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SUMMARY

Historically, Ciftetelli refers to the content of Cengi and Kdcek dances,
originating from Ottoman times, and represents an urban tradition of
Ottoman-Balkan culture. The word “Ciftetelli” means “two strings” and
refers to a single or couple dance common throughout Turkey. Ciftetelli
dance - at least for a long time — was not included as a category in
traditional literature of dance cultures in Turkey; in fact, it is considered
undisciplined and without a characteristic form. However, it is a subject
that is frequently discussed. Considered as an urban form, Ciftetelli was
excluded from the repertoire in the early years of the Republic as a
“remnant of the empire.” In the 1940s, it was subject to institutional
restrictions, and in the 1950s, it sparked a debate over the representation
of Istanbul in the folk-dance competitions market. In the 1980s, it was
added to the repertoire of the Turkish State Folk Dance Ensemble.
Moreover, when we look at its construction as social capital, although it
contains meanings that change/renew with inevitable ruptures, it has
always been present in daily life practices. This point is quite critical because
Ciftetelli is not an example of modernity as a project, but instead the
transformation of modernization in daily life practices in the post-1950
period, centred on urbanization, secularization, and capitalism.
Accordingly, in this study, | will focus on Ciftetelli’s processes of exclusion
from and coexistence with the official/national. Additionally, | will attempt
to interpret the performative practices of dance within these processes
regarding the design problems of secularization.

REZUMAT

In context istoric, Ciftetelli se referd la continutul dansurilor Cengi si Kégek,
cu origini in perioada otomand, si reprezintd o traditie urband a culturii
otomano-balcanice. Cuvantul ,,Ciftetelli” inseamnd ,,doud coarde” si se
referd la un dans executat solo sau in pereche pe intreg teritoriul Turciei.
Dansul Ciftetelli — cel putin pentru mult timp — nu a fost inclus ca o categorie
aparte in literatura traditionald dedicata culturii coregrafice din Turcia; de
fapt, este considerat dezorganizat si lipsit de o formd caracteristicd. Cu
toate acestea, este un subiect discutat frecvent. Considerat o formd
urband, Ciftetelli a fost exclus din repertorii in primii ani ai Republicii, fiind
privit ca o ,,rdmdsitd a imperiului”. In anii 1940 a fost supus unor restrictii
institutionale, iar in anii 1950 a dat nastere unei polemici despre
reprezentarea Istanbulului pe piata concursurilor de dans traditional. In anii
1980 a fost addugat in repertoriul Ansamblului Turc de Dansuri Traditionale
de Stat. Mai mult, cdnd analizdm evolutia sa ca un capital social, desi include
sensuri care se schimbdj/se innoiesc la aparitia unor inevitabile rupturi, a fost
mereu prezent in practicile vietii cotidiene. Acest aspect este destul de
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critic, deoarece Ciftetelli nu este un exemplu de modernitate ca proiect, ci,
de fapt, transformarea modernizdrii in practicile cotidiene in perioada post-
1950, axatd pe urbanizare, secularizare si capitalism. Prin urmare, in studiul
de fatd md voi concentra pe procesele in care dansul Ciftetelli a fost exclus
din sau a co-existat cu aspectele oficiale/nationale. In plus, voi incerca sa
interpretez practicile performative ale dansului in cadrul acestor procese
din perspectiva problemelor de planificare a secularizdrii.
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INTRODUCTION: EARLY REPUBLICAN TIMES AND POLITICAL MEANINGS OF
CIFTETELLI

The term Ciftetelli historically refers to the content of the Cengi and Ké¢ek
dances, which originated in the Ottoman era and represent an urban tradition of
Ottoman-Balkan culture. The word (iftetelli means “two strings,” and it is
associated with a solo or couple dance popular throughout Turkey. Although
commonly linked to Istanbul and the Marmararegion, it is performed by both men
and women in many areas. For a long time, the Ciftetelli dance was not recognized
as a distinct category in the traditional literature of Turkish dance cultures; it was
considered undisciplined and lacking a defined form. The inclusion of Ciftetelli in
the national folkdance repertoire has been a subject of controversy. Now, | will
focus on the ideological, economic, and cultural background of these debates,
highlighting two significant periods of discussion: one from the 1950s and the
other from the 1980s. The reason | chose an example from the 1950s relates to
the transformation of the economic, ideological, and cultural conditions of this
period, marked by a “liberal” accompaniment and the beginning of the
unravelling of the early Republican regime. The significance of the 1980s, on the
other hand, pertains to the neoliberal policies of the new conservative nationalist
understanding, in which this dissolution gained speed and clarity. Although
Ciftetelli is the name of a dance that has not received much attention in the
literature, it merits consideration as a significant form of embodiment reflecting
these changed conditions. Therefore, the framework | intend to build for
understanding the evolving political dynamics of cultural appropriation and
intimacy in Turkey throughout the 20" century is also illustrated by the Ciftetelli
debates. My data includes written sources, newspapers, cultural magazines from
different years in the 20th century, and literary debate texts.

EARLY REPUBLICAN TIMES AND POLITICAL MEANINGS OF CIFTETELLI

In the early Republican times, Ciftetelli echoed the East and the alaturca
style against the West and the alafranga style. More specifically, when the dance
was related to Balkan cultures, it became positively Western. At the same time, it
is linked with Ottoman and Arabic culture and is accepted as a negative Eastern
theme. Such as a report in 1938 about the Romanian national holiday, which was
celebrated in a submarine, and Turkish and Romanian men danced (iftetelli
together, was announced proudly (Tan, 1938). Regarding the other implication of
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the “defective East,” the issue is that Turkey had made extraordinary efforts in
promoting Turkish art over the past 12 years (since 1923). The Republic spurted to
liberate its theatre from tuluat (improvisation) and its music from Ciftetelli and
darbuka (Tan, 1935).

