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ABSTRACT

State Power as Performance: Royal Wedding Festivities and the Ottoman

Spectacular Stale During the Period of Mahmud T1

This thesis cxamines two imperial wedding festivals organized during the reign of
Mahmud IL (r. 1808-1839): the festival of 1834, which was organized for the
wedding of Saliha Sultan (d. 1843), and the festival of 1836, which was organized
for the wedding of Mihrimah Sultan (d. 1838). By utilizing the methods and theories
of performance studies, this thesis explores the ways in which celcbratory patterns of
the Ottoman statc changed during the period of Mahmud 11 In this analysis, how the
state during the period of Mahmud IT made use of its performativity, and how these
perfurmative patterns through royal wedding festivitics constitute the major focal
point. This lransition is examined through changes in the ceremonial practices,
festival spaces, and dramatic performances as well as changes in documenting the
practices of these [estivals. By considering the historicity of the state’s
performativity, how imperial festivities were used fo re-invent and re-define the
representation of state power is problematized within the broader social, cultural and

political context of the ninclcenth century.
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OZET

Bir Performans Alani Olarak Devletin Giteii: Tmparatortuk Diigiinleri ve 11. Mahmud

Dinemindeki Osmanh Gésterimsel Devleti

Bu tcz, II. Mahmud dénemindeki iki imparatorluk diigiinil i¢in ditzenlenen senlikleri
incelemektedir: Saliha Sultan'm (6. 1843) diigiinii icin orpanize cdilen 1834 senligi
ve Mihrimah Sultan’mn (6. 1838) diigiinii i¢in organize edilen 1836 senligi. Bununla
birlikte, burada performans galismalariun yéntem ve teorilerinden yararlanarak 11,
Mahmud déneminde Osmanl Devleti’nin téren organizc ctime bigimlerinde meydana
gelen degisiklikler arastinlmaktadir, Bu incelemenin odagin 11 Mahmud
doneminde, devletin imparatorluk diigiinleri aracih@iyla gisterim giiciinii nasil
kullandi@ ve bu gosterim sckillerinin nasil degistifi olusturmaktadir. Bu
diniigiimler, térensel pratiklerdeki, festival mekanlarindaki ve festivalleri kayit altina
alma yontemlerindeki degisiklikler aracihigiyla incelenmekiedir. Devletin gisterim
giictintin farihsellifi gz dniinde bulundurularak, imparatorluk senliklerinin devletin
giiciiniin sunmmlanmasin nasil yeniden tammlayip icat ettigi ise, on dokuzuncu
yiizyihn daha genis sosyal, kiiltiirel ve polilik baglann igerisinde ele ahmp

sorunsallagtinimaktadir.
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CHAPTER 1

INTRODUCTION

It can easily be argucd that for any kind of political entity around the world,
demonstrating power by way of symbolism has always been crucial in its aim to
claim its legitimacy over its subjects and its neighboring political adversaries, With
that stated, mass performances appear to be among the most important symbuolic acts
for states to demonstrate their legitimacy. The Otloman Empire was no cxception to
this rule. From its inception, it utilized a varicty of celebratory patterns such as
accession ceremonies (eidlils), ceremonies of girding sword (kilig kusanma),
receptions for accepling ambassadors, ceremonies for the Friday prayer (Cuma
selamiigr) and other religious ceremonics in order Lo legitimize its rulc. Royal
wedding and circumeision [estivals were also regarded as major public
performances, bringing together all classes of the empire simultaneously in

representing the state’s power in an encapsulated time.

Taking the foundational myths of the dynasty into consideration, namely the
story of Osman Gazi’s marriage to Seyh Edebali’s daughter, one might claim that for
the Ottoman dynasty, royal marriages had always been considered major political
cvents. Although the significance of the sultans’ own marriages had been replaced by
those of other members of the dynasty after the carlier stages of the Ottoman slate,
marriages and circumeision festivities remained pivotal symbolic events to publicly
demonstratc the power of the Ottoman Empire. From the foundation of the dynasty,
the Ottomans celebrated princes’ circumeisions (sér-i hitdn) and princesses’

weddings (siir-i cihdz) as well as the children's births (vildder-i hiimdyun) and the

start of their education (bed i besmele) with glorious [estive events. Murad I's sons




Yakub Celebi and Saver Bey’s circumeision celcbrations have been noted as onc of
the earliest royal circumecision festivities.! The circumecision of Murad 11°s sons,
Alaeddin and Mehmed’s, and his daughter’s being marrying off to the prince of
Isfendiyar Bey: Murad I's sons’ marriages fo three Byzantine princesses in 1389:
Mehmed 11's sons, Bayezid and Mustafa’s circumcisions in 1457; Cem Sultan’s
circumcision in 1472; Kanuni Sullan Siileyman’s princes” circumeision festivals and
his sister Hatice Sultan’s marriage to Ibrahim Pasha arc notable examples of some

other major festival events of the cmpire in the earlier periods.”

Thefestival of 1582 that was organized for the royal circumcision of Sultan
Murad TTI's son, prince Mchmed (who later acceeded to the throne as Sultan
Mchmed ITT) was the longest and the most lavish festival in the Otloman realm, and
this has been duly documented. This festival was also the beginning of a new
tradition of recording the [estivities in a separate penre, known as the siirndme
(Testival book). The festival of 1675 in Edirne, which was organized for Mehmed
IV?s princes Mustafa’s (later Mustala IT), Ahmed’s (later Ahmed IT) circumcisions
and his daughter Hatice Sultan’s wedding; the Festival of 1710 for Mustala 1T's
daughters’ wedding; the Festival of 1720, which was organized for Ahmed IT's
sons’ circumeisions; the Festival of 1724, which was organized to celebrate Alined
IT's three daughters’ weddings; the Festival of 1759, which was organized to
celebrate the birth of Mustafa 111's daughter Hibetullah Sultan; the Festival of 1776,
which was organized Lo celebrate the birth of Abdiilhamid 1’s daughter, Hatice
Sultan; the Festivals of 1834 and 1836, which were organized to celcbrate Mahmud

IT's daughters Saliha Sultan and Mihrimah Sultan’s weddings respectively; the

! And, 40 giin 40 gece: Osmanit Digiinleri, Senlikieri, Gegit Alaylary, 30,

hid,, 31,




Festival ol 1847 which was organized for Abdiilmecid’s princes Mchmed Murad and
Abdiilhamid II's circumecisions, and lastly the Festivals of 1858, which were
organized to celebrate the weddings of Abdiilmeeid’s daughlers Cemile Sultan and

Minure Sultan arc the festivals that were recorded in the sirndme genre,

Focusing on lwo great festive events organized during the reign of Mahmud
11, the wedding festivals of Mahmud 11’s daughters Saliha Sultan and Mihrimah
Sultan in 1834 and 1836 respectively, this thesis aims to examine the early
ningteenth-century Ottoman statc as a performance. In doing so, il will intend to
explore the changing patterns inthe festival (radition-in the Ottoman realm. Hereby,
it will be argued that Saliha Sultan’s marriage to Halil Rafat Pasha in 1834 and
Mihrimah Sultan’s marriage 1o Mehmed Said Pasha in 1836 might be interpreted as
the reflection of Mahmud II" speclacle state,” which cncapsulates the state ideology
in a festive form. Additionally, it will also aim Lo explore the changes in the practice
of documenting the festivals in the ninctcenth century by examining the festival book
tradition sincc the emergence of siirndme genre in accordance with the ditterent
forms of documentation practice in the nineteenth century such as newspapers and

travelers' accounts.

Within this broader framework, what it means to celebrate an imperial
wedding or circumeision festival in nineteenth-century Istanbul will be the primary
question of this thesis. How these cvents might be described and why the Ottoman
state needed to organize these kinds of glorious eclebrations will be explored.
Regarding these questions, one of the primary aims of this thesis is to inquirc as to

which cultural forms emerged through these royal celebratory events: which ones

* See for the (heory of spectacle state: Debord, The Faciety af the Specivcle; Adams, The Speciacular
State: Cultuve aud Nativaal Iddentity in Uzhekistan; MacAloon, Rite, Dvama, Festival, Spectacle:
Rehearsaly Toward a Theory of Cultwral Performance; Geerle, Negara: The Theatre stoie in
Nineteenth-century Bali,




transformed or re-defined. By cultural forms, 1 will refer to the variety of forms such
as visual, material, performative or literary ones that arc circulated in the process of

change in a particular cultural and historical conjunclure.

In this regard, two wedding ceremonices, the festival of 1834 which was
organized for the wedding of Saliha Sultan, one of Mahmud I1*s daughters and Halil
Raf"at Pasha, a higher military officer and the festival of 1836, which was organized
tor the wedding of his other daughter, Mihrimah Sultan and Mchmed Sa’id Pasha, a
higher officer in the court, will be explored with the purpose of analyzing how the
Ottoman state turned into a stale of spectacle in the carly nineteenth century and
abandoned the early modern forms of performing state powcer. Therefore, it will be
argucd that while nineteenth-century Oltoman state started to be more “modern” and
yet more ceniralized, the state began to use more spectacular forms of performance
rather than the carlicr carnivalesque ones. This transition will be examined by
wilnessing the changes in ceremonial practices, the geography of the festivals, as
well as changes in performance during these festivitics in order o explore how the
Ottoman state during the period of Mahmud IT used its performativity through royal
wedding ceremonics, while re-inventing and re-defining the ceremonial patterns of

the statc in order to reiterate its power and grandeur.




CHAPTER 2

THEORETICAL APPROACHES

Regarding royal wedding festivities in the Ottoman court as major political and
cultural performances, this chapler aims to explore how these royal events might be
approached as performances. Since these royal events were publicly performed,
similar to other courlly celebrations of the Otloman Empire, these weddings invited
the participants fo perform the grandeur of the state. By doing so, the events
themselves turn into a performative act of exhibiting the changing notions about the
policics of the particular political cnvironment as well. However, these performative
forms of the state; by definition, arc not resistant to the changes in the ways of the
government. They arc subject to being revised, and yet, to be invented and redefined

depending on contextual changes.

Similar to the other monarchics surrounding it, as | lakan Karaleke points out,
the sixth century of the Olioman Empire might be redefined as being in a rather
dilTerent stage in its history, since the state fell into a crisis of legitimacy duc to the
after-cffects of the French Revolution.* After the French Revolution, especially in
Hurope and the world around it, the states have started to scarch for new definitions
to their relationship vis-a-vis their subjects. This meant changes in the representation
ol the states themsclves as well as in the ways in which the states communicated
with their publics.” The sovercigns that found the source of legilimacy from a divine

power started Lo lose their nature of sorcery. Therefore, they iniliated various reforms

# See Lor further discussion, Karateke, Padigalom Cok Yaga, 251, dAn Oitoman Protocol Register, 1-42.

¥ See Wamer, Publics and Counterpublics, 7-20; McClelland, *The Crowd in History,™ 1-33,




in their ways of mling, in their control over everyday practices and incvitably in their
ways of performing their power. ©

In order lo examine these changes in the celebratory forms of the Ottoman
slate, first of all, it is imporlant o explore how performance studics provide us with a
theoretical background for historical performanecs in the Ottoman realm. In this
regard, this chapter focuses on the idea of the performativity of the state by cxploring
how these festive events are parts and parcels of politics as perlformance. First of all,
recent studies on performance will be reviewed here in order to present an approach

to these weddings as a performance.

2,1 How lo approach public festivities as performance: “Performative Turn® in the
sludies of historical performance

In order to contextualize Olloman royal weddings as political performances, first of
all, how the term “performance” emerged as a sub-branch of anthropological and
theatrical studies will be explored by following the evolution of performance studics
as a way of interpreting individual everyday performance as well as mass

performance events,

However, what performance is and what might be regarded as performance
are quitc complex questions. Mary Strine, Beverly Long and Mary Hopkins claim
that it is “an cssentially contested concept.”” Richard Bauman defines the term

performance as “a mode of communicative behavior and a type of communicative

i See [or [urther discussion, |lobsbawm and Ranger, The fivention of Tradition; Hobsbawm, Nations
el Nationalism since | 780; Programme, Myth, Reality,

" See Strine et al., “Rescarch in interpretation and perfurmance studies: Trends, issucs, prioritiss,
181204,




»® For him, performance is an act of aesthetic communication that — framed in

event,
a special way — is displayed for an audicnce.” On the other hand, Bauman suggests
that all performance acls include a sensc of duality: one is the actual execution of the
action and (he other is the mental consciousness of this action,"” As Carlson points
out, “performance is always a performance for someone, some audience that
recognizes and validates it as performance even when, as is occasionally the case,
that the audience is the self. ™! Regarding these explanations of the term
“performance,” it should be noted that the performance itse!f has a substantial
agenda, cither for the performer himsell or herself or the audience. More
importantly, performance is a contested phenomenon that both the performer and the

audience engage in, and often these two sides of performative action receive

different messages.

Within the framework of these questions, the term “performance,” and the
discipline of performance studies arc now ulilized in various fields of the social
sciences, especially in anthropology and sociology since the 1960°s and 19707s.
Anthrepologists such as Victor Turner and Dwight Conquergood, sociologist Erving
Gotfman, and theatre scholar Richard Schechner have made great contributions to
unveil the intersectionality between anthropology, sociology and traditional

theatrical studies. ™

* Bauman, “Performance,” 41.

* Ibid., 41.

Y Carlson, “What is perfonnmance,” 71.
" 1big,, 71.

12 See also Schechner and Turmner, Between Theater and Awthvopology, 3-34.




Ini this respect, Richard Schechner lists the areas where performance studies

and the social sciences coincide as follows:

“...performance in cveryday life; the structure of sports, ritual, play, and
public political behaviors: analysis of various modes of communication;
semiotics: connections between human and animal behavior patlerns with an
emphasis on play and ritualized behavior; aspects of psychotherapy that
cinphasize person-to-person interaction, acling out, and body awarcness;
elhnography and prehistory- both of exotic and familiar cultures; constitution
of uniticd theorics of performance, which arc, in fuct, theories of
behavior.,.”"?

In this regard, Hrving Goffiman, as he discussed in his scminal works The
Representution of the Self in Everyday Life and Frame Analysis, is among the first
scholars whom presents that theatricality, as a framework can be a pattern to examine
non-theatrical actions of human conditions.”* For Krving Goffman, “a ‘performance’
may be defined as all the activity of a given parlicipant on a piven occasion which
serves fo influence in any way any of the other participants.”'® imphasizing the
madifying naturc of & performance, Erving Goffman asserls that the social and
pelitical roles of human beings may themselves be reparded as performances. In this
respect, Goffman believes that in terms of constructing and staging their identities

and realities, people perform their roles every single day.'®

Following this argument and pointing out the comprchensiveness of the term
“performance,” Carlson claims that "our lives are structured according o repeated

and socially sanctioned modes of behavior that raise the possibility of all human

2 Schechner, Performance Studies: An fnfroduction, 13-14.

" See for lurther discussion, Goffiman, Franse Analvsis: An Eszay an the Ovganizaiion of Expericnce;
The Presentation of Self in Iveryday Life, 21-39; see also Schechner, Performance Studies: An
Inaduction, 537,

L Gollman, The Preseniation of Self in Bveryday Lifz, 15

"% Sehechner, Performance Studics: An Tntroduciion, x.




activity having the potential to be considered as “performance”, or at least all the

i - 5 i e |
activily carricd out with a consciousncss of itself” i

Regarding these kinds of performances, R. Schechner also indicates that the
[unctions of the performance arc “to enferiain, to make something that is beautiful, to

mark or change the identity, to make or foster community, to heal, to teach,

persuade, or convinee, to deal with the sacred and/or the demonic.”™®

Referring to changes in performance studics — developed from an older idea
of socicty as theatre —Peter Burke, in his article “Performing Ilistory: The
Impeortance of Occasions,” refers to a “performative tum™ in historical studies that
delines cullure as a pcr[urmancc.'g In this arlicle, he starts the historiopraphy of
performance studics with the dramaturgical models of 1940z and 19507, The
pioncers of this model, Kenneth Burke, Michel Leiris, Victor Turner, and Goffiman
argue that spatially, temporally and audience-hbounded human beings dramatized
themselves as & way ol representation. As Burke mdicales, this model alfected other

intellectual fields such as politics, linguistics, history and so forth.*

Intellectual historians such as Hayden White used this model to explain the
history of political thought as the siudy of "speech acts™. I Cultural historians and

arl historians also followed this trend. However, over the past twenty years,

performance studies have come a long way and the dramaturgical model, which has

1 Carlson, Performnance: A Critical Introduciion, 4-3,

" Schechner, Performance Stiudies: An Iniroduction, 38.

*® Burke, “Performing History: The Importance of Oceasions,” 35,
* Ibid,, 37,

* ihid,




developed out of the “society as theatre model,” has started Lo lose its popularity.
Instead, the term “performance” has started to be circulated and discussed among
anthropologists and historians. Therefore, the meaning and applications of the term
“performance” have been expanded. Peter Burke cxplains this phenomenon as a
“performative turn” in the studies of history, Therefore, history has started to he
regarded as performance. Concordantly, there has been an increasce in the studies of
rituals and festivals. As opposcd to the dramaturgical model, new approaches (o the
conicepl ol performance changed the analogics between society and the theatre, and

blurred-the boundaries between them,
As Burke points oul:

Rituals and feslivals are now being approached in @ more vpen way. Older
studies of rituals and festivals otten assumed that they followed scripts,
literally as well as metaphorically. By contrast, recent anthropological studies
of ritual cmphasize that “performance is never mere cnactment™ or
expression, but has an active role o play. We see a shift from the study of
“ritual” as a scparate calcgory of human action to the cxamination of all
human behaviors as more or less “ritualized” 2

As it is illustrated above, performance studies and the idea of performance
may coniribute a great deal to almost every kind of study in the humanitics,
including anthropology, cthnography, psychology, linguistics, literature and even
history. In this regard, historicizing the performance obviously opens new venues for
the studies of festivals, public rituals, mass spectacles and other celebrations. In
Richard Schechner’s terminology, “like any behavior, event, action, or thing” public

rituals and celebrations might be studied “as” performance.® The following section

* gee also Schechner and Tumer, Benveen Theater and Anthropolgy, 4.
# Burke, “Performing History; The Importance ol Oecasions,™ 41,
™ Ibid.

** Schechner, Performance Sincies: An Introduction, 32

1




will explore how Ottoman [estivities may be approached as performance by means of

historicizing these performative events,

2.2 What is “Festival™: Allessandro Falassi’s morphological definition and the
Oltoman festival tradition

Burke sets out to emphasize cach individual participant’s role in any given
performative event as well as the blurred nature of distinet categories such as
festivals, carnivals, or mass spectacles.”® Here il is important to cxplore how
Ottoman royal weddings and circumecision ceremonies might fall into different
calegories of performance. With regard to this, Allcssandro Fallasi's morphological
definition of “[estival” provides us with a structural analysis for calegorizing the
Ottoman performalive acls in the royal festivilies. As he indicates in his book Time
out of Time, “the term *festival” covers a wide range of events from sacred to
profane, public to private, {raditional to innovational, nostalgic revival to survival of
the most archaic folk customs.””” More importantly he emphasizes consolidating the
nature of these festivals for all participants from a variety of backgrounds,
Consequentially, it is important to note that Fallasi defines the festival as “a
periodically recurrent, social occasion in which, through a multiplicity of forms and a
scrics ol coordinated events, participate directly or indircetly and to various degrees,
all members ol & whole community, united by ethnic, linguistic, religious, historical

bonds, and sharing a world view.”*®

* See lurke, “Perlorming History: The Imporiance of Oceasions,” 15-52,
* Falassi, “Festival: Definilion and Morpholopy,”™ 1.

* Ibid,, 2.
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Despite the diversily present in their range of events, all festivals conlain
some common constituent parts called “ritual acts” or “ritcs”, Taking Ottoman
festivals info consideration, it is possible Lo see similar patterns present in the ritual
acts, as Falassi points oul. For instance, pre-festival activities are common practice
for all Ottoman royal weddings and circumeision festivals: The Sultan's edict
initiates the preparations. Appoiniing a director for organizing festivities, (Sir
emini), and starting to supply necessary substances for banqueting or other festival
organizations arc among the other pre-festival arrangements. All these preparations
creale a clear distinction between ordinary life and the. festive moments that Falussi
defines as “valorization”.*® Furthermore, it is worth mentioning that althongh other

rites had changed throughout time, pre-festival activitics at Otloman festivals follow

this similar patlern in the nineteenth contury as well.

Falassi also refers to Van Genneps® and Victor Turner's idea of “ritcs of
passages™ as one with the most significance for the dimensions of Ottoman
festivitics. These rites usually symbolized passing from childhood to adulthood,
which is the substantial reason for the celcbrations. Festivities actually came to an
end right after the rite of passage stage was closed in Qttoman festivals. For
circumcision festivals, the festivities ended with the final circumcision ritual and lor
the wedding festivities, the celcbrations closed down aficr the arrival of the bride at

her new residence with a glorious procession,

Moreover, “the rite of conspicuous comsumption” includes over-consumption
of food and drinks. Tn Ottoman festivitics, we see three differentl forms of this rite

based on the hicrarchical order of the conspicuous event, which arc called ziyafef (the

** Falassi, "Festival: Delinition and Morphaology,” 3.

* 1bid, 2.
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feast), canak yagmasi (food plunder) and altm ve giimiis yagmas: (the scramble of
gold and silver). Ziyafer was given in (he honor of the sultan for the clite invitees in
order to demonstrate the sultanate’s power to outsiders; however, canak yagmas: and
altin ve giimiiy yagmas: were organized for the commoncrs to symbolize the
prosperity and glorious nature of (he state and the sultan. Morcover, the turmoil (hat
occurs in “ganak yagmase” was a dramaltic representation for contrasting the poverly
of the commoners with the wealth of the sultan. The rite of conspicuous consumption
cvolved in different formats in the nineteenth century. While the banguets remained
a promincat parl ol nineteenth-century celebrations, the scramble for silver and gold
as part of the festival scemed to vanish. Because no festival book mentions this
detail in the nineteenth century, it might be said that those rites were practiced lcss

publicly,

TFurthermore, onc of the most notable rites of the classical age of Otloman
festivals is the ritc of conspicuous display. The displaying of nalils, pipantic
puppets, large-scale models of archifectural constructions (of 2 mountain, a rook, a
galley ele.), and exotic animals such as elephants and giralfes were part of the
testival. They served a purpose ol glorifying the grandeur of the state. Moreover, as
Metin And demonstrates, these forms of the rite of the conspicuous displays were
also closely associated with ancient Turkic sacred symbols.*' In the nincteenth
cenlury, while the naluls were still visible at the festivals, the gigantic puppets and
the architectural constructions lost their relatively important places in (he festivities,
instead of thosc kinds of displays; various kinds of processions beeame central to the

coremonics.

M And, Turkish rcing, 133-151,
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The rite of competition also took place at Ottoman festivitics and they were
still observed in the nincteenth-century ceremonial domain. In this sense, especially
at imperial weddings or circumecision festivals, highly militaristic sports such as
wrestling, archery, javelin throwing or horseback riding were performed to
symbolize hicrarchical roles in terms of the “winner and loscr”” relationship. In

Falassi’s terms, these games represented how equality may be turned into

hiﬂl‘ul‘l:]'l}’,u Iowever, these games also underline a kind of sacred meaning in terms

ol fighting for the sultan, “the shadow of God on carth™ in the Ottoman scnse.

2.3 Ottoman royal festivities as cultural performance

Ottoman royal festivitics were also cultural performances, which reflected their
rooted culture in a defined time span and place. It would be convenient to bricily
examine the theoretical approaches to exploring cultural performances as such. In
Milton Singer’s term, public enactments such as festivals, rituals, ceremonies or
spectacles are called “cultural performances”. He delines cultural performances as
“isolalable segments of activity, which are considered by a group of people to be
cncapsulalions of their culture which they can exhibit to visitors and to
themsclves.” In these events, as M. Singer emphasizes that a cullure is
“encapsulated, cnacted and placed on display for itsell and for outsiders. Each
performance constitutes a discrete complex event, characlerized by a definite time
spai, an organized program of activily, performers, audience, place and occasion

3334 ]

which focuses on a prominent theme in the experience of the social group™? IFor

*2 Falassi, “Festival: D¢finition and Morphology,” 5.
* Singer, “The Cultural Pattern of India,” 23-26.

" Stoeltje and Baumun, “The Semiotics of Folklorie Performance,” 589,
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Milton Singer, traditional theatre and dance, concerts, recitations, religious festivals,

weddings and so forth may be regarded as “cultural performance”

Moreover, Singer points out that eultural performances share a sct of
characteristic features. In a sensc, all events are scheduled, temporally and spatially
bounded, programmed and they are coordinated by public occasions, Taking this into
consideration, onc of the most important features of the cultural performances for the
studies of society is that they were reflexive instruments of cultural expression, as
Babeock indicates.”® Within this framework, cultural performance creates an
opporfunity for individual members of'a community to assume a special
performative role that is difTerent from everyday life and also incrcases the

consciousness of the selfl in terms of intensifying the social identity.””

On the other hand, Carlson thinks that Singer’s “featurcs” of cultural
performances, espeeially his emphasis on “sct apariness™ in time, place and oceasion
could be calegorized as a conscrvalive interpretation of the role of performance in
culture.*® In this regard, he supports Turner’s idea of “social drama® more in contrast
to Singer’s scparation of performance {rom everyday life and emphasizes the “in-

betweenness” of the performance and its counterpart; ordinary life,>”

Therelore, cultural performances that present an arca of reset for the

community, and a reversal of the ordinary roles, increase the consciousness of the

# Carlson, Performance: A Critical Introciction, 1 6.

ktd Bauman, “Perfommance,” 46-47.

e Stoclije and Bauman, “The Semiotics of Folkloric Perfonmance,™ 590.
*® Carlson, Performance: A Critical ntvoduciion, 16.

** Thid., 20.
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imndividual. llowever, as Turner points out, cultural performances also coincide with

everyday life.*

2.4 The dramatic power of the stalc and the functions of public performances
Within this framework, politics as performance is another theoretical concept that
needs to be explored. In accordance with the theatricality of everyday life, many
scholars have discussed dramatic palterns of the state. Geertz, in his work Negara:
The Theatre State in Nineteenth-Century Bali*' regarded the idca of the state as
performance and examines the nineteenth-century Balinese state as an organization

of cnactment.

By making use of the term “theatre state,” Geertz suggests that the state is
an organizced performance that reflects itsclf through public rituals and ceremonies.
"That is to say, the slatc as a performance reproduces itsell in accordance with its
symbolic and mythical power. This ceremanial statc is not an imitation of the current
social circumstances; rather, it is the social circumstances— at least partially,

43
themselves,

2.5 Theoretical approaches Lo the state of speetacle
By lreating the idea of a theatrical slale as a starting point, this section will attempt to

discuss Lhe lerms “festival” and “spectacle™ for a comprehensive analysis of the royal

* See also Schechner and Tumner, Benween Theater and Anthropolzy, 35-40,
M 8t for Further discussion Geerte, Negara: The Theatve state in Nineteenth-centiay Bali, 3-10,
4 Ibid., 12.

