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Thesis Abstract
Melis Siilos, “Between Theatrical Politics and Political Theater:

Late Ottoman Theatrical Spheres™

This thesis intends to perceive theater as one of the best stages representing the
political tensions, and the intellectual movements of ifs epoch. In rethinking theater
and politics in the late Ottoman Empire, I focused on two fields: Theatricality of the
political sphere and the political theater. In the light of the memoirs, newspapers,
travel accounts and the play scripts, this thesis scrutinizes the discovery and the
manipulation of the popular theater as a political institution. By focusing on the
politicization of the theater, which developed within the palatial circles, and the
politicization of the repertoire after the Revolution of 1908 in the popular realm, this
study examines the instrumentalization of the theater for different political agendas.
The first part of the thesis examines the recent historiographical currents that
brought history, anthropology and literature closer. The subsequent chapter is a brief
discussion of the Ottoman theater historiography. The third part situates theater
within the Ottoman ‘Westernization’ experience. The following chapter scrutinizes
the politicization of the theater by the Young Ottomans through the Vatarn and
Gedikpasa Incidents. The fifth part discusses the transformation of the theater
performances into ‘public catharses’ with the proclamation of the Second
Constitution. And the last chapter scrutinizes the politicization of the repertoire with

the newly emerged genre of milli facia, putting the old regime on trial.



Tez Ozeti

Melis Siilog, “Tiyatro Siyaseti ve Siyasi Tiyatro Arasinda:

Geg¢ Dénem Osmanlt Tiyatro Sahalart™

Bu tez, tiyatroya, déneminin entellekttiel hareketlerini ve politik gerilimlerini
sahneleyen bir alan olarak bakmay1 amaglamalktadir. Gorsellige dayanan ge¢ dénem
Osmanli siyasetine ve tiyatrosuna bakilarak, Osmanl Devleti politik glindemi ve
Osmanlt tiyatrosu arasindaki iligki tizerinde diigliniilmesi hedeflenmektedir, Bu tez,
anilar, seyahatnameler, gazeteler, dergiler ve de oyun metinleri 1s181nda tiyatronun
politik bir kurum olarak algilanabilecegini ve kullamilabilecegini gdstermektedir. Bu
caligsma, saray ¢evrelerinde politiklesen tiyatroya ve halk arasinda politiklesen
repertuara bakarak tiyatronun farkl politik amaglar dogrultusunda araclastirilmasini
konu edinmektedir.

11k boliim tarih yaziciliginda anthropoloji, tarih ve edebiyat disiplinlerini
yaklastiran yeni akimlara deginmektedir. Bu b6limii takip eden boliimde, Osmanh
tiyatro tarih¢iligi tartistimaktadir. Ugtineti boliim, ‘tiyatro’ kavramini, Qsmanli
batililagma deneyimi icerisinde degerlendirmektedir. Dérdiincti b6llim, tiyatronun
Vatan ve Gedikpasa Olaylar araciliiyla Geng Osmanlilar tarafindan
politiklestirilmesini incelemektedir. Besineci boliim, Ikinci Mesrutiyet’in ilaniyla
birlikte tiyatronun toplumsal bir disavurum ve arinma aract olarak ortaya cikmasi
stirecini konu edinmektedir. Son bolim ise, Ikinci Mesrutivet’in ilanmdan sonra
olusan, eski rejimi yargilayan milli facia tirline bakarak repertuarin politiklesmesini

incelemeyi hedeflemekiedir.



ACKNOWLEDGEMENTS

I would like to express my gratitude to all those who made the completion of this
thesis possible. First of all, I would like to thank my advisor Prof. Arzu Oztiirkmen for
her guidance and patience throughout my entire study. She did not only provide me
with new insights but also taught me to think critically and look beyond the archival
materials. Without her support, patience and understanding, this thesis would have
never been completed. I would also like to thank Prof. Hakan Yilmaz and Assist. Prof.
Yavuz Selim Karakigla for their invaluable contributions. I am particularly indebted to
Yavuz Selim Karakisla for his encouragement and seminal comments which helped
me find my way each time [ was lost among the books. I am also indebted to Assist.
Prof. Efdal Sevingli who did not only offer his precious hours for discussing the
questions I had in my mind, but also shared his private collection on Ottoman theater
scripts. In addition, I would like to thank Prof. Zafer Toprak, Prof. Suraiya Faroghi,
Prof. Ozdemir Nutku, Prof. Murat Tuncay, Prof. Alemdar Yal¢in, and Assist. Prof.
Enver Tore who provided me with critical insights on studying ‘the history of theater’.
I would also like to thank the staff of the Bogazigi University Library, Bilkent
University Library, Dokuz Eyliil University Library, Atatlirk Library, the City Archive
of Izmir and the National Library of Izmir. In addition, I would like to acknowledge
the support of my friends and colleagues. I am indebted to Merve Tabur for helping
me with the translations, and for sharing her critical comments. Special thanks are due
to Ugur Bayraktar, Sahin and Nihal Sonyildirim who helped me with the transcription
of the archival materials, and to Sevda Akytiz who patiently read a draft of my thesis.
I would also like to thank Ismail Keskin, Bilge Seckin Cetinkaya, Cafer Sarikaya,
Seren Akyoldag, Anna Maria Aslanoglu and Ayse Yazicioglu for their contributions. I
would like to single out Sinem Erdogan, partner in crime from our very first day of
classes as history undergraduates at Bogazi¢i University, for her invaluable friendship.
Finally, T would like to thank my family who supported me with love and
humor throughout my years at Bogazigi. [ am specifically grateful to my parents who
‘suffered the most” from my academic journey developing away from my hometown:
Izmir. My greatest debt and thanks, however, go to my fiancé Basar Akyelli, who did
not only support me with his love, but also with his advanced editorial and
technological skills. It is to him, more than anyone 1 owe this study. It is to them that I

dedicate this thesis.



CONTENTS

CHAPTER I: INTRODUCTION ..ot 1
CHAPTER II: HISTORY, THEATRE AND POLITICS:
A HISTORIOGRAPHICAL APPROACH. ......cooiiiiiiii i 11
Removing The Borders: The Rapprochement of History, Anthropology,
and Literature. ..o e 12
Putting the Text in Its Historical Context: New Historicism................. 17
Rethinking Theatrical Approach to History..........ooooiviiiiiiiiiiin.. 24
Situating the Ottoman Theater within the Middle Eastern Context......... 34
CHAPTER III: OTTOMAN THEATRE HISTORIOGRAPHY........ccooooieniie 37
The Literary and Historical Approaches ...........oociviiiiiiiiiiiiiiiiinnns 37
Constructing a Historiography of Late Ottoman Theater
in the Works of Metin And and Refik Ahmet Sevengil...................... 38

In the Footsteps of First Generation: Revisiting Late Oftoman Theater.... 47

CHAPTER IV: PERFORMANCE AS THE POLITICS OF MODERNIZATION

IN THE LATE OTTOMAN WORLD......oooi 52

Ottoman Aspirations for Western Forms:

New Kinds of Theatticalities, .. ....coieriiiiiiieiiiece e 54

The Ottoman Incorporation of Western Performances:

The Palace Context.....ooverriiii e e 59

Abdiilaziz Fra and the Naum Theater..............ooooiviiiiiiiiiiiiiiinenn.. 68
CHAPTER V: THE RISE AND THE POLITICIZATION OF THE POPULAR

THEATRE: THE VATAN AND THE GEDIKPASA INCIDENTS......... 75

The Radicalization of the Ottoman Intellectuals,

and the “Vatan Incident”™. ..o e e 78

Censorship and the Destruction of the Gedikpasa Theater................... 89
CHAPTER VI: LEGITIMIZING THE NEW REGIME:

OLD REPERTOIRES, NEW FORMS OF SPECTACLES.................. 100

The Historical Milieu of the Young Turk Revolution........................ 101

Rethinking the Periodization of the Ottoman Revolutionary Theater...... 103
Putting Oftoman Revolutionary Theater in a Comparative Perspective:

The Cases of French, Russian and Iranian Revolutionary Theaters....... 112
The Public Catharsis of Revolutionary Era: “The Theatre Epidemic™..... 119

CHAPTER VII: PUTTING THE OLD REGIME ON TRIAL:

INVENTING THE “MILLI FACIA” GENRE..........o.coiviviiniiin, 135
Reflecting the Counter-Revolution on Stage:

Politicization of the Repertoire. ..o e 135
Mustrating Temptation for the ‘Milli Facia’ Genre......................... 143

CHAPTER VIII: CONCLUSION: SITUATING POLITICAL THEATRE
IN TURKISH HISTORIOGRAPHY ..o, 164

vi



APPENDICES

A. Adolphe Thalasso’s “Le Théatre Turc”......cooovvviiviiiiiininnnn, 170

B. Scripts Published between 1908-1923 ... ... 194

C. An Example of ‘Milli Facia’ Genre: The Transcription of

Dr. Kamil’s Canli Cenaze Yahut Yildiz'da Megsrutivet Telaglari ............. 205

D. Some IHUSTTtHONS .ovvveverirveriesieeree e eeeeerenesienes [T 230
BIBLIOGRAPHY ..o e 237

Vil



CHAPTER I

INTRODUCTION

In our mundane exposure to watch the news broadcast on TV, we often observe how
evéryday-life is presented in theatrical forms such as public speeches, ceremonies or
demonstrations, leading us to explore how theatrical politics and political theater
may be intertwined. In the footsteps of scholars like Victor Turner, Erwin Goffman
and Richara Bauman, this thesis tries to interpret the entangled relationship of these
two different kinds of performances: The performance in everyday life and the
staged performances in the historical context df the late nineteenfﬁ and early
twentieth centuries of the Ottoman world. Taking the works of Refik Ahmet Sevengil
and Metin And as a starting point of the historiography of ‘Ottoman theater,’ this
thesis aims to show how the development of the Ottoman theater can illustrate a
different aspect of the Ottoman modernization experience. New Historicism, coined
by Stephan Greenblatt, has offered here a valuable framework in examining theater
as one of the best stages representing the political tensions and the intellectual
movements of the era. Therefore, rethinking theater and politics in the late Ottoman
Empire, this thesis focuses on two fields: the theatricality of the. political sphere and |
the political theater. |

Within all aspects of modernization and their performances in the late
Ottoman world, what makes theater more attractive as a ‘subject of history” is its
political function. While some aspects of the social and cultural life were only
transformed, theatre, adopted as a Western institution, was marginalized and
emerged as a newly discovered political space.

As historian Palmira Brummett puts it: “More than any other art form, theater

was a symbol of social change for Ottoman satirists. In the Ottoman cartoon space,



the image of theatre, along with that of café, was used to embody the apparent
sophistication of culture and entertainment that modern European societies
enjoyed.”! Theater, therefore, represented the complex relationship between different
segments of the society such as the non-Muslim Ottoman bourgeoisie, Ottoman
intellectuals, the Young Turks and the Sultan’s entourage more than it staged the
famous dramas of the age.

This thesis intends, therefore, to review theater as a political space in the late
Ottoman politics throughout the second half of the nineteenth century and the early
twentieth century. I choose to focus on ‘the long nineteenth century”’ since I strongly
believe that the development 6f a popular theater and the politicization of the
repertoire were the outcomes of a gradual transformation in the Ottoman society. The
‘long nineteenth century’ has been divided into distinct categories such as ‘ Tanzimat
(1839-1876)" (the period or reform), ‘Istibdad (1876-1908)’ (the reign of tyranny),
and ‘Megsrutivet (1908-1923) (the constitutionalist period) eras both by the Ottoman
historians and the Turkish theater historians. This classification tends to oversimplify
the complexities of social and cultural transformations, and underestimates the
continuity between the popular forms of entertainment.

In the Ottoman society, Western-style theater acquired a social and political
significance from its introduction through the ambassadorial soirees. However, I
argue that theater became a ‘political institution’ reflecting a constructed image of
Ottoman “Westernization’ via its incorporation in the Ottoman diplomacy. I trace the
‘discovery of theater as a political institution” to Sultan Abdiilaziz’s trip to Europe
(1867) and to the return-visits of the European sovereigns in 1869. The incorporation

of Western theater and opera performances in these imperial reception ceremonies

! Palmira Brummett, The Image and The Imperialism in the Ottoman Revolutionary Press 1908-1911
(Albany: State University of New York Press, 2000), p. 205.



held in the Naum Theater, attached new meanings to theatre which became a new
facet for the Ottoman modernization by the late 1860s.

Theater, which was introduced within the discourse of modernization and
Westernization, attracted the interest of the growing Ottoman intelligentsia by the
1870s, and became one of the most effective means to get in touch with the society
for the Ottoman intellectuals. Therefore, theater became one of the most important
aspects of the mass politics through the 1870s and 1880s, particularly through the
Gedikpaga Theater directed by Agop Vartovyan also known as Giillii Agop (1840-
1902). Gedikpasa Theater developed into one of the prominent cultural centers where
the Ottoman intellectuals met and used it to disseminate their ideas to the masses by
the end of the nineteenth century. The Gedikpasa Theater and its intellectual team,
holding the monopoly of the Turkish theater in Istanbul, had a complex relationship
with the Imperial Palace which monitored it. The Ottoman Sultan Abdiithamid IT
(1842-191 8.). encouraged and controlled the production and the consumption of
theater plays in the Gedikpaga Theater. On the other hand, he employed the
playwrights (most of whom were political figures) in the Imperial Palace. This
complex patronage certainly aimed to control theatre’s power to create and to
manipulate the public opinion in an age where spread of nationalism and ethnic
upheavals were uncontrollable. However, the strict control of the Palace over the
popular theater created its opposition with two ‘incidents’ that attributed a symbolic
importance to theater as a public space. The first was the ‘Varan Incident’ (1873)
upon which the ‘intellectual team’” of the Gedikpasa Theater was exiled; and the
second was the destruction of the Gedikpasa Theater (1884) upon the performance of
the play Cerkes Ozdenleri (Circassians) in order to ‘prevent a possible Circassian

uprising’. These events were indeed the outcomes of gradual social transformations



and the rising nationalism in the Balkans which accelerated after the Crimean War
(1853-1856) and reached an unmanageable point after the Russo-Ottoman War of
1877-1878. I believe that the emergence of an Ottoman theater which encouraged
mass politics cannot be separated from these gradual social and political
transformations, and therefore, should be historicized.

While the ideological currents of the age added a political tension to the
theatrical performances, I believe that theater gained a particular significance in mass
politics only after the active participation of the audience (initiated with the Vatan
Incident of 1873). Theater’s role in forming and manipulating the public opinion
developed together with the political events that brought the declaration of the
Second Constitution known as the Ottoman Revolution of 1908. In the days
following the revolution, the banned plays of the ‘old regime’ were staged as mass
spectacles under the patronage of the Committee of Union and Progress. These
performances having their roots in the late nineteenth century were used to form the
public opinion and to legitimize ‘the reign’ of the Committee of Union and Progress.
The theater frenzy that followed the declaration of the Second Constitution created a
new market for a new genre: ‘milli facia’ (national tragedy) after the dethronement of
the Sultan Abdiilhamid II i 1909.

The politicization of the repertoire appeared only after 1908, and staged
politically loaded plays mostly after the dethronement of the Sultan Abdiilhamid II.
The transition from the politicization of the theater to the politicization of the
repertoire was strongly connected with the radicalization of the Committee of Union
and Progress. On the other hand, these plays used the stage to judge the ancien
regime and to recreate the Young Turk Revolution in the collective memory. The

anti-Hamidian repertoire, just like the cartoon space, created harsh critics that also



influenced the historiography of the era. The scripts judging Abdiilhamid II and his
reign contributed to the dominant historiographical narrative which described the
reign of Sultan Abdiilhamid II as ‘tyranny’ and the declaration of the Second
Constitution as ‘the establishment of freedom and democracy’.?

In order to study the transition from the politicization of the theater to the
politicization of the repertoire, I worked on a number of primary and secondary
sources. The richness of the primary sources allowed me to interpret them via the
help of the historiographical schools that incorporate theater in the history writing.
Moreover, the secondary literature both on the history of Western theatre, and the
Ottoman theatre did not only point out the way in which theatre history was studied,
but also how some aspects were understudied and not historicized.

Besides the secondary sources, the research consists of a number of primary
sources such as memoirs of the actors and directors, newspapers, travel accounts,
theatre journals, and the scripts of the plays. Memoirs were probably the best sources
when T had no idea about the performance of either the actors or the audience. For
instance, memoirs of the famous actor and director of the period, Ahmet Fehim
(1856-1930) helped me more than I could ever imagine to grasp the atmosphere of
the period, the lives of the actors and the role of the theatre in the formation of the
public opinion. In a similar way, the memoirs of a leading actor of the age, Ibniir-
refik Ahmet Sekizinci (1874-1935); the memoirs of ‘the father of Turkish theatre and
cinema,” Muhsin Ertugrul (1892-1979); the memoirs of Namik Kemal’s son: Ali

Ekrem Bolayir (1867-1937); and the memoirs of Leyla Saz Hanim (1845-1936), a

2 The genre of national tragedy is revived after major social and political rites of passages like the
First World War, the declaration of the Turkish Republic in 1923, and the first coup & état of Turkey
in 1960, to reshape the public opinion.



dynasty member playing in the imperial women’s fanfare helped me conceptualize
the cultural and the political milieu of the epoch.

In a similar way, the newspapers and journals of the day were very important
for me to realize the popular reception of the social and political aspects of the
theatre events. Moreover, newspapers were also very valuable for my research since
they reflected the Ottoman discourse of Westernization and modernization within
which theatre played a crucial role.

Another valuable source was Adolph Thalasso’s article on the Ottoman
Theatre, published in 1904, in La Revue Théatrale.” This little pamphlet did not only
inform me about the ‘Ottoman Theater,” but also demonstrated an Ottoman
intellectual’s perception and his attempts of self-orientalizing through a discourse of
modernization constructed on the consumption of theater.

Lastly, the scripts of the post-revolutionary theater, which were mostly staged
after 1909, or written to be read rather than performed, introduced me to the
“fictional’ world of hate and punishment. A number of scripts, which can be found in
the National Library of Ankara, and in the National Library of Tzmir, harshly judged
the old regime and the dethroned Ottoman Sultan on the stage.

The thesis begins with a chapter elaborating the theoretical framework, and
surveying the recent historiographical trends and their dialogues that made the study
of theater an interesting field of study for the discipline of history. This section
discusses the rapprochement of history, anthropology and theater studies which
enable scholars to examine the complexities of representative forms. Subsequently,

by touching upon the emergence and the development of a historiographical school;

% Adolphe Thalasso, “Le Théatre Turc,” La Revue Théatrale, no. 16 (1904), pp. 361-384. (See
Appendix A))



New Historicism, | argue that the field of literary studies, and theater in particular, is
not a marginal field but a substantial part of politics.

While the first part shows the attempts of ‘blurring genres’4, and
~ incorporating theater studies in various branches of social sciences in Western
literature, the second chapter touches upon the Turkish theater histortography. This
section discusses the first and the second generations of the Turkish theater historians
and their works. Whilst the first generation of theater historians introduced vast
amount of sources and tried to historicize theater, their attempts to categorize and to
periodize the Ottoman -Turkish theater oversimplified the complex and the gradual
development of the theater. On the other hand, the following generation of theater
historians inherited these categories and did not offer alternative approaches.

Having reviewed the literature, the fourth chapter uses the term ‘performance’
with a broader meaning, and looks for different kinds of ‘performances of
Westernization® in the late Ottoman world. The chapter seeks to rethink theater’s role
in the ‘Ottoman modernization paradigm’ by observing the internalization of the
Western performances in the Ottoman Palace and by touching upon the
transformation of imperial rituals. The transformation of the imperial reception
ceremonies and the incorporation of theater performances in these ceremonies after
Sultan Abdiilaziz’s trip to Europe (1867) suggest that theater gained a political
importance in the Ottoman diplomacy. While the Naum Theater became an imperial
body through these reception ceremonies, theater became a political institution in the
nineteenth century Ottoman world.

The fifth chapter scrutinizes the development of a complex relationship

between the Imperial Palace and the Ottoman popular theater in the late nineteenth

* Refferring to Clifford Geertz, “Blurred Genres: The Reconfiguration of Social Thought,” in The
Performance Studies Reader, edited by Henry Bial (New York: Routledge, 2004), pp. 64-68.



century. The political tension between the popular theater and its imperial control
allowed theater to be a ‘social milieu’ for the development of the intellectual and
political ideologies of the Young Turks. This chapter touches upon two theater
scandals, ‘Vatan Incident’” (1873), ‘Gedikpasa Incident’ (1884) as well as the
censorship policies in order to understand the Palace’s agenda on the containment of
the popular theater. The chapter argues that the imperial policies on controlling the
Ottoman theater with censorship did not politically sterilize theater, but on the
contrary, the oppression raised a politic;al tension by the 1880s, and 1890s.

The sixth chapter tries to examine the ways in which the banned scripts of the
‘old regime’ created theater frenzy after the proclamation of the Second Constitution.
This section, situated between the ‘old’ and the ‘new’ regimes, aims to observe this
period of transition through theater activities. It, therefore, tries to scrutinize the
emergence of mass politics and the formation (and the manipulation) of the public
opinion through public performances under the patronage of the Committee of Union
and Progress. This chapter first tries to historicize the ‘Ottoman Revolutionary
theatre’ within the politics of its time, and then discusses the préblem of
periodization which tends to oversimplify the complex and the gradual development
of the theater. While the majority of the theater historians dated the beginning of the
‘revolutionary theater’ to 1908, T argue that both the actors’ memoirs, and the
repertoire of the ‘revolutionary theater’ itself show a strong continuity with the
previous era. Therefore, I claim that the Committee of Union and Progress and the
Revolution of 1908 did not ‘discover’ or ‘invent’ a revolutionary theater as a means
of political mobilization, but rather used an already established “political institution’:
theater and its power to legitimize political agendas. I further argue that the

‘revolutionary theater’ does not end at some point, but is transformed. Theater of



post-1908 era established the tradition of ‘political theater,” which does not only
represent the historical and political situations, but also becomes a part of it in
Turkey. This kind of a theater was revived after major political events or Turkey’s
‘rites of passages’, but did not lose its power to form the public opinion and
influence the historiography of the age. This chapter further takes a comparative
approach and scrutinizes the exemplaries of the ‘revolutionary theater” which created
similar theatre frenzies after the French, Iranian, and the Russian Revolutions.
Observing the ‘theatre epidemic’ of the post-revolutionary days, | argue that the
Ottoman Revolution created similar pagéants with that of the French and the Russian
ones. Examining the patronage patterns and the organization of these ‘mass
spectacles’, I discuss that theater under the patronage of the Commiittee of Union and
Progress was seen as a means of social and cultural development which served to
légitimize the new regime and to form the public opinion.

The last chapter touches upon the creation of a new market for the political
theater and the politicization of the repertoire. Focusing on the period after the
attempt of a Counter- Revolution, known as ‘The Incident of 31 March’ (1909), 1
argue that the repertoire of the popular theatre dramatically changed and the new
genre of ‘milli facia’ (national tragedy) used the stage to judge the Hamidian period.
The scripts written after 1908 and staged particularly after 1909 accused the old
regime and judged it harshly on the stage. The plays did not only propagate the rule
of the Committee of Union and Progress, but also aimed to recreate the Istibdad’
(tyranny) era and the Revolution of 1908 in the collective memory. Therefore, I
argue that these plays could have helped to construe the stereotypes which defined

the Hamidian era as ‘tyranny’ and the leading members of the Committee of Union



and Progress (CUP)” as the “heroes of freedom’ that still echo in the Turkish

historiography.

® Will be abbreviated as CUP.
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CHAPTER I

HISTORY, THEATRE AND POLITICS: A HISTORIOGRAPHICAL APPROACH
I began with the desire to speak with the dead.
This desire is a familiar, if unvoiced, motive in literary studies, a motive
organized, professionalized, buried beneath thick layers of bureaucratic
decorum: literature professors are salaried, middle-class shamans. (...} It
is paradoxical, of course, to seek the living will of the dead in fictions, in
places where there was no live bodily being to begin with.- But those who
love literature tend to find more intensity in simulations-in the formal,
self conscious miming of life-than in any of the other textual traces left
by the dead, for simulations are undertaken in full awareness of the
absence of the life they contrive to represent, and hence they may
skillfully anticipate and compensate for the vanishing of the actual life

that has empowered them. Conventional in my tastes, I found the most
satisfying intensity of all in Shakespearc.6 (Stephen Greenblatt)

Can the histortan speak with the dead? To what extent can we historicize literature?
In the following lines, I will try to present an overview of the recent historiographical
trends and their dialogues that made the study of the literary culture an interesting
field of history. My discussion will begin by mentioning the postmodern challenges
against the discipline of history in the light of its rapprochement with anthropology
and literature. This rapprochement will then be discussed on the basis of the main
premises of new historicism which turned scripts into archival materials for
historians. Laying out a brief literature review on how theatre and history intersect, I
will lastly try to comment on the literature on the Middle Eastern theatre history and

historiography.

¢ Stephen Greenblatt, The Shakespearean Negotiations: The Circulation of Social Energy in
Renaissance England (Berkeley, Los Angeles: University of California Press, 1988), p. 1.
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Removing the Borders:

The Rapprochement of History, Anthropology, and Literature

1980s witnessed radical historiographical transformations and the revival of narrative
which were strongly influenced by the postmodernist challenges of 1970s.”
Postmodernism, in the realm of history, attacked the very foundations of historical
and scientific knowledge by questioning the objectivity of social sciences and the
stability of language. Most postmodernist criticism can be traced back to the
influences of the French social scientist Michael Foucault (1926-1984) and the
French philosopher Jacques Derrida (1930-2004), then through them back to
Nietzsche (1844-1900), who argued that knowledge is an invention, and to
Heidegger (1889-1976), who attacked historicism.®?

Michael Foucault and Jacques Derrida worked on the effects of language,
emphasizing that language hides truths and become “reality” itself.® As Georg Iggers
informs us, like Foucault and Derrida, most postmodernist critics questioned the
distinction between fact and fiction, history and poetry. They reviewed history as
having no reference to a reality outside of its texts. Postmodernists’ challenges broke
the conviction that the historian must follow rational methods to gain truthful

insights into the past. Subsequently, by 1980s new historiographical trends shifted

7 For further information, see: Lawrence Stone, The Past and the Present Revisited (New York:
Routledge, 1987), pp. 74-96.

® Joyce Appelby, Lynn Hunt and Margaret Jacob, “Postmodernism and the Crises of Modemity,” in
Telling the Truth About History, edited by Lynn Hunt, Margaret Jacob and Joyce Appelby (New
York: Norton, 1995), pp. 200-205.

? ibid., p. 215.
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their center of gravity from structures and processes to cultures and the existential
life experiences of common people. 10

Postmodern theories of history and language went beyond the Foucauldian
‘discourse’ in later decades with what is called ‘the linguistic turn’ in
historiography.!! The leading names of the field, Roland Barthes (1915-1980) and
Hayden White (b.1928) asserted that historiography does not differ from fiction but
is a form of it. Hayden White argued that ‘form and content cannot be separated in
historical writing’. Moreover, he claims that historians have at their disposal a
limited number of rhetorical possibilities that predetermine the format and the
content of their accounts. Accordingly, ‘historical narratives are verbal fictions, the
contents of which are as much invented as found and the forms of which have more
in common with their counterparts in literature than they have with those in the
sciences’.’ Then, can we claim that the theatrical scripts are as important as the
archival sources in the formation of the historical knowledge? This curiosity of mine
will be answered by Stephen Greenblatt, known as the founder of a new school of
historiography: “New historicism™ in the 1980s. Before discussing the new
historicism, first | would like to touch upon the rapprochement of history,
anthropology and theater which deeply influenced the founders of this
historiographical school, and particularly its father: Stephen Greenblatt.

The linguistic turn, which describes historical narratives as verbal fictions, and

historical texts as literary artifacts seemed to be a threat for some historians.

1 Georg lggers, Historiography in the Twentieth Century (Middletown: Wesleyan University Press,
2005), p. 100.

! Appelby, “Postmodernism and the Crises of Modernity,” p. 206.

12 {pgers, Historiography, pp. 118-119.
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Consequently, it shifted the attention to cultural history and called for
anthropological approaches.

In the late 1970s, the boundaries between the disciplines of history, literature
and anthropology got blurred in order to study “culture”. The most significant model
came with Clifford Geertz’s Interpretation of Cultures (1973)." His “thick
description’ was perhaps the most appealing model for an interdisciplinary study. In
contrast to the linguistic turn which created an object of inquiry based on the idea
that culture could be studied like a complex language-like system of signs,
symbolic/interpretive anthropology shifted the focus from Ianguaée models and their
validity for cultural analysis to the meaning of what is said in language. The new
emphasis was on the ways of analyzing meanings and their relationship to actor’s
models. As Moore and Sanders remind us in their article, the father of interpretive
anthropology, Clifford Geertz perceived culture ‘as a system of meanings and
symbols within which actors interpret their experience and order their actions.” In his
view, cultural meanings construct a moedel of reality and provide guidelines for
action. In this sense, culture was public and could be analyzed by the observer
without any need to ‘get inside actors® heads’. Therefore, as Geertz argues, ‘culture
can and should be read, translated and interpreted.’ 4 With this formulation, Geert
gave a relatively fixed locus and a degree of objectivity to the elusive concept of
culture.” As Sherry Ortner argues, “the focus on symbols was liberating both for the

historians, and for the anthropologists, telling them where to find what they wanted

¥ Clifford Geertz, Interpretation of Cultures (New York: Basic Books, 1973).

" H. Moore and T. Sanders, Anthropology in Theory: Issues of Epistemology (Malden: Blackwell,
2006), p. 10.

I3 Sherry Ortner, “Theory in Anthropology Since the Sixties,” in Culture/Power/History: A Reader in

Contemporary Social Theory, edited by N, B, Dirks, G. Eley and 8. Ortner (Princeton; Princeton
University Press, 1994}, p. 374.
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to study as vehicles of nleanimg,vs,’.16 Geertz, believing in Weber, uses a metaphoric
definition, ‘man is an animal suspended in webs of significance he himself has spun,
I take culture to be those webs and the analyses of it to be therefore not an
experimental science in search of law but an interpretive one in search of
meaning.” According to Geertz, ‘culture is not a power, something to which social
events, behaviors, institutions or processes can be causally attributed, it is a context,
something within which they can be intelligibly —that is thickly- described’.'®
Geertz’s model has been severely criticized and found to be anti-disciplinary,
sophisticated, and seductive by the following generations. However, his contribution
to historiography can be considered ‘groundbreaking’, since it widened the horizons
of anthropological theorizing and brought history and anthropology together in order
to study ‘the culture’.

The growing importance of cultural history did not only trigger the revival of
histoire des mentalities by the fourth generation of the Annales School, but also
helped remove the boundaries between the disciplines of history, anthropology,
literature and performance studies. A prominent name in this rapprochement is the
cultural anthropologist Victor Turner. Turner’s ground-breaking model of liminality
has been very influential in the historiographical shift towards the study of drama.'®
According to him, ‘complex modern societies are unlikely to find much consensus on

any social question, and the theatre can perhaps best serve them through open-ended

' ibid.
7 Geertz, Interpretation of Cultures, p. 5.
1% ibid., p. 14.

¥ Victor Turner, An Anthropology of Performance (New York: PAJ Publications, 1988); Victor
Tumner, From Ritual to Theatre (New York: PAJ Publications, 1982); Victor Turner, “Liminality and
Communitas,” in The Performance Studies Reader, edited by Henry Bial, (New York: Routledge,
2004), pp. 79-88; Clifford Geertz, “Blurred Genres: The Reconfiguration of Social Thought,” pp. 64-
68.
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liminoid playfulness, providing a multitude of possible models and interpretive
meanings for the typical events of the epoch.’20 It is also very important to underline
that this rapprochement is a mutual one. The more anthropology looked for
dramaturgical interpretations, the more theatre studies got interested in social
sciences for alternative perceptions.

Being in a dialogue with the anthropological model, Richard Schechner, a
pioneering name in the modern theatre studies, explains in his co-authored book with
Victor Turner Between Theatre and Anthropology that he turned to anthropology, not
because it is a problem solving science but because he sensed a convergence of
paradigms.?! Moreovér, he claims that ‘just as the theater is anthropologizing itself,
so anthropology is being theatricalized”. Accordingly, this convergence was a
historical occasion for all kinds of exchanges, which he calls “restored behavior”.”
Schechner further argues in his article “Performance and the Social Sciences” (1973)

that there are several points of contacts between the performance theory and the

social sciences.”

2 Marvin Carlson, Theories of the Theatre A Critical Survey from the Greeks to the Present (Ithaca;
London: Cornell University Press, 1984), p. 485.

M Richard Schechner, Between Theater and Anthropology (Philadelphia: University of Pennsylvania
Press, 1985), p. 33.

2 «The convergence of anthropology and theater is part of a larger intellectual movement where the
understanding of human behavior is changing from quantifiable differences between cause and effect,
past and present, form and content, et cetera (and linear modes of analyses that explicate such a world
view) to an emphasis on the deconstruction/reconstruction of actualities: the process of framing,
editing and rehearsing, the making and manipulating of strips of behavior-what I call “restored
behavior.”

ibid.

2 «1) Performance in everyday life, including gatherings of every kind.

2} The structure of sports, ritual, play, and public political behavior.

3) Analysis of various modes of communication (other than the written word: sermiotics.

4} Conmections between human and animal behavior patterns with an emphasis on play and ritualized
behavior.

5) Aspects of psychotherapy that emphasize person-to-person interaction, acting out, and body
awWareness.

6) Ethnography and prehistory-both exotic and familiar cultures.

7) Construction of unified theories of performances, which are in fact, theories of behavior.”
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All these achievements ended up in ‘blurring genres’ as Geertz calls it.**
These rapprochements together with the influence of the linguistic turn helped the
emergence of a new historiographical school standing between history and literature:

New historicism.

Putting the Text in Its Historical Context: New Historicism

It would have been impossible to conceptualize a study of these minor
writers, vaudeville actors, violent theatre riots, and long —forgotten
revolutionary theatre criticism, in short, of the revolutionary theater itself
and its relation to the French revolutionary politics, without the invention
of the new historicism in literary studies. (...) The new historicism meant
not aestheticizing history, or devaluing masterpieces, but rather refusing
either to establish or to recognize a fixed boundary between the literary
and the historical.*® (Susan Maslan)

New historicists, gathered around the journal Representations, brought several
perspectives together such as Marxism, cultural materialism, postmodernism, and
interpretive anthropology; and offered alternative fields of study for the discipline of
history. The new historicism is not only influenced by Foucault and Geertz, but also
by the Marxist philosopher Louis Althusser, who claims that literature is one of the
institutions which pa;'ticipate in making state power and ideology familiar and
acceptable to the state’s subyj ects.2® As Veeser observes, the new historicism
combated empty formalism by pulling historical considerations to the center stage of
literary analysis, and by following Clifford Geertz, Victor Turner and other cultural

anthropologists, the new historicists have evolved a method of describing culture in

Richard Schechner, “Performance and the Social Sciences,” The Drama Review, no, 17 (1973), p. 3.

* Geertz, “Blurred Genres: The Reconfiguration of Social Thought,” pp. 64-68.

# Susan Maslan, Revolutionary Acts: Theater, Democracy and the French Revolution (Baltimore:
John Hopkins University Press, 2005), p. 12.

26 Louis Althusser, Essays on Jdeology (London: Verso, 1984), p. 6.
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action.”” For the new historicism, the object of study is not the text and its context,
nor literature and its history, but rather literature in history. In the eyes of new
historicists, texts of all kinds are political vehicles in so far as texts mediate the fabric
of social, political and cultural formations. Therefore, one can interpret the new
historicism as a mode of critical interpretation which privileges power relations as
the most important context for texts of all kinds. As John Brannigan claims the new
historicism, as a critical practice, treats literary texts as a space where power relations
are made visible. The way in which literary texts or forms can be co-opted to serve as
tools in the construction of power is the central focus for new historicist work; and
this focus is first visible in a clear and methodological manner in Greenblatt’s works
in 1980s. Greenblatt treats literary texts as symbolic formations which differ in no
respect from other symbolic formations including historical events and trends.
Accordingly, history is not a background context, but the very subject and form in
which literature is enmeshed. As Brannigan further argues that for the new
historicists, literary texts are vehicles of power which act as useful objects of study in
that they contain the same potential for power and subversion that generally exist in
society.”® In this way, literary texts become important foci for contemporary attempts
to resist power as well. In other words, new historicism underlines that the discipline
of literary studies is not removed from the sphere of politics at all.

Literary critique and historian Aram Veeser takes the metaphor of
‘portmanteau’ to define the new historicism, which in his terms- ‘brackets together

literature, ethnography, anthropology, art history, and other disciplines.” As Veeser

T Aram H. Veeser, Introduction to New Historicism, edited by Aram Veeser (London: Routledge,

28 John Brannigan, New Historicism and Cultural Materialism (New York: St. Martin’s Press, 1998),
pp. 3-6; pp. 57-59.
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further explains, ‘the new historicism scrutinizes the barbaric acts that sometimes
underwrite high cultural purpose and asks that we do not blank away our
complicity.”®® The theoretical books on the new historicism argue that there are some
key assumptions that bind together the avowed practitioners and even some of their
critics. According to Veeser, the first assumption is that every expressive act is
embedded in a network of material practices, and that every act of unmasking,
critique and opposition uses the tools it condemns and risks falling prey to the
practice it exposes. A further assumption is that literary and non literary “texts”
circulate inseparably, and that no discourse, imaginative or archival, gives access to
unchanging truths nor expresses inalterable human nature. One further assumption is
that a critical method and a language adequate to describe culture under capitalism
participate in the economy they describe.’® On the other hand, Greenblatt
summarizes the basic premise of the new historicism by stating that ‘the works of art,
however intensely marked by the creative intelligence and private obsessions of
individuals, are the products of collective negotiation and exchange.’*! In his The
Shakespearean Negotiations: The Circulation of Social Energy in Renaissance
England, Greenblatt argues for taking the collective production of literary pleasure
more seriously, ‘since the moment of inscription, is itself a social moment.” In his
groundbreaking book, Greenblatt describes that many of Shakespeare’s works,
particularly in theatre, visibly represent power plays and political corruption within a
monarchic system, and spectacularly represent the poisoning of a king, the madness
of a king, the murder of monarchs in their beds. One of Greenblatt’s departure points

to observe the cultural milieu of the epoch is his assumption of ‘social energy’ that

? Yeeser, Introduction to New Historicism, p. Xii.
* ibid.

31 Greenblatt, The Shakespearean Negotiations, p. vii.
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circulates through theatre. According to him, ‘through its representational means,
each play caries charges of social energy onto the stage, and the stage in its tum
revises that energy and returns it to the audience’. He then argues that ‘each
individual may be said to make a small contribution to the general store of social
energy possessed by the theater and hence to the sustained claim that the theatre can
make on its real and potential audience’.>? Stephen Greenblatt argues that social
energy is inherent in a cultural practice for a number of reasons. According to
Greenblatt, there can be no appeals to genius as the sole origin of the energies of
great art; there can be no motiveless creation; there can be no transcendent or
timeless or unchanging representation; there can be no expression without an origin
and an object, a form and a for; there can be no autonomous artifacts, and therefore
there can be no spontaneous generation of social energy.”The model offered by
Stephan Greenblatt became an appealing model for many social scientists from
different disciplines. It did not only revive the existing literature on the theatre
history, but also accelerated the publications of a latent literature on theater history
and historiography. Drama and history were the two disciplines that profited the most
from the influence of the new historicism. However, the disciplines of anthropology
and sociology benefited from the model as well.

Indeed, the French sociologist Pierre Bourdieu developed a similar approach
with that of the new historicism. Whereas the new historicism focused on textual
analyses, Bourdieu took the theatre as a cultural institution to observe class

structures.>* He analyzes the opposing principles of the nineteenth century literary

* ibid., p. 14.
 ibid., p. 12.
3% «“Nothing more clearly shows than does the theatre, which can only work on the basis of total

connivance between the author and the audience (this is why the correspondence between the
categories of theatres and divisions of the dominant class id so close and visible), that the manning
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field through the opposition between bourgeois arts (and notably the theatre), social
art and art for art’s sake. Social art occupies a thoroughly ambiguous position in
relation to the other two in that it appeals to external functions (like bourgeois art)
while at the same time rejecting (like art for art’s sake) the dominant principle of
hierarchy in the field of power.35 Bourdieu takes the consumption of drama as a
cultural capital and observes class structures through the politics of the theatre.
Bourdieu particularly looks at the bourgeois discourses on theatre to see the
consolidation of the bourgeoisie and their self-representation. Both Bourdieu’s
interest in ‘theatre’, and the new perspectives introduced by the new historicism
challenged the traditional narratives on the theatre history. Furthermore, they
encouraged a review the relationship of the historian with the field of the theatre
studies.”® While new historicism is widely used for the study of Renaissance and
early modern European theatre, it is not yet widely practiced in the study of modern
and contemporary theatre.’

On the other hand, a similar transformation can be seen in the theatre studies,

and especially in the theater history which turned towards the new historicism.>®

and value of words (and especially jokes) depends on the market in which they are uttered, that the
same sentences can take an opposite meaning when addressed to groups with opposite
presuppositions.”

Pierre Bourdien, The Field of Cultural Production, edited by Randal Johnson, (Cambridge: Columbia
University Press, 1993), p. 93.

“ibid., p. 16.

3 See: Living Theater a History, edited by Edwin Wilson and Alvin Goldfarb, (New York: McGraw
Hill, 2000), pp. 12-22; Susan Leigh Foster, Introduction to Choreographing History, edited by Susan
Leigh Foster, (Bloomington, Indianapolis: Indiana University Press, 1995), pp. 3-25; Hayden White,
“Bodies and Their Plots,” In Choreographing History, edited by Susan Leigh Foster, (Bloomington,
Indianapolis: Indiana University Press, 1995), pp. 229-234.

7 See: Ivo Kamps, Historiography and Ideology in Stuart Drama (Cambridge: Cambridge University
Press, 1996); Tristan Marshall, Theatre and Empire: Great Britain on the London Stages under James
VI and I (Manchester; New York: Manchester University Press, 2000).

38 “Theater history, a small and recently emergent field, has experienced disciplinary changes. (...)
New approaches argue that all cultural material is ideologically charged.- the texts themselves, the
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Theatre historians seem to appreciate the growing interest of historians in the field of
the theatre history. A pioneering name in the theatre history, Marvin Carlson
mentions that the field of the theatre history is not equipped well enough to explain
social and cultural contexts and salutes the growing sensibility of historians towards
the theatre history.39

The new historicism is used as a model to remove the barriers between the
disciplines by a number of scholars working on the theatre and the theatre history.*?
It is also used for the narration of different local experiences, and alternative

4
approaches. "

contexts built upon these texts, and the mental world of the researcher who selects and relates these
texts and contexts to each other and to his or her own concerns.”

Marvin Carlson, “The Theory of History,” in The Performance of Power, Theatrical Discourse and
Politics, edited by Sue-Ellen Case and Janelle Reinelt (Iowa: University of Iowa Press, 1991), pp.
272-275.

* “Traditional theater history developed in the shadow of European high culture of the late nineteenth
century and almost universally accepted the values of that culture. Theater history was by no means
congsidered a stmdy of the phenomenon of theater in all perieds and cultures, but a study of the
production conditions of the already acknowledged major periods and accepted canon of the European
literary drama. The Greek and the Shakespearean theater were thus considered favored topics for
historicai investigation (as they still are), while the rich tradition of popular and/or spectacle theater,
even in Europe, were ignored as undistinguished, decadent, or generally unworthy of critical attention,
The growing interest in popular culture in recent years and, even more recently, an attention to the
traditionally excluded theater of women, nonwhites, and various culturally marginalized groups have
alerted the discipline to the ideclogical biases hidden in the traditional topics considered proper for
schelarly investigation. (...) The researcher influenced by New Historicism or by various versions of
the history of mentalities in France may welcome precisely those texts that seem most clearly to reveal
ideological presuppaositions, since the attempted reconstruction of the mental processes of another era
is the goal sought. The historian involved in cultural studies or ethnohistory, seemingly closer to the
traditional goal of interpreting theater in its cultural "context," now sees that context as a complex and
not necessarily consistent interplay of ideological forces affecting both the production and the
interpretation of any artifact or document being studied.”

ibid., p. 276.

0 “New historicism, in its capacity to lead us to detect previously unsuspected dynamics within
society, allows the historian to account for the complexity of the theatrical transactions and to
determine to a great extent than has so far been possible, the impact of theater upon society and vice
versa.”

Simon Williams, “The Challenge to Professional Training and Development,” in The Performance of
Power, Theatrical Discourse and Politics, edited by Sue-Ellen Case and Janelle Reinelt ( Iowa:
University of Iowa Press, 1991}, p. 243.

4t «“New Historicism suggests strategies for such a critique and mandates alternative foundations for
the construction of new histories of American theater and drama. More theoretically and ideologically
self-reflexive than traditional historians of artistic practice, the New Historicists recognize that they
cannot employ value-free procedures for investigating historical subjects. Opposed to what Terry
Eagleton has termed "the ideology of the aesthetic”, New Historicists seek to understand the ways in
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Whilst the new historicism and the rapprochement of the theatre and history
encouraged historians to historicize works of arts in their age, the very nature of
performance and drama casts doubts about the reliability of the scripts. Tristan
Marshall touches upon the shortcomings of the new historicism and underlines that
“we might genuinely believe a playwright to be sincerely trying to convey one
image, while all the time the manner in which it is performed might voice exactly the
opposite opinion.”42 Furthermore, he argues that historians can sometimes be too
zealous in trying to fit plays into convenient boxes in response to literary criticism’s
attempts either to fit square pegs into round historical holes or ignore potential
aspects of topicality altogether. Marshall further claims that even though the
relationship between the disciplines of history and literature is complementary®,
both the historian and the literary critic can fail if they attempt to do a reductionist
decoding of any script, or if they are prepared to read the text in a particular light.

Believing that scripts and their performance are two separate fields of study, I agree

which producing and enjoying works of art can both subjugate and liberate individuals and social
groups. This leads them to examine closely the power relations implicit in historically generated
concepts of difference regarding race, gender, ethnicity, and class and to question the ideological
assumptions underlying such innocent-sounding terms as "entertainment”, "style”, "dramatic art", and
"culture”. Suspicious of univocal and teleological histories, new historicists deconstruct the
conventions which structure such narratives and urge the consideration of new contexts within which
to understand the cultural experiences of the past.”

Bruce A. McConachie, “New Historicism and American Theater History: Toward an Interdisciplinary
Paradigm For Scholarship,” in The Performance of Power, Theatrical Discourse and Politics, edited
by Sue-Ellen Case and Janelle Reinelt { Towa: University of lowa Press, 1991), p. 267.

2 «Any production on stage, for example, authority, such as royal policy and its ramifications, could
be interpreted by an audience as a potential alternative view to the motivations and principles of the
hierarchy under which they live. At the same time, it is important to admit the problems inherent in
taking a piece of stagecraft, conveyed in print, at face valne. We might genuinely believe a playwright
to be sincerely trying to convey one image, while all the time the manner in which it is performed
might voice exactly the opposite opinion.”

Marshall, Theatre and Empire, p. 4.

2 “The relationship between the disciplines of history and literature is complementary: History puts
literature in perspective while public theatre is an intrinsic part of the recording of the past which
illustrates the thinking of a group of individuals writing not just for the entertainment of the literate,
but for those who might not otherwise be able to leave a record for themselves.”

ibid., p.5.
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with Marshall in his warnings about the dangers of misinterpretation of the plays by
historians. Furthermore, I think that the ficld of the theatre studies is more sensible
regarding the performativity of texts, and produced opulent works in recent decades.
Journals such as The Drama Review, Theatre Survey, Theatre Journal and Theatre
Research International, and study groups like International Federation for Theatre
Research, American Society for Theatre Research, and Association for Theatre in

Higher Education, have been very influential in the growth of the field.

Rethinking the Theatrical Approach to History

To start the overview of recent literature where history and the theatre intersect, one
should refer to three important volumes bringing political theatre, theatrical
discourse, politics and history together. The first of these is The Performance of
Power edited by Sue-Ellen Case and Janelle Reinelt (1991). Departing from the
assumption that “power is spectacle”‘m, twenty scholars working in the field
published this volume ‘to demonstrate that the distinctions between history and
theory are no longer tenable and that the dialogue between theorists and historians is
not only useful but also unavoidable, given the necessity of historicizing theory and
theorizing history.”45 The second book is Imperialism and Theatre edited by J. Ellen

Gainor (1995), which examines the theatre as a site of resistance to imperialism.46

# “Theatricality as metaphor, or analogy, accommodates the materialist perception that there is a
“playing out” of power relations, a “making” of authority, and a “scenario” of events. In other words,
power is spectacle.”

Sue-Ellen Case and Janelle Reinelt, Introduction to The Performance of Power, Theatrical Discourse
and Politics, edited by Sue-Ellen Case and Janelle Reinelt, (Towa: University of lowa Press, 1991), p.
X

* ibid., p. xi.

46 «“This volume will present examinations of a range of imperial and colonial events and periods,
focusing on the unique nexus of theatrical performance as a site for the representation of, but also the
resistance to imperialism.”
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The authors depart from their claim that the ‘theatre has always been a locus of
political force’, and address to the questions; why the theatre was selected within a
culture or by an artist for the depiction of imperial and colonial concerns, and how
the theatre was utilized as the disseminator of a dominant ideology and/or the place
for colonized revolt.*” The third volume is Staging Resistance, Essays on Political
Theater edited by Jeanne Colleran and Jenny S. Spencer (1998). The articles in the
volume ‘weave a narrative about the theatre’s relevance to the social sphere, as a
forum for public debate, a gauge of national inspirations, an enactment of social
critique, and a space for imagining alternatives.”* These volumes particularly helped
me to understand the ways in which anthropology, corﬁparative literature, history and
politics intermingle in the field of the theater studies, and the ways in which the
discipline of history can benefit from the ‘theatre’. Besides these three volumes, [
benefited from the books I could find on Western theatre, its history and
historiography. In the following pages, I would like to touch upon this literature and
the way in which they are used in the field of history and its sister disciplines.

As far as I could observe, this rapprochement becomes significant in
revisiting the Renaissance studies; in offering alternative approaches to early modern
and modern European history; in studying imperialism and colonialism; in rethinking
nationalism and revolutions; and in observing resistance against political struggles. It
also offers alternative approaches to the studies of gender, race, memory, and

semiotics.

Ellen Gainor, Introduction to Imperialism and Theatre, Essays on World Theatre, Drama and
Performance, edited by J. Ellen Gainor { London: New York: Routledge, 1995), p. xiii.

7 ibid., p. xiv.
8 Jeanne Colleran and Jenny S. Spencer, Introduction to Staging Resistance, Essays on Political

Theater, edited by Jeanne Colleran and Jenny S. Spencer (Ann Arbor: University of Michigan Press,
1998), pp. 9-10.
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To start with, I can argue that the field which benefited the most both from
the new historicism and from the rapprochement of literary studies and history was
the Renaissance studies.

In a similar line with the Renaissance studies, the theatre is used to reinterpret
the tensions between the absolutist monarchs and their subjects in early modern
Europe, especially in England.*® Ivo Kamp’s work is particularly important in this
field, since it tries ‘to unfold the intricate negotiations between the genres of
historiography and historical drama in the early years of the seventeenth century, and
to relate those negotiations, whenever possible, to the representation of monarchs
(and rulers) in the plays.”*" Likewise, the tension between the theater and the empire
is widely studied through Elizabethan-Jacobean drama in order to understand the
popular culture of the era and the regulations on the theater.’* Through the realm of
drama and theatrical representations, these books scrutinize political and social

struggles as well as the cultural tissue of the relevant periods. Taking stage as a

* See: Stephen Greenblatt, Renaissance Self-Fashioning: From More to Shakespeare (Chicago:
University of Chicago Press, 2005); Stephen Greenblatt, The Shakespearean Negotiations: The
Circulation of Social Energy in Renaissance England (Berkeley, Los Angeles: University of
California Press, 1988); Stephen Greenblatt, The Greenblait Reader, edited by Michael Payne
{Malden: Blackwell Publications, 2005); Stephen Greenblatt, “Toward a Universal Language of
Motion: Reflections on a Seventeenth-Century Muscle Man,” in Choreographing History, edited by
Susan Leigh Foster (Bloomington, Indianapolis: Indiana University Press, 1993), pp. 25-32; Frederic
Kiefer, Writing on the Renaissance Stage (Newark: University of Delaware Press, 1996); Greg
Walker, The Politics of Performance in Early Renaissance Drama (Cambridge: Cambridge University
Press, 1998),

* See: Huston Diehl, Staging Reform, Reforming Stage: Protestantism and Popular Theatre in Early
Modern England (Ithaca, London, Cornell University Press, 1997); Marc Baer, Theatre and Disorder
in Late Georgian London (Oxford: Oxford University Press, 1992); Joseph Roach, “The Artificial
Eye: Augustan Theater and the Empire of the Visible,” in The Performance of Power, Theatrical
Discourse and Politics, edited by Sue-Ellen Case and Janelle Reinelt (Iowa: University of lowa Press,
1991}, pp. 131-145.

! Kamps, Historiography and Ideology in Stuart Drama, p. 1.
%2 G. Blakmore Evans, Elizabethan ~Jacobean Drama (London: A&C Black, 1987); T.B. Tomlinson,
A Study of Elizabethan and Jacobean Tragedy (Cambridge: Cambridge University Press, 1964).
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microcosm, these authors tried to observe the expectations of the audience, and the
ideological currents of the age.”

Again, a number of books focused on the government’s attempts to
monopolize and to control the theatre. These works mainly focus on the eighteenth
and nineteenth century England, France and Germany by touching upon the
questions: How and why did these governments try to regulate the theatre
production? To what extent could they succeed? And, how did the audience respond

24 These works emphasize the satirical nature of the theatre--which

to the restrictions
bothered the politicians--and the imperial control on the theatre. In a parallel way,
but for a different time frame, a group of modern scholars study the contemporary
regulations towards political theatre, and governments’ restrictions on political

. 55
representations.

With its critical and satirical nature, theatre acted as a battleground in politics,

especially in times of crises and revolutions. The theatre, as a means of political

%3 For an example, see: Theodore Ziolkowski, Scandal On Stage (New York: Cambridge University
Press, 2009),

%% Nina Auerbach, “Victorian Players and Stages,” in The Performance of Power, Theatrical
Discourse and Polities, edited by Sue-Ellen Case and Janelle Reinelt, (Iowa: University of Iowa Press,
1991), pp. 183-198; Living Theater a History, pp. 290-294; Janice Carlisle, “Spectacle as
Government: Dickens and the Working Class Audience,” in The Performance of Power, Theatrical
Discourse and Politics, edited by Sue-Ellen Case and Janelle Reinelt, (Iowa: University of Iowa Press,
1991), pp. 163-182; Theodore Ziolkowski, Scandal On Stage (New York: Cambridge University
Press, 2009); Gay Gibson Cima, “Conferring Power in Theater” in The Performance of Power,
Theatrical Discourse and Politics, edited by Sue-Ellen Case and Janelle Reinelt, (Towa: University of
Iowa Press, 1991), pp. 255-264; Thomas Dickinson, The Theatre in a Changing Europe, (New York:
Henry Holt, 1937); Margaret B. Wilkerson, “Demographics and the Academy,” in The Performance
of Power, Theatrical Discourse and Politics, edited by Sue-Ellen Case and Janelle Reinelt, (Iowa:
University of Iowa Press, 1991), pp. 238-242; Barry B. Witham, “The Playhouse and the Committee,”
in The Performance of Power, Theatrical Discourse and Politics, edited by Sue-Ellen Case and
Janelle Reinelt, (Towa: University of Iowa Press, 1991), pp. 272-280.

33 Tom Burvill, “Playing the Fault Lines: Two Political Theater interventions in the Australian
Bicentenary Year 1988,” in Staging Resistance, Essays on Political Theater, edited by Jeanne
Colleran and Jenny S. Spencer (Ann Arbor: University of Michigan Press, 1998), pp. 229-246;
Zygmunt Hubner, Theater and Polifics, translated and edited by Jadwiga Kosicka (Evanston:
NorthWestern University Press, 1992); Janelle Reinelt, “Theorizing Utopia: Edward Bond’s War
Plays,” in The Performance of Power, Theatrical Discourse and Politics, edited by Sue-Ellen Case
and Janelle Reinelt (Iowa: University of Iowa Press, 1991}, pp. 221-241.
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mobilization, is used for the dissemination of nationalism in the nineteenth century
Europe. A recent scholarship focused on the construction of the nationalist ideology
though the theatre, and concluded that the theater was indeed very influential in the
consolidation of nationalism,

Similarly, during the last two decades, the revolutionary theaters became a
subject of historical inquiry and encouraged, especially historians of the French
Revolution, to study the effects of the revolution through its representation.”” While
these studies followed different paths in analyzing political performances, they all
came up with interesting historical information on the mass politics and on the
formation of public opinion. For instance, Graham Rodmell examines seven plays
performed during and after the French Revolution in his book: French Drama of the
Revolutionary Years, and observes the tension between the boulevard theatres which
choose to keep their “traditional’ repertoire and the street theatres which played an
important role in the dissemination of the revolutionary ideas.”® Taking a different

approach, Sherly Kroen looks at the legacy of the French Revolution through the

performances of Moliere’s seventieth century comedy: Tarfuffe in her book: Politics

% Tristan Marshall, Theatre and Empire: Great Britain on the London Stages under James VI and I
(Manchester; New York: Manchester University Press, 2000),; Loren Kruger, “Attending (to) the
National Spectacle: Instituting National (Popular) Theater in England and France,” In Macropolitics
of Nineteenth-Century Literature: Nationalism, Exoticism, Imperialism, edited by Jonathan Arac and
Harriet Ritvo, (Durham, London: Duke University Press, 1993), pp. 243-267.

37 For the literature on French Revolutionary theatre, see: Paul Friedland, Political Actors:
Representative Bodies and Theatricality in the Age of the French Revolution (Comell University
Press, 2002); Sheryl Kroen, Politics and Theater, The Crises of Legitimacy in Restoration France
1815-1830, (Berkeley, Los Angeles: University of California Press, 2000); Susan Maslan,
Revolutionary Acts: Theater, Democracy and the French Revolution (Baltimore: Yohn Hopkins
University Press, 2005); Graham E Rodmell, French Drama of the Revolutionary Years, (London,
New York: Routledge, 1990); Gilllian Russell, The Theatres of War: Performance, Politics, and
Society, 1793-1815. (Oxford: Claredon Press, 1995); Marvin Carlson, Performance: A Critical
Introduction, (New York: Routledge, 2004), p. 97.

3% Graham E Rodmell, French Drama of the Revolutionary Years, (London, New York: Routledge,
1990).
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and Theater, The Crises of Legitimacy in Restoration France 1815-1830.” On the
other hand, Susan Maslan, in her book Revolutionary Acts: Theater, Democracy and
the French Revolution, examines the birth of mass politics through a close |
observation of the dramatic events in the age of Revolution and argues that a new
genre “domestic surveillance”, linking the politics in the household with the politics
in the public sphere was invented through the Revolutionary theatre.® Lastly, I
would like to mention historian Paul Friedland and his book: Political Actors:
Representative Bodies and Theatricality in the Age of the French Revolution.
Friedland looks at the French Revolutionary theatre and concludes that it was
actually very similar to the ways in which manners in the national assembly were
conducted. Through a comparison between the stage and the general assembly, he
observes the creation of public opinion in the revolutionary years.61

On the other hand, when we survey the Russian theatre literature, where again
theatre played a crucial role in the dissemination of the revolutionary ideologies, we
cannot find many sources.’? However, the sources that I could reach show that we

can speak of a ‘theatre epidemic’ in the days following the Russian Revolution of

1917.% In the Russian case, the revolutionary drama and the mass spectacles

% Sheryl Kroen, Politics and Theater, The Crises of Legitimacy in Restoration France 1815-1830,
(Berkeley, Los Angeles: University of California Press, 2000).

 Susan Maslan, Revolutionary Acts: Theater, Democracy and the French Revolution (Baltimore:
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Revolution (Cornell University Press, 2002),

%2 1t s indeed worse in the case of the Iranian Revolution. Again, although we know that theatre was
strongly influential in mobilizing the masses after the revolution, I could find a fine literature on the
subject.

53 For the literature on the Russian Revolutionary theatre, see: Robert Russell, Russian Drama of the
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consolidated themselves as a means of social intervention.** Theatre historians
working on the subject looked at the post revolutionary Russian theatre from
different perspectives. For instance, while Robert Leach looked at the mass
movements through a dramaturgical perspective, historian Murray Frame took a
Marxist approach and tried to understand the transformation of the social classes via
the transformation of the imperial theaters.®’

While the revolutions of the nineteenth and the twentieth century perceived
the theatre as a social event, the political currents of the twentieth century politicized
the repertoire. In modern political drama, the most prominent figure of the early
twentieth century was probably Bertolt Brecht (1898-1956) who established the
tradition of “political theatre” with his model of ‘epic drama’. Being different from
all the references I mentioned, and all the literature intersecting history and theatre,
works focusing on Brecht and epic theatre produced a huge literature in the twentieth
century.®® According to Brecht, ‘the aim of the epic drama was to achieve the
reverse: a political transformation through performance of the theatre as a social and

cultural institution.’®” Brecht and his model has been a milestone in the modern

theatre historiography.

54 Leach, Revolutionary Theatre, pp. 49-51.
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1960s and 1970s witnessed mass political movements all around the world.
However, the ones who influenced the political theatre and its historiography the
most were the post-war (especially Vietnam War and Cold War) theatres. *® The
following decade witnessed the production of the g.uerillagperformances and avant-
garde theatres, which spread all around the world.%¥ A group of them developed in
the United States and were pioneered by Richard Schechner.

Through the 1980s and 1990s, with the rise of new ‘sister disciplines’ and
especially with the development of subaltern and gender studies, a new interest in
theatre as a ‘site of resistance’ gained importance. The rise of the post colonial theory
brought other perspectives on the cultural and political dimensions of performance,
as performance came to be recognized not only in the operations of hegemonic
political powers, but perhaps more importantly in resistance to those powers.”® The
most influential name in the post colonial drama was Homi Bhabha with his book
The Location of Culture (1994)”. In the 1990s and 2000s, a number of scholars

worked on the functioning of the colonial theatre as a popular form of opposition

% See: Carlson, Performance: A Critical Introduction, pp. 194-197; Nora M. Alter, “Vietnamese
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towards imperialism.”> The postcolonial perspective in the theatre triggered race
studies as well. The struggles between the politics of cultural assimilation and black
consciousness are publicly staged both in the colonial lands and in the metropolitan
centers and became subjects of historical inquiry.™

In a parallel line with the subaltern studies, gender studies and memory
studies, disciplines consolidating themselves in the second half of the twentieth

century were interested in theatrical representation. Gender studies were not only
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interested in gendered representations’*, but also intersected with a different genre of
drama, feminist theatre.

Recent scholarship on memory studies have been interested in the theater
studies as well.” Since ‘memory is socially and culturally constructed through
different kinds of representations’, and since ‘it acts as a storage of visual images’,
some scholars sought for alternative approéches in the theatre history.”

Before concluding this section, I would like to mention that history of art and
architecture and semiotics also benefit from the theatre and theatre history in
developing their works.”
| My little survey in the field convinced me that I can never know exactly
where the disciplines of history and the theater intersected since they don’t really
have borders. Therefore, even though I tried to touch upon the works intersecting the
theatre and history, I recognized that they are actually much more numerous than I
can ever imagine. Consequently, I want to conclude this part with saluting the new
historicism which reminded scholars that the fields of literature and history are

extremely entangled.
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Situating the Otioman Theater Within the Middle Eastermn Context

In the previous sections, [ tried to give an overview of the Western literature on the
theatre history and alternative approaches of history which take the theatre, scripts,
and performances as sources of historical research. Consequently, [ realized that the
theatre history is not only a part of the European early modern and modern history,
but also a developing field of history since 1980s. On the other hand, my survey also
showed that the Iliterature of the Middle Eastern theatre history is extremely limited.
Even though we can ﬁnd' some .s;)urces on the traditional perfonnaﬁces such as
puppetry78, we cannot find enough sources on staged performances. One reason of
this limitation lies in the very nature of the theatre, which was bom and grew as a
“Western style” cultural form. It always kept its reputation as an ‘elitist’ form of art.
Moreover, since the European social structures and the Middle Eastern ones are not
similar, theoretical frameworks like that of Bourdieu cannot be applied to the Middle
Eastern context. I believe that using the theoretical frameworks of the Western
theatre historiography in the Middle Eastern context would produce Eurocentric
analyses and underestimate the peculiarities of the theatre in these geographies:.
Another reason is the restrictions of Islam on the body. Even though the recent
scholarship challenges this view, the Middle Fast is generally considered to be
‘without drama’. When we examine the general literature on the Middle Eastern
theatre”, we can see that it is actually very much under the influence of the Ottoman

theatre. Europeanization of the Arab theater, for instance, was influenced by the
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Ottoman modernization and was led by Marun Al- Nagqash (1817-1855) who
introduced the modern theater to Egypt. Al-Nagqash had knowledge of the French
and Italian theatres, and he introduced Moliere’s plays to his audience. Soon Al-
Naggqash held the monopoly of the theatre in Egypt.80 Al-Naqqgash was also very
influential in the introduction of the modern theatre into the North African
peninsula.®! Samuel Moreh informs us that the Western style theatre became so
popular in Egypt that “men paid all their earnings to attend it, leaving their families
hungry.”*? While Jacob Landau published the first seminal works in the field in the
1950s, the recent scholarship on the Middle Eastern theater led by Philip Sadgrove
and Masud Hamdan introduced social perspectives and historical analyses in the
political development of the theater. Sadgrove surveys the development of the
Western theater in Egypt under the French and the British occupations first by
scrutinizing the attempts of founding a modern Arab theater in the 1870s and then by
examining the projects of the national theatre.* Hamdan, on the other hand,
perceives theater as an aesthetic medium of mass communication that combines art
and politics in the Arabic society by scrutinizing a later time period.® The theatre -
developed incredibly in these lands via the inevitable interaction with the European
powers. For instance, the North African and especially Algerian theatre emerged

after the First World War both with the emergence of a national consciousness and

8 Landau, Studies in the Arab Theater and Cinema, p- 57.
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with Western interactions.®® While these territories which were parts of the Ottoman
Empire or which were highly influenced by the Ottoman theatre developed their own
political repertoire after the First World War, Iran--or to put it more correctly, Persia-
-seems to be one of the few models in the political uses of the theatre for the
Ottomans in the early twentieth century. It is very interesting that the Iranian
Constitutionalist Revolution of 1905 paved the way for the Iranian theater troupes
and Tehran public playhouses.86 As Willem Floor’s The History of Theater in Iran
informs us the constitutionalist regime perceived the theater as a vehicle to diffuse
the reformist ideas among the public, and therefore, encouraged its consumption.®’
The literature on the Middle Eastern theatre, its development and its
historiography is a developing field. This literature takes its cue by the Ottoman

theatre historiography, which produced a number of works even though some have

problematic aspects, as will be discussed in the following chapter.
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CHAPTER 1II

OTTOMAN THEATRE HISTORIOGRAPHY

The Literary and Historical Approaches

Unlike Western literature, Ottoman and Turkish theatre history did not attract the
attention of historians of the late Ottoman history, even though it has been one of the
main domains of Ottoman social life reflecting the political tension. Although the
history of modern Turkish theatre, which takes the declaration of the Turkish
Republic (1923) as a starting point, has been widely studied by the discipline of
modern theatre studies, Ottoman theatre history remained as an understudied field.®®
One reason of this neglect can be the problem of language. Studying Ottoman theatre
history does not only require the knowledge of Ottoman script, but also those of
Armenian and French, since the very nature of the Ottoman theatre is multilingual.
As popular theatre activities were held by the Armenian community in Istanbul,
Armenian sources are very important to interpret the development of the Ottoman
theater. On the other hand, since a number of the plays were translated from French,
orstaged in French both: in the palace theatres and in the theaters of Pera, knowledge
of French is also necessary in examining the repertoire,

The Ottoman theatre is studied mainly from two perspectives. The first one is
the approach of literature, which evaluates theatre with its ‘literary value’; and the
second one is the approach which tries to take social and political aspects into
account. While the first approach remained in the purview of literary analyses, the

second one led Metin And (1927-2008) and Refik Ahmet Sevengil (1903- 1970)

¥ See the works of Sevda Sener, Mehmet Fuat, Zehra Ipgiroghu, Ozdemir Nutku, Metin And, and
Ergun Sav.
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created seminal works on the history of the Ottoman Theater. Throughout this
section, I will focus on the second approach which developed in the works of two

generations.

Constructing a Historiography of the Late Ottoman Theater in the Works of

Metin And and Refik Ahmet Sevengil

The scholars of the first generation consist of Refik Ahmet Sevengil, Metin And,
Ozdemir Nutku (b.1931) and Niyazi Ak1 (1912-1992). While none of these leading
names is a historian, Refik Ahmet Sevengil and Metin And can be considered as the
two fathers of the Ottoman theatre history and historiography.

