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INTRODUCTION

Globalizing Cultures: Art and Mobility in the Eighteenth Century

THE RECENT HISTORIOGRAPHY of European colonialism has often pos-
tulated asymmetrical relations between Orient and Occident. The conceptual
genealogies of many of the relevant studies can be traced to Orientalism (1978),
Edward Said’s contentious, magisterial, and extraordinarily influential indictment
of the interrelationship between knowledge and power. The Saidian interpretive
framework has been particularly fruitful in rethinking and rewriting the histories
of cross-cultural encounters as they relate to the art and architecture of the mod-
ern period‘l In Orientalism, however, Said makes a distinction that is key to the
inspiration for this volume, Adumbrating the trajectory of European textual rep-
resentations of the Orient (largely the Arab world and India), Said contrasts the
eighteenth century with the centuries that preceded it: “Whereas Renaissance his-
torians judged the Orient inflexibly as an enemy, those of the eighteenth century
confronted the Orient’s peculiarities with some detachment and with some attempt
at dealing directly with Oriental source material, perhaps because such a technique
helped a European to know himself better” In a passage that follows several pages
later, Said makes a further distinction: “Sensuality, promise, terror, sublimity, idyl-
lic pleasure, intense energy: the Orient as a figure in the pre-Romantic, pretechnical
Orientalist imagination of late-eighteenth-century Europe was really a chameleon-
Like quality called (adjectivally) ‘Oriental’ But this free-floating Orient would be
severely curtailed with the advent of academic Orientalism.™ Bracketed between
the enduring hostilities of the Renaissance and the rigid academic taxonomies of
the nineteenth century, the eighteenth century thus appears unique as a time of
flexibility, mobility, and possibility as regards European relationships with and
representations of the Orient. As Oleg Grabar has suggested, “for better or worse,
depending on oné’s ideological bent;” many aspects of Europeans’ perceptions “of
the world and its history [were] shaped during the eighteenth century’™

In the three decades since its publication, Orientalism has sustained criticism
for its reductive treatment of complex historical processes, as well as for its theoreti-
cal inconsistencies.’ In addition, notions of unrelenting hostility between Renais-
sance Europe and the Orient have been mitigated by research demonstrating the
complex cultural entanglements of the Ottoman Empire and the mercantile city-
states of peninsular Italy, and their mutual centrality to the phenomena compris-
ing the Renaissance.® Nevertheless, Said’s emphasis on the eighteenth century as
marked by a difference from the academic Orientalism of the nineteenth century
bears much closer consideration than it has received to date.

If the distinction that Said makes regarding European representations of the
Orient forms one axis of inquiry for this volume, the other is necessitated by the
paucity of studies on the art and architecture of the eighteenth century in the artis-
tic histories of the Middle East and South Asta, despite the period’s centrality to the



development of incipient globalization (or of globalized world views).” In general,
analyses of the transregional cultural flows that marked the century have privileged
“the reception of Buropean forms and ideas, ignoring or marginalizing the multidi-
rectionality of exchange, preexisting or enhanced cultural flows that operated out-
side Buropean parameters, and the role of major imperial and sub-imperial centers
such as Istanbul or Lucknow in the dissemination and mediation of Western Euro-
pean forms.

By bringing together essays dedicated to different geographical regions, artis-
tic practices, and media, the present volume seeks to draw attention to the com-
plex transregional imbrications affected by the mobility of cultural forms-during
the eighteenth century. As Said’s observations in Orientalism suggest, for much of
the eighteenth century, epistemological interest in cultural difference was neither
fully predicated on the “other” as one element of a binary category nor on the need
for empirical data provided by European observation alone. On the contrary, the
entanglements of the Orient/Occident are figured by the character of the Nabob
(and the ambivalence that he aroused) or by the images of Europeans depicted 4 I
turque by Jean-Baptiste Vanmour (1671-1737) and Jean-Etienne Liotard (1702~
89), images that popularized modes of self-representation central to the turqueries
and oriental masquerades of the period.* The goil turque that characterized these
extravaganzas found more static expression in eighteenth-century landscape archi-
tecture, painted interiors, furniture, decorative arts, and architecture. Representa-
tion was clearly important here as a vector for the appropriation and reception of
“sriental” elements and styles and their centrality to the formation of contempo-
rary European notions of identity.

This desire for appropriation, consumption, and knowledge of “others” was
not unique to the West, nor did European notions of the East go uncontested. The
“Tulip Period” (Lale Devri) in Ottoman historiography (ca. 1703-30) is, for exam-
ple, defined by openness to Europe in Ottoman adrninistration, technology, and
artistic production. In 1727, during the reign of Ahmed I1l, the Hungarian convert
Ibrahim Miiteferrika established a celebrated Ottoman-language printing press
in Istanbul, among the products of which was the Tarth-i Hind-i garbi (History of
the Americas) based on the sixteenth-century Italian translations of Historia de las
Indias by the Spanish historian Francisco Lépez de Gomara.® Published in 1730,
the volume included twelve woodcut prints providing imaginative visualizations
of the flora and fauna of the Americas to accompany the text. While Miiteferrikd’s
printing press aimed to translate European works for local consumption, Ottornan
intellectuals took up the pen to enlighten Europeans about the nature of the Otto-
man Empire. Ignatius Mouradgea d Ohsson'’s Tableau général de 'Empire Othoman
(Panorama of the Ottoman Empire), published in two volumes in 1787 and 1790,
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was the first illustrated history written by an Ottoman to be published in French
and produced by French artists and artisans, some following Ottoman originals.*®
For example, the possibility that Ohssons depiction of Mecca owed something
to Ottoman paintings of the holy city has been raised by several scholars. Grabar
has also suggested that one of the carliest images of Mecca to appear in Europe, an
engravihg by the Viennese architect Fischer von Erlach (1721 and 1725), may have
‘drawn on similar sources." o _ '

The essays comprising this volume remind s that exposure to transregional
cultures and cultural forms stimulated local practices, thought, and political agen-
das as well as new technologies. They demonstrate that from trade to travel-book
fllustrations, from images of foreign landscapes to modes of dress, from practices of
conspicuous collection and display to contemplation and criticism, art and archi-
tecture in the eighteenth century became not oaly a public phenomenon butalso a
cross-cultural concern. Austrian, British, Danish, Dutch, and French artists, archi-
tects, patrons, and critics all responded to the world outside Europe in the con-
tent, style, or techniques of their practices. Ottoman, Indian, Persian, and Japanese
painters, authors, craftsman, and intellectuals were equally enthusiastic about both
receiving and responding to the arts of Europe.

A secondary aim of the volume, therefore, is to underline the absence of a single
or uniform mode of viewing, appropriating, and interacting with “others” during
the eighteenth century. Instead, it tries to show how specific needs, general politi-
cal conditions, and contemporary questions of commerce, creed, and technology
informed the emergence of cross-cultural forms and practices.

