CONTESTATIONS, CONFLICTS AND MUSIC-POWER: MEVLEVI SUFISM IN THE
21T CENTURY TURKEY

A THESIS SUBMITTED TO
THE GRADUATE SCHOOL OF SOCIAL SCIENCES
OF
MIDDLE EAST TECHNICAL UNIVERSITY

BY
NEVIN SAHIN

IN PARTIAL FULFILLMENT OF THE REQUIREMENTS
FOR
THE DEGREE OF DOCTOR OF PHILOSOPHY
IN
THE DEPARTMENT OF SOCIOLOGY

FEBRUARY 2016






Approval of the Graduate School of Social Sciences

Prof. Dr. Meliha Altunisik
Director

[ certify that this thesis satisfies all the requirements as a thesis for the degree
of Doctor of Philosophy.

Prof. Dr. Sibel Kalaycioglu
Head of Department

This is to certify that we have read this thesis and that in our opinion it is fully
adequate, in scope and quality, as a thesis for the degree of Doctor of
Philosophy.

Assoc. Prof. Dr. Mustafa Sen
Supervisor

Examining Committee Members

Assoc. Prof. Dr. Zana Citak (METU, IR)
Assoc. Prof. Dr. Mustafa Sen (METU, SOC)
Assoc. Prof. Dr. Cenk Gliray (YBU, MUS)
Assist. Prof. Dr. Yelda Ozen (YBU, SOC)

Assist. Prof. Dr. Cagatay Topal (METU, SOC)






I hereby declare that all information in this document has been obtained
and presented in accordance with academic rules and ethical conduct. I
also declare that, as required by these rules and conduct, I have fully cited
and referenced all material and results that are not original to this work.

Name, Last name: Nevin Sahin

Signature:



ABSTRACT

CONTESTATIONS, CONFLICTS AND MUSIC-POWER: MEVLEVI SUFISM IN THE
21ST CENTURY TURKEY

Sahin, Nevin
PhD. Department of Sociology

Supervisor: Assoc. Prof. Dr. Mustafa Sen

February 2016, 232 pages

Established as a Sufi order in central Anatolia following the death of Rumi,
Mevlevi Sufism has influenced the spirituality of people for over 8 centuries.
Having strong ties with the Ottoman state, Mevlevi Sufism gradually moved
from a Sufi order into a historicity subject to museumification, cultural heritage
of national and international value, and stage performance for tourist
attraction. This transition was triggered by the law no. 677 implemented in
1925 for the closure of Sufi lodges and convents. Bringing the dervish lineage
and Sufi service to an end, the law also played role on the contemporary
discussions regarding Mevlevi Sufism. While practitioners of Mevlevi music
reject a Mevlevi identity, the state embraces Mevlevi Sufism with a claim of
state visibility in issues like cultural heritage and spiritual tourism. This duality
between the state and practitioners on the one hand reflect the conflicting
modes of spirituality within the order, and on the other hand affect the
contemporary controversies concerning the claim of conserving the centuries
old tradition. The data collected through an ethnographic field research of 15
months among Sufi circles and performances in different parts of Turkey and

Europe reveal that state institutions, non-governmental foundations,



entrepreneurs, stage performers and the audience as actors are politically
involved in the field of struggle for power in Bourdieusian sense over the sema
field. The interplays of power reflect the circularity of Mevlevi Sufism which is
influenced by even the earliest religious practices and is embodied in the

circular movement of whirling dervishes.

Keywords: Mevlevi Sufism, Whirling Dervishes, Music-power, Cultural

Heritage, Consumerism



0z

CEKISMELER, CATISMALAR VE MUZIK-IKTIDAR: 21. YUZYIL TURKIYESI'NDE
MEVLEVILIK

Sahin, Nevin
Doktora, Sosyoloji Bolimii

Tez Yoneticisi: Dog. Dr. Mustafa Sen
Subat 2016, 232 sayfa

Mevlana’'nin ardindan Anadolu’da kurulan ve Osmanli devletine yakin duran
Mevlevilik, 1925 tarihli tekke ve zaviyelerin kapatilmasi kanununun etkisiyle,
bir tarikattan miizelestirilen bir tarihi degere, ulusal ve uluslararasi bir kulttr
mirasina ve turistleri etkileyen bir sahne performansina déniismiistiir. Hem
dervis silsilesi hem de dergah cilesi kesintiye ugramistir ancak tartismalar
sonlanmamistir. Miizigini icra edenler Mevlevi kimligini reddederken devlet
Mevleviligi kiiltiirel miras ve manevi turizm diizeyinde kucaklamaktadir.
Icracilar ve devlet arasindaki bu ikilik gelenegi muhafaza etme iddiasina iliskin
uzlasmazliklara da isaret etmektedir. Tiirkiye ve Avrupa’nin farkli yerlerinde
15 ay siiren etnografik saha arastirmasiyla derlenen veri, devlet kurumlarinin,
vakif ve derneklerin, girisimcilerin, sahne sanatgilarinin ve seyircilerin sema
meydanindaki Bourdieucu iktidar miicadelesine katildiklarim1 ortaya
koymaktadir. S6z konusu iktidar etkilesimleri, Mevleviligin en eski dini
pratiklerden etkilenmis olan ve semazenlerin devirlerinde viicut bulan

dongiiselligini yansitmaktadir.

Anahtar Kelimeler: Mevlevilik, Semazenler, Muzik-iktidar, Kiltiirel Miras,

Tuketim
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CHAPTER 1

INTRODUCTION

Now listen to this reed-flute’s deep lament
About the heartache being apart has meant
(Masnavi, Book 1)

The global turmoil of the 21st century, crystallized for most in 9/11, brought
together the lament for religion, especially for Islam which was detached from
its roots and all of a sudden became associated with terror in the eyes of those
left heartbroken if not dead. Semitic religions have for long lost their meaning
for the new generations in the West whose past were dominated by wars, while
religious traditions of the East have gained trendy and cool meanings. With the
East and the West getting intertwined, the borderline between sacred and
secular getting blurred, religious rituals turning into secular events of cultural
heritage, and secular states becoming pro-religion, sociology of religion

becomes crucial in understanding the daily controversies of modern societies.

The hot agenda of politics related to the sectarian conflicts and Islamophobia
tends to occupy more space in the minds of researchers than the mild
significance of religion in the cultural domain. Although not directly touching
upon religion, Bourdieu by complaining that he will be blamed for exaggeration
if he says culture is in danger (2003: 64), attracts attention to culture, turning

his lantern towards the dimmed topic. The same light illuminates John Street’s



claim that although not an entirely new argument, politics of music is a
neglected one (2012: 1). This claim is echoing Martin Stokes, who was also
disturbed by the “tone-deafness” of anthropology towards music (1994: 1) and
even Jacques Attali, blaming the Western knowledge for only looking upon the

world in an effort to understand, not listening to the audible (2003: 3).

It has been decades since the silence of music in social sciences was recognized,
but there are still many points arousing curiosity concerning music especially
in relation with religion and power. The sound of the reed-flute (ney) has been
heard behind the whirling dervishes of a Sufi order attached to the teachings of
the Persian poet and mystic, Rumi (Mevlana) for centuries. Although the
mystical practices of Mevlevi Sufism have virtually ceased to exist, the order
keeps filling the backstage of the religious, cultural and political agenda of the
21st century Turkey. This dissertation aims at listening to the ney behind and
understanding the current representations of the old order of Sufism through
an ethnographic lens. How have the understandings and practices of Mevlevi
Sufism occurred and transformed throughout the republican period of Turkey?
How is Mevlevi Sufism being re-produced and consumed today in the Turkish
context? How do the “official Mevlevis”, who are employed by the Ministry of
Culture and Tourism and other state institutions as semazen (whirling
dervishes) and mutrib (musicians), and the “unofficial Mevlevis”, who perform
the rituals as members of Mevlevi foundations and associations, perceive and
interpret Mevlevi Sufism today? How is the state represented in performances
and practices of Mevlevi Sufism and how are the dynamics of power relations
displayed within the Mevlevi context? With historical and self-reflexive
perspectives,  sought answers to these questions in an effort to understand the
contestations and controversies of religion, music and power behind

contemporary Mevlevi Sufism in Turkey.



1.1. From Personal Experience to Academic Interest

2004 was a significant year for Turkey in terms of cultural tourism. First of all,
Sertab Erener brought the first and ever Eurovision championship to Turkey
with her song “Everyway that I can” in 2003 and thanks to her success, the
contest took place in Istanbul in May 2004. This was one great opportunity for
the country in terms of touristic representation. The Ministry of Culture and
Tourism put great effort in representing the country’s cultural and touristic
features with a reception for the contesting countries in Dolmabahge Palace,
presents including souvenirs for the delegates of these countries, and 46
postcards from different parts of the country to be shown before the
performances of each country (Selcuk, 2004). The performances throughout
the contest also carried an effort to contribute to touristic appeal. The
performance of Anatolian Fire, which is a modern dance show including local
themes and figures from Anatolian folk dances with peculiar music, before the
results of voting, was appreciated by the audience (Ustiinel, 2004). My own
interest in this contest was due to the fact that Sertab Erener was my favorite

singer by then and I was fond of opportunities to listen to her.

What was striking concerning Sertab Erener’s opening performance was her
insistence on accompany of whirling dervishes. She performed a medley
including the winning song and the more operatic “Leave”, the original version
of which was released in 1999 with the title “Ask”. The vivid and rhythmic song
was accompanied by belly dancers as was in the performance in Riga back in
2003, and the lyrical ballad with Sufi connotations (Vicente, 2007: 234-235)
was accompanied by female and male whirling dervishes. Sertab Erener’s
preference of female whirling dervishes led to a bureaucratic crisis, which
could only be solved days before the contest. The general coordinator of the

contest, Biilent Osma, argued that they did not favor female whirling dervishes



as it is not in line with the tradition but they decided to have both male and
female dervishes as it was only a show, not a religious ritual. The decision was
taken due to the fact that Sertab Erener insisted on female whirling dervishes,
and the crisis was over as “the general director of National Radio Television
Broadcast Institution (TRT), Senol Demir6z is a tolerant person and Sertab

Erener is a wise artist” (Altuntas, 2004).

Although the bureaucratic crisis was over, the institutional debate did not
cease. The vice president of International Mevlana Foundation, Esin Celebi told
that Sertab Erener was informed on the fact that women can also whirl but it is
not appropriate to have men and women whirling together. She confessed their
sorrow because Sertab Erener insisted on her fault (Giilmez, 2004). Another
member of the foundation, Isin Celebi once more emphasized that whirling is
not a show but a ritual. She said Zeki Miiren and Madonna consulted them years
ago on having female whirling dervishes with colorful dresses in their
performances, their elders told them the meaning of whirling ceremony, and
both Madonna and Zeki Miiren quitted the idea of whirling in their stage shows
(Haber Vitrini, 2004). For many people, and for me as a young undergraduate
raising initial interest in social sciences, this whirling dervish crisis was the
first largely recognized debate over Mevlevi Sufism in the context of popular

culture.

Whirling dervishes have long been recognized in Konya due to the fact that
Rumi’s mausoleum is located there and the first ever Mevlevi rituals took place
there. The year 2004 was as significant in Konya as in Istanbul due to the
opening ceremony of Mevlana Cultural Center (Vicente, 2007: 153-183), which
was built by the municipality solely for whirling ceremonies taking place
regularly since 1950s. The opening ceremony took place on Sunday, December

12, with fireworks and an excessive crowd which could be compared to the



actual Seb-i Arus (Wedding Night) celebrations on December 17. The Prime
Minister Recep Tayyip Erdogan was there to honor the opening ceremony and
was being applauded by the crowd while he was crossing the stage where the
whirling ceremony was to take place. Victor A. Vicente felt shocked on seeing
the prime minister’s “inappropriate behavior to cross the semahane in a linear
way” as only the postnisin, the dervish with hierarchically highest position
representing Rumi on the meydan, is the only person traditionally allowed to
do so (ibid. 159).1 He was also astounded by the emcees’ warning the audience
to respect the sacred ritual by turning off cell phones, not using cameras, not
applauding and not leaving seats so as to secure the tranquility of the
ceremony. He was “struck by how far the secular government has gone to

promote the sacredness of this event” (ibid. 160).

The relationship of the state and Mevlevi Sufism that struck Vicente, attracted
my attention first in 2009. [ was already a member of the Mevlevi music circles
in Ankara since 2007, performing my frame drum and kudiim, and even my oud
when there was no other player to perform a plucked string, so | was already
familiar with the music of the ritual and some musicians who were employed
by the Ministry of Culture and Tourism. However, until the state ceremony in
the garden of CerModern organized for Ramadan, [ did not pay any attention to
the state in the context of Mevlevi Sufism. I was just accepted to the PhD
program with my research proposal on the transnationalization of Mevlevi
Sufism and was lucky enough to attend this event for celebrating my academic
performance with my musician professors, some of whom were to perform that

evening.

1See Appendix 1 for the details of the Mevlevi ritual and musical composition named Mevlevi ayini,
including the related sections of the dervish lodge, different missions of dervishes involved in the
ritual, different parts of the ritual and features of the composition performed to accompany the
ritual.



CerModern was previously an atelier where trains were maintained (with the
previous name Cer Atélyeleri, meaning traction workshops) and was
abandoned for years before it was restored by the ministry. At the very center
of the city, the turning of this abandoned atelier into an art gallery was really
good news for the residents and the audience was enthusiastic for the open air
Ramadan event there, including one Mevlevi ayini in makam Acemasiran on the
Monday evening, September 14. The Prime Minister Erdogan was among the
protocol, and unfortunately he was about 45 minutes late for the performance.
As it has become a state tradition to delay performances until the protocol
arrives, the state musicians were made to wait for the prime minister on stage.
The weather was windy and the instruments were going out of tune, the
audience was getting angry with the delay and the applause accompanied the
rumble as the disappointment of the delay grew bigger and bigger. The
organizers were trying to calm the audience down by making the neyzens
(reed-flute players) improvise. As ney is associated largely with mysticism,
Sufism and religious ritual, it is common to listen to the ney silently. The
audience immediately stopped clapping their hands once they heard of the ney.
The neyzens were not happy performing politically to “shut the audience down”
and the musicians were also rumbling as some of them came from other cities
that day and were actually tired. Eventually the prime minister arrived, walked
among the audience towards the front with laud applause by standing
audience, just like in the ceremony Vicente observed, and the performance
began with a calm atmosphere. Unfortunately I had a presentation early in the
morning the other day, so I had to leave the event before the ayin started. I was
so occupied by my presentation that I could not realize the importance of my
experience in understanding Mevlevi Sufism in the Turkish context in the 21st

century.



This discrete event did not inspire me concerning my research that day. But |
was still aware of the significance of the topic in terms of cultural heritage and
popular culture. The year 2007, as being the 800th anniversary of Rumi'’s birth,
was celebrated globally as the Mevlana year, facing hundreds of events
including whirling ceremonies, Mevlevi Sufism themed concerts, album
releases, book publications, art exhibits... Only a few years later, 2010 was
celebrated as Istanbul European Capital of Culture, which of course included
several events related to Mevlevi Sufism. Year 2012 faced international
celebrations promoted by UNESCO related to Mevlevi Sufism again, this time
under the title Itri year, referring to the 300t anniversary of the Mevlevi
composer Buhurizade Mustafa Itri's demise. Having such an enormous cultural
context, Mevlevi Sufism would offer me fascinating research opportunities so
as to discuss issues on transnationality, globalism, popular culture, cultural
heritage policies, consumerism, state and power relations. Besides the
abundance of research topics, Mevlevi Sufism would also offer me the music
that I liked to hear, perform and enjoy, which touched my soul as the breath
through ney touched the audience in CerModern. Whirling around topics
related to Mevlevi Sufism and its music, I detached myself from
transnationality as a key concept and moved closer to power relations

throughout my field research in 2013 and 2014.
1.2. The World is Whirling: Context of the Research

Frankin Lewis in his extensive study on Mevlevi Sufism, starts by referring to
the Rumi casettes; the Americans who got stressed during rush hour traffic jam
would try to tranquilize themselves by listening to the mystical poems of Rumi
(2010: 31). This integrity of a medieval Middle Eastern poet to the modern
everyday life of 20t century North America actually has its roots in the history

of Sufism and its relationship with the normative religion.



When digging into the history of religions, it is inevitable to come across a
different religious realm before the emergence of monotheistic religions. The
deities were believed to have the ultimate knowledge of nature, and the only
way to get in touch with deities was through knowledge itself. Music was
largely benefitted from in order to gain an understanding of nature, as in
Pythagoras’ (6th century BC) theory which finds ratios between frequencies of

musical notes and the distance between planets and stars.

Pythagoras’ theory was related to the idea that the world is a miniature of the
universe and reaching the knowledge of the universe can be a tool for
purification of the soul. The notion of purifying the soul was borrowed from
Orphism, which as a belief system was affected by the images of the Ancient
Greek and Anatolian gods (Betegh, 2014: 159-166). The Anatolian goddess
Cybele, together with taming wild lions, ruled music and was depicted with two
musicians in a Phrygian sculpture (12-7th centuries BC) (Alp, 1999: 37). The
Greek god of grape harvest, Dionysus was worshipped with rituals of music and
dance (8th-1st centuries BC). The Greek god of wisdom, Apollo connected
himself with nature through his lyre (Giiray, 2012a: 28-29). Furthermore,
Orpheus who was claimed to be the son of Apollo was depicted as a musician

ruling the nature by Shakespeare in his 1623 dated play Henry VIII:

Orpheus with his lute made trees,
And the mountain tops that freeze,
Bow themselves when he did sing:
To his music plants and flowers
Ever sprung; as sun and showers
There had made a lasting spring

This divine connection between nature and music was theorized by Greek pre-
Socratic philosopher Empedocles (5% century BC) in the theory of classical
elements. The immortal elements of earth, water, air and fire according to his

theory combined in definite ratios so as to form the universe and its harmony



in musical sense. The idea that the soul could reach immortality through the
divine knowledge of nature was also paralleled in the Croton school of
philosophy founded by Pythagoras and this knowledge was delivered through

certain rules of dance and music.

The idea of immortality also touches upon Gnosticism, according to which
there are gods of infinity, and esoteric knowledge is sought in order to reach
oneness with these gods. According to Eliade, Gnosticism might re-emerge in
all religious structures in a cyclic manner (2003: 340). The priority of exoteric
knowledge in monotheistic religions exists in touch with revelations, which
relate to esoteric knowledge. The idea that the soul was separated from god
and will return to its roots through eternal knowledge points to the cyclic
reemergence of Gnosticism, and is closely connected with the circular structure
of rhythm, music and dance. The background information on ancient religions
accompanies the fact that whirling was a common ritual practice back in
ancient Anatolian and Greek belief systems (Giiray, 2012a: 7). At this point, it
is of crucial importance to remember that Rumi’s Masnavi carries traces of the
ancient belief systems and mythologies. The song of the reed, for instance, is
actually a remake of the story of King Midas with the donkey’s ears. Schimmel
is not surprised that Konya is a close town to Gordion, King Midas’s old
residence, and that ney has gained popularity in the lands where the Phrygian
flute had been famous since Greek times (2004: 334-335).

In the context of Islam, Sufism (tasavvuf) is claimed to have emerged either
during the time of Prophet Mohammad (Schimmel, 2004: 27) or during the 8t
century with Abu Hashim of Kufa (d. 776). Because the Sufis of the time used
to wear woolen clothes as a sign of asceticism and clearing themselves from
worldly wealth and joy (Kara, 2011: 27), the roots of the word Sufi was sought,
together with Arabic sfw and Turkish saf meaning pure (Atay, 2012: 16-17), in



the Arabic word suf, meaning wool. According to Karamustafa, for instance, the
term Sufi emerged to separate the renunciants wearing wool from others who
wore clothes made by other material, and Sufis kept being referred to as zahid,
nasik and abid until the meaning of the word Sufi changed from “wool-wearer”
to “renunciant, devoted, mystic” (2007: 1-7). However, as stated above, the will
to reach the divine knowledge of nature might as well have resulted in the
usage of woolen clothes by Sufis as there was such a connection between
spirituality and woolen clothes much before the emergence of Islam (Lings,

1977: 46).

Starting from the 8% century, normative Islam and Sufism positioned
themselves against each other and the historical process of this conflict might
well shed light on the rise of Sufism in modern world. During the Umayyad
caliphate, due to the resentment of Muslims from the extravagance of the ruling
dynasty and to the reactions against the legalistic and normative Islam of the
ulema, the scholarly clergy who remained on the side of the court (Schimmel,
2004: 29-30), Sufism emerged in the late 8th century. Against the normative
Islam which was repressive on communal basis, Sufism emphasized the private
aspect of religious experience, and in this sense it is inevitable to accept that
Sufism reflects Gnosticism in terms of the relationship between exoteric and
esoteric knowledge. While the Islamic scholars represented the exoteric and
formal knowledge of Islam and strove to regulate the community of believers,
the esoteric knowledge of Sufism possessed by Sufi masters grew as an

alternative (Atay, 2012: 17).

The conflict between formal Islam and Sufism resulted mainly in repressive
policies of the ulema such as prohibiting dance and music for being haram
regardless of the practice of Prophet Mohammad (Uludag, 2005: 39-84). As in

the case of Hallaj al-Mansur, who said En el-Hak (I am God) and was executed
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by the ulema (Kara, 2011: 23), the conflict sometimes moved towards
extremes. While En el-Hak was an extreme expression in depicting the reunion
in God in this case, execution was an extreme implementation in return. In the
late 11th century, with the effort of Imam al-Gazzali (d. 1111) the conflict
started to resolve and Sufism gained a new position against normative Islam.
Although there remained extremities on both sides, Sufism now was positioned
as complementary, instead of contradictory, to the formal religion of ulemas
(Atay, 2012: 18-19). Rumi was a Sufi who lived during this reconciliation
period; the timelessness and vividness of his sayings might as well touch upon
the positive aura of the reconciliation. Gathering all the mystical knowledge
and practices back in centuries, Mevlevi Sufism which was established after
Rumi unsurprisingly embraced whirling as a ritual for prayer (Schimmel, 2004:
179-180). Of course the climate was not soft and mild in every Sufi order. The
Nagshbandiya, which took its name form a 14th century Sufi, practiced Sufism
according to the Sharia and is sometimes claimed to be “the order of the Ulema”
(Algar, 1976: 140). Within the context of Islamic mysticism, the Mevlevi order
kept to be one of the mildest as it welcomed even total outsiders under the
name muhip (lover); they weren’t supposed to practice any of the challenges
while they could still enjoy the rituals (Halet Celebi, 2006: 103-105). This
mildness played role in the state’s attitude towards Mevlevi Sufism; while Sufi
orders that were found radical by the state were cut off, Mevlevi Sufism was
usually regarded as mild enough to be tolerated as it posed little or no threat

to the state power compared to the radicals.

Despite the efforts of some Sufi masters for reconciliation, there remained a rift
between the formal Islam of the ulema and the mystical Islam of the Sufis
mainly because of a struggle for power and influence (Atay, 2012: 20). We can
see a rift between the two in the case that the ritual of the Mevlevis, sema was

regarded as haram by the ulema (Halet Celebi, 2006: 129). Looking at the 21st
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century Turkey, we can recognize the existence of a similar rift between formal
Islam and Sufism embodied within the state. Once the republic was established
as a secular state, one of the first executions of the state was to put formal
religion under state control by the Presidency of Religious Affairs which was
founded on March 3, 1924. The relationship of the new state with formal
religion resulted in outlawing of Sufi orders with the law no. 677. Accepted on
November 30, 1925 and implemented on December 13, 1925, the law dissolved
all Sufi orders within the borders of the country and closed all local and central
dervish lodges. Sufi orders legally ceased to exist due to this law but there
emerged a variety of legal structures like foundations and faith-based
organizations. Right wing governments on the one hand associated themselves
more into an Islamic identity and on the other hand promoted Sufism by
opening Sufi tombs and shrines since 1950s (Summer-Boyd & Freelay, 1989:
257). This changing attitude was again related to the mildness of Mevlevi
Sufism, which can be observed in the privilege the Konya Lodge enjoyed. Giilen
Movement,? the leader of which is associated with Rumi (Michel, 2007) besides
the promotion of Mevlevi Sufism under the association named Rumi Forum in
the United States, for instance, supported the ruling Islamist-rooted party of

today back in early 2000s. The 2013 corruption crisis3 resulted in the break of

2 Hizmet Movement or Giilen Movement is comprised by the followers of Fethullah Giilen, who was
a follower of Said Nursi, a Sufi critical of Sufi orders. Although Giilen Movement is mainly a faith-
based organization with neoliberal entrepreneurs in different sectors like education and broadcast,
the organization is resembled to a Sufi brotherhood in the popular culture, sometimes referred to
as Cemaat (community of the order) and tarikat (Sufi order) (See Sen, 2007).

3 On the last day of the Seb-i Arus Festival in Konya in 2013, tapes related to several ministers
embezzling money were leaked and a thorough investigation on bribery was initiated by a
republican prosecutor. Some of the ministers resigned and on December 25, the new cabinet was
announced. The investigation resulted in the liberation of all detainees in 2014. The investigation
was interpreted by the Prime Minister Erdogan as a “juridical coup”, and Giilen Movement was
blamed for manipulating the police and being backed by foreigners who were jealous of his success
(The Guardian, 2014).
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friendly relationship between the government and the Cemaat. Recently, the
supporters of the ruling party started asking the government to legislate away
the law no. 677 and regain control over Sufi orders, targeting the Cemaat.*
Interpretation of Giilen Movement as a state project (Sen, 2007) also gives an
idea related to the interplays of power in the religious domain in and by the
state. Mevlevi Sufism with its ritual officially supported by the state and with
its stable positionality towards the state despite changing power dynamics,
thus, fits into the debate on power relations and the state in 21st century

Turkey.

Turning back to the history of Islamic Sufism, we can have hints concerning the
popularity of Mevlevi Sufism in the West. Thinking in Marxist concepts, the
mystical character of commodities and the resemblance of fetishism to religion
(Marx, 1990: 164-65) gives an idea about the possibility of the
commodification of religion. To clarify this point, it is also necessary to touch
upon the Weberian approach to religion. According to this approach, the
Protestant work ethic led to the rise of worldly values; working hard in this
world would be awarded with heaven after death, thus wealth became the
target instead of religious virtue (Weber, 2005: 108-115).> This change in the
approach towards religion was reflected in the change from production to

consumption.

According to Vincent Miller, “contemporary religion has been transformed into

a narcissistic, therapeutic enterprise by generations of rootless ‘seekers’ who

4 Twitter caption, October 29, 2015.

5 It should be kept in mind that even in Weber’s own analysis the Protestant morality was not the
one and only factor leading towards capitalism, the work ethic was instead part of a causal chain
throughout history which led towards the emergence of modern capitalism, which is actually in
dialogue with Marxist ideas (Swatos, 1995: 50).
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lack allegiance to religious institutions or communities” (2012: 85).
Consumerism in touch with this feeling of rootlessness nourished the
mysticism market especially in the West. People getting exhausted by the
demands of puritan religion as well as their competitive job environment,
decided to turn their face to the east, dig into the mystical traditions and

religions in China, India and the Middle East.

In Houston Smith’s 1980 film Islamic Mysticism: The Sufi Way, the overlapping
of zikr sounds of the dervishes and the call for prayer from the mosque is
intoned. Someone passing by the dervishes in zikr attempts to chastise them
for not showing respect to the prayer call as they do not stop chanting, and the
sheikh in response tells him that what he tries to stop is the prayer itself. What
Earle Waugh sees in this scene is that the way Sufism confronts formal Islam is
the actual way the West wants to see Islamic mysticism (2014: 57-58).
Although that way of appearance on the film is not fictitious in the context of
Islam due to the fact that the first Sufi traditions emerged as reaction to the
misbehavior of the representatives of the official religion, the film helped
create an illusion of militant Islam and pacifist Sufism concerning the Moroccan

context, where the case is actually just the opposite (Waugh, 2014: 58-65).

It is clear that the same illusion is benefitted in translations of Rumi. In 1995,
Coleman Barks published his version of Rumi translations which immediately
became a bestseller. The problem with The Essential Rumi was that Barks
neither read nor spoke Persian and he only domesticized the existing
translations in English with little academic and linguistic value. But the text
addressed to the American consumer so well that not only his poems but also
fictionalized biographies of Rumi became popular afterwards (Furlanetto,
2013: 201-203). Compared to the translations of Rumi into French, a country

with history of Muslim colonies, which do not hesitate to show the historical
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connections of Mevlevi Sufism and Islam, the English translations especially in
the United States de-Islamize Rumi’s identity so as to make his poetry more and
more popular (Elmarsafy, 2013: 264-265). This differentiation between
normative/militant Islam and Islamic mysticism calling for peace and
tolerance/pacifist Sufism especially gained importance after 9/11 which was
also regarded as a “clash of civilizations”, pulling normative Islam closer to
terrorism and putting clear-cut borders between religion and Sufism. Elif
Shafak’s novel, Forty Rules of Love (Ask in Turkish translation) came out in such
an environment and became a quick bestseller thanks to the representation of
the division between Islam and Sufism and putting Rumi on the latter edge,
“Americanizing” him (Furlanetto, 2013: 204-205). Surprising enough, the
novel became a bestseller in Turkey after the US, signaling the same need for
separating Sufism from normative Islam and that consuming Sufism is also in

rise in the Turkish context.

1.3. Literature on the Sociology of Mevlevi Sufism in Modern Turkey

The context of the research which has reflections from the millennia of
religious history and which touches both upon power relations and
consumerism, relates to the Turkish context in a narrower sense, where there
is an abundant literature on Rumi and Mevlevi Sufism. Especially during 2007,
which was announced as Mevlana Year by UNESCO, an enormous number of
books, theatre plays and musicals, CDs and concerts came out for celebrating
the 800t anniversary of Rumi'’s birth. As one of the bestselling poets ever, Rumi
has always been a topic of interest for arts and humanities; thus the extensive
literature related to his life and contribution to Sufism at one point necessitated
cataloging, as a result of which bibliographies started to compile as another

literature. This abundance of sources forces me to limit this part of the chapter
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to works related to the sociological analyses of Mevlevi Sufism in Modern

Turkey.

Franklin Lewis’s extensive study (2010) on Rumi in this sense stays as a
touchstone on the path towards understanding Mevlevi Sufism in modern era.
Besides being a biographical-and bibliographical- work, Lewis’s book also
covers the sociocultural context of the United States in the chapter “Rumi-
mania”, and mentions the Turkish context together with contemporary topics

like Rumi’s representations on the internet.

Yaprak Melike Uyar’s research among the members of The Foundation of
Universal Lovers of Mevlana (Evrensel Mevlana Agsiklart Vakfi-EMAV, called
Cagdas Mevlana Asiklart interchangeably) (2009, 2014) has the claim of
bringing a musicological and ethnographic perspective to the commodification
of whirling dervish rituals. Comparing the ritual performance and the touristic
show, she touches upon authenticity, cultural heritage, world music and
commodification. She regards recent representations as a mimesis of the ritual
and takes Mevlevi Music as a new genre under world music no matter how
much connected it is or it can be to the traditional music of the sema ritual,
Mevlevi ayini. She is one of the first researchers concerned with the musical

scene of current representations of whirling dervish rituals.

Hasan Dede, who has the claim of looking after the 700 year old post® from
Rumi’s time (EMAV, 2010), is a controversial figure for allowing male and

female dervishes to whirl together. Several documentaries were shot

6 Post is a ceremonial sheepskin used in sema rituals, connecting directly to the relationship of wool
and Sufism. While the whirling dervishes sit on white sheepskin before and after whirling, the sheikh
uses a red one which is believed to represent Rumi. | was told that the renowned actor Semih
Sergen made the ministry staff dig for a red post all around Ankara before the play Mevlana: Ask ve
Baris Cighgi (Mevlana: Scream of Love and Peace) premiered the state theatre in 2013, because he
wanted Rumi to be represented on stage and this would only be possible with a red post (Fieldnotes,
March 13, 2014).

16



concerning the female whirling dervishes of EMAV (Journeyman Pictures,
2008). Sheenagh Pietrobruno (2015), emphasizing the unofficial (illegal)
status of Hasan Cikar’s usage of the title Dede, combines her ethnographic field
research with internet culture and digital heritage, and concludes that YouTube
produces a living archive of intangible heritage while successfully challenging
gendered narratives proposed by nation states and officially admitted by

UNESCO.

Another study focusing on gender is Catharina Raudvere’s ethnography on
Gonen Foundation (2002). Providing an in-depth analysis of the socio-political
context of the Turkish republic which led to the emergence of this foundation,
she proceeds to her field experience among female whirling dervishes. She
does not hesitate to emphasize the political aspect of Génen Foundation and
cleverly connects the personal side of Sufism with the social side of political
representation of the foundation. Her most insightful observations, however,
cover the female Sufi zikir. Since her fieldwork took place between 1993 and
1998, her work lacks an analysis of the contemporary politics of the country,

which was deeply transformed in the following decade.

One of the first inspiring studies related to social aspects of Mevlevi Sufism was
again supported by the Swedish Research Institute in Istanbul. The
proceedings of the conference held in November 1997, were published in 2001
by the institute and the articles in the book cover a wide range of topics from
the history of Sufism to the music revolution of the republic. Although none of
the articles directly touched upon Mevlevi Sufism and the contemporary socio-
political context, the book still suggests an evolutionary path of discussions

around Mevlevi Sufism in the 1990s.

Following the path opened by Swedish Institute’s proceedings book, Victor A.

Vicente conducted his field research in Turkey in 2004, just before sema was
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put on the intangible cultural heritage list by UNESCO. His observations (2007)
throughout the fieldwork, which coincided the Eurovision Song Contest in
Istanbul and the opening of Mevlana Cultural Center in Konya are crucial
concerning the social and political dynamics surrounding the context of
Mevlevi Sufism in 21st century Turkey. Related to the narratives proposed by
nation states on cultural heritage for recognition by UNESCO, Bahar Aykan
(2012) focuses on three different intangible heritage processes in Turkey,
Mevlevi sema ceremony, Kurdish nevruz festival and Alevi-Bektasi semah
ceremony. Taking the political structure as a basis, she concludes that the same
nationalist agenda of the governing party results in politics of recognition,
nonrecognition and misrecognition in different cases of intangible cultural
heritage. During the research, she conducted interviews with performers of
both sema and semah besides officers of the Ministry of Culture and Tourism

and UNESCO officers.

Besides Vicente, Raudvere and Aykan, whirling performances of contemporary
Mevlevi Sufism in Turkey intrigued other social anthropologists from the West.
Sinibaldo de Rosa (2007) and Eline Hegerstrgm (2012) conducted
ethnographic research in Turkey so as to understand the transformation of
sema from religious ritual to touristic attraction and folkloric performance.
While both researchers mainly focused on Istanbul (EMAV in particular) and
Konya, de Rosa’s research made him move towards Cappadocia and

Hegerstrgm compared performances of Sufis in Bursa and dancers in Antalya.”

7 Unfortunately there were linguistic handicaps in having and overall understanding of these two
works since the former was in Italian and the latter in Norwegian. The information | have concerning
these two ethnographies relies mostly on online translation tools, thus | hesitate to comment on
their analyses of the socio-political context although they both provide a background for the
evolution of whirling into show business. | met Sinibaldo in person and he had moved towards
studying-and performing-the Alevi ritual semah, leaving his experience in Mevlevi sema back, by
then.
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Yet another study on the performativity of Mevlevi Sufism is that of Esra
Cizmeci (2013). She does not openly state among which Sufi group she
conducted her four month field research, but she probably attended
performances of EMAV, which stands out as the most researched
contemporary Mevlevi organization within the literature. In spite of the similar
methodology and findings with Uyar, Cizmeci accepts touristic performances

as contributing to the publicity of spirituality in cultural life.

Together with its music and ritual, Mevlevi Sufism’s central shrine and
monument, Mevlana Museum of today, has recently turned into an academic
interest. Rose Aslan (2014) and Rabia Harmansah and colleagues (2015), deal
with the contestation of space and the politics of museumification of a sacred
place, the former in the context of Mevlana Museum in Konya and the latter in
comparison with Hac1 Bektas Museum in Hacibektas, Nevsehir. The second
paper mainly compares the practices of state officers and visitors in two
museums through the antagonistic tolerance model put forward by Robert
Hayden, coming to the conclusion that it might never be possible to secularize

the unsecularizable.

Concerning the spatial aspect; faith, welfare and tourism are other crucial
points of concern in the context of Konya. Ozgiir Sar1’s research (2010) focuses
on the importance of Sufi tourism in the development of the city. He argues that
Mevlana tourism is not the main sector developing the city, but it instead helps

the city gain global value with an urban identity based on Rumi and Sufism.

Globalization is also the concern of Koray Degirmenci (2013), who differs from
other researchers in that he solely focuses on music. His interviews with
globally renowned ney players Siileyman Erguner and Mercan Dede show that
the music of Mevlevi Sufism has its share in world music market independently

from the ritual. Comparing Sufi music with Roman music, Degirmenci claims
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that addressing the global audience with Sufi music necessitates a complex
process of appropriation, enhancing locality while sacrificing authenticity.
Nevertheless, separating the music from the ritual has its hints in discussions

around authenticity and is striking both on levels of data and analysis.

All in all, literature on the sociology of Mevlevi Sufism in modern Turkey has a
wide range of foci, which again indicates the magnitude of agendas related to
Mevlevi Sufism in social, cultural and political contexts together with local and
global perspectives. Although many works cited above refer in detail to the
political processes in early republican period, there is little emphasis on the
contemporary politics of Mevlevi Sufism especially in touch with the decade
long pro-Islamic government. Furthermore, the capital and political center of
the country is largely ignored in studies on Mevlevi Sufism despite its
significance in decision making processes related to the un-authorization and
re-authorization of sema rituals. My field research which was mainly
conducted in Ankara, in this sense, has a potential of innovative contribution to
the literature. Furthermore, my analyses concerning the state and Sufism
relations in the 215t century Turkey adds a new perspective to discussions of

power relations.

1.4. Organization of Chapters

Aiming at understanding Mevlevi Sufism in the 21st century Turkey, my
research evolved around questions related to personal ritual experiences of
attendees, historical interpretations of the republican representations of
Mevlevi Sufism, and contemporary cases in concert (and sports?) halls,
newspapers and on the internet. In an effort to find answers and alternative
questions, I spent 15 months in the field among sema performances and

performers of Mevlevi rituals.
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Details of my field research is provided in the next chapter together with a
historical account of the field. The significance of Konya, [stanbul and Ankara
in understanding the contemporary dynamics around Mevlevi Sufism is only
meaningful with the historical context as they are the three capital cities
throughout the history of Mevlevi Sufism in Turkey. Furthermore, this context
played role in determining my route during my field research. I haven’t
included the most frequently researched Mevlevi circle EMAV not only due to
the fact that there is already a bunch of analyses related to the dynamics around
Hasan Dede, but also to the inner and outer constrains of my field research.
While the gender roles prevented me from collecting data related to the
experiences of whirling dervishes, | made a decision on not including the circles
I was already an insider of, resulting in a shrunk field. Administrative
conditions related to my affiliation and the uprisings all around the country
further affected my field experience. I thus included self-reflexive remarks in

explaining my relationship with the field as a researcher plus performer.

