


:

■ i' r

■: . 7







P A L A C E S  1 9 9 2



PUBLICATIONS OF NATIONAL PALACES 
No. 4

PUBLISHED BY THE OFFICE OF PALACES AND 
PAVILIONS OF THE TGNA DEPARTMENT OF 

NATIONAL PALACES IN 1992 WITH THE 
FINANCIAL ASSISTANCE OF 

THE TGNA FOUNDATION.
ALL RIGHTS RESERVED.

ART EDITOR 
Ersu Pekin

TRANSLATION 
Priscilla M ary Işın

PHOTOGRAPHS

SAMİH RİFAT M. C E Z A R 2,  4, 5, 6, 7, 8, 9 ,1 0 ,1 1 ,1 2 ,1 3 ,1 9 , 20, 21, 25; A. KARAMANI 2, 3, 4, 7, 8, 9 , 10, 

14 ,1 5 , 16; C. KÖSEOĞLU 2; f. IREZ-V. CEZGÖR 11, 12, 16, 17 ,1 8 , 19, 28, 30, 32, 33, 37, 41, 42, 45, 47; G. KA- 

RAHÜSEYÎN 5, 6, 7, 8, 9, 10, 11, 13, 17, 18, 19, 22, 23; D. DİŞBUDAK 3, 4, 5, 6, 7, 8, 9, 11. FİKRET YILDIZ 

M. CEZAR 3; A.KARAMANİ 1, 5, 6, 13; N. YILDIZ 6 ,1 0 ; S. ÖNER 1, 11, 1 3 ,1 6 ,1 7 ,1 8 , 19, 21, 24, 25, 26, 27, 28, 

29, 30, 31; C. KÖSEOĞLU 3, 4, 5, 6; N. BAYRAKTAR 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12; F. iREZ-V. GEZCÖR 1, 7, 

10; G. KARAHÜSEYÎN 4 ; Ö. KÜÇÜKERMAN 14, 15, 16, 17, 18, 19, 20, 21; D. DİŞBUDAK 2. YILMAZ DİNÇ 

M. CEZ/IR 17, 18, 22, 23, 24; N. YILDIZ 4, 5, 7, 8, 9, 11, 13; f. /REZ-V. GEZGÖR 26, 27; G. KARAHÜSEYtN 20. 

ALİ KONYALI N. Y;LD/Z 12; D. DİŞBUDAK 10 ,11 . ÖNDER KÜÇÜKERMAN Ö. KÜÇÜKERMAN 6, 7 ,1 1 . 

ERSU PEKİN KARAMANI 11 ,12 . YAŞAR YILMAZ D. DİŞBUDAK 12.

TYPESETTING 
N ational Palaces D ata Processing Center

COLOUR SEPARATION 
Ofset Yapım evi

PRINTING 
TG N A Press, Ankara

I S B N  9 7 5 - 9 5 3 3 4 - 1  - 3

Front cover: Beylerbeyi Palace Blue HalL Back coven The swan fountain in the Imperial Garden at Dolmabahçe Palace.



C o n t en t s

FOREWORD 7 HÜSAM ETTİN CİNDORUK

THE ARCHITECTURAL DECORATION OF 8  M U STAFA CEZAR  

DOLMABAHÇE AND BEYLERBEYİ PALACES

CLASSICAL ARCHITECTURAL ELEMENTS 30 ARZU KARAM ANI 

IN THE FACADE DECORATION OF 

DOLMABAHÇE PALACE

SOME DOCUMENTS CONCERNING 44 NETİCE YILDIZ 

THE 19TH CENTURY TURKISH PALACES

t h e  ROLE OF THE OTTOMAN PALACE IN THE 58 SEM A ÖNER 

DEVELOPMENT OF TURKISH PAINTING  

FOLLOWING THE REFORMS OF 1839

DOLMABAHÇE PALACE 78 CENGİZ KÖSEOĞLU  

HAZİNE-Î HASSA DAİRESİ, PART II

ITEMS SENT BY SULTAN MEHMED VI. TO 84 NED RET BAYRAKTAR

TOPKAPI PALACE

ONE OF THE IMPERIAL PAVILIONS AT YILDIZ 94 FERYAL İREZ and VAHİDE GEZGÖR 

PALACE, THE ŞALE KÖŞK

BEYLERBEYİ PALACE AND ITS FAMOUS GUESTS 126 GÜLLER KARAHÜSEYİN

THE IMPERIAL HEREKE CARPET FACTORY AND 142 ÖNDER KÜÇÜKERM AN  

t h e  i m p e r i a l  YILDIZ PORCELAIN FACTORY

IHLAMUR PARK FROM PAST TO PRESENT 156 DİLEK DİŞBUDAK

r e c o r d  o f  a  r o y a l  WEDDING DURING THE 168 NECD ET SAKAOĞLU

TANZİMAT PERIOD





F o r e w o r d

r f - i
I he royal palaces, lodges and pavilions which became national property 

JL under Act 431 in 1924 following the establisment of the Turkish Repub

lic in 1923, were placed under the auspices of the Turkish Grand National 

Assembly Speaker's Office in 1933. These buildings form a valuable part of 

Tiirkiye's cultural heritage, reflecting the lifestyle of an era.

Such historic buildings have played a special role in the art, architecture 

and culture and people.

Whatever the functions for which they were built, however their ostenta

tion contrasted with the living standards of the ordinary people, their value 

in terms of art and architecture, and as witnesses to history, cannot be de

nied.

We must therefore preserve these buildings, and make them available to 

the general public and researchers

The preservation for future generations of the historic and cultural heritage 

which forms a bridge between our past and present is our national duty.

Our National Palaces, which present a cross-section of Ottoman palace life 

in the 18th and 19th centuries, are outstanding syntheses of Turkish and 

Western art and architecture. Promotion of this valuable heritage in all its as

pects both in Tiirkiye and around the world will contribute the cultural de

velopment and relations.

Publications are one of the principal means of disseminating information, 

and National Palaces 1992 will interest the general reader and visitors to the 

palaces as well as experts and scholars.

1 thank the scholars and researchers who have contributed to National Pal

aces 1992, and all those others who have played a part in its preparation . My 

congratulations to them all, and I wish them success in their future work.

HÜSAMETTİN CİNDORUK 

Speaker of the Turkish Grand National Assembly



T h e  a r c h it e c t u r a l  d e c o r a t io n  o f  

DOLMABAHÇE AND BEYLERBEYİ PALACES

M u s t a f a  c e z a r *

Dolmabahçe and Beylerbeyi palaces are atypi
cal of Turkish architecture in terms of their 
wealth of ornate decoration. Indeed, the ex
travagant exterior and interior decoration of 

Dolmabahçe palace is m atched by no other Turkish 
building.

Classical O ttom an architecture avoided exterior  
decoration alm ost entirely, reserving decoration for 
the interior, while the Seljuk architecture which pre
ceded it focused on ornate and grandiose portals, of
ten accom panied by a restrained m easure of decora
tion on other parts of the façade.

Mustafa Cezar is Professor of Art History at M im ar Sinan University.
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The O ttom ans broke aw ay from the Seljuk tradi
tion, relinquishing the portal as focal point. Instead 
they sought to design balanced and integral spatial 
structures, with the result that exterior decoration be
cam e inconsequential. Restraint in the use of adorn
ment w as a characteristic quality not only of sacral 
and sacral-cultural exteriors, but also of secular build
ings such as palaces. Even at Topkapi Palace, where 
the sultans reigned over a vast empire, external sim
plicity predom inates in the classical period struc
tures. This is in striking contrast to the palace archi
tecture of western Europe and elsew here, in which 
exterior display and embellishment were often of pri
m ary consideration. At Topkapi Palace the simplicity 
of the exteriors gives no hint of the exquisite decora
tion within. M oreover, its spatial structure is dwarfed  
by even modestly proportioned mosques, not to men
tion the great mosques of Siileymaniye, Sultanahmed

or Selimiye. Far from being incongruous, how ever, 
this complied with Ottoman W eltanschauung.

The early stirrings of westernisation mark a signifi
cant turning point in the course of O ttom an history, 
influencing architecture am ong other things. Funda
mental changes in concept observed in the architec
ture of this period are particularly conspicuous in the 
case of palaces.

The transform ation in palace architecture was not 
only a w holesale change, but also disconcertingly  
sudden. The old Çiragan Palace was the first to be de
signed under the influence of western palace architec
ture, both in concept and style. Even the traditional 
seating arrangem ent of couches along the walls was 
abandoned in favour of European chairs and tables.

Western influence is seen in Turkish art long before 
the political reform m ovem ents of the 19th century. 
The first traces appear in fabric designs as early as the

1 View of Dolmabahçe Palace from the sea.
2  View of Beylerbeyi Palace from the sea.
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late 17th century, and in the m id-18th century ba
roque began to make an im pact on Turkish art, im 
posing architectural concepts and proportions foreign 
to the classical O ttom an. Changes in decoration af
fected not only the designs themselves but also their 
area of application.

Baroque and rococo ornam entation w ere at first 
confined to interiors, but it did not take long for these 
styles to manifest themselves not just in line and pat
tern but as three-dimensional forms integrated with 
the architecture as a whole, rather than superimposed  
additions.This led to a revival of exterior decoration, 
but this time very different to that of the Seljuk peri- 
od.

It must be stressed that although baroque originat
ed in western Europe, its application in Tiirkiye did 
not take the form of insipid imitation. Within just ten 
to fifteen years, Turkish architects w ere creating  
works displaying a degree of originality which justi
fies use of the term "Turkish baroque". The most de
lightful exam ples of Turkish baroque are small struc
tures, such as m onum ental fountains (m eydan

çeşm esi), fountains for the distribution of drinking  
w ater (sebil), ornam ental fountains (selsebil) and 
those for ablutions before prayers (şadırvan), and 
tombs. The design of the diverse types of fountains, in 
particular, w as highly decorative and graceful, and 
this emphasis on visual effect influenced the structure 
as a whole. Even before the appearance of baroque, 
the decorative monumental fountains of the Tulip Era 
(early 17th century) had set the stage for a revival of 
exterior decoration in architecture, and the baroque 
influence which followed merely gave further im pe
tus to this trend.

In the wake of baroque cam e another western style. 
Empire, and as the winds of western influence blew  
ever stronger, eclecticism soon followed hard on its 
heels. Eclecticism  opened the doors w ide for archi
tects to exercise free rein in their choice of both form  
and decoration.

Dolmabahçe Palace was built as this trend in exteri
or decoration reached a pinnacle of eclectic extrava
gance. The fact that eclecticism held sway in this peri
od is a point which should alw ays be kept in mind

3  View of Dolmabahçe Palace Muayede Salonu 
from the gardens.

4 Beylerbeyi Palace façade.
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5 Façade of the Muayede Salonu at Dolm abahçe Palace
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6 Beylerbeyi Palace façade
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w here this palace is concerned. A nother im portant 
factor is that the palace w as built on the instructions 
of Sultan Abdiilmecid (1839-1861), the sultan who in
troduced the constitutional reforms of 1839. This too 
had a formative influence on the palace's design.

The extravagant use of exterior ornam entation is a 
distinctive feature of Abdiilm ecid's reign. N ot only 
Dolmabahçe, but the fanciful and ornate decoration of 
İhlamur Kasır and Küçüksu Kasır and the exaggerat
ed neoclassicist elements of the Taşkışla barracks are 
typical of the period. While architectural design bor
rowed liberally from m any styles, neoclassicism and 
neo-Renaissance predom inated, with the result that 
neoclassicist elements in these buildings are particu
larly conspicuous.

A lthough eclecticism  continued after A bdiilm e
cid's reign, exterior decoration became more subdued.

14
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7 Details of the decoration on Beylerbeyi Palace façade
8 An  arched window flanked by Corinthian columns at Beylerbeyi Palace. The consoles above the

arch are purely ornamental.
9-70 The broad fluting on these Corinthian columns on the façade of Beylerbeyi Palace extends only 

two thirds of the way up the shaft.

and simultaneously interior decoration began to use 
new designs inspired by classical Turkish decoration  
and com patible with contem porary architecture. In 
turning aw ay from western ornamentation to Turkish 
designs, traditional decoration underwent considera
ble modification. The eclectic approach had m ade its 
mark, and architects sought fresh inspiration in the Is
lamic architectures of N orth Africa and the Middle 
East. This synthesis with other Islamic architectural 
styles is particularly evident in arches and colum n  
capitals. Both Beylerbeyi Palace and the new Çırağan  
Palace are illustrative of this period. By the time we 
reach the reign of Abdülhamid II, exterior palace dec
oration has been muted still further, while the use of 
interior decoration inspired by that of the classical 
Turkish period has become increasingly prevalent.

The shoreline site of Dolmabahçe extended further

back than that of Çırağan, allowing the architect to 
add a wing at rightangles to the sea. Concealed by a 
towering courtyard wall this wing housed the harem  
apartm ents.H ow ever, hemmed in by hills to the back, 
both palaces have a basically linear plan along an axis 
parallel to the shoreline.

The architect of D olm abahçe located m ost of the 
service buildings aw ay from the main structure, to 
the south of the Harem  wing and in proxim ity to the 
Veliaht Dairesi (A partm ents of the Heir Apparent). 
Discounting the Veliaht Dairesi, which is a detached  
building collineate with the façade of the main build
ing, the M uayede Salonu (Grand Cerem onial Hall), 
the most imposing section of the palace, is the pivot 
of the symmetrical seaward façade.

The prominent position of the Veliaht Dairesi in the 
context of the palace entire, illustrates just how radi-

15
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cally Ottom an world views had altered since the con
struction of Topkapi Palace in the 15th and 16th cen
turies. At Topkapi the heir apparent and other princes 
had been kept in confinem ent in apartm ents which  
not only isolated them from the city, but even from  
the rest of the palace. At D olm abahçe, on the con
trary, the heir apparent lived in a building of similar 
design to the main palace and conspicuously sited ad
jacent to it. W e are left in no doubt that the repression 
of earlier centuries exists no m ore, and that the occu
pant of these apartm ents enjoyed a liberty his prede
cessors could never have dreamed of.

The highly articulated façade of Dolmabahçe Pal
ace is sym m etrically arranged on either side of the 
M uayede Salonu, w hich is the focal point of the 
façade. The next m ost prom inent features are the 
prostyle porticos with loggias and surm ounted by tri
angular pediments. Further triangular pedim ents, a 
feature originating in ancient Greek architecture and 
used abundantly in 19th century Europe, in conjunc
tion with colonnaded loggias,have been used at some

11-12-13 Details of the marble decoration on the entrance 
steps to the Muayede Salonu at Dolmabahçe Palace.
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4  ,3

of the other entrances to the palace. The Veliaht Dai
resi has a similar portico, duplicating those on either 
side of the M uayede Salonu, and m irroring the sym 
metry of the main building.

In the projecting porticos, with their loggias and 
triangular pediments, the columns and decorative ele
ments have been employed in combination, each set
ting off the other, to create an effect which is both im
posing and ornamental. At Beylerbeyi Palace, on the 
other hand, the same effect has been achieved on the 
façades primarily by the ornamental configuration of 
free-standing colum ns, engaged colum ns and pilast
ers, resigning decoration  to a subordinate role. 
W hereas at Dolm abahçe, the entire exterior teem s 
with ornamentation in the form of horizontal bands - 
longer or shorter depending on the positioning of the 
walls and windows- squares, rectangles and triangles. 
Like those of the interior, these decorations are based
on western motifs.

Dolmabahçe Palace is a typical exam ple of eclecti
cism. Forms and elements representing a wide diver

sity of styles, from classical Greek and the neoclassi
cal which it inspired later centuries, to Renaissance, 
baroque, rococo and Empire, can be discerned. H ow 
ever, the interior decoration of the M uayede Salonu 
dom e, and the elaborate high relief carving on the 
Treasury and Imperial portals have been designed in 
the liberal spirit of eclecticism without specific refer
ence to any one or com bination of these w estern  
styles. These successful compositions of striking origi
nality are unique to this building.

The decoration of the M uayede Salonu is the most 
lavish of any at Dolmabahçe. On the exterior the or
namentation takes full advantage of the opportunities 
provided by the architect. The wall surfaces on the 
sea façade are so profusely decorated that hardly a 
plain area remains, not to mention the decorative use 
of elements such as colum ns, engaged colum ns and 
pilasters, to im part a vigorous dynam ism  to the 
k çad e. Fluted columns with composite capitals m axi
mise the decorative effect of the architectural ele
m ents. M oreover, to enhance the grandeur of the

17
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14

The three members of the Balyan family who played such an 
influential role in the changes which took place in Ottoman 
architecture in the 19th century:

14 Serkis Balyan
15 Nikoğos Balyan
16 Karabet Balyan

com posite capitals, as well as reinforce the dynam ic 
effect achieved by m eans of colum ns, the engaged  
columns have been given a high degree of projection. 
In the M uayede Salonu, regal splendour and pow er 
are expressed not only in the building's prodigious 
architectural proportions, but equally in the profusion 
of decoration.

Creation of a palace w orthy of the illustrious Otto
man dynasty is the underlying principle throughout 
the palace, but reaches its culmination in the portals, 
which are independent architectural designs in their 
own right; and in the M uayede Salonu, where the ob
ject is to reflect the magnificence of the imperial seat 
on a grand architectural scale and in rich ornam enta
tion.

A nother im posing feature of Dolm abahçe is the 
façade of the Selamlık (public apartm ents), but here 
the surface is less heavily decorated than in the M u
ayede Salonu. The im pressive effect has been  
achieved by means of the colonnaded prostyle portico 
surm ounted by a triangular pedim ent. The carved  
m onogram  on the pediment is surrounded by a de

sign resembling the classical Turkish rumi patterns of 
tendrils. These and similar traditional designs occur 
to som e extent also in the interior decoration of the 
palace.

In term s of scale alone there are no doubt greater 
portals than those of Dolmabahçe. N onetheless, an 
overw helm ing impression of grandeur and size has 
been achieved at this palace by m eans of a self-con
tained architectural composition for the gatew ays and 
their surround, lavish decoration and the use of m ar
ble. Nor has elegance been sacrificed in the process of 
achieving grandeur, so that despite the western style 
of the ornam entation, Dolmabahçe's portals still have 
a w arm  appeal for the Turkish observer.

The majority of the motifs used in Dolmabahçe's in
terior and exterior decoration are floral, as is the case 
in the rumi and hatai of classical Turkish decorative  
art. Yet the floral compositions at Dolmabahçe Palace 
bear not the rem otest resemblance to either rumi or 
hatai. At Beylerbeyi Palace on the other hand, the in
terior decoration has been sufficiently inspired by 
Turkish and Islamic motifs to create an atm osphere

18
N A T I O N A L  P A L A C E S



19
N A T I O N A L  P A L A C E S



17

which is more oriental than occidental.
Nineteenth century architects under the influence 

of eclecticism  took w estern classicism  and Renais
sance as their starting point, but instead of adhering 
strictly to all the principles of Renaissance architec
ture, diverted som e of their attention to dynam ic 
forms. U ndoubtedly dynam ic form s tended to ob
scure the classical or Renaissance features. Yet so long 
as the G raeco-Rom an triangular pedim ents and col
umn capitals which are such distinctive elements of 
western classicism were used in their original or m od
ified forms, the classical leaning remained clearly visi
ble. As designs representing the reversion to classical 
and Renaissance architecture, this style cam e to be 
known as neoclassical.

The exaggereated role accorded to ornam entation

in the mid-19th century as a means of achieving artic
ulated forms and images led to the increasing use of 
bas-relief. With the exteriors so heavily decorated, it 
w as inevitable that the interiors followed suit. The 
buildings which ensued, while notable for their deco
rativeness and articulation, failed to consistently rep
resent any style in particular. This w as the situation  
then in western Europe.

In Türkiye, the buildings which reflect eclecticism  
at its height are Dolmabahçe Palace, Küçüksu Kasrı, 
Ihlam ur Kasrı, O rtaköy M osque, and Taşkışla bar
racks.

The design of Dolmabahçe Palace, which consists 
of a large-scâle main structure surrounded by de
tached subsidary structures, attem pts to evolve a new  
architecture on the foundation of longstanding Turk

20
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17 The interior of the Muayede Salonu at Dolmabahçe Palace
18 The Mavi Salon at Beylerbeyi Palace

The disparity between the decorative styles of these two 
rooms is striking. In contrast to the decidedly western 
character of Dolmabahçe Palace, Beylerbeyi has an 
unmistakable oriental atmosphere.

ish traditions. The palace was constructed for Turkish 
sultans who w ere committed to a policy of westerni
sation at a time when eclecticism in the W est w as at 
its most ram pant. Inevitably Dolmabahçe Palace was 
influenced by this conjuncture.

M oreover, the interior decoration of Dolmabahçe 
w as to a great extent the work of western European  
craftsm en, w hereas at Beylerbeyi Palace the interior 
decoration was both designed and executed by local 
craftsmen.

In some parts of Dolmabahçe, neoclassical motifs 
predom inate, in others baroque and rococo, but not a 
single room  can be labelled as representative of a dis
tinctive style. On the other hand none of the orna
mentation at Dolmabahçe is in imitation of that in any 
W estern European building. The decoration has been

designed and executed taking into account the layout 
and functions of each room. In some cases the painted 
ceiling decoration includes landscapes, or com posi
tions of animals. In both palaces the interior decora
tions are executed on plaster, wood or specially treat
ed canvas, the choice being m ade jointly by the artist 
and architect, taking the location into consideration.

The eclecticisim which m ade its appearance in Eu
rope in the early 19th century had imposed itself on 
Ottoman architects by the middle of the century. Evi
dently their patrons had as little difficulty adapting to 
eclectic tastes as the architects themselves. A com pari
son of these new buildings with those of O ttom an  
classical architecture reveals a disparity so wide that 
they can hardly be interpreted as an innovative con
tinuation of the classical. Not only the use of motifs of

21
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19 An abstract composition reminiscent of Kufic script on one of 
the column capitals in the Mavi Salon of Beylerbeyi Palace.

20  Composite capitals in the Muayede Salonu of Dolmabahçe 
Palace.

western origin, but also the use of western architectu
ral forms exemplify the departure from the classical. 
There can be no doubt that these new buildings were 
m ore practical, m ore suited to contem porary  life 
styles. The architecture of this period of w esternisa
tion can certainly not be abstracted from its context 
and the aesthetic values of the period. The country's 
endeavour to catch up with western knowledge and 
technology and break out of the introverted self-con
tainment of O ttom an society exerted an influence on 
architects too.

Karabet Balyan was the most eminent and prolific 
architect of the reign of Abdiilmecid (1839-1861), set
ting his signature to many of the ostentatious palaces 
and public buildings of the period. During the reign 
of A bdulaziz (1861-1876) and the early years of

Abdülhamid II (1876-1908), it was Karabet Balyan's 
son, Serkis Balyan, who set his mark on Turkish ar
chitecture. By the 1860s, the indiscrim inate enthu
siasm for w estern motifs of every kind died dow n, 
making w ay for a revival of Turkish motifs. This was 
not only the result of changing attitudes and tastes, 
but can also be attributed to the fact that foreign art
ists were less frequently employed. Meanwhile eclec
ticism, too, had undergone some modification, recoil
ing from its earlier excesses; and by the turn of the 
century eclecticism gave w ay altogether for a period 
characterised by a search for new styles.

From  the 1830s onw ards there was a spate of pal
ace building in the area north of the Golden Horn. 
The old and new Çırağan palaces, Dolmabahçe, Bey
lerbeyi and Yıldız palaces all date from the 19th cen

23
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21 Another column capital in the Mavi Salon of Beylerbeyi 
Palace.

22  One of the column capitals in the Süfera Salonu at 
Dolmabahçe Palace.
The stylistic difference between these two examples is 
conspicuous.

tury. The first palace to be used as a perm anent resi
dence, superseding Topkapi Palace, by one of the 
Turkish sultans was the old Çırağan Palace’ . While 
Abdiilmecid lived at Çırağan^ the old Beylerbeyi and 
Beşiktaş palaces w ere regarded as sum m er palaces’, 
but when new building com m enced at Dolmabahçe, 
he chose to spend m ost of his tim e at Beylerbeyi 
Palace“*, and attend the Friday prayers and cum a  
selâmlığı at Beylerbeyi Mosque^.

Although Dolmabahçe Palace is one of Istanbul’s 
m ajor buildings, and m oreover relatively recent in 
construction, there is insufficient information to de
m arcate the spheres of responsibility of architects and 
decorators in the work. Although Karabet Balyan and 
his son Nikogos Balyan are both referred to as the ar
chitects of Dolmabahçe in literature on the subject, ex
actly which sections w ere designed by who goes un
said. H ow ever, the evidence available indicates that 
the actual design should be attributed to Karabet Bal
yan. For instance, tw o documents^’ concerning the 
transportation of m arble from Bergam a for use in 
construction of the new  palace, refer to "Ebniye-i

Şâhâne Kalfası Karabet" (imperial architect Karabet) 
with no mention of Nikogos. There can be no ques
tion of such official docum ents omitting the name of 
the son just for the sake of brevity. So we m ust con
clude that Karabet was the architect responsible for 
the construction of Dolmabahçe. On the other hand, 
when Dolmabahçe was under construction. Karabet 
Balyan was not the ebniye-i hassa m üdürü (imperial 
chief architect), and it has been impossible to ascer
tain who did hold that post at the time. Evidently Ka
rabet Balyan w as commissioned to construct the pal
ace even though not himself chief architect.

In a book of mine^ published twenty years ago, I 
asserted that Nikoğos Balyan had played a principal 
role in the decoration of D olm abahçe Palace. This 
claim was based both on information given by A rm e
nian w riters, and on w hat I had been told by a 
descendent of the Balyans, a wom an artist. However, 
in the course of my research into 19th century culture 
and art since then I have encountered new evidence 
which obliges me to revise m y form er conclusion. 
This suggests that the French d eco rator Séchan
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played a very influential role in both  
the interior decoration and the furnish
ing of the palace.

In a contem porary article about Dol
m abahçe, a general description is fol
lowed by a detailed account of the dec
oration and furnishings. The w riter  
tells us that the sultan personally re
quested Séchan to undertake the deco
ration  of several of the reception  
room s, and that the reception room s of 
the H arem  w ere decorated by French  
artists under Séchan's personal super
vision. Apart from the wall and ceiling 
decoration, Séchan w as also responsi
ble for the furnishings of the palace.
The writer says that Séchan personally 
drew the designs for some of the furni
ture, which w as largely in Louis XIV 
period style; that he ordered the tables, 
chairs, arm chairs, couches, m irrors, 
clocks, vases, chandeliers, candelabra, 
coffee tables and Venetian glass from  
Paris; and several tim es travelled to 
that city to supervise the m anufacture  
and purchasing. Séchan endeavoured  
to furnish Dolm abahçe Palace in the 
style of European palaces. In the view  
of the writer, the harmonious combina
tion of architectural decoration and fur
nishings created a setting of fairy-tale 
beauty, particularly in the M uayede Sa- 
lonu and other room s of state, further 
enhancing the value of the building de
signed by the architect Karabet.

Again it is notable that this article, 
which gives us so m uch detailed infor
mation about the decorator, mentions 
only Karabet Balyan as architect.

Séchan was commissioned to organ
ise the furnishing of Dolmabahçe Pal
ace in 1853^ and in 1858 we find him  
involved in purchasing the chandeliers, seating and 
other items for Dolmabahçe Theatre, which was built 
after the palace.

A single artist could never have produced all the 
ornam ental com positions for a palace on the scale of 
Dolmabahçe, and so lavishly decorated throughout. 
Undoubtedly, as in similar buildings of this size, the 
decoration would have to be designed and executed  
by a team  of decorators under the supervision and 
control of the architect. The fact that the decoration is 
the w ork of several different artists explains why  
there are bound to be discrepancies in style between  
different paintings, no m atter how carefully the work 
was supervised.

H ardly a surface in the M uayede Salonu, the most 
im posing room  in the palace, is w ithout elaborate  
decoration: on the m any colum ns with com posite

23 Part of the Süfera Salonu at Dolmabahçe Palace. Note the western style of 
the composite capitals, the window cornice and ceiling decoration.

capitals, the extrados and intrados of the arches, the 
pendentives, the dom e and part of the walls. Both in 
terms of the motifs and overall design, as well as the 
dazzling splendour of the gilding, the M uayede Salo
nu is the section of the palace which complies most 
closely to western tastes in decoration.

Beylerbeyi w as the first palace building com m is
sioned by A bdulaziz, w ho like his elder brother 
Abdiilmecid, undertook an ambitious building pro
gram m e and was m ore interested in secular than sa
cral architecture. Since decrees and regulations order
ing the use of stone and brick for all buildings were 
issued in the 19th century, new palaces could hardly 
be built of timber. So the original timber Beylerbeyi 
Palace was demolished to make w ay for a new stone 
building. The plan was conceived as a single main  
building with some small outbuildings and pavilions.

23
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24 Part of the panelled reception room in Beylerbeyi Palace. Note the oriental 
effect of the column capitals and stalactite work in the niches.

As far as we can ascertain, the architect of Beyler
beyi Palace w as Serkis Balyan’°. In the process of 
studying contem porary  sources, I have not com e  
across any new information that might throw doubt 
on what we already know about the architect of Bey
lerbeyi Palace. N or have I uncovered any firm evi
dence as to the identity of the decorators of the pal
ace.

Since the interior decoration of Beylerbeyi Palace is 
largely based on motifs of Turkish and Islamic origin, 
it appeals to traditional tastes.

There are conspicuous discrepancies between the 
exterior and interior decoration of Beylerbeyi and 
Dolmabahçe palaces. While articulation achieved by 
rows of alternating engaged columns and pilasters in 
a concave-convex rhythm  is em ployed only in the 
M uayede Salonu at Dolmabahçe, this device is repeat

ed right across the façade of Beyler
beyi Palace. The wall surfaces be
tween the engaged columns at Beyler
beyi are also elaborately decorated. 
Since the windows are narrow er than 
those of D olm abahçe, the engaged  
colum ns are set closer together, rein
forcing their dynam ic effect. The exte
rior colum ns at Beylerbeyi have com 
posite cap itals, but the acan th u s  
leaves are neither so num erous nor 
do they taper as m uch as those at 
Dolmabahçe. The frequent juxtaposi
tion of arched and rectangular w in
dow s in adjoining pairs, im parts a 
sense of discord which is exacerbated  
by the overhanging projections used 
to magnify the decorative effect of the 
arched windows. Yet the real am biva
lence at Beylerbeyi lies in the incom 
patibility betw een the exterior and 
the interior decorative elem ents and 
designs; western ornam entation pre
vailing on the exterior, in contrast to 
the Turkish and Islamic em phasis of 
the interior decoration.
Like D olm abahçe, Beylerbeyi is a 
product of eclectic architecture, incor
porating elem ents of neoclassicism , 
neo-Renaissance, baroque and Em 
pire. But w hereas D olm abahçe's  
eclecticism passes Turkish and Islam
ic art by. Beylerbeyi em braces them  
with the sam e enthusiasm  it show s 
for western styles.
Another im portant point needs to be 
m ade here. As already mentioned the 
secon d  m ajor p a lace  b uilt for  
Abdiilaziz w as the new Çırağan Pal
ace, which post-dates Beylerbeyi and 
was also designed by Serkis Balyan. 
Yet this palace differed significantly  

from both Beylerbeyi and Dolmabahçe. Çırağan Pal
ace was Turkish in character within and w ithout, in 
both its decoration and architectural forms. It struck a 
chord of sym pathy in the Turkish heart, seem ingly  
the epitomy of what a modern Ottom an palace of the 
19th century ought to be, at a time when Türkiye was 
in pursuit of progress by m eans of western science 
and technology.The fact that two palaces built within 
a short space of time by the same architect could dis
play such disparate features suggests that the archi
tect was swayed by some powerful influence. Such in
fluence over the style of the palace as a whole can  
have originated in none other than the sultan himself.

Unlike the interior colum ns of Dolmabahçe, which 
have com posite capitals combining elem ents of the 
Doric, Ionic and Corinthian orders, the colum ns of 
Beylerbeyi are inspired by Islamic capital design and
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25  Detail of the painted ceiling decoration in Beylerbeyi Palace.

stalactite work to achieve a unique composition. The 
corresponding decoration on the cornices, ceilings 
and walls, and the geom etric ceiling coffers inspired 
by traditional Turkish woodwork and enclosing deco
rative motifs and com positions, are w itness to the 
achievem ent of an original and m ature style of deco
ration.

The integrity which manifests itself in the interior 
of Beylerbeyi Palace seems to be a precursor of the di
rection tastes w ere going to take in palace and other 
secular architecture over this period of w esternisa
tion; and illustrates how an em pathic atm osphere  
could be created by taking earlier traditions as a start
ing point.

There is a lesson to be learnt from Beylerbeyi Pal
ace's interior decoration: the Ottom an palace had nec
essarily to be planned in accordance with modern life 
styles, yet at the same time it had to be capable of em 
bodying at least some of the congeniality and warmth  
of Turkish and Islamic decoration, even in the m od
ern  fu rn ish in gs. In terior d eco ra lio n  sh ould  not be*
swamped so entirely in western motifs as to alienate 
the Turkish observer.

Although neither Beylerbeyi nor the new Çırağan  
Palace w ere built as perm anent royal residences but 
as sum m er palaces, their proportions w ere by no 
means m odest. They w ere expected to display a fit
ting m agnificence and w ere built accordingly.The  
spatial arrangem ent had to accom m odate the private 
harem apartm ents as well as the public selâmlık, not 
to mention room s in which to conduct affairs of state

such as receiving the council of ministers, conducting  
council meetings and giving audience to foreign am 
bassadors. The inclusion of room s for all these varied 
functions reflects the conceptual role of a royal palace 
in 19th century Türkiye.

The extensive grounds of Beylerbeyi Palace contain 
a number of minor structures, such as the San Köşk, 
the M erm er or Serdab Köşk, the Ahır Köşk (stables), 
and the two w aterfront pavilions. The entire palace 
took three years to build.

Two new spaper articles published at the time are 
interesting and informative in different respects. One 
is an account of the inauguration cerem ony, and the 
other of the palace's construction. They w ere pub
lished in Takvim-i Vekayi and Tercüm an-ı Ahval re
spectively.

Both articles, which are given in the original Otto
man in the Turkish text, are given in translation be
low. Although they have been simplified in the pro
cess of translation, som e idea of the style is still 
c o n v e y e d .

The first article about the reasons for constructing a
new  p alace is as follows:

"Since the Imperial Waterfront Palace at Beşiktaş is n 
winter palace, both in terms of its situation and structure, 
and since the Imperial Summer Palace of Çırağan had fal
len into ruin and Beiflerbeyi Palace was in an advanced 
state of disrepair, His Majesty the Sultan ordered an impe
rial summer palace to be built at Çırağan and small royal 
apartments in the form of a pmvilion to be built at Beyler
beyi. Now the royal apartments at Beylerbeyi have been
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completed down to the smallest detail, and may God grant 
that the sun whose rays warms the earth, our benefactor 
the auspicious Caliph, Our Gracious Lord Sultan may ev
er enjoy honour and bliss. The news that the glorious 
monarch had removed to the abovementioned palace was 
reported in Takvim-i Vekay-i last week. Since the afore
mentioned Beylerbeyi Palace is a place of unparallelled 
beauty with no equal in the world, the Sultan realised that 
there was no need to construct another summer palace. 
Instead he ordered that those sections of the new Çırağan 
Palace which were already built should not be allowed to 
fall into disrepair, and that in order to make use of the roy
al private garden behind, the stone walls of the basement 
already built should be completed and between them a 
small kasır constructed. The Sultan declared that the Otto
man estates should be maintained in excellent condition, 
and that since the ruined condition of some of the build
ings in Istanbul, sublime seat of the Caliphate, was unbe
fitting a Sultan, first of all those buildings belonging to 
him and of unique character should be restored. Moreover, 
it has been decreed by Our Lord the Sultan whom we pray 
God to grant long life, that if necessary the sufficiency of 
one should be investigated and the other abandoned, and 
the symbols and decorations of His Sublime Majesty re
moved for protection. "

The second article describing the inauguration cer
emony is given below:

"It was announced by special decree that the Sultan 
will remove to the Imperial Waterfront Palace of Beyler
beyi, newly built as a private and beautiful summer palace, 
decorated in most excellent fashion and furnished. Since it 
is inconceivable that on such occasions the ranks of those 
in the Sultan's service who are treated with equality and 
his loyal subjects should not perform the duties behoving 
them and take the opportunity to express their esteem and 
veneration at a ceremony of gratitude, in connection with 
this occasion which is regarded as the ultimate degree of 
jubilation and good fortune, the sublime procession took 
place. To the one hand His Majesty's warships anchored 
in all their splendour in the Bosphorus were bedecked from 
stem to stern, while in front of the aforementioned palace 
on the parade ground the ranks of soldiers lined up as the 
guns fired in salute to Our Lord the Sultan, as he boarded 
his caique at the Imperial Waterfront Palace of Beşiktaş, 
proclaiming his sublimity and power. The warships bore 
the naval arms on their masts, as we greeted him by shout
ing loud "Long Live Our Sultan!" over and over again 
with an exuberance which did not diminish, while the Sul
tan who is the slory  of the henvend and the world, com
menced by performing his prayers at Beylerbeyi Mosque. 
O nce the official Selnmitk ceremony had been performed, 
the officials in his service, wearing their ceremonial dress, 
lined up in two rows, waiting expectantly for Their Lord 
the Sultan to make his appearance, before parading in glo
rious procession to the aforementioned waterfront palace, 
and entering therein. We hope that the coming of the Sul
tan will be auspicious and a c a u s e  for joyful celebration on 
many occasions to come. In the presence of the Sultan's 
mother in the Sultan's courtyard and in expression of deep

gratitude the Sultan made gracious presentation of gifts of 
fifteen thousand kuruş to the imperial galleon Kosva Us
kur, ten thousand each to the imperial galleon Fethiye, and 
the imperial frigates Ertuğrul, Hüdavendigâr, Nasrülaziz 
and Mansure, and various sums to the imperial steamship 
Süreyya, the corvettes Lübnan, Muzaffer, İskenderiye and 
Zühaf, and ten thousand kuruş to each battallion of sol
diers.

"May God's beloved servant. Our Lord Sultan, and the 
most fortunate and auspicious princes bless us with their 
ultimate felicity.

"Yesterday the powerful esteemed ministers swore alle
giance to Our Lord Sultan at an audience in the official 
apartments of His Majesty. "
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C l a s s ic a l  a r c h it e c t u r a l  e l e m e n t s  in

THE FAÇADE DECORATION OF DOLMABAHÇE PALACE

A r z u  KARAMANf

closest heirs of classical art in general and Roman art 
in particular, incorporated all the elements of classical 
architecture in their own buildings, to create a com 
pletely new concept of architectural space and style.

The classicism of the 18th century which attempted  
strict copies of classical architecture maintained its in
fluence until the 1850s, but once this source of inspira
tion dried up, European architects found themselves 
at a creative loss’.

With the industrial revolution, which com m enced  
in England and rapidly spread to the rest of Europe, 
mechanised production began to supersede handcraft
ed goods. The ruling classes, too, underwent radical 
change, as pow er passed into the hands of industri-

- M :  S t

T^ he classical architecture of the Aegean region 
between the 7th century BC and the 4th cen
tury AD had its roots in yet earlier times and 
developed within its ow n system  of causal 

relationships and concepts. The m ost conspicuous 
characteristics of this architecture are the facade or
ders, which im part the overall style of the building. 
Changes in facade composition over time and in differ
ent regions are best illustrated by temples, in which the 
facade takes its most crystallised form. From  the 7th 
century until the fall of the Roman Empire, temple ar
chitecture varied only in detail and order.