Usually, Ciftetelli, one of the non-restricted bodily expressions of
entertainment mediums, is excluded from the political power of the early republic
entertainment structure and ritualization processes, such as official celebrations.
However, it happened when social and political control diminished, resembling
the moment of ecstasy after the ball concludes and the venue transforms into a
basic café fun, meyhane. Additionally, the Ciftetelli dancing in the 1930s, described
as one of the ebullitions of those who watch the movie with a cheaper ticket at
the balcony, also serves as a class marker from this perspective (Son Posta, 1932).

In the 1940s, Ciftetelli was included in the national composition repertoire
as orchestrated music, but the dance itself was not performed on stage. Only the
music, particularly its rhythmic elements, represented Ciftetelli during this period.
Two main factors influenced the decision to exclude the Ciftetelli dance from
national performances. Firstly, Ciftetelli’s improvisational and solo nature did not
align with the collective unity emphasized in national identity. This was
underscored by Selim Sirri Tarcan, the founder of Tarcan Zeybegi, the first national
dance of the Republic, who highlighted the importance of collective
arrangements without improvisation in national dances (Oztiirkmen, 1998:228).
The second aspect raises questions about bodies—male or female—and their
origins: are they from the Ottoman palace and the Harem, or from the everyday
lives of people, and which people, urban or rural? Furthermore, this has raised
concerns not only about trivializing and exoticizing the female body but also
about distorting traditional masculinity.
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Fig. 1. Someone who danced the foxtrot while they were dancing Ciftetelli
(Haber, July 17,1934)

The move towards modernization meant that performances, including
those of Ciftetelli, aimed to distance themselves from the exotic and irrational
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imagery associated with the Ottoman past and conservative religious beliefs,
presenting secular and modern representations of male and female performers
on stage. In any case, staging designs for folk dances did not involve the Ciftetelli
as a specific genre. In the newspapers of the period, the term (iftetelli is
associated with pejorative meanings and ironic expressions, such as “Ciftetelli
with jazz band, Ciftetelli with Rumba, and alafranga Ciftetelli,” (see Fig. 1) in the
context of Western arrangements, when it should be linked to “dance of femme
fatale, dance of dissipation, dance of commons, disgrace in urban life, drunk
dance, strange, terrible movements disgusting (mendebur) belly dance.” It also
carries metaphorical meanings in the football match between Turkey and Greece.
Moreover, it is not danced even in Yugoslavia, as you see in the report (See Fig.

2):

1

Fig. 2. Haber, November 10, 1938

“One of the last remaining Ciftetelli dancers in Yugoslavia, Fatma
Hilmi’s career also ended in such a disaster. The belly dance, which had
lost popularity in all the Balkan countries, had also taken its fans to the
beaches in Yugoslavia one by one. Fatma Hilmi, the only remaining dancer
in the country, had only one fan recently. [... ] But one evening Fatma lost
this man as well. The next day, she looked for him and found him on a
beach with a woman named Olga Markus. The dancer immediately lost
control, pulled out a gun, and wounded Olga” (November 10, 1938,
Haber).
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1950s: NEW URBAN SCENE AND REPRESENTATION OF FOLKLORE

In the 1950s, as (Ciftetelli remained marginalized, Istanbul’s tourism and
entertainment sector saw significant growth with the introduction of new venues
and experiences. This expansion highlighted the contrast between the city’s
modernizing cultural scene and the continued sidelining of traditional elements,
such as Ciftetelli. Many conditions, such as the increasing mobility of the city with
migration from the rural areas and the expansion of the service sector, the young
population coming to the city for education, and the folk-dance market that
started to form in this period, provided expanded material for the representation
of Istanbul on stage. Additionally, wealthy businessmen and entrepreneurs from
rural areas flocked to Istanbul during this period, significantly contributing to the
transformation of music and dance styles in casinos and nightclubs. This shift
moved them away from Western styles and towards primarily Eastern, Anatolian,
and allaturca styles®.

In addition to restaurants, casinos, and cafés with music, for example, the
Entertainment Houses in Sulukule (houses composed of rooms where groups of
customers are served food and drinks as they are entertained by young girls
dancing to the tunes of Romani music bands), Ciftetelli and belly dancing were
effective to attract the attention of foreign and local tourists. Spring and Flower
Bayram is celebrated every May of the year (1951-1961) and is organized by
Istanbul Municipality as a festival for the lower classes who live in the city. The
festival was held in a park and included many traditional forms of entertainment
(Karagéz and Hacivat, juggler shows, music, dance, eating and drinking, etc.);
dancing girls from Sulukule would appear on the stages set up, and Ciftetelli would
be practiced with the participation of the community.

With the expansion of entertainment venues, urban-associated dances
like Ciftetelli belly dance gained popularity. Concurrently, debates on
incorporating Ciftetelli into the national folkdance repertoire surfaced, marking
the first time such discussions were seriously and formally addressed within the
folkdance community. In September 1954, the Institution of the Protection and
Survival of Folk Dances organized a competition, initially announcing through
regulations that female dancers from Sulukule would represent Istanbul’s
folkdance heritage with ¢engi, kdcek, and Ciftetelli dances (see Fig. 3, Fig. 4).
However, the committee later retracted this decision, excluding Istanbul’s dances
from the competition’s final stage. This move drew criticism from folklorist Fikret
Memisoglu, who detailed his concerns in an extensive essay published in the
Turkish Folklore Research Journal:

“This composition (Ciftetelli) is the expression of the exuberant spirit of

the Turkish nation [...] To neglect this national rhythm in the performance

of national dances is a national negligence [...] Today our women [...] also
dance European dances. These dances are welcomed and not subject to

36Such rural-originated rich landlord types were given the blanket name of haciaga and were
ethicised by the mediators as well as the mainstream gaze. Haci means a Mecca pilgrim and aga
(agha) means a provincial ‘feudal landlord’ (Aytar, 2014: 113).
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objection [...] In fact, no dance is obscene. Just as not all nude paintings
are obscene, even the k6¢eks may not be obscene even if they are danced
naked [...] In order to watch these dances, it was necessary for the
Istanbul ensemble to appear before the panel of judges and to be included
in the performances [...] One reason the Istanbul ensemble was not
included is that the performers of the Istanbul dances were likely
members of a class deprived of social prestige. | wonder what kind of
folkloric thought the committee had, which we could not have guessed,
that led to this negligence? [...] Why is what is desired in Anatolia
neglected in Istanbul? Is it because women dance? All the dancers were
concerned about the performance of the Istanbul group because there
was a competition ahead. But there was no need for this worry, nor was
there a competition [..] Let us not separate the liveliest Turkish
composition from the most agile Turkish dance” (Memisoglu, 1955: 1060).

i d : ; a 3. Fikrasma gore
rkiye Halk Oyunlar Musabakalar talimatnamesinin 1 maddesinia . Yukanda bu
semelerde 1stanbul cengi, ciftetelli ve kdgeklerle t};mi"” eicibi  Glilhanede oynarken
iplerden  «Topkapr  Gulleri - Sulukule Cigekleri> isim
goériyorsunuz.