The first one of these scholars, Niyazi Aki takes the approach of literature and
works on the nineteenth century dramatic literature. Niyazi Akt published two books
on the subject. In the first one; /9. Yiizyil Tirk Tivatrosu Tarihi® (1963) {History of
the Nineteenth Century Turkish Theatre), he tried to categorize the plays according
to their genres, and grouped them under categories like ‘comedy’, ‘tragedy’,
‘historical dramas’, ‘romantic dramas’, ‘melodramas’, and ‘folk dramas’ without
touching upon cultural, social or political aspects of the plays. In his second work,

19. Yiizyil Tiirk Tiyatrosunda Devrin Hayat ve Insani. Sosyopsikolojik Deneme™
{1974) (Lives and People of the Epoch in the Nineteenth Century Turkish Theatre: A

Socio-Psychological Approach), he chose a more problematic categorization, and

regrouped the plays according to the themes he selected, such as ‘love’, ‘ideologies’,

¥ Niyazi Ak, 19. Yizyd Tirk Tivatrosu Tariki (Erzorum: Ankara Unversitesi Basimevi, 1963).

% Niyazi Ak, 19. Yiizyd Tirk Tiyatrosunda Devrin Hayat ve Insan. Sosyopsikolojik Deneme,
(Erzurum: Atatiirk Unversitesi Basimevi, 1974).
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‘life’, “characters’, and ‘belief” etc. This approach did not only oversimplify the
themes of the plays, but also depoliticized them.

The second influential name in the Ottoman theatre historiography and a
pioneering scholar in the theatre studies is Ozdemir Nutku. Most of his works such as
Diinya Tiyatrosu Tarihi (The World Theatre History); Dram Sanati (Art of Drama),
Gasterim Sanatr Terimleri Sozliigii (Dictionary of Performing Arts), Oyunculuk
Tarihi (History of Acting); Tiyatro ve Yazar (The Theatre and The Playwright)’! can
be considered as ‘reference books’. Although Nutku conceptualized most of his
works within the traditional domains of the discipline of the theatre, he was
interested in the Ottoman theatre history and devoted a chapter in his work Diinya
Tivatrosu Tarihi (The World Theatre History) to the Ottoman theatre and classified
the plays staged in the second half of the nineteenth century according to their
playwrights.” Niyazi Akt and Ozdemir Nutku’s works on the ﬁineteenth and early
twentieth century theatre literature offers a brief insight to the world of the theater in
the late Ottoman era, but do nott include social and political analyses on the late
Ottoman theatre.

The fist attempts of historicizing theatre, and ‘putting all the information
together’ came from the two fathers of the Turkish theatre history: Refik Ahmet
Sevengil and Metin And. Even though their works have some problematic aspects,
both Sevengil and And introduced vast amount of sources, and tried to historicize the

Ottoman and the Turkish theatres.

! Ozdemir Nutku, Dinya Tivatrosu Tarihi, (Istanbul: Remzi, 1993); Ozdemir Nutku, Dram Sanats:
Tivatroya Giris, (Istanbul ; Kabalc1 Yaymevi, 1998); Ozdemir Nutku, Gésterim Sanats Terimleri
Sozligi, (Ankara : Tirk Dil Kuremu, 1983); Ozdemir Nutkw, Modern Tiyatro Alamlar: 19, Yiizyl
Tiyarosu, {Ankara : Dost Yaynlart, 1963); Ozdemir Nutku, Oyunculuk Tariki, (Ankara : Dost
Kitabevi, 2002); Ozdemir Nutku, Tivatro ve Yazar, (Ankara: Gim Yaymlars, 1960).

% See: Ozdemir Nutku, Dinya Tivatrosu Tariki (Istanbul: Remzi, 1993).
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Refik Ahmet Sevengil’s Tiirk Tiyatre Tarihi (Turkish Theatre History),
published in 1934, can be considered the first attempt to write a history of the
Ottoman theater. Refik Ahmet Sevengil started his career as a journalist, then was
nominated as a deputy in 1930 and played an influential role in the Turkish National
Assembly later in his life. On the other hand, as a theater-lover, he departed with a
modest claim and produced the first and the most important books on the Turkish
theatre history. ** In his introduction, he mentions that since there is not even a single
work on the Western-style theater, he as a theater-lover wanted to share his
knowledge and his little research by publishing the book as a ‘first attempt’. His
personal connections with the previous generation who produced most of the first
play scripts of the Turkish theatre, the accessibility of the sources, and his memoirs
made his narrative very fluent. In his first work, he did not intend to do any social,
cultural or political analyses, but narrated a history of his own as if he was telling his
memoirs. In the following years, Refik Ahmet Sevengil decided to do an inclusive
monograph, comprising five volumes on the Turkish theatre history. The first of
these volumes was published in 1959 under the title of Eski Tiirklerde Dram Sanat:
(The Art of Drama in Ancient Turks).”* Being influenced by the historiographical
currents of the 1930s and 1940s, this study looked for the roots of drama in the
Turkish societies. His second volume Opera Sanati Ile fik Temaslarimiz (First
Contacts with the Art of Opera) was published the same year, 1959.%% Sevengil
narrated a ‘history’ on the introduction of the opera in the Ottoman court. Again, his
narrative was similar to that of a memoir. He did not give many references other than

some newspaper articles, or did not intend to make any comments or analyses on the

 Refik Ahmet Sevengil, Tirk Tiyatrosu (Istanbul: Kanaat Kutiiphanesi, 1934), pp. 9-10.
' Refik Ahmet Sevengil, Eski Tirklerde Dram Sanati (istanbul: Milli Egitim Basim Evi, 1959).
? Refik Ahmet Sevengil, Opera Sanat ile Ilk Temaslarmmiz (Istanbul: Milli Egitim Basim Evi, 1959).

40



subject. The third volume; Tanzimat Tivatrosu (T anzimat’® Theatre) was published in
1961.”7 The book attempted to document the theatre activities of the Ottoman
intellectuals, and mainly consisted of these chapters: ‘Sinasi and Theatre’, ‘Giilli
Agop and the Gedikpaga Theatre’, ‘Ahmet Vefik Pasa and Theatre’, ‘Ziya Paga and
Theatre’, ‘Namik Kemal and Theatre’. Starting from his third volume, Sevengil’s
narrative gained a more historical and more documentary manner. Even though he
historicized theatre in a certain intellectual milieu, he chose to form his narrative on
the “important’ names, and left many others out.”® Although Sevengit used a highly
selective method, the way he formed his narratives and the sources he used
constructed a solid material on the complex relationship of the Ottoman intellectuals
(most of whom were politicians) with the popular theatre. His fourth volume: Saray
Tiyatrosu (Palace Theatre) examining the imperial theaire under four successive
sultans during the nineteenth century was published in 1962. Sevengil, in a way,
strengthened the division between the imperial theatre which was under the
patronage of the Ottoman sultan and the popular theatre which was under the
patronage of the Oftoman intellectuals. His third volume Tanzimat Tivatrosu, and his
fourth volume Saray Tiyatrosu were both on the nineteenth century, but narrated two
separate theatre histories, and therefore drew a line between the theatre activities held
under the patronage of the sultan and the theatre activities held under the patronage

of the Ottoman intellectnals. According to Sevengil, the theatre activities in Istanbul

*® Tanzimat’ means ‘reorganization’ and refers to the era between 1839-1876. The era began with the
declaration of the Imperial Rescript of the Rose Chamber in 1839, and ended with the First
Constitutional era in 1876. Starting from 183%, a number of reforms on administration are undertaken.
This era did withess to the vast movements of bureaucratization, secularization and modernization,

¥ Refik Ahmet Sevengil, Tanzimat Tiyatrosu (Istanbul: Milli Bgitim Basim Evi, 1961).

% Some of these names will be included in the works of Metin And.
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were ‘enclosed within the walls of the Palace’.*® 1 believe that this twosome image is
misleading since it does not reflect the complex relationship between the imperial
and the popular theatre.

In his last volume: Megrutivetr' Tiyatrosu (Theatre of the Constititional
Monarchy), published in 1968, he observed the popular theatre activities via
scrutinizing the popular theatre troupes.'®' The book consisted of the analyses of the
theater troupes such as ‘“The Troupe of Minakyan’, * The Troupe of Ahmet Fehim’,
‘The Troupe of Burhaneddin’, ‘The Troupe of Benemeciyan’, ‘The Troupe of
Miirebbi- Hissiyat’, ‘Troupes of Muhsin Ertugrul’, ‘The Troupe of the Navy’, ‘State
Conservatory’ etc. In brief, he composed his narrative upon the study of the theatre
companies and actors. Differing from other works on the theatre of the constitutional
era, the book included Sevengil’s personal conversations with the playwrights of the
era like Kazim Nami Duru.'® His personal connection to the era did not only make
his narrative stronger but also helped to conceptualize Sevengil’s perception and
political ideas for the reader. On the other hand, Sevengil’s narrative had one serious
shortcoming. He wrote his books within a strong historical discourse inherited from
the 1930s. Sevengil’s narrative was problematically in the same line with the
narrative of the post-revolutionary theatre scripts glorifying the regime of the
Unionists and condemning the ‘tyranny’ of the Sultan Abdiilhamid II. He neither

criticized these plays, nor evaluated them.

# Refik Ahmet Sevengil, Saray Tiyatrosu (Istanbul: Milli Egitim Basmm Evi, 1962), p. 1.

Y0 < Aesrutiyet’ means ‘constitutional monarchy’, and refers to the period between 1908; known as the
‘Revolution of 1908°, and 1923, the declaration of the Turkish Republic.

9! Refik Ahmet Sevengil, Megrutiyet Tivatrosu (Istanbul: Milli Egitim Basim Evi, 1968).

12 ihid., p. 10.
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The second father of the Turkish theatre history; Metin And criticized Refik
Ahmet Sevengil for being very selective.'” Metin And argues that Sevengil just
touched upon some main theatre troupes, and left many relatively small theater
groups behind. One can consider Refik Ahmet Sevengil as the initiator of the Turkish
Theater Historiography, and Metin And as the father of the Turkish Theatre history
as a discipline. Metin And is the only scholar who conducted research in a number of .
languages, and he is the only one who introduced Turkish theatre history to many
different academic circles and languages. As I will discuss later, Metin And’s
narrative is the dominant narrative in the field.

Although Metin And cites Sevengil in his bibliography, he specifically
underlines that he did not receive help from anyone and that almost all the sources he
used were his own.'* Metin And states that he prepared his four volumes on the
Turkish theatre history as reference books. He mentioned that his methodology is ‘to
put everything into these volumes without any attempt to choose or to evaluate’, and
legitimized the most problematic aspect of his work: ‘putting everything together
without analyzing!” ' Although Metin And’s scholarship has some shortcomings,
the vast information he introduced formed the body of the discipline and succeeded
in becoming ‘the reference books’ he aimed them to be. On the other hand, Metin
And’s volumes also introduced two important challenges in the field: The problem of

periodization and the problem of categorization. 8 Metin And divided the Turkish

3 Metin And, Mesrutivet Doneminde Tiirk Tipatrosu (Ankara: Tiirkiye fs Bankas: Kiltiir Yayinlari,
1971), p. 9.

™ ibid., p. 8.

1% ibid., p. 7.

1% «Tiirk Tiyatrosu tarihini artik kesin olarak dort donemde inceliyoruz. Bunlardan ilki gerek
koylerde, gerek kentlerde yitzyillar boyunca Tiirk halkinmn yabanc etkilerden uzak, kendi yaratici
giiciiyle gelistirdigi 5zgtin Geleneksel Tiirk Tiyatrosu. Bundan sonraki fi¢ donemin ortak kaynag Bat1
tiyatrosu ve kitltridir. Bunlarm ilki Tanzimat ve Istibdat’ta Tiirk Tiyatrosu (1839-1908). Uglincti
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theater history into four distinct periods. Unlike Refik Ahmet Sevengil’s organization
of his five volumes, Metin And’s volumes are defined with concrete dates. The first
volume Geleneksel Tiirk T iyatrosu] %7 (The Traditional Turkish Theatre), published in
1969, narrated ‘the creative Turkish performances that were formed without foreign
influences, but via the Turkish creative minds.’ 1% The second volume Tanzimat ve
Istibdat ta Tiirk Tiyatrosu (1839-1908) (The Turkish Theater of Tanzimat and
Istibdat™), published in 1972, provides concrete historical dates such as the
declaration of the Imperial Rescript of the Rose Chamber (1839) as the beginning,
and the declaration of the Second Constitution in 1908 as the ending point of an
era.''® Similarly, the third volume; Megsrutivet Doneminde Tiirk Tiyatrosu (1908-
1923) (The Turkish Theater in the Constitutionalist Era 1908-1923), published in
1971, takes the declaration of the Second Constitution (1908) as the beginning, and
the declaration of the modern Turkish Republic as the closure of another era. This
volume, drawing some parallels between the French and Ottoman Revolutionary
theatres, shows some tendencies to historicize the revolutionary theatre of the
Ottoman Empire within a comparative perspective.''! The last volume; Cumburivet

Daonemi Tiirk Tivatrosu (The Theatre of the Turkish Republic), published in 1973,

dtnem ise bu kitabin konusu olan Mesgrutiyet’te Tiirk Tiyatrosu (1908-1923) dur. Dérdiincii ve
sonuncusu ise Cumhuriyet’in 50, Yildonimiinde yayinlanmasin umdugum Cumburiyette Tirk
Tiyatrosu (1923-1973) dur,” ibid.

197 Metin And, Geleneksel Tirk Tivatrosu (Ankara: Bilgi Yaymevi, 1969).

198 And, Megrutivet Déneminde Tirk Tivatrosu, p. 7.

199 Jstibdud means ‘tyranny’ and refers to the reign of Sultan Abdiilhamid IT.

" NMetin And, Tanzimat ve Istibdat Déneminde Tirk Tiyatrosu, (Tlrkiye {5 Bankast Xtiltlir Yayinlari,
Ankara, 1972).

W And, Megrutiyet Déneminde Tirk Tivatrosu, p. 9.
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took 1908 as the starting point of a new distinct era. "> Consequently, I can claim
that his narrative emphasized the historical ruptures rather than continuities between
these four periods. The second problem in Metin And’s narrative is the problem of
categorization. Metin And used the very same classifications in his last three books
for three different time periods. While the problem of pertodization created a
disconnected, static image of history, the problem of classification/categorization
made his volumes even more problematic. He classified the theater of Tanzimat (the
Réformation period), Mesrutiyet (The Constitutionalist period) and Cumhuriyet (the
Republican era) with the same schemes without regarding the particularities of each
period. Metin And scrutinized ‘the history of theatre’ mainly under three chapters:
‘Stage and Acting’, ‘Overview of the Dramatic Literature’, and ‘the Plays’ in all
three periods. These classifications ended up with the inevitable oversimplification of
the complex plays and entangled politics. Moreover, since it is very hard to classify
one play under one single category, or one playwright who produced scripts of
different genres, under one single genre, this problem created repetitions in the
narrative. After discussing the problems of periodization and classification in Metin
And’s works, [ should also ask the question: Was it possible not to periodize or not to
categorize? When I looked for an answer in the Western literature on theatre studies,
I recognized that although they challenged the periodization paradigms in the late
1980s, and argued for the practice of ‘history of mentalities” in the theatre studies,
none of the theorists could find ‘the best way to periodize’.'? For instance, the

literary critic Thomas Postlewait challenged the tendency of periodization by stating

12 Metin And, Cumhuriyet Donemi Tirk Tivatrosu, 1923-1983, (Ankara: Ttirkiye Is Bankas: Kitltiir
Yaymlari, 1983).

13 gee: Thomas Postlewait, “The Criteria for Periodization in Theatre History.” Theatre Journal, no.
40 (1998), pp. 299-318.
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that: “Whatever our method we must recognize that the current evasive practice of
making “time charts”, with theatre events in one section and political events in
another, tells us almost nothing!” But again, he concluded by arguing that he could
not find a way to blend the political events with the theatrical ones. B4 1f one recalls
that Metin And prepared his works in the 1960s, before the rise of the cultural and
narrative turns in the Western historiography, one can admit that these were
groundbreaking works, making a whole latent theatre literature available for
researchers.

Sevengil and And, the two fathers of the Turkish theatre history constructed
the backbone of the field, and offered extensive sources and references for the study
of the Ottoman theatre. However, both Metin And and Refik Ahmet Sevengil did not
consider the role of the audience and the impact of the performances which can
indeed reverse the message of the script depending on how it was performed in their
works. On the other hand, even though they worked through the texts, they did not
intend to do textual analyses. One other problem is their concentration on the
dominant theatre troupes. Although Metin And criticized Sevengil of being too
elitist, he did not include the amateur groups and small groups of performers in his
analyses, either. Besides these problematic aspects, I think that the main three
problems challenging the narratives are, as I mentioned before, the problem of
periodization, the problem of categorization, and the problem of historical bias. Even
though the latter problem is more obvious in Sevengil’s narratives, both authors
caries a historical bias towards the old regime, and a tendency to glorify the reign of

the Committee of Union and Progress, and subsequently the victory of the new

1 ibid., p. 310.
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Turkish Republic. The Republican historical discourses also prevented the
historicization of the plays within the dynamics of their own eras.

While the books of Metin And and Refik Ahmet Sevengil can be considered
‘bibles’ for the researcher, another reference source Tivatro Bibliografyas: (1856-
1928) (Bibliography of The Theatre 1856-1928), published in 1967, is as important
as the previously mentioned books for scholars. Tivatro Bibliografyas: (1856-1928)
is prepared by two librarians who ‘loved the theatre’: Tiirkan Poyraz and Nurnisa
Tugrul."" I think that this work is extremely important since it is the only
bibliographical source accomplishing a detailed analysis in the main libraries and
archives of Istanbul and Ankara. On the other hand, since the authors did not conduct
the research in the small or provincial libraries such as the National Library of [zmir,
which is indeed very rich in the field of the theater, the bibliography can be

considered ‘incomplete’.

In the Footsteps of the First Generation: Revisiting the Late Ottoman Theater

The second generation theatre historians and literary critics chose to stand closer to
the approach of literature, which tries to evaluate the theatre with its ‘literary value’
rather thaﬁ historicizing it. ‘The second generation” mainly consists of three names;
Efdal Sevingli, Alemdar Yalgmn and Enver Tore; professors currently teaching in the
departments of literature and performing arts in different universities of Turkey. The
second generation did not intend to historicize the theatre scripts or to include

historical and social analyses. Being highly influenced by the first generation, the

115 Tiirkan Poyraz, and Nurisa Tugrul. Tiyatro Biblivografyast (1859-1928). (Ankara: Milli Egitim
Matbaas1, 1967), p. viii.
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works of the second generation revisited Metin And’s and Refik Ahmet Sevengil’s
research.

I would like to start by discussing the works of Efdal Sevingli, which formed
around two axes; the theatre activities held in Izmir, and the life of Muhsin Ertugrul
(1892-1979), a pioneering name in the development of the modern Turkish theatre
and cinema. In his work on the theatre activities held in Izmir'®, Sevingli did not use
a chronological narrative, but rather chose to transliterate some articles on the theatre
activities held in [zmir between the years 1839-1923. While he initiated ‘a local
history of the theatre’, the book did not historicize the Ottoman theater. On the other
hand, in his works on the biography of Muhsin Ertugrul, he analyzed the mental and
the professional worlds of Muhsin Ertugrul and historicized his life within the
politics of the late Ottoman and early Republican history. 117

The second pioneering name in the second generation; Alemdar Yalgin
claims to accomplish ‘a work not only on the literature of the Constitutionalist era,
but also on the social and cultural history of the era.”''® He worked on the plays
staged after the Revolution of 1908, and organized them into five thematic categories
such as ‘the scripts themed on the old regime’, ‘political ideologies’, ‘education’,
‘city life’, and ‘family’. His categorization is reminiscent of the categorization of
Metin And and Niyazi Aki. His classification underestimated the links between these
scripts, and made the historicization of the plays harder. Yal¢in gives the abstracts of

some scripts but doesn’t get involved in textual analyses. On the other hand, he

116 Efdal Sevingli, fzmir 'de Tivatro (Izmir: Ege Yaymeilik, 1994).

U7 Efdal Sevinghi, Megrutivetten Cumhuriyet’e Sinemadan Tiyatroya Muhsin Ertugrul (Istanbul: Broy
Yaymlari, 1987); Efdal Sevingli, Gordiglerivle, Uygulamalaryla Muhsin Efugrul (Istanbul: Arba
Yayinlari, 1990).

118 Alemdar Yalcmn, I Mesrutiyette Tiyatro Edebiyat: Tariki (Ankara; Akgag Basin Yayin, 2002), p. 7.

48



prepares a very detailed list of the plays that were staged or announced to be staged
by scrutinizing the works of the first generation theatre historians.

The last name of the third generation is Enver Tére, who remained under the
influence of Metin And and Alemdar Yal¢in, who was also his thesis advisor, In his
work Tkinci Megrutiyet Tiyatrosu, Yo azarlar-Piyesler'”® (The Theater of the
Constitutionalist Era, Playwrights and Scripts), published in 2006, Tore classifies the
plays according to their playwrights. Enver Tére’s book is a collection of
bibliographies where he gives brief bibliographical information on the author and his
works. His second book is on the theatre and women.'*® He took ‘women’ as a
distinctly separate category, and focused on ‘the women’ in the world theatre history
without regarding their nationalities, professions, and ethnic backgrounds. In his
third book, Tore transliterates a selective collection of articles published by an
Ottoman literary critic, Miifit Ratip.'*! In a similar way, he transliterated and
published some works of two Ottoman playwrights, Semsettin Sami and Cenap
Sahabettin with an introduction in the latter years.'”*

All in all, I can argue that the second generation followed the footsteps of the
first one and revisited the works of Metin And, Niyazi Aki, and Refik Ahmet
Sevengil.

While the second generation did not produce groundbreaking works on the

theatre history, some articles and unpublished dissertations attempt to approach the

119 Enver Tore, fkinci Megrutivet Tiyatrosu Yazarlar - Piyesler (Istanbul: DUYAP, 2006).
120 Bnver Tore, Hayattan Sakneye Kadmlar (Istanbul: DUYAP, 2006).

12! Enver Tore, Fecr-i Atinin Kurucularmdan Mifit Ratip Makaleleri (Istanbul: MVT Yaymcihk,
2005).

122 Enver Tore, Cenap Sahabeddin’in Tiyatrolar: (Istanbul: Kitabevi, 2005); Enver Tore, Semseddin
Sami’inin Tivatrolar: (Istanbul: ASOS, 2008).
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subject from a more historical perspective. [lham Khuri Makdisi’s dissertation “The
Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914” is a groundbreaking study
scrutinizing the articulation of radicalism in and between Beirut, Cairo and
Alexandra in the late nineteenth and early twentieth century.'” Makdisi’s thesis also
links radicalism to the rise of the press and the theater, and offers new approaches to
interpret ‘theater’ within the politics of its time. Although the dissertation is not on
the role of the theater in the late Ottoman politics or on the theatre history per se, the
second chapter “Theater and Radical Politics in Beirut, Cairo and Alexandria 1860-
1914”7, examines the intellectual networks through the theater, and historicizes
theater within the social and political dynamics of its age as an important agent for
the radicalization. Therefore, I believe that her work offers a solid theoretical and
historical example in the field. I should also note two other theses working on the
theatre history: The first one is the dissertation of Ozlem Nemutlu on the theatre

3."* Completing her doctorate in the literature

activities in Izmir between 1908-192
department of Ege University, Nemutlu did not focus on the historical aspects of the
plays, but rather chose to take both the methodology and the classifications of
Alemdar Yalgin and Metin And. The second thesis I want to emphasize is that of
Bilge Seckin. Enitled ‘Staging the Revolution’, her master’s thesis touches upon
three plays; Vatan, Besa and Sabah-1 Hiirriyet to interpret the role of the theater in

the Ottoman society.'®

123 Tlham Khuri Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical
Ideas in and between Beirut, Cairo, and Alexandria, 1860-1914” (PhD diss., Harvard University,
2003).

124 Bzlem Nemuthy, “I. Megrutiyetten Cumbhuriyetin Ilanina Kadar {zmir’de Tiyairo Faaliyetleri,”
(PhD diss., Ege University, 2005).

12 Bilpe Seckin, “Staging the Revolution,” (Master’s Thesis, Bogazi¢i University, 2007).
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There are also some articles attempting to accomplish a social and historical
analysis through examining the politics of the theater. First of them is Mete Cetik’s
short article on the theater activities held after 1908."% Even though the article
resembles an ordinary chapter of Metin And’s Megrutivet Tivatrosu, the very attempt
itself is remarkable. The second article which historicizes the theatre within politics
of censorship is that of Fatmagiil Demirel.'”” Another work of this kind is Fatih
Altug’s article discussing the power struggles of the Ottoman elites through reading
the scripts of Nanuk Kemal.'*®

All in all, I think that the field of theatre studies is an understudied field by
the scholars of the late Ottoman Empire. Having reviewed both the Western theatre -
historiography and the Ottoman theatre historiography, I will try to historicize the
Ottoman theater within the dynamics of its age in the following parts. By arguing
that the Ottoman theatre staged the political tensions from its very introduction to the
Ottoman politics in the second half of the nineteenth century, I will try to scrutinize
what Greenblatt calls ‘social energy’ that was created via theatre before and after the
declaration of the Second Constitution in 1908. In trying to do so, I will also look at
the theatre scripts written in the following days of the Revolution, and scrutinize not

only the representation of the ancien regime through theatre but also the formation of

public opinion through public theatres.

126 Mete Cetik, “Siyasi Tiyatroda ittihad Terakki ve 1908 Devrimi.” Tarih ve Toplum, no. 145 (1996),
pp- 4-11.

127 Fatmagiil Demirel, “II Abdiilhamid Dénemi Tiyatro Sanstirii ... ve Perdeler Sansiirle Acildy,”
Toplumsal Tarih, no. 63 (1999), pp. 36-43.

128 patih Altug, ““Eksik Olma Kemal”: Namik Kemal’in Temsillerinde Orttk Iktidar,” Kritik, no.1
(2008), pp. 35-88.
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CHAPTER IV
PERFORMANCE AS POLITICS OF MODERNIZATION
IN THE LATE OTTOMAN WORLD
Performing modernization becomes one of the most important aspects of the Late
Ottoman politics. Both the Ottoman sultans and the Ottoman intellectuals made
efforts to reconstruct a new iconography for the modernization. The new imperial
representation was centered on the performance of “Westernization” which was one
of the main political agendas of the Ottoman intelligentsia from the second half of
the eighteenth century. Ottoman Westernization had to be visible in the public space
in order to be internalized by the masses. Within these currents, theatrical aspects of
the Ottoman modernization were over-emphasized. I believe that different domains
of performances offer us one complete image of a gradual transformation and should
be considered together. Consequently, I take the term performance with its broader
meaning, and argue that different ‘performances of Westernization’ are indeed very
much entangled.
I presume that the alteration of rituals, performances and body politics
starting from the eighteenth century, like the containment of Ottoman traditional

2 . . o ey e
129 the increasing visibility of Ottoman women as

dances of kégek, rakkas and tavsan
a performer, the attempts of establishing a “modern theater audience”, and the
emergence of hybrid forms of theatricality like the Tuluat Theater (a satirical genre

in-between Western drama and Ottoman traditional shadow theater), can indeed

stage the spirit of the social and cultural transformations.’*® On the other hand, when

12 They are traditional Ottoman dance forms performed by male dancers dressed as wornen. For
further information, see: Dorit Klebe, “Effeminate Professional Musicians in Sources of Ottoman-
Turkish Court Poetry and the Music of the Eighteenth and Nineteenth Centuries,” Music in 4rt, no. 30
(2003), pp. 97-116.

13 1t may be also described as the indoor and staged version of Orta Oyunu.
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considered together with the modifications of the Ottoman courtly performances,
such as the incorporation of Western music and drama into the imperial ceremonies,
the formation of women’s fanfare in the imperial harem, and the emerging popular
genres of hybrid performances can offer an alternative field to study the, so-called,
“modernization” experience of the Ottoman society. Believing in the benefits of this
kind of a perspective, I will try to touch upon an understudied field, history of
Ottoman performance (theatre in particular), and aim to observe the transformation
of the Ottoman diplomatic relations, the emergence of the public opinion and mass
politics through the manipulation of theater.

In the late Ottoman world, many aspects of moderization gain theatricality
in order to be represented both to the domestic and the foreign audiences. One of the
first initiators of ‘modern European lives’ in the Ottoman capital were the travel
accounts of the Ottoman ambassadors, a genre called sefarefname. These narratives
did not only give detailed descriptions of everyday performances, public spaces and
cultural lives of the places visited, but also displayed the perception of Europe by the
Ottoman ambassadors. A special focus of these sefarefnames was the staged
performances. Being influenced by these accounts, the Ottoman authorities
emphasized the theatrical aspects of the modernization like the use of public gardens,
the representation of ‘Ottomans’ in world fairs, and the transformation of the courtly
rituals. Within all these aspects of modernization and their perfonnances, what
makes theater more attractive as a ‘subject of history’ for me is its political function.
‘While most aspects of the social and cultural life were only transformed, theatre -
adopted as a Western institution- marginalized and emerged as a newly discovered
political space. This chapter will try to touch upon the new kinds of theatricalities in

order to historicize the development of theater within the Ottoman political agenda.
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In the following lines, I will try to examine the entrance of Western music
and drama into the Ottoman politics, first by touching upon different realms of
performances such as world fairs and imperial celebrations, and second by observing
the internalization of the Western performances in the Ottoman Palace, and lastly by

scrutinizing the transformation of the Naum Theater into a political institution.

Ottoman Aspirations for Western Forms:

New Kinds of Theatricalities

The transformation of the public spaces, the vanishing forms of traditional
performances, the construction of a new Ottoman image in the world fairs, and the
theatricalization of some imperial rituals are indeed very much entangled and
developed gradually within the Ottoman concept of Westernization. The discovery of
performance as a political and diplomatic means can be traced back to the travel
accounts of Ottoman ambassadors visiting Europe. The Ottoman observation of
Europe and European ways of life, in these sefaretnames introduced new perceptions
of performance, theater in particular.

These narratives, which in their own turn were as performative as the events
they narrated, gave detailed information on the European everyday performances
such as the use of the promenade spaces, the café theaters and leisure activities.
These sefaretnames show clearly that the Ottoman court had indeed followed the
developments in the European opera and drama since the late seventeenth century.
Ahmet Refik Sevengil, gives us a detailed list of Ottoman ambassadors who in their

sefaretnames mentioned their European theater experiences.”! Among this corpus of

131 For the translation of the related texts, see: Sevengil, Opera Sanat, pp. 85-87.
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travel narratives, a very rich travel account is that of Yirmizsekiz Celebi Mehmet
Efendi (d. 1732), who went to France in 1719, and published his travel account in
1737 in the first Ottoman printihg house: Ibrahim Miiteferrika Matbaas1.'*
Yirmizsekiz Celebi Mehmet Efendi was particularly inﬁigued by the European
operas.’®? Describing in detail the architecture of the Opéra of Paris, and the Opera of
Paiais Royale, like in the surname genre, he also informed his readers about the
sitting order of the king and his entourage, the surrounding decorative elements, the
indoor stage, the instruments and the plays. Similarly, Mustafa Hatti Efendi (ca.
1860-1760) reported on the opera and the theater performances he watched in his
travel account on the Habsburgs in 1748. Likewise, Ahmet Resmi (d. 1783), in his
account gave detailed descriptions of the opera and drama performances he
participated in the Habsburg Empire. In a parallel line, the Ottoman ambassadors in
the Russian and Prussian states, like Abdiilkerim Pasa, Ahmet Azmi Efendi, Mustafa
Rasih Pasa reported on the plays and the librettos."* These accounts did not only
inform Ottoman authorities on staged performances but also included details on
everyday performances. The European public and promenade spaces, the café
culture, and the visibility of women in the public spaces were reported in great detail.
Indeed, the spatial transformation of the Ottoman capital Istanbul, in the late
eighteenth century, shows a similar pattern with that reported by the Ottoman
ambassadors. As the art historian Shrine Hamadeh mentions the emergence of new
spaces and forms of sociability, the participation of the ordinary people in the

making of the city, its spaces, its architecture, and its leisure arenas such as taverns

132 jbid., p. 8.

133 For further information, see: Fatma Miige Gocek, East Encounters West (New York; Oxford:
Oxford University Press, 1987).

134 For further information, see: Ahmet Refik Sevengil, Opera Sanaty, pp. 8-15; Metin And, Tanzimat
ve Istibdar Déneminde Tirk Tivatrosu, pp. 30-37.
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and coffechouses show not only the transformation of the public sphere but also the
transformation of everyday performances and practices.'*® Taking these observations
into consideration, one can examine the efforts of Westernization in the urban sphere
by the end of the eighteenth century. In the nineteenth century, as art historian
Zeynep Celik underlines, a new definition of public space ba,scci on ‘pleasure’
emerged and developed. Taksim Garden became the “promenade favorite” of the
Pera community where music played and visiting French and Italian groups
performed plays and (:fp@t@"rt&ls.136

Traditional Ottoman performances were subject to change as well. As the
patronage of Western dance and drama dominated the Palace’s repertoire, the
fraditional Ottoman dances performed by rakkas, kécek, and tavsan were forbidden
in 1857."%7 The prohibition of traditional forms of Ottomari dance was followed by
the increasing visibility of Ottoman women as performers.’*® While this banishment
signifies a transition in the dance patterns, it also signifies a transformation in gender
definitions and body politics in the Ottoman society.

A similar representation can be observed in world fairs, where the Ottoman
State was represented to the international community. Within this representation,
performance, theatre, music and dance in “exclusively ethnic character” became
indispensable attractions at every fair. For instance, in the World’s Columbian

Exposition in 1893, the Ottoman Empire participated with a team of sixty-five

135 For farther information, see: Shrine Hamadeh, The City s Pleasures: Istanbul in the Eighieenth
Century (Seattle; London: University of Washington Press, 2008).

13 Zeynep Gelik, The Remaking of Istanbul. Portrait of an Ottoman City in the Nineteenth Century
(Seattle; London: University of Washington Press, 1986), p. 69.

57 Dorit Klebe, “Effeminate Professional Musicians in Sources of Ottoman-Turkish Court Poetry and
the Music of the Eighteenth and Nineteenth Centuries,” Music in Art, no. 30 (2005), p. 108.

3% Eor further information, see the works of Hasmik Khalapyan and Fahriye Dinger on the first
Ottoman female performers.
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performers and staged eight plays.139 Again, Zeynep Celik gives an account of a
theater performance at the world fair held in Paris in 1900 by the Ottoman Armenian
actors."*? There, the group produced “operettas” based on the Turkish daily life and
customs, while Italianizing the performances by using Italian music. In these world
fairs, theater became one of the new facets of the Ottoman modernization, Hence, 1
can argue that even in the fairs, the Ottoman theater gained a political meaning.
Ironically, as the Ottoman interest in the West increased, the Western demand for the
Ottoman culture was still only focused on its Eastern aspects. While the Ottoman
state saw these fairs as a ‘modemn’ performance, for the West, the Ottoman pavilion
was yet another aspect of the East. While the Ottoman state aspired for a modern
Western display in the world fairs mainly for the foreign audience, it followed a
similar trend for the domestic audience in the imperial ceremonies, and particularly
in the Friday processions.

Within the politics of modernization, imperial celebrations, which can be
considered the best means of ‘self-representation,” were transformed. Some of the
imperial celebrations like Friday processions and the imperial reception ceremonies
were not only ‘Westernized’ through the incorporation of some European elements,
but were also ‘politicized” through the incorporation of Western music and drama as
diplomatic features. Interestingly, the court ritual which adopted more Western
elements than others seems to be the most religious one. Friday procession, which
was not considered to be an official ‘imperial celebration’ until the nineteenth

century became a public ceremony by the second half of the nineteenth century, and

139 Cafer Sarikaya, “1893 Sikago Sergisi’nde Osmanh Tiyatrosu™, Toplumsal Tarih, no. 146 (2006),
pp. 66-71; Cafer Sarikaya, ““Celebrating Difference: “Turkish Theatre” in the Chicago World’s
Columbian Exposition of 1893,” (Master’s Thesis, Bogazici University, 2010).

0 Zeynep Celik, Displaying the Orient (Berkeley; Los Angeles; Oxford: University of California
Press, 1992), p. 24.
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incorporated Furopean military music. As historian Hakan Karateke mentions, until
the reign of Sultan Mahmud I1 (1785-1839), the Friday processions were not
regularized. However, starting with the reign of the Sultan Mahmud II, the Friday
processions became public manifestations of ‘Westernization’ in the imperial
ideologies. 41 Moreover, as Karateke argues, Friday processions turned out to be
public performances including non-Muslims and European visitors. Special lodges
were placed for the foreign audiences around the Friday mosques. Before the Sultan
arrived, women of the imperial harem got there and waited for him. Imperial
orchestra announced the arrival of the Sultan by playing a song or a march. It is also
noteworthy that the imperial band played operas from Mozart and Rossini in the
Friday prayers.'*” In a similar line, as will be mentioned in the following part, the
imperial reception ceremonies held for the European sovereigns incorporated
Western performances in the Ottoman diplomatic language.

All these aspects of social and cultural transformations are formulated within
a language expressed through different forms of performances. Consequently, it
would not be wrong to argue that performance, with a broader definition, gained a
fundamental importance in the late Ottoman politics and was used to display the new

iconography of the Ottoman Empire both to the foreign and domestic audiences.

4 Hakan Karateke, Padisafum Cok Yasa! Osmanli Devietinin Son Yiiz Yilmda Merasimler (Istanbul:
Kitabevi, 2004), p. 105.

12 ibid., pp. 105-106.
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The Ottoman Incorporation of Western Performances:

The Palace Context

The consumption of European music and drama was introduced and grew within a
political agenda in the Ottoman Palace. Among all aspects of reformation and
Westernization, the patronage of Furopean music, opera and drama stood at the very
core of the Ottoman modernization paradigm. Perceiving theater as the symbol of the
European high culture, the Ottoman elites attributed a fundamental importance to the
patronage of European musicians and performers in the Palace. Incorpo;ation of
Western art became one of the main components of the modern Ottéxﬁan identity.

I think the first attempts of inheriting Westerns art forms as a component of
the new self description can be seen after the maturation of the political agenda of
Westernization, which declared itself with the abolition of the janissary corps.
Mehterhane was replaced with a Western style band, and the brother of the famous
Italian musician Gaetano Donizetti (1797-1848), Giuseppe Donizetti (1788-1856)
was employed as the court musician from 1828 until his death in 1856.* As
historian Selim Deringil emphasizes, the selection of the maestro was highly
symbolic. Giuseppe Donizetti, had previously served as a maestro in the court of
Napoleon Bonaparte (1769-1821), and he was the brother of Gaetano Donizetti, who
served as the maestro of the imperial court in Vienna. Donizetti composed the
Mahmudiye March, which established a pattern. Donizetti then composed the
Mecidiye March and chose a number of talented boys and trained them as the new

imperial band.'* Some travel accounts touches upon the transformation of the

*3 For a detailed biographical account, see: Emre Araci, Donizetti Paga: Osmanls Sarayiun lialyan
Maestrosu (Istanbul: YKY, 2006).

1 Selim Deringil, “Invention of Tradition as Public Image in the Late Ottoman Empire, 1808 to
1908,” Comparative Studies in Society and History, no. 35(1993), pp. 3-23.
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courtly music and show that from the times of Sultan Mahmud II (1785-1839),
Western music was practiced and developed within the military circles of the
Ottoman court. For instance, Charles MacFarlane (1799-1858), a British traveler
narrated that the Turkish band progressed under the ltalian maestro: Donizetti."*
Likewise, Sir Adolphus Slade (1804-1877), the British admiral visiting
Constantinople between the years 1829-1831 reported that he was amazed when he
heard Rossini’s songs played by the new imperial band.'*® With the reign of Sultan
Abdiilmecid (1823-1861), the consumption of European music and drama spread out
from the military domain and extended under the patronage of elites and pagsas in the
Ottoman Empire. This era did not only witness the consumption of Furopean music
and drama, but also showed the first attempts of internalizing Western forms of
music and drama in the court. Moreover, the Sultan ‘Ottomanized’ the performers by
presenting them with imperial orders and medallions.

The consumption of European opera and drama in the Palace offered a

context where Western performances were internalized and hybrid forms of

145 «We shot along the beautiful port, and soon landed below Pera, at the Melt-iskellesi scale. Between
the arsenal and Galata. Not far from the waterside we passed an open square, where some facticoes
were drilling, and a large barrack, where the band of the regiment was practicing a march from
Rossini, under the direction of an old purblind Italian.[...] An old Ttalian charged with the instruction
of one of the bands, told me however, that the Turks themselves had not much aptitude for learning it,
and that most of the musicians were Armenian rayas. The sultan afterwards placed a few of the
younger ichoglans or pages, under the maestro's instructions, and these were making some progress
when 1 left Stamboul, as they were docile and could be kept to work like mere schoolboys as they
were. The love for music will do much; for with the Turks, the great difficulty is to awaken an interest
in their minds for any art or science.”

Charles MacFarlane, Constantinople in 1828 (London, 1829), p. 517, quoted in: Emre Aracy,
“Donizetti at the Ottoman Court: A Levantine Life,” The Musical Times, no. 143 (2002), p. 52.

146 «presently, the songs of a party of Greek boatmen, which had enlivened our dessert, gave way to
the strains of a military band, and, vnexpected freat to me on the banks of the Bosporus, we heard
Rossini's music, executed in 2 manner very creditable to Professor Signor Donizetti. We rose and went
down to the palace quay, on which the band was playing. I was surprised at the youth of the
performers and the familiarity with which they addressed Calosso, calling him Rustam; and still more
surprised on finding that they were the royal pages, thus instructed for the Sultan's amusement. Their
aptitude in learning, which Donizetti informed ine would have been remarkable even in Italy, showed
that the Turks are naturally musical.”

Sir Adolphus Slade, Records of Travels in Turkey, Greece & Co., and of a Cruise in the Black Sea
with the Capitan Pasha in the Years 1829, 1830 and 1831 (Philadelphia; Baltimore: Carey& Hart,
1833), pp. 77-78.
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performances combining eastern and Western elements appeared. I can argue that the
Palace had mainly two different patterns of patronage: the patronage of theater
groups performing Western dramas and operas, and the patronage of famous
maestros and musicians. The patronage of first European groups shows similarities
with the previous centuries. Connoting the performance patterns described in the
surnames' | the invited performers were dominantly magicians, jugglers and
acrobats.'*® Two famous groups of acrobats were very influential in the foundation of
the Ottoman theater: the group of the Italian illusionist Bosco (which was later
transformed and appeared as the famous Naum Theater), and the circus of M. Soulié
(which later turned into the Gedikpasa Theater). Sultan Mahmud H invited the
Cirque of M. Soulié to Istanbul and put them on salary. He gave them a gift box
covered with jewelry when he watched and liked their spectacle. In the following
decade, when Sultan Abdiilmecid, his son watched the same group and liked their
performance, he the cirque ‘imperial’ and gifted them with an imperial order.'*
Actually, the way the two Sultans granted gifts to the French group of performers
also reflects the changing imperial policies. In contrast to his father, Sultan
Abdiilmecid, as he did for many other important artists, honored them with an
imperial order and in a way ‘Ottomanized’ the group. As Adolphe Thalasso points
out, this circus was then bought by the Ottoman elites and turned into a Western style

theater (the Gedikpaga Theater).lso Entitling Cirque de Soulié as ‘imperial’, and

"7 The books narrating and picturing the Ottoman imperial festivities.
'8 For further information, see: And, Tanzimat ve Istibdat Doneminde Tirk Tivatrosu, pp. 53-56.
Y9 And, Tanzimat ve Istibdat Doneminde Tiirk Tivatrosu, p. 26.

130 «“Bntre temps, M. Soulié, un écuyer frangais débarquait a Constantinople avec quelques acrobats et
faisait contruire, a Guedik-Pacha, un hippodrome pour sa troupe. Au depart de cette troupe, des
notables musulmans acheterent le cirque et le convertirent en theatre. Ne pouvant ce pendant pas
engager comme actrices des femmes, ils se trouverent dans I’obligation de recourir a un home de
paille et de faire figurer comme directeur-proprietaire de leur theatre un Armenien, Vartov, dit Agop-
Guiti Efendi.”
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turning it into a prominent theater show the newly emerging currents of internalizing
the Western performances.

The consumption of the Western performances was diverse, and the
rewarding patterns depended on the sultan’s favor. The imperial palace, especially
starting with the reign of Sultan Abdillmecid, hosted several Italian and French
theater groups performing the classics and the contemporary plays. These groups
performed both in the Palace and outside of the Palace usually in the Italian Theater,
in the French Theater, and in the Naum Theater all located at the Pera district. The
performances were dominantly in Italian and French. As far as I could observe, none
of these troupes received an imperial order. On the other hand, famous maestros and
musicians were usually awarded with imperial orders and titles upon their services.
Composing marches for the sultan was prestigious both for the sultan for whom the
march was composed for, and for the one who composed the march and presented it
to the sultan. As Selim Deringil reminds us, the ‘invented’ or ‘imported’ tradition of
having a national anthem was an important change, which continued after Sultan
Abdiilmecid."* These composers would also be awarded with ‘the nineteenth
century commemorative feature’: Medallion. For instance, the Ottoman maestro
Donizetti was awarded with one of the most prestigious medallions; ‘Tugra Nigant’
in 1831 before he became a colonel in 1853 and brigadier general in 1856.">* But
besides these medallions, he was titled as Paga’; a high ranking ‘Ottoman’ official.
His titles are noteworthy since they show the Ottoman policy towards incorporating

European artists into the sultan’s entourage. What Donizetti initiated continued in

Thalasso, “Le Théatre Ture,” p. 372.

Bl Gee: Selim Deringil, “Invention of Tradition as Public Image in the Late Ottoman Empire, 1808 to
1908,” Comparative Studies in Society and History, no. 35 (Jannary, 1993), pp. 3-23.

52 Aracy, Donizetti Paga, pp. 84-86.
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later ages. In the reigns of Sultan Abdiilaziz and Sultan Abdiilhamid I1, the patronage
of the European maestros and the production of imperial anthems-as an important
constituent of the new representation of the ‘Ottomans’-became one of the major
elements of the ‘Ottoman courtly culture’.

Sultan Abdiilmecit’s court welcomed a number of famous European
musicians. These European performers were rewarded in an ‘Ottoman way’: with
imperial orders, titles and medallions. When we observe the patronage patterns of
these musicians, we see the developing interest of internalizing these performances.
For instance, when the renowned musician of the age, Geatano Donizetti, the brother
of Giuseppe Donizetti composed a military march, Grand Marcia Militare Imperiale
for Sultan Abdiilmecid in 1841, the Ottoman Sultan rewarded him with a ‘Nigan-i
Iftihar’.**® In a similar way, when Franz Liszt (1811-1886), another prominent
musician of the age, visited the Ottoman court in 1847, he received a ‘Dérdiincii
Numaradan Kit'a Nigan’*>* Likewise, when Henri Vieuxtemps (1820-1881) visited
the Ottoman court and composed a particular march for Sultan Abdiilmecid, he was
rewarded with 20,000 kurug and a Murassa Medallion covered with diamonds.'*®
Again, another leading musician of the epoch, Rossini also composed marches for
the Sultan Abdiilmecid. Emre Aract mentions that Rossini actually composed two
anthems and received one ‘Nisan-i Ifiihar’ and one “Dérdiincii Dereceden Mecidiye
Nigant’."*® Besides the ones rewarded with imperial orders, there were also a number

of musicians visiting the imperial court, performing at Naum Theater or at the Palace

¥ ibid., pp. 100-101,
154 Sevengil, Saray Tiyatrosu, pp. 27-28.

%3 J. Thédor Radoux, Viextemps, Sa Vie, Ses Oeuvres (Liege: 1891), pp. 71-77, quoted in: Bilent
Aksoy, Avrupall Gezginlerin Goziiyle Osmanlilarda Musiki (Istanbul: Pan Yaymeilik, 1994), pp. 103-
104.

1% Araci, Donizetti Paga, pp. 102-108.
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theater, like Leopold de Meyer (1816-1883), Eugene Vivier (1811-1872), Murio
Celli (d.1900), and August d’ Adelburg (1830-1873)."

The extensive consumption of Western music and drama in the Palace led not
only to the internalization of these Western forms of performances, but also
facilitated the ‘Westernization® of Ottoman performances such as Orta Oyunu.
Western-style performances, which initially grew in the Ottoman Palace and in the
European embassies, were so much incorporated into the new Ottoman self-
description that they produced the hybrid performance forms of the nineteenth
century. Three forms are particularly worth mentioning: The emergence of the Tuluat
Theater, the organization of women’s fanfare, and the construction of the
Dolmabahge and Naum Theater buildings.

One of the first hybrid forms was the genre of Tuluat Theater, which carried
the Ottoman Orta Oyunu to indoor stages. The scripts adopting Moliere’s plays to
traditional Ottoman shadow theater show the emergence of hybrid genres of
performances that incorporated both Ottoman and Western elements.’*®

A second ‘hybrid form” displaying the internalization of Western forms of
music and performance is the organization of a Western-style women’s fanfare and
ballet group in the Palace under the reign of Sultan Abdiilmecid. Leyla Saz Hanim
(1850-1936), the daughter of Hekim Ismail Pasa (1812-1871), informs us about the
women’s fanfare, which was composed of more than ninety girls of the imperial
harem. Her memoirs demonstrate the transformation of everyday performances and
the growing importance of Western style performances in the imperial harem.

At the old Crragan Palace and at Dolmabahge, the part of the réz de
chussée on the side of the men’s apartment was set aside for music

17 Araci, Donizetti Pasa, pp. 102-108.

Y% Ror the adaptation of Moliere’s Tarruffe, see: Thalasso, “Le Théatre Turc,” pp. 372-378.
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classes. The professors were all men. The musicians who were Kalfas
came in their everyday dress, simply throwing over their heads two
meters of yagmak or veil of gauze which they pulled behind their heads
and pinned to their hair, while throwing the two ends on to their
shoulders or behind, down their back. The dancers came without any
veil whatsoever, it was permitted, it seems, for these slaves to show
themselves to men without being veiled. The Eunuchs who escorted
the professors and the girls of service who accompanied the musicians
and the dancers always attended these lessons. The orchestra for
Western music and the brass band practiced together two times a week
and the orchestra of Turkish music only one time: Friday; which is the
day of rest for Moslems, was always a day off. For dancing lessons,
there was a special room, but on the days of general rehearsal, the
corps de ballet and the orchestra were joined in the great hall of honor
where the festivities took place. > '

Moreover, her narrative shows some kind of a competition between the women’s
orchestra and the imperial band. Leyla Saz Hanim also informs us about the Western
style education on music and dance in the Palace. In her narrative, she underlined
that ‘both the musicians and dancers of the Palace were in normal services and
performed diverse functions’, and in a way, illustrated the Oftoman concern on
keeping the traditional division of labor within the Palace.

All of the female musicians and their orchestras in the imperial harem
were wonderfully accomplished. These female musicians of the Sérail
played just as the imperial Orchestra which, in itself, was quite
remarkable. {...) At the Palace of the Sultan, there never were brass
bands in the sense of military music, but only orchestras with
instruments both for Western music and for Turkish music, The sultans
also had corps de ballet for European dances and one for dances in the
Turkish Style but most of the latter are forgotten today, such as the one
called Dance of the Rabbit. The sultans also organized music classes,
more or less along the lines of those in the imperial harem. It should be
remarked that all the musicians and the dancers of the Serail, both in
the imperial Harem, as well as in the courts of the sultans were in
normal services and performed diverse functions just like all the
others. They were chosen among most talented girls of the Serail and
then were sent to music class on specific days and at specific hours,
over and beyond their ordinary duties. When they were well trained,
they took their place in orchestras of the imperial Harem or of the

1% [Leyla Saz, The Imperial Harem of the Sultans, translated by Landon Thomas ([stanbul: Hil
Yaymlari, 1999), pp. 53-54
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sultanes where they played when required, while all the remaining time
fulfilling their nominal duties.'®®

Leyla Saz adds that the performers mostly performed the operas; La Gillome Tell and
La Traviata."®! Her narrative on the women’s fanfare demonstrates both the
consumption of European and Ottoman music in the Palace, and offers an example
on the formations of hybrid forms of performances. Moreover, her words on the
‘dance of the rabbit’ demonstrates that Leyla Saz Hanim seems to be confused about
how to emotionally approach the traditional court dancers like tavsans and the

~ kogeks. While on the one hand, she is drawn to the memory of ‘old times’, her
narrative also displays an orientalist tone of a new courtier committed to Western
aesthetics.

Another strong signifier of ‘internalizing the Western forms’ is the construction
of the theater buildings. After the imperial rescript of the Rose Chamber in 1839, the
sultans encouraged the construction of public theaters. Starting from the reign of
Sultan Abdiilmecit, sultans ordered the construction of theater buildings in the
Palaces. Sevengil mentions that these theaters were planned to be similar to the
European Palace theaters, namely to that of Versailles™.'®* Theater of Dolmabahce
Palace grew out of this project. Later, Yildiz Theater was constructed in the Yildiz
Palace under the reign of Sultan Abdiilhamid II, and witnessed a number of banned
plays which were not allowed to be performed in public theaters but only in the
Palace theater. The first Palace theater: Dolmabahge Theater was very much

associated with the French counterparts both by the French journals of the day and

1 Saz, The Imperial Harem of the Sultans, pp. 55-59.
161 Sevengil, Saray Tivatrosu, pp. 13-14.

162 «The desire to keep the palace of Istanbul on an equal footing with the European palaces may have
been among the reasons why this theater was established; this way, there would not only be a theater
in the palace of the Ottoman sultan similar to those present in the palaces of the European kings, but
theater and opera as fine arts would gain a novel impetus in our country.”

ibid., p. 19.
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by the Turkish newspapers.m3 The theater building was constructed by the French
architects and designers, and reflected not the traditional Ottoman style, but that of
the ‘orientalized’ favor of Louis XIV.** Moreover, it can be considered the
architectural form of the internalization of the Western performances. In the
‘Westerﬁ—style’ Palace theaters, sultan’s lodge was the most glorious part of the
building.

Similarly, the theater of Naum was reconstructed in Pera after the fire of
Beyoglu under the patronage of Sultan Abdiilmecid, and reflected the glory and the
prestige of the Ottoman sultan with its ornamented sultan’s lodge. Theater of Naum
can be considered an extension of the Theatre of Dolmabahgce both politically and
financially. As Sevengil narrates, when Naum asked for financial support of the
sultan for the reconstruction, the grand vizier Mustafa Resit Pasa advised Sultan
Abdiilmecid to give the required financial support (60,000 kurus) “in order to please
Europeans and the foreign ambassadors.’ 165 This statemnent of Mustafa Resit Paga
‘summarizes how political the patronage of theater was. This agreement also shows
that theater and the politics of theater were used in international pdlitics.

Later in 1852, Naum asked for the monopoly of staging theater and opera

performances for ten years. Upon the sultan’s acceptance, Naum gained the

163 Sevengil, Opera Sanats, p. 63.
184 Aracy, Donizetti Paga, p. 123.

165 “Grand vizier Mustafa Regit Paga (in response to the letter of Sultan Abdiilmecid) declared that it
would be convenient to help Naum. In the vizierate note addressed to the palace it is indicated that
theaters and operas as such exist in most European countries, that it would be good to have sitnilar
ones also in Istanbul and that the wooden building which was early on allotted to Naum for his
performances -thinking Europeans would like it- is burnt down during the Beyoglu fire and thus now
has to be rebuilt with bricks. As an addition it is stated that the foreign embassies will provide help to
the owner of the note. If the sultan also provides help, it will be a good and courteous act with regard
to these ambassadors; despite the fact that Nawm is an Ottoman subject, if no aid is granted by the
sultan, whereas it has been provided by the foreigners, the act will be inappropriate for the glorious
name of the empire. Both to please the foreign embassies and to delight the owner of the note, it
would be appropriate to grant approximately sixty thousand iurug, however it is commanded and seen
proper to act according to the wishes of the sultan no matter what.”

Sevengil, Saray Tiyatrosu, p. 18.
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monopoly of staging Italian and French dramas, operas and ballets. In 1862, Naum
asked for the same privilege once more. This time, the Palace granted a five-year
privilege with the condition of ‘acting according to the imperial rules and orders”.'%¢
The monopoly of theater, first granted to Naum, then to Giillii Agop, made the
control of this ‘newly discovered political institution’ easier.

Theater, from its very introduction to the Ottoman Empire, was recognized as
a new space combining politics and literature. Although theatres, and particularly
Naum, represented the transformation of the Ottoman politics of culture during the
reign o'f Sultan Abdiilmecid, theatre became ‘a political institution” in the reign of the
Sultan Abdiilaziz. Even though the Western-style theater was incorporated into the

Ottoman courtly culture by the mid-nineteenth century, it was particularly after

Sultan Abdiilaziz’s trip to Europe (1867) that it became a part of the political life.

Abdiilaziz Era and the Naum Theater

Within all these theatricalities that gained particular importance in the late Ottoman
politics, the ones used in the diplomacy aimed to reconstruct the Ottoman identity vis
a vis Europe. Similar to the ‘Ottoman image’ represented in world fairs, the imperial
rituals performed in front of the Ottoman audience offer an interesting ‘performance’
for the researcher.

Sultan Abdiilaziz, as the first Ottoman Sultan visiting Europe, and his visit as
the first diplomatic trip (1867), represent a turning point in the Ottoman international
politics. The account of his trip offers a rich material to study the transformation of

the Ottoman identity. However, what made his trip more interesting were the return-

166 ibid., pp. 16-19.
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visits of the European sovereigns in 1869, a matter which may be expressed as ‘the
discovery of theafer as a political space’. Upon his return, Sultan Abdiilaziz
transformed the centuries-old Ottoman reception ceremonies and incorporated opera
performances in these ceremonies. Therefore, one can observe that Sultan Abdiilaziz’
trip to Europe (1867) was linked to the transformation of the imperial reception
ceremonies (1869), which made the Naum Theatre emerge as a political institution.
Until the eighteenth century, the reception ceremonies held for the European
ambassadors kept more or less the same format. The ambassador was first invited to
a lunch with the grand vizier, and was then offered rose extract and a tobacco pipe.
Once he offered his gifts, he was dressed in a khilhat and was escorted to the sultan’s
audience Hall.'*’ During the eighteenth century, the importance of the ambassadors
increased; and the nineteenth century-the so called ‘age of the ambassadors’-
witnessed a number of modifications in the reception ceremonies. This signified the
importance attributed to the sultan’s visibility in international relations. Especially
after his visit to Europe, Sultan Abdiilaziz developed a diplomatic language
portraying Ottoman Westernization. Intrigued by the European social and cultural
life, he transformed the traditional image of the Ottoman sultan, accepting the
compatibility of Europe. Articles appearing in the journals of the day evaluated the
trip as a turning point in the Ottoman politics and ideolo gies.'*® Ali Kemali Aksiit,
who published an account on this trip in 1944, examines a number of newspapers and

mentions that both the Ottoman and the European newspapers attributed a

Y7 Rarateke, Padisahim Cok Yasa!, pp. 123-124.

168 Ali Kemali Aksiit, Sultan Abdiilaziz’in Misir ve Avrupa Seyahati (Istanbul: Ahmet Sait Oglu
Kitabevi, 1944), pp. 86-95.
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fundamental importance to the trip since ‘the sultan, at the end, recognized the
superiority of Europe’, and that ‘he will carry back what he observed there.”'®”
Sultan Abdiilaziz’s arrival to Toulon was celebrated with great joy; and a

1.'® One of the most important

number of festivities organized by Napoleon II
aspects of his trip appeared to be his active participation in the European cultural life,
particularly the European performances recounted i his travel account. Sultan
Abdiilaziz participated both in the performances organized as part of the official
reception program and the informal public performances. On 5July 1867, Sultan
Abdiilaziz and his entourage watched an opera performance in Paris in the opera
situated on the Boulevard des Capucines.!” Sultan Abdiilaziz participated in
different performances both in the Palace theater and in the Opera of Paris during his
stay in France. When he went on to London on the 15 July, the bands of Queen

172
2 The same

Victoria welcomed him with the Azizive March composed by Guatelli.
night, he participated in a great performance of two thousand singers in the Crystal
Palace organized to ‘welcome’ him." The next evening, Sultan Abdiilaziz
participated in another performance and was reported to be ‘amazed’ by the
performance of the Italian group.'” It was also noteworthy that ‘the Sultan

Abdiilaziz was seated in the emperor’s lodge alone’ and watched Auber’s

Asaniello.!” As narrated by Ali Kemali Aksiit, before the sultan’s departure from

*9 ibid., pp. 87-89.

' ibid., pp. 118-127.

71 ibid,, pp. 134-135.

172 Aract, Donizetti Paga, p.93.

Y% The Levant Herald [The Daily Bulletin],19 July 1867.
Y Aracy, Donizetti Paga, p. 161,

1% ibid., p. 161.
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England, an ‘official’ concert and a ball were held in the Guildhall by the British
sovereign.'”® Lastly, he participated in the banquet given in his honor in the Office of
India. 77 Aksiit further informs us that Sultan Abdiilaziz financially helped some of
these opera groups during his stay. In the following days, he went to Belgium and
then to Vienna, where again the performance of a ballet; La Biche au Bois was
incorporated into the program of the reception. From there, he returned back to
Istanbul, where the Ottoman navy welcomed him and his entourage with music and
banquets.'” His trip, needless to mention, demonstrated the new cultural and
political orientation of the Ottoman Empire. Aftermath his return, he reorganized the
imperial band, appointing Guatelli as the head of the band.'™ Sultan Abdiilaziz
incorporated opera and drama performances in the imperial reception ceremonies
upon his return. When the Furopean sovereigns visited in 1867 paid return-visits to
the Ottoman capital in 1869, they were welcomed with a reception program similar
to theirs. The reception ceremonies held for the European sovereigns were
remarkable since they attempted to construct a new diplomatic language by using
Western performances via frequent visits to the Naum Theater.

Ahmet Refik Sevengil informs us about three different occasions like that: the
visit of Prince of Wales, the visit of French Empress Eugénie, and the visits of the
Austrian King Francois J. oseph.180

When the Prince of Wales and his wife arrived in Istanbul on 31 March 1869,

the performers of Naum Theater were about the leave. However, the government

176 Referring to the theatrical performance organized for the formal reception ceremony.

77 Aksiit, Sultan Abdillaziz 'in Misir ve Avrupa Seyahati, pp. 170-173.

7 ibid., pp. 206-207.

179 Mahmut Gazimihal, Tiirk Askeri Muztkalar: Tarihi (Istanbul: Maarif Basim Evi, 1955), p. 69.

180

Sevengil, Opera Sanaty, p. 41.
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asked them to stay since Sultan Abdiilaziz wanted to include one or two opera
performances in the program of the reception. Just like on Sultan Abdiilaziz’s trip,
some of these opera and theater performances were part of the official program and
some were not. The first performance hosting the Prince and his wife held on 2 April
1869 was an informal meeting. The Sultan Abdiilaziz, foreseeing the popular demand
on ‘participating in the same performance with the sultan’, tried to prevent the last
minute black market and paid two thousands liras to Naum in advance. This non-
official opera, organized in honor of Prince of Wales, was a ‘performance’ both for
the domestic audience and for the foreign audience. The displayed image of the
Turkish sovereign watching an Italian opera with his people was unusual for the
European sovereign. Likewise, the image of a sultan watching a public opera with
the European prince was an atypical image for the general public. Hence, this
organization may be interpreted as the visual manifestation of change and
Westernization both for the foreign and for the domestic audiences. The Prince went
to the Naum Theater and watched a second ‘informal’ opera on 5 April. Two days
later, an ‘official’ opera performance took place with a ceremony as part of the
imperial reception ceremony in the Naum Theater. Just like on Suitan Abdiilaziz’s
visit of England in 1867, the emperor’s lodge in the Naum Theater was reserved for
the Prince of Wales and his wife. The daily Terakki gives us an account on the
perfon‘nanc&.181 The article informs us about the protocol and seating order in the
sultan’s lodge ‘where the Prince and the Princess of Wales, Sultaﬁ Abdiilaziz and his
vizier Mustafa Fazil Paga watched the performance together’. Furthermore, the

article also mentions that the sultan and his visitors were welcomed with great

" Terakki, 8 April 1869.
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“public love and demonstrations’ in the Beyoglu district as they entered into the
theater building.

Again Sevengil informs us that a similar reception ceremony was organized
for the visit of the French Empress Eugénie. The French empress visited the imperial
capital Istanbul on September 1869. Again, the Sultan Abdiilaziz asked Naum to call
the performers earlier than the usual since some opera performances were to be
integrated into her reception program. Eugénie was welcomed by the imperial band
directed by Guatelli. Since the program of reception included an opera performance
in the Theater of Naum, the sultan’s lodge was arranged for the empress. However,
due to a last minute change, she could not watch the opera.132

A third program of the reception, repeating the same pattern of the one Sultan
Abdiilaziz observed on his trip was the one prepared for the visit of the Austrian king
Frangois Ioseph.183

These three reception ceremonies, held for the European sovereigns reflected
the reception ceremonies held for Sultan Abdiilaziz in Europe 1n 1867. Through the
incorporation of the Western opera and drama into the imperial ceremonies, Sultan
Abdiilaziz attributed a political significance to the theater. The Naum Theater
became an imperial body hosting opera performances where political figures met and
spent their time together, and represented the changing ideologies of the Ottoman
Empire. The theater became a political institution and entered into the political life
through these ceremonies. The subsequent Ottoman sultan, Sultan Abdiilhamid 1T
used theater as a ritualistic space for the welcoming receptions, as well. The Naum

and Yildiz Theaters were used for Sultan Abdiilhamid II's reception ceremonies.

182 Sevengil, Opera Sanaty, p. 42.
1 ibid.
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Refik Ahmet Sevengil informs us about these reception ceremonies, and argues that a
special performance took place for each European sovereign’s and ambassador’s
visit to Istanbul.'**

In conclusion, one can state that the Naum Theater acquired a particular
political importance after Sultan Abdtlaziz I’ s return from his trip to Europe (1867).
Upon his return, the incorporation of opera and drama performances in the Ottoman
imperial reception ceremonies loaded the Ottoman stage with some kind of a
political tension; hence he discovered the theater’s potential to become a political
institution. Even though the performances were not political at all, the very act of
staging performances for diplomatic reasons introduced, -and to a certain extent
legitimized-, theater’s power as a political space both to the Ottoman intelligentsia
and to the Ottoman masses that would use it for political purposes in the subsequent

decades.

18 «Traditionally an opera performance would take place as part of the reception festivities planned
with regard to the official visits of foreign sovereigns. During the reign of Abdiilmecid, foreign
ministers and high officials who visited {stanbul were invited to Naum’s Theater in Beyoglu to watch
an opera performance. Also during the reign of Abdiilhamit 11, Ttalian opera groups were performing
in Beyoglu; however, Abdiilhamit IT was taking security measures at great extents to ward off his
paranoia, disabling him from participating in out-of-palace entertainment. It is very probable that he
decided to construct a theater inside the palace grounds while hosting Wilhelm to make sure that they
do not have to leave for Beyoglu theaters. The fact that the date of Wilhelm’s visit to Istanbul and the
date of the construction of the Yildiz Theater coincides gives plausibility to this thought. By
constructing this theater, the sultan was at the same time proving to the German emperor that the
Turkish palace had a litile theater inside as is the case with European palaces and that the sultan was
fond of these kinds of fine arts. As a matter of fact, the visiting members of foreign dynasties have
always been invited to the Theater of the Yildiz Palace.”

Sevengil, Saray Tivatrosu, p.120.
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CHAPTER V
THE RISE AND THE POLITICIZATION OF THE POPULAR THEATRE:
THE VATAN AND THE GEDIKPASA INCIDENTS

As theater was introduced to the Ottoman society via the imperial rituals and the
ambassadorial soirées, it was perceived as a sign of progress and reform. By the
second half of the nineteenth century, when theater began to be spread out of the
imperial domains, mostly under the patronage of the Italian, French and the
Armenian community of the Pera, it was kept under strict imperial control.
Throughout the nineteenth century, theater did not only create its ethnically mixed
community, but also made transnational networks of artists under the sultan’s
patronage. The popularization of the theater, especially among the Ottoman
intelligentsia and the Ottoman bourgeoisie shows a highly complex relationship
between popular theatre and its imperial control. Even though popular theatre created
anew public space, it could not develop outside the theater monopolies which were
under strict control of the Palace until the declaration of the Second Constitution
known as the Ottoman Revolution of 1908. The reformists had ‘experienced’
theater’s political power as ‘a maker of the society’, or as ‘an educator of the
masses’, and also as ‘a generator of the public space’ from the examples of the
French and Russian Revolutions.

By the second half of the nineteenth century, the Naum Theater, having the
monopoly of staging theatre and opera performances, acted both as an imperial body
and as a popular theater for the public of Istanbul who were indeed not very familiar
with the genre of the Western theater. Performances in the Naum Theater became the
new ‘luxury’ entertainment of the Ottoman bourgeoisie where they could watch

famous European operas with the Ottoman governors, pasas, dynasty members and
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even the sultan himself. The newspapers inform us about the frequent visits of the
Ottoman Sultan Abdiilaziz to the Naum Theater in the late 1860s."®® The sultan’s
participation in the popular performances helped, on the one hand, the popularization
of the theater, while on the other, gave it a political character.