The principal orders are the Doric, Ionic, and Corin
thian, followed in the late classical period by the Doric- 
Tuscan and Composite. Fundam ental to all the differ
ent orders is a com position of vertical supports sur
m ounted by horizontal elements. The vertical supports 
consist of rows of columns around the temple, and the 
horizontal structures of a roof terminating in triangular 
pediments and an entablature. In determining the rela
tionship between the colum ns and entablature, the or
der m ay be defined as a composition of separate verti
cal elements and a series of superim posed horizontal 
members. W hile forms m ight vary in detail between  
the different orders, there w as no deviation from the 
fundamental rules of structural composition. W hatever 
the order of a classical temple, there could be no ques
tion w hatever of, for exam ple, leaving out the archi
trave or altering its position.

These architectural elem ents, which m ay be most 
clearly observed in classical temples, influenced virtu
ally all the architectural m ovements of succeeding cen
turies. W hether in isolation or as part of compositions 
reminiscent of the classical orders, these elements were 
regularly employed in the facades of later buildings.

Fifteenth century Europe abandoned the insular 
thought system of the Middle Ages for a humanist out
look in which man was the focal point, so ushering in 
the Renaissance. Italian architects, w ho w ere the

1-2 The Hazine-i Hassa 
gateway of Dolmabahçe 
Palace is structurally 
similar to Roman victory 
arches. Yet a very different 
baroque mood has been 
achieved by the use of 
ornamental compositions 
of classical elements on 
which baroque motifs 
have been imposed.

Arzu Karamani, archaelogist.
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The Corinthian columns, friezes, volutes, garlands 
and acroteria on the pillars flanking the quay 
gates are juxtaposed in purely baroque 
compositions.
The central section of the symmetric Saltanat 
Kapısı also resembles a Roman victory arch, and 
incorporates numerous classical elements 
arranged in baroque style.

alists. This rapid and inexorable process of transfor
mation demanded buildings with new functions, and 
gave unprecedented m om entum  to building develop
ment. But although the pace of construction rose, orig
inal styles failed to em erge at a corresponding rate. 
The urgency of responding to new functional require
ments and the pace of change pushed considerations 
of creativity into the background, and architects were 
obliged to resort to forms which the merchants and in
dustrialists who were their clientele were familiar with 
and could easily accept; in other w ords to "historical" 
forms^.

So it w as that eclecticism , which drew  on all the 
styles which had previously dom inated European ar
chitecture, put its stam p to the architecture of the 19th 
century, a period when historicist attitudes prevailed. 
In this century when "architects preferred story-telling

N A T I O N
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5 The two-storey prostyle porticos on the
seaward and landward facades of the Mabeyn, 
and on all four facades of the Harem and the 
Valiaht Dairesi are the sections which 
contribute most to the neoclassical appearance 
of the palace.

6The consoles at either side of the upper floor 
rectangular windows continue right around the 
facade.

7 The unfluted Ionic columns on the ground floor 
have cushion capitals.

program m e of westernisation“*.
The objective of w esternisation w as not to bring 

about cultural change, but to rescue the empire from  
disintegration. Yet m ilitary, political and econom ic 
reforms along western lines, brought cultural change 
in their wake^. From  the 18th century onw ards cultu
ral exchange with the W est began to influence O tto
man civilisation in general, and architecture in partic
ular. The w estern artists and architects who visited 
the Ottoman Empire and worked there for long peri
ods, and the experiences of Turks educated in Europe 
all contributed to this process.

It was in this climate of indiscriminate borrow ing  
from Europe that eclecticism was "imported" in a de
sire to adapt to the times. Little thought was given to 
how com patible it might be with O ttom an architec
ture.

Above all, the reign of Abdiilmecid marks the pin
nacle of westernisation in art. It was at this time that 
Christian Ottoman architects, who combined intimate 
knowledge of Ottom an culture with affinity to w est
ern culture deriving from shared religious beliefs, 
cam e to prominence. The Treasury Library of Topka-

pi Palace contains a collection of western books on ar
chitecture, som e of which are thought to have been 
brought to Istanbul following the visit to France by 
Yirmisekiz M ehmet Çelebi in 1721, and others pur
chased later for pro-w estern sultans. W e m ay be justi
fied in assum ing that these books w ere a valuable 
source of visual material for the palace architects^.

Although the Mecidiye Köşk at Topkapi Palace, and 
the later Ihlamur Kasır remain faithful to the tradition
al Turkish house plan, in which the room s lead off a 
central space known as the sofa; in terms of their exte
rior decoration they m ay be regarded in a sense as 
prototypes for Dolm abahçe Palace, which is a full- 
fledged exam ple of European eclecticism.
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The hom e of the state's highest ranking dignitary  
was now entirely western in appearance. Dolmabahçe 
Palace displays a highly original interpretation of 19th 
century European eclecticism. The m onum ental H a
zine-i Hassa and Saltanat gatew ays, M uayede Salonu 
and clock tower designed by Nikoğos Balyan, a m em 
ber of the Balyan family who had studied in Europe; 
and the Mabeyn-i H üm âyun, Imperial Harem  and Ve- 
liahat Dairesi designed by his father Karabet Balyan, 
diverge to a significant degree in their interpretation  
of neobaroque. Those sections designed by Karabet 
Balyan are far m ore static and uncluttered in expres
sion than the heavily decorated gatew ays. Their fa
cades are rem iniscent of the traditional w aterfront 
houses along the Bosphorus, and neoclassical features 
prevail.

Monumental Gateways
Classical architectural elements figure largely in the 
decoration of all the sections of the Dolmabahçe com 
plex. Close examination reveals that despite the imme
diate im pact of the baroque, what we are seeing is ac
tually compositions of classical architectural elements, 
onto which baroque motifs have been imposed.

Classical architecture is manifested both in entire 
sections of the palace, and in the decoration alone. The 
most explicit exam ple of the former are the monum en
tal gatew ays which, while reminiscent of Roman victo
ry arches, differ from them and their 19th century imi
tations both in the form and profusion of the decora
tion and in terms of its function.

Only the Saltanat Kapısı has similar decoration to 
both front and rear. Complementing the sym m etry of 
the palace, this gatew ay uses a combination of many  
classical elements. The facade of the arched entrance  
com prises all the members of a Corinthian order tem 
ple, following approxim ately the sam e arrangem ent. 
H ow ever, these members have been embellished with 
baroque motifs, and close scrutiny reveals certain dis
crepancies of detail. For exam ple, the fluting on the 
colum ns is echeloned and tapers into points tow ards 
the capitals. As well as the elements of the Corinthian  
order, elements seen frequently in late classical tem- 
ples-consoles of various types and sizes and ovolo  
m ouldings-are combined with Ionic volutes and gar
lands to form baroque compositions. In addition, ele
ments resembling the ubiquitous triglyphs of Doric 
temples have been used in similar fashion on the pro
jections which surm ount the colum ns flanking the 
arch. The soffit of the arch bears low-relief medallions 
resembling the coffers used on the ceilings of the co
lonnades in classical temples.

Pairs of Corinthian columns on the side wings link
ing the main entrance to the towers and Corinthian or
der entablature elements above them have undergone

some modification of form. Flanking the window s of 
the four tow ers are pilasters with Corinthian capitals 
w hose shaft decoration has been com pletely trans
form ed, and above them are entablature segm ents 
which extend from the wings and curved pediments. 
This com position is repeated on all four faces of the 
towers. Above them are baroque compositions of tiny 
Corinthian colonettes, consoles, ovolo m ouldings, 
dentils, bead mouldings, garlands, pediments and vo
lutes.

Dolmabahçe's second m onum ental gate is the H a
zine-i Hassa Kapısı. Although at first sight this seems 
to correspond stylistically to the Saltanat Kapısı, there 
are certain discrepancies in the arrangem ent and se
lection of motifs. M oreover, the side wings terminate 
in two instead of four tow ers, and the decoration on 
these tow ers differs from that on those of the Saltanat 
Kapısı. The inner face of the Hazine-i Hassa Kapısı is 
far less elaborately decorated than the facade. The ele
ments used in both gatew ays are virtually the same 
except for minor discrepancies. The fluting on the Co
rinthian capitals is not echeloned as on the Saltanat 
Kapısı and has rounded instead of pointed ends; the 
rosettes on the capitals differ; and the dentil, bead and 
ovolo m ouldings are used in different places and 
forms.

The decoration on the crest of the Hazine-i Hassa 
Kapısı is the same as that on the inner face, but all the 
Corinthian colum ns on the facade are m irrored by 
fluted and unfluted pilasters on the inner face. Moreo
ver, much of the decoration is not repeated on the in
ner face, which is therefore far plainer than the exteri
or.

There are several other gatew ays within the palace 
com plex resembling ancient Roman arches. One of 
these is the gatew ay facing the Hazine-i Hassa Kapısı 
leading into the Hasbahçe (private garden of the sul
tan) and set on the main axis.The sam e motifs appear 
on either side of this gatew ay, but the Corinthian flut
ed pilasters on the exterior fill out to becom e free
standing and unfluted columns on the interior, under
pinning overhanging bays. Above the columns and pi
lasters are small consoles spaced at equal intervals. In
stead of the floral motif coffers on the intrados of the 
Saltanat and Hazine-i Hassa gatew ays, here the floral 
motifs are painted. The decorative composition on the 
interior face of this gateway is like a miniature copy of 
the upper floor decoration on the facade of the M uay
ede Salonu.

Betw een the H azine-i H assa Kapısı and the 
H asbahçe is a small courtyard with archw ays on two 
sides set at rightangles to the m ain gatew ay. One 
leads into the courtyard of the M efruşat Dairesi and 
the other into the Hazine-i Hassa (Imperial Treasury). 
Both again resemble Roman victory arches, and are
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8 Corinthian pilasters, columns, ovolo mouldings, and curved and broken-apex pediments decorate the 
surround of the double windows between the pairs of columns.
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plain apart from  som e decoration on their interior 
face.

Classical elements incorporated in baroque com po
sitions can also be seen on the five Yah Kapısı (w ater
front gate) along the place quay. Four of these are  
identical, while the fifth facing the M uayede Salonu is 
m ore ostentatiously decorated. The decoration is the 
sam e on both sides of the marble pillars, apart from  
the fact that the Corinthian pilasters on the inner face 
replace the demi-columns on the seaward facade.

There are compositions of leaf motifs just above the 
pedestals of the pilasters and colum ns, and the dou
ble-echeloned fluting on the shafts term inates in 
pierced lobes. These and similar decorative additions 
impart a baroque appearance to what are basically Co
rinthian order columns.

The main Yah Kapısı has similar but m ore elaborate 
decoration to the other four. Both facades are flanked 
by pairs of Corinthian dem i-colum ns with baroque 
decoration and triple-echeloned fluting tapering to 
points reminiscent of Gothic church decoration. Below  
the abaci of the capitals are decorative elements re
sem bling those used in traditional tim ber houses

along the Bosphorus, and above a frieze sim ilar to 
triple fascia architraves decorated with baroque motifs. 
The finials on the marble gateposts bear an entirely ba
roque com position of Ionic volutes, garlands, ovolo  
mouldings and acroteria.

On top of the rectangular columns at equal intervals 
along the iron railings linking the quay gates are gar
lands between the corner consoles.

The Main Palace Buildings
W ith the exception of the M uayede Salonu, the main 
palace, consisting of the Mabeyn-i H üm âyun, the Ha- 
rem-i Hüm âyun and the Veliahat Dairesi, is far less ex
travagantly decorated than the monum ental gateways. 
The decoration on the entrance facade of the palace ex
tends right along the seaw ard facade, and partially  
along the landward facade, with barely any modifica
tion. In this respect the palace can be said to have a 
m odular decorative com position. The sections which 
prim arily serve to impart the neoclassical appearance  
to the facade are the entrance to the Mabeyn, the sea
ward and landward facades, the seaw ard facade of the 
H arem , and the tw o-story colonnaded porticos on the
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seaw ard and landward facades of the Veliahat Dairesi. 
The lower colonnades of the porticos consist of unflut
ed Ionic colum ns with cushion capitals, and those of 
the loggias above of unfluted Corinthian columns. The 
friezes and pediments above the loggias differ only in 
detail from those of Roman temples, although the dec
oration on the pedestals of the loggia columns, on the 
frieze over the architrave and within the pedim ent 
bears no resemblance to classical decoration. Between 
the arched doors and windows in the wall behind the 
colonnades are pilasters with identical capitals and 
dentils. Level with the pilaster capitals, at the corners 
of the building are volutes on the ground floor and 
helices on the upper floor. There are consoles in the 
centre of the door and window arches on both storeys.

All the prostyle porticos which impart a predom i
nantly neoclassical appearance to the main structure, 
have the sam e decorative com position, which is the 
continuation of the bands which cross the facade from  
end to end. The classical elements which are incorpo
rated into this com position are the pilasters echoing 
those on the porticos which flank the w indow s; the 
garlanded frieze and two-fascia architrave immediate
ly below it which divide the ground floor from the 
upper floor; the two-fascia architrave over the Corin
thian colum ns; the frieze of ogee mouldings; the band 
of dentils and consoles; the motifs resembling Doric 
triglyphs repeated at regular intervals betw een the 
parapets and the garlands between them; and the con
soles flanking the rectangular upper floor windows.

The continuous repetition of the facade decoration is 
broken by the Binek Kapıları (carriage doors) of the 
Selamlık and the H arem  positioned sym m etrically to 
either side of the M uayede Salonu. The decoration of 
each is identical. In contrast to the simplicity of the 
arched doors them selves, the surround is adorned  
with a baroque com position of classical motifs. Only 
the capitals of the small Corinthian columns which ad
join the Ionic pilasters on either side of the doors bear 
any resem blance to their classical counterparts, the 
shafts and pedestals being entirely baroque in style. 
Below the windows flanking the doors are garlands set 
in frames. Above the arches are m ore garlands en
twined about leaf mouldings, and above these a m e
dallion w hose inner edge is encircled by an ovolo  
moulding and flanked by console motifs.

Muayede Salonu
The most distinctive divergence from the uniform dec
orative composition of Dolmabahçe Palace is the M u
ayede Salonu, which is twice the height of the Mabeyn 
and the H arem . The seaw ard facade of this magnifi
cent hall, while differing from  that of the other 
sections, uses similar architectural elements with simi

9 The symmetrically placed carriage doors on either 
side of the Muayede Salonu are adorned with 
classical elements arranged in baroque style.

10 Detail of the decoration on the Muayede Salonu 
facade. The decoration on the lower storey is 
predominantly Composite, and that of the upper 
storey Corinthian.

lar conceptual treatment. The decoration of this facade 
is sym m etric. Alm ost all the elements are taken from  
the classical orders but adorned with baroque motifs 
in com positions which are typical of other palaces of 
the period.

The decoration on the lower storey is predom inant
ly Composite and that of the upper storey Corinthian. 
The tw o-storey portico with colonnades of four col
umns surm ounted by mouldings and friezes projects 
beyond the other sections of the facade. Flanking the 
colonnades are pairs of pilasters corresponding to the 
order of the columns.

The frieze above the lower columns and the decora
tive mouldings above and below it are reminiscent of 
those in Com posite order temples although their ar
rangem ent diverges considerably from the original 
classical. Instead of the triple-fascia architrave which

10
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11 The decoration on the four-storey Dolmabahçe 
Clock Tower becomes steadily less elaborate 
towards the top. Classical elements are most 
prevalent on the first and second storeys.

12 Although the pairs of Composite columns on the 
ground floor and the elements surmounting them 
appear to be arranged in classical order at first 
sight, in fact some elements are missing.

should surm ount the colum n capitals there is a series 
of narrow  mouldings. On the other hand, the arrange
ment of the dentils, ovolo moulding, consoles, geison 
and sima is largely faithful to the original. The seven 
arched doors between the pairs of columns are flanked 
by Com posite columns and a section of roof elements 
also arranged in classical order. The capitals of these 
colum ns are plainer than those of the pairs of col
um ns, and have a single row of acanthus leaves. The 
flutes are double echeloned, and the frieze above the 
capitals is embellished with lotus-palmette motifs.

The position of the upper storey Corinthian col
um ns correspond to those on the lower storey. H ow 
ever, the frieze bears no relation to those of Corinthian 
temples. The columns beneath the entablature are rep
etitions of those on the lower storey. The surrounds of 
the seven pairs of windows, which are similar to those 
of Gothic church architecture, behind the pairs of col
umns are elaborately decorated, and to either side and 
between them are columns and pilasters with capitals

in both Byzantine and Corinthian style. The shafts and 
pedestals of the columns between the pairs of windows 
do not follow the classical order. The fluting on the pi
lasters flanking the window s is identical to that on the 
Corinthian colum ns of the waterfront gates. The floral 
frieze above the w indow  pairs is surm ounted by an 
ovolo moulding and a curved, broken pediment. Ovolo 
mouldings encircle floral motifs within the medallion in 
the centre of the pediment and those to either side. The 
consoles flanking the central medallion and the garland 
below it are the other notable classical motifs. The m o
tifs below the windows are similar to triglyphs and m e
topes. The sam e triglyph motifs have been used in 
equally spaced pairs along the parapet of the M uayede 
Salonu. The garlands above them correspond to those 
on the pillars linking the railings along the quay.

The Clock Tower
The clock tow er designed by a m em ber of the Balyan 
family also makes abundant use of classical elements. 
The decoration on the four-storey tower becomes steadi
ly plainer tow ards the top, with classical elements pre- 

11 dom inating on the first and second storeys. Pairs of 
Com posite colum ns flanking the door and the arched  
w indows carry a floral frieze and elements resembling 
geisons and simas. Although this arrangem ent seems 
similar to the roofing system of a Composite order tem
ple at first glance, som e of the elements are missing. 
There are garlands on three faces of the pinnacles at the 
corners of the roof which are collinear with the pilasters 
and columns below.

The pairs of columns at the corners of the second sto
rey and the small unfluted Corinthian columns flanking 
the windows are Corinthian. They are surm ounted by a 
frieze and entablature whose elements and arrangem ent 
are different from those on the lower storey. The classi
cal elements on this storey are the consoles below the 
entablature and the garland motifs, which are located 
above the consoles, in the centre of the curved broken 
pediment and on the window arches.

There are consoles at the upper corners of the rectan
gular third storey w indow s. The colum ns of the two 
low er storeys are transform ed to unfluted Corinthian  
pilasters here, above which are consoles appearing to 
support the upper storey balcony.

The decoration of the fourth storey, where four clock 
faces replace the windows, is almost identical to that of 
the other storeys. Above the pairs of unfluted Corinthi
an pilasters are consoles appearing to support the upper 
entablature, over which is a broken apex pediment with 
a plain garland in the centre on each facade. On each 
corner of the tower crest are elements resembling acro
teria.

The tower rests on a low socle with fountain-shaped
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14

ornam ents at each corner. The exterior of the fountain 
basins are embelUshed with lotus and garland motifs.

Camlı Köşk
The blind walls of the palace's landward facade isolate 
the palace from the outside w orld. Only the Camlı 
Köşk (G lazed Pavilion) from  w hich the sultans  
w atched parades along the avenue breaks this isola
tion. Connected to the main palace by a long corridor, 
two conterm inous facades of this section overlook the 
avenue. Below the overhanging bays are twelve Corin
thian colum ns whose capitals diverge from this order 
in some respects. The helices which should surm ount 
the acanthus leaves are missing, the corners of the aba
ci are flat instead of concave, and there are no pateras 
in the centre. On the wall behind the colonnade are 
twelve pilasters whose capitals differ from those of the 
colum ns, although their shafts are identical. From  a 
distance this com position gives the im pression of a 
double row  of colum ns, like the pseudo-dipteral tem 
ples of classical architecture.

Other classical elements used in this section are the 
consoles below the entablature of the roof and below  
the windows, the dentils, and the architrave.

Chimneys
The central heating chimney resembles the columns of 
the Cam lı Köşk. Built during the reign of Sultan  
Mehmet Reşad, the shaft of the chim ney is unfluted.

The torus in the centre of the chimney is embellished 
with plain garlands. There are dentils around the 
upper edge of the chimneys of the Mefruşat Dairesi.

Bezm-i Alem Valide Sultan Mosque
Built by Serkis Kalfa of the Balyan family, the decora
tion of this mosque is in com plete harm ony with that 
of the palace complex.
At the corners of the pinnacles which spring from the 
pendentives of the dom e are pairs of unfluted Corin
thian colum ns, and below these on the facades at the 
foot of the small and large arches are unfluted Ionic pi
lasters. The capitals of these pilasters correspond more 
closely to the classical order than any of the other Ionic 
capitals used at Dolmabahçe Palace.
There are triangular pediments above some of the win
dow s of the son cem aat yeri, and the six colum ns at 
the entrance looking onto the rear courtyard represent 
the only Doric-Tuscan order elements used at the pal
ace. The minarets at either end of the son cem aat yeri 
resemble Corinthian colum ns up to the balconies, al
though the capitals are hexagonal instead of square to 
correspond to the circular balconies. Just below the 
conical caps of the minarets are garlands.

Conclusion
Study of the classical elements employed in the exteri
or decoration of D olm abahçe Palace indicates that 
Corinthian order elements predominate. Almost every
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13 The Corinthian order colonnade on the side facade of the 
Camlı Köşk and the corresponding row of pilasters against 
the wall behind, create the pseudo-dipteral effect used in 
classical temples.

14 At the corners of the pinnacles which spring from the 
pendentives of Bezm-i Alem Valide Sultan Mosque are 
pairs of unfluted Corinthian columns.

15 The central heating chimney dating from the reign of Sultan 
Mehmet Reşad resembles a huge, unfluted Corinthian 
column. Garlands adorn the central torus.

16 The lower sections of the minarets up to the balconies 
resemble Corinthian columns springing from octagonal 
pedestals.

different element of Corinthian order decoration has 
been employed in diverse places and forms. The Ionic 
and Com posite orders are next in frequency, followed 
by the Tuscan, which is used only in Bezm-i Alem Va
lide Sultan Mosque. The Doric order is represented on
ly by trigylph motifs. The classical elements on the fa
cades of the palace, the m onum ental gates, the Camlı 
Köşk, the Clock Tower and the mosque have been em 
ployed in new forms and functions, and reassembled 
in a baroque style of composition.

The colum ns represent the most definitive use of 
different classical orders, and are the m ost widely  
used decorative element. Other classical elements cit
ed in order of frequency are the geisons and simas 
above the colum ns; the garlands and consoles which 
take very diverse form s; the triangular, curved or 
broken-apex pedim ents, which are m ainly situated

above the windows; ovolo and bead m ould
ings which encircle medallions and similar 
motifs; dentils serving as transitional ele
m ents between the m ouldings; and finally 
lotus-palmettes, acroteria and coffers.

Examination of the exterior decoration of 
all the buildings of the palace com plex re
veals extensive use of a wide variety of clas
sical elements. Although almost all the ele
ments of the classical orders occur, how ev
er, now here does their use correspond pre
cisely to that of any order. On the rare occa
sions that their arrangem ent corresponds to 
a particular classical order, there are always 
discrepancies of detail and som e missing 
elements.

The modified classical elements are either 
relocated (the triglyphs on the balcony); ele
ments of different orders combined (the col
um ns of the carriage door) or used to form  
original com positions (the garlanded vo
lutes of the quay gates); or elements of the 
sam e order used in different arrangem ents 
corresponding to baroque style (the pairs of 
colum ns). All these modifications serve to 
highlight the pervading baroque mood.

A nother striking feature is the m orpho
logical discrepancies exhibited by each type 
of classical element. The wide diversity of 
Corinthian capitals, fluting, and garlands 
m ay be attributable to the individual m a
sons who carved them, and this is a hypoth
esis which deserves further investigation.

All the new palaces and other buildings 
constructed in Istanbul during the 19th cen
tury were decorated with classical elements. 
It is a curious anom aly that the classical ar

chitecture to which Anatolia had been a hom e many  
centuries earlier-ionic architecture actually being na
tive to Anatolia-w as revived now as an "import" from  
historicist western architecture. This is a phenomenon  
which I believe deserves further attention.

NOTES:
1 G.BAZIN, Histoire de I’Art, Paris, 1953, p. 347.
2 NIKO LAUS PEVSNER, Ana Ç izg ile riy le  Avrupa Mimarlığı, 
Dr.Selçuk Batur, Cem Yayınevi, İstanbul, 1977, p. 177.
3 op. Git., p. 177.
^ M.A.KILIÇBAY, "Osmanlı Batılılaşması", Tanzimattan Cumhuriy
ete Türkiye Ansiklopedisi, Vol. I, p. 147-152.
5 MUSTAFA CEZAR, Sanatta Batıya Açılış ve Osman Hamdi, Tür
kiye İş Bankası Kültür Yayınları 109, İstanbul, 1971, p. 1.
® GÜL İREPOĞLU, "Topkapı Sarayı Hazine Kütüphanesindeki Batılı 
Kaynaklar Üzerine Düşünceler" Topkapı Müzesi Yıllık 1, İstanbul, 
1986, p. 56-72.

43
N A T I O N A L  P A L A C E S



S om e d o c u m e n ts  c o n c e r n i n g  
THE 1 9 t h  CENTURY TURKISH PALACES

N e t IC E Y ILD IZ *

A letter and a list of furnishings discovered  
in the Prime Ministry Archive am ong a se
ries of docum ents’, tŵ o designs discovered  
in Victoria and Albert Museum^ and an ar

ticle found in the Illustrated London News^ revealed  
some nev^ facts concerning the decoration of the Dol
mabahçe Palace and the Ihlamur Pavilion.

The docum ents discovered among the papers called 
Irade for the year 1863 in the Prime Ministry Archive, 
w^ere catalogued as the debt of the palace to Mr. Peill, 
and English m erchant.A s instinct told me that these 
docum ents could be relevant to my research interest 
in Anglo-Tiirkish artistic exchanges,and, indeed, they 
revealed new and exciting inform ation. W ith other 
discoveries, lots of information cam e out concerning  
the decoration of the palace together with an im pro
priety that took place during the purchasing of its fur
nishings by Fethi Ahmet Paşa whose efforts to estab
lish a m useum  in the middle of the 19th century are 
well known“*. The event that can be considered as an 
im propriety is the misuse of Fethi Ahm et Paşa, the 
benefactor of Turkish museology who was responsible 
for the decoration of the Dolmabahçe Palace.

The aforementioned British m erchant Mr. Peill had 
lived in Istanbul for several years prior to 1853 and 
had worked under the supervision of the British archi
tect Mr. Smith. Mr. Peill took part in the business of 
ordering several supplies for the palaces and govern
ment buildings under construction then. He also took 
part in the mission of engineering and decorating  
w orks of the palace. Following his departure from  
Istanbul and establishment of his business in London  
in 1853, he contiuned to receive new com issions for 
the palace through Fethi Ahmet Paşa the Governor of 
the Imperial Arsenal and Artillery. He provided the 
palace with a lighthouse, the necessary implements 
for the gasw orks of Dolm abahçe and m aterials for 
construction and som e beautiful furniture. His con
nection continued until the sudden death of Fethi 
Paşa. Although Peill w as then worried by the fear that 
he will not be able to get the money owing to him, the 
assurances of M usurus Paşa, the Turkish am bassador

* Deputy Assoc. Professor Dr. Netice Yıldız is a m em ber of Doğu Akdeniz University.
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at London, that these w ere not commissioned for the 
Paşa but for the Sultan, he continued to provide the 
palace with the rest of the order. Tnis w as followed by 
the death of the Sultan. Soon after, in spite of his sev
eral dem ands to the Turkish embassy and to the pal
ace for the sum of 7300 sterling, the m oney owed to 
Peill was forgotten.
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Finally, he m ade a formal application to the Turkish 
Government through the British Foreign Ministry and 
the British A m bassador at the Ottom an port.The case 
w as put under investigation by a comittee of the law  
court dealing with the cases of high officials®. Peill al
so mentioned in his letter that while he had been con- 
tiniously commissioned several items of furniture for 
the palace, he was careful to make choices that would 
attract the Turkish taste in colour and shape and suita
ble for their customs and traditions^.

The com m itee investigated the orders com m is
sioned to Peill through Fethi Ahm et Paşa, primarily  
acting from the information given in the m erchant's 
letter, and this w as followed by an inquiry for the 
m oney taken from the Treasury by the Paşa. The in
quiry would bring out some details for the expenses 
m ade for the palace^ as well as personal expenses'^. 
Two lists w ere then prepared by the commitee, one of 
which is our concern here^ is a list showing the furni
ture bought for the palace. The other was a list show
ing valuable items particularly jewelry bought for Fg- 
thi Paşa's personal requirements.

The first docum ent I would like to evaluate here, is 
the list of furniture ordered for the palace, that refers

to the item s im ported from Europe. It m ay be as
sumed that this furniture was imported from England 
since the money unit given is "sterling". Also, the oth
er cases to be discussed below following the facts giv
en in this list with some other information makes cer
tain that these items were all imported from England.

The docum ent to be discussed below gives informa
tion about the furniture im ported for som e of the 
Halls of Dolmabahçe Palace and Niizhediye Pavilion. 
The furniture worth about 78 231 Sterling 12 shillings 
and 6 penning was ordered for the most magnificent 
halls of these palaces.

A Tour in the Palace in View of the Document
This docum ent reflects the first decoration of the Pal
ace to a certain extent. Although there is not much de
scription of the furniture, we get a clue to som e inter
esting types of furniture. In order to evaluate the doc
ument a small tour was m ade in the palace, but only a 
small am ount of these w ere discovered. The names of 
som e locations given in the docum ent do not m atch  
today's names. H ow ever, with the help of som e con
tem porary inventory books, it can be said that these 
are the halls on the second floor of Mabeyn-i H üm â-

The frame 
designs made for 
the sultan by W. G. 
Rogers.
Acknowledgements 
to the Trustees of 
Victoria & Albert 
Museum.
No. P&D. 8260.

No. P&D. 8261.
The engraving of 
the fireplaces and 
the mantelpieces 
for the Sultan.
The llustrated 
London News.

45
N A T I O N A L  P A L A C E S





yun. Although the locations referred to had also been 
m entioned by com paring the num ber of curtains, 
shadings and cornices, this method did not reveal a 
satisfactory result in some places.

On considering the docum ent according to the loca
tions, the following information does how ever com e 
out: The A m bassadors' Room is possibly the Hall 
called the Am bassadors' Reception Hall or The Red 
Hall located at the front of the Palace. There is a refer
ence to two glass fire screens that could be placed in 
front of fireplaces. There are also two fireplaces in the 
room  known today as the Am bassadors' W aiting  
Room. But, since the decorations of the Red Hall is 
more elaborate, it is possible that the room mentioned 
as the Ambassadors' Room is the room called the Am 

bassadors' Reception Hall today. The glass fire screens 
are possibly the ones existing today infront of the fire
places in this room . These are m ade of iron and em 
bellished with carved ornamental gilded figures. The 
decorations show a resemblance to the decorations of 
the m irror fram es taking place above the fireplaces, 
but they do not have any glass. It is possible that the 
glass had been broken or rem oved since they black
ened by smoke. There are quite a large number of sim
ilar screens in the palace. The docum ent says that the 
furniture of this room  is upholstered with em broi
dered satin, and that the two doors, topped with  
black gilded cornices, w ere screened by satin-lined  
velvet curtains. Today, there are no curtains, and no 
cornices on the top of these doors.

The la rg e  ch a n d e lie r  
hanging from the ceiling of 
this room  is possibly the 
one mentioned in the docu
ment as worth 861 sterling
6 shillings and 9 penning  
that can be used with either 
candles or gas.

It is possible to com pare  
the various sofas and chairs 
in the room as given by the 
docum ent with w hat exists 
today. But since the number 
is not the sam e, this does 
not give any decisive result. 
The long cornices surround
ing three sides of the room  
are possibly the set of cor
nices referred to in the doc
ument. A similar cornice is 
also present in the A m bas
sa d o rs ’ Room . A velv et  
topped table described in 
the docum ent does not exist 
today in this room . The ta
bles here are all topped  
with m arble m osaics. But 
there is a table at the Pink 
Hall in The H arem  Section 
of the Palace which is cov
ered with pink velvet and 
decorated with brass gilded

4-5  The Ambassadors' 
Reception Hall in the 
Dolmabahçe Palace 

6  The crystal fireplace 
and the mirror in the 
Hall of Zülvecheyn
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ornaments. Thus, it is possible that the table described 
in the docum ent is this or an identical one. Also, there 
is no curtain hanging on the doors of this room as it is 
described in the docum ent. A m ong the furniture  
bought for this room , there are a sofa and a decorated  
cabinet topped with a mirror. The present furnishings 
consist of a set of armchairs, chairs, a sofa and a cabinet. 
From the number of these seats, it could be suggested  
at this point that these furnishings are the ones made 
for the Am bassadors' Room. The arm s crow ning the 
furniture would also suggest that these were m ade in 
Europe, particularly as they are in such a stately room  
of the palace and are therefore probably, the ones com 
missioned through the merchant Peill.

The table bought for the M abeyn-i H üm âyun,

which is probably the Hall called today the Süfera 
(Am bassadors') Hall, is rather interesting as it has six 
Saxony porcelain vases fitted to its legs and is topped  
with decorated mosaic work. Although there are some 
tables in the palace, the legs of which have ornamental 
pieces in the shape of vase motifs, no table had been 
found in the palace with Saxony w are’”. On the other 
hand, there are several sm aller tables topped with  
marble mosaic work that would fit the descriptions of 
the tables referred to in the docum ent. There exist 
such small round tables topped with marble and em 
bellished with geometrical mosaic work in the Am bas
sadors' Waiting Room.

The m ahogany frames commissioned for the shad
ings which w ere nine in the Mabeyn-i H üm âyun and

six in the Zülvecheyn Hall 
rem ind one the round m a
hogany frames crowning the 
doors of these room s. A l
though the w indow cornices 
of these p laces are  also  
rounded, they are com plete
ly covered with gilt, prob
ably, as a result of restora
tion.

There is a description of 
three large "sofas with two  
sides" bought for the Cham 
ber of the Sultan which is 
rather astonishing. This re
minds one of the "S" shaped  
arm chairs that have seats at 
the front and back which are 
present in several a p a rt
ments of the Palace or of the 
corner sofas in the Pink Hall 
of the H arem section.

Again, the information we 
have in the docum ent about 
the eight vases and the ped
estals which were bought for 
the sam e Hall is not ad e
quate to determine the exact 
objects. There are several 
such large vases standing on 
pedestals in the large Halls

7  The Ambassadors' Hall 
of Dolmabahçe Palace

8  Main Entrance Hall
of Dolmabahçe Palace

9 The fireplace in the 
Ambassadors' Hall 
The fireplaces in all 
these three pictures 
bear a similarity to the 
designs prepared by 
Rogers

49
n a t i o n a l P A L A C E S





of the Palace. Their size prevented us from looking for 
stamps on their underside.

The nam es of som e locations found in the docu
ment also considered carefully. One of these is the Sul
tan's Bed Chamber. It is indicated that one of the four 
rock-cut crystal fireplaces ordered for this cham ber 
had been delivered, while the rest were held up since f 
the merchant had not been paid properly. Our tour in 
the palace showed us that there are only five crystal 
fireplaces, two of which are in The Ambassadors' Re
ception Room, another two in the Am bassadors’ Wait
ing Room  and the last one w hich is larg er and m ore
stately in the Ziilvecheyn, but there is no crystal fire
place in the H arem Section of the Palace. The fireplac
es in the Am bassadors' Reception Hall are red in col
our while the ones in the Ambassadors' Waiting Room  
are transparent, although in other respects they are  
identical. The one in the Ziilvecheyn is also red, with 
more elaborately gilded brass parts, and the large mir
ror frame on the top of this is different from the other 
four.It is carved in the sam e style as the frames of the

crystal panels on the fireplaces in the Süfera and Med- 
hal Halls (Entrance Hall) of the palace. The location  
indicated in the docum ent for the crystal fireplaces is 
the Bed Chamber of the Sultan. In this case, it is possi
ble to put forward a new hypothesis: The Ziilvecheyn 
Hall and the room s around this cham ber w ere prob
ably a place w here the Sultan changed and relaxed  
during his working hours. There is a reference to a 
w ardrobe room  of the Sultan in Mabeyn-i Hüm âyun. 
In one of these, the am ount of English tapestry used 
for the furnishing of the Mabeyn-i Hümâyun and the
glass h ouse is reco rd ed . A ccord in g  to this so u rce  198  
bundles of the same type of tapestry were used for the 
w ardrobe room  of the H arem  and 67 bundles w ere  
used for the furnishing of the w ardrobe room  of the 
Mabeyn-i H üm âyun". It is possible that there w ere  
some rooms decorated as the bed chamber, serving as 
the changing-room  and resting room  for the Sultan 
during the reception of the statesm en and am bassa
dors’ .̂ H ow ever, the room s numbered as 47 and 49 to
day, on the land side of the palace, that are referred to 

as the Sultan's Dining and Rest
ing Room and the presence of 
the most beautiful bath of the 
palace know n as the Sultan's 
Bath’^supports this idea.

The sam e d o cu m en t also  
gives some important clues con
cerning the glass, porcelain and 
particularly  crystal objects in 
Dolmabahçe Palace. Besides the 
crystal vases bought for the ta
ble tops, and the chandeliers, 
we make a search in the palace 
to try todiscover four crystal 
candelabras w orth about 1178 
sterling bought for the stairhead 
and four rock crystal fireplaces 
ordered for the Bed Cham ber of 
the Sultan, only one of which  
had been deliveredby the date 
of the docum ent. The crystal 
candelabras resting on crystal 
pedestals are possibly the can
delabras mentioned in this doc
ument. The fireplaces indicated  
in the docum ent will be dis-

10 The fireplace and the 
oval mirror in the 
Reception Hall of the 
Mother Sultana in 
the Harem Section

11 The gilded ceiling 
decorations in the 
Reception Hall of the 
Mother Sultana
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cussed further, since som e detailed inform ation has 
been brought to light in our research.

The most expensive item listed in the docum ent is 
the greenhouse that w as com m issioned from a m er
chant called Krepen. This greenhouse w as m anufac
tured by W estwood and Dubois Partners' Com pany in 
England. It is surprising to find that, although the cost 
for this greenhouse had been paid in advance to the 
m erchant, after m anufacturing, it w as forgotten and 
rem ained in the factory-yard for two years. The in
quiry m ade by the Comm ittee of the law court dealing 
with the cases of high officialsdiscovered this. With 
the consent of Sultan Abdiilaziz, it w as decided to 
bring the greenhouse and put it in a suitable place in 
the garden of the Çırağan Palace since it w as som e
thing specially m ade for a palace. W e understand that 
because of some economic problems at the time, it was 
considered that the green house should be sold in 
England, since transportation would cost at least 1000 
sterling. But the Sultan m ade an order that it should

be im ported on the condition that the transportation  
cost would not exceed 2000 sterling’'*.

Although it has not been possible to trace most of 
the objects described in the docum ent, som e coinci
dences between the docum ent's lists and w hat is there 
today, led us to the discovery of some valuable infor
mation, particularly regarding the fireplaces in Dolma
bahçe Palace and Ihlamur Pavilion.

