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INTRODUCTION

Presentation of the Research Topic

This research focusing on the first thirty years of Turkish ballet aims to construct a
body of memory about the state sponsored ballet in Turkey. Perhaps because dance history
and performance studies are fields which have not been sufficiently established in Turkey,
there are very few sources which deal with the Western dance tradition of Turkey that
connect it to relevant cultural debates. There is not a single critical work that directly
concerns ballet and contemporary dance in Turkey tracing the history from its beginning up
until now. Fortunately, Metin And, who is an expert in theater studies has given some
attention to the subject concerning its beginning years. However, later on, his interest
diverted to other fields. Jak Deleon existed as the only scholar writing about ballet in
Turkey, yet his work is mostly descriptive and does not allow the reader to dive into a wider
context of social, cultural and political debates in relation to dance.

Since my main interest lies in the contemporary performing arts scene both in Turkey
and elsewhere, I believe, the memory gap concerning the history of Western-infused dance in
Turkey has been one of the crucial obstacles in situating the contemporary dance works in
their own framework. In addition to that, the individual stories that built up the experiences
and structures of Turkish Western dance environment have to be told in an academic
framework in order to view Turkish Republican history yet from another angle other than the
official discourse. Dance history of Turkey is a very fertile field that has not been covered

entirely. Ballet as a practiced art form since the 1930s offers an indispensable understanding



with respect to nation-building, authenticity, modernization practices, and Westernization
attempts in Turkey. It is for these reasons alone that the state sponsored ballet institutions of
Turkey deserve a detailed look. Although the scope of this thesis consists of only the first
thirty years, one of the aims is to construct the main bridges and facilitating other studies to
follow the trail in their own pursuits.

The study is divided into six chapters. An assessment of the foundation of
institutional dance/ballet in the world is introduced in Chapter I. While looking at the history
of Turkish ballet, one has to be able to situate it in a broader framework. Therefore, in this
first chapter, the general history of ballet is explored through the basic phases of its journey
and different national approaches are presented. Chapter II contains a critical survey of
dance scholarship in Turkey. As the concept of dance brings on vast and varied examples in
the Turkish context, one has to define the territories and clarify the kind of dance scholarship
first. To begin with, the written works based on the debate on folk dancing and revitalization
of the field in the early Republican era has to be mentioned. Although in the scope of this
thesis one can’t attempt to cover the extensive debate based on the re-organization of the
dance genre and the attempts to create national dances related to folk dance traditions in
Turkey, it is important to recognize the studies in this field and the literature supporting this
work. Then, the written works connected to the Westernized dance are examined. It is all
the more exciting to discover that individual interests lied in more contemporaneous dance
which existed in the 1920s, yet it could not be transformed into a systematized structure with
its educational and performing institutions.

In Chapter III, a historical narrative of state sponsored ballet in Turkey is told. The
first section focuses on the founding stories of educational and professional institutions of
ballet. It is stressed that in the beginning, the priority was given to the field of music and

theater. Institutions such as People’s Houses and Village Institutes undoubtedly were the



main agencies of the early imaginary of Republican thought. The establishment of People’s
Houses had facilitated the building of a national cultural repertoire of dance in relation to folk
traditions. In addition to that, the state institutions in the field of stage arts were concentrated
on music and theater, therefore, the founding of ballet institutions in Turkey had been
postponed for almost twenty years. The oral interviews contributed to the understanding of
the initiation process of the ballet institutions. Since the society was not familiar with this art
form, it is vital to comprehend the process through which some Turkish families had decided
to send their children to the conservatory of ballet. Many contradictory emotions were
revealed in relation to the implementation of new forms and their connection to wider social
practices. The chapter continues with a description of the early achievements of Ankara State
Ballet Company and explores the debates in relation to the company’s practices. Once again,
the insights of the first generations of ballet dancers have been fundamental in forming an
insider’s story related to these early years.

The second section of Chapter III examines the most influential actors of state
institutions of ballet. British teachers and choreographers as the founders, Turkish
bureaucrats as agents acting between the state’s interests and ballet circles, and finally
Turkish dancers as pioneers of ballet practices in Turkey are introduced. British experts are
examined from the stance of building up a ballet tradition in a foreign country connected to
national preferences, more precisely to the British school. Turkish bureaucrats are analyzed
in terms of their involvement with this new art form as their aspirations formed by the
Republican ideology manifested itself in the ballet circles. They represent the public face of
the ballet institutions. Their presence is connected to the specific political and cultural milieu
of Turkish Republican history. Lastly, by focusing on the Turkish pioneers of this field, their

impacts are examined in terms of their growing artistic interests. As the representatives of



new role models for the Turkish society, their images are explored in between their national
identity and a distant foreign aesthetic to be reached.

Chapter IV attempts to delve into the growing pains of institutionalization. The first
thirty years of Turkish ballet are indispensably attached to foreign experts, particularly to the
British. In this manner, the confined aspects of a distinctive relationship based on
dependencies are contrasted with the affluent nature of affectionate interests. There are many
complexities to be analyzed. Apart from the relational context, significant conflicts related to
administrative qualities in Turkish ballet institutions are underlined in terms of their
particularities. The most visible conflicts can be seen primarily between different branches
inside the same artistic structure such as music and dance, followed by the conflicts around
artistic visions related to political frameworks, and lastly amongst the individuals. The
chapter stresses that the institutionalization of state sponsored ballet had its own weaknesses
related to the local realities.

Chapter V seeks to consider the debates strongly attached to the inner problematic of
Turkish culture following the foundation of the nation-state. The search for ‘the national’
comprises the main axis of this chapter. The aim is to show how the socio-political context
of the educational process and the staging strategies relate to the concept of constructing a
“national ballet”. The intertwined history of ballet as an art form is situated in the context of
the relevant historical and social framework of the 1960s and the 1970s of Turkey. The
experimental and aesthetic aspects of the field were essential to find a refined balance
between the local colors of the culture and the universal language of ballet. It should be
stressed that the recent debates on the concept of universality of ballet are left aside in this
thesis. Since the recent scholarly studies on dance anthropology and history have shown that
there are justifiable questions on the perception of ‘universality’ of certain dance forms

invented in European cultures, one should be careful about generalizations on this issue.



However, this study is concerned with the practices and the perceptions of the first thirty
years of Turkish ballet. Therefore, the axis is constructed around the political context of
those times. Following a political framework of these thirty years as the next step, one can
definitely get involved in more critical approaches towards these practices and debates.
Definitely, this kind of study awaits further research. In the last part of Chapter V, the
ambiguous relation between the classical and modern approaches of dance in the Turkish
context is analyzed. The main argument is based on the fact that since the state companies
were founded as classical dance companies, the tendencies towards modern dance and its
creative space have been confined to certain levels. This is analyzed within the debate of ‘the
national’ by trying to depict the shortcomings.

In chapter VI, our attention is directed to the relation between memory and identity.
Looking at diverse perceptions of gender and individuality in ballet practices, the main aim is
to hear the interpretative voices of Turkish ballet’s subjects. Oral history as source material
can capture and preserve life stories, convey personality, reveal inner thoughts and
perceptions. As a much-valued historical approach developed in the middle of the 20™
century, it has been used in many different fields of study ranging from anthropology to
media studies. In general, scholars agree that oral history is not only a tool or a method, but
“it is also a theory of history which maintains that the common folk and the dispossessed
have a history and this history must be written”." In this case, it is the history of Turkish
ballet dancers, their perceptions have not been expressed in any other written study until
today.

To conclude, the focus of this thesis is centered upon the process of ballet’s
introduction to the Turkish society as a Western dance form and its infiltration within the

state institutions. The primary debates are made visible by the oral interviews of ballet’s

' Ed. By Dunaway, David. K., Baum, Willa K., Oral History-An Interdisciplinary Anthology-, Walnut Creek:
AltaMira Press, 1996, p.12



subjects through their own perceptions and experiences supported by the writings of the

critics in daily media.

Methodological Approaches: Oral History Interviews & Written Texts

Oral History Interviews

In this thesis, oral history methodology is used to include the experience and
knowledge of the living sources of Turkish ballet. These accounts of personal histories are
used to establish a body of memory belonging to a certain structure in a period of time. By
the help of oral history, we can establish the specific common memory related to Turkish
institutional ballet where the primary subjects are still alive and able to share their
experiences. Since there are very few written sources on dance institutions and artists, one of
the main aims of this thesis is to transform the oral knowledge into a body of written work.
In order to arrive at satisfactory results, one has to make a list of carefully chosen people for a
balanced account of different generations and different periods of these institutions.

These interviews took place between November 2006 and July 2007 in Istanbul,
Ankara, Antalya, Dat¢a and Bodrum. They consisted of twenty-five people from different
generations of Turkish ballet.” Since the content of this thesis is mainly the first thirty years
of Turkish ballet, younger generations actively working after the 1980s were not interviewed.
The decision to choose these twenty-five artists of ballet resulted from certain needs related
to our research and also the personal qualities that these people possess.

Tenaslip Onat and Giiloya Giirelli Aruoba of Ankara State Ballet Company, represent
the first generation of Turkish dancers. They were also students of Lydia Krassa

Arzumanova before the establishment of state conservatory of ballet. Tenasiip Onat, the first

2 Namely, in alphabetical order; Sebnem Aksan, Metin And, Y1ildiz Alpar, Giiloya Giirelli Aruoba, Giines Berk,
Selguk Borak, Richard Glasstone, Jale Kazbek, Geyvan McMillen, Binay Okurer, Tenasiip Onat, Alevcan
Oncel, Ceyhun Ozsoy, Ugur Seyrek, Sait Sokmen, Eving Sunal, Meri¢ Siimen Kanan, Suna Eden Senel, Osman
Sengezer, Aydim Teker, Efza Kipgak Topcu, Suna Ugur, Rezzan Urey, Feridun Ulusoy, Deniz Olgay Yamanus



principal ballerina of the Ankara State Ballet Company and her husband Alevcan Oncel have
been interviewed several times for this thesis. They are amongst the oldest witnesses of
Ankara State Ballet Company during its early years. Alevcan Oncel, even though he was not
a dancer himself, was actively involved in ballet through the private ballet school, Kugu Bale
which was found in Ankara in the 1970s and constituted an alternative for the state ballet
conservatory education in those years. Giiloya Giirelli Aruoba has worked as more than a
dancer, an administrator, choreographer and a teacher, first in Ankara State Ballet Company
and then in Istanbul State Ballet Company for many years.

Yildiz Alpar, belonging to the first generation, has never been involved with the state
institutions of ballet in Turkey. She is amongst the first Turkish dancers to establish a private
ballet school and the only one who continued to this day. She was also a pupil of Lydia
Krassa Arzumanova. Sait S6kmen, Meri¢ Stimen, Jale Kazbek and Binay Okurer were the
second generation of principal dancers in the company. Meri¢ Siimen performed frequently
as the principal ballerina, danced in various foreign companies as a guest artist, and her dance
career is the longest amongst them. Sait S6kmen is the first Turkish choreographer. Jale
Kazbek continued to work as a teacher in Istanbul State Ballet Company until her retirement.
Geyvan McMillen, Suna Eden Senel, Rezzan Urey, Giines Berk, Feridun Ulusoy and Suna
Ugur, also belonged to the second generation. Amongst them, Geyvan McMillen inclined
towards modern dance. Suna Eden Senel was the first Turkish choreologists of the Ankara
State Ballet Company. Giines Berk also studied choreology in England, and on her return
continued to work as a dance notator for Ankara State Ballet Company. Rezzan Urey, with
her twin sister Umran Urey, assisted Dame Ninette de Valois to filter Turkish folk motives in
many choreographies of the Ankara State Ballet Company.” Feridun Ulusoy also danced

abroad and worked as a teacher at the Ankara State Conservatory of Ballet upon his return.

3 Unfortunately Umran Urey passed away at the end of 2006.



He, then, founded his private ballet school in Ankara. Suna Ugur danced for many years in
Ankara State Ballet Company, and then has formed her private ballet school in Istanbul,
working extensively as a teacher to this day.

Deniz Olgay Yamanus and Ceyhun Ozsoy belong to the third generation of dancers
who have danced extensively in many roles including the principal dancer. Deniz Olgay
Yamanus is also one of the important repetitors of state ballet companies, especially for the
choreographies of Oytun Turfanda. She was the assistant of Turfanda and inherited the copy-
right of his dance pieces.” She is the soloist repetitor of his choreographies. Ceyhun Ozsoy,
following a successful career at the Ankara State Ballet Company moved to the USA in 1982
and worked extensively as a teacher. In 1990, he established his private ballet school in
Dallas. He currently continues to direct the school and regularly teaches at the Joffrey Ballet
School’s summer courses as well.

Among the interviewees, Sebnem Aksan, Selguk Borak, and Efza Kipcak Topgu were
the only ones educated outside the state conservatories. The two women studied at the school
of Beatrice Appleyard (Fenmen) and were able to continue teaching in the state
conservatories. Efza Kipcak Topcu also danced in the Ankara State Ballet Company for
sixteen years. Selcuk Borak applied to Istanbul State Ballet Company’s auditions when it
was first founded at the beginning of the 1970s. He is the only male dancer of his generation
who stopped his university education in chemistry and started to dance professionally.
Selguk Borak currently works as the Head Choreographer of the Istanbul State Ballet
Company.

Aydm Teker is from the fourth generation of Turkish dancers. Teker graduated from
Ankara State Conservatory of Ballet in 1973, after eleven years of education. She finished

her master’s degree there; in fact, she was the first person to get one. Ugur Seyrek, as the

* Along with Oktay Keresteci, they are the only legal representatives of Turfanda’s choreographies.
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youngest amongst these artists, entered Ankara Conservatory of Ballet in 1971 and started to
dance as a soloist dancer in the company in 1980. He then moved to Germany and worked as
a soloist and principal dancer mostly in Stuttgart Ballet Company. After 18 years of
successful career abroad he, returned and continued his dance career in Turkey. He is the
only male dancer interviewed for this thesis who worked extensively as a dancer abroad for a
long period of time and came back to Turkey to continue his dancing career.

Osman Sengezer is the first Turkish stage designer who extensively worked for ballet
pieces in the Ankara State Ballet Company. In fact, he was a protégé of Dame Ninette de
Valois and learned his craft with the help of de Valois by acquiring scholarships from
England to study stage design for ballet. Richard Glasstone, one of the British
choreographers of the Ankara State Ballet Company, spent four years in Ankara during the
1960s. He witnessed the first years of the ballet company and has valuable observations
through a foreigner’s eyes. Metin And is one of the most prominent ballet critics in Turkey
who directly witnessed the first years of Turkish ballet side by side with Dame Ninette de
Valois. With the help of his critical writing, one can approach towards many important
themes of Turkish ballet of the first thirty years.

The attitude of ballet artists towards giving interviews was very positive and helpful.
Everyone accepted to be interviewed, except one. Kaya Ilhan, who is in her mid-eighties
today, belongs to the first generation of dance artists in Turkey. She refused to talk due to
personal reasons. During our conversation on the phone, she mentioned that there are too
many issues incomplete in her dance career and many things to accomplish still. She stated
that: “I have projects to realize and complete especially at Eminonii People’s House. Only

995

after their realization I might be able to talk about the past™. It is in fact very unfortunate for

> Telephone interview, 11/02/ 2006, Istanbul



this thesis since she is an important witness of a long process both from inside the institutions
and outside.’

Interviews were conducted generally at people’s houses, except for Geyvan McMillen
and Efza Kipg¢ak Topcu; we met at their university’s dance departments, with McMillen at
Yildiz Technical University in Istanbul and with Topgu at Hacettepe University in Ankara.
We spoke with Aydin Teker and Yildiz Alpar at their dance studios in Istanbul, with Feridun
Ulusoy at his dance studio in Ankara, with Binay Okurer at Giines Berk’s house in Bodrum,
with Ugur Seyrek at Aspat Dance Camp in Bodrum and with Metin And, in Muzaffer Evci’s
house in Ankara. There is one interview made through the mail and not face to face: with
Ceyhun Ozsoy. He lives and works in the USA but when I contacted him and informed him
about this thesis, he was very helpful in terms of communication through other means. We
first corresponded by telephone and through the internet, then I sent my questions and he
answered them by writing a letter.

Without the contribution of these dance artists, this thesis could not be completed.
Their memories and insights have provided the most valuable source, at times created the
dazzling feeling of traveling inside a documentary. Since their first hand testimony paved
this research’s main axis, the work was just to follow the trails and combine this inner

knowledge with the relevant debates of the time.

Written Texts

There are very few written sources on Turkish ballet. Other than the ones reviewed in
the first chapter, there have not been any studies focusing on classical dance in Turkey. In
reality, it is a confusing situation since the foundation of new institutions of art should consist

of relevant intellectual and technical staff who contribute to their establishment and the

® She is currently teaching at universities and directing a laboratory dance program at Eminénii People’s House
where she had danced in the ballet group of Lydia Krassa Arzumanova in the beginning of the 1940s.
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development. The means for conveying the new symbolism of the new artistic forms need to
be constructed carefully. Relations with the public are a core issue in this context. What we
observe in the context of the Turkish institutional ballet in that manner is a situation that
turned its seemingly disadvantaged position to an advantageous one.

Although there were not academically educated critics of ballet in the first thirty years
of the Turkish ballet scene, we can observe a somewhat dynamic atmosphere established in
the field of critical writing on ballet. There were more articles written on dance in various
written media compared to the period after the 1980s. One expects that with the time and
experience gained by observing a practical field, the theoretical side would develop more in
the process. This did not occur in the field of Turkish ballet. Yet, the period of the first thirty
years had its own ballet critics who published many articles on newspapers and popular
periodicals.

Except Metin And, who was a specialist in performing arts, particularly in theatre,
other critics were journalists who happened to work in the cultural section of the dailies or
periodicals. Although they were not a consistent group of individuals who were educated in
the field of dance, these critics had an immense role in informing the general public on dance.
One can trace ideological variations in the writings of these dance critics. Through dance
criticism, one can follow the important themes, and political issues of the period.

Among all critics of dance, Metin And was the most important one. In fact, he was
involved with ballet institutions from the very beginning, and had become an informal
assistant to Dame Ninette de Valois. With the exception of Metin And, and to a certain
extent, Engin Karadeniz, who had been actively involved in art criticism and the artistic
policy of the dance institutions, other critics wrote occasionally on random productions.

Engin Karadeniz (1939-2002) wrote on ballet consistently, and after Metin And, he

was the most interested person about the issues of dance in Turkey. Selmi Andak, a musician
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and a journalist, shared some of the interests of Karadeniz. They both wrote for Cumhuriyet
newspaper. Miiserref Hekimoglu (1921-2004), was one of the critics who had a consistent
interest in ballet and published several articles in various media. Omer Atilla Sav, Miimtaz
Soysal, Nilgiin Tarkan, Haldun Dormen and Faruk Giiveng wrote for Milliyet newspaper.

Among the critics of dance, one comes across with conservative writers like Ahmet
Kabakli (1924-2001) and Erol Aksoy from Terciiman newspaper. Ahmet Kabakli is a well
known journalist who has written on subjects other than dance extensively. His interest on
dance can be coincidental as we learn that he was one of the family acquaintances of a young
prima ballerina of the ballet company.

Haldun Dormen, an actor/director and Faruk Giiveng, a well known musician and a
music critic, also the husband of famous violin virtuoso Suna Kan, were naturally interested
in this new art form. Arsan Aktac worked in Ankara Art Theatre (AST) as the foreign
relations coordinator in 1963. Therefore, we assume that his interest in dance was related to
his theatre background. Perihan Cambel, a well-known medicine professor, who specialized
in onchology and also worked as a director of Florida University Cancer Research
Laboratory, wrote on dance as well. She was interested in performing arts in Turkey and was
the author of “Theatre in Turkey” with Orhan Burian, published in May Players Magazine.

There were several daily newspapers which had cultural sections and published many
reviews on ballet like Aksam, Son Havadis, Diinya, Yeni Gazete, Barig, and Ankara. Other
critics like Ajlan Bilaloglu, Giil Peri, Selma Berk, Nihal Alp, Hincal Ulug, Hiiseyin Emre,
along with Hikmet Feridun Es, Celalettin Cetin, Hayri Alpay, and Haluk Soylu wrote in these
various newspapers.

Their articles constructed the main written sources of this thesis along with the
interviews of Turkish ballet artists. The themes and discussions which appeared in a

scattered way in all of these articles were collected and analyzed by the writer of the thesis.
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From the themes, arguments and basic information presented in these articles, one can detect
the most vital issues of the Turkish ballet throughout the first thirty years.

The relation to foreign experts of ballet was one of the issues dealt in these articles.
The impact of British artists constituted a major debate related to the exertion of building a
national ballet in Turkey. The Russian school replaced the British one towards the end of the
1970s. This process illustrated some other complexities related to education and artistic
preferences in Turkish ballet. The other main issue was the administrative conflict among
various institutions and actors. The administrative methods and managerial visions had an
impact on the history of ballet in Turkey. Furthermore, through these articles, the researcher
understands that one of the main discussions in Turkish ballet was based on the search of a
‘national style’. The appraisal of what was ‘national’ constituted a vast context. In addition
to all that, it can be stated that the debate based on the succession of Turkish ballet artists or
their weaknesses on various matters can be traced back even until today and in spite of

everything, they have an effect on the contemporary situation in the dance field.
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CHAPTER I

A GENERAL LOOK AT THE FOUNDATION OF INSTITUTIONAL DANCE/BALLET

IN THE WORLD

The development of ballet as an art form in Europe has an extensive history which
can be traced back to the Middle Ages.” Therefore, it would be unreasonable to claim in the
frame of our endeavor that a general look at its foundation and improvement would insure a
detailed account. Yet, in order to place the Turkish ballet history in a general frame of ballet
as a classical art form, one has to dwell on the basic steps of its journey through the centuries.

