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CAMERA, CANVAS, AND QIBLA: LATE OTTOMAN 

MOBILITIES AND THE FATIH MOSQUE PAINTING 
As with many cultures around the globe, in the 

nineteenth century the Ottoman empire witnessed a 

fluidity of media, styles, objects, technologies, and 

themes in visual culture. Sultans’ portraits migrated 

across canvases, ivory, manuscripts, photographs, prints, 

and porcelain; curtain motifs featured in tents, wall 

paintings, and architectural decorations; new and “neo” 

architectural styles spread via world expositions and 

cityscapes; depictions of buildings and landscapes 

reconfigured wall paintings, tombstones, ceramics, 

textiles, and cutout paper (ḳāṭʿı) works.1 The long 

tradition of depicting the Islamic holy cities also 

responded to these artistic and cultural changes, and 

images energetically circulated across different regions 

in shorter periods of time.2 Even though Mecca and 

Medina are physical places, their depictions—and by 

extension, the holy cities themselves—effectively 

traveled to far-flung audiences. 
Over the last two decades, a number of studies have 

focused on different periods and aspects of mobility, as 

well as portability and translation, in art and 

architecture.3 As Mimi Sheller and John Urry emphasize 

in their research on “new mobilities,” information, 

images, and materials are currently moving at a greater 

intensity and speed than ever before.4 What is distinctive 

about the study of Haramayn (lit., “two sanctuaries,” i.e., 

Mecca and Medina) images in the nineteenth-century 

Ottoman context is that it is possible to pinpoint actors 

more precisely, trace clearer paths of circulation, and 

determine the speed and magnitude of movement more 

accurately than with materials from earlier periods. 

Directly linked to the movement of images, objects, 

people, and places were imperial statecrafts and 

modernization processes involving geographic science, 

infrastructure, printing technologies, and photography. © 

SABİHA GÖLOĞLU, 2021 | doi:10.1163/22118993-00381P09 
From the inception of photography in 1839 

until today, artists’ appreciation of and 

involvement with the medium have varied 

greatly. Some artists have discredited the use of 

photography, whereas others have acknowledged 

its agency and embraced its application in 

creative processes.5 In the nineteenth century, 

many artists had access to reservoirs of 

photographs, such as reproductions of artworks, 

photographs taken by artists or by their families 

and friends, and commercially acquired images.6 

They utilized photographs as study aids and 

translated photographic models into drawings and 

paintings via quadrillage, projection, and photo-

peinture.7 Such analogical transformations are 

not “direct and complete” reproductions of 

photographs; rather, “they tend to be diffuse and 

multifaceted.”8 
As David Roxburgh has demonstrated in the 

context of Qajar art, “remediation,” “cross-

medium interaction,” and “selective 

appropriation and adaptation” thrived in the fields 
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of photography, lithography, lacquer, and 

painting.9 Image-making processes were no 

different in the late Ottoman empire. Concerning 

photography in the Hamidian era (i.e., under 

Sultan ʿAbdülhamid, r. 1876–1909), Ahmet 

Ersoy has pointed out that the “mobility” and 

“mutability” of photographs enabled “multiple 

visual, textual, and material encounters,” from 

paintings to illustrated journals.10 In their 

scholarship, both Roxburgh and Ersoy draw on 

sources from media studies to examine 

nineteenth-century Qajar and Ottoman visual 

culture.11 These are helpful interdisciplinary 

tracks for studying this period and what comes 

after.12 Nevertheless, such approaches require a 

great deal of caution when applied to works from 

earlier periods, as they build upon the immediacy 

created by linear perspective in Renaissance 

art.13 
Several other scholars have also highlighted 

Ottoman artists’ engagement with photography 

by linking postcards and photographs with wall 

and canvas paintings.14 Moreover, photographs 

of the Islamic holy sites were similarly translated 

into canvas paintings, prints, and even a prayer 

rug. These cross- and multi-media endeavors 

present endless possibilities and varying degrees 

of alterations.15 Among artists, the French-

Algerian painter Étienne (Nasreddine) Dinet (d. 

1929) and the Ottoman painters Mahmud, 

Kolağası (Hoca) ʿAli Rıza (d. 1930), and 

Miʿmarzade Muhammed ʿAli (d. 1938) painted 

the Haramayn after photographs or prints.16 

Images of Mecca and Medina were also at the 

service of pilgrims and writers. For instance, the 

Ottoman bureaucrat Hüseyin Vassaf (d. 1929) 

used a variety of photographs, postcards, maps, 

and prints from local and foreign newspapers and 

books in two surviving manuscript copies of his 

travelogue, Ḥicāz Hāṭırası (Memoir of the Hijaz, 

1906 and 1925), which was published only a 

decade ago.17 
It is possible to trace the visual sources used in 

these works because only a handful of 

photographers are known to have photographed 

Mecca and Medina in the second half of the 

nineteenth century. Even though there are 

photographs whose authorship remains unknown 

or debated, the following are the four main actors 

responsible for the production and dissemination 

of early photographs of the Haramayn from the 

1860s onward: 1. the Dutch scholar Christiaan 

Snouck Hurgronje (d. 1936); 2. the Meccan 

doctor al-Sayyid ʿAbd alGhaffar (d. unknown); 

3. the Ottoman-Egyptian army officer 

Muhammad Sadiq Bey (d. 1902); and 4. at least 

one other photographer from the Ottoman 

committee of the Erkān-ı Ḥarbiyye (General 

Military Staff). Two major collections in the 

Istanbul University and Leiden University 

Libraries contain substantial amounts of 

photographs from these four parties, together 

with maps and archival documents.18 
Even though there are studies on single 

photography collections, no thorough 

comparative study has been undertaken on the 

Haramayn photographs in the Yıldız Albums of 

the Istanbul University Library (İüK), those in 

the books of Snouck Hurgronje, and those in the 

Leiden University Libraries.19 A number of 

voluminous prestige tomes, as well as more 

accessible books on photographs of Mecca and 

Medina, have appeared within the last two 

decades; most of these works do not extend 

beyond the catalogue format, however.20 Badr 

El-Hage, Carney E. S. Gavin, Claude W. Sui, 

Stephen Sheehi, Meraj Nawab Mirza, and 

Abdullah Saleh Shawoosh have written about the 

works of the early photographers of the 

Haramayn and made important contributions to 

scholarship,21 but their studies do not provide a 

systematic examination of the photographic 

oeuvres of the aforementioned four parties, 

which are dispersed in various collections.22 

Given that for centuries non-Muslims were not 

allowed to visit the Haramayn, and considering 

the otherwise unrecorded architectural 

transformations of both pilgrimage and visitation 

shrines over time—especially more radically in 

recent years—these photographs provide 

precious information for architectural and 

religio-cultural historians of the Ottoman era.  
Even though the majority of the surviving Haramayn 

photographs are from the 1880s, it should be 

remembered that from 1839 onward Egypt, Palestine, 

and Syria had attracted European photographers 

searching for biblical and historical references.23 Many 



 

 

photographers—such as Jakob August Lorent (d. 1884), 

Auguste Salzmann (d. 1872), James Robertson (d. 

1888), Felice Beato (d. 1909), and Félix Bonfils (d. 

1885)—captured the holy sites in Jerusalem during these 

early decades of photography.24 With the development 

of the wetcollodion method and glass negatives, 

photography became widespread in these regions, and 

photographic studios proliferated in cosmopolitan 

centers such as Beirut, Cairo, Damascus, Istanbul, and 

Jerusalem.25 Such studios and their photographers 

served locals and European tourists alike, as well as the 

Egyptian khedives and Ottoman sultans. The 

proliferation of steamships and the opening of the Suez 

Canal in 1869 made the Red Sea and the southern coast 

of the Arabian Peninsula more accessible than ever 

before. Nevertheless, the Haramayn remained an 

exclusively Muslim sacred domain (i.e., ḥaram, 

meaning “forbidden, sanctuary”). Since these sites were 

off-limits to non-Muslims, they saw much less 

photographic activity until the twentieth century.26 
The photographs of Medina taken in 1861 and those 

of the Haramayn taken in the 1880s reached diverse 

viewers, became inspirations for artists working in 

different media, and served Dutch and Ottoman 

ideologies in various ways. This study focuses on one 

particular case: a painting inside Mehmed II’s mosque in 

Istanbul (later called the Fatih Mosque), which invites an 

exploration of materiality and the lives of objects,27 as 

well as the multiple mobilities of images, photographs, 

photographers, viewers, and places.28 The article begins 

with a description of the Fatih Mosque painting, 

including its formal features and visual references that 

were shaped by the geopolitics and “geopiety” of the 

Hamidian era.29 It continues with an examination of the 

photographic oeuvres and movements of Snouck 

Hurgronje, ʿAbd alGhaffar, Sadiq Bey, and the 

anonymous member of the Ottoman committee of the 

Erkān-ı Ḥarbiyye, as well as this military committee’s 

cartographic activities in the Hijaz province. It then 

maps the itineraries of photographs from the Hijaz to 

Istanbul and Leiden, tracing the migration process of 

images and thus the symbolic dispersal of Islam’s two 

holiest sites across different media. Finally, it discusses 

how recurring images of Mecca and Medina were 

affixed to surfaces oriented in the qibla direction to 

direct and mobilize viewers with the immediacy they 

created. Even though the visual sources of this painting 

and its ideological connotations may not have been 

obvious to many in the contemporary mosque 

congregation, the placing of Mecca and Medina images 

in the qibla direction constituted a pious decorum that 

was widely and carefully followed for centuries.  
The aim of this study is to investigate the production 

and circulation of early Haramayn photographs within 

the ethnographic, geographic, and technological 

particularities of the period. I also observe how these 

photographs were translated into various media and 

objects with different functions, including their use in 

the spatial tradition of qibla decorum outlined above. 