The popularization of the theater as a public space was not ‘an easy process’
for the public. By the late nineteenth century, the theater became the new space for
discussions among the audience. Metin And’s studies on the newspapers of the era,
helps us to understand the nature of these clisputes.186 As it appears, the government
tried to establish order, and teach ‘how to be an audience’ through the press. An
article in the newspaper Ruzname-i Ceride-i Havadis shows that the Istanbulite

-audience was extremely ‘active’ during the performances and disputed with the
officers during the performances. 187 The newspapers of the period explained that
eating during the performance, shouting, laughing, smoking, standing up during the
performance, throwing something onto the stage, wearing big hats that would bother
others’ viewpoint, etc. were all causes of such debates. The 1870s and 1880s

witnessed the process of ‘educating masses on how to behave in the theater’. The

'3 Sevengil, Opera Sanati, p. 37.

88 And, Tanzimat ve Istibdat Doneminde Tirk Tiyatrosu, pp. 84-86.

7 ast Tuesday night, a conflict has occurred between the officers and the audience at the theater
house which is situated in Beyoglu. According to what we have heard, the director of the theater sided
with the audience and inconvenient acts took place, hence this Wednesday night the theater house was
tempeorarily shut down by the above mentioned officers.”

Ruzrname-i Ceridei Havadis, 1277, n0.56;

“Because some of the people at the above mentioned theater (Naum Theater) started to engage in
immoral acts such as blowing whistles of dislike and shouting which caused other members of the
audience great disturbance, from this moment on, if such inappropriate behaviors and acts are ever to
be repeated, it has been announced by the administrative officers that the responsibles will be
expulsed immediately and maybe punished. A specific officer has been assigned to this case.”
Ceride-i Havadis, 1275, no. 930;

“Tao protect the audience from any misfortune that might disturb their comfort and entertainment, it is
forbidden for the audience to carry sharp objects and sticks. It is declared that in case such objects are
found, the situation should be reported to the government officials.”

Ceride-i Havadis, 1268, no. 554, quoted in: And, Tanzimat ve Istibdat Déneminde Tiirk Tiyatrosu, p.
85.
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government frequently issued special rules on “how to be an audience’. Accordingly,
smoking, shouting, carrying guns, sticks and umbrellas, eating and walking in the
theater building were prohibited.'®® Theater also aimed to widen the audience’s
knowledge on French and Italian dramas.

On the other hand, theater provided a space for the Ottoman intellectuals to
form their ideologies, allowing them to diffuse their ideas and gather popular
support. This fed the government’s concern to control, to regulate access and to
monitor the repertoire of the theater. Murray Frame’s work shows that a similar trend
was also observed in the Russian Empire, which also monitored and regulated the
popular theatre.'® In 1852, the Ottoman government granted a ten-year monopoly of
staging theater and opera performances to Naum. The agreement was renewed in
1862, but this time, the palace granted a five-year privilege with the condition of
‘acting according to the imperial rules and orders’. When the Naum Theater was
ruined after a big fire in 1869, destroying a part of the Beyoglu area, the palace
granted a ten-year monopoly of staging theater (particularly in Turkish) to Giillii
Agop and his Gedikpasa Theater.'” The aim was twofold: Firstly, the government
would encourage the development and the popularization of the Turkish theater, and
secondly, the government would regulate it.

| However, the development of the Turkish theater and the discovery of'its
political power by the Ottoman intellectuals went beyond what the Ottoman Sultan
could imagine. In a couple of years, the Gedikpasa Theater became one of the main

intellectual centers of the imperial capital. Since the publications of the Ottoman

128 ibid., p. 86.
® Frame, The St. Petersburg Imperial Theaters, p. 12.

190 Sevengil, Tanzimat Tivatrosu, p. 64.
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intellectuals (among whom the Young Ottomans played a crucial role) were under
strict control, the theater became an alternative space for these intellectuals to spread
their ideologies.™!

This chapter will try to scrutinize the complex relationship between the
popular theater and the imperial control in order to observe the transformation of the
theater from an imperial institution hosting European sovereigns into a public space
staging the political tension between the Ottoman sultan, Ottoman intellectuals and
the general public.

In the following lines, T will first try to touch upon the development of the
ideological currents opposing the government, and their reflection on the stage by
observing the ‘Vatan Incident’ (1873), which I believe symbolizes the politicization
of the popular theatre. Subsequently, I will try to mention Sultan Abdiilhamid II’s
policy of censorship towards the theater and touch upon the complex relationship

between the popular theatre and the imperial control by scrutinizing the ‘Gedikpasa

Incident’ (1884).

The Radicalization of the Ottoman Intellectuals and the “Vaitgn Incident”

One of the most important theater scandals staging the political tension between the
masses and the authority was the ‘Vatan Incident’ that took place in 1873. This
‘incident’ loaded a symbolic meaning to this particular play, and singled out Namik
Kemal as a prominent ideologue within the Young Ottomans. The ‘Fatan incident’
did not only help to the creation of the public opinion through the theater, but also

portrayed Namik Kemal as the national hero in the post-revolutionary theater.

¥ Some of these names are Namik Kemal, Eblizziya Tevfik, Ahmet Mithat, Semseddin Sami, Ahmed
Fehim. Sevengil, Tirk Tivatrosu Tarihi, p. 24.

78



Following the imperial rescript of the Rose Chamber in 1839, a series of
bureaucfatic reforms took place, giving leading positions to Ottoman statesmen and
intellectuals educated in Europe. This era of reformation perceived Westernization’
as a political agenda, which eventually empowered those Ottoman intellectuals
trained abroad. Soon, the Ottoman reformation created its own opposition and
opposing political groups like the Young Ottomans within the imperial circles. The
ideological development of the Young Turks is best examined in Serif Mardin’s
seminal book The Genesis of Young Ottoman Thought. As Mardin argues, the Young
Ottomans were ‘at one and the same time the first men to make thé ideas of the
Enlightenment part of the intellectual equipment of the Turkish reading public and
the first thinkers to try to work out a synthesis between these ideas and Islam.”'%
Accordingly, what united these young intellectuals was a common knowledge of
European civilization and a growing concern about the disintegration of the Ottoman
Empire.'** In his analysis of Ottoman history, Erik I. Ziircher also examines the roots
of the ideological movement. He mentions that according to Young Turks, the
solution to reunite the Empire lay in the introduction of a representative,
constitutional and parliamentarian government in the empire, thus instilling a true
feeling of citizenship and loyalty to the state among all Ottoman subjects, Muslims
and non-Muslims."* These intellectuals improved and disseminated their ideologies
through journals which were published in Europe and reached the empire either via
the post offices operated by the Europeans in the Ottoman Empire, or through the

agency of tradesmen. As historian Erik Ziircher argues, ‘they can be regarded as the

2 Serif Mardin, The Genesis of Young Ottoman Thought (Syracuse: Syracuse University Press,

2000), p. 4.
193 ihid., p. 11.

194 Brik J. Ztircher, Turkey: 4 Modern History (London: New York; LB. Taurus & Co Ltd. Publishers,
1998), p. 71.

79



first modern ideological movement among the Ottoman elite of the empire, and they
were the first who, through their writings, consciously tried to create and influence
public opinion, the term for which (efkar-1 umumiye) was also of their making.’**
Without getting into the intricacies of this complex era, let us try to situate Namik
Kemal as a leading figure and as a passionate Young Ottoman who had a tremendous
impact. For Namik Kemal, hiirriyet (liberty) and vatan (the nation) were key ideals.
Ziircher describes the ideas of Kemal as ‘a defense of liberal values with Islamic
argurnen‘cs.’lg6 In his publications, Kemal emphasized emotions rather than reason
and called for mass politics. $erif Mardin defines Nanuk Kemal as an ideologist
manipulating symbols, and underlines that ‘as much as the word “hiirriyet” is an
invention of Kemal, it is to him too that is credited the first extensive use of the word
“vatan” in the sense of “fatherland™ in Turkish literature.'” Besides his political
identity, Namik Kemal was a playwright, a poet and a novelist. By looking at his
works, I can argue that he wrote in a number of genres in order to reach a larger
public and disseminate the Young Turk ideologies. His works aimed the formation of
the public opinion that favored to merge the European ideals and the Islamic
tradition. Since one of the most influential ways to reach a larger audience was
theater, he wrote a number of play scripts that, in a way, formed public opinion.
Even though we do not know whether the Ottoman intellectuals were
influenced, or they were in touch with the Nahda intellectuals of Egypt or not, Ilham
Khuri Makdisi’s thesis shows striking ideological similarities between the Young

Turks and Nahda intellectuals, who perceived theater as a central institution for the

3 ibid., p. 74.
19 Ziircher, Turkey: A Modern History, p. 71.

7 Mardin, The Genesis of Young Ottoman Thought, p. 326.
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advancement of civilization.'”® Just like Namik Kemal, Egyptian intellectual Salim
Nagqash associated theatef with progress and civilization.'” ‘Progress would be
achieved both individually and socially thanks to the theater; individually, through
the spectator’s heightened moral consciousness, and socially, through the gathering
of individuals in front of a stage and their common shared experience of
performance.”>* Makdisi argues that this interaction between individuals who shared
space and spectacle was itself a form of collaboration which made the individual
transcend the self, “push away that which divided” him from his fellow spectators,
and form a social body.””' Salim Naqqgash and Namik Kemal show interesting
similarities not only in their perception of the theater, ‘“which helps the development
of the society’, but also in their usage of vocabulary. To expound his ideas to
Ottoman public, Kemal created a new vocabulary in which old words were given
new meanings corresponding to the terminology of the nineteenth century liberalism.
‘Vataw’, the Arabic word denoting one’s birth place became the equivalent of the
French ‘patrie’, ‘hiirriyet’ (being a free man) that of ‘/iberté’, ‘millet’ (community)
that of ‘nation’ in a broad sense.”” In a similar line, Naqgash attributed a new
definition to ‘al watan’. Naqciash’s homeland was not “the nation”, but rather a land

that welcomed foreigners and integrated them into his homeland.>” As Makdisi

%8 Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914,” p. 111.

199 Also see: Philip Sadgrove, The Egyptian Theatre in the Nineteenth Century (1799-1882) (Oxford:
Ithaca Press, 1996).

290 Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914,” p.108.

1 ibid., p. 108.
22 Ziircher, Turkey: A Modern History, p. 72.

205 Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914,” p. 110.
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mentions, the love for one’s homeland implied recognizing what was good for it,
including welcoming and supporting those whose work contributed to the creation of
a social body, especially through the theatre. Furthermore, Makdisi underlines that
Naggash had managed to argue that he, a Syrian, would contribute, through the
theater, to leading Egypt on the path of civilization by increasing the Egyptians’ love
for their country and the creation of a social body.™ Moreover, he insisted that the
theatre’s benefits for the Egyptian society would only materialize if the performances
were in Arabic.?%

Considering these similarities, one can argue that the use of theater as a
means to create public opinion was not particular to Namik Kemal, or to the
Istambulites. It was rather the growing radicalism which invented the use of
performance to attract both the literate and the illiterate masses in different parts of
the Empire, Namik Kemal’s new terminology, which was created via theater and
press, became the new ideological exemplary for later generations of Muslim liberals
and nationalists.

Namik Kemal’s Vatan bad a groundbreaking timpact on the transformation of
the theater from an elitist form of art into a public spectacle. There, the Gedikpasa
Theater, with its monopoly of staging Turkish theater, played a crucial role by
attracting many Turkish intellectuals and politicians of the age. Some of these names
were Namik Kemal, Ebiizziva Tevfik (1849-1913), Ahmet Mithat (1844-1912),

Semseddin Sami (1850-1904), and Ahmed Fehim (1856-1930).°

2% ibid., p. 110.
% ibid., p. 111.

2 Sevengil, Tirk Tiyatrosu, pp. 24- 36.
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Namik Kemal wrote his famous play Vatan Yahud Silistre (Fatherland or
Silistra) in 1873. The play compared the love of the fatherland with that of a lover.””
When, Vatan Yahud Silistre (Fatherland or Silistra) was premiered in the Gedikpasa
Theater on 1April 1873, the theater was filled with an enthusiastic andience. Some
political names like Misirli Mustafa Fazil Paga (1829-1875) and Bereketzade Ismail
Hakk: Bey were among the audience. Even though theater historians Metin And and
Refik Ahmet Sevengil mention that this premiere did not aim to create a political
tension, there are narratives and memoirs which show that Narmk Kemal had an
intention to mobilize the masses through his play. Since most of his publications
were censored by the government, theater, according to Kemal, would serve to
disseminate his ideas to a larger audience.”” Ahmet Refik Sevengil informs us that
from the very first scene of the performance, the audience participated by applauding
and shouting as “Long live Kemal " Namik Kemal’s son narrates that by the end
of the play, ovations reached a peak and a group of the audience wanted to
congratulate Namik Kemal in person. However, the playwright had already left the

theater before it ended. This enthusiastic group insisted on congratulating him in

person, and walked to the building of the newspaper Jbret, co-directed by Namik

2% Abstract: Zekiye lives in a Rumelian city with her wet nurse. She meets Islam Bey, who has
volunteered for the army, and falls in love with him. Islam Bey leaves Zekive in order to fight on the
battlefield, saying "those who love me should follow." Zekiye puts on men clothes and follows him
under the name of Adem. In the second act, in Silistra castle [slam Bey is wounded and Zekiye takes
care of him. The commander of the castle, Sitk1 Bey, is away from home because of he lost his
reputation in the army before. He enters the army under another name and becomes a commander.
Silstra castle is under a siege. Islam Bey, Abdullah Cavus and Zekiye volunteer for a mission to blow
up the enemy's arsenal and succeed. As a result the castle is saved. Islam Bey explains Zekiye's
genuine identity and Sitk1 Bey by asking some questions leamns that Zekiye is his own daughter. The
story ends with preparations for the wedding of [slam and Zekiye.”

Seckin, “Staging the Revolution,” p. 149.

208 «Qee: Ali Ekrem, Namik Kemal (Istanbul: Devlet Matbaasi, 1930), p. 49; Sahadettin Niizhet, Namik
Kemal (Istanbul: Yeni Sark Kitaphanesi, 1933), pp. 62-63.

2 Sevengil, Tanzimat Tiyatrosu, p. 178; Ekvem, Namik Kemal, p. 49.
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Kemal.?'® However, Namik Kemal was not there either.”’! Then, the audience left a
note commending the play Varan and supporting Namik Kemal’s efforts to revive
patrie, freedom and nationhood, and left it with the co-director and publisher of the
journal Ibret, Aleksan Sarrafyan.?'? The next day, both this note, and the comments
on the performance were published in the newspaper Ibret. The newspaper also
informed the audience that Vatan would be staged a second time the following

evening because of popular demand.?’® Ahmet Refik Sevengil informs us that, the

20 «The previously mentioned play titled “Fatherland or Silistra” was performed in Gedikpaga
Theater. People were so moved by the play that they let out cries of “yagasmn Kemali Millet”
(translated literally as “long live the wise nation” but Kemal also connotes the playwright Nammk
Kemal), The author was called on stage several times and applauded for a very long time. In the
streets, hundreds of people with torches at hand were searching for Kemal who had left the theater as
if fleeing and returned his home with a car, The palace could not remain indifferent to such a
manifestation. The newspaper fbret was shut down.”

Elaem, Namik Kemal, pp. 49-50.

21 «Iyst as the newspaper was being printed, around fifty notables came in front of our publishing
house and woke me up with shouts of “Long live the maturity of the nation” and informed us that in
the Ottoman Theater where Vararn of Namik Kemal was performed they asked for the playwright and
learned that he was in his publishing house. They had arrived to thank him, but when they could not
find the playwright, they wrote a note of thanks immediately and left. Because there was not enough
time, 1 had to refuse their requests for publishing the note, postponing it to tomorrow’s newspaper.”
Ibret Gazetesi, 2 April 1873, quoted in: Sevengil, Tanzimat Tiyatrosu, p. 179.

HZ «This is the copy of the ‘thank you’ notice we received yesterday night:

Long live the ‘maturity’ (emphasis on the word Kemal) of the Nation!

Even though the fact that drama ranks as the brightest and the most beneficial form in literature is
proved by the high ideas contained in the judgments of famous writers whose piles of books fill
libraries and is experienced by the real theater performances we have seen, this night, the nation has
invigorated before our eyes how sublime theater is and how spiritual its effects can be.

Long live the nation!

It is a fact that theater is the spirit of literature, the brightest part of it, a unique beauty which
infatuates hearts.

Theater, with its spiritual power, makes people cry, laugh: opens the conscience and illuminates.
Long live the nation!

Althongh we do not have the words and the power to thank the playwright and to appreciate him and
his piece which is worth the whole world, with the fervor of national sovereignty and national
attachment, we could not lay back from expressing our conscientious emotions. We are sure that we
will be excused for our insolence on this subject.”

Ibret Gazetesi, 3 April 1873, quoted in: Sevengil, Tanzimat Tiyatrosu, p. 179.

213 «ihe drama titled Varan yahut Silistre, written by the editor of our newspaper Mr. Kemal, was
staged in the Ottoman Theater the other night. As the audience has conceded, the abovementioned
play depicted the yearning of the Ottomans for courage and their other pleasant characteristics. The
applause and the demands forced everyone to ask for another performance of the play. Besides the
wishes of the precious people who after the performance arrived at our publishing house at midnight,
the wishes also of the people who could not be present in the theater the other night has led us to get
permission for another performance tonight. Vatan will be staged again tonight and it will be
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same night, upon the publication of these articles, and the political movements
emerging around the newspaper fbres, the government abolished the publication of
the newspaper. The last issue of the newspaper announced that the government
closed down the newspaper since ‘it tried to divide the community” and since ‘it
published articles that were ‘harmful’ for the country.’n4 The literary committee of
the Gedikpasa Theater, led by Namik Kemal, was now ‘suspects’, and ‘potential-
criminals’ for the Ottoman government. Namik Kemal and his friends whose articles
and books were frequently censored probably knew that their performance would
create a political tension from the very beginning. Indeed, Namik Kemal’s son Ali
Ekrem mentions that his father wrote theater pieces when he realized that he could
not disseminate his ideas otherwise.”'> Consequently, it would not be wrong to argue
that the premier of Vatan and the following events were consciously incorporated
into a political agenda, which would -once more- portray Namik Kemal not only as a
‘lover of fatherland’, but also as an Ottoman reformist fighting against the ‘sultan’s
tyranny’.

The following night, a group of policemen “visited’ the Gedikpaga Theater
and arrested the literary committee which included Namik Kemal, Ahmet Mithat
Efendi, Mustafa Nuri (1824-1890), Ebiizziya Tevfik Bey and Hakk: Efendi.”’® These

intellectuals were exiled separately.”’” Ahmet Mithat and Ebiizziya Tevfik Bey were

performed on behalf of Karakagyan Yeranuhi Hamm, one of the first actresses of the theater, who
helped the staging of the play the other night.”

Ibret Gazetesi, 3 April 1873, no. 130, quoted in: Sevengil, Tanzimar Tiyatrosu, p. 179,

2 sevengil, Tanzimat Tiyatrosu, p. 182.

25 Ekrem, Namik Kemal, pp. 49-50.

216 Sevengil, Tanzimat Tipatrosu, p. 182.

217 %) Mr. Kemal, Mr, Nuri, Mithat Efendi and Fatihli HakK1 Efendi, - the journalists of the
newspaper Jbref which was shut down the other day-, and Mr. Tevfik, the owner of the newspaper
Sirag, were present at the theater of Agop which is situated in Gedikpaga last Sunday night, and hence
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sent to the island Rhodes. Mustafa Nuri and Hakki Efendi were exiled to Acre, and
Namik Kemal was sent to Cyprus (and stayed in the fortress of Famagusta until the
dethronement of the sultan).218

There are different narratives on the reasons why these intellectuals were
arrested. Some of these narratives belong to Mustafa Nuri Bey (an author in the daily
Ibref), Sadettin Niizhet (an early Republican literary critic), Ali Ekrem (Namik
Kemal’s son), and Midhat Cemal Kuntay (a Turkish writer, poet and lawyer). 2% The
narratives of AH Ekrem and Sadettin Niizhet argue that Namik Kemal and his
audience promoted the dethronement of the sultan. Accordingly, after the first
performance of Vatan, a large group of audience invited Namik Kemal to the stage.
Once they recognized that he was not there, they headed to the newspaper /bret. And
on the way, they shouted as: “Long live Kemal! Long live fatherland! This is our
wish! May God grant our wish!” (The word ‘wish’ was ‘murad’ in Turkish; it was
also the name of the crown prince (veliaht) on whom progressives had pinned their
hopes).*® Sadettin Niizhet argues that the masses invoked Sultan Murad, who was
also a friend of Namik Kemal.”*! The Sultan, threatened by the politicization of the

theater, closed down the newspaper /bret which promoted constitutionalism, and

‘politically sterilized’ the Gedikpaga Theater by sending the political figures to exile.

were arrested by the police force and put in public jail. That night, even the owner of the above
mentioned newspaper, Aleksan Efendi, was arrested, but he was released the next day. Today, it is
being told that the above mentioned journalists will be exiled to Cyprus, Rhodes and Akka. Because
the reasons of their arrest are unknown and there is no official declaration with regard to their
situation, we did not dare get into the details.”

Basiret Gazetesi, 9 April 1873, quoted in Sevengil, Tanzimat Tiyatrosu, p. 185.

M See: And, Tanzimat ve Istibdat Doneminde Tirk Tiyatrosu, pp. 102-103; Sevengil, Tanzimat
Tiyatrosu, pp. 184-185; Nermin Menemencioglu, “The Ottoman Theater 1839-1923,” Bulletin
(British Society for Middle Eastern Studies), no. 1 (1983), p. 53.

1% For a the discussion on of the narratives, see: Sevengil, Tanzimat Tivatrosu, pp. 178-206.

20 Menemencioglu, “The Ottoman Theater 1839-1923,” p. 53.

2! Niizhet, Namik Kemal, pp. 62-63.
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The “Varan Incident’ became a turning point not only in the popularization of
the Ottoman theater, but also in changing the nature of the theater activities. As we
learn from the newspaper La Turquie, the government decided to control each and
every theatér play and censored the ‘dangerous elements’ that could cause social
unrest in these scripts.”*? On the other hand, Namik Kemal’s plays gained an
incredible popularity. Gedikpaga Theater continued to stage the plays of the exiled
playwright. From his Cypriot fortress, Kemal sent two plays: Zavallt Cocuk (Poor
Child), and Akif Bey. Giillii Agop, the director of the theater, produced and staged
these plays although tﬁe name of the author was discretely omitted from the
program.””

Vatan yahut Silistre and the “Vatan Incident” are associated with the
ideological currents of the Ottoman intelligentsia through the 1870s. Soon the play
Vatan gained additional meanings such as the love of the fatherland, Ottomanism and
the pursuit of liberty. For instance, Adolphe Thalasso, discussed ‘how extraordinary
Vatan was’ in his article on the Turkish theater published in 1904.%** He did not only
quote the dialogues reflecting the love of the patrie, but also described how strongly
he felt this love of fatherland throughout these dialogues.” Moreover, he informed
us about the current politics of the government towards the theater and condemned

the Ottoman government since it exiled these intellectuals.??®

22 I.a Turquie, 12 April 1873,

23 Menemencioglu, “The Ottoman Theater 1839-1923,” p. 54,

224 Thalasso, “Le Théatre Turc,”, p. 373.

23 ibid., p. 373.

226 g emal ot Ahmed Mithat comprirent que suivre cette voie ¢’était étouffer au berceau le thébtre
turc. Aussi, réagirent- ils avec autant de vigueur que de courage, mais, hélas! Ces vertus, comme nous
le verrons dans la suite, furent payées par Uexil et I'interdiction sur les théétres ottomans de toutes les
pi¢ces dont le sujet, de prés ou le loin, se rattachait a des idées réformatrices ou portrait une atteinte, -

si petite fut-elle, au texte du livre saint. Aujourd’hui encore I’interdiction qui pése sur Vatan n’a pu
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The exiled writers returned to istanbul when a group of leading Ottoman
politicians carried out a coup d’état deposing Sultan Abdiilaziz on 30 May 1876.
Prince Murat, who was close to the Young Ottomans and who had been in touch with
Mithat Paga, Namik Kemal and Ziya Pasa, was crowned.””” Namuk Kemal and Ziya
Pasa were appointed as Palace secretaries.””® Three months later, Sultan Murat was
dethroned on the basis of some mental illness, leaving his place to Sultan
Abdiilhamid IT, who would become one of the most controversial figures of the
Ottoman history.”* Crowned in 1876, Sultan Abdiilhamid II was both a modernist
and Islamist who would develop an even more complex relationship with the
Ottoman intelligentsia and the opposing political groups. Following a period of
Euphoria (both for the Ottoman intelligentsia and for the Ottoman theatre) after the
promulgation of the First Constitution of 1876, Sultan Abdiilhamid II dissolved the
chamber of deputies two years later to begin his reign which would be a ‘tyranny” for
the Ottoman intelligentsia.”*° The reign of Sultan Abdiithamit IT was marked with
censorship for the Ottoman theater, which -to a certain extent- had created its own
public in the ¢ Vatan incident’. Sultan Abdiilhamid II’s policies of censorship

reached its peak with the destruction of the Gedikpaga Theater in 1884.

&tre levée soit a cause d’une tacite concession diplomatique faite a la Russie, soit surtout parce que
P'idée de Patrie ne peut pas, ne doit pas exister chez le turc de fagon abstraite, mais dans une forme
tangible.”

Thalasso, “Le Théatre Ture,” p. 376.

27 ziircher, 7 urkey: A Modern History, p. 77.

8 ibid., p. 77.

2 For further discussion on Sultan Abdiilhamid 1I’s character, see: Yavuz Selim Karakigla, “I1,
Abdiithamid’in Saltanati (1876-1909): Kizil Sultan m1? Ulu Hakan ma? ” Toplumsal Tarih, no. 103
(2002), pp. 10-19.

39 Menemenciogly, “The Ottoman Theater 1839-1923,” p. 54.
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Censorship and the Destruction of the Gedikpaga Theater

The containment of popular theatre during the reign of the Sultan
Abdiilhamid II (r. 1876-1909) and the destruction of the Gedikpaga Theater in 1884
provide some very important clues to understand both the political and the cultural
atmosphere of that era. First, ruining of a major theater just because of one play’s
possible potential to politicize the masses shows that the Ottoman public was indeed
very susceptible to political unrest. Second, it clearly shows that by the mid 1880s,
theater became a political arena and a means to mobilize the masses. Third, the later
patronage of the Gedikpasa team in the Ottoman Palace under Sultan Abdiilhamit II
shows the complex relationship between the Palace and the popular theater.

The Hamidian era was in fact a stage for the complex relationship between
the popular theatre and the government; a relationship based on feér and censorship.
The epitome of Sultan Abdiilhamid II’s policy of censorship was undoubtedly the
destruction of the Gedikpasa Theater, which led the Palace towards a patronage of
the ‘interdict’, and shifting its policies towards controlling the public opinion. The
irony of this saga was that Sultan Abdiilhamid II actually loved the theater. He
ordered the construction of a theater in the Yildiz Palace. His vizier Tahsin Paga
informs us in his memoirs that Sultan Abdiilhamid II did not only use Yildiz Theater
for the reception ceremonies of the European sovereigns and ambassadors, but also
as a place where he spent time and discussed daily issues.®! On the other hand, his
love for the theater did not change his policy of censorship towards it or the press.
All the literary and artistic activities of the period were under strict control of

censorship, which could manifest itself in absurd implementations.

31 Tahsin Pasa, AbdiilhamitYildiz Hatwralar: (Istanbul: Milliyet Matbaast, 1931), p. 17.
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The analysis of the complexities of the Hamidian era would be an
overwhelming endeavor at this point. Both the domestic and international dynamics
of the era in which he reigned and his life-story portraying him as a curious and a
modern young prince in the Ottoman court have been explored in great detail in the
works of Selim Deringil, Fran¢ois Gergeon, Yavuz Selim Karakigla and in many
memoirs, including those of his daughter Ayge Osmanoglu and his vizier Tahsin
Pasa. What is relevant for our study is his paradoxical stance vis a vis modern
cultural forms. As historian Selim Deringil argues, in the Hamidian era, Ottoman
statesmén became obsessed with reciprocity which could be procured through
representation, and sought to project the image in Europe that ‘we are like yow’ 232
Given the political atmosphere of the time when his uncle Sultan Abdiilaziz was
murdered, and the Balkan states were dissolved, Sultan Abdiilhamid II developed
paranoia in the midst of a ‘decline’ paradigm. As international political tension
escalated, and secret anti-Hamidian organizations were founded, Sultan Abdiilhamid
II came to rely more and more on the espionage system he built up. Historian Yavuz
Selim Karakisla gives detailed information on the ‘institution of espionage’, and
argues that Sultan Abdiilhamid IT drew the Ottoman society into a collective paranoia
by employing spies in each and every aspect of the social and political life.”** One of
the greatest fears of Abdiilhamid IT was the growth of an opponent public opinion,
which started to take shape by the late 1870s. He was well aware of the public

influence the theater had, which made him control each and every play after the

‘Vatan ITncident’ of 1873. Ibn-iir Refik Ahmet Nuri Sekizinci (1874-1935), the

22 Qelim Deringil, The Well Protected Domains. Ideology and the Legitimation of Power in the
Ottoman Empire, 1876-1909 (London; New York: I.B. Tauris, 1999), p. 15.

53 yayuz Selim Karakigla, “II. Abdiilhamid’in Istibdat Déneminde Jurnalciligin Boyutlar,”
Toplumsal Tarih, no. 120 (2003), pp. 24-29.
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famous actor, translator and the playwright of the day informs us that Sultan
Abdiilhamid II feared the theatre’s potential to ‘awaken’ the masses, and that
therefore he withdrew Namik Kemal’s Varan from circulation and banned any
national play.”®! A number of words like y1ldiz’ (star), ‘burun’ (nose), or ‘mecnun’
(lover) were prohibited because of their implications of the sultan or the palace,
having a potential to cause a public unrest.”> Furthermore Sekizinci narrates how
absurd were these controls, and how he suffered from censorship.236

Sultan. Abdiilhamid II did not only censor Turkish plays. He also censored
European plays that would be staged in Istanbul. Furthermore, he prohibited the
performances of foreign actors, and censored some plays that could implicate the
Ottoman Empire and its sultan in Europe.”” For instance, when one of the famous
actors of the age, Sarah Bernardt (1844-1923) visited Istanbul in 1888, Sultan

Abdiilhamid IT did not want her to perform since she could perform ‘death’ so

rf::alistically.238 Similarly, the famous actor Ernesto Rossi (1897-1967) and his group

could not perform Hamlet, Macbeth, King Lear, Louis XIV or Neron, since these

plays could represent the dethronement of a king.?* The government also censored

4 «ihnirrefik Ahmed Nuri Sekizinci’nin Hayat ve Eserleri,” Tiirk Tiyatrosu, no. 151 (1946), p. 7.

235 «In the plays that were performed back then, it was forbidden to use the words Efendi (Sir) and
Kadm (Woman). Because the word Efendi could be misunderstood by the princes while the word
Kadm by the wife of the sultan. Particularly the words Yi/diz because it relates to the Yildiz Palace,
Burun (Nose) because it might refer to the big nose of Sultan Hamid and Mecrun (Mad) because it
disturbs Sultan Murad which was dethroned, were never mentioned.”

Mehmed Rebii Hatemi Baraz, Ibn-iir Refik Ahmet Nuri Sekizinci (1866-1935) (Ankara: Kiiltiir
Bakanli: Yayimlari, 2001), pp. 18-19.

236 «Back then, I was interrogated because of the one-act comedy I translated, titled “Anatolun
Izdivaci” (The Marriage of Anatol). Because the word Aratol resembles the word Anatolia. (...) ]

struggled very hard to explain that I translated this piece from French and that it had no connection to

Anatolia.” :
ibid., p. 19.

*7 Demirel, “II Abdiilhamid Dnemi Tiyatro Sansiirii ... ve Perdeler Sansiirle Acildy,”, p. 40.
B8 And, Tanzimat ve Istibdat Doneminde Tiirk Tivatrosu, p. 247.
29 ibid, pp. 247-248.
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the international theater groups who travelled to Istanbul ‘just to perform’ ** When
they were censored, however, these international groups still got paid since the
Ottoman sultan did not want to ‘damage’ his international relations.”*! Sultan
Abdiilhamid II’s censorship reached beyond the borders of the Empire as well. e
banned some theater performances staged in Europe. For instance, Sultan
Abdiilhamid II asked the French President Sadi Carnot (1834-1894) and Queen
Victoria (1837-1901) to ban the play ‘Muhammed’, which could create a negative
impression about Islam and its prophet Muhammed.”* But yet, these measures were
not enough for him. Upon the ‘inadequacy of the control’, Sultan Abdiilhamid II
ordered the preparation of a document for the regulation of the theater. In the
Ministry of Education, a committee of ninety-two people gathered and prepared
some legislation for censorship.*® However, this legislation did not sufficiently
regulate the censorship craze either. The officers continued to ban plays that did not
violate the law.

Within the empire, censorship and the ‘fear of the theatre’ reached its peak
with the destruction of a major theatre; Gedikpaga Theater in 1884. Ahmet Midhat’s
plays Cerkes Ozdenleri (The Circassians) and Cengi (Dancer) were staged on
Tuesdays and Thursdays at Gedikpaga Theater. Upon a rumor arguing that the play
Circassians promoted a Circassian rebellion, the theatre was surrounded by four

hundred municipal workers who dismantled it in one night. * In his memoirs, Ahmet
p g

240 ihid.

21 Demirel, “I Abdiithamid Dénemi Tiyatro Sanstiri ... ve Perdeler Sanstirle Acildy,” Toplumsal
Tarih, no. 63 (1999), pp. 40-41.

2 ibid., p. 41.
3 Ror further information, see: And, Tanzimat ve Istibdot Doneminde Tirk Tivatrosy, p. 249,

2 «The plays Cerkez Ozdenleri and Cengi being ordered by his holiness Ahmet Mithat Efendi are
against propriety and morality and as a matter of form, contradictory to Islamic tokens; since the mis-
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Fehim narrates the destruction of the Gedikpasa Theater, ‘the temple of the Turkish
theater’ because of Sultan Abdiithamid II’s groundless fears, and condemns the
regime.”* On the other hand, the famous actor of the day; Ibn-iir Refik Ahmet Nuri
Sekizinci argues that Sultan Abdiilhamid II ordered the destruction of the theater
since he received some news that ‘the emerging opposition called ‘the Young Turks’
were very much influenced by the Gedikpaga Theater, and were organized through
this institution’.**® Ahmet Fehim informs us that after the destruction of the
Gedikpasa Theater, the Ministry of Education sent a notice to the theaters informing
that each and every play staged without the approval of the government would face a
similar punishment.?'47 Subsequently, the fear precluded theater activities in Istanbul

for a while. Moreover, after the destruction of the Gedikpasa Theater, a law

en-scene of these plays are not appropriate, that the previously mentioned plays should never be
performed again and that the officers that were called yesterday be informed about this requirement
ordered by his Holiness Sehremini Devletlii Paga, the minister of police affairs, his highness.”
Tarik, 23 November 1884,

5 «y this period there (in the Gedikpasa Theater) we performed a lot of plays: firstly we performed
Gaye, Seyyid Yahya, Besa, -which we had performed in the First Gedikpasa-, and later Cerkes
Ozdenleri, the last play of Mithat Efendi (1884). However, this last play caused a lot of gossip among
the spies and the media. There were many criticisms. In the end, all of this affected the Palace
differently. It was said:

“A Circassian issue is being created, better said, they want Circassians to be given half-sovereignty.
Meanwhile, Murat Bey and others write a history of the Circassians secretly. This is flagrantly a
preparation for an attempt at rebellion against the Ottoman state and the Ottoman dynasty. The play
must be banned and its creators arrested.” One night Hamdi Bey, Mithat Efend and me - in the house
of Mithat Efendi’s mistress- were having fun. There was a knock on the door. They asked for Mithat
Efendi. He got up and left. We spent the whole night in great terror and depression. In the morning, I
went to the theater, As I was walking down to Gedikpaga slowly, 1 saw that the front of the theater
was crowded by white belted Municipality sergeants. “The end” was coming... I realized the danger
immediately, went back, and found myself near my mother in Uskiidar. From then on, at this old
corner of the Anatolian side, we were waiting for news of the events that were about to take place in
the little theater house hidden in the domed silhouette of Istanbul. At last, we heard that the theater
was abolished upon Sultan Hamid’s groundless fears. The hands that destroyed that place... They
know that the place they destroyed is the first temple of Turkish theater.”

Ahmet Fehim, Sahnede Elli Sene. (Istanbul: Mitos Boyut Yaynlan, 2002), p. 21.

246 «Back in those days, Jeune Turcs were springing up in Europe. The Gedikpaga Theater was
abolished in one night upon the orders of Sultan Hamid who believed that these Jeune Turcs were
mused by the above-mentioned theater. After that (the Ottoman Theater) did performances in
Baglarbasi, in KadikSy and in Sahzadebast during Ramadan under the sweet custody of a violent
censorship.”

“Tbnirrefik Ahmed Nuri Sekizinci’nin Hayat1 ve Eserleri,”, p. 6.

7 Eehim, Sahnede Elli Sene, p. 32.
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prohibited the performance of any Turkish play, leaving the stage only to translated
piays.248

Ahmet Fehim informs us that the officers commissioned to censor the scripts
‘were uncultured, simple-minded and bigoted’ and that they banned whatever they
found ‘dangerous’ including translated scripts which were not political** Fehim also
narrates that the censurers were dominantly radical islamists, and they tried to ban
some plays in the month of Ramadan.”*® Ahmet Fehim’s memoirs can be considered
one of the best sources narrating the government’s fears, paranoia and measures to
control. In another narrative, he explained how the government tried to ban some
words like yidiz’ (the world ‘star’ connoting the imperial palace) even if they were

251

direct translations from French.”" Again, Fehim’s memoirs on Caprastiyan’s efforts

to open a workshop on dance, and the government’s insistence on seeing his

2 por further information, see:; Fehim, Saknede Elli Sene, p. 32; And, Tanzimat ve Istibdat
Déneminde Tirk Tivatrosu, pp. 243-247; Demirel, “II Abdiilhamid Dénemi Tiyatro Sanstiril ... ve
Perdeler Sanstrle Acildy,”, pp. 36-43.

2% 4] canmot move on without telling my concerns and what I had to endure during that period. On the
one hand turbaned basket heads, on the other hand corrupt gerdermaries and in the end censorship.
These three ignorant powers have constantly punched theater and art and knocked them down. For
example, 1 go to the provinces. I get prepared. On my first night, a police officer and one or two
turbaned people stand in front of me and said: “Ramadan is a month of worship. Plays are sinful” and
they ban the plays. Or they say: “Did you come here to bring draught and infertility to our country!”
and they sack you out immediately... In Istanbul on the other hand, the Police Force does not give
permission for Ramadan. On top of that, a trouble maker such as Arap Abdullah who levies tributes
on Sehzadebas: comes into the scene. He robs us,.. What about censer? This is the scariest one! Either
the Ministry of Education, or the police or the medial A censor committee consisting of ignorants, just
to look nice to the Palace, harms you without understanding or knowing the details of the plays.

One day, I never forget, I brought to the committee a play in translation. Anyway it was forbidden to
play native dramas after the destruction of the Gedikpasa Theater. Only plays in translation could be
performed. One of the members of the committee, a representative of the Uskildar Prefacture, a
bearded bigot turned towards me and said: “You should take out all the Arabic words from the
sentences of the priest in this play. Qu’ran is given in Arabic and thus Arabic words are illicit to non-
Muslim tongues.” I was stuck frozen. Fortunately, one or two members did not attend to the advice of
this bigot.”

Fehim, Sakmede Elli Sene, pp. 31-32.

20 ibid., pp. 31-32.

B! «One night I was performing a translated comedy. I said “Your eyes shine like a star” to the
woman across me. fmmediately a couple of policemen dropped in. They called me. Locking straight
at my face, they said: “So it is like the Star (Y1ldiz)!” I showed them the play and said “This is
approved. Censorship has not deleted this sentence.” Then they vamoosed.”

ibid., p. 32.
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approval notice also show that the regime and its policy of censorship were so
narrow-minded that they could not imagine any other kind of performance other than
the performance of the censored plays.?>* By the 1900s, the municipality of {stanbul

banned all popular theater activities in Istanbul. >

All these censorship policies
discouraged the theater, and created not only unemployment, but also a rivalry
among performers. The destruction of the Gedikpasa Theater, the ban on Turkish
plays, censorship and the strict measures of the government tried to make the theater
‘a politically sterilized domain’ through 1884-1908. However, Fehim’s memoirs
portray that destroying the Gedikpasa Theater bﬁiiding made the popular theater and
the performers even more ‘political’.?** This censorship did not diminish but
multiplied the popular theater activities. Considering the theater historian Marvin
Carlson’s statement that ‘every play and its performance connotes its previous
performances, and acts as a ‘memory machine”, one can see that Vatan and the

Cerkes Ozdenleri became symbols of opposition and revolution in the following

255
decades.

32 “Prom the actors, poor Caprastiyan, who was left alone, appeals to the Usktidar Prefacture with a
petition to give dance courses in a saloon above the Vakif Club. He asks for permission to do foot
plays. The district governor calls for Caprastiyan and says:

“Do you have the approved version of this play? If you have, I will give permission, if you do not I
will not fet you do it” Caprastiyan is surprised: “Sit”, he says, “this is a foot play. There is no approval
for this.”

The district governor insists and says: “Bring it so we shall see.” Poor Caprastiyan starts to dance in
front of the governor. Governor starts to shout taking this act as an insult.

He says: “Bring the approved version! There is an order! I cannot give permission to you. Come on,
go away!” and refuses the petition.

These events show the ideas and values of the administrators during that period. I am full of rage
against these people. When the time comes, I do not even want to remember their corpses with good
intentions!”

ibid., p. 32.

3 ibid.

254 “It was only a building which was torn down by four hundred people with the order of the Palace.
To the contrary, theater, was rooted and settled in the spirits and minds more than ever. We, the
actors, started to be more influental during this period.”

ibid., p. 22.

23 Carlson, The Haunted Stage, p. 2.
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Although the popular theaters were ‘politically sterilized’, and lost the
political power they gained with the ‘ Vatan Incident’, once the Gedikpaga Theater
was destroyed, the ‘imperial control’ took over all the theater activities. The day after
the destruction of the Gedikpasa Theater, Sultan Abdiilhamid II employed ‘the
Gedikpasa team’ in the Palace. The playwright Ahmet Mithad was appointed as the
secretary of the quarantine in the Palace. > The director of the Gedikpasa Theater,
Giilli Agop was appointed as the director of the Yildiz Theater. Moreover, he
converted to Islam, took the name ‘Yakup Efendi’, and acquired a military rank in
the Palace.”’ One of the prominent actors of the Gedikpasa Theater, Mmakyan
Efendi was appointed as the stage manager of the Palace theatre.”*® Unlike Agop
Vartoviyan (Giilli Agop), Mmakyan Efendi refused to convert to Islam.”*

Sultan Abdiilhamid II’s policy toward the containment of the popular theatre
was a complicated one. He saw theater as a central institution of ‘progress and
civilization’, so he ordered the construction of a theater in the Palace, and he
frequently used this theater for diplomatic purposes. On the other hand, the ‘Vatar
Incident’ and the ‘political danger’ of the theater scared him; therefore, he wanted to
limit the theater within the borders of the imperial palace. Destruction of the
Gedikpasa Theater, the main stage of Istanbul, and his later appropriation of the
Gedikpasa team in the Palace illustrate his paradoxical policies towards theater.

A very interesting aspect of the ‘censored era” was Ahmet Vefik Pasa’s

patronage of the theater in Bursa.”® Ahmet Vefik Pasa was a theatre lover, and

26 Rehim, Sahnede Elli Sene, p. 22.

237 Sevengil, Tirk Tiyatrosu Tarihi, p. 46.

8 ibid., p. 47.

2? Dermirel, “If Abdiilhamid Donemi Tiyatro Sansiirii ... ve Perdeler Sansiirle Acildy,”, p. 38.
0 Ahmet Vefik Paga was the governor of Bursa between the years 1878-1882.
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translated thirty-four plays of Moliére into Turkish.”*! Some of the performers
suffering from the irrational censorship in Istanbul took refuge in Bursa in the theater
constructed by Ahmet Vefik Paga. Ahmet Vefik Pasa was both a representative of the
government and a reformist Ottoman intellectual. His stance promoting the theatre in
Bursa showed, in a way, that there was also a growing opposition to the sultan’s
policies in his own entourage. Ahmet Vefik Paga’s encouragement of the theater did
not last long, however. In 1882, Ahmet Vefik Paga was removed from office with an
imperial degree and was given another position in the Palace. >

A leading Ottoman intellectual and playwright of the era, Namik Kemal also
suffered from a similar policy of exile. When Sultan Abdiilhamid II heard a rumor
arguing that Namik Kemal was trying to dethrone him, he ordered the grand vizier
Midhat Paga to exile Namik Kemal. However, Midhat Pasa did not obey the order.
Subsequently, Sultan Abdiilhamid II exiled Midhat Paga on 5 February 1877, and

7.2 Especially these last two

imprisoned Namik Kemal on 9 February 187
intellectual figures became ‘heroes’ in post-revolutionary theater scripts. As will be
discussed later, these two figures were portrayed as heroic fighters against Sultan
Abdiilhamid II’s ‘tyranny’ in the post-revolutionary theater.

Again, a comparable theater patronage was that of the governor of Adana,
Ziya Pasa (1825-1880). Ziya Pasa, a lover of theatre, ordered the construction of a

theater and a theater troupe in Adana in 1880.%% However, he died after a short while

and managed to remain “untouched’ by Sultan Abdtilhamid II’s exile policies.

81 sevengil, Tanzimat Tivatrosu, p. 133; Sevengil, Tark Tiyatrosu, p. 10.
262 Sevengil, Tanzimat Tivatrosu, pp. 127-132.
263 Thalasso, “Le Théatre Turc,”, p. 376 ; Sevengil, Tanzimat Tiyatrosu, pp. 234-239.

%% Sevengil, Tanzimat Tivatrosu, p. 144.
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When we consider Sultan Abdiilhamid II’s policies towards tﬁe patrons and
performers of the popular theater, it would not be wrong to argue that he either
distanced them from Istanbul, or employed them in the imperial Palace.

All in all, I can argue that the strict censorship policies towards the theater,
the destruction of the Gedikpaga Theater by the Ottoman government, and the
employment of its team in the Palace demonstrate the importance attributed to the
control of the theater in order to keep the social order. Furthermore, demolishing the
theater (on the premise that ‘it can create a Circassian upheaval’) displays the strong
conviction that the theater was influential in shaping the public opinion, The ‘ Vatan
incident’, the censorship policies, and the destruction of the Gedikpasa Theater, in
other words, the containment of the popular theatre demonstrate that the Ottoman
theater was able to cause political tension by the 1880s and 1890s. This observation
challenges the traditional narratives of the two masters of the theatre history, Metin
And and Refik Ahmet Sevengil who date the ‘politicization of the theater” to 1908,
that is, to the declaration of the Second Constitution. Although it is true that the
political theater was consolidated in the constitutionalist era, it gained a symbolic
importance for the politics of opposition with these two theater ‘incidents’ of the
1870s and 1880s. Moreover, the narratives of the performers show that Sultan
Abdiithamid II’s policies of oppression created a feeling of ‘revengefulness’ towards
the regime.z65 After the Young Turk Revolution of 1908, theatre -which was already
politicized- blossomed under the patronage of the Committee of Union and Progress
and became one of the fundamental institutions to disseminate the ideologies of the

revolutionaries.

265 «I amn full of rage against these people. When the time comes, I do not even want to remember their
corpses with good intentions!™
Fehim, Sahnede Eilli Sene, p. 32.
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Namuk Kemal, his plays, the ‘Vatan Incident’ and the ‘Gedikpasa Incident’

then became symbols of oppression and resistance in the popular Ottoman theater.
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CHAPTER VI

LEGITIMIZING THE NEW REGIME:
OLD REPERTOIRES, NEW FORMS OF SPECTACLES

The history of revolutionary theatre was a complex story of shifting
relations to representation, micro-contests over interpretation, struggles
over authority, and constructions and deconstructions of political and
cultural identities. (...) And theatre, perhaps more than any other
cultural institution, illuminates the contingency, rather than the
historical necessity or coherence, of the revolution and of its effects
and thus the degree to which its participants were shaped by events
even as they shaped them.”®® (Susan Maslan)

To understand how “Ottofnan Revolutionary theatre™ was situated withi.n the politics
of its time, one should begin by exploring the historical milieu of the declaration of
the Second Constitution (23 July 1908) known as ‘the Ottornan Revolution of 1908’
or ‘the Young Turk Revolution’. A brief review of the historiography on the
Ottoman Revolutionary theater shows that the strict periodization laid out so far by
scholars like Refik Ahmet Sevengil, Metin And, Enver Tore, and Alemdar Yalgin
tends to oversimplify its complex and gradual development. Taking a comparative
perspective based on exemplaries of other similar and contemporaneous
‘revolutionary theaters’, this chapter will try to show how similar ‘theatre epidemics’
were created and experienced in France, Russia and Iran. This comparative
perspective was useful in situating the Ottoman experience into its own historical
context which embraced the masses under the patronage of the CUP. The memoirs of
the actors, and the accounts of daily newspapers clearly show the growth of popular

interest in the ‘pageants’ of Vatan and Besa.

288 Maslan, Revolutionary Acts, pp. 7-8.
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The Historical Milieu of the Young Turk Revolution

The history of the Hamidian and Young Turk eras has been the two most influential
political experiences of the turn of the nineteenth century in terms of showing the
reception of modernity by both state and society. The complexities of these eras had
many dimensions including Sultan Abdiilhamid II’s oppression which could be felt
in each and every aspect of the social life, the spread of the nationalist feelings
around the Empire, and the changing international power relations. As thoroughly
analyzed by historian Feroz Ahmad, the deterioration of Ottoman politics and
economy rapidly found expression in the formation of a secret political organization
in 1889 known as the Committee of Union and Progr(:‘ss.267 Junior officers and civil
servants who joined this anti-Hamidian movement aimed at overthrowing the
Hamidian autocracy and restore the constitution shelved in 1878. However, this was
only intended as a prelude to a social revolution designed to place the lower middle
class, to which most Young Turks belonged, in a position of power and influence
within the new regime. Indeed, as Ahmad further argues they differed from the
senior officers, who, like the high burcaucrats, wanted only a constitutional
monarchy and had no desire to see Turkish society undergo a social revolution.*®®
During these decades, theater did not only reflect the progressive
marginalization of Ottoman intellectuals and enable them to disseminate their ideas

and gather support, but also provided a means of expression and a space for the

formation of the Unionist ideology.® When on 23 July 1908, the Committee of

267 Feroz Ahmad, The Making of Modern Turkey (London, New York: Routledge, 1993}, p. 30.
26 ibid., pp. 5-6.

269 Also see: Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical
Ideas in and between Beirut, Cairo, and Alexandria, 1860-1914,” pp. 96-176.
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Union and P;ogress succeeded to ‘persuade’ Sultan Abdtilhamid 1I to promulgate the
constitution for the second time, public reaction in Istanbul was one of tremendous
joy and relief, leading people from all walks of life to celebrate in the sireets. As
Feroz Ahmad reminds us, once the censorship was lifted, newspapers and magazines
representing all the communities of the empire and a wide assortment of opinions
flooded the market to satisfy the curiosity of an eager public.*”® In many places,
including the capital, people targeted the representatives of the old regime, forcing
the dismissal of officials and hunting down known members of the espionage
system.””! The political exiles also began to return to the capital.

Young Turks rapidly adopted an agenda of social reform after the Revolution
of 1908. As Feroz Ahmad puts it, “the Young Turks experimented with virtually
every sphere of life, hardly anything was left untouched.””* They not only changed
the political system but also attempted to refashion society by borrowing more freely
from the West than ever before. The Young Turk movement, however, composed of
joined forces to overthrow the Hamidian regime, was itself divided. Ottoman
historians usually divide the ideological movement into two principal groups, the
Liberals and the Unionists. In Feroz Ahmad’s terms, the liberals generally belonged
to the upper classes of the Ottoman society: ‘they were well educated, Westernized,
cosmopolitan and comfortable with a foreign language and culture, usually
French.?™ As supporters of the constitutional monarchy, their ideology was

Ottomanism, a dynastic patriotism to which all religious and ethnic communities

20 Atad, The Making of Modern Turkey, p. 31.
2 riwcher, Turkey: A Modern History, p. 93
22 Ahmad, The Making of Modern Turkey, p.32.

I ibid., p. 34.
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could owe allegiance without sacrificing their own narrower aims and aspirations.
On the other hand, the Unionist members of the CUP were also constitutionalists and
supported a political regime similar to the one envisaged by the liberals. But in
contrast to the liberals, the Unionists came from what might be described in Western
term as the ‘lower middle class’, the class which had suffered the consequences of
progressive integration into the world market due to the erosion of the indigenous
economy. Indeed, the power relations and the ideological struggles of these different
groups were more complex than I could explain above. Feroz Ahmad’s words
thoroughly summarizes the issue: “In the transitional period which began in July
1908, there was a latent struggle for power between the sultan, supported by
conservatives and reactionaries, the high bureaucrats, supported by the liberals, and
the Unionists who relied on their organizational strength in the army and society at

large s 274

Rethinking the Periodization of the Ottoman Revolutionary Theater

Pioneers. of the Turkish theater history, like Metin And and Ahmet Refik Sevengil

periodize the history of the Ottoman ‘Western-style theater” under two distinct

5275

categories: ‘Theater of the Tanzimat Era’”"> (Tanzimat Tiyatrosu) and ‘Theater of the
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Constitutionalist Era’ (Megrutiyet Tiyatrosu).””> While Sevengil chooses to focus on

™ ibid., p. 35.

5 Refik Ahmet Sevengil, Tanzimat Tiyatrosu, (istanbul: Milli Egitim Basim Evi, 1961), Metin And,
Tanzimat ve Istibdat Doneminde Tirk Tivatrosu, (Tirkiye I3 Bankas: Kiiltlir Yaymnlart, Ankara,
1972).

76 Refik Ahmet Sevengil, Mesrutiyet Tivatrosu, (Istanbul: Milli Egitim Basim Evi, 1968), Metin
And, Megrutivet Doneminde Tirk Tiyatrosu, (Ankara: Tiirkiye I3 Bankas: Killtir Yaymlan, 1971).
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theater troupes rather than a chronological line, Metin And’s narrative was
constructed with classifications and periodizations. According to Metin And, the
‘revolutionary theater’ started with the declaration of the Second Constitution in
1908, and ended with the declaration of the Turkish Republic in 1923.”"" In a more
recent historical review, Alemdar Yalcin also follows Metin And’s periodization for
the Constitutionalist theater as (1908-1923), but rather focuses on the literary sides of
the plays written between 1908-1914.%7® Another theater historian Enver Tére also
respects Metin And’s periodization, but rather focuses on the bibliographies
produced by playwrights who wrote plays between 1908-1923.2” Bilge Seckin’s
master’s thesis, however, periodize the ‘revolutionary theater’ between the
declaration of the Second Constitution (23 July 1908), and the Counter-Revolution
(13 April 1909) known as the ‘31 March Incident® **°

In the light of new research, it 1s now possible to revisit the established
periodization of the so-called ‘Ottoman revolutionary theater’ of the Constitutionalist
era. An analysis of the newspapers, memoirs and play-scripts shows that a strict
periodization of the era underestimates the gradual formation of the Ottoman popular
and political theater. To date the beginning of ‘the revolutionary theater’ to 1908 was
problematic mainly for two reasons. Firstly, the memoirs of the actors and
playwrights clearly document an increasing public interest in popular theatre with
political themes prior to 1908. Secondly, as many of the plays staged after 1908

belonged to the Tanzimat era, making a strict division between the Tanzimar theater

17 And, Megrutivet Doneminde Tiirk Tiyatrosu, p. 10. .

8 Alemdar Yalgm, I Mesrutivette Tivatro Edebiyat: Tarihi (Ankara: Akcag Basm Yaym, 2002).
¥ Enver Tore, fkinci Megrutivet Tivatrosu Yazarlar — Piyesler (Istanbul : DUY AP, 2006).

28 ee: Bilge Seckin, “Staging the Revolution” (Master’s Thesis, Bogazici University, 2007).
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and Revolutionary theater would be rather misleading. To date the end of
‘revolutionary theater’ to 1909, to 1914, or to 1923 also proves to be problematic,
since these dates did not ‘end’ the revolutionary theater but rather changed its nature.
Therefore, the following lines will touch upon this methodological problem, and
argue that the transformation of theater was a gradual process, underlining the fact
that the earlier periodizations oversimplify the complex development of theater in the
late Ottoman world.

While ‘whether the declaration of the Second Constitution was a ‘revolution’
or not’ is a subject of debate, one can easily state that there was indeed a revolution
in the domain of theater very similar to the theatrical responses to the French and the
Russian Revolutions.

Indeed, as mentioned in the previous chapters, theater had already become a
political institution in the reign of Sultan Abdiilaziz. In the subsequent decades,
theater developed as a public sphere, parallel to the development of the
coffeehouses.”®! Both the coffeehouse culture, and the shadow theater culture, which
was based on political satire, flelped the theater to gain its power to influence public
opinton. Considering all these cultural and social factors, one cannot claim that the
revolution ‘created a political theater’. However, what the Revolution of 1908
accomplished was to use the popular theater to mobilize the masses as a means of
propaganda. Therefore, we can speak of a ‘revolutionary theater’, which was used by
the CUP to persuade the masses, especially the illiterate, on the righteousness of the

new regime. On the other hand, the politicization of the repertoire and the creation of

3 For further information on the coffeehouses, see: Ralph Hattox, Coffee and Cofechouses: The
Origins of a Social Beverage in the Medieval Near East (Seattle; University of Washington Press,
1995).
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a new genre of theater representing the ‘tyranny of Sultan Abdiilhamid IT° could only
emerge after the dethronement of the Sultan Abdiilhamid IT in 1909.

In his memoirs, Ahmet Fehim comments on the effects of the destruction of
the Gedikpasa Theater. He underlines that the strict censorship policies did not only
create unemployment, but also triggered a sense of revenge among the actors who
took refuge in other towns to find jobs and establish theaters.

What four hundred people, with the order of the Palace, destroyed and

tore down was only one building (Gedikpasa Theater). Theater, on the

contrary, was rooted in souls and in brains. We, the thespian people,

became more influential in this period. (...) They had destroyed our

theatre, our home, as well. We scattered everywhere and enlightened

the most desolate places of the country with the torches of theater.?*2

The destruction of the Gedikpagsa Theater brought a change in the organization of
theater groups based in Istanbul. As Ahmet Fehim’s memoirs show, these troupes
began to tour in different cities of the Ottoman Empire. For instance, Ahmet Fehim
and a group of actors formed a traveling troupe and went first to Salonika, then
passed to Edirne where they helped the establishment of a theater.®® Later, they also
performed in Trabzon, Ordu and Samsun. Financial conflicts often divided their
troupes. Ahmet Fehim and some of the remaining actors travelled to Canakkale,
Bozcaada, and Midilli, yet again suffering from financial difficulties, they joined
~ Fasulyeciyan once more in Tekirdag, and continued to perform in Corlu and in
Kirklareli. Afterwards, Ahmet Fehim decided to take a new turn and went to Ankara
in search of new jobs. He first worked in the Kocamanoglu Theater, then in the

Cenderecioglu Theater. Subsequently, another period of unemployment followed:

Ahmet Fehim took a tour in the Black Sea region and performed first in Samsun,

™2 Behim, Sahnede Elli Sene, p. 22.

™3 They were: Fasulyeciyan, Hiranus Hanum, Sofi, Kér Mari and Binemeciyan. Fehim, Sahnede Elli
Sene, p. 22.
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then in Unye, and later in Giresun. After this tour, he joined the theater troupe of
Minakyan Efendi, and visited the Aegean region. This time, they performed in Izmir,
Salonika, Iskece, and Kavala. The mobility of the theater troupes around different
towns and cities of the Empire was certainly an outcome of the fall of the Gedikpasa
Theater. What came out of this transition, however, was the formation of a ‘theater
culture’ in provincial capitals and towns, which, in a way, simulated the ‘coffee-
house culture’ as a new entertainment platform. The rising popularity of these
troupes helped the emergence of a new marketplace for the consumption of the
theater around 1900s. Ahmet Fehim, for instance, returned to Istanbul and founded
his own group: ‘Ahmet Fehim Toplulugu (Ahmet Fehim’s Troupe).mr

Ahmet Fehim’s memoirs clearly demonstrate that after the devastation of the
Gedikpaga Theater, which staged a political tension if not a political script, theater
became a new sphere for the formation of public opinion. Moreover, his narrative
shows that theater troupes had played almost a ‘missionary’ role in spreading a
certain tradition of ‘going to the theater’, which was perceived in the provinces as a
Western and modern behavior. Despite the obvious financial interest, these troupes
also gave public training to the general audience, and contributed a great deal to the
establishment of a new public space which functioned in a very similar way to the
one formed via the coffee-houses.

Ahmet Fehim’s memoirs offer us a narrative which illustrates how theater
troupes prior to 1908 travelled all around the country, disseminated the ideas of
Ottomanism and Westernization through the theater, particularly through staging the
play scripts of Namik Kemal, and created an audience that would support them.

Therefore, I argue that the Committee of Union and Progress, and the Revolution of

?% ibid., pp.24 -120.
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1908 did not “discover’ or ‘invent’ a revolutionary theater as a means of political
mobilization, but rather used an already established institution: Theater and its
potential power to legitimize ideologies.

In her dissertation The Levantine Trajectories, TTham Khuri Makdisi
illustrates how theater becomes a new kind of popular entertainment by the 1900s in
the Ottoman world. Looking at the development of theater in Beirut, Cairo and
Alexandria, Makdisi makes the following comments:

The number of plays written or translated by intellectuals and ‘regular’

bourgeois alike, the quest, by average citizens, for rehearsal space, the

sheer volume of pages devoted to discussing theatrical matters in the

press or in municipal reports, all these aspects give a sense of the

theater’s importance and ubiquity in the lives of elites and non-elites at

the begim}in% of the twentieth century in Beirut, Cairo and

Alexandria.®®
It was also important to remember that the plays staged after the declaration of the
Second Constitution were literary products of the Tanzimat era, suppressed in the
Hamidian period. The plays of Namik Kemal gained a particular symbolic meaning
during this era, even though their contents were ‘politically sterilized’ under the
censorship. The joy of the revolution was reflected on the stage with the famous
plays written during the reign of the martial law. Besides Namik Kemal, plays
written by Semseddin Sami (1850-1904) and Abdiilhak Hamit (1852-1937) were also
among the most popular ones.”®® Needless to mention, Namik Kemal’s plays
dominated the repertoire of the ‘revolutionary theater’. The play: Vatan yahud
Silistre (Fatherland or Slistra) which premiered with the ‘Vatan Incident’ of 1873

was soon staged by different troupes in a number of places, and became the symbol

of the revolution. Other plays that Namik Kemal wrote while on exile (Giilnihal, Akif

5 Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914,” p. 104.

26 And, Megsrutivet Déneminde Tirk Tivatrosu, pp. 115-120,
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Bey, Celalettin Hazemgah, and Zavallt Cocuk (The Poor Child) became extremely
popular in the days that followed the Revolution.”*’

Namik Kemal’s plays did not only dominate the repertoire of the
‘revolutionary theater’, but also shaped the structures of the post-revolutionary
seripts.”®® For instance, the phrase “Will the hell break loose?” that Abdullah Cavus,
a main character in Varan repeats after each sentence set a pattern for other
revolutionary plays. Selecting a phrase and repeating it after cach sentence was thus
copied by a number of scripts written after Vatan. Again, the fact that Zekiye,
Vatan’s heroine, was dressed like a man to accompany his lover in the battle front
also set a trend for ‘masculinization for the love of the nation.” Yet again, in the
Zavall: Cocuk (The Poor Child), two lovers die before uniting, and this pattern
becomes a literary element for a number of plays.289 Another legacy of Vatan yahud
Silistre can be seen in the titles of the scripts written after the declaration of the
Second Constitution. Most of the theater scripts written after the Revolution of 1908
adopted the word ‘yahud’ (or) in their titles to allude to Vatan yahud Silistre
(Fatherland or Slistra).”® The names of the plays written after the Revolution of
1908 used the word ‘or’ to add an additional title to the plays. The second title
usually explains ‘the theme’ of the play, and aims to further inform the audience

about its thematic content before the performance.”’

#7 ibid., pp. 116-118.

8 For further information, see: Didem Ardali Bilylikarman, “Tiirk Tiyatro Edebiyatinda Vatan
Kavrami (1860-1940),” (Phd Diss. Marmara University, 2007).

2 For further information, see: And, Megrutiyet Doneminde Tirk Tiyatrosu, pp. 116-119.

0 por further information, see: Cem Sems Ttimer, “19. Yiizyrl Metinlerinde Geleneksel Bir Tercih:
“Yahut”lu Baghk Kaliplasmas1,” Turkish Studies, no. 3 (2008), pp. 380-398.

P! Some examples are: “Istibdatin Vahgetleri Yahut Bir Fedainin Oliimii”, “Bir Hafiye Ailesi Yahut
Mazlume-i Istibdat”, “Geng Zabit Yahut Istibdat Zutimleri”, “Istibdatin Son Giinii Yohut Zavall
Valide”, “Cemiyet-i Hafive Iskenceleri Yahut Bir Segtizest-i Hunin”, “Hafive Darbesi Yahut Bir Kizin
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The majority of plays written after 1909 represented ‘the tyranny of the
ancien regime, and glorified the CUP. Although these plays which condemned the
old regime were numerous, it is difficult to say that they reached a large audience.
One can state, however, that the plays, novels, histories and newspapers of the age
were all very influential in the formation of public opinion about the tyranny of the
ancien regime.292 On the other hand, Namik Kemal’s plays were not the only ones
reflecting ‘the joy of the revolution’. Semseddin Samti’s Besa Yahut Ahde Vefa
(Pledge or the Oath of Fidelity), and Gave ile Seydi Yahya (Gave and Seydi Yahya,),
Mehmet Rifat’s Pakdamen, and Ya Gazi Ya Sehid (Veteran or Martyr); Ebuzziya
Tevfik’s Ecel-i Kaza (The Time of Death); and Ahmet Mithat Efendi’s Cengi
(Dancer) were all written in the second half of the nineteenth century and staged after
the Revolution of 1908.%%

It is also important to remember that the repertoi_re of the plays staged right in
the aftermath of the Young Turk Revolution did not display such an anti-Hamidian
stance. Ironically, the ‘joy of the revolution’ was celebrated with the plays of the old
regime. The main difference, however, was the emphasis put on certain terminology.

Words like ‘nationalism,” ‘Ottomanism’ and ‘constitutionalism’ censored before the

Intikamy” , “Hurs-1 Saltanat Yahut Intikam-1 Megru-1 Millet”, “Bekir Aga Bolugi Facialar: Yahut
Serair-i Istibdattan Bir Nebze” , “Sevda-yt Medfun Yahut Safahat-1 Istibdat” etc... Tlimer, “19. Yiizyil
Metinlerinde Geleneksel Bir Tercih,” pp. 380-398.

2 This public opinion was so strong that it still echoes today, and shapes the historiography of the
late Ottoman Emmpire. I believe that the public opinion created via the performances and the
publications which defines the old regime as a “tyranny’ shaped the historical discourse which shows
the imperial rule (and particularly the rule of Sultan Abdiithamid IT) as ‘oppression and tyranny’, and
the reign of the CUP as ‘freedom, and democracy’.

3 For further information, see: And, Megrutiyet Doneminde Tirk Tivatrosu, p. 118.

110



revolution were now overemphasized after the revolution, a fact that makes it
difficult to date ‘revolutionary theater’ to 1908.**

The popularity of Vatan afier the declaration of the Second Constitution
created a new market for the political theater, and set a trend for the politicization of
the repertoire. In this milien, the post-revolutionary scripts judging the old regime,
and the popular culture which produces them introduced the new theater genre of
“milli facia” (national tragedy). The politicization of the repertoire did not end at a
certain point but got transformed within the political events shaping the atmosphere
of the day. In the eve of the First World War, for instance, the repertoire changed in
such a way that the plays encouraged people to fight by staging the previous military
successes. After the First World War in 1918, the same genre targeted the CUP
leaders on stage, framing them as responsible for the loss of War. Again, after the
declaration of the Turkish Republic in 1923, theater was used to construct a historical
discourse glorifying the national leader, Mustafa Kemal (1881-1938), and
representing the Ottoman history as a history of oppression and corruption.
Therefore, it would be misleading to ‘end’ the ‘revolutionary theater’ in 1914, 1918,
or 1923. The politicization of the repertoire did not end at a certain point but got
transformed within the political events shaping the atmosphere of the day.*** All in

all, I believe that the incorporation of theater into the politics was a gradual process.

The ‘revolutionary theater’ had its own organization and political power before the

% As there was no ‘beginning’ of the revolutionary theater, there was also no ‘ending’. The theater of
post-1908 era established the tradition of a ‘political theater” which does not only represent the
historical and political situations, but also becomes a part of it in Turkey. This kind of theater was
revived after the major political events like the First World War, the declaration of the Republic in
1923, and the first coup d’¢tat of 1360.