The kind of dancing which evolved into what is now referred to as ballet was part of
an entertainment favored primarily at the Royal courts in France. Yet, the beginnings of
ballet can be traced to Italy during the 1400's at the time of the Renaissance. The houses of
aristocracy, the Italian dukes competed with one another in giving costly, fancy
entertainments that included dance performances. Catherine de Medici, a member of the
ruling family of Florence, became the queen of France in 1547. Catherine de Medici
introduced into the French court the same kind of entertainments that she had known in Italy.
They were staged by Balthazar de Beaujoyeux who had come from Italy to be Catherine de
Medici’s chief musician.

Ballet historians consider one of Beaujoyeux's entertainments, the Ballet Comique de
la Reine Louise, to be the first ballet presented in 1581 in the French courts. “There were

people between nine and ten thousand in the assembly. The audience ranged around the

" Tan Woodward informs us that during the Middle Ages a certain type of ‘ballet” could be found inside the
church. In Seville even today, for instance, the cathedral’s choirboys perform a stylized dance before the altar on
a number of religious occasions. See Woodward, lan. Ballet, Great Britain: Hodder and Stoughton Ltd, first
printed in 1977.
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walls, some on the floor, more in raised tribunes”.® The ballet was a great success, and was
much imitated in other European courts. The Ballet Comique de la Reine established Paris as
the capital of the ballet world. King Louis XIV, who ruled France during the late 1600's and
early 1700's, greatly enjoyed dancing. In 1661, Louis founded ‘The Royal Academy of
Dancing’ to train professional dancers to perform for him and his court.

Professional ballet began with the king's dancing academy. With serious training, the
French professionals developed skills that had been impossible for the amateurs. The dance
technique of the period, recorded by the French ballet master Raoul Feuillet in his book
Choregraphie published in 1700, included many steps and positions recognizable today.
Also floor patterns were very important since the audience’s vision was generally placed
from above. Geometrical patterns were used and even the name of the king could be written
with these patterns on stage. These geometrical patterns were combined with mathematical
coordination. A new theatrical form was developed which placed equal emphasis on singing
and dancing and generally consisted of a series of dances linked by a common theme. The
most famous 18th-century advocate of the dramatic ballet was the Frenchman Jean Georges
Noverre whose Letters on Dancing and Ballets published in 1760 influenced many
choreographers both during and after his lifetime. As a highly educated man who had
established strong relationships with philosophers of his time, his Letters on Dancing and
Ballets has been described as the first manifesto of ballet. He advised using movement that
was natural and easily understood. He emphasized that all the elements of a ballet should
work in harmony to express the ballet's theme. Noverre developed the ‘ballet d'action’ (ballet

of action), a form of dramatic ballet that told the story completely through movement.

¥ Kirstein, Lincoln. Dance- A Short History of Classical Theatrical Dancing-, New York: G.P. Putnam’s Sons,
1935, p.153
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Besides working at the Paris Opera, he spent some time in Stuttgart, under the protection of a
patron, Duke of Wurttemberg and at the court theaters of Vienna.’

Ballet as an art form, although it seemed unattached from the realities of its time, in
fact proved to be in close link with the erratic nature of social and cultural life. During the
years of turmoil that followed the French Revolution, the Paris Opera staged several ballet
performances like L’Offrande de la Liberté, which involved dancers, singers and horses.
People worshipped the goddess of liberty in her temple.'® The mass gatherings that occurred
during the 1790s including political debates and protests, parades and festivals encouraged
citizens to participate in art in a different way. Dancers and choreographers also participated
as an integral part of almost all theatrical productions. Pierre Gardel’s successful productions
along with other choreographers’ works were staged in the Opera. They continued the
tradition of storylines based on well known classical myths, “although they avoided tragic or
heroic subjects easily associated with the nobility in favor of plots with the lighter concerns
of courtship and romance”.!' For the first time, the stories of ordinary people began to

appear in the ballet productions. In the 18" century, “ballet had established itself as a

legitimate vehicle for dramatic expression, and not merely a decorative adjunct to an opera or

playn.IZ

The ballet La Sylphide, first performed in Paris in 1832, introduced the period of the
romantic ballet. As the first example of “white ballets” in the history of ballet, the Italian
choreographer Filippo Taglioni created La Sylphide for his daughter Marie Taglioni. She

danced a supernatural creature that is loved and inadvertently destroyed by a mortal man. The

® Jonas, Gerald. Dancing-The Pleasure, Power, and the Art of Movement-, New York: Harry N. Abrams, Inc.,
1992

10 Au, Susan. Ballet and Modern Dance, London: Thames and Hudson Ltd, 1988

! Foster, Susan Leigh. Choreography and Narrative- Ballet’s Staging of Story and Desire-, Bloomington:
Indiana University Press, 1996, p.148

12 Au, Susan, 1988, p.43
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toe-dancing assumed an importance during this period because it was a natural continuation
of the movements demanded by many of the Romanticism’s central characters like nymphs
and fairies. Their beings required an illusion of flight."” Their wings symbolized freedom,
both mystically and worldly, imposed by the French Revolution. The ballerinas of the
Romantic era seemed more than merely human: “they symbolized the yearning for release
from everyday reality that exemplified the Romantic sensibility”."* Actually, one could also
argue that with these ballets, an idealized female image was introduced, particularly imagined
by male choreographers. Many critics argued that the ballet La Sylphide had changed the
face of the ballet of its time.

In 1836, Cachucha, a balleticized Spanish dance was performed inside Coralli’s ballet
Le Diable Boiteux and its success activated the spread of national dances of all kinds. Ballet
was in tune with the uprising of nationalism in the world. “The folk dances of Europe and
occasionally of other continents were plundered enthusiastically by ballet choreographers and
dancers in search of local color”."

However, towards the end of the 19" century, ballet began to decline in France and
Italy. Paris remained the capital of the ballet world during the early 1800s, but many dancers
and choreographers who trained and worked there took their technique to cities in other
countries. As an example, the Danish choreographer August Bournonville, who had studied
in Paris, not only established a system of training but also created a large body of works,

including his own version of La Sylphide, and during which his distinctive style was born.

13 Woodward, Ian. 1977
4 Jonas, Gerald. 1992, p.134

15 Au, Susan, 1988, p.51
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Royal Danish Ballet, one of the oldest major ballet companies, was established at the opening
of Denmark's Royal Theater in Copenhagen in 1748.'

Another important national ballet tradition was established in Sweden. The Royal
Opera House in Stockholm opened in 1782. King Gustavus III appointed the French ballet
master Louis Gallodiner to train an existing dance group into a national ballet company in
1773." The Royal Swedish Ballet had many choreographers and teachers since then, mostly
from France, Italy, and Denmark. In the beginning of the 20" century, Michel Fokine
worked for a short time as a ballet master and choreographer. After the Second World War,

8 As also

the English choreographer Anthony Tudor was hired to revive the company.’
Helena Wulff asserts, the Royal Swedish Ballet was formed by foreigners and operated at the
intersection of the national and transnational.

At the end of the 19th century, Russian ballet was considered as the ‘Mecca of
ballet’."” Tts history can be traced back until the 17" century when ballet was introduced at
the court of Czar Alexei. During the reign of Peter the Great between 1627 and 1725, the
attitude towards dancing underwent radical changes. Dancers were brought to Russia from

many European countries. The first Imperial Theatre School was opened in 1738; it also

marked the beginning of the Imperial Russian Ballet.”* One of the greatest of Russian

1 “The first artistic director of the Royal Danish Ballet was Vincenzo Galeotti (1733—1816), who brought from
Italy and France an international repertoire, led the company from 1775 until his death. One of his works, Amors
og Balletmastererns Luner (1786), is the world's oldest ballet retaining its original choreography. The next great
leader was Auguste Bournonville, who directed the company for 51 years (1828—79). The more than 50 ballets
he created included many parts intended to show off his own brilliant dancing, and these later became vehicles
to establish and display the excellence of Danish male dancing in general. After his death the Danish Ballet
declined until 1932, when Harald Lander returned from studying dance in the Soviet Union and the United
States to become the company's ballet master (1932-51)” The Columbia Electronic Encyclopedia, 6th ed.
Copyright © 2007, Columbia University Press.

7 Wulff, Helena. Ballet Across Borders, New York: Berg / Oxford International Publishers Ltd., 1998
'S Wulff, Helena. 1998
19 Lester, Susan. Ballet Here and Now, London: Dobson Books Ltd, 1961, p.13

2 Woodward, Ian. 1977

18



Imperial Ballet Companies was the Imperial Ballet of St. Petersburg (Kirov Ballet), whose
students were the first ones to study at the Imperial School founded in 1738. The Imperial
Theaters in Russia became a state system in 1756 and ballet was included as one of its

" In the beginning of the 19" century, there were three state academies of dancing

branches.
at St. Petersburg, Moscow and Warsaw. They were unique training grounds for the Imperial
Theaters. The artistic director of the Imperial Ballet of St. Petersburg was Marius Petipa, a
Frenchman, who had a great influence and control over Russian ballet for almost fifty years.
He moved to Russia with other ballet dancers while the ballet in Paris was in the process of
decline. Petipa composed and revived over one hundred ballets. As Elizabeth Souritz
informs us in her book, “by the end of the 19" century a style had been created that was the
culmination of Petipa’s many years of creative work: the style of the academic full-length
ballet”** Some of the other significant choreographers included Lev Ivanov, Alexander
Gorsky and Michel Fokine. Ivanov was the assistant of Petipa and they had collaborated on
several productions. Ivanov was recognized as the first Russian choreographer of its time.
Alexander Gorsky was strongly influenced by Konstantin Stanislavsky’s “Art Theater of
Moscow” and tried to translate Stanislavsky’s principals to ballet.”® Fokine graduated from
the Imperial Ballet School in 1898, attacked the ballet’s highly stylized and artificial form of
mime and its costumes of tutu and point shoes. One of his famous ballets, Petrushka staged
in 1911 was considered to be one of the most representative ballets of the era. Fokine also
had written the second manifesto of ballet after Noverre.

Following the 1917 Russian Revolution, the heritage of pre-Revolutionary art of

ballet had been preserved. Souritz states that “Despite the civil war, destruction, and famine

2 Au, Susan. Ballet & Modern Dance, London: Thames and Hudson, 1988.

22 Souritz, Elizabeth (trans. by Banes, Sally & Visson, Lynn). Soviet Choreographers in the 1920s, Durham:
Duke University Press, 1990 (first published by Iskusstvo, 1979), p. 21

2 Au, Susan. 1988.
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when the companies lacked leading dancers and choreographers, and it was almost
impossible to continue studying in schools, the ballet survived”. Those governing the arts
after the revolution, proclaimed that they would save the classical heritage and make it the
legacy of future generations. Yet, following the implementation of a new ideology, the
question of the content and forms of new Soviet ballet rose. The methods of poster/agitprop
theater were reflected in the ballets of the late 1920s. According to Souritz, “the ballet
innovators searched in their laboratories for new forms to help the ballet revitalize itself for
the mass audience. But the mass audience at that time went to the old ballets”. Therefore, in
the late 1920s, ballet in Russia moved towards dramatization, impressionist sketches had
disappeared and the time for the poster and allegory had also passed.*!

Before the revolution, as one of the young avant-gardes, Serge Diaghilev organized
several important art exhibitions in Russia and Western Europe and was the editor of the
periodical Mir Iskusstva (The World of Art) at the end of the 1890s. After an attempt which
was not seen through in building up professional relations with the Imperial Theater, he had
embarked to found his own ballet company, the famous Ballet-Russes. Isadora Duncan, the
pioneer of modern dance, had already performed in Russia. For Diaghilev who had
revolutionary ideas, the art of ballet had become static and artificial. His ideas were strongly
compatible with Fokine’s, so they started to work together. He brought this first Russian
Ballet Company to Paris in 1909, produced five ballets all with choreography by Fokine.”
During the First World War, Diaghilev’s company which traveled in Italy, Switzerland,
Spain, Portugal, England and the USA had been very successful. Most significant dancers,
teachers and choreographers of the 20" century ballet like Vaslav Nijinsky, Enrico Cecchetti,

Leonide Massine, Serge Lifar, Anton Dolin, Dame Ninette de Valois, and George Balanchine

24 Souritz, Elizabeth. 1990

% Davidson, Glady. Ballet Biographies, London: Werner Laurie, 1952
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first started their careers in Ballet-Russes. For twenty years, Diaghilev and his famous
Russian Ballet regularly visited most of the capitals in Europe until his death in 1929. Lynn
Garafola, who examined the impact of Ballet-Russes in Europe concludes that ‘the idea of
privilege’ has become synonymous with the company and even today it is identified with the
identity of classical dancing.’® His dancers and choreographers then joined companies in
many parts of the world and strongly influenced ballet wherever they went.

In fact, British tradition began to take root with the Russian ballet’s conquest prior to
the First World War. Traditional ballet had been taught in England by a very few foreign
teachers until then. Amongst them were Madame Kattie Lanner, Italian dancing master
Enrico Cecchetti, and Leon Espinoza. Lanner’s ‘National School of Dancing’ provided
dancers for the Empire ballets in the late 19™ century. Ninette de Valois was a child dancer
when Anna Pavlova inspired the London’s dance audiences from 1910 onwards.”’ During
the period of 1929 and 1932, the first strong seeds of the British ballet were sown by Marie
Rambert in a small theater called Mercury.” 1In fact, it is very interesting to discover that in
England a new ballet emerged in the small theaters with almost no financial support, few
dancers and with limited opportunities for either the making or the showing of ballets. In the
early 1930s, different kinds of leadership supplied by Marie Rambert and Dame Ninette de
Valois led to the creation of a British ballet, distinctively discrete from other national

ballets.”’

It is more remarkable after we gather information about the condition of ballet in
England with respect to previous times. As music and drama critic George Bernard Shaw

asserted towards the end of the 19th century, the places where most ballet was seen in

*® Garafola, Lynn. “Diaghilev’s Cultivated Audience” in ed. by Carter, Alexandra. The Routledge Dance Studies
Reader, London; New York: Routledge, 1998

2 ed. by Thomas, Helen. Dance in the City, London: Macmillan Press Ltd., 1997
28 Lester, Susan. 1961

2 Lester, Susan. 1961
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London were the music halls. In one of his critiques in 1889, Shaw declared that “the
brainless artificiality of the ballets was too much for the public. People went and stared; but
the quality of applause was always poor. I gave it up at last as a hopeless affair”.*° In spite
of the fact that past experiences were not very fruitful for the British ballet scene, Sadler’s
Wells Ballet of Dame Ninette de Valois had gained enough prestige by the time of 1946 to be
invited to reopen the Royal Ballet House, which had been used as a dance-hall during the
Second World War.?! Dame Ninette de Valois worked as the principal director of Royal
Ballet until her retirement in 1963. Frederic Ashton, a significant choreographer and
associate director of Royal Ballet since 1952 acceded to the overall directorship after her. In
Woodward’s analysis, Dame Ninette’s ambition had been single-fold: to build up the Royal
Ballet into a major institution in world dance and she succeeded.”” In fact, it has been
mentioned that the rise of Royal Ballet coincided with the decline of Britain as a colonial
power. Helena Wulff, in her book provides an account of the ex-members of the Royal
Ballet. They expressed their feelings when touring in the 1950s and 1960s, “we were thought
that we were ‘ambassadors’ of Britain that we had to behave very well”.”?

In the 1930s and 1940s, new ballet companies with strong national identities sprang
up in Britain, France and the USA, though the reality can not be denied that all had the
Russian ballet tradition behind them. One of the choreographers of Ballet-Russes, the

Russian George Balanchine was encouraged by an American art lover Lincoln Kirstein, to

move to New York.** Kirstein, who was also the writer of the book “Dance” that we referred

3% Shaw, George Bernard. cited in Sorell, Walter. The Dancer’s Image, New York: Columbia University Press,
1971, p.331

3! Au, Susan. 1988
32 Woodward, Ian. 1977
33 Wulff, Helena. 1998, p.27
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in this thesis, founded the School of American Ballet in the middle of the 1930s and New
York City Ballet in the late 1940s. At the same time, American Ballet Theater formed and
financially supported by Lucia Chase started to perform. In 1961, another wealthy American
woman, the composer Rebekah Harkness established the Harkness Foundation and began to
sponsor the individual artists’ companies such as Jerome Robbins’s Ballets, the Robert
Joffrey Ballet, the Pearl Primus Dance Troup. The Ford Foundation sponsored the regional
ballet to flourish and many Balanchine dancers spread out to different parts of the USA.
Then through the 1970s, we observe that apart from big companies, there are a great number
of amateur and semi-professional ballet companies all over the country, attached to a school
or several schools of a particular region.”

Meanwhile, in a neighboring country, Canada, there was not any institution of ballet;
however, in the beginning of the 20" century, foreign companies visited Montreal. These
were German expressionist choreographers, American modern dance pioneers like Ruth St.
Denis, along with some classical ballet groups. At the end of 18" century, there were some
ballet studios offering a partial ballet education but up until 1940, there was no classical
ballet school and a company. In the early 1940s, the “Conservatoire d’Art Dramatique et de
Musique” was founded.*®

As we have mentioned earlier, Denmark had a strong ballet tradition established
solidly in the 18" century. lan Woodward informs us that, in fact from 1755 on, ballet in
Denmark began to distinguish itself. The choreographer Bournonville following the French
school of Vestris gave the Royal Danish Ballet a distinctive character and this style survived.

In Italy, the principal company is housed at La Scala in Milan which for two hundred

years has been the centre of ballet in Italy. The Imperial Dancing Academy was founded in

3 Woodward, Ian. 1977

3% Tembeck, Iro. Dancing in Montreal- Seeds of a Choreographic History-, The Journal of the Society of Dance
History Scholars, vol.5, no:2, Fall 1994,
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1812 and known as the Scala Ballet School it has continued its existence. La Scala Ballet
Company had many significant choreographers and there are also ballet companies attached
to the opera houses in Rome, Naples, Turin, Genoa, and Palermo.”’

Most of the ballet critics agree upon the fact that there is no national German ballet
like in Britain or Denmark, yet today, there are about sixty opera houses in the Federal
German Republic and each of them has a ballet company. Perhaps the art of ballet has not
developed there. However, Germany has been the centre of expressionist dance
(Austdruckstanz) since the beginning of the 20™ century. Germans sympathized with Isadora
Duncan’s revolt against the ballet. In Sorell’s analysis, it was because of the fact that ballet
had never taken a real root with the German society.”® Many of the pioneering
choreographers and dancers in this field like Kurt Jooss, Rudolph Laban, Mary Wigman, and
Harald Kreutzberg contributed to the newly established German dance. Laban’s
philosophical approach to dance had the outmost importance in the establishment of German
expressionist dance. It constituted the fundamental platform for modern approaches. He
rejected the academic ballet and developed a form of dance that contained a wider range of
human movements. His strong belief that the dance should have grown out of the life of its
time dragged him towards ordinary actions such as work movements. His analysis of
movement qualities deepened his work in theater as well.”” When Hitler took power in 1933,
there was a strong performing arts scene in the context of expressionist dance, later to be
named simply as dance theater. As Helen Thomas’s work informs us, in Nazi Germany,

dance was not perceived as individual pleasure or expression, but a collective entertainment

37 Woodward, Ian. 1977
38 Sorell, Walter. 1971
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and a demonstration of the national spirit and will.* Dance gymnastics was extremely
popular during the Weimar Republic and Laban with his improvisational techniques enabled
new forms of mass participation. In Nazi Germany, folk dances were applied to the pre-
existing forms. They invented new Aryan steps and aimed to eliminate all non-Aryan
influences. Dance schools had to comply with these directives if they were to stay open.
Most of the German choreographers fled out of the country as the Nazification of German
culture reached its height physical exercise. Only after the end of the Second World War and
the collapse of Nazi regime, the German expressionist dance artists could return to their
homeland and continue their artistic and educational explorations interrupted by the political
ideology. As for classical ballet, there was no distinct institution until 1961 when the South
African born and Royal Ballet dancer/choreographer Joan Cranko became the director of
Stuttgart Ballet Company. He also founded a ballet school in Germany. The school was
based on Russian and British styles. In the mid-sixties, Royal Ballet’s resident choreographer
Kenneth MacMillan went to Berlin Deutsche Opera. With the help of Dame Ninette de
Valois, he also formed a ballet school there. The company became one of the two major
ballet companies in Germany.”'

In fact, Dame Ninette de Valois supported more national ballet companies, besides
laying the foundation of the British one. Ian Woodward, while informing us about various
countries’ encounters with the art of ballet, also provides information on Dame Ninette’s
endeavors. She founded the Turkish ballet by coming to Turkey herself but she has
contributed to other ballets by sending her associates. She sent Royal Ballet dancer and
mistress Peggy van Praagh to Australia after the death of Edouard Borovansky, who was a

Czech dancer, a soloist of the Ballet Russes settled and founded a ballet company in Australia

* Thomas, Helen. 1997
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in 1939. Peggy van Praagh was invited to be the artistic director of the Australian Ballet in
1962. During Dame Ninette’s stay in Turkey, Iranian Shah Riza Pehlevi invited her to found
a national ballet company in Iran. She indeed visited Iran in 1958 and started ballet classes in
the Academy of Dance, which was founded in 1955. Actually, we learn from Nima Kiann,
an Iranian who migrated to Europe after the Islamic Revolution, and also the
founder/choreographer of “Les Ballets Persan” (The New Iranian National Ballet) that the
history of ballet education goes back to 1928 when Madame Cornelli, Serkiz Janbazian and
Yelena Avedizian, both of Armenian origins, were educated abroad and went back to Iran to
found ballet schools.* De Valois sent teachers from the Royal Ballet School including Ann
Cock, Miro Zolan, and Sandra Vein. The last one was Robert de Warren who was the
director of the company between 1966 and 1971.** Then the first prima ballerina of Iran,
Aida Ahmadzadeh succeeded de Warren. The company existed until the Islamic revolution
in January, 1978. In fact, while reviewing the history of ballet in Iran, one can not help but
recognize the similarities of the processes of the foundation of national ballet in Turkey.

