‘visual channels” of Westernization had positive, beneficial
connotations in the previous chapter, and now there exists a paradox within the

comprehension of the long praised “Western imagery”.

5. “Amerika’da Vahset”

In the 57th 1ssue, we see the third sample of the American crime trilogy under
the same title like the first sample of the trilogy. The interesting point lies in the visual
and textual parallelism between the formats of the two Sezve/—/ /inun issues that
reveal almost identical illustrations and articles. “Amerika’da Vahget” illustration of
the The 54th issue, is repeated in the 57th issue. The closeness in time needs to be
underlined. Ahmed Ihsan relates his specific choice of this textual and visual
repetetiveness. For a second time the “savageness” of Americans is exposed to the
reading audience. With the third sample of the trilogy, it has become quite explicit that

there appears an continuous dislike for the “American savageness™

155 Tbid.
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“54’iincii numerolu Servet-i Fnun Amerika’da vuku bulan bir vaka-1 dehset-efzay: tasviriyle beraber

enzar-1 kariine vaz eylemis idi, gecen hafta dest-i miitalaamiza diiyen Niv York’da miintesir (Polis
Iliistravtid) gazetesi yine aymi tarzda vukua gelen bir vaka-1 vahgiyanenin daha resmini yapmis

oldugundan mezkur resmi de nakl ile ikinci defa olarak Amerikahlarnin muamele-i vahsivancicrinicn
A

bahs ediyorez™'>

The illustrations are taken from the sameﬁ source revealed under different
names. In the 54th 1ssue, it was “lllistranid Polis Nivus™ and in the 57th issue it 18
“Polis Illiistraytid”. It becomes apparent that Ahmed lhsan regularly examines this
specific newspaper that is published in New York. His specific choice lies in crime
illustrations. For a second time he publishes an illustration visualizing the hrutality of
the American people. We do not know the proper setting of the original crime. It

could be an unspecified country cite or a suburban one. however in this specific

pichire as with the previous one, the main axis of attention nevitably shifts from the

setting towards the barbarity of the act itself. The article further relates the

rister execution as represented in the
“Bu defaki vaka-1 vahsivane dahi bir kadina irae-i asar-1 muhabhbet etmegle ictisar etmis bhir zavall
zendinin gocom defaki vakeya Imtisalen o kadmla mictemi halk tarafindan cebren thrak-: bi’n-nar

187
sdiimeasinden ibaretdir”™

The crime that leads to the punishment of being burnt at the stake, is the urge

ck slave tries to “talk” to a white voung girl and is thus punished bv

the anorv crowd who pretends to nrotect the virtue of the girl

Appendix L. page: 115
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sample. Even her dress and hair style look similar. The mise en scene being created is

highly effectual. The terrorized expression on the slave’s face communicates the
dearth of the bloodless crime. Without the color of the fire, the hell-like blazes are
perceived. Such is the power of the visual imagery: The visual stress flows fr\om the
contents of the picture towards the isolated reader. The reading audience has become
the witness to the crime that took place hundreds of miles away. The world is getting
smaller by degrees with a negative connotation this time. Participation at this level is
less dangerous but demands more responsibility on part of the reader. And thus the
visual imagery sweeps away the printed text in some certain way, although te moral of
the story is emphasized in the text. The cheering crowd that consists of white men,
hails with approving and joyful smiles on their faces. The dreadfulness of the murder
is further transferred by the sheer contrast between the two clashing parties. The
ultimate power of the community and the pitiable impotency of the victim is skillfully
composed within the limits of a middle sized illustration. “Amerika’da Vahget”
illustrations are, as will be recalled, “special service crime illustrations” published for
the aim of justifying a domestic murder. The disconnected message, other than what is
communicated in the text, remains for the readers with foresight. The rationale behind
the publication of “Amerika’da Vahset” and “Amerika’da Sarhoglukla Bir Kadinin
Finna Atilmasr” illustrations most naturally operate on various levels of perception for
a variety of readers. The illustrations mean one thing for Abdiilhamid II, another thing
for Ahmed Thsan, within the context of the 20th century, for us, they have radically
different connotations, although the concept of “burning at the stake” preserves its
meaning and they communicate yet unknowable messages, not previously designed

messages for the readers of the 1890s.
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6. “Simendiifer Haydudlart”

The 60th issue has “Simendifer Haydudlart” as the front page illustration. This
illustration presents a rupture when the rest of the crime illustrations of this sect%on are
considered. Being published on the front page of .Serve/-/ /inun “Simendiifer
Haydudlan” illustration manifests a “frozen imagery”. There exits no drama or action
in this crime illustration. We do not see any explicit act of crime. In a sense this is not
a “crime illustration”. The arrested brigands “ Mihal, Kapudan Lefter, Kapudan
Atanag’n Muavini Yanni” are to be observed. This illustration is directly linked to the
“Sinekli Affair” or the “Attack on the Oriental Railway” but this time the assault is
openly explained and analyzed in the article. In the lenghty article about all the details
pertaining to the aggression, Ahmed Thsan, once more fullfills the atsk attributed to an
illustrated periodical. The “frozen imagery” of the arrested brigands is the only

domestic scene depicting the implicit connotations of a long past domestic crime :

“Gecen yaz Avrupa Katarina taarruz ile bir talkum sekavet irtikab etmis olan haydudiann reisi Kapudan
Atanas’ mu>avini Yanni ile Lefter ve Mihal’in ittihaz kilinan tedabir-i miessire sayesinde Bulgaristan
Emareti dahilinde derdest olundugunu kariler evrak-1 havadisde miitalaa eylemisdir, (Server-i Filnun)
musavver gazetecilik vazifesini ifa etmis olmak iizere igbu ii¢ sakinin resmini derc eyliyor ki mezkur
resmin baginda birinci olan genci Mihal, ertada ayakda duram Lefter ve nihayetde eturmus bulunan asil

Atanas’m muavini Yanni’dir™'>®

It should be noted that the attack on The Oriental Express took place on the
5th of June 1891 and proper coverage is provided almost a year after the real event,
at the 5th of May 1892 in this issue of JServe/-/ /unun The aggression which has
caused great disturbance and unrest has settled and the brigands are caught after

almost three years.