 1bid., 13.
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weddings of the Mahmudian state and how different forms of performativity may
well define the performativity of the state. Here it is argued that not only festivals bu
also spectacles arc feasible genres to categorize these royal weddings and muy

illustrate the nineteenth-century Ottoman statc as a performance.

llere the terminology that the Ottomans used to describe (hese events may
highlight how different genres of performance are convenient for these state
ceremonies. In the state documents, a Persian word sitr-i cihaz is used to describe
royal weddings. Siir means a banquel, feast or eatertainment, and cifaz, which means
dowry or tronsscau, refers to the festivity organized for a-female member of the
imperial houschold. On the other hand, in colloguial language, royal weddings were
cxpressed by the words donanma and genlik; the first means decorating a place with
candles and other luminary objects, and the art of fire works; the latter means festival
or festive pathering. Tt is important to nole that the vernacular lerminology also
mdicates the speetacular aspects of the performance. Therefore, it may not be wrong
to claim that along with the lestival-like nature of these royal weddings, the

spectacularity of these mass events begs to be explored,

MacAloon, in his study on the Olympic games, provides us with an insightful
analysis. He suggests that (he genres of performance that the Olympics include—
spectacle, lestival, ritual, and games—are “ramificd perlformances of symbolic
action.”" These mega-genres or meta-genres of cultural performance,” therelore,
suggest different frames [or different aspeets of the performance for “linking
organically distinguished forms of symbolic action into new wholes by means of a

comunon spatiotemporal location, expressive theme, afTective style, idcological

“ McAloon, “Olympic Games and the Theory of Spectacle ™ 241-280.

" Thid., 250.




** For this reason, festivals fall short of explaining the

infention, or social function.
Olympics as a whole, since the festival is about participation as well as joyfulness.
However, spectacle “by prescribing only watching, and leaving the rest to the
dialogue between the obscrver and the *sights,”"” opens a venue for “optionality and
individual choice,” which are, as MacAloon indicates, widespread modern values,
This is, by definition, is an ambiguous relationship between “image and reality,
appearing and being,” which MacAloon regards as a “double dynamic.”*® More
importantly, for MacAloon, a spectacle is a contextual performativity that depends
on the conlent, its history and the given sociocultural conjuncture. Therefore, a

spectacle allows not only the manipulation of the very message of a given

performance, bul also its appropriation by the audience,

O the other hand, Debord, in his The Society of the Spactacle, posits that a
modern sociely may be approached as a society of spectacle, representing itsclf
through various means of images."” Debord’s idea of a spectacle sociely shows

parallelism with Geertz’ concept of “theatre state,””

which propones an idea of a
stale that employs its power through various symbolic acts. Debord and Greerlz are
among the pioneers who propose that the festivitics were representational events of

the stale 1tself,

Here it is also importanl lo discuss Pollock’s approach to history as an acl of

performance. In her introduction to Exceptional Spaces: Essays in

r MeAloon, “Olympic Games and the Theory of Speciacle,™ 256,

' Ibid., 270.

¥ Ibid., 270-275.

* s¢e lor lurther discussion Debord, The Socien: af fhe Spectacle, 12

*® For further discussion Geertz, Negara; The Theatre state in Nineteenth-centiny Bali, 12.




Performanced History, she argues that performance makes history rather
“ahistorical” by lurning history inlo a vague representation of what it had actually
been. As she indicates, [ plerformance makes history go sometimes by making it
seem Lo go away, by exercising its representational tactics so vigorously thal history
cat no longer be seen.™’ Thus, although the performance turns the past into a
speetacle, it devaluales its authenticily by adding contemporary agendas and
concerns. Thus, it may be argucd that in nineteenth-century royal weddings, former
performative forms of the eighteenth century in particular were brought into a
contemporary context in a more ahistorical way in terms of re-inventing eclebratory

pallerns, as will be discussed in the following chapters.

Additionally, Adams, in her book The Spectacular State: Culture and
Natianal Identity in Uzhekistan, urges us to notice how speetacles control
communicalion by using various technologies and they monopolize the meaning (hat
the participants arc expeeted Lo infer by silencing their response.® In this regard, onc
should also note that statc manipulates the meaning of the public performances in
order to serve performativity for its own purposcs. This process ullimately requires
redefining its subjects as well as its relations with the performance itsclll Royal
weddings in the nineteenth-century Ottoman realm functioned as an objeet of the
present state of the polilics and were therefore re-invented in the public life through

VArious ways.

Uere it is also important to mention Eric Hobsbawm’s concept of inveated
tradition. In the introduction of his co-cdiled book, The Invention of Tradition, he

defines the “invented tradition™ as “a sct of practiccs, nonnally governed by overtly

* Pollock, Exceptional Spaces: Essays in Performance and History, 27,

* Adams, “Politics ol Culture in Usbekistan, 1991-2002.7 3.
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or tacitly accepted rules and of a ritual or symbalic nature, which seek to inculcate
certain valucs and norms of behavior by repetition, which automatically implics
continuity with the past.” In relation to this, the process of inventing traditions
implies that when traditions are invented, they take on new meanings and values of
the current political situations. Interestingly enough, invented traditions arc not
regarded as fubricated traditions; they are casily approved in the eyes of
communitics. Maybe more importantly, these invented traditions are not totally ncw

discoveries; they are mostly rooted in the previous traditions of the given society.

Besides its opening new venues for the histories of the nineteenth and
lwenticth centuries, and especially nationalism studies further on, it is important to
note that [lobsbawm’s work is an important “call for action” picee for both history
and anthropology in lerms of illustrating how performativity plays an important rolc
in bringing the past into present contexts. Hobsbawm illustrates how the past comes
mto existence in the present conlexts as an act of performance. In this process, as he
notes, ritualistic forms play an important role in inventing traditions. He emphasizes
that anthropology may help historians Lo elucidate the invented and old traditional
practices as well as the symbolic nature of the given state’s performativity through a
varicty of channel. In this respect, it may be argued that wedding ceremonics umed
mto a symbolic allegiance to the state itself through various symbolic acts. In fact,
the re-mvention of the grandeur of the QOUloman state became one of most visible and
significant aspects of this newly imagined model of socio-political context during

nineteenth century.

In this regard, this thesis argues that royal wedding festivitics in (he

nincleenth century, as events which erystallized the Ottonan imagination ol the state

**lobsbawm and Ranger, The fvention of Tradition, 1.
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and its relations with it subjects, were re-adopled according to the contemporary
political discourse. The represenlation of these wedding [estivities, therefore, was re-
invented through new forms over and over again. The processes of re-invention of
the Ottoman siate through various cultural forms, therefore, will be examined in

detail in the following chapters.

2.6 Approaches to practice of documenting Ottoman festivitics: genre, text and
possible interpretations

At this peint, it is important (o underline that documented evidence of these wedding
[estivities, which rely mostly on [estival books, requires an atlention to form a
theoretical framework for a coherent genre analyses in order to approach these texts
as performance as well. For a better theorelical discussion, the term genre itselfwill

first be explored in this section,

It is known that since the ancicnt Greek philosophers Plaio and Aristotle, the
issuc of genre has been a matter of discussion within the circle of literalure and
history. Poststructuralists and interpretative anthropologists consider culture itself as
a lext that can be read. This approach permeated cultural studies as well as
performance studies. In this regard, texts can be read as coherent systems of
communication—writing, visual art, music, and theatre, Tiven a cily or historical
epoch may be read as a coherent text, Many of semioticians argue for a very broad
definition of text. In fact, during the past half-century, the concept of text has been

greatly expanded.

In this respect, as de Marinis indicates, the lext designates not only a coherent

and complete series of linguistic stalements, whether oral or written, but also cvery
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unit of discourse, whether verbal, nonverbal or mixed, that results from cocxisicnee
of several codes and possesses the constitutive prerequisites of completeness and
coherence. ™ Therelore, even units of performances can be considered as texts and
may thus become the objcet of textual analysis.*™ In (his regard, it may be pointed out
a text 1s closely related to previous lexts and culture as well as the oral tradition and

cultural context of a piven society.

In this regard, in order to better analyze the relationship between sirndmes in
the nineteenth century and socio-cultural as well as the political context that they
belong Lo, Bauman’s analysis might provide an insightful analysis. According to
Bauman, “genres are not solely as classificatory categorics for the organization of
cultural objeets but also orienting frameworks [or organization of ways of producing
and interpreting discourse.”® Tn this perspeetive, he emphasizes dimensions of
interrelationships that organize communicative production and reception, This new
and morc open-ended approach vicws genres as flexible and negotiable orienting
frameworks, and focuses on discursive practice in the conduet of social life™
Therefore, it may not be wrong to claim that textual performance is, in a sense, a sum
of the lools of communication that are closely relaled to the context and
intertextuality of the text. This thesis will aim to pursue this kind of theorctical
perspective, which follows a “textual genres as performance™ approach in order to

analyze the lextual evidence of nincteenth-century royal weddings.

* See for [urther discussion de Marinis, The Semiotics of Performance, 2-14.
* Schechner, Performance Studies: An Trtradietion, 192-193.
" Qe Bauman, "Genre,” 53-39,

57 Oztiirkmen. “Orality and Performance in Late Medieval Turkish Texts: Epic tales, Hagiographics
and Chronicles,”" 327-345,
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Regarding this theoretical framework that is mentioned bricfly above, this
thesis is divided into two parts: historiographical debates on the practice of recording
imperial festivities on the occasion of wedding ceremonies and the changing cultural
forms (including textual ones) of those imperial festivals in the nineleenth-century
Ottoman realm from a performance-centered perspective. In doing so, it will aim to
cxplore the re-invention and re-definition of the Ottoman state during the reign of
Mahmud TI through royal wedding ceremonics and how the Mahmudian state turned

into a state of spectacle.

Within this broader ramework, turning royal wedding ceremonies into more
spectacular performances may be regarded as a deliberate action of the state (o
convey its message to the audicnee, which made its grandeur publicly visible.
IHowever, demonstrating this grandeur with a spectacle in combination with other
genres of performance meant something clsc: this was a strategic decision that aimed
to be visible but in a more non-participatory manner. Therefore, “spectacular state”
may more correctly identify performativity of the nincteenth-century Ottoman state
since the spectacle intends to manipulate the audience rather than allowing direet
participation in a given performance. More importantly, speetacle is a modern device
lo employ the state’s idcology. For this reason, while the nincteenth-century Ottoman
state modernized itself through centralizing its apparatuses, its performativity shifted
towards a speclacular one, 1owever, as MacAloon emphasizes, it does not mean that
other genres of performance were not included these state ceremonies. In fact, the
festivals also may help us to distinguish the ceremonial space and time from the
ordinary life as well as to frame the transformation through engaging the audience

with cntertaining performances. However, it is hard to {ind camivalesque
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performances, which furn the usual order of the life upside down, in nineteenth-

century royal weddings since Lthese were more control-based spectacular evenis.™

** See for further discussion von Guldern, Balchevik Festivaly-191 F-1920, 1-13.
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CIIAPTER 3

HISTORIOGRAPHY OF OTTOMAN FESTIVITIES

3.1 Emergence of the studies on the historical performance in the feld of Ottoman
studics

Celebrations in the Ottoman realm have always been altraclive to scholars with a
varicly of interests. The scholars of the old Turkish literature discipline, art
historians, social and cultural historians, and scholars of the performing arts have
been inferested in these celebrations as well as literary and art historical productions
of these festivitics. Howcver, there was a lack of inferdisciplinary approach to these
historical performances on the one hand. Until recently, art historians explored only
visual productions of the celebrations without concerning the textual analysis, or the
literary scholars neglected visual or contextual details about these festivities, On the
other, so far, studying performance as a historical representation has been almost

disregarded in the field of Ottoman studics.

Oztiirkmen, in her article “Performance in the Ottoman World: Thoughts on
Folklore and Ilistory,” explores how approaching folklore as performance offers new
venues for the “historical process™ ol cultural forms, which may be examined and re-
contextualized the communal practices of celebrations.” She indicates that
examining speetacles such as festivals and ceremonies, as well as dramaturgical

nature of daily life, and politics, which have been discussed in sociology and

* Outiirkmen, “Performance in the Otfoman World: Thoughis on Folklore and History,” 3-23.
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anthropology during the last few decades, may open new ways for historians who

examine cullural performances in accordance with their historical context.®®

This thesis aims to pursue this kind of approach in order to explore early
nincteenth-century royal wedding festivities of the Ottoman Empire. Morcover, it
will follow the path of “performative turn™ in the historical studies as it has been
discussed in the previous chapter, In doing so, it is among the main intentions of this
thesis lo approach the history of these celcbrations “as™ performance, as Richard

Schechner indicates.™

As indicated in the previous chapter, Schechner claims that any event may be
examined “as™ performance. Compared to the examination of a certain cvent “is”
performance, using the category “as™ performance has advantages to cxplore the
historical context of the events;™ while approaching to festivilies in ““is°
performance-model refers o more definite, bounded events marked by context,
convenlion, usage and tradition.®® Tn this respeet, this chapter, first and foremost,
aims to cxplore previous studics that deal with festivities in the Ottoman realm. After
reviewing previous studies on Ottoman lestivities, it also intends to discuss (he
“performative turn” in the field of the Otloman studies.

From its beginning Lo the end of the cmpire, Ottomans organized celebrations
and festivals for imperial births, circumeisions, and weddings as well as other
religious and military occasions. Those festivals were recorded by contemporary and

near-contemporary chroniclers, historians, poets as well as foreign visitors or

 Oztiickmen, “Performance in the Oltoman World: Thoughis on Folklore and History,™ 3
" 8eheehner, Performance Studies: An Tatvodnetion, 25
% Oztiickmen, “Performance in the Ottoman World: Thoughts on Folklare and [History,” 4.

£ Schechner, Performance Studies: An Introduction, 41-42; see also Outiickmen, “Performance in the
Ottoman World: Thoughts on Folklore and History," 3-23,
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diplomats. Although there were many other festivities for the occasions ol imperial
birth, circumcision and wedding ceremonies in the Ottoman realm, only cleven
cclebrations were recorded in the form of the sidrmdme (book of festivals) genre by
contemporary or ncar-contemporary writcrs and poets, Siirndme is a unique genre
used in Ottoman literature to record imperial birth, circumeision or wedding
ceremonies either in the form of prose, poetry or together in both prose and poetry.
Stirriye kasides (eulogies for the festivities) and siirrive tarilileri (chronicles of
festivals) were other contemporary sources that described the festivities.
Contemporary or nearly contemporary sources ahout those fostivities will be
discussed in detail in the following chapters. In this chapter, the scholarship on the
festivals will be discussed in order (o present a thorough historiographical analysis.
In this respeet, 1t will attempt to contextualize the growing literature on these
celebrations and to survey ways in which scholars have examined Ottoman
[estivities, In doing so, a chronological cateporization of the literature will be another

concemn ol the present chapter.

3.2 Early studies

As Faroqhi, in her introduction to a recenl publication Celebration, Entertainment
and Theater in the Ottoman World” points oul, festivities were a neglected field in
Ottoman studies in its beginnings. This arca, which had been studied so far by art
historians, specialists of the theater, and cultural historians as well as scholars of O1d
Turkish Literature, was first discovered by a prolific journalist, Refik Ahmet

Sevengil (1903-1970). In his two studics, Istanbul Nasil Eglenivordu (1927) and

& Faroghi, “Research on Otloman Festivities and Perlormances,” 24-68.
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Tiirk Tiyatrosu Tarihi,*® he has explored ways lstanbuliols celebrated their various
festivitics and the forms of traditional performances, As Faroghi indicates, it is
important to notc that Sevengil’s was the [irst altempt to consider festivities as a
broader cultural form.™

Until the end of the 1950%s, Sevengil’s works and a lew other studics
dominated the field of festivals. Sermiha’s thesis on sdrndmes®” and 11ilmi Uran’s
Stdtan Ugtincii Mehmed'in Siinnet Diigiimii ® are among the studies that remain

rather descriptive.

3.3 Metin And and his followers

Metin And (b. 1927), a pioneer theatre historian, dominated the feld until he passcd
away in 2008, 11is survey-like study that was [irst published in 1959, Kk Giin Kk
Gece: Eski Donanma ve Senliklerde Seyirlik Oyuniarn® may be considered the first
attempl Lo cover all the festivals and processions for circumeision and wedding
ceremonics in the Otloman realm; it gives the reader an opportunity to look the
celebrations in terms of performing arts in a detailed way, Following this study,
Metin And published various books and articles. Among these, A History of Theatre
and Popular Entertainment in Turkey™ and Osmanh Senliklerinde Tiirk Sanatlar™

remain prominent for a thorough understanding of the performances as a part of

" S Sl;:\-'c:ngil, Trranhul Nasid Lglenivordu? Fetiliten Yomanmmiza Kadar.

* Faroqhi, “Rescarch on Ottoman Festivities and Performances,”™ 32-34,

® Sce Sermiha, “Surnameler.”

** See Uran, Sultan Ugtinei Mehmedin Siinnet Dyigitnii,

* See And, Kuk Giin, Kk Geee: Exki Dosnanma ve Fenliklerde Sepirfik Ovnnlar.
" See And, A History of Theatre and FPopular Entertainment in Tindey.

" See And, Osmanh: Senliklerinde 1k Sanatiart.
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everyday life in a broader cultural context, His studies arc also important in terms of
documenting various European sources about Oltoman festivitics as well as looking
al the performances of the Ottoman realm through a comparative approach.”

An American historian of theatre, Stout, following the path of And, wrote a
doctoral dissertation on the most glorious Ottoman festival, namely the festivals of
1582 that were organized to celebrate the circumcisions of Sulian Murad TT1's
princes.” Stouts’s doctoral dissertation cxplores all the elaborate performalive events
ol these circumeision festivitics and reviews a wide range of literature on those
ceremonies. Moreover, it contains an analysis on the miniatures of the festival book
and an overview of the daily life and ceremonial practices in the Otloman classical
ages. More importantly, Stout attempted to sce Olloman festivals in relation to
European and Islamic celebratory traditions,

Nutku is another pioncer hislorian of the Ottoman theatre who has worked
mostly on the festivities of 1675 in Edirne. Tn his monograph IV, Melmed in Edirne
Senligi, 1 675,” Nutku explores contemporary and near contemporary Olloman and
foreign primary sources of Lhese festivities, that is to say, the sirmdmes aboul the
festivals, and the memoires of an English doctor, John Covel. Although rather
descriptive, Nutku’s monograph and his various articles give the reader an
apportunity to follow the paths of prolific primary sources in a comparative

approach. 11is approach (o dealing with how the performance might be ¢xamined

" Metin And also published several articles on his rescarches covering Lhe [estivals during 1960°s:;
And, *1582 Senligi Uzerine Oncmli Bir Belge,” 166; “Gene 1582 Senligi Uzerine,” 168;

"XV Yizyilda Sehzadelerin Stinnet Dagang."; “Hski Osmanh Senliklen Userine Ug alyan
Kaynag," 14,

™ Stout, “The Sti<i-Himiyun of Murad TTT: A Study of (iomsn Pageantry and Entectaimment,”

" Nutkw, £V Mehwer'in Edirne genligh, (1675},
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through these cclebrations is also important for performance studics in the Ottoman

realm.”

3.4 Art historical approaches: Sezer Tansug, Esin Atil, Nurhan Atasoy, Giilru
Mecipoglu

The art historical aspect of Ottoman festivities is another well-explored arca of
research, Major Ottoman festivities were recorded in the form of miniatured festival
books. Tn these “books of art” projects™, artists of miniature painting (nakkags)
illustrated almost every sequence of the festivities. These visuals are among the
unique sources for interpreting the festivities. From this perspective, the motions of
the processions, parades, clothes, and various displays have been studied by various
arl historians such as Sczer Tansug, Esin Atil, and Nurhan Atasoy.”’ On the other
hand, the relationship between these illustrations and the texts that described the
festival cvenls in the form of sirndme may provide an important venue for the
intertextuality of the texts and the image. More importantly, these kinds of studics
may allow scholars to inlerpret texts and images as performance. However, these

arcas of study have not been cxplored in detail yei.

" See also Nutku, “Edirnc’deki Bityiik Senlik™; “Edimc’de [Mizenlenen Senlikler.” These two articles
cover the previous work of Nutku and give the reader an opportunity to read a sununary of the
celchrations, Moreover, his eritical approach on the cultural history of these celebrations may also
illustrate the growing literature on the festivals.

™ Sec for further infornation on the idea of “book of arl:" Adsl, Trurkish Art, Sec also Aul, Levad aned
the Swrwame: The Story af an Eighteenth-centiny Ottoman Festival, Alasoy et al,, Turkivh Miniature
Painting.

"7 Resides these art historians, the fallowing studics are also imporlant to look beyond tlie images of
the festivals: Unver, Lewind, Hayon ve Everferi; Trepoghu, Lewini, Nakig, Sit-ve Renk, Dol of these
works contains a detailed analysis of Levni. See also Llinas, “Nakkas Osman ve Luvniye

ait Surname Minyatiiclerinin Kompozisyon ve Renk Agisindan Incelenmesi.” Eroghy, “Surname-i
Hiimayun ve Surname-i Vehbi baglaminda Nakkag Osman ve Nakkas Levni,” Tekbas, “Sumame-i
Vehbi Minyatarlerindeki Eglence Suhnelerinin Resim 1gitimi Agisindan Incelenmesi.”




Tansug’s Sendikname Diizeni, fivst published in 1961, is one of the earliest
studics on the art historical productions of the lestivities.™ Tansug’s study covers
both the 1582 and 1720 festivals and examines the miniatures of these ceremonics Lo
reconstruct the celebration and the artistic tradition behind them in detail. In doing
80, he questions the way in which the painters of these two festivals, Nakkas Osman
and Levni had illustrated these celcbrations in comparison to the Persian miniature
tradition.

Atil’s doctoral disscriation and her other publications’™ hased on her
dissertation have dominated the scholarship on the festivals of 1720 as well as the
prominent Ottoman miniaturist Leval. Her eritical approach on the way Levni
llustrated that festival and how it is relevant for the changing fradition of Otloman
painting still remains among the important studics in the field of art historical
productions of the Ottoman festivals. More importantly, her analysis on this
particular festival, in accordance with Levni's cinematographic movement technique,
may help future scholars to reconstruct the festivities in accordance with visual and
performative forms. Lastly, her idea of the “art of the book,” which presents a
reading of these artistic productions in combination with their literary styles,
calligraphic forms, their illustralions and even with their style of binding is another
contribution of her to the scholarship.™

Atasoy is another art historian who contributes greatly to the analysis of the
miniatures of the festivals and the festival book of 1582. Tt also contains the

memaories of people who obscrved the ceremonies and cxcerpts from written

" Tansug, Senlikname Diizeni: Tiirk Minyatiiviinde Gergebol Duyus Ve Geligme,

" See also Al "The Story of an Bighteenth-Century Ottoman Festival,”® 181-200; “Sumame-i Velihi:
An Eighteenth Century Ottoman Book OF Festivals. ™

0 See ulso, Atl, Turkish Art.
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accounts. More importantly, the analysis of the craftsmen and the higher elite at the
end of the book bascd on the miniatures offers an important visual repertoire for the

cultural life of the sixtcenth century, ™

3.5 Literary approaches

As it is indicated above, sfirndmes (book of festivals) arc some of the most important
confemporary or near contemporary sources of information on the Ottoman festivals.
Although the sourees mention that the earlicst Oltoman festival dated as far back as
as (he end of thirteenth century,* the festival of 1582 that was organized on the
oceasion of the circumcision of Sultan Murad’s sons was the [irst festival that was

recorded m the genre of sirndme.

Surnames are among the most studied Ottoman genres by scholars of
Ottoman literature. Until recently, almost all the known festival books had been
transeribed and published as a critical edition. Most of the scholars who worked on
the texts of these festivitics focused on the language and the points of view of the
particular authors. These descriptive studies gencrally addressed the sequence of the
festivitics, the kinds of performances, and the position of the author during the
festivitics, However, many of the literary studies on the testival books lack an
interdisciplinary approach [or interpreting the texts of sirndmes in accordance with

their contexts,

M Atasoy, Surmame-i Higmraynn: DAgan Kiteds; “H1. Murad Sehingahnamesi, Stinnct Dagiing Bolimd
ve Philadelphia Free, Library deki ki Minyatirli Sayfa,” 358-87.

¥ Arslan in his article, "Osmanh Saray Ditgtinler] ve Senlikleri ve Bu Konuda Yazilan Eserler:
Surpameler” claims that the first marvinge lestival of the Ottoman realin was Orhan Ghazi's marriage
ceremonics in 1298, As he notes, the first circumeision festival wiis for Murad I's prince Bayezid
(Yildinm) in 1365, The dates may be controversial, however, it indicates that the tradition of
organizing [estivals dated back as early as the beginning of the empire.
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The following eleven wedding and circumcision festivals {(including ninc
wedding and seven circumcision festivals) were recorded in this genre ol sidrndme

and studied by scholars of Ottoman literaturc.

3.5.1 The festival of 1582

As mentioned above, the tradition of recording the festivals in the genre of sirndme
began with the glorious festival of 1582, the circumcision festival for Murad T11°s
son, Sehzade Mehmed, that lasted 52 days and nights. For this festivity, two fostival
books were written by Intizami and the famous historian Gelibolulu Mustafa Ali.
Intizami’s Sirndme-i Hiimdyun was written in prose form and included more than
400 miniaturcs illustrated by Nakkag Osman and his team. Mustafa Ali’s Camiii'l-
Bubr der- Mecalis-i Sur,” on the other hand, was wrilten in verse style and it
provides a comparative historiographical account that also mentions the previous

cclebrations of the Kanuni’s cra.

Mehmet Arslan’s doctoral dissertation “Divan Edebiyati'nda Manzum
Surnameler”,™ includes all the sarndmes written in verse form. Ameng others,
Mustala Ali’s Camiii'I-Buhur der-Mecalis-i Swrwas first transeribed into modem

Turkish in his docloral dissertation.

Following his research, literary studies on the sivmdme genre gained

acceleration, In 1995, Tntizami’s Sirndme-i Hiimdyun was transcribed and published

* BDK- Veliyiiddin Efendi 1916; Kahire TK- 222; Nurosmaniye Ktp. 431%; TSMK- Bagdad Kagki
203; Ay, The Wedding Cerememy OF Salilia Suitan, 1834; Textual Analysis, Critical Edition and
Facsimile, 3.