To conclude, one may add that a focused look on the national ballet styles and the
funding of ballet would help to draw the frame with respect to various ballet traditions
existing in different countries. Till now, we presented a brief history of ballet in terms of its
foundations and institutions mostly centered in Europe. It is quite appealing to continue with
the foundation of national ballet traditions in the eastern part of the world, but the limits of
the thesis would not allow us to explore further since the boundaries should then be extended
to various more countries.

As Wulff argues, the idea of national ballet styles can be traced back to the major

ballet schools. She grants these to be the French, the Russian, the British, the Danish and the

#2 Kiann, Nima. www.artira.com/nimakiann, 07/27/ 2007
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American schools. Wulff declares that although an Italian ballet center existed in the 19"
century, since the Italian style is not used as a feature of nationalism like the other ballet
styles; one does not consider it amongst the others. However, as Wulff emphasizes, it can be
argued that although many people still regard ballet styles as reflections of ‘nations’, young
generations are increasingly challenging this belief and switch back and forth between
different ones.

As for the funding, European ballet depends mostly on public subsidy. The Royal
Swedish Ballet and Ballet Frankfurt are both predominantly state-subsidized like Turkish
State Ballet Companies. The British Royal Ballet relies to a greater extent on private and
corporate sponsorship and the American ballet companies almost entirely do so.* 1In fact, as
we mentioned that Turkish State Ballet Companies mostly resemble to Royal Swedish ballet,
we have to add that there are also differences. Royal Swedish Ballet is a secure company in
terms of social benefits like the Turkish. Yet, Swedish dancers can get a contract after three
years in the ‘corps de ballet’ until their retirement in their early forties. After that, they have
to find another job. Whereas in Turkish State Ballet Companies, once you have a contract,
you may continue until the age of sixty-five which is the age of retirement in Turkey.

In general, one can observe that the styles and techniques of ballet were refurbished
by the genius choreographers’ works. Examples such as Cechetti, Petipa, Fokine all belonged
to the league of most creative choreographers. They had developed certain styles. According
to many experts of ballet, technique of ballet always has to be combined with distinctive

styles; otherwise it might become a parade of difficult movements discarded from its essence.

* Wulff, Helena. 1998
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CHAPTER II

A CRITICAL SURVEY OF DANCE SCHOLARSHIP IN TURKEY

Before beginning the survey of dance scholarship, it is worth considering the concept
of “dans” in Turkey. From various sources, both academically and sporadic, we gather that
the concept of “dans” situated in the context of Turkish modernization process is a very
recent phenomenon in Turkey. Although traditionally Turkish dance scene provides vast and
rich examples ranging from folk dances to belly dancing, along with various ritualistic
practices within the context of religion, a “Western” concept of dance has a comparatively
short history. Dance performed in theatrical space and connected to classical or modern
techniques developed in Europe was introduced to Turkey during the late Ottoman period.
As we trace particularly the writings of Metin And, Jak Deleon and Arzu Oztiirkmen, along
with various journalists of the time, we gather information on the Westernization of Turkish
dance scene more precisely. Oztiirkmen particularly emphasized the complexity of the
concept of ‘national dance’ in Turkey and its wide scope of various dance styles. The
meanings of these dance styles have been clarified in the process of nationalization centered
in Westernization.** She stated that the difference between play and dance was quite
obscure. Play meant both dancing and theatrical plays, also covered the act of playing in

children’s games. Metin And provided a vast study based on the concept of play in Turkish

# Oztiirkmen, Arzu. “Modern Dance Alla Turca: Transforming Ottoman Dance in Early Republican Era”,
Dance Research Journal, summer 2003, 35/1. See also Oztiirkmen, Arzu. “Politics of National Dance in
Turkey: A Historical Reappraisal”, Yearbook for Traditional Music, ICTM, 2001, pp-139-143
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culture.*® Therefore, it has not been easy to clarify the concept of dance in the Turkish
cultural frame. Yet, when we speak of dance and dance scholarship in general, what we
really focus on is the cultural milieu created with the foundation of the Republic and its
transformational process on dance.

Definitely, at first, we have to recognize the rich sources based on the debate on
folklore and revival of the field in the early Republican era. The writings of Riza Tevfik,
Ziya Gokalp, and Selim Sirr1 Tarcan were the first examples published between 1909 and
1929 which offered a preliminary source of information on this subject.*” Particularly Riza
Tevfik and Selim Sirr1 Tarcan directly wrote on folk dance as a newly established discipline
referring to Western sources. In the following decades, the journals of People’s Houses
provided a significant platform for the discussions on folk dance practices in the Turkish
Republic. All of these works instituted a valuable understanding on the relation of folk
culture and nation, illuminating the process of the establishment of dance genres in the
context of a new society/nation.

Then, we have to turn our attention to the written sources on classical music, opera
and theater. In the beginning, the Republican elite were interested mostly in music and
theater. As a matter of fact, the first institutions of art established in Western style in the
Republican Turkey were the State Conservatories of Music and Theater followed by State
Opera and Theater Companies. In fact, the interest in Western music had started with the

Tanzimat period reforms. The concept of ‘music reformation’ dated 1826 brought Western

* And, Metin. Oyun ve Biigii- Tiirk Kiiltiiriinde Oyun Kavrami-, istanbul: Tiirkiye Is Bankas1 Kiiltiir Yay., 1974

7 Riza Tevfik’s Memalik-i Osmaniye’de Raks ve Mubhtelif Tarzlar: (Dance and its Various Styles within the
Borders of Ottoman Empire) was published in 1909, Ziya Gokalp’s “Halk Medeniyeti 1, Baslangi¢” (Folk
Civilization 1) was published in Halka Dogru journal in 1913, Selim Sirr1 Tarcan’s “Miirebbiler Arasinda:
Folklor” (Folk-lore among the Governess-of children-) was published in Yeni Muhit journal in 1922 which are
examples cited in Oztiirkmen, Arzu. Tiirkiye de Folklor ve Milliyetcilik (Folklore and Nationalism in Turkey),
Istanbul: letisim Yay., 1998, p.25
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classical music into the Ottoman society.*® The field of Western theater had already been
established in the 19" century Ottoman cultural life. Particularly, the venues placed in
Beyoglu/Pera area provided a wide range of examples of theatrical plays performed by both
foreign groups and the artists, usually of non-Muslim origins. We can find many articles
related to these activities in the journal of Tiyatro ve Musiki published at the end of the
1920s.* Yet, for dance, it is hard to find a similar interest. There are mainly sporadic
articles on several dance performances in private venues of mainly Pera district. These were
the continuation of the Tanzimat culture, mainly centered upon the activities of non-Muslim
communities. In terms of Western theater dance genre, Selim Sirr1 Tarcan published several
articles on Isodora Duncan in various periodicals of the time. One was called “Rhythmic
Dances” and contained sketches of the dance movements as well.”’ His daughter Selma
Selim Sirr1, who was also a dance practitioner, was strongly interested in the contemporary
forms of Western dance tradition and she published a booklet called ‘The Aesthetic Dances
of Selma Selim Sirr1” in 1926. She put an emphasis on the concept of mevzun raks (rhythmic
dance).”’ Apart from these writings, there were no other publications with respect to dance
scholarship situated in a Western context.

On the other hand, while looking at the periodicals published in the 1920s,
particularly in Muhit, we find a growing interest in the study of “body” as a new cultural

domain. There are articles related to physical training and dance, particularly targeting

* Aksoy, Biilent. “Cumhuriyet Donemi Musikisinde Farklilasma Olgusu” (The Fact of Versitality in the Music
of Republican Era), Cumhuriyet 'in Sesleri, istanbul: Tarih Vakfi Yay., 1999

* Many other journals related to arts were published in the first half of the 20th century. Some of them can be
cited as Dar-iil Elham Mecmuasi:, Miizik ve Sanat Hareketleri, Yeni Adam, Ar, Giizel Sanatlar, Arkitekt,
Yeditepe, Muhit, Resimli Ay.
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Swrri), Istanbul: Sevimli Ay Matbaasi, 1926 cited in Oztiirkmen, Arzu. Dance Research Journal, summer 2003,
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women readers. In one of these articles published without the name of its writer, we even
find a presentational text for an “automatic dance machine”, one of the primitive versions of
body fitness devices.”

When we approach to the 1930s and the 1940s, People’s Houses’ journals provide us
with a valuable insight about the physical culture in Turkey. As Oztiirkmen describes,
People’s Houses “were important semi-official cultural centers devoted to the promotion of
Republican reforms”.®> As explored in Arzu Oztiirkmen’s works, they contributed to the
building of a national cultural repertoire and played an important role in the introduction of
new social activities. Amongst them were ballroom dancing, the celebration of national days
and even the initiation of new political rituals like the welcoming of bureaucrats. According
to Arzu Oztiirkmen, as the institutions for networking in transmitting the ideas and projects of
the new Turkish Republic, People’s Houses also “defined a new sense of attachment to the
changed boundaries of the motherland and to the culture growing within it”.>* The missions
of the People’s Houses were best reflected in the journals. These journals emphasized certain
themes and images. Popular education was very important, and as stated by Oztiirkmen, fine
arts and basic sciences were given a particular emphasis. The opening of the Ankara State
Conservatory of Theater and Opera, for example, was announced in Fikirler, in 1937.> The

themes of the articles or information on dance that appeared in these journals were mostly

related to folk / national dances. Yet one can also find a few number of news related to dance

2“Otomatik Dans ve idman Makinasi” (Automatic Dance and Physical Training Machine), Muhit, no:10,
Agustos, 1929. A dance teacher in Paris, M. Albert Sylvain devised a machine for people to exercise. We see
photographs in the text where a woman dressed in high heels attached to the device practicing the movements.
Appendix no: 1

>3 Oztiirkmen, Arzu “Modern Dance Alla Turca: Transforming Ottoman dance in Early Republican Turkey”,
Dance Research Journal, summer 2003, 35/1

3% Oztiirkmen, Arzu. “The Role of the People’s Houses in the Making of National Culture in Turkey”, New
Perspectives on Turkey, 11, 159-181, 1994. See also Cegen, Anil. Atatiirk tin Kiiltiir Kurumu: Halkevieri (The
Cultural Institution of Atatiirk: People’s Houses), Ankara: Glindogan Yay., 1990
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performances in more Western forms. One such article was related to the yearly performance
of Marga Birsen’s “Bodily Training and Rhythmic Dances Studio” (Beden Terbiyesi ve
Ritmik Danslar Salonu) on the 23rd of December, 1945 in Ankara.>®

So, apart from this interest in folk or the so-called “national” dances in the journals of
People’s Houses, the real interest in the literature on the history of Western dance,
particularly on ballet emerged in the 1960s mainly with the works of Metin And. In his
books, And approached the art of dance from different angles both historically and critically.
In Gonlii Yiice Tiirk: Yiizyillar Boyunca Bale Eserlerinde Tiirkler, he followed the historical
trails of Western stages and found Turkish characters or stories about Turks in ballet
performances between the 15™ and 19" centuries.”” His book suggested that working on the
history of dance had some deficiencies and disadvantages in comparison to the history of
theater or opera. The reason for that was because the sources were very limited since almost
none of the ballet performances have been documented on paper. The main studies which
had been published about the art of dance were also few in number. In general, the sources
were widely varied and scattered.

In Gonlii Yiice Tiirk, Metin And mentioned two main reasons why Turks have been
presented in many ballet pieces. The first was “aesthetical” and the second “historical
/political”. And stated that in the beginning, the writings and memoirs of Western travelers
journeying in the east motivated the curiosity of Westerners about these unknown lands and
their life styles, best reflected in orientalist paintings. Turkish ambassadors appearing in
Western cities had also gotten much attention. In historical and political contexts, Turks as
bearers of big empires had a great influence on the world history; therefore, their relation to

the Western empires provided a rich source for the themes and plots of ballet pieces. Single

% Altar, Cevat Memduh. “Sanat Hareketleri” (The Movements of Art), Ulkii, say1:103, January, 1946

°7 And, Metin. Gonlii Yiice Tiirk: Yiizyillar Boyunca Bale Eserlerinde Tiirkler (Sublime Hearted Turk: Turks in
Ballet Works Through Centuries) , Ankara : Dost Yayinevi, 1958.
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events like military victories or the Sultan’s coming into power could constitute stories of
these ballets. Well-known Turkish figures and their stories also found a place in ballet
performances.5 8

Metin And formed the sections in the book according to the contents of certain
ballets. These performances in which Turks appeared have taken place mostly in France,
Italy and Britain. The appearance of Turks in ballets started with the horse-ballets and in
victory processions in the 15" and 16™ centuries. The “turquerie” fashion as a new life style
was an important influence reflected in ballet performances. Also the curiosity for dervish
whirling was quite high and adaptations of these ritualistic practices could be found in
various ballet performances. The usage of Turkish characters next to different nationalities
was also performed. In addition to these, well known political incidents like the siege of
Vienna found their place in ballet performances. As an example, Les Indes Galantes was a
very important political opera-ballet performed in 1735 in Academie Royale de Musique,
where one section was called Le Turc Généreux, and was based on the true character of Vezir
Topal Osman Pasa.

Metin And stated that in the second half of the 19" century, with the rising of
nationalistic feelings in the Balkan areas where Russia emerged as their “guardian”, ballet
had been used as a propagandist tool against the Ottomans. One such example was famous
choreographer Petipa’s Roxana, the Beauty of Montenegro staged in 1878 which stirred up

> He underlined the fact that the

the nationalistic feelings in the Balkans against the Turks.
ballets which were about Turks or having stories related to Turks were keystones in the

history of ballet. According to And, in these ballets, one could identify different styles

> And, Metin. 1958
% In Metin And’s book, the staging date of this ballet piece was stated as 1877 (based on the source of Benois,

Alexandre. Reminiscences of the Russian Ballet, London, 1941, pp.49-51) but in the list of the original works of
Petipa, the date was given as January, 1878.(en.wikipedia.org , 08/29/07)
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overcoming others in terms of aesthetic perceptions. Therefore, ballets which had contents
about the Turks were also marked by their different aesthetic styles. In And’s analysis,
whether or not this was a deliberate choice or only a coincidence, one could not guess. And
provided examples of such ballets, stating that Ballo di Donne Turche was one of the first
examples of a melodramatic ballet, where L’ Europe Galante had been the start of opera-
ballets. One of Noverre’s ballets, Les Fetes ou les Jalousies du Serail had been given as an
important example of ballets d’action in his letters. ®

In another book called Tiirkiye'de Italyan Sahnesi, Metin And informs us about the
Italian theatre, ballet and opera performances which were staged from the 16™ century
onwards. It is with these staged performances that the Ottoman audiences became acquainted

' And gives information about a ballet performance created

with Western performing arts.’
by the Italian minority in Istanbul in 1524 in which some Ottoman artists were involved.
Also we learn that in these performances Italian stage-art technicians worked in Ottoman
stages. In the festivities of the Ottoman Empire, many Italian artists performed and were
effectively involved in building theatre spaces in Istanbul and Izmir from the 17" century
onwards.”

In 1850, in Naum Theatre in Galatasaray, many operas were staged including several
ballet performances. And mentioned a ballet company which staged Trionfo d’Amore

amongst many other performances. Based on various sources, And informs us that in 1859

Pagquita, La Farfalla and La Caccia di Diana ballets had been staged.”® The famous ballerina

%" And, Metin. 1958, p.47

o1 And, Metin. Tiirkiye'de Italyan Sahnesi (The Italian Stage in Turkey), Ankara: Tiirk Tarih Kurumu Basimevi,
1970.

2 And, Metin. 1970

8 ed. Bent, James T. “Dr. John Covel’s Diary”, Early Voyages and Travels in the Levant, London, 1893;
Mariotti, Giovanni. “Un’antica imitazione del Teatro Farnese a Costantinopoli”, Avrea Parma Rivista di Storia-

Letterature-Arte, 1912; And, Metin. “Tiirkiye’de ilk Tiyatrolar” (First Theaters in Turkey), Devlet Tiyatrosu,
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Rosina Ravaglio danced in three ballets including La fille Mal Gardée/ Stmarik Kiz in 1860.
These activities motivated the formation of the Italian culture and aid association, “Societa
Operaja Italiana Di Muttuo Soccorso” in 1863.

And continued giving information on Italian companies coming from abroad. In spite
of the fact that the famous Naum theatre burned down due to the fire in 1870, performances
continued on other stages until 1911. And stated that due to the Turkish-Italian war these
artistic activities had been cut off between 1911 and 1917, nevertheless they started again
after 1917, losing their past glory. Metin And commented on the importance of Italian
artists’ contribution to the Ottoman art scene and stressed that all these stage performances
had been followed also by Muslim audiences, and consequently opening the way to Turkish
stage artists.

Metin And started searching for Turkish images in Western opera, theatre and ballet
performances in his following book Tiyatro, Bale ve Opera Sahnelerinde Kanuni Siileyman
Imgesi.®* Due to the Ottoman invasions in European lands beginning in the 16" century,
there was mainly a negative association about the Turks. In And’s analysis, from the 17"
century onwards, we find mostly negative images relating to Turks in European stages, with
the exception of some positive examples which can be seen in carnivals in the Renaissance
period. According to Metin And, this was also due to the positive effects of the Turko-
French agreements in the 16™ century. Particularly in Germany, in the carnival plays
(Fastnachtspiel) of the Renaissance, one comes across with positive images of Turks. For
example, in Hans Rosenpliit’s “Des Turken Vasnacht-Spiel”, the Turks were staged as the

saviors of the oppressed Christians. Furthermore, in some operas, one can also observe that

December, 1961 and “Eski Beyoglu'nun Tiyatrolar1” (Theaters of Former Beyoglu), Deviet Tiyatrosu, October,
1965 cited in And, Metin. 1970

64 And, Metin. Tiyatro, Bale ve Opera Sahnelerinde Kanuni Siileyman Imgesi (The Image of Kanuni Suleiman
in Theater, Ballet and Opera Stages), (Fransizcadan g¢eviren, Sehsuvar Aktag). Ankara: Dost Kitabevi, 1999.
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the Sultan or the Pasa was characterized as the most benevolent, humanist individual. As an
example, the opera-ballet, Les Indes Galantes which was staged in 1735, had a character,
Osman Pasa who fell in love with his captive, Emilie. In the end, he had approved of her
joining with her fiancé Valere and gave them a fleet as a wedding present.®

Among many opera pieces, we learn that the originator of modern ballet, Jean
Georges Noverre had created three ballets about Turks in the 18" century.®® Another
choreographer, Franz Hilverding created Le Turc Généreux and Gasparo Angiolini created //
Soliman Secondo ballets during the same period. And, in this book, searched for the image of
famous Kanuni Siilleyman in European stages throughout centuries. In the fourth chapter of
his book, he mentioned Angiolini’s ballet about Kanuni Siileyman performed in 1773 and
also in 1781, 1782 in different cities in Italy. As And added, we came across images of
Kanuni in many theatre and opera pieces throughout France, Italy, Spain, Britain, in Mozart’s
operas, in Georges de Scudéry’s, F. Cerlone’s, Roger Boyle’s and Madame Favart’s plays.

In The History of Theatre and Popular Entertainment in Turkey, Metin And focuses
mainly on traditional and modern theatre in Turkey, mentioning “musical theatre and ballet”
only in the last chapter.”” There, he briefly mentions the foundation of Turkish State Ballet
School and the State Ballet Company in the Opera House in Ankara. We learn from And that
Guistiniani’s theatre was sponsored by various embassies in Istanbul. Together with the
Turkish government, they imported drama and operatic companies from France in the middle
of the 19" century. In 1858, Italians made an attempt to find a school of drama and music in
Naum’s theatre. Even though they couldn’t realize their project, Naum’s theatre was the

focus of Turkish society in those days. Other theatres were Gedikpasa and Opera theatres in

% And, Metin. 1999, pp.15-16

% And, Metin. 1999. These ballets are, “Le fetes ou Les Jalousies de Serail”, “Die Fiinf Sultaninnen” and “La
Fontaine de Jouvence”, p.21.

57 And, Metin. 4 history of Theatre and Popular Entertainment in Turkey; Ankara: Forum yay., 1963-64
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which opera and operetta performances were given. Armenians were strong art producers in
the Ottoman Empire. Giillii Agop, an important producer, began to produce musicals and
took a company on tour of Istanbul and other areas in the 1870s. Dikran Cuhaciyan, another
producer was quite successful in opera and musical plays.

Tiirkiye'de Italyan Sahnesi and  Tiyatro, Bale ve Opera Sahnelerinde Kanuni
Siileyman Imgesi both combined the knowledge of interest in Turkish images staged in
European theaters between the 16™ and the 19™ centuries and the impact of the contribution
of European artists to the Ottoman stages. While gathering information provided by these
books, one can perhaps point out that although institutionalized ballet started much later in
the 20" century, urban audiences of the Ottoman Empire were familiar with these cultural
forms.

Perhaps among many books on dance, the most well-known book of Metin And is “4
Pictorial History of Turkish Dancing: From Folk Dancing to Whirling Dervishes, Belly
Dancing to Ballet”, where And drew parallels between Central Asian traditions and modern
Anatolian performances, with a particular focus on Ottoman dance practices.” By analyzing
Ottoman miniatures, he was able to depict the different styles of dancing in various contexts
such as religious, social and institutional. Metin And drew a picture of not only the
presentations of these dances but also established the theoretical links to necessary contexts.
The last chapter of the book is devoted to classical ballet in Turkey, inciting the
institutionalized ballet with Dame Ninette de Valois.

