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“KUL PANORANMNA":

ADLI PRATIKLER. FOTOGRAF
VE 1870 BEYOGLU YANGINI

Ahmet A, Ersoy
K. Mehmet Kentel

[Tlopografik ozellikleri neredeyse inisli ¢ikigli bir
labirent gibi olan yangin alaninda, [yangin] Sakizagag¢
Caddesi’nden Tarlabasgi Caddesi[ne dogru] Kalyoncu
Kulluk’a kadar ¢ok dik inmisti... ve Kalyoncu Kulluk’tan
biraz daha kuzeybatiya, Tatavla ve Kasimpasa
bahceleri yontine, siddetli riizgar ve diger sebeplerin de
yardimiyla, daha da dik [bir sekilde] inmisti. Yanginin
alcaldigi bu yone dogru, evler ve binalar, gonderdigim
son panoramada ac¢ikca konumlanabildigi tizere daha

degersiz bir yapiya sahipti.

Sun Fire Sigorta Acentesi’nin Istanbul’daki miimessili Henry
Rose, Beyoglu’nun (Pera) en biiyiik felaketi olan 1870 Yangini
sonrasindaki manzarasini, Londra’daki sirket merkezine
gonderdigi “panorama”da konumladigi haliyle, boyle tasvir
ediyor. Bu panoramik gortintim iki bin insanin, sayisiz ve
isimsiz hayvanin hayatina mal olan ve istanbul’un son derece
kalabalik ve Avrupai olarak tanimlanan semti Beyoglu’nun
erken modern yapili dokusunun biiytik bir kismini yok eden
yangindan sonra sifir noktasindan cekilen bir dizi fotografin
bir parcasidir. Bu fotograflardan ikisi panoramiktir ve
Beyoglu’nun derin bir vadi boyunca kuzey uzantisi olan
(1929°da ad1 Kurtulus olarak degistirilen) Tatavla’daki benzer
konumlardan ¢ekilmistir (sek. 1,2). Digerleri ise yanginin
neden oldugu yapisal hasari ve tahribati belgeleyen tekil
binalarin yakin cekim gorintileridir. Fotograflarin timii,
sigorta acenteleri tarafindan Londra’daki sirket merkezine

gonderilen saha notlarina ve raporlara eslik etmek ve sirket ici
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incelemelerde kullanilmak amaciyla tiretilmis gibi gortiniyor.

Bu yazida yanan yapili cevrenin iki panoramik goriintiistine

odaklanarak yitkimin gorsel bir atlasini sunuyor ve panorama
formunun adli (forensic) pratiklerle iliskisini, yangin sigortasi
acenteleri tarafindan on dokuzuncu ytzyilin ikinci yarisinda

iglevlestirildigi haliyle yansitiyoruz.

Haziranin besinci gintntin 6gleden sonrasinda bolgenin
kuzeydogu kosesindeki Feridiye Sokak’ta baglayan Biytuk
Beyoglu Yangini, ti¢ ana, on iki yan kol halinde batida
Tepebasgi’na (Petits-Champs) ve kuzeyde Dolapdere’ye
dogru ilerlemis ve neredeyse tiim giin boyunca stirmistir.
Rose’un raporunda kaydedilen yerel tanikliklara gore,
biiytik alev dalgas1 6niine gelen her seyi yutmus, “patlayan
bir rezervuardan akan dereler gibi ilerleyerek tam anlamiyla
kahredici bir tufana”? doniigmiistiir. “Alevlerin ilk nevalesi”
geleneksel ahsap yapilar olmus, ancak gtgli riizgarlar
yangini dolambacli tepelere ve vadilere tagirken Britanya
Sefareti de dahil olmak tizere en saglam insa edilmis tas
yapilar dahi neredeyse ahsap evler kadar hizli bir sekilde
yanarak yangindan nasibini almigtir.’ i§ yerlerinin ve

baski makinelerinin tahrip olmasi ve topluma isleyen

korku hasebiyle birkag giinti yayin yapmadan gecirmek
durumunda kalan yerel gazeteler, yanginin ardindan
yayinlayabildikleri ilk ve 6zel sayilarinda o mutlak soku
yansitmistir. La Turquie’nin editoériinin “kalemi,” “yangin
ve yanginin ilerleme hizi nedeniyle halkimiz arasinda ortaya

cikan sagkinlik ve dehseti anlatmay1 reddet[mistir].”*

"BURNT PANORAMA™:
FORENSICS. PHOTOGRAPIIY.
AND THE 1870 PERA FIRE

Ahmet A. Ersoy
K. Mehmet Kentel

[The] topographical features of the site of the fire

being almost a labyrinth of hill & dale, the Tarlabasg1
street from the Sakizagag street being a very steep dip
up to the Kalyoncu Kulluk ... and Kalyoncu Kulluk
northwestwards a further and more precipitous descent
in the direction of the Tatavla and Kasimpaga gardens,
aided by the high wind and other causes—the lower the
fire descended in this direction the houses and buildings
were of inferior construction which can be clearly placed

on the last panorama 1 forwarded.

This is how Henry Rose, an agent of the Sun Fire Office
insurance agency on duty in Istanbul, described the scenery of
Pera in the aftermath of its greatest disaster, the 1870 Great
Fire, as it was “placed” on the “panorama” that he sent to the
company headquarters in London. This panoramic view is
part of a series of photographs of ground zero taken after the
fire, which claimed the lives of around two thousand people,
along with countless and nameless animals, and destroyed a
huge chunk of the early modern built fabric of Pera, the highly

congested and self-professedly Europeanized district of Istanbul.

Two of these photographs are panoramic (fig, 1, 2), taken from
similar locations at Tatavla (renamed Kurtulug in 1929), Pera’s
northern extension across a deep valley, and the rest are close-
up images of individual buildings that document the structural
damage and havoc caused by the fire. All photographs appear to
be intended for in-house scrutiny, accompanying field notes and

reports sent by insurance agents to the company headquarters

in London. By concentrating on the two panoramic views of the
burned built environment, in this chapter we provide a visual

atlas of the destruction and reflect on the forensic appeal of the
panoramic medium as it was utilized by fire insurance agents in

the second half of the nineteenth century.

The Great Fire of Pera began on the afternoon of June 5

on Feridiye Street, on the northeast corner of the district,
progressed up to the Petits-Champs in the west and Dolapdere
in the north through three main and twelve side branches,

and continued for almost an entire day. The massive effusion
of fire, according to local testimonies noted in Rose’s report,
devoured everything before it, turning into “a complete deluge
of the destroying element, apparently progressing like streams
from a bursting reservoir.”? The traditional timber buildings
were the “first food of the flames,” but as the strong gusts of
wind carried the fire into the winding hills and valleys, even
the most solidly built stone buildings, including the British
Embassy, were gutted by the fire, burning as rapidly as the
wooden houses.® The local newspapers, which had to skip a few
days of publication because of the destruction of their offices
and press machines, as well as the terror instilled in their
community, reflected utter shock in the first and special issues
they were able to publish in the aftermath of the fire. “The pen”
of La Turquie’s editor “refuse[d] to describe the consternation
and the terror that arose among our people, by the fire and the
rapidity of its progress.” Similarly, “as the details of this great

calamity become more and more known,” wrote Levant Herald,
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Benzer sekilde, Levant Herald da “bu biiyiik felaketin
ayrintilari gin gectikce daha iyi anlasilirken [...] insanin
neden oldugu yikim ve harabeyi yeterince tarif edememe

duygusu artiyor™ diye yazar.

Beyoglu’nun bi¢imi bozulmus peyzajinin bu iki panoramik
fotografi, ddnemin en biyiik sigorta girketlerinden biri
olan Sun Fire Sigorta Sirketi’nin Londra Metropolitan
Arsivleri’'nde bulunan evrag: arasindadir. On ciltten olusan
“Constantinople” baglikli bu evraklar arasinda istanbul’daki
mimessiller ile sirketin Londra’daki merkezi arasindaki
yazismalar bulunur. isleyise dair zengin ve eklektik bir

bilgi butini olusturan ve her birine eskiz, ¢izim, harita ve
fotograf gibi ¢ok cesitli gorsel malzemenin eslik ettigi bu
evrak, muhasebe, hasar ve kayiplara iligkin notlar; yangin
vakalariyla ilgili doneme ait gazete kupiirleri; su ve yangin
sondiirme altyapisina iligkin aciklamalar; yangindan

kalan izlerin—binalarin yapisal patolojilerine ve yapil1
cevrenin yangina elverisliligine isaret eden—yerinde
incelemeleri; yerel tanikliklar ve mtimessillerin yanginin
ilerleyisi ve etkisine dair anlatilarinin yani sira yangin
gtivenliginin saglanmasina dair oneriler icerir. Burada ele
alinan panoramik fotograflar, yanginin ardindan istanbul’a
cagrilan sirketin izmir temsilcisi Henry Rose’un Londra

ofisine gondermek tizere yazdigi, 1870 Yanginr’na iliskin

1 Sekil 1: Yangin mahallini gosteren doért parcali panoramik fotograf, Haziran-
Temmuz 1870. London Metropolitan Archives, City of London, Sun Fire
Office Records. LMA CLC B/192/MS 31522/26 Constantinople, s. 170-171.