The present study communicates the limits, lives, 

possibilities, and uses of photographic views and the 

exchanges between photography, painting, and print 

media. It decenters the history of photographic 

production in the Ottoman empire by shifting the focus 

from political centers and photographic studios to more 

remote locations and lesser-known photographers. 

Moreover, it emphasizes the effective role of print media 

in disseminating and mobilizing the photographic image 

and the malleable politics of representation, especially 

with regard to the two sacred cities of Mecca and 

Medina. 
THE FATIH MOSQUE PAINTING 

The oil-on-canvas painting now located in the 

Fatih Mosque attests to transregional contacts 

across Western Europe and the Ottoman empire, 

as well as the remediation of photographic images 

in various formats (fig. 1).30 Although its original 

provenance remains unknown, the painting is 

currently hanging on the pillar adjacent to the 

muezzin’s loge towards the qibla direction, 

emphasizing and enhancing viewers’ orientation 

during prayer (fig. 2).31 It merges views of the 

planets, the globe, the Hijaz Railway, the Great 

Mosque in Mecca (al-Masjid al-Haram), Medina, 

Istanbul, the Hamidiyye Mosque outside the 

Yıldız Palace in Istanbul (commissioned by 

ʿAbdülhamid II), and a pavilion with “Moorish” 

details typical of neo-Ottoman architecture.32 

The painting also incorporates a Qurʾanic 

inscription from Sūrat al-Shūrā (42:19)—“God is 

most subtle to His creatures”—above the Medina 

image.33 Furthermore, the images of the Kaʿba 

and the Green Dome of the Prophet’s Mosque in 

Medina (al-Masjid al-Nabawi) reappear in a small 

scale above the upper curve of the Earth between 

the two holy cities.  



 

 

The Fatih Mosque painting bears the signature 

of Miʿmarzade Muhammed ʿAli, mentions his 

position as a scribe in the Secretarial Office of the 

Shaykh al-Islam, and gives the date 27 Ramadan 

1323 (November 25, 1905) in a red inscription in 

naskh and taʿlīq scripts in the lower left corner of 

the canvas (fī 27 Ramażānü’lMübārek sene 1323, 

Meşīḫat-ı ʿUlyā Mektūbī Ḳalemi Ḫulefāsından 

Miʿmārzāde Muḥammed ʿAlī).34 At least five 

lines of another taʿlīq inscription above the red 

one are not legible, as they have been covered 

with a thick layer of paint.35 Miʿmarzade 

Muhammed ʿAli (d. 1938) was not only a scribe 

but also held an architecture degree from the 

Istanbul Academy of Fine Arts (Ṣanāyiʿ-i Nefīse 

Mektebi), as indicated by the word “architect” 

(miʿmār) in his titulature.36 His works suggest 

that he was a versatile painter, illuminator, and 

calligrapher.37 Between 1919 and 1922, he 

served as the director of the Museum of Pious 

Foundations (Evḳāf-ı İslāmiyye Müzesi), but then, 

due to political conflicts with the new secular 

Republican government of Turkey, he was forced 

to flee to Cairo with his father-in-law Mustafa 

Sabri Efendi, a former shaykh al-Islam.38 
Earlier canvas paintings of Mecca are preserved in 

the Bursa Great Mosque and the Uppsala University 

Library  

 

Fig. 1. Mecca, Medina, and Istanbul. Miʿmarzade Muhammed ʿAli, 27 Ramadan 1323 (November 25, 1905), oil on 

canvas, 130.4 × 195.4 cm. Istanbul, Fatih Mosque. (Photo: Sabiha Göloğlu, with the permission of Fatih and İstanbul 

Müftülüğü) 



 

 

 

Fig. 2. Interior view of the Fatih Mosque, Istanbul. (Photo: Sabiha Göloğlu, with the permission of Fatih and İstanbul  
Müftülüğü) 

(1710–12).39 What is intriguing about the composition 

of the Fatih Mosque painting is its collage of 

photography, painting, and print media.40 According to 

İbnülemin Mahmud Kemal İnal, Miʿmarzade defined his 

calligraphic style as “mixed with painting” (resimle 

memzūc).41 Similarly, it is possible to describe 

Miʿmarzade’s painting style as being “mixed with 

photographs and prints.” Three pictorial sources that 

Miʿmarzade used in his Fatih Mosque painting can be 

securely traced. Those for the Masjid al-Haram and 

Medina views can be directly or indirectly traced back 

to photographs by ʿAbd al-Ghaffar and the Ottoman 

military committee (either by Sadiq Bey or another 

member), as will be demonstrated subsequently. The 

Yıldız Hamidiyye Mosque view can also be linked to an 

original source, which leads to several copies of a 

photograph preserved in the Yıldız Albums at the 

Istanbul University Library (figs. 3–4). Miʿmarzade 

must have used a copy or a  reproduction of figure 4 for 

his study of the mosque.42 After extracting the Yıldız 

Mosque from its original background, the painter 

reworked the photographic image in oil so as to include 

Sarayburnu (Seraglio Point) on the right-hand side of the 

mosque and üsküdar on the left. He also painted the 

Golden Horn and the Bosphorus on both sides, which 

merge behind the mosque towards the Sea of Marmara 

under the full moon. 
Completed in 1886, the Yıldız Mosque was built in a 

neo-Ottoman style with Gothic and Orientalizing 

“Moorish” elements, similar to the Alhambra-like 

pavilion shown on the right-hand side of the Fatih 

Mosque painting.43 Ahmet Ersoy describes this and 

other historicist interests of the ʿAbdülhamid period as 

“Ottoman Romantic medievalism,” which aimed at 

creating a second Ottoman architectural renaissance.44 

The late Tanzimat revivalist paths that looked back to 

Nasrid Spain were paved by the growing number of 

richly illustrated publications and were prominently 

realized in the interior decoration of the Beylerbeyi 

(1865) and Çırağan (1871) palaces.45 Indeed, the 

imposing pavilion on the left side of the Fatih Mosque 

painting displays columns, column capitals, and arches 

that strongly resemble those of the arcaded Court of the 

Lions in the Alhambra Palace in Granada. The revival of 

the medieval angular Kufic script in calligraphy is 

another feature of this romanticizing artistic milieu; 



 

 

Miʿmarzade also practiced the Kufic script in the 

fourteenth-century  

 

Fig. 3. Detail showing Istanbul. Miʿmarzade 

Muhammed ʿAli, 27 Ramadan 1323 (November 25, 

1905), oil on canvas, 130.4 × 195.4 cm. Istanbul, Fatih 

Mosque. (Photo: Sabiha Göloğlu, with the permission 

of Fatih and İstanbul Müftülüğü) 

Yıldırım Bayezid Mosque in Bolu and in the upper left 

corner of the Fatih Mosque painting.46 
Miʿmarzade depicted another significant 

project of ʿAbdülhamid II in this painting: the 

Hijaz Railway (1900–1908), which animates the 

otherwise still cityscapes. On the lower right 

corner of the Mecca image, a train proceeds 

through a landscape with hills, palm trees, a 

viaduct, a tunnel, and a cluster of buildings. The 

Hijaz Railway was built to connect Damascus and 

Mecca in order to shorten pilgrims’ travel, while 

also consolidating caliphal authority and 

reasserting the empire’s territorial claims.47 Even 

though the railway never reached Mecca (as 

claimed in the painting), the segment to Medina 

was inaugurated in 1908. Similar to the 

construction of other railway lines, this grand 

project was frequently publicized in the press 

with pan-Islamic sentiments and construction 

photographs of its stations, tracks, tunnels, 

bridges, and viaducts.48 The modernizing 

projects of infrastructure were celebrated with 

depictions of bridges, trams, trains, and 

steamships in late Ottoman wall paintings, which 

were based on such prints as well as photographs 

and postcards.49  
The Yıldız Hamidiyye Mosque and the Hijaz 

Railway—two royal commissions pertinent to 

Istanbul and the Haramayn—were also 

represented in sculptural and relief forms in the 

telegraph monument of  Damascus  

Fig. 4. Yıldız Hamidiyye Mosque. Istanbul University Library, Rare Works Collection, no. 90836/12. (İstanbul 

üniversitesi  



 

 

Kütüphanesi) 

in 1907–8 and in the railway monument of Haifa 

in 1901–2.50 These monuments helped to spread 

the pious and modern image of ʿAbdülhamid II 

beyond the Ottoman capital. As David 

Simonowitz has argued, “the sultan sent an image 

or rather a miniature of an Ottoman imperial 

space to the holy cities” by means of the mosque 

wagon of the Hijaz Railway.51 Operating along 

similar tracks but traveling in the opposite 

direction, depictions of Mecca and Medina 

transported the Islamic sacred sites to Istanbul 

and across the globe.  
Miʿmarzade’s positioning of these projects and 

the cities of Mecca, Medina, and Istanbul on 

Earth and among the planets was a careful choice 

that reflected an Ottoman vision of the cosmos. 