Published in 1976, Metin And provides his readers in this book with his first-hand
witness account about the establishment of ballet in Turkey. Beginning with the first phase
of the educational process at the conservatory and the establishment of the State Ballet

Company in Ankara in 1961, he continues with the repertoire of each season. He gives

68 And, Metin. A Pictorial History of Turkish Dancing: From Folk Dancing to Whirling Dervishes, Belly
Dancing to Ballet; Ankara: Dost Yayinlari, 1976.
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information on choreographers, composers, solo dancers, stage designers, themes and stories
of ballets. As an actual witness of this era, And has a critical approach suggesting a
distinction between folk dance and ballet practices.”” According to And, a professional
company should perform folk dances separate from the ballet company. For Metin And, it
was necessary to seek new folk dance forms separate from the traditional and conventional
classical ballet. It was his true will to enable folk dance to develop fully.”’ In fact he was the
person to suggest to the Ministry of Tourism and Information that a professional folk dance
company should be established which led to the establishment of State Folk Dance
Ensemble.”’

Metin And, a constant follower of the improvement of Turkish institutional dance, has
written many articles, critical analyses also in newspapers, periodicals and program
introductions in State Opera and Ballet houses’ magazines. Metin And’s collection of
articles published in Ulus and Aksam newspapers, and the journals of Forum and Kim
between 1955 and 1975 will be reviewed in detail in this thesis since these writings provide
not only information about the art of dance and its institutionalization as practiced in Turkey
but also on social, political and aesthetic debates in Turkey during this period.

Another consistent writer on ballet and modern dance in Turkey was Jak Deleon.
Following the footsteps of Metin And, Deleon’s writings follow the actual news of ballet and
modern dance in Turkey. Although his writings lacked an analytical and critical approach,

they are still valuable sources in providing its readers with the seasonal programs of State

% And, Metin; 1976. p, 169.
" And, Metin; 1976. p.177

"l For a comparative review of State Folkdance Ensembles, see Shay, Anthony. Choreographing Politics: State
Folk Dance Companies, Representation and Power, Middletown, CT: Wesleyan University Press, 2002. Shay
focuses on the following national dance companies: the Moiseyev Dance Company (Russia), Ballet Folklorico
de Mexico, LADO ensemble of folk dances and songs of Croatia, Egypt’s various national folk dance
companies, the Dora Stratou Greek Dance Theatre, and the Turkish State Folk Dance Ensemble.
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Opera and Ballet Houses. His book Beyoglu 'nda Beyaz Ruslar was in fact a more research
oriented work where he wrote about the Russian immigrants, particularly about the artists in
Istanbul and their artistic activities starting from the1920s onwards.”” As Deleon informs us,
many stage artists mainly from the opera and ballet disciplines met each other in Istanbul
stages and some of them founded schools. Olga Mechkovskaya founded a ballet school and
had 160 students enrolled in 1927. A famous ballerina called Karnetsky from Diaghilev’s
ballet company came and performed in the Petit Champs Gazino in Tepebasi in 1924. Mesut
Cemil, in Radyo magazine in 1949, wrote about his memories in the 1920s Istanbul and
mentioned that it was the first time in his life that he watched dancers on the stage dancing
with music. This was the play Sehrazat performed in Ferah Theatre.”

Amongst the ones that resided a long time and marked their influence on the history
of the art of dance in Turkey were Lydia Krassa Arzumanova, Madame Nanasova and a
Hungarian Olga Nuray Olcay. Jak Deleon interviewed Madame Arzumanova, and reported
that she was born in 1897 and was educated in St. Petersburg ballet school. Arzumanova had
come to Istanbul in 1921 and giving her first ballet performance with her students in Casa
d’Italia on 8th November, 1931. She had started to give ballet classes in Tepebas1 Municipal
Conservatory in 1941 and also founded a ballet school, “Bedii Raks”, at Eminonii People’s
House the same year. She had contacted Dame Ninette de Valois when the latter came to
found a state ballet school. Arzumanova transferred her star students like Tenasiip Onat,
Hiisnii Sunal, Kaya Ilhan, Engin Akaoglu, Giizide Noyan to the newly established
conservatory. In fact these students were the first graduates of the state conservatory of ballet
in Ankara. Olga Nuray Olcay joined Istanbul State Opera in 1940 as a ballet dancer and a

pianist. She was appointed as a ballet teacher to the municipal conservatory in Tepebast in

2 Deleon, Jak. Beyoglu 'nda Beyaz Ruslar(Belarussians in Beyoglu), istanbul: Remzi Kitabevi, 2003

7 Deleon, Jak. 2003. pp.70-72
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1954 and opened her own ballet school in 1960, working for 30 years to train ballet students
in Istanbul.

Along with ballet artists, there were also other dancers performing in various music
halls, garden bars and clubs in Istanbul, especially in the Pera area. Deleon mentioned some
of them who had contributed greatly to the dance life of the city. For example, Krioukovsky
trio who performed between 1924-1930 in various garden bars and night clubs in Istanbul,
danced in both classical ballet and modern dance styles, along with Russian folk dances, and
ballroom dances like the fokstrot and ¢arliston.”

Jak Deleon also has a series of dance-related articles and reviews published mainly in
newspapers like Milliyet, Cumhuriyet, Diinya and journals like Nokta, Gosteri, and Diistin,
which he collected in a book called Diisten Diigiinceye.” There, he gave mostly descriptive
information on the dance pieces like the cast, costumes and acts. One other important
contribution of Deleon is a biographical account of important Turkish choreographers. In
1997, he published 200 Bale ve Dans: Kiinyeler, Konutlar, Tarihsel, Koreografik ve Elestirel
Notlar’® and in 1998, 100 Turkish Ballets: In Commemoration of the 50th year of the Turkish
State Ballet.”’

Like Metin And, Deleon was one of the few writers who directly wrote on the history
of ballet in Turkey and the Ottoman world. His book, Osmanli’dan Cumhuriyete Tiirk Balesi
published in 1988, included a section on the ballet of Ottoman period mainly following the

framework in Metin And’s writings and adding information on the private ballet courses of

™ Deleon, Jak. 2003

” Deleon, Jak. Diisten Diisiinceye- Tiyatro, Opera, Bale Yazilart (From Dream towards Thought- Writings on
Theater, Opera and Ballet), Istanbul: Imge yay.,1985

6 Deleon, Jak. 200 Bale ve Dans: kiinyeler, konutlar, tarihsel, koreografik ve elestirel nqtlar (200 Ballet and
Dance:ldentification tags, Residences, Historical, Choreographing and Critical Notes) Istanbul: Yap1 Kredi
yay., 1997

" Deleon, Jak. 100 Turkish Ballets: In Commemoration of the 50" Year of the Turkish state Ballet, istanbul:
Siemens Leasing, 1998
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their time.”® In Cumhuriyet Donemi Tiirk Balesi, providing an overview of institutionalized
ballet in Turkey, Deleon focused more on the Republican period. His narrative started with
Ninnette de Valois and the Yesilkdy ballet school, and then followed the Ankara State
Conservatory and Ankara State Ballet Company’s contributions. In this book, he emphasized
Arzumanova’s contribution to Istanbul Municipal Opera, and provided the necessary
information on the foundation of Istanbul State Ballet Company, Istanbul State Ballet
Conservatory, and Izmir State Ballet Company. He also mentioned one and only independent
ballet company, “Cagdas Bale”.”” He concluded by including performances in the context of
Istanbul Arts Festivals, some information on Turkish choreographers and some important
ballet synopsizes during the years ranging between 1948 and 1990.

In his other books, Kisa Bale ve Modern Dans Tarihi and Ballet in Turkey, Deleon
more or less repeated and retold the foundation story of the Turkish ballet. He stated the
roots of classical ballet in the world and combined it with information on certain modern
ballet and dance companies around the world. He included some libretto synopsizes of
various dance pieces.** He also added a chapter on Turkish ballet and combined basically the
same knowledge in his other books. In Ballet in Turkey, he provided information on

Turquoise Modern Dance Company.*'

8 Deleon, Jak. Osmanli’dan Cumhuriyete Tiirk Balesi (Turkish Ballet from Ottomans to the Republic) , istanbul:
Donemli yay., 1988

7 Deleon, Jak. Cumhuriyet Dénemi Tiirk Balesi (Turkish Ballet in the Republican Era),istanbul: iletisim Yay.,
1992. ‘Cagdas Bale’ Company is the only independent ballet company of Turkey. See for detailed information:
Ertekin, Cem. Cagdas Bale Toplulugu -1972/1992-, istanbul, 1992.

% Deleon, Jak. Kisa Bale ve Modern Dans Tarihi (Short History of Ballet and Modern Dance), istanbul: Altin
Kitaplar Basimevi, 1993

81 Deleon, Jak. Ballet in T urkey, Istanbul: Redhouse Press, 1986. Turquoise Modern Dance Company was the
first independent modern dance company in Turkey. Choreographer Aysun Aslan, graduated from the Ankara
State Conservatory and worked in the state ballet companies, formed Turquoise Modern dance Company in
1989. Company performed various choreographers’ works and due to financial problems, it stopped its artistic
activities in 1993.
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There are other scholars who also wrote and presented their research on dance; among
them one can cite Arzu Oztiirkmen, Sebnem Aksan, Efza Topcu Kipcak, Necla Cakigil,
Geyvan McMillen, and Leman Yilmaz, each coming from different fields.

Arzu Oztiirkmen, a historian and folklorist, is mostly interested in the history and the
development of folk dance in Turkey and its relation to nationalism along with various issues
related to Ottoman and Turkish culture and society. In her book, Tiirkiye’'de Folklor ve
Milliyet¢ilik, she provided a historical account of the process in which the collection and
staging of folk dance in Turkey were experienced. Dating back to Ottoman intellectuals, the
use of folk dance had always been a political practice. Looking at the different actors and
structures related to the institutionalization of folklore in the Republican era, Oztiirkmen
particularly stressed the significant role of the People’s Houses and the university students in
the emergence of a new movement system, referred to as “folklor oynama” in Turkey.®

Oztiirkmen also wrote several articles on dance and movement related figures of the
late Ottoman-early Republican era, including Selim Sirr1 Tarcan and his daughters Selma and
Azade Selim Sirri, and Mehmet Fetgeri Suenu. In her article “Modern Dance Alla Turca:
Transforming Ottoman Dance in Early Republican Era”, one can follow the shift from
Ottoman dance traditions to a more Western approach to dance.*’ It is very interesting to
learn that both Selim Sirr1 and Selma Selim were in touch with the developments in the
artistic field of modern dance, newly establishing itself in Isadora Duncan’s work. Selma
Selim Sirr1 made choreographies in a similar manner, while Selim Sirr1 Tarcan was more
interested to establish a national dance form rooted in the folk dances of Turkey, particularly

in the zeybek tradition.

82 Oztiirkmen, Arzu. 1998

8 Oztiirkmen, Arzu. Summer 2003, 35/1
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In another article called “Dansta Millilik ve Yerellik Kavramlar1 Uzerine Diisiinceler”
published in Sanat Diinyamiz, Oztiirkmen questions the concept of “national dance”, a
complicated issue in approaching dance in Turkey.*® Looking at four different genres of
dance, namely, folk, ballet, oriental and modern to investigate about the various dimensions
of “the national” in the dance field, she opposes the ecclectical merger of the “folk”, “local”,
and “national” with new dance choreographies.

Sebnem Aksan, the founder of modern dance department at Mimar Sinan University,
and also a ballet teacher, published her writings in several journals and newspapers.® In her
paper “Atatiirk Tiirkiyesi’nde Bale” presented in a symposium on “Ataturk and Arts”, Aksan
draws attention to early attempts to open a conservatory education in dance and then the
establishment of State Opera and Ballet Houses.* The fact that the following years could not
keep up the initial pace, Aksan wrote the Turkish ballet was not able to develop an efficient
character to earn world’s respect. Aksan also argued that there were not any established
Turkish choreographers or a dance piece from Turkey that had yet been included in foreign
companies’ repertoire. She stressed the importance of education and the creative vision that
needed to be established in the conservatoires.

In her paper called “Theatrical Dance in the Republic of Turkey” presented in the
Society of Dance History Scholars 1998 Conference, Aksan provided a detailed history on
the development of theatrical dance in Turkey from 1927 until the present time.*’ Drawing

on oral histories, archival records and personal experience as a dancer, choreographer and

¥ Oztirkmen, Arzu. “Dansta ‘Millilik’ ve ‘Yerellik’ Kavramlar1 Uzerine Diisiinceler” (Thoughts on the
Concepts of ‘National’ and ‘Local’ in Dance), Sanat Diinyamiz, say1:85, Giiz, 2002

8 Such as Ballet Tanz Actuell International, State Opera and Ballet magazines, Istanbul Devlet Giizel Sanatlar
Akademisi magazines, Gésteri, Milliyet Sanat, Sanat Diinyamiz and Cumhuriyet, Radikal, Yeni Yiizyil

% Aksan, Sebnem. “Atatiirk Tiirkiyesi’nde Bale” (Ballet in Atatiirk’s Turkey), Ist. Deviet Giizel Sanatlar
Akademisi- yayin no: 86; 11/26-28/ 1981
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educator, she examined the choreographing initiatives of Turkish choreographers, focusing
on their motives and influences. She again questioned the weakness of Turkish theatrical
dance expression by situating it in the context of civil service system and education. In
Aksan’s analysis, the specific relationship with the state authority subsidizing the ballet
education and the ballet companies brought problematic issues related with power, leadership
and responsibility. Furthermore, the concept of national identity had its own complicated
baggage, becoming particularly more confusing with respect to the aims of creating a
national ballet. In terms of the educational structure, the conditions were more problematic.
The lack of flexibility and the lack of a serious education in second language prevented the
conservatory education to be more attractive for academically talented students. Aksan also
mentioned the process of separation of highly experienced British staff from the posts of
Turkish ballet companies and conservatoires. She stressed the consequences related to the
absence of a strong artistic direction in the field of ballet. In another article in Milliyet Sanat,
she asserted that the development of Turkish artists had not been really the first priority of the
Turkish Opera and Ballet Houses; instead the emphasis was given to foreign choreographers
and educators.® In her article called “Bir Eserin Ozgiinliigii, Yaratict Giiciin Ozgiirliigiine
Baglhdir”, Aksan also emphasized the disability of Istanbul State Ballet Company to adapt
and work with foreign choreographers. She stated the major problems of Turkish ballet, and
stressed the importance of acknowledging the creative power whether it is from abroad or
inside the country.”” As a teacher/trainer herself, we understand that in her articles, the

critical thinking and research on dance education were given priority.”

% Aksan, Sebnem. “Balemizin Yaratici Giice Gereksinimi Var” (Our Ballet is in Need of Creative Power),
Milliyet Sanat, 03/01/1989

% Aksan, Sebnem. “Bir Eserin Ozgiinliigii, Yaratici Giiciin Ozgiirliigiine Baghdir” (Originality of a Work of Art
is Dependent on the freedom of Creative Power), Milliyet Sanat, 03/01/1991

% In the forthcoming book called Yirminci Yiizyilda Dans Sanati: Kuram ve Pratik, Sebnem Aksan wrote an
introduction in which she also summarized the situation in dance education in Turkey, particularly after the
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Beside these few studies of Turkish institutional dance and ballet, there are some M.A
thesies which dealt with the subject from different angles. Efza Topgu Kipgak, a dancer and
a teacher of ballet, in her M.A thesis, Art of Ballet in Turkey, mainly focused on the
institutions of ballet (Izmir, Mersin and Antalya State Ballet Companies) and their repertoires
until 2001.”" She also provided us with the biographies of Turkish dancers, teachers,
choreographers along with foreign choreographers and teachers who visited Turkey since the
opening of state ballet schools.

Leman Yilmaz, who is involved with various styles of dance both in practice and in
theory, in her M. A thesis, Dance History in Turkey During the Modernization Process of the
Republican Period -1929/1939, focused on the modernization process between 1929 and
1939 in Turkey and combined the relevant ideology and social life with different dance styles
performed during those days.”> The dances were mainly categorized as stage, social and
traditional dances. Stage dances included canto, classical ballet and modern dance practices
while social dances included tango and foxtrot. Among several book sources, she mainly
used journals like Yedigiin and Kim in order to collect information on these dance activities.”

Geyvan McMillen, who is one of the pioneers of modern dance in Turkey, established
a Modern Dance Program at Yildiz Technical University. McMillen’s M. A thesis, given in

the field of Museum Studies, also provided some insight on Turkish ballet and modern dance

1980s. Prepared for publicqtion by Aksan, Sebnem; Ertem, Gurur. Yirminci Yiizyilda Dans Sanati: Kuram ve
Pratik, Istanbul: Bogazi¢i Universitesi Yay., 2007

! Topeu, Efza Kipgak. “Tiirkiye 'de Bale Sanati” (The Art of Ballet in Turkey). M.A thesis, submitted to Ballet
Department, Hacettepe University, 2001

°2 Y1lmaz, Leman. Dance History in Turkey During the Modernization Process of the Republican Period (1929-
1939), M.A thesis, submitted to the Institute for Atatiirk’s Principles and History of Turkish Renovation,
Bogazici University, 1994

% Leman Y1lmaz wrote her PhD thesis titled as “Dans’ta ve Tiyatro’da Hareket Olgusu” (The Concept of

Movement in Dance and Theater), submitted to the Dramaturgy and Theater Criticism Department, Istanbul
University, 2001
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combined with the history of international dance scene.”® She mentioned the sociological
significance of the art of dance and provided a brief history on the development of Western
theatrical dance. McMillen added some information on State Ballet Companies of Turkey
and modern dance practices experienced in the Turkish scene. Her work mainly focused on
the project of founding a modern art museum and the proposal of an establishment of a
Turkish dance section in it.

Necla Cakigil’s book, Ankara’da Dans looked at the relatively recent period of 1984-
1994.> 1In these ten years, she examined the classical ballet and modern dance repertoire of
the Ankara State Ballet Company. Cakigil narrated also the story of Beatrice Fenmen
(Appleyard), who was one of the first teachers of the Ankara Ballet Conservatory, having
established her own private ballet school in Ankara, and educated hundreds of ballet students.

As one of the written sources, one can also depend upon the various art congresses
and their publications that were held in Turkey. Concerning one of them, the researcher
found a published documentation of papers and discussions on Turkish state sponsored dance
institutions. The congress was held in izmir in 2003.”° It is a valuable source since not only
theoretical papers were published but also certain important discussions were documented. It
provides an understanding perhaps more on the contemporary situation of Turkish ballet
institutions but through the retrospective analysis, one can also find relevant information on
past issues as well.

As a short introduction, a survey on dance scholarship in Turkey can be viewed as
above. It can be stated that the relevant ideological and political agenda of the Turkish state

and the cultural life of the society with respect to institutional dance is a disregarded subject.

* McMillen, Geyvan. Tirkiye’de Kurulacak bir Modern Sanat Miizesi Icin Cumhuriyet Sonrasi Tiirk Dans
Sanat1 Boliimii Onerisi (A Proposal of Post-Republican Turkish Dance Department for a Modern Art Museum
to be Established in Turkey), M.A4 Thesis, submitted to Museum Studies, Y1ldiz Technical University, 2002

% Cakagil, Necla. Ankara’da Dans (Dance in Ankara), Ankara: T.C Kiiltiir Bakanlhig Yay., 1997

% Uluslararast Izmir —Miizik ve Sahne Sanatlari Kongresi- (I.st International Izmir Music and Stage Arts
Congress), [zmir Biiyiiksehir Belediyesi Kent Kitapligi Kiiltiir Yay., 2003
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Except the scholarly texts of Metin And and Arzu Oztiirkmen, and to some extent Sebnem
Aksan’s papers and articles, Turkish dance scholarship is still a vast area to be explored.
Definitely, the connection of the art of dance to the relevant cultural and political picture is a
significant part of any analytical work. However, the critical approach on the aesthetic issues
also needs to be dealt with in detail. One should emphasize, that the articles of Metin And
which appeared in daily media had a significant contribution in both aspects of Turkish ballet
as they are explored extensively in coming chapters of this thesis. One may also question his
direct involvement with the internal affairs of ballet institutions in Turkey and his attacks on
several individuals related to this field. Yet, one should also remember during the time of the
foundation of ballet institutions in Turkey, there was no established Turkish ballet critic or
expert other than Metin And whose interest in ballet was quite intense. Furthermore, the
founder of Turkish ballet, Dame Ninette de Valois needed someone who could communicate
in English and write on ballet in local media to publicize the newly introduced art form. This
person was Metin And for her. His articles reflected strong research and first hand
knowledge in matters related to Turkish ballet, and they also possessed sharp criticisms for
certain people. Therefore, And’s direct involvement with ballet institutions in Turkey which
at certain times might be seen as a strong interference in the direction of these institutions.

This should be viewed in terms of the realities of its time.
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CHAPTER III

A HISTORICAL NARRATIVE OF STATE SPONSORED BALLET IN TURKEY

In Turkey, theater and opera were given an early chance to get institutionalized since
1936, but Western dance, particularly classical ballet could not find a place for a long period
of time. Atatilirk clearly defined the musical policy of the state after the foundation of the
Republic. In his view, it was necessary to establish a new type of music by having the basis
in Turkish folk music and applying the polyphonic techniques and methods of Western
music.