# Arslan, “Osmanh Saray Didglinleri ve Senlikler.™ Later if is published under the name of Tirk
Edelivatmda Manzum Surmameicr.




by Gisela Prochazka-Eisl.* Prochézka-Eisl’s work is bascd on the manuscripts in the
Vicnna National Library. In 1996, Gelibolulu Mustafa Ali’s Camiit 'I-Buliur der-

Mecalis-i Sur was first published in critical edition format by Oztekin,™

Mehmet Arslan still dominates the publications of transcribed siirndmes. In
recent years, he published transcriptions of various sérnudmes in the volumes of
Usmanlt Saray Diigiinleri ve Senlikieri and republished both Gelibolulu Ali’s and
Intizami’s séirndmes."’ Comparing Mehmet Aslan’s study with Oztckin's critical
edition, onc might say that Arslan’s more recent work may be regarded as a more
claborate attempt to transcribe Ali’s text since it reduces the mistakes that Oztekin’s
cdition had. Each of thesc works contains an index, which is very helpful for the

rescarcher to classify the celebration in a more accurate way.

Mehmet Arslan’s other recent critical edition™ includes Intizdmi's Siirndme-i
Hiimdyuar, which is based on the transeriptions of the manuscripts in Topkap: Palace
and the Stilcymaniye Library. It also provides a comparative analysis of the other
two known manuscripts placed in the Vienna National Library and the Leiden

Library.*

% Prochivka-Hisl, Day Sirname-i Hiimayin: e Wiener Handsolrift In Transiaription, Mi
Kommentar Und Indices Verselen.

* Arslan, Tiirk edebivatinda manzum surmameler: Osmanl saray diginieri ve genliller,

* Arslan’s Osmanis Savay Diigiinleri ve Senlikleri {{Manzum Sumameler) {Istanbul: Sarayburnn
Eataphg, 2009) also contains Mustafa Ali's Camiii -Bulinr der- Mecaliv-i Sur.

" Asslan, Cmranis Savay Dildinleri ve Senlikleri 2 (Ciltlh) (Intizamt Surnamesi ),
* Other studies on the festival of 1582 are Oztekin, “Ali Surnamesi’ode Vezin Degisiklikler 7183

193; Hoyeaz, Surmame-i Himayon®da Folklork Unsurlar” Arslan, “Osmanali*da L3ir Muhicgem
Senlik: Scheade Sultan Mehmed'in (111 Mehmed) Stinuet Digand,” 169-1589,
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3.5.2 The [estival of 1675

The Edime festival of 1675, which was the circumcision [estival for Mchmed TV s
Schzades sons Mustafa and Ahmed; it also includes the wedding ceremony of his
daughter Hatice Sultan and Musahip Mustafa Pasha, was another festival that the
scholars mostly worked on. For this celebration we have two sirndmes written by
Nabi in verse, Vekay-i Hitan-1 Sehzadegan-1 Hazret-i Sultan Muhammed-i Gazi and

by Abdi, Stirndime-i Abdi in prose.

Salih Zorlutuna’s article “XVIL Yiizyilin [kinei Yansmda Edime’nin Sahae
Oldugu $dhane Stinnel ve Evlenme Digiinleri” in Edirne / Edirne 'nin 600. Fetih
Yildéniimii Armagan Kitab™ is the earlicst study on the Edime festival and coincides

with an increasc in the number of studics on the celebration in the Ottoman reahn.

The earlicst lifcrary study specifically on Edirne festivals is the linguist,
Goksel’s M.A. thesis “The sivndme of Abdi as a sample of old Turkish Prose.” !
This study is a transcription of Abdi’s work and also includes an analysis of its style.
From 1990°s onwards, it may be said that there has been a lack of interest on this
particular celebrations in general. The studies published from the 1990°s onwards arc
otten the re-transeription of the sirmdmes on this particular festival, Arslan’s
publications also include Nabi’s Sirndme in verse.”? Abhdi’s Sirndme was also

published recently in Osmanli Saray Diigiinleri ve Senlikleri 4-5°

" \n Edirne: Edivne win GO0, Fetil Yrldénimii aemagan kiteh, 205-206,

*! See Gisksel, “The surname of Abdi as a sample of Old Turkish Prose”

* See also Arslan’s Tiirk Edebivatmda Memzian Siurnameler,

* Arslan, Lebib Surnamesi Heafiz Melhmed Efendi (Hazin) Surnamesi - Abdi Swrnamesi - Celhiviil-
Beyan'in Surname Kison); see also BDK- Genel 10391; Bibliotheque Nationale Ancient Fonds, Suppl.
501, 880, 1045; Lidime Sclimiye 2315; Millel Katiiphanesi- Tarih 343; TSME- Huzine [573, Revan

823; Mativnal Library in Vienna- 110, 1072; Aymar, The Wedding Cevemony OF Saliha Sultan, 1834,
3
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On the other hand, Arslan’s article “1675 Edirne Senligi Uzerine Ug Onemli
Escr ve Bu Eserlerdeki ‘Hediyeler’ Bolimi™* also mentions the gilling sections of
these festival books. In recent years, Efdal Sevingli published an article
“Senliklerimiz ve Sumamelerimiz: 1675 ve 1724 Scaliklerine Tliskin iki Surname.””
His article gives a summary of the previous works, espeeially for Nutku’s study and

remains a relevant study for the survey on the literature about celebrations.

3.5.3 The festival oL 1710

For the wedding festival for Mustafa II's daughter, Safiye Sultan and Ali Pasa, there
arc lwo sirndmes in prose style whose authors are unknown. There are a few studics
on this festivity besides Arslan's serial of transcriptions were published in his

Osmanit Saray Diigiinleri ve Senlikleri 6-7,°

3.54 The festival o[ 1720

The circumeision festival that was organized for Ahmed T11°s sons, Schzade
Stileyman, Mustafa and Ahmed in 1720, was the sccond glorious celcbration in the
Ottoman realm. It lasted almost fiftcen days. For this circumeision festival, there are
two szrndmes that are in prose style: Vehbi's Simdme-i Vehbi and Hazin's Sirdme-
{ Hazin. Vehbi's sirndme includes more than 200 miniatures illustrated by the

famous nakkay, Levni. It is an imporlant example of cighteenth-century sophisticated

*! Arslan, 1675 lidime Senligi Urzerine Clg Onemli Eser ve Bu Eserlerdeki *Hediyeler” Heliimi, 92-
121,

" Sevinghi, “Senliklerimiz ve Sumamelerimiz; 1675 v 1724 Senliklerine [liskin ki Surname,” 377-
416

*® Arslan, Osmanli Saray Diigiinleri ve Senlibleri 6-7.
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prose style. Levni's illustrations arc, on the other hand, considered as an instance of

the Westernization ol Ottoman painting,

Taking into consideration the studies on the 1720 festivals, one might say that the
most prominent studies were published by art historians. In these studies, the
cmphasis was mostly on Levni's illustrations until recent years. Derman’s article,

“Surname’nin resimlenmesine dair bir belge,™”

on the other hand, studies an
important document about funding for the sirndme’s writer and gives clues about the

patronage system in the cighteenth century.

Similar to studics on other festivals, since the late 1980°s, old Turkish
literature specialists have published transeribed versions of the sirndmes written
aboul the 1720 cclebrations, In this regard, Kiziltan’s M.A. thesis was the first
attempt Lo transeribe one of the texts: “The sirndine of Mechmed 1lazin as a samiple

of old Turkish prosc.”®

3.5.5 Other festivals in the eighteenth century

There werc other festivitics and sdrndmes for the cighteenth century; however, they
were not studicd as extensively as the festival of 1720. Tn this regard, it is important
to note that the sdrndme for the festival of 1724 (the wedding ceremonics for Ahmed
HI”s daughters Ummiigtilstim Sultan, Iatice Sultan and Atika Sultan); Hasmet’s

Viladetname-i Hiimayun (prosc) for the festival of 1759 (for the birth of Mustafa

T Derman, “Sumame'nin resimlenmesine duir bir belge,™ 120-129,

* Kizaltan, “The “Surname” of Mehmed Hazin As A Sample OF Old Turkish Prose. See also the
recent studies that follow this approach: Tulu, Strndme: Sultan Almet'in Dilgiin kitabi. Arslan also
published both ol surrantes on the 1720 lestival: Osmenls Saray Digiinleri ve Senlikleri 4-3(Tebil
Surnamesi Hafiz Mehmed Efendi (Hlazin) Surnimnesi - Abdi Surnamesi - Tethisi'l-Beyaw'in Surname
Fuzmi)y Osmanlt Savay Digilert ve Senlikleri 1(Vehbi Surnamesi),
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IT’s danghter 1libetullah Sultan); and Melek [brahim’s Viladetname-i Hatice Sultan
tor the festival of 1776 (for the birth of Abdiilhamid I"s daughter Hatice Sultan) have

been only attracted rescarchers in the old Turkish literature Geld.™

3.5.6 Festivals in the nincteenth century

FFor the studies on mineteenth-century festivities, there are four festivals that were
recorded in sdrndme genre: For the festival of 1834 (hat was organized for the
wedding ceremony of Mahmud 1T°s daughter Salika Sultan and Halil Firat Pasha,
three sdrndmes were written: Rufat’s Strndme -i Rifat (verse), Es ad’s Strndnie
(verse), and a a Stirndme that was writtcn by an unknown author (prose). For the
festival of 1836, which was organized for the wedding ceremony of Mahmud II's
daughter, Mihrimah Sultan and Ferik Mehmed Said Pasha (also included the
circumcision festival for Mahmud 11" sons, Abdiilmecid and Abdiilaziz) there are
three sirndmes: Lebib’s Sindme -i Lebib (prose), thzir's Stirndme -i Hizir (verse)
and another sdrndme that is written by an unknown author (prose). For the festival of
1847 that was organized [or the circumcision lestival for Ahdulmecid’s sons
Mehmed Murat and Abdulbhamid), Tahsin’s Sirndme-i Tahsin (verse) is the only
source wrilten in sdrndme form. The festival of 1858, which was organized for the
wedding ceremonies for Abdiillmecid’s daughters Cemile Sultan and Miinire Sultan,
is the last festivity that was recorded in the sindme genre, In this regard, Nafi's
Stirndme -i Seldtin 1s the last known sirndme written in the Ottoman realm. (Peyam-1

Str) (prose).

® Kogu, Vilddemame (Ugiincii Mustafi'mn Kizt Hibetilah Sultanm Dogum Donanmasy) / Heve:
Selanikli Mustafa Ve Pecevili Thvahim, Uptineti Muradm Oghmun Siinner 1iigini; Arslan and Sovak
Hesgmet kiillivan.
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Until recently, nincteenth-century festivals that were recorded in sibmdme genre
were studied mostly by specialists of old Turkish literature. Aynur, who [irst
transcribed the siirndmes of the 1834 festival inan MLA thesis'™ is among the
pioncers who studied nineteenth-century siirndmes. Her study is among the few
literary studics that intcgrate the cultural history of festivitics into a literary

perspective.

Aynur’s article, “Saliha Sultan’in Diigiin Téreni ve Senlikler”,'" in this
regard, mentions the novelties that come up in the Mahmudian Era. More
importantly, she sees the entire cvenl as a product of cultural life of the nineteenth
century.

Another article of Aynur, “Osmanl Saray Dugiinleri Edebiyata

22102

Yunsimasi,”™ " explores the evolation of siirndme as a genre in the literalure history

ol Ottoman Empire and deeply examines the nineteenth-century celchrations based
on the siirndmes that she transcribed.'™ For the festival of 1836, Arslan also rc-

published the sdrndmes in his Osmanit Saray Diigiinleri ve Senlikleri scrics.'™

"9 Aynur, “Sultan 11, Mahmud'un Kies Saliha Sultan Tle Tophana Milgiri Halil Baf"al Pasa'nim Diigiin
Térenini Anlatan Sumameler.”

" Aynur, “Saliha Sultan'in D{E0 Torend ve Senlikler,” 303-339.

e Avnur, Sézden Yazipa, 25-32.

"3 See also, Aynur, “Padisaly Kizlannm Evlilikierine Bir Bak 15 ve Salibia Sultan"m gehizi.” This
atticle covers mainly the third Surmame writien for the festival of 1834 and deeply examines the ceyiz
of Saltha Sullan. It is an important study for the material colture of the weddings,

"™ Arslan, Qsmranh Saray Diigtinleri ve Senlifleri | (Manzum Srnamelar); Osmanlt Soray Fiisinler

v Fenlikleri 4-3(Lebib Swrnamesi Haftz Melimed Efendt (Hazin) Surnariesi - Abedi Surmomesi -
Telhisdl-Beyan'in Surncme Kism),
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3.6 Towards a performative turn in Ottoman studics

As il is illustrated above, until recently, Nutku and And’s studies have dominated the
ficld, especially in terms of the histarical roots of traditional perlormances in
Ottoman studies. These studies have been influential in providing descriptive
information as well as approaching Ottoman festivitics as a broader arca of cultural
performance. Concordantly, Terzioglu’s significant article, “The Tmperial
Circumcision Festival of 1582: An Interpretaion,™® provided a new venue for
reading the [estivities as cultural historical entitics. Her Bakhtinian close reading of
the primary sources.about the festival of 1582 and the way she considered the
festivities of the Ottoman realm as carnival-like events remains a pathbreaker in this
ficld.

In 2004 and 2006, Faroghi, a prominent social and economic historian, and
Oztiirkmen, a folklorist and historian of the performing arts, organized lwo
wuorkshops enfitled “Festivities in the Ottoman Empire and Today’s Turkey™'®, and
“Temaga: Performances in the Ottoman World™."” These workshops were signilicant
attempts o bring together scholars who study festivities in various felds and to
provide a theoretical background for exploring the historical process of celebrations
and the evolution of the cultural forms in the Ottoman realm. The above-mentioned
introduction written by Oztiirkmen may be considered a reflection of these recent
approaches to Ottoman festivities. Her other publications such as “Performance,

Iconography, and Narrative in Oltoman Festive Events” in Inagining Dance: Visual

"% Terziogilu, “The Imperial Circumeision Festival of 1582 An Inlerpretation,” §4—100,

“* 9th Annual Workshop on Ottoman Material Culture, October 8-9, 2004, Bugazici Universily,
Istanbul

"""“Iie prescntations in this workshop have been recently published under the title of Celebrations,
Latertaimment and Theater in the Qfteman World,
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Representations of Dancers and Dmrcfngm, “A Comparative Look at Furopean and
Ottoman Forms of Courtly Celebrations: Mutual Perceptions and Interaction (16™-
18t Centuriesy”'™, and “Reading Dance Images: Rethinking the Iconography of

Grotesque Dancers/Performers™ '

applied a morphological approach to the
interpretation of the performative forms. These studies also cnable scholars to
imagine broader historical-ethnographical readings.

Ottoman festivilies were also an important venue for studics on consumption
and material culture, As indicated in the previous chapler, the rites of conspicuous
displays were also important for Otloman festivals. The preparation of the food and
drink as well as their distribution required a large-scale organization. In Ottoman
festivities, when a cerlain festive event was being organized, first and foremost, a
chiel of festivities, (siir emini), who was in charge of providing supplics, had to be
appointed. However, the organization of the festivitics and the malerial aspect of the
festivitics have not been well explored yet. Faroghi’s studics, “When the sultan
ordered a great féast, was everybody in a festive mood?”''and “Fireworks in

Seventeenth-century Istanbul™!

are among the first allempts to explore the material
aspects of these celebrations.
Artan, an art historian who also works on the consumption culture of the

Ottoman clites hias made an important contribution to the exploration of public

performances as political dramas in combination with their geographical spaces and

"% In Sparti et al, Imaging Dance: Visual Represeniations of Dancers and Dancing,

9% A delivered paper in Romance Studies Colloguivm: “Celebration!, ™ October 14-16, 2004,
Maontclair State Universily, Mow Jersey.

"% A delivered paper in the 9th Annual Workshop on Oltoman Material Culture, October 8-9, 2004,
Bogazici University, Istanbul,

" 10 Celebrations, Enteviainment and Theater in the Ottoman Weorld, 208-224.

" 1n Vitz and Owtiickmen, Mediaval and Farly Modern Performance in the Easiern Mediterransan,
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material aspeets. Among her studics, “Royal Weddings and the Grand Vezirate:
Institutional and Symbolic Change in the Eighteenth Century”,'"? “Aspects of the
Ottoman Elite’s Food Consumption: Looking for “staples”, “luxuries”, and

“delicacics”, in a changing century™'*

, and “Forms and Forums of Expression:
Istanbul and beyond, 160018007 provide the reader with an opportunity to

cxplore various forms of the festivitics as political displays of wealth and power.

3.7 Conelusion

This chapter atiempted to survey the historiography of performance studies in the
field of Ottoman studies. Here it is important to underline that since the beginning of
the 1960°s the litcraturc on celebrations in the fields of old Turkish literature, art
history and cultural history has been growing. However, performance studics faking
mto consideration both sdrndme and their political conjuneturcs remain limited. The
following chapters of this thesis will be a modest atlenipt to bring the
interdisciplinary approaches together in order to reconstruct the ni neteenth-century

festivities as performative forms,

" In Duindam et al,, Royal Courts in Dynastic States And Fmpives: A Ginbal Perspeetive.

" 1n Quataert, Consumiption Stidies and the History of the Ottowain Kmpive, 1550-1922: 4y
Mtrodietion,

"2 In Artan, Forms and Forums of Expression: Istanbul and Beyond, 1600-1300.
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CHAPTER 4
TOWARDS A STATE OF SPECTACLE: ROYAI, WEDDING FESTIVITIES

DURING THE PERIOD OF MAHMUD II

To perform the ruler’s legitimacy and the regime’s stability as well as to convey the
particular ideology of the sovereign may be considered among the primary objectives
of states all around the world. Similar to rulers of other states, Ottoman rulers needed
to ind a varicty of ways to provide legitimacy for their sovereignty through various
symbols and forms of performance. Statc ceremonies, in this regard, were among the
most imporlant areas of legilimizing and representing the power of the Ottoman
sovereign. From the beginnings of the Ottoman Empire, ceremonies such as the ones
which were organized for royal births, princes’ starting their education, princes’
circumcisions, accession lo the throne, religious festivitics, Friday salutations,
receptions for envoys, as well as princesses’ weddings, were all designed to receive
the symbolic image of the ruler to various audicnces through a variety of channels.
However, these performative forms of the state, by definition, arc not resistant to the
changes in the ways ol govemning. They were subjected (o revision, and yet, to be
invented, re-invented, and redefined over and aver again, depending on confextual
changes. In his regard, how the forms of performance changed in the Ottoman court
[estivities in the carly nineteenth century will be the primary question of this present

chapter.

Focusing on two great festive events that took place during the reign of
Mahmud 11, the wedding festivitics of Mahmud 1I’s daughters Saliha Sultan and
Mihrimah Sultan in 1834 and 1836, respectively, this chapter intends to explore the

changing palterns in the festival tradition in the nineteenth-century Ottoman realm.
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In this regard, it will be argued that these royal wedding festivals may be interpreted
as a way of representing Mahmud IT’s “spectacular state” which encapsulated the
state idcology in a festive form. Thal is (o say, parallel to the socio-political changes
in the Mahmudian state, cultural conjuncture was in transition as well. Regarding
these transitions, it may be argued here that the present political representation of
Mahmudian period towards public, imperial notables as well as forcign states might
be explored through royal wedding festivities of 1834 and 1836, In this respect, this
chapter, will first aim (o inquire how the festivities in the carly nineteenth-century
Ottoman realm may be approached as performance and how the Mahmudian state

defined itself as a spectacle state,

By cxploring changes in performative forms, ceremonial practices,
representations of the Sultan’s power, ceremonial order, and changes in the spatiality
of these spectacles, this chapter will also explore how the Malmudian state used its
performalivity, generally by re-inventing and re-defining the ceremonial patterns of
the statc. In this regard, this chapter will argue that while the Ottoman stale became
more centralized and modemized, the carnavalesque performances of the classical
age were abandoned and the royal festivitics tumed into a more spectacular form of

performance in which the role of the audience was passivized.

4.1 Political conjuncture

The long nineteenth century of the Ottoman Empire, 1798-1922, is identificd as the
age of transformation and change. Although the tools of legitimacy of the state had
started to change long before the cighteenth century, during the early nincteenth

century, namely during the period of the Mahmudian statc (r. 1808-1838), the
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Empire continucd to experience (ransformations. T fact, it would not be wrong to
notc that the early nincteenth century resembled that of the latc cighteenth century as
well. On the other hand, during the nincteenth century, especially starling with the
second half of the reign of Mahmud 11, the cenlralization of the state had been more
visible in the cveryday lives of the subjects. Moreover, the state expanded its
influence through burcaucratic and military tools. The abolition of the Janissary army
in 1826 and the weakening the power of urhan guilds allowed the Mahmudian state
to exercise its power more dircotly on the subjects, on the one hand, On the other, in
the 1830, a state surveillance system was expanded; thercfore, the statewas able to
control public opinion.'*In fact, the public opinion and public sphere became one of

he main concerns ol this re-defined state as well

In 1829, a new clothing law changed the differcnce between the male
subjects of various confessional communities, at least on paper. The adaptation of the
new headgear, the fer, was also a sign of direct control of the statc Lpon its
subjeets." Moreover, a state official (miihtesih) had been introduced Lo supervise
the public sphere and to maintain social order.'™ All these changes aimed to increasc
control over the public. On the other hand, similar to his anccstors, Mahmud IT
continued the tradition of legitimizing his power through controlling the architectural
and the religious urban space of Istanbul. The building of the Nusretiye (Victory)
Mosque in 1828 thus aimed both to commemorate the abolition of the Janissary
corps and to cxercise the Mahmudian state’s power over space.'" Morcover,

constructing the Dolmabahge Summer Palace and the old Ciragan Palace in the

e Quataerl, The Ottaman Empire, ITO0-1922, 63,
" Ibid., 66.
" Ihid., 168.

19 1hid., 96,
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1830’s were further reflections of this project. Tn this regard, one should note that the
power center of the Mahmudian state was moved o the shores of the Bosphorus

rather than the older centers on the Sarayburnu peninsula, especially after the 1330°s.

The re-definition and re-invention of the state’s ceremonial power was
another important aspeet of this newly imagined centralized state of Mahmud 11,
Therefore, the state’s ceremonics were framed [rom this perspective. In this respect,
il 1s important to note that there was an increase in the number ol major festivities
during this age in order to maintain the dramatic power of the state. In this regard,
one should note that, similar to the lestivals of 1834 and 1836, there were ten more

major festival cvenls organized until the end of the reign of Sultan Mahmud 11

Thesc were the festivities organized on the occasion of the birthday of Fatma
Sultan (18049), festivitics organized on the occasion of the hirth of Saliha Sultan
(1812), festivities organized on the occasion of the birth of Mihrimah Sultan (1815),
festivities organized on the occasion of the birth of Zeynep Sultan (1823), lestivities
organized on the oceasion of the birth of Abdiilnejad (1823), festivitics organized on
the occasion of the birth of Aliye Sultan (1830), festivities organized on the occasion
of the birth of layriye Sultan (1832), festivitics organized on the occasion of
Abdiilmecid starting his education (1832), festivitics organized on the oecasion of
L].lt}lll'lﬁn‘iﬂgu of Saliha Sultan (1834) and festivitics organized on the occasion of the

marriage of Mihrimah Sultan (1836), '

The royal wedding festivals orpanized during the reign of Mahmud 1T,
theretore, refleeted this agenda of state’s performativity. The mass spectacles of

1834 and 1836 were major representations of re-producing and re-invention of the

" See also Mutku, “Major Festivities Organized Duning the Reign of Mahmud 11, 329840,
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state in order Lo maintain its power of performance, Within this broader historical
conjuncture, the royal marriages became one of the most important patterns of the
Ottoman spectacle state. These royal weddings provided a representation of the
centralized Ottoman state’s grandeur in the eyes of its subjects as well as foreign
states and mmperial notables, In this regard, how legitimization through
performativity was established in the nineteenth century will be explored in the
[ollowing section. In doing so, it will be argued that the Mahmudian state used royal
marriage [estivitics to re-invent and re-define the ceremonial patterns of carlier

slages of the state,

4.2 The re-invention of tradition in ninctcenth-century royal wedding festivities

Hobsbawm indicates that lo claim a divine right to rule was no longer cnough for
monarchies, and they were bound to find new ways of legitimacy in order to survive
after the French Revolution.'' As noted above, this meant changes in “the public

image of the staie”'*

and its representation, Thus, states attempted o find new ways
of legitimacy. Similar (o the states around it, the Ottoman Empire attcmpled to
transform the representation of state power. Tn this regard, the nineteenth century
might be regarded as the time when changes in the representation of the state’s

3 ¥ = - " o
power were accelerated and erystalized. ' Deringil explains these new ways of

representations as the re-invention of “neo-traditions™'**, Tn this respect, the

' Deringil, “The Invention of Tradition as Public Tmage in the Late Ottoman Lmpirc, 1808 to 1908,
3; Hobsbawin, Nations and Nationalism since 1 780: Programme, Myth, feeality, B4

' Dieringil, "T'he Invention of Tradition as Public Image in the Latc Ottoman Hmpire,” 4.
" 1bid., 3.

M 1hid., 6.
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ceremonial power of the state started Lo evolve into a different phase during the time
of Mahmud II (r. 1808-39). The re-invention of the Ottoman coal of arms, arme-i
Osmant, the traditionally oriental headgear, the fez, the emergence of the national
anthem, and the imperial band, as well as mass speetacles organized for the
oceasions of royal weddings were, among the important aspects of the newly

cstablished ceremonial state power,

It may be argued that all these trends in the representation of state power
might be explained by an idca ol state’s performativity. Tn this regard, Geerlz
described the slate itself as a way of representation and cxplained this political
performance with the term “theatre state™.' Geertz, examining the nineteenth-
century Balinese statc, proposed that the statc is an organized performance that
relleeted itself through public rituals and ceremonics.'”® For him, “the dramas of the
theatre stale, mimetic of themselves, were, in the end, ncither illusions nor lics,
neither sleight-ol-hand nor make-belicve. They were what there was. ™ That is to
say, the statc as performance reproduces itsell in accordance with all of its symbolic

and mythical power; this ceremonial state is not an imitation of the current social

circumstances; it is the social circumstances, or al least partially, themselves.