During the reign of ʿAbdülhamid II, geography 

became part of the curricula at various levels in 

military and civil schools, whether the subject 

was framed as European, Ottoman, or Islamic.52 

The Hamidian regime recognized and explored 

the didactic possibilities of wall maps and maps 

in geography textbooks and atlases to emphasize 

the unity of the Ottoman lands despite shrinking 

territories on three continents.53 There is not 

much information about the prevalence and use 

of three-dimensional globes; however, 

photographic documentation attests to their 

existence in the imperial library at the Yıldız 

Palace.54 It was this versatile “Hamidian visual 

archive”—replete with a wide range of media 

from maps to photographs and prints—that 

provided an abundance of sources and ideas for 

the press and artists such as Miʿmarzade.55 
Above the architectural, cartographic, and cosmic 

imagery of the Fatih Mosque painting, Miʿmarzade 

included the aforementioned Qurʾanic inscription 

(42:19) about God’s kindness and grace as a textual 

reminder of the creator of the universe. The painting can 

thus be understood as a pictorial composition 

propagating the image of a central Ottoman caliphate in 

Istanbul, and the empire’s extensive territories reaching 



 

 

all the way to Mecca and Medina (fig. 1). The latter two 

cities  immediately stand out as religious centers, while 

the capital Istanbul is presented as the Ottoman political 

center. The “Moorish” pavilion, shown with an open 

Qurʾan copy on a wooden stand, and the silhouettes of 

Sarayburnu and üsküdar, overpopulated with domes and 

minarets, further underscore the pious theme of the 

painting and position Istanbul a religious center as well 

(fig. 3).56 The accumulation of the Prophet 

Muhammad’s relics in Istanbul following the defeat of 

the Mamluks at the Battle of Ridaniye (1517) further 

amplified the sanctity of the Ottoman capital.57 As 

defined by the Tanzimat statesman Reşid Pasha (d. 

1858), the three pillars of the Ottoman state (üç rükn-ü 

devlet) were “Islam, the sultanate, and the caliphate all 

of which were sustained by the House of Osman which 

protected Mecca and Medina and the continuity of 

Istanbul as the capital of the empire.”58 This Tanzimat 

view of the Ottoman state was also present in earlier and 

later periods, such as the Hamidian era, when it was 

visually crystallized in the Fatih Mosque painting.59 

MAPPING AND PHOTOGRAPHING THE HIJAZ 

Ottoman cartography was practiced in various forms, 

including illustrated histories, atlases, portolans, siege 

maps, and water supply maps.60 These maps served 

specific purposes and ideologies, strengthened territorial 

claims, and conveyed imperial messages.61 When 

geography was conceptualized and practiced as a science 

in the nineteenth-century Ottoman empire, the 

manipulation of such messages became even more 

planned and systematic. In this context, it is no surprise 

that the military staff was assigned to produce maps and 

photographs of the Hijaz that aimed at consolidating and 

validating Ottoman power in the region with geopious 

awareness.  
The Ottoman-Egyptian army officer, engineer, and 

cartographer Muhammad Sadiq Bey (1832–1902) is 

known to have taken the first photograph of Medina in 

1861. However, his later photographs of Mecca and 

Medina, which he took as a member of the Ottoman 

Committee of the Erkān-ı Ḥarbiyye in 1880–81, are the 

ones that became widespread, first as albumen prints and 

then in other media.62 According to the pamphlets that 

advertised his photographic portfolio, as well as the 

stickers and seals used on his photographs in 1881, Sadiq 

Bey’s early photographs of Medina were exhibited in the 

Egyptian pavilion at the Centennial International 

Exposition in Philadelphia (1876).63 In the first of his 

four books, Nubdha fi istikshāf ṭarīq al-arż al-Ḥijāziyya 

(A Short Report about Surveys of the Hijaz Route), 

published in 1877, Sadiq Bey described the photographs 

he took in Medina with an emphasis on his pioneering 

role in photography.64 The work includes two 

lithographs showing views of Medina and the Masjid al-

Nabawi (signed by H. Ravon) after the photographs 

taken during this trip (fig. 5), as well as a plan of the 

Masjid al-Nabawi and a map of routes between Medina, 

al-Wajh, and Yanbu. On his first visit to Medina in 1861, 

Sadiq Bey worked on a topographical survey of the 

pilgrimage routes in the Hijaz and also accompanied 

Saʿid Pasha (r. 1854–63), the governor of Egypt.65 
During his second visit to the Hijaz (1880–81) 

as the commander of the Egyptian pilgrimage 

caravan (ṣurre emīni or amīr al-ḥajj ), Sadiq Bey 

took photographs of both Mecca and Medina, 

which were then marketed as photographic 

portfolios. A photograph of the Kaʿba taken 

during this visit was awarded a gold medal at the 

Third International Geographical Congress and 

Exhibition in Venice in 1881.66 Furthermore, 

Sadiq Bey’s second book, Mashʿal al-Maḥmal 

(Torch of the Pilgrimage Palanquin), came out in 

1881, shortly after this visit. Here, Sadiq Bey’s 

pilgrimage account was accompanied by two 

woodcuts of the Masjid al-Nabawi and Medina 

signed by Francesco Canedi (fig. 6). These were 

either made after the 1861 photographs of the 

mosque and the city, or from their lithographic 

reproductions in Nubdha fi istikshāf ṭarīq al-arż 

al-Ḥijāziyya (fig. 5). Two almost identical 

lithographs of a maḥmal, which show the 

palanquin on a camel guarded by soldiers and 

surrounded by a crowd, were used on the front 

cover and inside the Mashʿal al-Maḥmal. Sadiq 

Bey’s other books, Kawkab al-Ḥajj (Star of the 

Hajj) and Dalīl al-Ḥajj (Guide to the Hajj), were 

published in 1886 and 1896 following his third 

and fourth visits to the Hijaz in 1884 and 1885, 

when Egypt was under the British protectorate. 



 

 

The former work consisted of two plans of the 

Masjid al-Haram and the Masjid al-Nabawi and a 

map showing the pilgrimage routes leading to 

Mecca and Medina; all were made using the 

lithography technique. The latter book, however,  

included photomechanically reproduced  

ber 9, 2019, 

<http://tinyurl.gale.com/tinyurl/CBRzU3>) 

 photographs of Sadiq Bey, unlike the lithographs 

and woodcuts of the Masjid al-Nabawi and 

Medina in his former publications. 
Unfortunately, the 1861 photographs of 

Medina cannot be securely identified among the 

extant corpus attributed to Sadiq Bey.67 

Therefore, at this point, the earliest surviving 

photographs of Mecca and Medina can be dated 

to 1880–81, when Sadiq Bey and the rest of the 

Ottoman military committee conducted a 

geographical survey in the Hijaz. Meraj Nawab 

Mirza and Abdullah Saleh Shawoosh point out 

the concurrent presence of the committee and 

Sadiq Bey in the Masjid al-Haram during one 

Friday prayer, based on a pair of photographs.68 

In Makka Al-Mukarrama and Al-Madina 

AlMunawwara in Photographs from the Ottoman 

Period (2013), Sadiq Bey is more specifically 

recognized as a member of the military 

committee charged with taking photographs and 

preparing maps of the Hijaz.69 Although Sadiq 

Bey is well known, the remaining members of the 

Ottoman military committee are relatively 

unknown. 
The Istanbul University Library has a number 

of maps (sing. ḫarīṭa) and plans (sing. maḳṭaʿ-i 

ufḳī) produced by the Erkān-ı Ḥarbiyye 

committee that visualize different parts of the 

Hijaz by means of surveying (istikşāf 

ṣūretiyle/uṣūlüyle).70 Among them, the maps of 

Mecca, Medina, Jidda, Yanbu, and Ta⁠ʾif, as well 

as plans of the Masjid al-Haram and Masjid al-

Nabawi, date between 1880 and 1881. However, 

those of the Hijaz province and the Masjid al-

Haram’s courtyard date from 1883–84 (fig. 7).71 

Several of these maps and plans also featured in 

Sadiq Bey’s books published in Cairo.72 As 

Sadiq Bey notes in Mashʿal al-Maḥmal, he met 

the photographer Kaymakam ʿAli Bey and five 

other officers of the Ottoman military committee 

in Mecca who were in charge of preparing maps 

of the territory, taking photographs of Mecca and 

Ta⁠ʾif, drawing routes leading to Medina, and 

doing whatever else was necessary for the 

Fig. 5. Al-Madina al-Munawwara. Lithograph, after a photograph by Sadiq Bey, signed by H. Ravon. Sadiq Bey, 

Nubdha fi istikshāf ṭarīq al-arż al-Ḥijāziyya, 1294 (1877), 16–17. (Early Arabic Printed Books from the British Library, 

accessed Novem- 



 

 

topographical survey of the Hijaz.73 Therefore, 

this ʿAli Bey, about whom further information is 

lacking, was likely responsible for several of the 

Haramayn photographs in the Yıldız Albums. 
The map of Mecca and the plan of the Masjid al-

Haram carry the seal impressions of members of the 

military committee assigned to the Hijaz in 1880–81.74 

The city map (1881) contains seal impressions of 

Binbaşı Seyyid Mehmed Cemal (major), Kaymakam 

Seyyid Ahmed Cemaleddin (lieutenant colonel), 

Kaymakam Ahmed Hakkı (lieutenant colonel), and 

Miralay Hayri (colonel), leaving only one committee 

member’s name  

November 9, 2019, 

<http://tinyurl.gale.com/tinyurl/CBS47x>) 

unknown. In the mosque plan (1881), the seal 

impression of a certain Binbaşı Seyyid Mehmed Sadık 

replaces that of Kaymakam Ahmed Hakkı. This can 

only be the Ottoman-Egyptian photographer and 

cartographer Sadiq Bey discussed above, now listed 

among the other members of the Erkān-ı Ḥarbiyye 

committee.  
The plan of the Masjid al-Haram’s courtyard, dated 

to 1883–84 (fig. 7), features only one seal that reads 

“Seyyid Meḥmed Ṣādıḳ” and an inscription further 

identifying him as a lieutenant colonel of the General 

Military Staff and the head engineer of ʿAyn Zubayda, 

namely the Mecca water supply channel (Ḳaymaḳām-ı 

Erkān-ı Ḥarb ve ʿAyn-ı Zübeyde Sermühendisi). Unlike 

the 1881 plan of the Masjid al-Haram, this plan does 

not show the surroundings of the mosque and the two 

domes (qubbatayn) that were removed from the 

courtyard in 1882–83.75 Apart from these, two later 

documents in the Istanbul University Library can be 

attributed to Sadiq Bey: the 1888 map of Mecca, and 

the 1887 report (lāʾiḥa) concerning repairs to the ʿAyn 

Zubayda, both of which bear the seal impression 

“Seyyid Meḥmed Ṣādıḳ b. Muṣṭafā.”76 Sadiq Bey’s 

name also appears in the Hijaz province yearbooks 

(Ḥicāz Vilāyeti Sālnāmesi) of 1884 and 1886 as a 

military officer of the Erkān-ı Ḥarbiyye and as the head 

of the building commission, which further attests to his 

Fig. 6. Rasm al-Madina al-Munawwara. Woodcut, after a photograph by Sadiq Bey and/or H. Ravon’s lithograph, 15.5 