2 Sekil 2: Yangin mahallini gosteren li¢ parcali panoramik fotograf, Haziran-
Temmuz 1870. London Metropolitan Archives, City of London, Sun Fire
Office Records. LMA CLC B/192/MS 31522/26 Constantinople, s. 172-173.

ayrintili yerinde degerlendirme raporuna eklenmistir. Hep
birlikte bu belgeler, sigorta miimessillerinin ge¢c Osmanl:
Istanbul’unun yangin ekolojisini nasil anlamlandirdiklarina
dair bir fikir vermektedir. Bu bolim, fotograf teknolojisinin
hakim bakisinin aracilik ettigi panoramik ttrin, yangin
sigortasi uzmanlari tarafindan nasil kullanildigini ve
kurumsallagmis kanit olusturma pratiklerine nasil dahil
edildigini aragtirmaktadir. Fotografik kayitlarin, karmasgik
saha nedensellikleri anlatilariyla nasil iligkilendirildigini
ve hakikat iddialarinin iiretiminde ve sahnelenmesinde
belgesel bir kaynak olarak nasil kullanildigini kavramaya
caligmaktadir. Bagka bir deyisle, bu caligma kentsel
yikimin—yangin sonrasi Beyoglu’sunun harabeye

donmitis maddi peyzajinin—fotografin adli bir arag olarak
kullanimiyla nasil delil haline dontstirildagini anlamaya

yonelik bir 6n cabadir.

HARITALAR VE FOTOGRAFLAR

1870 felaketinin tarih yaziminin ana odagini dunyadaki
biytk yanginlarin ¢ogunda oldugu gibi yangin sonrasi
yeniden insa ¢abalar1 olusturur.® Sinirl: sayida gorgii
tanikligr anlatis1 tek tiik caligmada kullanilirken,
aragtirmalarin bir¢ogu yanginin devletin modernlestirici
kentsel miidahaleleri agcisindan kolaylasgtirici roliine
odaklandigindan yanginin kendi basina bir kentsel ve
cevresel olay olarak maddi bir analizini sunamaz. Bu
konudaki tek istisna, Cornel Zwierlein’in, Sun Fire Office’in
Istanbul’a iligkin evraklarini, sirketin 1865’te istanbul’da
temsilcilik agmasi esasinda, bilhassa Beyoglu bolgesindeki
yangin givenligine iligkin ilk sigorta kesgiflerine

odaklanarak inceledigi caligmasidir.” Zwierlein’in

“BURNT PANORANIA™
FORENSICS. PHOTOGRAPHY. AND THE 1870 PERA FIRE

“one’s sense of inability to adequately describe the ruin and

desolation it has caused, increases.”®

The two panoramic photographs of Pera’s disfigured landscape
are found in the Sun Fire Insurance Papers, the repository

of one of the biggest fire insurance companies of the time,
located at the London Metropolitan Archives. These papers
comprise ten volumes titled “Constantinople” and consist

of the correspondence between agents located in Istanbul

and the company headquarters in London. They constitute

a rich and eclectic body of operational knowledge, including
notes on bookkeeping, claims, and losses; newspaper clippings
from the period regarding fire episodes; remarks on water and
firefighting infrastructure; on-site assessments on residual
traces of the fire, indicating structural pathologies of buildings
and the built environment’s conduciveness to fire; and local
testimonies and narrative accounts of the agents concerning
the progress and impact of the fire; as well as recommendations
on fire safety provision, all accompanied by a diverse array

of visual materials such as sketches, illustrations, maps, and
photographs. The panoramic photographs under scrutiny here
are attached to a detailed on-site assessment report on the
1870 fire addressed to Sun Fire’s London office and written

by Henry Rose, the company’s agent in [zmir, summoned to
Istanbul in the wake of the fire. Together, they provide insight
into how the insurance agents made sense of late Ottoman
Istanbul’s fire ecology. This chapter investigates the ways in

which the panoramic genre, mediated by the authoritative

K Figure 1: The four-piece panoramic photograph, showing the burnt area,
June-July 1870. London Metropolitan Archives, City of London, Sun Fire
Office Records. LMA CLC B/192/MS 31522/26 Constantinople, p. 170-171.

* Figure 2: The three-piece panoramic photograph, showing the burnt area,
June-July 1870. London Metropolitan Archives, City of London, Sun Fire
Office Records. LMA CLC B/192/MS 31522/26 Constantinople, p. 172-173.

gaze of photographic technology, was enlisted by fire insurance
experts and incorporated into institutionalized practices of
evidence making, It seeks to understand how the photographic
record was aligned with a complex narrative of field causalities
and employed as a documentary resource in the production
and staging of truth claims. The following, in other words, is a
preliminary effort to understand how urban ruin, the desolate
material landscape of post-fire Pera, was turned into evidence

through the agency of photography as forensic tool.

MAPS AND PHOTOGRAPHS

As has been the case for many major fires around the world,
post-fire rebuilding efforts constitute the main focus of

the historiography of the 1870 disaster.® While few studies
make use of a limited number of narrative eyewitness
accounts, many dwell on the fire’s role as a facilitator for the
modernizing urban interventions of the state, failing, thereby,
to offer a material analysis of the conflagration as an urban
and environmental event in itself. The only exception in this
regard is the work of Cornel Zwierlein, who examined the Sun
Fire Office papers on Istanbul, with a particular focus on the
initial insurance estimates regarding fire safety in the Pera
region during the company’s installation in Istanbul in 1865.
Zwierlein’s studies reveal how the preliminary risk analyses

of company agents were hindered by the lack of reliable
fire-statistical data and largely informed by cultural biases
favoring the Christian and European residents of the Ottoman
capital; this resulted in an overestimation of fire safety
standards in the Pera district (especially the part containing a
large number of masonry structures) where the Sun Fire Office

chose to start its operations.®

Arguably the most important primary source historians have

so far utilized to document the fire’s impact on the inhabitants
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caligmalari, sirket mtimessillerinin ilk risk analizlerinin
guivenilir istatistiki yangin verilerinin eksikliginden nasil
etkilendigini ve Osmanli baskentinin Hiristiyan ve Avrupal:
sakinlerini kayiran kiilttirel 6nyargilar tizerinden nasil
sekillendigini ortaya koymaktadir. Bu da Sun Fire Office’in
faaliyetlerine baslamay: tercih ettigi Beyoglu bolgesinde
(6zellikle ¢ok sayida kagir yap1 iceren tarafta) yangin
gtivenligi standartlarinin oldugundan yiiksek tahmin

edilmesiyle sonu¢lanmaigtir.®

Tarihcilerin yanginin Beyoglu sakinleri ve yapil1

cevresi tizerindeki etkisini belgelemek icin su ana

kadar kullandiklar: en 6nemli birincil kaynagin, bolge
sakinlerinden biri olan Dr. Brunetti’nin olaydan kisa siire
sonra yayimladig: canli bir gorgii taniklig: olan Souvenir

du 5 Juin 1870, Episode de la catastrophe de Péra (5 Haziran
1870 Hatiras1: Pera Felaketi Hadisesi) adli kitab1 oldugu
soylenebilir.’ Kitap, yanginin simdiye kadarki en 6nemli
gorsel belgesi olan, yanan alanin boyutlarini géosteren basili
bir harita (“Théatre de 'Incendie du 24 mai/5 Juin 18707)
[24 May1s/5 Haziran 1870 Yangin Mahalli] ile a¢ilir. Bu, 1861
Stolpe planina dayali olarak 1870 yangini i¢in tretilmis,

farkli versiyonlari olan ama gorsel olarak birbirlerine oldukca

benzeyen haritalardan biridir. Bu haritalardan ikisi LMA

raporlarinda da yer almaktadair.

Fransa Ulusal Kitiiphanesi’nde yer alan ve yanginin

sifir noktasini resmeden bir bagka harita panoramik
fotograflardan birinin ya da her ikisinin birden kamuya
yayilmis olma ihtimaline dair ipuglari vermektedir.