The third chapter connects the Turkish case of Mevlevi Sufism with similar
cases around the world, which not only puts the research in a contemporary
context on a global basis but also opens up theoretical concerns related to the
commonalities of different rituals and performances of cultural heritage.
Examples from India to Mexico in contexts varying from education to mystic
tourism are analyzed in this chapter in terms of similarities with the
contemporary representations of Mevlevi Sufism in Turkey around the key
concepts of cultural heritage, locality and nationalism, consumerism, nostalgia,

and power and the state.

The fourth chapter is where the field data are extensively analyzed.
Contemporary images of the whirling dervish, contemporary representations

of Mevlevi music and contemporary power relations are explained through
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findings related to my interlocutors, my observations and my own experience.
[ dig into details from the interviews I conducted throughout my research
together with the material I collected on the field or on my armchair sitting
before my computer, searching extracts from newspapers, cartoons of whirling

dervishes, videoclips, social media comments and ayin scores.
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CHAPTER 2

THE FIELD

The seeds which you sow after that will yield
Herbs, tulips, and wild roses in your field.
(Masnavi, Book 2)

2.1. Mevlevi Sufism Spreading from Konya: a Historical Perspective

To have an idea on the 215t century sites of Mevlevi Sufism concerning concepts
of heritage, popularity, consumerism and power, it is necessary to look at the
historical expansion of the order from Konya where it all started towards the
USA. The historical expansion of Mevlevi Sufism sheds light on where to seek

today’s Mevlevis and how to “construct the field” (Amit, 2000).

Rumi (Jalal ad-Din Muhammad Balkhi) was one significant Sufi during his time
as well as his father Bahauddin Veled. Born into a Sufi family in Balkh, Rumi
started receiving education on Sufism from his father and after their migration
to Konya, he started receiving formal education, which he continued in Aleppo
and Damascus (Osen, 2015: 29-30). Konya was a significant choice concerning
the 13t century, since it was the capital of the Sultanate of Rum, the cultural
and art center of the state (Ocak, 2012: 199-200). Also, as many scholars, artists
and Sufis sought peace in Konya when escaping the Mongolian invasion, they

enhanced an inspiring intellectual and religious life during Rumi’s time
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(Schimmel, 2004: 329). His contemporary Haci Bektas-1 Veli, for instance, was
also an escapee of the invasion and he was also influenced by the Malamatis of
Greather Khorasan. Although he settled in a small county in Cappadocia (now
named after him, Hacibektas), it is claimed that he contacted Rumi despite the
distance and played role in his relationship with Shams of Tabriz (Gélpinarly,
2006: 270-280). The renunciation of Sufis as a reaction to the orthodox Islam
of the Ulama as mentioned in Chapter 1, resulted in a deviant individualism,
not only framing the mystic understanding of Malamatis, but also Qalandars
and Haydaris who influenced the spirituality of a wide geography from Asia
Minor to India, determining Shams’s non-conformist character (Karamustafa,
1994: 30-32, 51-63). Meeting Shams was one turning point in Rumi’s life;
Shams used to perform sema back in Persia and he influenced Rumi in whirling
as a way of zikir. After the disappearance of Shams in 1245, Rumi started
spending much of his time in sema, usually in trance and usually in company of
musicians (Uludag, 2005: 257-8). Later on Rumi’s sema turned into an event of
a crowd of musicians, sema performers and audience, which was enjoyed by
the notables of the time comprised both by people from sharia and tarigah and

by the officials of the city (Yazici, 2003: 275-278).

Becoming part of the art scene of the city, Mevlevi Sufism started to establish
as an order again in Konya. Following Rumi’s death on December 17, 1273, his
son Sultan Veled became the founding father of the Mevlevi order. Rumi’s first
successor, Hiisamettin Celebi (d. 1284), who was significant for making
Masnavi taken down before Rumi passed away, decided to build a mausoleum
for him, which was another significant incident for the future of the order
(Golpinarly, 2006: 36-37). The mausoleum turned into the first lodge of the
order in Konya, which later became the administrative center of the order. The

order gradually became more structured and the first written work on the
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history of the order, Ibtidandme (Ibtida-nama) was composed by Sultan Veled,

around 1291 (Ambrosio, 2012: 39).

The Mevlevi order, which was first embraced in villages, retreated back to cities
after the 16t century and new lodges in cities were built by state support,
turning the order into a state institution after the 17t century (Goélpinarl,
2006: 228-230). This retreat also has to do with the elitism inherent in the
order, different from its contemporary Bektashism, with the Masnavi written
in Persian, a language incomprehensible for the Anatolian villagers, and the
ritual with its sophisticated musical structure, which needs artistic training
peculiar to the context of the city and the royal court. Parallel to the process of
becoming a state institution, Mevlevi Sufism started spreading into the
Ottoman dynasty in the late 14t century and it consequently became a
tradition for the Ottoman sultans to take their swords from the Mevlevi sheikh
on accession to the throne (Ozénder, 1996: 70; Schimmel, 2004: 341). Some
Mevlevi Sultans like Selim the 3rd were reformists and they were trying to
eradicate certain Ottoman institutions like the Janissary band, but it is
significant that they didn’t touch the lodges of the order even though they from
time to time had trouble with the Mevlevis.! By the end of the 19t century, the
order had already expanded towards the Balkans and the Middle East. There
already were 3 lodges in Istanbul, which was then the cultural and art center of
the Ottoman Empire and Konya lost its significance concerning Mevlevi
practices. Nevertheless, Asitane (i.e. the administrative center of the whole

brotherhood) was still in Konya.

Yet much before Selim the 3rd, Vani Mehmed Efendi was a significant figure in the Ulema-Sufi
conflict during the 17t century for being on the Ulema’s side. He was claimed to be responsible for
the closure of several dervish lodges together with those of the Mevlevi, and the deportation of
Sufi poet Niyazi-i Misri (Pazarbasi, 2003: 458-459).
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The close relationship between the state and the Mevlevis, which was even
called kinship, came to a strict end by the foundation of the Turkish Republic;
the new republic in an effort to establish a firm ground for the nation-state,
abolished Ottoman institutions and traditions by law and separated its roots
from the already dead empire. The law number 677, which was accepted by the
parliament in the last third of 1925, outlawed all dervish lodges together with
those of the Mevlevi (Haksever, 2009: 185). Nevertheless, the officials of the
new republic also shared the values of Rumi like their predecessors did; the
Konya lodge was reopened as a museum only two years after the
implementation of the law (ibid. 192). But since the lodges were no more of
religious function, several of them were sacrificed for the sake of the rising
symbols of the nation-state, like the Ankara lodge which was demolished for

building a highway and a park (Zaman, 2013).

This reopening of the Asitane was in fact a very strategic display of the power
of the state: Mevlevi Sufism was now totally under state control in Turkey. Once
the conservative Democrat Party gained majority in the parliament, they
allowed sema ceremony for celebrating Seb-i Arus (Wedding Night) in Konya
(Ambrosio, 2012: 57). This was due to the fact that the ambassador of the USA
asked for Mevlevis during a visit to Konya in 1950s and the government felt
obliged to entertain the ambassador with whirling dervishes.?2 This triggered
the rise of Mevlevi Sufism in the republican Turkish context. The state
pioneered annual celebrations on the 700t anniversary of Rumi’s death in
1973 by the influence of UNESCO (Ambrosio, 2012; 59), Galata lodge was

reopened in 1975 although only as a literature museum, and lastly the new

2 Interview with Kudsi Erguner, April 20, 2013 & interview with Ferhat, May 22, 2014. However, in
the band recording by Dogan Ergin in 1971, Erguner’s father Ulvi Erguner stated that the Swedish
king Gustav asked for a Mevlevi movie and two sema ceremonies were filmed that year, one in
istanbul and one in Konya (Erguner, 2005: 164-165).
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headquarters of the state-controlled-Mevlevi order, Meviana Kiiltiir Merkezi
(Mevlana Cultural Center), was opened by Recep Tayyip Erdogan, then the
prime minister of the pro-Islamic ruling party, during the Seb-i Arus Festival of
2004 (Vicente, 2007: 104-110). Following the conservative valorization of
Mevlevi Sufism, several other lodges were reopened and Galata lodge was
restored to be opened as a Mevlevi museum, even allowing whirling
performances in 2011. Lastly, a new Mevlana Cultural Center was opened in
Kecioren, Ankara in 2013 with an opening ceremony including an orchestrated

sema performance.

Throughout the 18t and 19t centuries, the Rumi effect kept its significance in
Europe and the United States. Besides the influence of Rumi poems on
literature, Mevlevi music spread beyond the borders of the Ottoman Empire.
The Classical-Romantic composer Ludwig van Beethoven, for instance,
although he never listened to a single Mevlevi Ayini, was claimed to be
influenced by the transcription of part of the ayin in makam Diigah which was
notated and translated by Sieur Jean Antoine du Loir, a French merchant and
traveler, in the 17t century, and he composed the Chor der Derwische (The
Choir of Dervishes) part of his Die Ruinen von Athen (Ruins of Athens) under
this influence (Tansug, 2010).3 Furthermore, Rumi was an influential figure in
the emergence of New Age movements. George Ivanovitch Gurdjieff (d. 1949),
although a Nagshbandi, studied the sema of Mevlevis and following his escape
from Russian Revolution, brought his knowledge and inspiration to France in
1922 and the United States in 1923. Later on, Merwan Sheriar Irani, better

known as Meher Baba (d. 1969), promoted the formation of dervish groups in

3 Bilent Aksoy states that it is impossible to find clear connections between the notation by du Loir
and the part of the ayin in makam Diigah. He says this might belong to a hymn performed before
the ayin, which cannot belong to Itri, whose naat is performed today. This ambiguity of the notation,
together with du Loir’s letter, gives clues about the differences of the ritual more than three
centuries ago (Aksoy, 2003: 58-62).
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the States and in Australia (Lewis, 2003: 513-5). In Europe, furthermore, a
Berlin-based Sufi received his authorization from the Mevlevihane in Aleppo
and turned a deserted farm into a new lodge in Trebbus, Germany

(Klinkhammer, 2009).

While Mevlevi practices were hindered in the Turkish Republic, they were
becoming rooted in other ends of the world, and World Music also has its share
from Mevlevi music. Years before the periodical ceremonies in Konya, concerts
of Mevlevi music were organized, mainly by Gurdjieff lovers, in Europe and the
USA, and musicians from Turkey attended concert tours starting with the first

concert in Paris in 1968 (Erguner, 2010: 99).

Although it turned visible as quickly as it was sent away from sight on the state
level, Mevlevi Sufism never became a state institution as during the Ottoman
time again. Instead foundations got hold of the representation of the order.
First, Mevlana Culture and Art Foundation (Mevilana Kiiltiir ve Sanat Vakfi,
MEKUSAV) was established in Ankara in 1991 by Andag Arbas in an effort to
preserve the original ritual and spread the Mevlevi Sufi culture to curious
civilians. Following the death of Dr. Celaleddin Bakir Celebi in 1996, the Celebi
family who are the descendants of Rumi decided to establish the International
Mevlana Foundation. The foundation put great effort in the international
recognition of Mevlevi Sufism as cultural heritage; 2007 was internationally
celebrated as Mevlana Year for the sake of the 800t anniversary of Rumi’s
birth, Sema ceremony was inscribed on the Representative List of the
Intangible Cultural Heritage of Humanity in 2008, “Exposition of Mevlevi
Culture and Sema Ceremony” project was included to the celebrations of
Istanbul 2010 European Capital of Culture by the effort of the foundation,
which was accredited by UNESCO in 2009 (International Mevlana Foundation:

2010). Nowadays, Mevlevi Sufism on the level of cultural heritage is performed
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both by non-governmental organizations and the state. Konya Ensemble of
Turkish Sufi Music, for instance, performs periodically in Konya Mevlana
Cultural Center, mostly appearing on stage with a sema ritual. MEKUSAV,
furthermore, has its own ensemble monthly performing in Galata Lodge. These
two institutions (NGOs and the state) were the starting point of my research; |
planned to conduct comparative interviews with members of the state
ensembles and NGO ensembles so as to get an idea on the Turkish context of

Mevlevi Sufism in the 21st century.
2.2. The Spectrum of the Research: MEKUSAV and Others

Taking the historical expansion of Mevlevi Sufism into consideration, initiating
the research in Ankara was meaningful due to several facts. First of all, being
the administrative capital of the Republic of Turkey, Ankara is the quarters of
several music ensembles under the Ministry of Culture and Tourism. According
to my original research plan, I could seek “official” Mevlevis in those ensembles
who from time to time perform in Mevlevi music events although the most
prominent Mevlevi music ensemble is settled in Konya. Furthermore, the first
foundation related to Rumi established is still active in Ankara. The second step
of my research covering the “non-official” Mevlevis had much to do with this

first ever foundation.

The second part of the research was easier to give a start when compared to
the bureaucratic requirements of conducting a research among civil servants
affiliated with the Ministry. Since I have already been active in Ankara music
scene for several years, I had met several musicians who frequently attend the
events of MEKUSAV much before I initiated my field research. When I told some

of them about my dissertation, they immediately volunteered to become my
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gatekeepers. Belma* was one of the first. Having received a Bachelor’s in
engineering and having worked in several different companies in the private
sector, Belma recognized that this life path was not suitable for her. Thus she
first quitted her job, then trained herself in yoga, and became interested in
Sufism. She travelled across several Sufi organizations mainly in Ankara, and
decided to become a committed member of those Sufi circles. She kept
attending the Saturday practices and Masnavi reading events of MEKUSAV
while joining the seminars of Tiirk Musikisini Arastirma ve Tanitma Grubu (The
Group of Researching and Promoting Turkish Music-TUMATA) when and

where available.

During a Masnavi reading event in Hamamonii Kabake1 Konagi on a Wednesday
evening, we came across each other and she immediately recognized that [ was
there for my dissertation research. Before the event started, she offered me a
drive to MEKUSAV’s building in Batikent for attending a Saturday practice,
praising the practice and saying “You should be there if you want to conduct a
qualified research!” The following Saturday, Belma introduced me to MEKUSAV
people. Some of them already knew about my being a frame drum performer
and asked me to join the practice with my instrument. Since Gtlilden Arbas, the
vice president of the foundation, was the leading figure with her kudiim during
the practice, other percussion players were expected to sit next to her. My
instrument hence helped me meet Giilden Abla as quickly as possible. After the
practice, I asked her if it was ok for them to have a researcher in their practices

and other events, and she as the leading officer of the foundation approved of

4 Names of the interlocutors, apart from the public figures like world-renown musicians, are
changed.
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my rapport by opening her arms. She said “Our doors are open to anybody, who

has the soul to come are welcome.”>

Second|SundaylimiEvery Vionth ati17:00

ef Q’J Biletix : (0216) 556 98 00 www.biletix.com

Figure 2.1. MEKUSAV’s banner for periodical performances at Galata Lodge,
addressing international audience

My being a performer in classical Turkish music circles in Ankara opened doors
for the first part of my research. State-recruited musicians based in Ankara

usually attend amateur music events of choirs as leading musicians since the

5 Fieldnotes, March 16, 2013.
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choirs seldom have good instrumentists among them.® Attending choirs as a
singer, percussion player, emcee and researcher since my undergraduate
years, [ had chance to meet some instrumentists who work in state ensembles
organizing Mevlevi music events or who are invited by other state ensembles
and non-governmental foundations to perform in Mevlevi rituals. Via a state
ensemble percussionist with whom I performed in concerts of several amateur
choirs, I met Tevfik Soyata, the director of Ankara State Choir of Classical
Turkish Music. I was lucky enough to learn that the micro ensemble he
conducted that season did not have a single percussionist and he needed even
two percussionists. My percussionist colleague and I performed in his concert
back in 2011 and this reference helped me arrange an in-depth interview with
him immediately. I visited him in his office at Atatiirk Cultural Center, where
the Ankara state ensembles of the ministry are located, and listened to his
memories of 1990s, when the first Mevlevi music ensemble emerged, while the
ministry staff were serving me tea and snacks and looking strangely at my

notes.

Ankara was the most important site of my research which provided me with
musicians in both domains I was in search of. Being the administrative center

of the republic, Ankara offered me the opportunity to experience several events

5 | believe this has become a tradition for amateur Turkish music choirs to invite professional
musicians to their concerts. The first choirs emerged during the republican period with conductors
who are better known for their voice rather than their instrument. The amateur choirs offer people
opportunity to sing on stage no matter what quality their voice is. However, since the music
tradition was transmitted from one generation to another with instruments, it is not likely to attract
audience’s attention with an a Capella concert style. That is why most conductors, many of whom
are already state-recruited musicians, invite their colleagues to their concerts “to save the
performance” (Sahin, 2011). Since the concert sector has its own informal economic dynamics,
state-employed musicians are happy to help amateurs during their concerts. This was the case even
in Berlin, Germany when | was conducting my thesis research among Turkish music circles. The
oldest Turkish music choir in Berlin invited istanbul Sazendeleri, whose members are employed in
istanbul State Ensemble of Classical Turkish Music, for their concert and put their name on the
concert flyer as “guest musicians”.
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organized especially for the state protocol. The ayin performance in makam
Acemasiran that I told before soon became one inspiration for me to focus on
the relationship between Mevlevi Sufism and the state. Unfortunately, those
protocol events moved largely to Istanbul and Konya before I initiated my
research. As those cities were already in the scope of my multi-sited
ethnographic research design (Marcus, 1995), this shift of protocol events
made me include another perspective to my visits to those cities. I visited
Konya more for experiencing the protocol events than for conducting
interviews. Furthermore, [ arranged some of my interviews to be conducted in
Istanbul during those protocol events in Konya. This was due to the fact that
state ensembles usually host musicians from other state ensembles; a kemenge
player working in an Istanbul ensemble for instance can be appointed by the
ministry to perform in a protocol event in Ankara. Since the Seb-i Arus festival
in Konya is a rather weighty organization covering 10 days of ayin
performances, the musicians of Konya ensemble need support from other
ensembles. On the opening day of the festival,  met musicians who work in one
state ensemble with my percussionist colleague in istanbul. They told me that
they were in Konya for just a few days, they would be travelling to Ankara to
perform in MEKUSAV’s Seb-i Arus event and come back to Konya for the final
performance of the festival.” Such small chitchat with musicians after ayin
performances also offered me a widening perspective on the interpersonal and
inter-institutional relations concerning the organizations of Mevlevi music

events.

Together with state ensembles and Mevlevi foundations, I came across one
more actor in the organizations of Mevlevi music events. They were tourism

entrepreneurs and they mainly “manipulated” Mevlevi Sufism for the sake of

7 Fieldnotes, December 7, 2013.
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touristic reasons. Keeping in mind that many events organized by the Ministry
of Culture and Tourism also serve touristic objectives, I found this presentation
rather pejorative; however this criticism came from one musician performing
in a “private sector” ensemble solely for tourists in Cappadocia.® Many tourists
visit Cappadocia for its peculiar land form and for its historical significance for
Christianity. Serdar told me that in the last decade, several Mevlevi ensembles
emerged in Cappadocia and were included in the tour programs with the claim
that “Whirling dervishes first emerged in Cappadocia”. Of course some of the
tourists who were interested in Sufism knew the origins of Mevlevi Sufism
better than the entrepreneurs and humiliated them by their post-performance
questions. Nevertheless, Mevlevi Sufism keeps selling in Cappadocia. Serdar
performed the ayin in makam Acemasiran® in a caravanserai, which probably
had no historical affiliation with any Mevlevi lodge. Part of the caravanserai
was decorated like the meydan of Mevlevi lodges with one sheepskin dyed in
red, and instead of a sheikh, a small tabby cat was occupying the sheepskin as
the postnisin during my visit to the site. Cats were of course important figures
not only in the Cervansarai in Cappadocia. Giilden Abla fed stray cats in the
garden of her house, and my interest in cats helped arrange a second meeting
with her for a follow-up interview at her house.10 Furthermore, she told me the

myth of Fasih Dede’s cats as another sign of rapport in the graveyard of Galata

8 Interview with Serdar, August 2, 2013.

9 Serdar was really fed up with performing the same ayin every evening but he had no chance since
the other members of the ensemble were not educated musicians. They somehow memorized this
ayin by Huseyin Fahreddin Dede as it is among the simplest ayin compositions, and “they did not
bother to memorize another one, because they were still able to earn their money by playing this
piece, why trouble themselves with another long piece of music?” He was seeking an academic
position in the state university recently established in Nigde, he believed he would be able to
perform more in academia and “get rid of that déformation professionelle which stopped him from
improvising for taksims.

10 Fieldnotes, May 17, 2013.
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Lodge. According to that myth, Fasih Dede as one of the first sheikhs of that
lodge fed cats in the garden. His favorite cat died immediately after his demise
and a little stone appeared next to his gravestone soon afterwards; that was the
gravestone of his cat and the stone travelled around the graveyard just like a
cat walking around in purrs. The cats now occupying Galata Lodge’s garden

were the “grandkids” of Fasih Dede’s cats.1!

Figure 2.2. A view from the meydan in the Cervansarai in Cappadocia with a cat on
the post, August 2, 2015

1 Fieldnotes, July 14, 2013.
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Figure 2.3. One descendant of Fasih Dede’s mythical cat chilling out outside the
graveyard (Hamusan) of Galata Lodge, July 14, 2013.

Of course Cappadocia was not the only site where Mevlevi tourism was going
on. Istanbul had the biggest slice off the cake with especially tourist events in
restaurants in Sultanahmet. I tried to get in touch with musicians who
performed in Mevlevi tourism events in Istanbul but my struggle was in vain. I
only have second hand information related to those musicians, telling that they

were as unhappy performing in such events as Serdar in Cappadocia.l2

[ found another event with mostly international audience in a very small
district in Yalova. Based in Sultanahmet istanbul, TUMATA organized a seven-
day-long whirling event in Yalova. The name of the group carries some
camouflage since the main focus of the group is music therapy and their leader
Rahmi Orug Gliveng is an internationally recognized Sufi with icazet of different

orders, which means he has the right to become the sheikh of these orders.

12 Interview with Ahmet Hoca, February 12, 2014.
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Since dervish lodges are still banned within the republic, TUMATA might be
using this very name in an effort to hide its informal dervish lodge structure.
The event took place in Mehmet Rasim Mutlu Cultural Center, named after the
donor and the designer for the construction of the center, and the center was
designed especially for this whirling event. There were several rooms for
accommodation on the entrance floor together with a kitchen, bathroom and a
large hall for sohbet (talking) evenings, and the second floor was especially
designed for whirling. The head of Sufi Ideas Association (Tasavvuf Fikirleri
Dernegi) in Istanbul, Mehmet Rasim Mutlu was revered by the mainly
international audience attending the whirling event as “Mutlu Baba”, a title
with reference to important Sufi fathers. The event took place every summer,
turning the small district into a tourist attraction besides its thermal
popularity, and there were hotel constructions going on next to the cultural

center when I attended the event during my field research in 2013.

Figure 2.4. Second floor of Mehmet Rasim Mutlu Cultural Center in Yalova, just before
the 7 day-7night sema is initiated by Rahmi Orug Giiveng, August 16, 2013
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My initial research design when applying for a PhD was to conduct research
abroad, mainly in the United States, so as to have comparative data concerning
the events of the Mevlevi lodge established there by Siileyman Hayati Dede
with the Mevlevi events in Turkey. Due to financial shortcomings I had to
change my research design, but I still had chance to travel to Europe where
Mevlevi Sufism is gradually turning into a trending topic, especially among the
Turkish communities, which can be understood from the whirling dervishes in
the especially conservative wedding ceremonies in Germany and the
Netherlands13. I deliberately kept the wedding industry out of the scope of my
research!4, but I was nevertheless interested in the European music scene in
the context of Mevlevi Sufism. I got in touch with Kudsi Erguner, the famous
ney player of the Erguner family who lives in France for several decades already
and who was among the first musicians introducing Mevlevi music to the world
music scene, through a musician friend of mine who attended his Ottoman
Music Seminar in Venice the year before. I managed to attend his seminar on

Armenian Ottoman Musicians during my research and had chance to meet

13 Grup Erler, a group of musicians and dancers based in Hanau, Germany, and their leader Mehmet
Demir are among significant figures in the Turkish immigrants’ music scene in Europe. They have
many videoclips available online, from the wedding and circumcision ceremonies they performed.
They claim on their Facebook page that they are celebrating their 25™ anniversary in 2015.
https://www.facebook.com/GrupErler

1 The conservative wedding industry is in rise for the last two decades and their favorite figure for
entertainment is the whirling dervish. Hikmet Abi who from time to time performed in such
wedding ceremonies claimed that since the modern understanding of entertainment which
includes dancing and consuming food and beverages extravagantly does not fit the Islamic
conservative way of life, they seek conservative entertainment alternatives in their wedding
ceremonies. He continued by saying that they prefer whirling dervishes like regular dancers since
this is a Sufi (i.e. Islamic) image for them and this image does not contradict with their norms
(Interview, May 10, 2013). Both in Turkey and in Europe, the conservative wedding ceremonies are
dominated by whirling dervish figures. The dynamics of those conservative wedding organizations
and the relationship between the musicians, the whirling dancers, the organizers and the
consumers (the families and friends of the groom and the veiled bride) is a rather extensive topic
which deserves a separate research project.
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international musicians who either performed or were interested in
performing in Mevlevi music events. Although Venice seems to have nothing to
do with Mevlevi Sufism at all, my attending the Ottoman Music Seminar was an
important part of my research on the level of multi-sitedness. In Konya during
the Seb-i Arus festival, | came across a Belgian musician I met during the
seminar in Venice and arranged an interview through his contact people. The
next year, he performed in an album which included compositions of Mevlevi
musicians in the 18% and 19t century Istanbul, among an Ottoman Music

ensemble with several Turkish and international musicians.

Figure 2.5. Kudsi Erguner’s Bir(in Ensemble after the seminar’s final concert, me next
to Dr. Erguner, April 20, 2013 (Photo by Serdar Kasikgilar)

All in all, I conducted an ethnographic field research among Mevlevi music

circles from February 2013 to May 2014 mainly in Ankara, but I also paid visits
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to Konya, [stanbul, Nevsehir, Yalova and Venice for ethnographic observation
and in-depth interviews. I conducted my last interview in April 2015. My main
site in Ankara was MEKUSAV’s center in Batikent and I regularly attended their
Saturday practices for 6 months. I joined their travels to Konya and Istanbul
besides my individual visits to those cities. I also attended their Masnavi
reading evenings for one season in Hamamont Kabake1 Konagi. [ was not able
to visit the foundation’s Antalya branch, but I interviewed an active member of
that branch when he was in Ankara. Throughout my research, [ had 25 in-depth
interviews mainly with musicians, part of whom were state ensemble staff, in
an effort to reach the oral history of Mevlevi Sufism in the republican period
and the life stories of the actors in the oral history of Mevlevi Sufism. [ attended
10 Mevlevi ayini performances in different makams by state ensembles,
foundations or individual organizations in Ankara, Konya and Istanbul (See
Appendix-2). In May 2014, [ myself participated in an ayin performance with
my frame drum and I kept fieldnotes of my experience in a self-reflexive
manner although I kept the ensemble [ performed with outside my research.
My motivation in self-reflexivity was both the concern of “epistemocentrism”
(Bourdieu& Wacquant, 1992: 254), accepting the advantage of “being at home”,
and the potential for returning the field for further research (O-Reilly, 2012:
531). I had several concerns when excluding the ensemble I performed with
from my research. Together with my personal concerns, I had several other

issues which affected the course of my research process.
2.3. Constraints of the Field
2.3.1. Outer Factors

[ conducted my field research mainly in 2013, when I had a full-time job in an
administrative position. This was the year before the local elections and the

presidency elections in Turkey. The local scene was politically turbulent
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throughout the year, facing Gezi protests in the summer and the leakage of
corruption tapes towards the end of the year. These had their reflections on my

research and my understanding of the topic.

My full-time job cost me loss of much field time and money. | was working as a
research assistant at an administrative department of my university together
with 6 other research assistants in the same office. I decided to turn my
dissertation into a research project and I received funding from the university
for my travel expenses. But when I took my permission licenses signed by my
chief to the uppermost authority at the rectorate for approval, I was rejected
with no legitimate explanation. I could only manage to receive official
allowance for my Venice visit and one Istanbul visit and the rest of my
allowance requests were turned down. My chief offered that I use my annual
leave for the fieldwork in order to avoid a bureaucratic crisis. This was not an
actual solution because I could not use my fund if [ travelled using my annual
leave, but still I had to pay visits to Konya and other cities. Following several
quarrels with my chief, I ended up not being able to use my travel budget.
Instead of giving a short break to an intensive field research and enjoy a few
days of holiday, I had to use my rather limited annual leave for field visits and
sacrifice intensity in the field. This shortage of time resulted in lack of data
related to foundations in Konya and Istanbul, and not being able to get in touch

with the Celebi family and important figures like Cemalnur Sargut!5 and Omer

15 president of the istanbul Branch of Cultural Association of Turkish Women (Tiirk Kadinlari Kiiltiir
Dernedi, TURKKAD), student of Samiha Ayverdi and follower of Kenan Rifai. Kenan Rifai was a
modern Sufi, he established his own order and locked his lodge after the law no. 677 is
implemented. Samiha Ayverdi was his successor and played role in the establishment of both
Kubbealti Foundation and TURKKAD. She encouraged Sargut to focus on Masnavi, turning her into
one leading figure of Mevlevi Sufism in 215 century Turkey with her Masnavi talks. Kudsi Erguner
categorizes her with Hayat Nur Artiran, foster child of Sefik Can who worked on Masnavi with the
support of Giilen, and Esin Celebi Bayru, vice president of International Mevlana Foundation and
descendant of Rumi, as so-called seykd (female sheikh) and openly despises her (Interview, April
20, 2013).
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Tugrul Inangerl®é were unfortunate shortcomings of my full-time job in my
research. I from time to time had to find bureaucratic detours for my leaves to
the field sites because I did not want to miss several important opportunities
for observation and interviews; compared to the “illegality” of anthropologists’
research experiences on border crossings and human trafficking (Khosravi,
2010), my bureaucratic tricks for the sake of field research seemed relatively

innocent.

[ did not bother to receive any budget for my field visits in Ankara and just oral
permission was enough for my leaving the office. Unfortunately this resulted in
mobbing by my office mates; they treated me like a liar who kept talking about
fieldwork but who did so for just escaping office work. Towards the end of the
year, | had to move to another office because the mobbing started to hinder me
not only from my motivation for office work but also from my enthusiasm for
field research. Another colleague of mine suffered from the same treatment and
at the end of the year and we both quitted our jobs for other positions. | was
more comfortable in 2014 concerning office conditions and was able to pay
several more visits to Istanbul. But since I was not able to submit any
permission licenses, | could not receive the rest of my travel budget, resulting

in an unsuccessful project report.

During 2013, the turbulent aura of Turkish politics also affected my field
performance. In June, the time when my office workload became minimum so
[ could spend most of my energy for my research, Gezi protests spread all

around the country. There were police attacks in metropolitan cities and the

16 Retiree of the Ministry of Culture and Tourism, previous director of istanbul Ensemble of
Historical Turkish Music (istanbul Tarihi Tiirk Miizigi Toplulugu, ITTMT) and a prominent figure
among the Cerrahi community in istanbul. He is claimed to have authorization in Mevlevi Sufism
(icazet), he frequently offers Masnavi talks and participated in sema performances as postnisin.
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protests resulted in academic tension, making several academicians lose their
jobs if not their eyes.1” The permission license crisis first came out during June
at my institution. I thought I was being stopped because I was a potential
protester. That was actually not the case but I could only manage to visit
[stanbul in late June. Nevertheless, my interviews were dominated by
interlocutors’ comments on the protesters during that visit, and some
interlocutors even did not respond to my calls although we had appointments
beforehand. That visit in late June, concerning data collection, terribly failed

due to Gezi protests.

Meanwhile MEKUSAV people were situating themselves closer and closer to
the police. On May 1, the anniversary of Nezih Uzel’s demise, a percussion
player with Sufi background who as a master influenced many members of the
foundation, they were to dedicate one ayin to his memory in Galata Lodge but
they were not allowed to enter Taksim due to the protests. One member of the
foundation showed his police ID and got the permission to enter the lodge, thus
they were feeling gratitude to that member solely for being a policeman.18 They
ignored all the violence of the police faced by the protesters and compared

every single policeman to the helpful member. The travel to Istanbul in July was

7 In May 2013, Erdogan declared that they would build Topcu Barrack, one military base of the
Ottoman Empire which was demolished in the beginning of the 20% century, in its original location,
which is now Gezi Park in Taksim, no matter what. This was part of the “delirious project” on
istanbul, including the construction of an airport and a highway in the middle of the Northern
Forests, which would deteriorate the ecosystem and toxicate istanbul’s already unhealthy air.
Towards the end of the month, caterpillars arrived the park for cutting the trees off. People who
protested the caterpillars because Gezi Park was the last green spot in central istanbul and they
would not let the trees cut were attacked by the police. This attack triggered a nationwide uprising
throughout the summer of 2013 with rallies in almost all the cities of Turkey, with the occupation
of Gezi Park by the protesters, with neighborhood forums, and with bloody involvement of the
police resulting in deaths and injuries. See Ozkirimli, 2014; Ogiitle & Goker, 2014; Kog & Aksu, 2015
for further details.

18 Fieldnotes, May 4, 2013.
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dominated by discussions on the protests as one member did not agree with
them on the helpfulness of the police.1? Since my home was in a district where
the police frequently choked with teargas, [ experienced the violence every
single day and felt very disturbed by the affirmative comments of MEKUSAV
members concerning the police. This tension decreased my motivation to
travel to Batikent for every practice, and I gradually departed the field site.
Gulden Abla, whenever we came across in concerts, asked me to come back
because they needed people like me, and I kept responding “I will turn back

after I'm done with the dissertation”.

The 740t anniversary of Seb-i Arus faced the corruption crisis and the event in
Istanbul was dominated by the protests of the audience instead of the ayin
performance (see chapter 4 for a comparative analysis of the 740t Seb-i Arus
events in Ankara, Konya and Istanbul). On the last day of the festival in Konya,
I received the news on the train and started to get anxious about my journey. I
knew about the protocol speeches and the crowd of the very last performance,
and decided to leave the city before the last performance, but I got seriously
worried about being arrested for trying to escape the city. When I jumped down
the train, | preferred to walk across the city towards Mevlana Cultural Center
and what [ saw all around the city were billboards covered with whirling
dervish figures and police vehicles. There was an opening ceremony going on
with the participation of the prime minister at that moment and the police were
probably there for security issues, but the aura of surveillance was strongly felt
all around the city. The day performance was rather weak and the audience
was uninterested. It turned out to be one of the calmest final days of the festival.
A few days later, the bigger crisis broke out and the political relationship

between the ruling party and the opposition got unbalanced until the local

% Fieldnotes, July 14, 2013.
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elections. The most important outcome of these incidents was that the political
aura made me move away from popular culture towards power relations in
terms of theoretical perspective. In a way, they reshaped my research interests

and my interview strategies changed in 2014 due to these incidents.
2.3.2. Inner Factors

Besides the outer constraints concerning my research, issues directly related
to me played a role in the course of my fieldwork. First of all, my being female
closed the doors of “official” whirling dervishes to me. One musicologist and
musician colleague told that the real fieldwork starts behind the stage.2? The
actual interaction mostly takes place in the dressing room, and in the whirling
dervishes case | have no access at all to that private area. I was able to perform
in an ayin among an ensemble but that ensemble once made the ministry write
a long denunciation text to the institution which hosted their event due to the
fact that there was a female performer among the whirling dervishes. Although
there are different Mevlevi music circles where female performers are
welcome to the stage, there is only one in Ankara. MEKUSAV as the oldest
foundation in Ankara, although hosts female performers in practices and
Hamamoni events, does not allow female musicians or whirling dervishes in
their ayin performances. On the state level, there are no female performers
recruited in Sufi music or historical music ensembles and women are never

hosted in Seb-i Arus festivals in Konya.

This is usually related to the Mevlevi traditions, but I came across different
points of view during my research. One neyzen interlocutor, Burcu Karadag told
her appreciation of not being able to perform in official ayins due to the

tradition and she showed respect by saying that her few decades of

20 personal interview with Salah Eddin Maraga, February 28, 2014.
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performance would not be able to deal with many centuries of the Mevlevi
tradition.2! Another neyzen interlocutor, on the other hand, told that it is the
sheikh’s decision to allow mixed gender performances or not.22 He referred to
Rumi’s time when male and female dervishes would not mix but Rumi himself

would accompany female whirling dervishes.23

My exclusion of the only circle in Ankara allowing female performers on stage
is not related to gender though. My first interaction with Mevlevi music was
back in 2005, on the 5t anniversary of Cinugen Tanrikorur’s demise. His
contribution to Turkish music was revered by the performance of ayin in
makam Bayatiaraban, conducted by Timugin Cevikoglu. Later on, [ attended his
practices at the Yegah Association for Turkish Music Education and Culture and
became an official member of the association. Many members became my close
friends; I stayed up with them all night, hosted them in my house, and
celebrated their weddings together... Although I had not been attending their
practices for a few years when I started my field research and Timugin
Cevikoglu was no more teaching at the association, my close friends were still
there as the most important figures of the association. Keeping in mind Amid’s
criticism on that ethnographic fieldworkers still exploit the intimacy between
their friends, neighbors, advisers and informants as an investigative tool

(2000: 3), I felt the necessity to exclude this circle from my research despite

21 Interview with Burcu Karadag, November 14, 2013.
22 Interview with Mutlu Abi, May 8, 2013.

23 Contrary to Mutlu Abi’s approach, Hasan Cikar’s performances were harshly criticized back in
1990s (Eren, 1995). Becoming once the postnisin in a Seb-i Arus festival in Konya and establishing
the Universal Mevlana Lovers Foundation (EMAV), Hasan Dede claims to have descended from
sheikhs of the Skopje Lodge (EMAV, 2010) and promotes mixed gender ayin performances by saying
that women and men are equal at God’s level. In May 2005, yet another documentary was filmed
on Hasan Dede’s performances with EMAV by ABC Australia, the criticisms aimed at Hasan Dede
and his defense together with his devotees’ comments (Journeyman Pictures, 2007).
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their significance in Ankara Mevlevi music scene and despite the fact that I
intended to conduct a focus group with members of that circle. Including the
association to my research design would not be ethical in that I would be too
much of an insider to recognize the ethnographic dynamics, which did not stop
me from observing their ayin performance in Ulus but which stopped me from
participating their practices and interviewing people among them. In fact my
being their close friend only made my ayin performance possible in May 2014,
but again I chose to exclude the association from my research and I only took

my own performance experience down into my fieldnotes?4.
2.4. Colleague-interlocutors: Tangling of Research and Experience

During an online search for recent news related to Mevlevi music, [ came across
one colleague’s work on ethnography of megk, the traditional teaching method
of Turkish music which is based on oral transmission and memorization of
music. A post-doctoral researcher in Australia, Banu was paying regular visits
to Istanbul to meet ney players and conducting an ethnographic research in a
workshop of one ney master. Having conducted research among Turkish music
choir members in Australia as a ney player (Senay, 2013), Banu had a very
similar course of research to mine. After several mail exchanges, we met in
Istanbul and exchanged our field experiences, especially the ones related to ney
players. She had trouble with the ney players I had trouble with and she built
rapport with some others as I did. The common point we reached throughout

our own research was that conducting research among musicians can be really

24| also excluded Timugin Cevikoglu and instead conducted an interview with one of his students,
Ferhat, whom | did not meet before (May 22, 2014). However, many of my interviews ended in a
call for an interview with him. My interlocutors kept telling me that the necessary information | am
seeking for lies in his palms. If | were able to realize my first research design, then | would have to
get in touch with him since he is a prominent figure in the American Mevlevi music scene, but as |
mentioned before, | did not include that scene to my research project due to financial shortcomings.
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heartbreaking since the power dynamics are usually on personal level and the
Sufi images attributed to them might be only stage identities. Two ney masters
who do not get on well with each other made her go crazy with their caprice
related to her research.25 At that point I realized that my effort to anonymize
my interlocutors was not only saving their public persona, but also my

academic and mental health.