Therefore, the festival of 1834 that was organized for the wedding of Saliha
Sultan, Mahmud I1’s daughtcr and Halil Rif*at Pasha, miiyir of Tophane and the
festival o 1836, which was organized for the wedding of Mihrimah Sultan and
Mehmed Sa’id Pasha may be regarded as a representation of the Mahmudian state’s

performative power. Morcover, this performative representation of the state also

15 Gee Geerte, Negara: The Theatve State in Nineteenth-Century Bali, 12.
P8 Ibid., 13.

BT 1bid., 136.
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coincided with the socio-political changes starfed in the late cighleenth cenfury and

crystalized during the period of Mahmud 11

4.3 Early eightcenth-century festivitics as footprints of nineteenth-century state
performances

By examining the reinvention of tradition through wedding ceremonies during the
reign of Ahmed 111 (1703-1730), Artan, in her article “Royal Weddings and the
Grand Vezirate: Institutional a Symbolic Change in the arly Eighteenth Century,”
argues that aller the long periods of crisis that led to a break with previous Ottoman
rites of power in (he seventeenth century, “the ceremonial practices of the early
cighteenth represented both a return to the past and something new, with their
imnovative side being introduced, as would seem to be the case with all such
moments of “the invention of tradition’, under the guise of conformity with ancient
law and custom.™"** Regarding those weddings as indicators of political alliances, '
Artan also indicates that it was not a new phenomenon for royal princesses to be
married off to the highest-ranking officials by organizing a glorious imperial festival,
However, those glorious festivals were practiced for a hundred years or so. Before
that, princesses had marricd members of other influential dynasties or to significant
slatesmen. llowever, alter the Ottomans threw all their rivals away and started to

identify themselves as an imperial power in the sixtcenth century, former manriage

2 Artan, “Royal Weddings and the Grand Vezirate: Institulional a Symbolic Change in the Farly
Eighteenth Century,” 339,

29 Thid,, 340,
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s |:_?| "
practices were abandoned. "™ Inslead, the princesses started o marry office holders

such as grand viziers and grand admirals.

More importantly, eighteenth century wedding festivities were organized not
just on a vaster scale than in earlier periods, but also in a qualilatively new way that
expanded beyond the boundarics of the Topkapt Palace and other lesser scale palaccs
and mansions in the historical peninsula of Istanbul. The celebrations linked these

palaces to the urban centers and popular arleries."

As Artan indicates, the
processions of betrothal tokens (4/ay-1 nigan), trousseaus (alay-1 cilaz), and bridal
processions (alay-1 arus) werc, in this regard, parts and parccls of that new agenda

bearing new kind of visibility and accessibility of the imperial household.'*

Betore the eighteenth century, royal weddings were, similar to circumeision
festivities, celebrated through various performance events such as acrobatic
performances, sporling competitions, theatrical performances, banquets, nightly
entertainment, musical performances and so lorth, |owever, those performances
took place within the borders of the imperial palaces, unlike circumcision fostivities
that were celebrated more publiely outside the palace. As Artan demonstrates, “lhere
is, however, a paradox, in that in stark contrast to all these massive cclebrations and
festivilies, at least part of which were very much in the public eye, the saine royal
marriages, including especially the names of the royal women who were being
married off, went unrecorded and unreported in period’s chronicles.™ Thus, as Arlan

also notes, “princesses’ marriages were more like private family affairs.”'

M A rian, “Royal Weddings and the Grand Vezirate,” 343,
B thid, 340,
B2 bid, 340-342,

' Thid., 343.
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Interestingly enough, the contemporary chronicles such as Celalzade, Solakzade or
Pegevi werc all silent about the wedding ceremony of Mihrimah Sultan and Riistem
Pasha while they gave great detail aboul the circumeision festivals of princes in
1539." On the other hand, during the late sixteenth and carly seventeenth cenlury
periods of crisis, marriage alliances were not as glorious as those of earlier periods

due to “(he general chaos and mediocritisation of these unsettled times,™ ™

By the mid-scventeenth century, princesses began Lo be marricd off to the
boon companions of their fathers, midisahibs. Artan explains (his as a rather different
path to create a new kind of court society,™ During the earlicr seventeenth cenfury,
representation ol the sultan’s power was rather modest, and publicity about him
remained limited. Princesses” marriage alliances with rather lower ranking officers
were also the reflection of this trend of visibility of the imperial power or lack of it.
However, during the reign of Mustafa 11 (r. 1695-1703), the courl protocols had
started to be reorganized. Defler-i Tegrifat, the first Ottoman Book of Ceremonics,
pemmed by Mchmed bin Ahmed Ni’imeli, represents this new cercmonial visibility of
the imperial power. Here it is important to underline that wedding cercmonies of
royal princesses started to be included in court rituals."" During the reign of Mustala
1I’s brother, Ahmed 111, this new kind of visibility and redefinition of imperial power
began to be cstablished, Marriage alliances of the female members of the dynasty
were not excluded from this re-establishment of the imperial visibility, As Arfan

notes, “all this was in full conformity with the re-inscription of the court and the

" Avtan, “Royal Weddings and the Grand Vezirate,” 343.
13 Ihid., 340,
¥ 1hid., 349-352

Y7 1hid., 353.
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dynasty inio the capital, and the re-legitimation of the post-1703 sultanate in the

wake of resettling in Istanbul '

Farly eightcenth-century wedding ceremonies, therefore, aimed to resetile the
imperial image of the capital and the sultan. It had led to the cstablishment of new
ways of cclebrating urban rituals: “new processional routes, new festival grounds,
and new ceremonial procedures.”' ™ The contemporary festival books also served to
complete and imposc this new ideology.'* In this regard, it is also important 1o note
that well-documented carly cighteenth-century royal wedding festivities of 1720,
1724 and 1728 were the reflections of Sultan Ahmed ITIs re-invention of his
legitimation with strong planning and designing."' These weddings ceremonies,

therefore, turned into a series of public performances.

The Vicnna sirndme that mentioned the 1724 wedding festival, thus, differs
[rom previous accounts that were hardly silent about royal weddings. More
importantly, the Vienna stirndme acknowledged the various procession routes,
“included the marching orders for all top dignitaries, secondary officials, guards, and
servants that participated in cach processions as well as the descriptions of the head-
gear and costume (hal each statesman, functionary and attendant wore on the

242 -i-

occasions, hesc details of the sirndme of 1724 were similar to the above-

mentioned Defter-i Tegrifar of 1693. The detailed lists of the royal brides®

D% Artan, “Royal Weddings and the Grand Vegirale,” 354,

" Ibid., 355-356.

0 See for the transcriptions of these texts, Arslan, Qwnranli Saray Diidinleri ve Senlikleri; Tirk
Ldehiyatinda Manzim Surnameler: Osmanlt Saray Diigiinferi Ve Senlikleri; Aynur, The Wedding
Ceremony OF Salili Sultan, 1834 Teviual Analvsis, Critical Edition And Facsimile,

! Artan, “Royal Weddings and the Grand Vezirate,” 361,

"1 1hid,, 363,
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trousseaux, the gifts presented to the sultans, comprchensive details of the nigan,
ciliaz and ariis processions, and palace rituals were also recorded this sirndme.' ™
The most important center of the ceremonics from the ancient times onwards, the
Hippodrome/Atmeydam, was the main ceremonial area of those [estivities as well.
In shorl, the ways in which the celcbrations of these series of marriages organized a
new protocol and the former rules were re-organized and enhanced by the new actors

such as the grand vizicr.

In this regard, it is important to note that the royal wedding festivitics ol 1834
and 1836 lollowed this new understanding of state’s performativity. First and
foremost, there were no royal wedding festivities celebrated with larger scale
ceremonics for over a hundred years. Although circumecision festivities continued to
be celebrated as greal festive events —the festival of 1720 was the second glorious
festivily in Ottoman history— the festivals of 1834 and 1836 were the only royal
wedding [estivities that were organized after one hundred years. As it will he
discussed below in detail, it may be argued that the organizational patterns, the
representation of the state's performative ways, and even the recording practices for
the festivities of 1834 and 1836 took on the celcbratory patterns of the early
eighteenth century as an example, Therefore, this present chapter argues that the
early nincicenth-century festivilies might be regarded as the revival of the early
cighteenth-century re-invention of tradition in the state’s performative power, in

accordance with the newly defined modernization trends.

Rahimi, in his article “Nahils, Circumeision Rituals and the Theatre State,”
also refers to a similar phenomenon. By examining the festivals of 1582 and 1721, he

argues that the socio-ceonomic transformations of the eighteenth century were also

19 Artan, “Royal Weddings and the Grand Vezirale,” 366,
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represented in the imperial ceremonics such as circumeision festivals, According to
Rahimi, like early modern Westerns states, the Ottoman Empire, from the late
fiftecnth century to the cighteenth century, was based on “territorial statism™ that was
characterized by territorial expansion, institutionalization of the state administration,
increases in taxation and a rise in the military, on the one hand; on the other, as
Rahiini argues, “one fealure that the Curopean states also shared with the Ottomans
was the need to devise cultural strategies for constructing collective identities with a
view to building and stabilizing individuals capable of interacting with cach other in
a productive manncr, thus creating territorially bounded and stable communilies

under the hegemony of the state. "™

For him, the increasing number of ceremonies
was an integral part of these new lerritorial states’s evoking a cohesive imagery of
the state powcr. Public performances also fostered a feeling of collective
incorporation and solidarity in which individuals imagined and experienced the
presence of a transcendent community of shared emotions and ideals."™ As an
important part of the early modemn Ottoman theatre state, circumeision rituals, in
Rahimi’s words, “provided a mobile public stage on which, with the circumcision of
a young prince as the future sultan, the sacred body of the sultan became a symbolic

EHEL

object of celebration.” ™ According to Rahimi, “theatre state™ refers to a scl of

invented or reconstructed ceremonies aimed al enacting and representing power

through ritual performance.”'*’

Within the broader framework explored above, how these royal weddings

provided a representation of the state in the eyes of its subjeets and how the

"™ Rahimi, “Matuls, Cireumeision Rituals and the Theatre State,” 94,
"1bid,, 95.
"6 Thid.

W 1hid, 93
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legitimization was established in the nincteenth century will be explored in the
following scetion. Tn doing so, it will be argued that the Mahmudian state used the
royal marriage festivities to re-invent and re-define the ceremonial pattcrns of the
carlicr state. Here it is important to note that although Rahimi’s Geertzian way ol
inferpreting the state’s performativity opens an important venue to imagine the
Mahmudian state as performance, as it will be discussed below, the Mahmudian
state’s performativily was rather different from that of the eighteenth-century
Ottoman state since the carly ninetecnth-century state represented its power through

more spectacle-like performativity rather than a carivalesque or festival one.

4.4 Royal wedding ceremonics in the early nincteenth century: Saliha Sultan’s
wedding in 1834 and Mihrimah Sultan’s wedding in 1836

The first Ottoman rulers married off the princesses to either heirs to throne of other
principalities’ such as Karamanoglu, Candaroglu or Akkoyunlu’s or else imperial
officials. When the state completed ils institutionalization process, the rule changed
and the princesses starled being married ofT to higher-ranking officials. Therefore,
vizicrs, admirals, and other pashas became potential royal bridegrooms of the
dynasty. When the Sultan decided to marry off either his danghtcr or sister, he issucd
an imperial cdict (hatt-1 hiimayun) to the grand vizier Lo start the preparations.
Usually, this imperial edict required the prospective royal bridegroom to send a

trousseau (mehr-i miieccel),' "

Moreover, Abdiilhamid IT's danghter Ayse Sultan mentions in her memoirs

that until the cra of Mahmud 11, the princesses had no right to express their

" 1 ugay, Harem, 89-50.
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preference about these marriages. Howcever, she stated that during the periods of
Mahmud 11, Abdiilmecid and Abdiithamid 11, it was seen that the princesses were
able to marry whomever they fell in love with.'* Meanwhile, royal bridegrooms
were referred lo as imperial grooms (damad-1 sehyiyari) and never allowed to marry

anyone clse. They had no right to have their own harem.'*

The princesses could be married off before puberty, but usually they were
marricd between the ages of 14 and 16, However, il has been recorded thal some
princesses were married in their childhood. Mahmud II changed this rule and, during
his reign, it was accepled that the age of marriage became the age of puberty
again.””" On the other hand, it was up to the sultan’s decision as to how many times a
cerfain princess would be married. Hence, unlike her imperial groom, it was possible

for a princess o marry several limes.

All the expanscs of (he imperial houschold were cavered by a private treasury
called the Ceyb-i Hiimayun. For the preparation of wedding ceremonics, a corlain
amount of money was taken from the imperial treasury in the name of the imperial
groom. All the expenses of the wedding, such as gifts, betrothals and so forth were
covered by the freasury. For instance, for Mahmud T1's daughter Mihrimah Sultan’

wedding, 48,500 kurug was spent for wedding gifis.'*

Usually, the chicl authority in religious alfairs (sephiilislan) was responsible

for solemnizing the marriage. The bridegroom and the sultan did not attend the

¥ gee Osimanoglu, Babam Abdiilhamicd, 1 60; Ulucay, Harem, Y1,

% See also Dumas, “Tamm ve Kulanimlanyla: Klasik Cagda 1dmdd-1 Schoydn,” 34-40; “13ir
Prenses bir Kulla Evlenirse I1; Osmanhlann Siradis Hvlilik Sistemi (15, Yiizyil Ortalanndan 16,
Yiigyil Ortalaring),” 36-42,

B Ulugay, Harem, 93.

"2 See Ulugay, Harem, 94; He refers to the following document: Top Ars, E, No. 3100.
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marriage ceremony in person; rather, their represenlatives and a vizier for the groom
and the chief of the black eunuchs for the sultan participated in the solemnizing

ceremony.

The place for the solemunizing ceremony was the Hirka-yr Serjfe (Holy
Mantle) chamber in Topkap Palace. Either on Thursday or Monday, the solemnizing
ceremony was held in firka-yr Serjfe chamber, This tradition continued until the
Tanzimat Era. For instance, the marriage ceremony of Mihrimah Sultan in 1836 was
solemnized on 6 April (Zilhicee 19, Thursday, 125 Ij in the Hirka-i Serife chamber.
The seyhiilislam Mckki-zade Mustafa Nazim Lifendi was the one responsible for
solemunizing the marriage. Serasker Pasha and Dariissade Agasit Abdullah Aga were
the represcntatives of the imperial bridegroom and Mihrimah Sultan, respectively,
Damad [1alil Ral"al Pasha, husband of Salila Sultan and Almed Fevzi Pasha were
the wilnesses to the marriage. It was the tradition lo serve rosewaler and incence

(giilah and bufnir) Lor the participants of the ccremony, '™

Processions played an important role in visualizing the dynasty’s power (o the
audicnce. Usually three processions —the processions of betrothal tokens (Alay-1
nigan), trousseaus (alay-1 cihaz), and bridal processions (alay-r arus) were
organized until the end of festivities. Usually, the procession of betrothal token was
held before the solemmizing ceremony. However, Mihrimah Sultan’s procession was
delayed until after (he ceremony since the chicf astrologer (miineccimbagi) claimed
that the forlunate hour for the procession was after the ceremony,'™ In this first
procession, valuable jewclry (mifi-i miieccel) and a lot of other valuable items were

given to the harem,

Y3 Soc Lehily Stenamesi, L 10b-11a, in Acslan, Qenanli Saray Dilginleri ve Senlikleri, 67, See alsn
Pardoe, The City of the Sultan, and Domestic Manners of the Turks in 1836, 242-243,

™ See Lebib Surmamesi, 1 12a, in Avslan, Csmanli saray diigtinteri ve genlikleri, 68.
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The duration ol the wedding festivities depended on various factors.
Ospecially the Sultan’s favarite daughters and sisters’ wedding lestivals lasted
longer. Moreover, during the reign of Ahmed 111, princesses’ weddings were
celebrated on a larger scale by including public performanees in the major
celebrations, In this respeet, it is important to nole that royal weddings of Ahmed
111's three daughters and Mahmud IT’s two daughters were among the most glorious
festivities organized for the princesses in the catire history of the Otloman Empire.
As it is noted above, it will argucd that Mahmud IT might be regarded as a follower
of Ahmed 111°s re-invention of tradition in the organization of the state’s

performativity.

4.4.1 Saliha Sultan and the festival of 1834

Saliha Sultan was Mahmud 11’s cldest of his four daughicrs. ller mother was
Asfibean Kadmefendi. Ottoman chroniclers Tarih-i Sdnizade and Cevdet Tarihi
claim that she was born in Cemaziyelevvel 25, 1226 (h.) (June 16, 1811). Three days
of festivitics were organized in honor of her birth, On May 1, 1834 Saliha Sultan, al
the age of 23, was married Lo Halil Rif"at Pasha, miiyir of Tophane. 1alil Rif*al
Pasha was of Georgian origin and he was under the patronage of Koca Hiisrev Pasha.
There is no exact data about his place and datc of birth."* The festivitics for the

wedding started on May 24, 1834 (Muharrem 15, 1250) and lasted thirteen days.

Betore starting the preparation, Sultan Mahmud 11 enacted a decree (firman)

to start the organization of receptions and invitations and various other delails of the

35 geg also Sakanglu, By Miitkiin Kadin Swltantary: Valide Sultanfar, Hatwilar, Havekiler,
Kadmefendiler, Sultnnefendiler, Ulugay, Padijahlurm Kadinlart ve Kizlary, Streyya Hey, Sicill-d
Clemani.
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festivity.'™ The higher officers all around the Empire, religious leaders, foreign
representatives, and other notables were invited to the wedding, [Local notables who
attended from outside Istanbul were accommodated by various higher officers of
Tstanbul. Mcanwhile, based on the registers of Istanbul’s dervish lodges, invitations
for the royal festivility were sent to various dervish lodges in Istanbul. *"Archival
records indicate that besides governors, pashas, religious officials and other notables
were inviled, including the Russian Romanov Czar Nicholas T, the Austrian emperor
Franz Joscph, (he French king Louis Philippe L, the British emperor William 1V, the
Prussian king Frederick Willam L' These invitations might be regarded as an
altempt to reach forcign publicity. Additionally, according to Ahmed Liitfi Efendi’s

chronicle, due to this festive event, a general amnesty for prisoners was declared,'”

As Ahmed Liitfi Gfendi indicates, although according to traditional protocol
rules marriage ceremonies were held around the gate of imperial harem, the

solemnizing cercmony for this wedding was held in the Hirka-jr Serif chamber in

% 5ee BOAMAT, no. 1439/59124, Mirimiran Yusuf fzzet Pasha’s letter of thanks for his being

invited to the wedding of Saliha Sultan and | 1alil Bilsl Pasha, dated 11, 13 Zilhicce | 245 BOAHAT,
no. 1439/5912613, this document show the registered gifis of four invitees, dated [1, 29 Zilhicce 1249:
BOA/HAT, no. 1439/59127, Mitasarrf of Scapia, Meluned Yasar Pasha’s letler of thanks for his
being invited to the wedding of Saliha Sultan and Hualil Rifat Pasha, dated H. 29 Zilhicee 1249;
BOA/IAT, no. 1439/59131, Mubassi! of Marag, Sileyman Pasha’s letter of thanks for his being
invited to the wedding of Saliha Sultan and Halil Rifat Pasha, dated 29 Zithicce 12449; BOAHAT,
noAR85/23808, & document about writing invitations for the oncs who will partivipate in banqguets
during the imperial festivities, dated H, 29 Zilhivee 1251,

=T Aynue, The wedding Ceremony of Salila Sultan, 1534, 23,

F¥ See BOAMIAT, no. 1165/461 144, the translation of the lelter of thanks which was scot by Russian
Ministry ol Forcign Affairs Konl Nesclrud, dated 11, 29 Zilhicee 125 1; BOA/HAT, no. 487/238453, the
translation of the invitation letter in French which was sent to Russian Empire, dated 29 Zilhicce
1251; BOAMUIA'T, no. 4187/23877, Russian Empire’s answer, dated H. 29 Zilhicee 1251; BOA 1AT,
o, 1208473707, King of Prussia’s congratulation letler for the weddings of Saliha Sultan and Halil
Rufat Pashy, dated H, 23 Ramazan 1250; BOA/IAT, no. 486/23830, Comgratualtion letiers of Russian
Minister of Foreign AlTairs, Kont Deslerverd and Austirian Charge d’alfairs, Mavroyani, dated H. 29
Zithicce 1244,
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Topkap Palace,"™

This small change in protocol might be regarded as a policy
toward changing the traditional protocol spaces. Similar to the other parts of this
wedding festivily, the change in the ceremonial space coincided with both a shift in
and a preservation of {raditional ceremonial spaces, since Topkapi Palace was still
the official space of protocol, although the exact place of the solemnizing ceremony

was changed. Tt is important to note that this change in ceremonial space was also

noted by the official newspaper, Takvim-i Vekdyi.'®!

After the solemnizing ceremony that was held on May 1, 1834, Sultan
Mahmud TFmoved from the Ciragan Palacc (o Besiktag Palacc on May 24, This
move was the indicator of the beginning of the [estivities and was celebrated by
lireworks. As il is noted, onc of the most significant features of festivals is that they
are different from an ordinary lifc moment. In this regard, the festive cvent usually
manipulated space and time; it did so not only by continuing the past forms but also
by scparating itself from the past as well as the present time. '** Tn this regard, at a
symbolic level, the Sultan’s moving to the festival space might be interpreted as the

separation of festival time and space.

The procession of betrothal lokens started rom Bab-1 Scraskeri, the slave
market, and followed the route of the Divan Road through the $t. Sophia and on to

Topkapi Palace. '*

" Ahmed Lati Efendi, Vok'a-niivis Ahmed Linft Efends Tariki, 806,

Y Tadvim-i Vekayi, no. B2, 6 May 1834, 1, quoted from Aynur, The Wedding Ceremony nf Sallha
Srelean, 183423,

%2 S von Geldern, Bolvhevil Festivals: 1917-1920, 1-14.

1 1y Aynur, The Wedding Cevenony of Saliha Sulfan, 1834, 76,1 14,
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lowever, the festivitics were held at the new palacc and around: the
Dolmabahge Scaside Palace and the square around the palace. Saliha Sultan’s
trousseaus were cxhibited to the notable participants in the Dolmabahce Seaside
Palacc and the procession of trousseaus followed the route from Ortaksy as far as

Negetabad Palace in Arnavutkéy,'®

Ten monihs afier the wedding festivities, Sultanzade Abdiilhamid 1lafidi Bey,
Saliha Sultan and Halil Rif*at Pasha’s [irst child was bom in 1835, on March 22.'%
After nine years, Saliha Sultan diedon F chruary 5, 1843, and was buricd in her
[ather’s (Sultan Mahmud 11’s) shrine. It has been said that Saliha Sultan lived an
unhappy life after her father and son’s loss and died in sorrow. Her younger sister,
Adile Sultan, wrotc a poem about her life in misery as well as how she was such a

sincere sultan, '™

4.4.2 Mihrimah Sultan and the festival ol 1836

Mihrimah Sultan was born on June 6, 1812, 1ler mother was Hogyir Kadmetendi,
Mahmud IT's second wife. Upon Sultan Mahmud 11° order, when she was 23 years
old, she got engaged to Bursali Seyyid Sa’id Mehmed Pasha, the Asakir-i Hassa

Feriki (licutenant general) in 1835,

il Sakavglu, Bu Millkiin Kadm Sultanlars, 402, Ulugay, Padisahlarm Kadmlar ve Kizlarr, 129,
'3 Sakaog v, Bu Miilkiin Kadin Seliantars, 403,

"5 Sue Sakao@lu, Ku Miilkin Kadm Steltanlar, 403: "One oy sisters, Saliha Sultan/The one who is
the shiny-moon like fsce of the sky ol the state/Her dearest mother, Aglibesn scparated desperately
from her precious! Our father, the Sultan bestowed on her/ He marriced her off to 1alil Pasha/ She
siflered from secession/ Reproachment upset her wounded hearth/ Her moralily was innocent! 'The
late sultan was quile mereiful.”
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Similar to Saliha Sultan’s wedding festivities, Mihrimah Sultan’s wedding
was among the most glorious festivals in the ninctcenth century. As per tradition, the
solemnization ceremony was held in the Hirka-yr Saccdet (Blessed Mantle) chamber
in Topkap Palace; the festivitics were held at Dolmabahge Square and around the
Rayildim Kiosk and ended up in Mihrimah Sultan’s palace near the Bosporus. The
wedding festivities lasted more than one week and aller that, the circumcision
[estivitics of $ehzade Abdiilmecid and Abdiilhamid started in the Ok Meydam
square. Similar to Saliha Sultan’s royal wedding festivitics, notables from all around
the Empire as well as foreign kings and emperors were invited Lo the-festivities.
Howevet, it is important to note that the British Emperor rejected the invitation while

the others sent representatives as well as letters of thanks,'”?

Mihrimah Sultan’s fate was similar to (hat of Saliha Sultan. Firsi of all, her
husband Sa’id Pasha was exiled to Bursa in 1837. It has been said that Mikrimah
Sultan suffered so much from this exile that after two years, she died while she was
giving birth. Reportedly, she was suffering from tubcreulosis. She was buried at her
grandmother’s (Naksidil Valide Sultan’s) shrine in the Fatih district. Mahmud 11 had
a fountain constructed on behalf of his daughter in 1838, On the inscription, written a
poem by Rufi indicates the date of her death.'™ Upon her unexpected, loss Adile

Sultan wrote a pocm about the unforlunate life of Mihrimah Sultan as well.'®

87 Sea 1IAT 1181 46638: 11AT 1181 46645,

% Sukaoglu, By Miilkim Kadm Sulianlars, 403: “Hende Rufi stiyledi bir beyt ile/ Misra"m da tarih
oldu *ayan/liyledi bu dilelt gesmeyi/Mihrimah Sultun-ciin Malunud Han.*

1% Sakaogh, Bu Miilkitn Kadin Sultaniar:, 404 "0l ikinei kardesim sultan &h-MNur-i kalhim cesm-1
climm MihwtimélyHace Higyir Kadin dmn méderi- Babamizin hem ikinci hem-seri/Am da Mahmud
Han etdi atd- Bende-i hassi Sa'id Pasaya ta/l Lafialarca st v ienlik edith- Duhlern ghinlith alun
menun cdibCink] qok gondi felek bu haleri- O meydana saldn nfi-1 [t/ Hastaland: olda
méncndi hilalfAnlagildr geldi vaki-i ictihal/Akibet civan iken ol bedr-i tab/Miinhasil oldu verin eldi
turdh."




The following scetion will attempt to trace the changing practices of
performing the state in the ninctcenth century, but it will attempt also to explore the
ways in which the traditional forms were used, re-used and re-defined in terms of the

wedding ceremonics of the princesses.

4.5 Changes in the performative power of the state through royal wedding festivals

4.5.1 Changes in the festival spaces

Although the celebrations have been taking place all around the empire, the center
for all the lestivities obviously was the capital, Tstanbul. However, some important
festivitics such as the 1675 festival were held in Edirmne due to the moving of the
Palace’s houscheld (o Edirne. In Istanbul, the places of celebrations have varicd
throughout history. In the nineteentl century, although many changes Look place in
the processions and the spaces of celebrations, some important classical areas of

celebrations were preserved.