E. Mandouce tarafindan yayimlanan bu harita, Sun Fire
kayitlarinda bulunan haritalardan birinin neredeyse birebir
kopyasidir. Kiiciik de olsa tek fark, haritalanan alanin kuzey
kenarina ilistirilen ve yangin mahallinin sonuna isaret eden
bir yildiz imidir (sek. 3). Ne yazik ki bu isaret i¢in basili
lejantta herhangi bir agiklama yapilmamaistir. Ancak hem
panoramik fotografta hem de haritada bulunan sokak
adlar1 ve numaralar sayesinde isaretli yere giden sokaklar
haritalanan alanin hemen disina dogru takip edildiginde s6z
konusu igaretin Tatavla’da fotograflarin cekildigi noktay1
gosterdigi ihtimali belirmektedir. Eger durum gergekten

de boyleyse, fotograflarin daha genis bir dolasimda oldugu,

(dinyadaki pek ¢ok arsivde yer almasinin gosterdigi tizere)

2 Sekil 3: “Plan de Péra: Quartiers ravagés par l'incendie du 5 Juin 1870.”
Yangin mahallini gésteren haritanin sag st kosesinde, muhtemelen
fotograflarin cekildigi alani isaretleyen bir asterisk bulunuyor. Baski:

E. Mandouce, istanbul, 1870. Bibliothéque nationale de France,
département Cartes et plans, GE D-27042.
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popiiler bir basili haritanin yayincisinin da panoramalara

bir atif olarak belgeye bir isaret ekleme ihtiyac1 hissettigi
diguntlebilir. Ya da belki daha biyiik bir olasilikla, hem
fotograflarin hem de haritanin hedef kitlesi sigorta uzmanlari
ve yoneticileri oldugundan bu gorseller de genellikle tanisal
capraz referanslama amaciyla birlikte dolasima sokulmus
olabilir—gozlem noktasini isaretleyen X imlecinin varligi da

buradan gelmektedir.®

“OLAY SONRASI”NIN

GORSEL BELGELEMESI

Afet fotografciligl tarihi—vahset, insanlik drami veya doga
ya da insan kaynakli yikim alanlarini kaydetme dirtiistine
bagli olarak—neredeyse fotograf teknolojisinin tarihi kadar
eskidir."* Hakikate dair iddias1 ve dogrudan gorsel taniklik
vaadiyle fotograf, travmalari kayda almak ve felaketlerin
aninda belgelenmesi amaciyla tercih edilen arac hiline
gelmistir. 1850’°lerden itibaren, savaslarin, dogal afetlerin
ya da kazalarin sebep oldugu yikimlarin fotografik imajlari,
popiiler temasa ve eglence (ticari albtimler seklinde),
habercilik, bilimsel degerlendirme ya da kurumsal gozetim
ve kayit tutma unsurlari olarak kiiresel capta dolagimdayda.
Travmatik olaylarin aktarimi icin kullanilan sayisiz
fotograf format ve teknigi arasinda basili albimlerin yani
sira, stereoskoplar, fener slaytlari ve kartpostallar yer
aliyordu. Daha 6nceki donemde (yanginlar, depremler ya da
savaglarin tahrip ettigi kentleri ve peyzajlar1 tasvir eden)
resmedilmis panoramalarin ya da dioramalarin stirtikleyici
birikiminden ilham alan panoramik fotografcilik, felaket
goruntilerini seyirlik olan veya gozlemci bakisa imkan veren
bir mecra; seyahat ve tanikliga vekalet eden popiiler bir arac

héline getirdi.®?

Biyiik Beyoglu Yangini’nin Chicago’daki (1871) ve
Boston’daki (1872) devasa yanginlari belgeleyen
fotograflardan (sek. 4, 5) hemen 6nceki panoramik
fotograflari, yangin sonrasi panoramik fotografciligin ilk
orneklerinden biriydi. Beyoglu yangininin her iki gortntiisa
de cok levhali, sirali panoramalardir ve Rose’un hazirladig:
raporun ekleri olarak Sun Fire’in rapor defterlerinin birbirini
takip eden sayfalarina albtimin baskilar seklinde bir araya
getirilerek yapigtirilmigtir. Felaketin kalbinin—solda
Taksim’deki Topg¢u Kislas1 ve Surp Hovhan Vosgeperan
Ermeni Katolik Kilisesi'nden sagdaki Britanya Sefareti’ne
kadar uzanan—bftinsel bir goruntimii olan ilk “panorama’*
(gorsellerin raporda konumlanma sirasina gore), sayfalara
sigacak sekilde her iki ucundan katlanmis dort adet birlegik

baskidan olusmaktadir.”* Ug parcali panoramik bir imajj

“BURNT PANORANIA™
FORENSICS. PHOTOGRAPHY. AND THE 1870 PERA FIRE

and built environment of Pera is Dr. Brunetti’s Souvenir du 5
Juin 1870, Episode de la catastrophe de Péra—a vivid eyewitness
account of one of the residents of the district, published soon
after the event.’ This book opens with a printed map that
shows the extent of the burnt area (“Théatre de I’'Incendie

du 24 Mai/5 Juin 1870”), the hitherto most crucial visual
documentation of the fire. This is one of several versions of
virtually the same map produced for the 1870 fire, based on the
1861 Stolpe plan of the district, two of which are included in
the LMA reports as well.

Another version of the ground zero map is found in the
Bibliothéque nationale de France and hints at the possibility
of the public dissemination of one or both of the panoramic
photographs; printed by E. Mandouce, this map is an almost
exact replica of one of the maps found in the Sun Fire Office
records. There is one small yet notable difference, however:
an asterisk placed on the northern edge of the mapped

area indicating the end of ground zero (fig. 3). This mark is

* Figure 3: “Plan de Péra: Quartiers ravagés par l'incendie du 5 Juin 1870.”
An asterisk on the upper right corner of the burnt area arguably shows
the spot where the panoramic photographs were taken. Printed by E.
Mandouce, Istanbul, 1870. Bibliothéque nationale de France, département
Cartes et plans, GE D-27042.

unfortunately not identified in the printed legend, though,
thanks to the street names and numbers found both in the
panoramic photographs and the map, one can trace the
streets that lead to the marked location right outside of

the mapped area, and cannot escape the impression that it
actually indicates the vantage point in Tatavla from which
the photographs were taken. If this is indeed the case, then
one could speculate that the photographs might have been in
wider circulation, so that the publisher of a popular printed
map (proven by its availability in many archives around the
world) felt the necessity of adding a mark on the document

as a reference to the panoramas. Or, perhaps more likely, the
intended audience of both the photographs and the map were
insurance specialists and administrators, and the visuals were
usually circulated together for purposes of diagnostic cross-
referencing; hence the presence of the X that marks the spot of

the panoramic vantage point.'®

VISUAL DOCUMENTATION

“AFTER THE FACT”

The history of disaster photography, the urge to record sites
of atrocity, human drama, and natural or human-made
ruin, is almost as old as that of photographic technology."

Photography’s empirical claim to reality and its promise of
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olan ikinci baski, benzer uzunluk ve formatta olup biraz
daha genis goriuntimlidir. Kameranin goriis noktasina
daha yakin olan yanginin kuzey sacaklarinin (baskinin alt
kisimlarina dogru) daha kapsamli bir manzarasini sunat.
Her iki panorama da haziran ayinin ikinci yarisinda, Rose’un
raporunu hazirladigi vakitlerde, yollar lagimcilar tarafindan
temizlendikten ve enkazin biiytik bir kismi kaldirildiktan
sonra ¢ekilmistir.’® Ug pargali olan ikinci goriinti,
birincisinden dnce ¢ekilmis olmalidir. Ctinkii bu fotografta,
yikim manzarasinin icinde ayakta kalan fakat sonrasinda
gtivenlik amaciyla yikilan bir tugla baca ormani1 géze ¢arpatr.
Dort parcadan olusan ilk gériintiide bu baca kalintilarindan

eser kalmamais oldugu gorilir.

Her iki panoramada da bitisik baskilar arasinda baz1
uyusmazliklar vardir; 6zellikle ikincisinde Hagios
Konstantinos Rum Ortodoks kilisesinin kubbeli
boliminiin tamamen kirpilmis oldugu goze carpar.

Bu tir kusurlar s6z konusu fotografik montajlarin
panoramik fotograf¢iliga has olarak 1860°1arda gelistirilmis
profesyonel aparatlara (doner cihazlar ve hareketli
plakalar gibi) sahip kameralar tarafindan tretilmedigini
gostermektedir.’® Baskilarin birlegtirilmesindeki bu tiir
aksakliklar hasebiyle yangin panoramalarinin ticari
olarak pazarlanabilir irtinler olamayacag1 sdylenebilir.
Yine de, tekil baskilar arasindaki tonal tutarlilik ve
detaylarin (ii¢ parcali ikinci versiyondaki bulanik bir

bolge haric) netligi bu projede fotograf teknolojisine

+ Sekil 4: Biiyiik Chicago Yangini’'nin sonrasini gésteren panoramik
fotograftan detay, 1871. City of Chicago Archives.