While the majority of the articles in this volume focus on the eighteenth cen-
tury proper, the first and the last bracket the century by considering the ante-
cedents and legacies of the mutual curiosity that peaked in the 1700s around
the circulation of artifacts, ideas, and individuals. The opening essay by Sanjay
Subrahmanyam traces artistic interactions between India and Western Europe
from the perspective of the longue durée, setting the scene for the essays that fol-
low by emphasizing the reciprocal cultural interests of the Gunpowder Empires
and Europe. Subrahmanyam’s article considers the presence of the Jesuits in the
Mughal court and the evidence that Mughal paintings of the sixteenth and seven-

 teenth centuries offer for the reception of European (including explicitly Chris-
tian) iconographies. Unlike previous work on this topic, Subrahmanyam’s essay
also highlights the reception of Mughal painting in Europe during this period,
drawing attention to the role of European artists in facilitating the transporta-
tion of Indian objects, jewelry, and illustrated manuscripts to the West. Many of
these were then used as sources by sedentary European artists, including Rem-
brandt. The idiosyncratic paintings of late seventeenth-century Dutch artist Wil-
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lem Schellinks {ca. 1627~78), which allude to and embrace Mughal iconographic
conventions, aze of particular interest, appearing to prefigure the eclecticism of
* many eighteenth-century European visual practices.

While Subrahmanyany’s opening essay highlights the circulation of people and
images between Burope and South Asia, assuming a diachronic approach to their
cultural value and transformative impact, the closing article by Mercedes Volait
casts  retrospective eye on eighteenth-century European conceptual and visual
categories. Her essay is concerned with the representation of Egypt through the
work of nineteenth-century Frénch Orientalists. The Description de IEgypte (1809)
that resulted from Napoléon’s colonial adventure of 1798 has long been seen as
a key moment in the assertion of Enlightenment aesthetics, ideologies, and tax-
onomies, with its meticulous recording of the customs, manners, and monuments
of Egypt.? Yet Volait’s contribution reveals that it may have been the exceptional
project of no less exceptional political and military circumstances. Volait argues
that in later nineteenth-century European classifications of “Arab” art and architec-
ture, the conceptual and visual categories constructed around the collecting strate-
gies of eighteenth-century artists and travelers came to constitute comprehensive
discourses about the East based on etic disciplinary modes lacking in any local,
historical, or contextual basis. Examining the works of artist/traveler/collector
Louis-Prancois Cassas (1756-1827), whose architectural images were intended to
permit formal comparisons across cultures, and Jules Bourgoin (1838-1908), the
theoretician of Islamic ornament, amongst others, Volait highlights continuities
between an Enlightenment propensity towards formal rationality, abstraction, and
universalism, and the universalized epistemologies and comparative taxonomies
that marked nineteenth-century Orientalism. .

~ Bracketed between Subrahmanyam’s discussion of transregional image flows
before the eighteenth century and Volait’s analysis of the debt owed by nineteenth-
century Orientalist representation to Enlightenment epistemology, the articles
comprising the rest of the volume explore aspects of the transregional circulation
and consumption of artistic concepts, forms, images, and media in places rang-
ing from Egypt and Turkey to India and Western Europe. While no claim is made
for comprehensive coverage of the period, the essays aim to offer a new vision of
the “global” eighteenth century. Among the topics discussed are an expansion in
the economic base of artistic patronage through the rise of sub-imperial elites or
mercantile bourgeoisies; the role of mobility in the figure of the traveler and illus-
trated travelogues (and the mediating role of both); the reciprocity of the cultural
exchanges occasioned by these developments; the consequent embrace of icono-
graphic and stylistic eclecticism (whether reflexively or not} as an aesthetic value;
and the mirroring function of cultural forms enabled through circulation.
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Mobility, Mercantile Imperialism, and Eclecticism

Perhaps the most characteristic feature of the exchanges examined in this vol-
ume is their dependence upon new patterns of mobility often associated with the
emergence of what might be dubbed “mercantile imperialism.” The phenomencn
was marked by the development of powerful and pioneering mercantile interests
during a period when Britain, France, the Netherlands, Denmark, and even land-
locked Austria competed for trading privileges (and often economic and political
control) over large portions of the globe. One result was the increased mobility of
specific individuals—adventurers, envoys, or merchants—who traveled between
the Orient and Europe, or within both. Accounts of Europeans in the Orient have
received sustained attention, but the eighteenth century also sees the appearance of
both works on the Orient written by its denizens, and accounts of Europe written
by Eastern visitors. The two most famous examples are Ohssons Tableau général
de PEmpire Othoman written between 1764 and 1784, and the Travels of Dean
Mahomet, an Indian surgeon who served in the Bengal army of the East India Com-
pany before settling in the British Isles, published in 1794. a

Elisabeth Fraser’s conribution to this volume deals with the first of these works,
and its lavish illustrative program, which draws aftention to the Ottoman contri-
bution to the rise in production of {Hlustrated travel literature as the century pro-
gressed. Tts author, Muradcan Tosunyan (1740-1807), an Ottoman-Armenian
interpreter to the Swedish Embassy in Istanbul, traveled to Paris to publish his oeu-
vre, which he ultimately dedicated to the Swedish King Gustav [IL** His illustrated
history of the Ottoman Empire represented a tolerant Islam in an Oriental polity
that was in many ways an answer to contemporary European representations of .
Islam as a flawed religion, With eight hundred pages of text and 233 plates, the work
was unique as a reflective history of the Ottoman self intended for the consumption
of others. Fraser’s article details the painstaking production of this work, which
brought together European and Ottoman elements to produce a complex culturally
(and visually) heterogeneous object.

During the same period, Dean Mahomet (1759-1851), who arrived in Ireland
with Captain Godfrey Evan Baker, his East India Company employer, in 1784,
and married a member of the Anglo-Irish gentry soon after, published his mem-
oir. Written for an Anglophone audience, the work adopts the epistolary form
then in vogue in England, especially for travel writing.!* The Travels point to 2
burgeoning Indian diaspora in the British Isles at the end of the eighteenth cen-
tury. Dean Mahomet stands at one end of the social spectrum of this diaspora.
At the other are the Indian servants, slaves, and sailors whose penurious circum-
stances were increasingly to preoccupy the British authorities in the following
century.”?
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If Dean Mahomet represented India to a British metropolitan audience, other

more transient Indian visitors during the same period recorded their impressions
. of England and Ireland for the educated Persian-speaking elites of their homeland,
Two Persian accounts written by Indian Muslims who visited England in the sec-
ond half of the eighteenth century are known; the Shigarf-nima-e Viliyat (Wonder
Book of England) of Mirza I'tisam ud Din, an envoy of the Mughal court, who tray-
eled in England between 1766 and 1769, and the Masir-¢ Talibt fi bilad-e afranji
(Talibs Travels in the Land of the Franks), written by Mirza Abu Tatib Khan Isfah-
ani, an inhabitant of Lucknow and former official of the Nawabi court of Awadh
(Oudh), who visited England and Ireland between 1799 and 1803, Both were trans-
lated in full or in part into English in the first quarter of the nineteenth century.
Abu Talib also traveled in Ireland, encountering Dean Mahomet there in 1799; the
meeting features in the Masir-¢ Talibi, where Abu Talib informs his Indian readers
of Dean Mahomet’s success, his marriage to a beautiful woman of rank, and his
authorship of a book outlining the customs of India. !¢

Recently, a third Persian travelogue has come to light, an account written by
Munshi Isma‘il, a Bengali secretary to a servant of the Bast India Company, who
was in England between 1772 and 1773, Munshi Tsma‘il visited Bath, and the coffee
houses and gardens then fashionable in London, but from the point of view of the
transcultural reception of architectural forms, perhaps the most interesting part
of his account is the horror inspired in him by the uniformity of contemporary
Georgian domestic architecture. This related to the impossibility of distinguishing
between adjacent Georgian town houses, apart from by their number-plates, which
led him to avoid unaccompanied explorations of the city.? .