My experience exchange with Banu led me towards Erdem, who was also
conducting research with ney players as a ney player. She became a devotee of
another workshop, this time of a kanun player, during her research and she
brought me to her master’s workshop as Banu brought me to her own. Being at
the kanun master’s workshop was an enlightening experience but [ somehow
felt uncomfortable in the ney master’s workshop. Banu had warned me not to
talk about my research at all because the master did not value academic
research as much as his students devotion to music learning, but unfortunately
[ received this warning after having mailed the master about my research. It
did not even take ten minutes for him to start criticizing me and humiliating
another researcher. “I told her ‘Don’t come to my workshop once more!’, and
she couldn’t dare doing so again.” he said, which was actually disturbing.26
After I met Erdem I realized that he had been talking about her, and her
negotiation for survival in the field was that she took this exclamation as
positive. She thought she was not ready enough to join his sohbet yet, and she
was taking her time for another chance.?” [ myself did not seek another chance,

the door of that workshop was closed for me forever. Before we left the

%5 Interview with Banu Senay, January 21, 2014.
%6 Fieldnotes, January 21, 2014.

27 |nterview with Erdem ilgi Akter, February 12, 2014.
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workshop, Banu hesitantly invited the master to her talk at Orient Institut
Istanbul which was to take place the other day, and I was sure that this effort
of postponing the invitation to the very last minute was yet another negotiation

of survival in the field.

One ney player whom Banu advised me to get in touch with, became a crucial
figure for me after the 740t Seb-i Arus as he was among the performers of the
Istanbul ceremony. She advised me to interview him because he had an
academic background and he would be considerate when I told about my
research. Ahmet Hoca actually was, and he intimately told about his Seb-i Arus
experience. But at one point he started to warn me about my writing style,
telling that “a researcher woman from another continent” just spoiled their
personal relationships within the Istanbul ney circle with what she wrote and

how she wrote it.28 He was gossiping about Banu, which also was disturbing.

[ felt guilty on behalf of my colleague interlocutors when those ney players
backchatted them with the prejudice that I do not know them in person. But
they were still polite enough to hide my colleagues’ identities. This
ethnographic strategy of anonymizing identities became a lifestyle among
Istanbulian musicians and this was clear evidence for the outcome of our
experience exchange with Banu. Our researcher roles were intermingling with
our experiencer roles and it was sometimes becoming so complex and
contesting that our roles and negotiation skills were determining our rapport
in the field. All in all, the field was about the ethnographer’s autobiography
(Knowles, 2000: 59). I had constraints related to my own research but being
based in istanbul would have been even a bigger constraint, and the tension of

my personal roles might have forced me to put more energy in negotiation than

28 Interview with Ahmet Hoca, February 12, 2014.
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actually conducting the fieldwork, which made me appreciate Banu’s and

Erdem'’s research even more.
2.5. Concluding Remarks

Mevlevi Sufism, although attributed to Rumi, was founded as a Sufi order after
Rumi’s death. The residence of Rumi in Konya and the establishment of the
central headquarter of the order around his mausoleum is meaningful when
the fact is kept in mind that Konya was the capital of the Sultanate of Rum by
then, the intellectual, cultural and artistic capital of Anatolia with enhanced
inspiration by the intellectual escapees from the Mongolian invasion in Asia in
the 13th century. The cultural identity of Konya could not be conserved for a
long time after the downfall of the Sultanate. The Ottoman Empire settled down
in different capital cities until Sultan Mehmet the 2nd took Istanbul over in the
15t century, which made the 2rd center of Mevlevi Sufism, Galata Lodge,
emerge there. Throughout centuries, the rise of the order in Istanbul helped
spread around Europe and the Middle East, keep rubbing shoulders with the
palace and provide istanbul with artistic prosperity with poets, composers,
players and music masters. The multilateral closeness of the order and the
palace in Istanbul resulted in the “stateification” of the order. The end of the
Ottoman Empire moved the bureaucracy to Ankara as the new capital, but the
Ankara lodge could not gain such value as istanbul lodges. Despite the change
of the authority, the order’s closeness to state power did not cease to exist. The
new republic sacrificed Mevlevi Sufism in the name of modernization together
with all the dervish lodges and banned the music and ritual so as to eradicate
the remnants of the defeated palace. Nevertheless, the order soon gained
recognition as cultural heritage by Ankara, making Mevlevi Sufism the first
order in terms of state recognition, and has been supported (and controlled)

by the state since then. The historical connection of these three cities made me
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conduct a multi-sited ethnography in the search of the oral history of the order
during the republican period and life stories of the followers. My fieldwork of
15 months spent in between different cities, of 25 interviews and of a range of
events either on stage or in shrine-like structures brought together analyses on
cultural heritage, locality and nationality, consumerism and power. The next
chapter will relate similar cases from different parts of the world and different

cultural backgrounds to Mevlevi Sufism around these concepts.

My field research, which itself came out of my personal experience as
mentioned in Chapter 1, led towards self-reflexive discoveries especially
through the interaction between colleagues. I had to disguise parts of my
researcher and musician identity and my affinities during my field visits and
interviews, which still was not enough to save the interaction with several
Istanbulian musicians within the Mevlevi music circles. Ankara also had the
potential of intimacy crises, and I myself had ethical concerns related to my
field research in Ankara. I overcame both by excluding one circle from my
Ankara field but still my only participatory experience concerning the ritual of
the order was among that circle. In chapter 4, I will go into further detail of the
self-reflexive observations and interpretations together with analyses on the
contemporary images of the dervish, representations of Mevlevi music and

contemporary power relations.
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CHAPTER 3

CASES AND KEY CONCEPTS WITH THEORETICAL AND PRACTICAL
PARALLELS

Sharing a language is a bond so deep,
With foreigners we’re prisoners in their keep,
(Masnavi, Book 1)

3.1. Ritual as Cultural Heritage

When an archaeological discovery such as the Moai statues of Easter Island is
made, it is easy on global level to recognize the importance of such monuments
in terms of cultural existence of people throughout history. But the case is not
the same concerning performances for their being intangible. Before 1990s,
there claimed to be little or no concern related to intangible heritage; it was
only when globalism was regarded as a threat to local values and loss of
diversity became an issue on cultural preservation that intangible heritage
entered the agenda of international organizations (Logan, 2007: 36). In 1990s
intangible cultural heritage became a crucial issue in the agenda of UNESCO,
and the 2008 convention of UNESCO urged countries to work on lists of
intangible cultural heritage and to implement necessary actions to preserve

potential heritage (UNESCO, 2008).
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Turkey took action and efforts of Mevlevi NGOs together with the Ministry of
Culture and Tourism? resulted in the proclamation of Mevlevi sema ceremony
on the Representative List of the Intangible Cultural Heritage of Humanity in
2005 and inscription in 2008. Thus the religious ritual performed after a
Medieval Middle Eastern Sufi was officially recognized as intangible cultural
heritage on worldwide scale. Another religious ritual to be taken into account
in this part is from India, which also worked for the global recognition of its
local values. Durga Puja from the Bengal region of the country, a ritual
dedicated to the Hindu goddess Durga, was submitted to UNESCO as a
candidate of the representative listin 2012, and is on the pendinglistas of 2015
(UNESCO, 2015).

During the beginning of autumn, a public festival for days, even weeks is
dedicated to Durga, the goddess for fertility depicted as having ten arms, in
West Bengal, mainly in its capital city Kolkata, formerly named as Calcutta
(Ghosh, 2000; Chattopadhyay, 2013). Temporary makeshift structures named
pandal are set up all around the city for the temporary abode of Durga, in which
people pray and around which cultural events like singing and dancing
performances take place. The ritual traces back to the 16t century, to Raja
Kansanarayan of Taherpur (Ghosh, 2000: 295) and there are records of Durga
puja in the 17t century, but these were solely high class events; the wealthy
Bengali Hindu families celebrated Durga puja at their household by then and
no foreigners were allowed inside the sacred space where the Durga idol was

located (Chattopadhyay, 2013: 196).

L Interview with Zulkif Bey, August 20, 2013. He showed me the huge file prepared for UNESCO
concerning the application of sema and promised to provide me with a copy of the file, and claimed
that he himself prepared all the file for the sake of International Mevlana Foundation, the
foundation based in Konya and directed by the descendants of Rumi.

53



The ritual turned into a public, baroari event in the 18t century and started to
include activities for entertainment together with the religious ritual while the
household rituals continued among the wealthy families. The class differences
resulted in conflicts during baroari Durga pujas and these conflicts led to a
decline on participation in the public rituals, causing only few baroari pujas to
survive until the 20t century (Ghosh, 2000: 296). However, not only class
segregation but also the colonial structure resulted in conflicts during rituals,
the latter leading to nationalistic acts. In 1926, for instance, Indian nationalists
organized a Durga puja with the buffalo demon Mahishashura and the goddess
Durga defeating Mahishashura. The striking point in this puja was that
Mahishashura was made up like a British officer and Durga was presented as
mother India, defeating the British Mahishashura and liberating India from
colonial rule. The puja was interrupted by the police and this nationalistic act
of religion ended up by the demolition of the idols in the hands of the British
rule (Chattoadhyay, 2013: 197). It is also recorded that the pujas in Baghbazar
district of Kolkata were banned for some years by the British government,

mainly due to nationalist acts (Ghosh, 2000: 297).

After the independence in 1947, the ritual gained value as heritage and
celebrations became widespread once more. Nowadays, theme-pujas take
place every year, more public and secular than ever. The festivals are
sponsored by secular associations, open to participation of everyone no matter
if they are Hindus or not, with a specific theme from the global agenda ranging
from global warming to Jurassic Park, turning the ritual into a commodified
cultural event (Chattopadhyay, 2013: 197-199). In 2015, the themes of pujas

were women’s empowerment and India’s rich heritage (PTI, 2015).

The history and ethnographic present of Durga puja have parallels to those of

Mevlevi sema ceremony. The urban organization of Mevlevi lodges in the 17th
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century mentioned in Chapter 2 has connotations of segregation, based on
location if not on class. In 1925, Mevlevi lodges were closed by the law
implemented by the new republic, which can as well be interpreted as a
nationalistic act besides being an act of controlling religious practices. In
1950s, likewise, sema ceremonies started to take place publicly with an
understanding of cultural heritage. Nowadays, there are tremendous Seb-i
Arus festivals taking place mainly in Konya and Istanbul in December,
sponsored by ministries, municipalities and secular organizations, which are
preceded by concerts and other cultural events like exhibitions and seminars.
The resemblance can be exaggerated to the level that the one practical
difference between two rituals is Mevlevi sema ceremony’s being inscribed as
intangible cultural heritage by UNESCO and Durga Puja’s still being on the
pending list.

The concept heritage puts forward discussions on power and nationality.
UNESCO’s 2008 convention empowered states in determining what is to be
regarded as cultural heritage and preserving those determined by the state,
which resulted in “over-representation of nationalist government interests in
the intangible cultural heritage management” (Aykan: 2012: 2). This case
reminds the idea that heritage does not have intrinsic value, but it gains
cultural value through socio-political construction, especially with the
emphasis on “culture” (Byrne, 2009: 229). Thus the construction of heritage is
itself a political act (Kenny, 2009: 152), having a range of power dynamics
within. In other words, the state authorities “skillfully appropriate the cultural
heritage, turn it into an instrument of power and use it to their own advantage”

(During, 2005: 144).

The inscription of the Mevlevi ritual on UNESCO’s representative list of

intangible cultural heritage, not surprisingly, brought the Turkish state power
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over the ritual. In the same year, the Ministry of Culture of Tourism emitted a
notice on Mevlevi sema ceremony, emphasizing the heritage value of the ritual
as a whole. The notice warned that institutions and associations which do not
abide by the ritual’s original structure will be penalized for disserving an
international cultural heritage (TURSAB, 2013). This was an effort to “tame”
the wildly popularized festival and as UNESCO urged, to preserve the original
ritual. Durga puja’s being a candidate for the representative list of intangible
cultural heritage might as well have to do with the uncontrollable growth of
popularity concerning the ritual and India might as well use the power of
government in order to take similar precautions if the ritual is inscribed in the

representative list.

While empowering the state over the ritual, UNESCO’s decision challenged the
power dynamics within the state. Throughout my field research, possibly the
only case related to the notice affected my affiliated university; the
conservatory received a letter of warning from the ministry for “including
female whirling dervishes to the ritual which in original has exclusively male
dervishes”, which is believed to be written by an officer out of jealousy rather
than by the ministry for the sake of preservation of cultural heritage.? The
notice was related to the performance of Yegah and actually has power of
addressing me as a performer since I participated another ritual of them which
also had the elements criticized by the ministry letter. There were divergences
concerning the clothes on both rituals and lacking parts of whirling dervish
performances in the former ritual, which I believe were on purpose, a sign of
having a claim on not being members of the Mevlevi tarigah, not dressing like

them and not contradicting the law no. 677.3 Besides my university receiving a

2 personal communication with Dr. Cenk Giiray, July 19, 2013.

3 Fieldnotes, May 28, 2013. | also noted that there might happen something related to the 2008
notice of the ministry, but what | was concerned were the uncontrollable recording of the
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warning letter from the ministry and myself being under risk of penalty due to
that letter, touristic performances of whirling rituals have not been affected so
far. A French wine company, for instance, held a promotion event in Istanbul
for their new champagne with whirling dervishes wearing pink clothes so as to
be in harmony with the product, and only few journalists bothered themselves
to criticize this presentation of Mevlevi Sufism. The event was immediately

forgotten, without being warned by the ministry (Milll Gazete, 2013).
3.2. Locality as Nationality

As Ken Hirschkop argues, “music is most satisfying when it is part of the
collective identity of a group which knows it has a long struggle ahead” (1989:
303). This satisfaction makes sense when the changes in musical

understandings paralleled with political changes are taken into consideration.

In the Mexican case, 10 years of revolutionary civil wars took place following
the 35 year long dictatorship of Porfirio Diaz. When the war came to an end in
1920, the nation-state formation process necessitated the unification of “a
disparate and diverse patchwork of peoples” (Hellier-Tinoco, 2005: 48). This
unification process brought together a “myth of origin” for the sake of meeting
the unification of peoples under one national identity which fits the ideology of
the new state. In this post-revolutionary discourse, music inevitably played a
significant role in uniting diverse peoples. One of the first implications of the
new state was to organize the National Congress of Music in 1926, where

concepts related to nationality and modernity were discussed in an effort to

performance and the possibility of editing and publicizing the recordings. Furthermore, the
convergence of clothes and whirling dervish performance reminded me of a ney-playing character
from ihsan Oktay Anar’s novel Suskunlar, who deliberately made mistakes in between his near-
perfect performance and who in response to critics said: “Imperfection is my signature”.
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establish the national Mexican music which would abide perfectly by the

ideology of the new state (Madrid, 2008: 4).

The process of nationalization came together with folklorization. The local
dance of the P’urhépecha old men of Lake Patzcuaro, Michoacan, which is
performed together with local musicians, gradually gained national value by
state support. The indigenous people of the region thus became integrated into
the Mexican national identity through the promotion of their dance and music.
In early 1920s, immediately after the end of the war, a poor young man from a
village of Lake Patzcuaro, Nicolas Bartolo Juarez was assigned by the
government to teach the Viejitos dance of his region to a group of students and
was brought to Mexico City. The students, after learning the local dance from
Nicolas would then perform before a delegation of Chilean officers (Hellier-
Tinoco, 2005: 49). Meanwhile, the avant-garde composer of the time, Carlos
Chavez was labelled as a nationalist composer within the post-revolutionary
discourse of Mexico in an effort to fit the revolutionary myth of origin (Madrid,

2008:12-13).

A few years later, the Viejitos dancers crossed the borders again with a purpose
of claiming national identity. For the Dia de la Raza celebrations in 1938,
P’'urhépecha musicians and dancers were sent by the state to San Antonio,
Texas to meet the Mexicans living abroad. The effort was to unify Mexicans
under the national identity no matter where they lived (Hellier-Tinoco, 2005:
50). The promotion of a local dance and music style as national, together with
the labelling of Chavez’'s compositions as nationalistic, in one way reflect the
multi-ideological ambiguity of the post-revolutionary Mexico (Madrid, 2008:
155) and in another way show the state power in action in the context of
establishing a new national identity, subjectifying musicians in Foucauldian

sense. In the current practice, the local dance and music of Lake Patzcuaro can
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appear in hotels and restaurants for tourists under state-organized events and
can find place in Mexican pavilions during world fairs in terms of national
representation of folkloric richness while the P’'urhépecha people of the region

still suffer from discrimination and poverty (Hellier-Tinoco, 2005: 47, 60).

Having parallels with the Mexican case, the 1920s of the Turkish case faced the
establishment of a new republic. Considering the Ottoman music tradition, it
must be kept in mind that the establishment of the new republic gradually
wiped all official channels of transmitting the music tradition* out. Before the
establishment of the new republic in 1923, Endertin, the royal school where
court music of the Ottoman Empire was also taught, and Mehterhane, the
military band of the empire where traditional music was also taught, had
already been closed. The law no. 677 resulted in the closure of Mevlevi lodges,
which were as well important music education centers besides being centers
for Sufi practices. One year later in 1926, Darti’l-Elhan (the house of melodies),
the first official conservatory of the Ottoman Empire, was closed. It was
reopened as the municipal conservatory next year, but Turkish music was
excluded from the curriculum. Actually Turkish music education was banned
in all schools during that time (Ayas, 2014: 96-133). Furthermore, Turkish
music broadcast was banned from the radio in 1934, resulting in the fact that
the only way of learning traditional Turkish music left was Mevlevi Ayini scores

(Tanrikorur, 2005: 30). This eradication of Ottoman music was due to the

4 The music tradition | refer to has its roots in the Ancient Greek and Mesopotamian music traditions
which were prominent in the lands of the Ottoman Empire throughout history (Glray, 2012b).
During the Ottoman time, the name of traditional music was “mdsik” and musicians from different
ethnic and religious backgrounds contributed to the tradition. After the foundation of the Republic
of Turkey, there emerged a variety of names concerning the genre. Turkish music, Turkish classical
music and Turkish art music are several of them, each of which have political rather than
musicological roots. Due to this fact, | prefer to use different names for the same music genre
interchangeably in an effort to escape political connotations. Kudsi Erguner suffered from the
Turkish cultural politics in naming the genre when he was performing his ney in Europe and he
frankly confesses that the solution he found to escape the political oppression by then was to use
the name “Ottoman music” (2010: 134).
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cultural ideologies of Ziya Gokalp which influenced the political elites founding
the nation-state. He defined three categories of music: the music of the East,
folk music and the music of the West. He believed the only possible way to
establish a national music for Turkey was to blend folk music into the music of
the West (Gokalp, 2007: 127-128). The founding ideologies of Ziya Gokalp kept
influential mainly in the first 30 years of the republic. Kudsi Erguner
remembers attending a radio program for children when he was in primary
school, before the decline of the founding ideology started. He was planning to
perform three traditional examples of Turkish music with his ney in the
program which he was to participate with his piano-playing classmate when
suddenly an officer came in shouting and kicked him out while letting his
classmate play his piano. The legitimization of the officer’s act was that there
was no room for Ottoman music in programs addressing children, and the
young generation should never be encouraged to deal with this music

belonging to the past (Erguner, 2010: 81-83).

The decline of the founding ideology began with the Democrat Party, which was
rightist and conservative contrary to the founding Republican People’s Party,
gaining the majority of the parliament in 1950. The state power was then
embodied by traditional-liberals instead of the statist-elitists, which was
interpreted as the democratization of national music (Durgun, 2010: 94-100).
The performance of the first official Mevlevi ritual, which was mentioned in
Chapter 2, was possible only after the change of political ideology. Similar to
the first performance of Viejitos mentioned above, this first official Mevlevi
ritual was performed for the sake of entertaining a US officer. Later on, the once
rejected music of Mevlevi Sufism became part of the musical identity of the
nation. In 2012, for instance, when the anniversary of Mevlevi composer Itri’s
demise was celebrated, the concert hall of Republican Symphonic Orchestra

(Cumhurbaskanligi Senfoni Orkestrasi-CSO) was used for the performance of a
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state ensemble comprised by Itrl’s mainly religious compositions, which was
regarded by some as the conquest of the republican elite’s castle by the nation

(Kakan, 2012).

As Schimmel emphasizes that Turkish people never admit that Rumi was not a
Turk (2004: 343), Mevlevi Sufism’s becoming part of the representations of
Turkish identity remains meaningful in the context of nationalist ideologies.
The current representations of Mevlevi music and ritual by the state evoke the
Mexican case in that the ritual is largely represented as national value of the
country, a cultural heritage while Sufis are forced to sell tickets for practicing
their ritual (Uyar, 2009: 42). Criticism on large-scale sema ceremonies
supported by the state that “a religious ritual is treated as if it were a folkloric

event” (Zaman, 2014) also reflects the resemblance of both cases.

The changing discourses related to certain music genres and rituals attach
intensely to the changing discourses of political power. Parallel to Foucault’s
subjection with two meanings, the former focusing on the individual being
subject to someone else by control and dependence (1982), Handler discusses
cultural objectification with two levels (1984), the latter focusing on ideology.
Both can be interpreted in the sense that folklorization of certain practices as
well as attributing national values to local rituals, just like the process of
claiming cultural heritage, are results of the power dynamics behind the
political acts. As Hellier-Tinoco summarizes, locality is manipulated by
governments and institutions for the sake of identity-construction, unification
and nationalization, which is directly connected to control and power relations

(2005: 52).
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3.3. Religion, popular culture and consumerism

Encounters of peoples brought together interaction with daily practices,
religion and politics throughout history. Tradition sometimes became part of
religion and occasionally remained contradictory to religion, usually in touch
with the political dynamics. But when it came to the neoliberal present, it
turned out that traditional practices, whether religious or not, sell well because
of the nostalgic value gained through historical changes like post-colonial

developments.

When talking about the commodification of culture, David Harvey defines
direct and indirect monopoly rent, in the latter of which cultural uniqueness of
a practice leads to surplus value. Besides the authenticity and originality as in
the case of Rembrandt’s paintings, discursive constructions upon historical
narratives and collective memories affect the value of the cultural practice in
issue. The collective symbolic and cultural capital in Bourdieusian terms of the
artefacts and practices provides great economic advantage for which struggle
emerges and the power of monopoly creates guardians of collective symbolic
capital, like museums and universities as in the case of the state (Harvey, 2001:
396-406). The discursive construction of collective memories, in response,
makes ground for tourism of nostalgia. Capitalism in constant need of creating
new commodities for consumption, helps nostalgia turn into a mechanism

commodifying tradition (Ozyiirek, 2006: 18).

In Trinidad for instance, certain practices of the slave communities could only
survive in the form of religious rituals as the colonial authorities would ban
their dance and entertainment due to the idea that they would get tired and
become too lazy to work. In the post-colonial Trinidad, such a dance named
soca regained its entertainment value and attracted attention of tourists. That

attention enhanced the popularity of the dance so much that the number and
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scale of Soca fétes organizations rose to an extreme level. Some Soca fétes
organizations are unaffordable for lower classes, some organizations cause
terrible congestion in traffic due to the gigantic number of attendants, and
some organization companies started VIP treatment in an effort to make even
more money out of the nostalgic dance (Guilbaut, 2010). Similarly, the runaway
slaves of the colonial past of Brazil create collective cultural capital in the post-
colonial context. The remanescente de quilombo of Brazil have traditionally
gained their living by making pots. The government which for long rejected to
identify members of the community who couldn’t provide evidence of their
past slavery with colonial documents, has rather recently legitimized
identification through oral history and collective memory, while making money
through their lifestyle and pottery under the name of heritage tourism (Kenny,

2009).

North America also gained economic advantage out of its traditional minorities.
The Amish who reject modern way of living totally, attract attention of millions
of tourists every year in different parts of the USA through different
understandings of nostalgia. The Amish of Walnut Creek and Berlin promote
themselves in nostalgia of hope, promising tourists that they can change their
lives towards a better future if they take the Amish as an example. The Amish
of Sugarcreek, on the other hand, gain popularity through nostalgia of loss,
implying that the good days are now in the past and there is no way for the
tourists towards happiness (Trollinger, 2012). It can be interpreted that
tourism entrepreneurs subjectify the Amish in Foucauldian sense as they earn
out of the traditional Amish lifestyle, but it should not be forgotten that the
tourists win by exploring new perspectives and the Amish also win by fulfilling
their missionary service. Thus, there are multifaceted power dynamics in the

tourism of nostalgia in the Amish context.
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Another example is from the north of Europe. The traditional Sami non-verbal
singing style performed with a percussion, yoik, which was once banned by the
church for being “sinful”, gradually lost its social function through
modernization and came to the point of being forgotten. But then Finland
became an EU member in 1995 and started to prioritize this singing style in an
effort to emphasize Finnish cultural identity. This attention could only make
education of yoik in schools of Sami minorities possible. The social function of
yoiking did not come back by state effort, but nevertheless, the style of
collective memory developed in world music as jazzy yoiks and yoik-raps and

made money (Tirkko, 2010).

The context of Mevlevi Sufism has parallels with these examples from different
parts of the world in terms of popularization and consumerism. Tremendous
whirling events supported by the state, examples of which from Konya and
Istanbul will be discussed in the following chapter, puts the state in the owner
position of the monopoly rent. Siileyman Erguner, parallel to Harvey's analysis
(2001), claims that Istanbul is the free market of Mevlevi Sufism while Konya
is the monopoly of the state.> The value of nostalgia and heritage tourism of
Mevlevi Sufism appeal to many tourists. Meanwhile, tourism entrepreneurs in
Cappadocia try to benefit from this collective cultural capital through a “myth
of origin” as mentioned in Chapter 2. The popularization of whirling dervishes
resulted in performances for tourists especially in Sultanahmet starting with
whirling dervishes and ending with belly dancers.® Interesting enough, this
pattern was embraced by the state during Eurovision Song Contest 2004, in
which whirling dervishes followed Sertab Erener’s belly dancers and preceded

the belly dancers of the dance show, Fire of Anatolia. The whirling dervish,

5 Interview with Stileyman Erguner, August 19, 2013.

5 Interview with Ahmet Hoca, February 12, 2014.
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besides being a tourist attraction with the performance, became a well sold
tourist item, both for locals and internationals. Throughout my research, I came
across Mevlevi souvenirs in coach stations and airports in Ankara, Istanbul,
Kiitahya and Bolu and had chance to enjoy my Turkish coffee in a dervish-
ornamented cup at the house of a colleague.” Besides the touristic value,
whirling dervishes and the sound of ney as the main instrument of Mevlevi
music have gained entertainment value in the wedding and circumcision
ceremonies of some Sunni-oriented conservative families.® Traditional
Marxists are criticized for misinterpreting capitalism through attaching power
relations solely to the context of production; consumption can and should be
taken into consideration in explaining capitalist ties of power (Nava, 1991:
167). The context of consuming Mevlevi Sufism, similar to the cases in Trinidad,
Brazil, North America and Finland, show that consumers can become political

actors taking their share in the struggle for power of monopoly.

Yael Navaro-Yashin does not hesitate to clarify that “[cJommodification proved
to be a context and activity that was historically shared by Islamists and
secularists alike, rather than a domain that divided them” (2002: 79). In that
sense, it is not surprising to come across whirling dervishes in a variety of
contexts of consumption from state events to touristic performances and
circumcision ceremonies. Mevlevi Sufism turns out to be a big cake slices of
which are appealing to many consumers and profiteers. All in all, the popularity
and widespread consumption of Mevlevi Sufism in a variety of forms and

discourses relate to power dynamics concerning the state, tourism

7 Fieldnotes, August 19, 2013.

8 Interview with Hikmet Abi, May 10, 2013.
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entrepreneurs, souvenir producers, wedding musicians, tourists and religious

individuals.

7.

/':l.’ﬂ!

Figure 3.1. A whirling dervish souvenir with almond candies inside at a shop in a
stopover coach station in Bolu, October 12, 2013.

3.4. Power and the state
David Martin reminds that “religion, political ideology and nationalism flood
into each other, even though they are different” (2014: 143). In the contexts of

cultural heritage, locality and tourism of nostalgia which were opened up

above, the power relations in between those three frequently come to the fore.
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Graham Ward generalizes that religion is always a social product, but still, the
socialization processes of religion and the economies of its desires relate to the
ideologies of hegemonic capitalism either as acceptance or resistance (2003:

61).

The two-way relation of religion and capitalism mentioned by Ward parallels
Gramsci’s binary understanding of power relations in which always some will
dominate (Daldal, 2014: 152). But it should not be forgotten that Gramsci’s
conceptualization of power was never that simple. Keeping in mind the Marxist
understanding of class struggles in the context of political economy, Gramsci
contributed that culture also has its share in the power relations (2000: 395;
Crehan, 2002: 98-104) and it is not only a relation of domination and
subordination between classes but there is also intellectual and moral
leadership, which constitutes hegemony (Femia, 1987: 24). As a Marxist
theoretician, Gramsci focused on the expansion of domination in the
bourgeoisie compared to other dominating classes in that they succeeded in
ideological terms, and he defined the state as “practical and theoretical
activities with which the ruling class not only justifies and maintains its
dominance, but manages to win the active consent of those over whom it rules”
(Carnoy, 1984: 65). Thus, power is not determined solely by the coercion of the

state but also by the consent of the subordinate classes according to Gramsci.

Although not as central as in Gramsci’s arguments, Foucault also pays much
attention to power. He takes power as omnipresent and has a discursive
approach. Despite the difference in approach towards the concept, Foucault
comes to terms with Gramsci in his definition of pastoral power. He suggests
pastoral power as a technique in response to the struggle against subjection,
the most important aspect of which is that it “cannot be exercised without

knowing the inside of people's minds, without exploring their souls, without
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making them reveal their innermost secrets” (Foucault, 1982: 782-783). It is
also important that he defines pastoral power through the inspiration of the
techniques of Christianity, making two out of the three concepts emphasized

by Martin meet.

Such a resemblance resting in Gramsci and Foucault’s approaches can be found
in Michael Mann’s understanding of state power and Louis Althusser’s state
apparatuses. Mann defines two meanings of state power: the first one is the
despotic power, in which the state elite has unlimited power to dominate the
civil society, and the second one is infrastructural power, in which there is no
direct power exertion but a capacity of the state to penetrate into civil society
(1984:190-191). Althusser, while contributing to Gramsci’s conceptualization
of ideology by materialization, in a way opens up his notion of hegemonic civil
society by defining state apparatuses. Starting his arguments on modes of
production, Althusser states that material production of the tools to transform
nature is only possible through the reproduction of the conditions of
production, that is not only the reproduction of necessary skills but also the
reproduction of the subjection to the ruling ideology, the ideological
reproduction (1977: 123-129). This ideological reproduction is possible either
through coercion in Gramscian sense or through the interpellation of subjects
so that they can “freely” submit to the commandments of the Subject, connoting
Foucault’s subjection. The state apparatuses Althusser defines are Repressive
State Apparatuses and Ideological State Apparatuses, the former paralleling
Mann'’s despotic power and the latter attributing to infrastructural power. He
explains that what he calls RSAs are the state apparatuses defined in Marxist
theory, i.e. the army, the police, courts, prisons and other apparatuses that
function by violence. In comparison, the ISAs have plurality, affect subjects
mainly in the private domain and function by ideology (Althusser, 1977: 137-

141). The ideas of these thinkers can be summarized in one sentence by saying
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that “interpellation” of subjects to the state through ISAs like religious loci and
cultural constituents ensure the “infrastructural power” of “hegemonic civil

society”.

In the light of this argument, it can be said that the manipulation of the state
over rituals and traditions in the examples discussed above turn those rituals
and traditions into ideological state apparatuses. The folklorization of Viejitos
in Mexico, the nationalization of yoiks in Finland, the popularization of soca and
the appreciation of these processes by citizens can be all read in this
perspective but this would be too narrow a conceptualization. Pierre Bourdieu
criticizes the widespread acceptance of the concept of apparatus in social
theory and interprets this acceptance as the “Trojan horse of ‘pessimistic

»

functionalism’. He subtly announces that “[t]his fantasy of the conspiracy, the
idea that an evil will is responsible for everything that happens in the social
world, haunts critical social thought” (Bourdieu & Wacquant, 1992: 102).
Bourdieu’s conceptualization of fields of struggle for power provides a more
fluid and permeable understanding for power relations. This fluidity comes
from the acceptance that power is not a separate domain but rather the center
of all social life; every expression of sociability exists in attachment with its
constitutive power relations (Swartz, 1997: 6). In Bourdieusian framework,
cultural capital plays as significant a role as economic and political capital in
determining power relations (Esgin, 2012: 173). Bourdieu usually compares
the power relations in the field to a card game the entrance to which
necessitates the pre-acceptance of the rules of the game, and Loic Wacquant

interprets this comparison as a battlefield, where bases of identity and

hierarchy are constantly disputed (2008: 268, emphasis original).

Ayhan Erol takes a Bourdieusian stand in understanding the Turkish

modernization and discusses the processes of “modernization from above” as
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processes of “reshaping public taste”. He thinks the music reform, which
encompasses the ban of Turkish music broadcast from the radios together with
hindrance of Sufi music performances in an effort to adapt the “universal”
music of the West as the music of the nation-state, was one of the most
important examples of symbolic violence intended to impose the ideology of
the state (Erol, 2012: 40). But as mentioned before, the Bourdieusian field is
where identifications are constantly challenged and power relations are fluid.
The construction of the monopoly of the state over physical and symbolic
violence, which can be compared to Althusser’s RSAs and ISAs, thus brings
together the construction of the field of struggle for the monopoly aiming at the
advantages constructed together with the monopoly (Bourdieu, 1998: 58-59).
Erol does not miss the point related to the construction of the field of struggle
and relates the emergence of arabesk to the symbolic violence within the music
reform, which was imposed by the state by ignoring the musical tastes of the
public, inevitably causing unrest and emergence of new (and officially

unappreciated) genres as a sign of failure (Erol, 2012: 49).

Michael Burawoy (2012), on the other hand, finds Bourdieu’s field limited and
states that it fails to comprehend the case of Hungarian workers during the
collapse of the Soviet regime. As a solution, he offers the interaction of fields
(Burawoy, 2012: 201, emphasis original), which helps identify the power
dynamics within and in-between different fields of struggle. I believe this
contribution is to the point and beneficial for the case of Mevlevi Sufism that I
focused on throughout my research. The complexity of power dynamics in the
case of Mevlevi Sufism in contemporary Turkey can be discussed through
different levels of power relations and interaction of fields each of which have
different opposing teams as in Bourdieu’s game analogy. In my case, I prefer to
take Mevlevi Sufism as the large field within which fields of different levels

interact, and this perspective provides me with the opportunity to identify
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different levels of power struggles within the large struggle for power. At this
point I want to focus on music within those power struggles and discuss music-
power as one level under the larger ground of struggle for power. As Jacques
Attali asserts, “music localizes and specifies power... thus, it heralds the
supervision of both the existing code and power in the making, well before the
latter is in place” (2003: 20). The power’s constant interest in music and its
potential to affect individuals in communication and unification (Erol, 2012:
36) helps states focus ideologically on music; impose music-power over their
nations as in the case of Soviet Bulgaria which organized music contestations
in an effort to control the folkloric music production and impose a new “folk
music of the state” (Kirilov, 2010: 114), struggle for the monopoly of music as
in the case of Mexico which assembled a national music congress immediately
after the establishment of the post-revolutionary state, and surprisingly get
disempowered by the music as in the case of Soviet Russia which denounced
Shostakovich for writing inappropriate music for the country followed by the
ban on most of his works and his dismissal from the conservatory but which
could not prevent the international success of the composer with his critical

compositions on the Soviet state (Wilson, 2006).

Nevertheless, the warnings of social scientists on the existence of the state
should be kept in mind when analyzing power relations concerning the state.
Philip Abrams rejects the idea of the state as an entity of research and prefers
to call the power of the state as politically organized subjection (1988: 63),
paralleling Althusser. He says that it is not the state but the political practice
that is real, and sociologists’ task is to demystify the illusion of the state as
reality (ibid. 82). Michael Taussig, in a similar sense, talks about political
power of the fiction of the State (1992: 113). Taking his stance from back to
Durkheim’s totem as society in his famous Elementary Forms of Religious Life,

he offers State fetishism as a concept by saying that the idea of God is gradually
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replaced by the idea of the state, turning state into a revered object just like the
totems (ibid. 114). This idea comes to the fore after Clifford Geertz’s fieldwork
in Bali as well, where he experienced people treat the lord as an icon and his
palace as a temple with spectacular stage performances (1980: 109-116).
Following the idea that all practices of state power by the apparatuses serve for
the reification of the state (Taussig, 1992: 132), Navaro-Yashin also agrees that
“[t]he state is the greatest fetish of contemporary society” (2002: 157).
Comparing the commodification practices of Islamists and secularists, she
states that state fetishism similarly exists in contemporary Turkey (ibid. 161).
Referring to the Turkish modernization project in relation with religion, Buket
Turkmen uses the term “Kemalist Islam”, giving a clue on the contestation of
political power in different reifications of the state within the religious domain
(2012: 52-54). The fetishization of the state and the contestation of different
religiosities can be observed in the representations of Mevlevi Sufism during

Seb-i Arus celebrations.