%% See Appendix I, page: 130.
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The mission of Serve/~/ Fijnunr as an illustrated periodical is accomplished by

the publication of the brigands’ illustration. The readers are informed by the
aggression “openly” after eleven months. As will be remembered, the front page of
Servel-/ Fipuns 47th issue (dated February 4, 1892) pictured a very dramatic
illustration subtitled as “Paris’de Haydutluk - Tramvayin Soyulmasi”. This illustration
was connected in a subtle way to the very same affair, but as it was a “special service
crime illustration”, the domestic connections and the explicit message of the
illustration was not allowed to be conveyed straightforwardly. It can be argued that
back then a “special service crime illustration” was needed. It was a metaphor. It was
aimed to communicate a direct message with a specific moral through an undirect
way. This hidden moral, the core of the message was being encoded in the illustration
and in the article. The article further relates that the sergeant who took part in
directing the arrests of the brigands was being bestowed a rank as an open declaration
of appreciation:

“Haydudlardan Lefter meyten derdest edilmis ve esliha-1 mevcudesiyle resmi alinmms oldugundan gozleri
kapali durmakdadir. Digerleri ise hayyan derdest olunarak muhakemeleri icra olunmusdur.

Su ii¢ miistekrih haydudun ‘emr-i derdestine sarf-1 gayret eden Bulgaristan jandarma yiizbagis1 Rosob
olub mumaileyh dahi shiren avatif-1 cenab-1 miilukaneden olarak dirdiincii riitbeden mecidi nisan-1 zi-

sani ile taltif buyurulmusdu™*

The Sinekli Affair comes to an end with this final episode in the 60th issue.
After this issue we do not come across with any more hidden or direct references with
the attack on The Oriental Express. Being yet another type of “special service crime
illustration” “Simendiifer Haydudlar™ is a sample that initiates direct facial
confrontation between the brigands and the readers of Serve/~/ /inun for the first

time. Thus, the mission of the periodical is finalized. The readers are introduced with

159 Thid.
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the arrested aggressors of the scandalous attack that took place some eleven months

ago. The implicit criticsm of the “West” in here appears with what has been omitted in
the text. We do not see any criticisms against the “West” in the article. The convicts
are caught in the end. The police is not impotent. Public order is restored to a certain

extent even after eleven months. The didactic message is encoded in the text as well as

the illustrations of the brigands.

7. “Niv York’da Tramvay Haydudlugu”

The 70th issue has the crime illustration titled as “Niv York’da Tramvay
Haydudlugu”. The illustration in itself depicts an action scene with two well dressed
brigands robbing a tramcar nearly full of passengers. It depicts te beginning of the
crime. The interesting detail of thie illustration lies in the utter contrast between the
interior and the exterior of the tramcar. It looks as if the passengers who sat inside do
not have the slightest noition of what is being going on outside the tramcar. Even the
driver of the tramcar seems faintly agitated. One of the robbers is viewed as placing
valuables inside his jacket pocket. While the other one is taking hold of perhaps the
jacket watch of a male passenger and pushing him violently aside. On the background
“Merchant Tail...” 1s seen on a building. On the tramcar it 1s written “Fourteenth
S..”.This probably means the “Fourteenth Street” in other words the attack took place
somewhere inside the city. Ahmed Ihsan refers to the previous issues of .Serve/-/
/unun (the 42nd and the 47th) by naming the aggressions specifically. There exits an
apparent continuity of themes when these references are taken into consideration. All
of the aggressions are actualized for the aim of stealing the carriable valuables, like

money or jewelery. In other words, the attacks are always actualized within the city
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limits and are always plotted so that they take place in a mobile vehicle, preventing

escape and always with the aim stealing small but valuable possessions. These vehicles
are trains and tramcars specifically. The atrocities of petit robbery are actualized with
great cold-bloodedness and expertize. In all of them as it is revealed, the brigand\s had
succeeded in making a free escape without the intervention of the police. Causalties
are either not referred to or do not happen at all. The article of “Niv York’da

Tramvay Haydudlugu” explains the entire event with a reference to the source of the

illustration as well:

“Servet-i Filnun gecen seneki nesriyatindan (42) numero ile (47) numerolu niishalarinda, biri Paris’de
digeri Havr yolu iizerinde vukua gelen tramvay ve demiryol sekavetine dair iki resmi enzar-1 kariine arz
ile hakkinda lazzm gelen malumati vermis idi, bugiin dahi cemahir-i miittefika-i Amerika makarr-1
idaresi olan Niv York sehrinde vuku bulan bir tramvay sekavetini musavver bir levhayl nazargaha vaz

eyliyoruz™'®

As the article clearly depicts, a year afier the publication of two tramcar and
railroad aggressions, Ahmed Ihsan picks this new instance and publishes it by relating
the previous samples. The reading audience is reminded of the previous aggressions.
The setting is New York City and the “Fourteenth Street” theory holds correct in this
context. The assaulted passengers are inhabitants of New York City. And as the article
further relates, the aggression took place in a deserted street with the aid of guns.
Ahmgd Ihsan refers to the illustrated newspaper called as the “Polis”. When compared

to the previous police newspapers this one has a different name:

“Isbu sekavet resminden dahi anlasildigy fizere gece ve Niv York’un tenhaca sokaklarindan birinde silah-
bedest olarak icra olunmusdur; sahifemizde girdiigiiniiz resmi Nev York’da intisar eden “Polis” nam
musavver gazeteden nakl eyledik; “Polis” gazetesinin verdifi habere nazaran isbu Haziran-1 efrencinin

birinci gecesi seferini icra eden tramvay arabasina bes kadar silah-bedest haydut hiicum ile evvela seyisi

160 See Appendix I, page: 123.
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miidafa edemez hale getirip tekmil yolcularm zikiymet esyasim ahz ile savusmuslardir, polis mahall-i

vakaya ancak haydudlarin dagildizindan sonra yetisebilmisdir™®'

As it appears from the article, there are actually five brigands, two of whom
the reader can discern from the illustration. The rest of the narrative is made up by
Ahmed Ihsan relying majorly on the accounts from the police newspaper as is related.
The illustration is located on the same page with “Maarif-i Beytiye” and as usual we
do not know the artist. A severe explicit criticism of the “West” with America at the
nucleus, does not exist in the article. However, the brief account of the robbery relates
that the intervention of the ‘police was late. In other words, the readers are
communicated the implicit message that the police was impotent and failed to arrest
the bandit. In here, for the first time in the selected set of foreign crime illustrations
(“Simendifer Haydudlar” does not belong to this division) we do not come across

with a loud manifestation of anger directed against the “West”.