Built between 196 BC and 203 AD, the Hippodrome (4¢ Meydant) was the
main square of the city. The main festivitics, sport performances, and all other shows
were held in this square, cspecially until the carly seventcenth century, Motcover, the
Divanyolu (Road of the Imperial Council), the main avenue from Topkap: Palace Lo

the Hippodrome, was the major processional artery of the city.'™ However, after the

8 And, 410 Giin 40 Gece, 44,
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mid-seventeenth century, the coasts of Bosphorus and Golden Hom started to be

used for the major festivitics, '

Alter the mid-scventeenth century, the hills of Dolmabahce, Okmeydan,
Kagithane, Ibrahim Aga Ficlds, Kusdili Ficlds, Beykoz, as well as Velicfendi started
being used for major festivitics.'™ During the Tulip Age in particular, Kagithanc,
Okmeydam and the coasts of [lali¢ gained importance. For instance, the festival of

1720 took taken place on the hills of Halig and Okmeydam simultaneously,'™

On the other hand, when the newly established Besiktas Scaside I'alace
became the residence of the imperial household in the 1830°s, the venues of the
festivitics moved to the places near this imperial residence.'™ Constructing various
summer mansions and small palaces on the two shores of the Bosphorus also made
mportant changes in the celebration spaces. For instance, Dolmabahce Square, the
square near the new palace of Besikias, was the main venue for the festivals of 1834,
Morcover, unlike previous [estivities that were held in one major center, the
ninetecnth-century celebrations expanded all throughout the capital, As the author of
the festival book of 1836 indicales, the festivitics expanded from the main fish
market of the city (around Pera) to Topkapr, the Golden Horn, Galata, Tophane,
Begiklag and the Bosphorus as well as to the other side of Bosphorus, the shores of
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Uskiidar, and even to Camhea."™ In this respect, the new arleries of the capital, from

Pera o the edges of Bosphorus, were added to the festive spaces,

m I-\Iutku. “Festivitics in Atmeydani,® 71-95; 72-73.
¥ 1bid,, 72.73.

73 And, 40 Giin 40 Gece, 46,

'™ 1bid., 46-47.

"% Nutku, “Festivitics in Atmeydans,™ 71-95.



During the spectacles of 1834, while the festival events were being expanded
to the whole city, the people were expected—or rather, ordered—to get involved in
decorating the city for the festivities.'™ In fact, it was an atlempt to have the subjects
participatc in the festivitics in the direction of what (he state expeeted. For this new
way of thinking, through this kind of participation in which the limits were drawn
deliberately by the slate, the subjects of the sultan were being targeted to confirm the
power through various symbolic ways. Decorating one’s house with candles upon an

imperial order may be regarded as one of these symbolic actions.'”

In this regard, it is also important to point out that changing the square-like
celebrations taking place at the ancient eenler of the city lowards the more linear,
seaside routes of Bosphorus also indicates an important aspeet of the spectacular
statc. To hold a performance in a square incvitably requires more engagement with
the audience. However, it may not wrong to arguc that a linear route of procession
pushes the audicnce Lo the sides of the road and thercfore cuts the audicnee’s
communication vis-d-vis the procession itsell. Hence, the processions’ being related

more Lo visibility derives also from this spatial arrangement.

Another aspeet ol the ceremonial spaces is that they are the memorial sites of
the city, which encapsulate an organic relationship between the space, the

performance, and the memory, as Lefebvre and Nora argue in dilferent

) Aynur, The Wedding Ceremony of Saliha Sultan, 1834, 191

"7 Lebib Swrnamesi, 1. 33a-33h, quoted [rom Arslan, Osmandt Saray Digtinleri ve Senlikleris “¥ike
ohnsn gehar-senbe piniintin shyaim ve sur himayunun ikinei penc-genbe gicesinden bed® ile sur-1
¢ifal- meymenet-ittisalin gayel ve cum’a gicesi sabahina kadar asitane-i “aliyye hisni ebvabndan
Bahk Pazan kapusundan saray-1 vala-yi hilmayun-1 sahanenin Topkapusina ve Halic-i sur ve Galata
ve Top-hane ve Besiktas ve Bofiazigi nin yomin @ yesarn ve Uskudar sevahili ve Cambica Tapi bi’l
climle ve ca-be-ca veralarda olan mahalleler enva-1 egkal-i zibende-i hatir-riiba ve piina-piin riisum-i
bedi'a-i dil-glisalar ibda” u icadiyla bir derece lezyin olund:®
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terminologics.'” Therefore, to change a ceremonial space also means an attempt to
replace both ifs place in the collective memory and its performativity. Moving away
from the historical ccremonial spaces, in this regard, refers Lo the changing
pereeption of the state towards its traditional memorial sites. Here it may not be
wrong to claim that this change is also related to modemizing the state with its all

devices.

Taking info consideration all these points discussed above, one might argue
that the choice of the festival places might be regarded as symbolic acts of the
sovereign. Through these symbolic manners, the ruler may perform his power
relying on both tradition and renovation, as Mahnmud II did. On the other hand, to
claim a power upon all these places of festivities through imperial orders and
instructions was another sign of the dramatic nature of the state. With these
instructions, the state attempted Lo maintain the order of every single sequence of the

ceremonics as well as to control every act of the participants.

4,5.2 Changes in performances

And refers Lo four major types of traditional performances: the folk performance
tradition, the popular performance tradition, the court performance tradition and
performance in the Western tradition.'” Wedding and circumcision festivities
belonged both to the popular performance and the court performance tradition.
Traditional popular performance was a distinct genre, based primarily in large cities,

especially in Tstanbul, for an wban middle-class audience. And claims that the

"% Gee Mo, “Between Memaory and History: Les Lieux de Mémoire,” 7-24; Nield, “Siting the
People,” 219232,

" And, “Traditivnal Performances,” $82-1007.
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traditional court performances were not individualized or distinctive performances
and they primarily imitated the popular performance tradition, However, court
performances were not limited to the palace and to entertain the royal household. In
fact, mnany of the court ceremonies such as the accession of a new ruler, the birth of 2
new prince or princesses, circumeisions or weddings and so forth were performed
outside the palace as well and were aimed at amusing both the palace houschold and

the ordinary people.'™

The Ottoman feslivities gencrally included parades, giant-size puppel
displays, illuminations, fireworks, equestrian games and hunting, as well as dancing,
music, poctic recilations, theatrical performances, shadow theatre, and performanecs
by jugglers, mounichanks and buffons.'" In this scction, T aim to explore changes in

the performances in nineteenth-century celebrations.

For the lestivities of 1834, Raf"at, the author of Giilsen-i HurremilSiirndme-i
Rif'at, allocated diffcrent sections for every single sequence of the performances,
classilying them by using different subtitles: “Description of musicians and singers”
(Der-Ta'rif-i Hanendegan u Sazendegan), “deseription of dancers” (Der-Ta rifii
Rakkasan), “description of male dancers” (Der-Beyan-r Kucekgivan), and
“description of acrobats™ (Der-Ta rif-i Can-bazean), “description of jugelers” {(Der-
Ta rif+i Hokkabazan), “description of various fireworks™ (Der-Ta 'rif-i Enva-i

Fiyenk), desctiption of candle displays (Der- T rif-i Donanma-yr Kandil),"*

As it is indicated above, for the description of the acrobats, Jugelers, and all

kinds of dancers, the author of Giilsen-i Hurremi, Rifat, follows a pattemn ol listing

8 And, *I'raditional Performances,” 983,
188 1hid., 984.

"™ Surname-i Rif-ar, 1.10a-14a, in Aynur, The Wedding Ceremony OF Salifia Sultan, 1834, 53-55.
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the names of the perlormers, as well as listing their forms of performance, However,
sincc il is a rather short account of the festivities of 1834, Sindme-i Ex 'ad. docs nol
cover as many performances as Giilyen-i Hurremi does, On the other hand, it is
important to note that, as And also points out, Sirndme-i Es ‘ad is the first siondme
that mentions an cnlertainment staged in the middle place (Orta oyunu) as a separate
genre of dramatical displays.'® Since Orta oywnu was included in the performances
of previous festivitics with difTerent forms, it may be argued that this is aimed at a
differcnt kind of audience in the festivities as well as different yet crystalized genres

3 i : d
of performances in the carly nineteenth century.'®

The siirndmes aboul the festival of 1836 follow a similar pattern. 1lowever,
the descriptions of the performances were given in more detail in the sirndme than in
prose style, Sirndme-i Lebib. Lebib Efendi recounts various shows of acrobats that
were held in Dolmabahge Square. Each day of festivities, famous local and Persian,
French, and Austrian acrobats performed their shows, For cvery reception, a group of

musicians and singers performed their repertoire,

Fircworks were another important component of the festival performances.
For the festival of 1836, all Tstanbul was dccorated with candles, Frebrands and
mosque illuminations (mahyas). Moreover, many decorated tloats with firewaorks
displayed in the sea near Besikias Palace and the Nesetabad seaside mansion. As

Claridge notes, “some of the boates presented sea-horses, — others, dolphins,

™ Swrname-i Es'ad, . 88, guoted from Aynur, The Wedding Ceremony Of Salika Sulton, 1834 “Leb-
1 elrafenigin-i meydan/ Oldu orta oyunundan bandan.”

"4 | owe this term, “gentes-in-progress,” to Arzu Otiickmen’s article “Orality and Performance in
Late Medieval Turkish Texts: Epic Tales, Hagiographics, and Chronicles,” 327-345,
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carriages, and various other fanciful forms. ..

Another important part of the
traditional performances, giant-size castles, and displaying a certain war scene werce

displayed in various days of festivitics.

Bufoon-like sccurity guards (fulioncus) were another important part of
traditional performative elements of the Otloman festivities, Although the state ook
control of the festivilies in many different modern devices, fulumcens, who walked
among the performers and Lhe public while carrying inflated leather skins in their
hands, were in charge of keeping the distance between the audience and performers.

Pardoe describes these bulfoon-like security guards as tollows:

“...Among the crowd was a mob led by a clown. They wore caps made of
sheepskin and three omaments made of the foxtail. Their clothes were scwn
of curried leather. These men were in an attempt to draw back the public in
order to maintin the social order and they were running all around. All were
like bandils. Each was dressed in his own stlye. Their thick long moustaches
and their curly hair scen at the very bottom of their caps, added to their wild
appcarance. . i

As illustrated above, while the various performances were being preserved
during the festivals of 1834 and 1836, Westernization of the state was reflected in the
festivities as well. Introduction to the military band and national anthem in these
festivities might be regarded as signs of these changes. 1lowever, performances of
traditional dancers, acrobats, jugglers, as well as bufoons, although in different

forms, were preserved in the Mahmudian state’s festivities.

5 Clari dge, A Guide along the Dunnbe: From Viewna to Costantinople, Smyina, Athens, the Moreq,
the lonian lslands, and Venice : From the Notes of a Jowrney Made in the Year 1836, 157.

" [n Nutku, “Major Festivities Organized during the Reign of Malinud 11,7 £29-40, 833,
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4.5.2.1 The modernization of musical performances

In a festival book of 1834, namely in Rif’at’s séirndme, the parts describing
musicians included the names of the musicians and singers as well as which types of
melodies (makams) were played during the performances. Tn each musical gathering
the types of instruments thal were played are also listed in Rifat’s festival book of
1834, Morcover, in these festival books, it is seen that Western contemporary
musical forms were included in the performances in both the festival of 1834 and
1836."7 Tn Rr’*fat’s festival book, it is also mentioned that European-inspired forms

of musicwere also played in the festivities of 1834,'%

The modemization process of Ottoman music was starled during the reign of
Selim 111 (r. 1789-1807) who was a well-known composer (he invented a makam as
well; suzidilara) and a ney player himselll Moreover, he commissioned an Armenian
composcr, Baba | lapsarsum Limonciyan, lo create a notation system for Ottoman
music. Sclim TIT’s attempts were carried out by his successor Mahmud 11 as well.
After the abolition of the Janissary army in 1826, the classical military band of the
army, the mefiter, was replaced by the Muzika-i [Fimayun, the Imperial Band,
Guiscppe Donizettl, a well-known Italian composer, was invited to Istanbul to train
Furopean-style musicians, and to organize a military band. Mahmud 11 also
commissioned Donizetti to wrile a national anthem.™ Thercfore, the first national
anthem of the cmpire, the Mahmudive Marsy, became the official anthem of the

Empire for eleven years. Tn this respeel, as an encapsulated form of cullural

'*7 See Aynur, The Wedding Ceremuny af Salilia Sultan; Arslan, Osmanlt saray dilgilnleri ve
senlikleri 4-5.

Y5 Surname-i Ryfat, 1. 185, “Geh mars gehi alafranga/Diizd-i gama urdular pringa,” quoted from
Aywur, The Wedding Ceremony of Saliha Sultar, 53.

**® Signel, “I'he Modemization I'rocess in Two Oriental Music Cultares: Turkish and Japanese,” 72-

02; 74
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performances, the national anthem and the newly founded imperial military band
became major participants of the festivitics of 1834. The introduction of thesc
modern genres of music, therefore, might well illustrate how the state’s ideology

affected the organization of the festivities.
4.5.2.2 From guild parades to procession-centered performances

Especially before the nineteenth century, guild parades were among the most
important sequences of the Ottoman festivitics. Before the departure of the army for
a military campaign, for the reception of a certain forcign ambassador, for a victory
celebration or a court festivity for a royal eircumeision or weddings, these guild
parades were held." As Prochazka-Tiisl indicates, “besides their aspect as a time for
amuscment and change in the daily life of the masses, these parades were a good
opportunity for the government lo obtain a general view of its cconomic reserves and
also to demonstrate cconomic power and wealth to representatives of foreign, mostly

European states.”'™!

Unil the eighteenth century, guild parades, perlorming every single puild’s
talent during the procession, were among the popular perlorming acts. The festival of
1582 and the festival of 1720 were famous for their guild paradc performances. The
author of the Sirndme-i Hiimayun, intizami, and the author of Siirndme-i Velbi,

Vehbi, described these parades in detail.

Vehbi, in his sidrndime, mentions the beginning of the parades on the sixth
day, when the procession of artisans began in a hierarchical order and ended on the

twelfth day. The farmers, barbers, bread makers, jewel makers, shoemakers and so

" prochazka-Tisl, “Guild Parades in Otioman Literature: The Stmdine ol FSB2. " 4154, 41,

Y1 1hid, 41.
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forth attended the festival by displaying all their talent while they were passing

through the festival arca. While describing the procession of artisans, Vehbi adds

somc lines that refer to a relevant story or a proverb about their groups, In this

respect, while the farmers were passing, he described their processions with the lines

“Utlubu’r-rizka fi habya'l-arzr”,"™ which mcans that the one should scarch the basic

substances of the carth on the grains. Or else, for their greeting of Sultan, he says that
s 193

“Selam-1 riistayT bi- garaz nist”, ™ meaning it is not a coincidence that the peasant

greels someone worth greeting,

On the other hand, ¢specially for the narrative of the eighth day of ceremonies
(the processions), Vehbi says that every artisan puild sang a song or poem while they
were passing. These songs or pocms were very much like the mani genre of the folk
literature tradition.” Tn fact, until at lcast the eighteenth century, there was a strong
connection between the guild parades and the oral tradition as well as with (he socio-
political circumstanees of the given period. Therefore, it may be argued thal the
organization of the guild paradcs, first and foremost, represented the state’s
cconomic control over its urban subjects. In this regard, it may be said that the guild
parades were (he mediators between state’s power and the tradition (hat they

belonged to.

The guild parades first included the lestival performanecs with the festival of

1582, As Terzioglu indicates, the introduction of the guild paradcs were a reflection

"2 Tulum, Strndme: Sultan dhmet'in Dyiigiiny Kitaly, 556,
" Ibid., 557.

"3 For instance, for the bakery artisans: “Furun gibi ne sceb nar-1 agka yansak biz/Gariinee of bil-i
habbag aldik etmedimiz,” quoted [rom Tulum, Sirndme: Sultan Ahnet in Diagin Kitabs, 559, Or
clsewhere, for the barbery artisans: “Ab-rity-1 dide-i Selngna Piak/Cesmi satl-1 berber-fsd girye-
nik/Ser-urisim sifayup ndz ile simin bilegin/Miisterdsiyle gelip bir yere verdi dilegin,” in Tulum,
Stirndme: Siffen Almet 'tn Digiin Kirah, 362-563,
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of the gradual strengthening of the guilds as the intermediary institution between the
artisans and the state.'™ Although there were a lot of formal differences between
major guild processions until the end of the cighteenth century, the basic symbolic
acts of these parades were similar: to express the powerful relations between the state

and the urban artisanship, or in other words, the cconomic growth,

Later on, during the nineteenth century, the focus of festivitics changed and
other kinds of performances gained importance,'*® During the first major [estivities
of the nineteenth century, for instance in the festival of 1834, there was no mention
in the festival books about guild parades or receptions for the representatives of the
cerlain artisan guilds. None of the three sirmdame that recorded the fostival refers to

oy

any kind of guild appearance.’

For the festival of 1836, 1ebib Efendi does not mention any of these guild
parades, either. llowever, Lebib only mentions that the representatives of certain
guilds were invited to the banquets of the ceremonies. Lebib Efendi listed 167 artisan
guilds that were invited the festivitics. Similar to the invitces in Lehib’s account, it is
mentioned which guild representative would stay with which court member in

detail '™

3 Terzioglu, *The Imperial Circumeision Festival of 1582: An Tnterpretation,” 84-100, 90.

% prochizka-Eisl, *Guild Parades in Ottoman Literature,” 41.
%7 See Aynur, The Wedding Ceremony of Saliha Sultan, 1834; Arvslan, Osmanl Saray Diginleri ve
Senliblers, 4-5.

"8 Surname-i Lebib, 1 116b-117a, quoted from Arstan, Osmandt Saray Digiilert ve Sendikleri, 4-5,
170 "“Sur-1 mes"adet-mevfur-1 hilana der-sa'adetde ka'in bi'l-cimlc csnaf ve ehl-i birel kethiida ve
sahib-karlannm da’vet oluminalan usul-i sabika-i milstahsenc-i mer'iyyeden olmagly, sur-i hitamn
altiner ve mah-1 mubarremi’-harsmn yilgiirmii tokuzuner giing bedestan kethiidast Omer AZa, sandal
bedestam kethiidast Mchmed Afa, bedesten atik ikinei kethildast aga, sshhaflar seyhi efendi, sim-
keg-hane emini Bs'ad Efendi, kagiduibas: Fasih Efendi, devieili scr-Asker pasa hazrellerinin
haymelerine,..”



As indicated above, Mahmud II’s centralization policies influcnced the long-
standing relationship between the state and the guilds. Following the abolition of the
Janissaries in 1826, the artisan guilds had started Lo lose their power like the other
notables ol the society such as provineial elites and tribal leaders. By doing so, the
Mahmudian slale attempted to climinate any kind of intermediaries between the state
and the socicty in order to establish dircet control over the people. Guilds were sell-
protective urban groups that dominate the cconomic activitics all around the empire.
Lspecially before the severe cconomic crises of the seventeenth and cighteenth
centurics, there was a relationship based on mutual interest between the state and the
guilds, However, the guilds’ restricting the production and controlling the prices
especially during the periods of economic erisis obliterated the lies irrecoverably.'™
Mahmud IT's agenda to control the state’s cconomic power, in this regard, conflicted
with the semiautonomous structure of the guilds as well. Therefore, the Mahmudian
state took many precautions to increase control over the guilds. Therefore, parallel to

the changes in this relationship, the guild parades disappeared from royal weddings,

In this regard, the abscnce of the guild parades was not an unexpected
phenomenon lor the festivitics that were being held during the 1830°s. It may be
argued that this was a conscious result of the dissolved relationship between (he state
and the guilds. In the 1830’s, the Mahmudian state was rc-defining itself as the one
and only power over its subjects and it did not intend to share it with any kind of
intermediaries. Due to the [act that the strong tics belween the state and the urban
guilds were severed, it is not surprising that the glorious arlisan processions
arganized between sixieenth and eighteenth centuries in order to reflect the

harmonious relations belween the state and the urhan class were absent in the

" See for [urther discussion Quataert, The troman Kmpive, 1700-1922, 63-65,
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nincteenth century. However, the representatives of the guilds were invited to the
banquets of the festivitics, This may be regarded as a new kind of symbolic act of re-
invented traditions of the statc. Before the nineteenth century, the guilds were the
active performers of the festivitics, they were performing their talents, and they were
reflecting either their satisfaction of dissatisfaction aboul the sovereign through
various symbolic ways. However, with the festivals of 1834 and 1836, they tumed

into passive guests that had to confirm the performativity of the statc.

Morcover, while the parades were being abolished, the processions gaincd
visibility in the nineteenth century. In this regard, the organization of a variety of
processions such as the procession of betrothal tokens (Alay-1 nisan), the procession
of trousseau (alay-1 cihaz), and bridal processions (alay-1 arins) became part and
parcel of that new agenda bearing a new kind of visibility and accessibility of the
imperial grandeur.”™ In this regard, Claridge describes a procession thal the Sultan

himsell attended for the festivitics of 1836 as follows:

“The Sultan had a phaeton, with four small chesnut horscs, which he drove
about the grounds of his palace at Beshicktash, whither the ladies of his
Harems were taken in covered wagons, of a hearse-like form, having
windows on cach side, gilt in a most extravagant manner. Each vehicle was
drawn by a pair of oxen, gaudily caraisoned, with small looking glasses in
their forehcads. Four sultanas rode in each wagon, and were guarded by as
many cunuch..,”?"

Here it 1s important to underline that the changes in performances from
parades to processions may well illustrate the change in the performativity of the
statc [rom a carnivalesque performance lowards a spectacular one since the

processions were related Lo visibility rather than active engagement of the audience,

M e alsu, And, Ietandud in the 168k Centiry: The Ciry, the Palace, Daily Life, 40 Days and Nights:
Ctoman Weddings and Processions.

i Claridge, 4 Guide alowy the Danuhe, 158,
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As it is mentioned above, in the parades of earlier centuries, there was a more coual
relationship between the state and the guilds, since the guilds were able to convey
their own message to the siate as well. However, processions were fo be watched
rather than to be participated in. Procession as a spectacular subgenre, thercfore, does
allow the state to manipulate the communication vis-a-vis the audience. For this
reason, it may be argued that the above-mentioned processions organized in the
given royal weddings turned into stratcgic apparatuses of the spectacular state of

Mahmud TI.

4.5.3 Changes in devices of maintaining order

Ottoman protocol was based mainly on traditional rules that were maintained by the
chief of ceremonies (fegrifater) and recorded in protocol registers (tesrifut defterleri),
The chicf of ceremonies was in charge of recording all the ceremonies including
accounts ot all cxpanses, royal gifls such ag the ceremonial kaffans presented as gifts
as well as other presents sent by the sullan. The fegrifater who was attached to Divan-
1 Hiimayun had to organize all the rules of the protocol and maintain the order of the
state ccremonies of every kind. ™ 'I'he rules that maintain the relationship between
the sovercign and officials as well as other participants were based on a strict
hierarchy and rank. However, cercmonies are not unchanging performances. In this
regard, protocol regisicrs recorded not only the information about the correct version

of a particular ceremony bul also the possible changes and mistakes, Therelore, the

M gee for further discussion Atasoy, “Provessions and Protocel in Ottoman Istanbul ™ 169-195,
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changes in necessitics and political strategics led to the changes in protocol

throughout the history of the dynasty.*”

In the festivities of 1834 and 1836, it might be said that the rules of protocols
emphasized the performative power of the state, For instance, the letter of
cxhortations (Tembifinames) that was published in Takvim-i Vekayi represented this
cmergent understanding of maintaining order. The state had started to maintain the
protocol order by a new apparatus: the official newspaper. Publishing in the official
newspaper those rules that every participant of the festivities should obey was a
modem phenomenon. It meant that the state maintained the order not only by laws,
firmans, and protocol registers but also a certain kind of propaganda tool that a wider
audicnee might be reached.”™ Archival records documented all the parlicipants that
were invited Lo those festivitics by royal invitation. However, publishing the list of
nvitees in the official newspaper was another reflection of how the Mahmudian
Stale was using modern state tools and combining them with traditional ones, On the
other hand, festival books wrilten for the festivities of 1834 and 1836 included
cerfain details about these imperial admonitions, The sérndmes written in prose
form, specifically the sirndme of the 1834 festivitics written by an unknown author
and Sirndme -1 Lebib of the 1836 festivalmight, in this regard, aim to reach a rather

different audicnee, and eventually reflected an aim of propaganda of the state.

In this regard, it might not be wrong to say that the Mahmudian state
cmployed both the traditional forms of protocel such as fegrifat registers, imperial

deerees, and newly emergent modem apparatuses such as newspaper instructions,

¥ 8o Karateke, An Ottoman Protocol Regivter, 5.

"™ Avnur, The Wedding Cevemuony of Salifia Sultan, {834, *Saliha Sultan’m Diigin Toreni ve
Senhikler,” 30-39,
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and [estival books. Similar to the other aspects of the festivities of the Mahmudian
statc, if is imporlant to note that the rules of protocol were important reflections how

the sfate used the traditional forms and re-invented and re-defined them,

Mareover, the orders were published in the official newspaper of the Empire,
the Takvim-i Vekayi, and were distributed to the people living in the festival districts
separately.”” Moreover, these imperial included mstructions aboul what the
participant should do during the festivitics. According to thesc imperial orders of

admonition, the parlicipants were cxpected (o behave ethically and politely.**®

The bridal procession of 1834 departed from Dolmabahge Palace toward the
Neygat-abad mansion, located in Amavutkdy. Although there was a dircet way (o
Amavukdy, the bride’s residence, they chose a route that went from Dolmabahge
Squarc lo Macka Barrack, to Nigantagi, the Balmumecu Farm, Yildiz Palace, and from
this place to Magathk and Ortakoy and finally Amavutkéy.*” In this imperial

instruction published in the Takvim-i Vekayi, it was claimed that for over one

3 Aynur, “Saliha Sultan’n Diagiin Tareni ve Jenlikler,” 31; Sce also, Takvim-i Vekayi, 6 May 1834
(1. 26 Zilhicee 1249) 82, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 1834: ..
herkes Tolmabagice meydantndan Orakdy tizerinde alan Magathg's vanncaya kadar alay-1
hilrayunun mibirur edecegi salifit*z-zike yollarm cirafi olan vasi' mahaller ve sahralarda ‘iz ve
edebleriyle turup zinhar ve zinhar mahallal arasinda kaldirim tizerinde ve tar olan yerlerde
lurmamalar climlenin ma’lumu olmak igiin her bir mahallat imamlan mahallesi ahalilerine snladip
geredi pibi ifade ve telhim cylemeleri zimnidsa isbu tenbihname tab'u temsil ve nesr i 'lan olundi.
Her kim mugayyiri harcket cderse gitnali ve vebali boynundadir. . *

% Takvim-i Vekayi, 6 May 1834 (H. 26 Zilhicce 1249) nio. 82, quoted from Aynur, T Wedding
Ceremony of Saliha Sultan, 1834, 190: ... ve sayc-1 sevket-vaye-i hazreel-i gahancde ish sur-i piie-
siirur-1 hilmayuna bi’t-tekrar mildavemet eylemek (zre zitkur ve inasdan kiiciik ve bilyilk oyun
mahallerine pelip e ve edebleriyle olarak seyr i) tomaga cylomeleri.