2 Sekil 5: Biiyiik Boston Yangini’'nin sonrasinda Washington ve Bromfield
Sokaklarini gosteren panoramik fotograf, 1872. Boston Public Library.
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hakim, yetkin bir elin ¢alistigina delalettir. Bu tip gorsel
ibareler, elbette eserlerin miielliflik ve hamiligine iliskin
sorulara yol acmaktadir. Sun Fire Sigorta Acenteligi

kayitlar: arasinda bulunmalarina ragmen, ne gorsellerin

kendileri ne de beraberindeki yazili belgeler bu fotograflari

kimin ¢ektigi ve kimin siparis ettigine dair kesin bir bilgi
sunar. Londra’daki Sun Fire Sigorta Acentesi yetkilileri
fotograflar icin Henry Rose’a tesekkiir eder. Ancak bunun
sebebi fotograflar: ilk etapta kendisinin cekmesi degil,
raporuna eklemis olmasi olabilir. O yillarda panoramik
fotografciligin en ilkel bicimini tiretmek icin dahi gerekli
olan beceri ve uzmanlik goz 6ntine alindiginda (cam
levhalarin tek tek hazirlanmasi ve eslestirilmesi, cekim
sirasinda 151810 ve atmosferik degisimin yonetilmesi gibi
giicliikler), Rose’un bu hassas gorevi yerine getirmek icin
yerel bir fotografc: tutmus olmasi daha muhtemeldir. En
nihayetinde bu iki panorama, sigorta sirketi i¢in kritik
degere sahip belgelerdi. Zira fotografin soguk ve esitleyici
bakisiyla, nesnelerin ve bedenlerin uzamda birbirine
baglanmasi, belli gorsel ilintilerin belirginlesmesi, ince ve
hemen algilanamayan ayrintilarin ifgsa edilmesi ve boylece

kanitlarin kendi kendine ortaya cikmasi bekleniyordu.

istanbul 6rnegine bakildiginda panoramik fotografin
yerli ve yabanci fotografcilar tarafindan agirlikli olarak
hatira albtimleri seklinde ticarilestirildigi bir janr
oldugu goriilir. 1870 Yangini panoramalari ise, biiytk bir
kentsel felaketin kasvetli ortamini belgelemek amaciyla
panoramik fotografin kullanilmasinin bilinen en eski
orneklerini olusturmaktadir.”” Yangin panoramalari,
kenti ve Bogazici’ni keyif verici bir seyir nesnesi olarak
tasvir etmekten ziyade, darmadaginik ve tekinsiz yikinti

yiginlarini kullanilabilir verilere doniigtiirmeyi, mevcut

“BURNT PANORANIA™
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direct visual testimony made it the medium of choice for
covering trauma and for the immediate documentation of
catastrophic events. From the 1850s onward, photographic
images of ruin, incurred by wars, natural disasters, or
accidents, were globally circulated as items of popular
spectacle and entertainment (in the form of commercial
albums), journalistic coverage, scientific assessment, or
institutional surveillance and record-keeping. Alongside print
albums, stereoscopes, lantern slides, and postcards, panoramic
photography was among the myriad formats and techniques
employed for the photographic display of traumatic events.
Informed by the immersive charge of earlier painted panoramas
or dioramas (depicting cities and landscapes ruined by fires,
earthquakes, or wars), panoramic photography made disaster
images a popular ground for pleasurable and investigative

looking, as well as a surrogate for travel and witnessing.*

The panoramic photographs of the Great Fire of Pera are among
the earlier examples of post-fire panoramic photography,
immediately preceding those documenting the massive fires of
Chicago (1871) and Boston (1872) (fig. 4, 5). Both images of the
Pera event are multi-plate sequential panoramas assembled in
the form of albumin prints and pasted on consecutive pages of
the Sun Fire Office ledgers as annexes to the Rose report. The
first “panorama”® (according to the images’ order of placement
in the report), a totalizing view of the core of the disaster,
extending from the Artillery Barracks in Taksim and the

Armenian Catholic Church of Surp Hovhan Vosgeperan to the

K Figure 4: Detail from a panoramic photograph depicting the aftermath of
the Great Chicago Fire, 1871. City of Chicago Archives.

+ Figure 5: The aftermath of the Great Boston Fire of 1872, showing
Washington and Bromfield Streets. Boston Public Library.

left, all the way to the British Embassy to the right, comprises
four conjoined prints folded on both ends to fit the pages.** The
second print is a three-piece panoramic image, of similar length
and format but with a slightly wider vista, offering a more
extensive view of the northern fringes of the fire (to the bottom
of the print) lying closer to the vantage point of the camera.
Both “panoramas” must have been photographed in the second
half of June, after the roads were cleared by drillers and most of
the rubble was removed, at the time Agent Rose was preparing
his report.”® The second (three-piece) image must have preceded
the first one, since it shows a forest of brick fireplace chimneys,
standing tall in the mutilated landscape, which were later
pulled down for security purposes; no trace of the chimneys

remains in the first (four-piece) version.

Several discrepancies between adjoining prints in both works
(especially in the second, where the entire domed section of the
Greek Orthodox church of Agios Konstantinos seems to have
been cropped out) suggest that neither of the photographic
assemblages were produced by cameras with professional
apparatuses (such as rotating devices and moving plates)
especially developed for panoramic photography in the 1860s.'
Arguably, owing to such defects in the seaming of prints, neither
versions of the fire “panorama” would qualify as commercially
marketable items. Still, the overall tonal consistency of the
individual prints and the exactitude of details (save for one
blurred spot in the second, three-piece version) indicate the
workings of a hand well-versed in photographic technology.
Such visual indications, of course, elicit questions of authorship
and patronage. Even though they were located among the Sun
Fire Insurance Agency records, neither the images themselves
nor the accompanying written documentation present any

definitive information on who took the photographs and who
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olmayan bir olayin maddi izlerini tanisal bir incelemenin
temeli olarak kaydetmeyi amacliyordu. Fotograf teknolojisi
on dokuzuncu ytizyilda bilim, hukuk veya kriminoloji
alanlarina yeni kanit standartlari sunarken, panoramik
fotograf da mekanik ve biitiinlestirici vizyonuyla sigorta
endistrisinin adli protokollerine gerektigi gibi eklemlendi.
Panoramik imajin sundugu genis ac¢1, insan géziiniin yalnizca
hareket halindeyken kavrayabilecegi gibi kapsamli bir

goris saglayarak gozlemcinin yikici bir olayin titm maddi
etkisini kesin detaylariyla ayrintilandirmasina ve hasari
derecelendirmesine olanak taniyordu. Beyoglu yangini
ozelinde, sigorta haritalari yanan alani homojenlestirip
mecazi anlamda diizlestirirken, panoramik tasvirler felaketi
ve sonrasini mekansallastirmaya yardimci olarak izleyicinin
yikimin seviyelerini ayirt etmesine ve cografi dagilimini
degerlendirmesine olanak tanimaktaydi. Rose’un ilk resmin
dstine el yazisiyla yazdig:r notun da vurguladig: tizere, Grand
Rue de Péra’nin (bugiinkii istiklal Caddesi) sag yakasina
karsilik gelen ve haritalardaki “harap mahalleler” ile birlikte
isaretlenmis olan “Panorama’nin tist kismindaki yapilarin
cogu” gergekten de “yanmisti ama duvarlar: ayaktaydi””*®
Fotografta gortuldugi sekliyle yanginin yarattigl tahribatin
esitsiz dagilimi, bakanlar: felaketin zengin maddi tarihiyle

iliskilenmeye davet ediyor.

Erkki Huhtamo’nun bu katalog icin yazdigi boliimde belirttigi
tizere, panorama (ya da bizim durumumuzda panoramik bir
fotograf) “detaylardan ziyade goz, bas ve bedenin kapsamli
hareketiyle iligkili bir buttinliikle ilgilidir. Panorama elbette—
siklikla ¢ok sayida—detay barindirsa da bunlar kapsayict

bir bakisin hakimiyeti altindadir.”* Bu durum, muazzam
miktardaki ayrintiy1 yikima dair kapsayici bakigin hakimiyeti
altina alarak tarihciyi yanginin maddi gercekliklerine
odaklanan adli bir aragtirma yapmaya davet eden “kiil
panorama” i¢in de muhakkak gecerlidir. Panorama deneyimi,
karmasik ve dontigtimli bir pargalara ayirma ve yeniden
birlestirme stirecini gerektiriyor: Kuzeybati Beyoglu’nun on
dokuzuncu ytizyila has kentsel dokusu 5 Haziran 1870°de
paramparca olmustu. Sonrasinda bu parcalar kameranin
belgesel miidahalesiyle zaman ve mekanda sabitlendi

ve sigorta fotografciliginin felaketi bitinligi icinde
yakalayip yeniden bir araya getirme iddiasini tasiyan genis
tanisal cercevesine tabi kilindi. Bununla birlikte kadrajin
icerdigi ayrintilarin dokusu ve katmanlilig, bakan kiginin

bu kapsayici bakisi yeniden parcalarina ayirmasina ve

olay sirasinda ve sonrasinda cereyan eden yasam ve 6lim
hallerine dair farkli sorusturma ve adli gézlem yollar1

agmasina da olanak tanir. Her halikarda, yanginin sifir
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noktasinin panoramik temsillerinin sigorta endiistrisinin adli
durttlerine nasil hitap ettigi aciktir: Panoramik mercegin
toptanci bakigi sayesinde, mitmessiller yikimin mekansal
hatlarini kavradiklarini ve kentin yeniden insasinin nasil
ilerleyecegini dngordiiklerini iddia edebiliyorlardi. Sunduklari
yogun detaylarla panoramalar, yanginin adli yontemlerle

geriye dontik takibini de miimkiin kild1.