Soon after the discovery of the docum ent in the Ar
chive of Prim e M inistry, two designs discovered in 
theV ictoria and Albert M useum  m akes us w onder 
whether there could be any connection between them.

The Crystal and Porcelain Fireplaces
Two designs discovered in the Departm ent of Prints 
and Drawings of Victoria and Albert M useum in Lon
don helped us to put forward some new suggestions 
about the fireplaces of Dolmabahçe Palace and Ihlamur 
Pavilion. The designs with the inventory number P. & 
D. 8260 and 8261 were signed by W. G. Rogers and fol

low with a note as "For His Majesty 
the Sultan, 1856". This led us to make 
an inquiry into the identity of W. G. 
Rogers, and also to consider whether 
these designs could be for wall deco
rations or furniture carvings. In the 
main entrance of the Palace, there are 
carvings show ing resem blances to 
the carvings of the fram es of the 
crystal panels on the top of the por
celain fireplaces at Medhal Hall. We 
find the same style of carvings fram 
ing the crystal panels on the top of 
the fireplaces on the second floor, 
and also in the Zülvecheyn Hall and 
the Hall below this on the ground  
floor, called as the Inscription Room.

These wood carvings framed the 
large magnificent panels, com posed  
of small crystal pieces cut and ar
ran g ed  in g eo m e trica l sh ap es, 
crow ning them  w ith w reaths of 
flow ers and cornucopias or vases 
from  w hich fruit and flow ers are  
overflowing and from both sides of 
which are hanging chains of wild 
flowers, quinches, fruit, grapes and 
spikes intersecting each other be
tween ribbons. It is possible to say  
even at first glance that these were 
all designed by the same person and 
they bear a close resemblance to the 
drawings signed by W. G. Rogers.

In the sam e docum ent there is a 
reference to eleven magnificent fire
places com m issioned to be used in 
the palaces and to the carpets bought 
to be used in front of the large fire
places on the top floor of Mabeyn-i
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H üm âyun. Also, it is indicated that only one of the 
four crystal fireplaces commissioned w as actually de
livered, while the rest w ere ceased since the m oney  
owed to the merchant had not been paid.

W ith this information, it is suggested that the red 
crystal fireplace in Zülvecheyn Hall which is unique in 
the palace is the crystal fireplace ordered from Peill, to 
be m ade in England for the Palace. The close resem 
blance of the wood carving frames of the nine porce
lain fireplaces with the drawings signed by W. G. Rog
ers, m ade us consider the possibility of establishing a 
connection between Peill, the merchant and W. G. Rog
ers. According to this idea, the nine porcelain fireplac
es existing in the palace would then be from the eleven 
bought for the palace. Acting from the information giv
en to a reference to eight carpets bought for the front of 
the fireplaces in Mabeyn-i H üm âyun and N üzhediye  
Pavilion, and a reference m ade to three chandeliers 
with eight arm s for N üzhediye Pavilion, it could be 
said that Dolmabahçe Palace and N üzhediye Pavilion

were built and decorated at approxim ately the sam e  
time. Thus, in considering the porcelain fireplaces that 
are alm ost identical, it could be said that out of the 
eleven commissioned by Peill, probably the other two 
would have been fitted in the Nüzhediye Pavilion.

Two British Artist: Rogers and Gibbons
The signature of W. G. Rogers, found on the designs 
discovered in the Victoria and Albert Museum belongs 
to a well known British carver, William Gibbs Rogers, 
who worked for Queen Victoria and the Royal family 
in the middle of the 19th century. We find valuable in
form ation about Rogers in The National Biography^^. 
Rogers was apprenticed to a London m aster called Mr. 
Lauchatan after the discovery m ade by his parents of 
his ability in design and model making. Although pos
sessed of m uch original skill of his own, he w as at
tracted at an early age by the beautiful wood carving  
and modelling of Grinling Gibbons, the 17th century  
famous British wood carver. Rogers devoted his stud

ies to the w orks of Gibbons, and  
throughly m astered that carver's art. 
Having gained a good reputation, he 
was employed by the royal family to 
p ro d u ce  ca rv in g s  for C arle to n  
H ouse, Kensington Palace, and the 
Royal Pavilion at Brighton. In 1848, 
he executed som e of his best known 
carvings (those in the church of St. 
M ary) at Hill in the City. In 1850 he 
was elected on the committee for car
rying out the scheme of Great Exhibi
tion and received a commission from  
the Queen to carve a cradle in box 
wood in the Italian style, which was 
exhibited and much adm ired by the 
Exhibition  of 1851. R ogers w as  
aw arded both a prize and a medal 
for his services. Am ong his innum er
able w ood carvings m ay be m en
tioned those executed for the palace 
of Sultan Abdülmecid at Istanbul and 
the Church of St. M ichael, Cornhill 
City. It is indicated that this is a per
sonal information and no reference is 
given to the life of Rogers. Therefore, 
we could not obtain any information  
whether Rogers had any direct con-

The porcelain vase stamped 
as Copeland resting on the 
fireplaces in the Ihlamur 
Pavilion
The porcelain fireplace in 
the Ihlamur Pavilion
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tacts w ith the O ttom an Palace or w hether it was 
through somebody else like merchant Peill.

As for the wood carver Grinling Gibbons that Rog
ers had been affected in his art, is the well known Brit
ish wood carver who worked in the last quarter of the 
17th century and the beginning of the 18th century. 
He lived betw een 1648 and 1720 and w as com m is
sioned by the King to undertake some important work 
at W indsor Castle at a time when some new additions 
w ere.been m ade during this period. He had an ex
traordinary skill at carving. The carvings m ade by 
Grinling Gibbons m ade a great contribution to the 
beauty and m agnificence of the Royal Cham bers in 
W indsor Castle. His carvings of fish, bird, fruit and 
flower groups designed in a tasteful original manner, 
embellish the Royal chambers and they are m ore than 
sufficient to arouse a feeling of adoration within every  
lover of art’*.

THE AUT-JOURNAL

c a r v in g s  o f  GRINLING GIBBONS, j

Js  c^;uo* tlie «tun tio« of our n « J t n  iMt moai
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m ~ ^ th  c o n m -  ara of tba ui^iailiatad). wbich apr«an  in naarly 
all tlia apacimaua Mr. Rattan baa aaan and

atodyinf in tba < 
tba laaadowt. caatanl I
tianallUaa inalaad of natun, aad aUacb a n d | ^  -  - - - ,  
iam a f  tbaIr own to all aaaapl naaa and liUan bandlad >a •»¿•uaf to  aom plat. tha work ol 

Orinlin« Oibbonak aa a KnM artiat atudiad | .  Tbia m l l ^ ^ « T a n n j  I b a j u r t «  
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—  i  not alariably or nnm<aaini|ly aopud lr>w 
apactln ly of uaa or poaHlon, but w an auployad 
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aompoaition itaalf. Tbay w an  introduaad and 
araupad with tba moat darotad atlantion to tba 
arabitactunl aVaat af tba buUdlnga daatinail to 
raealTa at bia baud« Uiair choioaat amballial)- 
nanta, and tba appropriata n a tn n  of bia rlaaald- 
catlona muat biiig fumiah a tbama for tba 
admiration of aludanta. Ha bfvka tbraugb 
tba ralaa of anavaationality bi a mannar alnicat 
upracaJan tad ,and lt iaprolahlyoalliaaagroanda 
tbat ba baa n ealrad tba maad of ao miiab 
popular, although rkbly daaarrad approbati'>n j 
but wa a n  not aw an that any atu rap t baa 
arar baan mada (only pOMibla by tka «»»tanoa

( pbotognipby), to romi a critical auiiiination 
o f Um  wortu of tbia g n a t luaaWr, and t<> 
p a n  bia ricb and •»ariad compoaiUoM with

otbar aeboola, and a n j^ l l y  with tbuw 
d by O lan an i da Udina and lUdkallc.

I t  cannot ba iloubtad tbat all paaiibla o|>por- 
tnniliaa abould ba aalaad upon fur tba praaejnra- 
tien o f tha worka of a nun who baa giran tu 
tha A rt a f  wood ■ earring bl tbia country a 
fama mora than >Viropaan, and « b o  aa an artiat 
aapadally appolntad by Iba atata. ami working 
under iU ImuiadlaU patronagr, laA babliid 
him for tba adm lnlion and guidancaaf aueeaad- 
Ina ganantlooa, worka In royal and palatial ilara>UII<>na bara 

icaa, whiab a n  pointrd out aa prowl apaci- ' out by Mr. Uogcca.
I bloom of a . Wa trw l tlia «

. thmwn o r  frooi tba decaying interior, and muat 
ultimataly, i f  laft to accnmnlato, daatroy tba 
•kin or rind w bA i boJda togatbar tba outward 
form only, tba inlarior bamg noibing but akalalon 
S b n  powderad with duat and unablo to raaiat 
tha aligbtaat praaeun.

Spacimena of carringa by Oibbona taken from 
rarioua aourcaa ware raaantly n b lU tad  at tba 
Royal Inatilntion i aouM i«aaantlng tba .lacaplira 
bloom alludad to. « m a  in wbicb it bad baau ra- 
imnad by Iba tourb. and aoma In which Mr. 
Riigan bail mwn tba fhiit ia  two ao aa to aJiow 
Wo interior bonaycombad by worm, miggnunj; 
to  tha obaarrar that Iho canHaga bara bean a-> 
b r  SH lactad m  to roach Ilia eilram a period at 
wliicb preearratiiio ia pmaiblo.

Surely it la high Uma tbat worka of Art of 
aucb national importanca aa tboao which wa 
ba>a aamed aa rauting is  Ilia tariou» (lalacea

Gibbons executed num erous im portant w orks of 
art. Am ong the most notable, w ere the frames of the 
painting collections in the royal apartm ents and the 
outstandingly beautiful decorations in the chapel at 
W indsor’^

An article appeared in The Art journaP^, published 
in 1856, concerning a restoration project of carvings of 
Grinling Gibbons to be carried out by Rogers. A ccord
ingly, Rogers began his work by making drawings of 
the w oodcarvings. One of the draw ings included in 
the article and w as described in full detail. This was 
the drawing of a wood carving decoration in the chap
el of Belton House to be restored by Rogers. The de
scription given in the article is: "...It was in fact a draw
ing designed for a dining room... The upper part of this is 
composed of two cornucopias. The horns tied at the top 
with bunches of flowers crowned with palm branches and 
bound together with wreaths of buttercups which unite the 

top to the sides.The sides hang from ribbon ties, 
and consits of a profusion of finely formed

-------------fruit, corn, hops and wild flowers; some of the
most disregarded of the latter class being 
turned to the best account and introduced with 
the happiest effect. The poppies and poppy
seeds with the elegant foliation of this class of 
plants are sculptured with the nicest apprecia
tion, while flowers of lesser role are pressed into 
service in a way unappreciable by those who 
study in the drawing-room rather than in the 
meadows. Contrast themselves conventionali
ties instead of nature and attach a vulgarism of 
their own to all except roses and lillies. "

This drawing shows a great similarity to 
the drawings made for Sultan Abdiilmecid 
in 1856. Also, one of Gibbon's wood carv
ings executed for St. Paul's C athedral 
shows a similarity with the wood carved  
frames of the fireplaces of Dolmabahçe Pal
ace. The coincidence of the date of the res
toration scheme reported in The Art Jour
nal, in 1856 and the designs at the Victoria 
and Albert M useum also dated 1856, re
minds one that Rogers had been com m is
sioned by order of the Sultan while he was 
carrying out the restoration  at Belton  
House’^

Some other coincidences also enabled us 
to put forward some new information on 
this subject. An article in The Illustrated 
London News on 25th July 1858^° gave news

and manuoiia of tbia io a o lrr, aliould racel' 
tha amall amoiint of akilfiil altaution ludi»
pen «b1«  for keeping them from «.tual annlbi- 
fation. To preaerra i« not iiecewarily to raatore.
Me.toraliou' ia aonutiiiiea woraa than neglect ! 
but wa inainlain that w liontar a faaluon or 
frlcaa or drop or t n i»  hr Oiblwoa aiiata. it 
daman.1«. aa puW.o bo ir-U m , Ihrt c b ^ o a l  
acienm and practical alperiauc« abould ba 

uu It to anaat tbo 
Tagatabla foaa, whoaa 

1 ao opportunaly pointad

concerning the fireplaces and mirrors made 
for the Sultan, together with a draw ing of 
one of these fireplaces. But there is no refer
ence to Rogers in this article. In it, there is a 
description of the fireplace indicating that 
these were made of porcelain slabs decorat- 

1 14 ed with bunches of fruits or flowers inlaid 
■■ between gilded brass ornam ents, and that

1856 tarihli The A rt Jo u rn a l‘dak\ Belton House'in restorasyonu ile ilgili haber. the delicately carved frames of the mirrors

of Uriliah d e e o n tin  Art, allbough tliay a ib iU t the 
■ * ''* * " a  youth, and a n  poaiUnly falling Into Itiapanbla daeay.

14

________ - meana raaort«! to for n aton tlo n  will ba employe^
I without delay lo rcecua tlieaa Sna worka bom  daatraction.
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on top w ere gilded and burnished. It is also indicated 
that the pieces had been manufactured at Stoke-Upon- 
Trent and Alderman Copeland. The mantel pieces and 
stove of the fireplaces had been m anufactured by 
Messrs. Stuart and Smith of Sheffield. It v̂ âs also re
peated that these fireplaces had been m anufactured  
for the Sultan's Palace at the Bosphorus to be fitted in 
the Sultan's Apartm ents. Since the picture in the Illus
trated London News is in accord with the description of 
both the porcelain and the crystal fireplaces, it is re
minding one that they w ere the fireplaces com m is
sioned through Peill for the Palace.

The porcelain vases bearing the stamp of "Stoke Up
on Trent, W. T. Copeland" would bring us to a point to 
strengthen our conclusion and it could be said that 
they are a part of the order for a set of fireplaces. The 
article in The Illustrated London News also gives some 
information about the vases designed to be placed on 
the top of the porcelain fireplaces. It is indicated that 
the vases were painted in very attractive colours and 
have delicately carved ornam ental pieces in accord  
with the m irror frames. These frames were also paint
ed in burnished gilt. It can also be considered that the 
dark blue vases topped with the sam e ornam ental 
bouqet of flowers and bearing the tughra of the Sultan, 
could also be a part of this commission from the Cope
land porcelain factory.

There is a reference to eleven magnificent fireplaces 
to be placed in the halls of Dolmabahçe Palace. Our 
tour in the palace enabled us to discover the location 
of all of these fireplaces. It could be said that, four of 
these porcelain fireplaces are today in the Medhal (En
trance) Hall of the palace, another four are in the A m 
bassador's Hall, one is in the Inscription Hall below  
Zülvecheyn and two of them are in the Ihlamur Pavil
ion. Two fireplaces executed in the sam e style but 
bearing different designs, one in pink and the other in 
blue would suggest that som e additional ones had 
been ordered from the sam e factory at som e other 
time. Although the designs on these fireplaces have 
som e additional bird figures and the fram es are de
signed in a different manner, a comparison reveals the 
stylistic resemblance.

The first docum ent discussed in this paper, the orig
inal of which is in the Prime Ministry Archive today, 
showed the fact that Dolmabahçe Palace and Ihlamur 
Pavilion were furnished at the sam e period and the 
m ost m agnificent Halls of Dolmabahçe Palace w ere  
decorated with beautiful furniture commissioned from  
famous m asters in England. Also, with the rest of the 
documents and drawings studied here, it could be said 
that the m agnificent crystal and porcelain fireplaces 
that are in both buildings were designed by William  
Gibbs Rogers, the famous British artist after the m an
ner of 17th century wood carvings designed by Grin
ling Gibbons for the British Royal Palaces, and m anu
factured by the Alderm an Copeland porcelain factory  
and Messrs. Stuart and Mills from Sheffield

Finally, it could be said that there is a very strong

reflection of the art of G rinling G ibbons, in the 
Dolmabahçe Palace. The frames of the fireplaces dis
cussed here show similarities with the carvings of sev
eral items of furniture and even with the ceiling and 
wall decorations of the palaces.

The flower motifs bursting out of a pair of cornuco
pias crow ning the frames on the fireplace in the Zül
vecheyn Hall and the decorations on the m arble fire 
place and ceilings of the Reception Hall of M other Sul
tana suggest strongly that William Gibbs Rogers took 
part in the decoration of this hall as well. A detailed  
study of all these possibilities could bring to light the 
important contributions of Rogers in the decoration of 
Dolrnabahçe Palace and the Ihlamur Pavilion. The role 
of merchant Peill as a m ediator for the orders was pos
sibly very important as he also expressed in his letter.

Consequently, it could be said that besides Séchan, 
the decorator of the Paris Opera who is until recently  
knon to have m ade the most contribution to the deco
rations and furnishing of Dolmabahçe Palace, the con
tribution of W illiam Gibbs Rogers, the British wood  
carver, is outstanding.
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Below  is a translation of this docum ent w hich is originally in O ttom an Turkish:

"This is a d o cu m e n t p rep a re d  by the o rd e r of H is H igh n ess, the Sultan  to certify  the item s im p orted  for the p alace  from  E u 
rop e. The item s listed here are  p artly  a lre a d y  d elivered  and p artly  to be d elivered  soon.

F o r the A m b a ssa d o rs ' R o o m :
A rm ch air Sofa A rm ch a ir lined w ith  satin Set of velv et and satin T he black  and g ilded  co rn ice Silk um brella

total total and the back  em b ro id ered cu rtain s for the d o o r for the cu rtain s of the d o o r total
2 1 total p ou n d s p ou n d s 9

p ou n d s p ou n d s 6 314 20 p ou n d s
305 300 p ou n d s

330
90

T w o  fire screen s w ith  glasses to be 
p laced  in front o f the tw o  fireplaces  

p ou n d s  
150

E xp en ses for 11 ex tra  glasses  
161

A  crysta l ch an d elier for P rotection  co v e r for
b urning  can d les and g as the m en tion ed  fu rn itu re

p ou n d s shillings penn in g p ou n d s
861 6 9 45

C o n tain ers, 
in su ran ce  an d  freight fees 

p o u n d s shillings penning  
169 12 2

F o r th e  S m all R o o m  N ext to th e  A m b a ssa d o rs ' R o o m
Set o f w in d o w  cu rta in s Silk sh ad in g s w ith  A  set of gilded  A  d e co rated  cab in et to be p laced  

of em b ro id ered  satin  rollers an d  sp rin g s w in d o w  co rn ices b etw een  the tw o d oo rs
p ou n d s

523
p ou n d s  

28
p ou n d s

39 7
p ou n d s

150

M irror to be p laced  on  
top  of the ab ov e  

m en tion ed  cabinet 
p ou n d s  

62

A p air of satin  cu rtain s  
for the tw o d oo rs  

p ou n d s  
359

T he set of g ilded  co rn ices C arp et Sofa
of the tw o  d oo rs  p ou n d s p ou n d s

p ou n d s shillings 152 189  
53  8

A table, the top  co v ered  w ith  v elvet  
p ou n d s  

117

P rotection  co v e r for this fu rn itu re  
p ou n d s

12

C o n tain er, in su ran ce  
an d  freight fees 

p o u n d s shillings penning  
97  3 6

M a b e y n -i H ü m â y u n  (S u lta n 's  A u d ie n ce  C h am b er)
C h airs L a rg e  sofas E xtra  satin  to be used V ases on p ed estals

total w ith  tw o sides to ren ew  the u p h olstery total
24 total of these sofas 8

p ou n d s 3 p ou n d s shillings penn in g p ou n d s
315 p ou n d s

752
135 3 9 2 772

L a rg e  silk sh ad in g s and  
their sp ringed  rollers  

total sets  
9

p ou n d s
135

M ah og an y  fram es for 
the ab ov e  m en tion ed  sh ad in gs  

total
9

p ou n d s
2 7

L a rg e  d eco ra ted  S axon y  p orcelain  v ases to be p laced
m o saic  table on  the legs of the table

total total
1 6

p ou n d s p ou n d s
1240  318

C rysta l v ase  to be p laced  
on  this table  

total
1

p ou n d s
140

O th er tables d eco rated  
w ith  m o saic  w ork  

total 
3

p ou n d s
8 10

P ro tectio n  co v e rs  for the 
ch airs an d  sofas  

p ou n d s  
33

C o n tain ers , in su ran ce  
and freigh t fees 

p o u n d s shillings penn in gs  
24 4  8 9
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C rysta l can d aleb ra  
total 

4
p ou n d s

1178

F o r th e  S ta irh ead
V ases on p ed estals M ah og an y  ro u n d  fram es L arg e  silk sh ad in g
(N o t y e t d elivered  ) 

total 
4

p ou n d s
3 335

total
6

p o u n d s
18

total
6

p ou n d s
90

C o n tain ers , in su ran ce  an d  freigh t fees 
p ou n d s shilling  

69  14

M ah og an y  rou n d  fram es  
total

6
p ou n d s

18

Z iilv e ch e y n -i H ü m â y û n  için
L arg e  silk sh ad in g  P ed estals for the furnished  ro o m  

total (N o t y et d elivered  )
6  total

p ou n d s 2
9 0  p ou n d s

830

S had in gs to be fitted to  
the e x terio r o f M abeyn-i H ü m âyu n  
(Som e o f th em  h ave been d elivered  

w^hile so m e v^ere held u p) 
total 

21 
p ou n d s  

418

C h an d elier for H is H igh ness's  
P avilion  o f N ü zh ed iy e  

total
3

p ou n d s shilling penn in g  
2 3 9  10 9

A n  excellen t ro ck cu t crystal fireplace  
for the Sultan 's b ed -ch am b er  

(O n ly  o n e  of these h as been d eliv ered , 
the rest w^ere held up) 

total
4

p ou n d s
2 0 3 3

A  crystal can d aleb ra  to be p u t on  
top  of the cab in et p laced  

b etw een  tw o  d o o rs  in the ro o m  
n ext to Z ü lvech ey n -i H ü m ây u n  

(This h as n ot been d e liv ered )  
total 

1
p ou n d s

9 7

E xcellen t fireplaces for 
the req u ired  p laces  

total
11

p ou n d s shilling penn in g  
9 8 7  5  10

C arp ets  to be p u t in front of  
the large fireplaces on  the top  floor of 

M ab eyn -i H ü m ây u n  an d  
at N ü zh ed iy e  Pavilion  

total
7

p ou n d s
210

A n iron  g reen -h o u se  for 
the g a rd en  of Ç ırağ an  P alace  

(A  co n firm ation  w^as g iven  that 
it w as co m m issio n ed  from  m erch a n t K rep en) 

p ou n d s  
3 2015

T he co st of v ario u s im p lem en ts d elivered  
an d  to  be d elivered  soon  

p ou n d s  
2 4 0 3 8

T he co st of ch an g in g  of those things  
broken  o r lost 

p ou n d s  
1000

Total
p ou nd  shilling penning  
78231 12 6
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T h e  r o l e  o f  t h e  o t t o m a n  p a l a c e  in  t h e  
DEVELOPMENT OF TURKISH PAINTING 

FOLLOWING THE REFORMS OF 1839

S e m a  ö n e r *

T^he O ttom an Em pire's loss of m ilitary and 
political pow er from the late 17th century  
onw ards and the ascendancy of the western 
European countries prom pted m odernisa

tion efforts along w estern lines in the 18th century. 
Diplomatic, military and trade relations, and later the 
desire for industrial developm ent resulted both di
rectly and indirectly in the expansion of cultural rela
tions with the West. Within this com plex web of rela
tions, western culture began to exert an ever increas
ing influence on the Ottom an Empire. W estern Euro
peans also felt a reciprocal interest in Ottoman art and 
culture, although not necessarily for the same reasons 
or with the same intensity.

Explicit manifestations of western influence can be 
observed from the m id-18th century, above all in ar
chitectural decoration. The Reforms of 1839 imparted 
fresh m om entum  to the w esternisation m ovem ent, 
and in this context I will examine the extent to which 
Ottom an painting was influenced by western aesthet
ics and techniques. Research and studies on the sub
ject indicate that the Reforms of 1839 marked a signifi
cant turning point in the process of change and devel
opment of 19th century Turkish painting.

Throughout the history of the Ottom an Empire, in
novation and reform either derived directly from the 
palace, or was fostered by palace support. In the sec
ond half of the 19th century, the palace took a close 
interest in all spheres of western life, and its attitudes 
to w estern pictorial art w ere formed largely within 
the context of political and cultural relations. As a 
result’ the palace gave extensive encouragem ent to 
the art of painting, both by means of direct patronage 
and by influence in other spheres.

The ruling classes and intellectuals followed the 
palace lead, and this support for painting continued 
until the early 20th century in a com plex and multi
faceted process of reciprocal influence. The transition 
from traditional miniature painting, which was a two- 
dimensional art lacking perspective, to modern Turk
ish art covers a period of approxim ately a century, 
during which artists gained know ledge and expe

* Dr. Sem a Ö ner is a researcher for the N ational Palaces Department.

rience of western painting.
In the process of this developm ent and patronage, 

the palace and those sectors of society with which it 
w as closely associated could obviously not isolate 
them selves from the social and cultural phenomena 
taking place beyond the sphere of court life. The prin
cipal focal points in the favourable view of western- 
style painting taken by the palace w ere education, ex
hibitions, and the empire's political and econom ic re
lations. The keen interest taken by the sultans them 
selves in art and artists, particularly painters, was the 
prim ary source of this encouragem ent, which was 
motivated by a combination of factors.

The inclusion of art lessons in educational curricula 
w as supported by the palace, and this played a fore
most role in the developm ent of Turkish painting and 
the proliferation of Turkish painters.

Following the exam ple of the West in its pursuit of 
m odernisation, the teaching of painting w as first in
troduced in military colleges and related educational 
institutions. Technical draw ing was an essential skill 
for understanding and im plem enting w estern tech
nology, and it was for this reason that art lessons were 
included in military training curricula in the late 18th 
century. As these schools developed both qualitative
ly and quantitatively in the 19th century, so too did 
the study of art, and while initially geared to the ap
plication of modern technology in the military sphere, 
the emphasis on art for its own sake cam e steadily to 
the fore.

Art education in military colleges becam e the main 
model for similar program s at Darüşşafaka, Galatasa
ray Sultani and other prestigious civilian schools in 
the latter half of the 19th century. While in the early 
years western European art teachers predom inated at 
these schools, the artists trained at m ilitary colleges 
later began to take their place. In their capacity as 
both creative artists and teachers, these military artists 
becam e the nucleus from which m odern Turkish art 
was to grow . They formed a unique genre of military 
artists w hich has no co u n terp art in any other 
country^.
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1 An unfinished portrait, 
probably remounted, of 
Sultan Abdülaziz, whose 
keen interest made a 
significant contribution to 
the development of 
western-style painting in the 
Ottoman Empire. The 
painting hangs in the Camlı 
Köşk of Dolmabahçe 
Palace. Unsigned, oils on 
canvas, 56 x 57 cm.
Inv. No. 64/2180.

The palace played a key role in the evolution of 
these neŵ  modern artists by lending its support to ed
ucational program m es, patronage of artistic activities, 
and indeed by actually influencing the artists them 
selves. In this w ay it brought about the formation of a 
very extensive infrastructure. Artists w ere rew arded  
with medals and royal gifts, and sent abroad for fur
ther studies. This royal sponsorship is exemplified by 
Ahmet Ali Bey and Süleyman Seyyid Bey. From  the 
reign of Sultan Abdiilmecid until that of Sultan Reşat, 
m ilitary artists w ere chosen to serve as royal aides, 
dem onstrating the esteem  in which art w as held by 
the palace, and in a sense the solidarity with Turkish 
artists.

Once the art education which had com m enced as a 
ancillary part of the m ilitary education program m e  
had been adopted by civilian schools, it becam e ap
parent tow ards the end of the 19th century that art ed
ucation required its own institutions and system atic 
organisation. The French artist Pierre Désiré Guillemet

played a significant role in this respect, as a "catalyst", 
during the reign of Sultan Abdiilaziz. His large studio, 
established in 1874, becam e in effect Tiirkiye's first 
private art academ y, initiating a new perspective on 
art education in Türkiye. C ontem porary docum ents 
reveal that Guillemet engaged in a determ ined effort 
to persuade the authorities to recognise his art school 
as an integral part of the educational system^. C orre
spondence on the subject eventually reached a posi
tive conclusion in 1877, during the early part of Sultan 
Abdülhamid's reign. H ow ever, the intervention of the 
O ttom an-Russian W ar of 1877-1878 delayed realisa
tion of the project, and it was not for a further four or 
five years that this enterprise was adopted by official 
state policy. Eventually in 1883, the A cadem y of Fine 
Arts (Sanayi-i Nefise) was established. The job of per
suading the authorities and the palace of the need for 
a school with a new and com prehensive structure, de
voted to the arts w as not conducted by Guillemet 
alone. Much of the credit goes to the artist, curator and
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archaeologist, Osman Hamdi Bey, who combined out
standing scholarship in many fields with the organisa
tional ability of an administrator.

Another of the fundamental factors motivating pal
ace support for the advances in education during the 
19th century w ere the art exhibitions which began to 
be held in the second half of the 19th century“*.

Before the idea of art exhibitions per se em erged, 
however, these took the form of trade and industrial 
fairs^. In 19th century Europe spectacular international 
exhibitions, pioneered by the Great Exhibition held in 
London in 1851, replaced the traditional trade fairs as 
a means prim arily of displaying industrial products. 
After 1839 the O ttom ans participated in these fairs as 
a means of acquainting Europe with Turkish products 
and handcrafts, and took advantage of the opportuni
ty to become acquainted with western markets.

The O ttom ans displayed not only agricultural and 
industrial goods at these international fairs between  
1851 and 1867, but also handcrafts and works of art, 
primarily those relating to architectural functions. Al
though at first art exhibits w ere merely a minor off
shoot, overshadow ed by the industrial exhibits, as 
time went on they began to play an increasing part.

The International Paris Exposition of 1867 stands 
out from the others of this period by virtue of the fact 
that Sultan Abdiilaziz attended this fair in person, and 
by the scale of Turkish fine art exhibits. Although the 
m otivation for Sultan Abdiilaziz's attendance at the

2  During his visit to Europe in 1867 to 
see the international Paris 
Exposition, Sultan Abdiilaziz made 
his first stop in Lyons. Here we see 
him being welcomed at Lyons 
station by Napoleon III on 30 June 
1867. L'Illustration, 13 July 1867,
No. 1272.

3 Napoleon III visiting his guest Sultan 
Abdiilaziz at the Elysée Palace, 
which was opening its doors to an 
Ottoman sultan for the first time. 
L'Illustration, 13 July 1867,
No. 1272.

4 Sultan Abdiilaziz at a reception held 
in the Guild Hall in London. 
L'Illustration, 27 July 1867, No. 1274.

5 A ball given in honour of the sultan 
in London. L'Illustration, 3 August 
1867, No. 1275.

6 Sultan Abdiilaziz entering the city of 
Vienna in procession on 27 July 
1867. L'Illustration, 17 August 1867, 
No. 1277.
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exhibition lay largely in political considerations, the 
visit w âs m om entous in other respects. This was the 
first time that an Ottom an ruler had paid a state visit 
to a foreign country, to enter into direct interaction  
with the products and lifestyle of non-Islamic civilisa
tion, and its implications for Türkiye at a time when 
the country was pursuing a policy of m odernisation  
and for the developm ent of w estern-style painting  
were overwhelming.

It was not until 1873 that the idea of holding an art 
exhibition in the real sense in Türkiye cam e to fruition 
at the instigation of Ahm et Ali Bey^ a Turkish artist 
who had followed up his art education at military col
lege with a period of study in western Europe. He per
suaded the sultan and leading m em bers of the gov
ernm ent to permit exhibitions of student works, and 
from  these em erged the full-fledged exhibition of 
1875.

These initiatives in the sphere of fine arts during the 
reign of Sultan Abdülaziz prepared the palace and the 
society as a whole for the one-man and mixed exhibi
tions which followed. Between 1873 and 1908, exhibi
tions of works by Turkish, Levantine, and western art
ists held in Istanbul, built up an art market patronised  
by the wealthier sectors of society. These exhibitions 
included w orks by the palace artists Ahm et Ali Bey 
and Halil Bey, and by foreign artists such as Lina Ga- 
buzzi, Emilio Della Sudda who w ere well known in 
palace circles, Pierre Désiré Guillemet who did com 
missions for the sultan, and Fausto Zonaro.

The exhibitions were closely followed by members 
of the court, and in m any cases the exhibiting artists 
rose to fame as a result.

With the m om entum  given to painting by the pal
ace in the late 19th century, art education and the 
Turkish art world developed rapidly, and in its turn 
began to influence the palace. In other w ords, a re
warding process of reciprocal interaction resulted. The 
attitudes of the sultans over this period are a factor 
which deserve further attention.

The O ttom an sultans had enjoyed absolute pow er 
since the beginning of the Em pire in the early 14th 
century, and although the westernisation policy led to 
an increasingly constitutional sharing of pow er from  
1839 onw ards, the personal opinions and preferences 
of individual sultans continued to exert extensive in
fluence.

Within the limits draw n by social needs, traditions 
and exterior factors, the sultan wielded considerable 
pow er as the ultimate state authority. Of course he did 
not stand alone, but was the sum m it of a pyram id  
formed of high ranking state functionaries. Yet atti
tudes to art nevertheless were guided primarily by the 
sultan’s own attitudes and discrimination.

W hen we look at Sultan Abdülmecid, author of the 
Reform s of 1839, Sultan A bdülaziz and Sultan  
Abdülham id II with respect to the developm ent of 
m odern art, we can distinguish certain discrepancies 
in detail which are attributable to their personalities.
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7 Sultan Abdülaziz and members of the 
accompanying delegation visiting the Ambras 
Gallery in Vienna. L'Illustration, 17 August 1867, 
No. 1277.
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since all three lived in the relatively westernised envi
ronment of the Ottom an palace and shared m any val
ue judgements. Forem ost am ong their shared charac
teristics is their broadm inded and positive attitude to 
the products and tastes of western culture, as well as 
to the artists themselves. At the sam e time, we should 
rem em ber that they did not turn their backs on tradi
tional Turkish culture in the process. Secondly, all 
three sultans painted themselves^ and Sultan Abdii- 
laziz displayed an artistic talent sufficient to influence 
the palace artists. W e have concrete evidence for this 
in the sketches by Sultan Abdiilaziz, whose graphic 
com positions display close correspondence to some 
paintings of battle scenes by the Polish artist Stanis
lavs Von Chelebovski in the palace art collection.

All three sultans rewarded Turkish and western art
ists with material gifts or decorations in recognition of 
their accomplishments.

It becom es apparent that both w estern and O tto
m an artists played a form ative role in the process of 
change in painting, for which the palace was a signfi- 
cant focal point in the second half of the 19th century.

As already m entioned, the m ajority of O ttom an  
painters cam e from a m ilitary background or w ere 
trained at the A cadem y of Fine A rts, following up 
their artistic developm ent in civilian educational insti
tutions or by periods of study in western Europe, and 
they had the opportunity  to observe m odern art 
m ovem ents at close quarters. Their western contem 
poraries, meanwhile, followed a marked trend of in
terest in Türkiye.

Foreign artists congregated above all in the capital 
city of Istanbul. They w ere drawn here by the western  
world's search for new values, by economic and politi
cal developm ents, the rising fascination with archaeo
logical and other fields of study, and even the im 
proved conditions of travel in eastern  countries  
played its part®. Interest in the Orient revived follow
ing the fashion for "turquerie", and orientalism found 
a new form of expression in art.

In addition to orientalism, a number of artists came 
to Türkiye and Istanbul with the object of illustrating 
scenes from the 19th century w ars which took place

8-9-70 Sketches of battle scenes by 
Sultan Abdiilaziz. Osmanli 
Ressamlar Cemiyeti Gazetesi, 12 
January 1326, No. 103.

11 One of the oil paintings at
Dolmabahçe Palace thought to be 
the work of S. V. Chelebovski.
Inv. No. 11/1496.

10
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72 Sketch of a battle scene by Sultan Abdiilaziz. Osmanli Ressamları Cemiyeti Gazetesi, 1 March 1330, No. 14.
73 Detail of an oil painting attributed to Chelebovski in Dolmabahçe Palace. Inv. No. 11/1496. Note the striking

resemblance of the horse in the foreground to the sketch by Sultan Abdiilaziz above.
14 The medals received by Ahmet AM Pasha (Şeker Ahmet Pasha), one of the leading artists in the development of

Turkish painting, and who served as art advisor to Sultan Abdiilaziz. Osmanli Ressamlar Cemiyeti Gazetesi, 1 
March 1327, No. 3.

15 Ahmet All Pasha in his studio. Osmanli Ressamlar Cemiyeti Gazetesi, 1 March 1327, No. 3
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either on O ttom an territory or on its borders. It also 
appears that European diplomatic missions in Tiirkiye 
w ere a factor which influenced the decision of paint
ers to come to Istanbul.

Many w estern artists, and painters in particular, 
cam e to Tiirkiye as a result of the Crimean W ar which 
began in 1854 during the reign of Sultan Abdiilmecid. 
The political relations which culminated in w ar dur
ing the reign of Sultan Abdiilmecid, focused around  
Turkish-Greek relations during the reign of Sultan  
Abdiilaziz. Controversy over Crete m ade w ay for con
cern about the Turco-Greek W ar of 1897-1898 during  
the reign of Sultan Abdülham id, and these political 
developments had reverberations on art and artists’ .

Against this com plex background of very diverse  
factors, the cooperation between Turkish and western  
artists, particularly in the second half of the 19th cen
tury, was evident both in palace circles and beyond. 
The Levantine artists form ed a significant area of 
overlap between the two.

M any diverse conclusions are to be draw n about 
the oil paintings of Turkish artists com m issioned by 
the palace. From  the reign of Sultan Abdülm ecid in 
the second half of the 19th century, an im portant phe
nomenon is the em ergence of the class of official mili
tary painters appointed as aides by the palace. Among  
these, Ahmet Ali Bey was the most prominent and in-

15
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16 "Woman of the Seraglio" by P. D. Guillemet, known for his paintings commissioned by the Ottoman palace 
and for his contributions to Turkish art education. The picture is in Dolmabahçe Palace. Oils on canvas,
77 X 96 cm, Inv. No. 13/570.

77 "View of a Mosque Interior" by W.E. Caruana in Dolmabahçe Palace. Caruana made a name during the reign 
of Abdülhamid in court circles and at art exhibitions. 1886, gouache on paper, 47 x 40 cm, Inv. No.12/2735.

fluential, serving in effect as Sultan Abdiilaziz's art 
advisor’“.

At the same time, as a result of the successful art ed
ucation policy, military artists were joined by civilian 
artists, above all those trained at Darüşşafaka, many of 
whose works w ere purchased by the palace.

In the late 19th century during the reign of Sultan 
Abdülhamid II, Turkish artists who had already made 
a name in palace circles for their works in oils, were 
com m issioned to paint decorative scenes on ceilings 
and walls of the imperial palaces. Of these, I have been 
able to identify A hm et Ali Bey and M ehm et Ali 
Pasha” .

The sam e period saw a significant expansion of in
terest in western painters in palace circles. While some 
had their works introduced to the palace by diplom at
ic missions, others arrived in person and succeeded in 
obtaining audience with the sultan.