Marny of these authors {and those whom they inspired although they had never
set foot in Europe) demonstrate a comparative approach to their delineation of
European life and customs, including the structures of contemporary politics. They
often note aspects of social organization and technological developments, includ-
ing the speed with which the printing press permitted the circulation of texts free
from the errors introduced through dependence on scribes. 't

Interestingly, the question of gender and comparative approaches to its articu-
lation in social organization emerge as topics in these Indo-Persian travelogues
on Western Europe just as the same topic was being addressed in contemporary
European accounts of the Orient. Among the latter, perhaps the most radical
contemporary cross-cultural treatment of gender is found in the letters of Lady
Mary Wortley Montagu (1689-1762), the wife of Edward Montagu, the English
ambassador in Istanbul, for whom, by comparison with their English contem-
pozaries, the denizens of the harem were “(perhaps) freer than any ladies in the
universe*?
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Jonathan Richardson {attrib.), Lady
Mary Wortley Montagu, ca. 1725.
Oil or canvas. Reproduction by
kind permission of the 8th Barl of
Harrowby, Sandon Hail

2z

Abdillcelil Celebi, known as

Levni, Dancing Girl, ca, 1720.
Watercolor on paper. Topkap: Palace
Museum, Istanbul, H. 2164, fol. 18r,
Photograph © Topkap: Sarayl Muzest

Ny
2

Published in her famous Turkish Embassy Letters (1763) from the Ottoman
Empire, Lady Mary’s critiques of the society into which she was born and her own
“otherness” from it have assumed a paradigmatic status in modern scholarship.”
A singular character of her time, Lady Mary was a traveler, poet, and intellec-
tual, and de facto outsider in a world where learning, literature, and expioration
formed the exclusive domain of men. The daughter of a nobleman, she was largely
self-educated, and while in Turkey she learnt Turkish and conversed with Otto-
man dignitaries, which led to the writing of her celebrated letters between 1716
and 1718.

Upon her return to England, Lady Mary added a second layer, this time picto-
rial, to the constitution of her phantasmagorical self (Fig. 1}. In 1725 she had her
portrait painted by Jonathan Richardson (1665-1745). "The full-length standing
figure incorporates the visual signs of her sojourn in the Ottoman Empire, indi-
cated by her Turkish attire and the distant view of a city (possibly Constantinople,
though the artist makes no particular effort to confirm it). This was not the first
time a European was depicted in an orfental costume. Since the seventeenth cen-
tury it had been a commonplace for noble travelers and traders in the east to show
off the huxurious fabrics or goods obtained from the Ottoman sultans or the Persian
shahs as a symbol of their own status and wealth. In the eighteenth century, how-
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A Turkish Lady from The Rilamb
Costume Book, 17th century.
‘Watercolor on paper. Royai Library,
Stockholm, Cod R4L &onr 16,
fol.6. Photograph © Royai Library /
Meanuscript Department, Stockholm.

ever, portraits of European noblemen and women (usually those returned from the
Ottoman Empire or India) dressed a Jorientale became more about the constitution
and representation of newly constructed identities than about the presentation of
wealth and riches.?* As Richardson wrote in his treatise on painting, “to sit for one’s
picture is to have an abstract of oné’s life written, and published.™

Lady Mary’s portrait exemplifies the utility of transcultural idioms and motifs
in certain kinds of eighteenth-century self-representations. A substantial por-
tion of her letters from the Ottoman Empire, written as a kind of travel narrative,
was devoted to comparisons and analyses of the commensurability between the
two cultures. Most interestingly, she observes and articulates the affinity between
English and Ottoman culture through a series of commentaries on art. Describing
her experience in a Turkish bath at Softa she writes: “There were many {women)
amongst them, as exactly proportioned as ever any goddess was drawn by the pen-
cil of a Guido or Titian, --- and most of their skins shiningly white.... I had the
wickedness enough, to wish secretly, that Mr. Gervais could have been there invis-
ibly. I fancy it would have very much improved his art...” Through the portrait
that she commissioned from Richardson, Lady Mary’s speculation that these Turk-
ish ladies might be considered as art works or models before an English artist can
now be brought into play by Lady Mary herself posing as a “Turk’”

This presumed “Turkishness” finds further resonances in Richardson’s mode
of rendering the standing figure, which recalls the Dancing Girl by the Ottoman
painter Abdilcelil Celebi (known as Levni, d. 1732), part of an album containing
forty-two full-length portraits dating from the first decades of the eighteenth cen-
tury (Fig. 2). With their innovative style, manifest in a greater animation of fig-
ures and more detailed rendition of moods and costumes than are found in earlier
Ottoman art, Levni’s paintings are usually considered to be the hallmark of the age
of reform during the reign of Ahmed III (1703-30), the “Tulip Period] character-
ized by its receptiveness to European technology and art. As Kristel Smentek’s essay
suggests, the presence of Levni’s contemporary, the Flemish artist Jean-Baptiste
Vanmour, who lived in Istanbul for thirty-eight years, may not have been inconse-
quential for this development.®
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an'n.Zo_ffany, Colonel Antoine

'.er,' C{éude Martin, Johr Wombwell
h__t_he.{ir:;ist in the Background
zL'uﬂikn_;}w, 1786. Gil on canvas.
_gr:éph © The Victoria Museum,
tta

Despite the stylistic differences between Levni’s and Richardsor’s works, there
are striking resemblances in the manners in which the female figures in both paint-
ings are rendered. That both figures are wearing Turkish dresses with décolleté
necklines, pearl-strung headbands, three-band bracelets, and jewelry-encrusted
belts is obvious enough. But Richardson’s canvas also demonstrates a conscious
appropriation of the “Oriental” maniére as understood by European observers. The
French cartographer Jean-Baptiste Bourguignon d'Anville, for instance, described
the Ottoman and Persian style of portraiture in 1721 as offering only profile or
three-quarter profile views, without shadow, and with smooth finish and bright
colors.” In this respect, Richardson’s use of the forward-tilting three-quarter face,
as well as the S-shaped posture pulling up a skirt, is akin to Levni’s innovative style,
which first appeared at the end of the seventeenth century and was later nuanced by
him in the early eighteenth, Richardson’s access to Turkish art has not been deter-
mined. Yet we now know that Levn{’s album existed in at least two further copies.?®
In addition, Ottoman paintings circulated in Europe either as individual pages or
through a number of reproductions bound into albums, such as the Ralamb Cos-
tume Book, which travelled to Sweden with Claes Rdlamb, the Swedish ambassa-
dor to the Ottormnan Empire in the seventeenth century (Fig. 3).# By the same token
Lady Mary may have acquired works by Ottoman artists that Richardson was then
able to draw from, a likely possibility for an artist who himself collected oriental
paintings and drew studies of Ottoman figures.”