It is necessary to collect the songs and oral narrations which inherited the

most delicate sensations of national feelings and to apply the last updated

methods of musical theory to them. Only in this way, the national Turkish

music can make progress and take its place among the universal world of

music *’

His priority was given to the field of music, so the developments took an earlier start

when compared to the field of ballet. Some young Turkish musicians were sent to Europe to

come back after the 1930s, and to begin teaching in the new institutions of music.”® One of

7 Mustafa Kemal Atatiirk, 11/01/1934, from the speech he gave at the opening of Turkish National Assembly’s
fourth semester, fourth year cited in Aktas, Melike. “Tiirkiye’de ilk Devlet Opera ve Balesi’nin kurulusu” (The
Establishment of the First State Opera and Ballet Institution in Turkey), 30. Yilinda Istanbul Devlet Opera ve
Balesi (1960-1990) Kitap¢igr (State Opera and Ballet Booklet in its 30th year 1960-1990), p.17. Also cited in
Bir Yurttas Yaratmak 1923-1950 —Muasir Medeniyet igin Seferberlik Bilgileri- (To Create a Citizen 1923-1950-
Campaign Facts for a Developed Civilization), YKY, 1998; p.85 “Ulusal; ince duygular, diisiinceleri anlatan;
yiiksek deyisleri, soylesileri toplamak, onlari, bir giin once, genel son musiki kurallarina gore islemek gerekir.
Ancak; bu diizeyde, Tiirk ulusal musikisi yiikselebilir, evrensel musikide yerini alabilir”.

% Among the first musicians who were sent to Europe were Ekrem Zeki (Un) and Ulvi Cemal (Erkin) to Paris in
1924; Necil Kazim (Akses) to Vienna in 1926; Hasan Ferit (Alnar) to Vienne and Cevat Memduh (Altar) to
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these institutions was Musiki Muallim Mektebi in Ankara and the other was Dar-iil Elhan in
Istanbul. In the middle of the 1930s, particular attention was given to the production of
national operas. In fact, the first of these, composed by Ahmet Adnan Saygun, was called
Ozsoy. Ozsoy opera was first performed on the 19th of June, 1934 in the presence of Mustafa
Kemal Atatiirk and his guest Iranian Shah Riza Pehlevi. As Emre Yal¢in informs us, Ozsoy
opera was commissioned by Atatiirk himself.”’ It was followed by Bay Onder composed by
Necil Kazim and Miinir Hayri and Tagbebek composed by Ahmet Adnan and Miinir Hayri,
the same year. In 1935, Ulkii Yolu, composed by Ulvi Cemal, was staged.'®
These first national operas created the demand for the establishment of a
conservatory, leading to the opening of Fine Arts Department under the Ministry of
Education in 1936. Two well-known Germans, composer Paul Hindemith (1895-1963) and
theater director Carl Ebert (1887-1980) were invited to be the directors of music and theatre
departments in the newly established Ankara conservatory. They accepted and became the
directors of the Ankara State Conservatory of Music and Drama. Hindemith lived abroad but
visited the school from time to time while Ebert actually stayed in Ankara, escaping from the
Nazi regime in Germany. He continued to be the director of the drama department in the
conservatory for nine years.
An important event took place related to the administrative side of the institution. A
law was put into practice on the 16th of May, 1940. The conservatory which was founded

inside the Musiki Muallim Mektebi was separated to become an entity of its own. This newly

Leipzig in 1927; Ahmet Adnan (Saygun) to Paris and Halil Bedi (Y06netken) to Prag in 1928. Nurullah Sevket
(Tagkiran) and Bayan Afife were also sent to Europe for opera education. Bir Yurttas Yaratmak-, 1998, p. 85

% For a more detailed discussion, see Yal¢in, Emre. “Cumhuriyet Déneminin ilk Lirik Sahne Operasi: Ozsoy
Operast” (The First Lyrical Stage Opera of the Republican Era: Opera Ozsoy), Hiirriyet, 12/08/2000

1 Bir Yurttas Yaratmak 1923-1950 —Muasir Medeniyet icin Seferberlik Bilgileri- (To Create a Citizen 1923-
1950- Campaign Facts for a Developed Civilization), 1998, p.87
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established “State Conservatory” consisted of music, opera, ballet and theatre departments.'"’
Although music, opera and theater were active since the beginning, the ballet department had
not been opened until 1948. Several attempts were made to found a ballet department and the
thought of contacting the Russian authorities was considered, without success. Metin And
informs us that investigations had been made to send ballet students to Russia in 1935, it had
again been reconsidered in 1936 but had never been achieved.'*

Although the art of ballet existed strongly in Russian performing arts traditions for
hundreds of years, an invitation from Russian school of ballet did not come. The political
framework of this decision can be seen when one refers to the works of political scientists
who worked on World War II politics. Hakan Yilmaz, in one of his articles, focused on the
democratization period of 1945 and 1950 in Turkey. Because of its collaborative policies
towards Nazi Germany, Turkey’s international stand was at a low level after World War II.
This was a time when the Soviets suggested the renewal of the ‘special friendship’ contract of
the interwar years. Kemalist ruling elite knew that the renewal of that sort of friendship
would eventually result in the deposition from power by Soviet-backed groups and turn
Turkey into a Soviet dependency. In Hakan Yilmaz’s words: “The prevention of the re-
establishment of the ‘special friendship’ with the USSR thus became for the Kemalist ruling
bloc a question of its own political survival.”'®> Given this political context, the government
of RPP (CHP) had obvious reservations to establish relations with Russian authorities for the

founding of ballet institutions in Turkey.

"l Aktas, Melike. 30. Yilinda Istanbul Devlet Opera ve Balesi (1960-1990) Kitapgig1 (State Opera and Ballet
Booklet in its 30th year (1960-1990), p.18

12 And, Metin; in Beumont, Cyril B.; 1964

103 Yilmaz, Hakan. “Democratization from above in response to the international context: Turkey, 1945-1950”
New Perspectives on Turkey, no.17, fall, 1997; p.6
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The Founding of the State Conservatory and the Establishment of the First State Ballet

Company

The thought of establishing a state ballet school and a company was part of the early
Republican approach, strongly connected to the mission of making of a national culture in
modern Turkey. Therefore, we know that the new directors of opera and theater
conservatory, Paul Hindemith and Carl Ebert seriously considered opening a ballet section in
the conservatory. They even designed the educational program which consisted of three
periods continuing ten years in total. This project was not realized.'® During the same era,
between 1932-1951, there was a state-controlled cultural institution such as the People’s
Houses (Halk Evleri). Yet, towards the end of the 1940s, People’s Houses came to an end.
Through the controversies in domestic politics after the transition to multi-party system, the
People’s Houses linked to the RPP (CHP) were disbanded by the DP government in 1950.
However, Oztiirkmen argued that ‘their impact continued in the state schools and other state-
related agencies’.'”” 1In fact, one can claim that two of these state-related agencies where the
impact of People’s Houses was strongly felt were the state-led institutions of ballet. The state
conservatory of ballet education, first introduced in 1948, was connected to the mission of the
development of national artistic genres, just like the People’s Houses, this time in the context
of the Western artistic disciplines.

Along with instituting Western forms of artistic disciplines, Republican ideology had
keen desires connected to the establishment of an urban social life. Definitely the
participation of women in this new, Republican public life had the outmost importance.

Selim Sirr1 Tarcan, a well-known figure in sport education in the last years of the Ottoman

1% And, Metin. “Tirkiye’de balenin Kisa bir Tarihi” (A Short History of Ballet in Turkey) in Beumont, Cyril B,
translated by Ozcan Baskan, Kisa Bale Tarihi (Short History of Ballet), Istanbul: Elif Yay.,1964

105 Oztiirkmen, Arzu. 1994, p-175
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Empire and a dedicated dance practitioner and teacher in early Republican times, had created
an urban social dance called Tarcan Zeybegi.'®® In fact, it was based on the traditional dance
genre Zeybek of the Aegean cost of Turkey. Selim Sirr1 Tarcan indicated, in one of his
articles, that during his studies on gymnastics in Sweden he found out that Swedish society
attached a great value to their national music and dance genres. They even re-arranged some
of dances and included them in their dance tradition. Immensely affected by this approach,
on his return, he traveled in Anatolia analyzing certain regional dances and selected Zeybek.
In re-arranging its movements and gestures, he formed a dance genre performed by men and
women together.'”” He hoped that it would become a national dance but because of the lack
of social settings where dancing would be legitimately performed, prevented Tarcan Zeybegi
from being performed nationwide. As stated in Oztiirkmen’s analysis: “in the early
Republican context, where the ‘salon culture’ was limited to a few urban settings, it was
difficult for any social dance tradition to get established.”'”® So the hopes of inventing a
widely performable social dance genre had to be postponed, and in fact it had never been
realized in the way of Selim Sirr1 Tarcan had envisaged it.

In her article “Modern Dance Alla Turca”, Arzu Oztiirkmen gives an account of early
interest in modern form of dance in Turkey during the 1920s and mentions individual
attempts in the creation of a Western type of dance performance genre. As Oztiirkmen
informs us, the daughters of Selim Sirr1 Tarcan, Selma and Azade Selim Sirr1 were interested
in modern dance as practiced in the Western world. Their father had seen the performances
of Isadora Duncan, one of the initiators of modern dance in the world and was strongly

affected by her liberal and free moving style, very different than ballet. Selma and Azade

1% Oztiirkmen, Arzu. “Turkey”, EWIC Arts: Folk Dancers and Folk Singers, Koninklijke Brill NV, Leiden,
2007

197 Tarcan, Selim Sirri. “Halk Rakslari ve Zeybek Oyunu” (Folk Dances and The Zeybek), Muhit, no:8, June,
1929

1% Oztiirkmen, Arzu. Summer 2003, 35/1; p. 50
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Selim Sirr1 were in charge of choreographing the dance sections of the first Turkish opera,
Ozsoy, performed in 1934. Yet, particularly Selma Selim Sirri’s interest lay in modern
choeography. Selma Selim Sirr1 and her sister Azade choreographed two dance pieces of this
kind of dance genre inspired by European history and literature. Actually, we understand that
their imagination was far ahead of their social settings, more contemporaneous than their
associates. Unfortunately, their interest in dance did not take a systematic form and never
transformed into an institutionalized structure.'” We only find out from Oztiirkmen’s article
that Azade Selim Sirr1 who has specialized in Swedish Gymnastics continued to train young
dancers in Istanbul until the early 1980s and then settled in Austria in the late part of her life.

Apart from Selim Sirr1 family’s practices in the field of dance and physical training,
People’s Houses festivals, celebrated annualy were also very significant in publicizing the
knowledge of local traditions, particularly in the field of dance during that time. We know
that the students of Madame Lydia Krassa Arzumanova’s ballet studio, traveled to Ankara
and performed in the Ankara People’s House for one of these festivals at the end of the
1930s.'"°

In Istanbul, the entertainment and performing arts culture of minorities constituted a
noteworthy environment for social dances throughout the 19th century and onwards. They
also served a considerable mission in audience-building including the muslim population of
the city. Social clubs, particularly Galata and Pera districts, and the cultural centers of the
embassies were spaces of social gatherings, where performances were displayed by both local
artists and foreign traveling groups. Among them, Societa Operaja (Italian), Union Frangaise

(French), and Teutonia (German) were the most active institutions in organizing concerts,

19 See also Oztiirkmen, Arzu. “Tiirk Usulii Modern Dans- Cumhuriyetin ilk Yillarinda Osmanl Dansmin
Doniisiimii” (Turkish Style Modern Dance — The Transformation of Modern Dance in the Early Years of the
Republic) in the forthcoming book of Aksan, Sebnem; Ertem, Gurur. 2007

"% Interview with Yildiz Alpar. 12/11/2006, istanbul
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111
theater and dance performances, conferences and balls.

The balls organized for charity
were also very popular among the minority.''?> One of the writers focusing on the cultural
activities in Beyoglu area mentioned a social club “Garden Bar” which was run by a Jewish
citizen, Jacques Natanson in 1911. It was situated next to Pera Palace Hotel. It had both
closed and open sections and included a large dance platform along with an orchestra space.
In the beginning, the customers consisted of only minorities, Levantines and foreigners, yet
after the World War I, the Turkish population also started to come. At first, the performers
were mostly European ‘revue’ artists, and then the Russian ballet artists became regular
visitors and performed ballet pieces in this club.'” It is quite interesting to find out that
although the establishment of systematized Western dance education was late, when
compared to other artistic fields such as music and theater, there was already an established
social and cultural environment for dance in the city of Istanbul. Nevertheless, it should be
added that the scope of this environment could not be expanded to a larger society.

When we come the 1950s, in various journals of the time, such as Resimli Tarih
Mecmuast and Resimli Hayat, we find many articles with respect to physical culture and
dance. It is certain that the cultural atmosphere was much more tolerant towards the

activities once perceived as low class and immoral related to the display of the naked body,

and particularly that of a woman’s. There were many articles focusing on the night life of big

" Akin, Nur. 19. Yiizyihin Ikinci yarisinda Galata ve Pera (Galat and Pera in the Second Half of the 19th.
Century), Istanbul: Literatiir Yay., 1998

"2 Duhani, Said. N. Beyoglu nun Adi Pera Iken (When Beyoglu was called as Pera), istanbul: Celik Giilersoy
Vakfi Istanbul Kiiltiir Yay., 1990

'3 Usdiken, Behzat. Pera’dan Beyoglu’na 1840-1955 (From Pera to Beyoglu 1840-1955). Istanbul: Akbank
Kiiltiir ve Sanat Yay., 1999
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cities with photos of women performers half naked, on the physical training of body and on

beauty.'"*

Destined Paths of the First Ballet Students: From Yesilkoy School of Ballet to the

Ankara State Conservatory of Ballet

Almost ten years after the establishment of the first Musical conservatory, the Turkish
government conducted some research in order to establish a school of ballet. This school
would become a part of the state conservatory founded in 1936. To explore the details of
how Dame Ninette de Valois came to Turkey, one can refer to the autobiographical work The
Lives and Times of Molly Lake and Travis Kemp written by Naomi Benari. According to
Benari’s accounts, the priest of British Embassy had a role in the invitation of Dame Ninette
de Valois. The priest of the parish in which the Old Vic Theatre was situated in London,
Father Hutchinson, who was a ballet lover, and a constant member of the audience of Dame
Ninette de Valois’s company in London, took the post in Turkey of working at the British
Embassy. When he was sent to Turkey as the priest of the British Embassy in Istanbul,
during a cocktail party he had met with the Minister of Education who was also responsible
for theatre, and suggested to start a national ballet company.'” Although the book does not
cite the name of the Minister of Education, the dates refer to Hasan Ali Yiicel who acted as
the Minister of Education between 1938-1946. Metin And gives a different account in one of
his articles. And states that the person whom the priest contacted was Muhsin Ertugrul:

Dame Ninette de Valois first came to Turkey in 1947, with an invitation

from our government. I had personally listened from Muhsin Ertugrul, that

there was a prelude to this invitation. Muhsin Ertugrul believed that the
time had come to start ballet training in Turkey. He had met the reverend of

4 «yiiz Giizelligi Ayaktan Baslar” (The Beauty of Face Starts from the Feet), Resimli Hayat, no:22, Subat,
1954. “Gece Yarisindan Sonra Cehresi Degisen Sehir” (The City that Changes its Face After Midnight), Resimli
Hayat, n0:36, April, 1955. Appendix no: 2-3

"5 Benari, Naomi. The Lives and Times of Molly Lake and Travis Kemp, London: Avon Litho Ltd., 1990
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a church near Old Vics Theatre in London, who knew Dame Ninette well,

and through him had asked her if she would come to start a national ballet

in Turkey. When a positive answer came from Dame Ninette, our

government officially invited her. ''®

Father Hutchinson who was familiar with the ballet scene in England proposed the
Minister that Ninette de Valois would establish the Turkish ballet school. The Minister
agreed and Dame Ninette de Valois was invited. During the year of 1947, Dame Ninette was
accompanied by Halil Vedat, the director of the Fine Arts Administration, Dr. Phillips, the
British Council representative to Turkey, and Miibeccel Argun, the British Council’s Turkish
advisor."”

Ninette de Valois became the principal director of the school which was officially
opened by the mayor of Istanbul, in January 1948 in Yesilkdy (fig.1). In some recent web
pages, it has been stated that the official approval could not be obtained from the Ministry of
Education for those two years in Istanbul.''® Eventhough it could not be proven by reliable
sources, the fact that the school was transferred to Ankara after two years and became a part
of Ankara State Conservatory in 1950, somewhat confirmed the information on those first
two years. The first teachers in Yesilkdy School were Joy Newton and Audrey Knight. Both
were close associates of Dame Ninette de Valois, Newton was from the Sadler’s Wells Ballet

and Knight was from the Royal Academy of Dancing (fig.1a). For the selection of students,

Dame Ninette de Valois, Joy Newton and Audrey Knight selected 32 students (fig.2).

1% And, Metin. “Dame Ninette de Valois”, Ulus newspaper, 01/25/1967- Dame Ninette de Valois Tiirkiye ye ilk
kez 1947 yilinda hiikiimetimizin ¢agrist iizerine gelmisti. Bu ¢agrimin oncesi de oldugunu Muhsin Ertugrul 'un
kendisinden dinlemigtim. Muhsin Ertugrul Tiirkiye'de bale ¢alismalarina artik baslamanin sirasi geldigine
inanmigti. Londra’da Old Vic tiyatrosunun yakimindaki bir kilisenin papaziyla tanigmig, bu papaz Dame Ninette
de Valois’yt iyi tanwrmis, onun aracihigiyla Tiirkiye’'de ulusal baleyi baslatmak icin gelip gelemeyecegini
sormus, Dame Ninette de Valois 'dan olumlu cevap alinca hiikiimetimiz kendisini resmi olarak ¢agirmistir.

"7 Deleon, Jak. 1986. In Jak Deleon’s book, we learn that Miibeccel Argun was also the translator of Dame
Ninette de Valois; Joy Newton had written an article called First Ballet Steps on Dancing Times, London, Feb.,
1948. In this article, she mentions that Miibeccel Argun translated Dame’s lectures in Turkish schools given to
Turkish teachers and parents, explaining them what it would mean if they sent their children to the National
Ballet School.

"8 For example in the web page of baledans.net (www.baledans.net) 08/20/2007, this information was cited.
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The conservatory was both a boarding and a daily school. Beside ballet courses
which had been designed based on Saddler’s Wells’ program, there were also Dalcroze
Eurhythmics courses in the curriculum. For the first twenty five years, the school had British

11
teachers.'"”’

When the former ballet teacher Joy Newton had left, Beatrice Appleyard
(Fenmen) had been appointed. She was one of the former dancers of Saddler’s Wells, later to
be married to one of the most prominent Turkish pianists Mithat Fenmen.

After Beatrice Appleyard, Dame Ninette de Valois sent two other teachers, Travis
Kemp and Molly Lake. Kemp was one of the former Saddler’s Wells dancers and his partner
Molly Lake was one of the dancers of Pavlova Ballet Company.'*® Lake and De Valois had
grown up together but their paths diverged when Lake moved from the academy. During the
1950s, the Royal Academy of Dancing curriculum was similar to that in the classes De
Valois had instigated at the Sadler’s Wells School, so the training in Turkey was just right for

performing the Sadler’s Wells repertoire.'*!

When they first arrived, they were surprised to
find the school with only fifteen small children. Lake and Kemp observed that in Turkey, for
most people ballet dancing meant belly dancing, so they wanted to start creating
performances to show what actually ballet was, and not only in Ankara but throughout
Turkey. As cited in Benari’s book, Molly Lake and Travis Kemp asserted: “We had to start
at once to show the Turkish public what ballet actually was when produced in theatre spaces

as big productions”.'*

"' These were Joy Newton, Audrey Knight, Beatrice Appleyard, Lorna Munsford, Robert Lunnon, Angela
Bailey, Travis Kemp and Molly Lake

120 In fact we learn from Benari, after Joy Newton left, instead of Beatrice Appleyard (Fenmen), Dame Ninette
de Valois at first had invited Molly Lake and Travis Kemp to go and teach in her place but Continental Ballet

which they were working at the time was doing so well, they refused.

121 «35 Degrees East”, The Royal Opera House’s ROH2 Programme booklet, Project Manager: Rebecca
Hanson, Creative Director: Deborah Bull, 25-28 May, 2006

122 |_ake, Molly&Kemp, Travis cited in Benari, Naomi. 1990; p.162
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In fact, they actualized their wish of performing ballet pieces frequently during their

teaching at the conservatory.'”

Molly Lake and Travis Kemp continued to work as teachers
and directed the Ankara State Conservatory of Ballet for twenty years (fig.3).

For now, it is necessary to turn into the first years of the establishment of
conservatory education and try to comprehend the process of enrollment for ballet education.

The decision to send the children for a type of education that had no previous precedent in

Turkey was a risky and brave decision for many families.

From Yesilkoy School of Ballet to the Ankara State Conservatory of Ballet

Turkish society had no knowledge about the art of ballet at the end of the 1940s.
There had been some foreign dance groups which traveled and performed in Istanbul mainly
during the last century of the Ottoman Empire. After the Russian revolution, there had been
some Russian artists like Lydia Krassa Arzumanova who migrated to Turkey and established
ballet courses. These teachers began training children, however, these were small attempts in
the context of a large society. The introduction of a new art form as an educational model
inside the Turkish Republic was a big social project.

Exploring the process of enrolling students for the conservatory is extremely
important in order to understand the mentality of both the founders and the civil society
towards the introduction of new forms and styles of living. How a student entered the
conservatory of ballet is a relevant question to propose. Since there was not any knowledge
of ballet in general, nor a state ballet school in particular, families did not send their children

for ballet education.

12 This will be dealt in detail further in the chapter, since their method of directing the conservatory has been
criticised widely by Metin And who was writing extensively on Turkish ballet’s administrative problems as well
as artistic aspects during that time.
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According to the interviews collected from the first generation of dance students in
Turkey, one perceives that very few of them had entered the conservatory as a family choice.
Dame Ninette de Valois’ British assistants visited schools and selected students. Therefore,
many of the first ballet students were chosen by these teachers. Some of the students joined
the school merely by coincidence. They came to the primary school to register for their
standard education where the ballet teachers chose them from among the new registerers.
After the selection, they contacted the students’ families and asked for their permission to
enroll their children in the conservatory.