The reign of Sultan Abdiilaziz saw  a fresh dim en
sion in the relationship between w estern artists and 
the palace, as this sultan invited a number of western  
painters to the palace for the specific purpose of doing 
paintings based on his own sketches. E. D'. Guillemet, 
S. V. Chelebovski and Ivan Konstantinovich Ayvazov- 
ski num ber am ong such artists invited by Sultan  
Abdiilaziz between 1865 and 1875’ .̂
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Sultan Abdülhamid II, on the other hand, preferred  
to patronise the sam e artists for long, sustained peri
ods, rather than invite a stream of different artists on a 
tem porary basis to fulfil specific com m issions. Of 
those artists who worked for Sultan Abdülham id II, 
the m ost notable are the Italian A cquarone and his 
successor Fausto Zonaro’ .̂

Another European artist who played a notable role 
in the history of modern Turkish art was J. L. Gerome, 
who not only painted for the palace, but advised on 
purchases of art for the imperial art collection.

This collection was started by Sultan Abdülaziz, and 
the purchasing conducted by Gerome and Ahm et Ali 
in liaison with Albert Goupil, ow ner of a Paris art 
gallery. No doubt this relationship had the approval of 
Sultan Abdülaziz, and it resulted in the formation of a 
small but significant collection of orientalist paintings, 
as we see not only from the works in the collection it-

18-191. C. Ayvazovski, 
Departure, 1843, oils on 
canvas, 56 x 85 cm,
Inv. No. 11/681.

2 0 1. C. Ayvazovski, famous for 
his seascapes, who is 
represented by large 
number of works in the 
palace collection. 120
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21 Landscape, by Fausto 
Zonaro, 50x78 cm,
Inv. No. 13/2.

22  A telegraph sent by 
Gerdme to Ahmed All 
Bey from the Goupil 
Gallery in Paris.

23  An invoice made out by 
the Goupil firm for 
Boulanger's View of 
Pompei.
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24  Hüseyin Zekai Pasha, Old Turkish Houses, oils on
canvas, 48.5 x 60 cm, Inv. No. 11/1476.

25  Süleyman Seyyid, Forest, 1894, oils on canvas,
98 X 78 cm, Inv. No. 11/1455.

self, but from  con tem p o rary  docu m en ts on the 
subject’“*.

W e see therefore that the w estern and Turkish art
ists in the palace employ worked together at the M a
beyn in an atm osphere conducive to reciprocal influ
ence. In this same environment members of the impe
rial family becam e not only know ledgeable on the 
subject of art, but capable artists them selves. Prince 
Abdiilmecid, who later became caliph, was an artist of 
a calibre acknowledged by contem porary western au
thorities. Tow ards the end of the 19th century, when 
the Yıldız porcelain factory went into production, Ah
met Ali, Hüseyin Zekai, Fausto Zonaro and other Ot
toman and western artists produced designs on porce

lain instead of canvas.
They repeated many scenes which had received the 

approval of the palace on the ceilings and walls of 
new palaces, with the result that the palace artists 
gained experience of painting across a wide spectrum  
from canvas to ceilings, and walls to industrial prod
ucts, but all sharing the palace as a com m on focal 
point. W ithin this context Turkish painting attained  
ever increasing maturity.

The reign of Sultan Abdülaziz, above all, em erges 
as the most influential period, both in terms of the im
petus and encouragem ent given to art by the palace, 
and the volum e and scope of artistic activity under 
palace patronage.
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26  Dolmabahçe Palace from
Gümüşsüyü Hill by an 
anonymous artist. Oils 
on canvas, 63 x78.5 cm, 
Inv. No. 11/171.

27  The same composition
on the frieze of Room 
212 at Dolmabahçe 
Palace Harem.

28 The same composition
on a porcelain Yıldız 
vase.

29  Imrahor Köşkü, 1888-
1889, bearing the 
signature Ziya, 72 x 93 
cm, Inv. No. 11/127.

30 The same subject in a
similar composition 
repeated on the ceiling 
of the San Salon at the 
Şale Köşk during the 
reign of Abdülhamid II.

31 The same composition
on the frieze above the 
ceiling cornice in Room 
212 at Dolmabahçe 
Palace Harem.

The reign of Abdülhamid and the last years of the Em
pire w ere a time when interaction between Turkish  
artists and the W est and resulting interpretation and 
syntheses were consolidated, laying a firm foundation 
for the subsequent developm ent of Turkish modern  
art.

NOTES
’ MUSTAFA CEZAR, Sanatta Batıya Açılış ve Osman Hamdi, İstan
bul, 1971. This book contains detailed information which allows us 
to draw this conclusion.
2 SEMA ÖNER, Tanzimat Sonrası Osmanli Saray Çevresinde Resim 
Etkinliği; İstanbul, 1991, unpublished doctoral thesis for the De
partment of Archaeology and Art History of MSÜ Institute of So

cial Sciences, pp. 96-104.
 ̂ Archive of the Prime Minister's Office, Meclis-i Mahsus iradeleri, 

no. 2666.
SEMA ÖNER, op. cit. p. 21.

5 Op. cit. pp. 13-21. RIFAT ÖNSOY, Tanzimat Dönemi Osmanli 
Sanayileşme Politikası, Ankara 1988, pp. 59-94, gives the results of a 
detailed study about international exhibitions.

Ahmet Ali Bey was later to become renowned as Şeker Ahmet 
Pasha.
7 SEMA ÖNER, op. cit. pp. 71-96.

S. GERMANER-Z. İNANKUR, Oryantalizm ve Tiirkiye, pp. 22-52, 
Istanbul, 1989.

SEM AÖNER, op. cit. pp. 114-115.
MSA, Document N o;1393, telegraphs concerning purchases of 

paintings for the palace, sent by Goupil Art Gallery in 1875 and 1876 
to Yaver Ahmet Ali at Dolmabahçe Palace. For further details see: 
SEMA ÖNER, "Geçmişten Günümüze Önemli Bir Birikim, Milli Sa
raylar Tablo Kolleksiyonu", Milli Saraylar Der^ îsi, 1987, no;l, p. 88.

AYŞE OSMANOGLU, Baham AbdüUıamit, İstanbul, 1960, p. 115.
’2 SEMA ONER, op. cit. pp. 122-132.

Op. cit.pp. 133-137; S. ÖNER, article mentioned in 10 above, p. 90.
MSA, Document I No:1393.
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D o l m a b a h ç e  p a l a c e  h a z în e -î h a ssa  d a îresî 
PAKT II

C e n g iz  k ö s e o g l u *

T
"Sovereignty depends on the treasury. Everything depends 

on the treasury. Not on oppression and threats." 
Grand Vizier Lutfi Paşa, Asafname (16th century)

The gatekeepers of the Ottom an palaces, known as 
the Dergâh-ı Ali Kapıcıları or in earlier times as the 
Bevvebân-ı Dergâh-ı Âli, consisted of 45 companies in 
the late 17th century, each under the com m and of a 
kapucubaşı. Their duties included displaying gifts bro
ught by foreign envoys in the Council of State or in 
front of the Audience Chamber, and conducting those 
who cam e to the gates on official business to the Coun
cil of State or the Audience Cham ber according to the 
rules of protocol appropriate to the rank of each. Seve
ral O ttom an grand viziers began their climb to pow er 
from the ranks of the gatekeepers.

The post of kapucu or kapucubaşı at Dolmabahçe 
Palace had evidently evolved into a title of rank inde

but following the constitutional reforms, the organisation 
underwent extensive changes... "

This confirms that the Hazine-i Hassa building was 
used by the kapicis, as they w ere then called, during  
the reign of Sultan Abdülm ecid. Only tow ards the end 
of Sultan A bdülaziz’s reign did the kapicis begin to be 
called yaver (aide) and the kapıcıbaşıs as başyaver. Du
ring the reign of Sultan Abdülmecid the mabeyncis (co
urt chamberlains) andkapicis served identical functions.

Only the grand vizier could enter the Kordon Kapısı 
by carriage. Khedive of Egypt, Abbas Hilmi Paşa, was 
not permitted to do so, despite offering a hefty bribe for 
the privilege.

The chronicler Lûtfi Efendi, who lived in the first qu-

he Im perial Treasury w as only m oved to 
D olm abahçe Palace in 1877 AD (1294 AH ), 
although the palace had been occupied since 
1857. This poses the questions of w hat the 

Hazine-i H assa building w as used for in the interve
ning 20 years, and for w hat purpose it w as originally 
built.

This building, which today houses the offices of the 
National Palaces Department, and the Mefruşat Dairesi 
facing it, which is now occupied by the Centre for Cul
ture, Research and Prom otion, w ere originally built as 
the Dergâh-ı Âli Kapucubaşıları Dairesi and Kapucular 
Dairesi. These apartm ents housed the palace doorkee
pers and their officers, and w ere used for this purpose 
from 1857 onwards.

The gate known today as the Hazine-i Hassa Kapısı 
w as then known as the Kordon Kapusu (Corniche Ga
te) due to its proximity to the sea, and it is highly pro
bable that these two buildings positioned to the right 
and left of this gate housed the offices of the chief gate
keeper or kapucubaşı. The kapucubaşı was a high ran
king functionary in the palace hierarchy. Over the cen
turies that the empire was ruled from Topkapi Palace, 
the principal palace gates, the Bab-i H üm âyun, the 
Bâb-üs Selâm (O rtakapı), and the A kağalar Kapısı 
(Bâb-üs Saade) represented functions that went far be
yond m erely linking the successive courtyards of the 
palace.
These three monum ental gates at Topkapi Palace were 
each institutions delineating relations between the pa
lace and the government (the Babiali or Sublime Porte), 
and the palace, in the person of the sultan, and the po
pulace. For instance, the powers of the grand vizier en
ded at one or other of these gates. In an argum ent with 
the şeyhülislam, a grand vizier is known to have decla
red angrily that he would decapitate him after he had 
left the Bâb-üs Selâm. Another illustration is the fact 
that when grand viziers w ere dismissed from office, 
their seals were taken aw ay from them in one of the ro
om s of the Kapı A rası, the section betw een the two 
wings of the Bâb-üs Selâm.

Naima's History gives an interesting example of the

* C engiz Köseoğlu is an art historian and expert at the N ational Palaces Departm ent.
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role of the gates in the relations betw een the palace 
and the populace. The heads of slain enemies brought 
back by the arm y on their return from cam paign were 
displayed in heaps to the left and right of the Bâb-ı 
H üm âyun. This fear-inspiring sight not only served as 
concrete evidence of victory and conquest for the po
pulace, but also perhaps to remind them in no uncerta
in terms of the sultan's authority. H ow ever, in later pe
riods this absolute authority w as gradually diluted as 
the empire becam e m ore westernised, and the Kordon 
Kapısı (Hazine Kapısı) of Dolmabahçe lost many of the 
functions of the Bâb-ı H üm âyun, although retaining  
symbolic significance as its successor.

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

pendent of the actual function of doorkeeper. In 1831 
Sultan M ahmud II drastically reduced the num ber of 
p alace kapicis, and during the reign of Sultan  
Abdülm ecid (1839-1861) the gatekeepers proper who  
served at the Kordon Kapısı and the other gates of 
Dolmabahçe Palace w ere known as hadem e-i hassa, 
and were under the control of Kapıcıbaşıs of high rank 
(pasha or vizier). In his memoirs, Hurşit Paşa, who ser
ved as first aide during the reign of Sultan Reşad 
(1909-1918), explains: "There was a room in the palace for 
the first aide, and one for the other aides. Earlier, during  
the reign of Sultan Mecit (1839-1861) the aides had offices 
in the Ministry of the Imperial Treasury outside the palace.
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1 This picture from the album by Gaspare 
Fossati shows the Bâb-ı Hümâyunu and the 

arter of the 19th First Courtyard of Topkapi Palace. The 
c e n tu r y , w ro te : church of Aya İrini in the courtyard, the 
"T h e  onst n f  k n m n -  ^âb-üs Selâm, Soğukçeşme street, and the 

J  1 ■ Fountain of Ahmed III can be seen, and 
başı, one of the dis- above the Bâb-ı Hümâyun appear the Office 
tingu ished  offices of the Imperial Treasury and behind it the 
whose incum bents  “ '"'»»nr of Finance. 

are candidates for the rank of vizier, consists of serving as 
doorkeeper at the sultan's gate in the personal service of the 
sultan. Although some of those who have held the post per
form this service, most hold government posts in the prov
inces, and in order to lay down regulations governing their 
duties it has been decided that forty of the kapıcıbaşıs in 
Istanbul, should take it in turns to attend the sultan when

P A L A C E S



he rides on horseback at the Friday processions and on other 
official occasions; that they should be under the command of 
the master of the horse; and distinguished from the rest, 
who shall be knozim as formerly as the doorkeepers of the 
imperial court; that they should each be awarded a decora
tion of honour and provided with an official uniform and 
should refrain from undignified behaviour inappropriate to 
their rank and station. Herewith is the newly drawn up list 
of those appointed to this office. " after which he proceeds

who accom panied the suhan in the procession to Fri
day prayers, known as the cuma selamhk.

From  copies of the Takvim-i Vekayi, the official ga
zette, dating from the reign of Sultan Abdiilmecid, we 
com e across the names of many officials appointed to 
governorships with the rank of kapiciba§i. This seems 
to confirm what Lûtfi Efendi tells us.

During the reign of Sultan Abdiilaziz (1861-1876), 
the very brief reign of Sultan M urat V, and the first

to cite a long list of names.
Here there are several significant points to be em p

hasised. Firstly, we learn from Lûtfi Efendi that by tra
dition the post of kapicibasi could lead to promotion to 
the rank of vizier. Secondly, he tells us that some of the 
kapıcıbaşıs also perform ed duties within the palace, 
and that these w ere known as the rikâb-ı hüm âyun  
kapıcıbaşıs. Thirdly, we learn that it was these officials

two years of the reign of 
Sultan A bdülham id II 
(1876-1909), there is no 
definitive evidence as to 
the functions served by 
these tw o buildings on 
either side of the Kordon Kapısı.

The Imperial Treasury m oved here from the Bâb-ı

2  The Hazine-i Hassa (Imperial 
Treasury) building, which now 
houses administrative offices, 
next to the Hazine gate of ' 
Dolmabahçe Palace.

3  Entrance to the Hazine Dairesi 
beside the gate.

4 The Mefruşat Dairesi, attached 
to the Hazine-i Hassa.
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H üm âyun in 1877, but whether prior to this date the 
buildings w ere used only by the kapicis, or mabeyncis 
as they cam e to be known in the reign of Sultan 
Abdülmecid, is unclear. It m ay be that the minister and 
other high-ranking officials of the Treasury worked he
re from the reign of Sultan Abdülm ecid onw ards, or 
that the lower echelons of the Treasury staff moved to 
Dolmabahçe Palace prior to their superiors. Further re
search is needed to answer these questions.

the location of the Ministry of the Treasury is descri
bed as being, "A côté du Palais Impérial de Dolma-Baght- 
che, au bord de la mer. " This commercial yearbook gives 
full details of all the offices attached to the Ministry of 
the Treasury and the officials employed there. The Mi
nister of the T reasury  w as S. E. O hanpes Efendi 
(Sakızlı), and Faik Paşa and N azım  Paşa headed im 
portant departm ents of the ministry.

In the alm anac dated 1890, under the heading "Offi-

It is significant that the gate known as the Kordon  
Kapısı from the time that it was built, becam e known 
as the Hazine Kapısı after 1878.

The almanacs, or salname, make no mention of whe
re the Ministry of the Imperial Treasury w as housed, 
despite the references to all its related offices. H ow e
ver, in the A nnuaire Oriental de Com m erce of 1908 
published "by license from the Ministry of Education ,

ce of the Imperial Treasury", the employees of the main 
office and its related departm ents are listed in schem a
tic form. A gop Paşa w as minister with vizier's rank, 
and subordinate to him was the accountant Hafız Ibra
him Ethem Efendi. The principal departm ents of the 
m inistry w ere the Secretariat, A ccounts Office, Re
gistry, Employee Records Office, Records Office, Stores 
Office, Cash Office, Ministerial Comm ittee, Commissi-
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on for the Imperial Estates, Imperial Stables Office, Fuel 
Stores Office, Printing H ouse and Bakeries Office, Im
perial Buildings Stores Office, Imperial Furnishings Of- 
hce. G ranary Office, Public Provisions Office, and the 
Ice Storage Office.

On another page of the same alm anac, Kamil Pasha 
is m entioned as one of the em ployees of the Imperial 
Treasury, from which we can deduce that Faik Pasha, 
Nazim Paşa, Kamil Paşa and others of high rank occu
pied the Hazine-i Hassa building and possibly the up-

hed by the Mefruşat Dairesi with everything from m ir
rors and chandeliers, to carpets and curtains. So it was 
natural that this departm ent should be located in the 
palace itself.

According to the almanacs for those years the head 
of the Mefruşat Dairesi w as not a member of the Minis
try committee in 1890, but had become so by 1893.

Alm ost all the docum ents concerning the Mefruşat 
Dairesi in Dolmabahçe Palace Archive date from the 
early 1300s AH, implying that this departm ent rose to

ace. Prom ulgated in Düstûr under number 98, this re
solution states: "Decree concerning the regulations for 
those employed at the Enderun-i Hümâyun (the organisa
tion for the training of court servants and officials), the sys
tem of emoluments and wages.

Article 1: The management in accordance with the com
mand of the sultan of the Imperial Palace of Topkapi and the 
Enderun shall be the responsibility of the steward's office of 
the Imperial Treasury. The steward of the Imperial Treasury 
shall be under the control of the Ministry of the Royal Privy

per floor rooms of the Mefruşat Dairesi. The architectu
ral elem ents and decoration of the M efruşat Dairesi, 
which now  houses the Centre for C ulture, Research  
and Promotion, supports this hypothesis.

A number of palaces belonging either to the sultan or 
his family were located along the European shore of the 
Bosphorus from Tophane to Defterdarburnu. In additi
on there w ere many smaller riding and hunting lodges 
used by the sultans, such as those at Maslak, Ihlamur, 
and Tersane (Aynalikavak), all of which w ere furnis-

5-6 Details of the ceiling decoration 
a position of prom inence ¡n the Mefruşat Dairesi.
in the late 19th century.

The alm anac for 1311 names Mikael Portakal as Mi
nister of the Treasury, and adds the Office of the Impe
rial Factory at Hereke to the list of departm ents under 
the Ministry’s control.

Under a resolution dated June 1909 (26 Cemaziyela- 
hir 1327 AH) the officials of the Enderun-i Hüm âyun at 
Topkapi Palace were placed under the auspices of the 
Ministry of the Imperial Treasury at Dolmabahçe Pal-

Purse.
Article 2: The office of the Board of the Imperial Treasury 

shall consist of a chief clerk, two clerks, one kaftancı (keeper 
of the wardrobe) and a chief watchman.

Article 9: The superfluous servants of the Treasury and 
the Seferli Koğuş [the organisation of scholars, poets and 
musicians attached to the court] shall be transferred to other 
departments and their numbers reduced to thirty people. "

Article 11 of the resolution tells us that the Topkapi 
Palace Enderun School had been closed down, and tho

se students with families to go to sent home, the rem ai
nder being adm itted to other schools. Articles 12 and  
13 limit the num ber of em ployees at the A kagalar 
Kapısı to 20, and the Zülüflü Baltacılar (a class of pala
ce guards) to a total of 20 "including one chief halberdier 
and one assistant".

Article 26 of this resolution, which w as apparently  
draw n up by the constitutional governm ent which de
posed Sultan Abdülhamid II, concerns the inventory of 
monies and valuables kept at Topkapi Palace, and con
tains some very important information: "All the inven
tories of cash monies and existing properties of the imperial 
Palace of Topkapi shall be delivered by decree to a comission 
in the presence of a special committee to be appointed by 
the Ministry of the Royal Privy Purse, while the accounts 
of the foundations and other private institutions and the 
aforementioned resolutions shall be kept as receipts signed 
by the comission at the Ministry of the Royal Privy Purse, 
for the reason explained in the next article.''One of the 
three copies of the inventory register was to be kept by 
the ministerial com m ittee, another by the Ministry of 
the Imperial Treasury, and the third by the Office of 
the Council of State, according to Article 27.

"A board to be reappointed every five years by the M i
nistry of the Imperial Treasury is to check the inventory of 
the works of art and other properties at Topkapi Palace Im
perial Treasury." according to Article 28; and Article 29 
tells us that, "upon the appointment of a new Steward of 
the Imperial Treasury, he shall follow the procedures laid 
down in the above article in taking delivery of these items". 
This process w hereby the stew ard  in ch arge of 
Topkapi Palace Imperial Treasury, who w as answ era
ble to the Minister of the Imperial Treasury, took deliv
ery of the valuables in the Treasury following an in
ventory check was a tradition which went back a very 
long way.

NOTES
1 CENGİZ KÖSEOĞLU, "Dolmabahçe Sarayı Hazine-i Hassa Daire
si", Milli Saraylar Dergisi, No. 1 ,1 9 8 7 /1 , p. 39.
2 ZARİF ORGUN, from compiled information.
3 Naitna Tarihi (Ottoman script), İst. Archaeological Museum Lib
rary, V . II, p. 36.
 ̂MEHMET ZEKİ P AKALIN, Tarih Deyimleri ve Terimleri Sözlüğü, İst. 

1971, V . 1, p .  426.
5 Lütfi Tarihi (Ottoman script), İstanbul Archaeological Museum Lib
rary, V . Ill, p .  165.
 ̂ HURŞİT PAŞA, "Sultan Reşat'a Nasıl Başyaver Oldum", Hayat Ta

rih Mecmuası, 1965, No. 1, p. 33.
7 ZARİF ORGUN, from compiled information.
® Lütfi Tarihi (Ottoman script), İstanbul Archaeological Museum Lib
rary, v.V.
9 Takvim-i Vekayi, cat. 26, 1839, p. 3, column 1. In addition almost 
every issue of Takvim-i Vekayi mentions numerous appointments 
"with the rank of Dergah-i Âli Kapucubaşı" or "with the rank of Rikâb-ı 
Hümâyun Kapucubaşı", to such posts as governor of Sivas.
10 Annuaire Oriental du Commerce, créé par R.César Cervati en 1980
24 ème Edition, 1908 (Hégire 1326), p. 63.
”  Salname-i Umumi, 1890 (1326 AH), pp. 129-135 and 123.
12 Op. cit. p. 130, and Salname 1893 (1311 AH), p. 144.

MSA, cards of Hazine-i Hassa documents.
1“* Salname-i Umumi, 1890 (1311 AH), pp. 61,142.
15 Op. cit., pp. 148-149.
16 Düstur, Tertib-i Sani, Dersaadet, Matbaa-i Osmaniye, 1911 (1329 
AH), V . I, p. 357.
17 Op. cit., p. 358.
1® Op. cit., p. 362.
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It em s  s en t  b y  s u l t a n  m e h m e d  vi 
TO TOPKAPI PALACE

N e d r e t  b a y r a k t a r *

T hirty-sixth  and last in 
the line of Otton\an sul
tans w as M ehm ed VI 
(V a h îd e d d in , 1 9 18 -  

1922), the son of Sultan Ab
diilm ecid and G ülûstu Sul
tan. He was born in 1861, and 
acceded to the throne at the 
age of 57. His reign cam e to 
an ignominious end when he 
abandoned the capital on the 
British w arship Malaya on 17 
N ovem ber 1922, acco m p a
nied by his son E rtuğru l 
M ehm ed Efendi. H e first 
travelled  to the island of 
Malta’, from  there to Mecca 
at the invitation of Şerif H ü
seyin and later to San Remo, 
w here he died in 1926. His 
daughter Sabiha Sultan had his remains 
taken to D am ascus, and buried in the 
ce m e te ry  of Y av u z  Sultan  Selim  
Mosque.

Register no. D. 3002 in Topkapi Pal
ace M useum concerns various items sent by 
Sultan Mehmed VI Vahîdeddin from Dolma
bahçe Palace to Topkapi Palace Treasury.
The first entries in the register w ere m ade on
13 July 1334 AH (26 July, 1918) and seven  
leaves of the register w ere used altogether.
The register is fascinating as evidence of how  
old traditions w ere m aintained right up to 
the end of the Ottom an sultanate.

Sultan Mehmed VI Vahîdeddin acceded to 
the throne on 3 /4  July 1918, and immediately 
afterwards the seals, medals, clothes, writing 
set, and books belonging to the form er sul
tan, M ehmed V Reşad, w ere sent to the Im
perial Treasury at Topkapi Palace for safe
keeping. The majority of the items in the register and 
listed in the m useum  inventories are recorded as be-

* N edret Bayraktar is an art historian and m useum curator.

1 Dress uniform 
belonging to Sultan 
Reşad at Topkapi 

Palace.
Inv. No. 13/730-731.

2  The gold and silver 
thread embroidery on a 

broadcloth backing 
adorning the breast of 

this uniform.

longing to Sultan Mehmed V 
Reşad^ and a smaller number 
to H eir A pparent Yusuf Iz- 
zeddin Efendi^ As we will 

see, the items w ere not all 
sent to the Treasury  to
gether, but over a period  
of time.

H ow ever, the dates in 
the reg ister are not in 
chronological order, show
ing that the entries w ere  
written up subsequently.

The first article to be 
transferred, a lectern bear
ing the m onogram  of Sul
tan Abdülm ecid, was sent 
to the Şehzâde M ektebi 
(Princes School) in the H a
rem  of Topkapi Palace. 

The register explains that this lectern was 
used for the bed-i besmele, the ceremony  
held to celebrate the princes' first day at 
school. The lectern is mentioned as being 
in the Şehzâde Mektebi in the records of 

the palace com m ission, and the description  
fits one of the lecterns which is there today'^.

A lthough there is no inform ation given  
about the enamelled writing set in a tortoise
shell box which w as sent to Topkapi Palace 
Treasury, I conclude that it m ust have be
longed to Sultan M ehm ed VI Reşad. The 
medals, staffs of office and a sword presented 
to Sultan Mehmed V Reşad by western mon- 
archs, which were delivered to the steward of 
the Imperial Treasury at Dolmabahçe Palace, 
are described in detail, specifying who gave 
them  and when (the nam es of people and 
places being transcribed phonetically).

From  the register kept by Topkapi Palace  
Com m ission we learn that the m edals listed in the 
Treasury inventory today, of which some are on dis-
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play in the Treasury, w ere kept in a chest in the Elçi 
Hâzinesi. Each one w as separately recorded and num 
bered. The Elçi Hâzinesi w as a room  formed by w all
ing up part of the colon
nade of the Fatih Köşk, 
w here item s from  the 
Treasury are on exhibit 
today. It w as d em ol
ished during restoration  
of the palace in 1940- 
1945.

A ccording to the en
try dated four days after 
the first delivery, the 
stew ard of the Imperial 
Treasury took the dress 
uniform, naval uniform  
and field m arshal's uni
form belonging to Sul
tan Mehmed V Reşad to 
Topkapi Palace. The tra
dition  of sav in g  the 
clothes of the sultans 
w rapped in bundles at 
Topkapi Palace m eant 
that the m useum  now  
has a collection which  
goes back  to Sultan  
M ehm ed II (the C on
queror, 1444-1446, 1451- 
1481). These three uni
forms sent to the Treas
ury in 1918 are also re
corded in the Com m is
sion Register as, "uni
form s and accessories  
belonging to the late  
Sultan Reşad, sent to the 
Treasury on 17 July 334  
(AH)", which were indi
vidually numbered and 
kept in a trunk. These 
three uniform s are to
day stored in the Sec
tion of Im perial G ar
m ents and Fabrics at 
T opkapi P alace  M u
seum.

The last book read by 
Sultan M ehm ed V Re- 
şad^ about the Mevlevi 
m ystic order, followed  
later by five chests of 
books and five seals be
longing to the sam e  
sultan^ w ere sent to the
T reasury  by the chief librarian of the M abeyn-i 
Hüm âyun at Dolmabahçe Palace, on the orders of Sul
tan Mehmed VI.

3  The tinted photograph of Sultan Reşad signed P hoto  A p o llo n  
at Dolmabahçe Palace. Inv. No. 64/2176.

Chief clerk of the Imperial Treasury at Topkapi Pal
ace, İzzet Bey (Kumbaracılar), w ho also held the post 
of kilercibaşı, took a further 40 books and treatises to

the palace. These ap
pear to be the books 
listed in an inventory  
register entitled Sultan 
Reşad Kitaplığı (Sultan 
Reşad's Library) now in 
Topkapi Palace M u
seum  Library. Since I 
have not co n d u cted  
further research to dis
c o v e r  w h e th e r the  
records contain any in
form ation on this sub
ject, I cannot draw  any 
firm conclusion as yet. 
T h e r e g is te r  a lso  
records that İzzet Bey 
had one of the two por
traits of Sultan Reşad 
fram ed and placed in 
the Treasury, and the 
other placed in a "regis
ter" containing pictures 
of the O ttom an sultans 
in the library. This reg
ister must have been an 
album, and during our 
research this w as con
firmed by chief librari
an of Top-kapi Palace  
M useum Library, Filiz 
Ç ağm an, w ho discov
ered that this picture  
had been added to the 
Young Album.

The medals belonging 
to Heir Apparent Yusuf 
izzedd in  Efendi, the  
son of Sultan A bdül
aziz, are described in 
detail in the em val-i 
gayri menkule or regis
te r  of im m o v eab le  
properties draw n up by 
the Probate C om m is
sion against each indi
v id u al num ber. The 
register also tells us 
that on the orders of 
Sultan M ehm et VI Va
hîdeddin, these medals 
w ere delivered to Tev- 
fik Bey, guardian  of 

Yusuf izzeddin Efendi's children. H ow ever, a contra
dictory account is given by Necmettin Erim, physician 
to Yusuf izzeddin Efendi's wife. Tazende Hanım, who
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writes; "The day he re
solved to com m it sui
cide, he gave all his 
m edals and other val
uables to Tazende H a
mm before putting an 
end to his life with a 
razor"^. Yusuf İzzed- 
din Efendi (1857-1916), 
who w as proclaim ed  
heir apparent in 1909, 
cut the artery  of his 
left arm  at his mansion 
in Zincirlikuyu, which 
today houses Yapı Sa
nat V ocational High  
School®. He w as bur
ied beside his father 
Sultan A bdiilaziz, in 
the tom b of Sultan  
M ahmud II.

An interesting entry 
refers to 14 antique  
prayer rugs belonging 
to the Imperial Treasu
ry. These were sent to 
the Im perial H ereke  
F acto ry , but su b se
quently in 1919 re 
moved from the facto
ry's retail shop and re
placed in the Treasury  
at the w ritten request 
of the D epartm ent of 
the Treasury. Unfortu
n ately  we h ave no 
idea why or when the 
rugs w ere sent to the 
H ereke factory . The 
Im perial Hereke F ac
tory  p articip ated  in 
trade exhibitions, such 
as that held in Bursa in 
1907, in V ienna in 
1908 and in Brussels in 
1910. It m ay be that 
the rugs w ere sent to 
the factory for exhibi
tion at one of these  
fairs’ . Sultan M ehmed
V Reşad visited the 
H erek e  fa c to ry  in 
1910, and additional
information m ay be discovered in other registers. In
formation gleaned from the Commission registers in
dicates that the rugs w ere probably em broidered in 
gold thread on cloth. Silk fabrics w ere woven at the 
Hereke factory, as well as carpets, and the looms used 
to w eave silk fabrics for the palaces continued to op

4 Portrait of Sultan Mehmed Reşad in watercolour over copper print in the Young Album at the 
Topkapi Palace Museum Library. Inv. No. A/3719.

erate in a building at Dolmabahçe Palace known as 
the "Hereke Dokumahanesi" (Hereke W eaving Shop) 
until the last days of the reign of Sultan M ehmed VI 
Vahîdeddin’°. A second retail shop selling Hereke 
products opened on Zaptiye C addesi, Istanbul, in 
1889, and only closed down in 1925.
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A s w o rd  in 
scribed w ith the Fe
tih Sura and the be- 
semele prayer is an
other notable item  
sent by Sultan Meh
med VI to Topkapi 
Palace Treasury and 
delivered by Emin  
Bey, director of the 
H azine-i H assa at 
D olm abahçe Palace.
This sw ord is dated  
992 AH  (1516), dur
ing the reign of Sul
tan Selim I (Yavuz,
1512-1520) and w as 
m ade by a sw ord- 
sm ith by the nam e  
of M ahmud. Almost 
certainly the sword  
belonged to Sultan  
Selim I” .

On the last page  
of the register is an 
entry referring to the 
sacred relics, sonie 
of which had origi
nally  belonged to 
A bdiilkadir G eylâ- 
n?^ sheikh of the  
Kaadiri order, kept 
in the tow er above  
the Saltanat Gate at 
D olm abahçe Palace.
These were removed  
on the orders of Sul
tan Mehmed VI Va- 
hîdeddin and placed 
in the Treasury of 
S acred  R elics at 
Topkapi Palace. The 
H a z in e - i  H a s s a  
Building’  ̂ to  the  
right of the m ain  
S alta n a t G ate  in 
front of the Clock  
Tower at Dolmabah
çe Palace, is known 
to have been con 
nected to the tow er 
n ext to the g ate  
w h ich  w as o n ce  
used as a storage de
pot for the Treasury.

The final entry in 
the register refers to a docum ent scroll num ber 63 
know n as the "ahidnâme-i şerif", w hich w as also  
placed in the Treasury of Sacred Relics.

5-6 The seal of Sultan Mehmed V Reşad at Topkapi Palace Museum Library.
7 J ewelled Etoile Kara Georgevitch medal and plaque. Topkapi Palace Treasury. Inv. No. 2/1460.

8 German Black Eagle medal and plaque. Topkapi Palace Treasury. Inv. No. 2/1390.
9  German Red Eagle medal and plaque. Topkapi Palace Treasury. Inv. No. 2/1392 .

10 First class Carol medal and plaque. Topkapi Palace Treasury. Inv. No. 2/1462.
11-12 Front and back covers of books, Inv. Nos. M. R. 362-363 and 364 at Topkapi Palace Museum Library.

These detailed and accurately kept registers which 
are today in Topkapi Palace M useum  m ostly date  
from the latter years of the Ottom an period, between
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the late 19th and early 20th centuries. From  them we 
can learn to whom  many of the objects originally be
longed, their origins and how they were stored.

As we see from the entries in the register in ques
tion, w hose full text is given overleaf, the items sent 
by Sultan Mehmed VI Vahîdeddin to Topkapi Palace 
include the seals, clothes and m edals belonging to 
Sultan Mehmed V Reşad. All these articles are listed

in the m useum  inventories, and kept on aispiay or 
stor*ed in the relevant sections. H ow ever, there are 
very few items belonging to Sultan Mehmed VI him
self in Topkapi Palace Museum. The imperial seal is 
apparently in the possession of his granddaughter  
Mrs. Hiimeyra Özbaş (Okday), the daughter of Ulviye 
Sultan^^. It is to be hoped that the imperial seal be
longing to the last O ttom an sultan will eventually be 
placed in the seals collection at Topkapi Palace Mu
seum.

NOTES
1 During the reign of George V of England, the last Ottoman sultan 
Mehmed VI Vahîdeddin stayed at the Tigne Palace in Malta as the 
guest of Colonel V. C. Micallef. The sultan was accompanied by his 
son Ertuğrul Efendi, his chamberlain Ömer Bey, chief clerk Reşad 
Paşa, steward Çerkeş Zeki Ağa, master of the wardrobe İbrahim 
Ağa, his barber Mahmud Ağa, his tobacconist Hayreddin Ağa, and 
three assistants. They were brought to Malta by Sir George Haring- 
ton. General Officer Commanding the Allied Forces of Occupation 
in Türkiye. See OSMAN ÖNDEŞ, "Vahîdeddin Malta'da", Hayat Ta
rih Mecmuası, no. 2, March 1971, pp. 34-38, a photograph showing 
the sultan, his son, and Ömer Bey disembarking at Malta.
2 Sultan Mehmed V Reşad (1909-1918) was born at Çırağan Palace 
in 1844 during the reign of his father Sultan Abdülmecid. His moth
er was Gülcemal Sultan. He acceded to the throne in 1909 at the age 
of 65, and died at Yıldız Palace in 1918.
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 ̂Heir Apparent Yusuf Izzeddin Efendi was bom in 1857, while his 
father Sultan Abdülaziz (1861-1876) was heir apparent. His mother 
was Dürrünev Sultan. He was Abdülaziz's eldest child, but his exis
tence was only proclaimed when his father acceded to the throne. 
By tradition, the princes had not been allowed to father children be
fore their accession, and Abdülaziz was the first to break with this 
tradition.

See Ü. ALTINDAĞ, N. BAYRAKTAR, "Topkapi Sarayı Müzesi 
Tahrîr Komisyonu Çalışmaları I (Harem ve Baltacılar Koğuşu)", 
Topkapı Sarayı Müzesi Yıllık!, İstanbul 1987, p. 13. Of the five lec
terns mentioned here, number 5744 is monogrammed. This lectern, 
which is still in the same place today and recorded in the Harem In
ventory is probably that which was sent from Dolmabahçe Palace.
5 Sultan Mehmed V Reşad was a poet and a member of the Mevlevi 
mystic order.
6 For the imperial seals of Sultan Mehmed V Reşad see, Topkapi Sa
rayı Müzesi Mühürler Seksiyonu Rehberi (compiled by Ord. Prof. İ. H. 
Uzunçarşılı) İstanbul 1959 (Topkapı Sarayı Müzesi Yay. no. 8), pp. 
20- 21.

7 Dr. NECMETTİN ERlM, "Yusuf İzzeddin’e Dair Vesikalar", Tarih 
Dünyası, year 1, no. 3 ,1 5  May 1950, p. 126.
8 See the series of articles published on this subject by Ismail Bey, a 
member of the Enderun at Topkapi Palace, who was a companion 
of the heir apparent for many years: ISMAlL BAYKAL, "Veliaht Yu
suf Izzeddin Efendi Nasıl İntihar Etti", Tarih Dünyası, no. 12, 1 Oc
tober 1950, pp. 487-491; no. 13, 15 October 1950, pp. 531-535; no. 14, 
1 November 1950, pp. 579-582; no. 15, 15 November 1950, pp. 623- 
626; no. 16,1 December 1950, pp. 663-666 and 703. And see ALl KE
M AL AKSÜT, "Yusuf Izzeddine Dair Yeni Vesikalar", Tarih 
Dünyası, year 1, no. 2, 1 May 1950, p. 62, on which he says: "On I 
February 1331 (1915) he took a pair of scissors and just like his father 
(Sultan Abdülaziz) cut the arteries in his arm." 1. H. DANİŞMEND, 
İzahlı OsmanlI Tarihi Kronolojisi, IV, İstanbul 1961, p. 431.
 ̂ For the photograph in Hereke Factory Archive showing "prepara

tions for an exhibition but with no indication as to where or when it was 
to be held", see Prof. ÖNDER KÜÇÜKERM AN, Hereke Fabrikası, 
İstanbul 1987, p. 109 plate 66.
10 ÖNDER KÜÇÜKERMAN, op. cit. p. 67.
”  In another very interesting register kept on a daily basis, on 
which I am now working and plan to publish at a later date, I have 
come across an entry concerning the swords of the sultans. In this 
mem orandum kept at Topkapi Palace during the reign of Sultan 
Mehmed V Reşad, it records that some articles were removed tem
porarily from the Imperial Treasury as examples and later returned. 
Among these were the selatin seyfleri (imperial swords) which were 
sent to Minister of W ar Enver Paşa. This is a subject which deserves 
further investigation.
12 While some sources say that Bağdatlı Seyyid Abdül Kaadir-i 
Ceylânî, founder of the Kaadiriyye order, was born at Ceylân in 
Persia, others say that he was born in the town of Ceylân on the Ti
gris near Baghdad in 1705. He is known as Ceylânî in Arabia and as 
Ceylânı in India and Iran. His real name was ^ y h  Muhyeddin, and 
he was also known in the Islamic world as Cavs-i Azam (the great
est protector from which people hope for succour and enlighten
ment). See CEMALEDDlN SERVER REVNAKOĞLU, "Tarikatlerin 
Tarihine Toplu Bir Bakış-Kaadirilik", Tarih Dünyası, no. 1, 17 Sep
tember 1953, pp. 18-19.