3.5. Concluding Remarks

In this chapter, I tried to compare similar cases to Mevlevi Sufism from all
around the world. The Durga puja rituals from India as the first case I discussed
above, turned from an indoor ritual of wealthy families to a days-long festival
with tourists and secular sponsors together with believers. The claim for
registering Durga puja as cultural heritage relates to the power exerted by the
state over the universal recognition of the religious ritual. The Viejitos dance
from Mexico, in a different context, experienced state power throughout the
nation-state formation process following the war of revolution. State
promoting a local practice as national value, the folklorization of practices of
indigenous people, again bring forward discussions on power. The

commodification of post-colonial memories of Trinidad and Brazil, the tourism
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of nostalgia related to the Amish of North America, and the introduction of
Finnish yoik to the world music scene all tell about the struggle for monopoly
on the collective symbolic capital. The concepts of cultural heritage, locality and
nationality, consumerism and popular culture which were taken into
consideration through the similarities of different cases with Mevlevi Sufism,

all bring about power relations between state and actors.

The music reform of Turkey and the nation-state formation which resulted in
the closure of Mevlevi lodges and the disappearance of whirling rituals in the
country, then the nationalization of the ritual under the influence of its value as
cultural heritage, and the popularization and commodification of Mevlevi
music, ritual, and images led me towards an understanding of power in light of
Gramsci, Althusser, Foucault and Bourdieu. Gramsci’s hegemony in touch with
Foucault’s subjection makes Althusser’s contribution to Marxist categorization
of state apparatuses meaningful. The repressive state apparatuses and the
ideological state apparatuses paralleling Mann’s categorization of state power
in despotic and infrastructural power make sense when Mevlevi Sufism is
regarded as an ideological state apparatus, working for the reproduction of
state ideology through the appreciation of Mevlevi performances by the
citizens. Bourdieu’s conceptualization of field and Burawoy’s extension of the
concept into interaction of fields, provides flexibility compared to the one-
sided understanding of state power through hegemony and interpellation.
There are different fields of struggle for monopoly on Mevlevi Sufism and the
interactions of those fields result in a complexity of power dynamics. In the

next chapter, I will open up this complexity with discussions of my field data.
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CHAPTER 4

MEVLEVI SUFISM IN CONTEMPORARY TURKEY: COMPARISONS,
CONTROVERSIES, DISPLAYS OF POWER

Pining for him the people all went mad
Missing tales of experiences he’d had;
(Masnavi, Book 1)

4.1. Identifications with Mevlevi Sufism

How should a Mevlevi identity be defined? Before I started my fieldwork, my
opinion was that taking part in Mevlevi rituals as semazen, mutrib or postnisin
would be enough for identification with Mevlevi Sufism in the contemporary
Turkish context. | was aware that my definition was rather narrow and I
wanted to expand my categorization with my fieldwork, reach the Mevlevi Sufi
belongings of contemporary Turkey through the perceptions and experiences
of my interlocutors. I framed my research on the pre-acceptance that I would
interview official Mevlevis, who were employed by the state for taking part in
rituals and unofficial Mevlevis, who played their instrument, chanted the lyrics
or whirled throughout the ritual without being paid by the state for doing so. I
still believe there is ground for discussion, especially in the context of power,
for state employment in Mevlevi rituals. Faruk Hemdem Celebi, the recent
president of International Mevlana Foundation and descendant of Rumi, has a

similar point of view concerning state employment. In one interview he stated

74



that he did not attend the Seb-i Arus festivals anymore and deliberately called
the ritual a “ceremony”. The reason for this naming was that it was no longer
prayer but merely a state ceremony, and the participants were civil servants
who formed into factions, which made him withdraw state ceremonies
(Saribas, 2003). Despite this approach towards the state, I cannot argue
anymore on the relevance of my preliminary approach on identification with

Mevlevi Sufism and calling oneself Mevlevi.

Among the 25 interviews I conducted, virtually all of my interlocutors have
participated in sema rituals and some of them have been paid for their Sufi
performance. But none of them preferred to call themselves as Mevlevi when
talking about their relationship with Mevlevi Sufism as I perceived at the
beginning of my research. This, however, does not directly have to do with the
law no. 677 as in the case of Hasan Cikar unofficially using the title “Dede”
(Pietrobruno, 2015: 19). Kudsi Erguner’s explanation for the avoidance of
naming oneself as Mevlevi was that the law no. 677 caused the Mevlevi lineage
break at some point, eliminating the possibility of brotherhood service and
transmission of the religious tradition through peculiar practices at the lodges.
As no one was able to proceed to the Mevlevi identity, it was no more possible

for people to identify themselves as Mevlevi.l

The most frequent way of identification related to Mevlevi Sufism [ came across
was rejection. Some of my interlocutors just loved the music and found
themselves in Mevlevi music without any religious or Sufi connection.? Serhan,
who was also mainly interested in the music, told that he was attending events

of a range of Sufi organizations for the sake of “saturating himself with

! Interview with Kudsi Erguner, April 20, 2013.

2 Interviews August 2, 2013; November 14, 2013.
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tranquility”.3 Yet there were examples in which music education was hand in
hand with Sufi initiation.* The mildness that Halet Celebi talked about was still
in action; rejecting Mevlevi Sufism as an identity did not hinder claims of being
a muhip.5 Nevertheless, there was ground for the rejection of a Mevlevi identity
due to the law no. 677, the ones who still called themselves Mevlevi despite this

law were “mere liars”.6

What I heard from my interlocutors could be interpreted that identifying
someone as Mevlevi would not be appropriate both on legal level and on ethical
level. Still, the state representations evoke that there are contemporary
Mevlevis around and in a great number. I came across one Facebook comment
after my fieldwork as a funny interpretation of the state representations. The
anonymous commentator stated that the dervish lodges are legally closed and
that is why there are no Mevlevis; he continued that it is prohibited to drink
and drive and to drive beyond certain speed limits, and that is why these are

not practiced; he concluded with a smiley.”

The Bursa-based Sufi organization, which was previously researched by
Hegerstrgm (2013), went to Edirne in 2014 for a rally, demanding that
Muradiye lodge be reopened by the state. Wearing their black woolen coats
(hirka) and putting on their tall woolen hoods (sikke), the members of the
organization walked from the Old Mosque to the Muradiye Mosque behind

their leader Mustafa Ozbag and sang hymns. What is more striking than a

3 Interview, February 19, 2013.

4 Interviews August 19, 2013; November 26, 2013.
5 Interviews January 20, 2014; January 21, 2014.

5 Interview, April 20, 2013.

7 Facebook caption, July 27, 2015.
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religious demand turning into a political demand accompanied by a rally with
hymns instead of slogans was that the national public broadcaster TRT
publicized this news with the title announcing that “it was the Mevlevis who
marched this time” (TRT, 2014). Different from Hasan Cikar, Mustafa Ozbag
uses the title Ustad, a contemporary and usually secular title which does not
contradict with the law no. 677, and the organization is located in Karabas-1
Veli Cultural Center, which is again named in a secular manner. The
broadcasting organ of the state, while the Sufi organization itself hesitates to

claim a Mevlevi identity, does not bother using the Mevlevi identity as a marker.

As mentioned in Chapters 1 and 2, the association of Mevlevi Sufism with Sunni
Islam found itself space within music and appeared again on TRT. Doruk
Somunkiran’s Sufi Videoclips project appeared on TRT during Ramadan in
2009. The project came out with the disturbance that religious music could
only appear on TV with “natural” images like flowers, the sun and volcanoes.
This project had a claim of putting religious music in the context of everyday
life, with “real” images alternative to the “natural” images (Somunkiran, 2009).
Those real images were, besides the streets and city walls of istanbul, whirling
dervishes. A hard rock musician with Armenian origin, Hayko Cepkin also
appeared in one of those Sufi videoclips, he sang a Bektashi hymn, and whirled
with his Mohawk and blue ends in accompany with whirling dervishes. The
image of the dervish within such a combination of unrelated identifications,
carried the idea that Mevlevis are part of contemporary Turkish daily life. Kudsi
Erguner in one of his interviews, condemned the situation by ironically stating

that people have recently become Mevlevis (ilter, 2013).
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Figure 4.1. QR code for the Sufi Videoclips playlist of TRT on Youtube

My field data hinders me from talking about Mevlevis in daily life, but the
representations of the whirling dervish image influence the perception that
everyday life is surrounded by Mevlevis. Cartoonist Yigit Ozgiir reflects this
perception in his cartoons. In one example, ignoring all the asceticism involved
in Sufi practices, Ozgiir represents a whirling dervish throwing car keys to a by-
passer who asks the owner of the car that blocks the road. It is quite possible
to confront a by-passer ask such a question in daily life, but having a whirling

dervish response makes this cartoon absurd and funny.

KAPIDAKI MAVI VOSVOGEN KIMIN 2.
YOLU KARATIYO...

Figure 4.2. Cartoon of a whirling dervish (Ozgiir, 2015: 52)

78



Against the backdrop of this fun, Konya-based young cartoonists put the
whirling dervish image in a political context. In an effort to protest the Israeli
military flights at the NATO simulation in Konya, the cartoonists drew an angry
whirling dervish slap Israeli airplanes on the cover of their magazine. Israel’s
cancelling their flights coincided with the release of the magazine, and the
cartoonists shared their happiness in putting effort on stopping those flights;
they believed their cartoon played role in a political victory of their beloved

country over the tyrant Israeli state (Cetinkaya, 2009).
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Whether for the sake of political activism, for a claim of representing everyday
life reality or for pure absurdity, those representations mentioned above are
disconnected from everyday reality. This disconnectedness also finds space for
representation on TV, this time with a touch upon the absurdity actually
experienced in everyday life. In 2011, for instance, while Turkey’s effort to join
the EU was one top issue on the state agenda, TRT inaugurated a series titled
Avrupa Avrupa. On the 1st episode which was broadcast on September 25, the
excitement of the people upon Turkey’s eventual accession to the EU was to be
celebrated. While the residents of Avrupa Apartment House were waiting for
the Minister of European Union for celebrations, Durul Bazan starring the
supporting actor, came in with two musicians and a whirling dervish. The
musicians started to play one part of Beethoven’s 9t symphony, he sang the
Turkish lyrics pleading for fraternity, and the whirling dervish started
performing his sema. The appearance of a religious figure in a secular
celebration disturbed the leading actor and received Durul Bazan’s response
asserting that whirling dervishes were so trendy that people made them whirl
anywhere. This absurd scene immediately made its way through news,
providing ground for discussion on the popularity of whirling dervishes

(Simsek, 2011).

Figure 4.4. QR code for the 1st episode of Avrupa Avrupa on TRT’s official Youtube
channel
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This popularity was also criticized on another TV series, Isler Gii¢ler, which was
broadcast on Star TV next year. The leading actors who were striving to
broadcast a documentary on professions lost contact with their director of
photography. On episode 6 on August 2, Ahmet Kural found him in Sultanahmet
shooting a Sufi videoclip for Ramadan. Ezel Akay’s disappearance was due to
the fact that the Sufi videoclip producers paid him better than Ahmet Kural’s
team. He had to disguise his drunkard identity because the producers were
religious people, and he was shooting the videoclip in Sultanahmet because the
whirling dervishes were already there, employed by the municipality for the
sake of Ramadan entertainment. He claimed that there was such a large
community consuming Sufi products that a Sufi singer made more money than
the world-famous pop singer Tarkan. When he asked Ahmet Kural not to talk
about his Sufi videoclip directorship to anybody, he could not help laughing
because there was “at least three-months-worth fun to make jokes of”. This
scene on Star TV was much less absurd than that on TRT, and the criticism
made between the lines was harsher. Whirling dervish image was already deep
into the religious scene and there were a variety of actors abusing this

popularity.

Figure 4.5. QR code for the 6t episode of Isler Giigler on the series’ official Youtube
channel
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Such abuse was caricatured by cartoonist Umut Sarikaya. With a mixture of
titles implying the public confusion about differences among Sufi orders
mentioned in Chapter 2, he shows two sad dervishes, the former hierarchically
lower than the latter. The elderly dervish tells the young that he has to expel
him from the lodge due to the divergence of his whirling motivations, from
religious ecstasy to tourist attraction. If he does not do so, he will lose his
hierarchically superior status within the lodge. In this cartoonification,

Sarikaya cleverly puts the popularity criticism into the context of power.

Figure 4.6. Umut Sarikaya’s cartoon of whirling dervishes (2013: 51)

The state representations of Mevlevi Sufism is not limited to whirling dervishes
out of context as criticized in TV series and cartoons. The whirling sculptures
have recently become a commonly used tool for symbolizing a claim for

Mevlevi Sufism. The Donenler Mosque in Kiitahya, named after the whirling
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dervishes, was previously a Mevlevi lodge and in order to symbolize this
historicity, the municipality put a fountain in front of the mosque, with a
whirling robot inside. Although Mevlevi rituals were not appreciated by the
attendees of the mosque,8 the mosque was inevitably associated with a Mevlevi

identity.

Figure 4.7. View from Donenler Mosque, Kiitahya (Photo by Cenk Giiray)

The whirling sculptures have gradually become the easiest way to relate to

Konya and Rumi. The Directory of Urban Aesthetics under Ankara

8 Interview, April 20, 2013.

83



Metropolitan Municipality decided to implement sculptures on the pedestrian
bridges related to the names of the roads in 2011, the first one of which was
the Konya Road, named officially as Mevlana Boulevard. The inspiring
sculpture was unquestionably a whirling dervish (Hiirriyet, 2011). During my
fieldwork, the highway was partially closed for broadening and addition of the
bus lane. Since people were not familiar with the official name, they could only
make out from the whirling sculptures on the pedestrian bridge that the road
to be closed was actually the Konya Road.? Yet another example, in Ke¢ioren
the municipality built a facility named Mevlana Cultural Center and put a
fountain with a whirling sculpture in the front. The opening ceremony of the
facility which comprised a bride’s room together with conference halls
included a performance of Acembuselik ayin with Musa Go¢men’s chamber
orchestra and a few whirling dervishes. Hikmet Abi was among the performers
and he really appreciated the whirling sculpture inside the pool. “They are
good, we should engage them on stage as well” he said, “they don’t faint away,
they don’t tangle themselves with the curtains, and they don’t ask for money”.10
The whirling sculptures, thus, were surreal images entering deeply into
everyday reality. I felt the intermingling of surreal images and reality most in
Ulus, passing by a shop which produces and sells garden decorations, where I
saw a whirling sculpture next to a Disney princess and Santa Claus’s

reindeers.11

° Fieldnotes, April 16, 2013.
10 Fieldnotes, October 11, 2013.

11 Fieldnotes, January 8, 2014.
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Figure 4.8. Pedestrian bridge on Mevlana Boulevard with whirling sculptures, April
5,2013.

EERURRGNE. = P
|1“1‘ ¢

E A \ —“A, ‘%

Figure 4.9. Whirling sculpture inside the pool in front of Mevlana Cultural Center,
with the logo of Keciéren Municipality behind, October 11, 2013
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Figure 4.10. Whirling sculpture in a shop in Ulus, January 8, 2014.

Catharina Raudvere during her field research in Istanbul recognized that the
sounds of arabesk and ezan both echoed in the streets of the city as
indisputable parts of contemporary culture (2002: 34), pointing to the
intermingling of identifications on the musical and religious domains. The
fluidity between rejection of Mevlevi identity by practitioners of its rituals and
state institutions’ embracing Mevlevi identity, transition between reality and
surreal, even absurd representations, have a lot to do with the recent history
of the order. Mutlu Abi’s first ney master, for instance, was such a humble man
that he did not bother walking in circles in the house while teaching pesrev to
his students.12 He was imitating the walk of the dervishes so as to teach his

students the importance of Devr-i Veledi, the first and rather long part of the

2 Interview, May 8, 2013.

86



ritual. This part is shortened during state representations by leaving most of
the dervishes aside and making only a small number perform the Devr-i Veledi
walk. As Ahmet Hoca affirmed, this shortening was in an effort to stop the
audience from getting bored before the flamboyant whirling part starts.13 The
manipulation of the ritual in state representations for the sake of audience
satisfaction clearly shows how the collective symbolic capital in sema
performances is taken care of. Meanwhile, Mutlu Abi’s being born in 197514
implies that he learned Devr-i Veledi from his master in late 1980s, which
provides hints that the leap of consumerism might not have been experienced
up until the recent representations. The recent history of Mevlevi Sufism in the
Turkish context, thus gains importance in understanding the popularity of and

the power dynamics behind Mevlevi Sufism.
4.2. Oral History of Mevlevi Sufism
4.2.1. Nostalgia of “Ihtifaller”

The first thing Sultan Mehmet the Conqueror ordered after entering Istanbul
was that Masnavi be read, which resulted in the building of the second Mevlevi
lodge ever in Istanbul, the Galata lodge.15 Since then, the interest of the state in
Mevlevi Sufism and the support by Mevlevi Sufism of the state existed in
balance. Thus the Mevlevis went underground without hesitation once the
republic was established and the law no. 677 was implemented.1® However, it

is also believed that the law only moved the Mevlevis underground and did not

3 Interview, February 12, 2014.
¥ Interview, May 8, 2013.
5 Interview, July 25, 2013.

18 Interview, July 25, 2013.
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have any impact at all on other orders.1” This underground life did not last long
thanks to Democrat Party; Mevlana ihtifalleri (commemoration ceremonies for
Rumi) started in 1946 according to Ambrosio (2012: 57), in 1954-55 according
to Erguner (2010: 86) and in 1956, 1958 and 1960s according to interviews.18
Siileyman Erguner claims that the law no. 677 and the first ihtifal were two
critical turning points in the history of contemporary Mevlevi Sufism. His father
Ulvi Erguner was a military officer by then, and he was threatened by one of his
colleagues of detention. He responded that there was no official ban thus he
could not do anything to arrest him, which resulted in a terrorized

performance.1?

Those first performances in the memories of attendants “tasted” better than
the performances during the festivals nowadays.2? People involved in Mevlevi
practices from Istanbul and Ankara would travel to Konya every December to
participate in the ihtifals. The ayin in 1967, for instance, was the Riiy-i Irak ayin
performed by the volunteers who covered their own travel expenses. They
would fill 3 cars of the train from Istanbul to Konya with the accompany of the
sheikh of Ozbekler convent, where Kudsi Erguner met Mevlevi music first, and
their clothes were sewn by the community of Samiha Ayverdi.2! People from
Ankara would also travel to Konya by train and during snowy days it would
take as long as 9 hours to arrive at Konya. Students would collect their

allowances so as to spend for travelling to Konya and officers would save their

7 Interview, August 19, 2013.

8 Fieldnotes, February 23, 2013; interviews April 20, 2013; July 25, 2013; August 19, 2013.
¥ Interview, August 19, 2013.

20 Interviews January 20, 2014; January 21, 2014.

21 Interview, April 20, 2013.
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annual leave for that part of the year.22 The masters who grew up in lodges
were still alive by then, and the travels to Konya would turn into travels of joy
for reunion with the masters. Although it was just a show in the eyes of the state

institutions,?3 the performance was the ritual for the participants.

The masters were venerated by travelers from Istanbul and Ankara. Since the
Sufi activities of all kinds were pushed underground, they would gather in the
houses of the masters for Sufi meetings. Stileyman Hayati Dede was one of
those; people would come together in his two-story house for sohbet.24 His son,
Celaleddin Loras was not that much appreciated. Itis told that when Americans
came to invite Stileyman Hayati Dede for reviving Mevlevi Sufism in the States,
he told that he was too old to travel and help them but they could take
Celaleddin and practice sema with him. He believed that his naughty son would
mature among those people, but unexpectedly he became the sheikh of the

Mevlevi Order of America.2>

The household Sufi meetings are still held in Konya. When I travelled there with
the members of MEKUSAV, we visited Ali Baba’s house in Meram for delivering

Serhan’s wedding invitation card.2® The aim was both reuniting with a Sufi

22 Interview, July 25, 2013.

23 The governor of Konya province threatened the participants by reminding that the performance
was a show, not a religious ritual, and he would immediately cancel it if he ever heard or felt them
say Allah (Erguner, 2010: 87).

24 According to Nezih Uzel, Siileyman Hayati Dede was not actually a successor of Mevlevi sheiks.
After the last sheikh of Konya Lodge, Mehmet Dede, who was surprisingly employed by the state at
the museum for the sake of his loyalty to the lodge, passed away, there were no Dedes left in Konya.
izzet Yenge, one elderly descendant of Rumi, offered him the title “As¢i Dede” (dervish of the
kitchen) since he owned a restaurant (Uzel, 2010).

25 Interviews January 20, 2014; May 22, 2014.

%6 Fieldnotes, July 28, 2013.
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master, enjoy his conversation and receive approval for the forthcoming
wedding. Giilden Abla mentioned their love and reverence for Stileyman Hayati
Dede several times and Ali Baba appreciated. Nevertheless, I felt like the
meeting was more of daily chitchat rather than a Sufi conversation. People who
experienced the end of institutional Mevlevi Sufism used to interpret the
ceremonies of state support in 1960s as that “the time of sema ended already,
itis the time of Charleston dance now”.2” My feelings of that sohbet experience

paralleled their criticism.
4.2.2. Wind of Change Hits

Inlate 1980s and early 1990s, the institutionalization of republican era Mevlevi
Sufism took place. After the joyful reunions in Konya during 60s and 70s, the
popularity of whirling dervish image enhanced and the interest in Mevlevi
music and rituals grew to such a level that urge to put things back under control
occurred. During that decade, both state institutions and non-governmental
foundations were established in the three key cities of Mevlevi Sufism in
Turkey; Ankara, Konya and Istanbul. Below I tried to draw out the details of
that decade according to the interviews. That decade reflected the
transformation of power relations from individual level to institutional level,
which can be interpreted as Burawoy’s (2012) interaction of fields, marked

with leading figures in the three prominent cities.

Once the masters in Konya started to pass away one by one, the ihtifals in
Konya had already become world famous and the collective symbolic capital in
Harvey’s sense grew up to a level of manipulation. Upon the corruption of the
ceremonies in Konya, Selman Tiiziin Dede, the last sheikh of Bahariye Lodge in

[stanbul, only a few years before his demise, drew attention to the problem of

27 Interview, April 20, 2013.
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representation (Uzel, 1995). His proposal was establishment of a Mevlevi
foundation and Andac¢ Arbas received this proposal as a command. In the 1989
ihtifal in Konya, it was declared that the foundation (MEKUSAV) was
established. Some participants were happy with the establishment while some
others were disturbed, but everyone was surprised. In 1990, Anda¢ Bey
officially established the foundation together with Dogan Ergin, the neyzenbasi
of Konya ceremonies for years, and invited Rumi’s descendant Celaleddin Bakir
Celebi as honorary member, in an effort to pull his attention towards the

preservation of Mevlevi Sufism.28

Meanwhile, Kudsi Erguner’s popularity in world music scene was crossing
borders. He remembers Celaleddin Bakir Celebi from 1961. He was a rather
rich man in Hatay by then; people would ask for reeds so as to make neys, but
he would not care. Believing that he would show mercy to a young boy, the
elder would send Erguner to him to ask for reeds, and he would not care either.
But his growing reputation made them meet again. When he was invited with
his percussionist colleague Nezih Uzel by the Masonic lodge Grand Orient in
Paris to perform their mystic music, they accepted the performance on the
condition that every audience be accepted into the lodge. Celebi heard about
this performance through the Masonic network and got in touch with Erguner,
but he found a way to escape this attention. Later on Celebi recognized the
value of being a descendant of Rumi, invited Abdiilbaki Gélpinarl to teach him
Mevlevi Sufism, self-declared a Mevlevi identity and started to authorize people

for Mevlevi practices.2?

28 |nterview, July 25, 2013.

2 Interview, April 20, 2013.

91



The year 1989 was also the year when Konya Ensemble of Turkish Sufi Music
(Konya Tiirk Tasavvuf Miizigi Toplulugu, KTTMT) was established. Before that,
yet another person of Masonic origin according to Erguner, Fevzi Halicl
established the Konya Tourism Association under the municipality, with the
belief that Konya could produce its own performances without the support
from Ankara or Konya.30 The association wrote letters to people from Istanbul
and Ankara that they did not need their help anymore but they could of course
attend the performance if they wished in 1970s, which was extremely rude but
still the people from Ankara and Istanbul tolerated this rudeness.3! Against the
backdrop of this rudeness, Halici is still revered for serving Mevlevi Sufism
despite his effort to turn the ritual into tourist attraction.3? When the
association became corrupted, the istanbul group comprised by musicians like
Ciineyt Kosal, Dogan Ergin and Ahmet Ozhan started to dominate the
performances in Konya in 1980s. Ahmet Ozhan’s manager, Tugrul inancer was
also there; he was a leading figure among the Cerrahi community by then33 and
he later received authorization of Mevlevi Sufism as a nice gesture
(teberriiken).3* But the municipality had trouble with the Ozhan community,
resulting in their non-attendance to the following ihtifals.3> The corruption of
the association was the motivation for the establishment of both MEKUSAV and

KTTMT; the foundation selected a qualified staff for performances in Konya

30 Interview, April 20, 2013.

31 Interviews, April 20, 2013; July 25, 2013.
32 Interview, July 25, 2013.

33 Interview, August 19, 2013.

34 Interview, May 17, 2013.

35 Interview, August 19, 2013.
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and Dogan Ergin selected Tevfik Soyata for directorship.3¢ Nevertheless, this
new staff in Konya could not make peace with the “ihtifalist” Istanbul
community. Once they were to travel abroad for a sema performance and they
came across the Istanbul community at the airport, who were going to perform
on their behalf.3” While he was working for TRT, Soyata confronted several
political conflicts in Erzurum and Ankara. So as to escape the conflicts he
accepted the directorship in Konya, but he was not content with the Konya
community either. He believed the staff selected by Andag¢ Arbas, Dogan Ergin
and colleagues were not qualified at all and the “ihtifalist” Istanbul community

were politically engaged.38

The conflict between the Konya staff and the Istanbul community resulted in
the establishment of Istanbul Ensemble of Historical Turkish Music (Istanbul
Tarihi Tiirk Miizigi Toplulugu, ITTMT) in 1991, again under the Ministry of
Culture as in the case of KTTMT. Allegedly the Istanbul community, which also
had Masonic ties, engaged themselves with Celebi and ITTMT was established
through the Masonic ties.3? In the same year, probably before KTTMT took the
official sema performances over, the municipality only invited Selman Tiiziin
Dede and he did not attend the ihtifal that year in reaction towards the
rudeness. That was the incidence ending the relationship between MEKUSAV

36 Interview, July 25, 2013.
37 Interview, November 26, 2013.

38 |Interview, November 26, 2013. Siilleyman Erguner believed that this political engagement was
with the centre-right party ANAP (Interview, August 19, 2013).

39 Interview, April 20, 2013.
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and Konya community. Meanwhile, collision of ideas among the members of

MEKUSAV also emerged and some people left the foundation.?

The Istanbul community also started to crack down in the beginning of 1990s,
Ahmet Ozhan after gaining hierarchical superiority and state power by the
establishment of ITTMT sidelined Dogan Ergin, who in revenge came close to
Celebi and played role in the establishment of International Mevlana
Foundation in istanbul in 1996.41 MEKUSAV was also established in Istanbul
because Selman Tuzilin Dede was there.#? The foundation started to meet in
Ankara, Bahgelievler in 1992 and after a tour to the United States in 1998, the
house in Batikent was bought. Taking Stileyman Hayati Dede’s house in Konya
as a model, they designed the Batikent center as simple and pure as possible.
The Celebi family was supporting MEKUSAV by then, only morally because they
did not have enough money.*3 Shortly after, the family established the
foundation in Istanbul, moved to Konya and organized an International
Mevlana Symposium with Tugrul Inanger. MEKUSAV was not invited to the
event, their paper proposals (and those of theology professors) were not

accepted either.4

What I inferred from the interviews was that the institutionalization of Mevlevi
Sufism brought together power struggles within the triangle having Ankara,

Istanbul and Konya on the corners. istanbul was the place where separatist

40 Interview, July 25, 2013.
4 Interview, April 20, 2013.
42 Interview, July 25, 2013.
4 Interview, July 25, 2013.

4 Interview, May 17, 2013.
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initiatives emerged on personal level. Those initiatives affected the scene in
Konya and state support from Ankara resulted in establishment of new
institutions in all of the cities. The actors of these institutionalization processes
were mostly musicians and the flow of music-power between persons and the
state led towards two state institutions and two non-governmental
foundations emerge around the struggle for power over Mevlevi Sufism. The
key figure in institutionalized Mevlevi Sufism of Konya, Tevfik Soyata ended up
escaping the circle of Mevlevi music totally and moved to a more secular
position in Ankara. The influential figures in Konya, then became the Celebi
family and the key figures of Istanbul, Tugrul inanger and Ahmet Ozhan ended
up becoming officials in Istanbulian institutions and the celebrities of festivals
in Konya. Anda¢ Arbas passed away after becoming the revered person in

Ankara, leaving yet another institution behind.

The conflicts between the state institutions and non-governmental foundations
in 1990s seem to have dissolved throughout the following decades. The festival
in Konya now gives place for both ITTMT and KTTMT; first ITTMT offers a
concert of religious music with Ahmet Ozhan as the soloist, then Tugrul inanger
as a retiree of ITTMT delivers a speech on Masnavi, and KTTMT performs the
sema in the end. The International Mevlana Foundation of Celebi family took
action with the state for the UNESCO inscription and Esin Celebi Bayru as a
leading figure of the foundation is honored by the state during festivals in
Konya.*> During our visit to Konya before Serhan’s wedding, Glilden Abla left
us in the garden of Rumi’s mausoleum for paying a visit to the Celebis as a sign
of mutual respect.#¢ But as Atilla Abi told, the power struggles still continue

within those institutions. KTTMT now has a large staff of mutrib and semazen

4 Fieldnotes, September 30, 2013; December 7, 2013.

46 Fieldnotes, July 28, 2013.
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enough to perform several ayins simultaneously. The performance requests
are covered through auction method; the best offers are considered for the
most qualified groups and offers for smaller amounts receive less qualified
performers of the institution. He told one story to shed light on the struggle.
One young neyzen from Atilla Abi’'s ensemble, who is employed at KTTMT,
informed him that he would not be available at the ensemble’s next concert due
to a performance abroad by the institution. Interesting enough, he showed up
at sound check and surprised Atilla Abi. When he wanted to learn what
happened to the performance abroad, the neyzen told him that his team needed
new passports which created the problem. The other team already had
passports, who did not need to pay an extra amount for the bureaucracy, and
the institution decided to send the second (and cheaper) team to the
performance, which meant that the institution could make even more money
out of that performance.4” Still KTTMT was the institution of most traditional
and highest quality performances of Mevlevi music according to him; “Let’s not

think about the others if this freak is the best”, he concluded.

4.2.3. Alternative Memories, Gossips and Controversies

My calling the genre as Mevlevi music created one conflict during my research.
After we entered the troublesome ney workshop of Banu’s master which I
mentioned in Chapter 2, the eyes turned on me as if [ were the suspect to be
interrogated. Repeating several times that my job was really difficult, the ney
master asked me whom I had interviews with so far. Being frank to this
question would result in the students of the master kicking me out of the
workshop as I already knew that there was tension between the ney master
and several of my interlocutors. In an effort to escape this bitter end, I

responded by saying that I interviewed several musicians involved in Mevlevi

47 Interview, November 2, 2013.
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music. This mild response received an extraordinarily harsh criticism. “There
is nothing called Mevlevi music!” he shouted, “All is music, Mevlevi ayins are
categorized under convent music which is under religious music and which is
all under Turkish music.” Besides repeating the common classification
explained by Cinugen Tanrikorur (2005) as if [ were too ignorant to be aware
of it, he asserted that he was next to his own master for 30 years and never
heard of him use such a phrase. Before retelling that my job was really difficult,
he told me to bring whoever used that phrase to him.48 [ronical enough, one of
the key figures of the recent history of Mevlevi Sufism, Nezih Uzel (2008)
spared much of one article to explain why the genre should be called Mevlevi
music. He was disturbed by the ministry using the phrase “Mevlevi musics” in
an effort to avoid “Mevlevi ayins”, and this was according to him only one fault

among the many within the 2008 notice.

The criticism and the claim of the ney master which was refuted by yet another
master reminded me of another conflict about the world-famous ney player
and D], Mercan Dede, mentioned in Degirmenci. The ney master’s own master
Niyazi Sayin, upon the claims about him teaching ney to Mercan Dede, denies
such a relationship by claiming that he does not give lessons to street
musicians. The controversy is that Mercan Dede has never performed in the
streets and has only claimed receiving ebru lessons from Sayin (Degirmenci,

2013: 94).

The inconsistency of the ney masters gives clues about the alternative, even
conflicting memories related to the republican period of Mevlevi Sufism. The

variety of dates offered for the first ihtifal in Konya as mentioned above,

“8 Fieldnotes, January 21, 2014.
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already implies that the oral history I collected during my fieldwork might not

be the only alternative concerning the recent history.

One such alternative came out during the research. Concerning the whirling
dervishes employed by KTTMT, Tevfik Soyata claimed that the selection
process was not fair; the tall basketball players were selected for whirling
because they would look better on the stage and actual whirling dervishes were
ignored. This unfair selection was because of the drunkenness of the jury,
which later on resulted in Andag Bey criticizing the whirling dervishes that he
himself selected for the institution.* He claimed that this criticism was
published in Nokta magazine but neither I nor Soyata himself could find the
related issue. One tanbur player I met during the seminar in Venice, who was
the son of a Sufi, told me that he grew up among the Mevlevis>? in California.
He was in touch with the Sufi communities in Konya and knew many whirling
dervishes of KTTMT in person. Contrary to what Soyata argued, he said that he
did not know whether the musicians were so but he was sure that the whirling
dervishes were of Sufi lineage (silsileden), successors of the dervishes from
lodges.> This controversy might mean that the first whirling team was
unrelated but later on successors of dervishes joined the institution. The
alternative story would fit Atilla Abi’s frame claiming that the most traditional
performances are held by KTTMT. But looking at the power struggles in 1990s
between Ankara, istanbul and Konya,  would not expect such a calm transition.

One musician colleague, who suddenly ended his relationship with Soyata, told

4 Interview, November 26, 2013.

%0 He said that he knew Erguner’s claim on Mevlevi Sufism coming to an end by the law no. 677, but
he believed that the Mevlevi Sufism was still alive; “It is really complicated” he said (Fieldnotes,
April 18, 2013).

5! Fieldnotes, April 18, 2013.
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me one incidence which made him lose his trust on Soyata and advised me not
to believe in what he told. This was signaling yet another conflict on personal
level and the unavailable copy of Nokta magazine might have turned what he

told to me into mere gossip.

One other alternative came out related to Tugrul Inanger. I made my way to
Istanbul and participated in a concert succeeding his speech so as to arrange
an interview, but he escaped the concert hall so quickly that Zilkif Bey could
not even get in touch with him on the phone.>2 This was one of my several
unsuccessful attempts to interview him, so I only have what people told in my
hand. He was referred to as one secular man regularly drinking alcohol and
managing Ahmet Ozhan’s professional program in 1980s; later on he
recognized the money and prestige he could make out of Mevlevi Sufism and
became the director of ITTMT.53 He was also referred to as a respectable Sufi
having the authorization of several orders and conducting an interview with
him would aggrandize my research.* He was a respected figure among
MEKUSAV people, but they did not hesitate to criticize Inancer upon his
scandalous commentary on pregnant women>> which was broadcast on TRT
during a Ramadan talk show.>¢ The last incident showed that there was no

ultimate surrender to his authority as a sheikh, but still the conflicting

%2 Fieldnotes, February 23, 2013.
53 Interviews, April 20, 2013; November 26, 2013.
54 Interview, May 17, 2013.

55 0On the show named Joy of Ramadan (Ramazan Sevinci) broadcast on July 23, he told that
pregnant women should stay at home because their showing off with their bellies disturbs
believers. This comment created turmoil on social media, especially in the context of secularism
and religious conservatism.

56 Fieldnotes, July 27, 2013.
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memories related to him signal the effect of personal relations on history
telling. As in the case of Masonry related to the Celebi family, furthermore, it
was only Kudsi Erguner who talked about such ties. No approval or denial
related to the identity of the Celebi family came out throughout my interviews,

which might also turn the borderline between reality and gossip blurred.

These alternatives | mentioned indicate that individual power relations might
turn into markers in narrations as the narration process is based on personal
experience. But it might not be a good idea to treat personal experience
independent from politics and individual power struggles independent from
state power. Agah Oktay Giiner, one of the previous ministers of culture from
the Nationalist Movement Party (Milliyetci Hareket Partisi, MHP), for instance,
is also a respected figure among MEKUSAV people and he was frequently
invited to the Masnavi reading events in Hamamonii. His being engaged in state
politics might not have to do with the respect shown to him, but one member
of the foundation appreciating the support of the police during Gezi time
openly stated that he grew up within the organization of Motherland Party
(Anavatan Partisi, ANAP),57 referring to closer relations of non-governmental
foundations of Mevlevi Sufism with centre-right politics. This engagement also
reflected the intermingling embodiment of religion and Sufism within the state,
thus making the transformation of power from individual level to institutional
level in the context of contemporary Mevlevi Sufism more engrossing with the
contemporary history of the meanings attached in mind. Moving towards a
focus of power on institutional level, I compared three performances from the
three cities in December 2013 for Seb-i Arus celebrations, in which the state
fetishism and power displays of different religiosities mentioned in Chapter 3

are exemplified.

57 Fieldnotes, July 14, 2013.

100



Figure 4.11. Agah Oktay Gliner giving a speech during Masnavi talk at Hamamoént
Kabakg1 Konagi, December 25, 2013.

4.3. Music-power and Actors: 2013 Cases

On the morning of December 17, 2012, high officials as usual were in Konya for
attending the Seb-i Arus ceremony. That year, interestingly, the protocol
speeches were taken out of the program at the last minute, which was criticized
by the leader of the opposition party, Kemal Kiligdaroglu. In his meeting with
the press, he said that the officials do not actually talk about politics during
their protocol speeches at Seb-i Arus since Rumi is the common ground for not
only politicians but all the 74 million citizens and an important element of the
cultural heritage. The removal of protocol speeches from the program,
according to him, was not a common decision but the imposition of the

government (TRT, 2012). This disturbance on protocol speeches can be
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interpreted as the importance of Mevlevi rituals on the state level in that they
provide a wonderful opportunity for visibility of state power and provide yet
another ground for contestation of the Islamic government and “Kemalist

Islam”.