Fig. 3. The Roses of Topkapi, Flowers of Sulukule, 1954, Turkish Folklore

Research Journal

The issue lies not only with the dance form of Ciftetelli itself but also with

the female performers from Istanbul. In fact, Ciftetelli has gained acceptance in
Folk Dance Celebrations in other regions and formats, such as the spoon dance
and a male version of Ciftetelli from Konya in central Anatolia, all within the same
decade (see TFA, 1955: 1162). The text reflects the efforts to integrate Ciftetelli
into traditional culture by distancing it from the entertainment industry and belly
dancing. It also discusses the impact of the re-Islamization trend on the female
body after World War Il. The redesign of secularization presents challenges.
Additionally, as power shifts from republican to traditionalist elites, there’s a
reluctance to disregard Ciftetelli, an urban Ottoman tradition, despite its clash
with morals and beliefs.
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Tiirk ve Amerikan kadnlar:  milli, danslarmizi - gynuyorlar

danslar, miizik, ¢ocuk psikolojisi ye-
mek, vesaire sahalarinda 20-30 kisilik
faaliyet gruplart vardir. Bu gruplarin
hepsinin  biri Tirk, digeri Amerikal
birer bagkam1 mevcuttur. Gruplar, fa-
aliyet mevzularina gore miinavebe ile
Tirklerle Amerikalilarin evinde top-
lanmaktadir.  Sosyal yardim grupu
meseld giiniin ihtiyaglarina uygun ola-
rak sel feliketine ugramig zavalhlar,
Oksiizler, fakir mektep ¢ocuklari vesa-
ire gibi yardima muhtag vatandaslar
i¢in dikis dikmektedir. Yemek grupu-

Bizimkilerle onlart  aywrabilir  misiniz?
Afet Inan, Kristof Kolomb'dan sonra
Amerika'nin ilk haritasim gizen Piri
Reisin hayatim anlatmig, Prof. Halide
Edib Adivar bugiiniin kadinhgma dii-
sen vazifelerden bahsetmis, Ferhunde
Erkin Tirk bestekdrlannin eserlerini

bile satilmigtir. Ayrica birgok Ameri-
kan gazeteleri bu kitaba atfen Tiirk
yemek terifeleri bastirmiglardir.
Dernegin kayda deger diger bir t-
egebbiisii, 1951  baharinda Dil Tarih
fakiiltesinde agmis oldugu Tiirk eligleri

galmig, Saghk  Bakanl Hemsi

Biirosu Miidiresi Bayan Fatma Bengi-
su Tirkiye'de hemsireligin  durumu
hakkinda konferanslar vermistir. Da-
ha sonralari bu ayhk kiiltiirel toplanti-
lar terkedilmis; onun yerine ayda bir
biitiin dyelere mahsus yemekli toplan-

ve kiyefetleri sergisi olmustur. Halen
Istanbul'da Giizel Sanatlar Akademisi-
nin Tirk sanatlar branginin direktorli
giinii yapan Kenan Ozbel'e ait olan bu
enfes koleksiyon, o zaman ilk defa hal-
kin huzuruna ¢ikmugti. Degerli ressam
ve sanat tarihgimiz Kenan Ozbel, tam
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nun toplantilarinda bir yandan anane-

vi nildvimizin arlan facadilickan didar

tilar yapilmaga baglanmistir. Denilebi- 55 cone miiddetle her cesil k
lir ki ilk haclanoicta daha hariz  hir 00 meie e Ll owe

Fig. 4. Akis, 3 July 1954. (Note: Turkish and American women danced our national
dances, can you distinguish between them?)

1980s: NEW APPROACH TO THE NATION-STATE AND REPRESENTATION OF
URBAN LIFE

Fig. 5. Turkish State Folk Dance Ensemble, Ciftetelli, 1983, TRT (Turkish Radio and
Television Corporation)

Eventually, the reimagined (iftetelli took its place on the national stage,
performed by the State Folk Dance Ensemble in 1983. The ensemble was founded
in 1975 under the Ministry of Tourism and Promotion, which later became the
Ministry of Culture and Tourism. This marked the first significant connection with
the government. From this period on, especially after the 1980s, the government
enhanced its role as a partner in the growing market of folk dances, stressing a
collaboration between the public sector and private enterprises, which occurred
at least since the 1950s.

Throughout the 1970s and 80s, debates on “authenticity” in folk dance
staging, music “purity,” TRT program content, and the “cleanliness” of samples
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mixed with the Arabesque genre were widespread. This was due to the concept
of nationality, initially separated from religious content by the Republic, reuniting
with spiritual elements in the 70s, leading to a view of the national and religious
as “essence.” Cultural policies of nationalist and Islamist front governments,
advocating a return to tradition, influenced academic debates on authenticity.
Despite the Turkish State Folk Dance Ensemble’s mission to “create a new stage
environment... by being faithful to the essence of traditional dances, with a
contemporary interpretation without disturbing their essence and formal forms”
(Kurt, 2013: 13), its choreographies faced criticism.