FOTOGRAF VE ADLI ESTETIK

Felaket bolgesinin iki panoramik gorintiisti ve tahrip
olmus kagir binalarin tekil fotograflari, yanginin mekansal
ve mimari etkisini dogru maddi ayrintilarla kaydetmek
amaciyla Rose raporuna eklenmisti. Sun Fire miumessilleri,
bolgenin adli analizinin yapilabilmesi icin gerekli kogullar:
yaratirken bilhassa fotografin faydali bir olgusal veri
kaynagi oldugunu diistinmiis olmalilar. Fakat mtimessiller
fotografin aracisiz, mekanik belgeleme iddiasina ragmen
kendi bagina kesin bir kanit olarak nitelendirilemeyeceginin
de farkinda olmaliydilar. Teknik bir arac olarak bolca detay
ve yogun ham bilgi sunan fotograf, genellikle sonsuz anlam
olasiliklar1 iceriyor ve dogas1 geregi belirsizlik iceriyordu.
Fotograflarin Pera sorusturmasina kullanilabilir veri olarak
hizmet edebilmesi i¢cin Sun Fire Sirketi’nin kendine has
kayitsal ekosistemine dahil edilmesi ve goriintiilerin sigorta
endiistrisinin ticaret odakli, risk ve hasar temelli analitik
mekanizmalariyla uyumlu hile getirilmesi gerekiyordu.
Dolayisiyla, okunabilirlik agisindan, fotografin optik, s6zel
olmayan mantigl, sigorta raporlarinin 6ztinde dogrusal,
metin ve say1 temelli olan anlat1 diizeniyle esgiidumli

héile getirilmeliydi.?° Uygulamada, miimessiller fotografin
kanitlarini saha degerlendirmeleri, tanikliklar, basin
haberleri ve haritalardan toplanan diger veri bicimleriyle

capraz olarak referanslamak zorundayd:.

Diger teshis teknikleriyle ittifak iginde olan fotograf, sigorta
raporunda olayla ilgili anlatinin olusturuldugu temsili,
kanitlayici siirece katk: sundu. Bir diger ifadeyle, yanginin
etkisinin dogrudan ve belirtisel kaydini tutan fotograf,
guntimitzde “adli estetik™ olarak tanimlanan kritik temsil
stirecinin etkin bir unsuru oldu. Adli estetik kavrami son
donemde gelismekte olan—yargisal ve politik stireclere
kanita dayali miidahalelerde bulunmak amaciyla yapili
cevreyi (binalar, kentsel mekanlar, peyzajlar ve nesneler)
mekan ve medya analizi teknikleriyle inceleyen disiplinler
aras1 bir aragtirma alani olan—“adli mimarlik” alani icinde
kullanima girmigtir.”* Sigorta kegif ve anlagmazliklarina
dayanan kokenleriyle adli mimarlik alani, on dokuzuncu

yizyilda (fotograf gibi) yeni medya araclarini iceren—
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commissioned them. The officers of the Sun Fire Insurance
Agency in London thank Henry Rose for the photographs, but
this may be solely because he attached the photographs to

his report, rather than taking them himself in the first place.
Given the skill and expertise required to produce even the most
rudimentary form of panoramic photography in those years
(with the ordeals involved in the matching and processing of
individual glass plates, as well as the management of light and
atmospheric change in the course of shooting), it is more likely
that Rose hired a local photographer to accomplish this delicate
task. After all, the two panoramas were documents of critical
value for the insurance company, since the cold, leveling gaze of
photography was expected to link objects and bodies in space,
indicate connections, reveal subtle and imperceptible details,

and help make the evidence speak for itself.

Considering the case of Istanbul, the panoramas of the 1870
fire constitute the earliest known examples where panoramic
photography as a genre, heavily commercialized by local and
foreign photographers alike in the form of souvenir albums,
was enlisted to document the dismal setting of a major urban
catastrophe.”” Rather than portraying the city and the Bosporus
as objects of pleasurable contemplation, the fire panoramas
were meant to record the direct material traces of an absent
event as a basis for close investigative scrutiny, turning the
uncanny pile of fragment and ruin into serviceable data. As
photographic technology offered new standards of evidence

in fields such as science, law, or criminology in the nineteenth
century, panoramic photography, with its mechanical and
totalizing vision, was duly incorporated into the forensic
protocols of the insurance industry. The sweeping angle offered
by a panoramic image, providing a comprehensive, stationary
view of what the human eye can grasp only while moving, enables
the viewer to demarcate and reticulate the entire material
impact of a destructive event in precise detail. In the particular
case of the Pera Fire, while the insurance maps homogenize
and figuratively level the burnt area, the panoramic portrayals
help spatialize the disaster and its aftermath, allowing the
viewer to differentiate levels of destruction and take stock of
its geographical dispersion. As Rose’s handwritten note on top
of the first picture also underlines, “most of the buildings on
the upper part of the Panorama,” which correspond to the right
bank of the Grand Rue de Péra (present-day Istiklal Street) and
are marked out alongside the “ravaged neighborhoods” in the
maps, were indeed “burnt, but [their] walls [were] standing”*®
The unequal distribution of the fire’s ravages illustrated in the
photograph invites the viewer to engage in a richer material
history of the catastrophe. As noted by Erkki Huhtamo in his

chapter for the present catalog, a panorama (or a panoramic
photograph, in our case) “is not about details—it is about
comprehensiveness associated with a sweeping movement of the
eyes, the head, the body. A panorama certainly includes details,
often huge quantities of them, but they have been subordinated
to an overarching vision that dominates over them.”® This is
certainly true in the case of the “burnt panorama,” where the
overarching vision of destruction dominates over the enormous
quantity of details, which invite the historian to engage in a
forensic investigation of the material realities of the fire. The
panorama calls for a complex, alternating process of dis- and
reassembly: northwestern Pera’s mid-nineteenth-century urban
fabric had been shattered into pieces on June 5, 1870; it was then
fixed in time and space through the documentary intervention
of the camera and subordinated to insurance photography’s
broad diagnostic frame that claimed to capture and reassemble
the disaster in its totality. But the layered and textured details
contained in the frame also allow the viewer to disassemble this
overarching vision and open distinct pathways into a forensic
investigation of life and death during and after the event. In any
case, how the panoramic representations of ground zero spoke to
the forensic impulse of the insurance industry should be clear:
through the totalizing gaze of the panoramic lens, the agents
could claim to grasp the spatial contours of the destruction and
foresee how the reconstruction of the city would proceed. With
the enormity of details they provided, the panoramas also made

possible the forensic backtracking of the fire.

PHOTOGRAPHY AND FORENSIC AESTHETICS

The two panoramic views of the disaster zone, alongside
individual photographs of ravaged masonry buildings, were
appended to the Rose report in order to register the spatial
and architectural impact of the fire in accurate material
detail. In creating the conditions for a forensic analysis of the
site, the Sun Fire agents must have considered photography
a particularly beneficial source of factual data. Yet the
agents must also have been aware that, despite its claim of
unmediated, machinic documentation, photography hardly
qualified as conclusive evidence in its own right. Offering
an overabundance of detail and a surfeit of raw information
as a technical medium, photography often involved

endless possibilities of meaning, and remained inherently
indeterminate. In order to serve as practicable data for the
Pera investigation, photographs were to be incorporated
into the distinct record-keeping ecosystem of the Sun Fire
Company, and images had to be made compatible with the
commercially oriented, risk- and damage-based analytical

mechanisms of the insurance industry. For purposes of
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Beyoglu'nda Sun Fire’1n yirittagi tiirden— sorugturmalarin
operasyonel mantigini incelemek i¢cin kullanisli kavramsal
ve medya odakli analiz modelleri saglar. Adli mimarlik
pratiginin temel bir bilegseni olan adli estetik, bir olayin
maddi izlerinin anlagilir kilindig1, kanit 6beklerinin
iliskilendirildigi, tanitildig1 ve yorumlandigi, hakikat
iddialarinin sahnelendigi ve inandirici, ikna edici anlatilar
biciminde kamuoyuna (Sun Fire miimessilleri i¢in sirket
idaresine) aktarildig: temsil tekniklerini ve teknolojilerini
ifade eder. Dolayisiyla Beyoglu yangini 6rneginde, giicli

bir ispat arac1 olarak fotograf, yanginin daginik kanitlari
tizerinden ikna edici bir tezin ortaya ¢ikarildigi karmasgik bir

soylemsel siirece katkida bulunmustur.