8. “Bir Ingiliz Kaptamnin Zevcesini Denize Atmast”

The 72nd issue has an extraordinary crime illustration. The subtitles are
explaining the whole event: “Bir Ingiliz Kaptamnin Zevcesini Denize Atmasi -
Amerika Polis Gazetesinden menkuldur”. The picture discloses the agonized face of a
man literally trying to untie and fling a woman into the sea who is holding one of the
ropes of a sailing ship. The victim is swaying on the sea while the man is trying to
loosen her grip from one of the deck ropes. The whole scene is extremely violent and
full of drama like the remainder of the crime scene samples. The name of the ship that
this violent attempt of murder takes place is “Miranda”. The article of this

extraordinary illustration is titled as “Gaddarlik”. Ahmed Ihsan relates in details the

161 Ibld
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particulars of the crime again with a brief reference to the previous crime illustrations

that were published in Serve/-7 /iimuz The illustration is taken from the same
newspaper that had previously published “Niv York’da Tramvay Haydudlugu”. The

specific choice of the illustration is somehow determined with the newspaper. :

“Evvelki niisharmzda Niv Yerk’da vuku bulan tramvay haydudlugu resmini derc eyledigimiz sirada isbu

resmin mehazini haber vererek Amerika’nin musavver Polis Gazetesi’ndendir demiy idik. Bu defa yine o

gazetede miisadif-i nazar-1 dikkatimiz olan bir resmi daha nakleyliyoruz™®

The crime under inspection is not finalized with the death of the victim.
Ahmed Ihsan tries to evoke feelings of pity, empathy and surprise in his readers by
emphasizing how this unfruitful attempt exceeds the limits of human understanding.
The message is again extremely clear. But this time it is the English man who is
mmplicitly condemned :

“Isbu resim (Boyd) ismindeki bir Ingiliz’in zevcesini saika-i hiddetle rakib oldugu yelken gemisinden
denize atmasindan sonra zavali kadimin sefinenin can havliyle haladina sarlarak taifelerden biri
tarafindan kurtanidigim irae eder. Geminin ismi (Miranda) oldugu resimde dahi goriiliir. Isbu Ingiliz
mezkur geminin kapudanlarindan olup sevdigi bir diger kizla akd-i rabita-i izdivag iciin birinci zevcesini
denize atmak gaddarhdim gostermigdir, su yoldaki bir hareket-i cinaiyenin nasil havsala-i insaniyeye

sigacagma siz de miitehayyirsiniz a!™'%

In the passage, there exits again a misunderstanding of phrases. The paradox
in terminology, like the Havr aggression needs to be emphasized. The confusion is
due to Ahmed Ihsan’s contradicting accounts about how the murder attempt comes to
a close. In fact, the presented scene is just an “attempt” and not an actual “murder”.
The victim is saved by someone from the ship’s crew. waever, this episode is not
witnessed in the illustration. Ahmed Thsan chooses to publish a crime illustration that
proposes a spectacle as if the attempt which is seen in the illustration has reached the

undesirable end. One may ponder whether he had any other choices or not. Probably

162 See Appendix I, page: 138-139.
163 Ibid
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this illustration was available to him at the time and that he published it without any

implicit backthoughts. In fact the scene repreents an illusion on part of the reader. The
article betrays the truth, which is not at all “that exciting”. It must be stressed that it is
always the bloody murder that arises curiosity, pleasure and horror in the reader and
that the reader subconsciously always seeks for the most brutal scene, while being
provided with textual evidence that the real event had taken place far away. The
moral of the illustration is accentuated once again with the last words of the article.
The attempt to a woman’s life is misconveyed textually and reflected as a genuine
murder and in addition to that the reader is expected to participate by being surprised
at the inhumanity of the act. It well trancends the limits of human understanding and
the readers are to stand in awe and amazement while beholding this brutal illustration.
The illustration titled as “Gaddarhk™ presents an obvious visual and narrative rupture
when the rest of the crime-atrocity-murder illustrations are considered. It is a solitarily
attempted crime while all the others under inspection were directly linked to the
masses. The ﬁmtivation of the current illustration also puts forth a radical disruption
with the rest of robbery-oniented illustrations. Caused by pure feelings of hatred and
love for another woman, the man is induced to attempt getting rid of the very subject
of his unhappiness. This is the one and the only crime picture in all the selected
Serve/—7 flnun  illustrations that exposes a crime attempted for “the pure sake of
murder itself”. The act is in itself very direct and pure. The spectacle even without
reading the article, communicates the message of a solid threat on life. Meditating on
this specific episode the readers may well acknowledge that this illustration is the only
one describing the frozen initial minutes of a pure murder attempt with entirely human
and evil purposes. The reflection of this concept in the 19th century illustrated

Ottoman periodical Séerve/~7 Finur  should be underlined with great emphasis.
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Similar scenes can well be examined in the illustrated supplements of the Petit Journal

and Petit Parisienne, however, coming across these scenes in .Servel-/ Flinun
provides other visual channels of Westernization, loaded with radically\ different
messages than the ones we have examined in the previous chapter.

This specific scene depicting the guilty English captain, is listed as yet another
“special service crime illustration” towards the end of Ahmed Thsan’s memoirs. It is
included in the section titled as “.Serve/~/ Finuun Istibdat Dénemindeki Resmi
lligkisi” and not in the original list of the “special service crime illustrations” in the

first chapter of his memoirs'®.