The phenomenon to which Levni’s and Richardson’s art attests was by no
means confined to Europe. On the contrary, recent scholarship has brought
to light documentary evidence for the collection of oriental manuscripts by
Europeans and their use by contemporary European artists living abroad.” For
instance, the German-born Johan Zoffany’s painting of Colonel Polier and his
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friends at Lucknow (1786) shows the artist and his patrons surrounding an
album of seventeenth-century Mughal miniatures owned by Antoine Polier, a
Swiss national of French descent employed by the British East India Company
(Fig. 4).* Before his arrival in India in 1765 Zoffany was given the task of copy-
ing Mughal miniatures by Empress Maria Theresa to accompany the original
Mughal paintings decorating her extraordinary Millionenzimmer at Schénb-
runn Palace in Vienna.* In India, first under the patronage of Warren Hastings,
governor-general of the East India Compahy, and later other European patrons,
Zoffany experimented with compositional strategies and tonal conventions asso-
ciated with the work of contemporary Indian artists, synthesizing British and
Mughal sub-imperial traditions in a manner inflected by contemporary political
concerns.* Through such experiments, Zoffany and other artists helped interna-
tionalize a “hybrid” style defined by a mélange of different techniques, palettes,
and pictorial conventions.

Read against this background of contemporary artistic mobility, what some
scholars have identified as an “unconventional” style, or ambiguity, particularly
with regard to high finish and the undefined landscape, is what gives the impression
that Richardson’s portrait of Lady Mary is more than the mere fantasy of being the
“other”® Yet scholars have been reluctant to identify the negotiated cross-cultural
elements in Richardson’s portrait of Lady Mary. Although it is true that Richardson
never set foot outside Europe, art historians’ unwillingness to see the convergence
of different artistic traditions persists even in works by those artists who had trav-
eled abroad. -

In her paper, Smentek demonstrates how European artists living and working
in the Ottoman Empire, such as the Genevan Jean-Etienne Liotard, made their
careers producing works for clients from all over Europe as well as the empire. Yet,
just as the apparent adoption of Ottoman representational modes in Richardsons
portrait of Lady Mary has escaped notice, for all of Liotard’s keen interest in Otto-
man culture no one directly connected his art with Ottoman painting, not even the
artist himself. Although the fact that Liotard’s art reflected an emphatic syathesis of
cultures was not lost on eighteenth-century viewers, it was not associated directly
with Turkish painting, but with Chinese style. SmenteKs study draws our aften-
tion on the one hand to the Turkish elements of Liotard’s art, and on the other to
the criticism directed against him and other artists of his time who experimented
with imported art forms. Directly or indirectly, both Liotard and Frangois Boucher, .
the proselytizer of the rococo and the favorite painter of Madame de Pompadour,
were accused of debasing Western artistic tradition by harboring a passion for
non-European art, Chinese in both cases. The inability to appreciate non-Western
art was in fact driven by nationalist and academic snobbism. Writing in 1753, for
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5
Gérard Scotin, after Jean-Baptiste
Vgnmaur, La Sultane Asseki [sic], ou
Sultane Reine. Plate 3 from Recueil de
cent estampes représentant différentes
Nations du Levant, 1714~15, Paris: Le
Hiy & Duchange. Photograph © Bn¥

example, William Hogarth suggested that Chinese painting represented a “mean
taste)” not to be admired or emulated .

Today’s scholars may not share Hogarth's aversion to orientalizing aesthetics,
but they have failed to note the Ottoman valences of Richardson’s portrait of Lady
Mary, relating its “ethnographic” aspects to the impact of Jean-Baptiste Vanmour's
paintings of Turkish life and “types” rather than considering the possibility that
he had direct access to Ottoman works. Vanmour served as the official artist to the
French ambassador, the marquis de Ferriol, inIstanbul,in thefirst decade of the eigh-
teenth century, and may have known Lady Mary persorally since a Conversation
Piece depicting her is attributed to him. The engraved versions of Vanmour’ paint-
ings also had an extraordinarily wide appeal in Europe after their appearance in the
Recueilde cent estampes représentant différentes Nations du Levant, published in Paris
in 1714-15 (Fig. 5).3 However, given Lady Mary's critical stance on European travel-
ersand how they represented the Ottomans, it is rather unlikely that she would have
accepted to have her portrait modeled on “second-hand” depictions of the Turk.

This is not to deny that prints circulated, mediated the reception of “Oriental”
forms, and generated particular perceptions of the East. However, even in the con-
text where the impact of Vanmour’s engravings has been proven, an additional
“authentic” Oriental source was often also mined to underwrite claims of accu-
racy. Madame de Pompadour’s Ottomanesque canvases painted by Carle van Loo
{1705-65) for the Turkish room in the chateau of Bellevue (1748-51) can directly
be linked to Vanmour’s Recueil de cent estampes, based on the shared visual pro-
gram. Among the canvases was the image of a sultana being served coffee by a black
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Jacques-Firmin Beauvariet, after
Carle van Loo, La Sultana, undated
(before 1797). Metal engraving,
Photograph @ Musée du Louvre,
Paris, KM006528

servant, the former apparently modeled on Pompadour herself (Fig. 6). The com-
plexities of the mirroring effect in Pompadour’s chambers are highlighted by the
dual sources upon which van Loo drew: Vanmour’s Recueil de cent estarnpes, and a
collection of Ottoman costume atbums in similar vein, bound together under the
title Costumes turcs de la cour et de la ville de Constantinople en 1720, peints en Tur-
quie, par un artiste turc (Fig. 7). In this case, both European paintings of Otto-
man subjects “translated” into the medium of lithography and Ottoman originals
inspired by a contemporary Western interest in “types” were mined for images of a
royal mistress, depicted & la turque, whose iconography was apparently intended to
make a point about her relationship to the French king.?

Eighteenth-century portraits of Europeans dressed 4 lorientale illustrate the
phenomenon that Inge Boer identifies as “cultural cross-dressing”” Denoting trans-
cultural modes of self-fashioning (and self-representation), the term emphasizes
both the constructed nature of identity and its performative aspect as something
that is fashioned dynamically and not an inherent characteristic of the biological
body.*” Occurring at the intersection between two or more sign systems, cultural
cross-dressing is the negotiated product of circulation, both of representations and
their signifying potential.** To be effective, it needs to distinguish the subject from
her or his immediate cultural context while associating her/him with an alterna-
tive identity; as a consequence, it is often characterized by a simultaneous asser-
tion and disavowal of alterity.* Jean-Etienne Liotards adoption of “Turkish” dress
performed and produced the signs of a cultural cross-dressing that also character-
ized his renderings of European subjects in Istanbul & la furgue. SmenteKs article
demonstrates how this experience transformed both him and his art. In addition to
dressing like an Ottoman, he grew a long, distinctive beard, which he cut off onty
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Untitled {Sultana taking coffee). Plate
4 from Costumes turcs dela cour ef

de o ville de Constantinople en 1720,
peints en Turquie, par us artiste turt,
before 1720. Watercolor. Photograph
© BnF OD-6-4 plate 4

in 1756 on the eve of his wedding#* Employed by Lady Mary Montagus nephew
John Montagu, Lord Sandwich, on his Grand Tour between 1738 and 1740, Liotard
spent five years in residence in Istanbul and elsewhere in the empire. Although he
did not go as far as Lady Mary’s son Edward Montagu, who converted to Islam, Lio-
tard labeled himself the “Turkish Painter” (le peintre turc) until the end of hislife.