3 The theater activities following the first coup d’état of 1960 also resembles the ones following the
Revolution of 1908. After the coup of 1960, theater was used as a public space where the workers
strike and unionization found its first organizations. Between the first two coup d’etats, hence
between the years 1960- 1971, the theater, as a public space, witnessed the radicalism of both lefiist
and rightist politics.
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declaration of the Second Constitution. The repertoire of the revolutionary theater
itself clearly demonstrates that this was not a new genre. On the other hand, what the
revolution accomplished was the invention of mass spectacles and philanthropic
organizations that would legitimize the rule of the CUP. This new market produced

its own genre after 1909.

Putting Ottoman Revolutionary Theater in a Comparative Perspective:

The Cases of French, Russian and Iranian Revolutionary Theaters

In the days following the Revolution of 1908, the stage actually served to legitimize
the new regime by the Unionist intellectuals. This effort of the intellectuals (most of
whom were francophone) came precisely through an internalization of the French
Revolution. They also happened to be the main participants of the revolution process
as playwrights, actors and spectators. As historian Makdisi stated, ‘in the first years
of the twentieth century, the French Revolution and Marseillaise had been
appropriated to the local stage.” Indeed, when we look at the performances of Vatan,
after the declaration of the Second Constitution, we can see that most of the
performances were introduced with Marseillaise. Makdisi further argued that thanks
to theatre, radicals and aspiring revolutionaries throughout the Ottoman Empire
began to engage in role-playing on stage, assigning themselves the roles of Saint-
Just, Danton, and Robespierre. Accordingly, ‘the stage did not only serve to
disseminate these concepts to a larger audience, but it also allowed the masses to
learn from their past in the Revolution, and rehearse their roles as the revolutionary
crowd’.® Therefore, Makdisi stated that “theater was pivotal in allowing radicals

and masses to imagine, to rehearse, to live and to glorify the revolution’:

%% Makdisi, “The Levantine Trajectories: The Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo, and Alexandria, 1860-1914,” p. 148.
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If these thinkers could only fantasize about their own revolution in the

first few years of the twentieth century, by 1908 the dream had

become reality. The Young Turk Revolution brought with it a

constitution, general euphoria, and a series of plays celebrating it onto

the Egyptian and Syrian markets.””

In the post-revolutionary Ottoman theater, just like it had been in the French
revolutionary theater, “regular” people were recruited beforehand to act in the role of
the revolutionary crowd or people’s army in these plays.””® Considering these
similarities, one can argue that the Ottoman Revolution did not only take the mottos
of the French Revolution: “Liberté, Egalité et Fraternité”, but also its model of the
post-revolutionary theater.

When we examine the post-revolutionary theater in France, we can see that
theatre was affected tremendously by the social turbulence of the decade of the
French Revolution. Graham Rodmell, working on the French Revolution, reminds us
that it was a period of frantic dramatic activity as new drama numbered in the
thousands and new theatres in the hundreds.”® As historian Paul Friedland puts it,
‘The theatricality in the French society during the Revolution was remarkable. The
increase in the number of theatres alone was astonishing: in two years from 1789-
1791, the number of theatres in Paris tripled.”** Similarly, historian and literary
critic Susan Maslan reminds us that ‘at least one thousand new plays were written

and performed, approximately fifty new theatres opened, and there were roughly

twenty five theatrical performances every day in Paris during the Revolutionary

#7ibid., p. 150.

™ See the mass performances of Vatan in the following part, Also see: Makdisi, “The Levantine
Trajectories: The Formulation and Dissemination of Radical Ideas in and between Beirut, Cairo, and
Alexandria, 1860-1914,” p. 151

2 Rodmell, French Drama of the Revolutionary Years, p.1.

¥ Priedland, Political Actors, p.1.
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decade.’®! Just like it has been in France, the theater boomed after the Ottoman
Revolution of 1908, and the Russian Revolution of 1917. But, besides the ‘theater
epidemic’ thét major revolutions created, a radical transformation in the nature of the
theatre was also experienced through the French Revolution. As Friedland
mentioned, ‘with the French Revolution, the worlds of theater and politics
intermingled’. The rules seemed to have changed almost overnight with the
Revolution. Dramatic actors who only a few months before had been social and
political outcasts in an old regime that officially regarded their crafts as profane were
elected to powerful military positions.’** Friedland further argued that ‘while
politicians were being unmasked as actors, dramatic actors were themselves being
denounced by both the political left and right as being secret agents of the other.
Moreover, his work informs us that during the Reign of Terror, suspicions about
actors’ political allegiances led to large-scale imprisonment of actors in Paris as well
as in the provinces.

A very important aspect of the revolutionary theater both in the Ottoman and
in the French cases was their similarifies in the ‘theatricality of their political life’
during the Revolutionary era. In both cases, the parliament itself operated as a ‘stage’
with its political actors giving speeches and its audiences applauding their oratory
performance. Another theatrical aspect of the political ground was undoubtedly the
ways in which these revolutions were celebrated. In the Ottoman case, when Resneli
Niyazi had left the Sultan’s army to go up to the mountains, this had become the
symbol of the Young Turk Revolution. Resneli Niyazi also had a domestic deer,

following him wherever he went. Both his leaving for the mountains and strolling

1 Maslan, Revolutionary Acts, p.15.

2 Friedland, Political Actors, p. 2
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around with his famous deer were extravagant acts embodying theatrical elements.
The Revolution of 1908 in Macedonia was also highly ‘theatrical’. In the French
case, as Friedland argues the most striking example of the theatricalization of politics
was the way the debates in the National Assembly were ‘staged’. There, the
Assembly building was organized in such a way that the audience attended the
sessions with the nation’s representatives. Even before the National Assembly had
officially come into existence, the deputies of the Third Estate had distinguished
themselves from the deputies of the first two estates by breaking with tradition and
allowing an audience to witness their debates.’® In both cases, the revolution
changed the form in which political representation was practiced. For the Ottoman
intellectuals, and for the ruling group (Young Turks and their political organization,
the Committee of Union and Progress), the French Revolutionary theatre represented
the example of creating a public space where the mass culture and the mass politics
could interact.

The experience of pageants and mass performances of the French Revolution
were not only adoptéd by the Ottoman Revolution, but also by the Russian
Revolution in the early twentieth century. Just like the Ottoman and the French
Revolutions, the Russian Revolution was followed with a ‘theatre epidemic’, In his
book Revolutionary Theater on Russian theatre, Robert Leach explains this concepts
as follows: ‘In conditions of enormous hardship, of starvation and cold, during the
dislocation of society and the dangers of lawlessness, the demand for plays and for
dramatic activity was almost insatiable.”*™ Like in the Ottoman post-revolutionary

theater, the typical drama of the Russian ‘theatre epidemic’ was geared to

3 Friedland, Political Actors, p- 180.

3 Leach, Revolutionary Theatre, p. 36.
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propaganda purposes. As Leach stated, these plays lacked intellectual talent and art,
and used on stage mostly peasants and workers. Again, most of the plays were staged
as mass spectacles, which clarified several elements of the revolutionary theatre:

In terms of content, political tendentiousness was now not only

acceptable but became a generating force, especially in its use of

popular heroes. The spatial distinction between performance area and

auditorium was typically blurred. Furthermore, the mass spectacles

convinced many theatre workers that they could contribute to the

building of the new society through their profession. **
Taking these factors into consideration, Leach argues that the theatre’s potential for

social intervention was established.’*

One of the most famous examples of the
Russian pageants was the perforinaﬁce of Nikolai Evreinoff’s The Sr;rming of the
Winter Palace in 1920. It involved more than eight thousand participants, army units,
armored cars and trucks, even a battleship, and was played before an audience of

d.** These mass spectacles actually reflected the

more than a hundred thousan
transformation of the Russian society. Indeed, what distanced theaters from their
courtly status and turned them into mass spectacles was this transformation.>®® After
Lenin’s death (1924), the revolutionary period was symbolically at an end. Even
though the revolutionary theatre did not disappear, it eventually faded from 1924
onwards.

Besides the Russian and French Revolutions, which were followed by a

‘theater epidemic’, another model for the Ottoman revolutionary theater was the

theater activities held during the Iranian Constitutional Revolution which took place

3% ibid., p. 50.
6 ibid.,p. 50.

%7 Carlson, Performance: A Critical Introduction, p. 97.

8 For further information, sce: Frame, The St. Petersburg Imperial Theaters, p. 17
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between 1905 and 1911.>% This revolution which led to the establishment of a
parliament and eventually to the dissolution of the Qajar dynasty carried important
political resemblances to the Ottoman case. In other words, the Iranian Constitutional
Revolution no doubt was a ‘source of influence’ for the Ottomans, especially in the
political uses of the theatre. In his book The History of Theater in Iran, Willem Floor
calls attention to the new boost to the modern theater. Floor argues that the power of
the theater had grabbed the imagination of many deputies so that the draft law for the
newly established municipalities had as one of its aims to create theaters.*'?

In Tran, it was strongly believed that the theater was one of the vehicles to
diffuse the reformist and the constitutionalist ideas among the population at large.
‘The reformists wanted to express their desire for political freedom and their other
ideals via theater. When compared to the French, Ottoman and Russian Revolutions,
however, the post-revolutionary theater in Iran could not grow stronger and lost its
original zeal. Another important difference lay in the fact that the Iranian theater
could not create its own political repertoire, and mostly adopted foreign plays.
Namik Kemal’s Vatan yahud Silistre had a particular importance among these
adaptations. The popular performances of Vatan between 1908-1914 in Iran showed
the strength of the newly developed Ottoman popular theatre.>"!

All these four revolutionary theatres had one common aim: to create public

opinion! The theatre became one of the main platforms where public opinion took

3 For a detailed historical review on Iran’s Constitutional Revolution, see: Mangol Bayat, fran’s
First Revolution: Shi’ism and the Constitutional Revolution of 1905 —1909 (New York; Oxford:
Oxford University Press, 1991); Edward G. Browne, The Persian Revolution of 1905-1909
(Washington: Mage Publishers, 1995); Janet Afary, The Iranian Constitutional Revolution, 1906~
1911" (New York: Columbia University Press, 1996).

31 Floor, The History of Theater in Iran, p. 222.

111t had been translated into Persian by Malekzadeh-ye Tabrizi, and staged by the Hey’at-e
Kheyriyeh-ye Vataniyeh on November 17, 1910. For further information, see: Floor, The History of
Theater in Iran, p. 224.
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shape, was expressed and shared. The relationship between the theater and politics
was indeed strongly connected to the rise of mass politics. Since revolutions needed
mass politics, the “theatre epidemic” was not an unexpected, but rather a natural
aspect of the revolutionary periods.

Theater provided a space for the expression of ideas. As one of the first
scholars to consider theater as ‘one of the institutions of the public sphere,” Jiirgen
Habermas argues that public opinion developed initially with respect to the arts,
theater and literature, and only later came to assert itself in the political realm.*'?
Habermas® observation linking public sphere and theater, and consequently linking
theater with the formation of public opinion is/ and has been a very important
assumption in studying the formation of the public space.

In the Ottoman case, a public sphere where performances satirized the regime
was already very present. Scholars who studied the public sphere in the late Ottoman
world often underlined the role of the coffeehouses and the new literary and artistic
genres of the satirical press. The use of Karagdz shadow theater as a means of
political critique and the rise of caricatures in the press were important cultural forms
in constructing puBlic opinion in the urban spact:a.313 ‘What the revolutionary theater

achieved, however, was the fact that it was able to mobilize the masses.

*12 gor further information, see; Jiirgen Habermas, The Structural Transformation of the Public
Sphere: An Inguiry into a Category of Bourgeois Society, Studies in Contemporary German Social
Thought (Cambridge: MIT Press, 1991).

33 Gee: Helene Desmet-Gregoire, Dogu 'da Kahve ve Kahvehaneler, edited by Helene Desmet-
Gregoire, Frangois Georgeon, translated by Meltem Atik, Esra Ozdogan (Istanbul; Yap Kredi Kiltiir
Sanat Yaymelik, 1999); Cengiz Kirl, "Surveillance and Constituting the Public in the Ottoman
Empire,” in Publics, Politics and Participation: Locating the Public Sphere in the Middle East and
North Africa (New York: SSRC, 2009), pp. 282-305; Cengiz Kirh, Sultan ve Kamuoyu: Osmanh
Modernlesme Siirecinde Havadis Jurnalleri (Istanbul: Is Bankas: Kiiltiir Yaymlari, 2009); Palmira
Johnson Brummett, Image and Imperialism in the Ottoman Revolutionary Press, 1908-1911 (Albany:
SUNY Press, 2000).
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The Public Catharsis of the Revolutionary Fra: “The Theatre Epidemic”

The days following the declaration of the Second Constitution witnessed greatest
spectacles of all kinds. The Revolution was celebrated with popular manifestations,
boycotts, parades, and cartoons. As historian Palmira Brummett argues, the
Revolution brought an interregnum both in terms of freedom of press and in terms of
the functioning of a new Ottoman regime. For Ottoman journalists, 1908 was a year
of euphoria and of disillusionment. Using cartoons, satirists created an Ottoman
cartoon space where the crisis of the revolution could be played out. There, the
merging of the real and the imagined was natural and inevitable.’'* Actually, the
newspapers of the; age observed a very similar development in the theater. For
instance, according to Hiiseyin Fehmi, writing in the newspaper Hizmet, the first
agitation was in the press and the second one was in the theaire.’!* The boom of

2316

theater after the revolution, referred as the ‘theater epidemic’ ™ or as ‘stage

317 (‘sahneye hiicum’) introduced Ottoman public to the idea of

incursion
performance and consumption of the theater. Hence, it introduced topics which were

previously limited only to certain political and intellectual circles via the popular

theater. The plays that were prohibited afier the Gedikpasa and Vatan incidents were

" Brammett, The Image and The Imperialism, p. 3.

315 «“Megrutiyet, hiirriyet-i natika-i milleti iade edince ilk galeyan matbuatta, ikinci tuyan da temagada
kendini gosterdi.” Hiiseyin Fehmi, "Sanayi-i Nefise-Inkilab-1 Temasa," Hizmet, 4 February 1909,

316 The phrase used for the theater activities following the French and the Russian Revolutions. It was
also adopted by the Turkish theater historians like Metin And.

*17 The term is used by Muhsin Ertugrul. Muhsin Ertugrul, Benden Sonra Tufan Olmasm (Istanbul:
Remzi, 2007), p. 84.
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staged for the crowds and rapidly became symbols of the Revolution.”™ Especially
two of them, Semseddin Sami’s Besa Yahud Ahde Vefa (Pledge or Qath of Fidelity)
and Namik Kemal’s Vatan yahud Silistre (Fatherland or Slistra) dominated the
repertoire of the ‘national theater’. These plays staged as mass spectacles or pageants
aimed to reach illiterate people to form public opinion and to legitimize the rule of
the CUP. While the theater was used to legitimize the new regime, it did not develop
as an independent or “protest’ art form. Rather, it developed under the patronage of
the CUP, and served their political agenda. During the period following the
Revolution of 1908, fhc CUP entered the realm of the theatre mainly in three ways:
First, as the ‘new patrons of art’, they used performances as a means of political
propaganda. Second, they stood at the backstage as playwrights.*®® And third, the
CUP members were symbolically presented on stage as the ‘heroes of freedom’.

It is important, at this point, to dwell upon the scripts and their roles in the
formation of a political repertoire in the following chapter. In the following lines, I
will first try to observe how ‘the theater epidemic’ boomed after 23 July, then
scrutinize the theatre frenzy with the spectacles of Besa and Vatan under the
patronage of the CUP.

During the celebrations of the Second Constitution, the stage became a new
space where people expressed their excitement and celebrated ‘freedom™. Most of
the spectacles served to legitimize and to glorify the rule of the CUP. Interestingly,

the structure of these performances differed from the previous and subsequent

318 «Pwo days after the proclamation of the Second Constitution, I rented the Tepebasi Amphitheatre.
My purpose was to play the copyrighted plays which were prohibited after the Gedikpaga Incident
during the Hamidian era. No one had yet dared to do that.” Hafi Kadri Alpman, Ahmet Fehim Bey'in
Amlar: (Istanbul: Terciiman, 1977), p. 192.

312 Some of these names were: Abdiilhalimn Memduh, Dr. Refik Nevzat, Tunali Hilmi, Thsan Adli,
Kazim Nama, Abdullah Cevdet, Beha Teviik.
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decades. Unlike the previous ones performed in the Gedikpaga and Naum Theaters,
these performances were staged in public squares and in public buildings; and were
either accompanied by a public demonstration of the CUP, or with speeches of the
politicians. These compounded performances were usually organized as fund-raising
organizations to heal public wounds.

Ahmet Fehim’s memoirs give us the best published narrative describing the
atmosphere of the day and the theater frenzy. The famous actor and stage director
described the atmosphere of the day as an ‘extravagance’ and ‘anarchy’. According
to him, the Revolution created anarchy in the theater. Ahmet Fehim thinks that this
movement had only one leader, Namik Kemal, and a single positive aspect, people’s
participation in the theater.**

In a parallel line, Muhsin Ertugrul (1892-1979), known as the founding father
of the modern Turkish theater, describes the same phenomenon as an ‘ecstasy both

creating and created by the boom of theater’. Ertudrul, in his memoirs, also touches

320 «In these joyful days, the number of the ones who participated in the theater was incalculable. To
continue my work as before, I tried to maintain the performances in Kadikdy and Tepebag1 Theaters.
Yet, Istanbul then became a city of madmen who refused to heal. Hirsute people, putting four gas
chests and sheets together to form a stage, were playing a ridiculous play ending with the words
“Long Live Country!” “Long Live Freedom!” When the Second Constifution was proclaimed, the art
of the theatre went out of contrel and tumed into a craze. We, the performers, had to become quiet and
scattered around. I went to Salenika. It was even worse. Rambling groups were coming together and
shouting: ‘Liberty!” at every corner. The educated people of Salonika levied tributes on the stages.
After performing five or six plays in Eden, we left our place for the Bulgarian parties who were
coming by necessity. Yet we could not work. People then got sick of theater, and disgusted by it. By
abusing the play Vatan Yafut Silistre, there was no one left who was not defranded or robbed. The
amount of the gold gathered was innumerable. However, all this money was spent neither for country
nor for the army, neither for the navy nor for anything useful, but rather remained in these theatre
marauders. (...) We had to return to Istanbul. The chaos was still continuing in Istanbul. Anyone
could act on the stage and some newly emerging playwrights were writing down some bullshit such as
Sabah-1 Hirrivet (The moming of Freedom), Jon Tiirkler (Young Turks), Hamid'in Son Giinderi {The
Last Days of Abdiilhamid), Saray Entrikalar: (Intrugues of the Palace) and staged them in & number
of diversely named theaters. Some of them staged all the Ottoman sultans. Doubtlessly, this was a
revolution. And it was the anarchic reflection of the revolution on the stage. There was only one good
aspect of this anarchy and one creator of this aspect. The good side was that Turkish youth fearlessly
appeared on the stage, and the creator of this movement was Namik Kemal’s Vatan Yahut Silistre”
Fehim, Sahnede Elli Sene, pp. 134-135
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upon the Revolution, and its celebrations on the stage.*?! In his memoirs, he argues
that the Revolution and the performances of the censored plays of Nanmik Kemal and
Semseddin Sami created a great enthusiasm in a theatrical milieu which was believed
to be ‘dead’.’* As a reaction to the oppression and censorship, Muhsin Ertugrul
states that the censored plays became symbols of the Revolution and creéted mass
spectacles.323

The articles appearing in the newspapers of the day clearly illustrate how the
Revolutionary theater became a new genre of celebration embracing all kinds of
bodily expression of joy and dance.*®® Press had a ieading role in disseminating the
Revolution, and in calling the crowds to participate in this new theater experience.
Indeed, the post-revolutionary press resembled the post-revolutionary theater. They

both aimed to educate the masses and to form public opinion to condemn the old

321 «“1p July 1908, when Sultan Abdiithamid IT proclaimed the Second Constitution, the transformation
from the monarchy to parliamentary constitutional government caused so much joy and enthusiasm
that all the educated youth of [stanbul ran in the streets, With the excitement of being liberated, they
began to express this joy on stage. For this purpose, they generally preferred to stage Namk Kemai’s
plays; and offered the masses to watch the performances of Vatan Yahut Silistre (Fatherland) and
Zavalli Cocuk (the Poor Child) which were hitherto prohibited.

Ertugrul, Benden Sonra Tufan Olmasin, p. 83,

322 «Onee the period of fear, espionage, and oppression, referred to as ‘tyranny’ came to an end,
theatre which seemed ‘dead’ was revived. This transformation can be best observed in Istanbul’s
various summer theaters. The prohibited plays of Namik Kemal and of Semseddin Sami were staged
by the passionate young actors, and theatre groups performed in various places between Beyazit and
Kadikdy. The idea of establishing a national Turkish theatre thus came up on the agenda again. But
none of the existing amateur societies could realize that.”

ibid, p. 26.

3 «Indeed, with the Revolution, one can see a revival in scriptwriting. After the long years of Sultan
Abdiilhamid II’s oppression, the proclamation of the Second Constitution made a public catharsis in
the expression of thoughts. Namik Kemal became a leading name to stimulate the nationalist
sentiments and to provide unity. The plays of Namik Kemal which had been prohibited for a long time
were now frequently staged on theatres. Again, one of the prohibited plays of the old regime:
Semsettin Sami’s Besa became very popular.”

ibid., p. 30.

324 «yye did not yet appreciate the benefits of the theatres. Because some ludicrous people, in the
name of theatre made such disgrace that our folks then thought the theatre was nothing but belly-
dancing; and this time we, the young people of Izmir, got together and organized a permanent theatre
in our city. Our theatrical purpose was very serious; we wanted to stage exemplary plays which would
be in service to moral maturation of the youth.”

Capkin, 8§ October 1909.
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regime. While the newspapers could only influence the literate population, theater
could also influence the illiterate masses.

Just after the Revolution, the newspapers informed the audience that ‘the
freedom and the protection brought by the Revolution were reflected on the stage as
well.”*?® The newspaper Sabah announced that ‘the plays that were hitherto censored
and missed would now be performed.”**® Actually, the newspapers were full of the
theater news. Most of the time, they advertised the plays and called for participation.
For instance, one of these articles which appeared in Ahenk did not only encourage
people to attend the show, but also taught a history of the theater ‘which was an
educational and progressive institution in the civilized societies.”**” Addressing the
people of Manisa, the article calls for participation in the performances of the visiting
troupe Milli Osmanli Tiyatrosu (Ottoman National Theater).

Theater was already placed at the center of the ideological discourse of
Westernization by the Ottoman intellectuals. It developed within the enlightenment
discourse of ‘progress and civilization’, gained new ‘missions’ after the declaration
of the Second Constitution. After the Revolution of 1908, it served other purposes as
well. First of them was a mutual one. While the theater helped to legitimize the new
regime on the stage, the CUP’s patronage legitimized the ‘theater’ which was
hitherto banned, and considered to be ‘dangerous’. Second, it served to create public

opinion. As Muhsin Ertugrul narrated in his memoirs, the theater served to ‘awaken

325 Sabah, 29 July 1908.

326 «“yyith the declaration of the Second Constitution, from the infinite benefits that the press attained,
the theatre also benefited. From then on, the masterpieces such as Celaller, Atif Beyler, Duhter-i
Hindu, Gave will be staged instead of the vulgar plays. (...} We always missed them.”

Sabah, 29 July 1908.

327 ghenk, 18 November 1909,
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the ordinary people’ with the intermediary of those who had access to the stage.**®
Third, both the newspapers and the Ottoman intellectuals regarded the theatre as a
means for social and cultural development. Accordingly, theater was a tool to
educate and to nationalize the masses. For instance, one article published in the
newspaper Hizmet compared theater’s educational role with that of schools® and
placed it in the popular discourse of ‘progress and civilization.”* Similarly, another
article written by an Ottoman intellectual, Hiiseyin Fehmi perceived theater not only
as a fundamental institution in the social development, but also as a cultural tool to
‘improve one’s behavior and culture.”®” On the other hand, it was also noteworthy
that all these debates and the theater frenzy developed around few plays, which were

indeed the cultural products of the previous era.*!

728 «“Most people who realized the importance of the social transformations grew a desire for the
theatre in the post-1908 era of “rushing to the stage” in order to ‘warn the ordinary people’. In various
public squares of Istanbul, sumer theaters were built, a number of theatre troupes were founded by
amateurs, and scripts that would voice the public joy would be staged.”

Ertugrul, Benden Sonra Tufan Olmasin, pp. 83-84.

329 “The influence of the theatre upon morality is as much as that of the schools. In civilized societies,
the governments constructed public theatre buildings and companies. The greatest scholars, even those
of ethics, work in such magnificent buildings and in this way they acquire fame and reputation and
therefore do service to humanity.”

Hizmet, 29 January 1909.

330 « Although the theatre is one of the most laureate and blooming pillar of the fine arts (sanayi-i
bedia), unfortunately when its name is recalled the miseries of the Hamidian era are remembered. The
desperate people who did not yet see and experience a real theater which is a high art form, cannot
understand its importance. When the Second Constitution was proclaimed, the first excitement was
expressed in the press and the second one in theater. The newspapers, being usually the slave of
censorship, today showed the spread of freedom of speech. Cne could observe the same level of zeal
in our current theatres in order to taste the pleasure of manner and kindness. For those who considered
the swift revolution occurring on our stages as an opening of maturation for the future of our manners
would never be mistaken. (...)”

Hiiseyin Fehmi, "Sanayi-i Nefise-inkilab-1 Temasa,” Hizmet, 4 February 1909.

! These plays were Semseddin Sami’s Besa (Pledge or Fidelity to the Qath), Namik Kemal’s Varan
(Fatherland), Giilnihal, Zavalli Cocuk (Poor Child), and 4k%if Bey. For further detail, see: Sevengil,
Megrutivet Tivatrosu, p. 12
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The reflection of the Revolution on stage was first seen in the performances
of Besa.*® In a very short time, theater created its own audience. The performances
of Besa were followed by the performances of Vatan, which created a new market
for the production of the scripts and the politicization of the repertoire. These two
plays played a significant role in the the development of theaters into mass spectacles
under the patronage of the Committee of Union and Progress.

A few days after the declaration of the Second Constitution, the two major
theater companies, Ahmet Fehim and Minakyan Efendi Companies announced that
they would perform Besa.*” Even though Ahmet Fehim argues that he was the first
one who ‘dared’ to announce it,*** the newspapers show that both companies staged
the play around the same time. The newspapers announced the performance of Besa

with great enthusiasm.”* According to the newspaper Millet, the performance of

32 «The Plot of Besa yahud Ahde Vefa: A daughter of a shepherd falls in love with her cousin and
they get engaged. However, one of the men of Tepedelen Bey, Selfo also loves the daughter. The Bey
forces the shepherd to give his daughter to Selfo. The shepherd resists. Selfo kidnaps the daughter on
the order of the Bey and during the kidnapping he kills the shepherd. Before he dies, the shepherd
makes his wife promise to get revenge. She searches for their enemies and she witnesses an event,
One guy was sleeping under a tree and another guy took his guns. The first guy wakes the sleeping
guy and wants him to beg for mercy. Yet, he refuses to do so. When he was about to shoot him,
Vahide, the wife of the shepherd, shoots the man and saves him. He was Fettah AZa, who had been
away for twenty years and now he was going to see his son and his wife, Vahide tells him her story
and Fettah Aga takes an oath to kill the murderer of her husband. But the murderer was his own son
Selfo, but Fettah Aga kills him due to his oath (besa).”

Seckin, “Staging the Revolution, ” pp. 136-137

3 Sevengil, Mesrutivet Tivatrosu, pp. 11-13.

4 «Two days after the proclamation of the Second Constitution, I rented the Tepebagi Amphitheatre.
My purpose was to perform the copyrighted plays which were prohibited after the Gedikpasa Incident
during the Hamidian era. No one had yet dared to do that, Everyone was still afraid. I got rid of all
concerns and fears. I proclaimed that we would perform Besa.”

Alpman, Ahmet Fehim Bey'in Antlars, p. 192.

33 «“We missed them. We could not read, see them with pleasure. Now the zealous achievement to be
expected from the company of Minakyan Efendi, for the passion of liberty, is to successively perform
patriotic, freely expressed written scripts. Yesterday, he came to our printing house informing us that
he would stage Balmumcu this week and Besa next week. We could not have yet figured it out: Besa
was the most eligible piece to stage now.”

Sabah, 29 July 1908.
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Besa meant the beginning of a new ‘age of progress’.33 ® It also announced that the
play was ‘approved’ by the CUP.**7 After a series of rehearsals, Ahmet Fehim
restaged Besa on 7 August 1908 at the Tepebagi Theater. He describes that the
theater was as full as ‘the day of reckoning’ that night.*** Ahmet Fehim had prepared
new mise-en scenes: He demanded Sinanyan to compose a song, invited eighty
students of the Armenian Music School as the chorus, and exhibited the dance of the
Albanian Lap region. Moreover, he brought a flock of sheep that would pass by the
stage.”’ Acmally, Ahmet Fehim did not only use his creativity but also incorporated
politically symbolic elements into the performance. For instance, he played songs
from Guillaume Tell, a well recognized melody used in the Ffiday Processions and in
the imperial reception ceremonies as observed in the previous chapters. The
structural organization of this first spectacle deeply influenced others, and set a
‘format’ for the major theater performances held after the Revolution under the
patronage of the CUP. In the subsequent performances, the speeches of the Ottoman
intellectuals and politicians with themes around the love of fatherland and the role of

the theater in modernization became a part of the performances.

%36 Millet, 6 August 1908.
7 jbid.
% Alpman, dhmet Fehim Bey'in Andlary, p.192

3% «T had prepared a new mise en scene for Besa. I asked Sinanyan to compose great music, asked for
the participation of eighty students from the Armenian Musical School, and organized a parade of
sheep during the performance. 1 had choreographed a dance from the region of Lap in Albania. I asked
Virjin to play the role of ‘Merusa’ and asked Ragit Riza to act as the little shepherd appears for the
first time on stage. During the intermission, a famous Italian tenor sang a song of Guillaume Tell. A
general made a speech on patriotism. Izzet Melih Bey talked about the theatre. Then, we performed
Besa for three days and nights and made a great sum of money. On the third night, I realized that
Ibniirrefik Ahmet Nuri Bey got dressed and played the role of “Fettah” without informing me. I did
not gef surprised at all becanse the nights were full of applause and excitement and the stage was
swarming with various people and brand new actors.”

ibid., p. 192.
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In the following days, the newspapers praised the first show of Besa, and
glorified this first ‘national performance’. The newspaper Sabah announced the
performance of Besa as one of the main political and cultural events of the day.**
This article described how ‘unbelievable’ was the performance of Besa. Sabah was
not the only newspaper glorifying the play. Similarly, the newspapers Servet-i
Fumun®™®, Tanin®®?, Mille™, Intifak®™ helped to “nationalize’ the theatre by their
support. Interestingly, all these articles portrayed that the audience was not very

much interested in the literary aspects of the scripts, but they were rather interested in

8 «Now, thank God, we started the work from the beginning. Government is reconstructed. Its
magnificence and grandeur, its strength and might will be later on seen, the deficiencies will be
perfected and completed one by one. There in this context yesterday, Semsettin Sami Bey’s Besa play
was performed for the first time. (...) Oh God! Was it a dream? Was the play Besa performed, or
wasn’t it? That’s not possible! No, it was not possible and feasible. {...)Besa could not be performed!
How could it be performed? Yes, yes it was performed and it was perfectly performed! Yet the
freedom played arole here. (...) 33 years later, we saw a national theatre for the first time, thank God!
Victory, victory.., But being affected by its excitement and influence how can I portray and express
my sentiments? How could it be possible? What am I supposed to write, to say? Alas, 33 years,
minutes of which are supposed to be as precious as a century... What a pity that the martyrs of
freedom who became deprived of the honor of seeing such a play. What a pity for those who were
forced and condemned to see the plays which changed form in terms of mischief of ethics, dirtying
sentiments and principal subject in those nasty places...” Sabah, 8 August 1908, quoted in: Bilge
Segkin, “Staging the Revolution,” pp. 50-54.

M1 «yyith thousands of patriots who suffered from the tyranny of the old regime, theatre was fully
crowded. For 33 years, we had been so thirsty for justice, liberty that with singing the liberty song
(lagmat-1 hiirriyer), the air that we breathed was enough to calm the fervor of liberty. We
wholeheartedly and with our all might were shouting “Long live Liberty!”

Servet-i Funun, 8 August 1908, quoted in: ibid., p. 57.

342 «Fyrthermore, when Fehim Efendi playing the role Zebir reacted to the tyrannical threat of Demir
Bey and said “Those times are over, we now have a constitution. We are all equal!” the spectators
shouted: “Long live Liberty! Long live Equality! Long live Justice! Long live Fraternity!” The feeling
of liberty in everybody’s heart was apparent, and could be seen in their eyes.”

Tanin, § August 1908.

3 Millet, 8 August 1908.

3« do not want to tell the main part of the play: Every Ottoman loving his country, and knowing the
influenced wisdom of his country certainly knows Sami Bey’s play script. Did Sami Bey become
successful at this? Was the theatre eligible for the current laws of art? Talking about this is common,
yet it is enough to investigate the patriotic excitement that it brought about in the hope of heart.”
Ittifak, 21 August 1908, quoted in: Seckin, “Staging the Revolution,” pp. 64-65.
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the very performance of the play! All these articles mentioned that the audience was
shouting ‘Long live freedom” during the performance. Again, most of the slogans
that were used to support the actors on the stage were not related to the theme or
performance of Besa, but to the Revolution and its ‘adopted” motto: ‘Liberty,
equality and fraternity!” Besa had created an active audience who demanded the
repetition of the performance for three subsequent nights.**> The newspapers giving
information on the later performances also showed that the performances
incorporated a national element: The national anthem.**® As far as [ could observe,
Kanuni Esasi Marg (the march of constitution), Hiirriyet Marst (the march of

347

liberty)™’, and Marseillaise were the most commonly played marches during the

plays.

From their first performances on, both Besa and Vatan showed the
manipulation and the exaggeration of what Stephen Greenblatt calls “the social
energy.” Greenblatt argues that ‘each individual may be said to make a small
contribution to the general store of social energy possessed by the theater and hence
to the sustained claim that the theatre can make on its real and potential audience’.**
Considering that the audience was shouting ‘Long live!” and applauding during the

whole performance without considering the breaks, one can speak of a social energy

that produces a collective imagination and participation.

35 Alpman, Ahmet Fehim Bey'in Andart, p. 192.

6 «“The manner of consecration that the people expressed when the March of the Constitution was
playing awakened a sense of crying in hearts. In the fiture, we will certainly see plays which will be
in the service of ascension and progression of our country and thus be cherished.”

Trifak, 21 August 1908, quoted in: Seckin, “Staging the Revolution,” pp. 64-65.

7 Tanin, 25 August 1908,

8 Greenblatt, The Shakespearean Negotiations, p. 14.
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While the performances of Besa created a public space for the politicization
of the audience, the performances of Vatan were used to legitimize the new regime.
Under the patronage of the CUP, Vatan was mostly staged in public squares for the
public weal. These philanthropic performances did not only serve to raise money, but
they also served to disseminate Ottoman nationalism to a larger audience. The
performances of Vatan, under the patronage of the CUP, were accompanied by
political demonstrations, and Unionists’ speeches. Efdal Sevingli argues that these
performances were used to ‘decorate’ the conferences of the CUP, which sought the
popular support of the masses.”* Indeed, the newspapers display a similar pattern to
that described by Sevingli. The popular performances of Vatan were accompanied by
the long tirades of political figures like Prince Sabahattin.**" As ‘patrons of the arts’,
the CUP leaders used these popular performances to raise money for the public
expenditures. Again, the newspapers reveal that this pattern of patronage continued
at least until the beginning of the First World War !

The performances of Vatan, having a symbolic meaning in the collective
memories were particularly significant since they resembled public demonstrations
where the dynasty members, the CUP leaders and the public came together. Vatan
also acted, in Marvin Carlson’s terms, as a ‘memory machine’ for the Ottoman
public since it referred to the oppression and censorship.”” These performances and
their patronage patterns were noteworthy to conceptualize the role of the theater in

the formation of public opinion and mass politics. The newspapers announced that

349 Sevingli, Megrutivetten Cumhuriyet’e, p. 13.
30 fkinci Mesrutiyetin 1Tk Yili, (Istanbul: Yap1 Kredi Yayinlar, 2008), p.113.

Bt ghenk, 10 April 1913; Anadolu, 20 August 1913,

352 Carlson, The Haunted Stage, p. 2.
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the first performance of Vatan would be held in the Tepebag: Summer Theater.”> For
the first performance, an audition was organized to select the leading actor: Islam

. In his memoirs, Ahmet Fehim underlines that when he initiated the andition,

Bey
he received an incredible demand from all segments of the society.”® Actually, this
narrative was very interesting since it shows the popular interest in the theater.
Ahmet Fehim informs us that the applicants were not only young actors, but also
‘theatre-lovers’. He informs us that ‘soldiers, officers, the eldcﬂy,. engineers, doctors,
pupils, grocers, young people, writers, poets, and people from various classes
competed for the role of Islam Bey.”**® People’s participation in the actual
performance was also remarkable. The account of actor Ragit Riza is revealing: “I
said one word and immediately an officer from audiences pulled out his sword and
started to give a speech/tirade. We were performing together with the audience."*’
Similarly, the articles on the performance emphasized the enthusiasm of the audience

‘who frequently interrupted the play with their applause’.358 These narratives

demonstrate that the performances of Fatan blurred the lines between the audience

3 Tanin, 10 August 1908.
3 Sevengil, Tark Tivatrosu, p. 75.

335 wIn newspapers, I declared that T will perform Namik Kemal’s Vatan Yahut Silistre and 1 started a
competition for the role of {slam Bey. The theatre was turning into a place of mass meeting with
numerous applicants. (...) In these days of amazement, I am still astonished that my father yet did not
rise from his grave and come up on the stage. Nurettin Sefkati and Rasit Riza won the competition.”
Fehim, Sahnede Elli Sene, p. 133.

3 ibid.
357 Sevengil, Megrutivet Tiyatrosu, p. 14.

% “No one cared about the proper performance of the play. Every word of Islam Bey was interrupted
by applause. Everyone forgot about the play and the performers. They applanded for the future of the
Ottoman state. As the performance continued, the national feelings became stronger. Furthermore, in
the third scene, where the beloved soldiers defended the nation against the attack of the enemy, the
heart of a huge nation was fluttering.”

Tanin, 22 August 1908.
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and the stage. At this point, we can also speak of the performance of the audience
who actively participated in the performance.

The first performance of Vatan was organized under the patronage of the
CUP. The CUP invited a chorus of seventy people to sing the Vatan March
composed by Sinanyan Efendi, and one hundred fifty people to act ‘a group of
soldiers’ **® The money raised from this performance would be used to purchase two
cruisers (named after two ‘heroes of liberty’ Enver and Niyazi) for the navy.*®® The
very ‘national’ aim of this organization brought the audience together as ‘citizens’,
and ‘Oftomanized’ them throughout the performance. The audience included a
number of politicians, Pagsas, and the Grand Vizier.**! Indeed, the participation of the
ruling elite in these performances was very important in order to represent the
rapprochement of the politicians with the masses and to emphasize the importance
given to public opinion.

In a week, the performance of Vatan moved from the theater buildings to the
public squares. Vatan became a mass spectacle with the participation of 10,000
people and a number of political figures in the Tophane Square.®* Actually, this was
the first performance of Vafan in a public square. This ‘festival’ was organized under

the patronage of the CUP to help the victims of the Cir¢wr fire.>® The performance of

*® Sevengil, Megrutiyet Tiyatrosu, p. 14.

0 w0yne week after the declaration of the Second Constitution, Resad Ridvan Bey and I decided,
under the auspices of (ZTanin) newspaper, to perform the play Varan for the benefit of cruisers {Enver
and Niyazi).

“Ibnirrefik Ahmed Nuri Sekizinci’nin Hayat: ve Eserleri,” p. 10.

81 Tanin, 22 August 1908,

362 «“The play was performed with extraordinary applause of approximately ten thousand people.”
Tkdam, 29 August 1908.

33 «A concert given for the victims of the Crrgrr fire and national donation was held at the Tophane
Talimhane Square and the deceased eminent writer Kemal Bey’s play Vatan was performed by the
officers (zabitan-1 askeriye). Quite a big scene was constructed in front of the factories and the
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Vatan started with the speeches of the politicians and princes, and was followed by
the Hamidian March.*** Around 1908, both the audience’s participation in the
Hamidian March and the speeches of the princes showed that the ‘revolutionary
theater” was not yet anti-Hamidian. Theater plays started to satirize and judge the old
regime and Sultan Abdiilhamid II only after the dethronement of the sultan in 1909.
On the contrary, the participation of the dynasty and the ruling class in the
performance, namely Prince Abdiirrahim Efendi, Ali Riza Paga, Necip Pasa, Ali
Refik Pasa, and Kaymakam Galip Bey encouraged the theater and strengthened the
role of the theater in the making of public Dpiniu:)n.g‘65

The glorious third performance of Vatan was organized under the patronage

of the Ministry of War to help the victims of the Ciwr¢rr fire.**® This performance

mosque at the Talimhane Square and the side facing the Talimhane Square was closed with wooden
pieces. Every side of the square was 1it by luxurious lamps and the railings were lit by lanterns and the
square was adorned with flags from. Sehzade Abdiirrahim Efendi dressed in his artillery official
uniform honored the aforementioned place and was greeted by the Minister of Arsenal Riza Paga and
other senior officers. He was taken to the mansion facing the Talimhane Square. The play was
performed with extraordinary applause of approximately ten thousand people. As the band played the
March of Liberty at intermissions, a perfect parade march was conducted by the soldiers at the final
scene and infantry (zuhay), infaptry with tarban (sarikis zuhaf) and infantry of artillery participated in
this parade march.”

Tdam, 29 August, 1908.

34 Terciiman-1 Hakikat, 29 August 1908,
3 ibid.

386 u A philanthropic concert was held in the Ministry of War for the victims of the Cirgwr fire. For the
concert in the Square of Ministry of War, a 24-metre-wide and 12-meter-long, perfect scene was
constructed in the front facing the Beyazit door. For those who were to participate in the concert, a
wide area was reserved in the square. As luxurious lamps were placed in some parts of the square,
there were also Ottoman flags everywhere. After one o’clock, the fasi started to be played by the
officers of the Ministry of War, and the national songs were sung and applauded extraordinarily by the
public. The singers’ performances lasted until two o’clock. Then, the imperial band and the band of
the Arsenal sang national songs. Then the play Fafan was performed and was applanded
extraordinarily. A perfect parade march was conducted by participating regular troops, sarikli
artillerymen, and the band of infantry with fes who were dressed up in their uniforms. Along with
these, a speech was made by Namik Kemal Beyzade Ekrem Bey for those participating and also a
piece of verse was read addressing Ottoman soldiers. Then a poem called “Red Feses” by Ekrem Bey
addressing the informers was read loudly by an amateur and was applauded with the echoes of ‘Long
live Liberty, Long live Justice, Long live the Army.” Following this, the national comedy named
Miirebbiye was performed and the plays lasted on until the late hours of the night. The Princes
including Salim Efendi, Ahmed Efendi, Abdiilkadir Efendi and Cemaleddin Efendi, the son of
deceased Prince Sevket Efendi also participated in the concert.(...)”
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witnessed one of the most crowded performances of all times. The dailies mention
that the printed tickets alone numbered 16,000.*¢7 The government provided public
transportation for the masses ", and military uniforms for the actors. Actually, this
was a combination of a number of performances. The event started with the
performance of two different choral groups,”® followed by the performance of a
national comedy, Miirebbiye (Teacher) by Hiiseyin Rahmi.”” Subsequently, the

n Then, Vatan

brother of Niyazi Bey (one of the ‘heroes of freedom™) gave a speech.
started with applauses.3 72 As reported by the newspapers, ‘thousands of people
shouted “Long Live Freedom, Justice and Army!”.373 The show ended with a ‘poem
recitation’ by the son of Namik Kemal: Ali Ekrem.*™ Just like in the previous
performances, the dynasty members, the CUP leaders, and the masses became one
single body throughout the performance. As far as I could observe from the

newspapers, the ambassadors of Iran, France and Spain, the members of the Ottoman

dynasty (Prince Selim, Prince Selahaddin, Prince Ahmed, Prince Abdiilkadir, Prince

Tkdam, 12 September 1908.

%7 fkdam, 11 September 1908.

368 « A perfect concert will be held in the square of the War of Ministry this evening to help the victims
of the Crr¢ir Fire. Afterwards, Kemal Bey’s Fatan and Hiiseyin Rahmi Beyefendi’s Mirebbiye will
be staged. For those who will participate in the concert, one carriage from the Anatolian and Rumelian
Railway Companies and a ferry from the Sirkei~i Hayriye and the Hali¢ Dersaadet Administration are
reserved.”

Terciiman-1 Hakikat, 11 September 1908.

3 Mabeyn-i Hiimayun Muzikas1, and Tophane Sanayi Muzikasi. See: Sabah, 11 September 1908.

1 ibid.

M Ykdam, 13 September 1908.

*™ ibid.

38 Tanin, 13 September 1908; Tkdam, 12 September 1908.

374 ibid.
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Burhaneddin, Prince Abdiilrahim, Prince Kemaleddin, Damat Cemaleddin,
Sabahaddin Pasa, Nureddin Pasa, Arif Hikmet Pasa), and the ruling elite (Hasan
Fehmi Paga (the Minister of Justice), Hakki Beyefendi (Minister of Interior Affairs),
Ali Riza Paga (Minister of War), Miisir Ahmet Muhtar Paga, Fuad Paga, Mahmud
Moubhtar Paga) were among the audience.’”

Besides these three significant performances, Vatan was frequently staged in
public schools, in public squares, in public gardens and in public complexes under
the patronage of the CUP.*"® While most of the mass spectacles, under the patronage
of the CUP, took place in Istanbul, other major cities of the Empire, such as Izmir,
Salonica, Samsun, Adana, Bursa,””’ Beirut, Cairo and Alexandria®™® experienced this
theater ‘frenzy’ with Vatan as well.

The mass performances of Vatan did not only become ‘symbols of
revolution’ but also created a new market for the political theater, and contributed a
great deal to the politicization of the repertoire. After the attempt of Counter-
Revolution in 13 April 1909, and the subsequent exile of Sultan Abdiithamid TI, the
repertoire of the popular theatre dramatically changed. While the format and the
literary features of the scripts were highly influenced by Namik Kemal’s scripts, the

new genre of ‘milli facia’ (national tragedy) reflected the consolidation of the

Unionists’ regime.

33 Tanin, 13 September 1908; fkdam 12 September 1908.

376 «yyith the help of the government, we performed Vatan in the squares of War and Arsenal
Ministries, in Kuleli and Dariigsafaka Schools in Istanbul and furthermore in Selanik with the
participation of the students of the War Academy and the band of the Arsenal.”

“Ibnirrefik Ahmed Nuri Sekizinci’nin Hayatt ve Eserleri,” p. 10.

371 See: Efdal Sevingli, lzmir'de Tiyatro (Izmir: Ege Yaymcilik, 1994).

378 See: Makdisi, "Levantine Trajectories the Formulation and Dissemination of Radical Ideas in and
between Beirut, Cairo and Alexandria, 1860-1914".
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CHAPTER VII

PUTTING THE OLD REGIME ON TRIAL:

INVENTING THE “MILLI FACIA” GENRE
“The theatre epidemic’ that followed the Young Turk Revolution of 1908 created a
new market for the consumption of the political theater. The mass performances of
Vatan and Besa in the public spaces strengthened the role of the theater in mass
politics. Even though the staged performances of these plays written before 1908
were not anti-Hamidian, the market it created gave birth to a new genre: ‘milli facia’
(national tragedy) narrating a history of the Hamidian Era as a period of oppression
and corruption. Ironically, although the ‘politically sterilized” plays of the old regime
created pageants in the days following the revolution, the ‘politically loaded’ post-
1908 scripts which put the theater back on the stage did not appeal to the Ottoman

masses once the joy of the revolution faded.

Reflecting the Counter-Revolution on Stage:

Politicization of the Repertoire

The proclamation of the Second Constitution was followed with a boom of theater.
The theater became a popular art form reflecting celebrations of the Young Turk
Revolution with the mass spectacles of Vafan and Besa under the patronage of the
CUP. In parallel to the post-revolutionary Ottoman press and the growing interest in
the genre of cartoons, the theater also offered a satirical stance staging contemporary
events of the era.

Just after the Revolution of 1908, a number of politicians, artisans, tradesmen

and people of various ranks wrote scripts blaming the old regime. The scripts indeed
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reflected public opinion and the popular reception of the revolution in the late 1910s.
The Ottoman theater historians, namely Metin And, Refik Ahmet Sevengil, Alemdar
Yalgm, Enver Tore, and Efdal Sevigli agree that these scripts lacked literary qualities
and were primarily concerned with staging contemporary politics to the Ottoman
public. Efdal Sevingli particularly underlies that none of these plays had literary
qualities which could carry them to the following decades. He also emphasizes that
these scripts were all written by the ones who had enthusiasm rather than knowledge
on the theater.*” The political seripts blaming the Hamidian era were found to be
‘simple’, ‘aimless’, ‘weak’, and ‘fruitless’ by the literary critics of the late 1900s as
well. For instance, a renowned literary critic of the era, Celal Sahir argued that these
scripts were not only ‘poor’, but also lacked ‘effect scénifique’ and ‘thése’ in one of
his articles published in Servet-i F: iinun. 0 Indeed, what these literary critics found
“fruitless’ can be ‘fruitfol” sources for the historian, as they represent the popular
historical discourse of the 1910s.

Among all the genres of popular theater in the last decades of the nineteenth
century and the early twentieth century, like translations, melodramas, social and
domestic dramas, historical dramas, romantic dramas, and adaptations, a new kind of

political repertoire emerged, usually referred as “milli facia’ (national tragedy) or

" Sevingli, Megrutiyetten Cumhurivet’e, pp. 11-12.

30 «Obviously what is expected from the theatre is first a valuable script, and then the means of
performance, Considering the first, T can admit that our contemporary period is poorer than thirty
years before. Even though it has been a long while since the Second Constitution, -which brought the
freedom of speech , has been declared, none produced a fine work. Although it is not possible to
produce works of art isolated from people’s anger and enfhusiasm, none of the plays condemming the
old regime and the spies, with the speeches with ‘long live the constitution’ deserve to be titled as
such. Indeed, they are mostly like public sermons. And generally, they lack essence. They also lack
‘effect scéntifigue’ and ‘thése.” That is why, the emerging theatre companies tended to provide their
repertoires from Kemal Bey’s patriotic and speech-like scripts and Hamit’s fertility of malignity.”
Celal Sahir, “Temaga’ya Diair,” Servetifiinun, 11 June 1325, quoted in: And, Megrutivet Dédneminde
Tiirk Tiyatrosu, p.119.
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‘milli dram’ (national drama). Even though they did not dominate the repertoire, they
appealed to radical political groups and represented a historical narrative, which still
echoes today in the Turkish historiography. Theater historian Alemdar Yal¢in
informs us that 139 plays were staged between the years 1908-1910. 93 of them were
copyrighted works; and 46 of them were translations and adaptations. Yal¢in also
mentions that 32 of the 93 copyrighted plays were anti-Hamidian, and themed around
the tyranny of the previous era.”’®! These plays, offering an anti-Hamidian discourse
have long been neglected and not studied either by Ottoman historians or by theater
historians. Indeed, they formed a large repertoire, well-kept at the National Library in
Ankara and other public libraries as printed books and pamphlets. Their very
presence in these libraries and their publication information cited on the first pages of
these scripts demonstrate that the leading publication houses of the epoch, such as
Osmanly Matbaasi, Karabet Matbaasi, Tanin Matbaasi, Servet-i Fiinun Matbaasi, and
the leading periodicals of the age like Ahenk, Tiirk Yurdu Mecmuasi, Agivan
Mecmuast, Kalem Mecmuasi, and Inci Mecmuast supported their publications.*®
Considering the accessibility of the scripts, one can argue that they circulated in the
market and that they were popular as a genre consumed by the Ottoman public. On
the other hand, one cannot really know whether they were performed or not as the
newspapers did not always announce them and as the flyers and the notices on
theater activities were not systematically archived, but rather kept in private
collections. Therefore, the following questions come to our minds: Were they written

to be read or to be performed? Where were they performed? How did the audience

react or participate? Although these questions remain unanswered, based on the

¥ yalem, [T Mesrutiyette Tiyatro Edebiyaty Tarihi, p. 39.

%% See: Appendix B.
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research that scholars like Metin And and Alemdar Yal¢in conducted in a number of
libraries, it is possible to reach a list of some of the plays which were performed.*®?
Although the periodicals of the late 1910s do not inform the public on each and every
performance staged, and that these lists can never be considered complete, they
nevertheless give information on the popularity of this genre of plays.

The illusion of the Young Turk Revolution and the mass performances of Varan
encouraged people, especially the Unionists and the followers of the Committee of
Union and Progress to write theater scripts to stage and to judge the Hamidian era.
While the joy of the revolution and popular discourse portraying the CUP members
as the ‘heroes of freedom’ inflamed the theater activities, the Counter-Revolution of
April 1909 shadowed the popularity of theater. Historian Sina Akgin defines the
Revolt of April 1909 as ‘an unsuccessful attempt of Counter-Revolution against the
reign of the CUP by the Sublime Porte.” Aksin states that ‘31 March Incident’ called
for the restoration of the Shari’a, the dismissal of the cabinet and the seclusion of the
Muslim women. The uprisings grew within an Islamic discourse since it aimed to use
religion to appeal to the masses. Anti-Unionist elements came out in opposition to
reform and called for a union based on Islam.*®* As Feroz Ahmad reminds us,
through their daily Volkan, the Islamists and the rebels appealed to the clerics in
parliament, the lower ranks in the army and the urban lower classes. The troops of
the Istanbul garrison and the students from the religious schools rebelled on the 13

April 1909. Upon the unrest, the officers (the followers of the CUP) organized a

force known as the ‘Action Army’ led by General Mahmud Sevket Pasa to restore

* For further information, see; Metin And, Megrutivet Déneminde Tirk Tiyatrosu. (Ankara: Tiirkiye
Is Bankas: Kiiltiir Yaynlan, 1971); Alemdar Yalgm, IT Mesrutiyette Tiyatro Edebivat: Tarihi
(Ankara: Ak¢ag Basin Yaym, 2002).

8 Sina Aksin, Jon Trirkler ve Ittihat ve Terakki (Ankara; Istanbul: fmge Kitabevi, 2001), p. 185.
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order in the capital and punish the rebels.’®® While the organization of the Counter-
Revolution has been a subject of debate between the historians of the late Ottoman
Empire, and were discussed in the works of Sina Aksin, Feroz Ahmad, and Siikrii
Hanioglu in great detail, I will summarize the subject by underlining that the uprising
ended up with the restoration of the constitutional regime by the CUP, and
consolidated the CUP’s power within the government. Sultan Abdiilhamid II was
dethroned and forced to leave Istanbul to be settled in Salonika. Besides the
discussions of the historians on the complex nature of the event, what was relevant
for our subject was the reflection of the Counter- Revolution on stage. The religious
uprising dimmed the revolutionary joy and empowered the CUP members who later
became as ‘tyrannical’ as the dethroned Sultan Abdiilhamid II.

Theater activities were interrupted after 13 April, and the repertoire of the
revolutionary theater became more radical in judging the old regime. Immediately
after 13 April, the ‘31 March Incident’ was represented on stage. The Counter-
Revolution and the ‘corrupted’ personality of the dethroned Sultan Abdiilhamid 11
became popular themes of the post-1908 scripts and joined the repertoire of the ‘milli
facia’ genre.

One can argue that the political repertoire evolved around two classes of
symbolic figures. The first group consisted of the symbols of the new regime: The
muses of liberty (usually chained at the beginning of the play and {reed by the end of
the play), namely Midhat Pasa, and Namik Kemal. The second group consisted of the
characters who symbolized the old regime, namely Izzet Pasa, Fehim Pasa and the
dethroned Sultan Abdiilhamid II himself. The plays were often based on the

opposition between these two groups, ending eventually with the glory of the first

3% Feroz Ahmad, Turkey: The Quest For Identity (Oxford: Oneworld, 2003), pp. 52-53.
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group. They either caricaturized a group of people like ‘the CUP members’, ‘Young
Turks’, ‘the spies” and took them as solid entities, or singularized political figures
like Midhat Paga, Namik Kemal, Abdiilhamid II, [zzet Pasa and Fehim Paga. Both
the structures and the contents of these plays judging the old regime on stage were
indeed very similar, Even though categorization of these plays can underestimate
their entangled narratives and similarities, one can examine them according to their
dominant themes, a strategy followed by Metin And and Alemdar Yalgin. The plays
evolved around five dominant themes: (1) The plays depicting Namik Kemal and
Mithad Pasa as the ‘heroes of freedom’, (2) the plays personalizing the corruption of
the Hamidian era with two leaders of the spy network: Fehim and Izzet Pagas, (3) the
scripts judging Sultan Abdiilhamid II and his character, (4) the plays glorifying the
Young Turks and the CUP, and (5) the scripts staging the Counter-Revolution of
April 1909. In the following part, examples from these five categories will be
mentioned with references to the works of Metin And, Alemdar Yal¢in and Enver
Tore .

The CUP members, who were initially acting as the patrons of arts were now
symbolically presented as the heroic fighters of the nation on stage through these
scripts. Moreover, some CUP members themselves wrote plays and played an
important role in the formation of the political repertoire. Metin And who examined
these playwrights gave a list of some of the CUP members who actively participated
in the formation of the political repertoire.386 Among these writers were Abdiilhalim
Memduh and Refik Nevzat, co-authoring Abdiilhamit ve Geng Bir Harem Agasi

(Abdiilhamid and a Young Eunuch); fhsan Adli and Mahmut Sevket, co-authoring

%86 And, Mesrutivet Doneminde Tirk Tivatrosu, p. 114.
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Hiirriyet Kurbanlar: (the Victims of Freedom); Kazim Nami Duru, the playwright of
Nasil Oldu? (How It Happened?); Tunal: Hilmi, the playwright of the plays of
Memis Cavus; Abdullah Cevdet who translated many works of Shakespeare into
Turkish; and Baha Tevfik, a renowned literary critic writing on the theater,**’

Theater was now public, and politicians, elites, non-elites could contribute to
the making of the repertoire and the formation of a historical narrative that put the
old regime on trial. The stage offered a space of interaction between the audience and
the political actor through the political repertoire. This pdlitical genre did not only
put the Hamidian era on trial, but also staged cohtemporary events like the Counter-
Revolution and the dethronement of Sultan Abdilhamid II, acting therefore as a
medium of communication through which the public could participate in the
circulation of information.

While the early examples of these plays published just after the 23 July
displayed thematic and structural similarities with Vatan, the latter scripts adopted a
more radical vocabulary that puts the Hamidian era on trial and reflected the
consolidation of the Committee of Union and Progress. One of the most popular
scripts published just after the revolution was Kazim Nami Duru’s ‘Nas:! Oldu?’
(How It Happened?).*®® Unlike others, ‘Nasi! Oldu?’ and its performance were
criticized and prompted articles in a number of newspapers. Regarding the articles,
one can conclude that the play was performed a number of times and was promoted
in the periodicals of the epoch.”® When Refik Ahmet Sevengil asked the author to

inform him on the play, Duru told him that he actually wrote the first two acts before

7 Since the biographies of these authors are not documented, it is very hard to find the years of birth
and death.

3 Kazim Nami Duru, Nasu Oldu? (N.p: n.p, 1326).

% For Further information, see: Sevingli, fzmir'de Tivatro, pp. 25-29.
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the 23 July and the last act just after the 23 July.* The play actually narrated
hi(s)tory of the Young Turk Revolution. Duru, as a Unionist himself, staged the
organization of the Young Turk movement and the structure of the Committee of
Union and Progress. The play narrated the love of a Turkish soldier (Behliil) and his
Greek lover (Victoria). Victoria, just like in Vatan, cross-dressed as a man, took the
male name Behzat for her love of nation, and for the love of Behliil. The moment her
identity was recognized and the authorities decided to exile her, the Second
Constitution was promulgated and the two lovers were freed. Besides this love story,
the play gave not only a historical narrative on the organization of the CUP, but also
emphasized the love between a Greek woman and a Turkish man. In the later days,
the political plays started to judge the old regime and its symbolic figures on stage.
The plays did not only aim to propagate the rule of CUP but also revived the memory
of the “istibdad” period, the dethroned Sultan and the Young Turk Revolution of
1908. By restaging the reign of Sultan Abdiilhamid IT and the subsequent Young
Turk Revolution, the CUP used theater to reshape collective memories through a
collective remembering process. In the words of James V. Wertsch, such a process
‘typically provides an essential basis for the creation and maintenance of groups,
specifically imagined communities!™**" The collective remembering and the
formation of the collective memory, in return, played important roles in the
construction of the historical discourses of the era. In the Ottoman case, the political
repertoire influenced the consolidation of the Unionist ideologies in the popular

level. Political theater could have also strengthened the historiographical narrative of

30 Sevengil, Mesrutiyet Tiyatrosu, p.10.

1 yames V. Wertsch, Voices of Collective Remembering (New York: Cambridge University Press,
2002), p. 67.
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the Young Turk Revolution which condemned the old regime and glorified the reign

of the Committee of Union and Progress.

Iustrating Temptation for the ‘Milli Facia’ Genre

Departing from Stephan Greenblatt’s argument that the ‘works of art, however
intensely marked by the creative intelligence and private obsessions of individuals,
were the products of collective negotiation and exchange’, it would be wise to
analyze the texts of some plays dating from the post-1908 era and discuss their
historical narrafives that put the old regime on trial***

The scripts written after 23 July represented the Young Ottomans, the CUP
members, and the Young Turks as one single body gathered around the ideologies of
Ottomanism and nationalism and personalized them with two figures: Mithad Pasa
and Namik Kemal. On the other hand, the scripts also represented the old regime by
grouping the two head pagsas of the spy network, (Izzet and Fehim Pagas) and the
dethroned Sultan Abdiilhamid II together. In most of the plays, Sultan Abdiilhamid
II’s spies tortured innocent people and separated lovers because of the fallacious
reports of the spies. These plays happily ended with the declaration of the Second
Constitution and the arrival of the national heroes (the Young Turks) who saved the
poor people from the tortures of the spies. In general, the last scenes depicted the joy
of the Ottoman people who acquired freedom, equality and fraternity with the Young
Turk Revolution. This plot was so cliché that the famous playwright of the era
Cevdet Maguk discussed in his article that any of these five-act plays would start by

staging the ‘age of tyranny’, and continue with the devastation and the bust of an

%2 Greenblatt, The Shakespearean Negotiations, p. vii.
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innocent family because of the lies of Sultan Abdiithamid II’s spies. The second act
would stage the process of interrogation and the third act would demonstrate the
tortures. The fourth act would stage the preparations of the Young Turk Revolution,
and the fifth would represent the declaration of the Second Constitution and the
victory of the Young Turks.” % Indeed, Masuk’s observation was very accurate and
can be observed in the majority of the post-1908 scripts.
These scripts can be examined in five categories according to their dominant
themes. The first group consists of the plays depicting Namik Kemal and Mithad
Pasa as the ‘heroes of freedom’. These plays were usually haunted plays, led by the
ghosts of Midhat Paga and Namik Kemal, the two opponents of Sultan Abdiilhamid
I1, and by the muse of liberty which was usually chained at the first scene and freed
in the last scene. For instance, Ahmet Bahri’s Gasb ve Nedamet ve Yine [hanet’
(Seizure and Sorrow and Yet Again Betrayal) can be observed as an example.** The
play aimed to narrate a history of the late Ottoman era throughout thirty five acts, as
Bahri mentions:
My piece depicts several historical periods. Some names are falsified
for necessity. The script 1s composed of thirty four scenes, starting
from the dethronement of Sultan Abdiilaziz, continuing with the reign
of Sultan Murad, and staging Sultan Abdiilhamid IT’s reign from his
princehood, until the 31 March Incident. I believe that it will be read
impa?tir::ntly.395

The play started with a scene where Sultan Abdiilaziz and his sons panicked about

being murdered, and ended in the pavilion of Alatini in Salonika where the dethroned

Sultan Abdiilhamid II resided. In the last scene, Abdiilhamid Il begged for pardon

393 Cevdet Masuk “Piyeslerde Uslup,” Musavver Hale, (January 1325), quoted in: And, Megrutivet
Déneminde Tiirk Tivatrosu, p. 182,

% Ahmed Bahri, Gasb ve Nedamet Yine Thanet (Selanik: Yeni Asir Matbaasi, 1326),

595 Ahmed Bahri, Gash ve Nedamet Yine Thaner (Selanik: Yeni Asir Matbaasi, 1326), quoted in:
Yal¢n, 17 Megrutivette Tiyatro Edebivat: Tarihi, p.52.
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from the ghosts of Namik Kemal and Midhat Paga that punished him. The script
narrated a whole history of the late Ottoman politics starting from the reign of Sultan
Abdiilaziz until the present day from the narratives of the political characters like
prominent pasas, sultans, generals etc. As Alemdar Yal¢in informs us, the playwright
mterrupted the text whenever he wanted the audience to participate in the
performance by applauding. Throughout the play, the ideas of the Young Turks on
the proclamation of the Second Constitution were voiced by the ghost of Mithad
Pasa. In a similar fashion, Mehmet Sezai’s “national drama” Mithad Pasa Yahut
Hiikm-i Idam (Mithad Pasa or The Death Sentence) criticized the old regime and the
dethroned sultan by staging the exccution of Midhat Paga.**® The play depicted
Midhat Paga’s efforts for the reclamation of the constitution. The subsequent act
informed the audience on the judge of Mithad Paga, Sururi, and informed the
audience on his personal insecurities, and his cruelties. Sururi was represented as
heartless in order to get closer with Sultan Abdtilhamid II. The third scene
demonstrated the trials of the famous pagsas in Ta’if, and showed the testimonies of
the false witnesses and narrated the unfair decision of execution from the narrative of
Sururi. The fourth scene staged the defense of Midhat Paga, and gave the message:
“The heartless and unjust people will always be judged by God.” The following scene
portrayed the joy of the commander Bekir since he would rise in the rank when he
strangles the famous pagas including Midhat Paga. The last scene took place in
Yildiz Palace and depicted Sultan Abdiilhamid II’s joy when he handled the head of
Midhat Pasa brought by Bekir in a box. However, he could not enjoy his victory
since the ghost of Midhat Paga came and judged him. At the end of the play, Sultan

Abdiilhamid IT lost his mind, when he saw the ghost of Mithat Pasa. The play Mithad

3% Mehmet Sezai, Mithat Pasa Yahut Hikm-i Idam (Izmir; Kesisyan Matbaasy, 1328).
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Pasa Yahut Hitkm-i Idam, in a way ‘executed’ Sultan Abdiilhamid H, and aimed to
display his ‘real character’ to the Ottoman public. One last example I want to
mention is Mithad Cemal Kuntay’s Kemal which depicted the ghosts of Namik
Kemal and Midhat Pasa.397 The play started by staging Namik Kemal’s and Mithad
Pasga’s efforts to reestablish the constitutional monarchy, and continued with a scene
depicting Mahmud Nedim Paga. Mahmud Nedim Paga indeed celebrated the hanging
of Mithad Paga and the exile of Namik Kemal. Throughout the play, bribery and
corruption of the high officers in Yildiz Palace were staged. The play ended with a
highly symbolic scene portraying Namik Kemal’s sorrow when he heard of Midhat
Paga’s murder. Namik Kemal, then fell asleep and judged Sultan Abdiilhamid IT in
his dream.

Actually, using ghosts to invoke the past, to give historical information, to face
and to judge history has been a widely used method, especially in the works of
Shakespeare which were frequently translated to Ottoman Turkish in the early 1900s.
Marvin Carlson who examined the ‘ghostly’ narratives in his book The Haunted
Stage: The Theatre as a Memory Machine, argued that both the ghosts and the
dreams were products of a complex relationship between the theater and cultural
memory:

All theatrical cultures have recognized, in some form or another, this
ghostly quality, this sense of something coming back in the theatre,
and so the relationship between theatre and cultural memory were deep
and complex. (...) A parallel process can be seen in dreaming, which
as many dream theorists have observed, had a distinet similarities in
the private experience to the public experience of theatre.**®

The theoretical framework offered by Carlson helps to reinterpret the dreams and the

ghosts of the three leading political figures: Namik Kemal, Mithad Paga and Sultan

37 Mithat Cemal Kuntay, Kemal (Istanbul: Sirat-1 Miistakim Matbaasi, 1328).

%8 Carlson, The Haunted Stage, pp. 2-3.
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Abdiilhamid II. The ghosts of Namik Kemal and Mithad Pasa were indeed recreated
on stage with more radical discourses defining the political agenda of the Committee
of Union and Progress. They represented the anti-Hamidian opposition of the Young
Turks, rather than Namik Kemal’s idea of ‘synthesis’, which favored the Islamic
character of the Ottoman state. In a way, the visualization of the Hamidian era and
the Young Turk Revolution of 1908 used these symbolic figures to propagate the
politics of the Committee of Union and Progress.