In the new arrangements of Ciftetelli, “the belly and waist area is covered
by the costume, and the belly dance is eliminated, despite the polished style of
the shaking of the shoulders and the hip movements. The ballet-like movements
performed by the solo dancer and the group are a professional and rational
version of Ciftetelli” (Shay, 2002: 195). After the choreography was widely
broadcast on TRT screens, discussions in the folk-dance community were also
voiced:

“If Bar and Zeybek dances can be perfectly combined, that’s an artistic

matter not for us to judge... However, creating Ciftetelli wannabes from

Anatolian folk dances, which number in the thousands, for landowners to

watch, is an astonishing artistic event... With new stage arrangements, no

one has the right to shift our dances toward palace dances like ¢engi,
kécek, and Ciftetellis, influenced by Arab, Persian, and Byzantine cultures.

Nor is there a need to lean toward belly dances to gain foreign popularity.

The fact that the Turkish State Folk Dance Ensemble delved into

Arabesque styles and experiments at a time when TRT banned Arabesque

music is indeed noteworthy” (Baykurt, 1988: 58-59).

Echoing Baykurt, another opinion adds:

“To label the music and dance of Andalusian nights as Turkish folk dance

would be a great injustice. From which folk art and region does the

revealing dress of court concubines originate? Answering this might not

be straightforward” (Bulut, 1983: 2).

Considering the political and cultural climate in which these criticisms emerged,
the emphasis on terms like “palace, concubine, Arab, Persian, Byzantine,
landowners, arabesque” was crucial. The political-cultural flow, halted by the
military coup in 1980, resumed its course with the Turkish-Islamic synthesis, and
Ottomanism, the essence of this synthesis, began to be socialized. This situation
also created a fertile ground for increased criticism of the Republic, which had
made a sharp break with its Ottoman past. In this context, artists and cultural
figures are increasingly focusing on themes of memory, authenticity, and the
debates around what is universal, local, and national, alongside a re-evaluation of
Ottoman culture. The organization of a ball at Yildiz Palace in 1986 by the prime
minister’s wife, featuring Ottoman-era decor and costumes, exemplifies the
emerging trend of new Ottomanism, reflecting a desire to reconnect with and
celebrate the Ottoman past. This growing interest in Ottoman motifs and themes
indicates a significant cultural shift and a resurgence of appreciation for Ottoman
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heritage. The neo-Ottomanism that has persisted since the post-1980 era
embodies “the fusion of traditional Ottoman pluralism with modern liberal
multiculturalism,” showcasing an approach to embracing and integrating empire
identity with contemporary values (Bayram, 2020: 29). Ciftetelli’s choreography
by the state ensemble highlights a refreshed and conservative take on
nationalism, emphasizing a revival of Ottoman cultural elements over the
Kemalist viewpoint. This approach seeks to refine Ciftetelli, distinguishing it from
belly dancing. The performance aligns with the government’s aim to blend
Republican Turkey’s ideals with its Ottoman Islamic heritage, a vision that gained
clarity post-2000s. Additionally, the belly dance show broadcast on TRT on New
Year’s Eve from 1981 to the end of the 8os highlighted the distinction between
Oriental belly dance and Ciftetelli choreography. Both styles involve controlled
body movements and modest clothing; however, Ciftetelli features group
choreography, while Oriental emphasizes solo improvisation (see Fig. 5, Fig. 6).

Fig. 6. Nesrin Topkapi, belly dance oriental show, 1981, TRT.

CONCLUSIONS

In summary, Ciftetelli is a dance shaped by the evolving context of Turkish
identity and nationalism, manifesting in its repetitive forms. It sparks complex
discussions around the female body, secularization, ideology, and commercialism.
The Turkish State Folk Dance Ensemble choreography, featuring all-female
performers dressed to evoke a respectable Ottoman harem, yet in a space devoid
of men, showcases this complexity. The performance starts with a group dance,
after which the dancers sit in a semicircle to observe a soloist, highlighting both
collective and individual expressions.

To return to the question: Is Ciftetelli ours or not? However, the content
of the “us” here consists of “us” with different contents according to periods,
both in the repetitive ideological constructs of power and in embodied ideas that
are reinforced and transformed by the discourses of power. The passive
positioning of women in the renewed “us” content also makes it difficult for us
to read historical narratives as a story of liberation.
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ESTE AL NOSTRU SAU NU? DISCUTII DESPRE DANSUL
CIFTETELLI IN TURCIA

Cuvinte cheie
Ciftetelli, secularizare, urban, national, dans traditional

INTRODUCERE: INCEPUTURILE PERIOADEI REPUBLICANE SI SEMNIFICATIILE
POLITICE ALE DANSULUI CIFTETELLI

Termenul Ciftetelli se referd prin traditie la continutul dansurilor Cengi si
Kégek, care isi au originile in epoca otomana si reprezinta o traditie urbana a
culturii otomano-balcanice. Cuvantul Ciftetelli inseamnd ,,doua coarde” si se
refera la un dans executat solo sau in pereche peste tot in Turcia. Desi este adesea
asociat cu orasul Istanbul si regiunea Marmara, este executat in multe zone atat
de barbati, cat si de femei. Pentru mult timp, dansul Ciftetelli nu a fost recunoscut
ca o categorie distincta n literatura traditionald a artei coregrafice turcesti, fiind
considerat dezorganizat si lipsit de o forma definita. Includerea dansului Ciftetelli
in repertoriul de dansuri traditionale nationale a fost subiectul unor controverse.
Ma voi axa aici pe contextul ideologic, economic si cultural al acestor polemici,
punand in lumind douad perioade semnificative ale discutiilor: una din anii 1950, iar
cealalta din anii 1980. Motivul pentru care am ales un exemplu din anii 1950 este
legat de transformarea conditiilor economice, ideologice si culturale ale acelei
perioade marcate de un acompaniament ,liberal” si de inceputul destramarii
regimului republican timpuriu. Semnificatia anilor 1980, pe de alta parte, tine de
politicile neoliberale ale noii conceptii nationaliste conservatoare, in care aceasta
disolutie a castigat viteza si claritate. Desi Ciftetelli este numele unui dans care nu
a primit multa atentie 1n literatura de specialitate, merita sa fie luat in considerare
ca o forma semnificativd de incorporare care a reflectat aceste noi conditii. Din
acest motiv, contextul pe care intentionez sa il conturez pentru a intelege
dinamicile politice evolutive de apropriere si intimitate culturala din Turcia pe
parcursul secolului al XX-lea este de asemenea ilustrat de polemicile despre
Ciftetelli. Datele mele includ surse scrise, ziare, reviste de cultura din diversi ani ai
secolului al XX-lea si texte de dezbateri literare.