7 See Takvim-i Fekapi, 6 May 1834, no. 81, 1, quoted from Aynur, The Wedding Ceremony of Saliha
Sultan, 1834, 191: *Begikiag saray-1 hiimayundan kerime-i mitkerreme-i cenab-1 miilikhane devictia
ismetlli sultan-1 aliyyeti"s-gan hazretlerinin Orlukdy ilerizinde vaki Nesel-abad nam saraylarma nakl i
isal olunacak cihaz-1 vala-tirazlan ve gerck bi'z-zat tegrifti ismel-rediflen igtin tertib buyurulan cihaz
ve ams alay-1 valalan bi mennili ta'ala Besikias saray-1 himayunundan Tolmabagee meydammdan ki
yohiyla Magka Kisla-yi himayunu ve Ihiamur®on st tarafinda Nisantasi pisgatundan miirar ile
Okmeydam ve Kagidhane yollart sol taralla kalarak togruca Balmumen Cifligi éniinden ve Yildiz
Kasr-1 Himayun arkasinda olan yoldan geeilip ondan dahi Orlakéy tzerinde olan Masallik dniinden
giizar hirle Ortaky’c inilip Orlakéy deresi kiiprisiinden ve hamam pighahimdan gegilerck Nesat-abad
saray-1 muallasma gidilmesi hususann irade-1 seniye-i hazret-i cihandan miite'allik buyvuralmigne
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hundred years, with reference to the Tulip age festivities, no festivitics took place on
such grand scale as the lestival of 1834 and the route of the procession was expanded
in order (o make more people participated in appreciating the Sultan’s favor.”® The
instructions were also to provide security for the processions. The audiences of the
processions were expected to obey eerlain rules: not to block the route, to stay on the
sidewalks, not to make unnecessary noise and so forth. Otherwise, it added that

regardless of their gender, the audience would be punished by the state. ™

These instructions published in the official newspaper, first and foremost
aimed Lo control the audience’ participation of the festivities. On the other, they were
reflections of the ways in which the statc exercised power over the subjects through
these festivities. In this regard, Lhese royal fostivities were not the festivals where all
the roles between state and its subjects were turned upside down. Rather, the stale
itself, as it is discussed above, achicved to control the dynamics of the [estivities in

order to convey the exact message that it desired: the glory of the state.

Maintaining the order at the Testivals was not limited to the audiences, The
invitees for particular ceremonics, namely the various notables from all around the

Empire had to obey the rules as well, Because it was not possible to have all of the

"™ Sew Takvim-i Vekayi, 6 May 1834, no. 81, 1, quoted from Aynur, The Wedding Ceremony of Salilia
Sultan, 1834, 191: *Ciimle ile malum oldugu tizre Hegiking’dan Ortakéy ve daha ilerilore tagrica
gidiliyor asl-1 cadde var iken alay-1 mezkurlann zikr olunan veghile telagdinlmas gtinkii codd-i
cmcedleri cennet-mekan Sultan Ahmed Han hazretlerinin zaman-1 saltanatlavinda isbu avaz-1 sa’d-
tktirana gelince yiz scneden berii 1sbu sur-1 feyz-i mevlura hiimayunun bu veghile voka't oliayip bu
madde-i miicerred veli-nimet bi-minnetimiz veli-nimet-i alem-i sevhkei-mc’ab efendimiz hazretlerine
vi saye-1 zilliyet-vaye-i millikhanelerinde mustazill olan kullara Allah-1 azimetii*s-samn bir ihsam
olduguna giibhe olmadigmdan by ihsan-1 celilin stkriing cda zimninda herkes memnun ve mescur
olarak sur pir-stiror-1 himsyunun ve alay-1 vala-ys mezkurlanin eiyarct ve tamagasinda ragbet
cdeeckler. .

% Duoted from Aynur, Vhe Wedding Ceremony of Saliha Sulian, 1834, 192: “Ishu tenbihden harig
harekel ile zukaklar ve mahallat arasinda haldinm tzerinde turrak gelip pegecek erbab-1 ream-i alaya
caparazlik vermege cosarct eyler ise her kim olur ise olsun gerek crkek ve perek nisa zabitan
taraflarindan she ve kang) mahalle ahalisinden oldugu tahkik olomp perek ol sahs ve perek
mahallusinin imam ve mublaram te'dib olonacaklar. "
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guests over in one day and the festivities would last longer, it was an obligation to
arrange the receptions day by day and guest by puest. Therefore, for the festival of

1836, reminders were sent to every guest about the details of the ceremanies.”™”

On the other hand, while the wedding festivitics took place at the Bosphorus
both in the festival of 1834 and 1836, the circumeisions were still held in former
festival places such as Okmeydam and Kagithane. This was another rellection of
both re-invention of the tradition and re-defining if. In other words, while some
festival practices changed such as the places of the festivities for the wedding
cercmonies, others had been preserved as in the case of circumeision ceremonics that
were still held in the traditional festival spaces, The other reason why traditional
festival places such as Kagithanc and Okmeydani were still in use during the
Mahmudian statc may have been to cclebrale and remind people about the glorious

cighteenth-century festivities in order to claim sovercignty over this tradition.

4.5.4 The representation of women

In many ways, princesses of the Ottoman dynasty had more privileges and freedom
compared to other women ol the imperial household, A certain princess could go
outside of the harem casily, she had right to visil the wife of a cerlain vizier, she
could accepl visitors and, more importantly, she could have her own residential

' 2t
palace once she married.

"See Surname i Lebib, |, 25a-25b, quoted from Arslan, Osmant Saray Diiginicri ve Senliklerd, 4-5,
81: ... davetlli ve [i'l-usl mevend olan vilzera-ys izam ve megayib-i kiram ve ulema-y1 a'lam hazerats
ziknt ati eyyam-1 surun yovm @ sa’atlering taksim tle davet olummalan iciin ibarai-1 fasibia ve tahirat-
meliha ile her birlerine yevin () sa*at-i da’vetlerinin fzahuyla siikkerin-i miltaln as halavate-hahs-
en’ika-1 istibgar ve her bir harfl mezakor sadmanide kand-i mitkerrerden ber-ter leziz hos-giivar, “ala-
meratibihim tezkireler tshrir ve ol niivid- begarct memurlar yediyle mahallerine tesyir olund:.”

! Davis, Osmanly Haminn: 1718 'den 1918% Bir Toplumsal Taril, 29-36.
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Princesses’ marriages had always been a tool of political power of the
dynasly. As discussed above, after beginning to marry ol the princesses Lo viziers
and other important statesmen, the Ottoman sovereign guaranteed the loyalty of the
imperial bridegrooms. Morcover, as Peirce indicates, “the weddings of pringesses
helped to fill the ceremonial gap lel by the abscnee of wedding ceremonies of the
sultan and princes, who by the cnd of the fifteenth century no longer contracted
marriage. While royal weddings of this period were not intended primarily (o
enhance the stalus of princesses, the latter incvilably enjoyed greater influence on
their fathers, mothers, brothers, and hushands because of the vital political links

forged by their marriages, ™'

On the other hand, celebrating a female member of the dynasty as a large-
scale festivily rellected a change in the representation preferences of the impecrial
household. As it is discussed above, during the period of Ahmed 111, the female
members of the dynasty started to play an important role in the public image of the
sultan. Building scaside mansions on the shores of the Bosphorus for one certain
princess and upon her death, reassigning that mansion to another one, as an “official
residence” was an important sign of this change.*!* As Faroqhi indicates, “unlike the
lemale partners of the sultans who lived in the palace and had few contacts with the
outside world, some ol the married daughters and sisters of sighteenth or nineteenth-

century sultans were thus able to create a public persona for themselves 2"

412 Peirce, The Tmperial Harem: Women aid Sovereigntv in fthe QftomanEmpire, 68,

1 Gee for further discussion, Humadeh, The Cily's Pleasuves: sianbul in the Eighteenth Century, 2-
23; Artan, “Bogazici'nin Cehresini Degistiren Soylu Kadinlar ve Sullanciendi Saraylan,” 109-118;
“Gender Problems ol Legalism and Political Legitimation in the Ottoman Kmpire,” 169-180: Faroghi
“Women in the Ottoman World: Mid-18th to Early 200h Century,” 153-163, 155.

M Faroghi, “Women in the Ottoman World,” 155.
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Claridge (c. 1797-1857), a fellow of the Society of Antiquaries, confirms this
changing perception on the representation of the female members of the imperial
household in his account, 4 Guide Along the Damube from Viemia to

Con.ﬂmrﬁnapie:m

Harems are no longer state prisons; the fair inmates arc allowed to walk out at
pleasure, and to adom themselves with jewelry. On the marriage of the
Sultan’s daughter with Ali Pasha, Mahmood pledged himself that the male
issue should no longer be destroyed, and that the princess should not be
forced to leave the capital aftcr three years, as had previously been the
barbarous custom.*'

They acted as patronesses of the arts and they established pious foundations.
Far instance, Fatma Sultan, daughicr of Ahmed 111, constructed a medrese in Eyiip.
In the mid-nineteenth century, Hugyar Hatun, mother of Mihrimah Sultan,

established & medrese for the memorics of Mihrimah and Zeynep Sultans.”'’

Moreover, in the nineteenth century, marrying ofl child princesses to older
members of the court was abolished. Mahmud 1T°s daughters Saliha Sultan and
Mihrimah Sultan were married off to relatively younger royal bridegrooms 1ialil
Rafat Pasha and Mehmed Sa’id Pasha, respectively. Moreover, it is important to
note that these (wo princesses werce over 22 years old when they marricd the above-
mentioned pashas. One the other hand, it is reported thal the princesses had started to
cxpress their prefercnces about the candidates. Tt is said that Mihrimah Sultan

decided to approve her marriage with Sa’id Pasha after she saw a picture of him 2'®

Furthermore, for the wedding festivities of Saliha and Mihrimah Sultans, it

was seen that women had gained a relative visibility. The women members of the

M3 Claridge, 4 Guide afong the Danulbe, 135-136.
6 1bid., 4 Guide along the Deanide, 135,
2 Fanny Davis, Osmanit Hanm, 241,

¥ 1hid., 35.
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dynasty and their houschold attended all the processions of the wedding at various
times. These instances might be regarded as modemization processes of the Empire,
which affected and enhanced the status of the royal princesscs, which was far better

than that of other household members of the dynasty.

4.6 Conclusion

This chapter was a modest attempt on how the early nineteenth-century Ottoman
statc might be explored as performance. Tn this regard, it has been argued that the
state idcology was cncapsulated in the forms of performance. In other words, the
state represented itself through royal wedding festivitics. However, the dominant
form of the statc’s performativity in these wedding festivititics was spectacle since a
spectacle as a meta-genre allowed the state to convey its very message by
manipulating audicnee participation. In this regard, first of all, changing the
traditional places of the ceremonies from the square-centered celebrations of the
Hippodrome to the more linear route from Besiklas Palace to Nesetabad, which is
more suitable for procession-centered performances, allowed the state to impose
dircet control over the audience. In accordance with the procession-centered public
display, the dissapearence of guild parades in the festivities was another signicant
change in these royal festivitics. The lack of guild parades also obstrucied the
participation in favor of direct state control. Publishing festival orders in the official
newspaper and distributing them to the people living along the [estival route were
other moder control devices of the state, which it cmployed through these royal
festivitics. Changes in performances such as the introduction of a national anthem

and imstrumenting a modern military band instead of the traditional mehter band also
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allected the ways in which the celebratory patterns of the staic were represented
through these festive cvents.

Regarding these changes, it is important to conclude that modern and
centralized statc of Mahmud 11 might be interpreted as a state of spectacle rather than

carly modern fistive one.
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CHAPTER 5
CONTINUITY AND CHANGES IN THE GENRE OF FESTIVAL BOOK:

SURNAMES OF TIIE NINETEENTLL CENTURY

5.1 Introduction

Ottoman festivitics were documented in a specific genre named sirndme (festival
book). The word “sir™ has a variety of meanings including festival, banquet,
wedding and illumination; the word name, on the other, means lelter or book, The
sirndmes may recount a royal circumcision festival (sir-1 hitdn); a royal birth
(vilddet-i hiimeyun) or avoyal wedding (st aris, siir-1 velime, or siir-i ¢ihdz). The
tradition of documenting royal festivitics in siirmame genre dales back to the
sixteenth century. Gelibolulu Mustafa Ali’s book on the 1582 festival, Cami 'il-
Buhiir derMecdlis-i St (Gatherer of the Seas in the Gatherings of the Festival), is
considered the first instance of this genre. The last sidrndme was sirndne-i Seldtin
(The Festival of the Sultans or Peydm-1 Stir, The news of the Festival), which was

wrilten by Nafi in 1858.*"

Written cither in prose or verse, the festival books documented the tajor
celebrations of the Ottoman realm in a separate genre from the sixteenth century
onwards. Depending on their authors® perspeetive and personal choices, the festival
books recount Lhe given festivitics in more detailed way compared to the

contemporary historians’ accounts.

As 1t is discussed in the previous chapters, siradmes have allracted many

literary scholars. These literary scholars first identificd the sirndmes in various

*1% See Arslan, Tiirk Edebivatinda Manzum Surndmeler: Osmanlt Soray Diginleri ve Senlifleri, 5.
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manuscript librarics of Turkey and Europe and transcribed many of these accounts
into modemn Turkish. Additionally, these literary historians take the sirndmes within
the broader framework of the literary production in the Ottoman realm. In many
ways these scholars contributed immensely to the historians who utilized these

sources from a historical perspeetive.

This chapter infends fo pursue a historical approach in examining the lilerary
genre of sirndmes within the broader framework of the early nineteenth-century
cultural currents, particularly during the period of Mahmud 11, In doing so, it largely
benefits from the approach and contributions of literary scholars, especially Aynur
and Arslan. The sdrndmes examined here are chosen from the transcriptions of
Aynur and Arslan, respectively. Meanwhile, the literary perspectives of these
scholars contribuled greatly to the conclusions drawn in this chapler in terms of
examining the literary quality of these texts. On the other hand, it might be said that
aside [rom their many contributions, the works of thesc literary scholars lack a
historical perspective. In fact, nineteenth-century sindmes have not been taken into
consideration within their social, political and cullural contexts. This chapter will,
thus, be a modest atlempt to take these sirndmes in accordance with the

centralization of the Ottoman stale begimning in the period of Mahmud T1.

Arslan argues that literary ability had a sccondary role in these festival
books. " Yerasimos, on the other hand, argues that the Ottoman festivities and the
literary works that documented those events were two distinel elements that do not
completely agree with onc another, For Yerasimos, narrating the events had a

secondary role in many of the accounts written in sérmdme genre. Tn fact, he argucs

" Arslan, The Kinds, Subject and Nature of the 'Stimame's,” 45-68: 16.
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that documenting the cvents in a particular stylistic narrative had a major role in

those narratives:

“Far more than being an account of a festival however, a sfirndme cmploys
overwrought and adulatory phrasing (o highlight (or gloss over) events so as
to ensurc that they are recorded for history in the most favorablc light.”*!

When we cxamine nineleenth-century siirmdmes within the broader
framework of these discussions, one might claim that the purpose of documentation
preponderates over the literary style. Before the nineteenth century, siirndmes werse
considered among the major books of art projects that included artistic and literary
representations of the festivities. In the nineteenth century, however, it may be
argued that the agenda of documenting the events and praising the state and the

sullan became more important than (he literary style.

The festivitics also started to be recorded in the pages of official newspapers.
Takvim-i Vekayi included the details of the festivitics of 1834 and 1836 in different
issues. Here it is important to noie that the official newspaper started to be published
in order to record the historical cvents as they occurred, Therefore, it caried a rather
historical agenda. It may be said that this agenda of documenting the cvents also
coincided with the aim of the sivmdmes of the period. The following news report
from Takvim-i Vekdyi on the wedding of Saliha Sultan in 1834 illustrates well that

the aims of the sfirndmes and the newspaper intersected with cach other:

“Even though if is decided that the sédrndme of this wedding will be written,
we give a summary of this wedding,™***

#! Yerasimos, “The tmperial Procession: Recreating a World®s Order,” 7-12, 8.

2 akvim-i Vekdyi, Ilanc 17, 1834, 11 801 hiimdytnun keyfiyyet-1 tafsili bi-menmihi 127818 simame
olmak Gizere miistakilen kaleme alimmak musammem ise de iemélidir...”
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With regard to these discussions, the present chapter will be an attempt to
discuss the emergence ol the siirndme (radition in the Oltoman context as well as its
evolution in the ninetecnth century, By doing so, it aims to focus on how the
1deology of the Ottoman state during the period of Mahmud 11 and this literary
tradition intersceted and intermingled. Taking into consideration the language and
style ol nineteenth-century sirndmes, this present chapter will arguc that the practicc
of recording Ottoman feslivities changed in accordance with the changes in the

representation of the stale during the period of Mahnud I1.

In the ninctcenth century, there are eight sirndmes that documented the
imperial weddings and circumcision ceremonies; Three of them were written for the
wedding of Mahmud 11's daughter Saliha Sultan and 11alil Rifat Pasha in 1834,
These arc the ones written by Mir Alemzade Rafat, Sahhatlar Seyhizade Mchmed
Es’ad Efendi and an unknown author, respectively. The other three sérndmes were
written for the wedding of Mahmud II's daughter Mikirimah Sultan and Mehmed
Said Pasha, and also include the circumeision of Abdillmecid and Abdiilaziz in 1836,
Ruznamgecizade Lebib, Sahhal Hizri or Hizir and an unknown author were the
authors of these festival books, On the other hand, there is another sirdme that was
wrillen for the circumeision of Abdiilmecid’s princes, Mehmed Murad and
Abdillhamid in 1847. The author of this festival book was Tahsin. The last one was
written by Nafi for the weddings of Abdilmecid’s daughters Cemile and Miinire
Sultan in 1858. This thesis and this present chapter specifically deal only with the
surndmes that were written during the Mahmud II's reign. Iixamining these

stirndmes, therefore, this chapter delves into questioning how the authors of these

surndnies positioned themsclves in the historical context in which they were written,
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As a poinl of departure for the analysis in this chapter, it is essential to
mention Auslander’s distinction between two categorics of documenting
performance. For Auslander, performance documentation cncompasses both
documentary and theatrical dimensions of the performances under consideration. As
he indicates, “the documentation of the performance event provides both a record of
it through which it can be reconstrucicd and evidence that it actually occurred.”?®
The connection befween the actual performanee and the documenting of if reveals
that there is an ideological dimension of recording the events. The nineteenth-century

festival books that will be cxamined below reflect this dimension.

In order to illustrate the ways in which the sdrndme genre is represented the
political currents of the period of Mahmud 11, this chapter first examines how the

fiiFndme genre came into existence and how il evolved.

5.2 The cmergence of the sirndme as an independent genre: two puossible
interpretations

Although there were other imperial festivals in the Otloman realm before (he
glorious festival in 1582 organized to cclebrate the circumeision of Murad III's son
Prince Mchmed, beginning with the festival of 1582, a specific genre called sirname
(book of the festival) was introduced into the Ottoman literature. For the festival of
1582, the notable historian Gelibolulu Mustafa Ali wrote a long verse called

Cami Gil-Buliir der-Mecalis-i Sir (Gatherer of the Seas in the Gatherings of (he
Festival). Mustafa Ali finished this book of festival within six months and presented

it to the court in 1583, In fact, in the last lincs of the book, Mustafa Ali demonsirated

2 Auslander, “The Perfonnativity of Performance,” PAJ 84 (2006): 110, 1.
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that before him no one had written a work specifically about festivitics in this

I,
Jttsgvf:ru'-:.z"i

Moreover, Fleischer refers to a testimonial letter written by the governor of
Aleppo. Uveys Pasha to Prince Mehmed secking patronage for Mustafa Ali. In this
letter, Uveys Pasha praises Mustafa Ali for documenting the events of this festival in

such a way that the previous historians did not write about.***

Although we know
that Otloman poets wrotc culogies to gain the patronage of sultans or other elites in
the courtly circle, it might be said that Ali’s Cami 'il-Buhiir derMecdlis-i St has a
different generic structure in terms of its subject. Bven though sivridme as a genre
does not differ from other Ottoman literary genres such as kaside or mesnevi in lerms

of its formal structure, whal makes it different is the choice of subject—its being

only aboul royal festivitics.

Interestingly cnough, possibly duc to the fact that Ali’s verse did not attract
the expected attention, the official court historiographer (sefinameci) of the court,
Intizami’s work, which was written in prose after Ali finished his first HEnuscript,
included an imperial book project called Sirndme -i Hiimdyun, which contains more
than 400 miniatures illustrated by Nakkas Osman and his workshop team. In any
case, Intizami’s prose and Mustafa Ali’s verse were known as the first instances of

the sidradme genre.

Agih Sirrt Levend, in his ¥iirk Edebiyatt Tarihi 1, refers to Figani’s “Surriye
Kasidesi” (Eulogy for the Festival), which covers the circunicision festival of

Siileyman I's sons Princes Mustala, Mehmet, and Sclim as the first prototype for the

T4

Quoled [rom Aislan, Tiirk Edebiyatda Manziem Sirndmeler, 588-589: “Kimse bu resme bir cser
komadi/Siir igun nazin-1 mu’teher komady Ki bunuii gibi bir risale dive! Nazm-1 mergiib-1 nim-sile
diye.”

3 Fleischer, Varibyi Mustafa Ali: Biv Osnianh Ayetin ve Bitrokrar, 100-110.
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sirname ,‘_.I,i:lll‘f.‘,.m5 Scezer Tansug, on the olher hand, in his book Senlikname Diizeni,
asscris that the roots of the sirndme genre are based upon the tradition of recording
the gifts in the weddings in old Turkish tradition, *” Tansug’s argument may well
illustrate the evolulion of the genre since almost all the sirndmes conlain this sort of
lists, even if in a different format,**® Zarinebaf indicates that there are also
similarities between illustrated yalmdmes (Book of Princes) and siirndmes. She
argucs that the circulation of the Persian gahndmes within the Oltoman court have

affected the emergence of this new genre.”®

All these interpretations of the origins of the sirndme genre may reveal that
documenting the royal festivities in the form of the specitic strndm genre was
unique to the Ottoman literary tradition. ‘This genre, however, was influenced by the
earlier recording practices of the wedding festivitics and similar genres aiming to
culogize a particular cvent or person, as in the case of the Perso-Islamic literary

tradition which records royal events.

5.3 Other similar genres to siprndmes
Belore the tradition ol sirndme emerged as an independent genre in the sixteenth-

century Ottoman court, festivals had also been recorded in other genres. Tegrifar

81 evend, Tirk Fddebivat Tarili, 158-159,
M gae Tunsug, Senlikname Diizeni: Tivk Minvatiiriinde Gergekgi Duyng ve Geligme, 10-12.

“* Tansug, Senlikname Ditzeni, 13: ... Diigin senliklerini cle alan yazmalara Osmanhlar'dan bagka
gevrelende rastlanmaz, Bu yazmalann Tirk gécebe gelencklerine kadar uzandigim ve daha sunralan
yerlesik kogullarda da yerd olan disgiin kayit defierlerine bagh oldugunu tahmin ediyorum. Simime
metninde Ler boliim sonunda padisaba venilen hediyelerin Gzenle belirtilmis olmas da bunun bir
kanity, "

W oee Zarinebal-Shabr, “Cross-Cultural Contacts in Furoasia: Persianate Art in Olloman Tstanbul,”

530-541; “Asserting Military ower in « World Turned Upside Dowi: The Istanbul Festivals of 1582
and 1638,” 173-85.
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defteri (book of protocol registers), which regulates and records rules of the
ceremonial protocols, is onc of the similar genres that documented statc cerenionies.
In fact, the rules of state ccremonies started being compiled during the reign of
Mechmed 11 under his Kanumname. Later on, during the reign of Siileyman 1, these
registers started to be documented as separate compilations for the office of
protocols. Tegrifati-i Divan-1 Hiimayun (the court ofticer of protocol) was
responsible for recording the cxpenses of the ceremonics and the rules on how the
state ceremonics should be held. Tegrifatizade Mchmed Efendi first compiled these
rules of protocol under the name of Defter-i Tesrifar in 1695.7" The office of tegrifut
continued o work as the only office for regulating the protocol rules until the period
of the Tanzimal. However, later on, the dutics of the office had been scparated into
the various other offices. As it is noled, tegrifif registers had been prepared by the
officers of the sfate itscll and they have carried a more historical agenda rather than
the documentation of festivities in a more stylistic way compared to sidrdmes, 1lere
it is important lo note that the many of the stirndme authors were aware of these
registers and made use of the, For instance, Aynur, in her work on Saliha Sulian’s
wedding, indicates a number of similarities between the anonymous festival book
written in prose that documented the wedding of Saliha Sultan and the protocel

2 As it will be scen below, in the nineteenth

registers for this particular wedding.
century, these registers may have been used by sirndne authors for organizing their

narratjves,

The kaside genre is similar to sfrndmes in verse in terms of their eulogistic

structures. Siomlar to kasides, stirndmes in verse always start with praisc to God, the

8 Caligkan, “Defleri Teseifin,” in Tiirkive Divanet Vakfi Islam Ansikiapedisi, vol, 4, 94.

S Aynur, The wedding ceremony of Saliha Sultan, 1834 textual autalvyis, eritical edition and
facgimife, 33,
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prophet, and the Sultan they were written for. There are also specific types of
kasides, which mention specific [estivities including royal births, circumeisions or
weddings; these kasides werc called surrive kasideleri (the festival eulogics). These
stirriye kasideleri, as opposed to séirndmes, could be found either in divans or
mecni‘as of various authors. Hayali Bey’s, Cevri’s, Yahya Bey’s, Figani's and
Nev'i's suriyye kasideleri arc among the best known poems of this genre. 2

Compared Lo stirndmes, however, the length of kasides is limited.