× 23.8 cm, 8 × 11.8 cm. Sadiq Bey, Mashʿal al-Maḥmal, 1298 (1881), 45. (Early Arabic Printed Books from the British 

Library, accessed  



 

 

continuous presence and assignment in the Hijaz.77 

Even though the photographs and maps by Sadiq Bey 

and the military committee changed contexts over time, 

the geographical knowledge they produced initially 

served the imperial endeavors of the Hamidian 

regime.78 

TRACKING PHOTOGRAPHERS 

A few Europeans managed to penetrate the 

Haramayn in the second half of the nineteenth 

century and published their travelogues upon 

returning to Europe.79 Although their work 

achieved a certain popularity, none of them 

pursued ambitious scholarly research or carried a 

camera except the Dutch scholar Christiaan 

Snouck Hurgronje (1857–1936). Snouck 

Hurgronje received his doctoral degree from 

Leiden University in 1880, with a dissertation 

entitled Het Mekkaansche Feest (The Meccan 

Festival), in which he described the Muslim rites 

of pilgrimage and their possible origins.80 He 

traveled to Jidda in August 1884 and stayed at the 

Dutch Consulate before moving into a house in 

the Muslim quarter of the city. There he converted 

to Islam and took the name ʿAbd al-Ghaffar (also 

the name of the Meccan doctor), and then 

proceeded to Mecca in February 1885.81 He 

stayed there until he was expelled from the city 

under accusations of smuggling in July 1885, 

before performing the pilgrimage.82 
Returning to Leiden, Snouck Hurgronje 

published two volumes on Mecca, accompanied 

by two portfolios of collotype photographs, as 

well as chromo- and tinted lithographs. Mekka: 

Die Stadt und ihre Herren (Mecca: The City and 

Its Rulers) and Mekka: Aus dem heutigen Leben 

(Mecca: From Daily Life) were published in 

1888 and 1889, respectively.83 The Bilder-Atlas 

(Picture Atlas) accompanied the first publication 

in 1888, whereas Bilder aus Mekka (Pictures 

from 

Mecca) was published as a separate portfolio in 

1889.84 These publications reflect Snouck 

Hurgronje’s interest in religious scholarship and 

ethnic groups in Mecca, especially those from the 

Dutch East Indies. His interest was a response to 

the Dutch colonial enterprise and concerns about 

 

Fig. 7. Courtyard plan of the Masjid al-Haram, 1301 (1883–84), 71 × 122 cm, scale: 1/200. Istanbul University Library, 

Rare Works Collection, no. 93679. (İstanbul üniversitesi Kütüphanesi) 



 

 

the spread of pan-Islamism.85 His employment 

as an advisor on indigenous and Arab affairs in 

the Dutch East Indies from 1889 to 1906 further 

attests that his interest in Mecca was not only 

personal and scholarly but also synchronized 

with colonial  ideologies.86 
At the time he published his own work, Snouck 

Hurgronje was familiar with Sadiq Bey’s photographs 

and at least one of his four books. Included in the Bilder-

Atlas (#1 and #3) is a tinted lithograph of the Masjid al-

Haram and a collotype of the Kaʿba after two albumen 

prints by Sadiq Bey or their reproductions. In Mekka: 

Aus dem heutigen Leben, Snouck Hurgronje refers to 

Sadiq Bey’s third book, Kawkab al-Ḥajj, and mentions 

the OttomanEgyptian military officer’s work in a 

footnote with the following critical assessment: “in spite 

of all superficiality, there are many valuable data on the 

geography and ethnography of Arabia.”87 Besides 

Sadiq Bey’s photographic portfolios, the accessibility of 

his books is also worth emphasizing here. 
The Meccan doctor Sayyid ʿAbd al-Ghaffar produced 

several early photographs of the Masjid al-Haram and 

Mecca. These circulated widely with the Bilder-Atlas 

and Bilder aus Mekka, although his signatures and 

captions were removed for the collotypes. Nevertheless, 

the  traces of ʿAbd al-Ghaffar’s distinctive calligraphic 

signature, “Photograph by al-Sayyid ʿAbd al-Ghaffar, 

doctor of Mecca” (fuṭuġrāfiyāt al-Sayyīd ʿAbd al-

Ghaffār, ṭabīb Makka), and his prominently placed 

captions remain vaguely visible in several photographs 

of Bilder aus Mekka. In the preface of this work, Snouck 

Hurgronje tellingly writes about a Meccan doctor whom 

he instructed in photography, without mentioning the 

name ʿAbd alGhaffar: “Shortly after my two-volume 

work Mekka was completed with the Bilder-Atlas, I 

received a shipment of many very interesting recent 

shots from the Meccan doctor to whom I taught 

photography during my stay in the holy city.”88 
Even though Snouck Hurgronje credits the Austrian 

explorer Siegfried Langer (1857–82) for a single 

photograph in the Bilder-Atlas, he does not mention 

ʿAbd alGhaffar’s name for his several photographs. 

Perhaps aesthetic concerns led him to remove ʿAbd al-

Ghaffar’s overpowering signatures and captions, or 

perhaps he wanted to protect his source.89 As a series of 

letters between the two reveal, ʿAbd al-Ghaffar hosted 

Snouck Hurgronje in Mecca and was a co-worker in their 

photographic studio. Upon departing from Mecca, 

Snouck Hurgrnoje left his photography equipment to 

ʿAbd alGhaffar and commissioned him to take 

photographs during the Hajj. The consignments and 

letters from the doctor were passed on to Snouck 

Hurgronje through the Dutch vice consul P. N. van der 

Chijs in Jidda.90 
These consignments not only included photographs by 

ʿAbd al-Ghaffar but also those by Sadiq Bey from 1880–

81 and perhaps some by another photographer who had 

taken pictures of recent Ottoman building commissions 

in Mecca. These photographs reached Leiden and 

appeared in the Bilder-Atlas and Bilder aus Mekka in the 

form of photographic prints and lithographs.91 

According to a passage in Dalīl al-Ḥajj, Sadiq Bey met 

ʿAbd al-Ghaffar in Mecca in 1885, and then the two 

photographers traveled to Cairo together so that the latter 

could improve his dentistry skills.92 This explains ʿAbd 

al-Ghaffar’s and thus Snouck Hurgonje’s access to Sadiq 

Bey’s photographs. It is not certain whether ʿAbd al-

Ghaffar met other military officers; however, the 

doctor’s photographs also made their way into the Yıldız 

Albums in Istanbul, whether through Sadiq Bey or some 

other intermediary. 

ARCHIVING THE HOLY IN ISTANBUL 

The Yıldız Albums, also known as the 

Abdülhamid Albums, are preserved in the 

Istanbul University Library; a set of copies is also 

kept at the Research Center for Islamic History, 

Art, and Culture (IRCICA) in Istanbul. 

Additionally, two large collections of albums are 

housed in the US Library of Congress and the 

British Library, as well as smaller collections of 

gift albums.93 The Yıldız Albums contain 

numerous depictions of cities within Ottoman 

territories and Europe. Of the albums in the 

Istanbul University Library, at least eleven 

include photographs from the Hijaz.94 Some of 

these albums consist of photographs by ʿAbd al-

Ghaffar, Sadiq Bey, and at least another member 

of the Ottoman military committee (perhaps ʿAli 



 

 

Bey), which served the court, the press, and 

artists.95  
Album 90789 is exclusively comprised of 

photographs signed by ʿAbd al-Ghaffar, which 

are mounted on cardboard and ruled in red. Here, 

his signatures and captions are untouched and 

fully legible (fig. 8), unlike in Bilder aus Mekka, 

where they were intentionally removed. The 

Leiden University Libraries have a larger 

collection of photographs signed by ʿAbd al-

Ghaffar, several of which were utilized in Snouck 

Hurgronje’s publications (figs. 9–10).96 For 

instance, the first photograph in Bilder aus Mekka 

(#1), showing the courtyard of the mosque during 

the Friday prayer, can also be found in Album 

90789 (#4) in the Istanbul University Library and 

in the folder Or. 26.367 (#4) in the Leiden 

University Libraries. The latter bears the 

signature of ʿAbd al-Ghaffar in the lower middle 

and the caption “prayers around the Kaʿba” 

(alṣalawat ḥawla al-Kaʿba) in the upper 

middle.97 
Album 90770 contains Sadiq Bey’s entire 

portfolio, with an additional photograph of Mount 

Uhud and the Tomb-and-Mosque of Hamza (not 

mentioned in his advertisement pamphlets).98 All 

the photographs in this album are mounted on 

cardboard with captions in taʿlīq script (fig. 11). 