Henry Rose’un gerekgesini olustururken ve sunarkenki en
biytk acmaszi, tiirli olumsuz “kosullarin olagantistii bir
sekilde bir araya gelisi”’yle olusan son derece karmagik bir
olay1 anlamlandirmakti. Rose insanlarin, topografyanin, hava
kosgullarinin, malzemelerin ve teknolojilerin ¢oklu failligine
dayanan bir dizi saha nedenselligini tanimlamak ve birbirine
baglamak durumundaydi. Bu ¢cergcevede, saglam tas yapilarin,
demir panjurlari ve kapilariyla “en genis ve en iyilerinden”
olan 6rneklerin dahi alevler tarafindan nasil yutuldugunu
aciklama zorluguyla kars1 karsiyaydi.?> Rose, Sun Fire’in
daha Once yeterince modern ve yangina dayanikli buldugu

ve “sigorta alani” olarak belirledigi, Beyoglu tepelerinde

ve Grand Rue de Péra yakininda olan daha varlikli

ailelere ait yapilarin yanginda tahrip olmasini aciklamak
durumundaydi. Mimessil, raporuna yanginin c¢ikis sebebini
uygun bir sekilde tespit ederek baglar (“yoksul siniflarin™
yasam stiliyle iligkilendirilen bir mangal) ve ardindan
yanginin hizli bir sekilde yayilmasina sebep olan olumsuz
faktorler silsilesini siralar: kuzey yontiinden gelen sert rizgar
saganaklari; yaz mevsimi dolayisiyla ve Ermeni Anayasasi’nin
ilaninin yildontimii hasebiyle bolge sakinlerinin evlerinde
bulunmayisi; bolgenin yoksul kisimlarindaki ahsap binalarin
yaniciligi; yanan ahsap parcalarinin kargir binalarin
catilarina dokiilmesine neden olan dik egimli arazi (bu
durum Britanya Biytikelgisi Henry Elliot tarafindan “alev
yagmuru” olarak tanimlamaistir);* yetersiz yangin sondirme
altyapisi; ve kritik bir modern etken olarak perakende
diikkkanlarinda 6nemli miktarlarda stoklanan sulu gaz
kutulari—Kki yerel tanikliklarin dogruladig: tizere bunlar

yiziinden “hava alev almigtir.”**
Rose bu karmasik faillikleri bir araya getirmek ve yanginin
biytk anlatisindaki bosluklar: doldurmak amaciyla sahadan

toplanan (bina kalintilari veya arda kalan gaz kutulari
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gibi) somut kanitlara odaklanirken saha gozlemlerini
haberler, tanikliklar ve fotografik kayitlarla (panoramik ve
daha 6nce Londra ofisine sundugu yanmis kagir yapilarin
diger gorselleri) capraz olarak kontrol eder. Esas cabast
maddi kanitlari dogrudan “konusturmak” ve adli estetigin
dogasina uygun bir sekilde ¢cogul tani zincirlerini tutarli ve
ikna edici bir anlat1 hilinde biitiinlestirmektir. Ornegin,
Rose, Londra ofisinin tekil bina fotograflarina dayanarak
one stirdigii, kargir binalarin “[ylangina direnme sansinin
. cok az oldugu” varsayimina cevap verirken yanginin
baglangicinda insan miidahalesinin hi¢ olmadigina
(zamaninda yapilacak bir yangin sondiirme caligmasi sz
konusu kagir yapilarin ¢cogunu kurtarabilirdi) dikkati ¢eker.
Boylelikle tartigmanin odagini tekil fotografik kanitlardan
daha genis bir alana gekerek, buyik orintileri, tekerriir
eden anomalileri ve varyasyonlari tanimlamaya yonelik
daha genis, cok nedenli bir anlatiya kaydirir.” Rose’un
raporu, yangina dair tim tanisal baglantilari izi strilebilir,
iligskilendirilebilir ve es zamanli olarak okunabilir kilmay1
amacglar, boylece Sun Fire tarafindan sigortalanan ve
modern olarak algilanan mahallelerin yanginda nasil tahrip
oldugunu ac¢iklamay1 hedefler. Miimessil, Zwierlein’in “Sun
Fire yangin giivenligi olctitti”niin?® ¢okiisii olarak niteledigi

durumu izah etmek zorundadair.

iKI “KUL PANORAMA™: YAPBOZUN

PARCALARINI BIR ARAYA GETIRMEK

Rose’un raporunda yer alan ilk panoramik fotograf,
mimessilin sorusturma onceliklerini gosteren birkac¢ metinsel
miidahale tasiyor: baskida bazi binalar belirgin olarak
isaretlenirken (Taksim’deki Katolik Ermeni Kilisesi veya
Kalyoncu Kullugu’ndaki Hagios Konstantinos Kilisesi’nin
her ikisi de “kurtarilmis™ olarak isaretlenmisti), el yazisiyla
yazilmais bir not, s6z konusu gériintiinin “si[gor]talandirilan
hatt1 gosterdigini—alt kisimlarda ise hicbirinin kabul
edilemez oldugunu” duyuruyor. Rose raporunda “yanginin
asagiya indigi yerlerde [..] evler ve binalar daha kalitesiz

bir yapiya sahipti, bu da gonderdigim son panoramada
acikca konumlandirilabilir” diye ekliyor.”” Gortuntige gore
panoramik janrin Rose’un betimleyici kurgusu i¢indeki ana
islevi, Beyoglu’nu sigorta uzmanlarinin goziinde mekansal
(ve zamansal) olarak ikiye bolen modernlik sinirini belirgin
sekilde gostermekti: bu sinir ¢ogunlukla daha modern yangin
giivenligi standartlarina sahip ve sigortalanabilir kagir
yapilardan olusan iist (batililagmis) kisim ile geleneksel,
yanici yap1 stokundan olusan, sigortalanamaz vaziyetteki
disiik gelirli mahallelerin bulundugu alt (dogudaki ve

“dogulu”) bolimi birbirinden ayiriyordu.

“BURNT PANORANIA™
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legibility, therefore, the optical, nonverbal logic of photography
was to be tallied with the essentially linear, text- and
number-based narrative order of the insurance report.*

In more practical terms, the agents had to cross-reference
photography’s evidence to other forms of data gathered from

field assessments, testimonies, press coverage, and maps.

In alliance with other diagnostic techniques, photography
contributed to the representational, demonstrative process
through which the case about the absent event was made

in the insurance report. Photography, in other words, with

its indexical registry of the impact of the fire, was involved

in a critical representational operation that is defined

today as “forensic aesthetics” within the emergent field of
architectural forensics—an interdisciplinary area of research
that investigates the built environment (buildings, urban
spaces, landscapes, and objects) through techniques of spatial
and media analysis, with an aim to make evidence-based
interventions in legal and political processes. The field of
forensic architecture, with its roots in insurance-based surveys
and disputes, provides useful conceptual and media-oriented
models of analysis for exploring the operational logic of
investigations involving new media (including photography) in
the nineteenth century, such as the one conducted by Sun Fire
in Pera. As an essential constituent of forensic architectural
practice, forensic aesthetics denotes the representational
techniques and technologies by which material traces of

an event are made intelligible, evidence assemblies are

linked, demonstrated, and interpreted, and truth claims

are staged and narrated to the public (for Sun Fire agents,

the administrative body) in the form of credible, persuasive
accounts. In the case of the Pera Fire, therefore, photography,
as a potent demonstrative agent, contributed to the complex
discursive process through which a compelling case was made

out of the interpretation of dispersed fire evidence.

In making and presenting his case, agent Henry Rose’s greatest
predicament was to make sense of an extremely complex event
generated by what he calls an “extraordinary combination of
circumstances.” He faced the challenge of defining and linking a
whole lineup of field causalities (based on the multiple agencies
of humans, topography, weather conditions, materials, and
technologies), and to explain how even the most solid stone
buildings, “some of the broadest and finest” with iron shutters
and doors, were devoured by the flames.*” Rose had to account
for the ruination of buildings belonging to more affluent
families up the hill, close to the Grand Rue de Péra, which had

earlier been deemed sufficiently modern and fire-resistant by

Sun Fire, and demarcated as a “field for insurance.” The agent
starts his report, appropriately, by identifying the original
cause of the fire (a brazier, associated with the lifestyle of the
“poorer classes™), and then lists a coinciding array of negative
factors contributing to its rapid expansion: a gale of northerly
wind; the absence of inhabitants due to the season and to
celebrations of the anniversary of the promulgation of the
Armenian Constitution; the flammability of wooden buildings
in the poorer sections of the district; steep downslopes that
carried burning fragments of wood to the roofs of masonry
buildings (defined as “burning rain” by British ambassador
Henry Elliot);* insufficient firefighting infrastructure; and, as
a critical modern intervention, canisters of liquid petroleum
stocked in significant quantities in retail shops, because of

which, local testimonies affirm, “the air was on fire.”**

In order to bring these complex agencies together and fill in
the lacunae in the greater narrative of the fire, Rose focuses
on hard evidence gathered from the site (like building remains
or surviving canisters of petroleum), while cross-checking his
detailed field observations with news accounts, testimonies,
and the photographic record (panoramic as well as other
images of burned masonry buildings he presented earlier to
the London office). His main effort is to make the material
evidence speak, and to interweave multiple diagnostic threads
into a textured, coherent, and convincing account, true to the
nature of forensic aesthetics. Responding, for instance, to the
London office’s assumption, on the basis of individual building
photographs, that masonry buildings had “little chance of