Swrriye farihi (the chronicle of festivities) is another genre that documented
festivals. Although they were nol as detailed narratives as independent sirmdmes,
these chronicles, usually written in verse, included the details of the date that the
testive event took place and also a rather limited background about the festival event.
Similar (o surriye kasides, these chronicle accounts can be found in either divans or

piecm 'as,

The above-mentioned interpreiations on the emergence of sirndme genre and
the similarities among dilTerent genres reveal a resemblance with the idea of “penre-
in-progress,” lhe genres that gradually crystalize and separated from cach other
during the course of time. ** On the other hand, as it is undetlined in previous
chapters, genres arc conlextual phenomena that are also products of their historical
context as well as of their interactions with other similar genres. In this regard, a
folkloristic approach for the genre analysis, which takes the genres into consideration

not as static enfities, but rather organic units in accordance with their historical

¥ Aynur, “Surndime,” in Tilrkive Divanet Valdt Islam Ansiklapedisi, vol. 37, 565-567.

M See Outiirkmen’s “Orality and Performance in Late Medieval Turkish Texts: Epic Tales,
Hagiographies, and Chronicles,” 327-435,
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scllings, may contribute greatly to historians who may analyze them in a more

claborale way.

3.4 Changes in the practices of documenting the royal weddings: nineteenth-century

Firndmes

As Zarincbal underlines, carly modern Ottoman festivities had a lot of similarities to
European cclebrations and Iranian royal festivities.”* Yet, in these festivitics, it is
possible to obscrve the carnivalesque “the world turn upside down” model, as in the
casc of the military rebellion that occurred near the end of the festival of 1582 as
well as the Patrona Halil rebellion that occurred after the festival of 1720.% The
ninetecnth-century festivitics of the Ottoman realm, as it is argued here, became
more structured and strict celebrations which did not often allow “upside down”
moments .As it is discussed above, these were the ceremonies where the dynasty

rellected its power wilh the help of all its apparatuscs.

In the following sub-sections, it will be argued that similar fo the festivals of
the nineteenth century, the sirndmes of these festivals were the product of their
historical conlext of the Mahmudian state, so they reflected the centralized
perspective ol the state, In fact, the six festival books written in the period of
Mahmud 11 for two distinct royal weddings served to document the festivities from
the state perspective. These sdrndmes in that sense may be regarded as a part of re-

invention of the tradition of the state towards a more centralized and modern one.

4 Zarinchaf, “Asserling Military Power in a World Turned Upside Down,” 174-75.

M See Terzioglu, “The Imperial Circumcision Festival of 1582: An Interpretation,” 84-100,
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Almost a hundred years afler the last royal [estival events, royal weddings in
the period of Mahmud 11 were the first celebrations that were documented in the
sirndme genre. Moreover, after a hundred years, these festivities were organized
particularly for the wedding ceremonies, For the lestivals of 1834 and 1836, there arc
six festival books (two arc in prose, the other four are in verse). The narration styles
and forms ol those festival books, as it will be argued below, were not dilferent from
previous festival books; however, the ways in which they presented the details of

those weddings reilected the re-invention of the tradition of their age.

Not accidentally, both royal weddings coincided with the stabilizalion period
of Mahmud 1I’s reign, the period around the 1830%s. As discussed in the previous
chapter, the first ycars of Mahmud 1I's state might be defined as a state of struggle
between the military corps and local notables. However, after the abolition of the
Janissarics in 1826, the Ottoman stale initiated a series of regulations (o maintain a
more ceniralized and modern burcaucratic state, In fact, il may be argucd that this
more centralized stale of Mahmud 11 was crowned by those royal festivitics. Thus,
the documenting practices of these royal festivities, mainly the sindmes, reflected
the ideology behind the centralized state, Therefore, it will be argued in this chapter
that the stirndmes in the nincteenth century, especially the ones written in prose,
turned into more archival materials and official historical narratives, unlike the
surndames of the carly modermn period, which were more literary and artistic

representation of the [estivities that they documented.
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5.4.1 Siirndmes on the wedding [estivities of 1834

For the wedding ceremony of Saliha Sultan, the daughter of Mahmud 11, there are
tWo siirndmes written in verse form; one of them was wrillen by the director of the
Takvim-i Vekdyi and the court historian (vakaniivis) Mehmed Es’ad Efendi; the other
15 written by a religious official, Rafat Efendi. The other sirndme for this wedding is

written in prose by an anonymous author,

5411 Sirndme- BEs’ad

The author of Sirndme-i Es'ad was Mehmed [s’ad Efendi, who is also known as
Sahhaflar §eyhizade Mehmed Es’ad. Mchmed Fs’ad Efendi, an important
nineteenth-century historian and statesman, was born in Istanbul in 1789.2* He
served at the Ottoman court in a variety of positions including the judge of the army
(kadr “asker), a director and cditor-in-chief of the official newspaper Takvim-i
Vekayi, as well as official chronicler of the court. While he was working as the

director of Meclis-i Maarif~i Umumiye, he died in Istanbul in 1848

Aparl from his various works, he was also known as an important book
collector. As Aynur indicates, his book collection is now located in the Silleymaniyc
Manuseript Library.** Among others, he is the author of Ulss-i Zafer, an account of
the abelition of the Janissary army; Tegrifat-1 Kadime, an important work on the
courtly ceremonies; a biographical account, Bagce-i Knduz: a Mingear and a Divan,

During the [estival of 1834, he was the dircctor and author of Takvim-i Vakayi, as he

. Aynur, The Wedding Ceremony af Salilia Swlian, 10.

57 Tahir, Osmant Miellifleri, 53-535.

¥ Avnur, The Wedding Ceremany af Saliba Suftan, 10,
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indicates in his sdrndme.”” The only copy of Sirndme-i Es 'ad is located in the

Central Library of Tstanbul University, *'

Although Hs’ad’s siirndme can be considercd a relatively short lestival book
written in verse, compared to the other séirndmes written for the festival of 1834, it
follows the rules of siérmdme penre. Within a rather limited perspective, it also
includes the details of the festive cvents. The euology to the Sultan Mahmud 11 and

the well-being of the state, however, placed in the center of the narrative,

Es’ad opens his siirndme with a eulogistic part to the God, to the prophel
Muhammed, and then the Sultan, This part, in fact, was identical for all the pocms
written in the sdrndme genre. He continues his sérndme in accordance with the
process of the wedding: the Sultan’s enactment, foreign representatives® visits, elites
and higher officials’ altending the various ceremonies, the beginning of the
festivities, the order ol processions, the beginning of spectacles, fireworks, the
closing cvents. Tn the end, he adds a section explaining the reason he wrote this
poem. According to And, it was the first account that the term ortaoyum was

241
used:

After the eulogy scetion, Es’ad begins reffering on the events that took place
during reign of Mahmud 11 and explains the reasons behind organizing such a festive
evenl. First and forcmost, he regards the wedding as an execution of the Prophet’s

word, summah.** Then he praises Mahmud 11°s sensc of Justice, and how he

™ Duoted from Aynr, The Wedding Cerenrony of Salilia Sultan, 11-12: “, . Kirktokuz sali

vukaating bu /Oldu ser-Grka-i fal-i nigd! Kilk-i sikeste-seban- Bs®ad/ Kadi tafsinile englglind
med.. .

M0 Sahaflar Seyhizade Mchmed Es’ad Lifendi, TUK-TY 3022,

MY And, 40 Gim 40 Geee, 202,

2 Stirndme -7 iy ad, 1. 8, quoted from Aynur, The Wedding Ceremony of Saliha Sultan: “Zak
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succeeded in defeating the cnemies of the state as well as making the country
prosperous.” After the periods of struggle, as Es’ad states, it was fime (o organize a

festival.

I1c then begins praising the imperial groom (damad-r sehriyari) Halil Rifat
Pasha; he emphasizes how [lalil Rifut Pasha was such a loyal, intelligent and
compassionate courticr.** Subscquently, Es’ad mentions the preparations: the Grand
vizier’s and Serasker Pasha’s receiving the Sultan’s edict, the solemmizi ng of the
marriage by the chief religious officer (seyhiilisiam), and the subscquent cercmonies.
In this part, is’ad Elendi mostly siresses the “order” of the state. In fact, this is one
of the main themes of his narrative. To him, the festival was held to maintain
order.”™ Here it is important to undetline that these ceremonics were considered as
the indicators of how the state was powerlul and how they reflected the “order”

(nizam-1 Glem).

After this introduction, he mentions the festival in detail, Descriptions of the
festive spaces, the preparations, banguets, the order of the receptions, the hierarchical
arranging of the visitors, special receptions for the sheikhs and forcign visitors as
well as the women’s procession were among important sequences of these festival

proceedings.

‘alemlere oldu rahmet! Sinnct badi-i sur— thmmet. ™

3 Siirndme -1 By 'ad, 1. 21, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 45:
“Hamdilillsh deva'i-i teraly/Ber-taraf oldu hurus ctti feraly’ Oldu etraf eimin-i ckdar/*tilal eyledi
yekser apyar, "

M Sirndme -i Es‘ad, . 33, quoted from Aynur, The Wedding Ceremany of Saliha Stilteny, 45: Buldu
B fai o halili'Ivitzerad Oldu bu halvete cl-hak ahea,»

¥ Stirndme -i Fs’ad, 1. 37, quoted from Ayiur, The Wedding Ceremany of Saliba Sultean, 45;
“Burgaha verilip sonra nizam! Oldu esbab-r meserrat tamam. "




In the narration of the performances, the author mostly stresses the
conspicuous cvenls and the magnificence of the organization. The grandeur of
visitors® tents, the plenilude of banquets and the emphasis on the prosperity of the
state and society were most of the time repeated in the narrative. Firework displays,
which emphasize the spectacular aspect of these mass festivitics rather than being
actively participated in, were also an important part of these performances. As Fs’ad
Efendi indicates, the entire city was full of lights and candles during the
celcbrations.™ Mahyas, kandils, shows on the sea and on land, representations of
hattles were also emphasized frequently in the course of the narrative >’ After the
firework displays, when Hs’ad Cfendi mentioned the dramatical performances, he
talks about “orfaoyumi®, the performances of Furopean and Persian style canbazs
and hokkabazs. However, since this is a relatively short poem, he does not mention

the performances in great detail.

He devotcs the last part to glorifying the festivities and to thank the Sultan for
giving him an opporlunity to write this poem ahout the festivities. | le concludes his

pocm by praising the Sultan and his order, as well as the state’s welfare,**

As it is illustrated above, details of the ceremonial sequences and
performances have a rather secondary place in (his relatively short siFmdme: the
major aim of the poem is to describe the prandeur of the period, the Sultan’s reforms,
and the state’s 1dea of justice. In this regard, it may be argued that similar to the other
testival books in the nineteenth century, this poem aimed to reflect the ideology of

the state, rather than proposing a detailed analysis of the performances. As it is noted

M6 Sirndme -1 Exad, |, 63-T0, in Aynur, The Wedding Ceremany of Salilia Sultan, 46,

M7 Stirndme -i Bs'ad, 1. 71, in Ay, The Wedding Cerentony of Salila Sulian, 46,

¥ Stiymdme -1 ks 'ad, 1. 110-115, in Aynur, The Wedding Ceremony of Saliha Sultan, 47,
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above, the festive events were gencrally utilized by the state to legitimize the order
and te glorify the era.”™ Here it is important to note that the [estivities usually
coincided with either times of crisis or post-crisis periods. The festive events, in this
regard, served the purpose of transforming the socicty through a “time out of time”
moment, and aimed to reduce the tension of society.”" It may not be wrong to claim

that the festival of 1834 shared thosc agendas as well.

On the other hand, it may be argued that the Simdme-i Es ‘ad had a similar
aim of praising the period. As it is illustrated above, this narrative focuses more on
culogizing the statc and the sultan, rather than narrating cvery single detail of the
festive events. This might be regarded, first of all, as an instance of the ideological
dimension of this narrative. Sccond, when it is taken into consideration that the
author of this sirndme, Es’ad Efendi, was the chicf editor of the official newspaper,
Takvim-i Vekayi at that time, it may be argued that he might have left narrating (he
cvents in detail to the newspaper, and aimed to present a rather eulogizing account in

the simdme,

5.4.1.2 Siirndme-i RilCal
Halil Tbrahim Rif*at Bey was born in iskege (Xanthi). lc was also known as Mir
Alemzade or Topuzluzade. His father, Mir Alem Topuziu Mustala Aja, was among

the notables of Iskege. After completing his education in Istanbul, Rilat Bey became

M3 Stndime -i Es'ad, 1. 23, quoted in Aynur, The Wedding Ceremony of Saliha Sultan, 45; “Gayn
geldi sipase srammd Sur ile feth-1 der-i tkramm., .7

0 gee also Tumer’s concepts of “communitas” and “amicommunitas” in Vomer, Dramas, Fields, omd
Metaphors: Symbalic Action in Hiwman Society, 273-4.
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the molla of Eyiip in 1834 and dicd in 1835.%" 1lis Stirndme, Divan and Ayine-i
Zgfer, a pancgyric account on the events oceurring during the reign of Mahmud I,
were his known works. In the epiloguc of his Sivndme, he counts the festival book

within the genre of history, together with Ayine-i Zafer,™

As Aynur indicates, the only copy of Strndme-i Rif at, dated 1834, is now in
the Central Library of Tstanbul University.”® This s@rndme recounts the events day
by day and provides more elaborate details of the festivities compared Lo Stirndnie-i
Es’ad. This siirndme also shares a similar order with Séendme-i Es ‘ad. However, it
may be said that it reflects the socio-political currents of the period in a morc
elaborate way. Unlike Stirndme-i Fs ad, il recounts the changes in the order of the
festivities. Ior instance, the imperial band’s playing the national anthem during the
processions, the public’s composition, the festive spaces, as well as the composition
ol women are all mentioned in Rif*at’s sirndme.

Similar to Siirndme -i Es’ad, Sirndme -i Rif'at begins with a culogy to God

and the Prophet ™

Then Rafat begins praising Sultan Mahmud 11. In this section, he
mentions Mahmud 11°s achicvements: how he brought such an order to the Otloman
realm as well as how he made his realm prosper loom large in this eulogy section.™

Here he describes the Sultan as if he were a mythical figure, Le refers to the reign of

Mahmud IT as incomparable. In this particular part of the poem he also celebrates the

B Beo Aynur, The Wedding Ceremony af Saliha Sulian, 12-13; Stireyya Bey, Sicill-i Osmani | vol,1,
404-5.

2 Sirndme -i Rif“at, 1 T6R-TT0, and 772, quoted quoted [rom Aynur, The Wedding Cervemony aff
Saliha Sultan, 69, “Bir Ayinc-i Zafer yazildi/Ol salhaya mu'teber yaaldySindi yine etti ol sihan-
sA/idu Giilsen-1 Hurrens inga. ., Varih ikisinin de name/Ol veel ile buldular nizami,,.”

2 See Aynur, The Wedding Cevemony of Salifs Suliar, 14.

2 Jhad.

B8 Srndme -i Rifat, 1. 49-70, in Ay, The Wedding Ceremony of Salifia Sultan, 49-30,
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abolition of the Janissary corps.”® As one might also see throughout the narative,
praising the Sullan’s grandeur is among the main themes of this sirmdme. Similar to
the previous sirndme thal was explored in this chapter, the new order in the army
-appears as one of the strongest themes in this festival book aiming to legitimize the

Sultans’ order.®’

After thesc praising parts, Rif°al begins describing the sequences of the
testive events, lle first mentions the ceremony of the marriage agreement, which
took place in the room of Hirka-yr Saader. The writer first describes the beauty of the
room and ifs importance, and then begins recounting the ceremony itsclf, He includes
some details about the ceremony: who altended the marriage agreement, who
wilnessed and executed the ceremony loom large in this parl. According to the
tradition, the yeyhiilislam was in charge of cxccuting the ceremony, and the fmams of
important mosques such as Eytib and Ayasofya were in charge of praying for this

occasion,**®

The culogistic part for the imperial groom Rifat 11alil Pasha comes after the
description of the agreement ceremony. In this scetion, Ri*fat mentions the imperial
groom’s wisdom and loyalty as well as how he was such a well-educated and well-

mannered member of the imperial household, >

This scction of Rifat’s account lollows by description of the cngagement

procession. The procession of the soldicrs and imperial officials, and the imperial

156

Sirmdme =i Rif“at, | 57, in Aynur, The Weddding Cevemony of Salilia Sultan, 49,

1 Siirndme i Rif'at, |. 57, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 49: “Bi-
paye asakir cifi tezyin/U] muhyi-i resme-i deviet § din.. ™

R Stirndme -i Raf'at, 1. T1-95, in Aynur, The Wedding Ceremony of Salilia Sultan, 50.

% Siirndme -i Rif'at, . 96-109, in Aynur, Te Wedding Ceremeony of Saltha Sultan, 50-1,

102




band were among the most important parts of this procession.*™ After mentioning
the engagement procession, Rif*at accounts the visits of viziers, religious oflicials
and prominent sheiks of the various religious orders to the palace. Here the author

emphasizes the hierarchical order that the imperial visitors followed.

After the religious leaders’ honoring the Palace, Ril"at begins recounting the
Sultan’s visit to the Iloly Relics in Topkap: Palace, which was a prominent protocol
tradition for the Ottoman Sultans. As Rafat indicates, after the Friday prayers, Sultan
Mahmud 11 visited the Sacred Relics as a way of showing his respec 1o state

tradition. ™

Then Ralat directs his attention lo the performances. First, he mentions the
performances of musicians (sazende and hanendeler), ™ Interestingly, he uses a very
detailed language when he deseribes the performance scquences: the names of the
singers, the kinds of the instruments and even (he form of melodies, makams, figure

signiticantly in this part of the account,

As il 1s indicated in the previous chapter, Mahmud II attempted to modernize
the entire statc apparatuses, starting with the abolition of the Janissary corps in 1826.
In accordance with the abolition of the Janissary corps, he appointed Guiseppe

Donizetti as courf musician to compose a national march and to organize an imperial

20 8 Shrndme - Rifar, L110-11; 136, in Aynur, The Wedding Ceremony of Saliha Sultan, 50-1.
1 Sirndme -f Rif°at, 1. 57, quoted in Aynur, The Wedding Ceremony of Saliha Sultan, 52: “Avdet
buyurup saraya o sah/Hirka Otastna girdi giin malvller an o sehe bu idi adetTa'zim ile eyledi
zivarel, "

e Ayour, The Wedding Ceremony of Saliha Sultan, 53,

3 Sivmdme -i Rif*at 1. 174-177, quoted from Aynur, The Wedding Ceremany of Salilia Sultan, 53

“Yorgaki o hog sadaly Gstad/ Eylerdi nice nevalar icad/ Tanbur u keman u nay u kanun/ Onda o Koca
Kemani Mirtn/ Gah galmip diigah @ sehnaz/Gahice segah olurdu fera/K firdi gahnorde pah #%la.. "
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mililary band. These changes in the state order also found a place in Rif*at’s

act:uunl.ZM

After describing the musical performances, Rifat begins deseribing the
dancers and the dance performances. As he did with the musical performances, he
took a quite detailed approach in (his section, 11¢ refers (o each dancer by his name,
and gives delails about folk dance styles. In doing so, he provides an important

portrayal of nineteenth-century urban folklore, **

Alter this part of the narrative, the writer beings describing the performances
of magicians and acrobats as well as the firework displays.”*® Here one might claim
that most of the traditional performances of the classical age such as tightrope
walking, showing talent on the tightrope—including playing backgammon  holding
animals while walking, and holding some large objcet, continued in the nincteenth-

century [estivities. ™

Firework displays, similar to the earlicr festivities, were one of the most
important cvents of conspicuous consumption. The fireworks covered the entirc city
from the shores of Bosphorus to the inner city, including Topkap: Palace, Besiktag

Palace, and Ciragan Palace. As the author indicates, the inhabitants of Tstanbul had to

4 Shiruime -i Kafat, 1 186, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 53: “Gch
mnurg gehi slafranga/liizd-i gana urdular pranga.

3 Sirndme -i Hyfat, L 190-202, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 53,
8 Sivndme -i Rifar, 1, 203 and 265, in Aynur, The Wedding Ceremony of Saliha Sulfan, 53-55.

6 Aynur, The Wedding Ceremany of Salifin Sultan, 54.
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decorate their houses with candles to show their support for the festivities; it was a

way of congratulating for the festive events.*®

Unlike the parts about the performances, which did not pursue a
chronological structure, Rif"al begins recounting the banquets given for the
prominent visitors on a daily basis. Unlike the scctions describing performances, this
part of the narrative is written in chronological order. In [act, he describes these
visilors by using individual sections. The viziers, the wlema, and the leaders of
various religious orders were described in detail and most of the lime by name. This
part of the narrative mentions the rules of protocol as well 2 In doing so, it

functions as an archival narrative.

Here 1t is also important to underline that Ril"at himself attended the banguet
of the fourth day of celebrations in the company of other scholars and pocts as well
as historians in the tent of Arif Bey. As he indicates, many of the poets and historians
who wrole something special for the festival were invited into the same tent, In this
particular sequence of festivitics, Rif*at was no longer in a position of observing the

performances and celebrations; he rather positioned himself as a participant,®”

After these banquet sequences, the procession of Saliha Sultan’s dowry had

started. This part is divided by subtitles as well. Here it is important o note that the

MR Shrndme -i Rif'ar, 1. 260, quoted [rom Aynur, The Wedding Ceremany of Safiha Sultan, 55; “er
yaht donanmis idi a’la/Piic-ga'sa’a idi ruy-1 derya/Resmi kiminin alurdu pok mikd Kimisi edesdi sum
lebrik.. ™

2 Aynur, The Wedding Ceremony of Salilia Sufiun, 55.

M Sirndme -i Rif'ar, 1. 260, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 55: "Her
yal donanmms idi a*la/Plic-ga’ya’a idi ruy-) derya/Resnm kiminin olurdu pek nik/ Kimisi ederdi suru
lebnk..."

T Shrndme i Riftar, 1. 340, quoted [tom Ayour, Vhe weeding ceremony of Salifia Sultan, 57 “Viatta

bu fakir ile beraber/On dane miderris-i hiinerver/O1 yevm-i ferah nikayesinde/ Arif Begefend
haymesinde/Davetli idik geh-i cihana/V aslin alayim biraz heyana., .
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author allocates distinct parts for each important visitor by also considering the
hicrarchical order: First and foremost, the Sultan Mahmud 11, the grand vizier Raufl
Pasha, Miiftil Umem, Serasker Pasha, Kapudan Tahir Pasha, Misit-i Hassa Fevzi
Pasha, the Vizicrs, Ferik-i Hassa Fethi Pasha, and the other state officers were

described in accordamee with their ranks.2™

Upon the completion of these visits, the dowry of Saliha Sultan departed from
the Besiklag Palace to the Negetabat Mansion in Bebek. Tn this procession for the
Sultan’s dowry, the women also parficipated the ceremonies.”” As Rifat indicates,
similar to the other parls of the festivitics, cvery attendec dressed in their most
beautiful and valuable clothes to participate in the ceremonics. Then he listed the
conteits of the dowry that was going to the sultan’s residence. This might be
regarded as a sign of the changes in documenting practices of the imperial festivities
since this section also [unctions as an archival resouree.”” Here it is also important
to nole that the author refers to himself in the first person, As it is mentioned above,
generally Rif'at is in the omniscient position, using third person narrative: however,
in this part the author observes the procession in person and narrates it using the first

person.

The day after the procession for Saliha Sultan’s dowry, the wedding
procession slarled, The protocol members® departing to Nesetabad Palace with the

same order was also recounted in this part of narrative. Here the author ciphasizes

I Aynur, The Wedding Ceremony of Salilic Sulfon, 61,
*™ Ibid., 62.

I Thid., 63-5.
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that the state combined the traditional protocol rules with the modern facilities such

as imperial band.”™

This procession was followed by a bunquet organized in the honor of the
imperial groom. In this parl, the visitors who attended the banquel were listed by
taking hicrarchical order into consideration: statc officials, the officials of enderun
including regrifati, mektubi efendis, reis efendi, kethuea of the sultan, were among
the others, ready for the banquet and ready to praise the imperial groom in this

SEIL]L]EIICC.ETS

The imperial groom’s visit to the Sultan’s palace [ollowed the protocol rule
that was required for royal wedding festivitics. Tn this part of the ceremonial order,
in order Lo thank the Sultan, the imperial groom was accepted to the Sultan’s private
chamber. As a favor, and a sign of his pleasure, the Sultan gave the proom a valuable
ring. After this ceremony the Sultan visited Nesetabad Palace to congratulate his
daughter, Saliha Sultan. The imperial groom accompanied to the Sultan in this
procession. This was one ol the last sequences of the festivitics. Then the imperial
groom welcomed Sultan Mahmud 11 in the courtyard of their palace and gave the

Sultan a valusble horse as a gift.>™

Probably since this was the last ceremony before the closure, the author adds
a particular poem to praise the Sullan and the entire [estivities, After that, the author

recounts the medal and gift ceremony organized for the important participants in the

™ Siirndgme i Rifat, |, 648, Aynur, The Wedding Ceremony of Salilia Switan, 66; “Muzika giriindil
yime tekrarfByler idi nev-usul izhar, "

B Srnéme -i Rif'at, L 665, in Aynur, The Wedding Creremany of Salilia Sultan, 66.

T8 Civndme i Rifat, L 710, quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 68:
"Zineth bir esh olup tchivye/ Arz ettiler ol sche hediyye.,.”
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ceremonics.?’ Tn

this ceremony, the author emphasizes particularly that sheikhs and
religious officials were given gifts by the Sultan, It scems that this was a political
choice and not surprisingly, this section was followed by a separatc poem praising

the new army of Sultan Mahmud 1127

In a festival book that is devoted (o describe the entire events of the
ceremonies, the author’s preference also reflects how he saw the political
conjunclure of the period. Similar (o what he wrote in the previous strndme, Rifat’s
account seems to funcition as a protagonist of the state’s reforms. Thercfore, il mainly
serves to glorily the era, and the sultan. Unlike lis’ad Efendi, however, Rif’at

demonstrates this in a rather elaborate and sophisticated Way.