As opposed to Namik Kemal and Mithad Pasa who represented ‘honesty,
justice, equality’, Fehim Pasa and Izzet (Holo) Pasa, the two leading politicians of
the Hamidian era, who were also acting as the heads of the internal espionage system
that Sultan Abdiilhamid II built in the palace, represented ‘corruption, tortuosity,
injustice and sexual aberration’ in the Ottoman Palace. The plays led by Fehim and
[zzet Pasas form the second group in the repertoire of the milli facia genre. Scripts
depicted the spies working for the espionage system, and demonstrated that they
wrote millions of fallacious reports, called jurnal” according to their personal
relations. A popular theme of these plays was sexual harassment which broke up
innocent Ottoman families. These scripts, as can be expected, happily ended with the
declaration of the Second Constitution, which freed young girls from sexual
harassment of Sultan Abdiilhamid II and his spies. The plays also aimed at triggering
the Ottoman social values and deepening a sense of ‘revenge’ towards the old
regime. One of the first examples of these scripts was Hiiseyin Suat Yalcin’s Sehbal
Yahut Istibdanin Son Perdesi (Sehbal or the Last Scene of the Tyranny).** In the first

scene, Fehim Pasa saw Sehbal, a newly-wed young woman in the street, found her

** Iitseyin Suat Yalgin, “Sehbal Yahut Istibdatin Son Perdesi,” Asivan Mecmuasi, no. 17 (1324), pp.
10-14.
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attractive, and assaulted her household. Fehim Paga threatened her, and told that he
would kill her family unless she marries him. “The poor girl’ married him to save her
family, but she was tortured and kicked out after a short time. Sehbal started to work
as a housemaid, but got sick and died on 23 July before she could celebrate the joy of
the revolution! In a similar fashion, Mchmet Burhaneddin’s Fehim Pasa®™ and Ali
Haydar’s Neréye? (\?Vhere?)401 staged sexual violence of the corrupted Fehim Paga.
The plays, like many other Fehim Pasa plays, staged the lynching of Fehim Pasa
after the declaration of the Second Constitution.

Fehime Niizhet, a prominent Ottoman female writer and an active political
figure in the CUP also wrote two scripts condemning the spy network. The first of
these, Bir Zalimin Encami (The Fate of a Cruel Man), was on the corruption of the
espionage system, bribery, and the sexual harass;nent of the spies. Niizhet narrated
the family dramas caused by the fallacious reports of the spies, and staged the
lynching of the Fehim Pasa.*® Besides these representations, the play was
particularly important since it exposed Fehim Niizhet’s ideas. She argued for the
women’s’ rights, and voiced her political ideas through the narrative of an elderly
man. In her second play, Adalet Yerini Buldu (Justice Was Done), Niizhet staged the
corrupted relationship of the spy Fazil with his family, the failure of his intimate
relationships and the calamity of the events.** The play, focusing on the family
relationships ended with a scene where the Second Constitution was proclaimed, and

the Young Turks established an ‘equal and just® system. Again, [bniicemal Ahmet

40 Mehmet Burhanettin, Fehim Paga (istanbul: Matbaa-i Ikbal, 1327).

0 Ali Haydar Emir, Nereye? (Bes Fasildan Ibaret Tivatro (Facia)) (Istanbul: Suhulet Kiitliphanesi,
1327).

402 rehime Niizhet, Bir Zalimin Encami, “Merhum Hakk: Pasa Kerimesi Niizhet” (Istanbul: Karabet
Matbaasi, 1324).

5 Fehime Niizhet, Addalet Yerini Buldu (Istanbul: Karabet Matbaasy, 1326).
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Tevfik’s Istibdat n Son Giinii yahut Zavalli Valide (The Final Day of the Tyranny or
Poor Mother),*™ Halil Ibrahim’s Riigvetle Mesned (Built by Bribe), 495 and Vahit
Liiftii’s Hafiye Darbesi Yahut Bir Kizin Intikami (Coup of Spies or the Revenge of a
Girl), staged the sorrow of innocent people, and ended by taking revenge from, or by
lynching Fehim Pasa on stage.406 While Fehim Pasa was the leading actor of the
scripts themed around family tragedies, some other plays like Yusuf Niyazi Ebu
Kemal’s Miilevves yahut Bir Casusun Akibeti (The Dirty or a Spy’s Doom) depicted
Izzet (Holo) Pasa as the representative of the espionage system.*”’ Yusuf Niyazi
illustrated Izzet Pasa and his deputy Siireyya as heartless, corrupted butchers and
judged them in his scripts. The play represented how Siireyya’s wife suffered from
his husband’s sexual perversions. The play ended with a scene where a woman--
sexually abused by Siireyya-- killed Siireyya. The scripts on Sultan Abdiilhamid II’s
espionage system and the two leading pasas, Fehim and Izzet Pagas aimed to stage
the bribery, torture, and sexual abuse practiced by the spies. Centering on family
dramas and sexual harassment of young girls, these plays form the most radical
examples of the ‘milli facia’ genre.

The “evil” aspects of the Hamidian era were not only represented by the two
leading political actors, 1zzet and Fehim Pagas, but also by Sultan Abdiilhamid I
himself, after the Counter-Revolution of April 1909, and the dethronement of the
Sultan. A third group of post-1908 scripts were written to judge Abdtilhamid II on

stage. While the majority of the plays representing Izzet and Fehim Pagas were on

4% fbntilcemal Ahmed Tevfik, Istibdatin Son Giinii Yahut Zavall: Valide (Facia 5 Perde) (Istanbul:
{kbal Kiitliphanesi, 1926).

45 Halil Ibrahim, Rigvetle Mesned (dskeri ve Milli Dram) (Istanbul: Tkbal Matbaasz, 1326).

498 Vahit Listfi, Hafiye Darbesi Yahut Bir Kizin Intikam: (Istanbul: n. p., 1337).

47 yusuf Niyazi-Ebukemal, Milevves Yahut Bir Casusun Akibeti (Istanbul: n. p., 1327).
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sexual harassment, the plays depicting Abdiilhamid II used different stories and plots
to put him on trial. For instance, in Dr. Kamil’s (a prominent CUP member) Canli
Cenaze Yahut Yildiz'da Megsrutiyet Telaglar: (The Cadaver Like Person or the
Constitutional Panic in Yildiz), Abdiilhamid was portrayed as an insecure, timid,
powerless and pathetic person.*®® The play represents a typical post-1908 script,
where the Hamidian era was portrayed as a period of corruption, while the CUP
members were depicted as national fighters influenced by the French revolutionary
examples. A second example for the third group of plays was Abdiilbalim Memduh
and Refik Nevzat’s Abdiilhamit ve Geng Bir Harem Agas: (Abdiilhamid and a Young
Eunuch).*” The play portrayed Sultan Abdiilhamid II reading each and every
fallacious report of the spies, and punishing innocent people. The script also touched
upon Sultan Abdiilhamid II’s unjust policies in the diplomacy. Moreover, the play
mentioned that Abdiilhamid II granted some insignificant people with imperial
orders, whereas he exiled very influential politicians. The play ended with a scene
where a young eunuch judged him of being corrupt and forced him to resign from his
post. While the eunuch forced him to resign, the audience also saw the Ottoman
people who gathered in the garden of the palace, shouting: ‘Long live the
constitution!” In the last scene, the young eunuch symbolized the revenge of the
oppressed classes and the slaves. Through the play, the authors narrated Sultan
Abdiilhamid TI’s personality with his own speeches and internal feuds, For instance,
the tirade below by Sultan Abdiilhamid II aimed to display his ‘ruthless’ character:

Abdiilhamit: T swear in the name of God. With the name of God, I will
put everyone in each other’s custody. I will sacrifice the souls to

4% (Dr.) Kamil, Canh Cenaze Yahut Yildiz'da Megrutiyet Telaglar: (Istanbul: Arsak Garoyan
Maatbaasi, 1325).

40 Abdiifhalim Memduh and Refik Nevzat, Abdiithamit ve Geng Bir Harem Agas: (istanbul: Suhulet
Kitaphanesi, 1326).
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corpses, the corpses to souls. I will darken and ruin the sun, the moon

and stars. I will oppress and torture until no body, no heart, no brain,

no conscience and no mercy is left in Turkey.

I will devastate the religions of Mohammed, Jesus and Moses.
I will force to convert Muslims to Christianity, Christians to

Judaism, and Jews to Islam. I will be the tyrant. Yes, like owls, above

the dust of the children of the country, I will govern the Ottoman

Sultanate. I will ruin everything. In this world, only I will reign by

myself.*1?
Abdiilhalim Memduh and Refik Nevzat co-authored a second script on the very same
subject but focused only on two figures: Sultan Abdiilhamid IT and Vicdan
(‘conscience’). The play Abdiilhamid ile Vicdan (Abdiilhamid and Conscience)
focused on the dialogues between Sultan Abdiilhamid It and his conscience
embodied as a female muse.*'! The muse Vicdan judged Sultan Abdiilhamid I for
every single failure, mistake, cruelty, and torture he committed in the last decades,
and portrayed him as a paranoid, insecure, heartless, timid and corrupted person.
After long tirades of Vicdan that put Sultan Abdiilhamid II on trial, Sultan
Abdithamid IT commutted suicide. Moralizade Vassaf’s Yildiz Facialar: (Tragedies
of Yildiz) included probably some of the harshest and aggressive critiques about
Sultan Abdiilhamid If and his spies.*'? The play does not only portray Sultan
Abdiilhamid II as a corrupted Sultan having fun with the young and beautiful girls of
the imperial harem, but also as a non-believer. Yildiz Facialar: includes some
touching scenes of torture and dialogues of the torturers, namely Bekir and {zzet
Pasas. For instance, Besir and [zzet Pagas’ discussion on torturing some Young

Turks aimed to reveal the suffering of the revolutionaries under the reign of Sultan

Abdiilhamid I to the theater audience:

410

ibid., pp. 28-30, quoted in Ozlem Nemutlu, “II. Mesrutiyetten Cumhuriyetin flanma Kadar
fzmir’de Tiyatro Faaliyetleri,” p. 200.

M1 Abdiilhalim Memduh and Refik Nevzat, “Abdiilhamid ve Vicdan,” dhenk, (14-22 May, 1909).

*2 Moralizade Vassaf, Yildiz Facialar: (Istanbul: Suhulet Kiitiphanesi, 1327).
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Begir Bey: Ah, but they are not afraid of dying. We did what could be

done. We also spilled bucketfuls of cold water on them; that water

layer by layer froze on their scarred faces, on their rugged bodies

covered by blood, and on their torn clothes. They are bleeding

profusely from their noses. Each and every part of their bodies is

injured and scarred. Yet they still shout at us ‘bastards, villains, and

traitors!” Look how daring they are!

Izzet Pasa: (Standing up angrily) I know how to force them to talk and

kill them!*"
The play ended with a Young Turk (Al Rahim} cursing Abdiilhamit: “God... Let our
revenge fall upon Sultan Abdiilhamid IT; my God give him the worst disaster, your
greatest tribulation!™**

Interestingly, the Unionist playwrights touched upon the minority politics and

again condemned Sultan Abdiilhamid II. As a CUP follower, Mehmet Ihsan staged
the Armenian uprisings of 1895 in his play Ermeni Mazlumlar: Yahut Fedakar bir

Tiirk Zabiti (The Oppressed Armenians or a Devoted Turkish Officer).*®

The pro-
Armenian play staged the massacre of the Armenian groups, and accused Sultan
Abdiilhamid IT and his government. Moreover, in the play these Armenian families
were protected by the Young Turks and the members of the CUP. The first scene
took place in Artin Efendi’s house, whose brother was lynched by the Muslims. The
scene informed the audience that outside the house, the Muslims attacked the
Armenians, lynching and killing them with sticks and stones. In the subsequent
scene, the unionist soldier Fazil Bey saved Artin Efendi’s scared family. Upon that,
Fazl Bey was exiled to the island Rhodes by Sultan Abdiilhamid II’s government.

The play ended happily with a final scene staging the declaration of the Second

Constitution which ‘introduced liberty, fraternity, and equality to the Ottoman

“B ibid,, p. 11.
“ ibid., p. 76.

413 Mehmet Thsan, Ermeni Mazlumlar Yahut Fedakar bir Tiirk Zabiti (Istanbul: Kanaat Ktitiiphanesi,
1324).
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subjects regardless of their ethnicity’. Differing from the previously mentioned plays,
Ermeni Mazlumlar: Yahut Fedakar bir Tiirk Zabiti emphasized that the CUP was
indeed protecting the non-Muslims. Recalling that the CUP’s politics towards non-
Muslim population was stricter, one can argue that the play aimed to legitimize the
CUP’s power within the non-Muslim society as well.

As can be seen, the ‘evils of the old regime’ were not alone on stage. The
heroes of the post-1908 plays consisted of the CUP members, Young Turks, and their
followers. The fourth group of plays was on the organization of the CUP and the
declaration of the Second Constitution. Young Turks were the leading actors of these
plays staging the clashes between the new and the old regimes. They usually died for
their motto ‘freedom, equality and fraternity’ and fought against the tyranny of
Sultan Abdiilhamid II. For instance, Selanikli Hilmi’s Menfiler Yahut Felaket-i
Istibdat (The Exiles or the Disaster of Tyranny) staged the grief of the Young Turks
under the despotism of Sultan Abdiilhamid 11.11% At the end of the play, the exiled
Young Turks were freed with the declaration of the Second Constitution. In a parallel
line, Hasan Nadir’s Devr-i Sabikia Viikela (Ministers in the Old Regime) staged
Young Turks’ efforts to reestablish the constitutional monarchy.*"” Both of the plays
demonstrated the organization of the CUP and their rituals. The idea of staging the
secret organization to the public was indeed a common feature of this group of plays.
Similarly, Moralizade Vassaf’s Mukaddime-i Inkilap (Preface to the Revolution)
represented the struggle of the Young Turks under the tyranny of Sultan Abdiilhamid

11.4'% Again, another play displaying the torture and the torment of the Young Turks

M6 Hilmi (Selanikli), Menfiler Yahut Felaket-i Istibdat (Istanbul: n.p., 1327).
7 Yasan Nadir, Devr-i Sabikta Vitkela (Istanbul: Kanaat Kiittiphanesi, 1326).

418 Noralizade Vassaf, Mukaddime-i Inkilap (Istanbul: Ikbal Kittiiphanesi, 1335).
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was Ahmet Hilmi Sehbenderzade s Istibdatin Vahsetleri yahut Bir Fedainin Oliimii
(The Brutalities of the Tyranny or the Death of an Assassin).*" Likewise, Halil
Riistii’s 10 Temmuz 1324 (10 July 1324) represented the boredom and the struggle of
a nationalist peasant Recep and his role model Unionist Hiiseyin Bey to ‘awaken the
Ottoman public’ under the old regime.** Expectedly, the play ended with the
proclamation of the Second Constitution which solved all the struggles and conflicts
in the society. The plays on the social and political activities of the Young Turks also
touched upon the organization of the CUP abroad, and namely in Egypt, France and
Britain. For instance, the playwright Sait HikInet, a strong follower of the CUP,
represented the operation of the Young Turks and their society in Paris in his play:
Mazi ve Ati (The Past and the Future).*?! In the play, a Young Turk (the principal
character of the play) Refik Bey was exiled to Fizan, but found a way to escape to
Egypt and then to Paris where he met with other CUP members and Young Turks.
Actually, one can see a similar gist in Aka Giindiiz’s Ask ve Istibdat (Love and the

2 The play staged the struggle of a revolutionist named Ali, and his

Tyranny).
collaboration with the secret organization of CUP for the future of his nation. One
other very influential play raising discussions in the newspapers was the co-authored
work of Tahsin Nahid and Nevvare Ruhsar: Jén Tiirk (Young Turk).*” The main

character of the play, Nihad, a nationalist young man falls in love with Kazim Paga’s

(a loyal pasa of Sultan Abdiilhamid II) daughter. Upon their quarrels, Kazim Paga

9 Ahmet Hilmi Sehbenderzade, fstibdatin Vahgetleri yahut Bir Fedainin Oliima (Istanbul:
Milsterek'iil Menfa Osmanly $irketi Matbaasi, 1326).

20 Halil Riigtis, 70 Temmuz 1324 (Bursa: Matbaa-i Amire, 1324).
421 Qait Hikmet, Mazi ve Ati (Istanbul: Matbaa-i Hayriye ve $iirekasi, 1325).
22 Aka Giindiiz, “Ask ve Istibdat," Kadin Mecmuass, no. 16; 21; 25, (1325).

3 Tahsin Nahit and Nevvare Ruhsar, Jon-Tiirk (Istanbul: n. p., 1325).
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forced Nihad to leave their house. Nihad found a way to join the British freemason
community and left the Ottoman lands. After the declaration of the Second
Constitution, Kazim Pasa was prisoned and Nihad returned to Istanbul, married
Kazim Pasa’s daughter and distributed Kazim Paga’s wealth to the poor peasants in
Anatolia. The play ended with a scene where the Ottoman public shouted “Long live
the constitution, long live the liberty!” Jion Tiirk was particularly significant since it
represented the CUP’s relations with other secret communities and groups. Most of
the plays depicting the CUP members and Young Turks as the main characters
staged the events paving the way for the declaration of the Second Constitution in
Manastir. These plays usually depicted the murder of the Ferik Semsi, and the
symbolic climb of soldiers to the mountain in Manastir to represent the experience of
‘proclaiming the Second Constitution’. The plays centering on the heroism of the
Young Turks and the CUP members apparently tried to recreate the operation of the
secret Committee of Union and Progress and the political organization of the Young
Turks on stage. These plays tried to propagate the mottos of the revolutionaries
“liberty, equality and the fraternity’ through the stories of tonﬁent, grief and love,
and tried to reshape public opinion. While the Young Turks appeared as national
heroes in the scripts written just after the Revolution of 1908, by the late 1910s, they
appeared as the war-criminals. The milli facia genre that condemned Sultan
Abdiithamid IT was irenically used to judge the Unionists and their decision to fight
in the First World War by the late 1910s. The plays written by the end of the 1910s

424

like Hiirrivet Kurbanlar: (the Victims of Freedom)™, or Caniler Saltanati (The

23 thsan Adli, Haile-i Mahmut Sevket-Hiirviyet Kurbanlar: (Edirne: Vilayet Matbaasi, 1335).
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Sultanate of the Villains)**

condemned the CUP leaders for being responsible for the
territorial and the demographical losses on stage.

CUP members became more and more “despotic” as they established their
power in the society after their successful suppression of the Counter-Revolution of
April 1909. Throughout 1900s, the scripts did not only serve to spread the ideologies
of the CUP and to legitimize them but they also served to spread contemporary
events hike the organization and suppression of the Counter-Revolution of April,
1909. The scripts narrating the ‘31 March Incident’ forms the last group of plays that
I want to mention. The attempt of Counter- Revolution made significant changes in
the repertoire of the milli facia. While the old regime was personalized as Fehim
Pasa or Izzet Pasa in the scripts published between July 1908- April 1909, the scripts
written after the dethronement of Sultan Abdiilhamid II depicted the old Sultan as the
symbol of corruption, and judged him on stage. For instance, Dr. Kamil’s Donmez
Yiiz yahut Hiirriyvet Ordusu (The Unbending Face or the Army of Liberty) staged the
‘31 March Incident’ in great detail, and portrayed Sultan Abdiilhamid II as the
organizer of this religious rebellion.*” The play ‘informed’ the audience that Sultan
Abdiilhamid II helped the newspaper Volkan and the soldiers of Avcr Taburu in the
revolt. On the other hand, the muse of liberty, ghosts of Namik Kemal and Mithad
Pasa usually appeared and judged Abdiilhamid II’s personality and his political
character. Throughout the play, the 31 March Incident was staged and Sultan
Abdiithamid IT was depicted as the one who organized the rebellion. The first scene
enacted the revolt. The subsequent scene visualized the discussions of the CUP

members in Salonika and the formation of the Hiirriyet Ordusu (Army of Liberty).

3 Bulgurluzade Riza, Caniler Saltanati (Manzum Bir Facia) (Istanbul: Kader Matbaasi, 1919).

28 (Dr.) Kamil, Donmez Yiiz yahut Hiirriyet Ordusu (Istanbul: Necm- i Istiklal Matbaasi, n.d.)
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The following scene shifted to the Yildiz Palace and demonstrated Sultan
Abdiithamid II’s fears. In the subsequent scenes, the Hareket Ordusu (Action Army)
suppressed the revolt, and girded the Yildiz Palace. Esat Pasa informed the audience
that Abdiilhamid was dethroned, and the play ended with a highly symbolic scene
depicting the ghosts of the martyrs, Louis XIV, Sultan Abdiilhamid IT and Dervis
Vahdetti (the leading name of the revolt) together, accompanied by the anthem of
liberty. The close relationship drawn with the French Revolution and martyrs of
liberty judging the political figures aimed to represent the complex nature of this
historical process to the Ottoman public in a very simple and biased manner to
recreate the past in the collective memories. The dialogues of the unionists aimed to
arouse the national feelings of the audience. For instance, a short poem of Dr. Kamil
was recited at the very beginning of the play to voice the feelings of the Ottoman
public towards Abdiilhamid II:

Behold, behold that your doom comes soon.

There is no possibility of your salvation.

Your life is at the hand of the free ones.

Oh your death is soon!

Your agony is great in the world beyond,

Do not speak, 1 do not heed to listen to you,

If you have a reply, save it for the Reaper.“?
The poem, which carries the same biases with the narrative of the whole script,
represents the ways in which Sultan Abdiilhamid IT was judged on stage in front of

the audience. Another play ‘divinely judging’ the dethroned Sultan Abdiilhamid II

upon the 31 March Incident was Mehmed Thsan’s Hirs-1 Saltanat Yahut Intikam-1

#7 Bl bil ki yakindadir zevalin.

Kurtulmaga yoktur ihtimalin.

Ahrarm elindedir hayatm.

Vah vakindir mematin!

Ukbada biiyiiktiir 1stirabin,

Stz sdyleme dinlemem hitabmn,

Azrail’e varsa ver cevabin.”

(Dr.) Kamil, Donmez Yiiz yahut Hirrivet Ordusu (Istanbul: Necm- i Istiklal Matbaasy, n.d.), quoted in:
Alemdar Yalemn. Il Megrutiyette Tivatro Edebiyat: Tarihi, p. 128,
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Megru-1 Millet (The Rage of Sultanate or the Legitimate Revenge of the Nation). 28

The play depicted Sultan Abdiilhamid IT’s alliance with Dervis Vahdeti and Hamdi
Cavus to organize the Counter-Revolution of April 1909. The subsequent scene
demonstrated the discussion of the soldiers, and informed the audience on the events
of 13 April. The play, similar to the others, represented the suppression of the
uprising and the dethronement of Sultan Abdiilhamid II. The last act showing
Abdiithamid 1I°s fears after the attempted assassination, was the most interesting part
of the play. In this section, the ghosts of Namk Kemal and Mithad Paga interrogated
Abdiilhamid 1. Abdiilhamid’s feelings and fears given as inner monologs were

remarkable since they represented the way in which the revolutionary public wanted

to see him:**’

Abdiilhamid; I understand they want to kill me in agony and torture.
Well, I wonder what will happen to me... Will I spend every hour of
my life isolated from the world? Or do the people want to get their
revenge in this way? How can pleasure come in such an unpleasant life
deprived of the sultanate? Will I spend the rest of my life in such a
reprehension and burden of the nation? No, [ will not live, T will die.
(He stands up by addressing his vicinity with an ambitious look.) No,
no [ will not die, I will live. I will take revenge on those who wants to
take revenge on me. I will refuse any offer for my wealth; I will
dismiss them from my sight. I will reveal rage and violence (calming
down) Oh, no! Will I be successful, will I counter the weapon of
vengeance pointed at me?! Alas! Oh, how exhausted and how tired my
body is... My eyes merely want to be shut. (Meanwhile a dark |
silhouette and a great rumble emerge. Abdiilhamid, not being strong
enough to move, is possessed by fear and fever. A mental seizure
begins to strike him. A great paleness invades his face. The rumble
continues.)

The text continues with ‘a scene of trial” upon the emergence of the ghosts of Namk

Kemal and Mithad Paga:

2% Mehmed fhsan, Hirs-1 Saltanat Yahut Intikam-1 Megru-1 Millet (Istanbul: Arsak Garoyan Matbaasy,
1327).

* ibid., pp. 91-96.
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Abdiithamid: Oh my God, what is happening? I am frightened! (The
noise is continuously heard; in the rear of the garden the dead cross
with their necks and arms chained. Following this, those in bloody
shrouds pass by. Then the corpses pass by. And Abdiilhamid begins to
tremble violently.)

Abdiilhamid: Oh, they are threatening me... I see, the dead and the
alive of the nation want to get revenge on me. (Meanwhile two men in
shrouds appear. Side by side they approach Abdiilhamid. Abdiilhamid,
his chin narrowed and his face acquiring that of the state of the two
dead in front of him, speaks in a trembling voice):

Abdiithamid: Who are you?

First Dead: Two victims sentenced to the oppression of the oppressor.
Abdiilhamid: The oppression of the oppressor? Who is the oppressor?
The Second Dead: You!

Abdiilhamid: Who are you?

The First one: Mithad and Kemal!

Abdiilhamid: What do you want from me?

The Second one: The improvement of the state that you could not
accomplish yet.

Abdiilhamid: What 1 did to you...

The First one: What you did to us and to the nation is beyond
comprehension... Every second of your life was spent with murders.
The nation, for thirty four years, has forgiven you for the nobility and
justice of your dynasty... And you gnawed on this property and the
nation with your perpetual brigandage which has nothing to do with
the caliphate. You ruined and destroyed the state treasury. You wasted
the law at the expense of your illegitimate goals and ambitions. The
nation forgave your holy caliphate, not yourself, but again you could
not improve the state. Finally you made this holy state and its nation
miserable. People who are destined to a certain collapse did not have
any more strength to forgive you. The nation had again showed
generosity and they dethroned you, saving your life along.

The Second one: And this dethronement became the legitimate
vengeance of the nation. Yet this modest vengeance is still benefaction
at the expense of your thirty four-year-oppression. From now on,
spend your life praying for the virtue and development of the state and
the nation. Wipe out the wrath and the hostility from your heart. Leave
all your wealth and estates where you had seized them. Pray for
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(pointing at the rear side with his finger) the forgiveness of those poor
people that you enslaved for your ambition of reign and tyranny. (The
table removes. The reactionaries are seen in the gallows tree. Cevher is
also seen among them. All of them point at Abdiilhamid.)

Abdilhamit: (Terrified) They all point at me, they address me as the
reason for rebellion. Oh, Cevher, Cevher is there! (His hands closing
his face) Oh, I cannot take this... What a doomed person, what an
oppressive sultan I was! Forgive me... Oh holy God, forgive me. I take
sanctuary in your grandeur. (He falls onto the chair and faints).

The First Dead: This one should not die, but live!

The Second Dead: Yes, every hour of his life is now sufferance for
him!

These scenes of interrogations and trials by the ghosts of the symbolic political
figures were one of the most important parts of the post-1908 political repertoire, not
only because they staged a ‘divine punishment’, but also since they gave a particular
historical narrative on the Hamidian era. Again, a very similar play staging the
Counter-Revolution of April 1909 was Ahmet Cevat’s Yildizin Sonu (The End of the
Yildiz). *® The play depicted Abdiilhamid as the financial sponsor of the Counter-
Revolution. The play, in parallel to the previously mentioned ones, staged the
revolts, the preparation of the army and the success of the army in suppressing the
revolts. Differing from other ‘31 March Incident’ plays, Yddizin Sonu was
accompanied with a love story demonstrating Abdiilhamid’s failure in his personal
life as well. Abdiilhamid’s favorite actually loved a Unionist,l Subay Cemal. The
Sultan who could not handle the failures in each and every single aspect of his life

killed that young woman by the end of the play. Besides these three, a number of

0 Ahmet Cevat Ernre, ¥ildizin Sonu (Istanbul: Jirair Keteon Matbaasi, 1325),
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other plays, as discussed in the works of Metin And and Alemdar Yal¢in, aimed to
stage the Counter-Revolution of April 190941

All these five groups of plays, standing between history and imagination
formed an anti-Hamidian repertoire. Because of the limitations of the topic, this
study could only touch upon a limited number of plays and had to leave many others
behind. Although one should never take these scripts at their face value, the textual
analyses of these plays and the political representations they include may reveal
some understudied aspects of the late Ottoman politics like the international
operations of the CUP. Besides their historical narratives, what made these scripts
significant for social scientists was the juxtaposed representation of the old and new
regimes. How these popular scripts constructed a historical narrative and reshaped
the contemporary events of the day for the audience was particularly important to
interpret the collective imagination of the late 1900s. I return to my departure point
and recall the new historicist approach with Greenblatt’s statement:

I propose that we begin by taking seriously the collective production of

literary pleasure and interest. We know that this production was

collective since language itself, which was at the heart of literary

power, was the supreme instance of a collective creation. (...)Theatre

was manifestly the product of collective intentions and the moment of

inscription, was itself a social moment. Moreover, the theatre

addresses its audience as a collectivity.*?
Within this theoretical framework, I can argue that these scripts offer us clues on
particular aspects of the collective imagination in the late 1900s. The majority of the

plays written after 1909 represented ‘the tyranny of the ancien regime, and tried to

legitimize the ‘reign of the CUP’. Even though one cannot know their popularity and

1 For further discussion on the plays, see: Alemdar Yalgin, 1T Megrutiyetie Tivatro Edebiyatt Tarihi
(Ankara; Akcad Basm Yaym, 2002), Metin And, Megrutivet Déneminde Tirk Tiyatrosu. (Ankara:
Tirkiye I3 Bankas: Kiiltlr Yayinlari, 1971).

B2 Greenblatt, The Shakespearean Negotiations, p. 4.
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actual performances, the very production of these texts, parallel to the Ottoman
cartoon space of the late 1900s, aimed to reshape public opinion with their historical
narratives. The plays, novels, histories and newspapers of the age, all accusing the
old regime, were influential in the formation of public opinion. This public opmion
was created via the performances, publications and historical narratives which
defined the old regime as a ‘tyranny’. They all played an important role in the
formation of a historiographical discourse depicting the reign of Sultan Abdiilhamid
I1 as ‘oppression and tyranny’ and the reign of the Committee of Union and Progress
as ‘freedom and democracy’.r

Standing between fact and fiction, the political repertoire shaped and was
shaped by the dominant historical narratives of the Ottoman intelligentsia. The
representation of the old regime, Sultan Abdiilhamid II, the Young Turk Revolution
of 1908 and the 31 March Incident did not only aim to propagate the reign of the
CUP, but also reshaped and retold the recent history on the stage for the audience.
Theater of the post-revolutionary era became a forum for discussions, staging
confemporary events, judging and praising political figures on the stage. With these
qualities, theatér did not only act like the press, but also offered access to the recent
social and political developments for the Ottoman public. Therefore, the political
repertoire played a significant role in shaping public opinion and the collective
imagination.

To conclude, I should also underline the subjectivity of the repertoire selected
in the above analysis. Given the breadth of the literature on the late Ottom_an drama,
only a limited number of politically loaded scripts were presented as examples of the

national tragedy or national drama genres. All these scripts, whether they were
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performed or not, were indeed much more complex than I could study in detail

within the limitations of this thesis.
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CHAPTER VIII

CONCLUSION:

SITUATING THE POLITICAL THEATER IN TURKISH HISTORIOGRAPHY

Standing between fact and fiction, developments in theater during the post-1908 era
were also ‘staged’ in the press of the late Ottoman era. The theater of the post-
revolutionary era directly reflected the recent developments in the Ottoman domestic
and international politics and was crucial in communicating politics fo the masses in
its own fashion. The narratives of the Ottoman satirical press and the périodicals
clearly show how the post-1908 theater both shaped and was shaped by the dominant
historiographical discourses of the Unionist Ottoman intellectuals. Theater was,
therefore, very significant in modeling public opinion in an age when it was the most
important medium of visual communication.

The play scripts written after 1908 became a space where one could judge the
old regime or glorify the new one. Although it is not possible to know whether these
plays were popular or not, or even whether they were performed at all, theater served
as a public space where the contemporary events were staged, judged or glorified,
and where people shared their feelings and thoughts on how to interpret the new
political developments. In this historical context, the popular theater operated as a
courtroom for the trial of the old regime. Putting the despotic old regime on trial
gave way to the glorification of the new regime as an outcome of a gradual social
transformation, putting the theater in the center of a ‘discourse of Westernization’.
Theater thus became an indispensable part of the political life of the nineteenth
century with the growing importance of the public spaces and the invention of mass

politics.
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It is important to see how the political theater continued to reflect
contemporary events even after the collapse of the Ottoman Empire and operated as
one of the most significant agencies to interpret the current political change in
modern Turkey as well. As theater became an important aspect of the Ottoman social
and political life throughout the late nineteenth century, in the following decades, it
kept its role in shaping public opinion in parallel to the press, and became an
important aspect of the social life in Turkey.

To give a few examples, one may start with the change that followed the First
World War. Theater, used as a means to form public opinion, éncouraged people to
“fight” rather than to ‘judge’ the old regime by the eve of the War. However, after the
First World War, the repertoire changed and plays started to blame the CUP for the
Ottoman defeat. By 1918, a certain repertoire had been formed as to condemn the
members of the CUP, which left its place after the declaration of the Turkish
Republic in 1923 to a new theater primarily used to promote the new republican
regime. This. new theater followed indeed the very same genre of play/repertoire that
both glorified the rule of the CUP after 1908, and accused them once the Ottoman
Empire was defeated in the First World War.

With the declaration of the Turkish Republic, theater also became a new
platform to celebrate Mustafa Kemal Atatiirk as the ultimate hero of the past wars,
including the First World War and the Independence War. Here theater was used
once again to construct a historiographical discourse, which while glorifying the
national leader Mustafa Kemal on the one hand, represented an Ottoman history as a
history of oppression and corruption on the other. The plays written after the
proclamation of the Turkish Republic promoted the ideals of the new regime under

the leadership of a charismatic leader, Atatiirk. In his analysis of ‘inkilap temsiller?,
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Levent Boyacioglu provides us with this republican theater genre where women’s
emancipation, commitment to Western arts and sciences, an imagined bright future
for the Republic of Turkey had been laid out.™ People’s Houses, the Republican
network of local cultural centers took on a fundamental role in disseminating such
plays, offering a ground just like the post-1908 plays to form a collective memory
judging the old regime and promoting the new one. Mustafa Kemal, himself, placed
‘theater’ within the discourse of civilization and encouraged the idea of a national
theater. Just like Sultan Abdiilaziz and Sultan Abdiilhamid II, he used theater in
diplomacy by hosting the Iranian shah at an opera performance for the reception
ceremony. * Mustafa Kemal’s approach to theater was indeed very ‘Ottoman’,
following the Ottoman Westernization paradigm set by the Ottoman Sultans.

The nature of the late Ottoman political theater, best represented in the mjlli
facia genre or its Republican version, the so-called inkilap temsilleri continued to re-
emerge in other forms during the later decades of the Republican era. After the coup
d’état of 1960, for instance, theater was used as a public space where the workers’
strikes and unionization found their first organizations.435 Throughout the years
1960- 1971, theater acted as a space where the debates between the radical left and
extreme right were staged for larger audiences. Just like it was in the days following
the Revolution of 1908, theater became ‘political’ with the audience’s performances
and government’s censorship, not with the repertoire.

Especially in the mid-1960s, theaters became public spaces where the plays

were violently attacked and interrupted by groups from extreme right or radical left

33 For further information, see: Levent Boyacioglu, "Tek Parti Déneminde fnkilap Temsilleri," Tarih
ve Toplum, n10.102 (1992), pp. 30-36; no. 103 (1992), pp. 30-35; no. 104, (1992), pp. 26-33.

34 Por the opera performance Atatiirk organized for the reception ceremony of the Iranian shah, see:
Metin And, Baglangicindan 1983 e Tirk Tivatro Tarihi, (Istanbul: Tletisim, 2004), p. 157.

3 Metin And, Tiirk Tiyatrosu'nun Evreleri | (Ankara: Turhan Kitapevi,1983), p. 406.
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ideologies.*® Brecht’s The Good Person of Szechwan, used in the debates between
rightists and leftists, caused a violent polarization, and was banned by the
government in 1964. This decision inflamed the rising opposition against the
government and gave birth to further upheavals. In another case, in the midst of a
peaked political milieu, the government tried to stop the performance of the play Pir
Sultan Abdal in 1969 in Tunceli. When the audience protested the government, the
police directly attacked the audience, leaving two people dead, eleven injured and
eighty arrested during the demonstrations.*” Manifestations where the rightists, the
leftists and the police forces fought frequently used theatre as a politically symbolic
space in the late 1960s.* It is possible to trace this trend of political theater in the
1970s with Haldun Taner’s Devekusu Kabare, Genco Erkal’s Dostlar Tiyatrosu and
Asaf Ciyiltepe’s Ankara Sanat Tiyatrosu to be followed in the 1980s by Ferhan
Sensoy’s Ortaoyuncular. All in all, theatre became a part of the Ottoman/ Turkish
social, cultural and political life from the late nineteenth century onwards, a subject-
matter Ottoman and Turkish historical research has to study more seriously.

This thesis intended to review theater as a political space in the late Ottoman
politics, arguing that from its very start, it acquired a political significance and
became a ‘political institution’ through its incorporation in the imperial celebrations.
This new modern artistic genre became, in a very short time, one of the most

powerful means to disseminate the ideologies of the Ottoman intelligentsia,

¢ And, Tiirk Tiyatrosunun Evreleri, pp. 378-381.
“7 ibid., p. 462.

% One should also mention here another social aspect of theatre of the 1960s, where unionist
demonstrations and worker’s strikes emerged as important social expressive forms. TOTSIS (Tiirkiye
Opera, Tiyatro ve Yardime: Igler Sendikast) and TI-SEN (Tiirkiye Tiyatrocular Sendikas1), the two
important theater unions of the 1960s were among the pioneering groups who organized three major
strikes. ibid., p. 406,
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negotiating between imperial oppression and an oppositional public opinion. The
development of theater into a public space reached its peak with the revolution of
1908 which created pageants through the banned plays of the old regime. The mass
performances indeed created a new market for the politicization of the repertoire and
putting the old regime on trial on the stage. The post revolutionary theater staged the
contemporary, and established a certain tradition of ‘political theater’, which then
continued to be revived with other political events that Turkey experienced.
Although theater lost its political significance in our daily lives and in our collective
memories since the 1980s, it has been a part of the Turkish politics since 1500s.

*439 in its own satirical fashion popular

Representing the political ‘rites of passages
theater did not only shape public opinion but also the historiographical discourses of
its own era. A careful survey of theater can therefore offer a different perspective for
the study of Ottoman modernization.

To conclude, I should perhaps acknowledge that this study could only analyze
part of a large corpus of texts produced during the post-revolutionary era. The
richness of these texts undoubtedly deserves a much more thorough textual analysis.
A careful thematic review of these texts may provide us with clues on the rhetoric of
popular culture during the Young Turk era. The Unionist terminology built upon the
love of fatherland, the love of nation, freedom, justice, Ottomanism and
constitutionalism through these scripts can offer alternative approaches to study the
popular culture of the Young Turk era. I should add that a discussion of the theater’s
role in the political context of this era may be situated within a larger framework of

other artistic genres. A survey on the development of the cinema, painting and music

under the patronage of the CUP would certainly reveal the Unionist political agenda

9 Referring to Victor Tumer, see: Victor Turner, “Liminality and Communitas,” pp.79-88.
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which encouraged the formation of an Unionist repertoire in different realms of

popular art.
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APPENDIX A

Adolphe Thalasso, “Le Théatre Turc,” La Revue Théatrale, no. 16 (1904), pp. 361-384.
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19%] Au ghéirre populaire d= Cuignal, en France, correspond en Turquie le théitre populaite de Karagueuz. Karagueuz, litteraire-

ment, Afgnifie « yeux noirs». Deux différences distinguent ces deux scénes : les personnages de Guignol sont en hois et se
meuvgnt dans un cadre avec décors et rideaiunt, comme de véritables acteurs; Jes personnages de Karagueuz sont en baudruche
. coloriée et profilent leur ombre sut un écran en toile tendue, éclaité par derriére, ala fagon des ombres chinoises ; mais, tandis
“que ces derniéres sont immobiles et uniformément noires, chez les personneges de Karagueuz on distingue trés nettement sur la
toile les couleurs des figures et des costumes, fes mouvements et jusqu'au moindre des gestes.

Les personnages teintés sont obtenus par la puissante lumiére dispaséc derri¢re eux. Cette lumiére envoie, par transparence,
les couleurs sur la toile et son interposition entre les pantins et les opérateurs rend ces derniers invisibles. Cette méme inter-
position explique pourquoi les personnages de Karagueuz se meuvent sur une scéne sans décors; ces décors empéchenient de
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Lorigine du théatre de Karagueuz se perd dens la nuit des temps, ce qui explique, jusqu’a un certain point son immor n#.
Le terrible Mahomet 11 ne révait pas encore la conquéte de Constantinople que les fribus nomades turques prenaicat
grand plaisir aux prouesses érotiques de ce mauyeis sujet. Qui peut affirmer que 'obscéne Karagueuz ne soit pas sorti iout entier
du cerveau génial d'un Rabelais asiatique & [a suite d'une libérale romaine, d'une bacchenale de la Gréce ou d'une fére o'Osiris.

{ Quelques aureurs croient voir en lui la caricature d'un vizir de Saladin : i) serait, dans ce cas, d'origine musulmane. Mais

rien ne prouve ce dire, basé moins sur des faits que sur Pimagination. Quoi qu’il en soit, des siécles ont passé depuis, sans
amener aucune modification au tempérament fougueux de Karagueuz : Pamour physique le posséde aujourd'hui comme au fcur
de sa naissance : il est resté, cet amour, aussi terre & terre que linstinct animal qui le fit najtre, aussi féroce que 'a narure
qui pousse brutalement, et sans aucune aspiration d'ordre supérieur,les deux sexes & se rapprocher, Le mépris du v rour
la femme, dépourvue d’ime, affirme-t-il, ne renfermerait-il pas le mot de I'énigme ?

La troupe du théatre de Karagueus se compose d'une foule de personnages dont le nombre plus ou moins grand déper.:- ves
mayens de 'entrepreneur pour qui chaque couple de marionnettes exige le concours d'un compére. Quatre persnnnages sun:
cependant d’'absolue nécessité pour que le spectacle puisse, régulierement, avoir liew : Karagueuz, Hadjiyvat. le pire n.™a et le
Zeibeck.

A tout seigneur tout honneur. f{aragueus est un congénére de Polichinelle ; sot, fourbe ethypocritecomme * '+ -

Iz type national pris dans la vie vulgaire. Le Pulcinella de Naples, le Meapatacco romain, I'Arlequin de Bolog. ., - 5
frangais, le Guignol Iyonnais, Je Punch anglzis, le Vylenspiegel du Nord, le Ketchel Pehlivan de Perse, le # ws
ressemblent sous tous rapports, avec cette seule différence que leur passion dominante est celle de fa nztion de.

exception : tous placent leurs intéréts propres au-dessus de ccux des personnes qu'ils ser -
et la bonne chére, ces messieurs ne visent qu'a un but : I'assouvissement de leurs pas.

Polichinelle parait encore le plus civilisé. Tous les moyens semblent bons i ces protagonis: 3°

arriver & Jeurs fins. On les prendreit pour des lecteurs assidus de Machiavel. 1ls savent, a
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- déplaisir, Jui est maintes fais

autrui, convoiter Ja femme du prochain et donner des coups de biton; ils mettent leur gloire 2 mentir et ne se font pas le moins
du monde scrupule de singet la dévotion. Mais, au fond, ils ne sont guere méchants = ils sont tous bons enfants et poltrons, ce
qui, jusqu'a un certain point, explique leur nafveté et leur hypocrisie. 11 n'y a que Punch, le héros des marionnetres anglaises, qui
fasse exception 4 la régle. Froid et cruel, ce monsieut n'éprouve aucun remords & assassiner tout le monde en commengant par
sa femme et en finissant par [e diable, avec un sang-froid bien dignz dailleurs du peuple dont il représente le type populaire.

Bien plus que ses confréres, Karagueuz est sensuel er obscene. La luxure est sa passion dominante. Avec son air de tout
respecter, il ne Tespecte Tien ; fout est souillé par ses désirs lubriques =t ses fantaisies de satyre ; il ne eroit pas plus & 'honnéteté
qu'a la vertu dont il prend le masque pour mieux satisfaire ses appérits. 11 est, d'ailleurs, si blasé et tellement pervert, qu'il en
arrive & mal faire pour le seul phisir de mal faire : c'est un raffinement dz coquinerie qu'il se paiz. Sans esprit ou plutde plein
d’un esprit grossier et de bas étage, il souleve les tires de son auditoirz par des saillizs d'un naturalisme dépravé et des calembours
renfermant toujours une obscénité. Une de ses grandes joies consiste 2 parodier tel passage, tel mot d'un poete célebre. Et vous
ne sautiez imaginer ce qu'il entre de sottise dans ces parodies littéraires oft Tes vers ailés et les grandes pensées se transforment
en plaisanteries ordurigres et cyniques.

1! ne faut cependant pas trop Iui en vouloir & ce brave Karagueuz; en fait d’esprit, il offre 4 son public la monnaie qui a cours
dans le pays. Et ces braves gens se pament d'aise, hurlent d’enthousiasme, toutes les fois qu'il échappe 2 Karagueuz une de ces
gaudrioles qui feraient rougir jusqu'aux oreilles I'éerivain le plus franchement gaulois. Et puis, Karagueuz ne sc contente pas
seulement de parler ; il accompagne ses paroles des gestes lzs plus extravagants. it I'esprit va-t-il se nicher, parfois!

Karagueuz a dewx attributs distinets : d’abord une calvitie complete et puis... quel que soit mon désir de taire la chose,
je me vois obligé de la men- tionner pour la sincérité de mon étude, et puis... ce que, au dire de Benjamin Constant,
Sésostris fir ériger partout ol il pénétra. Quant i sa calvitie, il la cache soigneusement sous un énorme calpak, espéce de
coiffure qui tientdubonnet et J

du chapeau. Inutile de dire que, dans le cours d'une Teprésentation, ce calpak, & son grand
enlevé et quune gréle de coups de biton pleut sur sa téfe, nue comme UR mur de
chauve comme Polichinelle est bossu. Sa figure est d'un grotesque Tepoussant et fout,
la charge et la caricature.
pagnon, le frére d'armes de Karagueuz, I'Oreste de ce Pylade, est un rusé compere,
tout, il a tout vu, tour lu, tout étudié, tout compulsé, tout commenté. 1] a voyagé partout.
encare que ‘son ami, il s'entend & parodier les podtes. Son téle, sur la scéne de Kara-
« compere » de nos Revues. Aucune science n'a de secrets pour Jui. Mais olt excelle cet
dans la connaissance du cczur humain. ('est lz Stendhal de la boutique, un Stendhal
doublé de Tartuffe. Tou- jours en mouvement, il agit toujours sous cape. Clest 3 Jui que Karagueuz s'adresse
toutes les fois qu'une de ses affaires a pris mauvaise tournure. Lui scul sait se sauver & temps lorsqu'il pleut des
coups, 1] n'est Tossé que Maronacts dela  par Karagueuz qui — on ne sait trop pourquol — a tout pouvoir sur Jui et auquel il
est dévoué corps et dme. "1 de Kamguews. o0 acecutrement Jui donne un fawx ajr de Louss X1 en caricature.

Le Pére Noble, Ao A wouupes. appelé, au gré de V'impresario, Ali, Moustapha ou Mehmet, Teprésenie Ja ganache,
le dindon traditionnel de Ja farce. C’est un composé de Pantalon et de Cassandre : c'est Je vieillard grotesque, amoureux et dupé.
11 pale toujours les pots cassés et, toujours aussi, il est... batfu et content.

Le Zeibek, Bebri-Moustapha ou Bachi-Bouzouk, littéralement e félée, estle Croquemitaine, le capitaine Fracasse, le diable,
le deus ex machina de la représentation. 11 opére les enlévements, exécute Jes vols, coupe les tées. 1] jure comme quarante sapeuts
<t n'ouvre la bouchz que pour Jancer des blasphémes et vociférer des menaces de mort. Brusque et plein de Franchise, il ne peut
supporter la sensualité de Karagueuz et la fourberie de Hadjiyvat. 11 parait toujours 2 Ja fin de la pizce pour punir les méchants:
.15 il est toujours leur dupe, sinon leut victime. Bien triste moralité, d'autant plus triste qu'elle est vraie.

Ces spectacles sont donnés dans toute la Turquie, mais, principalement, & Constantinople, & 'épeque du Ramazan. Pendant
1'été, on les donne 2 Haidar-Pacha, aux 1les-des-Princes et dans le Bosphore. Ils ont ordinairement lizu dans des jardins publics
dont on a, au préalable, recouvert les grilles d'enceinte de grands paravents de bois pour empécher les curicux de jouir gratis
de la représentation. Lorsque Pentrepreneur posséde quelques ressources, il achite, dans un endroir fréquente, un lopin de
terre autour duquel il fait élever quatre murs. Des bancs en forme d'estrade y sent appliqués et constituent les loges et les
galeries. Une immense tente attachéez aux quatre murs, et
dontle mat 'éleve au milieu du théitre, garantit les specta-
tn 5 ~ontre les intempéries de la saison. Aucun plancher
ne 1 -ouvre le sol humide et 'on s'installe o I'en veut, sur

= “anes de I'amphithéitre ou sur les escabeaux — d'une
.- apreté toujours douteuse — disséminés dans la salle.

Des gens de toutes les classes fréquentent ces thédlres.
L'¢lément populaire y domine. Plus de la moitie des
spectateuTs s¢ COMpose d'enfants des dewx sexes pour qui le
specracle de Karagueuz est le seul, 'unique, Je vrai, le grand
spectacle

™ . demande, en pensant a 'austérité musulmane,

L € 1 pacents envoient leurs garcons et Jeurs Allettes
55'% ™0 A ces représcnmticns cyniques et immorales, dont
(+ ne rapportent quz quelques calembours ignobles et qui.

\ Ia lor - 12, ne el et que dépraver les mozurs.
- ¢ I'auditoite se compose d'imams, de soldats
' ambulants qui, moyennant 20 paras
Seisent y passer une soirée agréable. Les
4ilzh, les autres jouent au trie-frac. Ces
45 autrement le kigf, ce dolce far

3 AHEmGUe. . one e

‘5 c'est : pas de
dames turques ne
- glles, au contraire,
hizarverie ineapli-

mosquée. Karagueuz est
dansson costume,Tespire

Hadjiyuvat, le com-
1ui. 1] sgit tout, il connait
1! explique tout. Mieux
gueuz tessemble & celui du
Btre insinuant et faux, c'est
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Sescracie pa Kanagumuz.

Scine entre Karagueuz =t Hadjiyvat, croquis inddit de M. Pigrre Aaméghian,
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cable, ces mémes Turcs, qui ne lajssent jamajs Jeurs femmes paraitre en public dans une salle de spectacle, font
fres souvent & Karagueuz les honneurs de leur havem. Cachées derriére des cafass, — sorte de grillages en bois,
— femmes légitimes er odalisques assistent 2 ces représentations, applaudissant les prouesses du Don Juan
grofesque qui en est le héros, ef ces specracles ne font qu'attiser « le feu qu'un soleil ardent et une vie oisive

ont allumé dans Jeur corps et qu'entretient la jalousic fyrannique ef insenséz donr elles sont |'objer. »
Le sujet des représentations roule [presque toujours sur une infrigue amoureuse, roujours ohscene. Ces
Pigces of, comme I'a si bien dit Gautier, a les scenes Jascives d'Aristophane se combinent avec
les songes drélatiques de Rabelais », sont composées d'une suite de tableaux indépendants les
uns des aufres er se rattachant peu ou prou al'action principale; ce sont, comme qui diraif « des

piéces 2 tiroivs ».

Les entrepreneurs font mouveir les marionnettes, prétant & chacune d'elles le Jangage qui Iui
est propre. Et pendant toute la durée du specracle ce ne sonr gque ctris sauvages et voix qui n'ont rien
d’humain. D'ordinaire, la représentation dure deus heures et se poursuit sans entr'actes. If est vrai de

iy,

dire que souvent la scene reste vide. Les personnages rentrent dans la coulisse pour laisser jouer Ja musique. 1
On entend, alors, les voix discordznres ctmonotones d'une troupe de musicizns ambulants, pour la plupart .
Juifs et Arméniens. ils chantent & tue-téte des manis (complaintes) en s'accompagnant de tambourins, H ‘

appelés dairés, et d'une espice de guitare, Je isfvouri. Ces musiciens sont engagés & Ja soirée. Quinelesa pas
entendus ne peut se faire la moindre idée de Voriginalité et de la cacophonic de Ja musique de Karagueuz.
i B R i, Aucune piréce dg e ’fhé:'nr; n'a été i_rpprlméc. Comment, d'ailleurs, en donner une traduction |

Ve S Karagueuz serait forcémenl arrété & Ja Frontiere et, accusé d'owtrage 2 la pudeur, ne pourrait continuer
sa marche vers Paris qu'aprés avoir passé, — selon la rrés spitituelle expression de Parisis, — par

taures les formalités de |2 fumigarion

e

. PREMIERE PERIODE
Karagueuz et le thédtre de NMoliere

« Eminemment narional n, le thétre de Maragueuz — qui, par ss verve et son humour se rapproche plus que Exteatl 4
n'importe quelle autre scéne de |'Burope de norre vieille gauloiserie, — a roujours eu ses coudées franches et n'a AE o Sl
subi aucune influence éivangire, juscu'aux environs de 1840, date & lzquelle un impresario introduisit dans e o
répertoire des traductions libres, ad usum Turcorum, de quelques scénes de Maolizre.

Voici les faits :

Je ne fus pas peu surpris, en me rendant un jour & la Sublime-Porte — en 1884 — d'entendre dans Ja tue
dewx gamins jouant aux billes, réciter en turc la scéne 171 du premier acte de |’ Avare; celle ot Harpagon, avant
de renvoyer La Fléche, veut sassurer si le o vrai gibier de potence » ne luj a vien volé.

Saisi d'éconnement, je prétai I'orzille 2 I= conversarion de mes deux honshommes. C'était bien Molizre qu'ils
récimient presque textuellement. 8i, malgré ce que j'en entendais, la chose m'elit laissé encore quelque doute, ce
doute fut vite dissipé quand je vis un des gamins présenter szs mains & son camarade qui lui diseit: ¢ Montre-moi
tes mains ».

Je leur demzndai alors oir ils avaient appris ce qu'ils venzient de débiter. 1ls répendirent qu'ils avaient
retenu cela du speciacle de Karagueuz, & Sultan-Ahmed, ol ils se rendzient tous les sojrs. J'avais peine 4 en
croite mes oreilles. Jen'hésitaj pas aaller le soit méme 4 Sulran-Ahmed oir j'eus la chance, zpres une heure d'attente,
d'entendre la scéne dont je donne plus loin la traduction. ]’y retournai une dizaine de fois, j'entendis des phrases
enfi¢res, des fragments de scénes de diverses comédies de Moliére.

Je tombais d'étonnement en étonnement. Finalement, je me décidai 2 voir I'entreprencur de ce théatre de Wara-
gueuz; je voulais avoir le fin mot de I'énigme. Je luj demandai oir il avait eppris les scénes qu'il débitait avec rant d'aisance.

— Je les tiens de mon pére qui, pendant vingt ans, a #1é directeur du Karagueuz.

— Votre pére connaissait-il Je francais ?

— Vous vous moquez de moi, Effendim (mon seigneur). Ln homme connaissant le Frangals s'amuserait-il & gagner
sa vie au métier de directeur de Karagueuz ?

— Mais qui donc 2 appris routes ces scénes a voire pere?

— Mon grand-pére, qui = ét¢ le plus grand divecrzur dé marionnettes que Constantinople ajf jamais possédé ;
il s'était tellement identifié avec le réle de Karagueuz qu'on ne le connaissait plus que sous e sobriquet de Hassan
Karagueis. R \,

s OO [ SR . Baiareus e Bam T o

— Parlaie-il, lisait-l le frangais ? )

— Non, Efendim | Et ce n'est pas lui, croyez-moi, qui seralt venu causer avec un frenck (chrétien), comme je fais, ne . 3!
les avait en horreur, cux et leur Jangue.

— Et vous ne les détestez pas, vous ?

— Autres temps, autres mezurs. Jz les aime, au contraire.

Il n'y avait décidément pas moyen d'avoir Iz clef du mystére.

Je le priai, alors, de me réciter deux scénes, qui m'avaient frappé parce qu'elles étajent presque mor poi
& I'original. L'une est celle dont j'ai déja parlé, I'autre la scéne V de I'acte pren.--

e les écrivis sous sa dictée, ignorant qu'elles me serviraient un v .- &
que je vous présente. iy

L'année suivante, je retournai voir Karagueuz. J'allai, cetie fois, & fulten-82 o 1
que jy ai entendu presque toute la comédie des Fourberies de Scapin, *du. . tu :
de scénes spirituelles, considérablement augmentée de calembours 1= vots abse 1+ 4T

ESteall du Huser secees ds e Corveature.

| la circonstance et adaptée 4 I'esprit de I'auditoirr 2 . Tarm ap.r
Le directeur de ce théitre, 2 quije m's e, - ~ait
| la pi¢ce, avait été autrefois kolirak (apprenti) de Jiassan K,
A Prinkipo, des lles-des-Princes, oir tous les soirs, penc.
| Muscrens oe 11 Tacurs pe Kasienzue, 364
| ‘-.
|
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débarcadére, il y 2 un spectacle de Karagueuz, j'entendis presque textuzllement, avec force inversions, il est
vrai, la scene 11 de l'acre 11 des Fourberies de Scapin, celle ol Scapin parle de I'enlévement de son maiire par
le Turc de la galére et oit Géronre, hésitant 2 vematire immédiatement la somme réclamée pour la rangon de
son Fls, répete sur tous les tans: o Fais que diable allait-il faire dans cette galére? » Dans Karagueus cependant,

la galére est remplacéz par la montagne, et un zeiheck prend la place du Ture.

Une chosz qui ne m'a pas peu surpris, c'est que la plupart de ces traductions sont celles de scénes ou la
méme phrase répétée, comme « Lz pauvre bomme a =t v Qu'allait-il faire dans celte galére? » donne au dialogue une
tournure du plus haut comique.

J'interrogeai également le direcreur de Karagueuz des les-des-Princes, sur Ja provenance de catte scéne:
il la tenait de I'impresario de Sultan-Bayazid, avec qui il éfait autrefois associé.

Jécrivis cette scéne sous sa dictée et l'envoyal, dans mes cartons, rejoindre Jes deux autres.

Larsque, dans le courant de I'été 1886, M. Paul Dérouléde vint a Constantinople, je ne manquai pas de
lui donner sur Karagueuz les renseignements qu'il me demanda. Je I'accompagnai méme & Sultan-Bayazid, =11
nous assistames pendant quelques minutes 2 la représentation de Karagueuz. 11 fut si feappé de cette traduction
en turc, des scénes principales du théitre de Moliere, joues dans les spectacles populaies, que son étonnzment
d'une part et ses instances de V'autre me poussérent & prendre ces notes que je livre aujourd'hui au public.

Qutre les deux scénes que je mets sous les yeux du lecteur, combien de phrases, au cours de ces
représentations, empruntées au répertoirz du grand Comique et que répetent a I'envi les gavroches et Jes mar-  Thédwe de Koraguene.
chands ambulants de Stamboul ! Jourun e Tamavani

1) ressort de ceci que quelqu'un, bien avant Aaly-Bey et Ahmed-Véfk Pacha, a traduit en ftout ou en partie Jes comédies
de Molizre et que ceite maduction a £1¢ remise 4 Hassan-Karagueuz, qui ne doit certainement sa gloite qu'a la connaissance
qu'il avait de ce thédtre. Le public, cest cerrain, prenait pour sienne, I'ozuvre d'un autre, etf, comme les caractéres de ceite
ceuvre sont essentiellement vrais, les Turcs ne purent que créer une célébrité a I'histrion qui, & P'aide d'un grossier plagiar, leur
présentait des passions et des caractéres si prafondément humains.

La traduction en turc de Molitre, sous la direction d' Bbmed-¥éfk Packa, n'a été faite que lorsque ce dernjer
était grand-vizic. Or, Abmed -7 éfk  Effendi n'a tequ le ftitre de Pacha qu'en 1883, & son retour de France o0
il avait été envoyé pour représenter la Turquiz Eiraie tu Muse eovit 2 4 la conférencz de Paris, relative aux affaires de Syrie.
Quatve zns plus tard (1867), il érait nommé grand- el vizir. Clest de cette époque, — il n'y a que trente-sept
ans, — que dare la traduction litréraire des czuvres du grand Comique.

La maduction d'Aaly-Bey, faite deux années auparavant, naus Teporte aux environs de 1805,

Or, il y a cinquante-ting ans gque Hassan-Kara- gueuz est mortt, 2prés avoir é1é impresario pendant plusde
dix ans, €2 qui nous reportz vers 1840. Pour qu'elles se soient conservées si fidélement dans Iz mémeire de ses
successzurs, il Faurt admerire aussi que ces scénes étzient souvent jouges, et ce, avant Iz publication des
traductions d' Aaly-Bey et d’ Ahmed-Véhk Pacha. Ainsi, depuis soixante-cing ans, au moins, le public des
basses classes turques va entendre Moliere et rit aux Jzrmes en écoutant e pere noble insister auprés dz
I{aragueuz pour savoir ce gque son fils est allé faire sur la montagne, et c'est dés leur plus tendre enfance
que les gamins de Stamboul vont, devant la seéne des marionnettes, applaudir le grand Comique,—un
peu enturqué, il est yrai, — mais qu'ils doivent fort gorer 2 en juger par leurs bruyans ¢clatsdevireetla
diligence  qu'ils mettent 2 I'apprendre de mémoire.

C’est done stirement de I'époque de Hassan- Karagueuz que datent les traductions fibres en turc des
scines de Moliere, ¢'est-a-dire dz 1840 environ. Quel en ast l'auteur 7 Thatis ibe queshon. Pas Ahmed-Veéllk
Pacha, en tous cas, qui, a cette date s'escrimair & Paris, dans I'institution de JA. Fortus, & 1'étude de Ja
Jangue francaise. Une preuve convaincante et coneluante de ce dire, c'est que tous les thédtres de Kara-
gueuz ot j'ai entendu des fragments de scénes et ) des scenes dz Moliere, =n donnent invariablement et tou-
jours Hassan-Karagueuz comme la sourcs directe . ou indirzcte.

Voici maintenant Ja traduction fidéle, plus Thidtre de Karageur. littérale que littéraire, de quelquzs-unes des scénes dant
j'ai parlé. Le Jecreur pourva comparer le texte Acreun wwnid zn Dameevst. oo colui de Moliere.

1'al cru uiile de rerrancher certains mots cbscenes qui n'zjourent tien au sens, et qui ne sont que des apostrophes nationales
qu'un persannage lance & l'autre pour relever son discours. Aprés ce que j'ai dit sur V'esprit er le langage de Karagueuz, on mz
3. Ta 1€, je pense, de cette réserva.

LAVARE, — Acte premier, Scene 111. — Harpagon, La Fléche.
MEHMET-AGHA, KARAGUEUZ.

chizr. — Allons, fais silence et sauve-toi immédiatement, fils d'entrzmetteur, digne d'gtre précipité, la corde au cou et
unz grosse pierre sttachée a cetre corde, au plus profond des eauxde Seral-Bournou {la Corne d'or).
“anaaueuz. — Par Dieu! de par Dizu ! cer homme est bien méchant! Qu'il ne mz soit pas donng de conrempler
ie visage du Trzs-Haut, si cet homme réellement n'a pas le diable dans I'ame.
Mermer. — Que dis-tu |2 en me tournant Je dos?
acucuz. — Je me demande par quelle loi de justice vous me renvoye:z
raison de ce renvoi.
zr. — Voyez-moi c2 c... qui veur savoir pourquei je le chasse.

Je me demande & part mal [dans man

Kamsauzuz. — Qui, pourquei ?
%1, mET. — Tais=tol, si ti ne veux pas que je te retire les intestins,
Kanagueuz. — Eh bien ! salut, alors, et que Diew vous lz rende.
8#  Asnmer. — Aftends ! k
a‘ Wo- mmaz. — Alors, comme d'ordinaire, vous vous repentez de la décision prise ?
‘*‘ L — WNean
I R T sreux que vous me V'ayez dit; j'allais m'offrir en sacrifice au Szigneur.
Me. . _on. ] i dit d'attendre pour m'assurar si, comme 4 Vordinaire, fu n'as rien emporté.
Karaousuz. Pour 1'2- our de Dieu, qu'emporterais-je 7 N'avez-vous pas rout sous clef, depuis 1z pain
juses' wsel, depuis le café jusqu’au sucre, depuis I'or jusqu'a I'argent?
8
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Maezrmer.— Ne deviens pas insolent, si tun'as pas envie que je re rorde ie cou Allons ! viens fci, montre-moi tes

mains.
5 Kapncuerz, — Mes mains, fes voici.
Menmer. — A présent, fais-moi voir les autres.
Karacuruz. — Les autres, quelles autres?
| Menmer. — Les autres mains.
| Karacueuz. — Les auires? Les voild. Etes-vous satisfait?
> Mssuer. — Oui. Attends maintenant que je voie si tu n’as rien caché dans ton calpalk.
Karsgusuz. — M. soit de ] tombe de ceux qul ont engendré les avares...
Menner. — De qui parles-tu?
Karagueuz. — N'allez pas prendre cela pour vous. Je n'ai nommé personne.
Mermer. — Tais-toi, pour ne pas voir ron nez prendre la place de 2 houche 2t ta bouche la place de ton nez.

Karagueuz (couranl)— Oui ! c..,, ce discours s'adresse & tof.

Mzmier. — Ah ! Pentremetteur ! le ruffizn | Bh [ Bhl attends que je m'assure s tu n'as rien caché dans res
L culottes ?

Thidrre de Tarugueus. Kanagueuz (dans la ceulisse). — Dans mes culottes? 11 y a bien dzs choses cachées: mais qu'il ne me soit pas

Arpamus.

donné de jouir de lz présence de Diew si tout ce qui s'y trouve ne m'appartient pas.

(FHusique a Vorchestre),

TARTUFE. — Acte premier, Scéne V. — Orenie, Cléante, Dorine.
MEHMET-AGHA, KARAGUEUZ, LE ZEIBECK.

Mermer. — Bonjour, mes amis! on s'ennoblit en vous voyant. Viensici, Karagueuz, et dis-moi tout ce qui s'est passe chez
moi cefte semaing, tandis que ’étais 4 respirer I'air pur du Bosphore

Karacueuz. — Hier soir la haneum (madame) s'est trouvée trés mal. Toute la nuit elle n'a fait qu'avoir des nausées et
s'évanouir, s'évanouir et avoir des nausées. =

Menmer. — Et Hadjiyvat, comment va-t-il ?

Karscueuz. — Hadjiyvet? Ohlil se porte comme un charme.
Menmer. — Le pauvre! Je pauvre |
Karaguzuz. — Mous n'avons pu comprendre comment, comme cela, d'un coup, lz haneum s'est trouvée mal: le medecin a
certifié que le ragoilt de courges lui a dérangé I'estomac.
Menmer. — Vous aviez hier soir du ragolit de courges?
Karagueuz. — Oui. '
Mermer. — Er Hadjiyvat en a~-il mangé, lui 7
Karaaqusuz. — Certes. Trois fols il a vempli son assiette.
Menmzr. — Trois fois! Le pavvre! le pauvre |
| Karaguzsuz. — La haneum avait une si forte fievre qu'eile n'a pu fermer I'ceil de toute Ja nuit, ellea heaucoup souffert.

| Toure la maison (baremiik) était sens dessus dessous et toutes vos femmes ant passé Ja nuit & veiller & ses cdtés. Ce n'est qu'z
I'aube qu'elle s'est essoupie.
Maenner. — Et Hadjiyvar?

Ianagueuz. — Hadjiyvar 7 11 est allé se coucher avec les poules, hier soir, et & Iheure qu'il est, il Tonfie encore.

Menmzer. — I ronfie encore ? Le pawvre Iz pauvre |

Le Zsisrcx. — 1) dort encore | Eh bien ! je vais [e réveiller.

Menmer. — Gardez-vous en bien. Ne savez-vous pas que le serpent ne pique jamais un homme qui belt de I'eau, qu'il

attznd qu'on 2it bu pour mordre? Qu'est-ce que cela signific 7 Que Dieu ne veut pas qu'on dérange un homme qui hoit, qui
mangz, qui dort et qui f... Pourquoi donc aller réveiller Hadjiyvar? Laisse-le dormir { Le pauvre | le pawvre |

Haracueuz. — Eh bien, ot allez-vous, Efendim ?

Meumer. — Je vais voir la haneum.

Karagueuz. — Non, celz n'est pas possible. Le médecin 'a défendu, et d'ailleurs elle dort maintenant.
Mestmer. — Elle dort ? Alors, viens avec moi au Bazar.

(Musique & I'orchestre.)

1T est bon de dire, pour la compréhension dz cetie scéne, que Ja heneum se porte & merveille : moins honnéte qu's
elle s'est laissé prendre aux déclarations miclleuses de Hadjiyver qui ne se fait aucun scrupule de partager les Faveu =
s JeNe femme avee son compire Keragueuz. A Varrivée inattendus de Mehmet-Agha, 1z haneum zst da
nyedme. die Tariufe ture, et tout ce que Karagu:u; raconte sur la santé de la haneum est une ruse de son inves
€loigner son maitee et prévenir les amants de 'arrivée du mari.