... resisting [the] conflagration,” Rose draws attention to the
total lack of human intervention at the outset of the fire (a
timely firefighting effort could have saved most of the masonry
structures in question), thereby shifting the focus away from
individualized photographic evidence to a broader, multicausal
narrative geared toward identifying patterns, recurring
anomalies, and variations.” Rose’s report is aimed at making
all diagnostic connections traceable and simultaneously
readable, ultimately in order to explain how the allegedly
modern quarters insured by Sun Fire had been devastated by
the fire—the agent had to account for what Zwierlein calls the

failure of the company’s “fire safety yardstick.”>

THE TWO “BURNT PANORAMAS™:

PIECING TOGETHER THE PUZZLE

The first panoramic photograph embedded in the Rose
report carries a few textual interventions that indicate the
agent’s investigative priorities: some individual buildings are

labeled as landmarks on the print (the Catholic Armenian
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Ahsap binalarin yangin patolojisi, geleneksel mahallelerin
kentsel ve maddi dokusunu sergileyen ikinci panoramada
daha net bir sekilde ortaya konuyor; burada afet bolgesinin
giney ve giineydogusunda kalarak yangindan zarar
gormemis olan ve dar sokaklar boyunca 6beklenmis ahsap
evlerden olusan mahalleleri goriiyoruz. Numaralandirilmaisg
aciklamalar ve kapsamli bir lejant iceren ikinci panorama,
panoramik formun uzun tarihinin maddi bir kalintisidir.
Erken modern basili ciltlere eslik eden graviirla kent
portrelerini ya da daha sonrasinda popiiler turist
rehberlerine eklenen fotografik panoramalari animsatir.
Panoramanin metinsel ve sayisal gostergeleri, yangin
sorugturmasinin amaglari dogrultusunda fotograf icerigini
sigorta gsirketinin metin temelli argiv yonetimi sistemiyle
tam olarak biuttinlestirmeyi amaclamaktadir. Kirk cografi
isaretle imlenmig panorama, yanginin ilerleyisinin baglangic
ve bitis noktalarini belirtirken, sokak isimlerini ve simge
yapilari numaralandiriyor ve envanterliyor. Goruntiintin
yakindan incelenmesi, enkaz ve kalintilar boyunca 6nemli
caddelerin izini stirmeyi, mahalleleri ve yapilart mekansal
baglaminda tespit etmeyi ve yap1 tipolojilerini ayirt etmeyi
saglarken mimari ve topografik sinirlari, farkliliklar:

ve gecigleri de belirgin kiliyor. Panoramanin arsivsel
mantig1 sayesinde fotograflardan elde edilen gorsel bilgiler
haritalarla, taniklik kayitlariyla, bireysel tazminat talepleri
ve detayli hasar raporlariyla eslestirilebilir hale gelerek,
sigorta mtimessillerinin kurguladigi kapsamli yangin

anlatisina eklemleniyor.

Bu iki panoramik imaj, felaketin tiim izlerini tagiyan

kent manzarasini ve onun mimari 6gelerini belgesel
kanitlar olarak sergilemeyi amacliyor; burada Beyoglu’nun
agag1 mahalleleri edilgen bir arka plan olarak degil,
doniigtirici bir hadisenin kaydini tutan etkin bir fail
olarak goruntiileniyor. Panoramik fotograflar maddenin
yangina nasil yanit verdigini teshir ediyor ve hadisenin
ortaya ¢ikisinda insanlarin ve maddi ¢evrenin bilesik
failligini gorsellestirmeyi kolaylastiriyor. Rose’un ticari
saiklerle sekillenmis detayli yangin okumasi, karmagik

bir nedensellikler agini1 hesaba katarak, felaket mahallini,
panoramalarda net bir sekilde tasvir edildigi tizere, modern
ve modern Oncesi kistmlara ayiran sinir ¢izgisini merkeze
aliyor. Hadisenin farkli agamalarina mitidahil olan karmagik
failleri bir arada degerlendiren nihai anlatis1 sahadaki
modernlik sinirinin yangin tarafindan nasil ihlal edildigini,
agildigini ve gegersiz kilindigini gésteriyor. Adli estetik
acisidan basarili bir 6rnek olarak Rose’un raporu, felaketin

olay Orgiistinii etkileyen kritik unsurlar olarak iki tiir
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insan-odakl: failligi 6n plana ¢ikarmaktadir: yanginla
micadele cabalarinin eksikligi ve denetimsiz sulu gaz
kullanimi. Rose, gozlemledigi benzersiz yikim ortinttisintin,
yanginin tiim tahminlerin 6tesinde bir hizla ve kaotik bir
sekilde yayilmasinin, esas olarak depolarda tutulan binlerce
gaz kutusunun neden oldugu bir “yiiksek firin” etkisinden
kaynaklandigini kendinden emin bir sekilde ifade etmigtir.
Nihai kararinda, olgusal kayitlara atifta bulunarak, gazin
denetimsiz kullaniminin neden oldugu zaaflar1 giiclia

sekilde vurgular:

Sakizagac¢ Caddesi’nde oldugu gibi saglam binalarin
bulundugu sokaklarin tiimiiniin neredeyse elektrik
hizayla, ayni anda alev almasi ve birkag dakika
icinde yok olmasi, i¢lerinin tamamen kiille donmesi
ve duvarlarin i¢ ytizeyinin kusursuz bir sekilde

oksitlemesini bagka hangi unsur acgiklayabilir?>s

Rose raporunu, ahsap insaatin yasaklanmasi, gaz
kullaniminin kisitlanmasi, harg tizerine oturtulmus diiz

cat1 kiremitlerinin kullanilmasi ve istanbul’da temsil edilen
sigorta girketleri tarafindan modern bir itfaiye teskilatinin
kurulmasi da dahil olmak tizere gelecege yonelik, “yeni
yapilanmay1 Avrupa’daki herhangi bir mahalle kadar gtivenli”
héle getirecek bir dizi 6neriyle sonlandirir.?” Rose’un raporu
(binalar1 biyiik olasilikla gaz patlamalarinin kurbani olan)
Britanya Sefareti ile paylasilmis ve nihai 6nerileri beg
yabanci sigorta sirketinin Osmanli Devleti’ne gonderdigi
ortak bir layihaya dahil edilmistir.>° Raporun sonunda Rose,
“feci yanginin oldukga istisnai bir olay oldugu™ ve gelecek
yangin guvenligi dizenlemeleri goz 6ntine alindiginda,
“Klonstantinopol]is sigorta alaninin operasyonlar i¢in artik
daha elverisli oldugu ve uygun tarzda devam ettirilebilecegi”

goriugunt yineler.>

BITIRIRKEN. KARSI-ADLI BAKISLAR

Biytk Beyoglu Yangint’nin iki panoramik fotografi, birden
fazla yoklugu cerceveler: mevcut olmayan, anlatilamayan

bir olay; neredeyse tamamen yok edilmis bir kent peyzaji;

ve biyiik bir travmatik hadisenin artik var olmayan,
hikimsiz kilinmis magdurlari. Sigorta endiistrisinin
hizmetine sunulan tanisal araclar olarak fotograf teknolojisi
ve panoramik janr, felaketin korkung¢ sokunu notrlestirerek
yontni degistirmeyi, afet mahallini kurumsal tasvir
protokolleriyle yeniden kodlamay1 ve travmanin tiim

izlerini hasar raporlarina 6zgi klinik formatta yeniden
yapilandirmay1 amacglar. Fakat tiretildikleri orijinal baglama

hitkmeden adli mantik ve ticari saiklere ragmen, panoramik

“BURNT PANORANIA™
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Church in Taksim or the Church of Agios Konstantinos

on Kalyoncu Kullugu are both marked as “saved”), while

a handwritten note announces that the image in question
“shows the line in which ins[uran]ce was made—none being
acceptable in the lower parts.” Rose adds in his report that
“the lower the fire descended ... the houses and buildings were
of inferior construction which can be clearly placed on the
last panorama 1 forwarded.”” It seems that the panoramic
genre’s main role within Rose’s apparatus of description
was to demarcate the frontier of modernity that spatially
(and temporally) divided Pera into two parts in the eyes

of the insurance experts: an upper (westernized) section,
mostly made up of insurable masonry structures with more
modern fire safety standards, and a lower (eastern) one,
with uninsurable lower-income neighborhoods comprising

traditional, lammable building stock.