9. “Amerika’da Sekavet”

The 208th issue dated 23rd of February 1310, exposes another crime
illustration well adjusted to the general bend of the crime-atrocity-murder illustrations
of 56/’ch2’ -7 Funun “Amerika’da Sekavet” exhibits the already explioted theme of the
deterioration and decline of public safety and the irony involved in the cdncept of the
so-called safe and secure “West”, this time again with a concentration on America.
The illustration subtitled as “Amerika’da Niv York Kinnda bir Yatakli Vagon
Katarna Haydudlanin Hicumu”. The picture depicts a scenery with a train being
bombarded with gun shots by a large group of cowboy bandits. The bombarded
section of the train is called as the*Pullman Palace Car”. As the illustration shows the
train is destroyed completely and appears to be in ruins. On the left hand side of the
illustration there exits an additional part, which was not observed in any of the
previous issues. This small cyclic shape serves as a keyhole enabling the readers to

gaze into the indoors of the train. Inside the pullman, as can clearly be witnessed,

164 Tokgoz, Ahmed ihsan “Matbuat Hatiralarmm”, sayfa: 258.
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there is great havoc and vandalism because of the continuous gun fires. The seats are

torn, all the passengers are lying on the floor, trying to save themselves from
destruction. Scattered and falling pieces of glass almost wound the terrorized

passengers. The article “Amerika’da Sekavet” begins with the typical introductory

part disclosing references to previous issues with illustrations on similar themes:

“Gazetemizin kolleksiyonuna ihale-i nazar olunursa Amerika’da vukua gelen baz sekavetlere ve
cinayetlere miiteallik Gi¢ dért kita resim miisadif-i nazar olur. Bu resimler her tirli vesait-i inzibatiye-i

medeniveleri miikemmel bulunmak davasinda olan diivel-i garbiye memaliginin dahi ara sira kata-i

tariklik nevinden vekayi-i ziyaiyeye sahne-i sekavet oldugunu irae eder™'*®

The protestations directed against the “West” with America as the, reveal
visible thematic and visual parallelisms with the previous ones. The “West” is
condemned on the grounds that occasionally even the improved and civilized societies
like the Western ones, have to face and cope with various aggressions. There exists
variational repetitions of the same theme in JServe/~/ /inun  and the major
concentration is focused on the scenes of aggressions that take place in America.

“Amerika’da Sekavet” illustration is a direct sample to be explored. The details of the

attack on the train, as usual, is related:

“.bu ciimleden olmak iizere hukiimat-1 miittefika-i Amerika dahilinde Niv York sehrinde ahiran bir
sekavet vukua gelmisdir ki isbu cinayet ikibiyiik schir arasinda emed u sedd eden miikemmel bir siirat

katar: iizerinde icra olundugu iciin hakikaten simdiye kadar misli na-mesbuk add olunuyor™'*

The signiﬁcance of this aggression lies in the fact that the attacked train was
considered to be a perfectly rapid one. An exceptional train in many respects. It had
sleeping chambers, a kitchen, restaurant, reading room and a bathroom. The regular
speeed of the train is eighty kilometers per hour. The attack is actualized by blocking

the railroad and thus preventing the train to proceed. Even the most technologically

185 See Appendix I, page: 141-142.
166 Ibld.



156
advanced machines could well be victims to aggressions. The criticism against the

“West” could be perceived with the reference to the remarkable train:

“...bu kadar siiratle giden bir katann giizergahina evvelce miirure mani olacak tas vesaire doldurup
tedkik etdikten sonra haydudiar silah bedest olarak katann iizerine kemal-i siddetle hﬁCl\lm etmisler,
bircok adamlan mecruh disiirdikten sonra ellerine gecen esya-y1 zi-kaymeti gasb etmislerdir;
gazetemizin (409) sahifesinde temasa olunan resim tarifini etdigimiz cinayetin suret-i vukuunu pisgaha
vaz eylivor, yatakh vagon iizerine revolver atesiyle hiicum edenlerin tarz-1 yekaveti bu resimde seyr
olundugu gibi miidevver sekilde olan kisim dahi vagon dahilinde yolcularin hal-i dehget-i vahsiyyetini

irae etmektedir™'®’

The cyclic part on the left hand side of the illustration is referred to in the
article. As is said, this minute depiction reflects the interior of the vagon and thus
provides a direct mirror to the terror being raised by the brigands and it’s destructive
effects on the passengers. The reader has an uninterrupted vision of both the exterior
and the interior setting, with a single gaze. The synchronicity being reinforced by this
effect doubles the impact of the illustration in a sense. This representation technique,
provides the readers with a superimposed vision, enabling them to meditate on both of
the variational atrocity scenes. This illustration as usual does not have the signature of
the illustrator. The intense criticism directed against the “West” can also be percerved

from the title as with the other crime scenes related to America.

10. “Fransa’da bir Anarsistin bir Polis Neferini Itlaf Etdikten Sonra

Vakaya Sitaban Olan Diger Polisler Tarafindan Derdest Olunmast”
The 211st issue published in 1895, depicts another crime-atrocity-murder
illustration that is registered as a “special service crime illustration”. It is subtitled as

“Fransa’da bir anarsistin bir polis neferini itlaf etdikten sonra vakaya sitaban olan diger

167 Ibld
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polisler tarafindan derdest olunmas:i”. The illustration visualizes a great scene of havoc

and action. The “anarchist™ holds a big dagger and is held back to stab over and over
again the already dead policeman with force by four policemen. The dead policeman
lies on the ground and is attended by one of his” colleagues. In the backgrc;und there
are three male figures, one of them is seen as rushing to the murder scene. The setting
is not properly discerned from what is being seen in the illustration. It could probably
be inside a hotel, a cafe or a restaurant. The main attention of the reader is focused on
the murderer and the dagger. The victim’s fallen hat presents yet another similar
visual motif when the illustration titled as “Boga Doviismesi - Ispanyollarin Eglencesi”

is considered. This illustration is yet another “special service crime illustration” and is

explained minutely in Ahmed Ihsan’s memoirs:

“Abdiilhamid’in Servet-i Filnun’a yapdify hizmetler ara sira gazeteye basilmak iizere buyrukla verdigi
resimlerdi. Bu resimler sunlardir:..

2. Gene Paris’de bir anarsistin bir polisi dldiirisii...

Bu resimlerin nigin “kariha-i ilham-sabihadan”...verilmis oldugunu anlataymm....