INCEPUTURILE PERIOADEI REPUBLICANE SI SEMNIFICATIILE POLITICE ALE
DANSULUI CIFTETELLI

La Tnceputurile perioadei republicane, Ciftetelli oglindea Orientul si stilul
alaturca in opozitie cu Occidentul si stilul alafranga. Mai exact, cand dansul a fost
relationat cu culturile balcanice, el a devenit occidental intr-un mod pozitiv.
Totodata, este legat de cultura otomana si araba si este acceptat ca o tema
orientala negativa. Ca de exemplu intr-un raport din 1938 despre sarbatoarea
nationalda a Romaniei, care a fost celebrata intr-un submarin, iar barbati turci si
romani au dansat impreund Ciftetelli, eveniment anuntat cu mandrie (Tan,
1938). Cu privire la celelalte implicatii ale ,,Orientului defect”, situatia era ca Turcia
facuse eforturi extraordinare de promovare a artei turcesti in ultimii 12 ani (din
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1923). Republica s-a straduit sa isi elibereze teatrul de tuluat (improvizatie) si
muzica de Ciftetelli si darbuka (Tan, 1935).

De obicei, Ciftetelli, una din expresiile corporale nerestrictionate ale
mediilor de divertisment, era exclus din manifestdrile puterii politice a structurii
de divertisment si proceselor de ritualizare de la inceputul republicii, cum erau
Balos si sarbatorile oficiale. Totusi, s-a intamplat cand controlul social si politic s-a
diminuat, asemanandu-se cu momentul de extaz de dupa incheierea balului, cand
evenimentul se transforma intr-o distractie informala de taverna - meyhane. in
plus, practicarea dansului Ciftetelli in anii 1930, descris ca una din izbucnirile celor
care privesc filmul cu bilete ieftine, de la balcon, serveste de asemenea ca marker
de clasa din aceastd perspectiva (Son Posta, 1932).

In anii 1940, Ciftetelli a fost inclus In repertoriul national de compozitie ca
muzica orchestratd, dar dansul In sine nu era executat pe scend. Doar muzica, in
special elementele ritmice, a reprezentat Ciftetelli in aceasta perioadd. Doi factori
principali au influentat decizia de a exclude dansul Ciftetelli din spectacolele
nationale. Primul a fost faptul ca factura sa solistica si improvizatorica nu
corespundea ideii de unitate colectiva accentuata in identitatea nationald. Acest
aspect a fost subliniat de Selim Sirri Tarcan, fondatorul Tarcan Zeybegi, primul dans
national al Republicii, care a sustinut importanta aranjamentelor colective fara
improvizatie in dansurile nationale (Oztirkmen, 1998:228). Al doilea aspect ridica
intrebari despre corpuri—masculine sau feminine—si originile lor: dansatorii
proveneau din palatul otoman si din harem, sau din viata de zi cu zi a oamenilor, si
a caror oameni, de la orase sau de la sate? Mai mult, s-au exprimat ingrijordri nu
doar legate de trivializarea si exoticizarea corpului feminin, ci si de distorsionarea
masculinitatii traditionale.

Qap beewmauan INSADT  gene a-
ektrrryordu

Alem burada istahls igtahl: ve|
Keyir biy dustye atigtivor-
ken boltom, yanimdaki bizim u.T
bay diigkiing M hafiften ya-
"Ihly.. agzims sapirdatmiya bag- |
ladr, Sordum:
== Ne oluyorsun yahu?.
— Ne olacagim, benim de isti-
ham kabard:, actltym ! Tati: ginlinty
~~ Tabii actkacaksmn, akimn ne-
Wit e w’h-n.. mﬁhr. catallar habire gikin
dim mi?. Oras Sirkeci yahut Be-| % Haftanm alts giiniinde yoru
yazit kahvelerinin  bahgelerine| halkm yedinei cuma  giinii bu
z, insan: acsktirr, yani-| hakke degil mi ya?. Ne mutlu |
muza biraz Steberi alalim! diye..| lara ki birer ailedirler; baba/
Hele karginda béyle yiizlerce in- | kizlarmm, analar ofullarmm, |

-, Surangidas sty " nmmnineler torunlarmm — b
— Ne yapacagiz yimdi?. mem pot mu kiriyorum — ve k
— Ne yapacagsz, kargs kargiya| "208lar gelinlerinin yizlerine

bévle walanin -!0':----—-’.:.-1 i lumsiyerek cuma giinleri insa

Fig. 1. Cineva care dansa foxtrot in timp ce se dansa Ciftetelli (Haber, 17 iulie 1934)

Miscarea catre modernizare insemna ca spectacolele, inclusiv cele care
prezentau Ciftetelli, urmdreau sa se distanteze de imagistica exotica si irationala
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asociata cu trecutul otoman si cu credintele religioase conservatoare, prezentand
pe scena reprezentatii seculare si moderne ale performerilor de ambele sexe. In
orice caz, scenografia dansurilor traditionale nu includea Ciftetelli ca un gen
specific. In ziarele vremii, termenul Giftetelli este asociat cu intelesuri peiorative si
expresii ironice, ca ,,Ciftetelli cu trupa de jazz, Ciftetelli cu rumba si Ciftetelli
alafranca” (v. Fig.1) in contextul aranjamentelor occidentale, cand ar trebui sa fie
asociat cu ,,dansul femeii fatale, dansul risipei, dansul celor de jos, dizgratia in
viata urband, dansul betivilor, miscari bizare, oribile, dans dezgustator
(mendebur) din buric”. De asemenea, poartd intelesuri metaforice in meciul de
fotbal dintre Turcia si Grecia. Mai mult, nu se danseaza nici mdcar in lugoslavia,
asa cum se vede n raport (v. Fig. 2):