After years of staying as a project, Mevlana Cultural Center was finished and
the opening ceremony was held by the honoring of Recep Tayyip Erdogan, the
prime minister by then, in the Seb-i Arus of 2004 (Vicente, 2007: 104-110). It
is claimed that he was disturbed by the performances held in sports halls and
commanded that the cultural center be completed by the Seb-i Arus so as to
save the memory of Rumi from the baskets.58 Just after 9 years, he showed up
in the opening ceremony of a sports hall in Konya during Seb-i Arus and all of
a sudden the performances of most crowded days were moved to the new
sports hall; in 2014 Rumi’s memory was back under baskets. Those quick
changes in the realization of Seb-i Arus performances relate to the permeability

of power relations on the sema ground.

4.3.1. Konya: The Military and the Celebrity

As Tia DeNora asserts, “music’s presence is clearly political in every sense that
the political can be conceived” (2000: 163). The Seb-i Arus festival of 2013 held
in Konya was fitting perfectly into DeNora’s frame. There was music
everywhere in Konya, and there was a sign of state power next to music. The
very cold Saturday morning I jumped off the train, on December 7, the
beginning day of the festival, I could not have imagined how much of the state

[ was to be exposed to.

During the festival which is held between December 7 and 17 in Konya, two

ayin performances (matinee and soiree) take place every day. As mentioned

%8 Fieldnotes, September 24, 2013.
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before, the ayin performances are preceded by ITTMT’s religious music concert
and Tugrul Inanger’s talk. The first day witnesses an opening ceremony
comprised of “Candle awakening”, “The march for love and tolerance”,
openings of several exhibitions and award ceremonies for several related
contests. Instead of matinee performance, a small sema ceremony is held
within the Mevlana Museum and the soiree takes place in Mevlana Cultural
Center, which is approximately 1 km away from the museum. KTTMT performs
an ayin in Mevlana Cultural Center every Saturday free of charge, but during
the festival people have to buy tickets for attending sema performances in
Mevlana Cultural center. The ticket prices for 2013 were between 10 and 50
Turkish liras, the most expensive ones covering the final performance. In 2012,
e-ticket portal of the municipality started to operate and most performances
were sold out immediately after the tickets were made available on the portal
in 2013. I already attended two sema performances in the center; the former
was a Saturday performance and the latter was the closing ceremony of Mystic
Music Festival on September 30. As [ came across some protocol speeches and
an award ceremony during my second experience of the center, I thought I
knew about the amount of state visibility. But the official festival dedicated to

Rumi held much more of what I had already experienced.

[ bought tickets for the first soiree and the last matinee. The first soiree was
important for its succession of the opening ceremony and I preferred the last
matinee instead of the soiree because I was warned about the over-
representation of the protocol and the extreme crowds.>® Although I knew
about the performances at the center, I had no idea about the opening
ceremony. What [ came across throughout the opening ceremony was a context

dominated by the state instead of Rumi to whom the festival is dedicated.

%9 Interview, August 19, 2013.
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Figure 4.12. Caption of my e-ticket for the first soiree, decorated with Rumi’s
mausoleum within the museum, a whirling dervish and a dastar

The “Candle awakening” was a small ceremony of lighting the candle located
on the main street close to Alaeddin Hill, which symbolized the place where
Rumi and Shams of Tabriz first met. The name “awakening” was chosen in light
of Mevlevi traditions as the Mevlevis hesitated to use verbs with negative
connotations like to light (yakmak). The verb to awaken (uyandirmak) was
preferred for lighting candles, and MEKUSAV people, in courtesy, used the
same verb for turning on the lights in the foundation building in Batikent.60
Although the name was properly selected, the ceremony did not care that much
about Mevlevi Sufism. The candle was surrounded by press members and men
in Mevlevi dervish clothes when I arrived there, and the name of the ceremony
was really unfamiliar for the attendees since they were not provided with any
explanatory material. One woman just learned what awakening meant and she
was shouting to her friend “can you imagine, they are going to burn a candle!”

[ though the candle would be awakened by the dervishes around, but I was

wrong. Men in black suits (the bodyguards of state representatives) arrived at

%0 Fieldnotes, March 16, 2013.
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the candle, pushed the press members and the dervishes away, opened space
for the protocol members, checked around during the protocol speeches and
disappeared. I could not understand when the candle was awakened, probably

it was the least important part of the ceremony despite its name.
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Figure 4.13. The Candle of “Maraj al-Bahrain” before the awakening ceremony,
December 7, 2013

The attendees’ unfamiliarity with the ceremony was not related solely to the
candle awakening part. There was little or no promotion of the festival
addressing the city dwellers. There were no signs showing where the march
would be initiated, for instance. I came across two boys dressed in bright green
costumes, thought they were representatives of something for the march and
followed them towards Aldaeddin Hill. There were many boys in special

costumes around the candle, most of whom had black skin or eye folds, carrying
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flags of several countries and mass produced banners with Rumi’s sayings.
Boys from all around the world were ready for the march of love and tolerance;

the message of universality was clear, but the way it was represented seemed

a little racist to me.

e——

Hz. Mevlana

clouds did not

. weep, how would
nature smile?

If

Figure 4.14. One banner left behind during the performance of the Janissary band
before the proconsulate building, December 7, 2013

There was actually a march from Aldeddin Hill to the proconsulate building.
After the candle was awakened, the Janissary band started to play one of the
most famous marches referring to the “bravery of the Turkish nation”. The

military band preceded the dervishes, then came the press members walking
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backwards, they were followed by the protocol and the banner carrying boys
at the rear. The cortege stopped before the proconsulate building and the
military band offered a small concert of military repertory, including an
animation of a war scene. Only a small part of the protocol continued towards
Mevlana Museum after the concert. Meanwhile, the police were surrounding
the ceremony area and the men in black suits were manhandling an old man
walking near the area so as to open the road for the protocol.t? There was no
love but gallantry, no tolerance but repression. Despite its name, the march
aimed less at values of Mevlevi Sufism than at visualization of state power. All
in all, it was a militarized state ceremony like the celebrations for the

foundation of the republic on October 29 when jet fighter aircrafts are flown.

Since it was a Saturday evening, Mevlana Cultural Center hosted not only the
protocol and the tourists, but also people who wanted to attend the regular
performance of KTTMT. They were disappointed when the controllers asked
for their tickets. I believe such coincidences happened frequently because of
the lack of information about the festival addressing locals. After the opening
of the sports hall by Erdogan on December 17, the Saturday performances of
the festival were also moved from Mevlana Cultural Center. Although many
guest musicians join KTTMT during the festival, and although they are crowded
enough to perform in several ayins simultaneously, KTTMT does not offer their
regular free performance during the festival. Compared to the opening day of
the festival, the final day of the festival faced even a denser representation of
the state power. As the protocol of the closing ceremony included the prime
minister and the day was also spared for the opening ceremony of the sports
hall, there were even more policemen all around the city on December 17. Most

of the billboards related to the festival were replaced by the photos of Erdogan,

61 Fieldnotes, December 7, 2013.
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calling people to attend the opening ceremony of the sports hall. The state was
fetishized both within and despite Mevlevi Sufism in Konya during that festival.
[ could not help but write “I am state-overdosed” in my field log that

afternoon.62

The soiree and the matinee [ attended at Mevlana Cultural Center did not turn
into a fetishized ritual of the state probably because the state dominated only
the closing ceremony with the honoring of the prime minister and a larger
protocol. Both performances of ITTMT preceding the ayin were enjoyed largely
by the female audience. Ahmet Ozhan was treated like a superstar rather than
a state-employed musician; he was loudly applauded and some women among
the audience responded by shouting to his greetings. The women sitting behind
me were appreciating his looks; he was still as handsome as his youth. The
women did not stop appreciating him throughout his performance and the
music was from time to time outtalked by the murmur of the audience. Ozhan
and ITTMT seemed happy with this appreciation; the musicians kept smiling
and chatting throughout the concert while Ozhan kept moving as if he were
dancing. Once the concert of ITTMT was over, women started to leave the
center without waiting for even the beginning of the sema ceremony. The
popularity of Ahmet Ozhan among women overpowered the representation of
Mevlevi Sufism on the stage of a center dedicated to Rumi. Probably this was
not the case on the closing ceremony due to the domination of the protocol
among the audience, but especially the matinee I attended looked almost like
the matinees in the gazinos®3 with a male solo singer, plays of colorful lights

and attendance of mainly women.

62 Fieldnotes, December 17, 2013.

3 Gazino is a music hall where people both listen to the performance of famous singers called
assolist and have their meal on the tables, different from concert halls. The gazino was very

108



Figure 4.15. Ahmet Ozhan singing a hymn with dance-like gestures under blue and
purple lights in the main hall of Mevlana Cultural Center, evoking gazino
performances, December 7, 2013.

Following ITTMT’s concert on the first soiree, Tugrul Inancer came to the stage
for Masnavi talk. He started his speech by referring to the first word of Masnavi,
bishnav (listen). After emphasizing the importance of listening in Mevlevi

Sufism, he left the Masnavi aside and started criticizing the state. He claimed

common especially in istanbul entertainment scene in 1970s and 1980s. The matinees in gazinos
were women-exclusive.
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that this year the Masnavi part was added to the ceremony program for the first
time. He referred to the Mevlevi tradition in logdes where they first conducted
the namaz prayer in the sema ground, then had a Masnavi lecture and lastly
initiated the ayin and sema. He then blamed the state for interrupting the ritual
by omitting the Masnavi part. The state regained visibility on the stage, this

time in the form of criticism.

The ayin performances of both programs I attended cared for the comfort of
the audience, which can be interpreted as the power of the consumers also
shaped the field of Mevlevi Sufism in the context of Konya. The Devr-i Veledi
was cut short by the participation of only one third of the whirling dervishes,
the ayin was performed in a high tempo, the stage was illuminated in different
colors (red, white, green and blue) during each selam, and the dervishes
whirled on a choreographic pattern. During the ayin performance on the first
soiree, the audience already lost their interest and the hall was almost empty
towards the end. On the matinee, it was even worse. Among the few women
remaining in the hall, two started quarreling upon a phone call while the ritual
was still on. Although the emcees announced that the performance was a
religious ritual not a show and asked the audience not to applaud, both
performances faced applause. On the matinee, the dervishes bowing before the
red post were treated as if they were greeting the audience and the applause
started even before the ritual came to an end. The audience’s intervention with
the ritual signaled yet another display of power compared to the state, that of
the consumers. In the Konya scene of the 740t anniversary of Rumi’s wedding
night, the military marches, the popular hymns and the ayin in makam ¢argah

all provided background music for displays of power.
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Figure 4.16. Detail from the 2nd selam of KTTMT’s performance, three dervishes
choreographically whirl in the center under white light, December 17, 2013

4.3.2. Ankara: Humility and Criticism

Compared to the enhanced and fetishized visibility of the state in Konya,
MEKUSAV’s Seb-i Arus program carried the humility as a performance of a non-
governmental foundation. The program consisted only of Giilden Abla’s
opening speech and the ayin in makam ferahfeza. The program was held in
MEB Sura Hall, one of the largest halls in Ankara established by Sevda-Cenap
And Music Foundation and operated by the Ministry of National Education,
having the signature of Kemal Atatiirk, founding president of the republic, right
above the stage. Having performances previously in halls like Turkish-
American Association, the foundation was giving a deeply Kemalist message
that year not only with Giilden Abla’s opening speech with a reverence to the
founding father of the republic but also with the selection of the performance

hall. The tickets for the event were 23 and 34 Turkish liras, between the lowest
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and highest prices for Konya tickets. Some guest musicians in Konya came to
Ankara for this program and several other state-employed professionals joined

the MEKUSAV ensemble.

Giilden Abla’s opening speech lasted shorter compared to the sum of protocol
speeches in Konya. She dedicated part of her speech to criticizing other sema
performances. She blamed the conservationists for corrupting the ritual
instead of conserving it. Not only the state but also the private sector played
role in this corruption, she stated. The ritual was turned into a dance show for
the sake of popularity and making money according to her; she was crying for

the sorrow of the ritual and her voice was trilling.64

This criticism on the non-conservation of the conservationists also carried the
claim of the foundation on conserving the original ritual. The candle awakening
was humbly performed behind the prayer and followed by Quran citation. The
comfort of the audience was not cared for as much as in the Konya case; all the
dervishes joined the Devr-i Veledi and the ayin was not performed too quickly
for the dervishes to start whirling, which instead happened in the 4t selam of
several ayin performances of KTTMT. In the end, the dervishes turned their
back to the audience, a very unusual behavior for performers on the stage, and
started the last prayer. There occurred a small applause but it ended in
seconds. The foundation’s claim for conserving the ritual was reflected on their
stage performance where they almost ignored the presence of the audience.
This claim brought together yet another actor in the power struggles on the

sema field, the non-governmental foundations.

Another non-governmental ayin performance took place in Ankara the

following week. This time there was a smaller ensemble on the stage, which

64 Fieldnotes, December 13, 2013.
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was made possible by an academic of Hacettepe University. Some performers
in MEKUSAV’s event were also performing in the event at Hacettepe University.
The event was free of charge and it was not publicly promoted as much as
MEKUSAV’s event. The audience was mainly comprised of Hacettepe students
and the M Hall in Sihhiye was not as crowded as MEB Sura Hall. The ayin in
makam Acembuselik was preceded by a concert of hymns, similar to the
program during the festival in Konya. During the interval, the musicians
changed to their dervish costumes and the same ensemble appeared on the
stage in the second half as a different ensemble. Small informative flyers were
provided for the audience, turning the event into an introductory applied
seminar for the audience who might have encountered a Mevlevi ritual for the
first time. Again for the comfort of the audience, the ensemble performed the
ayin in the fastest tempo they could, turning the music of the ritual into a
catastrophe by the help of the sound system. The performance reminded me of
several Mevlana Research Institutions established in universities around the
country which frequently organized scholarly meetings, published books and
journals, and offered undergraduate courses on Mevlevi Sufism together with
graduate degrees. Hacettepe University, despite lacking such an institution,
performed an academic mission related to Mevlevi Sufism on the stage. The

music was marking another actor on the sema field, the academia.
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Figure 4.17. The last prayer of the ritual during MEKUSAV’s program, dervishes on
their back, the post and the candle on the left, December 13, 2013

4.3.3. istanbul: Magnificent Protestival

Since I attended MEKUSAV’s event in Ankara on December 13, I missed the
opportunity of attending the Seb-i Arus event organized by AdStation in
Istanbul. I still preferred to include the event into my analysis because I
interviewed a performer of that evening on the following days and the event
aroused public attention. The event was supported by the Ministry of Culture
and Tourism together with Istanbul Metropolitan Municipality, and it was
sponsored by many companies. The event took place in Ulker Sports Arena in
Atasehir, with a capacity of 15000 audience. This was the second time
AdStation’s Seb-i Arus organization took place in istanbul; the previous one in
2012 was promoted with the motto that “Rumi’s wedding night will be
celebrated outside Konya for the first time” (Vatan, 2012). The motto was

referring to the official festival in Konya and had the claim of being the second
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official celebration, but still it sounded like there had never been Seb-i Arus
celebrations in Mevlevi lodges outside Konya throughout history, which was

misleading.

AdStation claimed that they covered [stanbul with Outdoor TV ads, billboards,
pedestrian bridge ads, and posters on public transport. Compared to the lack
of public promotion of the festival in Konya, Seb-i Arus Istanbul can easily be
treated as a PR success on that sense. Since this event was supported by the
state although it was a private organization, the night was honored by protocol
including the prime minister. Despite being a sponsored event, Seb-i Arus
Istanbul aroused criticism for its ticket prices, which ranged between 23 and
235 Turkish liras, nearly five times more expensive than the most expensive
tickets mentioned so far. Besides being the most expensive performance of the
year, Seb-i Arus Istanbul was also the event with the highest number of
celebrities on stage. Pop singers and TV stars who appeared in Show TV series
like Doktorlar and Cennet Mahallesi, Kutsi and Alisan shared the stage with
Sami Savni Ozer in the first part of the event. Sami Savni Ozer, popular for his
religious music albums together with his Cerrahi connections, also became a
celebrity with his performances for comedian Cem Yilmaz’'s movies, including
the songs Psikopat and Siipermen. The three celebrities’ sharing the stage for
performing a religious music concert before a sema performance resembled
Hayko Cepkin’s appearance on a Sufi Videoclip; both were the combination of
totally unrelated contexts. The un-relatedness continued with Ozer’s sharing
the microphone with Erdogan during the performance of the same Bektashi
hymn that was performed by Hayko Cepkin on the videoclip. Such un-
relatedness also occurred in AdStations’s 2014 program, this time with even a
higher number of celebrities on stage, and it was harshly criticized for turning

Seb-i Arus into Show of Arus (Zaman, 2014).
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Figure 4.18. QR Code for the promotion video after Seb-i Arus Istanbul 2013 by
AdStation on Youtube

The audience, just like during Ahmet Ozhan’s performances in Konya, also
involved in the program during Seb-i Arus Istanbul. This time the context was
much more political. While Erdogan was giving his opening speech, which only
included a salutation to Rumi different from his other speeches that never
skipped promotion of his party’s implementations and achievements and
which was unusually short, he was protested by the whistling and clapping of
the audience. Yet there was another group among the audience who were
disturbed by the protest and they started a pro-Erdogan slogan. Erdogan’s
speech, the slogans and the whistles scrambled into each other before the stage
was left to the whirling dervishes (Radikal, 2013). This involvement of the
audience was a summary of the political turmoil of the year. Graham St John
referred to alternative, countercultural festivals which aimed political action as
“protestival” in an effort to emphasize the simultaneity of negative/positive,
transgressive/progressive, and aesthetic/instrumental aspects of political
representations within (2015: 130-133). Seb-i Arus Istanbul, although being a
state-supported mainstream festival of a religious music concert and sema
performance in December, turned into a protestival in that sense, with the
displays of power by the state, entrepreneurs and consumers. Wacquant’s
(2008) interpretation of the field as a battlefield fit well into this case; it was as

if a multi-lateral war for power was going on in the sema field.
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Figure 4.19. QR Code for DHA’s video on the protests of Erdogan’s talk during Seb-i
Arus Istanbul on Youtube

When I interviewed Ahmet Hoca, he also comparted the performances in Konya
and Istanbul. He said that performances in Konya are folkloric and addressing
a closed community. He could never perform in Konya because of the
collaboration of the ministry and TRT. Owning a PhD in music, he accepted
performing in this event because he trusted in the ensemble performing the
ayin in makam htizzam. He asserted that there were no “market-musicians”
(piyasact) among the ensemble; according to him they played pasty in the
market and did not attend rehearsals, that was the reason they could not play
an ayin properly and should not be included in ayin ensembles. The performers
in the ensemble were criticized because of the appearance of Alisan in the
program, but they preferred to ignore those criticisms. The celebrities
performed in their part with their own ensemble, they did not join the ayin, and
the criticisms were addressing the celebrities not their ensemble. He was
confident that the ayin performance was excellent and the critics shut up once
they heard the ayin.t> Since the performance of 2013 was not broadcast on TV
orreleased in DVD format, I could only see a small part of the performance from
the 1st selam. What I heard was well tuned and synchronized musicians, a

professional arrangement of partitions and a nice sound reaching the audience

55 Interview, February 12, 2014,
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through the sound system. The magnificence of the event met the excellence of
the ritual’s music on the sema field which witnessed aggressive displays of

power.
4.4. Analysis of Ayin compositions and performances

The performances in Konya, Ankara and Istanbul in December 2013 discussed
above, all faced displays of power by different actors with different claims. In
each case, but especially in Seb-i Arus Istanbul, it is obvious that the Mevlevi
ritual was somehow pushed behind the political claims and power struggles.
The instrumentalization of Mevlevi ritual was also a tactic of Gililen movement
in late 1990s in the USA (Hermansen, 2009: 31), and the conflicts between
organizations related to Mevlevi Sufism in the three cities in 1990s might have
prepared the ground for the field of power struggles in Bourdieusian sense
(1998). The ritual’s turning from the main motive of the organizations to the
background music of power struggles urged me to take a musicological gaze

into the rituals performed.

Throughout my research, I attended 10 ayin performances and participated in
one of them with my frame drum. Besides those, I took into account two more
performances: the ayin in makam hiizzam in Seb-i Arus Istanbul which clashed
with MEKUSAV’s event, and the ayin in makam mahur performed on December
14 by KTTMT during the festival in Konya different from the rest of the festival.
I confronted the ayins in makam ferahfeza and makam acembuselik three
times, the ayin in makam ¢argah twice, the ayins in makam hiiseyni and makam
acemasiran once, and I included the ayins in makam mahur and makam hiizzam

to the analysis.

First of all, apart from one, all the known composers of the ayins performed

were the most prominent Mevlevi musicians of history and were connected to
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one another through musical ties. Hammamizade Ismail Dede Efendi’s (1778-
1846) ayins in makam ferahfeza and makam hiizzam were performed in
Ankara and Istanbul. He was the leading composer during late classical and
neo-classical periods of Turkish music and his compositions were known for
their artistry (Ozcan, 2001: 93-95). Nasir Abdiilbaki Dede’s (1765-1820) ayin
in makam acembuselik was performed three times in Ankara. He was Dede
Efendi’s master in Yenikapi lodge and was a theoretician besides being a
composer (Ozcan, 1988: 199). Kutbiinnayi Osman Dede’s (1652-1729) ayin in
makam ¢argah was performed in Konya during the Seb-i Arus festival. Being
Nasir Abdilbaki Dede’s grandfather, Osman Dede was the sheikh in Galata
lodge until his death (Erguner, 2007: 461-462). Hiiseyin Fahreddin Dede’s
(1854-1922) ayin in makam acemasiran was performed in Istanbul and I
attended practices of this ayin in MEKUSAV. Fahreddin Dede learned music
from the students of Ismail Dede, thus he joined the musical lineage of Osman
Dede and Abdiilbaki Dede. He received the name Hiiseyin because the ayin in
makam hiiseyni was being performed in the Besiktas lodge when he was born
there (Ozcan, 1998: 546-547). The ayin in makam hiiseyni, whose composer is
not known, is one of the oldest ayins available and it was performed once in
Ankara. The musical connection of the Mevlevi composers who were all based
in the lodges in Istanbul makes it possible to talk about an Istanbulian ayin
tradition which is contemporarily adopted and appreciated. The only ayin not
belonging to this musical lineage is the ayin in makam mahur, composed by
Zeki Atkosar, an Eskisehir-based academic also involved in Mevlevi music in
the 21st century. Atkosar’s ayin inevitably attracted my attention because of the
composer’s being away from the historical ayin tradition, and definitely his

being alive.

The 46 ayins composed until the closure of Mevlevi lodges in 1925 have been

analyzed by Mevlevi music researchers and the contemporary ones are
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excluded because they could not experience the traditional ritual in lodges
(Cevikoglu, 2011; Hatipoglu, 2011). Atkosar’s ayins have thus not been
analyzed. He is not the only 21st century ayin composer who is still alive, and
his contemporaries to my knowledge have not been honored during the
festivals in Konya. What I thought the first moment I recognized his name on
the program was that this was a terrible composition just being performed for
the sake of honoring the composer and this performance had political rather

than musical concerns.

The musical findings told a different story, though. His ayin was not the most
ornamented one but it had approximately the same number of modulations in
the 3rd selam with the 3rd selam of the ayins in makams ¢argah and hiizzam.
Also the 4th selam of Atkosar’s ayin in makam mahur was as plain and modest
as the 4th selam of the ayins in makams ferahfeza and acemasiran. Atkosar is an
award-winning ayin composer and Cinugen Tanrikorur referred to him in his
memories related to the ayin contest which he won and Atkosar received the
3rd degree with his ayin in makam acemkiirdi. He was glad to meet this young
composer from Eskisehir, who could not join the musical lineage of the masters
but who still was gifted excellent composition skills. He believed the Mevlevi
tradition never ceased to exist and it suddenly blossomed in the composition

of this young man from Anatolia (2003a: 242).

What was significant in Atkosar’s ayin in makam mahur was that it was shorter
than the traditional ayins performed throughout the year. This shortness
reminded me of Burhan Kul, an Afyon based composer who released an album
dedicated to Rumi in 2008 for the 800t anniversary of his demise and the
Mevlana Year celebrated in 2007. His composition named Yedi Ogiit (Seven
Advice) resembled the ayin structure in terms of melodic form and rhythmic

patterns, but it was so short that one music master named the form of the
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composition as ayinge (short ayin) (Kakan, 2008). In the 7 years following the
introduction of the form ayinge, no other compositions have been announced
as ayinces and the form has never met whirling dervishes on the sema field. But
as Ahmet Hoca admitted, the performers feel the necessity to keep the ayin as
short as possible so as not to lose any audience.®® The shortness of Atkosar’s
ayin might have been the actual reason behind its inclusion to the festival

repertory.

Figure 4.20. Devr-i Veledi during the performance of KTTMT in Mystic Music Festival,
only a small number of dervishes participate so as to cut the performance short,
September 30, 2013.

Furthermore, the ayin in makam ¢argah which was performed in F (sipiirde
ahengi) during the festival is one of the most difficult ayins and the tone
selected for performance makes it even more difficult to perform. The

performance of the KTTMT in the first soiree, probably due to the difficulty of

% Interview, February 12, 2014.
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the ayin, was fairly erroneous. Mostly the makam is referred to only for
marking the specific composition but in the case of ayin in makam ¢argah there
is also a myth related to the makam of the ayin; it was believed that the makam
cargah was cursed and whichever lodge the ayin in makam c¢argah was
performed in immediately burned down in blaze. After my fieldwork, I even
came across comments that the corruption crisis occurred during the Seb-i
Arus of 2013 in Konya because the ayin in makam ¢argah was being performed
during the festival. Necati Hoca did not believe in that myth, but he accepted
that the ayin was terribly difficult. “People might have died because of its
difficulty and the survivors might have attributed a curse to the ayin in
response”, he said giggling.6” Atkosar’s short ayin possibly relieved the

performers from the difficulty of the ayin in makam cargah.

I recorded parts of the ayins I attended for comparison (see Appendix 3).
Besides the oddness of Atkosar’s ayin, I could not really observe serious
differences in terms of tempo or transcription in my recordings. The ayin in
makam acembuselik performed in Hacettepe University on December 21 was
slightly faster than every other ayin. When I compared this performance with
an older recording from the respected cantor Kani Karaca, I saw that it was
almost twice as fast as the latter. This acceleration was again aiming at the

contention of the audience.

The musicological discussion also reveals that the differences of power
displays among the ayins I discussed above neither affected nor reflected the
musical performance of the ayins. The different contexts of performances
including the state, the organizers, the city and the hall where the organization

was held, the performers on stage and the audience resulted in different

57 Fieldnotes, December 7, 2013.
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instrumentalizations of the ritual. Those displays of power affected the
musicians; Atilla Abi, for instance, decided to escape the organizations which
offered incredible amounts of money to the performers.t8 Ozgiin Hoca said that
he felt better with the audience who did not pay anything; he believed that they
shared more feelings with the audience when money did not interrupt.6® The
ayin I performed was ticketless, but did [ actually share any feelings with the

audience?
4.5. My Own Experience of Contemporary Mevlevi Sufism

[ have been performing percussion on stage for 10 years and [ have performed
with a variety of amateur and professional ensembles. I also appeared in ayin
performances before. With this much stage experience and research
experience in the field, I believed I would be able to recognize the meanings
attached to Mevlevi Sufism by performers and the audience, and share the
common feelings. Thus I decided to reflect on my own experience on the stage.
When a friend of mine from Yegah called me to tell that one of their
percussionists would go under surgery on their performance day and they
needed a percussionist on his behalf, I responded I would love to help them.
The ayin to be performed was that in makam acembuselik, which I practiced
previously, listened to with my mp3 player frequently, attended several
performances of and performed already on stage. | had absolutely no concerns

related to the composition.

[ attended the last rehearsal of the group and everything was fine. But things

did not go that fine on the performance day even from the beginning. The

%8 Interview, November 2, 2013.

59 Interview, April 15, 2015.
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rectorate hall of Gazi University was selected for the performance. When I
arrived there for sound check, the security hesitated to let me in. I told them I
was performing on the event in the evening and showed them the case of my
frame drum but they did not believe me. | was already stressed when I entered
the hall.

[ quickly greeted the performers waiting for the sound check and started to
seek a place to change. No proper dressing rooms were available in the
backstage but [ had to wear my white shirt before the sound check started since
[ did not want to leave changing after sound check which usually ended seconds
before the actual performance. My feet already started hurting and I was
sweating terribly. I was also suffering from a stomach ache, [ had never become

such nervous before a performance.

The sound check was one of the worst [ had ever faced. The system was not
enough for everybody so some condenser microphones were used for the
groups of vocals, ney players and guest professionals. The ensemble was a
compilation of amateurs and as in the case of amateur choirs mentioned in
Chapter 2, they needed professional support so as to save the night. After them,
no microphones were left for percussions. | was sitting between two excited
players; the one on my right side was performing for the first time so she was
extremely nervous, the one on my left, on the other hand, was more
experienced than me but had a bad habit of humming all the melody and was
blocking my view of the leading percussionist. No scores were left for the three
of us, and the lucky ones were not able to benefit from their scores because
they were fastened to the stands. The whirling dervishes created an air current
which made the scores fly away, but the solution they found for the current
resulted in totally useless scores. They also powdered the ground to help the

dervishes whirl easily, but the dust made me constantly sneeze. The leading
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ney player treated the condenser as if an instrument microphone for herself
and the loudness of her ney irritated me a lot. Since the percussions had no
microphones, the whirling dervishes and the other musicians could not hear
the critical attacks. There were only four dervishes, the leading one was very
nervous because she would be leading the group for the first time. There was
no postnisin either. The sound check ended by every single person on the stage

warning the other for more attention.

The whirling dervishes tried to imitate the greetings and bowings of the ritual.
Upon this, I decided to ask the musicians if we would be imitating the ritual as
well. One ney player responded by saying that this was not a real ritual, we
were not even wearing proper clothes, those greetings and bowings occurred
in real rituals not in ours. That moment I realized that it was not our gestures
which would be missing only. There was not a sheikh, we were not dervishes,

the stage was not a lodge; what we performed could only possibly be a concert.

Figure 4.21. Yegah'’s performance at Gazi University, me nervously playing the frame
drum on the right, May 9, 2014 (Photo by anonymous member of the association)
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When the program started, some more members of the association joined the
whirling dervishes for Devr-i Veledi. This was the exact opposite of the
common practice; normally dervishes stayed aside for this part of the ritual to
end earlier. Our performance would be too short with only 4 dervishes so they
decided to add more dervishes to the walk. It was still short, we could not
perform the whole pesrev once. We the percussionists still did not have any
microphones and nobody on the stage were hearing us although we tried to
perform as loudly as we could. I could not follow the composition at all, | made
so many mistakes, I performed terribly. The ayin ended very quickly and the
only thing I could feel in the end was how terribly [ performed. I behaved like a
“market-musician”, | only played the music and had no feelings related to the
performance at all, and played really badly. I did not know how many more felt
as disappointed as I did afterwards. I tried to escape the hall as soon as possible
so as to overcome this embarrassment. Once I got out, [ walked past MEB Sura
Hall. I remembered MEKUSAV’s performance, TUMATA'’s performances, how
frequently I visited the hall for my research and felt embarrassed about my
performing experience once more. What I performed turned out to be a mere

concert, a bad one.”®

Remembering TUMATA's performances made me recognize the relationship of
the experience with the music. I first listened to their live performance in a
hotel in Ankara, for the Nowruz seminar. They were playing instruments like
rebap and kopuz, which do not frequently appear on Turkish music
performances, and the sound was horrible. They were not in tune, the players
were not good at their instruments, and the music they made was more of

cacophony. Nevertheless, the little daughter of two performers liked the music

70 Fieldnotes, May 9, 2014.
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a lot; she kept whirling throughout the seminar and enjoyed the appreciation

of the audience.”?

The performance in MEB Sura Hall included many more musicians and had a
claim of showing the transition from shamanic dances to sema. Four languages
were used during the rehearsal because the ensemble had many international
members. The sound was still unbearable for me so I could not stay until the
end of the performance.’2 Oru¢ Hoca’s one aim was to bring people to the roots
of Rumi’s sema in the 13t century, when there was no ritual and no ayin
compositions. This aim first sounded commercial to me because I paid a lot for
the Nowruz seminar and was expected to donate for the concert at MEB Sura
Hall. One year later, during the performance at Gazi University, I recognized
what this aim was for. People who could not play the ayin composition
properly, who did not have the dervish costumes or who could not find a lodge
for service should still have the right to whirl and enter into the religious
ecstasy according to him. What we made during the performance of the ayin in
makam acembuselik was not much different from the sema they performed in

MEB Sura Hall.

The same aim worked in Yalova as well. In the 7 day-7 night sema event, Orug
Hoca started by referring to one seminar in Switzerland 14 years ago. There an
attendant asked how Rumi himself practiced sema and why they did not
practice the same sema but try to fit into the ritual. As a response, they whirled
for 3 days and nights there. The second floor of Mehmet Rasim Mutlu Cultural
Center was spared for whirling and the people to stay up there were warned

not to occupy the sema field. Based on Orug¢ Hoca’s research related to music-

! Fieldnotes, March 21, 2013.

72 Fieldnotes, May 9, 2013.
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therapy, he determined a music plan. Every two hours the musicians would
change the makam and one leading musician would decide what to play in that
makam. Some of the attendees were whirling for the first time while there were
some people whirling in such a good posture that I thought they were
professional dancers.”3 Nobody was condemned for being there, neither the
whirler with sexy curves nor the uninterested who played his baglama and

sang folk songs downstairs.

Figure 4.22. Initiation of 7 day-7 night sema in Yalova, August 16, 2013.

The music stopped from time to time because they could not decide what to
perform and the whirling people had a hard time. At one point, when the

makam was rast, [ heard them perform one famous song Eski Dostlar (0ld Pals),

73 Fieldnotes, August 16, 2013.
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which was not a hymn or a song with religious connotations. They were not
disturbed by the song at all, the whirlers kept whirling in ecstasy and the
musicians kept playing without losing concentration. I could easily start
laughing at the scene but preferred to appreciate the commitment of the people
instead. The receptionist in the hotel next to the center experienced the
attendance of international participants for the first time and he was
mesmerized. He greeted one friend when [ was checking out, the friend started
giggling. “Have you seen my boy, the lunatics came together up there” he
shouted.”# I could not help but smile that moment, I remembered the holy fools
of Russia. They were lunatics but were respected by the locals because they
believed that this lunacy was a gift from God. Two days later, Stileyman Erguner
gave me a call to remind me of the “freak” going on in Yalova. I told him [ knew

about the event, but did not mention that I felt appreciation at one point.7>

I experienced a similar controversy during the Masnavi talks of MEKUSAV in
Hamamoni. The talk started by the reading of Masnavi’s issued part, then came
the discussion on this part with usually Oznur Hoca from a theology
department, and the program usually ended with a small performance of
hymns. The Masnavi part would be read after reciting Muslim initiation words
for prayer. Reciting this initiation before reading Quran was familiar but
starting to read Masnavi this was a bit strange for me. It was a book of poems
in the end, not a holy text. One day there was an attendee who knew Persian
and Giilden Abla asked him to read the original text. The poem sounded much
better in Persian and everybody loved this version. Giilden Abla thanked him

and said this was a more proper version of reading Masnavi. Rumi’s poems

74 Fieldnotes, August 17, 2013.

7> Fieldnotes, August 19, 2013.
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were actually treated like holy texts that day.’® Although Hamamoéni was a
notorious district before restoration and people were still afraid of the district
from time to time, there were more women attending Masnavi talks than men.
Before the last part started, MEKUSAV people would offer pages of lyrics to the
attendees so that everybody could join the hymns. Those sessions ended with
a lovely female chorus, reminding me of the Mevlid practices of my childhood

when many women gathered and joined the hymns sung by the elderly.

Figure 4.23. Closure of Masnavi talk season in Hamamdénii, women outnumber men
again, me at the back standing, May 29, 2013 (Photo by anonymous member of the
foundation)

Semih Sergen’s play in State Theatre in Ankara, like many of his other works,
was about the life story of Rumi. As an honorary member of MEKUSAV, Sergen
took Rumi seriously and warned his colleagues to be as serious. Despite the

effort he put in writing and directing the play, the audience appreciated the

7 Fieldnotes, April 24, 2013.
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work because it was in line with Elif Shafak’s novel.”7 What was fictional and

what was treated as reality were once more intermingled into each other.

During April, towards the end of my field research, a similar festival to Mystic
Music Festival held in Konya in September was organized by the same team in
Ankara for the sake of the holy birth week of Prophet Mohammad. The opening
event was the performance of Sufi Nile, they were to perform the Sufi ritual of
Egyptian tradition with musicians and dancers. The dance was similar to
whirling and Egyptian music was similar to Turkish music. Nevertheless, their
ritual was not as calm and humble as the Mevlevi ritual. The music was
enthusiastic, they had shisha-like equipment on stage in which they blew and
smoke came out, the dance was wilder. I remembered Dionysus rituals which
were more of entertainment than of prayer. If the name of the event did not
have the word Sufi, I would not be able to understand whether this was a
religious ritual or a male-exclusive entertainment event. I got the feeling that
there was no difference between a religious ritual and an entertainment ritual
at the beginning, the sacred was profane and the profane was sacred until they
were separated through power struggles. Or I was mesmerized by the smoke,
the wild dance and the clapping of the audience. | was sitting next to Serhan
that evening, and I came back to today’s time when he asked the most
conclusive question of my research: “Are the guys smoking their shisha on the
corner going to be paid as much as the dancers who have been jumping and
sweating for minutes now?” Yes it was today’s time, there was a performance
going on at the stage and the performance had its payoff. Ali Ergur was right,
we were now a society which could consume the stage performance quickly
instead of understanding the Sufi side of the ritual (2009: 21-25). A few seconds

later, the most enthusiastic Sufi dancing on the right side checked his watch for

77 Fieldnotes, March 13, 2014.
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the time. He looked like more concerned about the second half of the
performance, their flight the other day, and the next performance in whichever
part of the world; I felt that he was not in the zikir but in a rush.”® Nezih Uzel
(2010) referred to one response he received upon asking if the people he met
were doing sema in ayins; the response was “no, we are performance
Mevlevis”. That evening I realized the vanity of emcees’ warning the audience
not to applause; that was the actual controversy, the audience was there to

applause the performance.
4.6. Concluding Remarks

The identifications with Mevlevi Sufism in contemporary Turkey have
conflicting aspects. While my interlocutors unanimously declared that they
could not identify themselves as Mevlevi because there were no sheikhs or
lodges left after the law no. 677 closing all dervish lodges, the state
representations of Mevlevi images aroused the feeling that Mevlevi Sufism is
something alive and into the daily life. This controversy was mocked in TV
series and cartoons either in an absurd way or in harsh criticism. The rejection
of Mevlevi identity by individuals and the acceptance, appreciation and
promotion of Mevlevi identity by the state marked the necessity to look into

the recent history of Mevlevi Sufism.