2. Saray kullarindan Fehim Pasa bir gece Beyoglu caddesinde elinde revilverle dolasip birkac Kisiyi
yaralamisti. Anarsist resmi de bunun icin yayimlanmisti!

Anarsist sizciigiiniin, basmak degil agza alimmasimin bile ¢ok tehlikeli oldugu bir zamanda bu resmin bu

sézciikle yayrmlanmasi, Babiali’yi ve Saray kullarim sagirtmisti™'*

The connection established between Fehim Pasa affair and the French
anarchist killing a policeman do not in any way represent a rational and consistent
thematic flow. In the former case Abdiithamid’s favourite persona Fehim Pasa'®
causes disturbance and aggression by wounding several people by gun fire in Beyoglu.
In the latter case there exits an anarchist stabbing a policeman to death. The

motivations of the French anarchist is disclosed in the article, while Fehim Pasa’s

168 Tokgoz, Ahmed ihsan “Matbuat Hatiralanim”, sayfa: 67-68.
199 Ibid., sayfa: 274.
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motivations remain unknown. The last link of the chain is proposed by Ahmed Ihsan

and fails to convince the reader for the rationale beneath the concept of the “special
service crime illustrations”. The article titled as “Fransa’da Lokanta Cinayeti” serves

to illuminate this rupture:

“Isbu cinayet hakkinda Fransizca gazetelerde gorilen tafsilatm terciimesi: Fransa’da Panten
kasabasinda bundan takriben on giin akdem {istii bag1 temiz ve kendisi gen¢ ve yakisikl: bir kimse bir
lokantaya girip enva-i et’ime 1smarlamns ve badehu para vermeksizin ¢ikacak olmustur. Bu esnada
lokanta sahibi bu zata takarrib edip onu para vermege icbar edecek oldukda merkum: “Birak! Ben
anarsistim. Benim mesarifimi ahali tasviye etsin” demigtir bunun iizerine lokantac: disariya qikip ol

civardaki polisiere ihbar-1 keyfiyet etmekle Belurje nam zavalli polis neferi mahall-i mezkure sitab

ederek herifi lokantadan sokaga ihrac eylemis polis dairesine getirecek olmugdur™'”™
So far the motivations of the murder are revealed very precisely. The actual

crime is accomplished very unexpectedly and brutally:

“Lakin herif bu sirada yanmda gizlemis oldugu kamasim cikanr ¢karmaz bicare Beluje’nin heman

kalbine saplayarak ses bile ¢ikartmaksizin itlaf eylemigdir™!™

The murderer is caught by other policemen and is to be put on trial. The
significance of “Fransa’da Lokanta Cinayeti” illustration comes to the surface with
the nature and motivations of the crime. Unlike many of the examined crime
illustrations, this one represents a pure murder attempt in front of many people and
the natural outcome of the attempt is the death of the victim. The title of the
illustration and it’s article is consistent with the textual evidence being proposed by
Ahmed Ihsan. It represents a thematically diverse ethical level when compared to the
two previously examined lynch illustrations of America origin. Those scenes also
visualized death. The other importance of this illustration is the reference to the word
“ana;‘chist”. It was spectfically “required” by the Palace that the visual imagery of the

murder scene is to be subtitled with an emphasis on the word “anarchist”. No censor

170 gee Appendix I, page: 144.
171 Ibid.
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was applied. This feature fosters the proposition that the motivation beneath

publishing the “special service crime illustrations” could well be in Babiali and beyond
doubt, Abdiilhamid II. As is related, every picture manifests an idea, be it political or
emotional. This rather scandolous usage of thewword in addition to the <\iegree of
violence seen in the illustration, all serve to whip the curiosity and wonder on part of
the readers. Again, the subtle message of this murder illustration is encoded for the
audience who possess foresight and who was supposed to be well aware of Fehim
Pasa. Deciphering the narrative coiling beneath this obscure crime spectacle needs
knowledge on part of the readers. The exhibition of the murder in this context, as with
other similar themed illustrations, fails to reach the climax behind the conceptual
construction bricks of “special service crime illustrations”. The two events under
hidden inspection do not integrate and reach a homogeneous synthesis when the given
data is taken into consideration. The reader is forced to fill in the gaps about the
compositional episodes of Fehim Paga affair and thus understand closely the “probable
and rational” connections between the affairs. In the context of the given article, these
particular details somehow protrude out of the narrative. The setting of the
corresponding crime in Paris, a restaurant, may also serve to illuminate as to the
whereabouts of the domestic aggression caused by Fehim Pasa in Beyoglu. The limits
of compensating the domestic aggression being caused by Fehim Pasa in Beyoglu by
the murder of a French policeman by an anarchist should be drawn. It must be noted
that a direct criticism of the “West” with France as the target, is non-existent in this
illustration. The title and the omitted textual references serve for the implicitly drawn

criticism,
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11. “Ispanya’da Sardinya Ceziresinde Haydud Sana’nin

Jandarma Kumandamm Telef ile Firart”

The 213st issue has a communal scene of a murder illustration. The subtitles
read as “1sp_anya’da Sardinya ceziresinde haydud Sanan’in jandarma kumandammni
telef ile firan”. The illustration exhibits a scene in which several gendarmes are trying
to hold on tightly to an old man while the brigand Sana aims to shoot another man in
official clothes. The remaining gendarmes are trying to take control of the situation in
vain, at that specific instant. The actual shooting moment is suspended for the sake of
tension. The reader does not see any dead bodies. The setting is an uinhabited town
street at. the time of the aggression. There are not any other innocent inhabitants to be
observed. This illustration, drawing a contrast to the other crime-atrocity-murder
illustrations, does have the signature of the illustrator on the right hand side. It reads
alternatively as Rulca or Dulca and Valla. Rather than presenting a genuinely violent
scene of murder, this illustration can be perceived as a mere “bloodless anarchy
scene” with the participation of a number of officials. The effect concentrating on the
barbarity of murder is scattered and there exists no particular focal point for the
reader’s gaze. When compared to the other aggression scenes, this illustration appears
to be less powerful. The article, however, draws a sheer contrast to the illustration’s
weak character. It can be considered as a lenghty account of the whole phenomenon,
and it begins with the general state of affairs pertaining to brigandage in Sicily and
Sardinia. The readers are informeﬂ about the aggressions taking place in Sicily and
Sardinia by the extremely detached tone of Ahmed Ihsan without any explicit