Fig. 2. Haber, 10 noiembrie 1938

,,Cariera uneia dintre ultimele dansatoare de Ciftetelli ramase Tn
lugoslavia, Fatma Hilmi, s-a terminat de asemenea intr-un dezastru
cumplit. Dansul din buric, care isi pierduse popularitatea in toate tarile
balcanice, isi dusese si fanii pe plajele din lugoslavia, unul cate unul. Fatma
Hilmi, singura dansatoare ramasa in tard, avea in ultima vreme un singur
fan.[...] Darintr-o sear3, Fatma |-a pierdut si pe acesta. In ziua urmatoare,
l-a cautat si l-a gasit pe o plaja cu o femeie numita Olga Markus.
Dansatoarea si-a pierdut imediat controlul, a scos o arma si a ranit-o pe
Olga” (10 noiembrie 1938, Haber).
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Anii 1950: NOUA SCENA URBANA SI REPREZENTAREA FOLCLORULUI

In anii 1950, In timp ce Ciftetelli ramanea marginalizat, sectorul de turism
si divertisment din Istanbul cunostea o crestere semnificativa, introducandu-se
noi locatii si experiente. Aceastd expansiune a scos in evidentd contrastul dintre
scena culturala tot mai moderna a orasului si marginalizarea continua a
elementelor traditionale precum (iftetelli. Multe conditii, precum mobilitatea
crescanda a orasului prin migratia populatiei dinspre zonele rurale si extinderea
sectorului de servicii, cu tineri care veneau la oras pentru studii si piata de dans
traditional care Tncepea sa se formeze in aceasta perioadd, ofereau o mare
cantitate de materiale pentru reprezentarea Istanbulului pe scena. In plus, oameni
de afaceri bogati si antreprenori din zone rurale au venit Tn numar mare in Istanbul
n aceasta perioada, contribuind Tn mod semnificativ la transformarea stilurilor de
muzicd si dans din cazinouri si cluburi de noapte. Acest curent a provocat o
distantare de stilurile occidentale si o orientare spre, in principal, stiluri orientale,
anatoliene si allaturca®.

Pe [and restaurante, cazinouri si cafenele muzicale, de exemplu, Casele de
Divertisment din Sulukule (case formate din camere unde grupuri de clienti
servesc bauturi si mancare in timp ce urmaresc tinere fete care danseaza pe
muzicd interpretata de tarafuri rome), Ciftetelli si dansul din buric atrageau cu
succes atentia turistilor straini si locali. Sdrbdtoarea Primdverii si Florilor avea loc in
fiecare anin luna mai (1951-1961), fiind organizatd de autoritatile din Istanbul ca un
festival pentru clasele de jos ale orasului. Festivalul se desfasura intr-un parc si
includea multe forme traditionale de divertisment (karagéz Hacivat, spectacole cu
jongleri, muzicd, dans, mancare si bauturi etc.); dansatoare din Sulukule apéreau
pe scenele amenajate si comunitatea lua parte la dansul Ciftetelli.

Odatd cu extinderea locatiilor de divertisment, dansurile asociate cu viata
urbana, ca dansul din buric Ciftetelli, au castigat popularitate. In acelasi timp, au
iesit la suprafata polemici pentru incorporarea Ciftetelli in repertoriul national de
dans traditional, marcand data la care astfel de discutii au fost pentru prima data
abordate in mod serios si formal in comunitatea etnocoreologilor. In septembrie
1954, Institutul pentru Protectia si Supravietuirea Dansurilor Traditionale a
organizat un concurs, anuntand initial, prin reglementari, ca dansatoarele din
Sulukule vor reprezenta patrimoniul de dans traditional al Istanbulului cu
dansurile ¢engi, kécek si Ciftetelli (v. Fig. 3, Fig. 4). Ins3, ulterior, comitetul a
retractat aceasta decizie, excluzand dansurile din Istanbul din etapa finala a
competitiei. Aceasta masura a fost criticata de folcloristul Fikret Memisoglu, care
si-a expus Ingrijorarea intr-un lung eseu publicat in Revista Turca pentru Cercetare
Folclorica:

,yAceastd compozitie (Ciftetelli) este expresia spiritului exuberant al

natiunii turce [...] A neglija acest ritm national in spectacolele de dansuri

nationale este o neglijenta nationala [...] Astazi, femeile noastre [...]

37Astfel de tipuri de proprietari de pamant bogati, originari din mediul rural, au primit denumirea
generala de haciaga si au fost eticizati atat de mediatori, cat si de opinia publicad generala. Haci
Tnseamnd pelerin la Mecca, iar aga (agha) inseamna ,,proprietar feudal” provincial (Aytar, 2014: 113).
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danseaza si dansuri europene. Aceste dansuri sunt binevenite si nu sunt
intdmpinate cu obiectii [...] De fapt, nici un dans nu este obscen. Tot asa
cum nu toate picturile cu nuduri sunt obscene, si dansurile k¢ek ar putea
sd nu fie obscene, chiar daca se danseaza nud [...] Pentru a privi aceste
dansuri, a fost necesar ca ansamblul din Istanbul sa apara in fata unui juriu
si sa fie inclus n spectacole [...] Un motiv pentru care ansamblul din
Istanbul nu a fost inclus este ca dansatorii din Istanbul erau probabil
membri ai unei clase lipsite de prestigiu social. Ma intreb ce fel de gandire
folclorica a avut comisia, pe care nu ne-o putem imagina, in asa fel incat sa
conduca la aceasta neglijenta? [...] De ce ceea ce e dorit in Anatolia e
neglijat in Istanbul? E din cauzd ca danseaza femeile? Toti dansatorii erau
preocupati de spectacolul grupului din Istanbul pentru ca urma un
concurs. Dar aceastad ingrijorare nu era necesard, si nu era nici un concurs
[...] S& nu separam cea mai vivace compozitie coregrafica turca de cel mai
agil dans turcesc” (Memisoglu, 1955: 1060).

krasma gore
B kanda  bu

in 1. maddesinin 3
; de oynarken

temsil edilecektir.
isimli  ekibl Gflilhane

segmelerde Istanbul cengl, ciftetelli ve Ko e
iplerden  «Topkapr  Gilleri - Sulukule Cic

rkive Halk Oyunlam Misabakalar talimatnamesin
gérilyorsunuz.