The fire pathology of the wooden buildings is more clearly
demonstrated in the second panorama, which exhibits the
urban and material texture of traditional neighborhoods
(almost entirely made up of wooden houses along narrow
streets) unharmed by the fire, to the south and southeast

of the disaster zone. Containing numbered annotations

and a comprehensive legend, the second panorama is a
material residue of the panoramic form in its long history;

it is reminiscent of engraved city portraits accompanying
early modern print volumes, or of photographic panoramas
appended to later popular tourist guides. For the purposes of
the fire investigation, the textual and numerical indicators of
the panorama are meant to fully integrate the photographic
content into the text-based archival management system

of the insurance company. Annotated by forty geographic
marks, the panorama inventories, tabulates, and enumerates
street names and landmarks, while signifying the beginning
and end points of the fire’s progression. A close observation
of the image enables one to trace important streets through
the debris and ruins, identify neighborhoods and buildings in
their spatial context, and discern building typologies, while
distinguishing architectural and topographic boundaries,
variations, and transitions. Thanks to the panorama’s
archival plotting, the visual information gathered from the
image can be matched up with maps, descriptive records,
tabulations of individual claims, and damage reports, as

well as with the greater narrative of the fire provided by the

insurance agents.

The two panoramic images are intended to expose

architecture and the cityscape, bearing all marks of the

disaster, as documentary indicators, the foothills of Pera
actively registering a transformative event rather than

merely acting as a passive background to it. The panoramic
photographs evidence how matter responds to fire and help
visualize the composite agency of humans and the material
environment in the unfolding of the event. Taking into
account a complex field of causalities, Rose’s fine-grained,
financially motivated reading of the fire centers on the line of
demarcation separating the modern and premodern sections
of the disaster zone, as clearly delineated in the panoramas.
His final narrative, synthesizing the complex agencies
involved in the episodes of the event, demonstrates how the
frontier of modernity had been violated and trespassed by the
fire. Rose’s report, as an aesthetically streamlined forensic
effort, brings to the fore two types of anthropogenic agency as
the critical elements twisting the plot of the disaster: the lack
of firefighting efforts and the use of petroleum. Rose stated,
with confidence, that the unique pattern of destruction he
observed, the rapid and chaotic spread of the fire beyond all
estimations, was due mainly to a “blast furnace” effect caused
by thousands of canisters of petroleum kept in the stores. His
final verdict, invoking the factual record, strongly underlines
the liability caused by the unregulated use of petroleum,

since, he avers:

what other element can account for the almost electric
speed with which whole streets of solid buildings like
those in Sakizagag street were almost simultaneously on
fire and destroyed in a few minutes the inside entirely
reduced to ashes, and the inner surface of the walls

perfectly calcined.?®

Rose concludes his report with a set of future
recommendations, including the prohibition of wooden
construction, the restriction of the use of petroleum,

and the use of flat roof tiles set on mortar, as well as the
establishment of a modern fire brigade by the insurance
companies represented in Istanbul, which would make the
“new quarter as safe as any in Europe.”” Rose’s report was
shared with the British Embassy (whose premises was most
likely a victim of the petroleum blasts) and his final proposals
were incorporated into a memorandum sent collectively by
five foreign insurance companies to the Ottoman state.’® At
the end of the report, Rose reiterates his opinion that the
“disastrous fire was quite an exceptional occurrence” and that,
given the prospect of new fire safety regulations, “the field

of insurance at Clonstantino]ple is now more favorable for

operations and may be fairly continued.”s!
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imgeler hilen dehsetin damgasini tagiyan bir felaket alanini
isaret eder. Kurumsal, disipliner bakis acisini ne denli kayda
deger bir sekilde yansitirlarsa yansitsinlar, bu fotograflarin
felaket kosullarinda tiretildigine dair bir gtiphe yoktur.
Fotografin optik zenginligi ile tirettigi kaginilmaz bilgi
fazlalig1 sayesinde, fotografcinin ve sigorta miimessilinin
profesyonel hakimiyetleriyle dayattiklar: bakis agisinin
Otesine geceriz. Fotograf her daim niyet edilenden fazlasini
gosterdiginden, panoramik bakis, acinin kanitlarina nifuz
etmemizi saglar, yanginin travmatik deneyimiyle yeniden
iliskilenmemize yardimeci olan alternatif, kargi-adli okumalar

yapmamizi mimkiin kilar.3?

Yangin panoramalari, figlir ve zemin arasindaki geleneksel
iligkinin tamamen ortadan kalktig1, bittinliagi ihlal edilmis,
sekli tamamen bozulup okunmaz hale gelmis bir afet alanini
tasvir ediyor. ici bosalmis pencere ve kapilarin iizerindeki
yogun duman izleri, ayakta kalan duvarlarda sadece izi
kalmais, tamamen yok olmusg binalarin golgeleri, dagilip
enkazi kalmis temel duvarlari, komiirlesmis agac govdeleri
ve kiile donmiis bahgeler; hepsi bir zamanlar canli bir
mahalle dokusunun yerini alan toprak ve molozla birlesip
kaynagmais sekilde panoramada yer aliyor. Panoramalarin

on planinda harap olmus cok sayida ocagin varlig: goze
carpar. Ev hayatinin asal simgesi olan ocaklar, Beyoglu’ndan
Kasimpasa ve Tatavla’ya uzanan alanda bir zamanlarin yogun
mahallelerinde var olan yagsamin tek kalintis1 olarak boslukta,
tek baglarina durur. Issizlagmis cografyaya alabildigine
yayilmis bu ocaklarin gortintiisii, bolgede yasamin devam
ettigine dair isaretlerle zaman zaman kesintiye ugrar:
Yanmuis, ¢iplaklagmig alanlarda hayatta kalanlar icin daginik
bir sekilde yerlestirilmis derme catma cadirlar goziimiize
takilir; ya da kiicitk gruplar halinde, yikintilarin yaninda
sabit bir sekilde fotograflanan, yalniz ve anlagilmasi giic
hareketleri icinde objektife yakalamis afetzedeler, hayatta
kalanlar; alevleri farkli yonlere akitip Brunetti’nin deyimiyle
“ategten diller gibi”** mahalle i¢lerine uzanan, artik
coraklagmis ana caddeleri kullanmaya devam eden mahalle
sakinleri. Kuskusuz ki sigorta miimessileri icin bu kaotik,
parcalanmis peyzajin panoramalari belgesel deger tasiyor

ve adli yorumlama icin olgusal bir zemin islevi goriiyordu.
Ancak fotograflarda tasvir edilen yikimin kallesmis tiyatrosu,
akil ermez bir travma deneyimine aracilik ederken, ayni
zamanda sigorta mtimessilleri tarafindan sogukkanli bir
profesyonellikle gormezden gelinen kisileri, mekanin siradan

sakinlerini ortiili sekilde isaret edip ister istemez igeriyor.
Ceviren: Can Giimiis ispir
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CODA COUNTERFORENSIC GLIMPSES

The two panoramic images of the Great Pera Fire frame
multiple absences: an absent, unspeakable event; an almost
totally annihilated cityscape; and absent, voided sufferers of a
major traumatic incident. As diagnostic tools in the service of
the insurance industry, the technology of photography and the
panoramic genre are intended to neutralize and redirect the
formidable shock of the disaster, recodify the site of suffering
through institutional protocols of description, and reconfigure
traces of the trauma in the clinical format of a damage report.
Yet, despite the commercial motivations and the forensic
rationale involved in their original context of production,

the panoramic vision still speaks of a site of disaster that
bears the stamp of horror. No matter how markedly they
project the institutional, disciplinary outlook, there is no
question that these are photographs created under disaster
circumstances. Photography’s optical richness, its ineluctable
surfeit of information, allows us to see beyond the perspective
of professional mastery imposed by the photographer and

the insurance agents. Since photography always shows more
than what has originally been intended, the panoramic gaze
lends itself to alternative, counterforensic readings that help
us penetrate evidences of suffering and reengage with the

traumatic experience of the fire.*

The panoramas portray a violated, thoroughly disfigured

site, where the conventional relationship between figure and
ground has been entirely obliterated. Traces of heavy smoke
over defaced windows and doors, shadows of burnt buildings
etched on surviving walls, hollowed and derelict foundation
walls, charred tree trunks, and gardens turned to ash, all merge
and blend with the dust and rubble that was once a lively
meshwork of neighborhoods. The rampaged foreground of the
panorama’s frame is dominated by a multitude of hearths,
primal tokens of the home standing alone as the only vestiges
of domestic life in the once-dense neighborhoods stretching
from Pera to Kasimpaga and Tatavla. Their incessant expanse
in the geography is occasionally interrupted by signs of
continued life in the region: makeshift tents for survivors
placed sporadically over the burnt areas, and the survivors
themselves—who were either photographed in small groups,
stationary next to ruins, or captured in their lonely elusive
movements, while still using the main arteries of the region
that wreaked havoc on the built environment by channeling
the flames in multiple directions, “like tongues of fire,” in the
words of Brunetti.®® For the insurance agents, the panoramas of
the chaotic, mutilated landscape functioned as a documentary

form and a ground for forensic interpretation. But the charred

theater of ruin portrayed in the photographs also mediates an
incomprehensible experience of trauma, and inevitably implies
the common inhabitants of the place: the people who were

dispassionately overlooked by the insurance agents.
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