T
o Gyl

LES FOURBERIES DE SCAPIN., — Acte 11, Bcéne 1V. — Scapin, Gérente.
HADJIYYAT, MEHMET-AGHA.

Hapyvvar. — Quel malheur, seigneur Dieu! Que devenons-nous ! Qu'allons-nous deven' 7 w BT
maitre ! mon pauwvre maitre capturé par les zeibecks qui menacent de vous envoyer sa téte -
payez pas les 2c0 livres (') qu'ils demandent pour sz vangon |
Menmzr. — Deux cents livezs ? Mais oft diable veux-tu que je les trouve ?
Hapjivvat. — Alnsi donc vous laisserez égorger votre fils comme une poule, vons erce tien paur
mon maitre 2 Dieu seul sait, ¢ Hassan ! & mon maitre chéri ! que j'ai tout tenté p w ‘< sauver et que ¢
perz, tan pér\: seul qul est cause de ta mort.
Menmer. — Mais ol 'ont-ils capturé ?

(') 2co Jivres turques équivalznr, & 33 Francs la livre, & unc somme de 4.6c0 Francs.

Théitre de Kamguzur 1
Bev.
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m i . aques pages, judicievszment choisies, accompagnées d'illustrations originales, M. Maindron, dans ses
e

Extrar di Mueser seseet

(+ 2 Cardeature. Fayard, ddic

Happrvar. — Sur Ja montagne.
Menmer. — Qu'allait-il faive sur Ta montagne 7
Haopvvat. — MNous allions & la chasse, lorsqu'au détour d'un chemin, trois zeibecks, armés jusquaux

dents, nous ont arrétés. Aprés nous avoir dépouillés d'abord de nos armes, ils ont garrotté Hassan et
m'ent rendu & Ja Jiberte pour que je vienne vous dire que, si dans cing heures |2 somme de 200 livres ne
lzur est pas remise, ils vous enverront la téte de voire enfant.

Menmer. — Voyez-moi ces cocus |... Comment faire?

Haopyvat. — Mais remertre la somme, coite que coiite, de gré ou de force !

Mermsr. — Mais qu'allair-il faire sur cette montagne?

Happvvar. — Me perdez pas des moments précieus.

Menmer. — Ecoure-moi, Hadjiyvat. Ne m'es-tu pas un serviteur fidele ?

Hapyrvar. — En doutez-vous?

Menwmer. — Eh bizn! tu iras délivrer mon fils en prenant sa place, et tu attendras que je puisse amas-

ser la somme de 200 livres pour ta rancon.
Huonyvar. — Par Dieu! vous plaisanizz! Que voulez-vous que les zeibecks fassent d’un otage qui n'a ni sou
ni maille?

Merszr. — Avee ¢a que mon fils est plus riche que toi !
e de Karagueus.  Happiyvar. — Si votre fils n'a pas dz fortune personnelle, son pére st riche, au moins
Kavass {tendarmz). - S, Ee
Menmer. — Mais qu'est-il allé fairz sur cetre monragne ?

Fapjivvar. — Une demi-heure est passée en vaines paroles. Hitez-vaus, pour I'amour de Dieu!

Menmer. — Eh bien! alors, vas au grenier, prands les mzubles qui s'y trouvent, appelle un Bifpazarfi (7), vends-les et avec
I'argent...

Haopyvar. — Vous voulez rive I... Tous ces meukles ne valent pas cinquante piastrez. (')

Menmer. — Cingquante piastres 7., Des meubles du remps du Sultan Ahmet!

Happrvar. — Assez ainsi, ne perdez pas de temps.

Menmer. — Mais qu'est-il allé faire sur cette montagne?

Haoprvar. — Cette montagne, décidément, vous pése sur l'estomac: il n'y a gqu'un moyen pour vous
zn digager, chercher le fond de votre boursz.

Menmer. — Tu me crois done riche?

Hapyiyvar.— Je ne vous crois rien du tout. Ce que je sals, c'est que vous ferez tout pour sauver votre fils.

Menner, — Me pourrais-tu pas, Hadjiyvar, m'avencer cetrz somme ?

Hasnvvat, — Moi, vous avancer cetie somme, mais oft 12 rrouverais-je ?

srmer. — Allons, ne fais pas I'idiot. ]2 sais bien que tu as des économies. Allons, mon brave, avance-

moi cet argent et Dieu te le rendra.

Haopyvar. — Dieu! mais non pas vous !

Menmer. — Moi aussi. Tu vois, g2 12 fait 400 livees: 200 de Dizu 2t 200 de moi

Hanpiyvar. — Que de paroles inuriles, quand vous savez que je n'ai pas le sou.

Menmer. — Alors, il faudra que j'aille mz procurer cette somme.

Hapypvvat. — Oul, allez vite. Ces brigands, comme il est vrai qu'il a’existe qu'un Dieu, sont décidés
# couper la téte 3 Hasean, si je ne leur apporte la somme demandéz.

Menner. — Je lancerai la justice a leurs trousses.
Haoprrar. — La belle affaire ! lancer la justice pour que ces miszrables égorgent plus vite votre
znfanr. 5
Menser. — Tu as raison. Mais qu'allait=il faite sur cette montagne 7 Ecoute. ]'ai oubliz que j'ai Thiatre de Karagueur.
VieiLe coxmonTe anmssbs

cetie somme 4 la maison. Viens avec moi. Fais vite, cours sauver mon enfant!
§ 3ks mesirzEs

w'amaun

Evizsiz de i
e

Alusique & l'orchestre.

Je ne voudrals pas m'étendre davantage sur le théitre dz Karagueuz au sujet duquel, cependant, il y aurait encore
beaucoup i dire.
Pl Tous ceux qus le prototype des marionnettes turques intéresse pourront lire avec profit les pages curieuszs consacrées
1 ~T mauvais sujet par Jzs écrivains qui onr assiste 4 ses prouesses érotiques.
Gérard de MNerval, le premier de tous, a parlé de Karagueuz dans son Foyage en Orient; le premizr, aussi, il nous a
donné des scenarii du Polichinelle turc. En des chapitres o la compérence va dz pair avec l'exaclitude, il a retracé un
rableau de tous points original du thésre des pantins osmanlis. |
Quelques années plus tard, Théophile Gauthier, dans son Etude sur Constantinople, reprenair le mime théme avec
. points dz vue différents erle héros des fantoches lurcs se profilait en relief extraordinaire derrizre V'éeran du guignol,
a0us la plume magique du grand Théo
Paul Arene, dans ¥ingt jours ea Tunisie, s'étend aussi sur Karagueuz : mals ne parlant que des représentations
dont il s ét¢ le speciateur en Tunisie, ol le pantin ortoman prend des licences qu'il ne sz permer pas en Turquie,
aurzur nous offre un Karagueuz trzs amusant, mais qui differe un brin de celui qui a droir de ciré 4 Stamboul.
T-* . usantas aussi les pages consacrées au personnage initial du thédtre ture, par Champfleury, dans son HMusde
g = .- Jarlakire. Pour la premitre fois, le texte s'agrémenre de gravures d'une cocasserie aussi varide que docu-

riev el Panfins, nous végale du dessus du panier de rout ce qui a éré écrit sur Waragueuz. Les extral

compcaa  heaucoup de godt, font du chapitre qui Jui zs: réservé une monographie aussi complére que possible.
Aprés - it gn d un Feuilleton que mon maitre et ami Jzan Jullien a écrit en 1894, je crois, dans le Paris, sur

- z de Karaguguz, 2t une fge de vz Loti, dans Aziyadé, ol 1| 2st question incidemment du spectacle des pantins turcs,
j'aurai cite, -— il me semble, — tous les £evivains qui sz sonr inréressés & Karagueuz et dont pas un, & cause, sans doute, de
I'ignorance ok il se trouvait de Ja lang: n'z relevé lzs rapports érroirs que j'ai constatés entre cette scéne et la comédie
de Molierz.

3

{1) Bifpazarli ; marchand du Baza
(*) Une piestre équivaut 3 13 seatdmes
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\ :’ & N § En vertu de circonstances dont I'explication nous
x \LW Q-‘ \\.‘ A ) menerait trop loin — c'gst I'histoire méme de la
b » \ Société ortomane ei de ses trapsformations succes-
WY sives, sous la pression des idées occidenrales, qu'il

nous faudrait rerracer — le théitre de Karagueuz deana
le jour, vers lz fin duxvm’ siécle, & )'Orfa Opounen (Jeu
. du milieu).
Si cefre deuxiéme période procede directement de
ﬁ—- . Karagueuz, Karzgueuz ne lui 2 point cédé le pas.
G Gardant les prérogatives des protagonistes des spec-
THERRE B O el tacles populaires, il s'est scindé du genve auquel il 2 donné
(Disposition de 12 salle et de la scine) naissance; et randis que ce dernier, grandissant, se déve-
loppant, préparait la rreisieme époque et se fondait en elle, Knriguzuz, lui, comme un schisme théatral, continuait ses
fradaines sans se préoccuper autrement des enfants qui lui devaient Ja vie. =

Ici, des acreurs se sont substitués aux merionneites, une vraie scéne au milieu de Ja salle
— d'oit sz dénomination d’Oria Qyounou — a remplacé le guignol; ce ne sont plus des
atellanes sans suite, telles qu'en débitent les entreprenzurs de pantins, mais de vraies pigces
avec exposition, intrigue et dénousment.

L'infiuence de la Commedia dell'Arfe se fait sentiv dans l'idée, celle de notre sotie dans
Iz forme.

Comme les divecteurs de Karagueuz se contentent, pour lui faive lacher ses épigrammes
polissonnes, du pramier café venu, de méme les acteurs de 'Orta Oyounou, pour représenter
leurs farces rabelaisiennes, improvisent leur théatre dans le premier enclos rencontré sur la
route. 1] suffit que le voisinage d'une mosquée ou d'un jardin public, d'une féte ou d'un
panayir (faire), Izs alltche par 1'espoir d'une recette fructueuse.

Tels nos forains emportant dans leurs vastes maisons roulantes le matérie] complet de
leur beraguement éphémere, les directeurs de I'Orta Oyounou veiturent, dans d'immenses
arabas (tombereaux i quatre roues) leur échafaudage de construction, leur attirail scénique,
leurs oripeaux et tous les acteurs de Ja troupe.

1ls s’en vont ainsi sous Je saleil ardent, trainés par des bozufs lourds et Jents, qui font &
chaque pas carillonner les grelots soyeux er multicolores attachés & leur cou; un artiste en
costume aiguillonne et conduit, tandis qu'un bateleur, debout sur le derriere de la voiture,
donne la parade er, par ses boniments, attire
le public qui augmente 3 chaque tour de roue.

Dés que les curieux sont en nombre suffi-
sant, I'araba s'arréte, et, pendant que le bare-
leur percoit le prix des places, le théatre est  Acrows on ' » On7a Oyaunon -
dressé. On enfonce dans Ja terre, en forme
d'octogone oveide, huit grands pieux zutour desquels on fait courir v
de calicot vert, haute de dzux métres et demi, pour empécher les jn.
jouir gratis du spectacle. Une ouverture pratiquée entre le premier et ’
poteau et deux autres poreaux plus petits, fixés paralfelement, sen e
pour le public; une loge, en face, formée d'un recrangle en bois entou. 4
(grillages) cachera les baneums (les femmes) aux regards des hor=es, oo zigue
nattes jetées a terre, et voila.

Plusicurs années plus tard, des impresarios heureux canstroisive = ¢ R
baraques en bols qu'ils appzlérent pompeusement frialr i a F:
spectacles soient donnés & ciel ouvert ou dans de méch . -
'auditoive soit zdmis & s'assecir 4 terre ou sur de’ ey
conservera toujours sa forme de stade ovoide, le ré o1 = i

pas, et le public prendra place, invariablement A [T
grand cercle. Aty sauve

Les spectateurs du premier rar -
dans la position traditionnelie dv fabie

a celle que, chez nous, les taill ..,
deuxiéme rang, toujours en cercle -

Acteurs rures.
Scéses oz U+ Dxra Ovousaw o 3ed
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| mains posées sur les genoux, ils rappellent la pose toute de nonchalante dignité
des musulmans lorsqu'ils récirent leur priére, tournés vers I'Orient, et qui les fait voir
assis en méme temps gqu'agenouillés. Le public des troisiéme et quatrizme Tangs reste
debout. Les derniers arrivants se haussent sur des bancs, sur des caisses ; d’aucuns grim-
pent sur les poteaux ; d'autres font la courte échelle.
Le milicu de J'enclos ou de la salle reste vide et sert de scéne ; on y place quelques
" _ meubles, chaises, lit, etc. 11 n'existe, par conséquent, pas de décors; un acteur, au
‘ cours du spectacle, annonce les changements de scéne, tout comme autrefois au
Theéatre du Glebe.
Une portiére est placée devant l'ouverture par laquelle le public a été introduir,
une autre portiere devant l'ouverture qui donne sur la scéne. L'espace laissé libre
y entre ces deux portieres serr de coulisses, de foyer et de loges aux acteurs; cest
i Ia qu'ils changeront cing ou six fois de costume, par la, qu'au moment venu, ils effec-
' ' tueront leur entrée et leur sortie.
rad | Des hommes de toutes conditions, des femmes, des jeunes filles, des enfants
{ forment le public habituel de I'Orta Oyounou. Er durant tourt le spectacle, ce monde
‘ fume, mange, grignote. Des marchands de pisiaches, de limonade et de sucreries
|| passent et repassent, dibitant silencieusement leur marchandise, tandis que partenr,
' comme des fusies, lzs lazzis des acteurs, alrernés par les francs éclats de rires des
hommes et les approbations diserétes des hanems doat on entend Je gazouillis derriére
. | les rreillis de 1a grande cage.
i L'ancienne Comédie italienne, dont I'histoire est si intimement liée 4 la création
= . de la scene frangaise, qui a rendu tant de services inappréciables & notre art drama-
e i T“*mm* i - ﬂqur. et de l-aqu?l]e le gra'nd Moliére Juirmémz reste éternellement déhiteur,ﬁznﬂ:le gtre
; Wt sl e ) aussi I'inspiratrice du répertoire de I'Orta Oyounou. Les longues relations de la
Turquiz avec Venise et Gines ne sont sans doute pas étrangéres & cette inspiration,
{ Les types les plus curieux et les plus originaux de Ja Commedia delf’ Arte sont ar nombre de quatre : Arlequin, Colombine.
Scaramouche et Pantalon. On compte également quatre types classiques lorsque les deux amoureux de Ja comédie italienne
émigrérznt sur les scznes de pantomime: Arlequin, Colombine, Cassandre et Pierrot. 11 ¥ a aussi quatre personnages d'absolue
nécessité pour Jes représentations de I'Orta Oyounou : le Kavouklon (le gros bonnet), le Peschebiar (I'introducteur), le Seugulu
(I'aimé) et la Zéné (la fernme).

Proportions gardées du géniz national de chacun des deux peuples, de grandes affinités existent entre le caractére des per-
sonnages turcs et celui des personnages italiens.

Avec moins de grice espiégle et dz malice enjouée qui font d'Avlequin le type le plus aimable de la Comédie italienne,
Sevgulu lui ressemble beaucoup, malgré le sensualisme qui le pousse & préférer la prose a la poésie.

Qu'ellz jouz indifféremment les réles d'une jeune fille, d’une femme mariée, d'une veuve ou d'une fille de joie, la Zéné,
wtour de Jaquelle pivote invariablement l'intrigue de la comédie, posséde, au méme degré que Colombine, une ruse pleine
d'esprit et de gznrillesse, mise au service de ses amours et employée i berner Kavouklou, & se jouer du Peschekiar et a se fajre
enjever par Sevgulu

Kavouklon, le vieux bellitre, vaniteux e insupportable, obstinément ridicule, sot, entété, trompé et berné par tout le
monde, est un composé bizarre de Pantalon, de Cassandre et de Léandre. 11 y aen Jui de I'’Arnolphe et du Bartholo. 11 y a,
surtout, du Karagueuz. La luxure est sa passion dominante.

Peschebiar, c'est un Scaramouche doublé du Fladjiyvat des marionnettes turques. Son imagination lui offre toujours des res-

% =~ pour venir 4 bout des difficultés que Jui créent la Zéné, Sevgulu et Kavouklou. Fin, rusé, gai, amoureux, vaniteux,

dblewr, il brouille tout, arrange tout. La marche de I'action dramatique est toujours entrz ses mains et il pétille d'un esprit

" oureris, di, certainement, & son double atavisme théitral.

Pare (w'une représentation puisse TEQU-
+ avoir liew, ces quatre personnages
| 1 c . nsables; c'est-2-dive que les troupes
& * , . Jyounou se composent pour le
. cratre acieurs. Encore, Ces actzurs
[ b= d’apres 'importance de la pigce,
. 1l est des comédies ol chacun

eun v w o asqua dix fois de costume et
A0 différents. La loi musulmane
| Aufe .+ femmz de paraiire en public,
i - Yo T sanssgens —car i existe

- iwrméniennes tiennent
| ' P ‘e de la Zéné : par
I , 5 maniéres, ces
| “lusion aussi

Pivs &
Apres = -

. e TuZ, 2T UNE Py e

yJrte - semble, — tous ¢ -

Ge! su il se trouvail delz langue £ ...

arli ; marchand du Baza..
piastre équivaur & 18 centimes

Femwes TuouEs so wewpant au seecTacie DE L o Onta Orcunou o
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ils improvisent le dizlogue, développent les scénes, inventent
les incidents, font des trouvailles, lancent leurs lazzis avec
une verve inépuisable, une Faconde sans cesse renaissante.
Non seulement ces acteurs doivent étre des gens de
o beaucoup d'esprit, mais force leur est de posséder un
certain fonds d'instruction. 11 n'est pas de comédie ol ne
paraissent au mains un Albanais, un Bosniaque, un Kurde
et deux Persans: les Persans jouent sur la scéne turque le ‘ -
réle que les Anglais jouent sur nofre scéna. ]
Aussi I'obligation s'impose-t-elle de connaitre les idiomes
de tous les pays d’Orient, de pouveir imiter I'accent, dépein-
dre les moeurs, porter le costume, souligner le ridicule de
chacun de ces peuples : résultat qui ne s'obtient qu'a Ja suite
de Jongs efforts et d'une érude constante de la vie de tous L
les jours.
La donnée de ces comédies est uniformément une intvi-
guz amoureuse.
Le scénario suivant, sur le patron duquel presque 4
toures les pieces sont découpées, confirmera les rapports qui
existent entre la Commedia dell'Arie et le théatre d'Orta
Oyounou et dannera une jdée précise de la charpenre de ces ’
farces dont le principal intérét réside dans le bagoit plus
ou moins vif, 'improvisation plus ou moins brillante des
acteurs. §
Sevgulu n'a pu voir Ja ni¢ce de Kavouklou, la belle Zéng, ¥
sans s'en éprendre violemment. 11 lui dit son amour, auguel |
la jeune fille répond avec un empressement d’autant plus
grand qu'elle est lasse des assiduités de son oncle auprés |
d'elle. !
Les jeunes gens sont en parfait accord : un enlevement
est projeté, lorsque Jeur plan est contrarié par les circons-
tances suivantes. Kavouklou a fait venir de Tehéran des tapis
qu'il a bel et bien vendus, mais qu'il n'a jamais payés a son
correspondant de Perse. Celui-ci, furieux, suivi d'un domes- ‘
tique kurde, arrive & Stamboul, véclamer son di. A cette nouvelle, Kavouklou se dérobe et dépéche sa nitce aupris du
créancier. A Ja vue de la jeune fille, le marchand oublie sa colere et 'objet de son vayage : il enrretient la Zéné de sa passion
subite et pousse la hardiesse jusqu'a l'embrasser. Cris de la jeune fille, entrée de Kavouklou. Le Persan s'explique : il aban-
donne sa créance si Kavouklou lui donne sa niéce. |
Le vieux barbon, plus Jadre qu'amoureux, accorde tout ce qu'on Jui demande et I'on décide, séance tenante, que le mariage I
sera célébré le lendemain. Sevgulu, mis tout de suite au courant de touf, s'adresse 3 Peschekiar qui moyennant finances
devient, comme Figaro, le serviteur dévoué de I'amour des deux jeunes gens. 1l mande chercher aussitét un Arnaute et un
Monténégrin. i
Sans perdre de temps, les deux gaillards enlévent la jeune flle, Tossent d'importance Kavouklou, lui volent sa cassette, et
proférent des menaces si terribles aux oreilles du Persan, qu'ils I'obligent 4 s'en retourner GLambdEtn - e
chez luj sans demander son reste.
Sur la promesse que sa cassette Jui sera rendue, Kavouklou accorde la main de Ja
Zéné a Sevgulu, qui ne manque pas de puiser largement dans les économies du vieux ladre

i,

Musicien Tuae be L' v OnrTa Ovousou s,

pour técompenser Peschekiar et Jes deux matamaores, |
Sur des canevas plus ou moins semblables, les acteurs de 1'Orta Oyounou brodent o,
des scénes d'un comique parfois trés bien venu, I leur arrive d’exposer des principes 4l "%

moraux et philosophiques, de faire une critique sévére, mais juste, des moeurs locales, des
habitudes mondaines.

Mais, quelquefois aussi, ils développent leurs scénes d'amour de fagon si obscene,
ils emploient des mots d'un naturalisme tel qu'on est 2 se demander comment ces turpi-
tudes sont tolérées par la censure préfectorale, si sévere, comme nous Je verrons plus
loin, pour des chefs-d'ceuvre qui n'ont d'autre tort que de metire en scéne des tétes
couronnées.

Malgré le genre nouveau qui a suivi I'Orta Oyounou, des représentations de ce
theitre se donnent encore assez souvent d Stamboul, dans la banlieue et en province.

Au mois de juin 18gg, & I'occasion des féres de fa circoncision du fls du Sultan,
8. A. 1. le prince Abdul-Rahim-Effendi, des représentations d'Orta Oyounou ont eu lieu
dans tous les hépitaux de la capitale oil, suivant une ancienne et pieuse coutume, plus d
douze mille enfants ont éré circoneis aux frais de la liste civile.

Onta Orausow.
Costume de Bateleur.
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Théétre econtemporain (1869 & nos jours)
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', 'y ORIGINES — RISTORIQUE — PRECURSEURS

Entre le hatt (édit impérial), pronongant la dissolution des Janissaires, dont le massacre effroya-
ble et complet (1826) fit pousser un long soupir de soulagement i la Turquie entitre, et le firman signé
i Gulhané {3 novembre 1839), accordant aux Turcs d'innombrables réformes de liberté, désignées sous
le nom de Fanzimat, les colonies européennes avaient commenceé a faire jouar dans leurs salons des dra-
mes <t des comédies du répertoire francais. Das personnalités turques éiaienl invilées a ces Teprésenta-
tions. Tous ces pachas aimaient heaucoup le [riatre (théatre), dont le mots'était introduit dans leur
langue au xvin’ siecle, dés le commencement du régne de Sélim 111

Ces représentations firent les délices de la haute société de Péra et des petsonnages marquants de
la Turquie, jusqu'au jour oif un Vénitien, M. Giustinianj, jugea le moment venu pour le faire passer des
Ppetites scénes privées sur une grande scéne publique. Il fit, a cet effet, construire, au centre méme
de Péra, un magnifique théitre dans le style italien qu'il dénomma le Thédtre-Frangais.

Sous les auspices des ambassadeurs accrédités auprés de Ja Sublime-Porte, de ministres et de
pachas, des troupes frangaises d= comédie et d'opérette furent spécialement engagées pour ce théitre

» E qui, patronné de la sorte, pouvait se passer de subvention Ce premier succés eur pour résultal la créa-
tion d'une scéne lyrique d'opéra italien, le Thédtre-Naboum. Un Alepin, Nahoum Effendi, en congut I'idée et la mit 4 exé-
& cution, encouragé, soutenu par les dons du sultan. De beaucoup plus vaste et plus luxueux que son voisin le « Frangais »,

construit, comme lui, & I'italienne, le Théatre-Nahoum n'eiit pas été déplacé 3 Paris. Abd-Ul-Medjid, mélomane enragé,
I'honorait toutes les semaines de sa présence.
Cerre communion hebdomarlaire avec des chefs-d'ceuvee développa 4 tel point le goit musical du padischah qu'il ordenna la
-nstruction d'un théitre particulier, tout prés du palais impérial de Dolma-Baghtché. 11 fit venir d'Europe architectes, décora-
teurs, peintres, mécaniciens : aussi put-il se flatter de voir sur sa scene privée
les derniers perfectionnements de I'épaque dans Ja construction, les décors,
la lumiére et Ja machinerie. L'orchestre fur confi¢ aux deux corps de la
musique et du Fladémé (garde impériale). Cette double institution, qui cor-
respondrait chez nous 4 I'Ecole polytechnique et au Conservatoire de musi-
que, a été fondée par le sultan Mahmoud 11, 4 la suite de Ja destruction des
Janissaires.

Lorsque le souverain, qui préférait de beaucoup les pitces des réper-
toires frangais et italien aux grosses farces de I'Orta Oyounou, désirait une
représentation dans son thédtre, on invitait au palais, suivant le programme
impérial, la troupe du Théatre-Frangais ou celle du Théatre-Nahoum. Le
corps de la musique impériale avait charge alors de tenforcer les cheeurs et
I'archestre de I'ceuvre lytique, tandis qu'aux éleves du Hadémé incombait le
sain d'augmenter Ja figuration des ouvrages dramatiques.

Sur ces entrefaites, grand émoi, un jour, au palais. Les ministres ont
perdu la carte et la police ne sait ot donner de la téte. On croit étre sur la
' d'un complot, supposé d'autant plus hardi que les conspirateurs font tous partie des carps de la musique et de Ja
im iriale, d'autant plus séditieux que I'endroit choisi pour les sourdes menées est un coousch (chambre abandonnée)

ine méme du Hadémé. Au lieu de s'absenter, comme d'habitude, pendant les heures réglementaires de la sortie

« €7 Tudaree vr Doisa-Huanreng,

T w o les éleves quittent la caserne pour ¥ ventrer aussitdt aprés, un & un, séparément, avec des airs mystérieux et
‘n & un, séparément aussi, sans doure, pour ne pas éveiller les soupcons, ils se dirigent
" n © sch ott ils restent enfermés, des heures durant, sans que rien au dehors transpive de
g H T Quelques jeunes gens, érrangers 4 'Ecole, accompagnent les éléves et prennent part
aux cot ules. Clest grave, trés grave. Voila le rapport de la police. Liste est dressée des sus-
I pects et avdve "1 Conseil d'Etat atrive de veiller, de surveiller. Un service d'espionnage s'organise,
‘es plus © 1 Lers de la préfecture sont mis en mouvement et de méticuleuses précautions sont
| otsurees oo 5 le fin mot de la trame et prendre, comme en une souriciere, les factieux. Le
grand jours ... - v Tomme i I'ordinaire, les éléves sortent, rentrent, se dirigent vers la chambre
en meees. T ok rlands, conspirant dans ombre. Tout le monde a son poste. On guette, on
~n decouvre T e vépétition théatrale.
¢ de vairs.r  scéne du padischah des pigces frencks (européennes) et de prendre part
:esentativis qui 5 deracient, ces jeunes gens, piqués au vif dans leur amour-propre national,
wvro5 cancy Vardznt d r un théitre, le thédire ture. Ils avaient composé une pitee, —
17 o ~igre coniédie éerit — ils avaient formé une froupe, ils étaient méme pourvus
d'un souffleur : mais fes dé. E leur manquaient, ainsi que les actrices : les plus jeu-
nes, parmi eux, et les plus cap. it Jes roles de femmes. Le plaisic seul ne guidait pas
leur tentative : 'orgueilleux espos i t de jouer Jeur piéce devant le souverain et de luj
prouver que les Osmanlis pouvajer _ = |u les Frencks réussit dans I'art d'exciter le vive ou la
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Surtax Aso-Ui- Ve,
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pitié. Le padischah, mis au courant de ce complot... d'un genre tout nouveau,
it de bon ceeur de I'aventure, récompensa magnifiquement Jes promoteurs de
I'idée et donna des ordres pour que Jeur espoir ne fut pas dégu. La représenta- :
tion eut lieu. Elle obtint un grand succés. |
Ce fut la le premier pas des Turcs dans V'art thédtral proprement dit.
Lorsqu'on sut 4 Péra que des pikces furques se représentaient a l'intérieur
du palais, la joie fut grande. On y vit la source d'un plaisir insoupgonné jus- p——
que-Ja. Les Armeéniens, les premiers, avec le flaiv et lintelligence qui les ‘ /
cavactérisent, cangoivent I'idée de répandre dans le monde un divertissement
dont I'exemple vient de si haut lieu. La tachz leur devient d'autant plus aisée
que tots, sans exception, en Orient, ils parlent, prononcent et écrivent le e

g - o aussi bien que les Tures eux-mémes. 1ls commencent par invirer chez eux des
B o ks e B, éleves de la musique impériale et du Hadémé. Les jeunes musulmans sympa-
Grande salle d'honneur ou le sultan Asiz Faisait donner des reprisentations thisérent vite avec leurs amphitryons, etl'on se mit résolument i I'czuvre. L'hon- i
neur de fonder une scéne nationale leur tenait d'autant plus & cceur qu'une t
tres Forte attraction charmait ces rapports artistiques : 'intimité des familles atméniznnes ol ils représentaient leurs piéces, avec, ]
pour partenaires dans les rdles de femmes, non plus les camarades imberbes qui singeaient les flles d’Eve, mais les dames ey l
demoiselles de céans, créarures superbes, au teint mar, aux grands yeux noirs et veloutés, ausx levres rouges comme des grenades
entr’ouvertes. 2
A I'encontre de Medjid, le sultan Abd-Ul-Aziz, qui lui succeda, préférair le thédtre turc au théitre européen. Un incendie .,
ayant détruit la scéne de Dolma-Baghtché, Je nouveau souverain faisaic souvent dresser Jes tréteaux de I'Orta Oyounou dans les

grandes salles d'honneur des palais de Tchéragan et de Beylerbey ou dans les chambres immenses des kiosques impériaux de |
Tokat et d'Alem Dagh. La, entouré de ses ministres, de sa sujte, de ses zunuques et de son harem, — qu'an devinait aux éclats A

de tite partis du mystére des caffess, — le padischah prenait, gouliment, plaisir aux improvisations burlesques de ses acteurs Fat
attitrés et aux saillies facétieuses de son bouffon de cour, un nain pétri d’esprit, qui ne le .
quittait presque pas et qui, sur sa demande, traca plus d'une fois le scénario des pieces jouges.

Cette préférence marquée du monarque pour la scéne ottomane trace la voie du théarre
osmanli, jusqu'alors désorienté, et le méne promptement 4 la conquéte de chefs-d'ceuvre.

Entre temps, M. Soulié, un écuyer francais, débarquait & Constantinople avec quelques
acrobates et faisait construire, 3 Guédik-Pacha, un hippodrome pour sa troupe. Au départ
de cette troupe, des notables musulmans achetérent le cirque et le convertivent en théitre.
Ne pouvant cependant pas engager comme actrices des femmes, ils se trouvérent dans
I'obligation de recourir 4 un homme de paille et de faire figurer comme directeur-propriétaire
de leur théitre un Arménien, Vartov, dit Agop-Gulli Effendi.

Badigeonneur de son état, majs doué d'une intelligence remarquahle et d'une merveilleuse
entente scénique, le directeur du théatre de Guédik-Pacha se mit résolument a I'cuvre. Ainsi
que le directeur du Théatre-Antoine, avec lequel il a plus d'un point de ressemblance, Agop-
Gulli aimait passionnément le théitre et fur en méme temps directeur, metteur en scéne et
principal acteur de sa troupe. 1 tecruta parmi les Avméniens tous ses acteurs et actrices.
De la sorte, les Arméniens présidérent 2 la naissance du théitre turc contemporain.

Apres quelques tentatives sans portée, dues a de jeunes écrivains, Ja scene ottomane
se trouva définitivement constituée (186g), grice aux premiéres ceuvres du pogte Ekrem-Bey
et d'un fin lettre, Azly-Bey.

EKREM-BEY (1). — Afifé Angelik (la Chaste Angélique),tel est le titre du premier
drame turc qui sortit de la plume d'Ekrem. C'est I'histoire d'une jeune fille qui sacrific & Ja

21 Atidallan v

pudeur son amour et sa vie. = - ™
Ce premier essai fut un coup de maitre. D'emblée, Ja litrérature ottomane était dotée e BN il =
d'un chef-d'ceuvre.
AALY-BEY. — Aaly-Bey, ex-gouverneur de Trébizonde, partage avec Ekrem I'honneur d'avoir fondé la scer z 2 "\

Fils d'Ali-Pacha, I'ancien ministre des affaires étrangéres, Aaly-Bey est I'esthéte, homme du monde par excellence &
variée, 4 Ja répartic spirituelle, trés fn xix siécle ef trés ¢ smart ». D'une famille riche, il requt une éducati.
plete que saignée. De honne heure il avait appris le Francais et s'était initié aux beautés de notre littérature.

AHMED-VEFIK-PACHA. — Continuant I'ceuvre d'Aaly-Bey, Ahmed-Véfk-Pacha, alors grand-vizir. .. e
duction nouvelle des czuvres complétes de Moliere. Si toutes ces comédies n'ont pas encare Eté représentées «n © .o, d |
traduction se recommande par des qualités de premier ordre, dont la principale est une assimilation complete d - g« - de n..
Cr Andullnh Tréres. grind Comique.

Qn montre encore sur le Bosphore, pres Y0 amen B
par Mahomet 1], —I'année d'avant la prise def , =t -
maison hlanche émergeant d'un bouquet d- :.
konak oit, loin des importuns et de tout bruit. |

e
réside e -

man se retirait pour traduire Moliere et cubliait fes tracasde

dies ministérielles dans I'étude de la comédie éternelle

(1) Ridjal Zadé Ekrem-Br st né, :in 1845, 3 Constantinople. Le premicr,
son pays d'un code liréraire e Tuiimi-Sdebival, 0l toutes les lois, tous les préce;
sont formulés par des exemy :s pris dans J2 lic « e exciusivenen! ottomane. 1w gerit
aussi une Leftre sur la Poésis, restée célehre & plus d'un titre. AT

14

il 1 s 372

Granne ssLie o'HownEuR b PaLas of Tonéracas,
ol le sdfan Aziz faisit donner des représentarions.
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Lies Maitres du Theééatre Contemporain

KEMAL-BEY. — Le branle dramatique €tait donné, lorsque Kemal-Bey, avec
son Jyrisme puissant et cefte perfection dans la forme qu'on retrouve dans toutes ses
wuyres, écrivit un drame en cing actes Silistri paket Vatan (Silistrie ou la Patrie},
considéré encore aujourd'hui comme le chef-d'czuvre incontesté du Theéatre Ture.

Ainsi que le titre l'indique, le sujet du drame est puisé dans I'histoire nationale.

La scene se passe dans la petite ville bulgare de Silistrie, vainement assi¢gée par les
Russes pendant la guerre de Crimée.

LUn jeune Albanais, de religion musulmane, Islam-Bey (1), sut le point d'épauser une
jeune fille qu'il adore, apprend que Ja guerre est déclarée contre 'ennemi hérédiraire de
la Turquie. Comme tout croyant, en pareil cas, il fait taire la voix du cceur pour
Wécouter que Ja voix de la conscience, cefte voix qui crie & tous les mahométans
¥ que la guerre contre 'infidéle est un devoir sacté et Je premier de tous. A linsu de la
bien-aimée, il s'engage comme yolontaire dans I'armée qui sz prépare 4 aller défendre
Silistrie et, au moment du départ, cornmunique sa résolution a sa fancée. La scéne des
® adieux entre les deux amants est d’une mairrise superbe et, 4 coup siir, Ja. plus belle de
. CL Aldulish Frives 1 | tout le vépertoire turc. Le sentiment patrialique dont lslam
= : " ' est animé, les arguments qu'il emplaie pour persuader celle e N, o e,

qu'il aime que défendre la patrie c'est défendre son amour,

& e la fagon dont il commente le verset du Coran qu'tun jour de guerre vaut mieux aux yeux
d’'Allah que tout un mojs de jelne », font un contraste saisissant avec l'amour de la jeune fille,
suspendue aux bras de son fiancé et criant toutes les taisons du ceeur pour le retenit et le
garder. L'émotion croit & chaque réplique, i chaque phrase, & chaque mot et, a la fin de la scéne,
atreint son summum d'intensité. Sous I'action de la voix charmeresse, 1slam est préta oublier
le drapeau, quand au loin les clairons de son régiment sonnent l'appel. 11 se dégage alors
des bras qui lui forment un collier e, dzns un magnifique €élan lyrique : « Clest pour défendre
« nos meres, nos filles, nos fiancées, nos épouses que je vais me battre, s'écrie-t-il. Lovsqu'il
« est des étres faibles, des femmes qui n'hésitent pas 4 partic en guerre, n'impose pas & un
« homme majeur, sain de corps et d'esprit, et de condition libre, la honte d’avoir failli 2 son
a devoir. Adieul»

La jeune fille éperdue, affolée de douleur, ne pense plus qu’a rejoindre celui qu'elle zime,
le défendre au besoin ou mourir avec lui. Puisqu'c il est des femmes qui n'hésitent pas a partit
en guerrz 0, ch bien 1 elle Fera comme ces femmes, elle partira. A son tour, elle n’écoute ni
priéres, ni larmes. 11 n'existe de place dans son cezur que pour son amour, agrandi par la crainte
des dangers qu'lslam va courir. Elle se fait apporter un uniforme, le tevét crinement, et
cranement aussi va s'engager comme infirmier dans un régiment qui marche au secours de Ja
garnison de Silistrie.

Elle arrive devant la petite ville bulgare invaincue, juste au moment oit les Turcs font une
sortie. Le champ de bataille est couvert de morts et de blessés : la victoire est aux Tures, et
c'est Islam qui conduit la victoire. Elle le reconnait, cherche & s'approcher de lui, au moment
oir les Russes, vaincus par le nombre, commencent 2 battre en retraite. C'est alors qu'un coup
de Fusil tivé des rangs ennemis atteint le jeune héros en pleine poitrine. 1| tombe et sa fancée
le Tegoit dans ses bras. La scéne finale de la reconnaissance est le digne pendant de la scéne des

——

. g ingerpritation.
adieux du premier acte.
{ - ¢, interdit presque immédiatement, excita dans toute la Turquie un enthousiasme indescriptible, dii, sans doute
! P . mplicité du sujet, & I'élévation des sentiments, et ala noblesse d'une écriture trés claire, trés pure et a la portée
€l Abdullan Tikres

B B TSl 5es.
| Cer : que tien du style dramatique 2 beaucoup préoccupé Kemal.
B raent étendu dans une Lettre sur le Thédlre, aussi  gos g 00 o
NES v squela Lettre sur la Poésie d'Ekrem. P.‘,:__ 2
Y - une logique remarquable, il donne la définition =
L T _e .~ de la scéne turque naissante, s'étend sur ,~"
AR que les auter.s dramatiques peuvent exercer, non-seulement

ezt awrales et socialcs de leur pays, mals encore sur Ja destinée

\ )&+ Cist pas un mem propre tutc, mais un nom commun, dont la fraduction
- « 'a deligion Musulmane o <t d'sl neus avons fair islamisme. En donanant un nom
vareil & son héros, I'aureur 3 voulu symboliser en lui les aspirations et les erayances de

1a Turquic entiére.
\ An. T

373 Kavak 5 Ansrr=Yamx Pacwa, 3 Rouméli-Hissar, sar fe Bosphare.
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des peuples, fait ressortir la grande difficulté de faire du bon théatre, disserte sur l'imitation
et fes traductions, développe Ja théarie d'une langue théatrale aussi simple que possible et
conclut par quelques conseils aux comédiens sur I'art de Ja diction.

Elle est toute marquée, ici, la place de ce précieux document aprés lecture duquel mon
maitre et ami Jean Jullien s'écriait avec enthousiasme : « Avouez que voila un turc qui parle
d'art dramatique infiniment micux que beaucoup de ghizours de notre connaissance ».

La traduction de cettre Lefire, parue intégralement, pour la premiére fois, en regard
du texre original dans la Revue Orientale que J'ai fondee et dirigée 2 Constantinople, est due
4 Ja plume autorisée de M. Louis Charrel, professeur de littérature frangaise et de langue

turque au Lycée Impérial de Galata-Sérai.

)

LETTRE SUR LE THERTRE

A mon point de vue, Je théatre n'est pas, essentiellement, une école de connaissances

génerales ou de meeurs; en véalite, il est tout simplement un divertissement. C'est
ainsi que, méme dans les drames les plus lugubres, les théitres ne sauraient
cesser d'amuser.

Je ne sais & quelle étrange épreuve le « Maitre des fourbes » (1) a bien
voulu soumettre I'humanité, mais ce qui davra]rinspircr la joie la plus vive éveille
dans les ceeurs une profonde tristesse et ce qui devrait provoquer ce dernicr
sentiment crée l'impression la plus gaie.

Que I'on pense, par exemple, un magnifique coucher de soleil, une brillante

aurore et que I'on réféchisse a Iimpression produite. Existe-t-il un étre « possedant

un cceur » dont fes yeux ne se remplissent de Jarmes d’attendrissement 4 ce magni-

s1que spectacle ou qui détourne de cette vue ses regards ¢rendusy humides parl’émotion ?

Qu'y a-t-il, dans ce monde, qui puisse divertir davantage I'homme qu'un beau spectacle 7

Namo Krav. surear deamatique turc, Que trouverz I"homme, dans ce monde, qui puisse lui inspirer plus de tristesse qu'un beau
spectacle ?

Y a-t-i] rien qui puisse donner & ’homme un plaisir comparable 4 celui
lui-meme étranger ? Y a-t-il rien qui puisse I'affliger autant que immense ba

]z l2 répéterai donce : le thédtre est un divertissement,
cn est Je plus utile.

Ln disanr qu'il est préférable, je m'en suis Tapporté a mon gofit personnel.
sentiment comme une preuve, car il n'est pas question d'arracher aux concerts
homme, devenu tout yeux et tout oreilles pour entendre ou voir Sarah (3). Chacun s'amuse oi 1l veut et comme i] veut.

Mais j'ai dit que « c’est le divertissement le plus utile » et je crois pouveir soutenir cette assertion. Si dong, je dois
présenter des preuves de ce que j'avance, je les emprunterai au domajne public.

— Qu'est-ce que le théitre?

— Clest une imitation.

— Qu'est-ce qu'il imite ?

— Les incidents de Ia vie de ["homme.

Je crois qu'il vésulte manifestement de ces quatre petites Phrases que le théitre est le divertissement le plus utile.

Peut-on en effet imaginer quelque chase de plus utile que I'exemple moral trouvé dans Je plaisir méme ?

Oui! « on trouve le plaisit dans le travail, tandis que le travail ne se trouve pas dans le plaisir » (4, et I'on peut dire o=
que toute espéce de travail peut divertic 'homme et I'attacher, mais que tout homme ne peut se divertir par le travail.

Cest donc de ces considérations qu'il résulte que le genre humain a grandement besoin de divertissements utiles.

Le théitre est un réve poétique qui a pris corps et ame. 1l semble qu'on nous prenne par la main et qu'on naus fasse visi
les plus mystérieux recoins du coeur, en en soulevant les voiles un 4 un et jusqu'au dernier.

Les spectateurs voient personnalisés sous leurs yeux toutes les grandeurs et toutes les perversités de la nature humsi:
voient portés 2 leur paroxysme I'amour et la haine, ces sentiments si forts, ces mobiles si puissants, Quand ces pr -
heurtent au moment méme of le cozur est Je plus accessible 4 Iz tendresse ou i la joie, elles produisent alors [eur e; ‘¢ pl:.
considérable. C'est pourquai I'on regarde les sevvices rendus aux meeurs par le théitre comme plus grands que ceux
redevable aux journaux et aux livres,

C’est 12 aussi ma conviction, car je n'ai

que Jui procure un chagrin d'amour auquel il est
nheur d'un amour heurewx dont il n'est pas |'objet?
mais il est préférable & tous ceux qu'a imaginés 'esprit humain et il

Je ne puis done, naturellement, présenter mon
de Péra et d'amener chez Agop Gulli (2) un

jamais vu journaux ou livres faire verser autant de Jarmes q+ |° .0 el
Je ne me ﬁgure point que Je magistrat, le littérate [RSTENS
flétrit Jes vices — tels que I'hypocrisie, I'avarice — au réme d ~¢ré
que l'acteur sur la scéne.
& L'utilité du thédtre est telle qu'il est wwrpre en £ sy reemne
un facteur principal des grands actes de '~

LE Aldutlaly Frbres.

(1} Cette dénomination qui parait  : uliere, au prz s ab “ar
" rraducrion approchéc de l'expression Thair-el-Makirin qu. - tra0 ¢
Tl FI Il LT dans les livres sacrés er s'emploic fr- woen ture. Le sens est o+ Dice
ne peut avoir sem supérier- sel. en rien, sugitil mem  de
romper,
(1) Agop Gulli, 1 ant il a été question plus haut.
(3) Laateur fait ¢ de café-concert.

(4) Dicron Ture,
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Cewsar (1), une tragédie de Shakespeare, a éré une des principales causes qui ont

favorisé, en Angleterre, le cours des événements au temps de Cromwell. #
En France, les comédies de Moliére, probablement, et, a coup sir, la plume

mordante de Voltaire ont fait le plus grand tort aux prétres et aux nables.
A l'époque de la grande Révolution frangaise, le peuple a fait preuve d'un

indomptable amour de la liberté et d'un grand patriotisme : les ceuvres viriles de

Corneille ont, peut-gtre, contribué i ce résultat plus que toute autre chose.

1"‘1 7 5i I'on voulait réunir et enregistrer tous les effets qu'ont produits, sur les meeurs
. allemandes, les pitces de Goethe, de Schiller, un gros volume ne suffirait point.

Pour nous, nous venons 4 peine de produire un théitre; nous ne pouvons
naturellement pas vouloir que, dés maintenant, il soit parfait.

Réclamer d'une ceuvre qui fait son apparition toutes les qualités, ce serait tomber
dans Terreur d'une mére qui voudrait mettre au monde des enfants savants dés leur
[ naissance, mais il nous est justement permis de vouloir que les imperfections de
notre scéne soient minimes et de travailler, quelles qu'elles soient, & les amoindrir de
jour en jour. Certains défauts, en effet, ne peuvent admettre 'inexpérience pour
excuse. D'aprés moi, le plus grand défaut du thédtre consiste dans la mauvaise diction.

Ce défaut annule, tout d'abord, les profits que Ja langue pourrait retiter du
théitre; en second Jieu, il rend impossible, jusqu'a un certain point, d'éviter le
ridicule et détruit d'une fagon absolue I'impression que devrait produire la picce.

Mais venons-en au fait que la plupart de nos piéces sont traduites des langues

o européennes (2). Si c’est Ia un tort, la responsabilité n'en retombe pas sur le théatre,

I mais sur les écrivains. Et, du testz, je ne vois pas un si grand mal dans ces traductions.

E On voit au théitre I'imitation de tous les actes criminels; cependant, les docteurs de

LY la loi ne se sont pas levés pour s'opposer & ces reproductions en se basant sur le mauvais effer qu'elles peuvent produire. A
I'homme disposé 2 subir la contagion des mauvais exemples, il ne manquera pas de s’en présenter chaque jour et de tous cétés.

Je ne pense pas que personne soit foreé de rechercher dans la littérature le chemin du vice.

Un ¢ écrit insteuctif » (3) n'a pas de patrie. Si une pensée est juste, |'effet qu'elle produit dans une langue, elle I'abtiendra
2xactement égal dans une autre. Un trés grand nombre de piéces anglaises, allemandes ont été traduites en francais et sant
jouges sur les théitres. Dans la traduction, la seule chose qui perde c'est I'éclat du style de'ceurvre originale, majs le plaisit
qu'elle donne et I'effer qu'elle produit ne sont n tien diminués.

Que I'on voie une jeune fille donner sa vie au nom de son amour et pour sa pudeur, que I'on voie un homme courageux mais
ignovant tomber aux mains d*hommes au langage choisi et 4 I'esprit délicat, se préoccupera-t-on de savoir quelle est la nationalité,
quel est le costume des uns et des autres?

Quelle serait, en effet, I'influence de ces détails sur les sentiments qui agitent Je spectateur ?

Un point encore est digne d’attention. Le théitre est le genre littéraire le plus difficile. C'en est au point que, sur plus de
dix mille littérateurs que compre actuellement Ja France, il n'en est pas dix qui fassent de bon théitre. §i I'on en vient donc 2
considérer I'état de notre littérature, combien trouvera-t-on chez nous d'écrivains dramatiques !

Et si 'on pense qu'en Europe une piéce de théitre est joude jusqu'a cent fois, tandis qu'a Stamboul, on ne va Ia voir que de
trois 4 cing fois, on en concluera que pour le théatre seul d"Agop Gulli, i) faudrait une production littéraire supérieure i celle que
requiert le plus grand théatre de France ! Ou trouvera-t-on toutes ces pidces?

Corneille, qui passe pour le grand maitre du Théatre francais, a emprunté des piéces 4 I'Espagne, et Goethe, ce promoteur
de la lirtérature allamande, en a pris en France. Oserons-nous dire, en présence de ces faits, que toutes nos pigces doivent étre

- = tirées de notre propre fonds?

7 3 Ce que je désirerais surtout pour notre théitre, c'est que les artistes améljorassent leur
3 4 ; diction et que les auteurs dramatiques eussent la générosité et la condescendance de hien vouloir
: se départir de leur amour pour le style grandiose et recherché. Autrefois, I'accumulation
inintelligente des mots prétentieux et des phrases obscures (4) était téservée 4 Ja langue écrite,
et c'était vouloir préter au ridicule que d'user de pareil procédé dans la conversation. Maintenant
que la langue a été et reste si grandement simplifiée, si nous commengons 4 employer, dans
le dialogue, des conjonctions composées (5), enchainant des membres de phrase Jes uns aux
autres, ou bien des génitifs (6) amoncelés et se commandant Téciproquement, ce sera, en véritg,
une chose fort étrange.

(1) Julius Cossar.

(2) A V'époque oir cetie lettre fur ferire, quelques littérateurs otromans tegardalent comme une honre que la
pluparr des théirres tures jounssent des traductions de picces curopéennes. lls estimaienr — se plagant au poinr de
vue d'un amour-proprz incompréhensible — hontzux d'imiter un aurre pays, fut-cz méme sur une chose gqu'ils
n'avaient pas er sur laquelle les aurres nations en €rafent arrivées 4 la perfection. (Mote d’Eb-1zia Tevhk Bey).

(3) Ed Biviai. Certe locution comprend en ture, d'une fagon générale, tour Ecrir instructif, qu'il soit puremene
littéraire ou scientifique. Elle n'a pas, en francais, d'équivalent rigaurews.

(4) Le turc contient I'expression populuire istilah parelemel qui signific mot a mor : « Fajre par marceaus avec
"-s termes b, et qui correspond comme sens i o rechercher des tournurss de phrases incompréhensibles er en faire

rsage exclusif, »

{ d Cl- Abdullah frires.
v
| | . i
!
|
!
|

Anneo-Mionas Ervesm, autur dramatique ture

™ Le texte offre I'expression rabith qui signific la mérhode que I'on suic er les mots quon emplelc pour
“~bres de phrase les uns aux autres of supplécr ainsi aux conjoncrions et aux pronoms relatifs dont
— s le rurc proprement dii.
tizafer. C' i o yé i
T afel. C:s_r un‘fecme grammatical par lequel on eniend le moyen employé peur enchiiner le4
ms er les adjectifs.

Magie Navaer, acttic  aenicnne,
inteeprite d'une traduction dr, Y Dame qus Camelias
d"Ahme  ppidhar.
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Type de Tehinghiank, diseuse de bonne aventure.

La langue que chacun recherche au thédtre est la vaix de la simple conscience; si on ne
I'y trouve pas, mais qu'on Ja voie remplacée par un langage provincial (1), par un galimatias
ala Nerguissi (2), qui pourrait supporter cette littérature 2t vouloir travailler a en éclairer les
obscurités ?

KEMAL.

Pour se bien pénétrer de I'imponiance de ces deux paragraphes sur le style, il faut
s¢ souvenir que Kemal fut un des champions les plus ardents, les plus décidés de la réforme
philologique, tendant i affranchir la langue ottomane de la domination des langues arabe et
persane. Je ne puis vapporter, ici, la longue Jurte soutenue pour cette indépendance
linguistique. Commencée, timidement, au xw’ si¢cle, par Ali-Chir-Baikrai et Ibn-Kemal,
poursuiviz stérilement, sous Mahmoud 1 par Hadji-Kalfa, et sous Selim 111 par Aassem,
reprise ardemment vers 1850 par Chinassi, elle n'a dit sa solution victorieuse qu'a la fougue
et 2 l'opinidtreré avec lesquelles Kemal Bey, vaillamment, et Ahmed-Midhat Effendi,
triomphalement, ont combattu pour elle.

' Joignant V'exemple au précepte, Kemal a, dans toutes ses czuvres théatrales, mis en pratique
" les théories de sa Leltre sur le Thédfre, Aussi les trois drames en prose qui ont sulvi Fatan et
qui ont pour tilres : Akif-Bey, Zavalleu Tchodfouch (Pauvre enfant!) et Gul-Nibal (Le rejeton
de la rose), larges ¢tudes de maurs turques, se recommandent aurant par I'ample conception
du sujet, la figre noblesse des sentiments, la haute moralité de l'intrigue que par un dialogue
d'une simplicité et, en méme temps, d'une élévation déconcertantes. Le seul reproche qu'on
puisse leur faive est de manqter parfois d'invention scénique, d'action, au sens théatral du mot.

A Kemal et 2 Ahmed-Midhat appartient également I'honneur d'avoir €largi ]a scéne otromane en écrivant des drames et des
comédies exclusivement turcs. Jusqu'zlors, les auteurs s'étajent contentés de traductions, d'imitations, de plegiats et de quelques
piéces originales dont I'action se passait & I'étranger ou chez les peuples musulmans de I'Orient, pour la raison bien simple que
lz défense faite 4 Ja Femme turque, de par le Caran, de paraitre en public avec des hommes, réduisait presque a néant les
données indigénes et mertait les dramaturges dans I'obligation de chercher des sujets de quelque intérét en dehors dir monde
mahométan. Kemal et Ahmed-Midhat comprirent que suiyre cette voie c'était étouffer au berceau le thédtre turc. Aussi,
réagirent-ils avec autant de vigueur que de courage, mais, hélas! ces vertus, comme nous Je verrons dans la suite, furent payées
par 'exil et I'interdiction sur les théitres ottomans de toutes les pieces dont le sujet, de pres ou de loin, se rattachait  des idées
réformatrices ou portait une atteinte, — si petite fit-elle, — au texte du livre saint.

Aujourd’hui encore I'interdiction qui pése sur Vatan n'a pu &tre levée soit 4 cause d'une tacite concession diplomatique faite
a la Russie, soit, surtout parceque J'idée de Patric ne peut pas, ne doit pas exister chez le turc de Fagon abstrajte, mais dens
une forme tangible. Le Commandeur des Croyants représente et résume d'une maniére concréte, aux yeux des Qsmanlis, I'idée
de religion et I'idée de parrie.

Si grande que soit [a valeur intrinszque de son thédtre, Kemal a, comme potte et comme romancier, des titres plus sérieux
encore 2 la gloire. Son volume de poésies Namik, son roman national Djezmi, ses études biographiques Euvraly Perichan (feuilles
£parses) considérées comme son chef-d’ceuvre, 2 tous les points de vue, ont attribué & lewr auwtewr la premitre place dansla
littérature contemporaine de son pays. Un ardent enthousiasme lyrique, une clart?, une harmonie de style inimitables
caractérisent son ceuvre. Sans conteste, c’est le plus pur des écrivains turcs et le culte voué a sa rémoire par la géndration
actuelle ressemble 4 celui que les anciens rendaient aux dieux et aux héros.

Heéros, 1l le fut aussi. Sait-on & quel point Kemal s'exaltait pour les nobles, pour les grandes causes? Se trouvant 3 Paris,
au moment de Ja guerre de 1870, il n'hésita pas un seul instant & s'enrdler dans nos vangs avec ses trois amis, Kechad-Bey,
Mehmet-Bey et Hadji Nouri-Bey. Soldat anonyme, il fit toute la campagne et se battit prés des siens, — comme fes Tures
savent se battre, — avec cette belle vaillance que met au !
ceeur le fatalisme (3).

La « Tonenchr s

AHMED-MIDHAT EFFENDI. — Tandis qu'une
loi censoriale interdisait les veprésentations de Fafan, un
nouvel auteur dramatique se levait a I'horizon : Ahmed-

(1) Kemal dir : @ Fan aghze » c'est-i-dire dialecte de Van. Van est
une province de I'Empire dans laquelle on parle un dialecre ture regarde
camme grossier et méprisé en conséquence par les zhendis de Constanti-
nople. En réalité, le dialeere de Van contient beaucoup de mots er
d'expressions donr I'osmanli devrait regretter la perte, ou plutét I'abandan,
au licu de s'en glovifier.

(2) MNerguissi est ua prosateur ortoman dont les compesitions lirie-
ralves sont reconnues comme bonmes et méme classiques, mais aussi forr
difficiles & comprendre. Son ouvrage le plus généralement érudié est le
Kbamséi Nerguissi, recucil de compositions divis€ comme Je nom 1'indique
— Les cing euvres de Nerguissi, — en cing partes. Ce liuérateur étair
constantinopelilain et 4 vécu vers la fin du xvir* sigcle.

13) NE en 1837, & Constantineple, du Serdar {commandant) Mous-
rapha Bey er de la fille d’Arnacutlou Abd-Ul-Laiif Pacha, Kemal mourur
en 1888, i Rhodes, son ancien Jieu d'exil, aprés avoir été nommé, par le
Sulran setuel, gouverneur du Sandjac (province) de Rhodes erplus tard de
celui de Méielin,
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Midhat Effzndi, I'écrivain le plus extraordinaire de toute la
littdrature otromane. Son weuvre stupéhante fait songer &
Woltaire, tant clle est vatiée, a Balzac, tant ¢lle est immense,
2 Dumas ptre, rant zlle est Féconde.

Hormis la poésie, — Ahmed-Midhat fait exception a Ja
tégle qui veur que les littérateurs ortomans écrivent des
vers, — il 2 abordé tous les genres, ¢t tous avec un égal
succés - le théatre, le roman, P'histoire, la philosaphie, la
critique, les sciences, la philologie, lz morale, la musique
méme. L'eeuvee de ce colasse, — eneyclopédie vivante, —
tient dans prés de dewx cenly volumes in-§', non compris les
asticles des journaux auxquels il collabore quotidiennement et
réguli¢rement depuis plus de quarante ans. Et le dernier mor
n'est pas dit, car Ahmed-Midhat, né en 1841, 2 Constan-
tinople, plein encore de verdeur et de santé, toujours d'une
activité surprenante, n'a point l'"air de vouloir de si tét renoncer
4 la Jutre.

Colosse, j'ai bien dit, il I'est, superbement, au moral
comme au physique. Ba belle téte, sa haute taille, sa large
carrure font penser sux géants des plareaux d’Alai et aux
athléres des montagnes géorgiennes dont sa famille est origi-
naire. Ses traits, — lorsque animés, surtout, par Ja conver-
sation, — ont plus d'un rapport avec ceux de Vauteur
du Maitre, mon ami Jean Jullien ! mémes yeux vifs er
scrurateurs, mémes levres plissées par un sourire ironique,
méme barbe abondante et tant soit peu inculte, Qh! la riche,
la belle nature, tout a la joie de vivre et consciente de la
plénitude de ses forces. Comme & le voir on comprend qu'il
an vefuté Schopenhauer et déclaré « que la philosophie a
pour mission de relever Iz courage de I'homme et non de

Veviliv, de lui faire aimer la viz et non de |2 fui montrer sous
ertains aspects pessimistes qui, pour &ire vrais, n'en sont pas
aoins exclusifs et malsains a.

Schne pe Zeibeckler,
deame hérgique avee musique et danses d'Ahmad-Midhar Effendi

1l ne m'est guére possible de parler comme je le voudrais de cet écrivain illustre, considéré présentement comme Je grand
mir de l2 litkérature osmanlic; la simple énumération de ses auvrages, avec quelques Jignes de critique enregard de chacun d'eux,
eruplirait les pages de cette Revue.

Son ceuvre thédrrale, la plus variée du répertoire ottoman, comprend le drame, la comédie de mezurs, celle de caractere, le
saudeville, voire I'opéreite.

Efgalb ! (Hilas ), dramz en quatre zctes, sa premiére pigce, £crite en 1B71. Rompant hardiment ¢n visiérz avec l2s usages

d'une nation oi la polygamie est admise, il s'¢léve avec force contre cette tolérance de lislam, dans uns pitce & thése cit
“intrigue dramatique roule sur Ia bigamie. 1] faut ignover du tout au tout les meeurs de la Turquie et la force de ses adbet (usages),
srsque, surtour, ils sont d'ordre religizux, pour ne pas s'étonner du courage inoui de notre auteur de s'atraquer ainsi 2 des
hzbicures faisant partic intégrante de sa nation.

A edle seule, une tentative pareille suffisait pour le metite en suspicion aupras de que]qucs‘ vieux croyants rétrogrades qui,
consiater dans Efvab! I'zffort superbe tenté pour I'affranchissement moral du pays, I'accusérent, comme d'un crime, de

frnder un théatre national, et, sourdement, & I'ombrez, commencérent les démarches qui devaient aboutir a I'exil dz ez

nea-Midhat zut vant de ces menées. Avec une havdiesse inexplicable il tint téte & I'orage ¢t vépondit & ses démacteucs

~médie en ring actes : Afchik-Bach (Tartufe) (1), étude satirique d’un mordant plein de verve, sur la fausse piété des
IRITLE

réz pour la premicre fois en 1873, au Théitre de Guédik-Pzcha, cette comédie eul un succés immense, unique

s rhéatrales turques. Elle obtint une série de plus de cent représentarions, chiffre incroyable pour un pays oft une

T & i na3 laffiche plus de huit jours. Ce triomphe, dit aurant & l'esprit critique de Pauteur qui, avec un entrain

“hestice e viee, qu's I'étude trés approfondiz des personnages, s'est renouvelé 4 toutes les veprises d'Afehib-Back

o ¢ oae o Ausnu-bey, ce vieux beau qui sz farde et se teint |a barbe, et combien son mariage avec Hesna Haneum, la jeune

cacoo0 - “air aimer par des ¢ moyens magiquesw, est d'une amusante cocasserie | Quelle satire de nos meeurs dans

V- —e i v, une jeune fillz turque instruite 4 V'eurepéenne, et si proche parente de Lucy W atson, de la comédie de

anl 11, Bml le fourbz, le faux dévot qui abusz de la crédulité de tout l¢ monde, avec quel soin, avee quel art

fu
2rair J:\nr‘e © . jzunes littérateurs ambitionnant les Jauriers d Ahmed-Midhar ne vévent qu'a envichir de chefs-
ive otronsn. De 1871 31873, les pjel:es se muitiplient; c’est 'époque la plus fertile et la plus indépendantz

liz. Pour ue viter que lzs noms qui méritent d’&rre retenus de la pléiade concouranr & celte renzissance ef se
deur du thedtre national, je mentionnerai : Eb Uzia-Tewfik-bey, critique d'art éminent que son beau dramz

Vv Alehik-Bach signihie Liteéralen v téfe pue, 1le rasée. Les hodjas (préites turca) ont Ja 1éce rasée sous leur turban,
AT
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Pangansags ot Cusdenter
drariz hérnigue d Ahmed- Widha Efendi.

Eudgeli-Kaza (La mort par accident] place su premier rang; Hodja
Haki, qui fv applaudic Fakk (la Justice), pitce 2 tendances
socizlisres ; Bédri-Bey, dramaturge fécond, ticé hovs de pair par
Ghiorenek, une comédie frés fne sur les coutumes populaires
turques ; enfin Sami-Bey, l'auteur de Bessas ('Engagement], déve-
loppant une zcfion du plus haut inrérét dans unc étude magistale
de |z vie albanaise.

Certe extension d'idées nouvelles eémui, épouvanta les partisans
des opinions rétrogrades, Ils inmiguérent tant et si bien auprés
du sultan Aziz qu'ils arrachérent au Padischah une scnrence inique
contre les promoieurs du mouvement thédrral. Kemal, Ahmed-
Midhat er Ebuzzia-Tewhk, dépéchés 2 Rhodes, payévent pav trois
années d'exil Jeur tenrative osée de progrés <t d'indépendance.

Ce bannissemerent porta un coup terrible & la scéne ottomane.
La jeunesse lirtéraire, iermifide, cessa ses Ecrits et le théiere turc,
terrorisé, fut, pendant de longues années, exclusivement alimencé
de pieces traduires des Jangues européennes. On adapta Shakespeave
ala siéne csmanlie et lz grand tragique fic, avec Moliere, les frais
de cerre époque de crainte et de desarvoi.

Aprés ies malheursux évinementsde 1876 et la mort du sultan
Aziz, qu'on ¢avait sitragiquement suicidé », un des premizes soins
de son successeur, Mourad V, fut de rappeler Kemal er ses amis
Trois mois apres, le monarque actuzl, Abd-ul-Hamid Khan i
confirma |a grace de son libéral prédécesseur, admit fes exilés & sa
cour, leur fit servir, sur sz liste civile, de somptucuses pensions et
les investit de hauras charges gouvernemznrales et publiques. Kemal
est nommé gouverneur général de Rhodes, puis de Mitélin, s
Ahmed-Midhar recoir, avec le ditre d' « Excellencen, lz direction
ginfrale de "Administration sanitaire de I'empire.

S'assurer wingi par Je pardon er la magnificence | esprit et [+

plume de-ces fiers révoltés fut un des actes les plus edreits, sinon des plus politiques, du commencement du régne Ju

sultan Hamid.

Avyec le retaur das exilés, le thédtre se réveille de sa léthargie. Trols piéces d' Ahmed-Midhat, d'ordre différent, composée.
dans 32 prison de Rhodes et qu'il avait clandestinement envoyées 2 Consrantinople, sont représentées coup sur coup et remporten-
ua succds d'auant plus grand que depuis de longues anndes Je thédrre ture s'érait vu sevrd d'ceuvres ariginales.

Tniikzm (Vengzancz), drame en quatre actes, ou l'auteur prend bravement le parti de Ja bourgeoisie contre la noblesse
Arncociar (les Albanais) scene de la vie de ce peuple guerrier, et Kurd-Iizé (la Fille kurde), piéce tragi-comique éludiant de
fves pres les mozurs d'un pays annexé aujourd'hui, en partiz, & la Turquie.

A yznt obrenu justice Ces ignares conscurs qui pensaient arcéter l'essor dramatique, et libre, désormais, de continuer | ceuv:

réigengrarrice, Ahmed-Midhat se remeta |a tiche er donne successivement Zeibeckler, la Tchenghi, Euzdenler et Tebioouch.

Zeiteekler (les Zefhecks), drame hivoTque en cing actes, avee musique er danses. Lo scéne se passe 3 Ajdin, chez lz2s zeibecn

de lo monmagae, ces volontaires de I'armée du croissant, mi-scldats, mi-bandits, vivant de
rapines, d'enlévements et de mzurtres en temps de paix, s'organisant en corps francs en
ramps de guzvre et — poussds par un znthousissime Ffanarique aulant que par lespoir
prachzin du butin, — n'hésitant pasi impeser leur engdlement & I'Erat. Ce drame 2 une portée
ce haure macalivé. Tour an vancant 'acdent patriotisme des zeibecks, I'auteur enseigne aux
masses que point n'est besein d'érve bandit pour &tre bon patriofe. L'adresse et I'art avec
lesquels il charge son sejer méme de faive le proces de ces condottieri tuyes sont d'autant
flus grands qu'il s'agissait de ne pas froisser une partie de la nation, s auteriraire, il est
\rzi, mais szchant vaillamment répandez son sang pour le drapeau. L'acre de la fére & Aidin,
au cours duguel se nooe I'innigue amoureuse qui fera le fond du dramsz, est un vrai régal paur
I comur = Vzsprit, les yeus 2t les oreilles. La scine d"amour est d'une jalizsse cuquise et l'on
e sz lassc pas dadmirer ces avenruriaes, — si fiers dans leur costume chamarré non de
pasrementerics, mals d'armes de toutes sortes =i de foutes dimensions, — dansani leurs
Tleulchecks (danses) de ln montagne sur des rythmes norés par Ahmed-Midhst lui-méme.
Comme Jzan Richepln, notve aureur se plaiv & éevire la musique de ses ceuyres, sojt que la
[ icz s rapproche d'un opirz-comigue comme Zeibeckler, soit que ses allures rappellent
| apérztte comma 1o Tebenghi.