Fig. 3. Trandafirii din Topkapi, Florile din Sulukule, 1954, Revista Turca de

Cercetare Folclorica

Problema nu se refera doar la dansul Ciftetelli, ci si la dansatoarele din

Istanbul. De fapt, Ciftetelli a fost acceptat in Sarbatorile de Dans Traditional in alte
regiuni si formate, cum sunt dansul lingurii si o versiune masculind a Ciftetelli din
Konya in Anatolia centrald, toate in aceeasi decada. (v. TFA, 1955: 1162). Textul
reflecta eforturile de a integra Ciftetelli in cultura traditionala prin distantarea sa
de industria de divertisment si de dansul din buric. Totodata pune in discutie
impactul curentului de re-islamizare asupra corpului feminin dupa Al Doilea
Razboi Mondial. Transformarile cerute de secularizare vin cu provocari. in plus,
odata cu transferul puterii de la republicani catre elitele traditionaliste, apare o
reticentd fata de marginalizarea dansului Ciftetelli, o traditie urbana otomana, Tn
pofida conflictului sau cu morala si credintele.
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Tiirk ve Amerikan kadnlar:  milli, danslarmizi - gynuyorlar

danslar, miizik, ¢ocuk psikolojisi ye-
mek, vesaire sahalarinda 20-30 kisilik
faaliyet gruplart vardir. Bu gruplarin
hepsinin  biri Tiirk, digeri Amerikali
birer bagkam1 mevcuttur. Gruplar, fa-
aliyet mevzularina gore miinavebe ile
Tirklerle Amerikalilarin evinde top-
lanmaktadir.  Sosyal yardim grupu
meseld giiniin ihtiyaglarina uygun ola-
rak sel feliketine ugramig zavalhlar,
Oksiizler, fakir mektep ¢ocuklari vesa-
ire gibi yardima muhtag vatandaslar
i¢in dikis dikmektedir. Yemek grupu-

Bizimkilerle onlart  aywrabilir  misiniz?
Afet Inan, Kristof Kolomb'dan sonra
Amerika'nin ilk haritasim gizen Piri
Reisin hayatim anlatmig, Prof. Halide
Edib Adivar bugiiniin kadinhgma dii-
sen vazifelerden bahsetmis, Ferhunde
Erkin Tirk bestekarlannin eserlerini
¢almig, Saghk  Bakanhg Hemgirelik
Biirosu Miidiresi Bayan Fatma Bengi-
su Tiirkiye'de hemgireligin ~ durumu
hakkinda konferanslar vermistir. Da-
ha sonralari bu ayhk kiiltiirel toplanti-
lar terkedilmis; onun yerine ayda bir
biitiin dyelere mahsus yemekli toplan-

bile satilmigtir. Ayrica birgok Ameri-
kan gazeteleri bu kitaba atfen Tiirk
yemek terifeleri bastirmiglardir.
Dernegin kayda deger diger bir t-
egebbiisii, 1951  baharinda Dil Tarih
fakiiltesinde agmis oldugu Tiirk eligleri
ve kiyefetleri sergisi olmustur. Halen
Istanbul'da Giizel Sanatlar Akademisi-
nin Tirk sanatlar branginin direktorli
giinii yapan Kenan Ozbel'e ait olan bu
enfes koleksiyon, o zaman ilk defa hal-
kin huzuruna ¢ikmugti. Degerli ressam
ve sanat tarihgimiz Kenan Ozbel, tam
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nun toplantilarinda bir yandan anane-

cirlars facadilickan didar

tilar yapilmaga baglanmistir. Denilebi- 55 cone miiddetle her cesil k
lir ki ilk haclanoicta daha hariz  hir 00 meie e Ll owe

vi mildvimizin

Fig. 4. Akis, 3 iulie 1954. (Nota: dansatoare turce si americane interpretand
dansurile noastre nationale, le puteti deosebi unele de altele?)

Anii 1980: O NOUA ABORDARE A NATIUNII-STAT SI A REPREZENTARII MEDIULUI
URBAN

Fig. 5. Ansamblul Turc de Dansuri Traditionale de Stat, Ciftetelli, 1983,
Radioteleviziunea Turca

In cele din urm3, dansul Ciftetelli, reimaginat, si-a ocupat locul pe scena
nationald, interpretat de Ansamblul Turc de Dansuri Traditionale de Stat in 1983.
Ansamblul a fost fondat Tn 1975 sub patronajul Ministerului Turismului si
Promovarii, care a devenit mai tarziu Ministerul Culturii si Turismului, marcandu-
se astfel prima conexiune semnificativa cu guvernul. Dupd aceasta perioada, in
special dupa anii 1980, guvernul si-a asumat un rol mai pregnant ca partener pe
piata tot mai dezvoltatd a dansurilor traditionale, punand accentul pe colaborarea
dintre sectorul public si intreprinderile private, care incepuse poate chiar Thainte

de anii 1950.
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Pe parcursul anilor 1970 si 1980, s-au rdspandit polemici despre
nautenticitate” in punerea in scena a dansurilor traditionale, despre ,,puritate”
muzicald, continutul programului Radioteleviziunii Turce si,,curatenia’” modelelor
combinate cu stilul arabesc. Toate acestea se datorau conceptului de
nationalitate, initial separat de continutul religios de catre Republica, reunit cu
elemente spirituale in anii 1970, conducand spre o perspectiva a nationalului si
religiei ca ,,esenta”. Politicile culturale ale guvernelor populare nationaliste si
Islamiste, care sustineau intoarcerea la traditie, au influentat dezbaterile
academice despre autenticitate. Tn pofida misiunii Ansamblului Turc de Dansuri
Traditionale de Stat de a,,crea un nou mediu scenic fiind fidel esentei dansurilor
traditionale, intr-o interpretare contemporanad, dar fard a le prejudicia esenta si
aspectul formald” (Kurt, 2013: 13), coregrafiile sale au fost primite cu critici.