reference to criticise the “West™

“Italya hiikiimetinin aksam-1 cenubiyesinde Sicilya ve Sardinya cezirelerinde sekavet ve kata-i tariklik

daima devam eyler. Oralarda bulunan agniya ve mesahiri daga kaldirmak ve gecen postalan vurup gasb
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ve garet etmek gibi ahval heman kesirii’l -vukudur. Esasen Ispanya haydudlar Avrupa’nin her tarafinda

meshur oldugu cihetle mesela Sicilya ceziresinin asar-1 atikasim yanardaglanm ziyarete gidenler

behemehal yanlarina bir miifreze almaga mecburdur™"

Then the article continues specifically to relate about a murder case that took
place in Sardinia:

“ltalya cezirelerinden Sardinya’da ahiren kita-i tariklige miiteallik bir cinayet vukua gelmisdir ki isbu
cinayet sakilerden Sana nam haydud tarafindan bir jandarma yiizbagis: itlafindan ibaretdir™'™

Ahmed Ihsan goes on delving deep into the details of the murder case about
the brigand Sana. The personal history of the brigand is provided. The hiding place of
Sana is discovered and in order to get him dead or alive, a troop is sent for the
mission. Therefore the whole episode of the shooting and flight of the criminal is

narrated:

“Isbu Fransisko Sana Domunsuda nam haydud Sardinya adasinda kita-i tariklik, pesta soymak, katl ve
daga adam kaldirmak gibi enva-i yekaveti irtikab etdigi cihetle mahalli zabitas: tarafindan kemal-i germi
ile taharri edildigi cihetle merkumun Sardinya dahilinde “Mozo” kasabasinda “Porkd” isminde bir
adamin hanesinde muhtefi oldufu haber alimir ve haydudun hayyen veya meyyiten erada derdesti
hakkinda bir miifreze-i askeriyeye emr verilir ki isbu miifrezenin kumandasi Palma isminde bir

yiizbasiya mevdu bulunuyormus™'™*

And then comes the minute depiction of the blockade, confrontation with the

criminal, intense gun fire ending with the brigand’s escape and the death of an officer:

“Miifreze haydudun muhtefi oldugu haneyi abluka edince tabii sahib-i hane Sana’min bulunmadigina
dair sézler sdylemis ise de heyei-i zabita haneye diihul edeceg§i zaman Sana ile avenesi teshir-i silah
evlediklerinden miyanelerinde bir miinakasa-i hunrizane acgilacak iken Sana bir mahal bulup oradan
firar eyleyecegi esnada polisler iizerine hiicum eyledikleri gibi derhal arkasim diniip boynuna takih
Ingiltere-kari ve miikerrer atesli tiifengiyle bir anda zabiti telef etmis ve zabitin diismesine hasil olan
kanigikhkdan istifade ederek gozde nihan olmusdur. Isbu vakay irae eden resmi, italya’mn musavver

gazetelerinden naki eyliyoruz”'"™

172 Seec Appendix I, page: 147-148.
173 Thid.
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This illustration is not registered as a “special service crime illustration” in

Ahmed Thsan’s memoirs. Yet there exists an intense thematic correlations with other
similar themed illustrations. These include the attacks on trains and tramcars. The
brigand makes a free escape without being arrested. The criminal goes scotil free, not
only unpunished by the law but also by killing or injuring representatives of the law.
Such is the brutality of crime. The readers are to be informed of the uncapability in
dealing not only with the crime at the time of it’s occurrence but also of it’s aftermath.
“Sardinya Ceziresinde Sekavet” illustration is done by the autotype technmique in
Vienna. The original illustration is taken as an extract from the illustrated newspapers

of Italy. There exists no direct relationships and data to underline the contexts of the

presented foreign illustration with a potential domestic one.

12. “Italya’da Sarhos Bir Jandarmamn Ahali Uzerine Silah Indahat”

The 217th issue has an exteremely lenghty account on an illustration depicting
“Italya’aa sarhog bir jandarmanin ahali tizerine silah indahati”. The illustration
visualizes a distrurbing scene in which a number of gendarmes shoot each other with
great fury and excitement. The entire picture is one of chaos and havoc, like the
previous illustration. There lies the wounded body of a male inhabitant in the midst of
this scene. The street that the action takes place is deserted except the gendarmes. The
victim is shot most probably by accident. In the background there exists a number of
people running away from the scene of terror. The article titled as “Italya’da Bir
Cinayet”, like the other commnunal disturbance illustrations that we have seen so far,
is very detailed:

“Martin on dérdiincii giinii aksam: Vicvano beldesinde garip bir vaka zuhur etmisdir. Karabine alayr

efradinin Cuzepe Kumparoni ile Ocinyo Alberti zaten sermest olduklan halde zabitleri tarafindan vuku
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bulan tekdir iizerine akillarini biitiin biitiin gaib eylediklerinden yedlerine birer tiifenk ile bircok fisenk

alarak evvel emirde kisla havalisinde atey ederler badehu kisladan biraz uzakta kain bir meyhaneye gidip
miiskirat istemisler ise de alamadiklarindan kendilerini tekdir eden zabit Kulpani'yi laslanin haricine

celb ile itlaf etmek iizere orada dahi ates etmege baslammslardir™'’

A

The insanity of the soldiers is due to the effects of alcohol. This theme is not
new in JServe/-7 finuz We have analyzed the very same theme in the 55th issue
under the title “Amerika’da Sarhosluk™”. As will be remembered, the crime consisted
of the murder of a woman by drunk workers. They hurled the innocent victim in an
oven and the sole reason of this barbarous act was related as being “drunk”. Alcoholic
drinks and loosing consciousness were connected. Becoming insane through the
effects of alcohol was considered to be the natural result. In the current issue, the
similar natural outcome comes to the surface within a different cultural and
geographical context. Instead of hurling a victim into an oven and killing by burning,
in here we have the raving and drunk soldiers shooting around to pacify their anger.
As we learn in details from the text, the soldiers were very drunk and when scolded by
their ofﬁcer m charge, they simply lost their control and went of their minds. The
logical outcome follows and they start shooting without aiming to hit any particular,
pre-determined targets, but nevertheless threathening the people around. The shooting
act represents a different sort of atrocity within the context of an unspecified setting.
The motivations has got nothing to do with robbery or brigandage. The narrative
continues in details:

“Civarlarda kain bir hanede med’uvven hazir bulunan topcu miralayr Riki’nin vakadan haber aldiginda
refakatinde bulunan Levi, Gazi ve Kirini nam miilazimlar bulundugu halde karabine askeri kislasina
gitmis ve ziyafet verilen haneden kKimsenin disan ciiimamasm: emreylemisdir. Miralay sarhos neferlerin

kisladan birka¢ yiiz adim ilerisine gitdiklerini gérdiigiinde nezdlerine giderek “Cocuklar rahat durun

silahlarimzi birakimz” diye emr etmisdir™'”’

176 See Appendix 1, page: 164-165.
177 Ibld.
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The intervention of the colonel is of no positive consequence since the

drunken soldiers have nothing against him and they openly declare this:

“Neferler “Siz kimsiniz?” diye sorduklaninda Rikini “Miralayim” demisdir. Neferler “Miralay siz kislaya
gidiniz size bir garannmiz yokdur” kelimatiyla cevap vermislerdir. Neferlerin bu cevab iizerine Miralay
Rikini kiglaya gidip miisellah bir kol ile mahall-i vakaya avdet ve miilazim Gazi’yi dahi vakay: ihbar
etmek iciin Karabine ’alayl miilazzmi Pon¢i Lucyano’nun nezdinde izam eylemisdir. Bu sirada sarhos

neferler halka oradan gecenler ise diigar-1 tehlike olacagim séylemislerdir™™

The scene turns into an open riot with the summoning of a group of counter
acting soldiers by Colonel Rikini and the drunken soldiers in the meantime even warn
the mhabitants to secure their lives and not to endanger any risks by trespassing the
district of the aggression. By this last move of the drunken soldiers it becomes pretty
obvious that the riot would inevitably be a bloody one regardless of all the persuasions
and precautions on part of the colonel. The illustration thus gains the character of a
crime-atrocity-murder depiction with the accidental injury of an innocent inhabitant of
the district:

“Bu miiddet iizerlerine asker geldigini zawn ile halk iizerine ates etmisler ve hanesine girmek iizere

bulunan kangilarya katibi Astringa Karlo’yu cerh eylemislerdir™™

The entire event suddenly assumes the character of a bloody riot with one
innocent man seriously injured The counter response of gun fire by the soldiers under

the colonel’s orders creates a more fierce and violent scene:

«...Karakol efrada tutduklan mevkiden asiler iizerine silah endahtina miibaseret etdiklerinde asiler dahi
asker iizerine kemal-i siddetle ates etmisler ve tarafeynce anlan tifenk kursunlan yirmiyi tecaviz
eylemisdir. Mahalle halkmin bu siradaki huvf ve dehseti gayr kabil-i tarifdir. Karakol efrad: refakatinde

bulunan Moreno ile asilerden Komparoni mecruh olmustardir™®

The numberof injuries increase on both sides. Fortunately there are no

casulties. The drunken rebels are caught in the end after much struggle:

178 Ibid,
179 Ibid
180 Ibld
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“Komparoni’nin refiki cinayeti merkumun diigdiigiinig gordiiginde hamil oldugu fisekleri zabt ile ates

etmege devam eylemisdir. Mecruhlar o civarda kain tramvay istasyonuna naki edilmislerdir.
Komparoni'yi isticvab iciin istasyona gelen miistantik ile diger iki nefer adliye memurlan isticvabat-1

ibtidaiyeyi bade’l-icra avdet etmekdeler iken asilerden Alberti tarafindan iizerlerine tekrar ates

A

olunmusdur. Merkum yeniden kslanin kapisina takarriible kendisini tekdir etmis olan Karabine zabitine
disan gakmasim ihtar gylemisdir. Bircok yoruldukdan senra kendisini teslim edece@ini sdylemis ve silah

ile figenklerini terk etmis olmagla kisla kapisi acilarak merkum dort topcu neferi tarafindan bir oda icine

habs olunmusdur. Mecruhlann yaralan hafifdir. iki asi nefer divan-1 harbde muhakeme edilecekdir™®!

The significance of this illustration lies in it’s stylistic and thematic similarity to
the one we have examined in the 213th issue. That illustration titled as “Italya’da
Sardinya ceziresinde haydud Sana’nin jandarma kumandanin: telef ile firar™ shows an
immense compositional and thematic resemblance to the current one under inspection.
The motivations of the aggression and the results differ, but the setting in both of the
cases is different locations in Italy. Beyond doubt, the very same illustrator created
both of the scenes, since even the facial features of the soldiers look alike. The
compositions of both of the illustrations reveal obvious parallelisms. Both of the
scenes léok as if they represent different perspectives and variational instances of the
same aggression.. “Vicvano™ is the name of the location in Italy where the riot of the
drunk soldiers takes place. The previous illustration, as will be remembered,
appearing in the 213th issue, was located in Sardinia.

This illustration like the previous one, lacks any criticism of the “West”, it
does not even have the implicit connotations of the former picture. It look like a pure
narrative of a foreign aggression and this concept is new when the rest of the crime

illustrations are taken into consideration.

18 1hid.
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Conclusion

Servel-7 Funug as one of the leading illustrated periodicals of the 1890s,
which had a publication range of six hundred issues in the first year of it’s publication
in 1891 and then gradually expanding it’s sales rénge, 1s also the very first periodical
that received financial aid from the Ministry of the Interior in 1891. Being an
illustrated periodical with the mission to publish articles and illustrations on various
topics about sciences, agliqulture, industry, trade, foreign and domestic discoveries
and technological innovations, Serve/~/ /zun has a reading audience that consists
of subscribers from Istanbul, foreign inhabitants including embassy members and
subscribers form the provinces as well.