There were conflicting memories related to the first public performance of the
Mevlevi ritual allowed by the republican state after 1925, the year of the law
no. 677. A time span of two decades was referred to concerning the first
performance held in Konya. Despite the time, memories related to the
experience were clear; those good old days were beautiful and tasty, things

were not as popular and corrupted by then.

78 Fieldnotes, April 15, 2014.
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When the scene in Konya started to change, international attention rose to a
level of unmanageable crowds, and the institution organizing the Seb-i Arus
event started to get corrupted, people decided to take action to save the ritual
from deterioration. First action came from Ankara based individuals and the
first foundation of Mevlevi Sufism, MEKUSAV was established. This was
followed by the action of the descendants of Rumi, the Celebi family, and the
second foundation, International Mevlana Foundation was established.
Meanwhile Konya based state musicians and Istanbul based state musicians
were facing conflicts, which resulted in the establishment of KTTMT in Konya
and ITTMT in Istanbul successively. The one decade when all those foundations
and institutions were established also reflects conflicting memories on the
priorities of individuals, their personal interests and their characters. After
1990s, it seems the tension on the fields was relieved and the conflicts between
Konya, Ankara and Istanbul were resolved. But the performances of 2013 show
that the conflicts were not totally resolved, the struggles for power over
Mevlevi Sufism did not cease to exist, and the borderline between Sufi ritual

and stage performance remained blurred.

The official Seb-i Arus festival held in Konya in December 7-17 faced the
fetishized representation of the state. “The march for love and tolerance” was
dominated by the military music of the Janissary band and the vulgar behavior
of the guards of the protocol. On the closing day of the festival, the city was
concentrated with policemen. Local promotion of the festival was ignored to a
large extent and Ahmet Ozhan’s performance attracted more attention than the
Mevlevi ritual. Still, the interruption of the audience from time to time rose to
such a level that they became the other actor claiming for power over Mevlevi
Sufism in Konya besides the state. The state was always on the stage, either as
the promoter of Mevlevi Sufism or as the cause of the divergence from the

traditional ritual.
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In Ankara, MEKUSAV’s Seb-i Arus ceremony was marked with humility.
Compared to the ceremonies in Konya where the comfort of the audience was
cared to the extent of manipulating the ritual and the performance at Hacettepe
University where instructiveness overpowered ritualistic-ness, MEKUSAV’s
ceremony did not care for the audience much. Following the claim of
conservation against the corrupting conservationists, the performers on the
stage stuck to the ritual’s essentials at the expense of ignoring the existence of

the audience.

In istanbul, where state and the capital met, AdStation started to organize Seb-
i Arus ceremonies hand in hand with state institutions for the people who could
not attend the one in Konya. The program involved celebrities singing hymns,
protocol speeches of the prime minister, and a magnificent whirling ceremony
in a gigantic sports hall with irrational ticket prices. Resembling the structure
of ceremonies in Konya, the ceremony in Istanbul was denser in every sense.
The promotion of the event was made more meticulously, the audience was
more crowded, the political involvement of the audience was more striking, the
ayin performance was more fabulous and the criticism received was tougher.
The actors of struggle for power over Mevlevi Sufism, the state, the
entrepreneurs, the musicians, and the audience all turned the stage into a
battlefield in Wacquant’s words, and the whirling dervishes into warriors. This
was the image of the dervish depicted by cartoonists of Konya upon the Israeli

conflict.

The conflict was not carried through music, though. The performances included
an excellent selection of ayins from Mevlevi composers of the same musical
lineage apart from Zeki Atkosar, whose composition was of no less quality than
those of the Dedes except for its shortness. The ayins were performed in similar

quality to one another, but the power displays differed contextually. The music
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of the ritual was instrumentalized by different actors in each case, music-power

filled in the gap between the Sufi ritual and stage performance.

[ as the researcher reflexively experienced the gap of controversy. What
professional performers found soothing in the ritual was nerve-cracking for
me. What my interlocutors found crappy would turn out to be respectable for
me. What was aimed to be ritualistic could not escape being spectacular and
easily consumable. My mind went back to Dionysus and found an entertaining

connection.

What Nezih Uzel (2010) was concerned about performance Mevlevis was in
fact the Mevlevis of America. According to him, the people who are respected
today should in fact be blamed for corrupting the ritual, separating the
performance from its Muslim roots. The tanbur player I met in Venice grew up
among the people Uzel mentioned, he was glad to know them and he believed
Mevlevi Sufism was still alive thanks to them. Cengiz Hoca claimed that Timugin
Cevikoglu was now gaining the sheikh position among the American
Mevlevis,”® but what Ferhat told was another story. One time he visited the
States with Cevikoglu and attended his seminar. At one point the American
Mevlevis stood up and held each other’s hands, and he poked Ferhat. “Look,
they will start playing ‘ecoutez ecoutez pensez’ now”, he said.8? The American
Mevlevis they talked about did not resemble the ones Tanrikorur visited and
happily took down (2003b: 122-127). The freak they made fun of did not
resemble what I experienced in Yalova. All in all, separating the ritual from the

show and understanding who dominated the power struggles on the sema field

7 Interview, August 14, 2013.

80 |nterview, May 22, 2014.
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started to become impossible. The circularity of whirling scrambled them into

each other.
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CHAPTER 5

CONCLUSION

Before this story can reach its conclusion
An envious man'’s stench has made an intrusion,
(Masnavi, Book 3)

Mevlevi Sufism from its very beginning, “harbored two conflicting modes of
spirituality” between the followers of the conformist Sultan Veled and the
deviant Shams of Tabriz (Karamustafa, 1994: 82). My effort to understand
contemporary Mevlevi Sufism started from as early as Dionysus rituals and
through the experience of the conflicting duality that Karamustafa mentioned,
[ found myself back at Dionysus rituals towards the end of my research. The
historicity of the 8-century-old Sufi tradition, having its connections with
ancient religious practices, had its context of domination in the 21st century
Turkey. The ties of Mevlevi Sufism with the state, which existed even when
Rumi himself was alive, transformed into a web of power relations with music
playing at the background. The intertwining of what is ritual and what is stage
show, what is history and what is fiction, what is memory and what is gossip,
what is revered and what is despised both affected and reflected the heritage-
ification, nationalization, folklorization and popularization of the Mevlevi
ritual. The institutionalization of Mevlevi Sufism in the republican period was

triggered by these processes which have counterparts among a variety of
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ritualistic practices around the world, and the emergence of state institutions
and non-governmental foundations in return triggered large-scale power
struggles for the promotion and conservation of the ritual. The scrambling of
values and monopolies brought forward confusion together with contestation,
creating fabulous stage performances while inducing tension upon ignominy.
Cengiz Hoca was thus feeling sorrow for the mock-prayers of semazenbasi
which turned into “Sema ra, safa ra, vefa ra, Opel Vectrad”, replacing the
salutation for spiritual ecstasy (vecd) with a car brand, and still received

unconscious applause from the audience.!

People have whirled in ecstasy almost from the beginning of recorded history.
The circular movement between the divine knowledge of the universe and the
humane experience of life also molded Mevlevi Sufism upon Rumi’s meeting
Shams of Tabriz. Giilden Abla found a divine balance in Mevlevi Sufism in terms
of the relationship between religion and Sufism, belief and ritual, and the order
and the state; they all circulated one another in balance.?2 Musa G6¢gmen found
the balance in becoming part of the performance rather than leading, directing
and owning the performance. Mevlevi Sufism would not preclude what it
encountered according to him, it would encompass. That was why whirling
became the ritual and polyphony was tested in Edirne Lodge. His orchestration
was also embraced; he encountered Rumi-lovers, classical musicians
encountered Turkish religious musicians, and he became the “simultaneous
music translator” between the encounters. He translated the orchestration to
the traditional instruments, the traditional music to the orchestra members,

and the circularity of the “encounters” of the project to the municipalities which

! Interview, August 14, 2013.

2 Interview, May 17, 2013.
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wanted dervishes whirling on short hymns and to international organizations

which invited the symphonic sema project to cocktails.3

It can also be said that there is a circular relationship between Konya, Istanbul
and Ankara in the context of Mevlevi Sufism. The cultural capital of the
Sultanate of Rum hosted Rumi in the 13t century and the first lodge of the
order was built around Rumi’s mausoleum in Konya. When the Sultanate of
Rum collapsed and the Ottoman Empire gained rule over Istanbul, both the
political and the cultural center of the empire moved there. One of the first
achievements of the empire in Istanbul was building Galata lodge. In the
following centuries, Mevlevi Sufism turned into a “state institution” with two
more lodges in Istanbul. When the end of the Ottoman Empire came and the
Republic of Turkey was established, the political center moved to Ankara and
the decision closing dervish lodges was made in the national assembly in
Ankara. Shortly afterwards, Konya once more became the center of Mevlevi
Sufism with the rising interest in the cultural heritage value of the Mevlevi
ritual. Rumi-lovers and practitioners of Mevlevi music from Ankara and
Istanbul visited the city in every commemoration ceremony allowed by the
state until the end of 1980s. The cycle then found the center in istanbul once
more as the masters like Selman Tiiziin Dede decided not to go to Konya due to
the corruption in the representation of the ritual in the hands of the tourism
association. Two foundations emerged in a short period of time with the
mission of conserving the ritual and Mevlevi Sufism in Istanbul. The cycle of
Mevlevi Sufism continued its circular motion after Istanbul just like the

whirling of the dervishes. The first foundation, MEKUSAV moved to Ankara

3 Interview, November 11, 2013.
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while the second one, International Mevlana Foundation preferred to settle

down in Konya.

When I looked into the Seb-i Arus celebrations in the three cities, | encountered
different levels of representation concerning the state and different power
dynamics. It was clear that Konya is the state-declared official center for Seb-i
Arus celebrations. A festival of ten days is prepared and promoted by the
Ministry of Culture and Tourism, the employees of the ministry perform in the
ceremonies and a protocol is invited including the prime minister, several
other ministers, heads of opposing parties in the parliament, mayor of Konya
municipality, and vice president of International Mevlana Foundation Esin
Celebi Bayru, although the foundation is not a representative of the state. The
foundation’s effort with the ministry to inscribe the ritual on the representative
list of intangible cultural heritage of UNESCO might have led to her invitation
to the protocol. MEKUSAV, on the other hand, is not invited neither to the
festival organized by the state nor meetings organized by International
Mevlana Foundation. But still, Gilden Abla did not hesitate to salute
International Mevlana Foundation when in Konya, and several musicians of the
state assigned to the performances during the festival did not hesitate to take
one day off in an effort to perform in MEKUSAV’s ceremony in Ankara.* Again
a state-employed musician, this time in the radio of the national broadcast
channel TRT, Mustafa Dogan Dikmen directed the ayin performed in the
ceremony in Istanbul. The ensemble was a private ensemble and the ceremony
was a sponsored event although it was supported both by the Ministry of
Culture and Tourism, and Istanbul Metropolitan Municipality. The difference of
a state event and a sponsored event was reflected on the ticket prices; the VIP

tickets in Istanbul were sold almost five times as expensive as the tickets of the

4 Fieldnotes, December 7, 2013.
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last soiree in Konya. The state support in the ceremony in istanbul became
visible when the celebrities on the stage turned the microphone to the prime
minister for singing a hymn together. Compared to the audience in Konya who
interacted with Ahmet Ozhan in need of appreciating a celebrity, the audience
in Istanbul already paid for appreciating celebrities. What they did was
criticizing, condemning the political power represented on the stage by the
prime minister and supporting it with slogans praising him. It was not only the
audience who were politically involved in the ceremony. The Masnavi talk in
the first soiree of Konya included Inanger’s condemning the state for impairing
the ritual by omitting the Masnavi part up to day. On the other hand, the ritual
ended with prayer saluting the state, the president and the government, which
at some point of history banned the ritual and re-allowed the performance in a
folkloric format, by saying “Cumhfriyettii’'t-Tilirkiyye, selamet-i re’is-i devlet ve
hiiklimet ve viikela-y1 millet ra”. This politicization of the prayer inevitably
reminded me of the ney players who were forced to improvise in order to mute
the audience until the arrival of the prime minister in CerModern. Not only the
audience and the speaker, but also the dervishes on the stage had their claims
of power, which is crystallized by the performance of Ziya Azazi in Gezi Park.
The actors of struggle for power in different fields interacted in the Istanbul

context, turning the sema field into a spectacular battlefield.

141



Figure 5.1. Ziya Azazi whirling with a gas mask and a toxic green colored tennure in
Gezi Park, protesting the police attacks during Gezi uprising (Photo by Arda Bengii)

The ceremony in Ankara did not face any involvement of the audience except
for the short clapping which was again muted by the audience themselves. The
state, together with the sponsors and entrepreneurs of touristic sema
performances, were condemned for corrupting the ritual in the name of
conservatism; it was as if Gllden Abla criticized both of the festivals in Konya
and in Istanbul besides the organizations “which did not understand the
meaning of Mevlevi Sufism, which could not encounter” that Musa Go¢gmen
rejected, and the private organizations which Atilla Abi regretted being part of
in the past. The state’s claim of visibility, the dervishes’ final prayer with
political connotations, the entrepreneurs’ claim of “bringing the spirituality of
Konya to the feet of Istanbulian audience”, the foundations’ claim of conserving

as in the case of MEKUSAV’s condemnation on the stage in Ankara and that of
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Esin Celebi Bayru who stated that they as the foundation had to interrupt at
one point when they saw the state failed to conserve the original Mevlevi
Sufism, and the audience’s claim for political representation as well as their
demand for shorter, less boring performances with more celebrities turned the
sema field into a Bourdieusian field of struggles for power. When Abrams’s
words (1988) related to the existence of the state are taken into account, the
non-identification of people with Mevlevi Sufism and the web of power
relations can be interpreted as that what actually exists is not Mevlevi Sufism
but the political practices that create the illusion of Mevlevi Sufism hidden

behind the mask of displays of power.

Figure 5.2. QR Code for Esin Celebi Bayru’s interview broadcast on Kanal D on
December 5, 2014.

Keeping the power relations in mind, [ can claim that the cycle of Mevlevi
Sufism might once more turn towards Ankara as MEKUSAV’s ceremony had the
potential to bring musicians from Istanbul and Konya to Ankara as in the ihtifal
days of Konya in 1960s and 1970s. Besides the foundation’s enchantment, the
discussions on the law no. 677 might bring together new decisions concerning
the promotion of the Mevlevi ritual. Different from the demand of pro-AKP
attorneys mentioned in Chapter 1, one deputy of Peoples’ Democratic Party
(Halklarin Demokratik Partisi, HDP) Altan Tan brought his second bill of law for

dismantling the law no. 677 in 2015. His reasons were that the law
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unfortunately limited the religious diversity and multiculturalism in the
country by banning the dervish lodges, and that the Sufi orders which de facto
function can gain legal status as a result (T24, 2015). The power of the state,
which can change directions as easily as in the case of the festival in Konya
being saved from the baskets in sports halls and being put back under those
baskets in a period shorter than a decade, might as well turn to another
direction concerning the legality of Mevlevi Sufism and the conservation of the

Mevlevi ritual, whether in the form of cultural heritage or not.

We can recognize the potential of the circularity clearly again in the memories.
Ozgiin Hoca remembers meeting the Nagshbandi sheikh Nazim Kibrisi in
Konya in his first years of service in KTTMT. During that time, Konya people
were far away from understanding and appreciating whirling dervishes and
the Mevlevi ritual was regarded as betrayal against God. When he came to the
backstage for greeting Ozgiin Hoca, one follower approached the sheikh and
asked: “Sheikh Efendi, is music haram or halal? Is sema haram or halal?” He in
response immediately referred to the Sufi saying that music enhances the love
of the lover and the sin of the sinner. He smiled and continued in his Cypriot
accent: “Where did the sema you just watched address? It addressed my heart,
my soul. If it addressed yet another part of your body, then it is haram for you,
do not watch sema!”> The sheikh of “the order of the Ulema”, which never
allows music in religious rituals, brought the bigot into line according to Ozgiin
Hoca with the power of music. In his obituary after Nazim Kibrisi, Atay (2014)
referred to him as the sheikh globalizing and popularizing the order by being
different from his predecessors in his tolerance, considerateness and flexibility.
His different and flexible (and radical) point of view, actually played role in the

wide-scale acceptance of KTTMT’s performances. Such a turn in the

5 Interview, April 15, 2015.
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appreciation of Mevlevi music and ritual within another Sufi order might signal
changes in representations of Mevlevi Sufism, some of which are constantly
criticized by Rumi-lovers, members of foundations, the state delivering a
notice, and even TV series. The dismantling of the law no. 677, for instance,
might relieve the re-opened Mevlevi lodges from the forms of museums and
cultural centers, as the state’s guardians of collective symbolic capital in David
Harvey’s (2001) sense. Gulden Abla was sorry for the Yenikapi and Bahariye
lodges which were reopened in Istanbul because the monopoly rent of these
lodges were in the hands of people with political interests. She believed that
one “nephew” of the prime minister assigned the Yenikapi lodge and while he
himself enjoyed the lodge for his talks, he would not let MEKUSAV to perform
an ayin there.® Differently, Atilla Abi was happy about the restoration of a
Mevlevi lodge in Antalya because there was the potential of MEKUSAV’s
Antalya branch to receive rights to use the lodge for sema ceremonies. He was
also sorry for the Istanbulian lodges but he felt safe for the Antalya lodge since

Antalya did not have such a high monopoly rent as in Istanbul.”

The dervish lineage, which has been broken for about a century now, is
nevertheless a question. The controversies concerning the whirling dervishes
of KTTMT mentioned in Chapter 4 are an example. Nezih Uzel’s comments on
sheikhs signal that there is already a struggle for power on the spiritual
leadership. Upon Ahmet Ozhan’s criticism about the popularity of Mevlevi
Sufism, Uzel claimed some so-called Dedes like Hasan Dede occupy the Galata

lodge with alcohol, and Hasan Cikar immediately rejected the accusation

5 Fieldnotes, June 28, 2013. She also referred to the problem of Mevlevi lodges in the opening
speech of MEKUSAV’s Seb-i Arus ceremony in 2015. She stated that it would be more proper to
hold the ceremony in a lodge but the state could not manage to restore the Ankara lodge so they
were “imprisoned” in concert halls.

7 Interview, November 2, 2013.
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(Kaplan, 2002). His accusations about Stileyman Hayati Dede (Uzel, 2010) in
spite of MEKUSAV’s appreciation of both Uzel and Siilleyman Hayati Dede, and
the American Mevlevi Sufism being directed towards New Age movements
(Hermansen, 2009: 32) make things even more complicated. There might be a
potential of emergent mock-sheikhs creating their mock-lineages in the name
of reviving the original ritual, and they might seek for their own share in the
monopoly rent, putting the Mevlevi lodges into deeper struggle for power.
Museumification of Mevlevi lodges, however, as criticized by MEKUSAV people,
keeps empowering the state and disturbing other actors like the foundations.
But still, the potential of transnationality concerning these sheiks and the
potential of relationship of Mevlevi Sufism with other lodges, together with the
popular concept of wedding and circumcision ceremonies with whirling

dervishes, remain as questions for further research.

Still, itis not reasonable to discuss those power struggles outside the circularity
of Mevlevi Sufism and its historical whirling with state power. Musa Go¢men
believed that what we experienced as deterioration and corruption of the
Mevlevi ritual was also part of the circularity. The curve of the circle would
eventually take the ritual upwards in terms of better representations and more
qualified appreciation. The pure ritual would be discovered by the ones seeking
for purity among all the appalling representations and freaks of today.? This
articulation of circularity makes it possible to imagine a different future for the
Mevlevi music, ritual and images. What is known to day is that there are multi-
faceted power dynamics behind each representation of Mevlevi Sufism in the
21st century Turkish context with a range of actors from the state in different
levels as municipalities and the Ministry of Culture and Tourism to foundations

honored or ignored by the state, from musicians of different backgrounds to

8 Interview, November 11, 2013.
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individuals self-claiming spiritual leadership. The power struggles on Mevlevi
Sufism seem to evolve into different forms in different contexts. The Mevlevi
tradition, on the other hand, is rediscovered, reinterpreted and re-assembled
in continuation of the circularity, turning the order both into an illusionary

spectacle and a lively Sufi path.
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APPENDICES

A: STRUCTURE OF MEVLEVI AYIiNi, RITUAL AND COMPOSITION

Mevlevi Ayini is the name of the largest music form categorized under religious
Turkish music. This magnitude of the form is usually compared to the
symphony in classical music. Composed in 4 sub-forms named Selam, preceded
by Pesrev and succeded by Son Pesrev and Son Yiiriik Semai, all of which are
instrumental forms, Mevlevi Ayini comprises the musical part of the ritual. The
music is performed with Sema, the whirling of the dervishes, as the practice of
zikir in Mevlevi order. The ritual as a whole, can be referred to with a variety
of names as Sema Mukabelesi, Sema Téreni, Mevlana Ihtifali, Vuslat Téreni and
Mevlevi Ayini. Some names like Vuslat Téreni were invented in correspondence
with the law no. 677. Due to the discussions on whether what is performed on
stage is actually the ritual or just an audio-visual performance, names like Sema

Gosterisi also emerged.

The ritual includes the whirling dervishes, the musician dervishes, and the
sheikh. The two prominent instrument groups, the percussive and the wind
insturments have their leading dervishes just like the whirling dervishes.
Kudiimzenbasi is the name given to the leading percussion, who always plays
the kudiim. Kudiim is the instrument of two copper bowls with camel skin on
and it is played with drumstick-like sticks named zahme. There are other
percussive instruments traditionally performed in Mevlevi lodges like bendir

(frame drum) and halile (cymbals). Similarly, Neyzenbasi is the name of the

168



leading wind instrument, who always plays the ney. Ney is made out of reed
with 9 nodes; 7 holes are opened on the reed, a piece called baspare is added
on the side of the reed where it is blown and a piece called parazvane is
attached to the other side. There are other wind instruments like girift
traditionally performed in Mevlevi lodges, and other instruments like tanbur (a
type of long-necked lute) and kanun (a type of zither) are also performed but
they never had leading dervishes. Several instruments like the piano were also
tested in Mevlevi lodges, and the ones which could adapt the peculiar intervals
of the music and the sound of the ensemble like the violin were welcome. The
leading whirling dervish is called Semazenbasi and the sheikh is usually
referred to as Postnigin. Rumi is also represented on the sema ground with a
red sheepskin named Post, this sheepskin is regarded as sacred and the
dervishes never turn their back to the post. There are white sheepskin for the
dervishes to sit on around the sema ground called meydan. The ritual is

performed in the Semahane part of the lodge which is in circular shape.

The dervishes wear special costumes of three main parts. Hirka, the woolen
coat, is a black coat worn at the beginning and at the end of the ritual,
symbolizing the earth where the deceased are buried. The whirling dervishes
take their coats off when they start whirling and the dervishes who do not whirl
stay with their coats on. Inside the coat, the costume with a shirt, a flared skirt
and pants named Tennure is worn. The white costume symbolizes the cloth
with which the deceased are wrapped before burying. On their head, the
dervishes have woolen hoods named Sikke, which symbolize the grave stone.
The sheikh has a special cloth wrapped around his hood, named Dastar. On

their feet, the dervishes have special indoor leather boots named Mesh.

The dervishes starting from Neyzenbasi, Kudiimzenbasi and the ensemble

(Mutrib heyeti), greet the sema ground by bowing (bas kesmek) before the Post.
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Then come Semazenbasi and the whirling dervishes (Sema heyeti). Lastly
Postnisin comes on the sema ground greeting Rumi. Due to the Islamic roots,
the Ayin starts after the namaz prayer and Masnavi reading. The ritual starts
with Na't, in which Prophet Mohammad is honored. This part is performed by
a cantor named Na’than alone, and the composition of Buhurizade Mustafa Itri

in makam rast is performed.

When na’t is complete, one single attack is heard from kudiim, symbolizing the
first command of God to the universe for being. This attack is followed by the
Taksim (improvisation) of Neyzenbasi in the makam of the ayin to be
performed. This taksim symbolizes the holy breath which vitalized the
universe. When the taksim is over, the pesrev is performed tutti by the
ensemble. The whirling dervishes who sat on their sheepskin until that part hit
the ground with their hands and stand up, symbolizing the incarnation. Starting
from the postnisin in hierarchical order, all the whirling dervishes greet each
other by bowing in front of the red post. They walk around the sema ground
clockwise for three times, greeting each other in every confrontation before the
post. This walk is named Devr-i Veledi, after Rumi’s son Sultan Veled who
founded the order. There is an imaginary line starting from the red post and
dividing the sema ground into two as the visible universe and the invisible
universe, named Hatt-1 Istiva. This line is regarded as sacred just like the red
post and the whirling dervishes never step on this line; they greet one another
before the post and greet the line on the other side of the sema ground during
Devr-i Veledi. The pesrev, which is comprised of parts named as Hane and
Miilazime, is replayed from the beginning until the 3 cycles of Devr-i Veledi is

completed.

Upon the completion of Devr-i Veledi, the pesrev is cut without completing the

part played, and Neyzenbasi plays a small taksim for bringing the last note
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performed in the pesrev to the first note of the 15t Selam of the ayin. The cantors
start singing when the ayin starts, which is usually composed upon the poems

of Rumi.

The whirling dervishes take their coats off, hold their arms close to their body
for resembling the number 1, symbolizing the oneness of the God. They ask the
postnisin for whirling permission by kissing his hand, he kisses the hoods of
the dervishes in response, and they start whirling. This permission part is
repeated at the beginning of each selam. The dervishes hold their right arms
upwards with their right hands facing the sky and their left arms downwards
with their left hands facing the earth, they whirl counter-clockwise with their

right feet towards their heart, symbolizing the spiritual journey.

The 4 selams symbolize different aspects of the spiritual journey of human
beings. The 1st selam refers to the recognition of reality, the holy creator, and
the servitude. The 2nd selam symbolizes the adoration of the Almighty and the
order and balance in creation. The 3rd selam is about the transformation of this
adoration into love, unification with the Beloved, rising to divinity. Lastly, the
4th selam symbolizes the completion of the spiritual journey and turning back
to servitude. In this selam, postnisin and semazenbasi who normally do not
whirl, join the whirling. The makam and usul (rhythmic pattern) selections and
the mood of the composition is determined accordingly. The 3rd selam, for
instance, is composed in a succession from larger to smaller usuls and the
tempo is accelerated from andante to presto throughout the selam. After the
4th selam, the instrumental parts son pesrev in usul diiyek and son yiiriik semai
in usul ylrik semai are performed. At the end of son ytriik semai, one of the
musician dervishes perform another taksim. When the last taksim ends, the
whirling dervishes stop, take their coats and sit on their posts for Quran

recitation named Asr-1 Serif. Following Quran citation, the dervishes pray for
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Rumi, the composer, previous dervishes and their values, like their country.
They greet each other by saying “Hu!”, greet Rumi and the sema ground, and
leave Semahane at the end of the ritual by walking backwards. If the ritual is
performed for the sake of Seb-i Arus (Wedding Night), for commemorating the
day when Rumi passed away and became one with the Beloved, one special
hymn is also performed before Quran recitation. For further details see

Golpinarl 2006.
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: LIST OF INTERVIEWS

Name

Info

Date

Serhan

Engineer, officer at a ministry,
plays the ney at MEKUSAV’s and
TUMATA'’s events

19.02.2013

Kudsi Erguner

Ney player, PhD in Architecture,
world-renown, based in France,
teaches in the Netherlands and
Italy

20.04 2013

Mutlu Abi

Ney player, previously employed
in state television, performs in
large-scale events of MEKUSAYV,
teaches ney

08.05.2013

Rahmi Orug Giiveng
(Orug Hoca)

Master of TUMATA, sheikh with
entrusts from several Mevlevi
lodges, PhD in music-therapy,
organizes sema events in Turkey
and abroad

09.05.2013

Hikmet Abi

Percussionist, previously state-
employed officer, now in state
television, performs regularly in
MEKUSAYV, teaches kudiim

10.05.2013

Gulden Arbas
(Giilden Abla)

Vice president of MEKUSAV,
Andag¢ Arbas’s daughter, lead
player on Saturday practices

17.05.2013

Mehmet Hoca

Rebab player, cellist in state
television, teaches kemence,
attends professional
performances

18.06.2013

Giilden Arbas

Follow-up interview

25.07.2013

Serdar

Ney player, daily performs at a
cervansarai in Cappadocia

02.08.2013

10

Cengiz Hoca

Ney player, performs in
transnational ensembles,
performs in large-scale events of
MEKUSAV

14.08.2013
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11

Siileyman Erguner

Ney player, world-renown, Kudsi
Erguner’s brother, once music
director of state television

19.08.2013

12

Ziilkif Bey

Author of several music books,
close to Celebiler, prepared
UNESCO report for sema

20.08.2013

13

Atilla Abi

Tanbur player, active in Antalya
MEKUSAV

02.11.2013

14

Musa Go¢men

Conductor, orchestrated the ayin
in makam Acembuselik

11.11.2013

15

Burcu Karadag

Ney player, employed in state
television, performs with her
own ensemble

14.11.2013

16

Tevfik Soyata

Tanbur player, director in state
ensemble

26.11.2013

17

Necati Celik
(Necati Hoca)

Oud player, employed in state
ensemble, performed in Konya on
740t Seb-i Arus

20.01.2014

18

Aziz Senol Filiz

Ney player, employed in state
ensemble, has several private
ensembles, albums on Mevlevi
music

21.01.2014

19

Banu Senay

Ney player, PhD in Anthropology,
researcher among Istanbul ney
circles

21.01.2014

20

Ahmet Hoca

Ney player, PhD in Music, teaches
at a state university in Istanbul

12.02.2014

21

Erdem Ilgi Akter

Ney player, PhD candidate in
Anthropology, researcher among
Istanbul Sufi music circles

12.02.2014

22

Semih Sergen

Actor and poet, has plays on
Rumi, honorary member of
MEKUSAV

04.04.2014

23

Michael Hoca

PhD in Musicology, researcher of
Turkish music

11.04.2014

24

Ferhat

Curator, organizing music
festivals including Mevlevi music

22.05.2014

25

Ozgiin Hoca

Cantor, employed in state
ensemble, performed in Konya in
740t Seb-i Arus

15.04.2015
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LIST OF AYIN PERFORMANCES

Date Location Performer Composition
1 28.05.2013 Ulus Yegah Hiiseyni kadim
Ankara ayin
2 14.07.2013 Taksim MEKUSAV & | Acemasiran
Istanbul guests ayin-Hiiseyin
Fahreddin
Dede
3 30.09.2013 Karatay Konya State | Ferahfeza ayin-
Konya Ensemble of Sufi | ismail Dede
Music Efendi
4 11.10.2013 Kecioren Musa Gocmen | Acembuselik
Ankara Orchestra & | ayin-Nasir
guests Abdiilbaki
Dede
5 13.10.2013 Taksim MEKUSAV & | Ferahfeza ayin-
Istanbul guests Ismail  Dede
Efendi
6 07.12.2013 Karatay Konya State | Cargah  Ayin-
Konya Ensemble of Sufi | Kutbilinnayi
Music & guests Osman Dede
7 13.12.2013 Besevler MEKUSAV & | Ferahfeza Ayin-
Ankara guests Ismail Dede
Efendi
8 17.12.2013 Karatay Konya State | Cargah  Ayin-
Konya Ensemble of Sufi | Kutbiinnayi
Music & Guests Osman Dede
9 21.12.2013 Sthhiye Mehmet Acembuselik
Ankara Demirer’s discrete | Ayin-Nasir
ensemble Abdiilbaki
Dede
10 09.05.2014 Besevler Yegah Acembuselik
Ankara Ayin-Nasir
Abdiilbaki
Dede

Hammamizade ismail Dede Efendi’s ayin in makam hiizzam, which was
performed in the event named “Seb-i Arus Istanbul” on December 13,
2013 in Istanbul, is also taken into account throughout analyses.
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LIST OF OTHER EVENTS

Date Location Name Content
1 27.02.2013 | Kegioren Yunus Emre | Reading and
Ankara Okumalari-Mustafa discussion of Sufi
Tatq1 texts
2 21.03.2013 | Kavakhdere | Nevruz Semineri- | Seminar on
Ankara Rahmi Orug Giiveng | Sufism and
music-therapy
3 17- Venice Biriln Seminar on | Music seminar,
20.04.2013 | Italy Ottoman Armenian | concert rehearsal
Composers-Kudsi and concert
Erguner
4 09.05.2013 | Besevler Isigin Sesi Konseri- | Mystic music and
Ankara TUMATA dance
5 16- Gokcedere |7 giin 7 gece sema- | Sufism and
17.08.2013 | Yalova TUMATA music-therapy
6 24.09.2013 | Karatay Movements Mystic music and
Konya Foundation- dance
Gurdjiyeff
7 30.10.2013 | Mithatpasa | Mevlana-Ask ve Baris | Reading theatre
Ankara Cighg with Mevlevi
music
8 22.01.2014 | Cihangir Listen to the ney and | Musicological
Istanbul the tale it tells: Ethical | and
becoming  through | anthropological
musical learning seminar of Dr.
Banu Senay
9 13.03.2014 | Mithatpasa | Mevlana-Ask ve Baris | Reading theatre
Ankara Cighg with Mevlevi
music
10 | 15.04.2014 | Soguitozi Nil Sufileri Mystic music and
Ankara dance
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C: MUSICOLOGICAL FINDINGS

Tempos of the recordings (in bpm)

Ayin in makam ferahfeza, 3rd selam

30.09.2013

13.10.2013

Devr-i kebir part: 98
Aksak semai part: 112
Yiirtik semai part: 112 starting

Devr-i kebir part: 98
Aksak semai part: 105
Yiirtiik semai part: 112 starting

13.12.2013

Yiiriik semai part: 120-> 154-> 194

Ayin in makam ¢argah, 3rd selam

07.12.2013

17.12.2013

Yiiriik semai part:
116-> 144-> 172-> 244

Yiriik semai part:
118-> 148-> 176-> 248

Ayin in makam acembuselik, 314 selam

21.12.2013

Kani Karaca’s performance (no date
info available)

Yiiriik semai part:
138->170-> 200 -> 250

Yiiriik semai part:
110  starting-> 160  ending,
acceleration without attack points

Modulations in the 3rd selams

Ayin in makam mahur | Ayin in makam ¢argah | Ayin in makam hiizzam
Mahur Cargah Huzzam

Segah Saba Neveser

Buselik Acem Bayatiaraban

Nikriz Hicaz-1 rumi Ussak-maye
Araban/Bayati Rast

See Hatipoglu 2011 for further details
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Scores for the 3rd and 4th selams of the ayin in makam mahur by Zeki Atkosar
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(MAHUR MEVLEVI AYIN-i SERIFi-9.5SAYFA)
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(MAHUR MEVLEVI AYiN-i SERITI-10.5AYFA)
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(MAHUR MEVLEVI AYIN-i SERIFI-11,5AYFA)
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Scores for the 3rd selam of the ayin in makam ¢argah by Kutbiinnayi Osman
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Scores for the 4th selam of the ayin in makam ferahfeza by Hammamizade
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Scores for the 4th selam of the ayin in makam acemasiran by Hiiseyin Fahreddin
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D: LEADING QUESTIONS FOR INTERVIEWS: EXAMPLES

Musa Gogmen, 11.11.2013

1. Tasavvuf/Mevlevi miizigine dnceden ilgisi var miyd1?
2. Senfonik Sema ne zaman ortaya ¢ikti? 800. Yilda sahnelenmesi planh
miydi?
3. Sahneleme siirecinde neler yasadi?
a. Ayiniicra edecek sazende bulma asamasi
b. Ayini seslendirecek ayinhan bulma asamasi
c. Semazen bulma agamasi
d. Orkestrayla sema ekibini bulusturma asamasi
4. Senfonik Sema deneyimi ile orchestra deneyimleri arasinda nasil bir

fark var?
Necati Celik, 20.01.2014

Mevlevilikle ilgili bir aile ge¢cmisi var m1?

Miizikle iliskisinde Konya’'nin rolii neydi?

Ihtifallere ne zaman katilmaya basladi?

Yer aldig1 torenlerle ilgili (bakanlik vs 6zel) hissiyatlari nasil?

World music piyasasinda Mevlevi miizigi icra ediyor mu?

A o

Diinden  bugiine  Mevlevilige dair ne gibi degisiklikler

gozlemlemis/deneyimlemis?
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Aziz Senol Filiz, 21.01.2014

1. Ney ne kadar bilingli bir tercih oldu? Kendi mi istedi yoksa
ailesi/hocalari tarafindan ona mi yénlendirildi?

2. Inhtifallerde yer ald1 mi1? Davet edildi mi?

3. Neye dair bu kadar popiiler bir figure doénilismesinin
faydalarini/zararlarini gérdi mii?

4. 40 Ney 1 Nefes ve Mizrabin Nefesi projeleriyle ilgili aldig1 tepkiler?

5. 5 Ayin projesiyle ilgili aldig1 tepkiler?

Ahmet Hoca, 12.02.2014

1. Neyle iliskisi nasil basladi?

2. Akademik ¢alisma diisiincesi nasil olustu?

3. Ayin deneyimleri (Hi¢ Konya’'da ihtifallerde ya da Galata vs.
mevlevihanelerde ¢aldi m17?)

4. Istanbul’daki Seb-i Arus organizasyonunda ne kadar yer aldi?

5. lizlenimleri/deneyimleri nasildi?

6. Ayin deneyimleri karsilastirmasi
Ferhat, 22.05.2014

Is tanimi nedir? Kiiltiir Bakanhg personeli mi?

Konya ve Ankara festivalleri disinda kuratorligi var mi?
Mistik miizikler 6zel bir is alan1 m1?

Bakanliga is yapmanin getirileri neler?

Yeni ve radikal bir isi devlete kabul ettirme siireci oluyor mu?

A T o

Festivallere dair olumlu/olumsuz tepkiler aliyor mu?