In noile aranjamente ale dansului Ciftetelli ,,zona abdomenului si taliei este
acoperitd de costum, iar dansul din buric este eliminat, in pofida stilului cizelat al
miscarilor umerilor si soldurilor. Miscarile in stil de balet executate de dansatorul
solist si de grup sunt o versiune profesionistd si rationald a dansului Ciftetelli.”
(Shay, 2002: 195) Dupa ce coregrafia a fost prezentata masiv pe ecranele
Radioteleviziunii Turce, s-au fdcut auzite si discutii din comunitatea dansului
traditional:

,»,Dacd dansurile Bar si Zeybek pot fi combinate perfect, este o chestiune

artistica pe care nu e atributia noastra sa o apreciem. Totusi, crearea unor

tipuri de Ciftetelli din dansuri traditionale anatoliene, care numara cateva

mii, pentru divertismentul proprietarilor de terenuri, este un eveniment

artistic uimitor... Cu noi aranjamente scenice, nimeni nu are dreptul sa ne

impinga dansurile catre dansuri de palat ca ¢engi, kécek si Ciftetelli,

influentate de culturile araba, persana si bizantina. Nici nu exista o

necesitate de a ne apleca spre dansurile din buric pentru a obtine

popularitate externa. Faptul ca Ansamblul Turc de Dansuri Traditionale de

Stat a abordat stiluri si experimente arabesc intr-o perioada in care TRT a

interzis muzica In genul arabesc este intr-adevar demn de atentie”

(Baykurt, 1988: 58-59).

Asemanator lui Baykurt, alta opinie adauga:

,»,Sa etichetam muzica si dansul ,,Noptilor andaluze” drept dans traditional

turcesc ar fi o mare nedreptate. In ce art3 folclorica si in ce regiune Tsi are

originea costumul sumar al concubinelor de la curte? Raspunsul la aceste

intrebari s-ar putea sa nu fie foarte simplu” (Bulut, 1983: 2).

Tinand cont de climatul politic si cultural in care au aparut aceste critici, accentul
pus pe termeni ca ,palat, concubine, arab, persan, bizantin, proprietari de
terenuri, arabesc” era crucial. Fluxul politico-cultural, franat de lovitura de stat din
1980, si-a reluat cursul prin sinteza turco-islamica, iar otomanismul, esenta
sintezei, a Tnceput sa fie socializat. Situatia a creat totodata un sol fertil pentru o
critica tot mai acerba la adresa Republicii, care a operat o ruptura categorica de
trecutul ei otoman. Tn acest context, artistii si figurile culturale s-au axat tot mai
mult pe teme de memorie, autenticitate si polemici despre ce anume este
universal, local si national, in paralel cu o re-evaluare a culturii otomane.
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Organizarea unui bal la Palatul Yildiz Th 1986 de cdtre sotia prim-ministrului, cu
decor si costume din epoca otomana, exemplifica trendul emergent al noului
otomanism, reflectand o dorinta de a se reconecta cu si a sarbatori trecutul
otoman. Acest interes crescand pentru motivele si temele otomane indica o
mutatie culturala semnificativa si o resurgentd a aprecierii pentru mostenirea
otomana. Neo-Otomanismul care persista din perioada post-1980 personifica
,»fuziunea pluralismului otoman traditional cu multiculturalismul modern liberal”,
aducand o abordare care favoriza incorporarea si integrarea identitatii imperiului
printre valorile contemporane (Bayram, 2020: 29). Coregrafia dansului Ciftetelli
realizatd de ansamblul de stat pune in lumina o fateta innoita si conservatoare a
nationalismului, subliniind o revigorare a elementelor culturale otomane in
contrast cu perspectiva kemalismului. Aceastd abordare cauta sa rafineze
Ciftetelli, diferentiindu-l de dansul din buric. Aceasta interpretare respectd scopul
guvernamental de a imbina idealurile Turciei republicane cu mostenirea sa
islamica otomand, o viziune care a castigat claritate dupa anul 2000. in plus,
spectacolul de dans din buric transmis de Radioteleviziunea Turca in Ajunul Anului
Nou, din 1981 pana spre finalul deceniului, a scos in evidenta diferenta dintre
dansul din buric oriental si coregrafia Ciftetelli. Ambele stiluri includ miscari
corporale controlate si Tmbracaminte sumard; totusi, (Ciftetelli prezinta o
coregrafie de grup, In timp ce dansul oriental pune accentul pe improvizatia solo

(v. Fig. 5, Fig. 6).

Fig. 6. Nesrin Topkapl, spectacol de dans din buric oriental, 1981,
Radioteleviziunea Turca.

CONCLuzII

Rezumand, (iftetelli este un dans modelat de evolutia contextului
identitatii si nationalismului turc, manifestat in formele sale repetitive. A generat
discutii complexe despre corpul feminin, secularizare, ideologie, si comercialism.
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Coregrafia Ansamblului Turc de Dansuri Traditionale de Stat, implicand exclusiv
dansatoare, costumate in asa fel incat sa evoce un harem otoman respectabil, dar
totusi intr-un spatiu lipsit de barbati, infatiseaza aceasta complexitate.
Spectacolul incepe cu un dans de grup, dupa care dansatoarele se aseazad intr-un
semicerc pentru a privi o solistd, punand astfel in evidentda atat expresii
individuale, cat si colective.

Dacd ne intoarcem la intrebarea: (iftetelli este al nostru sau nu?,
consideram ca termenul ,,al nostru” folosit aici are un continut diferit in functie de
perioade, atat in constructele ideologice repetitive ale puterii si in ideile
fncorporate care sunt consolidate si transformate de cdtre discursurile puterii.
Pozitionarea pasivad a femeilor in acest continut innoit al termenului ,,al nostru”
ne ingreuneaza citirea naratiunilor istorice ca pe un discurs al eliberarii.
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