These teachers who had been sent by Dame Ninette de Valois recruited the first ballet

students of Turkish Republic.'**

Yildiz Alpar witnessed the time when Dame Ninette de
Valois first came to Istanbul to establish the school. Madame Arzumanova had met her and
handed over some of her own students like Tenastip Onat, Hiisnii Sunal, and Kaya ilhan.'*
After two years of education in Istanbul, the ballet school moved to Ankara along
with some of the students and became a boarding school. In Ankara also, the teachers
continued to visit schools to select new children with suitable bodies for ballet. Suna Ugur
recalled that Beatrice Appleyard (Fenmen) with other teachers had come to her Bahgelievler
primary school and selected her with other students. At first, this group attended the
conservatory as part-time students.'*°
After a certain time period, teachers decided to ask some of these students to enroll as

full time students. This attitude indicates that in the beginning, there was a trial period for the

students not to be cut-off directly from their normal education. After the trial period, teachers

124 Amongst them were Hiisnii Sunal, Giiloya Giirelli Aruoba, Meral Oge, Giizide Kalin Noyan, Ayla Unal.
Some older ones, although they have never been official students of the school due to their age, the students of
Lydia Krassa Arzumanova; Tenasiip Onat and Kaya Ilhan were included in the group and have been educated
together with them.

123 Interview with Yildiz Alpar. 12/11/2006, istanbul

12 Interview with Suna Ugur. 01/11/2007, istanbul
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made the final decisions and then the consent of the families followed. Even though the
school had established the entrance exam, there were not enough applicants. The entrance
exams were held both in Istanbul and in Ankara. There is an interesting incident that Meri¢
Stimen recalled about the exams. She had applied to take the entrance exam in Ankara.
While she waited for her name to be called out, Kaya ilhan announced that the students of
Madame Marga could not take the exam. We don’t have detailed information on Madame
Marga, but through the memories of Sebnem Aksan and Meri¢ Siimen Kanan, we know that
she was another emigrant from the Eastern communist bloc countries and she had established
a private dance school in Kizilay, Ankara at the end of 1940s.

Madame Marga had a different approach to dance, she mixed gymnastics with
classical ballet. It seems that British teachers of the conservatory did not approve of her
teaching style and her students were thus not accepted to the conservatory.

I remember Madame Marga’s students, probably because of my jealousy. It

was a very expensive school in Kizilay, Ankara. She offered private

lessons then. How could I go? We didn’t have enough money. Anyway, I

was waiting for the exam outside. The door was opened and Kaya Ilhan,

she was the one who took me to the exam, announced that they ‘were not

accepting students of Madame Marga’. Everyone was shocked and they

looked at each other. I couldn’t understand, either. Of course, it was a

totally wrong education, it was gymnastics and Beatrice Appleyard believed

that it was impossible to teach classical ballet to those who have been

trained by gymnastics. So, she didn’t want those children to enter,

believing that they would be unhappy. She wanted bodies with no training,
raw bodies. %’

Very few students applied directly to take the entrance exam of the conservatory. In
this matter, the social environment was quite effective as families influenced each other for

their children’s educational career.  Furthermore, an acquintance who had artistic

127 Interview with Meri¢ Siimen Kanan, 07/11/2007, Datca. - Madame Marga nin talebelerini hatirliyorum, o
da kiskang¢hgimdan herhalde. Cok pahali bir okuldu, Ankara’da Kizilay'da bir demirlerden sesi gelirdi, ben de
o sesi dinlerdim. Alt katta herhalde bir stiidyosu vardi. Madame Marga, ozel ders veriyormus, paramiz filan yok
o zaman, nasil gideriz? Neyse derken imtihandayiz, kapt agildi, Kaya abla. Kaya abla aldi beni imtihana.
Almadan evvel ‘Madame Marga’dan gelen talebeleri kabul etmiyoruz, bilgilerinize diye..kizlar boyle baktilar,
ben onlara bakiyorum, anlayamadim. Yanlis egitim, jimnastik egitimi oldugu icin tabii, Beatrice Appleyard, o
egitimin iizerine baleyi gegiremeyecegi icin ‘gelmesinler, ¢ocuklar iiziiliir’ diyor. O hi¢birsey bilmeyen viicutlar
istiyor, ham, diimdiiz.
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connections would be an influential component in families’ decisions to send their children
to ballet school. To give an example, Geyvan McMillen’s family friend Tenasiip Onat was
already involved with the ballet circles. Tenasiip Onat suggested to McMillen’s family that
she had a suitable body for ballet. The family was convinced to register her for the entrance
exam and she was admitted to the conservatory. She pointed out that when Meri¢ Siimen
and Binay Okurer who were both family friends decided to take the conservatory’s exam, she
also decided to follow suit.'"”® The twin sisters, Rezzan and Umran Urey’s mother decided
for her daughters to take the exam because Kaya Ilhan convinced her that this kind of
education was very suitable for these mischievous girls:

We started like this: there were no other kids in the family. We are twins

but very mischievous. Every girl prefers playing house but we used to play

‘tarzancilik’ on the trees. My mother thought that we needed a good

discipline.'*

Of course it was not a very educated decision, since they were only eight or nine
years old, but one can perceive that the influence of the social environment was important.

Hiisnii Sunal was already attending the ballet classes of Lydia Krassa Arzumanova
when the conservatory opened. Arzumanova insisted on his attending the school. Sait
S6kmen’s older brother and Eving Sunal’s father were opera singers and they were the ones
who supported their admission to the school. Tenaslip Onat’s father was a ballet lover who
always wanted her daughter to become a ballerina. Suna Eden Senel’s parents were art
lovers. Through her older brother who studied at Robert College at the time, they learned a

ballet conservatory was established. So, the parents decided to send Senel to the

conservatory. Ceyhun Ozsoy’s mother was painter Perihan Yetkin. After she had seen

128 Interview with Geyvan McMillen. 11/30/2006, istanbul - Meri¢ Siimen le ayni apartmanda otururduk. Binay
Okurer’de bizi ziyarete gelirdi. Onlar miiracaat edeceklerdi sinava. Onlarin da edecegini duyunca ben de
heveslendim ve o sekilde, yani sinava miiracaat edip girdim ve kazandim.

12 Interview with Rezzan Urey. 03/25/2007, Antalya.- Biz soyle basladik: Ailede hi¢ baska ¢ocuk yoktu. Biz de
tek yumurta ikiziyiz fakat ¢ok yaramaziz. Her ¢ocuk evcilik oynar kiz ¢ocugu, biz agaglarda Tarzancilik
oynardik ve annem demis ki “bunlarin iyi bir disipline girmesi lazim.
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Bolshoi Ballet Company in Istanbul at the end of the 1950s, she insisted that her son Ceyhun
take the conservatory exam. Jale Kazbek’s parents were folk dancers and toured extensively
in the country. They were friends with the artists at Ses Theater, Istanbul. Kaya Ilhan gave
ballet courses at the theater then and became friends with Kazbek’s mother. When she saw
Jale Kazbek, she wanted the family to apply for the conservatory exam. Deniz Olgay
Yamanus’ family and Binay Okurer’s uncle were friends of the composer Ilhan Usmanbas
and his wife. When Deniz Olgay Yamanus’ family contacted the Usmanbas family, they
supported the decision. Binay Okurer’s uncle, a well-known literature teacher, also asked
opinions of the Usmanbag family. These examples can be multiplied.

Amongst the few, the artistic field of dance was a deliberate choice, influenced by the
cultural atmosphere of the period. Meri¢ Siimen studied at a primary school in Ankara
where they had “national dance” classes as part of the curriculum. She attended these dance
classes and her teacher was very attentive to her talent. Therefore he contacted the parents
and convinced them to send Meri¢ Siimen to the conservatory in 1951. Her parents were
already very interested in arts. Her father’s family was educated in Musiki Muallim Mektebi
and played traditional musical instruments like the kanun, and the ud. They were interested
in the idea, but made a little research about the future of ballet before sending their daughter
to the conservatory.

My father at first was worried about my future. It was like throwing a stone

to a pit hole, nobody knew what ballet was. Therefore my father did a little

research on it and learned that the graduates of the conservatory would be

state officials by the article of 657, and that they would be dancers with

monthly salaries. Then, also because they were very open, they decided to
send me to the conservatory.'*’

B0 Interview with Meri¢ Siimen Kanan. 07/11/2007, Datca. - Babam demiski, ne olacak bu ¢ocugun istikbali?
Bir kuyuya tas atiyorsun o zamanlar, bilmiyorsun ki ne oldugunu, simdi herkes biliyor. Babam gidiyor
agreniyor, ‘hayw’ diyorlar, ‘657 devlet memuru kadrosuna aliyorlar, maash dans¢i yapiyorlar’. Tabii agik bir
aile oldugu icin de veriyorlar beni.
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Parents of Deniz Olgay Yamanus had decided to make their daughter a ballerina when
they had first watched the film Red Shoes:

My parents had watched that film, the Red Shoes; and when my mother got

pregnant, they decided that if they had a daughter, they would make her a

ballerina. Life was dictated for me before, a future prepeared for me

beforehand. After I was born, I was caressed as “my ballerina child”...I

knew I was going to be a ballerina'’’

They stood firm in their decision against the rejection of the other family members.
Not all the members of the society were in favor of dance. Some viewed dance in terms of
former societal presumptions. “Kdg¢ek” was a person in Ottoman society who danced in front
of an audience for mere entertainment. Some families perceived pursuing this new dance
form of ballet as becoming a “ké¢ek” dancer which had undeniably low social status in the
eyes of certain social groups. When they decided to send their child to the state conservatory
of ballet, the older relatives of Deniz Olgay Yamanus asked her parents if they wanted to
make her a “kdgek”? “When I was caressed as ‘my ballerina child’; all the relatives were
saying ‘are you crazy? Are you going to make your daughter a ‘kogek’ »132

Another memory related to the concept of “kdgek” came from Suna Eden Senel. She
took and passed the entrance exam of the conservatory. The conservatory was going to open
in November that year and the parents wanted her to attend the classes of her primary school
in Zonguldak from September to November to prevent her from being idle until the opening

of the conservatory. When she went to the school, her teacher did not let her enter the

classrom:

B! Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul - Annemle babam o filmi izlemis Kirmizi
Pabuglar’s ve de annem hamile kaliyor. “Eger kiz cocugumuz olursa balerin yapalim” diye karar aliniyor, yani
hayat bana onceden dikte edilmis bir sey; hazirlanmis bir gelecek, yani benimki ve de ben dogdugum zaman
“benim balerin kizim” diye sevilmeye basliyorum. Sonra [lhan Usmanbas ve Afitep Usmanbas. [lhan Usmanbas
kompozitor biliyorsun belki, Afitep Usmanbas’da operaci, onlar bizim ahbabimizdi. Onlara damsiyorlar ve
onlarin yonlendirmesiyle Konservatuar imtihanina giriyorum, yani ben balerin olacagimi biliyordum.

2 Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul - Benim “balerin kizim, balerin kizim” diye

sevildigim zaman, biitiin ailenin etrafindakiler; halalar, amcalar, dayilar filan “sen deli misin, kizini kogek mi
yapacaksin” diye ¢ok karsi ¢ikmuislar.
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My teacher was Melahat Ergenekon, I never forgot her name. I was very

proud and happy to continue my education in a ballet conservatory. I

entered the class, I was standing in front of the door. It was very painful,

she said to me that I was becoming a “kdcek”, therefore I did not have any

place in that classroom. It was as if she was accusing me. [ went out, crying.

It was quite painful for me(...) Maybe it was the reason why I chose

teaching later'>*

“Kégek” in their mind had a deteriorating status, a kind of person who would never have a
respectful role in the society.

From the interviews, one can also reach an understanding that most of the families
who wanted their children to attend the conservatory were somehow in a state of disarray.
Binay Okurer stayed with her grandmother and uncle. She never knew her mother until her
adulthood. Giines Berk was almost in the same situation. She stayed with her aunt in
Ankara. Rezzan and Umran Urey’s parents were divorced as well as Geyvan McMillen’s.
Deniz Olgay Yamanus’ father had passed away in an early age as well as Feridun Ulusoy’s.
Ulusoy’s mother looked for a boarding school and by coincidence, they found the
conservatory. Jale Kazbek’s parents were always on the road, touring, so they could not
provide a steady atmosphere for their daughter to continue her standard education.

Therefore, a boarding school specializing in arts education, and sponsored by the state was a

very attractive solution for their children’s education in those circumstances.
y

The Foundation and Early Achievements of Ankara State Ballet Company
The first graduates of Ankara State Conservatory of Ballet started dancing in the
opera productions in 1956-57 season. Because there was not yet a separate ballet company,

ballet pieces were performed in the theatre and opera structures. One can perceive from the

133 Interview with Suna Eden Senel. 07/10/2007, Bodrum. - Hocam Melahat Ergenekon, hi¢ unutmuyorum, isim
unuturum ama bu bayanin ismini hi¢ unutmadim. Ben, iste girdim, hem de ¢ok gururla, baleyi de kazanmisim,
smifima girdim, ayakta kaldim kapinin dniinde, ¢ok acidir, ¢ok ¢ok aci. Sen kégek olacakmissin dedi ama suglar
gibi, bu sinifta senin isin yok dedi. Ben aglayarak ¢iktim, ¢ok act bir seydi, o ¢ocuk yasta ben gururlanmigim,
hayllerim gercek oluyor, arkadaglarima anlatacagim...Act duydum, belki de hocaligi secmemin biiyiik nedeni
budur.

64



writings of Metin And that the situation became a great frustration for the dancers. Metin
And, in a series of articles in Kim magazine, dealt with the situation of Turkish ballet, giving
examples from other national ballet companies and strictly criticizing the lack of a national
ballet company in Turkey. He draw attention to the performances in the tenth anniversary of
the national ballet school given by its students and the visit of two very important dancers,
Margot Fonteyn and Michael Somes:

Until today, in Turkey, there has never been done any kind of work towards the

establishment of a national dance company(...) Even if you do not know the

small country of Denmark, you would have heard or seen their famous Royal

Ballet. Starting with Yugoslavia, all the Balkan countries have one or more

dance companies with which they present their national identities(...)Even a

land like Bali, which is hard to spot on the map does not have only one but two

world famous dance companies. When you think about all these examples, it is

impossible not to regret that we don’t have a national company with our
national style and spirit(...) The State Theatre General Director has not even

given our dancers the importance that he has given to a part of stage design or a

stage lamp(...)Even though the dancers may be very small in numbers, he has

not given any aid to the dancers to develop a separate identity from the opera'**

In the meantime, Dame Ninette constantly looked for ways to found a company.
Manuel de Falla’s El Amor Brujo had been staged as the first separate ballet piece inside the
opera structure in 1960, and then Dame Ninette de Valois sent her assistant Ailne Phillips to
stage Coppelia as a three-curtain ballet piece for the same season.

Metin And, in one of his articles, recounted his encounter with Ailne Phillips. He

first saw her in the performances of Royal Ballet Company in London in 1959. He

mentioned her expertise in ballet and her efforts in the establishment of the Royal Ballet

1 And, Metin.”Tiirk Balesine Dogru 1- Su¢ Kimin?” (Towards Turkish Ballet 1- Whose Blame Is 1t?), Kim,
06/05/1958 - Bugiine kadar Tiirkiye 'de heniiz bir milli dans toplulugu meydana getirmek yolunda hi¢bir ¢calisma
yapimamisti...Kiiciik Danimarkayt hi¢ tanimayanlar bile onun dillere destan Kraliyet Balelerini ya gormiis ya
da duymuglardir. Yugoslavya’dan baslayarak denebilir ki biitiin Balkan memleketlerinin milli stnirlarint asacak
giicte, ve milli benliklerini zorla her yerde kabul ettiren bir ve daha fazla dans topluluklar: vardir...Harita
tizerinde yerlerini kolayca gosteremeyecegimiz memleketlerden bir ufak bali adasimin biitiin diinyanin goniil
verdigi hem de bir degil iki 6nemli dans toplulugu vardir. Bunlar: diisiiniip de milli ¢izgilerimizi, ruhumuzu
tastyan bir milli toplulugumuzun olmamasina yerinmemek elden gelmiyor....Devlet Tiyatrosu Genel Miidiirii on
yildir emek ve sabirla yetismis dansgilarimizi bir dekor parcasi, sahne 15181 kadar 6nemsememis, onlart yalnizca
operaya bir destek olarak diigiinmiistiir... Genel Miidiir, Tiirk dans¢ilarimin sayica az da olsa operadan ayri bir
varlik gostermelerine yardim etmemigtir.
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Company with Dame Ninette de Valois. Dame Ninette wrote Metin And a letter that week,
saying that she would send Ailne Phillips and she would join her soon to organize the
Turkish State Ballet Company separate from the Opera Company. In his review published in
Ulus, Metin And stressed the fact that an important person like Ailne Phillips was coming to
found the state ballet company:

Miss Ailne Phillips like Dame Ninette de Valois is a fundamental member

of Royal Ballet(...)She has directed the ballet department in her father’s

opera company, Carl Rosa, until 1931 and then worked as a dancer, teacher,

director in the Royal Ballet Company; becoming an associate of Dame

Ninette(...) maybe from now on, our offended, unemployed dancers who

have lost confidence in themselves can start a new journey of artistic

endeavor' >

With these two performances, Manuel de Falla’s El Amor Brujo and especially with
Coppelia, Ankara State Ballet Company was artistically founded in the institution of Ankara
State Opera and Ballet. Ankara State Opera and Ballet was founded in 1949 with a special
law, and the operas have been performed regularly since then, but it is interesting to learn that
Ankara State Opera and Ballet General Directorship was actually founded officially under the
Ministry of Culture only in 1970."%°

When Coppelia was performed, it had a big press coverage. A journalist from the

conservative front, Ahmet Kabakli wrote in Terciiman newspaper: “The art of ballet that we

all admire when watching foreign companies has now fortunately arrived in Turkey and the

133 And, Metin. Ulus newspaper, 09/13/1960 - Miss Ailne Phillips de tipki Dame Ninette de Valois gibi Krallik
Balesi’nin temel diregidir...Kendisi 1931 yilina kadar babasinin Carl Rosa opera toplulugunda bale islerini
yonetmis, buradan sonra da Krallik balesinde dansgilik, 6gretmenlik, yoneticilik gibi gorevlerle onun biitiin
kaderine ortak olmustur...Krallik balesinin béylesine onemli bir sorumlusunu Dame Ninette de Valois
emekleyen Tiirk Balesinin ayaklarim yerden kaldirsin diye dokuz ayligina Tiirkiye've génderdi...Gegen hafta
Dame Ninette de Valois bu satirlarin yazarina génderdigi mektupta kendisinin de kasim ayinda Tiirkiye 'de
olacagimi, Miss Phillips ile birlikte Tiirk Bale Toplulugunu diizenleyip, kendi basina temsil verir duruma
sokacaklarint yaziyordu....Yillardan beri opera temsillerinde siginti gibi kullamilan; issizlikten giicsiizliikten
kendilerine ve sanatlarina giivenleri sarsilmis, kiiskiin dansgilarimiz bundan béyle belki zor, fakat sonu umut
dolu bir sanat yolculuguna ¢ikmis oluyorlar.

136 The Number of the law: 1309 Acceptance date: 07/14/1970- Published in the Legal Newspaper (Resmi
Gazete), 07/23/1970, no: 13557. Appendix no: 4
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young dancers of the Ankara State Ballet have performed in front of the Istanbul
audience.”"’

Metin And declared the relevancy of the choice of Coppelia compared to El Amor
Brujo as a ballet piece and stressed the successful direction of the company by Dame Ninette
de Valois. He also wrote an artistic critique for each and every dancer in the company for the
same production:

For many, the success of our young artists in Coppelia performance on the

28th of May 1961 in ‘Biiyiik Tiyatro’, seemed like a fairytale.(...) In a

country where there was no ballet tradition a three-curtain ballet piece could

win such an approval was simply due to the environment that Dame Ninette

de Valois has constructed with her own hands'*®

The same year, Todd Bolender, a renowned American choreographer came to Turkey
to stage two ballets with students from Ankara State Conservatory. Metin And wrote about
Todd Bolender in his two different articles. In the first one, he welcomed him as his
choreographies were Metin And’s favorites amongst the American choreographers. Metin
And’s second article on Bolender gave information about his choreographies that were in the
process of being staged in the conservatory. And mentioned Bolender’s great interest in
Turkish folk dancing and particularly learning it."*’
In fact, one can state that the artistic vision of Ankara State Ballet Company has been

carefully constructed by Dame Ninette de Valois (fig.4). She always invited foreign

choreographers and teachers according to their suitability to the young company. Therefore,

17 Kabakli, Ahmet. “Coppelia”, Terciiman newspaper, 02/02/1961- Batida goriip isittikce hayran oldugumuz,
‘bizde de olsa ne vardi’ diye yakindigimiz bu kat kat giizel sanati, Ankara Devlet Balesi'nin gen¢ dans¢ilart
basarmuis ve 16 nisan gecesi, Istanbul seyircisine sunmus bulunuyorlar.

8 And, Metin. “Coppelia”, Ulus newspaper, 02/02/1961- 28 Mayis 1961 gecesi Biiyiik Tiyatro’'da gen¢
sanat¢ilarimizin verdigi kesiksiz Coppelia temsilinde ulastiklar: basart bir¢oklarina masal gibi inanilmaz
goziiktii. Oysa bu gergegin ta kendisiydi ve bu gergege varmak igin ilerisini géren bir yaratict kadinin istem
giicii, biikiilmez inanci, geng Tiirk sanat¢ilarinin yetenekleriyle birlesmis; bilgi, emek, diizen bagi elele vermis,
bu inanilmaz sonuca ulasmist...Ug perdelik bir balenin hi¢ bale sanati yasantisi, gelenegi olmayan bir iilkede
cabucak tutup, yerlesivermis olusunda Dame Ninette de Valois elinden ¢ikan diizenin de biiyiik payt var.