Sadiq Bey’s name is legible on all photographs 

except the one depicting Uhud, which might  
Fig. 8. Al-Ḥaram al-Makkā. Signed by ʿAbd al-Ghaffar, 1880s, albumen print, 31 × 39.5 cm, 19.5 × 25.5 cm. Istanbul 

University Library, Rare Works Collection, no. 90789/1. (İstanbul üniversitesi Kütüphanesi) 



 

 

 

Fig. 9. Al-Ḥara[m] al-Makkā. Signed by ʿAbd al-Ghaffar, 1880s, albumen print, 21 × 28.2 cm. Leiden University 

Libraries, Or. 26.367/5. (Leiden University Libraries) 
Fig. 10. Die Moschee. Tinted lithograph, 27 × 36 cm, 20 × 26 cm. Christiaan Snouck Hurgronje, Bilder-Atlas, 1888, #2. 

(“Die Moschee,” The New York Public Library Digital Collections, accessed March 20, 2018, 
<https://digitalcollections.nypl.org/ items/510d47dc-47a7-a3d9-e040-e00a18064a99>) 



 

 

 

Fig. 11. Medīne-i Münevvere Manẓara-i Mübārekesi. Signed by Sadiq Bey, Muharram 1298 (December 1880–January 

1881), albumen print, 24 × 62.5 cm, 16 × 38 cm. Istanbul University Library, Rare Works Collection, no. 90770/4. 

(İstanbul üniversitesi Kütüphanesi) 



 

 

 

Fig. 12. Medina. Albumen print, 21.5 × 27.6 cm. Leiden University Libraries, Or. 12.288 L/16. (Leiden University 

Libraries) 
have been blackened out in the lower left corner 

(#6b). The rest are signed in French or Arabic, or 

in both languages, hinting at the diverse audience 

and wide circulation Sadiq Bey had in mind. 

Captions added later to the mounts were also 

carefully chosen to appeal to particular 

viewers/readers. For instance, Sadiq Bey’s 

photographs in Album 90770 bore inscriptions in 

Ottoman Turkish, whereas those in the Victoria 

and Albert Museum carried English captions. 

Copies of Sadiq Bey’s photographs are also 

available in the Leiden University Libraries, even 

though some of them did not make it into Snouck 

Hurgronje’s portfolios (fig. 12). 



 

 

Albums 90743–49 consist of photographs of 

Mecca, Medina, Ta⁠ʾif, Jidda, and Yanbu, which 

were likely taken by the aforementioned ʿAli 

Bey.99 These albums include several copies of 

the same shots and panoramas but with changes 

in brightness and contrast. For instance, Album 

90743 displays a total of twenty-four 

photographs,  including eight copies of a 

tripartite panorama of Mecca, a bipartite 

panorama of Medina (fig. 13), and a bipartite 

panorama of the Baqiʿ Cemetery outside Medina. 

On their ruled cardboard mounts, these 

photographs have Ottoman Turkish captions 

written in thuluth script. The Baqiʿ Cemetery 

photographs further display legends in naskh 

script, which annotate the enumerated tomb 

structures on the photographs. Similarly, Album 

90745 consists of two copies of the following 

nine photographs: Masjid al-Haram (looking 

north), Masjid al-Haram during Friday prayer 

(also looking north), Masjid al-Haram (looking 

south), Jabal ʿArafat, the valley of Abraham and 

Jabal Nur, Muʿalla Cemetery, Masjid al-Nabawi, 

the residence of ʿAbd al-Muttalib (Sharif of 

Mecca) in Beyaziyye, and Ta⁠ʾif. The ruled 

photograph mounts are also inscribed with 

captions or legends in thuluth and naskh scripts. 
Furthermore, Album 90877 consists of twenty 

photographs of troops, buildings, and processions in the 

Ottoman provincial cities of Erzincan and Antep, as well 

as five photographs of Mecca. The latter document 

imperial commissions in and around the holy city: the 

Hamidiyye Barracks (1884–85) and the police station 

(1882–83) near the Masjid al-Haram, the Artillery 

Barracks at Ciyad Square (1882–83), the Gayretiyye 

Barracks at Jabal Hind, and the hospital in Mina (1882–

83).100 These photographs are very likely those 

mentioned in a document dated to 1885–86 in the 

Republic of Turkey’s Presidency State Archives, which 

lists photographs of five state and military buildings 

(ebniye-i mīriyye ve ʿaskeriyye) sent to the Ministry of 

the Interior (Dāḫiliyye Neẓāreti) by the governor of the 

Hijaz province, Osman Nuri Pasha.101 This document 

clearly shows one of the itineraries for the travel of 

photographs from Hijaz to Istanbul, which contributed 

to the “Hamidian visual archive.” An undated letter from 

Snouck Hurgronje to ʿAbd al-Ghaffar in the Leiden 

University Libraries also notes five such photographs 

and a photograph of the Egyptian maḥmal among the 

consignments passed to P. N. van der Chijs.102 This 

 

Fig. 13. Medīne-i Münevvere Şehri. Albumen print, 51.5 × 87.4 cm, 16.7 × 38.3 cm. Istanbul University Library, Rare 

Works Collection, no. 90743, 10a–b. (İstanbul üniversitesi Kütüphanesi) 



 

 

letter, however, indicates an itinerary for the flow of 

photographs between the Hijaz and Leiden, which is the 

subject of the next section.103 

PUBLISHING ETHNOGRAPHIC RESEARCH 

IN  
LEIDEN 

The Bilder-Atlas (1889) consists of sixty-five 

photographic prints pasted on cardboard (36 × 27 

cm), with an addition  of six tinted lithographs and 

four chromolitho graphs. The portfolio starts with 

collotype photographs and tinted lithographs of 

Masjid al-Haram and Mecca, continues with 

honorific portraits from Mecca and group 

portraits of pilgrims from Jidda, and ends with 

chromolithographs of objects from Mecca. The 

first two tinted lithographs of the Masjid al-

Haram and Mecca are after photographs by Sadiq 

Bey and ʿAbd alGhaffar. The former is after a 

bipartite panorama by Sadiq Bey that shows the 

holy mosque and city looking west from the 

mountain of Abu Qubays. On the lower left 

corner of the panoramas in the Istanbul University 

Library and Victoria and Albert Museum, one can 

read “Ṣadīq Bey 1880” in black Arabic script and 

“Sadic Bey” in white Latin script, aiming at 

legibility for different audiences.104 The latter 

depicts the courtyard of Masjid alHaram looking 

south (fig. 10). It is after a photograph by ʿAbd al-

Ghaffar that bears his signature and the caption 

“al-Ḥaram al-Makkā,” copies of which are now 

kept in the Istanbul University and Leiden 

University Libraries (figs. 8–9).105 The first six 

folios in the Bilder-Atlas depict the mosque and 

the city after photographs by ʿAbd alGhaffar, 

Sadiq Bey, and perhaps another photographer 

whose works can also be found in Album 

90877.106 
Portraits follow the architectural photographs, 

with a sequence reflecting the hierarchical order 

of their sitters.107 The seventeenth folio in the 

Bilder-Atlas, a lithograph showing a piece of the 

kiswa (the textile covering of the Kaʿba),108 

separates portraits taken by Snouck Hurgronje 

and ʿAbd al-Ghaffar in Mecca from those taken 

by the Dutch scholar in Jidda (except for a 

photograph by Siegfried Langer).109 Snouck 

Hurgronje adopted a systematic approach for his 

ethnographic studies. This is especially evident 

in the photographs of pilgrims from the Dutch 

East Indies and in the four chromolithographs of 

objects from Mecca that conclude the 

portfolio.110 The captions assigned by Snouck 

Hurgronje to group portraits of pilgrims, such as 

those from Borneo, Java, Maluku, and Sumatra, 

reveal the divergence of these photographs from 

honorific portraits. The regional classifications of 

Snouck Hurgronje’s photographic 

documentation were driven by Dutch colonial 

endeavors.111 Furthermore, the collection of 

objects he  acquired in the Hijaz hints at the 

planned structure of his ethnographic 

research.112  
Bilder aus Mekka (1889) consists of twenty 

collotype photographs mounted on cardboard (36 

× 27 cm), made after photographs sent to Leiden 

by ʿAbd al-Ghaffar shortly after Snouck 

Hurgronje completed the BilderAtlas and his 

volumes on Mecca.113 In contrast to the 

dominant ethnographic approach in the Bilder-

Atlas, this second portfolio offers an overall view 

of Mecca and its environs, except for the last 

three photographs.114 The portfolio starts with a 

view of the Kaʿba taken from the courtyard of the 

Masjid al-Haram and continues with a panorama 

of the city on four pages, a frontal view of the 

Ottoman printing house, single photographs and 

panoramas of pilgrim camps and sites of the Hajj 

rituals (Mina, Muzdalifa, and ʿArafat), a group 

portrait of four men and a camel; it ends with two 

shots of an elaborately decorated bridal throne 

(rikah). Like the Hamidiyye Barracks and police 

station in the Bilder-Atlas, the printing house 

photograph in Bilder aus Mekka depicts a recent 

imperial commission in Mecca.115 All three 

buildings, with their whitewashed façades and 

neo-Classical architectural styles—which were 

common in other major cities of the empire—are 

visibly located in the city center. As the governor 

Osman Nuri Pasha noted in a report about the 



 

 

Hijaz, dated 1885, new state buildings meant 

control over people and places and thus were 

needed by the state.116 
Snouck Hurgronje’s ethnographic approach was 

highly charged with Orientalist tropes, whether he was 

depicting pilgrims from the Dutch East Indies or women. 