196



E: SELF-REFLEXIVE FIELDNOTES: EXAMPLES

1. Gokcedere, Yalova, 16-17 Agustos 2013, 11.00-23.30

Sabah Belma ve arkadaslariyla 5 kisi saat 8’de yola ¢ikacaktik. Saat 10’a
alinmasini teklif etti gece. Sabah 10’da aradigimda bir durumlar oldugunu
soyledi. 11 gibi bulustugumuzda tek gelmisti, arkadas1 Aysin’le otoparkta
kavga etmis ve ona otoblisle gelmesini sdylemis. Digerlerinden haberim yok.
Yol boyu sema etkinliginde nasil husu doldugunu falan anlatti, Aysin’i niye
orada biraktin o zaman diye sormadim artik, goriinen o ki Aysin gelmemis,
gelmisse bile Belma’dan uzak duruyor. Yolda odak grup yaparim ne giizel diye

kurmustum kafamda, o da patladi.

Yolda Orug¢ Hocanin 6 farkl yoldan icazet aldigini sdyledi, tam Kuranin dedigi
gibi insan sayis1 artiyor ama gilivenip bir yolu emanet edebilecegin kisi sayisi
azaliyor dedi. Oru¢ Hocanin omzunda ¢ok fazla yolun sorumlugu yiik olarak
binmis dedi, o yiizden mi kambur bu adam? Tugrul inancer’in Mevlevi icazeti
de oldugunu séyledigimde yiizii burustu ama. Benim de is olsun, tez icin ¢cikmak
bilmeyen izinler olsun ¢ok fazla stres altinda oldugumu, tez disinda da Orug
Hocanin yoluna girersem rahat edecegimi soyledi, misyonerligin dozu yer yer

tasmaktaydi.

Mekana vardigimizda akil almaz bir kalabalik vardi, ne alt katta ne de
semahanede yatacak yer kalmamisti, bahcede-hatta komsu evlerin
bahgelerinde bile-cadir kuracak yer kalmamisti. Dergaha ¢ok yakin bir yere otel

insa edilmis, heniliz acilis1 tam yapilmamis olsa da misafir kabul ediyordu,
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burada kalmaya karar verdik. (Aksamin ilerleyen saatlerinde tas1 taragi

toplayip giden ¢ok insan oldu, Mahmut Bey ve bazi baskalar gidip geldi).

Yemek baslamisti dergaha geri dondiigiimiizde, hatta bitmisti bile, biz de
pidelerden aldik. Onlar1 yerken 6nce Mahmut Bey Belma’yla konusmaya geldj,
beni hatirlamiyordu, kendini tekrar tanitti. Bir siire sonra Belma'ya baska biri
daha yaklasty, sarilip selamlastiklarini saymiyorum bile. Neyzen Fehim’mis bu
gelen, onunla konusup o ¢alarken kudiime gegmemi sdyledi. Yemek biterken
kendimi tanittim ona tekrar, caldig1 saatin ¢ok pis oldugunu ama ona
katilmamdan zevk duyacagini séyledi. Derken Mutlu Baba geldi, sonra Bahadir
tribe baslad1 falan ve ne acilis anlarinda ne de Fehim’in icrasi sirasinda
semahanede olamadim. Fotograf ¢ekmeye miisaade edilen 10 dakikalik zaman
diliminde biraz bulunabildim orada, genelde tennureye benzetebilmek i¢gin
beyaz etek giymis insanlar semaya c¢ikiyordu, ama orada ilk kez sansini
deneyen, semaya dair hic¢bir fikri olmayan insanlar da vardi, duruslar ve
dontsleriyle profesyonel dans¢i oldugunu hissettiren tipler de. Hatta Mutlu
Babaya yakin bir yerde daracik siyah bluzuyla biitiin viicut hatlar1 meydanda
olan sarisin bir hatun saclarini savura savura ve degisik kol hareketleri yapa
yapa doniiyordu, ¢ok seksiydi. Sabah onun erkek versiyonu meydandaydi;
ustliinde daracik bir atlet, altinda tennureye benzesin diye giyilmis bordo bir
etek, ayaginda mesh, kaslarini sergileye sergileye ve cok gilizel bir postiirle
dontiyordu, esit derecede seksiydi. Yapilan sey bir yandan ¢ok diinyeviydi,
dergahin disinda duvara oturmus baglama ¢alan birinin etrafina
toplanmislardi semanin ilk saatlerinde, tiirkii soyliiyorlardi. Keza bu sabah da
alt katta yine baglama ¢alan birinin etrafina toplanmis tiirkii séyleyen bir grup
vardi. Baska bir grup dergahin éniindeki verandada lafliyordu, Belma orasi
semadan yorulanlarin dinlenmesi i¢in diyerek kiziyordu. Sabaha karsi sadece
iki kisi kalmis sema eden, Belma'nin ilk sarildig1 insanlardan biri gorev bize

diistii yine diyerek séyleniyordu. Oglen Oru¢ Hoca gidip de Mutlu Baba
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geldiginde baska bir seksi oglan ¢ikti, miizisyenler korkung bir uyumsuzluk
icinde Eski Dostlar’t ¢alarken govdesini 6ne egip kollarim1 arkaya uzatarak,
semaha benzer hareketler icinde dontliyordu. Bir ara bir kapta su gelmisti,
semadan yorulan terli bir erkek neye gecince bir baskasi da suyun basina

gecmisti, standart TUMATA olaylar.

O sirada Oru¢ Hoca her sey sudan gelir, Kuranda boyle yaziyor demisti, aksamki
sohbette semahaneye abdestsiz ¢ikilmamasini salik vermis ve nasil abdest
alinacagini anlatmisti. Mevlana tasavvufunun Islamdan ayri diisiiniilemeyecegi
her firsatta vurgulaniyordu ama o Eski Dostlar ¢alinirken sema eden (Kiiba'dan
geldigini sdyleyen galiba aksam kag tlilkeden insan var diye soruldugunda)
oglan semaya ¢ikmadan Once beline bir eteklik dolayip tstiine gobek deligi
hizasinda ha¢ islemesi olan bir kemer takmis, basina da degisik bir ortii
baglamisti. El ele yiiriiyen kadinlar vardi gece disarida, her yer hippi zaten,
rainbowcular Yunanistan’dan ¢ikmis geliyormus falan, hi¢ kimseyi otekilestirip
uzaklastirmadilar. Seksi seksi sema edenlere hop yavrum ulvi bir is yapiyorsun
az kendine ceki diizen ver diyen olmadu. lyi gérmek isteyen “ay ne giizel, her
milletten her renkten her inanc¢tan insan var (semahanede meditasyon yapan
da vardi, Sufism tlizerine kitap okuyan da, 6glenin bir vakti ya da aksamin bir
vakti gobegini kasiya kasiya uyuyan da, Oru¢ hoca hay dedik¢e cosa gelip
ziplamaya baslayan da, sema ederken yere diisen ve onun yardimina kosan da,
piyasa semazeni gibi sekilli sekilli donen de, gotii gobegi acik hoplaya ziplaya
donen de), ne olurlarsa olsunlar gelmisler iman buluyorlar” deyip sevinebilir.
Koti gormek isteyen “bu ne nizamsizlik bu ne uyumsuzluk bu ne kepazelik” de
diyebilir. Oru¢ Hoca civar evlerden oda tutup katilimcilarina fahis fiyatlara
kiraliyormus Belma’nin anlattifina gore, oradan gelen surplus da hipileri
doyurmaya gidiyormus. Her saate uygun makamda miizik ¢aliniyor demisti bir
de (TUMATA ve Zirefkend sozciikleri geliyor akhma, bu ne kepazelik

seviyesindeyim) hicbir makamsal iliski gozetilmiyordu. Bir ara konserde
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calinan Ingilizce ilahiler gitar ve yanfliit esliginde ¢calinmaya baslandi, Orug
Hoca ney, kopuz ve keman ¢aldi sirayla, en son pentatonik bir seyler ¢caliyordu
Western filmlerinin miizikleri edasinda, o gidince gelen kadin arp ¢almaya
basladi, arkada onlarca uyumsuz bendir. Duydugum modern tinilar bana hi¢ de
Mevlana doénemini ¢agristirmiyordu, hani o ddnemin semasini
canlandiriyorduk? Ger¢i Mevlana'nin bakircilarin tokmak sesine sema ettigi
aktarilmis kaynaklarda (kapi gicirtisina oynuyor misali), bazen miizik durur
gibi oluyor, eserler arasi gecislerde sigiliyor falan, o sigista sema duracak gibi
oluyor, insanlar donmeye devam edebilmek i¢in kendini zorluyor, ama bir
seyler oluyor iste. Belma o iki ili¢ sene onceki gelisinde gordiigii derbeder
tiplerin yiizlerinin nurlandigini séyleyip mutlu oldu, “biz ¢ok kalabalik nasil
olacak diye endiselenirken Oru¢ Hoca herkese kucak aciyor, gerekirse iki katta
birden sema olacak diyor, kimseye kizmiyor ne biiyiik adam” falan yapti.
Buraya sadece cagrililarin gelebildigini, yolda basimiza bir isler gelirse
sasirmamamiz gerektigini sOylemisti. Bahadir'in sagma sapan kavgasindan

sonra demek kapilar bana agilmamis diye diistinebilirim.

Belma diin gece sema etmis ve sonrasinda Fehim'le laflamislar, kurtulabilmek
icin beni bahane etmis ve Fehim “aa duymadin m1 o saatlerdir ¢optin yaninda
ileri geri sallanip duruyor, delirmis herhalde” demis. Kavgada insanlardan
kacmaya calisirken herkesin agzina sakiz olmak da gerc¢ekten harika oldu.
Fehim’le goériisme yapmak istiyordum, o da patladi, gercekten ne harika bir

arastirma oldu!

Belma arastirmama dair “ilgisizligimle” ilgili habire sodylenince “herhalde
gormemem gerekiyormus, vardir bir hikmeti” dedim. “Oru¢ Hoca izlemek i¢in
izin istedigimde buyur izle, kapimiz herkese ac¢ik demisti ger¢i” dedigimde,
“tabi o kapiy1 agmistir sen si81p gecememissindir, arastirmanla ilgili her seyi

kenara koy kendini kendin olarak at igeri, bak nasil gtizel olur o zaman” dedi.
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Kaldigim otelin resepsiyonistinin arkadaslar1 geldi, bu olaydan hig¢birinin

“ )4

haberi yokmus (otel sahibi dahil), “oglum goérdiin mii deliler toplanmis”
diyerek biiyiik bir saskinlikla giilmeye basladilar. Iste nasil bakarsan oyle
goriiyorsun. Oniimden de kasasinda TUZCU yazan ve icinde torba torba tuzlar

olan bir kamyon gecti, tuz biber niyetine.
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2. Congresium, Ankara, 15 Nisan 2014, 19.45-21.45

Nil Sufileri konseri icin Congresium’a gittim, yiirlime mesafesinde bir festival

olmasi tezim agisindan ¢ok hayirl oldu bence.

Konya gibi bir ortam degil tabi, beton karic1 kamyonlarin sergilendigi alandan
tiber-teknolojik merdivenlerle konser alanina ilerledim ve 6nce Serhan’i sonra
da Murat Hocayr gordiim. Hoca protokol modunda sessizce guliimsiiyordu,
yarin Polonya’yla diplomatik iliskilerin baslangicini kutlayacaklar1 konser i¢in
prova yapmislar buradan once, burada da Giizel Sanatlar Genel Miidiri

sifatiyla bulunuyordu.

Serhan arkadaslarin1 beklemek iizere disarida kalirken ben iceri gecip dnce
Timugin Hocay1 sonra da onun ¢ogu organizasyonda gorevli olan 6grencilerini
gordiim. Ben salona girmeye calisirken Sincan Hanimlar Lokali misali bir kadin
grubu liderlerini takip ederek oturacak yerlerini bulmaya calisiyordu.
Serhan’in benden once girip en 6ne oturdugunu gordiim, Zekai Tunca'ya
benzeyen peruklu bir day1 oranin protokol yeri oldugunu soyleyip onu kaldirdi.
Birlikte 2. siraya oturduk. Yalova’dan falan konustuk hippilerin buraya da
geldigini gorilince. Sonra Serhan yine 6ne gegmeyi 6nerdi ve yine Zekai Tunca

tipli adama ¢atti. “Ben protokoliim” demesi adami ikna etmeye yetmemisti.

Etkinlik Murat Hocanin muhtemelen o sirada salona yeni girmis olan giirtltiici
liseli ekibin etkisiyle dagilmis dikkati ytiziinden, basi sonu belli olmayan
climlelerle dolu kisacik konusmasindan sonra basladi. Bu sirada sahnedeki
perdeye zikir goriintiileri yansitilirken sahnenin sag tarafinda iki kisi oturuyor,
sol tarafinda da li¢ kisi nargile yakiyordu, dumanlar yiikselmeye ¢oktan

baslamisti. Serhan “kafalar giizel olacak herhalde” dedi.
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Performans sirasinda seyirci neredeyse hi¢ susmadi, zaten Murat Hocanin
protokol konusmasi bile alkislara karisan 1sliklarla baslamisti. Semih Sergen’in
“sinema m1 burasi pezevenk” lafi aklima geldi. Adamlarin performansi da yerli

yersiz seyirci alkislariyla bolinmuistii.

Ik yarida 4 hanende, kendi ¢aldiklar1 bendir (yoksa kitapgiklarda adi yazan
baska bir sey mi?), raqlar ve neyle rasta benzer bir makamda yavastan hizliya
bir muzik yapti. Miizigin bir yerinde ortada oturan 4 kisi ayaga kalkip semanin
doniisiinii andiran hareketler yapmaya basladi, bu sirada tiitsii ve nargile
dumanlari sol taraftan yiikselmeye devam ediyordu. Zikrin gerektirdigi esrik
hal icin her sey vardi pekald; oksijeni yakip bitiren tiitsii ve nargile, belki
onlarin dumanina karisan esrar, gii¢lii bir diiyek ve bol bol ritim, tam tur
olmasa da 180 derecelik doéniisler, kopek hirlamasina benzeyen sesler
cikardiklari, beyne oksijen gitmesini engelleyen nefes hareketleri, ziplamalar,
birbirini tekrarlayan melodiler, képek havlamasini andiran tok ¢igliklar...
Cosku giderek yiikseldi, etkinlik Kutlu Dogum Haftas1 etkinligi olmasa,
iceriginin tasavvufi oldugu brosiirlerde yazmasa ve dyle anons edilmese, sira

gecesindeki eglence miizigini andiran bir coskusu vardu.

Oradan aklima Kemal’in kisa filmi geldi, olduk¢a eglenceli bir Hint miizigi
lzerine c¢imenlerde ziplaya ziplaya oynayan gencler. Bir Hintli arkadasina
courtesy olarak filmi gosterdiginde arkadasi ¢ok sinirlenmis, boyle kutsal bir
eseri nasil boyle bir sebeklik icin kullandigina anlam verememis ve derhal filmi
imha etmesini istemisti bana anlattigina gore. Burada da benzer bir hava vardi,
icerigini bilmese insan bu miizigi raki sofrasinda dinlemek ve kalkip oynamak
ister. Nitekim arkadaki giirtltiici liseli grubu Serdar Ortag¢’a alkis tutar gibi
hanendelerin ve danscilarin (zakir?) performansina eslik ediyor, akilh
telefonlarin 1s181yla cakmak sallar gibi hareketler yapiyordu. Bir yerden sonra

biitiin seyirciler alkislara dahil olmustu, Nil Sufileri degil Dionysos eglencesi

203



miibarek. Simdi ben bu hi¢ tanimadigim Sufi ritiieli hakkinda bunlar1 aklima
getirirken alakasiz bir seyirci Kkitlesinin sema ayini izlerken neler
diislinebilecegini tasavvur etmeye calistim. Sanki ta en basinda eglence ve din
ayni seydi ve bugiin de durum ¢ok farkli degildi. Ama belki ben bunlar
disiuntirken kendi tahayyiilimde her seyi yanlis anliyordum. Sahnedekiler
belki benim gordiigiimden ¢ok daha farkli seyler goriiyordu seyircide. Geertz'in
Java adalarinda nasil aciz diistigiinii ve yore halkinin onu polise “bu bizim
antropologumuz” diye anlatmak zorunda kaldigini hatirladim. Ben de kendi

diistincemde kaybolup aciz mi diisiiyordum acaba?

Derken Serhan bana dogru egilip, belki de artik arastirmama nokta koymam
gerektigini hatirlatircasina, su soruyu sordu; zikir doruk noktasina ulasmis, zil
sesleri havlama gibi olan ¢iglik seslerine karismis, seyirci kopmustu: “Ya su
kenarda durup nargile tiittiirenler bu ortada ziplayanlarla ayni parayr mi

alacak simdi?”

Burasi gayet gercek diinyaydi, sahnede bir performans ve bu performansin bir
karsiligit vardi. Ali Ergur'un modern-sonrasi toplumla ilgili anlattiklar
yerindeydi, biz artik olayin Sufi boyutunu anlayabilecek degil sahne
performansint ¢abuk c¢abuk tiiketecek bir toplumduk, Demirkafes’in
karsisindaki kongre merkezinde, ayagimiza kadar getirilmis Nil Sufileri'ni
izleyerek mesai sonrasi zamanimizi renklendiriyorduk. Zaten bu sorudan
birkac¢ dakika sonra en kendinden ge¢mis goriinen en sagdaki zakir (dans¢i?)
saatine bakti. Sanki zikri burada bitirip ikinci yariya, oradan yarinki ucaga,
oradan da diinyanin bilmem neresindeki performansa yetisecekti de gec

kaliyordu. Ne global, ne transnational idik biz.

Sahneden inmeden ikinci yar1 basladi, nargileler kalkti1 sazlar geldi, ortada bir
ud, haydi bakalim ver coskuyu. Ayni disiinceler kafamda biiyidiikce

biiyliyordu. Performansin sonunda Bis i¢in sahneye geri dondiiler. Ben de
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basindan sonuna alkis tutarken buldum kendimi, tiitsiiler iceriyi pek gtizel

kokutmustu.

Cikarken Serhan’in Zekai Tunca’yr Timucin Hocadan aldig1 gazla azarlarken
gordim. Galata ayini oncesi gelip gelmeyecegi hala kesinlesmemis olan
miuzisyenlerle ilgili “ama insanda azicik disiplin olacak, bdyle son dakikada
olmaz ki” diye sinirlenen Nedim Abi ve Giilden Ablay1 “bu is goniil isi, goniilde
disiplin arayip 6fkelenmemeli” diyerek sakinlestirmeye calisan Serhan, kongre
salonunda tam bir devlet adamina donlismiis, “ben miifettisim, Giizel Sanatlar
Genel Midiri olsun festivalin sanat yonetmeni olsun tanmidigim insanlar
hocalarim, boyle ortamlarda ben hep protokoliim, o adam kim ki benim en

onden izlememe engel oluyor” diye sinirlenmisti.

Serhan’in Zekai Tunca’yla atismasi siiredursun Nil Sufileri fuayeye c¢ikmis,
onlar1 tebrik eden giiriiltiicii liselilerle selfie ¢ektiriyordu. Konya’dan hippiler
kalkip gelmis, Serhan onlarla bir seyler calip nesveyab olmak icin ODTU’ye
ylriimeye karar veriverdi. Salondan ¢ikarken bana Belma dedikodusu yapan
Zuhal Abla gitmisti ve karsilasmis bulundugum Belma Zuhal Ablanin
dedikodusunu bana yapmaya baslamisti. Nasil oldu anlamadim, bir anda
kendimi arabuluculuk yaparken buldum. Deleuze doniiyor aklimin bir
kosesinde ama Zuhal Abla dyle demek istememistir ama Belma o sirada baska
bir sey hatirlamistir aslinda kimse kimseyi kirmadi diye insanlar teselli
ederken, reel diinyayla o tasavvufun u¢gmus diinyasi ne kadar akiskan ve

birbirine ge¢mis aslinda.
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3. Gazi Universitesi, Ankara, 9 Mayis 2014, 17.30-21.00

Yegah'in Gazi’de acembuselik ayin konseri olacakti. Orhan Abinin son dakika
ameliyata girecegi ortaya cikmis, Merve onun yerine benim ¢almam istedi.
Yillar 6nce uzun siire birlikte ayin ¢alistigim bu ekibin boyle bir ricasina hayir
diyemezdim. Yegdht arastirmamin disinda tutmaya c¢alistim. Timugin Hoca
dahil oradan hi¢ kimseyle goriisme yapmadim (Merve'nin heyecan dolu
beklentisine ragmen). Simdi bdyle bir ricayla karsi karsiya kalmak beni
diisindiirdii, ben de arastirmam kapsaminda ilk kez bir ayinde sahne alacak
olmanin gerginligiyle bu deneyimimi oto-etnografik bir nota dékmeye karar

verdim.

Sahnede beyaz hakim yaka gomlek, siyah pantolon ve siyah haydariye
giyilecekti. Saatlerce aramama ragmen beyaz hakim yaka gomlek bulamadim;
beyaz olanlar hakim yaka degildi, hakim yaka olanlar da beyaz degildi. Ben de
yakalarini ice kivirmak iizere diiz bir gomlek aldim. Prova saatinde Gazi'ye
ulastifimda insanlarin o beyaz degil diye begenmedigim 80-90 liralik

gomleklerle geldigini gordiim, fazla mi kasmistim acaba?

Gazi’'nin girisini oldum olas1 sevmem, kampusun orasini burasini boélen
otoyollar, tek bir yaya gecidi bile olmamasi... Elimde koca sazla hayli travmatik
oldu Besevler metrosundan konser salonuna ulasmam. Girise yakin bir yerde
ayinin kocaman bez afisini gordiigiimii hatirhyorum. O maceral yiiriiyiisten
sonra kimse giriste beni sallamaz diye duisiiniiyordum ki giivenligin beni fark

edecegi tuttu. Konserde gorevliyim demeye ¢alistim, dilim de donmedi.

Gordigim tanidiklara selam verip igeri ilerledim, salon daha 6nce konser
verdigim bir yer oldugu icin az ¢ok neyle karsilasacagimi biliyordum, ama

tahmin etmedigim seylerle de karsilastim. Merve ses sistemiyle
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debelenmekteydi; yeterli mikrofon yoktu, monitér hi¢ yoktu, mikrofonlar

sazlara uygun degildi, sorunu ¢ézebilecek donanimda bir tonmayster de yoktu.

Giyinecek yer aradim, bulamayinca su damacanalarinin oldugu bir odaya
saklanip ustimu degistirdim. Nasil da terlemistim, her sey Ustiime yapisty,

kendimi sahnede yer almak i¢in fazla pis hissettim.

Esyalar1 koyacak yer de yoktu, uzun ¢abalar sonunda sahneden ¢ekemedikleri
piyanonun altina ¢antami saklamay1 basardim. Dernege yeni katilmis (yani
benden daha sonra) olan Sevim Ablayla yan yana calacaktik, her goren akraba
oldugumuzu saniyordu, nasil tath bir kadin, esprili ve ¢ok heyecanli. Ne
yapacagimizi bilmez halde oturduk, sol yanimda halilesiyle Turgut vardi ve
kudiimleri gormemi engelliyordu. Ritimlerde mikrofon da yoktu isin kotiisi.
Daha da kotiisii sabahlar1 miisli yememden dolayr midir nedir karin agrim var
bir siiredir ve konser 6ncesi sistim de sistim. Sevim Ablaya itiraf ettim durumu
provanin baslamasini beklerken, mahvolduk der gibi bir bakis atti. Her firsatta
tuvalete gidip rahatlamaya ¢alistim ama pek ise yaramadi, acayip bir karin

agrisiyla konsere ¢cikacaktim.

Durum bir amator koro konserinden ¢ok da farkl degildi, konseri kurtarsin
diye takviye sazlar ve sesler cagirilmisti, bazilari ilk kez provaya geliyordu,
tstelik teknik ekipman yetersizligi nedeniyle sadece onlara mikrofon
verilmisti. Neredeyse bir yildir bu konsere hazirlananlarin mikrofon talep etme
hakki bile yoktu. Prova tam kaotik oldu, 4 semazen donecek diye biitiin sahne
pudralanmisti, bir yandan da hapsiriyordum. Semazenlerden ¢ikan riizgar
notalari ugurmasin diye sayfalari sehpaya baglamislardi ama bu kez de notalar
cevrilmiyordu. Sevim Ablayla bana nota sehpasi da kalmamisti, tistelik
kulagimdaki ayinden farkli bir referans iizere caldiklar1 i¢in afallayip
duruyordum. Sazlar ve hanendeler sesimizi duysun diye ritimlere abaniyorduk

ama ise yaramiyordu. Semazen kardesler Turgut’a daha fazla cislatmasi i¢in
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isaret yapiyordu, Turgut da mikrofon yoksa benden bir sey beklemeyin
diyordu (zaten Turgut'un himlayarak c¢almasindan oldum olasi rahatsiz
oluyorum, bir de o dikkatimi dagitti halilenin iber-voliimii yaninda).
Ritimlerden bagimsiz bir prova oldu, herkes birbirini uyardi durdu ritimlere
uyulsun diye. Nurgiil Abla Yasemin Ablaya nasil hareket edecegini anlatiyordu,
“heyecanlanma Yaso” diye uyarip duruyordu, zira semazenbasiydi ve ilk kez
Devr-i Velediye cikacaklardi. Hayali bir posta selam selam vereceklerdi,

postnisin falan zaten yok. Gerginlikleri ytizlerinden okunuyordu.

Kotii gecen provanin ardindan konserin baslamasini beklemeye koyulduk
arkada. Ben ayine ¢ikiyorum sade olmam lazim diye makyaj yapmaktan bile
kaginirken fonlii saglar1 ve seker kiz Candy yanaklariyla siislii kizlar gérmek

biiytik hayal kiriklig1 yaratti bende.

Semazenlerin ritiiele uygun davranmaya ¢alistiklarini gérdiigiim icin “sahneye
cikarken biz de selam verecek miyiz” diye sordum. ODTUIii ekip arasinda bir
infial yarattim ama herkes sallamadi. Erhan “bu gercek ayin degil ki, hirka bile
giymedik, gercek ayinde olur o” diye cevap verdi ve herkes bir sakinlesti. Sahi
ya, her seyimiz noksandi bir de selamimiz noksan kaliversindi. Ne seyh var ne
postnisin, ne burasi bir dergah, ne de biz dervisiz, yaptigimiz sey ancak bir
konser olabilir. Ritiiel bu denli oturmadan 6nce de boyle miydi acaba, 15. Yyda
falan, besteli ayin olmayan zamanlarda? Oru¢ Giliven¢’in yaptig1 ise duydugum

saygl birden arttu.

Aylar yillardir gormedigim arkadaslarla muhabbet ederken Merve bizi etrafina
toplayip “soyle yapacagiz boyle yapacagiz” diye direktif verdi, panige gerek
yoktu, standart koro konseri prosediirii isleyecekti, karnim agrimaya devam

ediyordu.
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Ve ayin basladi, heyecandan sesi titreyen Burcu bir metin okudu, na’t baslada,
kafasina gore donen slaytlarda ayinle ilgili bir seyler gecti. O da ne? Emrah Bey
ve birkag kisi daha Devr-i Veledi i¢cin semazenlere katilmisti! Konya’da semazen
cok diye azaltilanlar burada Devr-i Veledi kus kadar kalmasin diye artiriimisti!
Yine de pesrev tam bitmeden bitti sanki. Cok fazla uyaranla sariliydim, ney sesi
lizumsuz baskindi, ¢linkii Merve genis mikrofona kendi mikrofonu gibi
abanmisti, Turgut bir yandan, semazenlerin yiiziindeki gerginlik bir yandan,
ritimler duyulsun diye abanmamiz bir yandan, of ne bicim de yanls yanhs

caldim!

Musa Gogmen’le de ayn1 ayini ¢almistim, Ustelik orada bize eslik eden oda
orkestrasi da vardi, onlarla da toplamda 2 prova almistik sadece, ama orada
cok daha iyi ¢almistim. Hikmet Abinin verdigi giiven miydi, 6niimde nota
olmasinin rahathgr miydi (yanimda Sule halile ¢aliyordu ama Turgut kadar
rahatsiz etmemisti, Mert'in asir1 derecede uyumsuz buldugu polifoni bile
rahatsiz etmemisti, hi¢ dikkatim dagilmadan c¢almistim orada) bilmiyorum.

Burada ¢ok ¢ok kotii caldim.

Ayin cabucak bitiverdi, semazenler posta selam durup sahneyi terk edecekken
Emrah Beyler yine katildi, ayin boyunca nerede ne yaptilar bilmiyorum, ¢ok
acayipti. Biterken herkesten 6ziir dilemem gerektigini hissediyordum, ¢ok kot
calmis olmam disinda bir sey diisinemiyordum. Mp3 calarimda dinlerken
gozlerimi yasartan bu ayine karsi tek hissiyatimin koti calmam olmasi da
biiytik hayal kirikhigiydi, ekstraci gibi isime bakmis ¢alip sahneden inmistim,

tuhti bana.

Kuliste Serhant gordiim, tebrik edip hemen baskalarini aradi, sonra Nedret
Hocay: gordiim. Gazili tabi gelip dinlemis. Epeydir MEKUSAV’a ugramadigim
icin beni unutmus galiba, yiiziime bile bakmadan yitiriyiip gitti seslenmeme

ragmen. Hatirlamamasi iyi oldu bence, yeniden MEKUSAV’a gittigimde bizimle
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hi¢ calmadin da onlarla ne isin vardi diye Gililden Abla sorarsa mahcup

hissederim, calmami istedigi oldu ¢tinkii Hamamont programlarinda.

Canim Esra ve Elnur oradaydi, uzun uzun muhabbet ettik onlarla, ikisini de
nasil 6zlemisim. Demedim onlara iste tez gozlem falan diye, kendi kendimin

ajani oldum, bir daha tiihtii bana.

Nedense oradan kacarak uzaklasmak istedim, yoksa beni eve birakacak insan
coktu. Hemen vedalasip geldigim yoldan geri dondiim. MEB Sura’nin 6ntinden
gecerken Oru¢ Hocayi, Giilden Ablayi, tez icin oraya ne sik gidip durdugumu
filan hep hatirladim. Sonra ¢ok a¢tim, benzincideki Burger King'e oturup bir
Whopper soyledim. Ah ulusasirilik, ah antropoloji, ah kavramlar... O patatesleri

tek tek yerken kafa durmadi hicg.
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G: TURKISH SUMMARY

Bu ¢alisma 21. Yiizyil Tiirkiye’sinde Mevlevilige dair deneyimleri anlama amaci
tasimaktadir. Sekiiler devletlerin dine yakinlastigi ve dini etkinliklerin sekiiler
baglamlarda kiiltiirel miras etkinliklerine dontstiigi giinimiizde sosyal
bilimlerin miizigi duymaya ve anlamaya olan c¢abasinin hala genisleyecek
alanlara sahip olmasinin etkisiyle boyle bir arastirma konusuna yodnelme
geregi dogmustur. Mevlevilige dair anlayis ve pratiklerin Tiirkiye'nin
cumhuriyet doneminde nasil goriiniir oldugu ve doniisiime ugradig, Tirkiye
baglaminda Mevleviligin nasil yeniden iretildigi ve tiiketildigi, devlet
kurumlarinda semazen ve mutrib olarak istihdam edilen “resmi Mevleviler” ile
Mevlevilikle iliskili vakif ve derneklerde faaliyetlerini siirdiiren “gayr1 resmi
Mevlevilerin” giiniimiizde Mevleviligi nasil anladigi ve yorumladigi,
Mevlevilikle iligkili etkinliklerde devletin nasil temsil edildigi ve iktidar
dinamiklerinin Mevlevilik baglaminda nasil sergilendigi sorularina etnografik

ve 0zdiislinlimsel bir yaklasimla yanitlar aranmistir.

Bu arastirma konusunu belirlememde kisisel deneyimimin etkisi oldu. 2003
yilinda Sertab Erener’in Eurovision’da aldig1 birincilik sonucu 2004 yilinda
Turkiye’'de gerceklestirilen yarisma finalinde sahnede semazenlerin yer almasi
ve semazenlerinin cinsiyetinin o donemde epey tartisma konusu olmasi
Mevleviligin giiniimiiz baglamindaki anlamlarina dikkat ¢evirmemi saglayan
ilk olay oldu. Ayni yil, Konya’da Mevlana Kiiltiir Merkezi'nin térenle agildig1
yildi. O donem Tiirkiye’de saha g¢alismasi yapmis olan Victor A. Vicente, bu

acilis1 gozlemlemis ve toren boyunca devletin Mevleviligin sunumuna dair
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gosterdigi cabaya iliskin goziine carpan detaylar: tezinde anlatmisti. Bu iliskiyi
benim fark etmem 2009 yilinda CerModern’in agilis1 6ncesi gergeklestirilen
Ramazan programinda oldu. Bagsbakanin térene gecikmesi nedeniyle térenin
gec baslatilmasi, beklemekten yorulan seyircinin protestolarini susturmak
lizere sahnedeki Kiultir Bakanligi sanatg¢ilarinin ney taksimleri yapmak
zorunda birakilmasi sahnedeki iktidar dinamiklerinin birer yansimasiydi.
Mevlana'nin dogumunun 800. y1li serefine 2007'nin Mevlana yili ilan edilmesi,
2010 Istanbul Avrupa Kiiltiir Bagkenti etkinliklerinin sema performanslari
icermesi, 2012 yilinin Mevlevi bestekar Buhurizade Mustafa Itri Efendi’nin
oliimiiniin 300. y1l1 anisina Itri y1li olarak kutlanmasi gibi olaylar, Mevleviligin
ne kadar biiyiik bir baglami oldugunu goézler 6niine seriyordu. Deneyimlerim
1518inda once Mevleviligin popiilerlesmesini arastirmaya karar verdim,

ardindan arastirmam Mevlevilik ve iktidar dinamikleri tizerine yogunlast.

Mevleviligi anlayabilmek i¢in 6ncelikle dinler tarihinin derinliklerine dogru
inmek gerekir. Tek tanrili dinler 6ncesi inanislarda tanrilarin doganin bilgisine
hakim oldugu ve tanrilara erisebilmenin yegane yolunun bilgi araciligiyla
oldugu goriisi hakimdir. Bilgiye ulasabilmek icin miizik siklikla bir ara¢ olarak
kullanilmistir. Pythagoras'in gezegenler ve yildizlar arasindaki mesafelerle
miizik notalarinin frekanslari arasindaki oranlar1 hesapladigi kurami bu agidan
degerlendirilebilir. Antik Yunan ve Anadolu tanrilarinda bilgelik ¢cogu kez
miizikle iligkilendirilmistir ve Dionysus ayinleri gibi 6rneklerde de gortlecegi
lizere tanrilara tapinmak icin miizik ve danstan olusan ritiieller uygulanmistir.
Ruhun tanridan ayrildig: ve ilahi bilgiye ulasarak koklerine yani tanriya geri
donecegi seklindeki Gnostik inanis, bir dongiisellige isaret etmekle birlikte, tek
tanrii dinlerde bu inanisin yeniden ortaya c¢ikmasi da bir dongiisellik
sonucudur. S6z konusu dongiisellik semadaki donme hareketinde cisimlesir ki

donerek ibadet etme de eski inanislarda mevcuttur.
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Islamdaki kokenlerine bakildigina Sufi sézciigii ile Arapgada yiin anlamina
gelen suf sozciigliniin iliskili oldugu goriilmektedir. Bir asketizm isareti olarak
yun kiyafetler giyen mutasavviflar, inanglarini ortaya koymanin farkl yollarini
aramakla kalmiyor, devlet erkaniyla yakin miinasebetleri sebebiyle rahatsiz
olduklar1 normatif Islam temsilcileri olan ulemaya da tepki gosteriyorlardi.
Zahiri bilgi ve topluluk pratiklerine odaklanan ulemanin karsisindaki batini
bilgiye ve dini deneyimin bireyselligine odaklanan mutasavviflar arasindaki
fark ytzyillardir varligini siirdiiren bir ¢atismaya da zemin hazirladi. Miizik ve
dansla ibadet etmenin yasaklanmasindan mutasavviflarin ulema emriyle
oldirilmesine kadar c¢esitli sonuclart olan bu c¢atisma, 11. yiizyil
mutasavviflarin ¢abalariyla yumusatildi. Mevlevilik bir tasavvuf inanci olarak
bu ilimli donemde ortaya cikti. Ortaya ¢iktig1 andan itibaren hep devletle yakin
iliski icinde olan ve 1limhi durusuyla radikal tarikatlardan farkli duran
Mevlevilik, ne normatif dine ne de dini devlete bir tehdit olusturmamasi
sayesinde bir iktidar dengesi olusturup korumayr basardi. Osmanh
Imparatorlugunun yikilip Tiirkiye Cumhuriyetinin kuruldugu ve devletin dinle
iliskisinin degisip doniistiigli slrecte bile Mevlevilik, ibadethanelerinin
miizelestirilmesi ve ibadetinin kiiltiirel miras olarak taninmasi yoluyla diger

tarikatlardan farkl bir noktada durmaya devam etti.

Mevleviligin Bati’daki popiilerligi ile iliskili olaraksa din ve fetisizm arasindaki
iliskiyi disiinmek onemlidir. Ayrica Protestan Etigindeki sonraki hayata
yatirim amach bu diinyada ¢ok ¢alisma fikrinden ileri gelen diinyevilesme de
fetisizm ve metalagsmayla baglantilidir. Piriten dinin taleplerinden yorgun
diisen Batililarin Dogu’daki mistik geleneklere ilgi gostermesi tasavvufun
tiikketim nesnesine doniismesinde etkili olmustur. Tasavvufla ilgili yapilan
filmler, yazilan kitaplar ve ¢eviriler radikal ve seriat1 benimseyen tarikatlardan
ziyade Mevleviligin ilimliligin1 Bat1 diinyasina yansitarak Mevlevilige olan ilgiyi

bir nevi kosullandirmistir. Elif Safak’in Ask romaninin Bati tiiketicisine hitaben

215



yazilmis olmasina ragmen Tiurkiye'de de ¢ok satanlar arasinda yerini almasi
Turkiye’de de benzer bir popiilerlesme ve metalasma siirecinin mevcudiyetine

isaret etmektedir.

Mevlevilikle ilgili Tiirkiye baglaminda yakin zamanda yiiriitiilmis ¢alismalar
agirlikli olarak toplumsal cinsiyet ve Mevlevilikle diger tarikatlarin ritiiel ve
mekan ac¢isindan karsilastirilmasi tizerinde durmustur. Ayrica gosterim, kiiltir
mirasit ve diinya miizigi etrafinda tartismalar yapilmistir. Bu ¢alismalarda
agirhkli olarak istanbul odakli incelemeler yapilmistir. Iktidar iliskilerine
odaklanan ve yogun olarak Ankara’da gerceklestirilen saha arastirmasina
dayanan bu calisma, literatiire hem kavramsal hem de yontemsel katkilar

sunma potansiyeline sahiptir.