CENCİZ KÖSEOĞLU, "Dolmabahçe Sarayı Hazine-i Hassa Dai
resi", Mı7/ı Saraylar, no. 1 (1987), pp. 34-41.
14 The commission register states that the St. Etienne medal was 
presented to Sultan Mehmed V Reşad by Emperor Franz Joseph of 
Austria, without giving the date.
15 King Ferdinand of Bulgaria held this title from 1908 to 1918. A 
banquet was given in his honour in the Zülvecheyn Room at 
Dolmabahçe Palace on 9 March 1910 during his visit to Istanbul. 
See ÇELİK CÜLERSOY, Dolmabahçe, İstanbul 1984, p. 99, also p 
184 ff.
1̂  King Carol of Romania (d. 11 October 1914), who was a member 
of the Prussian royal family, stayed at Cöksu Kasır when he visited

Istanbul, D. 3002 gives no date, but the entry in the commission 
register says that he arrived on 15 July 1323. There is an embossed 
picture of King Carol in the centre of the medal.
17 In the inventory register this is described as the Etoile Kara 
Georgvitch medal of the Serbian government, presented by King 
Pedro of Serbia. King Pedro Kara Ceorgvitch arrived on 23 March 
1910 and stayed for a week. For a photograph of the king taken in 
the garden of Dolmabahçe Palace during his visit, see ÇELİK  
CÜLERSOY, op. cit., p. 107.
18 The Albrecht medal was known as the "kılıçlı" (with swords) on 
account of the design of two crossed swords. Albrecht von Hohen- 
zollem was the brother of Emperor Wilhelm I.
19 The Maximilian-Joseph medal. Bavaria (Bayern-Bavaria) is the 
southern region of Germany, east of Württemberg.
20 The inventory gives this as the Charies-Frederick military medal 
of the Grand Duchy of Baden.
21 The Saint Heinrich medal of Saxony was presented by King Frie
drich August of Saxony according to the commission register. The 
cruciform medal has a picture of Saint Heinrich in the centre 
around which is the inscription, "Fridr. Aug. g. Rex. Instrauravit".
22 Saxe-Coburg-Gotha. Most of the medals mentioned above appear 
in the auction catalogue entitled Munzenhandlug G. Hirch dated No
vember 1987. See Münzen und Medaillen, Auction 156 (November 
1987), München. I thank my colleague Aysel Tuzcular for sending 
this publication to us.
23 The inventory refers to this as the Faucon Blanc medal of the 
Duchy of Saxe-Weimar.
24 From the memorandum referred to above we learn that following 
the death of Franz Joseph on 21 November 1916, his brother Prince 
Maximilian came to Istanbul to inform the sultan of the accession of 
Karl I to the Austrian throne, and that a banquet was given in his 
honour at Topkapi Palace. The mem orandum notes that: "Sixteen 
towels heavily embroidered in gold thread were removed from the Imperial 
Treasury on 11 Teşrîn-i Sânı 1333 for use at the banquet to be given in 
honour of the Prince of Austria at the Imperial Mecidiye Kasır".
25 Saxe-Meiningen.
26 The inventory register states that this was presented by the 
Schaumberg Principality. Both the first and second service medals 
are cruciform and bear an embossed crown and the inscription, 
"Für Treue Dienste 1914".
27 These medals dated 1914 are those of the Duchy of Mecklenburg.
28 In the diary at Topkapi Palace Museum it records that 24 porce
lain plates decorated with blue flowers on a white ground were 
sent on 12 August 1333 from the Imperial Treasury to the Mabeyn 
to use as a breakfast service for the German Emperor. The plates in 
question must be Chinese porcelain.
2’  Both ends of the German marshal's staff are made of gold, one 
decorated with a black enamelled eagle, and the other with a gold 
crown and the mark W. 2.
30 I have come across lists of water pipes and various plates taken 
from Topkapi Palace Treasury on 9 and 10 Teşrin-i evvel 1332 for 
Prince W aldemar, a relative of the German emperor^' and which 
were subsequently returned.
31 For photographs of Emperor Karl I of Austria and Empress Zita 
see Ç. CÜLERSOY, op. cit. p. 112.
32 The jewelled Osmanî medal was inaugurated during the reign of 
Sultan Abdülaziz in 1278 AH (1861). Like the other jewelled med
als, the recipient's heirs were allowed to inherit the Osmanî medal 
but not to wear it. See MEHMET ZEKİ PAKALIN, Osmanli Tarih 
Deyimleri ve Terimleri Sözlüğü, v. II,lstanbul 1972, pp. 737-738.
33 Şefakat-i Nişan-ı H üm âyûnî w as inaugurated by Sultan 
Abdülhamid II in 1295 AH (1878) as a medal of honour for women. 
See FERİT DEVELİOĞLU, Osmanlıca-Türkçe Ansiklopedik Lügat, An
kara 1982, p. 1178.
34 Şir ü Hürşîd is the highest decoration of Persia. See F. 
DEVELİOĞLU, op. cit., p. 1196.
35 See S. ÖZEL, C. KOÇAK, "Mehmet Vahdettin'in Torunu-Son 
Padişah Vahdettin'in Torunu Hümeyra Özbaş ile Başbaşa", Tarih ve 
Toplum, no. 71, July 1990, pp. 15-16.
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Complete translation of the entries in register number D. 3002

Register of the articles committed to the custody of the Imperial Treasury by His Imperial Majesty the newly acceded Sultan Mehmed 
Vahîdeddin Han the Sixth during his reign, 4 Şevval 1336 and 13 July 1334.

Pieces
1 Lectern covered with red velvet, its surface, sides and legs edged with silver

This lectern, which bears the monogram of the late Sultan Abdiilmecid Han and was used for the bed 'an besmele of the royal 
princes, was sent to the school of the royal princes at the Imperial Palace of Topkapi for safekeeping on 13 fuly 1334.

1 Tortoiseshell chest (edged in silver gilt)
6 Inkwell with a floral pattern on blue enamel and with finials in the shape of inversed tulips on the lids 
1 Pencil sharpener with a handle of blue enamel decorated with a floral pattern 
1 Makta (bone implement for fitting nibs on reed pens) matching the above
1 Pencil sharpener with a handle ofaventurine

10 ten pieces only

The abovementioned ten items were despatched to the Imperial Treasury for safekeeping on 14 July 1334 as ordered by the imperial 
rescript of his majesty the sultan.

The medals, decorations, field marshal's staffs and jewelled sword presented to the late Sultan Mehmed Reşad Han V by foreign 
states and delivered to the steward of the Imperial Treasury in the Imperial Palace of Dolmabahçe on 13 July 1334 for safekeeping in the 
Imperial Treasury on the orders of His Highness the Sultan, are listed below.
Number Pieces

Conferred by the Emperor of Germany on 17 August 327. The red eagle is worn at 
the neck and the black eagle at the breast. The cordon is worn from left to right. 
Conferred by Emperor Franz Joseph of Austriâ "̂ .
Conferred by the King of Belgium on 26 April 326.

9

10 

11 

12

13

14

15
16

17

18
19

20 
21 

22

23

24

Red and black eagle

Saint Etienne medal 
Leopold Mil iter war 
medal
Bulgarian medal with 
chain

Carol medal with chain 
Jewelled Etoile 
Kara Georgvitch

Conferred by the King of Bulgaria on 8 March 326 during his visit 
to IstanbuP.

Conferred by King CaroP̂  of Romania. It is a first class medal.
Conferred by the King ofSerbia^  ̂on 21 March 326 during his visit to İstanbul

(Medals of the German duchies) 
First class Albrecht 
with swords 
Dynasty and military 
order of merit with chain 
Military Max Josepĥ ^

Conferred by the Grand Duke of Anhalt on 25 April 332. 

Conferred by the Grand Duke of Oldenburg on 31 March 332.

Charles Frederick 
military order of merit 
Order of Saint Heinrich

Medal bearing 
battle insignia 
Kokomplan oder 
dolavij blans (sic) 
Military medal 
distinguished class 
Medal with cordon 
One first class, 
one second class. 
Distinguished Service 
Medal 
War medal
First and second class 
war medal 
War medal 
War medal
First and second class 
war medal 
First and second 
class war medal 
War medal

Conferred by the King of Bavaria on 30 Kânûn-i sânî 332, it has an appurtenance 
for hanging at the neck.
Conferred by the Grand Duke of Baden~̂ ’ on 20 April 332.

Conferred by the King of Saxonŷ  ̂on 28 Kânûn-i sânı 331. It has a medal for 
wearing on the chest.
Conferred by the Duke of Saxe-Coburg-Goth on 31 March 332.

Conferred by the Duke of Saxe-Weimar^^on 8 March 332.

Conferred by the King of Wurtemberg on 23 Kânûn-i sânî 331.

Conferred by Mecklenburg on 20 July 331
The Iron Cross conferred by the Emperor of Germany

Conferred by His Highness Maxmilian '̂̂  brother of Emperor Karl of Austria on 
the occasion of his accession when he visited İstanbul on 6 April 332.
Conferred by the Grand Duke of Anhalt on 25 April 332.
Conferred by the Grand Duke of Oldenburg on 31 March 332.

Conferred by the Grand Duke of Saxe-Mainingen^  ̂on 31 March 332.
Conferred by Prince De Lippe on 31 ...
Conferred by Schaumburg-Lippe^  ̂on 4 April 332.

Conferred by Mecklenburg-Schwerin^  ̂on 6 April 332.

Conferred by the Grand Duke of Hesse in March 332.
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25 Military medal for 
bravery on the field

26 2 Hohenzollern dynasty
medal with chain

2 German field marshal's 
staffŝ ^

Austrian field marshal's 
staffs

Jewelled sword

Conferred by Prince Cyril on behalf of his father the King of Buharia 
on 17 April 333.
Conferred by the Emperor of Germany on Monday 15 Tesrin-i evvel 333 at a 
banquet held on the evening of his arrival in îstanbuP.
One short staff for official occasions, the other longer for private occasions. Present 
ed by His Highness Prince Waldemar, a relative of His Majesty the Emperor̂ 'K 
Presented to His Majesty the Sultan in the Ceremonial Room on the Monday 
following the visit of Their Majesties Emperor Karl and Empress Zitĉ  ̂
of Austria to İstanbul on Sunday 19 April 334.
Presented by the Emperor of Germany.

The following clothes and accessories belonging to His Highness the late Sultan Mehmed Reşad Han, committed to the custody of 
the steward of the Imperial Treasury on 17 July 334 on the orders of His Majesty:

1 Dress Uniform 
1 Naval Uniform

1 Field Marshal's Uniform

1 Volume about the holy 
teachings of the Mevlevi 
order

1 frockcoat 1 pair of trousers 1 fez 1 sword with belt 1 pair of gloves 
1 frockcoat 1 pair of trousers 1 capote 1 pair of epaulettes 1 sword with belt 1 
pair of gloves
1 jacket 1 pair of trousers 1 capote 1 cape 1 pair of epaulettes 1 dagger 1 fur cap 1 
pair of gloves
This book about the holy teachings of the Mevlevi order read by His Highness the 
late Sultan Mehmed Reşad Han and delivered according to a rescript of 
His Majesty by chief clerk of the Imperial Mabeyn to the steward of the Imperial 
Treasury on 18 August 334 for safekeeping in the Imperial Treasury.

The following books belonging to His Highness the late Sultan Mehmed Reşad were taken from the Imperial Mabeyn 
on 30 luly 334 and placed in the Imperial Treasury:

5 chests of miscellaneous The following articles from the Imperial Mabeyn were placed in the Imperial 
books Treasury on 7 August 334.

5 cardboard boxes containing The imperial seals of the late sovereign His Highness Sultan Mehmed Reşad
Han the Fifth.

The following diverse books belonging to His Highness the late Sultan Mehmet Reşad Han the Fifth received by chief clerk of 
the Imperial Treasury and kilercibasi Izzet Bey on 12 August 334.

40 Volumes of diverse books, 
treatises and journals

The following articles received by chief clerk Izzet Bey on 3 August 334:
2 Paintings depicting 

the late sovereign 
Sultan Mehmed Reşad Han 

1 Silver picture frame
One of the two abovementioned paintings was framed and placed in the Imperial Treasury, and the other placed in the register 
of sultans’ portraits in the library.

List of the Ottoman medals and medals of foreign governments conferred on the late Yusuf Izzeddin Efendi, heir apparent to 
the imperial throne: 16 August 334

According to the i
Number Pieces Description

179 3 pieces Jewelled imperial imtiyaz medal
180 2 pieces lewelled imperial Osmânî medaP 

(enamelled with emeralds)

182 2 pieces Jewelled imperial Mecidi medal

202 1 piece Jewelled imperial iftihar medal
208 2 pieces Jewelled imperial Şefkat medaP
253 2 pieces Ottoman and German war medals
254 1 piece Gold Red Crescent medal
292 1 piece Gold Hejaz Railway medal
1313 1 piece Gold Red Crescent medal

2 pieces Gold and silver İmtiyaz medals

258 2 pieces Jewelled Şir ii hûrşîd ^medal
2 pieces First class German 

Black Eagle medal
247 1 piece First class with chain, silver 

Romanian medal
250 3 pieces First class British decoration 

with medal
245 3 pieces First class silver 

Italian medal
246 2 pieces Gold Italian medal with chain

' of the probate commission 
Remarks
With its cordon and ribbon in a case.
With its cordon in a case..
Presented to the chief clerk on 12 lune 335. 
Returned on 26 April 336.
With its cordon and ribbon in a case..
Two stones are missing.

With its cordon in a case..

No record could be found in the registers.

With its cordon in a case. 
With its cordon in a case.

With its cordon in a case. 

With its cordon in a case.
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251 2 pieces

249
252
242

2 pieces 
2 pieces 
2 pieces

248 2 pieces

244

243

2 pieces 
1 piece

1 piece

First class silver medal of the 
Monaco Principality 
First class silver Spanish medal 
First class silver French medal 
Jewelled Bulgarian medal

First class silver Romanian 
medal
First class war medal 
Foreign medal

With its cordon in a case.

With its cordon in a case.
With its cordon in a case.
With its cordon in a case 
(one stone missing).
With its cordon in a case.

With its cordon in a case.
In a case. No record could be found in the registers 
and its origin is unclear.

Jewelled Bulgarian medal with chain 
The abovementioned twenty-four medals were recently delivered to Tevfik Bey Efendi, member of the Senate and 
guardian of the orphaned children of His Highness the late Heir Apparent Yusuf Izzeddin Efendi in accordance with 
an imperial rescript issued by His Majesty, and a receipt obtained in exchange 6 .... 336.

Piece
14 Antique prayer rugs 

The abovementioned fourteen antique prayer rugs in the custody of the Imperial Treasury were previously sent to 
the Imperial Hereke Factory, but on the written memorandum no 17 dated 13 Tesrin-i evvel 335 of the Office of 
the Imperial Privy Purse, these were removed from the shop of the said factory and placed in the Imperial Treasury, 
15 Tesrin-i ewel 335.

Piece
1 Sword with the besmele-i serife and the innafetahnaleke ayet-i kerime inscribed on one side of 

the blade, and the name of the swordsmith Mahmud ... 922 on the other, a rhinoceros horn hilt, 
a silver gilt guard, and basket of steel inlaid with gold, in a black leather sheath.

The aforementioned sword described above was placed in the Treasury on 5 Tesrin-i ewel 336 on the command 
of His Majesty the Sultan by Emin Bey Efendi Director of the Privy Purse.

Quantity
1 piece mantle decorated with sacred verses
1 piece bathtowel of white cotton decorated with a couplet
1 piece small gordon (?) bag
1 piece small green gordon cloth
3 pieces printed scarf
1 piece stone known as kan kardaş (?)
3 pieces wooden wedge
1 piece piece of plaster
5 pieces candle
1 piece white skullcap
1 piece broom

1 quantity holy sandalwood from the hucre-i saadet
1 piece stone
1 piece bath wrap
3 pieces powder known as cevher
1 piece cover for placing below a chest
2 pieces holy medallions

22 pieces blessed water in various jars
1 piece blessed wheat in a bowl
1 piece sandalwood powder in a bundle
1 piece plaster inscribed with the besmele-i şerif in a bag
1 box containing fragments of broom
1 piece small wooden chest
1 piece walnut chest with four drawers
1 piece four legged table
4 pieces holy zemzem water in wickerwork container

in a chest

The abovementioned twenty-six items kept in the tower over the Saltanat Gate of the Imperial Palace of Dolmabahçe 
which during the reign of His Highness the late Sultan Mehmed Han were delivered to the Privy Purse, and of which 
part apparently belonged to Gavsi âzam Abdiilkaadir-i Ceylânî, were placed in the Treasury of the Holy Relics in 
accordance with memorandum no 7 dated 22 ... 337 from the Directorate of the Privy Purse on the command of 
His Majesty the Sultan.

Piece
1 Copy of a holy treaty in scroll form 

In accordance with the command and imperial firman of the Protector of the Caliphate concerning the need to place 
this copy of the holy treaty placed in the Archives on 29 Muharrem 1328 under number sixty-three with the other 
Holy Relics, a private memorandum dated 12 Rebi-iil-evvel 341 was drawn up by the chief clerk of the Imperial Mabeyn, 
and the scroll was placed in the Treasury of the Holy Relics on 14 Te^rin-i sani 338."
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ONE OF THE IMPERIAL PAVILIONS AT YILDIZ PALACE

T h e  ŞALE KÖŞK

FERYAL İREZ and VAHİDE GEZGÖR

Y ıldız Palace is a com plex of palaces, pavil
ions, and adm inistrative buildings set in an 
estate of gardens and parkland covering an 
approxim ate area of 500 000 m  ̂ stretching  

from the seafront betw^een Beşiktaş and Ortaköy up to 
the ridge of the hill above Beşiktaş. The history of this 
area parallels that of Istanbul's urban development. An 
area of natural w^oodland during Byzantine times, it 
became knov^n as Kazanciogiu Bahçesi under the Otto
mans, and probably became part of the Hadaik-i Hassa 
(imperial estates) during the reign of Ahm ed I (1603- 
1617). Ahmed I was the first to build a small köşk (pa
vilion) in the w oods on Beşiktaş Hill, and M urad IV 
(1623-1640), who cam e here on excursions and hunting 
expeditions gave this pavilion to his daughter Kaya 
Sultan. In 1804-1805, Selim III (1789-1807) had a palace 
named the Yıldız Kasır built for his m other Mihrişah 
Valide Sultan on the hilltop, and thereafter the park  
and the entire district became known as Yıldız. A foun
tain in the gardens is the only structure rem aining  
from this period. In 1834, M ahm ud II had another

small köşk built on the hill which he used to watch the 
drilling of the modern arm y (Asâkir-i Mansure) which 
he had established to replace the Janissary Corps. 
Abdiilm ecid (1839-1861) had these earlier buildings 
demolished, and in their place had a new köşk known 
as the Kasr-i Dilkuşa built for his m other Bezm-i Âlem  
Valide Sultan

The construction of this köşk at Yıldız for the m oth
er of Abdülm ecid, Bezm-i Âlem Sultan, imparted new  
popularity to Beşiktaş Hill. Com poser of the inscrip
tion (whose wooden plaque is at Dolmabahçe Palace), 
the poet Raşid, w as prom pted to describe the köşk in 
the following words: "This palace for a dow ager sultan 
is as a moon over Yıldız."

This tract of hillside along the shore of the Bosphor
us as far as Çırağan Palace becam e a favourite excur
sion place for the sultans who succeeded Abdülmecid. 
They built a series of köşks and kasirs, and planted  
new trees, transform ing it into pleasant parkland. A 
contem porary docum ent tells us that the Ottoman Em
bassy in W ashington placed an order with the Yung

Brothers in N ew  York for 20 pine trees, 10 am aranth  
bushes and 10 m ahogany trees, which w ere planted in 
Yıldız Palace park

Yıldız Palace expanded over a large area with the 
new buildings commissioned by Sultan Abdülaziz and 
Sultan Abdülham id. The form er sultan had a foot
bridge built over the Beşiktaş-Ortaköy road, giving ac
cess from Çırağan Palace to the land behind, and link
ing it to Yıldız Park. Surviving plans dem onstrate that 
all this parkland was extremely well tended.

The Yıldız Palace com plex expanded even further 
during the reign of Sultan Abdülhamid, when num er
ous new buildings were constructed here. There are a 
number of docum ents in the National Palaces Archive 
which throw  light on the architectural history of the 
complex. They mention the names of several builders, 
engineers and architects who were employed here: Sar
kis Balyan, R. d 'A ronco, A. Vallaury, Yanko, Nikoli, 
Dikran, the architect Fransuva, Agop Efendi member 
of the W orks Com m ittee of the Imperial Buildings Of
fice, the engineer Bethier, Vasilaki Kalfa, Aznavuryan  
Ohannes chief architect of the Bâb-ı Vâlâ-yı Seraskeri

(Ministry of Defence), and the architect Jachm und who  
cam e to Istanbul to study oriental architecture and was 
the designer of Sirkeci Railway Station. From  these 
docum ents we also learn that Jachm und taught at the 
Imperial Engineering School and the A cadem y of Fine 
A rts, and w as appointed to supervise building con
struction undertaken by the M inistry of Defence, the 
Imperial Cannon Foundry, the N avy, the Departm ent 
of Foundations, and the Customs Department ^

These archive docum ents enable us to produce a de
tailed inventory of the construction and repair work  
carried out by Sarkis Balyan at Yıldız from the acces
sion of Abdülhamid II in 1876 until 1881 ^

Among the Yıldız Palace buildings, the Şale Kasır is 
of particular historic significance as the place w here  
Em peror W ilhelm II of G erm any stayed during his 
three state visits to Istanbul.

Yıldız Mosque was built in the grounds of the palace 
in 1886, and in anticipation of the Kaiser's visit an an
nex was built in front of the Mabeyn from which he 
could watch the Cum a Selâmlığı procession to Friday  
prayers at the m osque. O ther köşks in the palace

The inscription for the pavilion built at Yıldız by Sultan A bdiilm ecid for his m other 
Bezm -i Â lem  Sultan

The poet Raşit was author of this inscription, whose last line gives the date according to the mnemonic formula.
Although this works out to be 1251 AH, the previous line specifies that we add 7, which gives the correct date of 1258.

T he illustrious Abdülmecid Han, one of the greatest rulers in the
world.

That ruler's mother was the worthy and honourable Bezm-i âlem 
That sheikh whose noble, virtuous nature 
Poured generous blessing like a spring in the garden of the world.

H is  hand touched Yıldız, transforming stony mountainside to green
orchards.

He built an ornate kasır with august pillars 
The water of life carried on the wind breathed life into life 
The arch of Shah Nuşirevan-ı Adil of Persia is but dilapidated in

compar’<ion.

H e  who comes to this sublimely adorned garden,
Who sees its magical groves will marvel at it.
So long as it inhabited, O Lord, this will be a place of wondrous

beauty.
Each moment spent here will uplift the heart.

Like the prayer of Raşit his tongue will speak nought else,
Like a nightingale in the rose garden he sings unceasingly. 
History will declaim this day to the seven planets.
The kasır of the Sultan's mother is as a moon to the Yıldız star.

1258

Associate Professor Dr. Feryal Irez is an art historian. She is a member of Marmara University. Vahide Gezgör is an expert at the National Palaces Department.
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grounds, which w ere surrounded by high walls, were 
the Yıldız, Valide, Çadır, Malta, Şale, Bahçıvanbaşı, Ta
limhane, Av, Yeni, and Acem köşks. Four gatew ays led 
into the palace, known as the Valide, M ecidiye, Salta
nat and Koltuk gates, and only the sultan was perm it
ted to use the Saltanat and Koltuk gates. Entrance to 
the Şale Kasır w as via the inner M alta and Sultan  
gates.

During the reign of Sultan Abdülhamid there were a 
num ber of buildings in the third courtyard occupied  
by the sultan's wives, children and other members of 
the imperial family. Yıldız Theatre was also located in 
this courtyard. The Silahhane Köşkü built by Sultan 
Abdülham id in front of H am idiye M osque w as an

Arm s M useum exhibiting antique w eapons, m ost of 
which w ere rem oved to the M ilitary M useum  after 
1909. Am ong other buildings the palace com plex also 
included the carpentry shop known as the Tamirhane-i 
H üm âyun, and the entom ological and ornithological 
museums.

The object of this study is to examine the architectu
ral history of the Şale Kasır in the light of documents in 
the National Palaces Archive.

The Şale Köşk is the best preserved section of Yıldız 
Palace. Surrounded by thick walls, it is linked to the 
apartm ents of Abdülhamid II by a long covered pas
sageway.

The nam e Şale, com es from the French chalet, and

3

2View  of Yıldız Mosque and Yıldız Palace. Photograph by Abdullah 
Freres. L'Illustration, 9 November 1889, no. 2437.

3 Sultan Abdülhamid II and Kaiser Wilhelm II. An engraving
published on the cover of L'Illustration, 22 October 1898, 
no. 2904.

4 The first and second sections of Şale Kasır. The original caption 
to this photograph was "View of the reception palace in Yıldız 
Park". L'Illustration, 9 November 1889, p. 402.

the building was so named after its resemblance to the 
m ountain chalets of Sw itzerland. D uring Sultan  
Abdülham id's reign, w ooden chalets w ere imported  
from both Switzerland and Russia, and assembled at 
Yıldız Palace, mainly in the harem garden early ex
amples of prefabricated building techniques. Inspired 
by these chalets, Sultan Abdülhamid decided to have  
a timber köşk built in similar style. The planned state 
visit of Em peror Wilhelm II also played a role in his 
decision, since the Şale w as to provide accom m oda
tion of appropriate magnificence for this head of state.

W e have no docum entary evidence for either the 
construction date or architect of the first section of the 
köşk. H ow ever, from the Ahkâm  Defteri (statute  
book) num ber 2502 in the National Palaces Archive  
covering the period 1879-1880 we learn that, "the Im
perial Şale Kasır was furnished by Leon"^.

The second section of the Şale was built in 1889 just 
before the first visit to Istanbul of Kaiser Wilhelm and 
his wife, and the third section in 1898 just before their 
second visit. There are several docum ents concerning  
the construction of the second section of the Şale, one 
of which refers to a contract for 4370 lira aw arded to 
chief architect Sarkis Bey for construction of the Şale 
and another köşk called the "Small Şale" in 1305 AH  
(1887)".

This small köşk, which no longer exists, was situat
ed next to the ornamental pool in the harem garden at 
Yıldız Palace.

Studies of the building in situ on the basis of this 
docum ent, have revealed evidence that it was indeed 
built in three separate sections at different times. Trac
es at floor level in the basem ent, in the lines of the 
foundation wall, and of windows later walled over, as 
well as discrepancies in the interior doorw ay decora
tion, ceiling decoration, sash w indow s and double 
casement window s indicate the dem arcation between



the different sections.
Shortly after the second extension to the Şale Kasır 

was built by Sarkis Balyan, Nikolaki Kalfa built a new  
reception room  above the baths in 1307 AH (1889)* .̂ 
This is known today as the San Salon. The entire sec

tion w as built and furnished in a very short time 
ready for the first state visit of Em peror Wilhelm II, 
and altogether cost 107 ,140  kuruş 25 centimes.

The third section, which consisted of a suite of 
apartm ents for ceremonial functions designed by the

Paym ents m ade to Sarkis Balyan for construction of Şale K asır

Memorandum written by Sergiz Bey (Sarkis Balyan) concerning the 
the 4370 lira owing to him. National Palaces Archive, Ref. No. 1718,

Ottom an lira
4370 pieces

Only four thousand three hundred and seventy Otto
man lira

I declare that at my request, His Sacred Highness 
the Sultan paid me the outstanding sum owittgfor 
construction of the imperial Şale Kasır, whose entire 
contract I was awarded by His Honourable Majesty, 
for the kitchen and library buildings, the 
reconstruction of the Small Imperial Şale Kasır by the 
pool in the Sultan's private garden; one hundred and 
forty lira for repairs to the residences of former Grand 
Vizier Sait Paşa as ordered by the Sultan; and the three 
hundred and sixty lira for building the fountain in 
front of the the military barracks, making a total of four 
thousand three hundred and seventy Ottoman lira. I 
have received this entire sum, and there are no further 
payments owing to me. I hereivith submit this receipt.
On 23 July 305.

Your humble servant 
Chief Architect 
Sergiz 
1305

T h e  monies owing to His Majesty's Chief Architect 
Sergis Bey to meet general expenses for construction of 
Yıldız Palace have been gradually paid as the work 
proceeded, and the remainder of four thousand three 
hundred and seventy Ottoman lira as written in this 
bill has been paid by the deputy chamberlain Hacı Ali 
Bey on behalf of Our Lord and Majesty in accordance 
with his commands and firman. The sum in question 
was given to the architect in the presence of your 
humble subject and he has now no further claim with 
respect to this undertaking.
On 24 July 305.

Your humble servant
Gazi Osman Nuri bin Mehmed

completion of Şale Kasır, and a document concerning payment of 
1305 AH.

___

5

T/iis documant hereivith confirms that the four 
thousand three hundred Ottoman lira mentioned in 
this bill and commanded to be paid to the servants of 
Serkiz Bey was paid in the presence of Osman Paşa. 
On 24 July 305.

Your humble servant 
Ali Rıza
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architect R. d 'A ronco w as known as the M erasim  
Köşkü. From  another docum ent in the National Palac
es Archive we learn that the köşk built by Sarkis Bal
yan was known as the Merasim Dairesi.

The survey reports for the construction  of the

covered passagew ay linking the two buildings, the 
third section of the Şale and subsequent repairs are in 
the National Palaces A rchive’“. Those relating to the 
Şale are the following: survey for the corridor linking 
the sections of the Şale Kasır; facing in Italian marble

f
nut.

v.wv
\W-it

4AA.

İ4

Document concerning the reconstruction of the room above the hamam at Şale Kasır

Ref. No. 3842, February 1307 AH (1889), Yıldız Palace, No: 1, Hazine-i Hassa weekly reports concerning construction and repairs, 1308 AH.

This register is herewith submitted to the Warehouse of 
the Imperial Buildings with reference to the furnishings 
hereinto described in detail purchased between 25 
February 308 and 23 March 308 and labour for the 
recently built room over the bath house of the Şale Kasır 
at the Imperial Palace of Yıldız, with respect to the one 
hundred and seven thousand one hundred and forty-five 
kuruş tiventy-five centimes incurred for this work.
On 22 March 308.
Warehouse of the Imperial Buildings

Engineer Kalfa
Esseyd Nikolaki

6 Mehmed bin Memduh

A.X«X,

7 Kaiser Wilhelm I! arriving at Şale Kasır. Zonaro, 1899, oils on canvas, 0.43x0.76 cm, 
Dolmabahçe Palace collection, inv. No. 11/1200.
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8 First section of Şale Kasır. Photograph in the Yıldız Albums.
9  Rear facade of Şale Kasır. Photograph in the Yıldız Albums.

10 Rear facade of the first section of Şale Kasır as it is today.
11 First section of Şale Kasır as it is today.
12 Woodwork decoration on the facade of the first section of Şale Kasır.
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13

C-)

14

15

13 Exterior view of Şale Kasır 
where Emperor Wilhelm II 
stayed during his visit to 
İstanbul. L'lllustration,
9 November 1889, no. 2437.

14 NPA, Plan No. 55, 1902.
Plan of the ground floor of 
the first and second 
sections.

15 NPA, Plan No. 55, 1902.
Plan of the first floor of the 
first and second sections.

16 The first two sections of 
Şale Kasır as they are 
today.

17 Exterior view of Room 11 in 
the second section of the 
kasır.
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for the third section of the building; work in M armara 
marble for the third section; list of timber to be used 
for w oodw ork in the third section; and survey for the 
w indows and doors of the third section. All these re
ports are dated 1898 and signed by d'Aronco.

The Merasim Köşk of the Şale Kasır com prised two 
main storeys, a basement and an attic floor. The base
ment contained the central heating boiler and kitchens, 
the attic floor a num ber of small room s and passage
w ays, and the ground floor servants' room s. The first 
floor w as reserved for reception room s, guest room s 
and service areas. The 14 room  suite located in the sec
ond section of the Şale built by Sarkis Balyan, which  
w as allocated to the Kaiser and the Em press, w as 
"magnificently" furnished” .

The Şale Kasır has a total of 60 room s, including  
three large reception room s on the first floor and one 
on the ground floor. In addition there are four bath
room s on the first floor and five on the ground floor, 
and two Turkish bath suites.

All the room s have parquet floors, and their ceilings 
and walls are decorated with painted and gilded fres
coes. The walls have also been faced with marble and 
marbling. All of the rooms have been named according  
to their original functions as study, dining room , bed
rooms, guest rooms, or ceremonial room.

The reception room , dining room  and studies on the 
first floor are beside the royal suite. On the walls of the 
room s of the guest suites are paintings by Italian and
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French artists. Three flights of steps on the front fa
cade, and a monum ental staircase on the north facade 
lead up to the main entrances, and there are three 
flights of service steps on the rear facade. The main  
staircase in the first and second sections are m ade of 
wood, and those in the third section or M erasim Köşk 
is of marble. From a foreign newspaper of the time we 
learn that the gallery at the top of this staircase was 
used by the orchestra.

The electrical wiring w as installed by Siemens and 
Halske in 1898’ .̂ The building w as heated by stoves 
and open fires until central heating was installed after 
the establishment of the Turkish Republic in 1923.

Following the déposai of Sultan Abdülham id II in 
1909, an inventory was m ade of the furnishings in the 
palace. The inventory book reference number 4743 is in 
the N ational Palaces A rchive, and I have given the 
names of the rooms mentioned in this book beside the 
room numbers. The inventory is in tw o sections, one 
for the Şale Köşkü and the other for the Şale (the Yeni 
Daire-i Hüm âyun).

In his study. Dr. Sedat Kum baracılar says: "After 
Sultan Abdülhamid II was deposed and exiled to Salo
nika, several commissions w ere set up to make an in
ventory of the property in the palace. The members in
cluded Şehremini H azım  Bey, D irector of M useum s 
Halil Edhem  Bey, Hasan Tahsin and others. First the 
door of the Mabeyn Dairesi and then that of the Şale 
Köşkü w ere sealed. The com m issions began to label 
the hundreds of thousands of pieces, but when it be
cam e apparent that this w as an overw helm ing task, it 
w as decided to transfer the rem aining objects to the 
Hazine-i Hassa.

The doors of each room were numbered after the es-

■ è»

*

18-19 Exterior view of the Ceremonial Room in 
the third section of the kasır designed by 
R. d'Aronco.

20-21 NPA Plan No. 55 ,1902. Plan of the 
ground and first floors of the third section, 
the Merasim Dairesi.
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The Principal Rooms of the Şale Kasr-i Hümâyun-Register no. 4743
FIRST FLOOR

Number Name

First Floor 1 Ceremonial room
2 The Gilded Room overlooking the sea
3 The Study overlooking the sea
4 Another room overlooking the sea
5 A small room in the Yeni Daire-i Hümâyun
6 A small room overlooking the garden
7 Another room overlooking the garden
8 The Mavi Salon overlooking the garden
9 The room at the entrance to the main reception room

10 Another room at the entrance to the main reception room
11 Main bedroom
12 White satin dressing room
13 Green satin dressing room
14 Dining room
15 Study
16 Dressing room
17 Middle room
18 Bedroom
19 Small room
20-21 Long room overlooking the sea
22 Small room
23 Small drawing room
24 Bedroom
25 Main reception room

Ground Floor Hamam (Turkish bath)
- Small blue room
61 Long corridor
60 First room at the entrance to the hamam corridor
59 Unlit storage room
58 Small room overlooking the sea
57 Small room overlooking the garden
56 Room overlooking the sea
55 Small one-windowed room overlooking the sea
54 Large one-windowed room overlooking the sea
53 Room with three doors
52 Room overlooking the garden
51 Ambassadors' room
- Corridor leading to the staircase
50 Dining room
49 Larder with one window
H3 Ceremonial room
48 Room opposite the ceremonial room
47 Small room overlooking the sea
46 Peripheral room overlooking the garden
45 Another peripheral room overlooking the sea
B6 Bathroom
44 First room along the corridor
43 Small room with one window
42 Guest room overlooking the sea
B7 Hamam (Turkish bath)
36 Stairwell
35 Protocol room
37 Room opposite the protocol room
34 Small room overlooking the sea
33 Another small room overlooking the sea
38 Small room overlooking the garden
39 (not recorded)
40 Piano room
32 Long room overlooking the sea
31 Another long room overlooking the sea
B8 Bathroom
30 Long room overlooking the sea
29 Room at the end of the corridor
28 Com er room
27 Another corner room
26 Antechamber

Corridor of the Yeni Daire-i Hümâyun
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I
tablishment of the Republic. N um bering began with 
the M erasim Köşkü, and ended with room  number 61 
on the lower floor of the Şale .

The furnishings of the room s today are not as they 
w ere originally. The silverware, including candelabra, 
m atchboxes and ashtrays, and m ost of the paintings 
which w ere in the Şale in 1909 w ere sent to Dolm a
bahçe Palace.

Room number 1: Cerem onial Room

M easuring 30x15 m etres this is the largest room  
w here cerem onial functions w ere held. The ceiling is 
coffered with octagonal scjUare lacunars and em 
bellished with gold leaf, '^ e  ornam ental plasterwork  
panels on the walls w ere executed by Italian, Turkish 
and Arm enian craftsm en. The room  has 23 w indow s 
and three crystal chandeliers. The m ost striking fur
nishing is the red and grey floral Hereke carpet which 
entirely covers the floor. A docum ent signed by Emil 
Meinz referring to the decoration and furnishing of the 
room  is dated 1898. According to this docum ent elabo
rately carved m arble fireplaces w ere ordered to be 
placed as thought appropriate, and above them pan
elled and plasterwork cartouches. It also tells us that a 
three-medallioned carpet was ordered from the Hereke 
factory’“*.

Today the red torchieres of red Bohemian crystal set 
on m arble pedestals and the Hereke carpet num ber 
am ong the original furnishings. There are large wall 
m irrors above the fireplaces in front of which stand a
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24  NPA Ref. No. 4743, 
Fig. 29. Drawing 
dated 1908 showing 
the furnishings of 
the Ceremonial 
Room.

25  A photograph of the 
same room from the 
Yıldız Albums.

26-27  The Ceremonial 
Room.

25
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Paris clock and two Yıldız vases. Fron^ a photograph  
in the Yıldız Album we see that the original suite of 
chairs from this room  is that which is now in room  
num ber 30 at Beylerbeyi Palace. N eo-G othic suites 
stand in the corners of the room  today, and the corner 
sofas belonging to this suite are in room  106 at Dolma
bahçe Palace.