In four instances, women appear prominently in the 

Bilder-Atlas: a portrait of a Javanese pilgrim in Jidda 

(#19d), a portrait of a woman in Mecca (#25a), a 

photograph of an elaborately dressed Meccan bride 

(#25c),117 and a photograph of two women in 

contrasting costumes and postures (#25d).118 Folio #19 

captures the diversity of pilgrims with a photograph of a 

female pilgrim and three photographs of two male 

pilgrims from Java, Sumatra, and Celebes. Folio #25, 

however, represents the harem with photographs of a 

Meccan woman, a servant, and a eunuch holding the 

baby of their patron (#25b), a bride, and a pair of women 

standing and reclining. Bilder aus Mekka includes two 

more photographs related to the harem theme: one of a 

rikah, which Snouck Hurgronje describes as “the throne 

chair, on which one [the groom] of Mecca raises the 

virgin bride on the first night of marriage” (#18a), and 

the other of a groom seated inside the rikah (#18b).119 

By adding folio #25 to the Bilder-Atlas and folio #18 to 

Bilder aus Mekka, Snouck Hurgronje perhaps played 

into the Orientalist stereotypes of his European 

audience.120 
In the nineteenth century, photography was embraced 

by many disciplines for its potential to document the 

territorial breadth and subjects of empires, thereby 

mobilizing photographs for geopolitics and geopiety.121 

Photographs from the Hijaz made their way into the 

Bilder-Atlas, Bilder aus Mekka, and the Yıldız Albums 

as well as many other destinations. The former two 

publications are products of Snouck Hurgronje’s 

personal  

 

Fig. 14. Detail of Medina. Miʿmarzade Muhammed ʿAli, 27 Ramadan 1323 (November 25, 1905), oil on canvas, 130.4 × 

195.4 cm. Istanbul, Fatih Mosque. (Photo: Sabiha Göloğlu, with the permission of Fatih and İstanbul Müftülüğü) 



 

 

 
Fig. 15. Medīne-i Münevvere Yādigārı. Halftone and autochrome postcard, 1920, Emil Pinkau & co., Leipzig, 8.9 × 13.8 cm.  
Hajj and the Arts of Pilgrimage, Khalili Collections, ARC.PC 473. (Khalili Family Trust) 

Fig. 16. Medīne-i Münevvere. Chromolithograph, 53 × 69 cm. 11 Zilkade 1315 (April 3, 1898), Painting Collection of 

the National Palaces, Dolmabahçe Palace, inv. no. 54/2500. (Milli Saraylar İdaresi Başkanlığı) 
interest—guided by the Dutch government’s 

ideological concerns—while the latter asserts the 

central authority of the Ottoman empire over 

distant provinces along with steps taken to 

control and modernize the state. Despite the 

different contexts in which they were produced, 

these photographic albums attest to a special 

interest in ethnography, geography, religion, and 

Ottoman rule in the Hijaz. 



 

 

TRAVELING IMAGES OF MEDINA 

The photographic oeuvres of Snouck Hurgronje, 

ʿAbd al-Ghaffar, Sadiq Bey, and other members 

of the military committee intersect in the nodes 

of libraries, albums, prints, and paintings, such as 

the one in the Fatih Mosque. In this painting, a 

close-up view of the Kaʿba and the Masjid al-

Haram is paired with a general view of Medina. 

The colors, shades, and forms in the two images 

differ because the Masjid al-Haram image is after 

a photograph by ʿAbd al-Ghaffar or its 

reproduction (fig. 8), whereas the Medina image 

is based on a color print, which in turn derives 

from a photograph by Sadiq Bey or another 

military officer (figs. 11, 13).122 A color 

postcard in the Nasser D. Khalili Collection of 

Islamic Art (ARC.PC 473) is based on a 

lithographic source that may have inspired 

Miʿmarzade’s depiction of Medina (figs. 14–

15).123 This is an Emil Pinkau picture postcard 

printed in Leipzig in 1920—judging by the letter 

codes (SFOF) on the back—which reproduces an 

earlier chromolithograph of Medina.124 Two 

chromolithographs (no. 12/2636 and no. 

54/2500) in the Painting Collection of the  

National Palaces (Dolmabahçe Palace) in 

Istanbul were probably produced around the 

same time (11 Dhu’lQaʿda 1315 / April 3, 1898) 

as the postcard’s lithographic source (figs. 15–

16).125 These chromolithographs were designed 

to be hung on walls, as indicated by their large 

size (53 × 69 cm and 68 × 88 cm). The Earth’s 

cracks in the foreground, the urban fabric in the 

middleground, and the mountains in the 

background are similar in the postcard and the 

large prints. Nevertheless, the openings in the 

buildings (e.g., windows and doors) and the color 

scheme vary significantly, confirming that 

different artists worked with the same medium. 



 

 

These chromolithographs are perhaps after a Medina 

photograph shot from the Armory (Tophane) in the 

northwest of the city, either by Sadiq Bey (fig. 11) or 

another member of the Ottoman military committee, 

possibly ʿAli Bey (fig. 13). Photograph #10 in Sadiq 

Bey’s portfolio (fig. 11) is the more likely choice, 

considering the shades and angles in the 

chromolithographs. Another possibility is that the 

lithographers had access to both photographs or their 

reproductions. A photograph of Sadiq Bey’s photograph 

is found in the Leiden University Libraries, providing 

evidence that photographs were not always reproduced 

from their original negatives (fig. 12).126 Here, Sadiq 

Bey’s albumen print was photographed using the same 

method, albeit reducing the details and size of the 

original. 
Just like the Fatih Mosque painting, other works by 

Ottoman artists visualize the Haramayn on canvas, such 

as the paintings of the Masjid al-Haram and Medina 

preserved in the IRCICA. Both of these are signed by 

Mahmud and dated to 1332 (1913–14 or 1916–17) in the 

lower left corner.127 The original source for the Medina 

painting is likely the bipartite panorama taken from the 

Armory (fig. 17). Both Sadiq Bey and ʿAli Bey captured 

the city from a very similar angle and viewpoint, which 

makes it difficult to determine which Medina 

photograph was used as a source in Mahmud’s painting 

(figs. 11, 13). At this juncture, a comparison of the 

shadows cast in each photograph suggests figure 13 as 

the most likely source. Nevertheless, Mahmud might 

have seen both photographs in the Yıldız Albums or had 

access to reproductions of figures 11 and 13 in different 

contexts. Photographs of the holy sites were available in 

illustrated journals from the late nineteenth and early 

twentieth centuries.128 Rather than using the entire 

panorama of the city, Mahmud zoomed in on his source, 

highlighting the minarets and the Green Dome of the 

Masjid al-Nabawi, which are much smaller in the 

albumen print. 
A print edition of the Moroccan Sufi leader 

Sulayman al-Jazuli’s (d. 1465) Dalāʾil al-

Khayrāt (Proofs of Good Deeds), a text consisting 

of blessings for the Prophet Muhammad 

(ṣalawāt), further epitomizes the versatile 

utilization and contexts of photographic 

reproductions. The Dalāʾil al-Khayrāt was a very 

popular Sunni prayer book, not only in North 

Africa and the Ottoman lands, but also in different 

 

Fig. 17. Medina. Mahmud, 1332 (1913–14 or 1916–17), oil on canvas, 80 × 115 cm. Istanbul, Research Center for 

Islamic History, Art, and Culture. (Research Center for Islamic History, Art, and Culture) 



 

 

parts of the Islamic world, from Ethiopia to 

Indonesia.129 Its manuscript and print copies 

were widely illustrated with a selection of images, 

from  

the tombs of the Prophet Muhammad and the 

caliphs Abu Bakr and ʿUmar, to Mecca and 

Medina. 
The print edition in question was published in 

Cairo in 1914 in cliché technique with a double-

page Masjid al-Haram and Medina composition 

(fig. 18).130 These prints were perhaps made 

after reproductions of photographs by Sadiq Bey 

and ʿAbd al-Ghaffar, which appeared in 

postcards, illustrated journals, and books. The 

image on the right-hand page might well be after 

a reproduction of Sadiq Bey’s Medina 

photograph (fig. 11).  
The Medina print lacks certain details of the original 

photograph (such as the pilgrims’ encampment outside 

the city walls), but it displays an enhancement of the 

background with silhouettes and the police station 

(żābıṭa ḳaraḳolu) with palm trees. Similarly, the image 

on the left-hand page might be after a reproduction of 

ʿAbd al-Ghaffar’s Masjid al-Haram photograph. 

 

Fig. 18. Mecca and Medina. Sulayman al-Jazuli, Dalāʾil al-Khayrāt, 1333 (1914), Cairo: ʿAbd al-Rahman 

Muhammad. Leiden University Libraries, 8203 C 15, pp. 30–31. (Leiden University Libraries) 



 

 

However, the Mecca print covers a larger area than the 

photograph in the Yıldız Albums or the tinted lithograph 

in the Bilder-Atlas (figs. 8, 10). This edition of the 

Dalāʾil  

 

Fig. 19. Detail of Mecca. Miʿmarzade Muhammed ʿAli, 27 Ramadan 1323 (November 25, 1905), oil on canvas, 130.4 

× 195.4 cm. Istanbul, Fatih Mosque. (Photo: Sabiha Göloğlu, with the permission of Fatih and İstanbul Müftülüğü) 

 



 

 

Fig. 20. Courtyard of the Masjid al-Haram. Miʿmarzade Muhammed ʿAli, 1321 (1903–4), oil on canvas. Sultan Ahmed 

Mosque.  
(<http://www.3dmekanlar.com/sultanahmet_camii.htm>) 

 

Fig. 21. Zentrum der Moschee. Lantern slide, after 1889, 

8.3 × 8.3 cm. Leiden University Libraries, Said-Reute 

Collection 59/3. (Leiden University Libraries) 

al-Khayrāt hence exemplifies the use of 

photographic images, which have a long-standing 

but steadily changing illustrated manuscript and print 

tradition. Furthermore, similar indirect transfers of 

images lead one to question the indexical quality of 

photographs and their presupposed “truthfulness” 

and “authenticity” compared to other modes of 

representation. 