Mevleviligin 21. yiizyilina iligkin kiiltiir mirasi, popiilerlik, tiikketim ve iktidar
gibi kavramlar tartisacak sahayi taniyabilmek icin Mevleviligin gecmisine
bakmak gerekmektedir. Ailesiyle Mogol isgalinden kacarak Anadolu’ya gelen
Mevlana Celaleddin Rumi'nin tasavvuf anlayisini kokenlerinin oldugu
Horasan’daki Melamilik ve Kalenderilik gibi inanislarin besledigini hatirlamak
onemlidir. S6z konusu isgalden sadece mutasavviflar degil sanatgilar ve bilim
insanlar1 da kagmistir. Selcuklu Devleti'nin bagkenti olan Konya'ya siginan bu
miilteciler, kentin entelektiiel ve dini ¢ehresini zenginlestirmistir. Bu zengin
kiltirel havayr soluyan Mevlana, aldig1 egitimin de etkisiyle kentin 6nemli
mutasavviflarindan biri konumuna yiikselmistir. Yine Horasan koékenli olan
Sems-i Tebrizi'yle karsilasmasi semayla tanismasini saglamis, onun
yoklugunda siklikla esrik halde sema etmeye baslamistir. Zamanla kendi
etrafinda donerek kendinden gectigi bu ritliel, miizisyenlerin eslik ettigi ve
seyircilerin katildig1 biiyiik bir ayine donismistir. Mevlana'nin 17 Aralik

1273’te vefat etmesini takiben oglu Sultan Veled tarafindan Mevlevilik bir
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tarikat olarak kurulmustur. Mevlana i¢in yapilan tiirbe ayni zamanda tarikatin

ilk dergahi olmustur.

Once koylerde yapilanan Mevlevilik, 16. yiizyildan itibaren kentlere ¢ekilmeye
baslamistir. Devletin yaptirdig1 Mevlevihanelerde yerlesen tarikat zamanla bir
devlet tarikatina donlsmekle kalmamis, Osmanli hanedaninin da igine
girmistir. Mevlevi seyhinden kili¢ kusanarak tahta oturan padisahlar ve
Mevlevi ayini besteleyen padisahlar Osmanh tarihinde karsimiza ¢ikmaktadir.
Imparatorlugun bagkenti Istanbul’a tasiminca kiiltiirel ve sanatsal cazibe
merkezi de Istanbul olmustur, ancak tarikatin kuruldugu Konya Asitane’nin

orada olmasi itibariyla tarikatin merkezi olmayi siirdirmisttir.

Cumhuriyetin kurulmasiyla birlikte laik devletin ilk icraatlarindan biri Diyanet
Isleri Baskanhigi’'mi olusturarak formel dini pratikleri devlet kontroliine tabi
kilmak, bir digeri de 677 sayil tekke ve zaviyelerin kapatilmasi kanunuyla
tarikatlara son vermek olmustur. Kapatilan dergah yapilarinin bir boliimii yeni
cumhuriyetin kalkinma simgesi olan yapilarin insas1 esnasinda yikilmistir.
Mevlevilik bu siirecte Ankara Mevlevihanesi gibi bazi yapilarla birlikte
silsilesini ve dergah cilesi imkanlarini1 kaybetmistir, ancak kanunun yiirtrlige
girmesinin hemen ardindan Konya Mevlevihanesi miize olarak yeniden
acilmistir. 1950lerde muhafazakar hiikiimetin devletin dinle ilgili tutumuna
yonelik degisiklikler saglamasiyla birlikte Mevlevi ayinleri yeniden sema
esliginde icra edilmeye baslamistir. Ilerleyen yillarda Mevlana'ya dair
kutlamalarin yapilmasi, UNESCO destekli etkinlikler, kiiltiirel miras olarak
semanin taninmasi, kapatilan Mevlevihanelerin miize ve kiiltiir merkezi olarak
yeniden a¢ilmasi ve Mevlana adiyla yeni kiiltiir merkezlerinin insa edilmesi gibi
gelismeler, Ankara’dan alinan kararlarla tetiklenmistir. Ancak Mevleviligin
hichir zaman Osmanli’daki gibi bir devlet kurumu haline gelmemesi

Mevlevilikle iligkili vakif ve derneklerin ortaya ¢ikmasina neden olmustur.

217



Konya, Istanbul ve Ankara’nin tarihsel énemi bu calismanin sahasinda bu iig
kentin one ¢ikmasinda etkili oldu. Ankara’da tam zamanh c¢alisiyor olmam,
gorismeye calistigim “resmi Mevlevilerin” merkezi Ankara’da olan
kurumlarda ¢alisiyor olmasi gibi nedenlerle arastirmamda 6zellikle Ankara’da
yogunlastim. Mevlevilikle ilgili ilk vakif olan Mevlana Kiiltiir ve Sanat Vakfi
(MEKUSAV), merkezinin Ankara’da olmasi nedeniyle “gayri resmi Mevlevilere”
ulasma amaciyla arastirmamda en ¢ok yer verdigim kurum oldu. Devletin
yogunlukla temsil edildigi etkinliklerin daha ¢ok Konya ve Istanbul’a kaymis
olmasi sebebiyle bu kentlerde Ankara’dakinden farkli saha deneyimlerim oldu,
ornegin Konya’da yogun olarak gézlemler yaparken Istanbul’da yogun olarak
gorismeler yaptim. Mevlevilikle ilgili etkinlikler gerceklestiren devlet
kurumlari ve Mevlevi vakif ve derneklerinin yani sira yatirimcilarin da pesine
diiserek sahami1 Kapadokya'ya genislettim. Goriisme ve gozlem olanaklarimi
genisletebildigim noktada Yalova ve Venedik'e ziyaretlerde bulundum. Cok-
mekanli saha c¢alismamda sahami kurmak icin esik-bekgilerinin yani sira
miuizisyen kimligimle zaten irtibat halinde oldugum kisilerden yardim aldim.
Ornegin Venedik’e sonucunda konser yapilacak olan bir miizik seminerinde yer
almak tizere gidebildim ve seminerden kalan zamanda goriismeler
gerceklestirdim. Subat 2013-Mayis 2014 arasi gergeklestirdigim saha
calismasinda MEKUSAV'1n Batikent’teki merkezinde 6 ay boyunca cumartesi
calismalarina ve bir sezon boyunca Hamamoéni’'nde gerceklestirdikleri
Mesnevi okumalarina katildim. Sonuncusu Nisan 2015’te olmak tlizere 25
derinlemesine goriisme gercgeklestirerek agirlikli olarak miizisyenlerden nitel
veri topladim. Devlet kurumlarinin, vakiflarin ya da 6zel olusumlarin
sahneledigi 10 Mevlevi ayini izledim ve Mayis 2014’te bir ayinde mutrib
heyetinde sahnede yer aldim. Gerek “epistemosantrizmden” ka¢cmak, gerek
“evde” olmanin avantajindan yararlanmak, gerekse ileri arastirmalar icin
sahaya donme potansiyelini korumak amaciyla ¢alismamda 6zdiisiiniimselligi

on planda tuttum. Tam zamanli isimden ve yerel secimler 6ncesi tilkenin politik
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hareketliliginden kaynaklanan aksakliklar nedeniyle saha ¢alismamda
kisithliklar ortaya cikti. Ayrica kadin olmam itibariyla sadece erkeklerin
erisimine ac¢ik olan kulis gibi alanlarda veri toplama sansim olmady;
arastirmam Oncesinde iyesi oldugum gruplar1i da etik gerekgelerde
arastirmamin disinda biraktim. Ancak sahnede yer aldigim etkinlik bu
gruplardan biri tarafindan gergeklestirildigi icin o etkinlikte kendi deneyimimi
ozdusiiniimsel olarak kaydetmeyi ve grubu yine de sahamin disinda birakmay1
tercih ettim. Benimle benzer arastirmalar yapan arastirmacilarla Istanbul’da
bir araya gelerek saha deneyimlerimizi paylastim ve gerek arastirmaci olarak
kendi kimliklerimizi, gerekse gorustiigiimiiz kisilerin kimliklerini birbirinden

gizlemenin bir sahada var olma stratejisine doniistiigliinii gézlemledim.

Mevlevilikle ilgili bu ¢alismada kiiltiir mirasi, yerellik ve ulusallik, popiilerlik,
tiikketim ve iktidar anahtar kavramlar olarak one ¢ikti. Bu kavramlarin
kuramsal cercevesini olustururken diinya tzerindeki Mevlevilige benzer

ornekleri de ele aldim.

Mevleviligin UNESCO tarafindan kiiltiir miras1 olarak kabul edilmesi, kiiltiir
mirasina dair tartismalar1 incelemeyi gerektirmektedir. Hindistan'in
UNESCO’nun kiiltiirel miras listesine aday olarak gosterdigi ve halen listeye
alinmak icin beklemede bulunan Durga Puja ritiieli, Mevlevilikle benzer
baglamlar barindirmaktadir. Kékleri 16. yiizyila dayanan ve bir siire sadece tist
siniflarin evlerinde gerceklestirdikleri bir ritiiel olan Durga Puja, 18. ytizyilda
halka acik hale geldi. Kolkata’nin on kollu bereket tanrigas1 Durga serefine
gerceklestirilen birkac¢ giinliik bu ritiiel, Hindistan’in Ingiliz sémiirgesinden
kurtulma siirecinde politik bir vasif da kazandi ve Ingiliz yetkililerce 1920lerde
yasaklandi. 1947’deki bagimsizlig1 takiben Durga Puja kiltir mirasi olarak
deger kazanmaya basladi ve gliniimiizde oldukg¢a genis ¢capl bir festival olarak

bu ritiiel gerceklestirilmeye devam ediyor. Benzer sekilde, sinif temelli olmasa
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da mekan temelli olarak Mevlevilikte 18. ylizy1l dncesinde bir ayrim vardi.
1920lerde cumbhuriyetin kurulmasiyla yasaklanan Mevleviligin ritteli
1950lerde Kkiiltiir miras1 olarak yeniden goruniirliik kazandi. Giliniimiizde
Konya'da 10 glin stliren bir festivalle Mevlana'nin “diigiin gecesi” olarak
gordiigl 61imij, vuslat torenleri adiyla kutlaniyor. Uluslararasi dikkat ¢geken bu
festival tipki Durga Puja gibi genis Kkitlelere hitap ediyor ve tiiketim nesnesi
haline geliyor. UNESCO’nun kultir mirasi ile ilgili aldig1 son kararlar ulus-
devletlerin neyin miras olarak degerlendirilecegi konusunda haddinden fazla
s0z sahibi olmasinin 6niint agmistir. Bu durum, kiiltiirel mirasin kendine 6zgi
bir deger tasimadigi aksine bu degerin sosyal ve politik olarak kuruldugu ve
kiltirel mirasin politik bir eylem oldugu diisiincesini desteklemektedir. Bu da
kiltirel miras siireglerinin iktidar dinamikleriyle belirlendigi fikrini akillara

getirmektedir.

Miizigin bir ideal pesindeki insanlar tizerindeki birlestirici rolii ulusallik
tartismalarinda o6n plana ¢kmaktadir. Meksika Orneginde, devletin
bagimsizligini kazandig1 noktada bir ulus-devlet insa siireci baslar. Bu siirecte
farkl etnik kimliklere sahip olan insanlar1 ayni kimlikte birlestirebilmek adina
bir ulusal Meksika miizigi tanimlama ihtiyaci dogar ve 1926’da Ulusal Miizik
Kongresi toplanir. Bu ulus-devlet insa siireci “folklorlastirma” siirecini de
beraberinde getirir. Meksika'nin kiiciik bir béliimiinde yasayan yerli halkin
dansi ulusal Meksika kimligine mal edilerek glinimizde devlet
organizasyonlarinda iilkeyi temsil amaciyla kullanilan ve turistlere pazarlanan
bir etkinlige doniismesi bu folklorlastirma siirecinin bir pargasidir. Tiirkiye'de
milli miizigin olusturulmasi siireci de benzer bir ulus-devlet kimligi insasi
esnasinda gerceklesir. Mevlevi tarikatina 6zgili olan ritiiel ve miizik de milli
kimligin bir parcast haline getirilerek benzer tiiketim siireglerinde
metalastirllmistir. Genis katilimli sema toérenlerinin halk oyunu gosterisi

muamelesi gormesi lizerinden elestirilmesi de Meksika 6rnegi ile Tiirkiye
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ornegini bulusturan bir konu olmustur. Kiiltiirel nesnelestirmedeki ideolojik
arka plan, bir ritiielin ulusa mal edilmesinde devlet iktidarinin etkin oldugunu

ortaya koymaktadir.

Gelenegin tiiketilmesi bir tekellesme miicadelesini de beraberinde getirir.
Somiirge zamaninda sadece dini ritiel olarak var olmasina izin verilen danslar
somiurge sonras1 donemde eglence degeri kazanarak turistlerin de tiiketimine
acilmistir. Trinidad’'daki soca 6rneginde sehrin dengesini bozacak btiytklukte
festivallerin gerceklesmesi ve yatirimcilarin katilimcilari memnun edecek
stratejilere yonelmesi s6z konusu olmustur. Brezilya’daki somiirge kokenli
quilombo halkinin trettigi canak ¢omlekten devletin para kazanirken bu
kimligi tanimamak i¢in miicadele etmesi gibi 6rnekler Mevlevilikle benzerlikler
tasimaktadir. Devletin tarikat olarak faaliyetlerini engelledigi Mevleviligin
ritiieli, devletin organize ettigi torenlerle uluslararasi izleyici Kkitlesine
ulasmaktadir. Bu baglamda devletin 6zellikle Konya'daki etkinliklerde
tekellestigi soylenebilir. Ayrica ritiielin metalastirllmasinin  yaninda
Mevlevilige dair semazen gibi imgelerin de hediyelik esya olarak
metalastirilmas:1 s6z konusudur. Gerek dindarlarin gerekse sekiilerlerin
tiiketim siireclerinde Mevlevilik imgelerinin benzer sekilde karsimiza ¢ikmasi
devletin yani sira girisimcilerin, hediyelik esya treticilerinin, turistlerin ve

yerli halkin da pastadan pay almaya calistig1 sdylenebilir.

Politik ideoloji, milliyetcilik ve dinin kulttirel miras, yerellik ve nostalji turizmi
baglamlarinda i¢ ice gectigi goruliir. Devleti bu baglamda tartismak gerekirse
ikili iktidar iliskilerinde bir tarafin diger tarafa hiikmettigi bakis ilk akla
gelendir. Gramsci’de bu tahakkiim anlayisina alternatif olarak egemenlik ve
itaat iliskisinin yani sira entelektiiel ve ahlaki liderligin de miimkiin oldugu ve
hegemonya iliskisinden soz edilebilecegi tartisilir. Devlet erki bu agidan Mann

tarafindan baskici ve altyapisal iktidar olarak ele alinir. Althusser’in bu noktada
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onerdigi kavramlar devlet aygitlaridir, baskici aygitlar baskici iktidarn
gerceklestirirken ideolojik aygitlar hegemonya kurarak altyapisal iktidar:
gerceklestirir. Althusser’in c¢ercevesinden bakildiginda devletin ritiiel ve
geleneklere uyguladigi manipiilasyon sonucunda bu ritiiel ve gelenekler
devletin ideolojik aygitlarina doniisiir. Ancak bu bakis ¢ok dar ve tek taraflidir.
Bourdieu iktidar miicadelesinin siirdigli alanlar tanimlayarak iktidar
iligkilerinin geg¢irgenligine vurgu yapar. Wacquant, kimlik ve hiyerarsilerin
stirekli olarak cekistigi alanlar1 savas meydanina benzetir. Burawoy alanlarin
etkilesimine vurgu yaparak farkli diizeylerde iktidar iliskileri tanimlamanin
onuni acar. Bu cercevede kisisel ve kurumsal diizeylerde Mevlevilige dair soz
sahibi olma adina siiren iktidar miicadeleleri tanimlanabilir. Ancak devlet fitrat
olarak kabul edilmemelidir. Devleti bir yanilsama olarak géren ve devlet
denilen seyin politik pratiklerden ibaret oldugunu her daim go6z oniinde
bulundurmayi salik veren tartismalar, devletin de fetislestirildigi vurgusunu
tasir. Devletin ilahlastinldigl bir anlayista devlete dair temsillerin goz
kamastirici sahne performanslarina dontistiigi iddia edilir. Devlet ve din
iliskisinde Kemalist Islam kavrami karsimiza c¢ikar, farkli dindarliklarin

catismalari devletin fetislestirilmesinde de gozlemlenmektedir.

Bu kavramsal cercevede oncelikle Mevlevi kimligi irdelenmistir. Devlet
Mevleviligi gerek aralik ayinda gergeklestirilen yogun katihmli festivaller,
gerekse semazen heykelleriyle cisimlestirilen Mevlevilik c¢agrisimlar:
vasitasiyla kucaklamaktadir. Ancak Mevlevi miizigi icra edenlerin kendilerini
Mevlevi diye tanimlamaktan katiyetle kagindiklar1 gézlemlenmistir. Mevlana
soyundan gelen ve Konya merkezli Uluslararasi Mevlana Vakfi'nin bagkanligini
yapan Faruk Hemdem Celebi, devlet tarafindan gergeklestirilen etkinliklere
ayin degil toren demeyi bu yiizden tercih etmektedir. Gerek 677 sayili kanunla
Mevleviligin silsilesinin kopmas1 ve dergah cilesi imkaninin ortadan

kalkmasiyla Mevlevi kimligine sahip olmayr miimkiin kilacak pratiklerin yok
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olmasi, gerekse ayni kanunun Mevlevilige dair kimlik ifadelerini yasaklamasi
sebebiyle Mevlevi ritiielinin i¢indeki gorismecilerim Mevleviligi bir kimlik
olarak benimsememektedir. Devletin Mevleviligi kucaklamasiysa devlet
televizyonlarinda semazenlerin giinlik hayatin bir parc¢asiymiscasina
kullanilmas1 ¢eliskili bir durumu ortaya ¢ikarmaktadir. Bu ¢eliski
karikatiirlerde ve televizyon dizilerinde espri malzemesi olmustur. Bununla
birlikte semazen figiiriine politik anlamlar da yiiklenmis, semazenin devletle
iligkisi yine karikatiir aracilifiyla elestirilmistir. Konya'ya dair her seye devlet
eliyle Mevlana ve semazen kavramlarinin ilistirilmesi Konya baglamindaki
tekellesmeye de isaret etmektedir. Ayn1 zamanda bu ilistirmelerin havuzda
donen semazen heykeli gibi sacma denebilecek noktalara geldigi de

gozlemlenmektedir.

Mevlevi kimliginin reddedilmesi ve kucaklanmasi arasindaki geciskenlik,
Mevleviligin yakin ge¢misinin sézli tarihini incelemeye deger kilmaktadir.
Istanbul fethedildigi zaman kentte gerceklestirilen ilk calismalardan birinin
Mevlevihane insasi olmasi devletin Mevlevilikle yakin iliskisine dair ¢arpici bir
ornektir. 677 sayili kanundan sonra Mevlevilik ciddi kesintiye ugramis olsa da
Mevlana ihtifalleri adiyla ritiiel yeniden gériiniirliik kazanmistir. Ancak bunun
ilk ne zaman olduguna dair farkh iddialar mevcuttur; 1946, 1954-55, 1956,
1958 gibi tarihler ilk ihtifal icin verilmektedir. Laik devletin Mevleviligin
ritiielini sadece kiiltiirel bir gosterim olarak ele almasi, ibadet oldugunu
cagristiracak herhangi bir fisildasmanin bile etkinligin yasaklanmasina yol
acacagl tehdidiyle ayin sahnelenmesi gibi gerginlikleri beraberinde getirmistir.
Ik ihtifallerin yapildigi doénem giizel giinler olarak yad edilmekte,
ginimiizdeki hicbir etkinligin o zamanlardaki coskuyu tasimadigi ve o tadi

vermedigi soylenmektedir.
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1970lere gelindiginde Mevlana Ihtifallerinin diinya c¢apinda duyulmasi
nedeniyle katilim ¢ok yogunlasmis ve organizasyon carpiklasmaya baslayarak
eski tadim1 yitirmistir. Bu donemde Konya’daki 6nemli {statlar bir bir
yasamlarin1 yitirirken geride kalanlarin ritiieli koruyabilmek adina
orgitlenmesinin gerekliligi dillendirilmistir. 1980lerde dile getirilen bu
gereklilik kisi diizeyinde iktidar miicadelelerinin yogunlagsmasini beraberinde
getirmistir. Ankara’da MEKUSAV’1n kurulmasiyla sonuglanan bu talebi Istanbul
ve Konya ekipleri arasinda bir ¢atisma ¢ikmasi takip etmistir. S6zli edilen
catisma bazi gruplarin Konya'y1 desteklememesiyle sonuglanmistir. Devlete
yakin duran isimler Konya ve Istanbul’da iki farkli devlet toplulugunun
olusmasinda 6ncii olmustur. Ankara’daki vakfi takiben Konya’da da Mevlana
soyundan gelenler bir vakif kurmustur. 1980lerin sonu 1990larin basinda
gerceklesen bu kurumsallasma siireci, 2000lere gelindiginde ¢atismanin sona
erdigi c¢agrisimin1 tasimaktadir. Glinimiizde Konya'da gercgeklestirilen
festivalde hem Istanbul’daki hem de Konya'daki topluluk programin
kendilerine ayrilan kisminda sahne almaktadir. Konya'daki vakif semanin
kultir miras: listesine alinmasi i¢in ¢aba sarf etmistir, Ankara’daki vakifsa
gerek Ankara’da gerek Istanbul’da gerekse uluslararasi olgekte Mevlevi
ayinleri sahnelemektedir. Kurumsallasma siirecinde Konya-Istanbul
miicadelesinin disinda kalmak isteyenlerin Ankara’da kendilerine yer bulmasi
bu tli¢ kentin tarihsel 6neminin giiniimiizde de yansimalar1 oldugunu gézler
online sermektedir. Kisisel diizeydeki alanin miicadelesiyle kurumsal
diizeydeki alanin miicadelesi arasinda Burawoy’'un dikkati c¢ektigi etkilesim
gozlenebilmektedir. Ancak anlatilan tarihsel ayrintilardaki celiskiler stirecin
dayanisma-catisma-dayanisma seklinde gelismesi fikrinin kesinlikle dogru
olmayabilecegini ¢agristirir. Gliinlimiiz vakiflarinin merkez-sag siyasetle yakin
iliski icinde olmasi devletle iliskili iktidar miicadelelerinin tartisilmasini
onemli kilar. Bu kapsamda saha ¢alismam esnasinda Seb-i Arus kapsaminda {i¢

farkl kentte gerceklestirilen ti¢ etkinligi karsilastirdim.
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Protokol konusmalarinin bir anda vuslat téreni programindan ¢ikarilmasi ve
muhalefetin buna tepki gostermesi, ayinlerin spor salonlarindan kurtarilmasi
icin kiiltiir merkezi insa edilmesi ve bir anda ayinlerin yeniden spor salonunda
yapilmaya baslanmasi gibi gelismeler, iktidar iliskilerinin akiskan ve gecirgen

haline isaret eder.

2013 yilinda Konya’daki Seb-i Arus torenleri bir nevi devletin sahnelendigi bir
etkinlige donusti. Kent merkezindeki kandil uyandirma merasimi toreni
bekleyen kalabalik kitleye ragmen sadece protokoliin takip edebildigi bir
etkinlige doniisiirken merkezden Mevlana miizesine dogru gerceklestirilen
Sevgi ve Hosgorii Yiiriiylisi adindaki etkinlik Mehteran boliigliniin 6nde askeri
marslar ¢aldigl, arkada korumalar: esliginde protokoliin yiirtidiigi, sevgi ve
hosgoriiden ziyade devlet erkinin sergilendigi bir yiiriiytise dontstii. Valilik
ontindeki protokol toéreninde Mehteran boliigii yine askeri bir repertuvari
seslendirirken korumalar protokole yol agmak i¢in yoldan yiiriiyen insanlari
tartakliyordu. Festivalin a¢ilis1 halka acikken ayin performanslari, normalde
her hafta halka acik performanslarin gercgeklestirildigi Mevlana Kiiltiir
Merkezi'nde, biletli olarak gerceklestirildi. Bu nedenle yerelde festival icin
kapsamli duyurular yapilmamasiyla baglantili olarak haftalik halka agik

performansi izlemeye gelenler biletsiz olduklari icin geri gonderildiler.

10 giinliik festival kapsamindaki ilk suare ve son matineyi biletli olarak izledim.
Esas protokol son suarede bulundugu ve kent ¢ok kalabalik oldugu icin bu iki
performansi izlemeyi tercih ettim. Protokol bulunmadig i¢in iki etkinlik de
gorece sakindi. 10 TL ila 50 TL arasinda biletleri satilan festival icin diinyanin
dort bir yanindan katilim bekleniyordu, ancak izledigim suarede salon dolup
tasmazken matinede salonun gérece bos kaldigim goérdiim. Ahmet Ozhan
solistligindeki Istanbul Tarihi Tiirk Miizigi Toplulugu konseriyle baslayan

program Omer Tugrul Inancer’in Mesnevi sohbetiyle devam ediyor ve Konya
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Tiirk Tasavvuf Miizigi Toplulugunun ayin icrasiyla son buluyordu. Seyircilerin
Ahmet Ozhan’la iletisim kurmaya calismalar1 ve Ahmet Ozhan’in
performansinin ardindan festivali anlamli kilan Mevlevi ayini performansi
baslamadan salonun bosalmaya baslamasi, seyircilerin miicadelesinin sikici bir
dini ritiieldense meshur bir sarkicinin coskulu performansini i¢in oldugu
mesajinl  veriyordu. Ritiielde seyirci sikilmasin diye yapilan biitiin
sadelestirmeler bu tutumla bosa ¢ikmis oluyordu. izledigim iki performansta
da protokol bulunmadigi i¢in yogun bir devlet temsili s6z konusu degildi. Hatta
ilk suarede Omer Tugrul Inancer’in devleti bugiine kadar ritiieli Mesnevi
kismini koymadan gerceklestirmekle, yani rittielin aslin1 bozmakla su¢glamasi

sahnenin de iktidar miicadelesinin bir parcasi oldugunu gosteriyordu.

Konya'dakinden farkli olarak Ankara’daki téren go6z alict bir sahne
performansina doniisen devlete karsilik olduk¢a sade bir temsilden
olusuyordu. MEKUSAV’'1n Sevda Cenap And Vakfi tarafindan kurulan MEB Sura
Salonunda gerceklestirdigi Seb-i Arus toreni, vakfi temsilen Gilden Ablanin
yaptig1 konusmadan ve Mevlevi ayininden ibaretti. Biletleri 23 TL ila 34 TL
arasinda satilmis olan bu etkinlik, Konya etkinliklerine gore ortalama bir fiyata
sahipti. Gulden Ablanin oldukca kisa olan konusmasi ritiieli muhafaza ettigini
iddia ederek onu bozan kurumlara elestiriler tasiyordu. Semanin turistik bir
dans gosterisine doniismesinin miisebbipleri arasinda devlet de 06zel
kuruluslar da vardi. Vakfin orijinal ritiieli stirdiirme iddiasi, seyircilerin
varligini yok sayma pahasina ayinin gergeklesmesine neden oldu.
Hizlandirilmamis bir tempoda icra edilen ayin seyircilere hitap eden higbir
kisaltma igermiyordu, ayrica ayinin sonundaki dua kisminda semazenler
seyircilere sirtlarin1 donerek kendi iclerine kapandilar. Konya’dakinden farkl
olarak sahnede bir koreografi oldugu izlenimi de bulunmuyordu. Ankara’daki
bir diger etkinlikse tniversite biinyesinde gerceklestirilen ve Ogreticilik

boyutunun ¢ok 6n planda oldugu bir etkinlikti. Universite yerleskesinde ve
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licretsiz gerceklestirilen etkinlige MEKUSAV'1n etkinligine kiyasla daha az ilgi
gosterilmisti. Konya'daki torene benzetilmis olan programda ilk yarn
ilahilerden olusan bir dini miizik dinletisi, ikinci yar1 da ayin seklindeydi. Ayni
miizisyenler sahne aldig1 icin arada kiyafet degistirdiler. Ogreticilik ¢abasi
ritiielistik cabanin da miizikal cabanin da 6niine ge¢misti ve ortaya dinlemekte

zorlandigim bir ayin icrasi ¢ikmisti.

Istanbul’daki etkinlik Konya’dakinden farkli olarak biitiiniiyle bir devlet
etkinligi degildi, Ankara’dakinden farkli olarak bir vakif ya da tniversite
etkinligi de degildi. Pek cok sponsor tarafindan desteklenen, ¢ok biiytik dlcekli
bir organizasyon sz konusuydu. Ankara’daki ayinle cakistif1 icin birebir
izleyemedigim bu etkinlikten goriismelerim ve derledigim haberler vasitasiyla
bahsedebiliyorum. Yine Konya'daki torene benzetilmis bir program soz
konusuydu, ancak Konya’'dakinden ciddi bir fiyat farki vardi. 15000 kisilik
kapasitesi olan salonda gergeklestirilen etkinlik icin en diisiik bilet fiyat1 23 TL
iken en ytuksek fiyat 235 TL’yi bulmustu. Aradaki ugurum etkinligin kapsamiyla
dogrudan ilgiliydi. Konya’'dakine kiyasla ¢ok daha meghur isimlerin ilk
yarisinda yer aldig1 program kisa bir protokol konusmasi iceriyor, son olarak
da bir ayin icrasiyla tamamlaniyordu. Konya’daki bol falsoyu ayine kiyasla
oldukca ustalikla ayinin icra edildigi programda protokol konusmasi bagbakan
tarafindan yapilmis ve donemin politik giindeminin etkisiyle konusma
tezahtirat ve protesto alkislariyla kesilmisti. Seyircinin bir boliimii bagbakani
protesto ederken diger bélimii basbakani desteklemek i¢in slogan atiyordu. Bu
acilardan bakildiginda Istanbul’daki etkinlik bir “protestival” havasina
birlinmiistii; politik temsiller sahnede yogunlasamadan seyircide
yogunlasmis, etkinligin tiiketicisi olan seyirciler politik aktérler olarak sema
bir iktidar miicadelesi alanina ¢evirmislerdi. Her ii¢ kentte de Mevlevi ayini

miicadelenin arkasindaki fon miizigine doniismiistdi.
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Miizige odaklandigimda karsima baska bir manzara ckiyordu. izledigim
performanslarda icra edilen ayinler Istanbullu ve aym silsileden yetismis
Mevlevi bestekarlarin eserleriydi. Tek istisna Zeki Atkosar'in mahur
makamindaki ayiniydi. Konya programinin bir giiniinde bu ayinin ¢alinmasi
aklima bestekarin iktidar miicadelesine iliskin sorular getirdi. Bestekarin ayini
diger ayinlerden miizikal agidan daha asagida degildi, sadece diger ayinlerden
daha kisaydi. Bu kisalik memnuniyeti gozetilen seyirci i¢in bir avantaj saglamis
da olabilir, icra edilen ayinin zorlugundan yorgun diisen miizisyenleri

dinlendirmek i¢in arag¢ olarak kullanilmis da olabilir.

Sahne deneyiminden goriismecilerimin ¢ikardiklar1 sonu¢ her icrada
bulunmanin iyi bir sey olmadigi seklindeydi. Genelde ticretsiz etkinliklerde
sahne almaya calisiyorlar, ritiiele cok miidahale eden kurumlarla ¢alismay1
sevmiyorlardi. Buna iliskin bir deneyimim olup olmayacagini kendi sahne

performansimda sorguladim.

10 yillik icra ge¢gmisim ve daha 6nce icra etmis oldugum bir ayinde ¢alacak
olmanin etkisiyle sahne deneyimindeki maneviyat Ulzerinde go6zlemlerim
olabilecegini diisiindlim, ancak sahne arkasi o kadar sahne deneyiminin 6niine
gecmisti ki deneyimim bir maneviyat tasimaktan ¢ok uzakti. Ses sisteminden
kaynaklanan sorunlar, mutribanin ¢ok kalabalik olmasi, sahne i¢cinde herkesin
birbirini duyamamasi sonucu provada yasanan aksakliklarin yarattigi gerginlik
ayin bitene kadar bir sey diisiiniip hissetmemi engellemisti ve Istanbul
baglaminda elestirilen “ayinde ¢calmamasi gereken piyasa icracis1” konumuna
diismiistiim. Ote yandan icracilar arasinda sahnede gerceklestirecegimiz
performansin ritiel degil performans olduguna dair net bir biling s6z
konusuydu ve ritiielin gerekliliklerini yerine getirme kaygisi1 besteyi diizglin

icra etme kaygisinin gerisine diismiistii.
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Benzer bir deneyimi Ankara’da kutlu dogum haftasi icin gerceklestirilen
festival kapsaminda sahneye ¢ikan Nil Sufileri'nde yasadim. Sahnedeki ritiieli
yogunlastirabilmek i¢in ayinin miizigini ve dansini icra edenlerin yani sira
nargile benzeri duman cikaran aletleri kullanan kisiler de sahnedeydi. Ancak
biitiin ¢abaya ragmen sahne performansinin ritiiel olmadig1 hem seyirci hem
de sahnedekiler tarafindan hissediliyordu. Ayinin bir yerinde dansi icra
edenlerden birinin saatine bakmasi ritiielin ezoterikliginin yasanmadiginin en

acik gostergesiydi.

Tiirk Musikisini Arastirma ve Tanitma Grubunun etkinliklerinde sahnenin
ritiielle iliskisi bulaniklasiyordu. MEB Sura salonunda gergeklestirdikleri
konserde sahnedekilerin birbiriyle etkilesimi ve sahnenin yogun kullanimi
seyircilere hitaben iyi bir miizik icra etmekten baska kaygilar1 oldugunu
gosteriyordu. Benzer sekilde Yalova Mehmet Rasim Mutlu Kiiltiir Merkezinde
gerceklestirdikleri sema etkinliginde miizigin ritiielle iliskisi dontismiistii.
Mevlevi ayinini biitiin kurallarina uyarak gerceklestirmek gibi bir dertleri
yoktu, Mevlana zamaninin semasini arama iddiasiyla ayin formu ortaya
citkmadan onceki ibadetin nasil olduguna dair performatif yorumlar
yapiyorlardi. Bu yorum dini igerigi olmayan mizikler esliginde sema
edilmesini mimkiin kiliyordu. Duydugum Eski Dostlar 6rnegi bir yandan ¢ok
sarsiciyken diger yandan ritiiele getirdikleri esnekligin diizeyini ortaya ¢ok net

koymasi itibariyla anlamliydi.

MEKUSAV’In Mesnevi okumalarinda bu esnekligin tam zidd1 bir durumla
karsilastim. Mesneviden okunan bir boéliimiin Farscasinin bir konuktan
okunmasi istendikten sonra Giilden Abla bdyle okumanin daha makbul
oldugunu sodylemis, seyirciler de onaylamisti. Metnin yazildig1 dildeki hali

nazim formda oldugu i¢in kulaga daha ahenkli geliyordu ancak makbulden
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kasit dini anlamda daha uygun olmasiydi. Mevlana’'nin yazdig1 metne kutsiyet

addedilmesi en az Eski Dostlar 6rnegi kadar sarsiciydi.

Semih Sergen’in Mevlana’'nin hayatini anlattifi oyununda seyircilerin Elif
Safak’in romanini referans alarak oyunun ne kadar gerceke¢i oldugunu
tartismalari ritiielle sahne performansinin i¢ ice gegmisliginin yani sira tarihle
kurgunun da i¢ ice ge¢misligine isaret ediyordu. Semih Sergen olabildigince
gercekci bir temsil pesinde sahneye koyacak kirmizi post ararken seyircinin
onun metninin romanla paralelligini gozetmesi sadece sahnede bulunanlar icin
degil sahne performansini tiiketenler icin de cizgilerin siliklestigini

gosteriyordu.

Gulden Ablanin gorismelerde vurguladigl tizere Mevlevilik dengeye
dayaniyordu. Kuruldugu giinden bu yana devletle iliskisini dengede tutmus
olan bu tarikatin ritiieli, bugilin alternatif sahne performanslar1 arasinda bir
denge bulmaya calisiyor. Millilestirilen ve folklorlastirilan ayin bir yandan
tiiketim nesnesine dontisiirken diger yandan ayinin korunmas tizerine farkl
kuruluslarin farkli miicadelelerine sahne oluyor. Devlet kurumlar1 6zellikle
Konya'daki ritiiellerin tekelini elinde bulundururken vakiflar ayini muhafaza
etme iddiasini tasiyor. Hatta devletin muhafaza gorevini yerine getiremedigi
noktada vakiflarin devreye girdigi iddias1 da devletle vakiflar arasindaki
miicadeleye 1sik tutuyor. Ayrica girisimciler 0Ozellikle turistlere yonelik
gerceklestirdikleri etkinliklerle pastadan bir dilim kapmaya calisirken ritiiele
seyirciler icin yapilan miidahalelere karsilik seyirciler ritiele alkislar,
tezahtratlary, salonu terk etmeleriyle miicadeleye katiliyor. Mevleviligin
cumhuriyet donemindeki kurumsallasma siirecinde kisisel diizeydeki
miicadelelerin kurumlar arasi miicadeleye doniismesi ve miicadelenin sahne

diizenlemesiyle uzlasmaya dontismesi Mevlevilik alaninin yakin tarihine 1s1k
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tutuyor. Ogretim cabasiyla akademi de alana miidahil olurken sahnedekilerin

performans sanatgisi oldugu gergegi ritiielin 6niine geciyor.

Ritlielin korunmasi i¢cin UNESCO’dan alinan destegin yani sira 677 sayili
kanunla ilgili stiregelen tartismalar Mevlevilikle ilgili yeni bir gidisatin gelisip
gelismeyecegi sorularini akillara getiriyor. Yasanin kaldirilmasi durumunda
yasanabilecek gelismeler Mevlevilikle ilgili yeni arastirma sahalarinin
olusabilecegi ihtimalini cagristirtyor. Mevleviligin Bati'daki yayginliginin
ulusasirilik baglaminda ele alinmasi sonraki arastirmalar icin bir potansiyel
olustururken Mevleviligin giiniimiizde diger tarikatlarla iligkisi incelenmeyi

bekleyen konular arasinda bulunuyor.

Kadim inang¢ sistemlerinde goriilen dongisellik Mevleviligin rittielinin en
onemli pargasini olusturmakla birlikte Mevlevilik baglamindaki bozulma ve
carpiklasmaya da bir agiklama getirebiliyor. Bu siirecin ritiielin ¢emberin
dibine dogru inmesinden dogdugu ve yeniden ylikselise gectiginde daha giizel
ve umut dolu ritiiellerin ortaya c¢ikacagi ifade edilirken iktidar dinamiklerinin

de degisip doniisecegi cagristiriliyor.
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