The appropriation of Ottoman forms by Lady Mary, Madame de Pompadour,
and Liotard articulates a mode of self-representation inseparable from critiques of
contemporary Buropean society. The endeavor was part ofa more widespread eigh-
teenth-century phenomenon in which “Ortental” motifs and themes were appro-
priated for veiled commentaries on and critiques of social, political, and religious
conditions in Europe. The Letters of a Turkish Spy by Giovanni Paolo Marana, pub-
lished first in 16846 in French, is considered to have inaugurated this new genre
of critical literature.”® Montesquiews Lettres persanes (1721) and Oliver Goldsmith’s
The Citizen of the World (1765) apparently took it asa model for discussing a wide
range of themes of European cultural and religious identity in relation to the Orient.
This critical literature developed alongside a flourishing genre of travel accounts
about the Ottoman Empire, which also provided Europeans with plots suitable for
political commentary in the guise of plays and novels—such as Mustafa: a Tragedy
(1739) by David Mallet, and Zaire (1732) and La Fanatisme, ou Mahomet le prophet
(1741) by Voltaire.

Miuch of this literature also draws upon and assumes broader developments in
the representation and consumption of the “Orient” including the experience of
diplomatic visits of Ottoman or Persian officials to Europe.* Some of it acknowl-
edges that literature was not the only domain of Enlightenment cultural rhetoric:
art and architecture also articulated some of the most radical views on royal pre-
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rogative, religious tolerance, and later, in the nineteenth century, on class politics.”
In Montesquieu’s Letires persanes, Rica, one of the Persian visitors to Paris, finds
himself caught within the resulting networks of representation and viewing:

 If[was ata show, I would see a hundred lorgnettes focused on my facestraight
away. In 2 word, never was a man seen as much as I was. It made me smile
sometimes, to hear people who had hardly even been out of their rooms say-
ing to each other: “You've got to admit, he really does look Persian.” It was
incredible: T found portraits of me everywhere; I saw multiples of myself in
every shop and on every mantelpiece, so greatly did people fear that they had
nothad a good enoughlook at me.*

'The interest aroused by foreigners is confirmed by the accounts of eighteenth-
century Indian and Middle Eastern visitors to European capitals.”” Similarly the -
consumption of these “others” through representation is attested by the produc-
tion of porcelain figurines of exotic types, both sultans and slaves, and the Chinese,
Egyptian and Indian scenes by European artists that were soon to be transferred to
‘English and French tableware and wallpaper.*

Highlighting the ubiquity of Oriental images in early eighteenth-century
Europe, the passage from Letires persanes just cited also illustrates the close rela-
tionship between the desire for empirical knowledge, new technologies of repre-
sentation and reproduction, and the burgeoning of a mercantile spirit among the
Furopean bourgeoisie. The vicarious participation in the experience of the Orient
enabled by consumption is parodied in another passage from Lettres persanes, in

~ which the first-hand knowledge of Isfahan communicated by Rica, Montesquieu’s
Persian native, is contradicted by a Parisian who, having never seen Isfahan, is sure
of his own knowledge, for it is derived from the accounts of the French travelers
Sir John Chardin and Jean-Baptiste Tavernier.* Chardin was particularly praised
a5 “the eminent traveler and expert on Islamic matters” becoming the first French
traveler to be knighted and being made a member of the Royal Society in 16825 ¢
'The invocation of his expertise illustrates how travel and travel literature played an
increasingly prominent role in facilitating the vicarious (if selective) consumption

* of far distant regions.

Contemporary patterns of consumption are also illustrated by the activities of
the diplomatic missions that provided models for Montesquieu’s Persians. After the
momentous mission of Yirmisekiz Celebi Mehmed Efendi, the Ottoman envoy to
France in 1721, Ottoman ambassadors in France, Sweden, Austria, and Germany
were actively involved in the modalities of cultural exchange.” Mehmed Efendi’s
four-and-a-half-month stay in France resulted in the collection of architectural
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books, plans, and views of various French palaces, as well as in an extensive com-
mentary on French civilization, which was also intended to be illustrated. Although
it was not uncommon for ambassadors to provide accounts of their visits and share
them with their foreign counterpatts, Mehmed Efendi’s was unprecedented for it
was translated into French and published immediately after it was written, appear-
ing in several editions in the later eighteenth and nineteenth centuries.” In 1742,
Mehmed Said Effendi, the second Ottoman envoy, had his full-length’ portrait
painted by Jacques Aved in Paris and displayed at the Salon du Louvre in the same
year, He was not the first or the last Ottoman official to be depicted by a European
artist: Ottoman sultans and dignitaries had been portrayed by foreigners from life
and/or imagination since the fifteenth century. While in the Ottoman Empire, Lio-
tard made pastel portraits of the Grand vizier Hekimoglu Ali Pasha and other offi-
cials in 1742. Nor was Mehmed Said Efendi the first Ottoman to be portrayed while
in Rurope. His father Yirmisekiz Celebi Mehmed Efendf’s engraved half-length
portrait also exists. Yet the life-size, standing figure of the ambassador in full public
view marks a striking departure from the earlier representations of the Turk ®

These sorts of phenomena, where the denizens of the East were active agents
of transculturation, must be understood as an integral part of diplomatic strate-
gies associated with contemporary processes of “globalization” In her contribution
to this volume, Tiilay Artan demonstyates how the Qttoman princess Hadice Sul-
tan the Younger's commissions of European porcelain differed greatly from earlier
palace acquisitions of Chinese ceramics. As Artan demonstrates, Hadice {1768
1822) mobilized the Ottoman ambassadors in Europe not only to collect porcelain
but also to commission works that would reflect her taste and patronage. In this
way, she participated in contemporary patterns of imperial consumption, which
included Madame de Pompadour’s chambers at Bellevue, and Catherine IT of Rus-
sia’s commission of a dinner set from Josiah Wedgwood in England, the famous
Green Frog Service bearing her coat of arms.

The career trajectory of Dean Mahomet, the Indian author of the Travels of
Dean Mahomet, illustrates how similar patterns of Oriental/ Occidental consump-
tion prevailed even outside courtly cixcles. Inadditionto his authorial talents, Dean
Mahomet proved to be a skillful entrepreneur, who opened the Hindostanee Cof-
fee House after moving to London in 1810. Catering to the Nabobs lately returned
from India, the coffee house served Indian cuisine and water-pipes in an “Oriental”
ambience conjured by bamboo chairs and painted Indian landscapes.** Adorned
with Oriental artifacts and images, Dean Mahomet’s coffee house reminds us that
the consumption of artistic forms and idioms is inseparablé from the global circu-
lation of cultural forms more generally. Among the relevant examples are baths,
modes of dress, and even foodstuffs—the much-criticized “Curries and Peelaws”
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favored by the families of those newly returned from India.® Few of the Indian mis-
tresses and wives of East India Company employees, the bibis, made it to England:
nevertheless the entanglements between Indian and European cultural forms were
highlighted in Britain itself by the new styles of dress and constructing the body,
and new culinary traditions introduced by the daughters, sisters and wives of the
Nabobs.*