The character and format of Serve/~/ Finun is composed of an extremely
variagated panaroma of textual and illustrative materials. This feature of
compositional heterogeneity can be based on the foreign textual and illustrative
materials imported from the genre within which Serve/-/ /Zizur  happens to be a
sample. The entire format of Serve/-/ flinun is consistent within the limits of genre
that was imported. This genre consists of French illustrated newspapers like Le Petit
Journal, Le Petit Parisienne and La Revue Illustre or other different dailies of the
1890s with variational calibers. As seen in the first chapter of the study, JServe/-/
Finun  is composed of continuous and occasional sections. Within these sections,
“Suunat” and “Resimlerimiz” sections are of importance since they exhibit the three
dimensional views of the periodical’s true identity. This identity is greatly influenced
and even dominantly shaped by it’s foreign contextual counterparts. Serve/—7 flinun
in it’s entirety, exists as a successful domestic adaptation when it’s textual and

illustrative components are considered. Omission of topics pertaining to politics or
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religion can be cited as other features that build up the periodical’s stable and yet

extremely chaotic compositional identity.

The variational visual channels of Westernization build an imagery of the West
with progressive and beneficial connotations. This imagery was reexamined and
reevaluated in the third chapter. The domestic applications of the Western textual and
illustrative references end with the actual success of Serve/-/ /i as an illustrared
periodical. The explicit vein of compositional and thematic mutation that the
periodical goes through during time reaches to a climax with the crime-atrocity-
murder illustrations and special service crime illustrations that become extinct after a
brief appeareance in 1891, 1892, 1893 and 1895. These illustrations present a
thematic illustrative rupture when compared to the remaining illustrations in Servel~7
Ziinun The inclusion of these illustrations into the regular variagated and extremely
complex format of Serve/~7 /inun served to question the progressive imagery that
was so successfully constructed in the second chapter of the study. The readers had
access to the scientific, sensational, ethical and moralistic topics and discussions. In
other words, the reading audience is bombarded with a variety of images. The
adaptation of the Western model to the character and format of JServe/-/ Flimun
proved to be difficult but successful in the end. Perceiving the flaws, problems within
a perfectly drawn world demands objectivity. We can not attribute an entire
conception of conscious objectivity on part of Ahmed Ihsan, however, his approach
at least acknowledges the failures of the Western paradigm. A new, alternative visual
imagery of the Ottoman world as seen in the periodicals of the 1890s, is to be

constructed dominantly by JServe/-/ /Finuz The messages being communicated in

Servel-7 finug disclose the mission to serve the Sultan and the reading audience via
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the texts and the illustrations. This image is created every time anew with the textual

and illustrative messages that are communicated. The critique of the West, in the due
formation of the new imagery 1s the fundamental aspect to be considered. The crime-
atrocity-murder illustrations in this specific context, and the severe criticism of the
West, disregarding the progressive paradigm, may have helped for the diffusal of the
inferiority complex on part of the domestic reading audience of Servel-/ Finun The
synchronic evaluation of the East and the West, ended with the concept of the “world
getting smaller by degress”. In this context, the didactic and amusing motto of
“sctence for everymen” happens to be one of the fundamental cbmposing elements.
The condensing aspect of the world is visualized both by a gaze on the beneficial,
moral and n every respect positive events and by the acknowledgement of the evil,
immoral and degenerate. Serve/-/ /fipuz  in this agenda is a comprehensive
representative of both sides of the story. Since every illustration manifests an idea,
communicates a message to be conveyed, Serve/-/ Fiinun  satisfies it’s readers by
transferring a variety of feelings. In the specific context of the crime-atrocity-murder
illustrations, every single visual depicition serves as a spectacle of it’s own, working
and opearting within it’s own dynamics. The didacticism being aimed diffuses in the
end and only the illustrations with a story remain. The geographical depiction of the
crime illustrations reveal how the “imagery of violence” is being utilized in order to
communicate positive and constructive responses. The crime map fuses, France,
America, England and Italy. The composition of the image of the “West” as praised
and criticised in Serve/-/ /iénun  happens to be about these countries. The new
portrait of the Ottoman world is to be created out of what is seen in the “West” with a

specific concentation on Europe. The East, mostly ridiculed and on one occasion
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praised on grounds of it’s technology, 1s disregarded as the target to be imitated and

adapted in Servel-7 Flinun The language of Servel-7 Finun formed within the limits
of didacticism and entertainment proposes to communicate various messages to be
deciphered by the reading audience. The illustrations are further and more striking
chains in this ommunication encodement. The aspect of “verisimilitude” when the
illustrations are taken into consideration, is the most effective weapon in influencing
the reading audience. Specifically in the crime illustrations, the readers are urged to
witness the variety of crimes nd get informed by them. The informative vein of
verisimilitude in this context, is successful. Crime has become a vehicle to manifest a
spectacle. The scandalous, bloody and amoral contents of the crime as seen in the
illustrations meet public interpretation. The dichotomy of civilization and ultimate
destruction, appearing at the point of no escape, merges with the scientific
entertainments, fashion and animal illustrations within the format of Serve/-/ Fiinun
The “eye” of the reader has to see. There exists no other alternatives. The printed
image,- a fixed locus appeals to every single individual possessing different
conceptions. The illustrations in Se7ve/~/ /unun helps the readers to visualize about
what the domestic surrounding makes invisible. The illustration is visible and yet the
immediate domestic environment omits the foreign, the “alien” and makes it invisible.
This continuum is broken with the illustrative and textual references of JServel/-/
Ztnun Urging the readers to look around and to see in order to perceive what is
happening in the world, as offered in the limited space the periodical offers, is the
basic motivation of Serve/-/ /finun The critique of the “West” with a dominant
concentration on “crime” in this context, is a perfect medium to accomodate the

readers with the alternative perspective that the “Western” civilization and progress
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ultimately brings forth. The most striking point is that, within the socio-cultural map

of the Ottoman life in the 19th century in Istanbul, one can come across with more

violent and bloody crimes than the ones so scandalously published in Servel—/ Fiinun
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