TRAVELING IMAGES OF MECCA 

Miʿmarzade used the same photograph by ʿAbd al-

Ghaffar when depicting the Masjid al-Haram in his 

painting in the Fatih Mosque and in another painting 

in the Sultan Ahmed Mosque dated 1321 (1903–4) 

(figs. 19, 20).131 The latter painting depicts only the 

Masjid al-Haram, as opposed to the multilayered 

composition of the former. Moreover, it has a palette 

of warmer tones and brighter light—a slightly 

different interpretation of the black and white 

photograph—and is narrower than the former. For 

both paintings, Miʿmarzade must have had access to 

a copy or reproduction of ʿAbd al-Ghaffar’s 

photograph and utilized it according to his specific 

intent. A copy of the Meccan doctor’s photograph is 

now preserved in the Istanbul University Library in 

an album of fourteen  photographs, all signed by 

ʿAbd al-Ghaffar (fig. 8).132 The Leiden University 

Libraries also possess a photograph of this albumen 

print but not a copy from the original negative (fig. 

9).133 Figures 9 and 12 ended up in Leiden,  perhaps 

because ʿAbd al-Ghaffar was not able to send the 

original copies or glass negatives of his and Sadiq 

Bey’s photographs to Snouck Hurgronje. A tinted 

lithograph was made after figure 9 and was published 

in the Bilder-Atlas (#2); in this case, the change in 

medium expanded the audience of the image (fig. 

10). 
Apart from being included in the Bilder-Atlas, the 

lithograph of the Masjid al-Haram also found an 

audience as a lantern slide (fig. 21). This lantern slide 

belongs to a box of twenty-five, now preserved in the 

Leiden University Libraries.134 These slides have 

German captions, and a separate sheet in the box also 

repeats the captions. Other lantern slides in this box 

were made after photographs by ʿAbd al-Ghaffar, 

Sadiq Bey, and Snouck Hurgronje or their 

reproductions in the BilderAtlas. As a projection on 

a large screen, a lantern slide could reach many more 

viewers at once, unlike single photographs or albums 

that could only be viewed by a limited number of 

people at any given time. These glass slides must 

have been prepared in the early twentieth century; 

however, not all of them are contemporaneous or by 

these three photographers. For instance, the last slide 

appears to have been a later addition to the slide box, 

since it consists of a portrait of ʿAbdulaziz bin Saʿud 

(r. 1932–53), the founder of the Kingdom of Saudi 

Arabia.135 Moreover, a single slide of Sadiq Bey’s 

Mecca panorama is preserved in the Nasser D. 

Khalili Collection, while five slides of all three 

photographers’ works were auctioned at Sotheby’s in 

2017. These six slides have German captions that 

include the name of the producer, Theodor Benzinger 



 

 

of Stuttgart, a commercial manufacturer of lantern 

slides.136 
Postcards also served a commercial purpose apart 

from their communicative, commemorative, and 

collectible aspects. The Medina postcard has a 

Mecca counterpart, which must be after the Masjid 

al-Haram photograph by ʿAbd al-Ghaffar or one of 

its reproductions (figs. 15, 22).137 Both postcards 

share the same color palette and inscriptions (except 

for their captions).  

 

Fig. 22. Mekke-i Mükerreme Yādigārı. Halftone and 

autochrome postcard, 1920, Emil Pinkau & co., Leipzig, 

9.1 × 13.6 cm. Hajj and the Arts of Pilgrimage, Khalili 

Collections, ARC. PC 472. (Khalili Family Trust) 

 

Fig. 23. Masjid al-Haram. Hereke prayer rug, 1909, 

private collection. (Aldoğan, “Konya Mevlāna 

Müzesindeki Kābe  
Tasvirli Bir Seccade,” 164) 
The Khalili copies of these postcards have no text on 

the back, suggesting that they were not in postal 

circulation. As indicated by their captions—

“Keepsake of Medina the Illuminated” (Medīne-i 

Münevvere Yādigārı) and “Keepsake of Mecca the 

Blessed” (Mekke-i Mükerreme Yādigārı)—these two 

copies must have initially been produced as 

souvenirs of the holy sites, just like several other 

affordable and portable mementos depicting the 

Haramayn.138 
Another example demonstrating the way in which 

ʿAbd al-Ghaffar’s photographic view of the Masjid 

alHaram circulated can be found in an Ottoman 

Hereke prayer rug, dated 1325 (1909) (fig. 23).139 

Its designer/ weaver must have had access to a copy 

or reproduction of the photograph. Similar to the 

Fatih Mosque painting propagating the sultanate and 



 

 

caliphate of ʿAbdülhamid II, this prayer rug 

celebrates the enthronement of Sultan Mehmed 

Reşad (r. 1909–18) with his ṭuġrā (imperial cypher) 

in the upper middle and panegyrics in the lower 

registers:  

Kaʿbetü’l-ʿulyāyı miḥrāb-i füyūżāt eylesün 
Ḥaşre dek seccāde-i rūy-i zemīne Ẕülcelāl 
Ḥaḳḳ Teālā ẕātını kılsın o miḥrāba imām 
Pādişāhımız tā ebed bulsun cihān-i ʿ izz ü kemāl140 May 

God make the exalted Kaʿba the mihrab of prosperity, 

The prayer rug of the earth till the Day of Judgment. 

May God make him the imam to that mihrab, 
Our sultan shall find eternity, glory, and perfection of 

the universe. 

This stanza celebrates Mehmed Reşad’s 

enthronement and his caliphal authority by referring 

to him as the imam of the Kaʿba. By combining the 

photographic view of the Masjid al-Haram and the 

sultan’s ṭuġrā, the poem communicates that the 

Ottomans not only possessed political power but also 

religious authority over the Haramayn. Therefore, 

the designer/weaver used a photographic image to 

visualize the holy mosque as well as to serve an 

ideological purpose. Here, it is not easy to identify 

ʿAbd al-Ghaffar’s image due to the dramatization of 

the photographic view from the Kaʿba toward the 

archway framing the scene. Such liberation from the 

camera angle is not discernable in other uses of the 

same photograph. Here, a vista was created through 

which worshippers could visualize themselves in the 

holy mosque via their acts of prayer and prostration. 

When laid on the floor and superimposed with the 

qibla direction, the photographic reality of the prayer 

rug could reinforce a sense of praying inside the 

arcades of the Masjid al-Haram. In these examples 

and others, the translation of a photograph into 

different media exceeded simple copying because it 

included coloring, assembling, staging, and 

modifying images to represent religious and political 

power, and above all, to create virtual sacred space 

as if one were praying in the holy site proper.  

QIBLA DECORUM 

Whereas prayer rugs and qibla compasses 

(ḳıblenümā) with images of the Kaʿba, the Masjid al-

Haram, and Mecca were temporarily oriented 

towards the qibla for the prayer, several other images 

of the Haramayn were placed towards the qibla 

direction for longer durations. A certain principle 

governed the architectural placement of Kaʿba-

related objects across different regions and periods of 

the Islamic world. There is not much information 

about the provenance of the Fatih Mosque painting 

and whether it was meant to be publicly displayed. 

However, its most recent location conforms with the 

ongoing practice of placing Haramayn images in the 

qibla direction (fig. 2). Objects associated with the 

Kaʿba and representations of Mecca and Medina 

were usually applied, inserted, or hung either on 

mihrab walls, walls or pillars parallel to the mihrab, 

or the most appropriate surfaces in the qibla 

direction. Such a spatial propriety or etiquette in the 

treatment of Mecca and Medina images can be 

described as a “qibla decorum,” having served as a 

governing code for a variety of media over the 

centuries.141 Today, a number of ceramic tiles, wall 

paintings, prints, and photographs can be found in 

situ that confirm this spatial practice.142 Based on 

the writings of the French archaeologist and 

Egyptologist Émile Prisse D’Avennes (d. 1879) and 

the spatial contexts of Mecca tiles, Charlotte Maury 

points out that the ceramic panels with images of 

Mecca that were faced during the performance of the 

daily prayer could have operated with mihrabs, or as 

mihrabs, in order to engage “vision and sense of 

orientation together.”143 
The same qibla decorum can also be observed in 

the placement of Miʿmarzade’s other painting of the 

Masjid al-Haram in the Sultan Ahmed Mosque (fig. 

20). The  



 

 

 

Fig. 24. Intérieur de la Mosquée du Sultan Ahmed (le 

member). Abdullah Frères, ca. 1894, 50 × 44 cm, 38 × 31 

cm. Istanbul University Library, Rare Works Collection, 

no. 90475/12. (İstanbul üniversitesi Kütüphanesi) 

 

Fig. 25. Interior of the ‘Shah Zindreh’ Tomb of 

Mohammed’s Relative. Taken by Morgan Philip Price, 

1910–11, 26.6 × 36 cm, 12.1 × 17 cm. London, Royal 

Geographical Society, F 37/49.  
(Royal Geographical Society) 

painting is located to the left of the mihrab and under 

the deck of the royal prayer loge. A photograph of 

the Sultan Ahmed Mosque by the Abdullah Frères 

depicts the right-hand side of the mihrab and the 

minbar circa 1894 (fig. 24). This photograph shows 

a framed pilgrimage scroll hanging on the tiles and 

between the windows of the mihrab wall.144 Despite 

the blurriness of the image, it can be discerned that 

the horizontal scroll has five sections corresponding 

to different sites of pilgrimage and visitation in and 

around Mecca and Medina. Today, the pilgrimage 

scroll is no longer in place; however, the Masjid al-

Haram painting hangs on the mihrab wall, 

emphasizing the qibla direction. 
Another interior shot depicts the shrine of Qutham 

ibn ʿAbbas, a cousin of the Prophet Muhammad, in 

the Shah-i Zinda complex in Samarkand (fig. 25). 