La Tehengh' {12 Danseusz), vaudeville en quatre actes, s'arfaquant aux superstitions popu-
lajres, zncacinées en Turquie plus que dans tout autre pays de I'Europe, 3 cause, sans doure,
du lang ur Jes Ditomans parmi l2s peuples conquis, ces peuples d'Crient si enclins aux
crapences chandviques, s prompte dans les pratiques superstitieuses, 3 cause auss) !
Iipneranes Lrassz dans Jaquelle sz déber le bas peupla en Turquie. Namre suteur n'épargay
jp2s pluz lzs ostrologues et les chiromanciens que les tiveuscs de cartes et les liseuses ..
mare de café ; c'est avecun bel delat de rive qu'il chitiz les miress (diseuses de bonne aver-
ot tes fobenghis (chanteuses zt danseuses populaires), espéces de bohémiern -
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Tl Abduliab fidces.
en Orient 2t qui, zntre un mani (chanson) et unz danse du venire, lirent I'horescope,
prédisent l'avenir et conjurent le mauvais sovt 2n distribuant des ziles de chauve-
souris en putréfaction, dont la vertu, afirment-elles, « préserve  des emoiches
ennzmizs n.
Zeibeckler <t la Tchenghi obiinrent un succks dautent plus persistanc
quz leur musiquz devint tr2s populaire. Pendant longtzmps, les piancs des
baneums, sur le Bosphere, et les orgues de Barbarie, dans Ja ruz, répétiran:
les motifs de ces partitions.
Euzdenler (les Mobles de la Circassie), drame héroique zn quairz
actes, & grand spectaclz. Tablzau szisissant et mouvementé dez la chevalerie
circassiennz, traversé par une idylle sanglante.
Tehiaguch (un ancign prince persan), drame historique zn cingacies
tir du Sehab-Namé (histaire des Rois). qui jette un jour nouveau sur
la rivalité politique entre I'ltan erle Touran (la Perse et le Turkestan)
sous le régne d'Ephrassiale.

Lorsque j'aurai meationné la Zibe (la Ballz), apiretre 2n 1i0is
actes, paroles et musique d'Ahmed-Midhat, et Herdoud Kz (l2 Fille
maudite), un grand dramez en cing actes, adapté du roman 3 la
scene, qui n'ont ni I'un ni l'autre €té zncore représenids, et qualques
piéceties en un acte, sans autre imporfance qu'une « Fantaisie

téaliste n, J'aural donné un apercu aussi complet que pessible dz
Paeuvre ihédtmale de notrz auteur, le plus Fécond et le plus drama-

tique de la scénz oftomane, dont il Fur, avee Kemal, l'dme e J=

défenseur
ABD-UL-HAKK-HAMID-BEY . — Jusqu'ici, le théatrz turc s'étair
N P pour les ouvrages de longue haleine, limitd 4 In prose. Le premier, Abd-

ul—sz_l:vHsmid-Bey. qui, avee Ckrem et le regretié Na
co#tique de la Turquie contemporaine, écrivic pour la scgne dans Ja « Jangue des dieux n.
Gans parler ici de son ceuvre poétique, de rous points admirable, il zst nécessaire de rappeler fe jugemane Formulé sur lui
2o Dkrem-Bey dans sa Lelfire sur bs poésiz © « Parmi les grands postes de notre temps, ¢ Abd-ul-Haki-Hamid-Bey, fcrici
Aont la poésie me fait réfléchir le plus souvent. Sa podsie ¢st ma bien-aimee spirituelle o
Les (rois qualités malrresses qui oni placé Abd-ul-Halkk-Hzmid au pramicy rang des podre: de san pays. —
:nue de o pensée, beauté sculpturale de la forme, intransigeance opinidire d'un art qui ne sasrific 2 aucuns
‘nacle, — se retrouvent dans ses quatre tragédies, ou, magniiquzment, revivent les splendeurs de temps disparus
Tarif (I Abandon) rzconstitue I'épaque glorizuse des lulles des Maures de Grenzds conmz VEspagne : Echper 2zr Deobier
ndou (la Conquére des Indes) ressuscitent les explofts d"Alexandre-le-Grand sur la voute des Indes, et Sabara (lz Diésars) zvoque
nstoire de ces tribus nomades orientzles, guerrieres par excellence, animées d'un désiv dz conquétz zussi grand que l'inkni
#sert oir, pendant longtemps, elles dressérent leurs fentes
En méme temps que 'auteur répandait & profusion dans ces tragécies toures los somptuosi de 2 podtique orizniale, il
s itait, malheursusement, personnage 4 persinnage, entasssit décor sur décor, aver laltiere indépendance d'un serisie hien
-sannzl qui ne voit que son réve. Dz sorte que, dz ces tragédies, aucunz n'a encove vu le feudz 1y rampe, Stawboul ne possé-
AT pas une scénz assez spacieuss pour permetire I dvolurien des foules 21 o changement d2s dicors entrzvus parfa fz = du

a rrinitg

¢yarion sou-
calz, & qucun

“urs années, il occupe le poste de conseiller 4 I'ambassade impériale ottomane

ZDA] e RIFAAT-BEYS. — Temaschad {13 Scene), tel st e titre d'un recuzil célebre
ine vingraine de pidces de théatre, drames zt comédies, iant origninales que tra-

~ .l brillante collaboration de Bedri-Bey, 'auteur de Ghiorenet, 2t de Rif2at-Bey

paruc en deux fois : partie au moment de la guevrs turco-tusse et partie au
Tuerre rurco-serbe. Liidée parriotique animz les pieces du Temaschad, presqus
. Clest qu'alors rous les yeux &taient tournés du coré d'Alexinatch, tous les
e . 2ux nouvelles dz Plevna, cetiz place dont ia capitulation fut plus glorieuse

toire.

an " et NAZIM-PACHA. — La scéne refléta e sentiment national qui

oup au succes de Zerbeehler et inspira plus d'une ceuvre embrasée du

2o b ¢ ¢ e guerrier. Parmi les plus célzbres, i1 faut citer lz drame 2n cing actes

Vo ne & ey : Ya-Gagh-Ta-Chébid (|2 Victoire ou la Movt), traitant exclu-
- +ila - rmaira: et deux tragédies de MNazim-Pacha, I'ancien ministre dz la
) wvzrnzur général de Syrie, d'un bel élan pzrriotique et d'un
. \ . =t Medjoun-e-Leils (Medjoun et Leila), inspitée par lidylle du
[P -~ - méne tirre, et Alexipalch, épisode du siege de la ville serhe ar
d

3 v s d » Houadgir (I'Emigrante), esquisse saisissante de |'émi-
RECT I sulmans ¢ imeom, * méme Mazim-Pacha, la listz est closz des ouvragss

Az oo smantle dpetoire it . du thédtre turc contemporain.
police, 3 Constantinzple esrw. '7 aTtEmian,  2ioren unc préfrcture —arrribug 3 un ministre spicial.
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TROISIEME PERIQDE
e
ke Thedtre Musical

L'histoire du théiire musical oftoman est trop infimemenr lice 2 celle de san
thédrre littéraire pour qu'il soit permis dz ne pas s'y arréter

Bien avant Almed-Midhat, qui aveit Zerit les parritions de Zeibeckler, de
la Tehenghi et de Iz Zita, |2 musique s'émair introduits ser (p sean
musique orientale, s'entend, si dilférente de Ja nétre.

Toute Ia gloire, ici, revient 4 un Arménien - Dieran Tchovhadjian.

z oiromanz ; la

DICRAN TCHOUHADJIAN. — Né¢ i Constantinople, en 1840, Dicran
Tchouhadjizn fit ses premiéres éiudes musicales en Turquie. Ilalja les poursuivre en
Italie, au Conservatoire de Milan. Son premier ourtage fur Aisace, opéra en quarre
actes, joué par de célebres artisres, au Thédtre-Nahoum. Le trés vif succes de ce
début 'encouragea 2 s'adenner entiéremenr & une carrierz aussi ingrale que peu lucra-
five, surrout dans les pays d'Orient.
De nombreux fragments de sz deuniéme ceuvre, Olympra, exé-
cutés dans les grands concerts de Vienne et de Maples, répandirent
vite le nom du compositeur arménien.
Puis il donna successivement : Arif, Teussé-Kebaya, Lebizhidji For-
g ker Agha, trois opéretres qui furent représentées un PLu partout, po-
ramment au Caire er a Athénes, et provoguérent, — Arif surtout — 'znthousiasme général.
Le livrer d'Arif, di & Ja plume de M. Alhoreto, est une adapration pour la scéne ottomane du
: Nouveau Seigneur du Fillage de Boieldiew. Dans I'opérette turque, Frontin s'appelie Arif et Bahet
a2l Handji-Xidi, |
La partition est un chef-d'ceuvre, unique en son genre Entrz autres fragments cedemandés par
; le public, figurent, au premier zcte, le duo Tere fenent (Tre fa Iz la} et le cheeur final, Sefia gheidiniz
: {Soyez le bienvenu). Le duo finsl du troisieme acte, Arif, artih ouzalma (AxiF, C’est ossez, ne conti-
| nuez pas), considéré comme le « clow y de Iz partition, ne manque jamals d'éire bissd. trissé méme
par e public,
Son dernier opéra-féerie, Zemireh (Zémireh), cré¢ d'shord, 2n 1891, au Théitre d'hiver de Ja
i Concordia (1), par la troupe frzncaise de M™ Bennati, fur repris, en 1894, par Iz rroupe d'opéra
iralizn de M. Franzini, avec un grand luxe de décors et de costumes, sur la scine du MNouvzau-
Théitre-Francais. A I'occasion de ceire veprize, Tchouhadjizn vefordit son czuvre : des déclama.
rions de haut style remplacérent le dialogue primitif. Aussi le succes Fur-il prodigieux. Entre temps,
I'orchestre de la « Splendidze-Taverne » (actuellement n Pariciana ») jous de nombreux morczaux de
son réperfoire qui excittrent I'admiration des auditeurs.
' Dout d'une facilité de production extraordinaire, l'ceuvre qu'il laisse est immense. .
Phobus w Seul, enire les Brcean Ton
musiciens otfomans, il coula la musgL,
rale 20 une facture qui psrmit sor
tion & Yorchestration européents
l'originalité de ses idees, 1z fra
écriture, le coloris de san -
brille comme une radiation & 3
il rendit son ari intelligible N EE AR
ger et eut droil aux forf-s b
deont fe témoignage fui acis

perts. 8a science de Fharme 1y e
point fait & ses composits ' SR
er lz charme dont s et
phrases, les moindres 1’ T
intense.

A San-Srefar. | =g oM
entce Ja Russiz - 1 we g Ay
Nicolas le dée-a sl o o 5 42y . de-
la satisfaciiun o ve P

et Técormpea € L or ausicner Loune

[ corare adeds LrZatves §oung suae e
pour . rep-isentations w'hivar et un chédr L s ¢
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stens, entr'awtres Weber, du Temps, consa-
4 crérent dz longs et élagieux articles & ["stude

t des czuvres musicales de ce compesiceur qui

I De nombrzux critiques musicaux pari-
|

mourut, presque misérablement, 4 Smytne,
exploité de toutes fagons et sans la suprime
joie, si ardemmant tévée, de voir Paris consa-
crer son talent.

1l est a souhairer que sa mémoire regoive
cer hammage tardif et qu'un de nos directeurs
de thédes d'opérettes (pour I'heure, jz ne
vais que Samuel] s'aventure & monter un de
ces ouvrages si pimpants d'allure, d'une gajeré
| si communicative, =i dont l'otiginalité ne fait

pas le moindre mérite.

Son collaborateur assidu fut M. Pierre
i Anméghian, le potte et publicistz bizn connu
4 Constantinople, établi dzpuis sepi ans &
Paris. Mous lui devons s traduction fran-
caise des opéreties de Tchouhadjian. Pour
! qui connzit la différence caractéristique qui
d sxiste entre |2 podsie francaise et la podsic

turque, ol rien ne se rzssemble, ni rythmes, ni rimes, ni mesurzs, les difficultés & vaincre zpparaisseni énormes. ¢t l'on ne
peut que sincerement féliciter le poire qui est parvenu & les surmonter or 4 les zplanir.

Arif, — Guiawu Chur sy o 4o, — « Sera Grecowus 1 (Sovez ue Brewvani).

= INFLUENCE DE TCHOUHAD]IAN SUR LA SCENE TURQUE. — L'influencz de Tchouvadjian fut consi-
Jerable et déclsive pour la scine otromane lyrique et méme dramatiqus. On peut affirmzr quz tour le thédtrz ture contzmporain
rient son origine de I'initiative du me#stro arménizn
T'est seulement & partir des veprésenations dZrif que sz dassinz nettement le mouvement littéraire du thédtre ture

cantemporzin. Le mouvement musieal suivit 'impulsion. Edifizs, par le succés, sur [z valzur d'un genve qui, du jout au Jen-
dzraain, devenait populaire, les Turcs ne Furent pas longs & suivre {'exemple du jeunz compositeur. 1l y eur méme, & cc
sujet. entre Ja troupe de Tchouhadjiza, installéz dzns un thédtve bat 4 la hite dans |2 cour de Mussafichané de la place
. ultan-Bayazid, & Stsmboul, et la rroupe d'Agas-Calli, éinblie, comme nous I'avons vu, au thédre de Guédik-Pacha, des
| vemglés rappelant les querelles des Gelosl aver Jes confrires de la Passion, des rivalités pareilles aux diff#rands qui exci-
ient les Comédiens du Roy conmre ceux d= I'Harel dz Eourgogne.

25 dissentiments artistiques contribugrent — pour Je grzad bien de I'art — 4 donner 3 Ja scéne turgue un développe-
znt qu'elle n’aurair jamais acquis sans cet antagonisme.

A ia longus, cezpendant, cz duel paralysz les bonnes volontés, prépara la débandade des rroupes et fut cause, zn
THe du marasme présent de la scéne ortomane.

| - Quoiqu'il en soit, las promoieurs heurzux de cetiz action paralléle furznt Chakir-

Pacha, ancizn ambasszdzur de Ja Porz & Baint-Pérersbourg, Aghizh-Effendi, ancien

ministre ture & Athénes, et Bedri-Bey, lauteur de Ghiorsnzch Aidés de quelgues

N o, amis, ils traduisivznt successivemznt : la Belle Faline, Orpbée aux Enfers, Giroflé-
3 : - Girefla, les Brigands, |a Fille de Fadome Angol

L'étude er [z mise en scéne en furent confides 4 M. Ménadier, — Tégis-
s2ur francais de la trotpe dz Qulli-Efendi, — lequel, quoique ne sachant
pas un mot de weve, parvint, & force de volonié et Jde persévérance, i initier
lzz acrzurs de |a troupe aux szerets de I'opérette francaise, qu'il possédait 2
fond.

Le succss dz ces vzprésentations fur comsidérable 2t, comme il #tait
Facile 4 privoir, contrebalanca celui de Iz troupe Tchouhadjian.

Ainsi que nous J'avons vu, seul, Tchouadjian 2 écrit sa musique orfentale
pour I'orchestrz zuropéen, t2! que nous l= connaissons, composé du quatuor
des covdes, des hois, des cuivres er dz |2 hatzavie.

Quznt 2ux aulres compositzurs octomans, snrzutres Ahmed-Midhar
Effendi, ils €erivent leurs opéreites pour les musicizns du thédrre ture dont
I'archestre spicial, — ainsi qu'on peur Je voit sur la gravire, — est exclusive-
ment composé de puitares, dz rambours, de citharzs et de violons. Encore ces
insteuments sont-ils tous diférents de oo que nous connaissons : les tambou-
rins sont munis de cing pairzs de cymbalzs minusculzs, la cithare 25t archaique.

les guitares ovoides, zr an jouz sur ees violons, d'une forme bizarre,en les plagant
" suv le genou
} : e = Clest [a I'orchestre idés! d=z I musique turque, proprement dite, dont Ja

e M—

=
- T gzmme; toujours en mode mineur, differe de |4 notre, et dont le chant, élrangement

3 Tonoronement voluptieux, charme et crispz, 2n méme temps, et |'oreille et les
neo-

I e
‘ 2US =mAL su 17 aeTs (Fens feneni)
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ACTEURS TURCS ET THEATRES DE STAMBOUL

La femme musulmanz ne pouvani, de par la loi, paraitre en
public accompagnée d'un homme — cet homme fur-il son frere,
son péve, son marj méme, — et & plus forte raison monter sur une
scine 2u milieu de plusieurs hommes qui n'ont aucune artache avec
sa famille, Jes auteurs et divecteurs furant obligés de recruter leur
personnel Féminin parmi les Arméniennes.

On en a vu de s habiles parmi Jes deux cents ct quelqures
¢toiles en herbe — comme aurait dit notre pauvre a oncle » —
qui brillerent les planches turques 2t firent |es créations varides
du répertaire.

Je ne citeral que celles qui ont atteint a la célébrité.

Dans Je drame, lz comédie et I'opérette, M Veéranoub:
(Véronique) Caracashian, Ja Craizette, er, en méme temps, la
Schneider de la scéne rurque. Je n'oublierai jamais la verve, le
jeu endiablé de cette artiste — enfant de Ja balle, grandie sur |a
scéne —la premiére chanteuse de la troupe, une £toile qui a brillz
de tout son éclat 3 Stamboul 2t qui ne se serait certes pas déso-
rientée & Paris, sur Ia scéne des Folies-Dramaiiques, des Bouffes-
Parisiens, voire des Variérés.Ce qui surpasse, c'est que cette méme
actiice, st alerte, si spirituelle dans 'opérerte, possédait au su-
préme degréle don des larmes. Elle excellait aussi dans le drame
oii les premjers réles lui étzient dévelus. Ainsi que chez M™ Jane
Hading et Jeanne Granier, il y avait en eile une divette d'opéra-
bouffe et une grande actrice dramartique. Comme tel, son nom,
doublement glorieux, est inséparable de la scene ortoman

W Eugheni [Eugénic) Caracashian, sa sczur, inoub
dans la comédie, une M." 1{olb artomane, sachant faite ressoviin
zvze une jovialité communicative et une finesse tres personneile
le comique d'une situation.

M Afarie Nevart, enlevée par une mort prémanée
Asteinte de |a poitrine et ne se faisant zucune illusion sur san Zrat, elle ne recufa pas & demander 2 Ahmed-Midhar-Effenc
d'adapter pour elle 2 la scéne turque la Dame aux Caméfias. L'illustez aureur acquiesca au désir de [arrisie phtisique. Oh! !
spectacle humainement intense de cetre Marguerite Gautier, jouse — vécue, plurdt — par une enfant qui sait se mouris &
méme mal qui emporta ['héroine du drame. Tous ceux qui ont assisté a ceffe représentation d'un réalisme Alagrant — car la pauvr:
fille pleurait de vraies Jarmes et une toux non « piochée » secouait son ttre frele — ont gardé de M™ Nevart un souvenit
qu'aucune actrize, dans ce vole, n'effacera. Le jeu sincire, exquis et contenu de la divine Barret & des analogies avec li manikre
de 'artiste osmanlic.

WU Ekimian, qui prit la succession de M Mevart fut une actrice de g—ra.nd.s. valeur : elle eut d'éclatants succés. mais ¢
parvint pas & faive aublier sa géniale devancigre.

M Adjémian, 12 Germaine Gallojs de Srambeul, une eréature superbe, faisant valoir, avec une rare intelligence servie
un arganc bien timbré, la musique de Tcheuadjian dont elle 2 cré rous les ouvrages. -

A" Siranousch et Asighig, deux sczuts, doudes toutes deux de merveilleuses voix de contralto cf, routes deux, egalem
avanragées d'une ligne et d'une beanré sculpturales.

Parmi les hommes :

ﬁgap—GuHi—E}j”ma‘r’ fut le premier acteur zn vogue. Quoique médiocre, comme I'a prouvé plus tard le jeu de sessu
il a lpissé dans le peuple qui I'aimait =t done il 2 fait
longremps les délices, un souveniv qui tient de la
Iégende.

Afamian — un Arménien — le plus grand des
artistes dramatiques osmanlis, en méme temps qu'un
peintre remarquable ef un poire distingus, zinsiqu'en
font Foi deux recueils de vers publiés en Russie. Une
espece de Mounzt-Sully orienral, oubliant compléte-
ment sa personnalité pour entrer dans « Ja peau v du
héros. Grace a lui, les Turcs ont connu, applaudi,
aimé Shakespearz dont il 2 &t un inoubliable inter-
prate. 1| poussait la conscience artistique jusqu'a aller
érudier, vivre ses réles sur les licux mémes ol s de-
roule l'action. C'est ainsi qu'il s'est identifé avec
Otlello a Venise et & Chypre, avec Roméo 2 Vérane,
avec Hamler & Elsencur. Le gardien et les fossoyeurs
du cimetiere daiois vaus parleront d2 ce « maniaque »
qui venait s'enlreteniv avic sux &t s'oubliait 2 mono-
loguzr, des heures durant, dans « une langue incom-
préhensible ». La nafure primesautiérz, nerveuse,
sensible 4 I'excés de I'artiste avait soif d'émotions
pareilies. Quand on pense qu'il considérait i'art du

Arif, epém camigue de Tehouhadjian, vile de Handji-Ilidi

Une Scene de Zeurek opsra somique de Tchouhadjien
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comédien comme un sacerdoce, on ne peut quadmirer, que respecter
czt ¢ enmrainement », tellement sincére qu'il fur cause de sa mort. Un
50ir, dans Hean, d' Alexandrz Dumas, il jous avec tant de conviction et

! de Feu la fameuse scene des afronts : 1 Je suis Polichinelle 1 Un biton
a Polichinelle { 5, qu'il Fut pris de syncapes sur Ja scéne mémez. On
lemmena agonisant. 11 mourair quelques jours aprés d'un transport
au cerveau. Ernesto Rossi, le ¢élehre acteur italien, qui assistait & cerre

i représentzrion etaccompagna le moribond chez fui, a dit d’A tamian que
# ¢'étair la plus belle 4me d'artiste qu'il ait connue ». 83 mort fut un
deuil pour Je théitre turc.

| Hinakicn-Effend;, qui prit sa succession, est un comédien de grande
valzur et de rare intelligence : il lui manque cependzant le coup d'aile
qui, de son devancier, fisait Fartiste de génie. Touta la fois acteur,
régisseur, décorateur, il est actuellement divecreur du théibe qui porte
Son nom et oit se jouent lz drame et |a trageédie.

Abd-ul-Rézah-Effendi, 12 plus brillant des comiques, le comique par
L . excellence, Je Coquelin ainé de la scéne turque. Brio, gaité, Anesse
| e 2 . Ea alliés 4 un superbe « pznache 9, il réalise au naturel I'immortel héros

! Comfawns oa 1a Taours ou Twésrne Ocmsns, de Beaumarchais. Comme son colleguz Minak, il dirige un théatre

dirigée par M. M, ciibre tragédian. portant son nom, qui donnel'hospitzlité 4 la comédi= ot dant il est aussi
le tégisseur, le décorateur et Je principal acteur.
Triantz, Hamdi-Bjfendi et Futchuck Tsmadl, trinité de comiques excellents, mais dont la gloire est éclipsée par le génial

L collegue qui 2 nom Abdul-Rézak,

| R Le reste ne vaur pas honneur d'étre nommsé.

+ =

& THEATRES DE STAMBOUL

Le Thédtre-Nahoum, brilé en 1870, lovs du tervible incendie qui, en
moins dz sept hzures, rédujsit en cendres les deux tiers de Péra, n'a pas
| £1¢ véedific. 11 en est de méme du Nowveau Théétre-Frangais qui a &t
! *galement la proie dzs flammes. Des maisons de tapport s'élévent
- rd’hui sur leur emplacement.
t Le Thédtre de Guadib-Pacha, démoli par Iz municipalité, a été rem-
place, il y a quelques années, par un superbe }fed’res:e’(écolc).
| Quant av Thédtre-Frangais (Palais de Cristal), — oft tout 2nfant j'ai
plaudi Maesmacker,dans le répertoire d'Ofenbach, et, plus tard ;M~Cui-
. ~t, dans Iz réle d"Anna des Danicheff, et M. Riga, dans |2 type excellent
| Bitillon, le vépétiteur de Bebe, — i ¥ a beae temps qu'il menace
! nes er qu'on n'y donne plus de représeniations.
Durre le thidmre orivé qus Iz sultan Abd-Ul-Hamid a fait constriire
«u Palais Impérial de Yildiz ("Etoile), sa résidencs habituclle, bien
v uirement confortable et luxueux que lascénz élevés sur | ordre dz sor pére
=nvirens de Dolma-Baghtché, Constantinople posséde ajourd’hu -
A Pera i le Tbe'éfre—ﬂ’es-?eﬁfpCbamps, la Concordia et 12 Cirgue de
| transformé, il y 2 cing ans, en un charmant théitra, Ces trois thedrres,
-|Uertier 2uropéen, sonralimentés presque exclusivement par des troupes 2
.ngaises, italizanzs et grecques renouvelézs tous |es ans, ou ¢ repré- Troupe Minakian
ions. Trée rarement, les Tures vont y donner des spectacles. Le vennien Tames o Saulplenr
On joue de tout & Péra: le drame, la comédie, le vaudevilla, 'opérz, l'apéra comique er l'epérette. 11 artive méme assez
. ~mznt que les Constantinopolitains aient bien avant nous les primeurs musicales iralicnnes : ainsi I Aide. {2 Cavalleria
Y 2 Gran ¥ia, et 7Pagh'ac!f, joues la-bas des années durant avant d’ére connus chez nous.
'di: le Thédtre des Warictés, ot l2 célebre comique Hassan-Effendi et sa troupe donnent des ceprésentations en
. languz turque.
. A Galara : deuxancizns caFis-concerts, d'sssez pawnmre aspect, fe
B Eyzance et I'Amsrigue. ont pompausemeznt usurpe 1z nam de thiatres.
A

T VAl

Trawpe Minaldan
Meuviime Tastzau ae Simome of Mare

On y donne, communément, des pidces originales turques zr s comédia
52 déroule autant sur Ja sczne que dans la salle bariolée de rures, de
grees, d'srméniens, de bulgares, d'albznais, arnaures o dz monién
grins, venus tous 14, zn costume. nationaux, applaudiv l2s facsties des
comigques de Vzndrait.

A Btamboul - |z croiveic-on 711 n'axisre pasacruellement une scéne
digne de ce nom. Quatrz baraques en bois, assez vasres et convznables,
voild les thétres du quartier turc. Deus seuls valent Iz peine d'ésre
cités: Lz Thédire-Otmanis d rigé par Minakiun, =1 J2 Tiédirs o Hand-
chanzy-Osmani, dirigé par Abdul-Rézack Paix aux deux aurres.

Les bzraquemznts qui servalent aw Grond-Thédtre OHoman 3
Chzhzadé-Bachi, dirigé par Chevki Effendi, ayan: P wif des dangers
sous tous les rapports, 12 conseil d'Etat (section civile), 2 décide d'em-
pécher Jes troupes de jover dans ces théatres ot invité les propriéraires
a Jes faire rebativ en pigrre.

Dénail & noter : la banlieue et les cnvirons dz jz capfuale : Makri-
keuy, San-Stefano, Ortakewy, Emirghian, Calender, possedent des

£ Bogazici (Iniversitesi Kutiphanesi €
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thédtres bien mizux construits et conditionnés que ceux de Stzmboul.
Durant la sajson d'ér¢, il n'est pas de jardin public, dans la ville et
ala campagne, qui ne se transforme 2n théame 4 ciel découvert.
L'exemple est suivi parrout, dans Jes environs, de Tchamlidja et
Baflarbachi aux lles-des-Princes, er dans le Bosphore oir toutes
ces seénes improvisées font d'assez [ructucuses recetres.

==
CONCLUSIONX

Quel est I"avenit de ce théirre qui, en moins de trente ans, a
fourni unz des carrieres les plus facondes qu'aient eues 2 envegistrer
les annales dramariques?

Lovsque des succds brillants sont remportés, tous les jours, par
des Csmanlis, dans I'histoire, la philosophie, la linguistique er les
stiences en gén:’ral,pourquoi Jeur littérature imaginztive progresse-
t-glle si lentement ; pourquoi les arts restent-ils stationnaires ;
peurquel, surtout. en cesderniéres années, aucune celyre marquante,
BUCUR NOM NOUYE2U ne s2 sont-ils imposés a la scéne? En mariere

Traspe Minakis d'arl, n'est-ce pas reculer que de ne pas avancer ?
s pavizau sy Repentic ddpcers. Faudrzit-il rechercher Ja cause de cel arvét dans la censure
préfzatorale, dans I'implacable Anastzsie musulmzne qui, mieusx et
plus que dans tout autve pays, manie la-bas, sans treve, sans répit, sans vaison souvent, son énorme pajre de ciseaux ?

Croirair-on que, de nos jours, Rup-Blos ne peur e joue en Turquiz que si la Direction du thédtre consent 2 changer .
reine en marquise, par 12 banne raison qu'il n'est pas « convenant » qu'un laquais soit amoureux d'ung reine P Clest grace sux
snstances de M. Constans, notre ambassadeur 2 Constantinople, que Mouner-Sully a pu, dans la tournée faite cn i8gg, jouer
en Turquie Ruy-Blas, (Edipe-Rei er Famlef sans « miparouillages ». Croirail-on que le roi de |z Fevorite doit zbdiquer et dzvanir
un duc quelconque, 591 tient 2 &rre applaudi par le public péretz? Pourquoi? Je vous |2 denne en mille. Parce que, cor =
clest un trés grand honneur dérre choisi par le sultan pour devenir I'époux d'une de ses ikbals favorites) — nom don:
aux odalisques qui ont pariage la couche impériale, — et que cette faveur est roujours acceptée avee une vive reconnaiss hee, -
cansure ortomane ne voit dans Iz ténor Femand qu'un vévolié, d'autant plus dangereus qu'au lizu de remercier son  ive
de la faveur spéciale dont il est I'objer, il repousse I'ikbal &’ Alphonse X1 et se permet de chapitver son roi en pleinz camn, a2
briser son épée et de fouler aux pieds I'ordre de la Teison d'or 111

Demjérement encore, — il n'y 2 pas cing mois, — M Jene Huding a'a pu, lots de sa tournée, jouer lz Princesse
Georges sous cz titre. 1l a fellu, — pour que ls comédie de Dumas fils pur érre représentée 2 Constantinople, — me: ¢ sur les
affiches : La Duchesse Georges. .

Aussi point n'en faut de ces specracles qui pzuvent faive perdre |e respect quion deit aux monarques et aux grends. .
interdiction s'4tend jusqu'aux opérerres quz la fanmisie de nos librettistes £gaye parfois d'un roi imaginaire.

Cerrtes, la sévériré de Je censure, la dislocation 2t [z pénuvie des troupes homogénes, le manque d'une salle pavonale, -
derniére discordz civile, ne sont pas morifs indifférents & lu crise que maverse lu scene turque ; mais lzur poids est presque nul
devant la cause premiére inhérente, malheureusement, & I’urgaﬂisaﬁon de lz société musulmans.

Cette causc est [2 condition faite par les lois 2 la femme turque.

o Vails I'ennemi du progres en Turquie, s'éeviait le grand-vizir Fuad-Pacha, en montrant le mur des harems : ta =
mMuT ‘gxistera, NOUs ne s210is apied & rien. n

Ce mot profond acquiert une valeur d'aurant plus ande qu'il se rouve placé dans la bouche d'un musuman.

Qui, tant que 12 fzmmez, en Turquiz, seca considérée comme ¢ un 2rre sans dme, passif et nul », que ind2pe dfance du
cezur et l'indépendance de I'amour lui seront refusies, qu'zllz n'2ura pzs conscience du véle admirable qui la fait, dov
creation et la sociétd, I'égeale ct non ¢ U'esclave de I'homume u; en d'autres termes, tant que ce muc existerz, les zrrs pér
ront. Et comme les arts, qu'on croit un Juxe, ne sont en véalicé que le pain de I'2me, du cozur et de I'esprit, ' s Q<
verront privés de la nourtiture spivituelle qui, seule, tend l2s pauples grands et forts. Voila pourguol, paut-érre
s'amoindrit, se moccelle et s'émietie |z vaste empire qui fur I Turquie de Soliman-ls-Grand. Et tant que -2
I'emoindrissement, le moreellemant, V'émicricment continuzrent lzur action néfaste er destructive jusqu'a Vhzirs s,
fnal. Alors, le mur rombera. Trop tard ! Pourquoi Jutter cantre le courant du siécle et ne pas voulolr, de |, om0 L uan
qu'un jour ou F'autre la civilisarion imipesza feizlement? Cle vit. B le chéatre turc ne produit plus, n'est-c. ~as o)
est a vidé w, quil =z usé rous fes sujers, hormis I'inépuisable
élernel féminin ?

Si je me suis permis de fraduire jci un sentiment général, c'ast
que j'aime I'Orlent. J'y suis né, j'y ai vécu. Mes yeux sont encore
pleins du ciel de sa lumiére 2t plus d'une arrache rive mon coeur a son
souvenir. C'est pourquoi je me dévouerai de mes faibles forces a son
indépendance morale, figrement hzureux si mes zfforts aident 2
donner un jour & la musulmane la place 2 lzquelle, dans un monde et
dans un sigcle civilizés, 2 droit la Femme, cet 2tve rose 2t charmant,
etsi fréleet si fort en sa mission doublement féconde, dont iz corps,
inspirant |"Amour, enfante o Vie; dont I'dme, inspirant les Arts,
engendre I'lmmorralité !

Apoupns THALASSO.

M. Asarne THALASSO prie les auteurs, cvitiques, hommes de lerrezs, et
touces les personnzs qui s'intéressent aw mouvement théirral de Ja Turquie, la
Perse, la Gréce, la Russiz, |z Roumanic, la Serbic et |z Bulgaric, de lui adresser
feur correspendance seit & la Rewvwe Thédirale, bo, ruc de La Rechefoucauld :
soir 3 san domicile pariiculier @ 1gr, rue Saint-Hanoré, Paris Ap. TH.

]I Le Gérani : Cnanizs RICHARD

Taours MurAay. — o Tazizau e Ui Db woilee.
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APPENDIX B:

Scripts Published Between 1908-1923.

Cover Note:

This list intends to give an improved list of the scripts published between the years
1908-1923. Since the late Ottoman cataloging differs from the contemporary citation
system, the information of the scripts can be missing in some catalogues, but present
in some others. Therefore I cross-checked the reference works to prepare this list;

which, I am sure will be revised in further researches.

The list takes Alemdar Yal¢in’s classification as basis, and prepared with
reference to: Tiirkan Poyraz and Nurisa Tugrul, Tiyatro Biblivografyas: (1859-1928)
(Ankara: Milli Egitim Matbaasi, 1967); Alemdar Yalgin, /I Megrutiyette Tiyatro
Edebivati Tarihi (Ankara: Ak¢ag Basin Yayin, 2002); Metin And, Mesrutiyet
Doneminde Tiirk Tiyatrosu. (Ankara: Tiirkiye Is Bankasi Kiiltiir Yaymlan, 1971);
Ozlem Nemutlu, “II. Mesrutiyetten Cumhuriyetin ilanina Kadar Izmir’de Tiyatro
Faaliyetleri,” PHD Dissertation, Ege University; Didem Ardah Biiyiikarman, “Tiirk
Tiyatro Edebiyatinda Vatan Kavrami (1860-1940),” Phd Diss., Marmara University;
Seyfettin M. Ozege, Eski Harflerle Basimus Tiirkce Eserler Katalogu (Istanbul:
Fatih Yayimevi Matbaasi, 1971) and the online catalog of the National Library of

Ankara.
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A. Faik, Sahingiray Kirim Tarihine Ait Facia {Istanbul: Kitabhane-i Suudi, 1334).

A. Naci, Stipheliler (Istanbul: Mesrutiyet Kiitiibhanesi, 1330).
A. Riza, [zmir'e Dogru (Mersin: Yildiz Matbaasi, 1338).

Abdi Tevfik Selanikli, Bir Kelime... Miithis Bir Felaket (Milli ve Hissi Facia) (Istanbul:
Meziyet-i Iktisadiiyye Matbaasi, 1327).

--------- , Girit'in Fethi, 1080 (Tarihi ve Milli Dram) (Istanbul: Matbaa-i Nefaset, 1327).
Abdullah Sami, Netice-i Istibdat (Miili Facia) (Istanbul: Ikbal-i Millet Matbaas1, 1324).

Abdurrahman Ali, Devlet-i Alivye - Italya Muharebesi Yahut General Kanova'mn
Nedameti Askeri (Dram) (Trabzon: Tkbal Matbaas1, 1328).

Abdiilhalim Hadi, Sefika (4 Perdelik Manzum Facia) (Istanbul: Itimat Kiitiiphanesi, 1920).

Abdiilhalim Memduh and Refik Nevzat, Abdiilhamit ve Geng Bir Harem Agast (Istanbul:
Suhulet Kitaphanesi, 1326).

————————— , “Abdiilhamid ve Vicdan,” Ahenk, May 14-22, 1909.
Afife Kemal, Irsad-i Sebab (Istanbul: Matbaa-i Amire, 1334).

Agatof Mehmed Nurettin, Ask Ugruna, Cinayet Yahut Bir Miiteehhilin Fedakarlig: (Is-
tanbul: M. Bahakyan Matbaasi, 1327).

Ahmed Bahri, Gasb ve Nedamet Yine Thanet (Selanik: Yeni Asir Matbaasi, 1326).
Ahmet Cevat Emre, Yildizin Sonu (Istanbul: Jirair Keteon Matbaasi, 1325).
Ahmet Fahri, Solgun (Istanbul: Mahmut Bey Matbaasi, 1335).

Ahmet Hilmi Sehbenderzade, Istibdatin Vahsetleri yahut Bir Fedainin Oliimii (Istanbul:
Miigterek'ttl Menfa Osmanli Sirketi Matbaasi, 1326).

Ahmet Mazhar, Gazeteci Hayati (Istanbul: Asik Matbaasi, 1325).
Ahmed Resad, Beyin Hakki Var (Istanbul: Arsak Garoyan Matbaas1, 1325).

Ahmed Resad, Herkesin Tamdigr Iki Hanum (Istanbul: Arsak Garoyan Matbaasi, 1325).
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Aka Giindiiz, Muhterem Katil (Milli ve Ihtilali Eser) (Istanbul: Ayyildiz Kiittiphanest,
1330).

--------- , Yarum Tiirkler, Hayatimizin Miihim Bir Sayfasina Ait Milli Telif (Istanbul: Kanaat
Kiitiiphanesi, 1919).

--------- , “Ask ve Istibdat," Kadin Mecmuas:, no. 16; 21; 25 (1325).
Ali Ekrem Kemalzade Bolayir, Barla (Istanbul: Matbaa-i Agop Matosyan, 1324).
————————— , "Mama Dadim Danlir," Tarik Gazetesi, no. 3946 (1919).

Ali Haydar Emir, Nereve? (Bes Fasidan Ibaret Tiyatro (Facia)) (Istanbul: Suhulet
Kiitiiphanesti, 1327).

Ali Ruza, Yalancumn Cezast (3 Perde Ahlaki T emsil)' (Istanbul: Milli Matbaa, 1341).
Alus Sermet Muhtar, Helal Mal (Milli Muhike) (Istanbul: Itimat Kiitiiphanesi, 1334).
————————— . “Ev Ilact (Milli Mudhike),” Sair Mecmuast, no. 12-15 (1919).

Avyas Ishaki, Zeliha, "Simal Tiirkii'niin Hakiki Hayatindan Alinnms Milli Bir Faciadir,”
Tiirk Yurdu Mecmuasi, no. 12 (1341).

Aziz Sami, Hashas Belas: (Bursa: Hilal Kiitiiphanest, 1335).

Basri Dukakin Giiltekin, Tvirk Génlii Bilinmeyen Buytikliik (3 Perdelik Milletci ve Duygucu
Piyes) (Istanbul: Ikdam Matbaasi, 1323).

Bulgurluzade Riza, Caniler Saltanati (Manzum Bir Facia) (Istanbul: Kader Matbaast,
1919). B

Cenap Sahabettin, Korebe (Istanbul: Yeni Sark Kiitiiphanesi, 1333).
Corlulu M. Fevzi Akalin, Hiirrem Sultan, (Facia 5 Perde)} (n.p.: n.p, 1340).
Ebul Fikret, Bir Fitrai-t Nadire (Adana: Osmanli Matbaasi1, 1330).

Emin Ali, Istiklal-i Osmani (Zonguldak: Naim Nuri Matbaasi, 1337).

Faik Ali Ozansoy, Payitahtin Kapisinda (Istanbul: Ahmet Thsan ve Siirekas1 Matbaacilik
Sirketi, 1918).

Fehime Niizhet, Adalet Yerini Buldu (Istanbul: Karabet Matbaast, 1326).
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————————— , Bir Zalimin Encami, “Merhum Hakki Pasa Kerimesi Niizhet” (Istanbul: Karabet
Matbaasi, 1324).

Fethullah Tevfik Fikret, Avdin'da Zincir Kiran, Yeni Dogan Tiirk (Istanbul: Amedi
Matbaasi, 1340).

Feyzullah Sacit Uslu, Yaradilis Cilvesi (Istanbul: Kanaat Kiitiiphanesi, 1919).

Fuat N.S., Mesaib-i Istibdattan Sansiir Darbeleri (Alt1 Perdelik Feci Imretamiz Milli
Tiyatrodur) (Istanbul: 1kbal-i Millet Matbaasi, 1324).

Fuat Melikzade, Edirne Miidafaast Yahud Siikrii Paga (Izmir: Sems Matbaasi, 1320).
Halil Ibrahim, Riisvetle Mesned (Askeri ve Milli Dram) (Istanbul: Ikbal Matbaas1, 1326).
Halil Ristii, /0 Temmuz 1324 (Bursa: Matbaa-1 Amire, 1324).

Halit Fahri Ozansoy, Baykus (Istanbul: n.p., 1335).

————————— , [Tk Sair (Istanbul: Ikbal Kiitiiphanesi, 1923).

Halit Ziya Usakligil, Kabus (Istanbul: Ahmet Thsan ve Siirekast, 1334).

Hasan Nadir, Devr-i Sabikta Viikela (Istanbul: Kanaat Kiitiiphanesi, 1326).

Hasan Sabri Ayvazof, Neden Bu Hale Kaldik? (Kirim; Alobko: Fiiyuzat Matbaasi, 1324).

Hasan Nazmi, Geng Zabit Yahut Istibdat Zuliimleri (Milli Faciali Hissi Oyun) (Istanbul:
Zaman Kiitiiphanesi, 1326).

Hasim Nabhit, Defiren Esir (N.p.: n.p., 1336).

Hikmet Ertaylan, Hesap Imtihan: (Istanbul: Evkaf-1 Islamiye Matbaasi, 1333).
Hilmi (Selanikli), Menfiler Yahut Felaket-i Istibdat (Istanbul: n.p., 1327).
Hiiseyin Cavid, Seyh San'an (Facia) (Bakii: Taki Nakiof, 1917).

Hiiseyin Cavid, Seyda (Facia) (Bakii: Taki Naklof, 1917).

Hiiseyin Suat Yalcin, “Sehbal Yahut Istibdatm Son Perdesi,” 4siyan Mecmuast, no 17
(1324): 10-14.
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--------- , Cifteli Mikroplar (Istanbul: Tanin Matbaasi, 1336).
--------- , Kirli Camagirlar (Istanbul: Hilal Matbaasi, 1336).
--------- , "Hiille," Kalem Mecmuast, (1326).

Hiiseyin Zat1, Ask Dersi (Istanbul: Cemiyet Kiitiiphanesi, 1335).

Ibniilcemal Ahmed Tevfik, Istibdaiim Son Giinii Yahut Zavall Valide (Facia 5 Perde)
(Istanbul: Tkbal Kiitiiphanesi, 1926).

Ibniirrefik Ahmet Nuri Sekizinci, Ask-1 Atik (Istanbul: n..p., 1920).

————————— , Cereme (Istanbul: Matbaa-i Ahmed Thsan ve Siirekasi, 13353).

————————— , Dengi Dengine (Istanbul: Tiirk Diinyas1 Matbaasi, 1335).

--------- , Firsat Yoksulu (Istanbul: Servet-i Fiinun Matbaasi, 1334).

--------- , Giicii Giicti Yetene (Istanbul: Servet-i Fiinun Matbaasi, 1334).

~~~~~~~~~ , Kadin Tertibi (Istanbul: Servet-i Fiinun Matbaasi, 1334).

~~~~~~~~~ , Hisse-i Sayia (Istanbul: Halk Kiitiiphanesi, 1920).

————————— , Kismet Degilmiy (Istanbul: Tanin Matbaasi, 1336).

--------- , Tecdit-i Nikah (Istanbul: Ahmet Thsan ve Siirckas1 Matbaasi, 1336).

_________ , "Miinevver'in Hasbihali", Zeka Mecmuasi, no 10 (1912).

......... , "Harika," Inci Mecmuast, no 19 (1920).

......... , "lzdivag Projest," Inci Mecmuast, no 3 (1919).

......... , "Gerdaniye Buselik," Inci Mecmuast, no: 6 (1919).

Ibrahim Alaeddin Gévsa, Sulh ve Harp (Istanbul: Orhaniye Matbaasi, 1338).

Ibrahim Hilmi Cigiracan, Ask mi-Zafer mi? Yaktfb ve Ruziyya (1 Perdelik Mensur Hailedir.
(Osmanit Donanmasinin Giiclendirilmesi I¢in Kurulan Donanma Lane-i Millivesi'ne

Yardim Maksadiyla Yazilnustr. Malta'nin Almisim Anlatir, Tarihi Piyestir)
(Istanbul: Kitabhane-i Askeriye Matbaa-i Hayriye ve Siirekas1, 1328).
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Thsan Adli, Haile-i Mahmut Sevket-Hiirriyet Kurbanlar: (Edime: Vilayet Matbaasi, 1335).
Ihsan Hiizni-Sait Suzan, A5k ve Namus (Istanbul: Matbaa ve Kiitiphane-i Cihan, 1320).
————————— , Intiha-yi Garam (Istanbul: Manzume-i Efkar Matbaasi, 1331).

Kalender Geda, Vay Kis Bekgiyi Seviyor (Istanbul: Matbaa-1 Ebiizziya, 1326).

(Dr.) Kamil, Canli Cenaze Yahut Yildiz'da Mesrutiyet Telaslart (Istanbul: Arsak Garoyan
Maatbaasi, 1325).

————————— , Donmez Yiiz yahut Hiirriyet Ordusu (Istanbul: Necm- i Istiklal Matbaas1, n.d.)
--------- , Biikiilmez Kol (Istanbul: Yeni Osmanli Matbaasi, 1325).

————————— , 10-On Temmuz Tiyatro (Istanbul: Mehmed Kazim, 1320).

Kazim Karabekir, Makina Mikrop (Istanbul: Bahriye Matbaas1, 1340).

Kazim Nami Duru, Nasi Oldu? (n.p.: n.p., 1326).

M. Arif, Biiyiik-Kiigiik (Istanbul: Amedi Matbaasi, 1341).

M. Raif, Mukaddes Ates (Vatani Temsil) (Istanbul: Cihan Biraderleri Matbaasi, 1340).
Mahmut Resat, Osmanii Ihtilali (Izmir: [ttihat Matbaasi, 1329).

Mehmet Asaf, Beyimin Edebiyata Merak: (Istanbul: Cemiyet Kiitliphanesi, 1334).
wmanmnan=, Sinirli Bey (Istanbul: Cemiyet Kiittiphanesi, 1334).

Mehmet Burhanettin, Fehim Pagsa (Istanbul: Matbaa-i [kbal 1327).

Mehmed Fazil, Mahalle Imami (Istanbul: Bekir Efendi Karagz Matbaasi, 1326).
Mehmet Hayrettin, Fethi Giray (Konya: Vilayet Matbaasi, 1328).

Mehmed Thsan, Hirs-1 Saltanat Yahut Intikam-1 Mesru-1 Millet (Istanbul: Arsak Garoyan
Matbaasi, 1327).

————————— . Ermeni Mazlumlar: Yahut Fedakar bir Tirk Zabiti (Istanbul; Kanaat Kitiiphanesi,
1324).

————————— , Mesaib-i Istibdat (Facia) (Istanbul: Kanaat Kitaphanesi, 1324).
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Mehmet Muhlis, Anadolu Kadinlar: (6 Perdeden Iharet Milli Bir Mudhile) (Konya: {rfan
Matbaasi, 1330).

Mehmet Murad Mizanci, Tencere Yuvarland: Kapagim Buldu (Istanbul: Tefeyyiiz
Kitaphanesi, 1326).

Mehmet Nazim Kaytanzade, Safa Yahut Netice-i Istibdat (Lefkose: Mir'at-i Zaman
Matbaasi, 1908).

Mehmet Sadullah, Koyl Miirsidi (Izmir: Nanikyan Matbaasi, 1329).
Mehmet Sezai, Mithat Pasa Yahut Hitkm-i Idam (Izmir: Kesisyan Matbaass, 1328).
Mehmet Sirn, Gelin Intihabr (Milli Mudhike) (1zmir: Sems-i Tab. Idarechanesi, 1328).

~~~~~~~~~ , Kafes ve Kiimes (Taaddiid-i Zevcat'a Dair 3 Perdelik Mudhike) (Izmir: Saday:
Hak Matbaasi, 1340).

————————— , Tiirk Kam (Izmir: Sems-i Tab Idarchanesi, 1329).
————————— , Dvey Ana (1zmir: Sadayr Hak Matbaasi, 1340).

Mehmet Rauf, Osmanl: Italya Trablusgarb Muharebesi Yahut Osmanh Muzafferiveti
(Izmir: Ahenk Matbaasi, 1327).

--------- , Diken (Istanbul: Kiitiiphane-i Siidi, 1333).

————————— , Cidal (Istanbul: Hilal Kiitiiphanesi, 1327).

_________ , “Dilenci,” Resimli Kitap Mecmuasi, no 13 (1325).

————————— , Penge (Istanbul: Matbaacilik Osmanh Sirketi, 1325).

~~~~~~~~~ , Sansar (Istanbul: Orhaniye Matbaasi, 1920).

Mehmet Talat, Abdurrahman Eferidi Gebe (Istanbul: ikbal Kittiiphanesi, 1923).
--------- , Balkabagim Evlendirelim (Istanbul: [kbal Katiiphanesi, 1923).

--------- , Guguk Hammeigim (Istanbul: Hilal Matbaasi, 1341).

————————— , Karanhktan Aydimliga (Istanbul: Hilal Matbaast, 1341).
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Mehmet Teviik, Tut, Tut, Kacivor Millet Haini Arap Izzettin'in Komedisi (Istanbul: n.p.,
1324).

Memduh Maztum, Perihan Sultan (Istanbul: Kitapc1 Arake Matbaasi, 1330).
Mes'adet Bedirhan: "Mazbihal," Kadin Diinyast Mecmuast, no 146 (1330).

Mithat Cemal Kuntay, Kemal (Istanbul: Sirat-1 Miistakim Matbaasi, 1328).
————————— , Yirmisekiz Kanunuevvel (Istanbul: Matbaa-i Osmaniye,1334).
Moralizade Vassaf, Cakict'nin ITk Kursunu (Istanbul: Matbaa-i Cihan, 1335).
--------- , Mukaddime-i Inkilap (Istanbul: Ikbal Kiitiiphanesi, 1335).

--------- , Yildiz Facialar: (Istanbul: Suhulet Kiitiiphanesi, 1327).

--------- , Sultan Murat (Istanbul: Ikbal Kiitiiphanesi, 1327).

Muhittin Baha Pars, Halife Ordusu (Bursa: Muin-i Hilal Matbaasi, 1331).
Muhittin Mekki, Giizel Rumeli (Elaz1g: Vilayet Matbaasi, 1331)

————————— , Vatan Daha Giizel (Elaz1g: Vilayet Matbaasi, 1330).

Musahibzade Celal, Tirk Kizi (Istanbul: Zarafet Matbaasi, 1325).

Miifit Ratip, Zencir (Istanbul: Karabet Matbaasi, 1336).

N.a., Hemgireler (Ankara: Matbuat ve Istihbarat Matbaasi, 1337).

Neriman Bey and Nerimanof (Dr.), Samdan Bes (Baku: Nesrivat Birader-i Orugof, 1913).
Osman Sevki, Taaddiit-ii Zevecat (Istanbul: Sark Matbaasi, 1327).

Omer Hilmi, Hak ve Kuvvet (Mudhike-i Facia) (Istanbul: Sems Matbaasi, 1339).
Raif Necdet and Mehmet Rauf Kestelli, 7iraje (Istanbul: Kiitiibhane-i Sudi, 1919).
Resat Nuri Giintekin, Eski Riiya (Istanbul: Hiisnii Tabiat Matbaasi, 1338).

--------- . Hancer (3 Perdelik Milli Komedi) (Istanbul: Diken-Inci Matbaas1,1336).

————————— , Hazan Biilbiilii (Milli Tiyatro) (Istanbul: Kiitiiphane-i Askeri, 1332).

201



Resat N.S., Canakkale Muharebesi (Konya: Vilayet Matbaasi, 1341).
Resit Beyefendizade, Sakalin Kerameti (Kafkasya: n.p.,1909).

Riza Suat, /zmir'in Isgali (Istanbul: Mahmut Bey Matbaasi, 1339).

Safvet Nezihi, [zah ve Istizah (Istanbul: Suhulet Kiitiiphanesi, 1326).

--------- , “Garibeler," Resimli Kitap Mecmuast, no 6 (1325).

————————— , Hiralambos Cankiyadis (Istanbul: Muhtar Halid Kiitiiphanesi, 1328).
Sait Hikmet, Mazi ve Afi (Istanbul; Matbaa-i Hayriye ve Siirekasi, 1325).

Sait Remiyef, Nizamli Medrese (Kazan: Beyan’iil Hak Matbaasi, 1908).

Salih Zeki, Oldiiriilen Soz, Oldiiriilemeyen Ask (Balikesir: n.p., 1335).

Selami izzet Sedes, Teselli (Istanbul: Istiklal Matbaas1 1919).

Sadun Galip, "Asy," Temasa Mecmuasi, no 21 (1336).

Siileyman Sirn, Gayz (Istanbul: Nefaset Matbaasi, 1328).

Sahap Ruza, fklima (Istanbul: Sirket-i Tabiiye, 1326).

Sahabettin Siileyman, Kirtk Mahfaza (Istanbul: Muhtar Halit Kiitiiphanesi, 1329).
————————— , Aralarinda (Istanbul: Tanin Matbaasi, 1326).

~~~~~~~~~ , Citkmaz Sokak (Istanbul: Matbaa-i Hayriye ve Siirekasi, 1329).
————————— , Firtina (Istanbul: Tanin Matbaas1, 1326).

————————— , Kanun (Istanbul: Tanin Matbaass, 1326).

————————— , Avdet (Istanbul: Tanin Matbaasi, 1326).

Tahsin (Silah¢r), Girit (Milli Tiyatro) (Selanik: Asir Matbaasi, 1326).

Tahsin Nahit and Sahabettin Siileyman, Ben Baska (Istanbul: Muhtar Halit Kiitiiphanesi,
1329).
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Tahsin Nahit and Nevvare Ruhsar, Jon-Tiirk (Istanbul: n.p., 1325).

Tahsin Nahit, Firar (Istanbul: Ahmet Thsan ve Siirekast Matbaacilik Osmanh Sirketi,
1326).

————————— , Hicranlar (Facia-i Ask) (Istanbul: n.p., 1324).

Tunal1 Hilmi, Biyiik Millet Meclisi Azalarindan Memis Cavus Sayvanda (Sinop: n.p.,
1338).

--------- , Koylii Memis Cavus Ankara Halk Dersleri Kiirsiisiinde (Istanbul: Evkaf-1 Islamiye
Matbaast, 1330).

————————— . Kovlii Memis Cavug Biiyitk Millet Meclisinde (Bursa: Muin-i Hilal Matbaas,
1339).

————————— » Mebuslar Meclisi Kapisinda Bir Koyli (n.p.: n.p., n.d.).
————————— . Kovlii Memis Cavus Riivada (Ankara: n.p., 1339).
Vahit Liitfl, Hafive Darbesi Yahut Bir Kizin Intikami (Istanbul: n.p., 1337).

Yakup Kadri, "Nirvana," Resimli Kitap, no 9 (1325).

————————— , "Veda," Resimli Kitap, no. 11 (1325).
Yusuf Izzet, "Madam Penson'un Milyonu," dlem Mecmuast, no 3-12 (1325).

Yusuf Ziya Kemal, Yavuz Sultan Selim Ittihat-1 Islam Siyaseti (n.p: Mithat Pasa Sanayi
Mektebi Matbaasi, n.d.).

Yusuf Niyazi, Hafive Mel anetleri (Istanbul: n.p., 1327).

--------- , Mazlum Sehzadeler Yahut Hiirrem Sultan (Istanbul: n.p., 1325).

Yusuf Niyazi-Ebukemal, Miilevves Yahut Bir Casusun Akibeti, (Istanbul: n.p., 1327).
Yusuf Akgura, Cemiyet (N.p: Ahmed Giray Hiisnii ve Stirekasi, 1911).

Yusuf Ziya Ortag, Binnaz (Istanbul: Kanaat Kiitiiphanesi, 1918).

————————— , Eski Mektup (Istanbul: Halk Kiitiphanesi,1923).
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--------- , Kordiigiim (Istanbul: Tiirk Diinyas1 Matbaasi, 1335).
--------- , Latife (Istanbul: Kanaat Kiitiiphanesi, 1919).

--------- , Nikahta Keramet (Istanbul: Halk Kiitiiphanesi, 1923).
_________ , Siiphe (Istanbul: Karabet Matbaas1, 1336).

————————— , Tatl Oliim (N.p.: n.p.: n.d.).

~~~~~~~~~ Vesika (Istanbul: Orhaniye Matbaasi, 1923).

--------- , Stcak Yatak (Istanbul: Orhaniye Matbaasi, 1923).
--------- , Ask Dersi (Istanbul: Orhaniye Matbaasi, 1923).
————————— , Cingene Cadirt (Istanbul: Orhaniye Matbaasi, 1923).
————————— , Eski Hatira (Istanbul: Orhaniye Matbaasi, 1923).
--------- , Kadn, Siir, Ask (Istanbul: Orhaniye Matbaas1, 1923).
--------- , Talak-1 Selase (Istanbul: Orhaniye Matbaas1, 1923).
--------- , Ev Kiras: (Istanbul: Orhaniye Matbaasi, 1923).
--------- , Kirk Lira (Istanbul: Orhaniye Matbaas:, 1923).

Zeki Sabap, On Milyonluk Bir Iskeletin Hareketi (Istanbul: Nefaset Matbaast, 1335).

Ziya Gokalp, Alpaslan Malazgirt Muharebesi (Istanbul: Matbaa-i Amire, 1339).
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APPENDIX C
An Example of ‘Milli Facia’ Genre:

The Transcription of Dr. Kamil’s Canli Cenaze Yahut Yildiz'da Megrutivet T elaglart.’

Cemiyet Kiitiibhanesi Numara 2

Doktor Kamil

Canli Cenaze Yahud Yildizda Megrutiyet Telaglari
Tiyatro 4 Perde

(...*...) Birlikde Her Haklki1 Mahfuzdur

Babiali Caddesinde Arsak Garibyan Matbaasi, 1325.

ESHAS

Resne, Ohri, Milli Cete Goniillitleri

Birinet Goniillit... Cete Efradindan

Tkinci Goniilti... Keza

Uclincti Goniilli... Keza

Cete Kumandani... Kolagasi Niyazi Bey

Peri-1 Hitrriyet... Bir Kiz (Muhayyel)

Bir Doktor... Mektebi Harbiye Doktoru Kamil Efendi

Bir Eczact... [zmir Firkas1 Eczacilarindan Bir Zat

Bir Kaymakam... Mektebi Harbiye Miidtiril Kaymakam Nuri Bey
Bir Binbagt... Ders Nazir1 Vahib Bey

Bir Topeu Yiizbagtst... Bolulu Habib Bey

Bir Kolagasi... Erkani Harb Kolagast Cemil Bey

Bir Miilazim... Ressam [brahim Sakir Bey

Orkestracilar... Niizhetiye Baggesi Orkestrast

Zabitlar... Her Suuf Zabitan

Bagkatib... Serkatib Tahsin Paga

Levazim Reisi... Manastir Levazim Reisi Mirliva Hagim Paga
Erkan1 Harbiye Reisi... Manastir Erkant Harbiye Reisi Mirliva Hasan Pasa
Katibi Sani... [zzet Pasa

Sermusahib... Cevher Aga

Bir Kiz... Yildiz K&geklerinden

Abdtilhamid... Hakanm Zalim

Yildiz Erkan: {stibdadindan Birkaci: Katib-i Sani, Kabasakal, Ebulhiida
Bir Jontiirk. .. Ittihat ve Terakki Cemiyetinden Bir Zat
Galabalik... Hiirriyet Niimayiscileri...

Y(Dr)) Kamil, Canli Cenaze Yahut Yildiz'da Mesrutiyet Telaglar: (istanbul: Arsak Garoyan Maatbaasy,
1325).
* % )7 signifies the words that I was unable to read.
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BIRINCI PERDE

ESHAS: Resne, Ohri Ceteleri, Birinci Goniillii, Ikinci Gonlly, Uctinctt Gonilli,
Cete kumandanlan, Peri-1 Hiirriyet.

Sahne: Daglik

Ormanlik bir mahali irae ider. (Bilbiil nagmeleri isidilir,) Efrad dagimik oturub
birbiriyle konuguyorlar: (...*...) ya Kanun-1 Esasi, ya 6liim. Ya htrriyet, va 8liim!

Birinci meclis
Gonilliiler

Birinei Goniillii: Arkadaslar kumandanlarimiz Cergis Beyle uyusmaga gittiler. Bir
kere uyusulsun! Biitiin Toskalik bizimle beraber olacak zaten (...*...) Hemen hepsi
voluna girdi. Orduda bulunan zabitan ve memurlarin pek gogu kumandanlarimizin
fikrindedir. Daha dogrusu biitiin millet istibdadin aleyhindedir.

Ikinci Goniillii: Millet istibdadin hem aleyhindedir hem de elinde.
Birinci Goniillii: Canim o nasil séz! hem aleyhinde hem de lehinde nasil olur?
Tkinci Goniillit: Lehinde dimedim! Elinde, elinde!

Birinci Goniillit: Ha!.. Anladim... Evet. Evet, hem aleyhinde hem de elindedir. Iste
yapacagimiz ig istibdadin o melun elini kirub pargalamaktan ibaret degil mi ya? Bizi
kiskivrak baglayub ezen o algak el kiritmadikea bu millet selamet bulamaz.

Ikinci Gonillii : (Cebinden Bir Kitab Cikarir) Gizli Figan Ismindeki su kitab bak
Istibdad icin neler yazmis!

Birinei Goniillii: Aman oku da hep dinleyelim.

Ikinci Goniilli: (Kitabdan Bir Sahife Agup Okur Herkes Dinler): “Iste giilizar: vatan
mahv oldu istibdad ile bizden istimdat ider her zerre bir feryat ile ge¢mesin
eyyamimiz beyhude istimdat ile nice (...*...) miiktezi gaddar ile bidad ile zalim
istibdad devri dur yeis eyyanudir arkadaslar kan dékiin kan dékmenin hengamidir.
Arkadaslar kan dokiin (...*...). Kainat lerzences olsun cihana bizdeki azim ve sebat
zilleti 6mre miireccahtir. Serefli bermiimati immete lazim degildir. Béyle efsart
hayat zalim ve istibdad devri durdu yeis eyyamudir arkadaslar kan dokiin kan
dékmenin hengamidar. ‘

Birka¢ Goniillil: Eyvallah hemseri! Yazan da okuyan da var olsun!

Birinei Goniilll: Ne kadar da dogru yazmis! Su masum milleti istibdaddan
kurtarabilmek ancak melus kanlan dékmekle olabilir. Biz bu daglara ni¢iin ¢iktik, bu
silahlart nigiin tagsuruz? “Ya Kanun-i Esasi, ya 6lim” diye ni¢lin yemin ittik? Elbette
liizmunda kanda dokiilecektir. (Kilincin cekerek) Bu kiliglar: nigtin biledik? Milleti
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naili hiirriyet itmek iclin degil mi? Vatan, milleti, kurtarmak i¢tin her fedakarliga
katlanacagiz, isimize engel olmak isteyenleri (kilinci gdstererek) kiliglarimizla
tepeleyecegiz. Bakimz sairin biri ne diyor:

Sanhidir tarihimiz pek sanlidir.

Olmadi olmaz bu millet kanlidar.

Miidafamiz(?) dogrudur biirthanhdir,
Kahramamz namimiz Osmanlidir. (Kilici uzatir)
Seyfi istiklali millet kanlidir,

Hep fedayi hep fedayi zadeyiz,

Diismani1 kahr itmege amadeyiz,

Korkudan endiseden azadeyiz,

Kahramaniz namumiz namimiz Osmanlidir. (Kilict uzatir)
Iste simsir celadet kanlidir,

Canmimiz olsun feday: hiirriyete,

Bagka sey olmaz bedel bu nimete,

Hadimiz alay1 sam timmete,

Kahramaniz nanniz Osmanhidir,

(Kulic1 gosterir) Iste simsir celadet kanlidur.
(Hepsi alkiglarlar.)

(Biraz sonra ¢ete kumandanlart gelir... Hepsi kiyam edup saf tegkil iderler.)

(Kumandan su nutku irad eder): Kahraman arkadaglar! (Hatirati Niyaziden tashih
idilmisdir.) Bu giinde hamd olsun alayumizin efradini iyice artirabildik. Miilazim
Osman, Sevki, Yusuf Efendilerle Belediye Reisi Cemal ve polis Tahir, virgl katibi
Tahsin Efendiler civar kéyleri dolasarak yiizlerce fedayi yazdilar. Ohri milli alayimin
birinci tabur kumandam Kolagas: Eylip Sabri Beyle Miilazim {brahim, Cemal,
Hisevin, Avni, Agah, Murtaza, Abdullah, Mazhar Efendilerle Istavorali Adem Aga
ve Remzi Bey de bizim gibi gice ve giindliz Balkanlarda dolasarak, k&y ve kasabalari
gezerek milli taburlan teskiliyle ugrasiyorlar. Erkani harb binbagist Enver ve Hasan
beylerle, erkan1 harb kaymakami Selahaddin Bey, miimtaz yiizbagis: Necmeddin ve
Yiizbast Serafeddin ve Hayreddin, doktor ylizbasist Fehim daha bir¢ok zabitan
alayimiza iltihak itmek {izere firar itmislerdir. Bunlarnn hepside mukaddes vatanimiz,
mukaddes cemiyetimiz menfaatine feday: hayat: goze aluyorlar. Insallah az zaman
zarfinda milli alaylarimiz, ordunun kahraman askerleri, cemiyetin fedakar azalar ile
el ele vererek su menhus idareyi miistebideyi ta temelinden yikacagiz ve bu
icraatimizla yeni ve mesud bir devreyi hiirmiyet tesis iderek peri-i hiirriyete miimtaz
ve miistesna bir abideyi megveret ithaf idecegiz! Senelerden beri milleti kabusu leim
istibdad altinda ezen bu al¢ak idarenin mukarr habaseti Istanbul’da Yildiz ismindeki
saraydir... Bu sarayda kasab ¢engelinden daha ziyade egrilen ve etrafina kendi gibi
efiri ve igreng vatan, millet hainlerini toplayan bir hitkiimdar zalim oturdugunu ve
otuz iki seneden beri zavalli millet-i Osmaniye’nin basina pliskiillii bela kesildigini
hep bilseniz gerek!
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(Bir Ses): Kiilli tarife ne hacet ne ¢icekdir biliriz. Iste bizi koklayamn burnunu
diigtirtecek derecede keskin ve miistekire zulm ve itsaf kokular1 sagan bu gaddar
padisaha isyan itdik... Kendisine de telgrafla malumat virdik ya Kanun-i Esasi’yi
hemen kabul itmeli veyahud millet savleti kahramananestyle kabul itdirtecektir.

Birkag Kisi: Evet evet! Ya bu davay1 glitmeli ya bu diyardan gitmeli! Arkadaglar!
Biz vatanin milletin selameti ugrunda her diirlit mahrumiyetlere katlanarak
balkanlarda dolasirken Abdiithamid’in dalkavuklar: olan milyonla algak herifler
saraylarinda, kdsklerinde, yalifarinda is ve igret zevk ve sehvete dalmis egleniyorlar
biz yal¢mn kayalar izerinde tabanlarimizi patlatirken o millet diismanlar: arabalar,
yatlar, kotralar icinde keyf siiriiyorlar. Hitlasa vetimler sefil ve nalan kanh gézyaslar:
dokerken, neferler ciplak ve perisan yirtik elbiselere biiriintirken zabitler, memurlar
fakr-ti sefalet i¢inde inlerken, menfiler aglarken, o menhus miistebidler biitiin bu
hallere tahtabosu kahkahalarla mukabele idiyorlar! Ve hepsi ihsanlar, riitbeler,
payeler, niganeler, milyonlar iginde mesudane yasayorlar! Vatanini seven hangi
Osmanli tasavvur olunur ki bu act hakikatleri bu ac1 cennetsizlikleri bilsinde artik
bicak kemige dayandi illallah demesin!

Arkadaglar! Tehlikeyi azime iginde bulunan vatanin selameti namina vahdaniyeti
rabbantye tzerine ettikleriniz ahd ve misaki, yani vaadi fedakariy: derhatir ediyor
musunuz? ‘

Birkagt bir agizla: Hay hay, ya 6ltim, ya selamet-i vatan!