Following the failure of the Hindostanee Coffee House in 1812, Dean Mahomet
moved to the fashionable resort of Brighton and reinvented himself as a shampoo-
ing surgeon, opening & bath that eventually enjoyed the patronage of the English
monarchs George 1V and William IV, In his enterprise, Dean Mahomet drew
heavily upon his Indian identity for marketing purposes, adopting Mughal court
dress when he appeared in public. The image of India was also central to the cre-
ation of an authentically Indian ambience; the walls of the anterooms to the baths
were painted with landscapes occupied by temples populated by Indians in native
dress, camels, Islamic funerary monuments, and musicians.¥” The eclectic balance
between “Hindu” (or Gentoo) and “Muslin?” elements recalls the Large Composi-
tion of Architecture representing some of the most celebrated Hindoo and Moorish
Buildings in India, painted by Thomas Daniell in 1799 for the Indian Room of the
collector and author Thomas Hope, in the decoration of which Greek, Egyptian,
Tarkish, and Indian motifs were synthesized, Danieil’s painting depicting the
gopuram (monumental gateway) of southern Indian temple adjacent to the Taj
Mahal (Fig. 8) was one of four that hung in the room, three Indian scenes and one
view of the Roman Forum.®® The eclecticism that characterizes these images antici-
pates the reordering of the Orient through representation that became the hall-
mark of nineteenth-century Orientalist painting,

While imported paintings and even, more ravely, artifacts, might provide Brit-
ish artists and architects with models,” in most cases it was the work of British art~
ists themselves that proved decisive. William Hodges {active in India between 1780
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and 1783) and Thomas and William Daniell (in India between 1786 and 1793} pro-
vided the British public with its first extensive corpus of Indian landscapes executed
Sy professional artists.° These artists located their endeavors to bring home images
of India within broader projects of exploration and discovery, most obviously those
of the geographers, naturalists, and philelogists then gathering data and materials
from the new worlds that were opening to European eyes.5

The utility of these “Oriental” images to a burgeoning eclecticism is prefigured
in an address delivered to the Asiatic Society of Bengal in 1785, in which the cel-
ebrated Orientalist William Jones expressed the hope that the Indian monuments
then being studied by British scholars would “furnish our architects with new ideas
of beauty and sublimity,” an undertaking whose dependence upon the “correct
delineations” shortly to be produced by British artists underlined the mediating
role of these artists and their works in the dissemination of architectural forms.®
Jones's sentiments echo those of Sir Joshua Reynolds in his openiﬁg lecture deliv-
ered at the Royal Academy in 1778: “The mind is but a barren soil; a soil which is
soon exhausted, and will produce no crop, or only one, unless it be continually fer-
tilized and enriched with foreign matter”® While Reynolds was thinking of Clas-
sical antiquity, his cultural appeal to cross-fertilization was in line with the general
momentum of the time. In a speech delivered to the Academy a decade later, Reyn-
olds referred obliquely to the work of William Hodges: “The Barbarick splendour
of those Asiatick Buildings, which are now publishing by a member of this Acad-
emy, may possibly ... furnish an Architect, not with models to copy, but with hiats
of composition and general effect, which would not otherwise have occurred”®

The role of contemporary depictions of far-distant lands as vectors of architec-
tural form is illustrated by Thomas Daniell's involvement with Sezincote House in
Gloucestershire, built between 1805 and 1817 (Fig. 9). Designed by Samuel Pepys
Cockerell for his brother, the Nabob Sir Charles Cockerell, who had lived for many
years in Bengal, the house, its landscape setting, temples, and grottoes were shaped
by the architect’s desire to reproduce “authentic” forms with which the Indian
drawings and sketches of Daniell had acquainted him.* Thomas Daniell was not
only hired as a consultant on the project that his images had informed (thus fulfiil-
ing the hopes of Hastings and Reynolds that images of India might inspire Brit-
ish architects), but went on to create seven large oil paintings of Sezincote, which
were exhibited at the Royal Academy.* There could belittle better illustration of the
inherently self-referential character of eighteenth-century “Oriental” representa-
tion, or of the visual artifact’s ability to effect the cognitive assimilation and aes-
thetic appropriation of the East by the West.¥

As this suggests, the popular aesthetic consumerism of eighteenth-century
landscape painting and its domesticating conventions provided the cognitive fil-
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ters thrbugh which the visual experience of the East was strained.% The “oriental”
images of European artists appeared to offer immediate access to knowledge about
distant lands, but their reception in eighteenth-century Europe was sornetimes
characterized by ambivalence. In contemporary caricatures, this ambivalence is
articulated around parodies of the optical devices deployed to imbue the represen-
tation of geographically and temporally distant scenes with the authority of scien-
tific objectivity.”

Despite this ambivalence, the aspiration towards documentary precision, and
the perceived “universality ofa European episteme” that underlies it, isrelated toa
contentious issue concerning the extent and nature of the epistemological ruptures
wrought by the advent of European rule (in its mercantile or political forms} over
Jarge parts of the Orient in the later eighteenth century. Assumptions regarding the
totality of the rupture occasioned by these developments have recently been chal-
lenged by scholars who have sought to highlight the role of indigenous scribes and
scholars in the European documentary enterprise of the late eighteenth and early
nineteenth century, not only as translators but also as agents in the formation of
epistemological frameworks informed by skills acquired in the service of pre-colo-
nial rulers.” In addition, as the articles in this volume suggest, the habitus of some
European artists or patrons engaged in the representation of India or the Ottoman
Empire to European audiences ‘was sometimes informed by the conventions of
both Furopean and Mughal or Ottoman imperial or sub-imperial painting.”* .

These entanglements, which were reflected in other aspects of contemporary
cultural life, sometimes attracted criticism. Angst about the remarkable permeabil-
ity and porosity of English and Indian elite culture in the late eighteenth century
peaked around the ambiguous relationship between the state and de facto mercan-

" tile governance of the East India Company, coming to a head between 1788 and
1795 in the celebrated impeachment proceedings against Warren Hastings, the for-
mer governor-general of the Company.” In India, the backlash was manifest in the
attempt to regulate the relationships between Indians and Buropeans and the self-
representations of the latter. During the governor- generalship of Lord Cornwallis
(1786-93), for example, legislation was passed to prohibit the public wearing of
Indian dress by employees of the East India Company.”

Despite these concerns, the reception of “Oriental” forms in Britain continued
unabated. In their designs for the Brighton Pavilion (1808), the royal architects
Humphrey Repton and John Nash drew upon the Daniells’ Indian scenes, declar-
ing Thomas Daniell’s Oriental Scenery (1795-1808) depicting Mughal architecture
in serene landscapes as “a new source of richness and variety” in contrast to other
styles that were also available but considered inappropriate for the purpose. By con-
trast, Repton asserted that “the Turkish was objectionable as being 2 corruption of
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the Grecian; the Moorish as a bad model of the Gothic; the Egyptian as too cum-
brous for the character of avilla; the Chinese as too light and trifling for the outside,
however it might be applied to the interior” Displaying a promiscuous understand-
ing of Hindustani architecture, he drew instead upon the architecture of “Hindu-
stan, Gentoo, Chinese, or Turkish; which latter is a mixture of the other three”

Similarly, the hostility of some eighteenth-century observers to Qriental, espe-
cially Chinese sources (as expressed by Hogarth, see above), did little to impede
their appropriaﬁi(}n. William Chambers, later professor of architecture at the Royal
Academy, travelled to the Far East in the 1740s and wrote about the Chinese man-
ner of gardening with a view to introducing it into Britain. In the 1772 extended
version of his Designs of Chinese Buildings (1757) he staged an attack on the con-
temporary practices of landscape architecture:

There are indeed very few [gardens] in our part of the globe wherein nature
has been improved to the best advantage, or art employed with the great-
est judgement. The gardens of Italy, France, Germany, Spain, and of all the
other countries where the antient style still prevails, are in general mere cit-
ies of verdure; ... In England, where this antient style is held in detestation,
and where, in opposition to the rest of Europe, a new manner is universally
adopted, in which no appearance of art is tolerated, our gardens differ very
little from common fields.”