This photograph was taken by the British journalist 

Morgan Philips Price in 1910–11. It shows the 

mihrab of the shrine, in front of which two Qurʾan 

stands and a blurry seated figure can be seen. Here, 

images of the holy sites appear in at least three 

different spots above the tile revetments. First, two 

perspectival views of Mecca and Medina catch one’s 

eye under the muqarnas on the right-hand side. 

Second, a bipartite composition of the Islamic holy 

sites appears on the right-hand side of the mihrab. 

And finally, a four-part composition of the 

pilgrimage and visitation sites stands out above the 

tile decoration of the mihrab. As in figure 24, this 

must also be a horizontal pilgrimage scroll, but it is 

affixed between two pieces of wood and then divided 

in half by another. 
Şule Aksoy and Rachel Milstein note that some of 

the thirteenth-century Ayyubid and Mamluk 

pilgrimage certificates in the Museum of Turkish and 

Islamic Arts in Istanbul, which were found in the 

Great Mosque of Damascus in 1893, have “remnants 

of either a solid support or a frame,” suggesting that 

they might have been hung in mosque spaces.145 

The Sultan Ahmed and Shah-i Zinda photographs 

illustrate how pilgrimage certificates could be placed 

and used in public spaces (figs. 24–25). Besides 

attesting to pilgrimage (major or minor, one’s own or 

proxy), enabling material remembrance, and 

assigning social prestige and religious competence to 



 

 

the owners of these certificates, such displays 

oriented towards the qibla simulated travel to the 

holy sites. As David Roxburgh points out, pilgrims’ 

kinetic and  aural memories could be activated when 

the images and  

 

Fig. 26. Kaʿba panel. Reverse glass painting, early 

twentieth century, 50 × 65 cm. Auctioned at Nişantaşı 

Müzayede. (Nişantaşı Müzayede, 31 Mayıs 2015, lot 705) 

texts of pilgrimage certificates were encountered.146 

Other depictions of the holy sites could also activate 

the imaginations of those who had never been to the 

holy sites, or the memories of those who had already 

performed pilgrimage and visitation.147 Such 

depictions include photographs and stereoscopic 

views that could transport the holy places to faraway 

locations and act as surrogates for travel, without the 

need for physical movement.148 
Images of the Kaʿba and Mecca could convert 

everyday spaces into sacred places for worship. A 

number of early twentieth-century reverse glass 

paintings attest to such a transformation (fig. 26).149 

Malik Aksel has noted that such panels (sing. levḥa) 

were used in domestic spaces to mark the qibla 

direction and invoke the daily prayer.150 As in figure 

26, the following poem was inscribed in multiple 

qibla panels with minor variations: “Oh visitor! 

Perform your prayer, qibla is this direction / Here is 

the basin, here is the ewer, here is the towel [hanging] 

on the rope” (Ey müsāfir! Ḳıl namāzıñ ḳıble bu 

cānibdedir / İşte leğen, işte ibrīḳ, işte peşkīr iptedir). 

Through text and imagery, this levḥa sacralizes space 

and calls upon the worshipper to perform ritual 

ablution and prayer. It illustrates two towels hanging 

between two flag posts along with the Kaʿba, a bird 

calligram, a pair of sandals, a ewer, and a basin.151 

The latter three  

 

Fig. 27. Bursa Great Mosque. Abdullah Frères, late 

nineteenth century, 27 × 20 cm. Istanbul University 

Library, Rare Works Collection, no. 90814/45. (İstanbul 

üniversitesi Kütüphanesi) 

images also recall the belongings (muḫallefāt) of the 

Prophet that are frequently depicted in a popular 

prayer book entitled the Enʿām-ı Şerīf and are 

sometimes integrated into the Dalāʾil al-Khayrāt.152 

Even though the original location of the Fatih 

Mosque painting remains unknown, one might 

expect that it also transformed the space in which it 

was initially placed by objectifying the abstract 

notion of the qibla and creating a substitutive picture 

act.153 
A number of objects associated with the Kaʿba can 

also be found in the qibla direction. For instance, in 



 

 

the Bursa Great Mosque, a curtain of the Kaʿba door 

(sitāra) is currently located in a glass case on the left-

hand side of the mihrab, whereas a late-Ottoman 

painting of Mecca is hanging on the right. Although 

barely visible behind two banners emerging from the 

minbar, the sitāra can be seen in its former place in a 

late-nineteenth-century photograph by the Abdullah 

Frères (fig. 27). Here, the Mamluk sitāra, dated 922 

(1516), hangs between the minbar and the Mecca 

painting.154 Furthermore, in the Sokollu Mehmed 

Pasha Mosque in Istanbul, three pieces of the black 

stone (al-ḥajar al-aswad) are oriented towards the 

qibla, whereas the fourth one is placed in the opposite 

direction. One of these pieces is fixed above the 

mihrab, two of them are attached to the minbar, and 

the last one is placed at the entrance to the prayer 

hall.155 This arrangement is not surprising, as the 

mihrab wall defines an esteemed space in the mosque 

interior and the architectural placement of traces 

from the Kaʿba tend to adhere to the qibla 

decorum.156 

CONCLUSION 

Mecca, Medina, and other cities of the Islamic world 

were connected with the flow of pilgrims, 

endowments, goods, and images, as well as religious 

and political ideologies. Motivated by caliphal and 

regal authority, the Ottomans controlled the 

mobilization of people, institutions, commodities, 

knowledge, and technology. Nevertheless, they did 

not have absolute power over these elements. The 

Fatih Mosque painting shows how  people, 

photographs, images, and therefore places were on 

the move in nineteenth-century Ottoman lands and  

beyond. Early photographs of the Haramayn  

proliferated and circulated around the globe via 

international exhibitions, albums, books, lantern 

slides, and postcards in various centers such as Cairo, 

Istanbul, Leiden, Leipzig, Philadelphia, Stuttgart, 

and Venice. This reservoir of printed images and 

photographs helped Miʿmarzade craft his painting. 
Snouck Hurgronje, ʿAbd al-Ghaffar, Sadiq Bey, 

and the other member of the military committee 

produced works that found their way into the 

collections of an Ottoman sultan and a Dutch scholar. 

These photographs traveled not only in their original 

format but also as prints, lantern slides, and 

paintings. On qibla walls and in prayer books and 

rugs, photographic images sustained ongoing 

traditions that had formerly utilized other modes of 

representation. They functioned in different ways 

each time they were reproduced and handled by a 

different artist or user. Among their many functions, 

they addressed ethnographic and architectural 

curiosity and pious yearning, mediated imagination 

and remembrance, and served political and religious 

ideologies, personal ambitions, and commercial 

pursuits. 
The albums and single photographs presented here 

highlight the malleability and flexibility of 

photography as a medium. Similar to photographs of 

other important sites, photographs of Mecca and 

Medina had enormous potential to circulate and be 

reproduced in many creative ways. Photographs 

taken by the early photographers of the Hijaz reached 

distant places, persons, and collections via 

transregional networks woven by colonial efforts and 

imperial endeavors. Even though single photographs 

or albums were restricted to a limited audience (e.g., 

the Yıldız Albums), a translation to other formats and 

media (e.g., collotypes, lithographs, and lantern 

slides) allowed the mobilization of holy sites in 

various scales of reproduction, thereby enabling a 

broader access to images worldwide. When produced 

as a canvas painting or a prayer rug, such images 

complicated artistic and reception processes. When 

placed in a mosque space in particular, images of 

Mecca and Medina were oriented towards the qibla, 

visually directing their pious viewers to imagine 

themselves both spiritually and spatially in Islam’s 

two holiest sites. University of Vienna 
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Abstract 

This article discusses the multiple mobilities of images, 
photographs, photographers, viewers, and places by 

focusing on Miʿmarzade Muhammed ʿAli’s (d. 1938) oil-

on-canvas painting, now located in the Fatih Mosque in 

Istanbul. It explores the limits, lives, possibilities, and uses 

of photographic views and the exchanges between 
photography, painting, and print media by investigating 

the geopolitics and geopiety of the Hamidian era (i.e., 



 

 

Sultan ʿAbdülhamid II, r. 1876–1909), the production and 
circulation of early photographs of Mecca and Medina, 

and the spatial tradition of qibla decorum. It examines the 
photographic oeuvres of Christiaan Snouck Hurgronje (d. 

1936), al-Sayyid ʿAbd al-Ghaffar, and the committee of 
the Erkān-ı Ḥarbiyye (General Military Staff), including 

Muhammad Sadiq Bey (d. 1902), as well as the 
reproductions and changing contexts of these 

photographs. Furthermore, this article highlights the role 
of print media in the dissemination and mobilization of the 

photographic image and the malleable politics of 
representation, especially as it pertains to the two sacred 

cities of Mecca and Medina. 

Keywords  

ʿAbdülhamid II – Mecca – Medina – Miʿmarzade 

Muhammed ʿAli – photography – print media – qibla 

decorum 