5.4.1.3 Strncime by an unknown author

The other siirndme that will be explorced in this chapter is an ANONYMOUS siirndne
wrilten in prosc form. As it will be illustrated helow, this sidridme functions as an
official record of the festival instead of being a stylistically well-written narrative. In
fact, as Aynur points out, the lists of visitors and gifts that are included in the
narrative resemble the official records kept in the Topkap Palace Archive. As Aynur
indicates, the registers of the Topkap: Palace Archive are similar (o this sirndme in
terms of both writing and calligraphic style. Here it may be argucd that the author of

e : .= - 2
this siirndme had access to these registers kept in Topkam Palace.”™

37

Aynur, The Wedding Ceremony of Saliha Sulfan, 69,
1R Stirndme -i fifar, 1. 766-783, in Aynur, The Weddinig Ceremony of Saliha Selten, 69-70,

7 Aynur, the Wedding Cevemony af Salifia Suftan, 17-18,
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Additionally, this sindme also includes the firman of the Sultan that
officially announced the festival, which can be found in the Prime Ministry Ottoman
Archive.™ Additionally, all visitors, gifts and their values are well documented in
this account, In fact, (his sibndme is the only festival book that includes pre-festival
details: the edict of the Sultan to call the court for organizing a royal wedding
festivity, sending invitations to the foreign representatives and other elites, notables
and important state officials, appointing a dircctor of the festival (sur emini), and the
process of determining festival spaces were among these pre-festival protocols that
arc documented in this narrative.™' Visitors were also recorded by name. On the
other hand, it is important to nole that unlike the previous sarndmes discussed here,
this onc represents the perspective of the state more divectly, The rules of the
procession were also included in the narrative. In fact, as Aynur also points ou,
many details of this narrative reveal that this siirndne most of the time recounts how

a [estival should be celebrated instcad of what actually occurred 22

In relation to these, it may nol be surprising that the sfirndme begins with a
chronicle-like opening: the date of Saliha Sultan’s birth and the time when the Sultan
decided to marry her off as well as pre-orpanizational details about the festival such
as the Sullan’s edicts receiving by the courticrs were all mentioned in the

prf.:rh:rgma_ir B

As a part of receiving the Sultan’s edict, some of the courl members were

given pifts. The gifts and their values are listed in the narrative, In (he next section,

" BOAMIAT, no. 1598/23, On the orgumization of the wedding of Mibrimah Sultan and the
cireumeisions of Abdillaziz and Abdiilmecid, dated. H. 18 Muharrem 1252,

H Aynur, The Weeiding Ceremeny of Suliha Sultan, 72,
2 Ihid., 19, 20.

3 bid., 72.
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the narrative ineludes a copy of the Sultan’s order that was found in the court

: 234
registers.

This part is followed by describing the details of the invitations senl fo the
representatives of other states and the higher officers and religious elites who were
out of the capital at the time of the festival, The invitations sent to the other statcs
overlap with the archival records.”™ In this part, the places where the clites who
would come from outside the capital were accommodated are also listed, Here it is
important (o note that the pre-organized program which the imperial visitors should
follow was also included the narrative. Thus, who was to be accommodated by
whom is listed in that part. As Aynur notes, it is possible to trace the prominent
members of the elites through these lists.”™ This might also be regarded as a sign that
the function ol recoding the cvents in this sidrmdme surpasscs the agenda of writing a

sophisticated account of the festivities. ™™

Aller the lists similar to the guest regisiers, the narralive continucs with the
details about the solemnizing ceremony and the procession of betrothral. The

courtiers, who attended to the solemnizing ceremony and procession, were given

™ BOA/CSM, no. 103/5 188, The ceremany of wedding and marriage of the daughter of Sultan
Mahmud 11, Saliha Sultan and the mifgir of Tophane, Halil Rifat Pasha, dated 11, 13 Zilhicee, 1249,

B BOAMAT no. 1165/461 14A, Translation of the letier of congratulation on the wedding of Saliha
Sultan and Halil Rifat Pasha, which is sent by (he Russian minisler of foreign allairs, Count Meseloud
lo the charge d*alfaires of Istanbul, dated H. 29 Zilhicce 1249; BOA/IAT, no. 48T/23RR3A,
Translation of a French letter fromn the Russian Empire which is an answer to an imperial lelter which
is sent vn lhe oceasion of the wedding of Salibia Sultan and 1alil Rafat Pasha, dated H. 28 Zilhicce
L250; BOAMIAT, no, 48723877, On the ssuc that the arrival of the answer sent to the Russian
Empire on the oveasion of the imperial wedding, dated H. 29 Zilhicee 1251; BOA/I IAT, no.
1208/47370T, Translation ol a letter of congralulation sent by the King of I'issia on the occasion of
Suliha Sultan and Halil Rifat Pasha, dated H. 23 Ramazan 1230; BOAJIAT, no. 4R6F23830, On
sending response to the Austrian charde d'affaires Mavroyan® and REussian Foreign Minisicr Count
Denslerverd vn the occasion of imperial wedding, dated, 29 #ilhicee 1749,

B Aynur, The Wedding Ceremany of Saltlva Sultan, 77-80.

7 Mensur Sirndine, |, 2-5, in Aynur, The Wedding Ceremony of Salila Sultan, 73.
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gifts by the Sultan. These gills were also recorded person by person in accordance
with their expenditures,”™ Following the Friday Salutation that took place in the Aya
Solya Mosque, these courtiers appeared before the Sultan to receive their gifts. 2
The day alter this ceremony ol receiving gifls, the Sultan moved from Ciragan lo the
Begiktag Sahil Palace. This was an official sign lo start the festivities, The places
around the Begikiag Palace were decorated with ceremonial tents lo receive guesis
for banquets and other festival receptions. While the guests were being received in
the ecremonial tents, the places around the Besiktag Palace and Dolmabahge Square
were allocaled for dramatic performances. AL that moment, fireworks, dance and
musical performances, imperial military band performances as well as gigantic

puppet displays and displays at sca were already started.

This part of narralive was followed by visits of various religious orders and
recciving gifls. In fact, this part of the narrative includes an important record of who
represented which religious order; thus, it is possible to trace the contemporary
conditions of various religious orders. This sequence also took a large space in the
previous sindame. As it is noted, sheiks of the Mevlevi, Naksiyye Celvetiyye,
Stinbiiliye, Halvetiye, Giilseniye, Bayramiye, Sinaniye, Ussakiye, Kadiriye,
Sabaniye, and Sa’diye orders as well as the Ri’Taiye orders were received in various
tents and they are given various gifls, This detailed register for various religious
orders may represent the ways in which the state communicated with these religious
orders. **! Here it is important to note that afier the abolition of Jannisary Army in

1826, the state took rigorous precautions towards the Rekiasiye order in order to cut

" Mensur Stirndme, Tb-Ob, in Aynur, The Wedding Ceremeny of Salia Sulian, 75-80.
9 Mensur Siteadme, 1L10a, in Aynur, The Wedding Ceremony af Salihia Sultar, 81
“ Aynur, The Wedding Ceremony of Saliha Sultan, 82

B 1bid., 83-130.
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the link between Janissarics and this religious order, |lerc it may be argued that
receiving the above-mentioned orders name-by-name and lodge-by-lodge and
allocating an important part in the narrative of sthndme might be an illustration of
these religious orders’ performing loyalty to the Ottoman state. Through the festival,

they might show their allegiance to the Sultan and the State.

After the reception for various religious leaders, the gifts from the governor
of Egypt and the ambassador of Iran were received by the serasker Pasha. Following
(hese receptions, a banquet was given to honor the religious leaders of the Empire’s
confessional communitics, including the Armenian-and Greek Patriarchs and the
Jewish Rabbi. Following these receptions, the French, English, Austrian, Greek,
Prussian, Sicilian, and Sardinian, Denmark, Russian, Swedish, Flemenk, Spanish,
and American ambassadors as well as other representatives were accepted for a
banquel organization in Keasr-r Hiimdyun. Here it is important to mention that the
wives of these representatives also altended this reception, Unlike traditional
Ottoman banquets, this one was organized in the Buropean style. Moreover, these
representatives chanted for the honor of Mahmud 11 while drinking wine. This scene
was complemented by the performance of newly modernized European-style
Ottoman military band. This part in particular reflects the ways in which nincteenth-

. " i
century festivals were modermnized >

This part of the narrative is followed by another long list of guests and
expenditurcs. Alter that, the author begins recounting the procession of trousscaus
(alay-1 cihaz), and bridal procession (@lay-1 arus), both of which follow the route

through Dolmabahge square, the Yildiz Kiosk, Ortakdy and the Nesetabad Sea

™ Aynur, The Wedding Ceremany of Safifta Sulran, 133,
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Palace, the official residence of Saliha Sultan and Halil Rif’at Pasha. In this part of

the narrative, gifts, participants and protocol rules were recorded in detail, >

From this point onward, the narrative turns into an official document on the
rules, gucsts and gifts. In fact, these parts of the sirndire were not in the form ofa
narrative but rather of a list. The strndme ends with the calculation of the

expenditures and other chronological details.

Iere it might be argucd that the above-mentioned sirndme represents, first of
all, the state’s official perspective. For instance, there was no mention of the details
aboul the performances. In fact, the narrative parts of the siirndme focus more on the
details of the processions, participants, and the hierarchical order of the cercmonies.
As it is illustrated above, it might be said that this sirndme represents how the
[estival book tradition in the nincteenth century turned into the sfaic’s documentary

practices rather than a literary narrative.

5.4.2 Siirndmes on the wedding festivities of 1836

The festival of 1836 was organized for the royal wedding of Mihrimah Sultan and
Mechmed Said Pasha, together with the circumeisions of princes Abdulmeeid and
Abdulaziz. There are three stirndmes written about the festivitics of 1836, Sirndme-i
Lebib,™ written in prose, is the most extensive account of the cclebrations of 1836
since it covers both the royal wedding and civcumeision festivitics. On the other
hand, the second sirndme,”* which is written in verse by Huar, only covers the royal

circumeision festivities. The last silrndme was written by an anonymous author. This

* See 1. 142 in Aynur, The Wedding Ceremony of Saliha Sultan, 139,

4 Lehib, Siirndme -i Lebib, I0K-TY 6097,

5 Y, Srndnie -i Hizir, TWK-TY 6122,
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siirndme is now in the private collection of Nedret Isli. Aynur puts forth that this
stirndme is quitc similar to the anonymous sirndme written for the festival of 1834 in

terms of its style, narrative and story line,”

Since Sitrndme-i Lz covers only the royal circumcision festivities and the
sccond anonymous sivndme is in a private collection, this scetion will only examine
Stirndme-i Lebib in order to provide an illustration of how the recording practices of

the nineteenth-century festivitics have changed.

3.4.2.1 Strndime-i Lebib

Onc of three siirndme written for the festivals of 1836 is written in prose by the
director of the Tersane-yi Amire (Imperial shipyard), Ruznameecizade Lebib Efendi.
Mehmed Lebib Efendi was bormn in 1745 in Istanbul, After completing his education,
he started to work as an officer in his father’s olfice of ruznamee, the office that is in
charge of recording daily expenditures of the court. Upon his father’s death in 1813,
he was appointed to his [ather’s position. Tn 1826, he was exiled io Kiitahya and
worked as military officer al various ranks until 1836, In 1838, he became a member
of the Sitra-yt Béh-1 Ali (Council of Sublime Porte). In 1849, he became defrerdar
(provinicial treasurer) of Aleppo. He died in 1866 in Istanbul and was buried in

Ej.-r{l];l.EEIF

I.ebib begins his narrative with a long kaside to explain the reason he wrote
this book and to praisc God, the prophet, and the sultan. 1le continues his narrative

with the pre-ceremonial details, According to |.ebib, IT. Mahmud wanted to marry

M8 Ny, The Wedding Ceremony of Salilha Swltan, 5, lootmotel 8,

T Stireyya Bey, Sicill-f Owmani™, vol 3, 901,
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olT his daughter Mihrimah—who had rcached the age of 22 at that time—to a vizier,
However, he was indceisive about whom he should choose. For that reason, he
organized a casting of lots among his viziers. From that lot, Mchmed Said Pasha’s
name came out and the Sultan married off his daughter to Mehmed Said Pasha, 2
Interestingly cnough, this detail about the wedding overlaps with the narrative of
Pardoe as she recounts in her The City of The Sultan and the Domestic Manner. Both
writers’ recounting the same story may remind the readers that anecdote was part of

the oral culture of the age:

He caused the names of the seven candidates to be inscribed on as many
separate shreds of parchment; and on the following Friday, when he visited
the mosque he cast them all in a mass beneath his prayer-carpet, where they
remained during the service; at whose close, he put up a prayer to Allah and
the Prophet to aid him in the hour of trial, by enabling him to withdraw the
name of the individual whose alliance would prove the most beneficial, alike
to his Empire and to his daughter. Whether the prayer was heard and
answered, T know not; bul the Sublime fingers closed over the parchment,
which was inseribed with the cypher of Said Pasha of the Dardanclics.*™

After the arrival of Mchmet Said Pasha to Istanbul and his being declared as
deamad-1 gelriyari (imperial groom), the preparations for the royal wedding startcd.
As Lebib indicales, the grand vizier received the imperial edict on the festival; the
imperial groom visiled him in the company of a conspicuous procession as well as a
performance of the imperial band. On that visit they agreed on the day of the

. 30
NRITIAZE,

The wedding festivitics took place at the cdge of Bosphorns. The road from
Beyiktas Palace to Mihrimah Sultan’s mansion in 3ebek was the main arca of

processions and festivities. On the other hand, the celebrations for the circumeision

R 1 ebib Stivndmesi, L Ga-0h, in Arslan, Osmanlt Saray Diiginlert ve Senlikleri 4-5; Lebib Sirndgmesi

Hafi: Mehmed Efendi (Hazin) Siirndmesi - Abdi Sirndmesi - Telhisi'-Beyean'in Strndme Kismi, 63,
*** Pardoe, The Cily of the Sultan: And Domestic Manmers of the Turks, in 1836, 251-52.

9 10 Arslan, Osmani: Seray Diigiinteri ve Senlikleri 4-3,
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took place in the old ceremonial space, on the shores of Golden Horn, including

Sadabad *"

Lebib refers to the rules of protocol for both wedding and circumcision
celebrations in a detailed way. He includes the whole text of the imperial edicts into
his narrative™ and he gives all the names of the officials commissioned for every
single parl of the festivitics. He also lists all the gifts that the visitors presented to the
Sultan, Mihrimah Sultan and Mehmed Said Pasha by name. In fact, his lists of
visitors, the gifls, and the protocol rules was corroborated with the archival records
as well as the news about the festivitics in the official newspaper, For instance, the
internal alTuirs section of Takvim-i Vekayi’s 128" issue provides the details about the
day of marriage, the ceremonial patterns and the participants in a way similar to

Lebib’s festival boak.

As Aynur indicated, for Lthe anonymous sirndme wrillen for the festival of
1834, it is known that some of the authors of siirndmes benefited [rom protocol
registers, gift registers, dowry registers and expense registers as primary sources for
their narrative. In fact, some of them even directly copy those records.’® Here it may
also be argued that Lebib Elendi might have made use of those newspaper reports

and the protocel registers as a primary source for his narrative.

As it is mentioned before, Lebib Efendi was quite enthusiastic about
recounting every single detail of the festival: the preparations, the visitors, the

renovations in the city, the redecorations of various palaces and streets, the

U In Arslan, Osmanh Saray Diigiinleri ve wenlibleri 4-3

e BOAHAT, no, 15398/23, On the occasion of the wedding ceremony of Mihrimah Sullun and
Mehmed Said Pasha, dated. H. 18 Mubammem 1252,

i BOASCEM, no. 103/5148,; on the occasion of the marriage of the daughter of Sultan Mahmuod 1T
and Halil Rufat Masha, dated. H. 13 Zilhicce 1249,
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processions, the participation of women, the details about material culture including
gifts, the sultan’s dowry, and banquets as well as the details aboul the performances,
their names, origins, the storics about them, the shows of acrobats, dancers and
musicians, impetial band, fireworks loom large in the narrative in a quict claborate
way. Lebib Kfendi cven mentions the details of the sultan’s and grand vizicr’s
clothes for the processions. On the other hand, he also refers to impressions of the
audicnces. More interestingly, he includes the other poet’s works such as kasides or

surriye tarihis about the festival al the end of the book as well,

All those details about his narrative might be regarded as a sign of modernization
in festival book tradition since the author attempted to prepare an encyclopedia-like
account for the [estival. In fact, it can be said that Lebib Efendi aimed to give an

extensive panorama for every single sequence of the lestival,

5.5 Changes in the siirndgme genre

The illustrated book tradition started to disappear in the nineteenth century and thus,
the festival books were no longer part of imperial books of art projects.”™ In relation
to this, it might be said that the introduction of modern Europesn painting to the
Ottoman cowrt, then photography, might have accelerated the disappearance of this
tradition as well as the erystallization of the writlen and illustrated genres. Therefore,
it might be said that the stylish illustrations of the previous festival books were
transformed info a dilferent format in the nineteenth century. Tn the last part of this
chapter, T will atteimpt lo discuss the ways in which the textual narratives of the

above-mentioned festival books provide us a rather different type of authorship.

Muee Aul, “Book of Art,” 23,
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As it is illustrated above, in Sirndme-i Fs ad, the details of the performances
were not at the center of the narrative. His narrative aims mainly to praise the sultan
and his period. In fact, Es’ad intended to illustrate how the festival of 1834 retlected
the grandeur of the state and the Sultan. Nevertheless, he very bricfly mentions the
fireworks,"™ the shows of acrobats®® and dance performances™ as well as theatrical

performances.*

Rafat’s sdrndme, on the other hand, contains more lively descriptions of the
performances. Rif'at separatcs his narrative into parls by subtitles and in many parts
he pursues a chronological order. The fireworks, the shows in the circus, the music
shows, the dances, and he processions arc recounted in greal detail. The names of
the dancers and musicians, the kinds of plays, the instruments, and even sonme parts

of the lyrics appeared in the namative,™™

However, ncither of these festival books takes the performances into the

center of the narrative. The anonymous sirndme in prose style, on the other hand,
was quite diflerent from thesc sdrndmes written in verse. The anonymous sindme
focuses more on ceremonial patterns and protocol rules rather than performances.

Thus, it might be said that the details about the Sultan’s dowry, the gifts and the

names of participants were at the center of the narrative. Morcover, as mentioned

% Far the descriptions of firsworks see: “Bir gece herden atip Tophane/Bir pece saldan abp
Tersane/Cikdr kandil-i hevayi felege/MBakdinirsa nola ay felefe...” quoted from Aynur, 7he Wedding
Ceramony of Saliha Sulton, 1. 76-78, 46,

** Quaoted from Aynur, e 1 Veading Cerentony of Saltha Sultan, |89, 46: “Yiridi menzil ipinde
can-haz/Sanal thraxng kild: apaz. . ”

* Quoted from Aynur, The IWedding Ceremony of Saliha Sultan, 46: Cengiler cyledi raksa
tkdam/Toldy clinbis ilc meydan-1 heyam,..”™

™ Quoted from Aynur, The Wedding Ceremony of Saliha Sultan, 46: “Leb-i clrafnigin-i
meydan/Oldu arta oyunundan handan "

* Ouoted from Aynur, The Wedding Ceremony of Saliha Sultan, 56-60; “Tanbur u keman u nay u

kanun/Onda o Koca Kemani Miriin/Gahice acewn gehiee mahur/Gehice hicaz u geh nisabur/Geh mars
gehi alafranga/Diizd-1 gama urdular pranga...”
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belore, some details in the narrative overlap with other sources such as fegrifaf

regislers,

Meore importantly, as mentioned in the previous chapter, there was a shifl in
the performances of the festivities towards a procession-centered spectacle model in
the carly nineteenth century. With regard to the centralization of the ceremonial
pattern, it may be argued that this sirndme’s focus shifts more to the processions and

ceremonial rules as well as list of guests and cxpenditures.

The anonymous siirndme was quite similar o Sirndme-i Lebib in terms of its
focus on the processions, protocol rules and its listing the participants of various
ceremonial sequences of the festivitics. In [act, it may be argued that Lebib’s

sirndme also has a documentary agenda rather than a narratival perspective.

5.6 Conclusion

Taken the above-mentioned sirndmes into consideration, it may be argued that,
similar to the spectacles for the royal weddings of the nineteenth century, the books
that recorded these festivals reflect the changing socio-political environment of the
Ottoman state during the period of Mahmud T1. As the state became more and more
centralized, it might be said that the narrative of the festival books covering these

spectacles turned inlo more official, court registry-like narratives.

Here it is important to note that the earlier festival books were acknowledged
for their literary style, outstanding illustrations as well as their eritical standpoints
towards cither the state or the organization itself, A closer examination ol nineteenth-
century festival books, however, may reveal that first and foremost, the festival
books became the voice of the state in the nineteenth century. More importantly,

instead of providing a literary narrative of a given festivity, it might be argued (hat
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they became archive-like documents. When the details of these festival books are
compared to the archival documents on these festivals discussed here, onc might see
a great number of parallels. The disappearance of illustrations [rom these books also
marks a different authorship, which may also be regarded as the reflection of the
state ideology. Here it may be concluded that the recording practices of the festivitics

changed in accordance with the centralization of the spectacular state of Mahmud 11,
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CHAPTER 6

CONCLUSION

This thesis intended to explore the royal wedding festivitics of 1834 and 1836, which
were organized (o celebrate the wedding of Mahmud T1’s daughters Saliha Sultan and
Mihrimah Sultan, respectively as performances that encapsulated the ideology of the
Mahmudian State info a festive form. Therelore, it aimed Lo pursue a performance-
centered approach, which has emerged as an allemative reading to the historical
performances since the 1960°s in order to examine these royal weddings. In doing so,
il explored ways in which the performative forms of the Ottoman state in the early
pincteenth century were re-invented and re-defined. Concordantly, it argued that the
modernization of statc apparatuses affected stale ceremonics as such, Thus, carly
modein carnivalesque performative practices turned into spectacular performances in

these wedding festivities.

In this regard, the speetacularity of the Mahmudian state has been discussed
through the changing patterns in lestival spaces, performances, devices of
maintaining the festival order, and recording practices. Additionally, the
disappearance of guild parades, which were among the major performalive events of
the classical Ottoman festivities, and the organization of festivilies around
processions were considered other important dimensions of the spectacular

performances, which put the audience into a rather passive position,

Tn this regard, (his thesis made use of a performance-centered approach as
away of interpreting these royal wedding festivities. Inspired by recent theorctical

debates in performance studics, it attempted to cxplore the carly nineleenth-century
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Ottoman state’s performativily in relation to the changing socio-political
conjunciure, by pointing out the historicity of the performance. In doing so, it used
Fallasi’s morphological definition of festival, Milton Singer’s approach to cultural
performances, Geeriz® idea of the “theatre-state,” MacAloon’s theory of spectacle
and Bauman’s genre analysis. Here it is important to underline that MacAlloon’s
theory of spectacle in particular and Bauman’s genre analysis formed the core
theoretical approach of the thesis. MacAlloon’s theory provided a framework for
interpreting the given royal festivitics as venues of performance where the audience
was manipulated—instcad of participating actively in the festivities—to comprchend
the very message of the state ceremonies, which is to convey the grandeur and the
contemporary politics of the statc. Meanwhile, Bauman’s genre analysis allowed this
thesis to pursuc a contexlual approach for interpreting the emergent literary and
cultural genres of these performativities within an organic relationship between the

fexl and its context.

Thercfore, regarding this theoretical framework, this thesis mainly attempted
to offer an alternative reading to the given royal wedding festivities as historical
performances. That is fo say, these royal weddings of the period of Mahmud 1T might
be considered as venucs that the state represented, re-invented and re-defined itsclf’
In this regard, it aimed to employ a “performative tum” in Ottoman studies. In doing

s0, it examined the festivitics of 1834 and 1836 as historical performative processes.

As this thesis has discussed, in accordance with the changing state
apparatuses, royal wedding festivitics in the early nincteenth century turned into
more spectacular performances, which allowed the state lo manifest its idcology
more directly, unlike in the camivalesque celebrations of previous eenturics. Thus,

choosing mass spectacles as a meta-genre of performance was a conscious decision
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of the state in order lo manipulate and to limit the audicnee’s participation. This was
reflected in the sequences of the performances. The disappearance of guild parades
in the festivities, therefore, was one of the most prominent signs of the spectacular
state of Mahmud II, since the lack of this particular performative form prevented the
urban classes from participating in the festivities so as to convey their messages
dircetly to the state. In these spectacles, guild parades were replaced by state
processions. Unlike parades, through the processions, the state casily controlled the
course of celebrations since in the processions, the audiences only watched the
performances rather that actively engaging in festivitics. Changing the festival
spaces, on the other hand, allowed the state Lo manifest itsclf in newly established
venues of performances. Therefore, the collective memary of the previous spaces
was replaced by the emergent ones. Moreover, the introduction of moderm forms of
performance such as a national anthem and military band performances allowed the
slate to convey its grandeur deliberatcly to the audiences. Modem controlling devices
of the ceremonies, such as publishing orders on how the audicnee should behave in
the festivilics, were also parts and parcels of these changes.

In the last section of this thesis, recording practices of these festivities were
examined. Three siirndmes written for the wedding of Saliha Sultan in 1834, namely
Stirname -1 Es'ad, Stirndme -1 Rif'at, and an anonymous siirndme, as well as one
siirndnre wrillen for the wedding of Mihrimah Sultan, Strindme-i Lebib, were
examined in this thesis, It is arpucd here that the literary works which documented
these weddings turned into accounts similar to the state registries, unlike the previous
centuries’ literary and visual books of art projects. In this regard, it may not be

wrong Lo claim that the festival book lost its literary qualitics and critical standing,
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For instance, in Strndme -i Es'ad, Sultan Mahmud 11, instead of the
celebrations and festive cvents, was placed at the center. In doing so. this siirndme
functioned as a eulogy to the reign of Mahmud I1, as it presents a poctic
representation of political currents,

Stirndme -i Rif at, on the other hand, gives a rather claborate perspective on
the festive events.compared o Stirndme - Es'ad. The procession, the invitees, the
space allocated for the invitees and the banguets were all recounted in this stirndme.
On the other, in this sérndme, praising the sultan also occupies a larger place in
comparison with Strandme -1 Es’'ad.

It might be said that (he anonymous sirndme is the narrative thal is most
similar to archival documents. Unlike the previous sirndmes in prose, which were
quite stylish accounts written by famous masters of Olloman prose, this sirndne was
more of a registry form. In fact, almost half of the narrative includes lists and
expenditures in non-narrative form.

Similar to the anonymous siirname, Sindme-i Lebib resembles the archival
records as well as the news in the official newspaper. In fact one of the cdicts of
Sultan Mahmud 1T was included in the narrative of this sirndme. Additionally, these
two siirndmes give detailed hists of the participants, expenditures and the festive
details day by day.

Tuking all these into consideration, it might be said that these sirndmes serve
to document the impenial festivals and to praisc the ideology of the reipn of Mahmud
1.

To conclude, it might be said that all the above-mentioned changes in state
performances were strategic devices of the state for controlling the subjects through

festivities, Although how successtul the state was in achieving these aims is yei
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another discussion, the nineteenth-century Ottoman state practiced modern forms of
perlormativity in order Lo survive in the period after the French Revolution, This was
not unique to the Ottoman state. Further research approaching other modem states as
performances may well reveal how these forms of performativity were common to

various contcmporary states.
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