Chambers criticism not only glorified oriental manners of gardening, but also
contributed to the already highly politicized practice of landscape architecture.

Kew Gardens, where he was employed as a young architect in 1749, had become

25 INTRODUCTION: GLOBALIZING CULTURES



19

E. Rocker, after Wi, Marlow, A view
of the wilderness, with the Athambra,
the Pagoda and the Mosque. Folio 127
from Sir Wiltjarn Chambers, Pians,
elevations, sections, gng perspective
views of the gardens and buildingsat
Kew inSurry: the seat of Fer Royal
Highness the Princess Dowager of
Wales. London: ], Habefkom, 1763.
Beinecke Rare Book ang Manuscript
Libeary, Yale University

a key locus of the British imperial vision by 1762. There, Chambers designed and
built oriental-style buildings including a “Pagoda;” a “Turkish Mosque” and an
“Alhambra Temple” alongside the Classical and Gothic temples (Fig. 10).

It was not a coincidence that the “Mosque” appeared in an imperial garden.
Ottoman architecture had already been embraced in Europe as a mark of impe-
rial prowess for the first time in France in the late 1730s. Stanislas Leszczynski,
the deposed king of Poland who later became the father-in-law to Louis XV, com-
missioned kiosks, the smallest residential pavilion-type structure of the Ottoman
palace, at Luneville in his newly acquired Duchy of Lorrain and Bar.”” Despite its
humble status as a garden structure, William Chambers’s “Turkish Mosque” of
1762 not only marked the coronation of George II1, but also came at a momen-
tous time. Just a few years before the appearance of the Kew mosque, the radical
Swiss thinker, Claude Adrien Helvétius, staged an attack on European hypocrisy
towards religious tolerance by drawing a distinction between the Ottomans and
the French.” His De lesprit, a polemic against Montesquieus De lesprit des lois,
published in 1758, contained a long footnote that concluded: “we see churches in
Constantinople but there are no mosques in Paris”” Although the construction of
a functioning mosque was stili too far from both the needs and the possibilities of
the age, the “Mosque” at Kew helped pave the way towards envisioning a multide-
nominational British Empire.®

Stanislass kiosks and Chambers's mosque had a wide appeal in Europe associ-
ated with the new fashion for the jardin-anglais, which provided another platform
for the circulation of Eastern images and forms. Work on Frederick the Great’s
famous Chinese tea house at Sans Souci in Potsdam began in 1755 after Stanislas
had presented him with a copy of the Recueil des plans, élévations, et coupes tant géo-
metrales quien perspective des chiteaux, jardins, et dépendances que le Roy de Pologne
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occupe en Lorraine (1750-53). A similar trajectory of knowledge and ideas—a
second-hand exoticism as it were—also took place with regards to Kew and its
“Mosque.” Inspired in part by Kew, in 1777 the last of the Holy Roman Emper-
ors, Karl Theodor, erected a mosque at Schloss Schwetzingen in Germany that also
incorporated features derived from the two new imperial mosques of Istanbul, the
Nuruosmaniye (Fig. 11) and the Laleli, built between 1755 and 1763.%

'The appropriation of these imperial forms in the orientalizing architecture of
Europe allows us to address an imbalance in the framing of the eighteenth century
in which the receptivity of Eastern elites to Buropean cultural forms is represented
as the paradigm, despite the reciprocal nature of contemporary architectural
exchange. The phenomenon is perhaps best illustrated by What Went Wrong?
Western Impact and Middle Eastern Response, a work by the Princeton Islamicist
and White House advisor Bernard Lewis, which purports to explain why Middle
Eastern civilizations lag behind the West. Discussing the Nuruosmaniye Mosque,
Lewis notes its “Italian Baroque” exterior decoration, concluding that, “When a
foreign influence appears in something as central to a culture as an imperial foun-
dation and a cathedral-mosque, there is clearly some faltering of cultural self-
confidence”® This evaluation not only ignores the contemporary receptivity to
Ottoman and Indian forms in the imperial courts of Burope, but simultaneously
privileges the “European’” features of the mosque as more noteworthy or significant
than any other while reading them as signs of a decline given a negative psychologi-
. cal gloss. Its emphasis on an authenticity anterior to contact with European culture
is common to discussions of “Buropeanizing” elements in the art and architecture
of eighteenth-century Iran and India.*’

Recent research on the Nuruosmaniye mosque has demonstrated a significant
difference in the contemporary accounts written by its Ottoman viewers and users
{who recognized its new style, nev-tarz, and celebrated its aesthetic values with-
out emphasizing its Buropeanizing elements in particular) and Western European
visitors, who, like Lewis, emphasized a derivative relationship to Buropean mod-
efs.® This new style is characterized by what Shirine Hamadeh has dubbed a décloi-
sonnement, “an opening up between different cultural traditions and practices” and
“a peculiar flexibility in the reception and interpretation of new forms, tastes, and
aesthetics, be they foreign to imperial culture or to the Ottoman tradition at large”
that marked not only architecture, but also literature, music, painting, and contem-
porary sartorial codes.® These forms were not confined to those then in vogue in
Europe (most obviously those associated with the contemporary rococo style),®
but alsé included Persian and late Mughal models.”

The period coincides with the proliferation of turqueries in the European coutts,
a coincidence that calls into question the equation between transculturation and
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decline while highlighting discrepant readings of the reception of European forms
in the Orient by comparison with the orientalizing tendencies of contemporary
European elites. This discrepancy in perspective reminds us that aithough Europe
has usually been seen as centra] to the history of global circulations in the eigh-
teenth century, the mercantile cosmopolitanism fostered by burgeoning European
adventurism found its counterpart in the imperial cosmopolitanism of the Otto-
man Empire or contemporary Indian regional courts. Consequently, there were
numerous {rajectories to which Europe was irrelevant. Cases in point include the
importation of Chinese ceramics to Ottoman Turkey, the incorporation of elements
inspired by the Mughal and Safavid architecture of India and Iran alongside those of
Buropean inspiration in the architecture of eighteenth-century Istanbul, or the con-
temporary reception of Ottoman architectural forms in Syria, Yernen, and Egypt#
The reception of Ottoman imperial forms outside the capital could be marked
by an edlecticism of another sort, in which ‘contemporary Ottoman styles were
inflected by regional architectural traditions and political agendas. A sabil-kuttab
(fountain/library/school complex) founded by Sultan Mahmud I in Cairo in 1750,
one of very few imperial projects undertaken in the city during the eighteenth cen-
tury, is a case in point. The sabil-kuttab demonstrates the impeortation (or impo-
sition} of Istanbuli modes and materials (some of them the products of artisans
drafted in from the Ottoman capital), but also the integration of elements derived
from a local neo-Mamluk style. This was characterized by a selective revival and
reinvestment of modes of decoration associated with the patronage of the Mamluk
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sultans, who ruled over Egypt in the thirteenth through fifteenth centuries, prof-
iting from long-distance trade with Europe, Turkey, and India. The neo-Mamluk -
revival can be associated with the patronage of ‘Abd al-Rahman Katkhuda (1715~
76), an officer in the Janissary corps and remnant of the old Mamiuk order dis-
placed by the Ottoman conquest in 1517. ‘Abd al-Rahman Katkhuda embarked on
an ambitious program of architectural patronage, which included the restoration
of venerable mosques and shrines and the construction of thirty new monuments,
among them mosques, sabils, khangahs (Sufi lodges), and bridges.” ' .