139 And, Metin. “Todd Bolender”, Ulus newspaper, 04/06/1961
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following Todd Bolender as a strong believer on national dance traditions which can grow
out of folk dance traditions, she invited Andrée Howard as a guest choreographer for the next
season. Howard was also interested in folk dances like Todd Bolender. Metin And provided
her with full support on the subject:

At first, I showed the pictures of our folk dances in my archive, made her

listen to the music. Then we watched them (...)Two of our young ballet

dancers know very well the folk dances, good enough to perform with the

original dancers of these regions. Andrée Howard took them as her

assistants and would go whereever there was a folk dance performance.'*’
Rezzan Urey was one these young dancers with her twin sister who happened to know the
folk dances very well. In our interview, she recalled the beginnings of their interest in folk
dances as such:

We had folk dance classes in the conservatory. We also have been going

and performing in the Presidential House (...) Because we were very fond

of folk dances, we dwelled into folk dance associations. 1 believe we

founded the federation in 1962 (The Federation of Folk Dances and Songs).

The aim of the federation was to collect all the scattered information, put

them in order, develop and diffuse them, as well as introducing new

authentic dances and songs. After the federation was founded, we

performed as an all-women group almost all the dances of Turkey except

few regions'*!

In her analysis on the institutionalization of folklore in Turkey, Arzu Oztiirkmen
informs us that from the beginning of the 1950s, there were two main developments in the

field of folklore studies. One was the continuation of the work realized in Halk Bilgisi

Dernegi (the Folk-lore Association) and the People’s Houses, the establishment of “national

140 And, Metin. “Bale isleri ve Milli Egitim Bakanligi” (Matters of Ballet and Ministery of Education), Ulus
newspaper, 07/25/1963.- Once arsivimdeki halk danslari resimlerini gosterdim ve miizikleri dinlettim. Sonra
birlikte seyrettik...Balemizden iki gen¢ dans¢t halk danslarin ¢ok iyi biliyorlard, hatta zaman zaman o yérenin
dansgilaryla beraber dans ediyorlardi. Andrée Howard onlart yardimct aldi. Nerede bir halk dans gosterisi
var, oraya seyretmeye gidiyordu.

! Interview with Rezzan Urey, 03/25/2007, Antalya.- Konservatuar’da bizim halk oyunlar: dersimiz vardi. Biz
késke de gider gosteri yapardik...Cok sevdigimiz icin derneklere daldik. Sonra Verda Giirgiin Bingel’i tanidik.
Biitiin - Evzurum oyunlarimi  ve tirkiilerini, ondan sonra orf ve adetlerinin hepsini Verda’'dan
ogrendim...Zannediyorum 1962°de Federasyonu kurduk (Halk Oyunlari ve Halk Tiirkiileri Federasyonu)...
Federasyonun amaci biitiin bu tek tek yapilan ¢alismalart bir ¢ati altinda toplamak, derlemek, gelistirmek,
yaymak ve yeni yeni mahalli, otantik danslar, tirkiileri iilkemize kazandirmak. Federasyon kurulduktan
sonrada biz ekip olarak, yani kadin ekibi olarak asagi yukari birka¢ bélgenin disinda hepsini oynadik... Surf
askimizdan, yani halk oyunlara olan, milli folklorumuza olan askumizdan.
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folklore types”. The other is the appearance of private institutionalization after the closure of
People’s Houses and their support for the practice of folk dances. Therefore, during the
1950s, the process of becoming associations and federations of folk dances took off fast.'**
Urey twins with their friends had also established one of the federations on folk
dances and songs in 1962. As classical ballet dancers, in the ballet company, they were
always interested in working on folk motives and helping foreign choreographers to find
ways to introduce these folk steps into classical dance. Andrée Howard was one of them.
Unfortunately, she had left the post when she just started working on an interesting ballet

3

piece using Turkish folk dances’ motives.'*® Instead she staged “Assembly Ball” for the

company. Metin And presented a review for the piece and stressed the importance of the
choreographer:

Andrée Howard has prepared Assembly Ball by herself in a long time
period. She knew how to adopt the piece for our young dancers. From our
middle aged unknown dancers to the greater ones, she has touched everyone
with her miraculous hand and it was as if they were all reborn'**

In the interview made for this thesis, And also talked about Howard with great respect and
admiration:

Andrée Howard is really a solid woman. She goes and wants to see the
costume department, finds the most expensive tulles, cuts them into pieces;
collects and creates something beautiful. For example in autumn, as she
walked she would collect the leaves and she would do something as well.
She was extremely creative, a poet. Later on she committed suicide in
Avignon. She was an extraordinary woman'*’

12 Oztiirkmen, Arzu. 1998, pp.193-194

'3 This issue will be presented again in Chapter IV when we will be focusing on the impacts of the British roots
of Turkish ballet on p. 121

144 And, Metin. “Gengler Balosu” (Assembly Ball), Ulus newspaper, 12/27/1962 - Andrée Howard Gengler
Balosunu (Assembly Ball) kendi eliyle uzun bir siire i¢inde hazirladi. Eserim anlamini, havasni, tislubunu kesip,
bicip geng dansc¢ilarimiza giydirmesini bildi. En iyilerden, iyi bilmedigimiz orta dans¢ilarimza kadar hepsinin
tistiinde tilsimly elini gezdirmis, hepsi yeniden dogmusg gibiydi.

15 Interview with Metin And, Ankara, 12/21/2006 - Andrée Howard ¢ok esasli bir kadin. Gidiyor, terzihaneyi
gormek istiyor, bakiyorlar en pahali tilleri dogruyor; béyle parcalar, biiyiik parcalar dékiiliiyor. Tutuyor,
pargalart topluyor, mesela yiiriirken sonbaharda yapraklar: da alirdr yerden, onlardan da bir sey yapard.
Béyle ¢ok yaratici bir kadn. Sair, sonra Avion’da intihar etti. Miithis bir kadind o.

69



As it was mentioned earlier, Dame Ninette de Valois devised the artistic policy of the
company and she selected the foreign choreographers and teachers to work with the company
for every season. Claude Newman, Nancy Hanley, Dudley Tomlinson, Richard Glasstone
were some of the choreographers invited to Turkey by Dame Ninette de Valois. Claude
Newman came after Howard left to take the post of artistic director of the Ballet Rome.
Nancy Hanley, a close friend of Dame Ninette de Valois, stayed in the company in 1963-64
seasons. Joy Newton came back to Turkey accompanied by Dudley Tomlinson who was to
become the Company’s new ballet master for the next season. Richard Glasstone was invited
by Dame Ninette de Valois to be the resident choreographer and principal teacher to the
company in 1965 and stayed for four years. He expressed his memories in Turkey in various
articles related to dance. The writer of this thesis also had the chance to meet him in one of
his visits and made an interview. His memories related to the artistic activities of the
company in 1965 and the 20" anniversary celebrations in 1967 were quite vivid.'*®

Dame Ninette de Valois’ belief in creating a national ballet based on national folk
dance motives, folk themes and original musical composition proved to be the case for the
ballet piece Fountainhead /| Cesmebasi created in 1965 (fig.5). It was a decisive moment for

the company related to its artistic policy.'*’

Richard Glasstone, a close witness of this
particular period in the ballet history of Turkey had mentioned the creation process of
Cesmebagst in his various writings. In one of them, he stated that by the example of
Cesmebagi, it was possible to demonstrate that an “indigenous” ballet could be created:

Set around the fountain found on every Turkish village square, and using

the music of Ferit Tiiziin’s Anatolian Suite, de Valois set out to demonstrate
how, using Turkish themes and music and drawing on the enormously rich

1 Richard Glasstone’s interview is presented in the last section of this thesis along with Metin And’s.

17 This ballet piece will be dealt in detail when analyzing the debates on national ballet, in Chapter IV.
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language of Turkish folk dance, a truly indigenous ballet could be created'*®
(fig.5a/ 5b)

Right after Cesmebas:, there were two important events. The first one was an
international representation of Turkish ballet in the International Music and Dance Festival in
Pakistan. The national as well as international press had good coverage of the event. In
Cumhuriyet newspaper, it was mentioned that Meri¢ Stimen and Engin Akaoglu would dance
a part from the first Turkish ballet piece Fountainhead /Cesmebasi in the festival in Karachi.
Four dancers danced in front of an elite audience where Pakistan’s President Eyiip Khan was
also present. “Until today, three beautiful Turkish ballerinas and a male dancer who have
been admired only by the foreigners who had come to Turkey participated for the first time in
an international festival as guest artists.”'*’

In the Morning News, the emphasis was given to Turkish dancers’ will to organize
international exchanges and their aim in teaching Turkish dance to Pakistani dancers. It has
been stated that: “The Turkish artists suggested frequent exchanges of cultural delegations
between Pakistan and Turkey. They also supported the idea of training Pakistani artists in the
Turkish music and dance idioms”"*’

In these reviews, one can detect the feeling that our dancers have grown to a stage
where they could offer their expertise to other nations who did not have a prior ballet

tradition in their national dance field. In the meantime, Turkish ballet celebrated its 20th

anniversary in 1967. Richard Glasstone staged Sylvia for this occasion. Ozdemir Nutku

¥ Glasstone, Richard. Spring, 1999

"4 “Meri¢ Siimen, Binay Berkan, Jale Akyiiz ve Engin Akaoglu Karaci’deki Festivale Katildilar” ( Merig
Stimen, Binay Berkan, Jale Akyiiz and Engin Akaoglu participated the festival in Karagi). Cumhuriyet,
08/14/1966- Bugiine kadar sadece Tiirkiye’ye gelen yabancilarin biiyiik hayranligini kazanan 3 giizel Tiirk
balerini ve bir bale dansorii, ilk defa sanatlarint gostermek iizere beynelmilel bir festivale, ozel davetli olarak
gitmiglerdir... Karachi’de, Pakistan Devlet Baskani Eyiip Han'in da hazir bulunacagi seckin bir topluluk
ontinde dans edeceklerdir.Festivalde ilk Tiirk bale eseri ‘Cesmebasi’ndan bir bolimii Meri¢ ile Engin
oynayacaklardr.

130 «Tyrkish Artists Laud Pakistani Dances: Leave For Home”, Morning News, 18.08.1966- Other newspapers
informed the event were Evening Star, 08/17/1966; Daily News, 08/15-16/1966
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observed that the ballet piece was rearranged by the choreographer for the Ankara Company
and it was an important event itself.”' Metin And underlined the importance of the
adaptation comparing it to other ballets that were being created for the company itself. For
example, Andrée Howard prepared the ballet piece called Mysterious Obstacles for the
company. Fountainhead / Cesmebasi and Senfonietta which Dame Ninette de Valois
choreographed on the Turkish musical compositions, along with Richard Glasstone’s
Hangerli Hanim, were some examples of the ballet pieces created particularly for Ankara
State Ballet Company alone. Nevertheless, it was the first time that a long ballet piece from
the world’s repertoire was adopted especially for a Turkish company and performed.'>

Omer Atilla Sav wrote about this performance stating that the success of this young
company belonged mostly to Dame Ninette de Valois and her endless efforts to build ballet in
Turkey. For the critic, the success originated from Dame Ninette de Valois’ extreme
attention and her great experience in the field. Moreover, she worked for Turkish ballet
without expecting any financial gain in return. After twenty years of its formation, Turkish
ballet could easily be compared with its counterparts in Western countries:

The night of January 25th 1967, the Biiyiik Tiyatro in Ankara has witnessed

an extraordinary art event (...) When it was founded in a studio in Yesilkoy

Istanbul, it was difficult to imagine that one of the greatest art forms would

one day develop so strongly and gain such an identity (...) Dame Ninette

who sees extremely well the great ability and quality of the dancers along

with our national faults progressed with consciousness and discipline to
develop our ballet at its present level'>

1 Nutku, Ozdemir. “Devlet Bale Toplulugunun Basarili bir Temsili: Sylvia” (A Successful Performance of
State Ballet Company: Sylvia), Cumhuriyet, 02/03/1967 — Ankara’da oynanan Sylvia 'min ilgi ¢ekici yonii, geng
ve basarili koreograf Richard Glasstone’'nun bu klasik eseri, Tiirk bale topluluguna gore, yeni bastan
diizenlemis olusudur. Bu da Sylvia’'nin dans diizeni yoniinden onemli bir olaydir.

132 And, Metin. “Sylvia”, Ulus newspaper, 01/29/1967- Ornegin kadin koreograf Andreé Howard birkag yil
once gelmis, Esrarengiz Engeller adli bir baleyi toplulugumuz igin hazwrlamisti...Bu arada Dame Ninette de
Valoi’'min bizim toplulugumuz icin Tiirk bestecilerin miizigi iizerine hazirladigi Cesmebast ile Senfonietta;
ayrica Richard Glasstone 'un hazirladigi yine Tiirk miizigi iizerine Hangerli Hanim balelerini sayabiliriz. Fakat
diinya bale dagarciginin uzun bir balesinin toplulugumuz iizerinde hazirlanip, oynanmasti ilk kez olmaktadir.

153 Sav, Atila Omer. “Tiirk Balesi 20 Yasinda” (Turkish Ballet is Twenty Years Old), Millivet newspaper,
01/28/1967- 25 ocak 1967 gecesi, Ankara’daki Biiyiik Tiyatro salonu gercekten olaganiistii bir sanat olaymna
tanik oldu. Bugiin bati iilkelerindeki benzerleriyle rahatca kiyasladigimiz balemizin kurulusundan bu yana yirmi
yil ge¢mis. 1947 yilinda, Istanbul’da Yesilkoyde bir stiidyoda kurulurken, sahne sanatlarimn en giiciiniin
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During the first performance of Sy/via, Dame Ninette de Valois had been presented
with an honorary award for her twenty years of contribution to the Turkish Ballet. Metin
And in one of his articles, gave an overview of these twenty years and stressed the
importance of Dame Ninette de Valois. He again pointed out that she did not gain anything
except emotional satisfaction. Her years of effort and commitment to Turkey proved very
fruitful. Along with her disciplined approach, her artistic vision was also praised:

During these twenty years, she has done everything in a planned,

programmed way. First, she has seen to the training of the dancers, then the

first performances by choosing from various styles and periods of ballets,

she has managed to raise an audience as well. Along the way, believing

that Turkish ballet should be directed by the Turks, she has made efforts for

their education. As a matter of fact, she has been supportive in finding

scholarships for our dancers for becoming ballet mistresses, choreologists,

and repetitors.'™

Ballet performances during the 1960s and the 1970s also opened a platform where
high rank state officials came together. This platform proved indeed to be another kind of
stage for political performances. We observe that the performance of Sylvia was attended by
the President and the Prime Minister of the time, Cevdet Sunay and Siileyman Demirel
respectively. This was an important sign of the value given to this new art form in those

155

times. ~"(fig.6) The ballet programs artistically did not carry significant information on the

yurdumuzda giiniin birinde bu denli gelisip, gii¢lii bir varlik kazanacagini kestirmek giictii. Ancak tesebbiisiin
basina gercekten bu alanda yeterli bir otoritenin getirilmesi; onun bu siire i¢inde ilgisini bu filizlenen varliktan
esirgememesi, bu mucizenin yaratilmasimin baslica nedenidir...Dame Ninette, Tiirk genglerinin bu alandaki
yeteneklerine inanmis; bu inang ve sevgiyle hi¢hir maddi karsilik beklemeden sanatimiza yardima gelmistir.
Sanatgilarimizin tistiin kabiliyetleri ve meziyetleri yaminda milli kusurlarimizi da ¢ok iyi géren Dame Ninette,
bilingli ve programh bir gelisimle balemizin bugiinkii seviyesine ulagmasini saglamistir.

1% And, Metin. “Dame Ninette de Valois”, Ulus newspaper, 01/25/1967 - Dame Ninette de Valois yirmi yildir
hi¢ bir karsilik beklemeden ve almadan balemizi bugiin gogsiimiizii kabartacak duruma getirmistir. Biitiin bu
yirmi ylik ¢alismalarimin nedeni bu iilkeye baghligi ve Tiirk genglerinin sanat yetenegine biiyiik inancidir.
Yirmi yil siiresince herseyi planli olarak yapmistir. Once ilk danscilarin egitimi ile ilgilenmis, ilk temsillerin
verilmesi, Tiirk seyircinin yetigsmesi icin bale dagarcigindan her ¢ag ve iislupta balelerin tasarlanmasini
saglamig; bu arada yarmin Tiirk balesini yine Tiirklerin yonetmesi gerektigine inandigi icin bunlarin egitimini
de ¢aba harcamistir. Nitekim bale egitmenligi, bale yaziciligi ve bale repetitérliigii icin bazi dans¢ilarimiza
burslar saglamig, onlarm bu alanda yetismesi i¢in destek olmustur.

135 Photos appeared in Cumhuriyet newspaper, 01/27/1967; and in Aksam newspaper, 01/29/1967
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political history of Turkish cultural life, yet the course of events related to ballet
performances revealed a certain political climate. To give an example, one can state the
article of Giil Peri in Aksam newspaper.'”® The writer had given the premier of the ballet
piece “Pagodalar Prensi” as an example. It was the time when tense discussions on Cyprus
took place among the politicians, yet the premier proved that the impact of art was able to
change the atmosphere. After two flourishing decades, towards the end of the 1970s, Turkish
ballet seemed to decline. Despite the unstable political conditions, the “cultural honorary
award” given to Dame Ninette de Valois showed the intent to improve ballet within the
Turkish cultural life.

When Alfred Rodrigues’ three different ballets, namely Glazunov Suite, Orpheus and
Judith were staged by the company, Metin And found the program very successful. The
importance of ballet Judith was that the role of Judith was created by Alfred Rodrigues for
the dancer Meri¢ Siimen and musical composition was undertaken by a Turkish composer,
Cetin Isikozli.””  For the first time, a role created for a Turkish dancer by a foreign
choreographer had a significant impact on our ballet circles.

The Ankara State Ballet Company’s first tour abroad together was in Bulgaria (fig.7).
Their second important tour abroad was in North Africa (fig.8). They had good reviews and
the dance circles of Turkey were happy about these first international representations of the
Turkish ballet. Despite the fact that ballet as an art form was given a respectable place in
societal life, the material conditions of the practice were still not at a desirable level. When
the ballet Nutcracker was performed, Metin And indicated that the ballet’s imperfections

resulting from the disputes between the opera structure and the ballet company was obvious.

13 part of this article will be cited in p. 95 while we analyze the role of Turkish bureaucrats in dance circles.
Peri, Giil. “Kibris Goriismeleri yapilirken Politika ve Bale Kolkolaydi” (While the Cyprus Negotiations were
Taking Place, the Politics and Ballet were hand in hand), Aksam newspaper, 12/03/1967

7 And, Metin. “Uc Yeni Bale” (Three New Ballets), Ulus newspaper, 06/03/1970 — Gecenin en énemli yani ise
ilk oynamisi Tiirkiye 'de yapimis olan Judith balesidir. Balenin bizim icin iki ilgin¢ yonii var. Once koreograf
balesini geng bir Tiirk bestecisinin, Cetin Isikozlii 'niin miizigi iizerine yaratmistir. Sonra da Judith rolii degerli
balecimiz Meri¢ Giiventiirk i¢in yaratilmistir.
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There were internal conflicts between different structures. At one occasion, the stage design
was completely changed after the approval of Dame Ninette de Valois. The members of the
orchestra were sent to another event while they had to be present during the general rehearsal
of the ballet.

Despite all the deficiencies, Sait Sokmen’s first choreography Cark had marked a very
significant moment for the State Ballet Company in 1968. In his dance, Turkish creativity
had presented itself for the first time and proved its maturity in spite of the fact that the
company was very young.

During the Istanbul Festival two years after the military intervention of 1971, the
State Ballet Company presented four ballets, Cesmebast, Judith, Cogul and Pembe Kadin."®
Cogul was choreographed by Duygu Aykal and Pembe Kadin by Oytun Turfanda. Cengiz
Tang¢ composed the music for Cogul/ and Necil Kazim Akses’s music was used for Pembe
Kadin.  After twenty years of its foundation, the Turkish ballet had started to have
choreographers of its own. Engin Karadeniz wrote about Pembe Kadin, stating it was the
first time both the composer and the choreographer were Turkish for a ballet piece. When the
critic made an interview with the composer Necil Kazim Akses, Akses had stated that ‘the
ballad’ was an emotional piece of music that suited a drama like Pembe Kadin very well:

In the opening of Oytun Turfanda’s ‘Pembe Kadin’, Akses introduced the

idea of using the instruments of ‘timbale’ or ‘drums’ as a leitmotif in

various sections of the music. In this way, the introduction of the characters
and the events are made with the help of melodies as well as rhythms."*’

138 Ajans Tiirk, 08/01/1973

159 Karadeniz, Engin. “Akses, Turfanda ve Pembe Kadin” (Akses, Turfanda, and the Pink Woman), Cumhuriyet
newspaper, 02/27/1973 - Tiirk besleri adli saygin dbekten, Necil Kazim Akses ile Ankara Devlet
Konservatuvar’ndaki ¢alisma odasinda konustum. ‘Ballade’ igin Akses, ‘bir tahassiis miizigi’ deyimini kullandh.
Opyle ise boylesi bir duygulanma miizigi, ‘Pembe Kadin’ gibi bir drama uyabilirdi...Oytun Turfanda nin ‘Pembe
Kadin’in baslangicina tembal ya da davul ile ritm koyme diisiincesini gelistiren Akses, miizigin ¢esitli yerlerine
bu égeleri ‘leitmotiv’ olarak serpistiriyor. Boylece, kisinin, olaylarin tamitilmasina, melodi ve armonilerin yani
swra ritm ile yardimct oluyor.
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In fact, before Pembe Kadin, Sait Sokmen’s Kurban was choreographed on Ahmet
Adnan Saygun’s music, but at the last moment the composer did not allow his music to be used
in the performance and Sait S6kmen performed his piece in silence. In another article that
appeared in Cumhuriyet newspaper, the critic stated that “Ankara State Ballet’s most interesting
piece performed that autumn was Cogul.'® Tt had been mentioned that after Sait SSkmen’s
modern choreographies, this was the first modern ballet piece of the Ankara State Ballet
Company. The choreographer Duygu Aykal had the chance to get her education abroad in
Germany and in Britain, therefore, she was quite well-educated in terms of modern approaches.
In another article about Cogul in Cumhuriyet newspaper, Duygu Aykal expressed her intentions
about the choreography as follows: “When I was in the creative process, I tried to show that
individuals are not capable of accomplishing things by themselves, only with a unified awareness
those wishes can come true”.''