R oom  n u m b e r 2: The Gilded Room o v e r lo o k in g  the  sea

This room was used for audiences, and also led into 
the Cerem onial Room. The ceiling is decorated with 
geom etric coffering and gilding on a white ground. A 
Bohemian chandelier of red, green and w hite glass 
hangs from the ceiling, and there are two facing m ar-

28  Merasim Dairesi, Gilded Room number 2.
29  Merasim Dairesi, Study number 3. Photograph from the Yıldız Albums.
30  Merasim Dairesi, Study number 3 as it is today.
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ble fireplaces. The room  is nam ed after the original 
gold brocade curtains and upholstered suite which  
now furnish room  49 at Dolmabahçe Palace. The suite 
of furniture here today is of balsam wood and uphol
stered in silk brocade.

Room number 3: Study overlooking the se.i

The ceiling, wall decoration and furnishings of this 
room are purely rococo in style. The writing set which 
once belonged to Sultan Abdülham id and which is 
now in room  number 28 at Beylerbeyi Palace, was orig
inally from this study. The rococo porcelain stove is 
Swedish. The rococo decoration is similar to that of the 
Schonbrunn or Nymphenburg palaces.

Room  n u m b e r 11: Main bedroom

This room  leads us into the section of the Köşk built 
by Sarkis Balyan. The ceiling decoration and brocaded  
walls of this room  are striking. The suite here today is 
upholstered in Hereke silk fabric of star motifs on a 
blue ground. A contem porary photograph in the Yıldız 
Albums shows that the room was originally divided in 
two by screens and furnished with a lit a la polonaise 
bed, an Ottom an chaise longue, a w ardrobe and a N a
poleon II style suite of chairs.

v\

O

31 NPA Ref. No. 4743, Fig. 20.
Drawing dated 1908 showing the furnishings of the Main Bedroom.
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36 NPA Ref. No. 4743, Fig. 12. Drawing dated 1908 showing the furnishings of the Dining Room 
known today as the Sedefli Salon.

37  The Dining Room as it is today.

R oom  n u m b e r 12: W h ite  satin  d r e s s in g  r o o m

Room num ber 13: Green satin dressing rOOm

Today the green satin room  is faced in red fabric, 
and the white satin room  in yellow fabric. The colours 
of both have faded.

Room number 14: D ining room

Also known as the M other-of-Pearl Room, this is 
one of the most magnificent room s in the Şale Köşkü 
and w as form erly used for banquets. The four doors 
and cupboard doors inlaid with m other-of-pearl were 
brought here from Çırağan Palace. It has nine w in
dow s and the ceiling is embellished with geometric in
terlacing forming star patterns. The kufic inscriptions 
in the rectangular and circular panels are the work of 
Ebüzziya Tevfik. The central of three chandeliers is en
amelled and gilded. The suite is in Louis XV style up
holstered in Hereke brocade with a dark blue floral 
pattern on a cream  ground. The suite is exactly the 
same as one from the French Exposition of 1844, illus
trated in one of the photographs in an album about the 
exhibition sent to the palace from France’\

The original dining table and chairs from this room  
are today in the Selâmlık dining room  at Beylerbeyi 
Palace. The inventory m ade in 1909 mentions the sil-

vs

V.
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38  Photograph of the Dining Room in the Yıldız Album.
39  Photograph of the Dining Room when it was used as a conference room. Yıldız Albums.
40 Interior of Çırağan Palace. Photograph from album no. A. 90853 in İstanbul University Library. 

The doors which are now in the Sedefli Salon at Yıldız were removed from here during the reign 
of Sultan Abdülhamid.

41 The wall at Çırağan Palace from which these doors were removed.
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ver, porcelain and crystal dinner services used in this 
room.

Room num ber 25: The m ain reception room

The predom inantly rococo style ceiling of this re
ception room  is divided into three sections and deco
rated with landscapes set in gilded panels. A large

chandelier of tinted crystal drops hangs from the ceil
ing. Tw o of the w indow s overlooking the garden  
were later walled up. The two marble fireplaces. Pom 
padour m irror, yellow -ground Hereke carpet, and 
Louis XV suite upholstered in floral silk brocade with 
a yellow ground are the most notable furnishings of 
this room.

42  Detail of the 
elaborate ceiling 
decoration of the 
Sedefli Salon.

43 NPA Ref. No. 4743, 
Fig. 1. Drawing 
dated 1908 
showing the 
furnishings of the 
main reception 
room.
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44-46 Photographs of 
the San Salon In the 
Yıldız Album.

45-47  The San Salon 
as it is today.

120
N A T I O N A L  P A L A C E S



121
N A T I O N A L  P A L A C E S



GRO UN D  FLO O R

On the ground floor of the first section of Şale Köşk 
is a Turkish ham am  built at rightangles to the main 
building.'The hamam consists of two room s with m ar
ble slab floors. The w indow s have iron grilles. The 
first room  is the cam ekan, containing one washbasin. 
The second room  has one washbasin and a bathtub. 
There is also an adjoining lavatory.

Room number 52 Overlooking the garden

This room  has two doors and two window s. The 
ceiling is decorated with stylised tendrils set in pan
els, and the w alls with stellar motifs on a cream  
ground. The room is lit by two light fittings. While the 
doors of the previous room s are relatively plain, from  
this room onw ards the doors become m ore elaborate
ly decorated, relief-fluted colum ns flanking the door
w ay on both interior and exterior.

Room number 51: Ambassadors' Room

The filled lozenge-shaped lacunars of the coffered 
ceiling have a blue-grey ground. The wall panels con
tain blue-grey stylised motifs.

Corridor leading to the staircase

This corridor is furnished with a settee, arm chairs, 
a torchiere, and vases, as it was originally.

Room number 50: Dining Room

At the corners of the large rectangular ceiling panel 
are circular cartouches containing landscapes, and at 
the sides are oval panels containing landscapes illus
trating the four seasons. The walls have plain square 
panels. The room  has three window s and two doors. 
Originally it was furnished with two sideboards con
taining the dinner services, a console table and other 
tables.

Room number 45: Another peripheral room overlooking the sea

The intersecting panels in the centre of the ceiling 
are embellished with stylised leaf and flower motifs. 
The cornice is outlined with gilded acanthus and ovo
lo mouldings. The upright chairs upholstered in em 
bossed m oroccan leather m atch those in the closed  
apartm ents of Dolmabahçe Palace. Underneath them  
is the mark of Perols Freres Paris Faubourg Saint-An- 
toine, a family firm of cabinet makers established in 
1839 which is still in business today at 30 Faubourg in 
Saint-Antoine in Paris’ .̂

B7: Hamam

These baths are in two sections, a tepidarium  and 
caldarium , each with one washbasin and one bathtub. 
A resting room  and lavatory lead off.

Room number 40: Piano room
The ceiling is decorated with square panels and

round medallions. There are vases of flowers at the 
corners. The sam e com position is repeated in the 
square wall panels. Referred to as the Music Room in 
the Yıldız Album, most of the original furnishings are 
today in room  number 48 and corridor number 47 at 
Dolmabahçe Palace, and include paintings, vases and 
statues. H ow ever, the large concert piano remains. 
The cornices m ay have been brought here from  
Çırağan or Beylerbeyi palaces.

Ft ollowing these brief descriptions of the principal 
room s, we can glean further information from  
"Saray ve Ötesi" the m em oirs of Halid Ziya 

Uşaklıgil , w ho w as chief secretary at the Mabeyn 
during the last years of the em pire’ :̂

"To his credit, Abdülham id never aspired to fur
nish his new palace with the very valuable objects at, 
for exam ple, Dolmabahçe or Beylerbeyi. In any event 
the very grandiose and imposing furnishings of those 
two palaces would have been out of place in the rela
tively small apartments of Yıldız Palace.

"Nonetheless, in order to embellish the Ceremonial 
Suite in a fashion appropriate for the G erm an Em 
peror, whose arrival was imminent, he felt justified in 
waiving this principle in the case of furnishings and 
even mother-of-pearl inlaid doors from Çırağan."

Sultan Abdülhamid 11 also chose the Şale Köşk as a 
setting for exhibition of the products of Yıldız Porce
lain Factory.

Despite all the devoted efforts at westernisation, we 
see from a number of docum ents that even in the late 
19th century, the Ottom an palace was hard put to ac
com m odate a European sovereign in fitting style. The 
most striking exam ples of this state of affairs, are the 
preparations m ade prior to the state visits by the 
French Empress Eugenie, the em peror of Austro-Hun- 
gary, and the Prussian crown prince during the reign 
of Sultan Abdülaziz’®, and by the Kaiser and his wife 
during the reign of Sultan Abdülhamid II.

The Finance State Book dated 1286 AH (1870) in the 
Prim e M inister’s Office Archive and the docum ents 
reference number 14310 contain information about the 
visits of the em press of France, the em peror of Aus- 
tro-H ungary and the Prussian crown prince. W e learn 
that cooks were brought from France and that the sul
tan's sofracıbaşı (m aitre d'hotel) Marko visited Paris 
in connection with the preparations. The dinner ser
vices w ere rented and returned after the departure of 
the visitors. The remaining missing items on the lists 
were purchased from shops, and included not only 
tableware, but bedsteads, coffee tables and other fur
niture.

Preparations for the first and second state visits by 
Kaiser Wilhelm II are described in a separate section 
at the end.
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48 Entrance tickets to Yildiz Municipal Casino.

Shortly after the abolition of the sultanate, on 3 
M arch 1924, ownership of the imperial palaces and 
other buildings was transferred to the nation under 
article 9 of Act 431.

Cabinet decrees dating from 1922 and 1930 placed 
the management of Ihlamur Kasri, Kiigiiksu Kasri, Ya- 
lova K5§k, and only the §ale Ko§kii of Yildiz Palace 
under the National Palaces D epartm ent, perm itting  
the latter to be used for international conferences.

In the early years of the Republic the building was 
rented by the municipality to an Italian by the name of 
Mario Serra for the sum of 30 000 lira per year, for use 
as a casino’ .̂

Prof. Dr. Sedat Hakki Eldem tells us the following 
about those years: "It was in those years when I trav
elled as a standing passenger on the rear platforms of 
buses which shook violently, or walked interminably 
that my love for C^iragan Palace which was to last all 
my life began. One day I heard that Mario Serra was 
planning to turn the palace into a music hall and casi
no, but until the building was completed, he was allo
cated the §ale Ko§kii instead. A glass dance floor illu
minated from below was built in front of the building, 
and the Cerem onial Hall becam e the casino. The la
dies of Istanbul flocked here, and we young men used 
to go to tea dances at the other end of the palace. The 
polished, flexible parquet floors seemed to have been 
made for dancing on."

H ow ever, when a member of parliament (Salih Bo- 
zok) lost a substantial sum  gam bling at the §ale

Ko§ku, and com plained about 
it to A tatiirk , M ario Serra's  
contract w as term inated and  
the plans to convert Qiragan  
Palace abandoned  
The modern furnishings in the 
ground floor room s w ere de
signed for the co n feren ces  
which w ere to be held here. 
The design sketches are still in 
Dolmabahqe Palace A rchive. 
They bear the signatures of 
G inther and Prof. Dr. Asim  
M utlu but no date. (G inther 
was one of the foreign teachers 
at the State A cadem y of Fine 
Arts, and the architect of the 
Swedish Em bassy in A nkara. 
He w as m ost interested in in
terior design, and lectured on 
this subject. He returned to his 
home town, Reutte in the Aus- 

48 trian Tyrol, during W orld W ar 
II, and w as never heard of 
again)^’. Am ong the designs is 
one dated 1953 signed by Ve- 
dat Omer. The design projects 
specify which room s w ere to 
be used for w hich purpose, 

and detailed descriptions of how each was to be fur
nished.

Since 5 July 1985, §ale Ko§kii has been open to the 
public as a museum.

The visits to Istanbul by Kaiser Wilhelm II
Em peror Wilhelm II and his wife Augusta Victoria 

arrived in Istanbul for the first time on Saturday 2 N o
vem ber 1889. Field Marshal Ali Nizami Pa§a and Ke- 
cecizade Fuat Bey w ere sent by special train to Berlin 
to accom pany the em peror and his family to Istanbul. 
While in Berlin the em peror arranged for their accom 
modation at the Kaiserhof Hotel.

Since Wilhelm II and his wife preferred to travel by 
sea, the em peror sailed in the Kaiser warship while 
the queen and her retinue followed in the Hohenzol- 
lern yacht.

The German fleet was met at (^anakkale on Friday  
m orning 1 N ovem ber 1889 by the SS Izzeddin carry
ing a w elcom ing party of Ottom an state dignitaries, 
the SS Sultaniye, the frigate Asar-i Tevfik and the 
corvette Feth-i Biilend.

The welcoming party included former grand vizier 
Field M arshal Ethem  Pa§a, Foreign M inister Said 
Pa§a, A m bassador to Berlin Tevfik Pa§a, and Foreign  
M inistry M aster of Cerem onies Ibrahim Bey. Field 
M arshal Ali N izam i Pa§a, Ferik von der Goltz and 
Ahmed Ali Pa§a were appointed as guides to the em 
peror, and Ottom an Am bassador to London M ozurus 
Pa§a and Ferik Ra§id Pa§a as guides to the empress.
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49 The arrival of Kaiser Wilhelm II and his wife on the Hohenzollern yacht on 29 October 1898. L'Illustration, No. 2905.
50 Kaiser Wilhelm II disembarking from the Hohenzollern. L'Illustration, 22 October 1898, No. 2904.

The fleets anchored off Dolmabahçe on the m orn
ing of Saturday 2 N ovem ber, and a special boat took 
the em peror off the Kaiser and the em press off the 
H ohenzollern, and berthed at D olm abahçe Palace  
quay. H ere Sultan Abdülham id II m et his German  
guests, accom panied by his retinue and band of hon
our. The sultan's daughter N aim e Sultan presented  
the em press with a bouquet, after which they pro
ceeded into the M uayede Salonu along carpets laid 
across th*e quay for the occasion. The em peror wore 
his uniform of the H ussar cavalry regiment, with its 
plumed helmet, while the em press w ore a pastel col

oured dress and held a decorative white sunshade. 
After resting for about ten m inutes in the M uayede 
Salonu, the royal guests drove by carriage to the Şale 
Köşkü at Yıldızdı

On their second visit to Istanbul the kaiser and his 
wife were accom panied by the German foreign minis
ter, m inister of cerem onies, court cham berlain, the 
royal doctor, palace chaplain and the German am bas
sador to Istanbul. They travelled by private train as 
far as Venice, where they boarded the royal yacht Ho
henzollern, and anchored off Dolmabahçe Palace on 
T uesday 18 O ctober 1898. A fter a brief rest at
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Dolmabahçe, the empress and Abdülhamid II rode to 
Yıldız in the first carriage draw n by four horses, fol
lowed by the em peror with the grand vizier and Deli 
Fuad Paşa in a second four-horse carriage, and a pro
cession of sixteen three-horse carriages carrying the 
other dignitaries.

Again the Şale Köşkü had been prepared for the 
royal couple, and a new wing, the M erasim Dairesi, 
had been built especially for the occasion, and the 
building entirely renovated“ .

On this occasion the em peror and his wife w ere 
shown around the Hereke factory, and the kaiser had 
the German Fountain which still stands in Sultanah- 
med Square built in commemoration of the visit.

The third and last visit of Em peror Wilhelm to Tur
key took place at a less auspicious time, on 20 October 
1917 during W orld W ar I. On account of the w ar, the 
em peror travelled by road, and w as met at Küçük- 
çekmece by a welcoming delegation led by Ziyaeddin  
Efendi, the elder son of Sultan Reşad, and whose 
m em bers included the form er grand vizier and am 
bassador to BerUn Hakkı Paşa, and Enver Paşa^^

Sultan Reşad sailed from Dolmabahçe to Sirkeci on 
the Söğütlü yacht to meet the em peror, accom panied  
by his younger son Ömer Hilmi Efendi, his chief aide 
Salih Paşa, chief chamberlain Fuat Bey and numerous 
others.

At Sirkeci station, the sultan was met by Heir A p
parent Vahideddin Efendi and the other royal princes, 
including Abdülhalim Efendi and Osman Fuad Efendi 
who had studied in G ermany, Grand Vizier Talat Pa
şa, Khedive Abbas Hilmi Paşa, Şeyhülislâm  Musa 
Kâzım Efendi, leaders of the upper and lower houses 
of parliam ent, and am bassadors. The station and its 
environs w ere decked with O ttom an and Germ an  
flags.

Shortly after the sultan had greeted the guards of 
the ceremonial regiment, and shaking hands with the 
delegations, the train carrying the em peror drew  into 
the station.The band was playing marches. W earing a 
civilian suit, the em peror descended the steps of the 
carriage. Am ong the decorations on his chest w as the 
O ttom an İmtiyaz Medal presented to him by the sul
tan in 1889.

At a banquet in the emperor's honour at Dolmabah
çe Palace that evening the em peror sat to Sultan  
Reşad's right, facing Heir Apparent Vahideddin Efen
di, and the Ottom an princes Abdülm ecid, Ziyaeddin, 
Ömer Hilmi, Abdülhalim and Osman Fuat. After din
ner the guests passed first into the Somaki Salon and- 
later into the Zülvecheyn Salonu, where the em peror 
conversed with Ottom an statesmen. It was noted that 
he spent some considerable time with the seyhulislam. 
That evening the em peror presented Heir Apparent 
Vahideddin Efendi with the Black Eagle Medal, and 
Şeyhülislâm  M usa Kâzım Efendi, Foreign M inister 
Ahmed Nesimi and Chief Clerk Ali Fuat Bey with Red 
Eagle Medals. The following day he went to see the 
fountain which he had had built in İstanbul on his

previous visit. He also visited the Evkaf M useum and 
the Tomb of M ehmet II, went for a walk outside the 
city w alls, and visited the Liberty M onum ent in 
Beyoğlu and the tomb of M ahmut Şevket Paşa.

On this third visit Em peror Wilhelm again stayed at 
the Şale Köşkü, which in subsequent years following 
the establishm ent of the Turkish Republic, also saw  
such notable guests as Şah Rıza Pehlevi of İran, Presi
dent Ahm et Sukarno of Indonesia, Em peror Haile Se
lassie of Ethiopia, and President A yup Khan of Paki
stan.

NOTES:
' AFİFE BATUR, Yıldız Palace, Tanzimat'tan Cumhuriyet'e Türkiye 
Ansiklopedisi, v. 4,p. 1048.
2 National Palaces Archive, Réf. No. 2539 Irade-i Seniye Defteri, 
1312 AH, p. 559.
3 NPA, Réf. No. 2295 Hazine-i Hassa Ahkâm Defteri 1303 AH, 
p. 234.
4 NPA, Ref. No. 2502 Hazine-i Hassa Ahkâm Defteri, 1297 AH, pp 
79-80 (the work undertaken by Sarkis Bey at the imperial palaces 
and kasirs is listed in thirty items).
5 NPA, Ref. No. 147 Keşif Defteri, 1310 AH; Ref. No. 177 Keşif Defte
ri, 1300 AH; Ref. No. 2268 Hazine-i Hassa İnşaat ve Tamirat Masraf 
Defteri, 1319 AH, p. 28; Ref. No. 3372 Hazine-i Hassa Ebniye-i Se
niye Evrak Defteri 1302 AH, item no. 260; Ref. No. 2019, a register 
containing receipts of docum ents with mem orandum s received  
from the Hazine-i Hassa (Emirler Defteri), 1302 AH, concerning ex
penses paid to M. Blakken to assemble the stables purchased from 
England.
6 NPA, Ref. No. 2502 Ahkâm Defteri, 1297 AH (1879-1880).
7 NPA, Ref. No. 1718, memorandum by Sarkis Bey concerning the 
Şale Köşkü, 1305 AH (1887); Ref. No. 2642 Evrak Kayıt Defteri, 1305 
AH (1887) item no. 1140. (See the original of document 1718 and 
translation).
8 NPA, Ref. No. 3842 Hazine-i Hassa İnşaat ve Tamirat Haftalık 
Amele Jurnalleri, 1308 AH, item no. 1.
9 NPA, Document No. 1 /1 6 5  The surveys of architect R. d'Aronco, 
1314 AH (1898).
10 NPA, op. cit.
11 Le Moniteur Oriental, Lundi 24 Octobre, 1898.
12 In the early stages of diplomatic and financial relations between 
Türkiye and Germany in 1898 and 1899, both sides tried to fathom 
the political stance of the other. Siemens had ensured that the em
peror would offer financial support for the tender of the Baghdad 
Railway during his visit to İstanbul (See WlLHELM  VAN KAMP- 
EN "Studien zur deutschen Turkei politik in der Zeit Wilhelms II", 
(Kiel), 1968, p. 503).
13 SEDAT KUMBARACILAR "31 Mart Vak'asi ve Yıldız Sarayı 
Yağması", Hayat Tarih Mecmuası, no. 4 ,1972, p. 70.
14 NPA, Document No. 2-1695, study of the main reception room in 
the Merasim Dairesi annex, 1314 AH (1898).
15 Topkapi Palace Library, H.2584, PI. Defter No. 214.
16 See DENISE LEDOUX-LEBORD, Les Ebénistes du XIX siècle, Paris 
1965, p. 442.
17 HALÎT ZlYA UŞAKLIGİL, Saray ve Ötesi, İstanbul 1981 p. 106.
18 Prime Minister's Office Archive, Maliye İradeleri, 1286 AH (1870), 
no. 14310.
19 Cumhuriyet Gazetesi, 27 Teşrinisani 1930 p. 4.
20 SEDAT HAKKI ELDEM, Mimar Sinan Üniversitesi 100. yıldönümü 
armağanı, Sedat Hakkı Eldem, 50 Yıllık Meslek Jübilesi, MSÜ yayın no: 
1,1983
22 BEDİİ N. ŞEHSUVAROĞLU, "Almanya İmparatoru Il.Wilhelm'in 
Yurdumuzu Ziyaretleri", Hayat Tarih Mecmuası, no. 6, 1972, pp. 20-
22 This article by B. N. Şehsuvaroğlu contains information from Le 
Moniteur Oriental dated 2-8 November 1889.
23 B. N. ŞEHSUVAROĞLU, op. cit. p. 27. This article contains infor
mation from Le Moniteur Oriental dated 18-24 October 1898.
24 B. N. ŞEHSUVAROĞLU, "SonZiyaretler", Hayat Tarih Mecmuası, 
no. 7 ,1972, İstanbul, pp. 83-86.
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B e y l e r b e y i p a l a c e  a n d  its f a m o u s  g u ests

G ü l l e r  k a r a h ü s e y în ’'

W riters make no mention of the name Bey
lerbeyi in reference to this district on the 
Anatolian side of the Bosphorus until the 
19th century, nor have studies of the 

Bostancıbaşı registers com e across any reference to this 
nam e’. The district after Çengelköy is referred to not as 
Beylerbeyi but as istavroz Bahçesi. In his account of the 
districts along the Bosphorus, Evliya Çelebi, who died 
tow ards the end of the 17th century, talks about Çen- 
gelköyü, istavroz and Kuzguncuk in that order when 
describing the Anatolian shore of the straits. In register 
num ber 3024 in the National Palaces Archive, dating  
from after the construction of Beylerbeyi Palace, this 
area is still referred to as istavroz^. Known originally

* Güller Karahüseyin. Historian and museum researcher for the National Palaces.

as Arhai Foisusai, the area apparently took the name 
Stavros after Constantine II built a church here. From  
the conquest of Istanbul until the 18th century the 
name Istavros continued to be used, and since the area 
consisted largely of imperial estates, it became known 
as İstavroz Hasbahçesi (imperial park).

Ahmed I (1603-1617) was very fond of istavroz Has
bahçesi, and in 1613 he had a kasır and mescid built 
here in the space of 40 days. An extensive area was 
enclosed and the kasır included ap artm en ts to 
accom m odate the sultan's guard and retinue, as at 
Topkapi Palace. These comprised a Büyük Oda, Kiler, 
Hazine, Hasoda and apartm ents for the doorkeepers^  
Ahmed I s son Murad IV (1623-1640) was born in a ka-

Î  i-



sir at the Istavroz estate in 1612, and like his father was 
fond of staying here. Subsequently, how ever, it fell 
from favour and was abandoned for many years until 
M ahmud I (1730-1754) took a renewed interest in the 
estate in the 18th century, building the Ferahabad K6§- 
kii for his own use, and the §evkabad Kasir for his 
mother.

In his 18. Asirda Istanbul, Inciciyan tells us that in 
the 16th century Beylerbeyi of R u m eli, Mehmet Pa§a,

1 The shores of Beylerbeyi and Old Beylerbeyi Palace. Pencil 
sketch by Schranz. Topkapi Palace Library.

2  Portrait of Sultan Abdiilaziz by Antranik Efendi. Osmanli 
Ressamlar Cemiyeti Gazetesi, 25 April 1328, no.12.

3  Portrait of Caliph Abdulmecid Efendi, honorary chairman of 
the Society of Ottoman Painters, and Sultan Abdiilaziz on 
horseback. Osmanli Ressamlar Cemiyeti Gazetesi, 1 
February 1326, no. 2.

4 View of Beylerbeyi Palace, built by Sultan Abdiilaziz, from  
the sea.
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had a köşk here between Çengelköyü and Kuzgun
cuk, and that later the area becam e know n as 
Beylerbeyi after him“*.

Another work, Şirket-i Hayriye ve Boğaziçi, tells us 
that the area consisted of two districts known separa
tely as Beylerbeyi and istavroz. The district between 
Beylerbeyi Kasır, of which there is no trace today, and 
the quay was apparently known as istavroz and the 
other parts as Beylerbeyi.

By the reign of M ustafa III (1757-1774) the kasirs 
built by M ahmud I w ere derelict and since the area 
had fallen from favour as a country seat, much of the 
estate had been sold off .̂ M ahmud II (1808-1839) was 
a reformist devoted to modernisation of the Empire in 
every sphere as a means of catching up with develop
ment in western Europe. The extensive public buil
ding program m e carried out during his reign was lar
gely designed to accom m odate the new institutions 
which he created, but also included Beylerbeyi Palace 
(1832) for which some of the land formerly belonging 
to the istavroz imperial estate was repurchased^. This 
large palace was a two-storey timber building, painted 
yellow.

The old Beylerbeyi Palace was the scene of a m em o
rable event, the trial of Türkiye's first telegraph  
system. The telegraph transm itter brought from the 
United States by Prof. Smith and his colleagues was 
tried out here in presence of Sultan Abdiilmecid The Mermer Köşk, also known as the Serdab Köşkü, beside 

the pool in the terraced gardens of Beylerbeyi Palace.
A column capital in the Havuzlu Salon.
Havuzlu Salon.



10

130
N A T I O N A L  P A L A C E S



(1839-1861).
A large part of the palace burned down  

during the reign of Sultan Abdiilm ecid, 
and Sultan Abdülaziz (1861-1876) had the 
old palace demolished and commissioned  
the architect Sarkis Bey of the Balyan fa
mily to design the present Beylerbeyi Pala
ce, which was built on the site.

Construction com m enced in 1861 and 
the palace was furnished and inaugurated  
in 1865.

According to the Takvim-i Vekayi gazet
te of 1281 AH (1865), the palace was furnis
hed in that year. After attending Friday  
prayers at Beylerbeyi Mosque on 25 Zilka
de 1281, Sultan Abdülaziz drove to the pa
lace to attend the inauguration^.

The main building has three storeys, inc
luding a basement, and consists of 6 large 
reception rooms and 24 smaller rooms. It is 
built in the eclectic style popular in the 
19th century, and the decoration of both 
exterior and interior is elaborate. The faca
des are faced in m arble and sandstone  
from Bakırköy. The flights of steps leading 
up to the Selâmlık and Harem  entrances 
are also of m arble. The facade form s a 
three-part composition. The roof is concea
led by a parapet and cornice which encircle 
the upper edge of the walls. The exterior 
decoration is less ostentatious than that of 
the interior, which also differs in style.
While the baroque style of the chandeliers, 
m irrors, pier tables, cupboards and other 
furnishings is typical of 19th century Euro
pean taste, a new and original style em er
ges in the decoration on the ceilings, corni
ces, and column capitals. This style, which 
is distinctive enough to be called Ottoman  
palace style, employs a westernised interp
retation of eastern motifs, creating a syn
thesis. The m ost outstanding exam ple of 
this conjunction of eastern and w estern  
aesthetic concepts is the Havuzlu Salon, so 
named after the ornamental pool and foun
tain in the centre of the room.

While the use of pools in interiors is a 
tradition deriving from eastern court archi
tecture, the fountain in the form of a m arb
le dolphin is purely western in concept, il
lustrating the w ay in which eastern and 
western aesthetics can be successfully combined®.

Beylerbeyi Palace abounds in pictorial decoration.
Oil paintings of scenes from sea battles and set in car
touches decorate many of the rooms. Calligraphic pa
nels written in sulus or talik script also adorn the cei
lings and walls^.

Sultan Abdülaziz was not only a keen art lover, but 
also painted himself. During his reign many Turkish

8  Painting of a ship on the ceiling of the San Köşk in the 
grounds of Beylerbeyi Palace.

9 Inscription on the ceiling of room 18 at Beylerbeyi Palace.
10 Painting of a ship on the ceiling of room 25 at Beylerbeyi 

Palace.
11 Inscription on the ceiling of Abdiilhamid's study.
12 Sketch of a sea battle scene by Sultan Abdülaziz. From a 

photograph in the National Palaces Archive. Document 
1-1392.

131
A T I O  N A L P A L A C E S



13 Detail of a tinted crystal chandelier in 
Beylerbeyi Palace.

and foreign artists enjoyed his patronage. The Russian 
painter Ayvazovski, who cam e to Istanbul in 1874, was 

•received by Sultan Abdiilaziz on 21 October 1874. Chi
ef court architect Sarkis Balyan w as present at this 
audience, during which the sultan presented A yva
zovski with a second class Osmanli Nişanı medal.

In addition to Ayvazovski, the Polish painter Stanis- 
law Chelebovski worked at the Ottom an palace for a 
time, producing a series of scenes depicting historic 
Turkish victories. The French artist Burton was alloca
ted his own studio at the palace, and painted equ
estrian  portraits of both Sultan M ahm ud II and 
Abdiilmecid’“.

Among the many oil paintings executed at the requ
est of Sultan Abdiilaziz on the ceilings of the room s at 
Beylerbeyi, are rigged warships flying the Turkish flag, 
which reflect the sultan's enthusiasm for ships and na
val matters. Abdiilaziz took a personal interest in the 
paintings and other decoration executed at Beylerbeyi 
Palace, draw ing the sketches for the paintings himself 
and specifying examples on which the ceiling decorati
on was to be based.

According to information given by register number 
2978 in the National Palaces Archives, this sultan as
ked that the ceilings of Beylerbeyi Palace be decorated

Contract for the ceiling decoration of 
Beylerbeyi Palace.

,4...

....................

with heavily gilded kalemkârı designs, appointing Ma
son Bey, an artist em ployed at the Mabeyn-i H üm â
yun, to execute them. The decoration was to be com ple
ted within four months, com m encing at the beginning 
of March 1280 AH (1863), and Mason Bey was to be pa
id 30,000 kuruş each week for the first two months, and 
4000 kuruş each week for the second two months.

From  docum ents in the sam e register we learn that 
the ceilings of the privy apartm ents of the sultan were 
to be painted with realistic pictures of birds and ani-
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According to the rescript o f his imperial 
majesty concerning the heavily gilded 
decoration o f the ceilings o f the rooms and 
other areas o f the imperial palace being 
rebuilt in Beylerbeyi, the esteemed painter o f 
the imperial Mabeyn, Mason Bey has been 
comissioned to undertake the entire task. He 
is required to complete the aforementioned 
decoration within four months o f March o f 
this eightieth year, undertaking three types 
o f decoration as detailed below. Until the end 
o f the second month he will be paid thirty 
thousand kuruş each week, and four 
thousand kuruş each week during the third 
and fourth months. The specifications as laid 
down in the contract for this undertaking on 
the above terms are given below.

The decoration o f the ceilings o f those 
rooms belonging to His imperial Majesty 
shall consist o f designs in heavier gold leaf 
than that o f the glazed Kasr-i Alî at the 
imperial palace at Beşiktaş and naturalistic 
animals and birds. The decoration shall be 
executed on waxed cloth and fixed in the ap
pointed places, all expenses to be met by the 
aforementioned
painter. Two hundred and fifty kuruş shall 
be paid to cover the cost o f carrying out 
accurate measurements from wall to wall.

The ceilings o f the rooms o f second 
importance belonging to His Highness to be 
built in the aforementioned palace shall be 
decorated in heavier and finer gilding than 
that on the ceilings o f the upper floor o f the 
Malta Kasr-t Hümâyun. The aforementioned 
painter shall be paid 120 kuruş for each 
zira [a linear measurement o f 75-90 cm] to 
cover expenses and labour costs.

The decoration o f the rooms on the lower 
level o f the aforementioned palace shall 
resemble that o f the lower floor rooms o f 
Sadabad imperial Palace, and the painter 
shall be paid 60 kuruş for each zira to cover 
costs.

The decoration o f some corridors and 
vestibules will be plainer than the third type 
o f decoration specified above, and their value 
assessed on completion.

As specified above, since the prices set for  
each o f the three types o f decoration depend 
on their being elaborate and o f exquisite 
quality, to prevent the aforementioned 
painter executing decoration less elaborate 
than that required the work shall be 
examined on completion by the Ebniye 
İdaresi (Department o f Building).

mals, and the decoration executed using gold leaf hea
vier than that on the ceilings of the Büyük Camlı Kasır 
at the Imperial Palace in Beşiktaş. The ceilings of apart
m ents of secondary im portance w^ere to be decorated  
more elaborately than those of the upper floor rooms of 
the Malta Kasır, and finely gilded. The decoration of 
the ground storey room s w âs to be similar to the cei
lings of the ground floor rooms at Sadâbâd Palace. Aga
in we learn from this register that the prices set for the
se three categories of decoration were high on account

of the fine quality and intricacy of the work. So that the 
painter was not tempted to skimp the work, the cont
ract also specified that onc^ it was com pleted, the De
partm ent of Im perial Buildings w ould undertake a 
survey and valuation, although the difference in the 
event of the valuation being higher would not be paid. 
H ow ever, in the event of the work being found unsatis
factory and any changes required, the artist would be 
expected to undertake these free of charge and pay the 
expenses himself. Under the contract, the artist under-
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took to finish the work in four months, and if he failed 
to do so, a deduction of 20 percent would be m ade in 
the agreed paym ent. If the artist w as owed money 
when the work was completed, this sum would be paid 
at the rate of 30,000 kuruş per week. Two copies of each 
contract w ere to be draw n up, one bearing the seal oi 
the Ministry of the Treasury, and the other of the artist, 
to be exchanged on 3 Şevval 1280 (3 October 1863). An

■

I

official known as the Ebniye Memuru was to be respon
sible for this procedure” .

Sultan Abdülaziz w as evidently determ ined that 
Beylerbeyi Palace was to be more richly and elaborately 
decorated than previous palaces. This is apparent in his 
close involvement in the work. He personally decided  
which exam ples the artists w ere to follow, specifying  
that those at Beylerbeyi should be even finer; he drew

sketches for the ceiling and wall murals himself, and hi
red painters from Europe to execute them. The differen
ce is also illustrated by a comparison of the chandeliers 
at Dolm abahçe and Beylerbeyi palaces. W hereas the 
crystal of those at Dolmabahçe is plain, that at Bey
lerbeyi is mostly tinted’ .̂

On his return from his tour of Europe, Sultan Abdül
aziz was resolved to introduce what he had seen at roy-

14 The Empress Eugénie visiting Haghia Sophia during her 
first visit to İstanbul. L'lllustration, 6 .11.1869, no. 1393.

15 The Empress Eugénie with Sultan Abdülaziz in the Mavi 
Salon at Beylerbeyi. L'lllustration, 13.11.1869, no. 1394.

16 A firework display over the Bosphorus on the occasion of 
the Empress Eugénie's arrival in İstanbul. L'lllustration, 
6.11.1869, no. 1393.

16
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A docum ent concerning the second visit of the Em press Eugénie to İstanbul

Nezâret-i Hazine-i Hassa-i Şâhâne 
Muhasebe Kalemi

Dersaadet'e gelmiş olan împaratoriçe Eugénie 
hazretlerinin bilahare tayin ve iş'ar olunacak bir 
günde Beylerbeyi Saray-ı Âlisi'ni ziyaret etmeleri 
hususuna müsaade-i seniyye irzan buyrulmuş 
olduğundan esna-yi ziyarette haklarında lâzıme-i 
ihtiram îfâ olunmak ve Beylerbeyi'nde kendilerine 
şerbet vesaire ikram edilmek üzere istihzârât-ı 
lâzımede bulunulması şerefsudur buyrulan irâde-i 
seniyye-i hazret-i pmdişâhi iktiza-i celilinden 
bulunduğu mabeyn-i hümâyûn-u mülûkâne baş 
kitabet celilesinden şeref vârid olan 14 Haziran 326 
tarihli ve 198 numaralı tezkere-i aliyye ile tebliğ ve 
izbâr buyrulmuş ve bu gibi işlere Mefruşat-ı 
Hümâyûn-ı Müdüriyet-i Aliyyesi'nin nezâretiyle îfâ 
edilmekte olmakla bermucib-i irâde-i seniyye-i 
mülûkâne îfâ-yi muktezası zımnında işbu müzekkere 
Mefruşat-ı Hümâyûn idaresi'ne tevdîkılındı.

* , /  • *•
a s?  ‘ •

Muhasebe Kalemi Müdürü  
Adli

16 Haziran 326

17 Corner of the bedroom used by the Empress Eugénie at 
Beylerbeyi Palace.

18 A silver tap in the ^ th ro o m  used by the Empress Eugénie.
19 Washbasin in the bathroom prepared for the Empress 

Eugénie.
20  The Mavi Salon at Beylerbeyi Palace.

al banquets and palaces in the W est to the O ttom an  
court. H ow ever, the O ttom an palace servants knew  
nothing of lifestyle and protocol in the courts of Eu
rope, and Abdiilaziz was concerned about the problem  
of how to serve the European royalty who would come 
to stay at Beylerbeyi.

Exam ination of docum ents in the A rchive of the 
Prime Minister's Office concerning preparations for the 
visits of Em press Eugénie, the Austro-H ungarian Em 
peror and the Prussian Crown Prince, give us an idea of 
the difficulties faced by the O ttom an court in treating 
these guests in the m anner to which they w ere accus
tomed.

A ccording to docum ents recorded in the M aliye 
İrade Registers for 1286 AH (1869) cooks and confec
tioners w ere hired from France. The sultan's m aitre  
d'hotel, Marko, visited Paris. Tableware was rented for 
the guests, caps, coats and jackets w ere ordered for the 
kitchen staff, and forty uniforms were ordered from the 
tailor Lori for the waiters. From another docum ent we 
learn that five satin bedspreads, a coffee mill, brazier, 
and coffee cupboard w ere ordered in preparation for 
the visits of the French Empress, the Austrian Em peror

and the Crow n Prince of Prussia; that tulle edging for 
the bedspread, 21 pairs of slippers, 12 beds and other 
items w ere ordered for the Empress and her suite; that 
Marco purchased kitchen equipment for Beylerbeyi and 
Beşiktaş palaces; and that 40 pairs of shoes and other 
items w ere ordered for the palace servants. The cost of 
all these items is given in the same docum ent’ .̂

Empress Eugénie in İstanbul
Am ong the foreign royalty who stayed at Beylerbeyi 
Palace during the 19th and early 20th centuries, the first 
and most eminent was the Empress Eugénie.