Su anda igimizde canini eviad ve iyalini huzur ve aramini hatira getirecek kadar zayif
kalpli bir kimsenin bulunmadigin1 bilirim. Thtimal ki igimizde hasbel beserive uzun
miiddet yayan ytirliyemeyecek, susuzluga, aglifa, ¢iplakliga, sicaga, soguga
tahammiil gésteremeyecek hayatin maddi ve manevi biitiin mtlisak ve mezahmine
takat goitiiremeyecek kimseler vardir onlara hitab ediyorum vicdanlarina miiracaat
etstinler. Hayatin biitlin dilgmanlariyla cenklesmege kendilerinde tahammiil
géremeyenlere hitab edivorum. Kendine glivenemeyenler avdet idebilirler, onlara
miisaade idivorum. Gitsiinler kéylerinde bize dua itsinler. Kezalik hayata ebediyen
veda iderek felegin her mesiyetine dehrin biiytk felaketine hain ve fesad bir
hitktimetin biitiin kuvvet ve giddetine kargt gégiis germegi, kahramanane olmagi
vazifeyl mukaddese bilen biitiin fedakaran arkadaglarima séylityorum. Vazifeyi ulu
cenab bizi rizay1 bari daireyi. (...*...) fahresinde adilane harekete davet idiyor. Pek
biiyiik fedakarhk diliyor. Bilatefrik cins ve mezheb biitiin kéyliileri ve bizi i¢timayen
biitlin vatandaslarin selametini emr idiyor.

Onlarin 1rzini 1rzimiz, mallarini mallarimiz gibi tanimak istiyor. Zulmd, sirkati
katiyen nehy idiyor. Kanun-i Esasi medeniyet olan seriat1 gazayr ahmediyenin tatbik
ahkamu ile Islamlipin, Osmanlilifin alay1 sanim cemiyetimizden bekliyor!
Binaenaleyh bu andan itibaren vazifemiz icray: adaletle vatana temini selamettir.
Kahramanlar! bir kere ne oldugumuzu diisiinelim: Biz evvel nesil kerimi diidei
Osmaniyamz kim mahmurdur seraba mayemiz hum sehadetten. Millet-i istibdad
denilen vahsi canavarin penceyi tasallutundan, dendani tagailtibinden kurtarmadikga
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ve mukaddes vatanimizin kan aglamasina bir nihayet virmedikge, bu tarz revsden
asla feragat itmeyecegiz. Ya, zincir esareti parcalanz, ya ¢llirtiz. Kemend (...%...)
ejder kahr olsa celladin miireccahtir. Yine bin kere zinciri esaretden felek her diirli
esbabr cefasin toplasun gelsin donersek kahbeyiz millet yolunda bir azimetten.

Birka¢1 Bir Agizdan: Esaret zincirini pargalamadikea asla dénmeyecegiz. Arkadaglar
cemiyetimizin maksadi mesru ve mukaddesine nail olmak i¢lin kanimizin son
damlasin sarf idinceye kadar sebat ve metanet gésterecegiz avni hak ile mutlaka
muvaffak da olacagiz. O zaman ahrari immet ne dimek oldugunu, vatan fedaileri ne
yolda ¢aligdigini biitlin alemi insaniyet ve medeniyete gisterecegiz.

(Uzaktan peri-i hirriyet géziikiir, etrafinda melekler mehtablar yakub sarkilar
soylerler...)

Kumandan: (Peri-i hiirriyeti gtrerek), Iste peri-i hiirriyet agus telakkisini agmus bizi
bekleyor! Maksadimiz zinciri esareti koparub hiirriyetin agus muazzezine atilmak
degil mi?

(Peri-i hiirriyet tarafindan stylenilen bir sarki isidilir.)
(Aman dinleyelim... Ne kadar latif sadalar!)

{Su sozler isidilir): Gonliinde akdes sevda vatan muhabbetidir. Vatan muhabbeti
omriin yegane ziynetidir. Vatan! Vatan! diyerek can viren aliyenin kalub ehlt vatan
libri zi mehabetidir. Safak degil kizaran safthay: semada bu (...*...} cerihali vatanin
akst humi mihnetidir. Binay1 zulm yikilsin temelden allahim ki hazreti vatanin
menbai felaketidir! Fakat su dagda gezen kahraman fedailer! Su muhtazir vatanin
harisi selametidir!

(Peri-i hiirriyetin yaklasdigi goriiliir.)

Kumandan: Oh! Yarabbim hikmeti kudretinin hayrani azametiviz. Bize peri-i
hiirriyetin gostermekle artik naili hiirriyet olmak zamaniin yaklagdigim tebsir
eyliyorsun!

Vatandaglar! Bu besareti ileyhadan daha btiytik fal hayr tasavvur olunur mu? Sizi
simdiden tebrik iderim emin olunuz ki bundan sonra ejderi istibdadin zulm ve
hiyanetle kabaran go6gsii Osmanh Ittihad ve Terakki Cemiyeti’nin, en kiigiik bir
darbeyi hamiyetiyle birden ezilecek! Seytan nicesinden daha aﬁiha olan desti lain
istibdad birdenbire kirlacakdir. Oyle ise ne duruyoruz geliniz bize dogru geleni su
miibarek timsali hilrriyeti karsilamaga gidelim.

(Hepsi: “Yagasin vatan , yasasin hiitriyet” sadalariyla peri-i hiirriyete dogru
kosarken perde yavasga iner!)
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IKINCI PERDE

Eshas: Her simif zabitan ve miisteriler, doktor, eczact, mekteb miidiri, ders naziri, bir
erkam harb kolagasi, orkestra heyeti, kahveciler.

Sahne: Manastir’da kisla meydani kurbinde niizhetiye bagcesini irae ider. Bagcede
misteriler (orkestra muhtelif havalar ¢alar) bir trapez, etrafinda da doktor, eczac,
miidir, ders nazir1 Ibrahim Sakir ve Habib beyler oturur.

Habib Bey: (Yanindakilere) Bu aksam hayatinnzin en mesud bir aksamudir sevgili
vatamimizin her késesi otuz iki senden beri niizhetiye bagcesinin bu aksam ki
manzara-i {...*...) mahrumdur. Bu ruhla uhuvveti meskireye istibdad-1 idareyi
temelinden yikacak (...*...) haizdir. Vatan fedailerimizi itlaf itdirtmek arzuyu
hainanesiyle hiikiimeti miistebidenin Manastir’a sevk itdigi Izmir firkas: arslanlarinin
maksadi mesru cemiyeti idrak iderek cemiyetle yekviicud olmalar: tarihi
inkilabimizmn en parlak vakayini teskil idecekdir. Bakiniz baggenin her tarafi Izmir
kahramanlariyla dolu!

Redif Eczacisi: Uhhuveti askeriyenin timsali glizinini teskil iden Manastir heyeti
askeriyesine iltihak itmek ve bahusus milletin istirdad hilrriyeti gibi en mukaddes bir
mesru i¢lin ugrasan vatan fedaileriyle birlikde calismak Izmir firkas: iciin asla
unutulamiyacak bir hatiray1 kiymetdar olacakdir..

Doktor ve refikleri: (Ayaga kalkarlar) Yasasm Izmir Firkas, aslaniar!
Eczact: Firkayi askeriyemiz namima tegekkiirler takdim iderim.

Doktor: Bu aksam ki ictimai askeriyenin serefine surada “yasasin [ttihad” diye
bagirmama milsaade ider misiniz?

Yanindakiler: Hay hay memnun oluruz.

Doktor: (Sandalye {izerine ¢ikar) Yasasin Ittihad! (Herkes alkislayip; “yasasin,
bravo!™) (Doktor her tarafa selam virtib oturur) Oh! Ittihad... Ne miibarek séz...
Senelerden beri umku ruhumda esirane giziendiginden mi neden bogazimi
virtarcasina bir siddetle firlayub ¢ikdi! Gercek Ittihad ne soylu bir kelimedir hala
cemiyetimizin nanm ulviyesinin ihtiva itdigi terakki kelimeyi cazibesinin perestiskar
visali oldugundan beri ne derecede glizellesmisdir.

Ibrahim Sakir Bey: Hakikati muhterem cemiyetimize ne giizel isim virilmisdix bu
ismin yani [ttihad ve Terakkinin tarafdar1 olmayanlara vatam sevmeyenler nazar ile
bakilabilir Ittihadi Kanun-i Esasiye’mizin birinci maddesini izah iden kuvvet
dimekdir, Fakat bu Kanun-1 Esasi her sene milletin géziinii boyamak igiin
salnamelere sikigdirilan Kanun-i Esasi taslag: degildir, Iste su niizhetive baggesinde
ictima iden, Balkanlarda dolagan milli alaylar, cemiyete mensub olan veya olmiyan
vatanperveran millet tarafindan (...*...) Allahu teala istirdad idilecek olan Kanun-i
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Esasimizi dimek isteyorum. Onun ilk maddesi, “yekviicud olan vatani Osmaniye’nin
hi¢bir zaman hicbir vesile ile tefrik kabul itmeyeceginden” bahsdir.

Doktor: Millet; naili hilrriyet olur olmaz o madde tizerine mutlaka gdziintt agacakdir.
Bugiin Bosna Hersek, Rumeli-i sarki, Girid, gibi en miimtaz kitaatmizin kan aglatan
vaziyet siyasiyeleri hep o mukaddes maddenin kirilasi ayaklar altinda ¢ignenisinden
degil mi? (Teessiirle) Ah.. Algak miistebidler! Milletin basina a¢diklar: bu garesiz
derdlere karg: nasil lakayd bulunuyorlar!

Habib Bey: Miiteessir olma doktorcugum! Her derdin olur ¢aresi her igneyle olmaz!
Hakikatini doktorlar daha iyi takdir iderler... Bir kere su kahrolas: idare riza ile
yikalsin; bir kere hepimizee gayeyi emel olan idareyi adile tesis itstin! O zaman biitlin
bu act derdlerin careleri bulunacakdir!

Doktor: Insallah! Fakat; Allah vire de hastalarimizi gayb itmezden evvel gareleri
bulunabilse! Yahu! Buglin asabiyetim {istimde! Séylentip duruyorum. Zaten Habib
beyle bulugduk mu bizde baska laf aramayimz! Mutlaka ya gaga burnun zati
menhuset sifatindan veyahud da agzina burnuna sivasdirdi: idarei menhusundan
bahs ideriz.

(Hepsi gtilerler)

Doktor: (Giilerek) Su ¢algicilara bir milli hava ¢aldirtabilirsem kusurum afv buyrulur
degil mi?

Yanindakiler: Estagfirullah! Pek iyi olur,
| Eczact: Bunlar alafrangadan baska bir sey bilmezler ki!.
Doktor: Qyleyse bir Marseyyez!
Birisi: Bizde Cezayir isteriz.
Doktor: Cezayir ylregimi pek cizlatir, Marseyyez kafidir.

Miidir Bey: Bu aksam Marsayvezi dinlemek pek 6miir olacak! Doktorumuzda ne
donkisodtur ne donkisod! Tam gecesini buldu!

(Doktorun sefle konusmasi isidilir...)
Doktor: Mosyd sef! Bir Marseyyez isteriz...

Sef: Aman beyim, nasyonal havalar1 caldirtma buralarda. Gegen ay buradaki polis
miifettisi az kaldi beni habs idecekdi. Bereket virsin ki parsaya ¢ikan kigek Anna’y:
seviyordu da vakay: kurtarabildik!

Doktor: Hangi polis miifettigi?

Sef: Iste Manastir’in esmer ylizlii!
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Doktor: Ha! O sizlere émiir! Sizin kdcek Anna’dan daha ¢ok Semsi Pasa’y:
seviyormus. Onunla gdriismege gitti! Onu tepelediler bilmiyor musun?

Sef: Pek giizel oldul!

Doktor: Elbette giizel! Daha o kadar giizel seyler olacak kil Bak su baggeye! Bu
kadar zabiti bir arada gérdiik mii senin Avusturya’da bile boyle Ittihad olamaz!
Demin isitmedik mi? Ben iskemle {istiine ¢ikub “Yasgasin [ttihad” bagirdim. Haydi
bakalim sen de arkadaslara bir Marseyyez galdiriver!

Sef: (Giilerek) Simdi beyim!
Doktor: (Sefin elini sikarak): Mersi! (Ayrilir sonra yerine gidip oturur.)

(Biraz sonra Marseyyez isidilir herkes ayakda dinleyiib siddetle alkislarlar! Orkestra
baska havalar galarken diger bir trapezde iki zabitanin sézleri isidilir.)

Miillazun Atif Bey: Semsi Pasa gibi bir heykel-i istibdadi yere serdigim giin bu kadar
sevinmemisdim. Su heyeti muazzama-1 askeriyenin bir arada bulunusu, doktorun
‘yagasin Ittihad’ bagiris1, orkestranin Marseyyez gahsi kalbimde pek biiyiik sevingler
peyda itdi. Hiisn-ii kablel vuku inandigim cihetle kalbimin bu hilafi mutad sevincini
cokdan beri bekledigimiz hiirriyet bayramunin miijdecisi gibi telakki idiyorum. O
mitbarek bayram pek yakin olsa gerek! Simdi ben ne diisliniyorum biliyor musun?

Yanindaki zabit: Bayram senliklerini mi?

Miilazim Atif Bey: Senlikler kolay seyler! Ben ilerisini digtiniiyorum. Muhterem
ordudaki galeyan hamiyet, bu muhtesem Ittihad ve Terakki Cemiyetindeki faaliyet
sayesinde avni hitda ve imdadi peygamberi ile binayi istibdadin yikilacagma hem de
pek yakinda yikilacagma kanaat kemali vicdaniyem vardir, Yalmz Millet Meclisi’nin
toplanmasindan evvel ve toplaniglarmin ilk aylarinda mesgrutiyet idareye alik
adamlar1 bulabilmek migkiilatini ditglintiyorum. Hele bagvekil bulmak ne kadar gii¢!

Yanimndaki zabit: Adam sende diistindiigiin seye bak! Bunlar sonralik isler adam
kithgina gelmedik ya, elbette bir miinasibini bulurlar.

Miilazim Atif Bey: Sonralik dedigin ne oluyor? Cemiyetin maksad: ipe un sermek
degil... Millete ¢ok nafi olacak bir is gérmekdir. Bana kalirsa eski kafalilar1 deliler
igine gdnderlib is bagina yeni fikirli, kalben bedenen mesrutiyet idareye merbut
adamlar: getirmelidir. Belki ilk zamanlar1 bir ¢ok istibdad bakayas1 is basina
gecebilecek. Mesela bir bas vekil meclisi mebusana kafa tutmak, bir harbiye nazirt
erbab1 mesalihi mstebidane kirub dékmek isteyecek!

Yanindaki zabit: Onlarin hepsinin ¢aresi bulunabilir. Nice tehlikenin en biiy{igii otuz
ii¢ senelik ifrit istibdadi 0 makami muallay: hilafetinde birakmakdir. Atalarimizin
“alismis kudurmusdan beterdir” sézlerini pek yabana atmamali. Bu slirlinlin baginda
0 insafsiz, gaddar ¢oban bulunmali vesselam!

212



Miilazim Atuf Bey: Pek dogru sdyliiyorsun! Fakat; herif cemiyetin matlabatin kabule
miitemayil gibi! Ya kabul idiyorsa cemiyet hig titkiirdiiglinti yalar mu? Hinzir (... *...)
bu defalik yakayi kurtaracak samrim. Lakin didigin gibi alismus kudurmusgdan
beterdir fehvasmeca bir miiddet sonra cemiyete virdigi sézden dontiverecek olursa o
zaman da millet elbette hakkindan gelecek ve yalanct miistebid bir hitkimdarin
cezasin virecekdir. '

(Disarida araba sesleri!)
Yamndaki: Selanik simendiferi geldi.

Miilazim Atif Bey: Belki bir gelen var. Haydi, ¢ikalim umarim ki (...*...) haber
vardir.

(Birlikde kalkub disariya giderler.) (Doktor, ders nazirini gériib oraya gider,
Oplistirler, ders nazirt ile toka idlib otururlar herkesle selamlasdikdan sonra erkam
harb Cemil Bey iskemlesini alarak ders nazirina doktora): Azicik soyle geliniz.

(Ders nazir1, doktor, miidir bey iskemlelerini alub biraz beriye otururlar.)

Erkani harb kolagas: (yavagca telagh): $Simdi Selanikden geliyorum. (Cebinden bir
takim evrak ¢ikarub ders nazirina verir) Merkezi Umumi’dendir. Selanik &biir glin
ilan-1 hiirriyet i¢iin hazirlaniyor.

Doktor: (Sevingle)Ver agzmt dpeyim! (Opiisiirler)

Ders nazirt; (Yavagca) Biz simdiden hazinz. Fakat tertibatimiz yarin i¢lindiir millet
hiirrivet toplanm glimblrtecek! Yildiza malumat virilmisdir. Hamid baba kabul
ederse ne ala! Kansiz bir Hiirriyet Bayrami vapariz.

Doktor: (Giilerek) Kansiz yaparsak milletin otuz iki senelik hiirriyet orucunun
Ramazan Bayrami olur.

Ders nazirt: Yok nasib Ramazan Bayrami degilmis de Kurban Bajframl imis!
Oylesinde de eyvallah! Istanbul {izerine sanh kanl: bir yiiriiyiis yaparsak onu da
Kurban Bayramu sayariz vesselam!

Miidir Bey: Bayram olsun da biz hepsine raziyiz. Elverir ki senelerden beri kan
aglayan su millet azicik da glliversin!

Ders naziri: Haydi, gidelim yarin ki bayram i¢lin hazirlanalim.
Doktor: (Giilerek) Ben bayramin ismini koymadan bir yere gidemezsiniz.
Ders nazir: Pek ala! Soyle bakalim.

Doktor: Bu ne Ramazan, ne Kurban Bayramdir... Zira her ikisine de yalniz Islamlar
gider. Yarm ki bayram biitin Osmanlilarin “On Temmuz” bayramidir.
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Ders nazirt: Aferin, Doktor Bey! Pek giizel isim buldu insallah biittin Osmanhlar
elahirdevran On Temmuz’da bayram iderler. Cikalim.

(Birlikde ¢ikarlarken talimhanede aksam yoklamasi olur ve orkestra bir giizel hava
calarken perde iner.)

UCUNCU PERDE

Eshas: Bagkatib, Manastir levazim ve erkani harbiye reisleri, Katib-i Sani,
sermusahib, bir kiiciik kiz.

(Sahne: Cit Koski’nde viikela kabul salonunu gdsterir.)

Bagkatib: (Yalniz) Topcu miralayr Hasan Riza Beyden, Erkant Harbiye Livas1 Ali
Pasadan ve diger celb idilenlerden sadre sifa virecek higbir sz alamadik.
Manastir’dan gelen pagalar biraz yashicadir, Belki bunlardan istifade idebiliriz.
(Zile basar) (Hidmetet Girer) Digaridaki pasalar iceriye al! (Hidmetgi ¢ikar.)

Ah Semsi Paga ah! Olmemeli idin ki bu isler diizelebilsin!

(Biraz sonra reis pagalar girerler.)

Bagkatib: (Miiltefitane yer gostererek) Buyrunuz safa geldiniz! Reis pasalar (Selam
viriib otururlar) (Biraz stikutdan sonra): Uctincii ordu sevketmeab efendimiz
aleyhinde hilafi sadakat ve ubudiyet bir takim efkan sahife ve miifside nesr iden bir
cemiyet muzirra var imig! Paris’de, Misir’daki Jontiirkler ayarinda bulunan ve fezail
ve mezayay1 begeriyeden asla nasibdar olmayan bir takim sebiikmagzamn makami
muallay1 hilafete karsi ceraitiyab olduklart harekat denaetkaraneye katiyven istirak
itmediginiz velinimet ali efendimizce malum olmasina binaen sizi celb buyurdular...
Rica ederim bu babdaki malumatimiz neden ibaret ise agikca anlatiniz!

Erkam Harbiy_e'Reisi: Orduyu Hilmayun’da bir cemiyeti muzirra teskil idiib makam
akdesi hilafet aleyhinde bulunduklarini ilk defa olarak zati alilerinden igidiyorum.
Ordu erkam harbiye reisi sifatiyla arz eylerim ki ii¢tinedi orduyu hiimayunun makami
muallay1 saltanat ve hilafete karst mevcud merbutiyet ve vicdaniyesi pek esash ve
pek katidir, yalniz Rumeli vilayeti sahanesinin bugiinkii hali tezebziibii karib olvaka
bir miidahale Avrupa kitasindan hakimiyeti Osmaniye’nin zevali ile (...*...)
sevletimizin inkiraz ve izmihlalinin kuvvei karibeye gelmesini mucib olmasi
miilahazasi hemen biitlin orduya yayilmis bir endigei viecdan halini almigdir. San-u
sevket hiikiimraniyi ihlal ve kudreti azimet devleti tenkid iden miidahalati ecnebiyye
tehlikesini bertaraf itmek iclin hitklimeti seniyyece takib idilen siyaset devri
endisaneye layikiyla akil irdiremiyen ordu imera ve zabitan arasinda maruzu mesele
hakkinda selameti miilk ve millet namina izhar idebilen thtisasati askerane sui tevil
idilerek ihtimal ki makamz alilerine cemiyeti muzirra sekl ve suretinde ihbar
idilmisdir. '

Bagkatib (Levazim reisine): Birazda siz anlatiniz?
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Levazim Reisi: Arkadasimin sozlerini tamamen tasdik iderim. Ilaveten séyleyecek
hi¢hir s6ziim yokdur.

Basgkatib: Bakimiz hicbir eziyet yapmaksizin ifadenizi istiyorum katibi saniyenin
eline diigseniz kizgin demirle dil yakarak, makine ile parmak blizerek, (...*...)
kafatas1 delerek daha bin dirli iskenceler icad ederek ya sdyletmek veya Sldlirmek
usuliini pek giizel bilir.

Levazim Reisi: (Sakalini tutarak hiddetle) Bu yasdan sonra bize de mekteb gocugu
muamelesi mi idiyorsunuz? Uciincii ordudan geldigimizi ne cabuk unutdunuz.
Sacimin sakalimin agardifina m bakiyorsunuz! Katib-i Sani degil! Bizzat zati
sahane gelse bir kilimiza bile dokunamaz. Hele bir dokunulsun! Biitiin rumeliyi
ayaklanmis goriirsiiniiz. Deminden beri sdyletmege calisdiimz cemiyeti
muhteremenin kefaleti kuvvayesini istihsal itmeseydik otuz iki seneden beri menbai
fesade ¢evirdiginiz bu melus Yildiz’a ayak mi basardik ayak mi?

Bagkatib: Paga paga burasmi Selanik mi yoksa Manastir mu sandiniz, iste kendi
stzlinlizle kendinizi yakdimiz! Simdi velinimet, (odadan ¢ikmak lizere iken)

Erkani Harb Reisi: (S9ztinil keserek) Buradan bir karis ¢teye bile gidemezsiniz!
Kemal istihfaf ile tahkir itmek istediginiz o Selanik ile Manastir’in bu hiikiimetin
mukadderati miistakbelesi Uizerinde ne biiyiik rol oynayacagin pek yakinda
goreceksiniz!

(Hidmetci elinde kagidlarla girer)

Bagkatib: (Pasalara itidal ile) Rica iderim, azicik oturalim. Keskin sirkenin zarar:
kendi kiiptinedir. Daha miilayim gériselim belki anlasabiliriz!

(Hepsi otururlar. Bagkatib evraka gbz gezdirir)

Bagkatib: Iste gérdiintiz mii? Yine bir cinayet! Manastir mintika kumandani Osman
Hidayet Pasa’y1 kisla dahilinde timera zabitan ve efrad muvacehesinde bir iradeyi
seniyyenin hengamei karaitinde bir sahs1 mechul agirca yaralamisdir.

Pagalardan biri: Vah vah... Pek vazik Osman Hidayet Pasa pek namuslu bir zatdr.

Birinci Paga: Belki Tatar Osman Pasa’y1 sandilar: Mamafih o da fena bir degildi.
Kim bilir nasi! 6lms...

Basgkatib: (Diger kagidlar karigtirir) Buyrun bakalim! Bu da 23 Haziran sene 324 de
(...*...) taalluk idilen ve Manastir valisine virilen muhtira sureti imis! Liitfen biriniz
okuyunuz da birlikde tedkik idelim..

(Erkani Harb Reisi alub okur.)
Hiiktimeti hazurunuz gayri mesrudur..

Bagkatib: Bu s6z yutulur s6z milidiir? Hezeyan degil de nedir?
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Erkani Harb Reisi: “Ciink{i” sline bakalim “¢link{i”’sii var... Elbette isbat idebilecek
bakimiz ne diyor: Ciinkii kavanini devlet omin mesrutiyetini temin itmisken tarzi idare
tahvil idilmege calisilarak hitkiimeti mutlaka ilminde idare olunmakda bu ugurda
bir¢ok masumiyenin demleri araka idilmekdedir. Bugiin muhakemeyi insaniyet
hakkini taleb iden milleti kavanin mevcudeyi hitkimetle tasdik ve teyid ve sekli
idareyi otuz senden beri tagyire ¢alisan hiikiimeti tekzib ve itham eyler. Osmanlt
Jttihad ve Terakki Cemiyeti’nin viicudu mukaddes ve nizamini hiikiimeti hazuranizea
artik temin eyledi. Pek ala anladimz ki bu heyeti mukaddesenin gahs itibariyla highir
ferd hakkinda hicbir suiniyet yokdur., Hukuku mesrua (...*...) immeti istirdaddan
basak bir maksada ¢aligmaz azm ve kasdi asr1 hazinin siddetle istilzam eyledigi 1294
idareyi medeniyesinin temin ve tatbikinden stifehanin ameli gayr: mesrualarina artik
bir had taayylintinden bagka bir sey degildir. Kanunu teyit her ferde miidafaai hayat
hakkini ita eylemis ve bu ugurda istimal cebr ve siddetde kendisine mezuniyet
virmisdir. Bu layetegayyer bir kanundur kuvvei kanun ile tagyir idilemez. Taarruzat:
cinayetkarane miidafaati mesrua muhakeneyi istilzam eyler. Gerek hitkimetin ve
mensubiyeti olan baz1 adaniyenin mesti sehvet ve ikbal ile Osmanli [ttihad ve
Terakki Cemiyeti aleyhinde uzatmaga bagladiklar: hatvei taarruzlar bugtink
hududunda tevkif eylemelidir. Artik kalifindan ¢ekilmis olan seyfi adalet ve celadet
millete kendisini ¢arpanlarin sui akibetleri, mesuliyeti ancak kendilerine aid
kalacakdir. Guiruhu stifeha ve ciihela bilmelidirler ki Osmanli Hitktimeti bir millet ve
birde timsali milleti padisahdan ibaretdir. Bu ikisinin arasmda denilere sehvet
esirlerine, rezillere, ikbal sarhoslarina bir mevki mahsus yokdur.

Bagkatib: Ne kadar da uzun yaznuslar daha var m1?

Erkan1 Harb Reisi: (Yapraklar ¢eviriib bakarak) Daha dort sahife kadar var... Alt
tarafini bizzat miitalaa buyurursunuz. Bizden 6grenmek istenilen aci hakikatleri iste
pek giizel ve ziibdeten yazmiglar bizden bundan fazla malumat istemek abesle igtigal
itmekdir. Baskaca bir isimiz yoksa misaadenizle ¢ikalim...

Bagkatib: Liitfen tkmal buyurunuz.

Reis Paga oturur: Bu gibi edani artik sahte hayati immetden ¢ekmeli. Menhus ve

Cemiyeti kendi aleyhinde Selanik’e gonderilmis ve birkag¢ giin mukaddem, otuz
senedir dartil fiskeye tahvil eylemis olduklan asitaneyi vatana iltica etmis olan o iki
leiman bu taraflara avdet itmemelerini bilhassa kendilerinin menfaatina olarak Tosya
ve Manastir, Selanik, Uskiib, mevkiilerine sokulmaga ¢alisan fasikine ricat
eylemelerini emr ider. isbu cemiyet mukaddesi ecanibden haliler, maaslar, riisvetler
kabul iden ve sahay1 serabi ikbalden kendilerinede bir mevki hayli tedarikine
yeltenen leimi-tab stifehanin ve emsaliyenin uslu oturmalarint halisane ihzar ile
hakk: mesruyu hiirriyetini miidafaa istihsale kiyam ve azim eylemis olan immeti
mukaddesi muhteremenin hifz1 vasiyanet hakki ugrunda zulme mutaarizin ile atiyen
vuku mitehakkik goriinen musarra ve misademesinden tabiiyi hasil olan kanli ve
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feci manzarlarin mesuliyet maddiye mauniyesinin kamilen zulme miistebidine raci
oldugunu beyan eyler. Mahkemeyi insaniyet ve medeniyet kabli temyiz olmiyan
hitkmiinii ita ve umum samiin ile miittehimlere teblig tethim eyledi. Bu dakikadan
sonra igbu katt (...*...) Hiikmii adilinin tatbiki icab itdi. Ey milletvekilinin vekili! Sen
ki Manastir Vilayetinde hakk: vekaleti ifaya halife ve viikelanin saffeti gayri (...*...)

miikellefsin, maiyeti memuriyenin igindeki zulme ve erazilin tecaviiz ve taarruzlarina
bir had ¢ek. Umumunuzun ahvaline seni vekil ident vekil nasb eyleyin bu millet
nigehbandir. Nikabi riya ile tesir eylemis olan edaniyenin ...*...*...) menkus olan
climle cinayiyeyi bu millet okumakdan aciz degildir. Bu milletden pare yiyiibde
istikametsizlik g6sterenlerin akibeti ahvali elbette yaman olsa gerekdir! Bu hakikati
onlarin menfaatine olarak onlara (...). Bilirsiniz ki sana millet ylizlerce binlerce
liralar1 ancak bunun i¢lin veriyor elbette bunun bir hesab: vardir. Aldigin pare ile
gordiifiin hidmet mukayese edilecek ve sorulacakdir. Vazifeyi insaniyetin sana emr
itdigi tarikin lizerinde yiirll! Maaiyetinde bulunan memurlardan akdi (... *...)
eyleyenleri biz pek ala taniriz. Bunlara ihtarati hayr havahanemize liitfen teblig ile,
mildafaayr mesruamizin intac edecegi kanli neticelere mahal kalmamak i¢tin haksiz
taarruzlarina nihayet virlilsiin. Biz kan dékmek hevesinde degiliz zira dékiilen kanlar
kafidir. Fakat {...*...) disturunun haritay: icray: atimizin bir kenarinda (...*...)
hakikat ile yazilmis oldugunu gérmekdeyiz. Alemi insaniyete (...*...*...) olan (...*...)
sahayi hayatda ifayr muzirat eylemelerine artik meydan virilmeyecekdir. Cinayetler,
rezaletler, zulmler, nihayet bulsun, kanunu insaniyet hiikiimran olsun. Ey milletin
Manastir vekili! Ma fevkine arz itmek lizere ilam eyleriz ki bir milletin kanunu her
yerde siyyan ve her mevkiide hilkmiifermadir. Binaenaleyh hiikiimeti hazirai
miistebide ve zalimaneniz tarafindan tabi hak eyledigi igiin maznun olarak istenilmis
olan zevatin (...) Istanbul’a celbinde higbir lizum kanunu yokdur. Kanun ve
muhakim Ummet her mevkide vardir. Maznun tamidiklarimzin mensub olduklari
mevakii muhakimine tevdii idilmeleri icab iderken Istanbul’a celb idilmeleri o
menfur engizisyon hatiralarim uyandiracagindan siddetle redd idilecekdir. Bu usule
nihayet veriniz. Hiilkiimeti zalimenizce miittehim tanidiginiz zevati mensub olduklari
muhakime tevdii idiniz. Yildiz, Taskisla, Bab-1 Zabtiye ki engizisyon miivasatina
masum géndermek istemiyoruz. Buna nihayet veriniz! Aksi takdirde mesuliyet size
aiddir. Biz maruzatimizi kavlen degil fillen nazar1 hiitk{iimete arz idecegiz. Maksadin
sozle degil fiilen ele girecegini ¢okdan anladik. Hilkmii kanun her yerde vardir ve
kemal ihtiram ile kabul edilir. Fakat devri istibdad artik olanca hiddet ve siddetiyle
cevalane (...) olan kanlan son damlasina kadar sarf i¢iin ahrara azm ve metanet bahg
idiyor (elhakkiitilayulaleyh(?)) buglin enzan fasikin Manastir vilayet ahrar izerine
maatufdur, Osmanh Ittihad ve Terakki Cemiyeti de isbu muhtirasini bu vilayet
valisine takdime Itizum gérmiisdiir. (...*...) Osmanl Terakki ve Ittihad Cemiyeti
Manastir Merkezi

Iste bitdi. Bagka emirleri?
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Bagkatib: (Dalginca) Estagfirullah, kusura bakmamanizi rica ederim yalniz
Istanbul’daki adresinizi yazub gidebilir ve Manastir’da serbest bulundugunuzu ve
hakkinizda bir dirlii sui muamele yapiimadigim da yazabilirsiniz efendim.

(Pagalar adreslerini yazub ¢ikarlar,)

Bagkatib: (Yalniz) Bir ay istintaki celb idilenler miidhig, Resne, Ohri, Tikves,
Balkanlarina ¢ikub isyan idenler mudhis... Cerniyetin telgraflart, beyannameler

idhas!
{Hidmetet bir kagidi getirtib ¢ikarken Katib-1 Sani girer.)
{Basgkatib kagidi alir selamlasub otururlar.)

Baskatib: Manastir Valisi'nin su uzun boylu telgrafini liitfen oku bakalim belki bir
hayrt havadis var! '

Katibi sani: O herifden hayir haber beklenir mi? Kim bilir yine neler yumurtlamigdir.

Baskatib: Camum hele bir oku bakalim. Simdi falciligin siras1 degil Ebulhiida’nin
sanatinida mu gazab ideceksin.

Katibi sani: (Glilerek okur) Huzuru samiyi cenab: sadaretpenahiye 3 Temmuzuna
324 Niyazi ve avenesinin takib ve derdest emri varide buyrulmalkda ise de
meveudiyeti icray1 ati sedide malumesiyle tahkik iden cemiyetin tarafgiran: yalmz
merkumdan ibaret olmayub evvel ve ahir takdim kilinan varakalarda beyant mutalebi
istihsal hususundan umum zabitan miittehid ve ahali dahi bunlarla hem fikir oldugu
anlagilmakda olmasina ve dlinkii giin mintika kumandani Osman Pasa’ya vukubulan
taarruzla dahi mertebe-i stibuta vasil oldugu lizere takibat séiyle dursun tahkikat
ifasim taahhiid iclin dahi kimseden cerait gériilemiyor. Siikril Pasa’nin riyaseti
altmda tegkil olunan tahkik komisyonu azasi hafiyen vukubulan tehdidat {izerine
1gden el ¢ekmege mecbur oldular. Ohri’den ahaliyi karaya nesaihde bulunmak tizere
¢ikartlan heyeti nasiha kiigad: gtizarda devamlar: halinde idam olunacaklari cemiyet

kaymakamlikdan bildiriliyor. Cakerleri de dahil oldugu halde memuriyenin
kaffesinin hayatlar tehlikede bulunuyor, Tahkikatde ileri gitmek isteyenler katl ile
tehdid olunmakda ve cemiyetin tehdidini ika iktidarn gérilmekte oldugundan ve
Osman Pasa’y1 cerh iden zabit iradeyi seniyyeye hazreti hilafet penahiyi meblag
telgratnameyi telakki iclin ictima iden heyeti askeriye iginden ¢ikub umumun gozii
Ontinde ti¢ el silah endaht itmis iken miitecasir derdest olunmakdan baska ismi ve
sahsida kimse tarafindan taayin olunmayub mamafih miitecasirin zahire ihraci igiin
taayin olunan komisyon heyeti balada arz olundgu vechle tehdid oldundugundan
dolay1 zabita ve adliye memurlar sikigdirtlacak olursa hayatlarimi muhafazaten terki
hidmet fikrinde bulunurlar. Kollar: dért yiiz seneden beri eben an cedd nanu nimet
devletle perverde olmug asdikadan oldugu bilanefs dahi kirk d6rd seneden beri
hidemat: mubtelifeyt devlette bulundugum cihetle boyle gaileli bir zamanda isifay1
kiifran: nimet addederek efrad: aileyi ¢akiranemle beraber maaruz oldugumuz
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mehalike ragmen ifay1 vazifeye devama yani asker zabitleriyle esas maksadda fikren
miittehid olan ahalinin fiilen bunlara istirak itmeleri esbabun istihsale ¢aligmakda
isem de hakayik ahvali ber tafsili arz eylemegi dahi vacibeyi sadakat ve hamiyet add
eylerim. Efkari malume efradi askeriyeye dahi sirayet eylemis oldugundan takibata
tesebbiis edilse askerin cemiyet alevhine istimali silah itmeyecegini Resne’ye sevk
olunan alt1 taburun orada tevkifde kalmasindan ve kumandanlarmin itirafi acz
itmelerinden anlasiliyor. Semsi Paga’nin muhafazay: sahs igiin getirdigi Arnavudlara
mabhali vakada hazir olan asker ve jandarmalarin sui kasd iden gahsi takibe tasaddi
iglin silahlarr havaya endaht itmis olmalart dahi buna delildir. Hafiyen istihbar
edildigine nazaran takibat i¢lin Anadolu’dan gonderilecek askerin istimali silahdan
imtina eylemesi kuvveyen miilahuzdur. Bu ahval yalniz buraya miinhasir olmayub
istihbar olunduguna gére Selanik ve Kosova vilayetleri dahi aym haldedir.
Binaenaleyh isin ehemmiyeti ve bir stirati fevkaalade ile etrafa sirayet ve giinden
gline kesbii viisaat itmekde olan ittihadin esas1 devletce nazan dikkate alinarak daha
vahim ahval hadvesine meydan kalmamak {izere zaman1 ge¢mis olan nasihat ve cebr
ve siddetten ziyade hesabi zamant miiessir olacak tedabir acele liizumu ilcay:
sadakatle arz olunur ferman.

Manastir Valisi Hifzi

Baskatib: (Telasla) Simdi ne yapmali?

Katib-i Sani: (Itidal ile) Hig telas istemez. Ben simdi huzura girer, bu miifsidlere
kars1 bir biiyiik harb ag¢dirilmasi hakkinda iradelerini istihsal iderim.

Bagkatib: Pekala ama valinin ifadesi de sayan1 ehemmiyet dedil mi? Baksana! Cebr
ve siddetden ziyade hesabi zamam milessir olacak tedabir acilenin lizumundan bahs
idiyor.

Katib-1 Sani; Ben ondan ne dimek istedigini anliyorum. Adeta cemiyetin matlabatim
kabul ediib acilen Kanun-1 Esasi iradesi istihsal edilmeli dimek istiyor. Hey gidi
budala hey! Aklinca bizi kandiracak! Bizde efendimizi ikna iderek kendi elimizle
kendi kuyumuzu kazacagiz! (Mustehziyane giiler) Sasarim kendinin ¢amagir
yikamasina!

Bagkatib: (Bas sallayarak) Haklisin hakli! Bunlara harb agmakdan bagka gare yokdur.
Hi¢ durmal! Zaten Anadolu taburlarina hareket emri virmisdik varsun birbirlerini
bogazlasunlar! Onlar carpisirken biz isleri yoluna koyacak vakit bulabiliriz!

Katib- i Sani: Hay hay keratalari bize say! ile virmediler ya! Zaten bu miskin Rum
ilinden ne hayr bekliyoruz. Nasil olsa elden ¢ikacak degil mi? Ben simdi huzura
girlib efendimizin beynini iyice yoguracagim! Neylersin ki mayesi bendedir.

Bagkatib: Birlikde ¢ikalim. (Cikarlar)

(Biraz sonra Cevher Aga girer)
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Cevher: Pek sikiya gelir ise jénlerin istedigini virecekmis! Haya, Jonleri yerin dibine
batirsun! Herifler efendimizi bayag1 korkutmuslar ah ben onun yerinde olsaydim.
Diinyada bir jon bile birakmazdim. Sade j6n mil ya? Biitlin gavurlarn da tepelerdim!
(Kapu Vurulur) Gel!

Cevher Aga: (Bir kiz girer, Cevher Aga’y: gériince aliklagir Cevher, kizi tantyarak)
Vay kégek basi burada isin ne?

Kiz: (Mahcub gibi gériinerek) [zzet Pasa ¢agirtmigd: da!

Cevher Aga: (Kendi kendine) Vay gidi Izzet vay! Bunu da basdan ¢ikartmus... (Kiza)
Senden ne istiyor?

Kiz: (Tebbesﬁrﬁle) Hi¢! Bazen cagirtir azicik oyun oynatir sonra, bir kese bahsis
verir.

Cevher Aga: Evdeki pazar ¢arsiya uymaz. Bugiin [zzet Paga huzurda kalacak!
Kiz: Oyle ise gidelim efendim.

Cevher Aga: O nasil s¢z! Hazir gelmigken hig¢ gidilir mi? Biraz da beni eglendir
bakalim,

Kiz: (Siritarak) Bag tistline efendim! (Oradaki dolabdan bir rak: takimi gikarir Cevher
Aga’nuin dniine koyar. Bir kadeh doldurub Cevher’e verir.

Cevher: (Kadehi alarak icer)

Kiz: (Catalla meze virir)

Cevher: (Yilhisarak) Izzet’in mezesinden Izzet’in!
Kiz: (Baska meze verir)

Cevher: (Ayaéa kalkarak) Izzet’in mezesi bu degil mi? (Kizin boynundan tutub
oper.)

Kuz: (Giilerek cekailir.)
Cevher: (Bir kadeh doldurub kiza virir.)
Kiz: (Acele iger, meze yer, oynamaga baslar.)

Cevher: (Sikca sikca igiib fesini ¢ikarir.) Oglan bende jonlesivirdim. (Kaza) Oyna
sekerim oyna!

Kiz: (Oynamaya baglar)
Cevher Aga: (Zil zurna sarhos olur... Kalkub kendisi de oynamaga baslar.)

Kiz: (Arab havasi ¢alar)
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Cevher Aga: (Arab havas: oynar)
Cevher: (Biraz sonra s1zub uyur)

Kiz: (Kendi kendine) Budala Arab! (...*...) oliverdi... $imdi ceblerini araklamali!
(Cevher’in {istiinii bagint arar, banknotlar, liralar1 alub Cevher’in elini tutarak sallar
glilerek) adiyd Cevher Aga adiyo!

Kaz: (Acele raki takamlarin kaldirub yerlerine kor, tekrar Cevher’in yamina gidiib):
Cevher Aga ceblerinizde ne varsa cebime doldurdum. Sonra kendinize gelince
agirilmag, falan sanmayimniz! E mi? (Reverans yapub giilerek ¢ikar).

Cevher Aga: (Sayiklar) Ben padisah olsaydim diinyada bir jon bile birakmazdim! Kiz
bir ¢ifte telli oyna bakalim. Bak hele bak! Yorulmus diyerek nazlaniyor. Kiz kirma
beni, kirma! Sana efendimizden riitbeler, nisanlar alir, istersen sana bir iki memleket
de bagislatir. (Biraz sonra kalkmak ister, diiger... Tekrar kalkmak i¢lin ugrasir...
Nihayet kalkub sendeliyerek yiirtir...) Tuhaf sey! Sevketmeab efendimizle bu kadar
icki igeriz, hig béyle olmamigdim, Kiz gel elimi tut, gel Tzzet’in mezesinden vir,
(Etrafa tutunurken kapuya dayamir kapu agilir, odadan digariya diiger.)

(D1sarida bir glirtiltl olur. Birkac kisi kapunun 6niine kosarlar. )
Birisi: Ay Cevher Aga bayilmig!

Digeri: Vay zavalli bak agzindan kopiikler geliyor. Demek saraya tutulmus, yavag
sarsmadan (...*...) odasina gétiiriib doktor ¢agirtalim. (Cevher’i gétlirticler kapiyi
kaparlar.)

(Biraz sonra)
(Katib-i Sani elinde kagidlarla gelir, telagla gezinmeye baglar...)

Katib-i Sani elindeki kagidlardan birini okur: Ettibba-1 Sahane’ye: Firzovik tarikivle
Uskiibe gelen [20.000] Arnavud devairi hitkiimeti basarak bilimum memurini
Terakki ve Ittihad Cemiyeti namima alenen tahlif itdiler. Bu hafta zarfinda Kanun-i
Esasi trade buyrulmadig takdirde nzay: aliyi mugayir olarak derban sevketkarare
dogru hiicum tdeceklerini (...*...) itdiler. Heniiz telgrathaneye gelmediklerinden
hakikati hali bir an evvel kemal ehemmiyetle arz eylerim ferman.

Muhbir Sadik.

Hay arz eylemez olaydin!..

(Diger telgrafi okur): Huzuru Akdes Hazreti Hilafetpenahiye: Iradati seniyye
miitekkireleriyle tebay ve zir dasitanelerine bahs ve ihsan buyrulan Kanun-i
Esasi’nin tatbikati fiilleyesine miisaade ve icabi halin irade buyrulmas: suretiyle
sadakat ubudiyetimizin halelden vikayesini istitham ve Pazar giiniine kadar Meclis-i
Mebusamn kiisadina dair fermant hitmayunlart sadr buyrulmadigi halde nzay1
sehriyarilerine muhalif olacak ahvalin vukuu derkar olub bu hususda memurin
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miilkiye, erkan, timera ve zabitani askeriye ile bilimum asakiri sahane ve bilatefrik
cins ve mezheb sigarii kibar millet vahdaniyeti hidaye karsu ahd ve misak umumi
altinda bulundugunu arz eyleriz ferman.

9 Temmuz sene 322

Osmanly Terakki ve Ittihad Cemiyeti Manastir Merkezi

(Uelinciistini okur ): Huzuru Akdes Hazreti Padisahiye, Huzuru Sadaretpenahiye:
Bu gece kolagas: Eyiib ve Niyazi Efendilerin taht1 kumandasinda ahali ve efrad
asakiri sahaneden miirekkeb iki bin kadar miisellah bir kuvvet manastira geliib
acizlerinin ve daha baz imeranin ikametgahlar abluka edilmis saat alti bugukda da
sekiz yiiz kisi miisir pasa hazretlerinin ikametgahlarun sararak ve pasayl
misartiileyhin muhafazasina mahsus olan kitay: askeriyenin silahlarini toplayarak
misartiileyh hazretlerini kaldirub gétlirmigler ve manastir kuvveyi askeriyesinin
kaffesi ve efrad ahaliden dahi {i¢ bin bes yiiz kisi onlara iltihak itmig oldugu beray:
malumat maruzdus.

Vali Hifzi

Eyvah... Simdi ne yapmali? Hayalimde korkunc manzaralar gériiyorum... Bir dakika
bile durmaga bile gelmez... Bu meseleye dair stirati fevkaladede ictimaa itmis olan
meclisi viikelaya su telgrafi da gétlirmeli G¢lincii ordu aleyhine bir harb ag¢dirtmali.
Simdi meclisi viikela imkad itmisdir. Zat1 sahane meclis odasinin yanindaki odada
bulunacaklar. Ben kendileriyle meclis arasinda vasitay1r muhabere olacagim. Kalbim
fena halde carpiyor. Eger Kanun-i Esasi ilan idilirse benim i¢iin Avrupa’ya
kagmakdan baska ¢are yokdur. Etdiklerimin cezasim ¢cekmek zamani yaklagdi! (Arka
odaya gecer, bir miiddet sonra bagkatible birlikde avdet ider.)

Baskatib: Ritdik Izzet bitdik. Nasil oldu da efendimizi kandiramadik.

Katib-i Sani: Meclisin verdigi karar mucebince ii¢iincii orduyla harb itmek veya
Kanunu-i Esasi’yi olan iylemek icab itdigini arz iyledifim zaman pek dalgm
diisiiniiyorlardi. Daha dogrusu boyle lastikli bir karara hiddet buyurmuglardi! Kati
(...*...) bir karan miinasib virilmesini ferman buyurmalar: iizerine tekrar meclise
avdet idiib viikelanm harb mesuliyetini deruhte itmeyesi seyhiilislanun “biyiik
mithim bir meseledir fetva emininin miitalasi olmalidir’ diyerek yiiki tistiinden
atmig, fetva emininin ukalalik 1dib Kuran-1 Kerim’i araya sokmasi, miineccimbaginin
stikut itmest nihayet Said Paga’nin Kanunu-i Esasi’nin meriyet ahkami lizumuna
dair bir mazbata tanzim itdiiriib biitiin vitkelaya imza itdiirmesi {izerine mazbatay
alub getiirdigim zaman tedabir lazimenin ittihaz idilmesini ferman buyurdular, Ben
de sdz soyleyecek iktidar kalmadifi gibi cesaretim de tamamen kirilmigti, Titreye
titreye ¢ikub iradeyi seniyyeyi teblig itdiim. Aman fenalasiyorum azieik sul (Sik sik
(...*...) alarak) Can evime bir sanc1 kapandi. Kalbini tutar,

Bagkatib: (Su getirir) Gayret birader, gayret asil metanet siras1 simdidir.
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Katib-i Sani: Pek dogru s6yhiyorsun! Hem metanet hem basunizin garesine bakmak
lazim! Sen simdi meclisde yazilan iradeyi {iglincii orduya teblig et. Yarnki
gazetelerde ayni iradeyi sikistiriversinler, ticlinell orduyu avutup biraz teskini izahim
elde itdikten sonra yeni bir firlldak ¢evirerek efendimizi caydinir, miisevvikieri
yakalar, sarayburnunda boca itdirivoruz. Bakalim ig ne renk alacak hayat ve
servetimize karst kiigiik bir tehlike hiss ider itmez ben Avrupa’ya firar itmeliyim. Sen
bana imzal1 bir memuriyet tezkiresi hazirla!

Bagkatib: Adam sende! Cocuk gibi dislintiyorsun! Sanki Kanun-i Esast ilan idilince
biz mevkiyi iktidardan diisecek miyiz? Milletin yular: bizde olduktan sonra Rumlarin
cemiyet hakkindaki hissi zanlanm giibheye diistirtib Yunanistan’la bir gaile
¢ikarabilirsek veyahud Bulgarlart hiikiimet aleyhine tahrik itdirirsek yine eski hamam
eski tas olmaz m1?

Katib-1 Sani: Stibhe yok! Fakat ihtiyatlt bulunmali bize teblig idilecek iradeyi oku
bakalim. '

Bagkatib: (Elindeki evrak arasindan bir kagid ¢ikarub okur) Tesisi celili cenab
hilafetpenahi olan Kanun-i Esasi’de sureti tegkil beyan olunan Meclisi Mebusan’in
ictimal davet olunmasi serefl miiteallik buyrulan iradeyi seniyeyye hazreti
hilafetpenahi icabati aliyyesinden bulunmus ve hitkmti celili bilctimle vilayet-i
sahane valilikleriyle elviyeyi gayr miilhaka mutasarriflikarina tebli§ kilinmig
olmagla oracada kanunu mezkurde miinderic sifat: haiz aza intihabinn icrasi.

Katib-1 Sani: Onlar icray: intihab idinceye kadar aylar gegecek. Biz onlardan daha

gel alemine dalariz. Sen hi¢ merak itme Kanun-i Esasi ile milletin agzina bir parga
bal ¢ahinacak biz onu yine zehire kalb ideriz!

Bagkatib: Biitlin timidlerim sendedir [zzet sende! Goziinii dért ag su cemiyete bir
kiilah giydir bakalim!.

Katib-1 Sani: Millet adam olduysa s6z viremem.
Bagkatib: Adam sende! Bu cahil milletde o kabiliyet var m?

Katib-i Sani: Her halde biz yine ihtiyath davranmaliyiz. Avrupa’ya gegmekligim
daha hayirlidir. Oradan para kuvvetiyle idareyi alt ve tist idiib tekrar mevkii ikbale
¢ikmak daha kolay olur.

Bagkatib: Aman beni yalniz birakma, bu millet ne oldum delisidir, Korkarim
anamizdan emdigimizi burnumuzdan getirmesiinler.

Katib-i Sani: Size higbir halt idemezler, lakin benim ditgmanlarim ¢okdur. Bize
gidelim de bir plan tertib idelim Ebiilhiida’y1, Cevher Aga’y1 da beraber alub
efendimizi de arz ideriz. Bu milletde bizim gibi paraya tapanlar var iken dolablar
donmez, ne dolablar... '
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Bagkatib: Efendimize de arz ideriz diyorsak ama (etrafina bakinarak) bu belalarin
hepsi onun bast altindan ¢ikmadi ya?

Katib-1 Sani: Aman yavas style! Duvarm kulagi var! “Jon Tiirklerin askeriden,
seyhden, kiittabdan, hazreti sahcihamn it kadar casusu var” didiklerini yabana
atmamali!

Bagkatib: Sen karar1 firara tebeddiil itdikten, efendimizde it kadar casusdan clida
diisdiikden sonra duvarin kulagindan kim korkar ki!

Katib-i Sani: (Yavasca) Soz aramizda kalsin! Efendimiz hal idilmekden pek
korkuyor. Telasindan adeta bir canli cenazeye dondil. Hani {iflirsek yire
yuvarlanacak!

Bagkatib: O canli cenazede biz ne hale girdik... Hepimiz mezar kacgimina
benziyoruz. Bir bana bak, bir de aynayal!

Katibi sani: Gergek dyle aman acele olalim! Haydi ¢ikub gidelim dé bizde goriistiriiz,
(Perde iner) |

DORDUNCU PERDE
Eshas: Abdiilhamid, Cevher Aga, Saray Erkani Mistebidesi Galabalik, bir Jén Ttrk.
Sahne: Cit Koskiinde, odada Abdtilhamid ile Cevher Aga.
Birinci Meclis
(Abdiilhamid, Cevher Aga)

Abdiilhamid: Gelen telgraflari gbrityorsun ya. Dag gibt yigildi! Her taraftan tebrikler
yagiyor... Budalalar Kanun-i Esasi’yi kendi istegimle verdim santyorlar...

Cevher Aga: Oyle oldugu daha iyi... Efendimiz Kanun-i Esasi’ye sadik goriindiikce
herkes apisub kalacakdir. O zaman milletin alikligindan, istifade itmek, ilk firsatda
Kanun-i Esasi’yi lazim gelenlerin baginda parcalamak ve meclise gonderecekleri
secme Jon Tirklert cehennemin alt bagina gtndermek pek kolay olacakdir...

Abdiilhamid: Goreyim seni Cevher! Soz aramizda kalmak sartiyla diin verdigim
plana gore ise baglamali.., Her firsatdan istifade itmeli. Cevherligini gdstermeli!

Cevher Aga: Fermanimiz bagim lzerine... Dlin buyurdugunuz gibi seriatimizda en iyi
bir alet olacakdir. Kulunuz hemen gidiib lazimgelenleri gbrecegim, yalniz bu
herifleri paraya doyurmak lazim!

Abdiilhamid: (Bir kiigiik ¢antadan birkag banknot ¢ikarub verir) Bu giinlik bu kadar
kafi. Lazimgelenlere verirsek, kabahat mahfti ibadet mahfi didiklerini unutma! Saman
altindan su yiirlitmeli. Gérdiigtintiz islerden seytanlarin bile haberi olmamali!
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Cevher: Iradeyi sahanelerini harfiyen tatbik idecegimize itimad buyurub miisterih
olunuz efendimiz. (Banknotlar: alir hakpaye yiiz stiriib ¢ikar.)

Abdiilhamid: (Yalniz) Su biiyiik sakalimu boyayim da tebrike gelenlere azicik sik
goriineyim. (Tuvalet takimini alub aynanin karsismda ugrasir.) Geng Tiirklere geng
goriinmek lazim! (Tekrar aynaya bakar) Ugursuz herifler! Telasdan ne hale
getirdiler, Adeta canli cenazeye déndiim... Lakin zarar yok! [lk firsatda keyfimce bir
intikam alinca gelisiib toplanmak pek kolaydir. (Biraz dolagdikdan sonra) Kanun-i
Esasi’yi ilan itmek keyfimi kagirdigini belli itmemek i¢tin azicik kizlan gagirtayim
da biraz keyifli gériineyim. (Pencereye dogru gider disariya eliyle isaret ider biraz
sonra birkag kiz geliib oynayub ¢almaga baglarlar.)

Abdiilhamid: (I¢ odaya geger) Bakalim Cevher’den ne haber var... (Oda kapusim
kapar.)
(Biraz sonra kabul salonuna yildiz erkani miistebidesi gelir...)

Basgkatib: Ah bu Selanikliler ah! Gaztelere sikigdirilan tebligi resmiyi goriir gérmez
bayraklar ellerine almiglar. Hem nasil bayraklar kiminde kelimati memnuay:
muzziradan olan hiirriyet, adalet, miisavat kiminde Kanun-i Esasi, vatan, millet
yazilt, Yagasin hiirriyet sesleri ile nlimayis yaparak biitiin istanbul’u ayaga
kaldirmislar! Kapu kapu dolagub igimizden ¢oklarini istemediklerini alenen
bagirtyorlarmus. Is c1grindan ¢ikmadan bir gare arayalim.

Ser Hafiye Pasa: Simdiden sonra ¢i1gir1 migir kaldi m1 ki! Niimayisciler yalmz birkag
Selanikliden ibaret olsa yeddi icabina bakilirdi... Aldigim jurnallere nazaran isin
icinde hafiyelerimizden maada dahil olmayan yok gibi bir sey. Gergi meveud
hafiyeler nlimayigcilerin birkag mislii ise de biz burada kapandiktan sonra onlar ne
yapabilirler?

Baskatib: Madem ki hi¢bir sey yapilamazmuis, sende aldifin jurnalleri bagina ¢al!
Ser Hafiye: O nasil s6z? Simdi gider efendimize arz iderim.
Baskatib: Sen kendini pabucu biiyiige okut? Ben senin arz idisini kaca alirtm ki!

Ser Hafiye: Kaga aldigmiz birkag giin sonra anlarsmiz. Siz galiba bu isleti boyle
gidecek sanirsmiz!

Baskatib: Boyle gitsiin deyin kahr olsun!
Ebulhiida: Telagt birakin da ben bu lanet ay1 bir afsunlayun!

Ser Hafive: Camim sende, afsunlayacak musin, iifiirecek misin, her ne yapacaksak bir
dakika evvel yap! Zira bu Temmuz ay1 pek ugursuzdur. Malum ya hep inkilablar bu
ayda olmugdur.

Bagkatib: O kadar bedbin olmayalim! Efendimizi caydirmak, Kanun-i Esasi’yi
niimayiscilerin basinda par¢alamak imkani da vardir.
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(Disanidan giiriiltiler isidilir, igeridekilerin hepsinde telas ve heyecan goriiliir.)

Ser Haflye Paga: Saltanat kapus1 kapali degil mi? Buraya girmestinler de, saray
kapusi tniinde ne isterlerse yapsunlar! '

(Gurtlti ziyadelegir)
Ebulhiida: Lakin giirtiltii ziyadelesir, galiba baggeye girdiler. Ya buraya gelirlerse?

(Disaridan “yasasin hiirriyet, kahrolsun istibdad, mahvolsun hafiyeler!” Igeridekiler
birbirine bakarak kag¢ismaga baslarlar.)

Tiifenkci Halil Bey: Yahu tabansizligin lizumu yok. Ne oluyorsunuz, ne
kag¢isiyorsunuz. Kuzum Ebulhiida sunlart afsunlayivirsene!

Ebulhiida; (Titreyerek) Afsunlamak o kadar kolay olsaydi, ben hi¢ durur muydum...
Bana da bilmem ne oldu. Birka¢ glinden beri miimkiin degil celbi ervaha muvaffak
olamiyorum.

(Disarida niimayigcilerin sesleri.)

Ser Hafiye: Aman Seyh Baba, rica ideriz, biittin buradakiler sana sigindik.
Kudsiyetini gdsteriver de niimayigcilerin serrinden kurtulalim.

Ebulhiida: Telas itmiyeceginizi vaadi iderseniz gu kapuy: tilsimlamaga ¢alisirim.
Birka¢1: Itmeyiz, itmeyiz..

(Disarida: “Yasasin Kanun-i Esasi, yasasi Ittihad ve Terakki Cemiyeti, yasasin hiir
padigalumez!™ sesleri)

(Hepsinde telag)

Ebulhtida: (Titreyerek) Canim hani va telag itmeyecekdiniz. Disarida merak idecek
bir sey yok hiir padisahimiza dua ediyorlar. Bizde onlara karisub dua idelim.

Ser Hafiye: Hiir padisah m1 degil mi sonra anlasilacak! Seyh Hazretlerinin fikri pek
miinasib simdilik bizde onlara karigalim. Hem kim bilir, nlimayiscilerin iginde bizim
fikirliler vardir.

(Disarida sesler: Kahrolsun hafiyeler! Mahv olsun miistebidler. Yagasin hiir
Padisahimiz.) '

(Iceridekiler: Titreyib kagismaga baslarlar.)
{(Kapu vurulur)
Ser Hafiye: Aman agmaym! Disarida kiifriin bint bir paraya gidiyor!

(Kapu tekrar vurulur)
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Tiifenkei Halil Bey: Yabanci vurusu degildir, Cevher olsa gerek, acalim da isi
anlayalum.

(Disanidan: Cevher’in sesi gelir); Benim, agsaniza, efendimiz génderdi.

Tiifenkei Halil Bey: Yavasca kapuy: aralik ider, Cevher igeriye girer, kapuy1
kaparlar.

Ebulhtida: Hayrolsun!

Cevher: (Telasla) Disarida milyonla halk var. Hepsi kudurmus kpek gibi bir yerde
durunamuyor. Neyse, efendimizin climlenize selamlan var, miimkiin oldugu kadar
hilrriyetperver goriinmege ¢alisub ntimayiscileri alkislamamzi irade buyurdular.
Simdilik baska gare yok imis! (Paltosundan birkag bayrak ¢ikarir, birkagina verir.
Bayraklarin izerinde “Yasasin Kanun-i Esasi” yazili} Bu bayraklar: géz boyamak
ictin efendimiz acele haremde yapdirdilar. Ellerimizde bu bayraklar oldugu halde
niimayiscileri karsilayalim. Seker serbet dagidalim.

Ser Hatiye: (Soziinii keserek) Zift i¢siinler!
Ebulhiida: Amin!
Hepsi: Amin!

Cevher Aga: Camim simdi duay: birakin, Yakinda hepsi kahr olacakdir fakat simdi
efendimizin diisiincesi baskadir. Milletin budalalifn malumunuzdur. Birkag giin ne
oldum delisidirler. Bu delilik zamaninda biz akilli goriinmeliyiz ki onlari idare
idelim. Bir kere delilikleri bitiib apisub kaldilar m1? Sonra bizdeki deliligi anlarlar o
giinler kursuna dizilenlerin, kopriide asilanlarm, denize dokiilenlerin sayisin1 Ser
Hafiyve Paga’dan (...*...).

(D1sarida: “Yésasm hiirriyet yasasin adalet, buradadirlar, burada™ sesleri.)
(Igeridekilerde korku.)

Cevher: (Titreyerek) Buraya geliyorlar, bayraklar: hazirlaymn bayraklan!
(Hepsi titreyerck bayraklar tutarlar.)

Cevher: (Kapuyi agarak elindeki bayragi uzatir.) Buyurunuz efendim. Buyurunuz!
Yasasin hiirriyet! Buyurunuz! Yasasin adalet!

(Disaridakiler igeriye girerler.)

Kolunda Ittihad ve Terakki Cemiyeti yazih kurdela olan bir zat: Otuz {i¢ seneden beri
aldatdiklan elvirmemis gibi simdi de ellerinde tutduklari hiurrivet bayraklar ile birer
timsali riya kesilen bu istibdad telakkilerini gérmilyor musunuz! (Zangir zangir
titrerler) Bakimz nasi titriyorlar? Iki ti¢ giin evveline kadar koca Osmanl1 milletinin
basinda birer piiskiillil bela kesilen bu giiruhu rezale, pardon; viizera diyecekdim,
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vatani seven hiirriyetperveran millet 6niinde neden bu derece zelil ve hakir oluyorlar?
Hig siiphe yok ki on Temmuza kadar milleti zelil ve hakir gérdiiklerinden degil mi?

(Mtstebidler bozulub kiigtiliirler, birinin elinden bayrak diger... Nutuk iden zat acele
kosub bayragi kaldirir, 6piip basindan yukar: tutar.) Miistebidler eline yakismiyan su
hiirriyet bayragt bizim biitin Osmanlilarin ser taci imtihacimizdir. Bu mukaddes
Osmanl bayragun sizler ve sizler gibi millet diismanlar pek kiymetden
diistirmtisdiiniiz. Fakat “saadeti ezeli kalbi zeval olmaz, glines yer Uistiine diismekle
paymal olmaz.” Hakikatine nazaran o yine kiymetinden ditsmemigdir. Hele 10
Temmuzdan beri cihandeger bir kiymet kazannmugdir, ve saye-i hiirrivetde glinden
giine daha kiymetdar olacakdir.

Yasasin Osmanli sancagi!

Hepsi: Yasasin! Hurriyete tarafdar bulundukca yasasin Osmanli padisaht!

Hepsi: Yasasin, On Temmuz ile beraber ve esaretden kurtulan biitlin hiir Osmanlilar
yagasin.

Hepsi: Yasasin! On Temmuzun ne biiylik bir kudreti ilah oldugunu anlamalk
isterseniz bir kere esirligi bir kere serbestligi dilstiniintz.
Payidar olsun 10 Temmuz!

Hepsi: Olsun. (Jandarmalara gstererek ) Sunlari dogru Bekiraga Boligii'ne,
ellerinde tutmaga layik olmadiklart o bayraklar: da alimz!

Miistebidlerden biri: Aman! Biz masumuz; biz millete fenalik itmedik, padisah bas:
i¢lin afv idin.

(Mistebidlerden bir digeri): Padisah madisahi karisdirma. Simdi hiirriyet var herkes
miisavidir. Onun basi ne ise bizimde odur. Beriki (...*...) layik oldukca millet de
kendisine hiirmet borcludur, Madem ki miisavidir, birakiniz bizde sizlere miisavi
olalim. Siz hiirriyet diigliinti yaparken biz ni¢lin zindanlarda aglayalim. Bizde mesud
glinleri dort gozle bekliyorduk karibi Sultan atesi suzan didikleri yalandir?

Cevher: Hep bu giinleri bekliyorduk! Hep miisavvati istiyorduk!

Nutk iden zat: Haydi, oradan kara vicdanlar! Sizler simdi miisavvatdan ziyade
adaletden istifade ideceksiniz. Bu diinya, iden bulur diinyasidir. Iyilerin ivilik,
kétiilerinde kotiliik bulmas: adaletdir. Yasasin adalet! '

Hepsi: Yagasm!

Iste yasasin diye dua itdigimiz adalet, millet kan aglarken, lakaydane giilenlerin,
millet glilerken, aglamalarinl emri diyor. Buna adalet denildigi gibi intikam-1 millet
dahi denilebilir. Zulm ile abad olanin ahri berbad olur!

Galabalikdan bir sada: Ah ne olurdu! Bunlarin ¢eribagisindan da intikam alinsaydi!
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Nutk iden zat: Simdilik onu intikamu ilahiye terk idiyoruz. Elbette onunda siras:
gelir!

Galabalikdan sesler: Miinasib, miinasib!

Nutk iden zat: (Jandarmalara} Jandarmalar ars bakalim. (Ahaliye) Haydi, bizde
sarkilarimizla gidelim...

(Jandarmalar miistebidleri onlerine katub gétiir{irler...)
(Niimayisciler “Biz ne idik ne olduk” sarkisini okuyarak (... *...*...) giderler.)

(Perde yavasgca iner...)
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;ﬁciincﬁ'Napoleon'un karsy Fioparatorice Bugenie 1869, yilmda Istanbul'da Bc_yicrbejfi
saray:nda Abdiilazizle birlikte bir kebul ”gﬁreninﬂe

From the Ottoman imperial reception ceremony held for the French Empress Eugenie in 1869.
(Refik Ahmet Sevengil, Saray Tiyatrosu (Istanbul: Milli Egitim Basim Evi, 1962), p. 210).
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Abdilmecit tarafindan 1857 - 1858 yilinda yupix’r;ian- Dolmabahiee tystrosunda
bir opera temsili,

An opera performance at the Dolmabahge Theater. (Refik Ahmet Sevengil, Saray Tiyatrosu
(Istanbul: Milli Egitim Basim Evi, 1962), p. 199).
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' nun i¢l (1862 yilinda Italyanlarm Garibaldi bayrami delayisiyle diizenledikleri. -bl??
' ' toplanty,) - :

Naum Theater (Refik Ahmet Sevengil, Saray Tiyatrosu (Istanbul: Milli Egitim Basim Evi,
1962), p. 206).
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. A Amfrde Megrutiverin ik yilmda-. 0000
Vatan yahut Silisre temsilinde  seyirciler. ' :

From the mass spectacles of Vatan after the declaration of the Second Constitution. (Metin

And, Mesrutivet Doneminde Tiirk Tiyatrosu, (Ankara: Tirkiye Is Bankas1 Kiiltiir Yaynlari,
1971), p.16).
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- Gedikpaga Tiyatrosu'nun igl (O yllarda gizilmig bir krokf)

~ . .

Ilustration of the Gedikpasa Theater. (Refik Ahmet Sevengil, Tanzimat Tiyatrosu, (Istanbul:
Milli Egitim Basim Evi, 1961), p. 303).
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