" A second example of Ottoman imperial patronage in Cairo, the sabil-kuttab
of Sultan Mustafa ITI (1758-60), underlines the role of Istanbul as a nexus for the
mediation of European forms, idioms, and materials. The rich decoration of the
buildings interior included more than two thousand six hundred Dutch blue-and-
white tiles (probably from Rotterdam), apparently forwarded from Istanbul for the
project, whether or not they had originally been acquired for it The use of Dutch
tiles reflects a shift in taste at the Ottoman court around 1750, an engagement with
contemporary European modes of interior decoration apparently informed by the
circulation of both publications and Ottoman subjects.”® ,

If the Ottomans could act as mediators of Dutch style in the eastern Mediter-
ranean, in regions further east during the same period, Dutch traders sometimes
actively promoted the circulation of images and media that owed little to European
traditions. In their contribution to this volume, for example, Anton Schweizer and
Avinoam Shalem draw attention to an astonishing eighteenth-century Japanese
lacquer plaque depicting the Haram at Mecca, the holiest city in Islam, commis-
sioned by the Dutch, possibly for presentatiori to the Muslim: sultan of Djakarta.
The plaque is one of a number of objects that have been identified as belonging to
Baron van Reede (1757-1802), the chief merchant and representative of the Ver-
eenigde Oost-Indische Compagnie (Dutch East Indies Company), at Dejima on
the southern Japanese island of Kyushu. Made by Japanese craftsman but based
on a Dutch representation of the Masjid al-Haram found in De Religione Moham-
medica by Hadrianus Relandus, published in Utrecht in 1705, the plaque illustrates
the mediating potential of transcultural objects and their value to the “global”
ambitions of contemporary mercantile imperialism. Its purpose may have been
two-fold: the cultivation of local artisans, techniques, and culture to gain trading
privileges in regions such as Japan normally kept off-limits to European merchants,
and the negotiation of similar privileges with the Muslim rulers of the regions that
today comprise Indonesia.

Chanchal Dadlanis article brings to light another example of European artis-
tic patronage in Asia, in this case an impressive and neglected album of Mughal
architectural depictions entitled Palais Indiens, which includes images of forts,
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mosques, mausokea, and palaces. The album was commissioned by Jean-Baptiste
Gentil (1726-99), a French military officer serving for the Compagnie des Indes
Orientales {French East India Company), but produced by Mughal artists at the
court of the Nawab Shuja’ al-Daula {r.1753-75) in the Awadhi capital of Faizabad.
Through a close examination of the album and its relationship to Mughal imperial
manuscripts, Dadlani argues that the heterogeneous character of the album reflects
both the artistic milieu of Faizabad at the time and the Awadhi sense of history,
which Gentil saw himself to be a part of by virtue of his marriage to a woman of
Mughal descent.

The artistic patronage of the Dutch in Japan and of the French in India, and the
florescence of the neo-Mamluk style in Cairo around the middle of the eighteenth
century, share a common basis in contemporary global economics. This facilitated
not only the mobility of artistic concepts, forms, media, and techniques, but also
an expansion in the economic base of contemporary artistic patronage. Between
1740 and 1770, for example, Cairo enjoyed a period of prosperity and demographic
growth, a development directly linked to the cconomic benefits that the Janissaries
(including ‘Abd al-Rahman Katkhuda) derived from the international coffee trade
and their control over the Red Sea routes that it plied.”*

Perhaps nothing highlights the intersecting networks of eighteenth-century
cultural and mercantile exchange better than the burgeoning of this coffee culture
in the Middle East and Europe through the course of the century.”? During the
apogee of the coffee boom between 1670 and 1770, the European coffee trade was
mediated by Istanbul (Fig. 12) and Cairo, which bought half the coffee crop from
Yemen for distribution to both Istanbul and Europe, and in which more than sixty
coffee caravanserais existed.” During the same period, Dutch coffee merchants
maintained emporia at Mocha on the Red Sea coast of Yemen. The economic rami-
fications of this trade profoundly influenced both the circulation of cultural forms
and their potential to circulate. Indeed, the case of coffee might be seen as paradig-
matic of the eighteenth-century mobility that the essays in this volume highlight.
The culture of coffee constituted a lingua franca, a nexus between entrepreneurs
in Europe (including the Indian immigrant, Pean Mahomet), Montesquieu’s Per-
sians, Dutch and Ottoman merchants, Egyptian Janissaries, Yemeni growers, and
consumers scattered from Cork to Isfahan.® Coffee culture was notable not only
as 2 nexus between consumer desires, mercantile ambitions, and specific forms of
architecture or architectural patronage, but also for its role in enhancing and pro-
moting certain sorts of sociability and social discourse that were intrinsic to the
emergence of what Habermas famously identified as the public sphere, a develop-
ment crucial to the articulation of modernity itself.*® This is not to attribute the
emergence of European modernity to the circulation and availability of Eastern
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commodities, but to point out what is rarely acknowledged: although modernity is
often seen both as an idiosyncratically European phenomenon and as sui generis,
many of its characteristic features are neither unique to Europe, nor inseparable
from more extensive (and not always peaceful) histories of transregional contact
and circulation.®

Conclusion ‘

In many ways, the eighteenth century can be considered a turning point in the his-
tory of encounters between Europe, the Tslamic world, and South and East Asia,
characterized both by the popularization of the “Orient” in European art and litera-
ture, and of the “Occident” in Ottoman, Iranian, Indian, and Chinese elite cultures.
The circulation of images was integral to this process. Like Montesquieu’s fictive
Persians (themselves inspired by contemporary Fastern visitors to Paris) and the
“Indian” images that served as models for the Orientalizing architecture of the
British elite, much of the Oriental and Occidental imagery of the period entailed
a double mirroring: a self reflected in an Oriental/Occidental mirror that was
itself a construction, a frame within which to articulate critiques of self or other””
Nonetheless, the slippage between projection and reflection should not obscure
the period’s centrality to the later emergence of disciplinary modes of Orientalist
representation. As Said suggested, despite differences from the rigidities of nine-
teenth-century Orientalist representation, the eighteenth century laid the ground
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for their advent. In his analysis, Said identifies four elements in eighteenth-century
European representations of the Orient that he sees as essential to the subsequent
intellectual and institutional development of modern Orientalism: expansion
{(mercantile, military, and scientific), comparison, sympathe'tic identification, and |
classification.®® The paradoxical quality that Said’s diachronic analysis brings to :
light—flexible engagement as a prelude to rigid taxonomy-~is central to the essays
that follow. ‘

The essays, in various ways, examine the existence of one culture in another as
indicative of a dialogical co-existence, in which forms and practices with diverse
geographic origins meet and can, therefore, be grasped simultaneously.” They are
concerned with the questions of why and with what practical consequences “Fast”
and “West” turned to each other for cultural inspiration during this period. The aim
is not to propose an all-encompassing theory of culture contact. Rather, the hope is
to draw attention to the intensity and multi-directionality of “global” cultural flows
during the eighteenth century, to the ways in which their complexities destabilize
any simple dichotomous model of cultural exchange, and o their difference from
(and legacy to) those that marked the nineteenth century.
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