The empress paid a state visit on behalf of Napoléon
III to reciprocate that of Sultan Abdiilaziz to France. 
She arrived in Istanbul harbour on the steamship Aigle 
on 13 October 1869, having been met at Çanakkale by 
the grand vizier. After anchoring off Beylerbeyi Palace, 
the O ttom an N avy greeted the em press with a 101 gun 
salute, while Sultan Abdiilaziz dressed in cerem onial 
robes sailed to meet her in the imperial caique, rowed  
by 12 banks of oars. The em press boarded a boat and 
disem barked on the quay of Beylerbeyi Palace. After 
joining Sultan Abdiilaziz for lunch at Dolmabahçe Pal-
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ace, the em press w as taken around Istanbul's principal 
m osques, and in the evening visited the sultan and his 
mother at Dolmabahçe Palace. During excursions in the 
city, the em press took the arm  of Abdiilaziz. She was 
presented with gifts of valuable fabrics by the dowagei 
sultan, with models of Beylerbeyi and Çırağan palaces 
by the sultan, and numerous other gifts. The empress in 
turn presented Abdiilaziz with her own portrait in a 
frame set with brilliants.

Em press Eugénie stayed in room  24 at Beylerbeyi 
Palace, and the connecting room  was converted into a 
bathroom for her use’“*.

Forty-tw o years later, in July 1911, Eugénie (now  
aged 85) paid a second visit to Istanbul and asked to see 
Beylerbeyi Palace once again. According to a contem po
rary docum ent in the N ational Palaces A rchive, per
mission was granted for the em press to visit the palace 
on the day of her choice, and a m em orandum  dated 16 
June 1326 (Julian calendar; 1910-11) was written by the 
Imperial Treasury concerning the refreshments which 
would be provided for the royal visitor while at the 
palace’ .̂ Halit Ziya Uşaklıgil in his memoirs entitled Sa
ray ve Ötesi, gives the following account of her visit: 
"...At an age when the weight of years had transformed

this empress into a ruin of her former self, believing as 
the poet said that 'A dream  of the past m ay be worth  
the world', cam e back to Istanbul to relive her m em o
ries of the city once m ore before the fingers of death  
closed her eyes for ever.

"This w as an event so m om entous that the entire 
palace was thrown into confusion, and the sultan, who 
as a child had met her, was eager to see this woman in

21 Banquet given by the sultan at Old Beylerl>eyi Palace in 
honour of Prince Napoléon. Engraving from a sketch by 
Brindési. L'Illustration, 10 June 1854, No. 589.

21

that long-deserted harem. W e met her on the quay of 
Dolmabahçe Palace, and conducted her into the pres
ence of the sultan with the deference that she deserved. 
Since she had expressed her wish to see Yusuf İzettin, 
who had been a very small child at the time of her first 
visit, he was also present.

"The meeting w as most cordial. It w as impossible to 
guess her thoughts and feelings on seeing these two  
people whom she had first known as children, or what 
w renched at her heart as she climbed the stairs and 
passed through the halls of this palace. But on her re
turn, as she boarded the boat at the quay, she appeared  
even older, even m ore ravaged. The sight left an ache 
within me..."

Other foreign royalty who stayed at Beylerbeyi Pal
ace w ere the French Crow n Prince N apoléon, Shah 
N asireddin of Iran, Em peror Joseph of A ustro-H un- 
gary. Prince Nicholas of M ontenegro, and Grand Duke 
N icholas, com m ander-in-chief of the Russian arm y  
who cam e to sign the Ayastefanos Treaty.

Sultan Abdiilmecid received Crow n Prince N apo
léon at the Old Beylerbeyi Palace on 2 May 1854.

In 1869, Em peror Franz Joseph of A ustro-H ungary  
paid a state visit to Sultan Abdiilaziz and stayed at the 
new Beylerbeyi Palace.

On 18 August 1873, Abdiilaziz received Shah N asir
eddin of Iran here . This was the shah's second visit, 
and he had stayed at the palace on the previous 
occasion.

Prince Nicholas of M ontenegro arrived in Istanbul 
on 30 April 1874 and stayed at Beylerbeyi Palace.

C om m ander-in-chief of the Russian arm y. Grand 
Duke Nicholas, arrived in Istanbul on the Livadya im
perial yacht in January 1878, and stayed at this palace. 
The grand duke had com e to im pose the conditions 
laid down by Czar Alexander II following the Ottoman  
defeat in the 1893 w ar, and as Sultan Abdiilham it 
(1876-1909) later remarked, no guest had been received 
with such anguish.

Sultan Mehmed Reşad (1909-1918) gave a banquet in 
the grounds of Beylerbeyi Palace for members of the 
parliam ent and the senate’**. W hen the Balkan W ar 
broke out, the deposed Sultan A bdülham id w as 
brought back to Istanbul from exile in Salonika. He 
moved into room 8 on the ground floor of the Harem  
at Beylerbeyi Palace and it was here that he died in 
February 1918.

Following the establishment of the Republic, Beyler
beyi Palace was again used to accom m odate state visi
tors. Shah Rıza Pehlevi stayed here in 1934, and a ban
quet was given in his honour in the Havuzlu Salon.

When the Balkan Games Festival was held at Beyler
beyi Palace in 1936, Atatürk stayed here in room  24, 
the bedroom used by the Empress Eugénie. He was the 
last guest ever to stay in the palace.

Beylerbeyi Palace is set in extensive grounds which 
rise in a series of terraces behind. On the highest ter
race is a large ornam ental pool, to the left of which is 
the San Köşk. The grounds contain another pavilion.
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the M erm er Köşk, and the stables known as the Ahır 
Köşkü.

The San Köşk (Yellow Pavilion) takes its name from  
the original colour of the paint and stonework. In style 
it corresponds to the palace, and clearly dates from the 
same tim e’^ The Köşk has two main floors and a base
ment. The interior decoration is very similar to that of 
the palace itself, and includes paintings of ships flying 
the O ttom an flag. Its position close to the pool indi
cates that it was used as a summerhouse.

The M ermer Köşk (Marble Pavilion) or Serdab Köş
kü, on the other hand, is believed to be part of Old

22  One of the Ottoman armorial bearings over the quay gates.
23  A quay gate and one of the Yah Köşks.

Beylerbeyi Palace. This köşk, which is located behind 
the pool, has an extrem ely simple design, with a large 
marble seat in the centre of the main room , and two  
small room s leading off at either side. It is a sum m er
house, designed as a cool refuge in hot weather.

The Ahır Köşkü is closer to the waterfront, past the 
M ermer Köşk. These elegant Ottoman stables are deco
rated on the ceiling with armorial bearings and paint
ings of animals.

Two other small pavilions called the Deniz or Yah  
Köşks on the edge of the quay overlooking the sea are 
contem porary with the palace. Linked by a low wall, 
one belonged to the H arem , the other to the Selâmlık 
apartments. With their baldachin roofs, graceful forms 
and doors bearing O ttom an arm orial bearings, their 
function is as much decorative as practical.

The terraced gardens which rise behind Beylerbeyi 
Palace are typical of Ottom an garden culture. As well 
as the pavilions mentioned above, we learn from regis
ter no. 3024 in the National Palaces Archive, that the 
gardens once contained a number of other structures, 
including a Paşa Dairesi, Muzika Dairesi (Music Suite), 
an enclosure for deer, a lion house, a dovecote, and an 
aviary’®. Plans draw n by architect M azhar Güzaltan in 
1953 and kept in the National Palaces Archive, show  
that the deer enclosure and lion house behind the flow
er beds, and the derelict palace kitchens w ere incorpo
rated in the grounds of the Naval College for N oncom 
missioned Officers.

The park beyond the formal gardens w as cut off 
from the palace when the new Bağlarbaşı road w as 
built.

NOTES
' The registers of the Bostancı Corps, the organisation which was 
responsible for the farms and orchards belonging to the Hazine-i 
Hassa and for policing the areas along the Bosphorus.
2 NPA, Register No. 3024, register of construction and repairs un
dertaken by the Imperial Building Stores, 1291 AH.
3 MİTHAT SERTOGLU, Resimli Osmanli Tarihi Ansiklopedisi, Is
tanbul, 1958, p. 156.

P. G. iNClCIYAN, 18. Asırda Istanbul, tr. H. Andreasyan, p. 131.
5 P. G. İNCİCİYAN, op. cit. p. 131.
6 Lütfi Tarihi, vol. IV, p. 62.
7 i. HAKKİ KONYALI, Üsküdar Tarihi, v. 11, İstanbul, 1977, p. 167.
8 NURHAN ATASOY, Beylerbeyi Palace, (unpublished article).
 ̂These inscriptions in verse are given on p. 168 and 170 of Üsküdar 

Tarihi by Î. H. Konyali.
10 MUSTAFA CEZAR, Sanatta Batıya Açılış ve Osman Hamdi, İs
tanbul, 1971, p. 96.

NPA, Register No. 2978, surveys of palaces and köşks carried out 
by the Ebniye-i Seniye, 1282, p. 80.
12 The chandeliers of Çırağan Palace, which was built for Sultan Ab- 
dülaziz at the same time, were ordered from London and Paris, as 
we learn from register no. 2691 in the NPA.
13 Prime Minister's Office Archive, Maliye İrade Register, no. 14310, 
1286 AH (1869).
1“* NPA, Register no. 2413, p. 209, tells us that expenses of 30,624 ku
ruş were incurred at Beylerbeyi Palace in preparation for the visit of 
Empress Eugénie.
15 NPA, Document no. 240,1326 (Julian calendar).
16 Resimli Kitab, vol. IV, Matbaa-i Hayriye ve Şürekası, 1910, pp. 
918-923.
17 NPA, Register no. 2978, p. 70.
18 NPA, Register no. 3024, records of construction and repairs carri
ed out by the Imperial Building Stores, 1291 AH, pp. 148, 210.
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T HE IMPERIAL HEREKE CARPET FACTORY and 
The IMPERIAL YILDIZ PORCELAIN FACTORY

T H E S E  T W O  M U S E U M -FA C T O R IE S  W H IC H  P L A Y E D  A  S IG N IF IC A N T  R O LE IN  TU R K ISH  
IN D U ST R IA L  H IST O R Y , S H O U L D  BE M E T IC U L O U S L Y  C O N S E R V E D . T H E Y  M A R K  A  T U R N IN G  

P O IN T  IN PR O G R ESS FR O M  T H E  T R A D IT IO N A L  G U IL D S  O F  M A ST ER  C R A FT S M E N  TO  T H E
A C A D E M Y  O F  F IN E  ARTS.

Ö N D ER  K Ü Ç Ü K ER M A N *

S tate patronage of the arts during the Ottoman  
period focused on the organisation of m aster 
craftsmen known as the Ehl-i Hiref Cemaatı at 
Topkapi Palace. This w as the first and vital 

step in creating a "product identity", since many of the 
pioneering projects which led to the developm ent of a 
"state product identity" were undertaken by the m em 
bers of this organisation.

These palace craftsm en w ere responsible for the 
technological and artistic developm ent of industrial

products. It should not be forgotten that a multi-facet- 
ed identity was then being created for the new rulers 
of the cosm opolitan city of Istanbul. In a clim ate of 
competition in every sphere, artisans played their part 
in shaping tradition and identity, with the help of the 
m ost sophisticated contem porary technology. There 
can be no doubt that the formation of such an identity 
depended on firm authority as well as a high degree of 
creativity, backed by the technology required to guide 
design. Naturally this pioneering work required an ef-

Prof. Önder Küçükerman is a faculty member of Mimar Sinan University.
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ficient organisation which could be kept under close 
control, and a very large num ber of skilled m aster 
craftsmen.

Evidently for an organisation of this kind to attain its 
objective of creating an "identity" for the state authori
ties, it had to maintain a delicate balance of factors. 
Both in the sphere of research and development to pro
duce new and specialised technologies, and at the stage 
of production, the ehl-i hiref cem aatı representing the 
higher echelons of the craft guilds, required a highly 
flexible structure. This is illustrated by contem porary  
docum ents showing that the members of the organisa
tion could be easily replaced in response to changing  
needs.

A significant number of foreign craftsmen numbered 
am ong the m em bers of the organisation. The decora
tors, painters, calligraphers, gilders, potters, arrow  
m akers, w eavers, and many others included artisans 
from both w estern and eastern countries and their 
work was widely appreciated.

W hat were the working conditions of these artisans? 
Detailed information about this is to be found in ar
chive docum ents. On the whole, each category of arti
sans worked on separate premises allocated to that craft. 
The provision of the extensive workshops required was 
an expensive undertaking, and only the state could af
ford to sponsor such sophisticated production.

1 The Imperial Hereke Factory and some employees.
2  Interior of the Imperial Hereke Factory.
3  Jacquard weaving looms at the Imperial Hereke Factory.
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New technologies and innovations from the 
West
The ehl-i hiref cemaatı enjoyed its most brilliant epoch  
under Sultan Süleyman the M agnificent (1520-1566), 
and displayed considerable developm ent over the 
centuries, yet the failure of the state to provide its arti
sans with sufficient support in later years m eant that 
they could not ad ap t to the new  co n cep ts to 
which the industrial revolution gave rise.

By the early 19th century the ehl-i hiref cem aatı had 
already declined and soon disintegrated altogether. 
H ow ever, with the early industrialisation initiatives 
dating from the turn of the century, it soon becam e  
evident that the lack of a high level organisation un
der state patronage to assist in the creation of a na
tional industry, to create new industrial products and 
develop designs was a serious disadvantage in many  
respects.

Following the Tanzim at reform s of 1839, the new  
ehl-i hiref w ere hired from the W est, along with the 
machinery and technology used in the state factories. 
H ow ever, this meant that in the hands of foreign de
signers m any fam ous traditional artefacts began to 
lose first their identity, and then their com m ercial val
ue, a situation which gave rise to further problems. 
The most striking case in point is the identity of tradi
tional Turkish carpets produced after the industrial 
revolution. Although yarn, dye and design produc
tion technologies w ere now im m easurably m ore so
phisticated, the fact that these carpets w ere designed  
according to British industrial principles, and the effi
ciency of exporting com panies also played an im por
tant part. In the traditional Turkish interior, carpets 
and other woven textiles were a principal feature, im
parting significance to the inner space. Among the dif
ferent elem ents, such as wall tiling and cupboard  
doors, the carpet above all contributed to the creation  
of a rich and integral unity in the design of the interi
ors at Topkapi Palace.

The m aster craftsmen at Topkapi Palace continually 
endeavoured to produce works for use in these spec
tacular interiors, competing with one another to create  
masterpieces of lasting significance.

On the other hand for carpet production to meet de
mand and compete on the international market, it was 
essential first of all to adapt to technological develop-

4 Production in progress at the Imperial Hereke Factory.
5 The carpet weaving shop at the Imperial Hereke Factory and 

large looms.
6 Catalogue of the silk textiles produced at the Hereke factory 

and used to furnish the Ottoman palaces. Identical carpets 
are still produced using the same techniques for the 
palaces.

7 Awards and medals received for products of the Imperial 
Hereke Factory.
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ments, but additionally to employ craftsmen with an 
outstanding design capability, and to supply the nec
essary funds. Only at Topkapi Palace w ere these con
ditions met, with the result that the palace becam e a 
forem ost centre of carpet w eaving, w here the tradi
tion of palace carpets and other textiles was able to 
flourish. H owever, as the industrial revolution got un
derw ay the large-scale organisation required for the 
task of producing carpets which w ere not just works 
of art but also superior in technological terms, could 
clearly not depend merely on the demand of the pal
ace itself and the higher ranks of Ottoman society.

In short, while finer work was achieved within the 
spectrum  of the cottage carpet w eaving tradition, si
m ultaneous efforts w ere m ade to em ploy m odern  
techniques in the production of larger, m ore im pres
sive carpets, which even perhaps reflected a m ore po
litical identity.

The organisational system  which com m enced at 
Topkapi Palace and developed under state patronage 
to spectacular heights of achievem ent, is represented  
in the 19th century by the Imperial Hereke Factory, 
w hich produced the m ost valuable carpets in the 
world.

This factory w as the largest, most costly and most 
successful institution to be established by the state in

7 Certificates of awards won by the Imperial Hereke Factory.
8  The Brussels Exhibition of 1910.
9 The Lyons Exhibition of 1894.

10 The Torino Exhibition of 1911.
11 The Imperial Yıldız Porcelain Factory today.
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12 The general manager's office at the Imperial Yıldız Porcelain Factory. Yıldız 
Archive, 99552/86.

13 The workshop at Yıldız Porcelain Factory. Yıldız Archive, 99552/84.
14 This Yıldız vase is today in the Pembe Salon at Dolmabahçe Palace.

Inv. No. 11/474.

Golden Horn was already in opera
tion, producing fabrics and cloth
ing, the textile mill at Bakırköy and 
the porcelain and glass factory at 
Beykoz had opened, the Zonguldak  
coal mines had gone into produc
tion, and preparations for the estab
lishment of vocational schools were 
underway. Tiirkiye participated ex
tensively in the w orld's first inter
national industrial fair, the G reat 
Exhibition in London held in 1851, 
and contracts w ere signed for the 
installation of a telegraph system  
and construction of a railway. The 
H ereke factory figured conspicu
ously am ong these varied enter
prises, and in 1875 opened a shop  
in the Covered Bazaar as an outlet 
for its own products.
The new products of the H ereke 

factory  quickly w on acclaim  on 
world markets. They w ere aw arded  
a gold m edal at the international 
fair in Lyons in 1894, and Kaiser 
Wilhelm visited the factory. Orders 
poured in for these celebrated car
pets.
The factory employed the most so

phisticated contem porary technolo
gy, and m ade significant contribu
tions to the developm ent of tradi
tional textiles and their adaption to 
m odern  p ro du ction  techniques. 
The first exem plary products of the 
factory w ere used to furnish the 
principal room s of D olm abahçe  
Palace, which becam e an interna
tional "showroom" for the products 
of this new industry.

the sphere of carpet w eaving and textiles. This 
integrated plant w as a pioneering enterprise which 
led to the em ergence of the Hereke genre of carpets, 
the last manifestation of a tradition and identity creat
ed over the centuries by the high-level research and 
developm ent system set up far earlier at Topkapi Pal
ace.

The Hereke factory became the centre of a new tra
dition based on those of previous centuries, produc
ing exclusive items incorporating modern features un
der state initiative. The factory, which em ployed a 
large number of artisans, was established in 1843, at a 
time when efforts to develop Turkish industry had re
cently got underw ay. The Feshane factory on the

The establishment of the  ̂Sa- 
nayi-i Nefise Mekteb-i Âlisi 
(Academy of Fine Arts) in 1883 
and the first courses in indus

trial design
By the m id-19th century it had becom e apparent 

that industrialisation could not depend on the im por
tation of technology alone. Skilled designers w ere also 
essential to take over the role formerly played by the 
ehl-i hiref, and for this educational institutions w ere 
necessary.

In addition to these early initiatives, which formed  
the nuclei of Tiirkiye's modern universities, the first 
vocational school was opened in Sultanahmet to train 
qualified technicians.

The A cadem y of Fine A rts, established in 1883, 
stands out am ong these educational institutions. It is 
interesting to note that it was established under the
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15 This porcelain vase produced at the Yıldız Porcelain 
Factory is today in the Mavi Salon at Dolmabahçe Palace. 
Inv. No. 11/242.

16 On the base of this vase is the Yıldız mark and the date 
1312 AH.

17 This porcelain vase in the Mavi Salon of Dolmabahçe 
Palace was made at the Yıldız Imperial Porcelain Factory. 
Inv. No. 13/140.

auspices of the Ministry of Trade for the purpose of 
producing qualified designers capable of creating  
products with a national identity for the state.

A considerable body of research has been undertak- 
•en into the education in painting, sculpture, engrav
ing and architecture offered by the school. Yet the 
great majority of its graduates went on to play form a
tive roles in the country 's industrialisation effort. 
Since these artists worked as a team, they did not win 
the recognition that they deserved.

The idea of establishing an academ y for the study  
of fine art was first put forward in 1877, but the inter
vention of the w ar with Russia and other obstacles led 
to the postponement of the project for five and a half 
years. The first director of the academ y was appoint
ed on 1 January 1882, and a year later the school 
opened its doors.

The first courses to be offered w ere in painting, 
sculpture, engraving and architecture, but the objec
tives expressed for the academ y's establishment were 
far broader in scope. A contem porary report refers to 
the w ay in which all areas of production in Tiirkiye 
w ere becoming steadily "devastated", going on to ex
press regret that "the traditional carpets, textiles, 
Kütahya ceram ics, Bilecik brocades, silks, w oodcarv- 
ing, ebony and ivory inlay, and weapons damascened  
in gold and silver" can no longer be produced. W here 
are the m aster craftsm en who used to produce the 
seals, w oodw ork, m etalwork, cast bronze, and bind
ings which adorned "those beautiful mosques, medre- 
ses and other superb buildings produced by our ar
chitects", the docum ent goes on to ask.

In conclusion the report rem arks that the govern
m ent is obliged to find a solution to this vital issue, 
and has therefore decided to establish a Department 
of Fine Arts attached to the Ministry of Trade, to hold 
fine arts exhibitions and establish a National Art Mu
seum, among other significant steps.

A nother notable point is that w eaving of fabrics 
and carpets, ceram ics, engravings, metal casting and 
similar traditional areas of production are mentioned 
as areas in which the A cadem y will offer courses. 
Clearly the plan was m otivated by the extensive in
dustrialisation program m e then underw ay. In 1861 
during the reign of Sultan Abdülaziz, the monopolies 
over the arts and trade enjoyed by the guilds w ere 
abolished, and in 1862 the Ottom an Industrial Exhibi
tion w as held in Sultanahmet Square. That same year 
diverse O ttom an industrial products w ere exhibited 
at the international exposition in London, and refor
m atory and vocational schools w ere opened. In 1868 a 
vocational school opened in Istanbul, the m etric sys
tem w as officially adopted, and in 1873 industrialists 
w ere granted exem ption from  custom s duties and 
other taxes. In 1876 during the brief reign of M urat V, 
a resolution w as passed concerning incentives for es
tablishing vocational schools in Anatolia, aim ed at 
creating an independent national industry.

Again it m ust be underscored that although the
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18 This large vase produced at Yıldız Porcelain Factory, is in Dolmabahçe Palace 
Medhal Salonu. Inv. No. 11/30.

19 A Yıldız vase in room 25 at Dolmabahçe Palace. Inv. No. 31/9.

A cadem y gave initial priority to courses in the fine 
arts, most of its graduates went on to work in the field 
of applied arts and pioneer developments in indus
trial production.

It was largely these graduates who met the needs of 
the Yıldız Porcelain Factory established in 1890 for 
artists, engravers and m oulders. They played an im

portant role in the developm ent of the 
carpets and fabrics produced at the 
H ereke factory; it w as they who de
signed and prepared the dies for tlie
m edals and coins struck at the Mint; 
and they w ere influential in the bind
ing and printing industries.
In short, the A cadem y of Fine Arts 
contributed as much to the applied as 
to the fine arts, thereby playing a m a
jor role in the d ev elo p m en t of 
Tiirkiye's industrial production.

The Imperial Porcelain Factory at 
Yıldız Palace

Since the 1890s, an inconspicuous  
building in the grounds of Yıldız Pal
ace, on one of the hills overlooking the 
Bosphorus has housed a porcelain fac
tory.
For nearly a century this factory has 

been producing china and porcelain  
of outstanding quality, which has in
fluenced the Turkish china and porce
lain industry to an extent dispropor
tionate to its size.
The Yıldız Porcelain Factory was es

tablished in its present building short
ly after the A cadem y of Fine A rts, 
with the object of rescuing the declin
ing Turkish art of tiling and porcelain  
from extinction, restoring momentum  
to production and design, and im part
ing a new identity to this traditional 
art. The factory is one of the foremost 
initiatives taken in response to the in
dustrial revolution in the W est, to en
sure the survival of traditional Anato
lian crafts. The identity of Anatolian  
ceram ics, which had reached heights 
of outstanding achievem ent in previ
ous centuries, found itself deprived of 
artistic, industrial and technological 
support, and went into rapid decline. 
The Yıldız factory vyas an attem pt to 
reverse this process within the m od
ern production context. In the indus
trialising couritries p f  Europe great 
advances w ere being m ade in porce
lain production technology, and inter
national com petition was fierce both 
in the spheres of technology and de

sign.
The factory at Yıldız Palace was equipped with this 

progressive contem porary technology, and is a land
mark second only in significance to the famous İznik 
porcelain of earlier centuries where the course of de
velopm ent of traditional Turkish porcelain is con
cerned. The factory also played a leading role in creat-
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ing a m ulti-faceted synthesis between Turkish and  
western art.

There are two factors relating to the production of 
porcelain which are not im m ediately conspicuous. 
One is that it depends on heavy industry technology. 
Com plex chemical knowledge as well as creativity are 
necesary to produce the finished work of art. Second
ly it requires artists capable of using this technology.

possessing a high de
g re e  of te c h n ic a l  
know ledge as well as 
the skill to make m od
els and m oulds, and 
draw  designs.
These needs w ere re
solved by means of the 
close relationship be
tween Yıldız Porcelain  
Factory and the A cade
m y of Fine Arts. Only 
after the establishment 
of the A cadem y did 
artists with the right 
qualifications for these 
specialised industries  
become available.
In a sense Yıldız Porce
lain Factory  and the 
A cadem y of Fine Arts 
served as a high level 
research and develop
m ent cen tre  for the 
sta te . The fa cto ry 's  
m anagem ent and m as
ter craftsm en w ere all 
graduates of the A cad
emy, and in some cases 
had been on its teach
ing staff. Some of the 
m o s t fa m o u s  of 
Tiirkiye's artists over 
th e  p a s t  c e n tu r y  
w orked at the Yıldız 
factory at som e point, 
w hether as designers 
or in other capacities.

CO N CLUSION :
These m om entous 
landm arks in the 
history of Turkish  
in d u stry  deserve  
conservation as mu- 
seum -factories un
der the auspices of 
the National Palaces 
Department.

It is unfortunate that 
these institutions, which were equipped with the lat
est technology of their time, and whose counterparts 
in other parts of the world have been preserved as in
dustrial m useum s still producing outstanding world  
of art, have not been sufficiently appreciated. Shortly 
after the state-ow ned industrial and banking, giant, 
Siimerbank, was established in the 1930s, these facto
ries were put under Siimerbank m anagem ent. With
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adm irable perception of their 
significance, this com pany pre
served the factories. H ow ever, 
the time has com e for the Turk
ish Grand N ational Assem bly  
(to which the N ational Palaces 
D epartm ent is affiliated) to es
tablish a foundation for the res
toration of both factories by ex
perts, and to redefine their func
tion within the historic context 
of the national palaces. Both the 
H ereke and Yıldız factories  
should be governed  by new  
m anagem ent principles co m 
m ensurate with their historical 
role in product developm ent, 
and above all be transformed in
to m useum -factories illustrating 
the achievem ents of Turkish in
dustrial history.
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I h l a m u r  p a r k  fr o m  pa st  to  p r e s e n t

DILEK DİŞBUDAK*

T^ he w ay in which m eadow s and w oodland, 
w hether natural or landscaped, are enhanced 
by w orks of architecture is illustrated by parks 
dating from diverse periods. During the O tto

man period, attractive country settings, hilltops offer
ing panoram ic view s, w aterfronts, or sites combining 
these features w ere chosen for the construction of pal
aces and stately homes. Far from detracting from theii 
environs, these buildings im parted a new focal point 
and animation, while the owner m ade it his business tc 
im prove the beauty of the land around, creating park
land for picnics and excursions, as well as maintaining 
the urban fabric in the vicinity.

The natural or landscaped parks known as mesire

w ere excursion places where people went to relax on 
public holidays, to mingle socially and to participate in 
sports activities, and they played a significant role in 
social life. Any country setting with pleasant air, fine 
tasting spring w ater and a view attracted the citizens of 
İstanbul. The majority of the mesires in the city’s envi
rons w ere m eadow s located next to stream s or rivers. 
They w ere generally on the floors of valleys leading  
dow n to the sea, with wooded areas offering shade in 
hot w eather. M any included public facilities such as 
fountains and prayer terraces. The m ost fam ous m e
sires of the past were Küplüce, Ayazm a, Ağaselvisi and 
Cansuyu on the shore of the Golden Horn; Kayışdağı, 
Yakacık, Göztepe, Çamlıca hills, Alemdağı, Fikirtepesi,

Detail from the translation of 
Moltke's map, made at the 
War College in 1849, showing 
the Ihlamur Kasır as 
Niizhetiye Kasr-i Hümâyunu.
Oil painting of Ihlamur Park 
and the Merasim Köşk. MSÜ 
Museum of Art and Sculpture. 
Aerial view of the Ihlamur 
Kasirs and the baroque 
garden.

Dilek Dişbudak is an art historian and curator of Ihlamur Kasır
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4 View of the stonecarving on the facade of the Merasim Köşk 
seen from the pool.

5 View of the Merasim Köşk from the garden.

Nakkaştepe, Karlikbayiri (Karliktepe), and Yuşa on the 
Anatolian shore of the Bosphorus; and Ermeni Tepesi 
and Nafi Baba Tepesi on the European shore. Ihlamur 
park w as typical of such m esires’.

Ihlam ur M esiresi
Ihlamur Valley, in which Ihlamur Park and the Ihlamur 
kasirs are situated, lies between the hills of Yıldız, Teş
vikiye and Dikilitaş, and can be approached in several 
directions via the Yildiz-Ihlamur road, the Beşiktaş-Ih- 
lam ur road, Teşvikiye-Ihlam ur hill or the Şişli-Yıldız 
road. The valley is named after the linden trees which 
abounded here before the area became built up, and in 
turn gave its nam e to the entire district. The Fulya 
stream  ran through this verdant valley, dividing the 
kasirs from the public park, and enhancing this idyllic 
natural setting.

In the past, the area of Ihlamur consisted of the Hacı 
Hüseyin O rchards where the kasirs stand today, the Ih- 
lamuralti Park on the other side of the stream, and the 
Muhabbet Gardens to one side^.

On the wooded slopes opposite the kasirs and lead

ing up to Yıldız were the Ihlamuralti Park and Ihlamur- 
M uhabbet G ardens. From  contem porary docum ents 
and w hat traces have survived we learn that this area 
was landscaped like traditional Turkish gardens, in ter
races divided by well tended pathw ays, with an out
door prayer terrace (1781), an ornam ental pool and  
fountain (circa 1790-91), target stones for archery prac
tice (1790 ,1811 , 1811), and a fountain (1855). There was 
also a police station attractively designed to fit the set
ting (1866). The entire area was used as a public park^.

After the Hacı Hüseyin O rchards on the opposite  
slope w ere purchased by the state, a country lodge was 
built here for the sultans to use when they visited the 
park. This lodge was used by Abdülhamid I (1774-1789) 
and the two famous reformist sultans Selim III (1789- 
1808) and Mahmud II (1808-1839).

In his diary. Selim Ill's private secretary records that 
in celebration of the inauguration of the pool, stone 
seats and colum ns constructed in Ihlamur in O ctober 
1206 AH (1791), a banquet and archery contest were  
held here, the winners being presented with gifts'*.

Sultan Abdülmecid (1839-1861) had the park kept in
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good repair and new trees planted, and it continued tc 
be used as a public excursion place right into the 20th 
century. H ow ever, in 1926 an error m ade in the Deed 
Office records resulted in the parkland facing the ka
sirs passing into private hands. In 1985, the Municipali
ty expropriated 10 hectares of this land, which was 
landscaped and again opened as a public park in 1987^.

Ihlam ur (Niizhetiye) Kasirs*
The kasirs which embellished the natural beauty of the 
Ihlamur Valley w ere built on the site of the abovem en
tioned royal lodge in the Hacı Hüseyin Orchards.

This timber building was used by successive sultans, 
including Sultan Abdülm ecid, who abandoned Topka
pi Palace as the official imperial residence in favour ol 
D olm abahçe Palace. This sultan visited the nearby 
lodge frequently, receiving the French poet Lamartine 
here in 1 846 /47 . A detailed description of this meeting 
is given by Lamartine in his book N ouveau Voyage En 
Orient^.

In 1855-57 Abdülmecid had two new buildings erect
ed in place of the old lodge; a pavilion in which to rest 
during archery practice, and a riding lodge. The archi
tect was Nikogos Balyan, a member of the Balyan fami
ly who designed so m any of the royal residences and

public buildings of this period®. N ikogos had studied 
architecture in Paris for four years, and had a bent for 
research and experim entation. His designs place less 
emphasis on the plan than on the decorative elements, 
which he succeeded in linking to a com m on denom ina
tor. The M ecidiye Köşk at Topkapi Palace is another 
w ork of Nikogos Balyan from this period, and the re
semblance between all three is striking.

After these neo-baroque kasirs had been built, their 
environs were re-landscaped in a com plim entary style, 
and new structures built in the gardens and park. 
W hile the garden betw een the two kasirs w as land
scaped in a predom inantly but not undiluted baroque 
style, the other sections of the gardens w ere of tradi
tional Turkish design.

The gardens have been well preserved, with their 
pools (the Aslanlı Pool between the kasirs, a similar but 
sm aller pool discovered during restoration w ork ir  
1978-1985, and an ornam ental pool and fountain char
acteristic of Turkish garden architecture on the terrace 
to the left of the Merasim Köşk), fountains (several fine
ly carved fountains w hose style is influenced by ba
roque and w ere clearly intended for interior use), a w a
ter tank, a well (this was discovered during the restora
tion work of 1978-1985) and light fixtures (cast-iron ba-
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6 Detail from the marble 
staircase which imparts 
articulation to the facade of 
the Merasim Köşk.

7 Detail of the porcelain 
mantlepiece in the Merasim 
Köşk.

8  The reception room at the 
Merasim Köşk.
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9  Detail of the indigo blue lights in the doors of the Merasim  
Köşk.

10 The porcelain doorknobs and lock stile on the doors of 
the Merasim Köşk.

roque lamps). There are various species of tree in the 
gardens around the kasirs.

The Mabeyn Köşk contained apartm ents for the sul
tan, and w as used for diverse cerem onial functions, 
while the M aiyet Köşk contained accom m odation for 
his retinue.

The architecture of the kasirs
Today the kasirs and grounds cover an area of 24 727 
m .̂ The rectangular Mabeyn Köşk is built of sandstone, 
marble and other natural stone, and is the smallest of 
the kasirs in Istanbul. It consists of one main storey  
over a raised basement. Two rooms lead off the central 
entrance hall where the staircase is situated and there is 
a small lavatory. Upstairs there is only one very small 
attic room. The most striking features of the lodge are 
the virtually sym m etric plan, which is characteristic of 
the period, the staircase leading up to the entrance and 
exterior decoration on the front facade, and the lattice
work balustrades of the balconies on the side facades.

Decorative gables crown the cornice on the side and 
front facades. Those to either side of the portal on the 
front facade bear cartouches with volutes and rosettes, 
while that above the portal is slightly higher and embel
lished with an urn and garlands. The gables on the side 
facades are again elaborately decorated. The door is set 
back in an arched porch, flanked by two niches contain
ing urns. The slightly projecting walls to either side of 
the doorw ay are pierced by pairs of arched windows. The 
door and window jambs have been divided into 
segments and the wooden frames correspond to these.

The corners of the walls of the main floor have been 
chamfered at rightangles up to the level of the imposts 
to form a square space in which fluted colum ns have 
been set. This conceals the boundary between the fa
cades, giving an illusion of motion to the building.

The door, the pairs of w indow s flanking the porch  
and the colum ns impart verticality to the front facade, 
while the plain cornice along the top of the walls and 
the projecting balconies supported by row s of pillars 
stress the horizontal axis. The corners of the latticed  
balcony balustrades are softened by pairs of balusters.

A ccess to the balconies is via sash w indow s, which  
w erea com m on feature of the architecture of this period.

The area surrounding the niches containing urns on 
the front and side facades, the piers, and pediments are 
filled with high relief floral motifs, garlands, rosettes, 
shells and other decoration. Even the corners of the cor
nice have been hidden behind garlanded consoles to 
enhance the articulation.

The flight of steps on the front facade is a principal 
source of m ovem ent with its alternating concave-con
vex composition and intricate ornamentation. After the 
first three steps, the stairs branch into two and curve up 
in an elipse to the landing. The face of the stairwell be
low the landing has an urn set in a niche, reflecting 
those flanking the door above, so stressing the vertical 
axis of the kasır. To either side of this niche are colon
ettes and piers, flanked by cartouches containing ro 
settes. The outer face of the staircases is adorned with 
panels of stone latticework and cartouches with rosettes 
in the centre. The landing is fronted by a latticed balus
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trade. In contrast to the imposing staircase and entrance 
porch of the main storey, access to the basem ent is by 
two tiny doors in the side facades. Both doors and the 
plain arched windows of this floor are concealed by the 
colonnades underpinning the balconies.

The style of the Maiyet Köşk, which also has a sym 
metrical plan, is plainer than the Mabeyn Köşk. It con
sists of two floors, the main floor having four room s ar
ranged around the central hall and stairwell.

In the course of restoration, some of the stones on the 
facade of the Mabeyn Köşk had to be replaced, and to 
strengthen the central section of the rear facade, the un
derstructure was reinforced and altered in accordance  
with its original position.

The flights of steps which rise up to the entrance in 
the front facade of the M aiyet Köşk terminate in a bal
cony with a latticed balustrade.

The main entrance is slightly higher than the win
dow s to either side, and set slightly back, emphasised  
by the arched porch. The cartouches on the pediment 
are dem arcated by rosettes and filled with floral de
signs. The small consoles below the cornice form a dec
orative frieze. Above the plain cornice of the central 
section is a three tiered gable decorated with floral pat
terns em erging from  a shell. The door and the two  
sm aller rectangular w indow s to either side are sur
mounted by a pediment adorned with floral motifs. The 
other windows are larger and also rectangular.

There are cartouches containing floral decoration  
next to the windows and doors. Regular patterns of "C" 
and "S" scrolls, tendrils, palmettes and shells are repeat
ed on the front and side facades.

There is stucco plastering on the walls of one room  
on the main floor of the Mabeyn Köşk, stucco cartouch
es on the walls of the other room , and similar stucco  
w ork on the walls of the M aiyet Köşk. This strained  
stucco m arm or decoration was fashionable at the time.

The side facades of both buildings are less elaborate
ly decorated in comparison to the front facades, the rear 
facades are com pletely plain, and both köşks have or
nam ental gables concealing the roof. The w indow s of 
the upper floor start at floor level and rise almost to the 
ceiling. The sm aller low er floor w indow s w ith de
pressed round arches, which are on the same axis as the 
window s of the main floor, have w rought iron lattices 
typical of 19th century architecture. The fact that the 
three elegant gates are also of w rought iron suggests 
that they m ay have originally been Hnked by w rought 
iron railings rather than the walls which we see today. 
Documents in Dolmabahçe Palace Archive dating from  
1302 AH (1884) and 1305 AH (1887) refer to requests 
that the walls around the kasirs be replastered and re
painted, and that the w rought iron gates and lamps be 
painted^. This indicates that if not at the time of con
struction, then at som e subsequent date, the kasır was 
encircled by w alls of around tw o m etres in height. 
These w ere later raised by a further 75 cm. Today the 
walls rise in some places to four metres in height due to 
the lie of the land, but a photograph taken in the 1960s

11 View of the IVIaiyet 
Köşl< from the garden.

shows us the walls before they w ere raised.

The interior decoration of the köşks 
The room  with m irrors on the main floor of the M a
beyn Köşk is a faithful reflection of Abdiilm ecid's 
tastes, in the light of com parison with the decoration  
and design of other buildings built for this sultan. 
There are five large crystal wall m irrors in the room , 
one over the mantlepiece, and the others on either side 
of the door, im parting depth and light to the small 
room . The centrepiece of the dom ical vaulted ceiling 
has been accentuated by means of concave-convex com 
positions, and the entire ceiling is adorned with largely 
floral painted decoration and gilded plaster moulding. 
On the walls there are cartouches containing veined  
beige stucco  decoration . The cartou ch es over the 
m irrors next to the door and over the doors of the room  
symmetrically opposite and the stairwell contain paint-
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ed bouquets of flowers. The door is emphasised by en
closure within a painted archw ay motif, the arch hav
ing a cornerstone and resting on columns. The fireplace 
symmetrically opposite the door, with the mirror above it 
and finial are enclosed by a s i m i l a r  decorative archway.

The room  to the left of the mirrored room is the only 
generously proportioned room  in the kasır. The strik
ing decoration on the barrel vault ceiling, consisting al
most entirely of gold leaf, is one of the finest 19th cen
tury exam ples of its kind. The three sections, each of 
which has a centrepiece, are coffered, and between  
them are six designs of vases of flowers, those in the 
centre being am phora and those to either side Sevres 
vases. These vases are set in cartouches. There is a fire
place surm ounted by a m irror opposite the door, and a 
w indow  of the sam e size to either side. The fireplace, 
too, is enclosed by a similar design. The other two pairs 
of windows are larger than those flanking the fireplace.

so that the facade at this point is com pletely open and 
the room has free access to the exterior. The frames and 
casements of the main floor windows m atch the stone- 
carving of the exterior. The gold-flecked navy blue stuc
co in the cartouches on the walls gives the impression  
of imitating precious stone. The furnishings are rococo  
in style and appropriate to the decoration’*̂.

The room  to the right of the m irrored room  is a 
smaller, square room whose decoration is plainer. The 
dom ical vault ceiling is adorned with painted kalemi§i 
decoration of fruit and flowers. Up to a height of one 
m etre the walls are faced in beige stucco, above which 
there is blue and black veined stucco facing up to the 
ceiling. The fireplace with m irror and window cornices 
of this room are plainer than the other rooms. There is 
an interesting lyre motif on the Sheraton-type black m a
hogany arm chairs and upright chairs.

The table and desk are in black and yellow marquet-
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ry. The piano which is mentioned in the inventory tak
en in 1340 AH (1924) was probably in this room and re
flects Sultan Abdiilmecid's keen interest in both w est
ern and Turkish music.

The floors of all the rooms are parqueted in oak. Next 
to the room  described above and near to the stairs is a 
traditional Turkish lavatory with a lovely marble wash
basin. There is another small attic room , whose decora
tion consists of simple floral kalemişi on the ceiling.

The porcelain doorknobs with floral designs m atch  
the porcelain mantlepieces, which also have floral pat
terns. The Copeland vases on the mantlepieces were or
dered from British catalogues as w ere the mantlepieces. 
The high narrow  doors of the room s are fitted with in
digo blue sanded glass lights. The handwoven carpets 
were m ade at the Feshane and H ereke factories. The 
prayer rugs are Gördes, Çal and Kula. The upholstery  
and curtain fabrics were woven at the Hereke factory.

Although the design and decoration of the main floor 
of the M erasim Köşk is heavily elaborate, its consisten
cy and the integration of its elements into a whole re
sult in an overall effect which is not at all displeasing, 
and seem s com pletely natural. There is no decoration  
w hatsoever in the basement, which consists of two of
fices, a lavatory and small w ashroom , the remaining ar
ea being used as exhibition space.

The Maiyet Köşk today houses a cafeteria, audiovisu
al room , shop and exhibition areas. The main floor con
sists of four equal sized room s arranged symmetrically  
around the axis. The walls are entirely faced in stucco  
of different colours, and the ceilings are coffered with 
centrepieces. The curtains are a notable feature in terms 
of both their design and fabric. All the floors on the 
main storey are parqueted. The stucco plastering of the 
room s is one colour up to a m etre in height and a sec
ond colour up to the ceilings. The gilded cornices with 
finials above the tall windows, the opulent chandeliers 
with glass lamps, and the doorw ays with broad friezes 
embellished with gold leaf are the most distinctive in
terior decoration elements of the kasır.

Three of the room s on this floor have been furnished 
with reproduction chairs and tables based on the origi
nal furniture, and are now used as a cafeteria. One 
room  has been preserved with its original furnishings 
and is open to the public. The furnishings consist of ne
oclassical and Renaissance-style walnut chairs, a dining 
table, card table, and a cupboard carved with Far East
ern designs.

The basem ent houses the kitchen which serves the 
cafeteria, a room  for audiovisual show s, and a shop  
selling souvenirs and the publications of the TGNA N a
tional Palaces Department. In addition there are lavato
ries for the use of visitors, and a canteen-sitting room  
for staff.

Ihlamur Kasrı following the reign of Abdiilmecid
In the course of his effective reform program m e, Sultan 
Abdiilmecid also introduced m any changes at the Be
şiktaş and Dolmabahçe palaces, with the result that the

Ihlamur kasirs cam e to the fore as a natural extension of 
D olm abahçe Palace. Sultan Abdiilm ecid, a cultured  
man of refined tastes, died prem aturely in his late thir
ties at Ihlamur Kasır. He was succeeded by his younger 
brother Sultan Abdiilaziz (1861-1876), an athletic man  
fond of sports. Cock fighting, ram  fighting and w res
tling m atches w ere frequently held at the Ihlam ur 
kasirs during his reign. Sultan Abdülham id II (1876- 
1909) m ade Yıldız Palace his official residence, and 
rarely left the palace, so that the Ihlamur kasirs were 
used mainly by his children for sum m er excursions. In 
her m em oirs, his daughter Ayşe O smanoğlu describes 
these excursions to the İhlamur kasirs and other imperi
al lodges: "W e used to go to the köşks in the large  
parks, which we referred to as 'the country'. W e would 
all pass the time together, bringing cold picnic food 
every w eek, and enjoying ourselves there all day." 
W hen M ehm ed Reşad (1909-1918) acceded to the 
throne, he visited the Ihlamur kasirs and park more fre
quently. His contem poraries describe how he used to 
leave the extensive and beautiful gardens of Dolma
bahçe to spend a day at Ihlamur, picking roses from the 
gardens, and drinking his coffee beside the terrace pool, 
returning tow ards the evening. During his reign the 
kings of Serbia and Bulgaria visited Istanbul in 1910 
and w ere entertained at Ihlam ur. W hen the Turkish  
regim ents were reformed in 1918 their standards were 
presented to them at the Merasim Köşk, which still con
tains the items dating from that period.

According to a law passed after the establishment of 
the Republic in 1923, the Ihlamur kasirs, like the other 
im perial palaces and lodges, w ere placed under the 
auspices of the Turkish parliam ent, which in 1951 de
volved the İhlamur kasirs to Istanbul Municipality. The 
two kasirs w ere restored, and both converted into m u
seums, which opened to the public on 15 October 1952, 
the M aiyet Köşk being used for exhibits relating to the 
Tanzim at reforms of 1839 and known as the Tanzimat 
Museum. Although the m useum s remained open until 
1966, they attracted little interest, and on 13 July of that 
year they were both closed down and once m ore placed 
under the auspices of the Turkish Grand National A s
sembly. The Tanzim at M useum  w as rehoused at the 
Çadır Köşk in the district of Gülhane.

The Ihlamur Kasirs today
Following restoration of the Ihlamur kasirs in 1976-1978  
and relandscaping of the garden, they were reopened  
to the public on 25 Novem ber 1985, and art courses for 
children aged between 6 and 10 years of age began to 
be held here. A special area has been allocated for this 
purpose, and the courses and exhibitions of the chil
dren's work continue to be held regularly. The TGNA  
N ational Palaces D epartm ent and TGNA Foundation  
are concerned to offer children the opportunity to pur
sue extram ural courses in m usic, painting, sculpture  
and sports, for which studios and other facilities are 
provided. Conveniently situated in w hat is today a 
densely populated urban area, many visitors com e here
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12 The section of the garden with traditional Turkish landscaping.

to stroll around the gardens and visit the kasirs. While 
the Mabeyn Köşk is preserved as a museum, the Maiyet 
Köşk provides facilities for the public to enjoy recrea
tion and educational activities in a historical setting.
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tee has resolved on 4 March 1303 that it should be included in the expenses. 
Document attached to the account.
5 May 1303
b-Document datedl305 AH (1887), DSA, register no. 3126 (Hazine-i 

Hassa Evrak Defteri) p. 33: "Whitewashing of the inner and outer faces of 
the walls on all four sides of the Nüzhetiye Kasr-i Hümâyunu, and painting 
of the iron gates and lamps. "
'0 Since the furnishings are to be the subject of a detailed future 
study, they will be treated at a later date.
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R e c o r d  o f  a  r o y a l  w e d d in g  d u r in g  t h e  
TANZİMAT PERIOD

N e c d e t  s a k a o ğ l u *

W hy O ttom an co u rt traditions w ere so  
steadfastly maintained at the new w ater
front palaces at Beşiktaş, despite the re
forms of the first half of the 19th century  

is a question which has not been adequately examined. 
W hile on the one hand European-style palaces w ere  
built, containing furniture and light fittings to which  
none of the occupants nor palace officialdom w ere ac
custom ed; on the other efforts w ere m ade to preserve  
traditional spatial layout and textiles, creating a para
doxical environment from which a completely new syn
thesis of East and W est, half European half oriental 
Ottom an style emerged. The fact that traditional palace 
lifestyles w ere largely preserved even in this changed  
atm osphere suggests the existence of a palace code of 
protocol and etiquette having an even higher preroga
tive than the sultan's own decrees. It is significant that 
the rules of protocol and body of tradition which had 
evolved since the 14th century in the palaces of Bursa, 
Edirne and İstanbul w ere conserved so persistently  
right up until the modern age, as an outlook and way of 
life. Precisely the same obligations and ceremonies en
dured by vizier Riistem Paşa to honourably fulfil the 
role of royal son-in-law  when he m arried M ihrimâh  
Sultan, the daughter of Sultan Süleyman the Magnifi
cent (1520-1566), w ere imposed on Galip Paşa, Edhem  
Paşa and İlhami Paşa when they married the daughters 
of Sultan Abdülmecid (1839-1861) three centuries later. 
The better our understanding of the im m utability of 
palace protocol dow n to the most minor details over 
such a long period, the better we will be able to appre
ciate the values to which "Ottomanism" was committed  
and the conservatism  of palace protocol. In the course 
of their progress from tents to palaces, and from princi
pality to empire, the O ttom ans preserved Turkish and 
Turcom an tradition within the court, despite the fact 
that to a large extent neither the women of the harem nor 
the arm y of court officials were Turks or aristocrats. 
Turkish w as the language of the palace, although so 
m any foreigners entered the service of the sultan; the 
social traditions of Anatolia survived here in adapted  
form; and westernisation exerted only limited influence

* Necdet Sakaoğlu is a researcher and writer.

on this structure. All these factors are as vital in terms 
of our social history as the political decisions taken at 
the Ottoman palaces. The docum ent whose text is given 
in the following pages concerns the gifts distributed by 
a son-in-law of Sultan Abdülmecid during the wedding 
celebrations, and is one of the docum ents which can  
contribute to our understanding of palace tradition’ .

Extravagant celebrations referred to as "sür-u hü
m âyun" held on the occasion of w eddings of the sul
tans' daughters, who bore the title "sultan"^ and cir
cum cisions of the princes known as "şehzade" were a 
palace tradition. The principal reason for ostentatious 
public display on such occasions was probably to com 
pensate for the fact that official w edding cerem onies 
w ere not permitted for either the sultans themselves or 
their sons. A sultan could only give his daughters, sis
ters or nieces in m arriage, and circum cise the princes. 
The "sür-u hüm âyun" celebrations, all of which were 
highlights of their period, should be seen as expressing  
both the paternal sentim ents of the sultans, and the 
splendour of sovereignty.

After the O ttom an dynasty m oved its seat from  
Topkapi Palace to the palaces of Beşiktaş (around 1820) 
these celebrations preserved their form and to an extent 
their atm osphere. The bridal trousseau procession was 
alw ays held on W ednesdays, the w edding procession  
on Thursdays at around 5 o'clock Turkish time, and the 
w edding night that same evening. These and other de
tails of wedding protocol did not change. Possibly the 
only innovation was that if the bride was to travel from  
one w aterfront palace to another, the processions were 
often w aterborne in later years. The first exam ple of 
this change was at the wedding of Fatma Sultan and Ali 
Galip Paşa in 1854.

Thie wedding festivities lasted seven days altogether, 
and w ere attended by the viziers, ministers, religious 
scholars and military officers wearing ceremonial dress 
with a full com plem ent of m edals. The m arriage w as 
solem nised by the şeyhülislâm ; the dârüssaade ağa 
(chief black eunuch) stood proxy for the bride, and the 
hazine kethüdası (steward of the treasury) acted as wit
ness; and once the wedding day had been confirmed, a
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firman was promulgated^ containing the following for
mula: "...By the grace of God, the trousseau procession will 
take place on Wednesday the sixth, organised by his excel
lency the hazine ağa and such other servants as may be re
quired, and the customary exalted ceremony of this most 
auspicious nuptial will take place on Thursday the sev
enth... " Am ong the host of other wedding custom s was 
the distribution of gifts'* by both the sultan and his in
tended son-in-law^.

The position of son-in-law to the sultan was an hon
our, but at the sam e time an ordeal. The candidate cho
sen for the privilege could not refuse. If already m ar
ried, he w as obliged to divorce his wife immediately 
and em bark on exorbitant preparations which might 
well result in financial ruin: "Once betrothed he was 
obliged to spend an enormous sum, to distribute valuable 
gifts during the wedding, and after the marriage to keep his 
wife in luxury. However rich he might be, the princess 
would empty his coffers in record time. And what was 
worse, since the Paşa was generally appointed to posts in the 
provinces, he was obliged to live separately from his wife, 
who remained in İstanbul"^. He w as not perm itted to 
take another wife, or to have affairs with mistresses. He 
was compelled to comply with his wife's every wish as 
a royal com m and, since by tradition he moved into a 
palace belonging to her. On no grounds w hatsoever 
could he apply for divorce. The princess, on the other 
hand, could divorce her husband if he annoyed her or 
she grew  tired of him, and the sultan could order the 
couple's divorce w henever he wished. Despite these 
disadvantages, how ever, a royal son-in-law  enjoyed 
considerable privileges. At a young age he could be ap
pointed vizier, field marshal or other coveted position, 
and enjoyed a glam orous and exalted life envied at a 
distance by everyone else.

The sultan would contribute a substantial sum from  
the treasury to help meet the costs of gifts and other ex
penses incurred by his son-in-law, or alternatively pro
vide indirect assistance. For exam ple, when Sultan  
Abdülmecid decided to give his daughter Fatma Sultan 
in m arriage to Ali Galip Bey, the son of Mustafa Reşit 
Paşa, he first purchased Mustafa Reşit Paşa's palace and 
waterfront house in Baltalimam at a cost of 250 000 gold 
liras, which w as paid from the Privy Purse. He then 
gave freehold possession of these estates to his daugh
ter Fatma Sultan, leaving the Paşa with a vast fortune to 
pay for the wedding expenses, but reduced to an inse
cure tenant, as it were, in his own home. Ali Galip Bey 
w as appointed to Paşa's rank and m ade a member of 
the Meclis-i Vâlâ (Supreme Court).

A brief account of the wedding of Fatma Sultan and 
Galip Paşa, which coincided with the Crim ean W ar, is 
appropriate here, since this wedding is almost certainly 
the one to which the docum ent in question refers. 
Istanbul witnessed two royal weddings during the Cri
mean W ar (1853-57) one in 1854 and the other in 1857. 
W hile Fatm a Sultan^ m arried Ali Galip Paşa, Refia 
Sultan® married the son of Edhem Paşa, Mehmet Ali Paşa 
(who served both as grand vizier and high adm iral).

Before he died Abdülmecid also gave his daughter C e
mile Sultan in m arriage to Mahmud Celaleddin Paşa, 
and M ünire Sultan to Ibrahim İlhami Paşa in 1858^  
While the docum ent in question could refer to any of 
these four weddings it is most likely to concern the first, 
for reasons explained below.

The w edding of Fatm a Sultan coincided with the 
most fervent period of the Crimean W ar. In their grand 
homes along the Bosphorus, the wealthy ladies of İstan
bul busied themselves sewing shirts and other clothing 
for the arm y. The French, British and Sardinian forces 
were spending gold like w ater in İstanbul. (It is no coin
cidence that the shores of the Bosphorus again becam e  
the city's most fashionable suburbs, 120 years after the 
Tulip Era). Since Dolmabahçe Palace w as not yet com 
pleted and furnished, the wedding was held in the har
em of the old Çırağan Palace on 7-13 August 1854. The 
bridal procession of Fatm a Sultan left this palace, and 
travelled with "pomp and circumstance" partly by land 
and partly by sea, conveying the bride to Baltalimam  
Palace. The combined excitement of w ar and wedding 
mesmerised the city for days. The m any foreigners in 
İstanbul w ere also fascinated by the traditional, and to 
them exotic, cerem ony. The m eadow s in Baltalimam  
Bay w ere prepared for festivities and entertainm ents, 
and colourful em broidered pavilions erected for the 
guests. The m eadows were thronged with elegantly 
dressed men and women who arrived in royal coaches, 
koçu (large carriages) and richly furbished caiques. W ed
ding banquets w ere held day after day, as dance  
troupes and clowns entertained the crow ds. The white 
waterfront palace’” purchased by the sultan. Reşit Paşa 
Yalısı, which had been converted into suites for the sul
tan's retinue, and the avenue of trees between the two 
buildings formed the setting of this magnificent w ed
ding.

The marriage of the pretty 14-year-old Fatma Sultan, 
whose elegantly proportioned figure was described by 
her full brother Sultan Mehmed V Reşad, as being "like 
a bottle" to the petite and well educated 25-year-old Ali 
Galip Paşa, the third son of Mustafa Reşit Paşa (grand  
vizier and foreign minister on several occasions), who  
spoke French and w as pursuing a promising career in 
governm ent was of course a political match. L'lllustra
tion m agazine published in Paris described the fevered 
activity of the Çırağan and Baltalimam palaces in prep
aration for the great event in the following terms: "Fat
ma Sultan had travelled in the bridal procession from  
Çırağan to Baltalimam on 7 August. The procession was of 
great splendour, in typical oriental fashion. It was led by the 
steward of the Treasury in a caique with five banks of oars, 
followed by the Haznedar Usta (the female servant of highest 
rank in charge of the imperial harem). The caiques around 
hers were filled with the princess’s maids. The splendid 
trousseau was carried in other caiques, the diamonds and 
sets of jewels being the gift of the princess's stepmother 
(Abdiilmecid's principal wife Servetsezâ). Although the dis
tance between Çırağan and Baltalimam is 4 kilometres, 
when the head of the procession reached Baltalimam, caiques
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were still setting out from Çırağan Palace. Crowds throng
ing the shores and aboard caiques watched the ceremony 
with exccitement. The thirty caiques carrying those in the 
procession advanced in more orderly fashion. Two barges 
carried servants, their equipment and other items. It is 
thought that the trousseau is worth 60 million [?]"^'

The docum ent Hsting the gifts and sum s of money  
custom arily distributed by a royal son-in-law  at the 
various ceremonies which constituted the wedding fes
tivities, the "akd-i ali" (solem nisation), "hmâ gicesi"’^ 
"cihaz alayı" (trousseau procession), "arus alayı" (bridal 
procession) and "zifaf gecesi" (wedding night), bears no 
date. N ot a single proper nam e is mentioned which  
might indicate which w edding it refers to. The only 
clue is the reference to the title "Şeyhülislâm Beğ-efendi 
Hazretleri". The şeyhülislâm s w ere traditionally ad
dressed as "efendi hazretleri", with the sole exception of 
İsmet Beyzâde Es-Seyyid El-H ac Ahm et Arif Hikmet 
(şeyhülislâm, 1846-54), who was known as "begefendi"'^. 
On this tenuous evidence, therefore, we m ight have 
been justified in assum ing that the şeyhül-islâm  who 
solemnised the marriage was Arif Hikmet, and that the 
bride and bridegroom were Fatm a Sultan and Ali Galip 
Paşa, who married in 1854. H ow ever, Arif Hikmet Beğ-

efendi w as dismissed from office on 19 February 1854, 
while the wedding was held on 7-13 August 1854. Oth
er references to official titles in the register, such as the 
"Hazine-i H üm âyun Başkâtibi", the "Ser-kurenâ-yı 
Şehriyâ-rî", the "Mâbeynci", "Kıırenâ", "Başmusahib", 
"Mabeyn-i Hümâ-yun Kâtibleri", and term s such as 
"Faytoncu", and "muzıka takımı" prove beyond doubt 
that the w edding dates from  the Tanzim at period  
(1839-1876). Although Abdülmecid married off his four 
daughters during his lifetime, Abdülaziz (1861-1876) 
w as deposed before he had the opportunity, and dur
ing the reign of Abdülhamid II (1876-1909) royal wed
dings w ere both far m ore modest affairs and their pro
tocol was different. We m ay therefore presum e that the 
register refers to a son-in-law  of Sultan Abdülm ecid  
(probably Ali Galib Paşa).

The explanations, expressions and titles in the regis
ter show that this was a Tanzimat period wedding con
ducted according to longstanding tradition, its cerem o
nies corresponding exactly to those of provincial A na
tolian weddings. Proceedings began with the marriage  
cerem ony presided over by a cleric (the şeyhülislâm), 
very probably held in the Hirka-i Saadet Dairesi (A part
ments of the Holy Mantle) at Topkapi Palace, and at-

TEXT OF THE REGISTER

The am ounts o f  the g ifts w hich it is custom ary fo r  his excellency the Paşa, son -in-law  o f  his m ajesty  to g ive on the day  o f  the m arriage ceremony.

To the servants o f his excellency 

the chief black eunuch 

1500 kr.

To all the white eunuchs 
1500 kr.

To the servants o f his grace the 
şeyhülislâm beğ efendi 

1500 kr.

To the şeyh efendi o f Sultanahmed Mosque 

500
100 tohissenmnt 
600 kr.

To the hospital ağa To those who perform the sacrifice To the doorkeepers of 

500 kr. 200 kr. the Bab-i Hümâyun

500 kr.
To the ağas who carried trays in the betrothal procession 

18500 kr.

To the office of the steward of 

the Imperial Treasury 

1500 kr.

To the şeyh efendi of Ayasofya Mosque 

500

100 tohissenmnt 

600 kr.

To the servants of 
the Holy Mantle 

2500 kr.

To the zülüflü guards 
1000 kr.

To the convicts To those staff o f the master o f 
250 kr. ceremonies who performed services 

3500 kr.

To the halberdiers of 

the Imperial Harem 
1000 kr.

Value o f box given to 
the master o f ceremonies 

10000 kr.

G ifts w hich it is custom ary fo r  the stew ards and s ta ff  o f  the m aster  o f  cerem onies to take  fo r  the hind gecesi on b e h a lf o f  h is excellency the groom

Saxon bou'ls filled with confectionary Trays o f blossom
20 bowls on 4 trays 30

Trays o f fresh fruit 
94

Superior wax candles 
30 on 2 trays

G ifts w hich it is custom ary fo r  h is excellency the groom  to g ive on the day  o f  the trousseau procession

To the black eunuchs in the To the chief clerk o f the Imperial To the officials o f the Imperial Treasury To the steivard of

procession Treasury who will accompany the procession the halberdiers
12500 kr. 2500 kr. 15000 kr. 2500 kr.
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tended by palace officials and religious functionaries. 
This w as apparently followed by the betrothal proces
sion. The kina gecesi, which is a cerem ony performed  
all over Anatolia in diverse forms, was the occasion for 
the groom  to send Saxon (Meissen) bowls filled with 
fruit, baskets of flowers, and large candles, to be fol
lowed the next day by, the trousseau procession. All 
these are a m ore grandiose version of the traditions of 
Anatolian Türkiye. The following day (Thursday) came 
the "arus alayı” p op u larly  know n as the gelin 
çıkartma" or "gelin alayı", the bridal procession, and 
the sam e evening the "zifaf gecesi" or w edding night. 
Upon meeting his bride in the harem the groom  scat
tered silver and gold coins; in the bridal cham ber he 
g ave her a present of jew ellery know n as the 
"yüzgörüm lüğü" (literally "seeing of the face"); and he 
presented a large sum of m oney to the "yenge kadın 
(the elder wom an who assists the bride). The following 
day, as in every region of Türkiye, was known as paça 
günü", and again involved the distribution of gifts. All 
these and other details prove that traditional Turkish 
w edding custom s w ere followed in the palace. The 
identity of the "yenge kadın" is a significant point. Since 
the traditional ban on marriage by male members of the

dynasty other than the sultan prevented the princesses 
having aunts by m arriage or sisters-in-law (yenge) this 
function w as perform ed by the "haznedar usta" the 
highest ranking servant in the imperial harem ’'*. Just as 
the families of the bride and groom  traditionally ex
changed gifts, in the case of royal weddings the groom  
was expected to present boxes of valuable gifts to the 
valide sultan (mother of the sultan), the kethüda kadın 
and hazine ustaları (high ranking wom en servants in 
the imperial harem), the princesses, the princes, the şeyh
ülislâm, the dârussaade ağa, the hazine kethüdası, and 
to the imam who chanted prayers on the wedding night.

The incognito visit paid by the young father Sultan 
Abdülm ecid, to his daughter's palace, his w elcom e by 
the groom , and the distribution of m ore boxes of gifts 
to his retinue, are features of royal wedding tradition.

The register provides information about the officials 
of the Harem and the Enderun, rules of protocol, and ti
tles used during the Tanzimat period. The prices of şal 
(cashm ere), broadcloth and sevayi (a kind of light silk), 
the sums of m oney distributed and quantities of gifts 
are relevant to the econom ic history of the period. The 
groom  distributed a total of 8 million kuruş (piasters) 
during the wedding celebrations, the equivalent of 80000

To the halberdiers 

7500 kr.

To the chief clerk of 
the Imperial Treasury 

5000 kr.
To the steward of 

the zülüflü halberdiers 
1500 kr.

To the orchestra 

5000 kr.

To the steward of 

the Privy Chamber 

2500 kr.
To the zülüflü halberdiers 

7500 kr.

To the servants o f To the drivers carrying

the royal stables the harem servants

1500 kr. 2500 kr.

To the second efendi To the third efendi To the doorkeepers in

3000 kr. 1500kr. the procession
1000 kr.

To the office of the deputy ağa o f To the office o f the steward of

the Treasury the Treasury

1500 kr. 1500 kr.

To the muleteers 
1500 kr.

To the imperial cavalry 
1000 kr.

To the staff o f the master o f 
ceremonies 
2500 kr.

G ifts w hich it is custom ary fo r  the a foresa id  groom  to distribute a t the p a lace  on the day o f  the bridal procession

To the chief footman o f To the agas o f the Imperial Treasury To the senmnt o f To the staff o f the master o f ceremonies

the Imperial Treasury ^5000 kr. the chief black eunuch 2500 kr.

5000 kr.
To the lieutenants o f thf nnperial cavalry To the carriage drivers To the doorkeepers

1500 kr. 2500 kr. 1000 kr.

To the orchestra 
5000 kr.

To the halberdiers o f the Imperial Harem 
2000 kr.

G ifts w hich the abovem entioned  party  must present to her highness the sultan on the w edding night 

Ingoldasyüzgörümlülüğü fewellery To the yenge kadm

75000 kr. 2 pieces 10000 kr.
150000 kr.

Amounts o f gold to be distributed as specified by his wife 

Share F.ach Share Each Share Each 

pieces pieces pieces
5 2500 kr. 5 1500 kr. 5 1000 kr.

Small casks to be scattered in the harem on the abovementioned day
2 pieces 

1000 kr. each

Gold quarters to be scattered by the groom 
after meeting her highness the sultan 

1500 pieces
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Mecidiye gold coins. This is the equivalent at 1991 prices 
of the incredible sum of 28 billion Turkish lira in presents 
alone, not to mention the other expenses incurred.
NOTES
' The register consists of a single sheet of white paper measuring 
37x51 cm, which has been folded in two twice to form a four-leaf sec
tion. The headings are written in red and the text in black ink, in rika 
script. It was discovered among a pile of old envelopes and letters 
(mostly on commercial subjects) which 1 purchased from a scrap pa
per merchant. Possibly it became mixed up with old books and pa
pers thrown out from a house once occupied by a family with close 
connections to the Ottoman palace.
2 The title of sultan is used before the forename of the sultans (Sultan 
Abdülmecid), and following the names of their daughters (e. g. Fat
ma Sultan), in exactly the same way as the daughters of the Seljuk 
sultans bore the title of melike. The title used by the sons of the sul
tans was efendi (e. g. Burhan Efendi).
3 An example of this type of firman is in Topkapi Palace Archive Inv. 
No. 8270.
 ̂ A total of 294.486 kuruş was distributed as gifts at the wedding of 

Atiyye Sultan, the daughter of Sultan Mahmud II (See ÇAĞATAY  
ULUÇAY, Harem II, T. T. K., Ankara 1985, pp. 94-5). An account by 
Hatice Aynur of the wedding of another daughter of Mahmud II was

published in Tarih ve Toplum (no. 61, January 1989) under the title 
"Saliha Sultan'm Düğün töreni ve şenlikler".
5 For the different stages in royal weddings see DEFTERDAR SARI 
MEHMED PAŞA, Ziibde-i Vekayiat (Olaylarm Özü 1), Tercüman 1001 
Temel Eser, İstanbul 1977, p. 1Ö2 ff; ÇAĞATAY ULUÇAY, Harem II, 
p. 95 ff; "Fatma ve Safiye Sultanlann Düğünleri", Istanbul Enstitüsü 
Mecmuası, no. IV, p. 135 ff; for a description of a wedding during the 
Reform period see Harem II, p. Ill ff and VON MOLTKE, Türkiye'deki 
Durum ve Olaylar Üzerine Mektuplar, tr. Hayrullah Örs, Ankara 1960, 
p. 46 ff for detailed information.
 ̂V. MOLTKE, op. cit., pp. 216-7.

7 Fatma Sultan (1 October 1840-26 August 1884) was the daughter of 
Abdülmecid and Gülcemal Kadm. She and her half-brother Murad V, 
who was the same age, were taught French by Saffet Paşa. Following 
the death of her first husband Ali Galip Paşa, who drowned in an ac
cident at sea in 1858, four years after their marriage, Fatma Sultan 
married Nuri Paşa in 1859, and this marriage lasted until his death in 
1882. After Nuri Paşa was exiled to Taif under suspicion of murde
ring Abdülaziz, Fatma Sultan lived in recluse at Baltalimam Palace. 
She was kept under surveillance because of her clandestine corres
pondence with her brother Murad V. She died in mourning at the age 
of 44. Her palace was given to her sister Mediha Sultan (wife of Ferid 
Paşa) after her death. Register no. D. 300 in Topkapi Palace Archive 
concerns the trousseau of Fatma Sultan.

G ifts to be presented by the groom  as the share o f  the court o ffic ia ls  in the retinue o f  his im perial m ajesty  on the occasion  o f  the incognito royal v is it to the 

princess's p a lace

To his excellency the grand chamberlain To his excellency the chief clerk o f the imperial retinue To the chamberlains To each o f the imperial clerks 
t>ox box 1 box each box

1 piece 1 piece value 10000 kr. value 10000 kr.
20000 kr. 15000 kr.

To his excellency the chief gentleman-in-waiting To each of the five gentlemen-in-waiting
box box

1 piece 1 piece

8500 kr. value 2500 kr.

The diverse g ifts m ade up into excellent bundles w hich the a forem entioned has to 

present on the occasion  o f  p aça  günü to a ll the honourable dignitaries o f  

the royal household  and those from  the provinces 
cashmere sevâyi silk pesendideden

2 pieces each 3 pieces each 3 pieces each 

16500 kr. 8250 kr. 4500 kr. 1500 kr. 3000 kr. 1000 kr.

To their highnesses the noble young princes, 

excellen t bundles consisting o f
cashmere 

1 piece 
5000 kr.

sevâyt silk 

2 pieces 
2500 kr.

jeivelled watch 
1 piece 

12500 kr.

To the esteem ed m other o f  her highness the virtuous princess  
cashmere sevâyt silk camlet sevâyi silk

4 pieces each 8 pieces each 10 pieces each
30000 kr. 7500 kr. 8000 kr. 1000 kr. 5000 kr. 500 kr.

Bundle fo r  the kethüda kadm  (housekeeper) o f  the im perial p a lace  
cashmere sevâyi silk embroidery selimiye

Bundle fo r  the hazinedar usta
cashmere sevâyt silk embroidery

1 piece 1 piece 1 piece 1 piece 1 piece 2 pieces 2 pieces
2000 kr. 1000 kr. 500 kr. 500kr. 4000 kr. 2000 kr. 2000 kr.

gratuity selimiye gratuity
7500 kr. 2 pieces 2000 kr.

WOOkr.
Bundle for the deputy hazinedar usta Bundle for the saray ttslasi Bundle for the bas kâtibe Bimdlefor the ikinci kâtibe
cashmere sevâyi silk embroidery cashmere sevâyi silk embroidery cashmere sei’âyt silk embroidery cashmere sevâyt silk embroidery

1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece 1 piece
2000 kr. 1000 kr. 500 kr. 1500 kr. 750 kr. 500 kr. 1500 kr. 750 kr. 500 kr. 1500 kr. 750 kr. 500 kr.
selimiye gratuity gratuity gratuity gratuity

1 piece 5000 kr. 2500 kr. 2000 kr. 1000 kr.
500 kr.
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® Refia Sultan (3 February 1842-4 January 1880) was the daughter of 
Abdiilmecid and Gülcemal Kadm. She was engaged at the age of 12 
to Ethem Paşa, son of high admiral Mehmet Ali Paşa, and they marri
ed in 1857. Their wedding was held at the palace on Defterdar head
land in Ortaköy. She died of cancer. LEYLA SAZ describes her wed
ding in an article entitled "Harem ve Hatıralarım" in Yeni Tarih Der
gisi no. II, pp. 556-8.

For brief accounts of these princesses and their marriages see M. 
ÇAĞATAY ULUÇAY, Padişahların Kadınları ve Kızları, TTK Ankara 
1980, pp. 151-7.
10 At Baltalimanı, which was one of the earliest excursion places on 
the Bosphorus, were the waterfront houses of statesmen and the ule
ma as well as the lodge of Selim 111.
The timber house of Mustafa Reşit Paşa was one of those on the wa
terfront here, and in 1850 he had a stone palace with harem and 
selâmlık built next to it. This attractive European style building was 
famous for its porphyry marble fireplaces, columns and stairs, exqui
site parqueted floors, stained glass windows, and elaborate ceiling 
decoration. In one corner of the garden was a Hünkâr Dairesi (Royal 
Suite) for the use of the sultan.

Ali Galip Paşa drowned one evening in 1858, when his caique colli
ded with a tug and sank as he was returning from Sarıyer. A poet re
marked on his tragic death:

When the hearts of the poor burn with the fire of oppression

Statesmen suffer accidents in the steamship's wheel.
For references to Baltalimanı Palace see HALUK Y. ŞEHSUVAROĞ- 
LU, Boğaziçine Dair, Tiirkiye Turing Otomobil Kurumu, Istanbul, pp. 
149,150,184. The building houses a hospital today.
11 De Villers-Franqueux, L'Illustration, 2 Septembre 1854.
12 Hınâ means henna in Arabic. The Turkish word is kina which also 
derives from the Arabic. The kina gecesi refers to the bride’s last 
night in her father's home, celebrated by entertainm ents during  
which candles were placed in bowls of henna, wich women used to 
stain their hands.
13 Devhatü'l-Meşayih Maa Zey/, pp. 129-30 writes that Arif Hikmet Be- 
gefendi served as şeyhülislâm from 2 Zilhicce 1262 (21 November 
1846) to 20 Cemaziyelevvel 1270 (19 February 1854). He held the title 
"beg" on account of his grandfathers, who were viziers, and "efendi" 
as a member of the ulema, hence the unaccustomed combination.
1“* Yenge kadın: At Anatolian weddings the groom is assisted by the 
sagdic and the bride by the yenge. The yenge stays with the bride 
throughout the wedding ceremonies, and on the wedding night w a
its outside the bridal chamber for the sheet stained with blood, 
known as the "yüzaklığı", which she then takes to the family to prove 
the bride's maidenhood. She is presented with gifts by the families of 
bride and groom. In Turcoman weddings the yenge is chosen at a fa
mily council known as the "danışık" and her husband is appointed as 
the "toybaşı" who organises the wedding (information given by Kut- 
luay Erdoğan).

To each o f the ustas in the harem 
cashmere selimiye gratuity

I piece I piece 500 kr.

1500 kr. 500 kr.

Quantity of the gifts which it is customary to give to the inhabitants of the pnncess's palace
Bundle for the usta o f the hazinedars 

cashmere sevayi silk selimiye

2 pieces 2 pieces 2 pieces
3000 kr. 2000 kr. iOOOkr.

gratuity 
10000 kr.

To the chief eunuch of her highness the princess 
cashmere broadcloth gratuity

1 piece 750 kr. 7500 kr.

1500 kr.

G ifts and gratu ities sent by his exellency the groom  on paça günü

Bundles for the other ustas 

cashmere 
1 piece 

1500 kr.

To all the cariyes (female servants} in the harem

selimiye persons

1 piece 
500 kr. 

gratuity 

500 kr.

To the eunuchs of her highness the princess 
persons..(*) each

...rV  500 kr.

to each ..(*) 
IOOOkr.

Box to his excellency 
the grand vizier 

value 
25000 kr.

Box to his excellency the 
deputy treasury ağa 

value 
10000 kr.

Gratuity to the chief footman of 
the Imperial Treasury 

gratuity 
2500 kr.

Box to his grace the illustrious 
and bountifid şeyhülislâm 

value 

25000 kr.
Box to his excellency the imam who read 

the prayers on the wedding night 
value 

10000 kr.

Box to his excellency the illustrious 
chief black eunuch 

value 

15000 kr.

Box to the master o f ceremonies 
value 

10000 kr.

Box to the steward o f 

the Imperial Treasury 
value 

15000 kr.

Box to the chief clerk o f the Imperial Treasury 
value 

5000 kr.

To each of all the eunuchs 

persons...(*)
12500 kr.

Gratuity to the second clerk of 
the Imperial Treasury 

2500 kr.

Gratuity to the servants of 
the master o f ceremonies 

5000 kr.

Gratuities to the royal muezzins 
5000 kr.

(*) No number has been given
(**) No amount for each person has been given
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