Probably, it was the second time after Sait S6kmen’s Cark that a choreographer intended
to show political awareness in an abstract way in Turkish ballet. In the aftermath of the military
intervention in 1971, the political atmosphere was filled with skepticism and uncertainty. Even
though the first elections were held in 1973 following two years of martial law, the political
unrest got worse. There were violent fights in the cities between left and right wing camps. The
educational institutions were not able to function properly. Naturaly, a high inflation rate was
the forerunner of the approaching economic crises. During such an atmosphere, the
choreographer Duygu Aykal underlined the theme of ‘unified awareness’ in order to reach
individual goals. The theme itself was a cry in the search of a unified world where all

polarizations and radical isolations were suspended and people were able to live in a peaceful

10 Cumhuriyet newspaper, 11/04/1973
181" Andak, Selmi. “Tiirk Balesi’nde Biiyiik Giin” (A Great Day in Turkish Ballet), Cumhuriyet newspaper,

07/03/1973 — Bu oyunu baleye uygularken, ézellikle insanlarin tek baslarina bir sey yapamayacaklarini, ancak
bilingli bir birlik saglanabilirse diledikleri amaca varabileceklerini anlatmak istedim.
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athmosphere. The Ankara State Ballet’s program included Swan Lake for the next season. It
was one of the few four-curtain performances of Swan Lake in the world. Miiserref Hekimoglu,
in one of her articles, placed Ankara State Ballet Company on the map of all national ballets and
acknowledged its success. She added the importance of art in the hectic political life of the
capital city: “In Swan Lake, I left the hums of parliment behind and rested. With such music and
beautiful dancers, I felt my brain rejuvenated. I always write the only way we can tolarate the
high tension of the capital is with artistic events such as these.”'*

The Swan Lake performance was an important turning point in the company’s
administrative history as well. Omer Atilla Sav wrote about Swan Lake in Milliyet,
mentioning that the first performances in 1966, 1967, 1968, and 1971 were staged by Dame
Ninette de Valois herself. The importance of 1974’s performance was that two Turkish
directors were in charge of the company. Also the choreologist of the company was a
Turkish artist, Suna Eden Senel and they were all students of Dame Ninette de Valois. The
piece had been given further importance by the success of new directors of the company
Hiisnii and Eving Sunal:

The contributions of Dame Ninette concerning the Turkish ballet are

unforgettable. This great artist is honorary serving this institution still. It is

important that Swan Lake, after being staged a few times under the
supervision of these great directors, has in its last staging given its directing

positions to dancers that have been raised by her. Above all, this

performance can easily be compared by the previous ones'®

Being a national ballet company involved some other national issues as well. The

Turkish male ballet dancers had to fulfill their obligatory military service like all other

102 Hekimoglu, Miiserref. Yeni Halk¢r newspaper, 11/19/1974- Kugu Golii’'nde parlamentonun ugultularin
geride biraktim ve ¢ok dinlendim. Caykovski’nin miizigiyle, giizel danslarla beynimin yikandigini hissettim
neredeyse. Her zaman yazarim, baskentin yiiksek tansiyonuna ancak bu sanat olaylariyla dayanabiliyoruz.

19 Sav, Omer Atilla. “Kugu Goli” (Swan Lake), Millliyet newspaper, 11/01/1974 - Bu gésterinin ozelligi, bu
kez yoneticilik gorevierini de iki Tiirk dans¢imin yapmasi: Eving Sunal ile Hiisnii Sunal...Tiirk balesinin
kurulusunda Dame Ninette’in biiyiik katkilari unutulamaz. Hala da bu biiyiik sanat¢i onursal olarak bale
kurumumuza hizmet etmektedir. Kugu Golii bu degerli yetistirici — yoneticinin gézetiminde birkag kez
sahnelendikten sonra bu son oynamsinda yoneticilik gorevini de kendi yetistirdigi iki gen¢ sanat¢iya birakmasi
onemli goziikiiyor. Ustelik bu gésteri oncekilerle rahatca karsilastirilabiliyor.

77



Turkish male citizens of the country. We gather from the newspapers that the 1974 season’s
delay was due to Oytun Turfanda’s military duty, and in an article, the question had remained
unanswered when it was asked: “weren’t there any other male dancers to dance the role?”.'®*
1974 was also a year where RPP (CHP) government and the Prime Minister Biilent Ecevit
faced an international crisis in Cyprus. Although they were serving in the army, neither
Oytun Turfanda nor any other male dancers were dispatched for the Cyprus Campaign in
July, 1974.

The Ankara Company staged La Fille Mal Gardeé/ Simarik Kiz the following season,
for the second time. The piece was choreographed by Frederic Ashton and its adaptation was
done by Hiisnii and Eving Sunal. The choreologist was once again Suna Eden Senel'®. In
that program, besides La Fille Mal Gardeé/ Simarik Kiz, the company performed Pembe
Kadin, Yoz Déngii and Giizelleme, all choreographed by Oytun Turfanda'®. Journalist Selma
Berk, who wrote about the Ankara State Ballet Company’s performance in Istanbul,
expressed her frustration that the program was not placed in Istanbul Festival. Instead, a
Brazilian Tropical Dance Group had taken the stage. The critic was deeply sorry for not
being able to see the three major works especially reflecting Turkish music and folklore with

its own decor and costumes. Selma Berk wished that these works had been performed in

Istanbul and therefore reached a greater audience.'® From this review, we understand that

1% Ankara newspaper 09/18/1974

15 Olay newspaper, 02/14/1975
1% There will be further discussion on these ballet pieces related to national art forms in Chapter I'V.

17 Berk, Selma. Son Havadis newspaper, 06/09/1975 — Festivalin tek bale gésterisinin bu yil Agikhava
Tiyatrosunda Brasil Tropical Dans toplulugunca yapilacagini hem sevinerek ve hem de iiziilerek ogrendik.
Uziildiik ¢iinkii Ankara Devlet Opera ve Balesi’nin bu sezon sonu evvela Ankara’da ve sonra sehrimizde yapmis
olduklari; bilhassa Tiirk miizik ve folkloriinii kendi dekor ve kostiimleriyle yansitan cidden ii¢ biiyiik ve degerli
eserin de, festival nedeniyle Istanbul’a gelmelerini ve bu vesileyle daha genis bir izleyici kitlesine
tamitilmalarini kalpten arzu ederdik.
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these three important pieces of the time could not be placed in Istanbul Festival’s program. It
seemed like an administrative and artistic failure on the part of Istanbul Festival.

The Ankara State Ballet Company witnessed the first censorship coming from the
government in 1976. As we have stated earlier, the period between 1973 and 1980 was
characterized by a civic turmoil in political and social spheres. The RPP (CHP) and JP (AP)
governments constantly shifted places in power and opposition. Short term governments
with coalitions were not helpful in bringing back the political stability to the country.
Stileyman Demirel and National Front coalition/ Milliyet¢i Cephe (MC) were in power during
1976 when Olusum, choreographed by Duygu Aykal, was found inappropriate due to its
Darwinian implications and was canceled.

Following the cancellation, interestingly, Oytun Turfanda’s next choreography,
Hiirrem Sultan focused on the Kanuni Sultan Siileyman period of the Ottoman Empire. In
the press releases of the program, we came across a statement of this kind: “For the first time
using the historical story of Siileyman the Magnificent and his wife Roxanne, using Ottoman
costumes in the choreography has attracted great attention from the audience and was very
successful”.'®®

Dame Ninette de Valois mentioned earlier that new classical Turkish ballet was in
need of its own choreographers. Hiirrem Sultan was dedicated to Dame Ninette de Valois by
its choreographer Oytun Turfanda. Haldun Dormen mentioned the hectic preparation period,

particularly stressing the efforts of Eving and Hiisnii Sunal, the directors of State Ballet

Company of the time.'” In his later article, he praised the piece stressing that the

18 Alev Yamag, Chief of Public Relations in Ankara State Opera and Ballet, from Oytun Turfanda’s archive
presented in the private collection of Deniz Olgay Yamanus.

1 Dormen, Haldun. “Cesitleme- Hiirrem ve Oytun Turfanda” (Variation- Hiirrem and Oytun Turfanda),
Milliyet newspaper, 12/19/1976
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choreographer would be an important name for the world ballet in near future.'”’ Vedat
Nedim Tor, who was the Cultural and Arts Consultant of Yap1 Kredi Bank also wrote a
congratulations letter to the composer, Ferit Tiiziin, while the Ministry of Education Ali Naili
Erdem presented his best wishes to him, indicating that the ballet piece defined new horizons
in Turkish ballet (fig.9)

Despite all the discussions on its success, the piece presented Turkey abroad in one
occasion: on the 10th of March 1977, Hiirrem Sultan was performed in the Bessmertnova

Festival during the “Les Saisons de la Danse” event.'”’

Turfanda received many letters of
congratulations, but one of them was particularly important since it came from Dame Ninette
de Valois herself. Dame Ninette de Valois regretted that she was not able to attend the
premier of Hiirrem Sultan due to her duty to be present at the 21st celebration of Benesh

Notation in London.'”

(fig.10) Oytun Turfanda replied her letter, thanking her for the
encouraging expressions and informed that he was working on Rake’s Progress, one of
Madame’s earlier choreographies. It is worth stating that he also wrote about his wishes to
visit Bejart’s company and asked advice from Dame Ninette de Valois. She was away from
Turkish ballet, yet still receiving demands from Turkish choreographers. (fig.11) Another
friend of Turfanda’s from Royal Opera House, Peter Brownlee also expressed his hopes for
great success and stressed that Turfanda’s dedication of the piece to Dame Ninette de Valois
would have been a thrilling feeling for her in particular.

Towards the end of the 1970s, there was a negative turmoil of feelings. Romeo and

Juliet choreographed by Alfred Rodriques, was repeated in Ankara. General frustration was

in the air as the difficult physical conditions of the State Ballet Company had been expressed

7" Dormen, Haldun. “ilk Uzun Tiirk Balesi” (The First Long Turkish Ballet), Milliyet newspaper, 02/06/1977
"' From Oytun Turfanda’s personal archive presented in the private collection of Deniz Olgay Yamanus.

172 Letter dated as 02/02/1977. From the private collection of Deniz Olgay Yamanus. (fig.10)
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in various media. Despite deteriorating conditions, Haldun Dormen, in his article, stressed
the success of the prima ballerina of Juliet, the performance of Meri¢ Stimen. He stated that
she had been the prima ballerina of the Ankara State Ballet Company for the last ten years.'”
Also Tenasiip Onat, the first prima ballerina of Turkish ballet joined the production as a guest
artist and interpreted the role of Lady Capulet with an enormous charm according to some
critics. Osman Sengezer was found very successful in costume and stage designs;
furthermore, the direction of the company was handled professionally by Eving Sunal. This
was a relief in terms of all the negativities concerning the actual physical conditions of the
State Ballet (fig.12).

When the famous seventy year old Russian choreographer Sulamif Messerer visited
the Ankara State Ballet Company to stage La Bayadere, it was mentioned that she fell in love
with Turkish ballet and she has expressed her feelings of astonishment. She was surprised to
witness such a successful yet very young company compared to Russian ballet which was
200 years old.'™

Tenasiip Onat, actually the oldest witness of the first years of Ankara State Ballet
Company, had been actively involved in the direction of the company with Dame Ninnette de

"> In fact she, with Giiloya Aruoba, along with Hiisnii Sunal, also the first principal

Valois.
male dancer of the company, and his wife, ballerina Eving Sunal were the first Turkish

directors of the State Ballet Company after Dame Ninette de Valois’ artistic direction has

ended.

' Dormen, Haldun. “Siimen ve Jiilyet” (Stimen and Julliet), Milliyet newspaper, 02/12/1978

174 «70 Yagindaki Koreograf Tiirk Balesine Hayran” (The Seventy Years Old Choreographer is an Admirer of
Turkish Ballet), Hiirriyet newspaper, 02/19/1978

175 Tenasiip Onat and Sait Sokmen with Alev Can Oncel, an outsider of ballet and husband of Tenasiip Onat,

had founded “Kugu Bale” school in Ankara, the school continued teaching ballet for 18 years and became an
alternative school to state conservatory during its time.
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Dame Ninette de Valois was not present all the time in Ankara. Tenasiip Onat, in her
interview, mentioned that she had received a letter from Dame Ninette, saying that she should
prepare herself to direct the company.'’® Also Dame Ninette appointed Sait S6kmen as the
principal director of the company in 1969. He had stayed in the post for almost one year.
They were in administration when Dame Ninette was away. Yet, they never acquired an
autonomous power. Although Dame Ninette motivated Turkish dancers to become directors
of the company, until her separation from the company, in the middle of the 1970s, none of
the Turkish directors were really active in this post. After Dame Ninette’s active
involvement ended, Evin¢g and Hiisnii Sunal became directors. Hiisnii and Eving Sunal

continued to be the directors of the company for many years.

Founders, Bureaucrats, and Pioneers: Influential Actors of Early Turkish Ballet

The nature of the relation of ballet to Turkish society can be traced back by focusing
on different actors. The primary actors can be cited as the British teachers and
choreographers, the Turkish bureaucrats, the Turkish dancers, choreographers and teachers
and the Turkish critics of ballet.

The actual founders of Turkish ballet who went through extreme physical efforts
during the establishment of schools were the British teachers and choreographers. Among
them were Dame Ninette de Valois, who was also the founder of the Royal Ballet in Britain.
Then, there were Turkish bureaucrats who were interested in Western forms of dance,
believing that it would be appropriate for the young Republic’s ideological visibility. As the
representatives of the Kemalist society, bureaucrats were the messengers of the new nation-

state’s cultural ideology committed to establishing strong links with the Western culture.

176 Interview with Tenasiip Onat, 12/22/2006, Ankara
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Actually, there is a vast discussion in Turkish social science literature related to the
process of nation-building and constructing a new national identity and the role of culture in
this endeavour. Serif Mardin argued: “The Republic took over educational institutions and
cultural practices from the West without realizing that these were just the tip of an iceberg of
meanings, perceptions, and ontological positions”.'”” Surely, these meanings, perceptions
and ontological positions were constantly negotiated in the process of cultural practices, more
specifacly in the field of ballet as one witnesses while doing research on the first thirty years.

Deniz Kandiyoti and Ayse Saktanber discussed that the cultural policies of early
Republicanism had underscored the Western orientation of the ruling elite.'”  State-
controlled radio broadcasting preferred only Western classical music along with stylised
versions of folk tunes. The ‘Oriental Music Department’ (Sark Musikisi Subesi) of Dar-iil
Elhan was closed in the end of 1920s.'” The discussion on what is national included the
banishment of things perceived as non-Western.

One of the main fields that contains the basic arguments in this respect was
architecture. Sibel Bozdogan provides information on modern architecture in Turkey,
expressing the architectural culture of the early Republic is a “vast exertion of reconciliation

1 180

between the modern and the nationa Caglar Keyder argues that “the silence of the

masses also permitted the construction of an imaginary ‘popular’ by the elite”, more precisely

1

by the Kemalist ruling circles.'®! This ‘imaginary popular’ found its place mostly in the

177 Mardin, Serif. “Projects as Methodology”, Ed. by Bozdogan, Sibel/Kasaba, Resat; Rethinking Modernity
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cultural life of the new society with its new art institutions including music, theater, dance
and visual arts.

The field of dance in Turkey, before the end of the 1940s, consisted of mostly
traditional styles of folk dances and ritualistic practices belonging to the religious domain,
except for very few Western style dance performances among the social dances staged in
urban settings like the Republic Balls. As Arzu Oztiirkmen stated, women’s participation in
public performances had been one of the main issues in terms of public displays of dance.
For folk dancing, institutions like the People’s Houses, or the state television (TRT)
encouraged women’s participation whereas informal entertainment settings such as the
‘pavyon’ or ‘gazino’ were perceived as male spaces and dancing of women in such spaces
was not considered appropriate.'® Oztiirkmen provides another insight with her studies in
the field of folklore, she states that:

Given the dancers’ perception of folk dance movements, the canonised

repertoire in urban Turkey has become increasingly uniform, until it

generated a totally new cultural form, ‘folklor oynama’, which could not

have come into existence in any cultural milieu other than that of the

nation-state.'™

Turkish state-sponsored ballet was born into the above mentioned dance debates. Its
practice, however, took place during the transition to a multi-party political system. A
political scientist, Hakan Yi1lmaz commented on the transition from a single to a multi-party
regime in Turkey as follows:

First, the postwar regime change was a reform from above led by the state;

second, the state undertook democratic reform in response to the

international context; and third, the final outcome of the democratic
transition was a reallocation of political power among the state actors.'**

182 Oztiirkmen, Arzu. 2007
183 Oztiirkmen, Arzu. “I Dance Folklore”, ed. by Kandiyoti, Deniz/ Saktanber, Ayse. 2002, p.142
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Therefore, as the second phase of Republican nation-state, ballet institutions were
situated in a more complex social context with the democratic reforms followed by a
reallocation of political power. During the process, they have experienced three military
interventions, were totally sponsored by the state and employed British staff in the beginning.
As time went by, the Turkish dancers and teachers who were raised from the first institutions

became important actors in the development of Turkish dance.

The Founders of the Infrastructure of Turkish Ballet: British Teachers and

Choreographers

In the process of the foundation of the Turkish ballet, the role of British teachers have
been fundamental. Amongst them, Dame Ninette de Valois was the most important figure.
She was the founder of Royal Ballet, formerly known as Sadler’s Wells Ballet in Britain.
She was born as Edris Stannus and had an Irish origin. As a dancer, choreographer and
teacher of ballet; she had started dancing before the First World War in a children’s troupe
called The Wonder Children."” They toured all over England until 1914. In the early years
of the 1920s, she had moved to Diaghilev’s ballet company called Ballet-Russe. Her real
ballet training had thus started in this important ballet company. Dame Ninette had been a
student of some of the most prominent ballet teachers of the period like Edouard Espinosa,
Enrico Cecchetti, Nicholas Legat, Madame Nijinska and Olga Preobrajenska. She was in the
famous ballet company, Diagiliev’s Ballet-Russes from 1923 to 1925. Apart from dancing
she also learned about company management, choreography and from her studies with
Cecchetti and Legat, the classic academic dance. In 1926, Dame Ninette opened her own

186
1.

schoo In 1931, with the renewal of the theatre space, Sadler’s Wells Theatre, she moved

'8 De Valois, Dame Ninette. Step by Step, London: A Howard &Wyndham Company, 1977
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her own private ballet school into the theatre. Sadler’s Well Ballet, later to be called Royal
Ballet, was conceived there. In 1946, Dame Ninette de Valois opened the Royal Opera
House. There Sadler’s Wells Ballet was renamed as Royal Ballet and it also included the
Royal Ballet School. Dame Ninette de Valois was the founder of the most prominent ballet
institution in England.

When the Turkish authorities contacted her about founding a state ballet school in
Turkey, Dame Ninette accepted the offer without a second thought. According to Zoe
Anderson, a British dance critic regularly writing for the newspaper The Independent, De
Valois knew very well that British ballet was a descendant of European and Russian ballet.
In Anderson’s words: “When the chance came for British ballet to create its own
descendants, she jumped at it, working abroad or sending her dancers out to found other
companies.”"®’

The Royal Ballet is the oldest of Dame Ninette de Valois’ companies, founded in
1931. At the same time, she set up a second company for the theatre they left behind.
Anderson informed that the Sadler’s Wells Theatre Ballet became the touring branch of the
Royal Ballet, and in the end achieved complete independence as Birmingham Royal Ballet.

We learn from the article of Zoe Anderson and from the interview with Richard
Glasstone, a long time colleague of de Valois, that also Australian and Canadian dancers
seeking a ballet career turned to Britain and Dame Ninette de Valois’ companies. When
Canadian and Australian companies were planned, de Valois’ organization was an obvious
model and the first source of advice. She had recommended Sadler’s Wells dancer Celia
Franca to Canada. There, her new National Ballet of Canada gave its first performance in
Toronto in 1951, succeeded then by a school which was established in 1959. In Australia, a

former Pavlova dancer, Edouard Borovansky had founded a ballet school and a company.

187" Anderson, Zoe “Madam’s Missionaries”, About the House- The Magazine of the Royal Opera House-,
London: Origin Publishing, Feb. 2006, p.29
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When he died suddenly in 1959, the Australian Arts Council asked de Valois to recommend a
successor. She suggested Peggy van Praagh who then followed the Royal Ballet model,
setting up a school for the company. In fact, according to the same critic, Dame Ninette de
Valois was an empire-builder, but one who encouraged her companies to develop their own
traditions. In Dame Ninette’s own words: “We can claim, in the Turkish State Ballet, the
first national ballet in Europe to have its foundations laid in England. Both the Istanbul and
the Ankara schools have been staffed by English teachers from Royal Ballet and
elsewhere”.'™

Zoe Anderson explained de Valois’ approach in creating new ballet schools around
the world as follows:

Abroad and at home de Valois and her colleagues had the same goal, the

same system. There would be a school to support each company, and new

choreography. In each case she wanted to draw on the national style of the

country, on its folk dances, its own music and stories.'®

In 1948, she formed the nucleus of the future Turkish ballet. In his interview Richard
Glasstone stated that: “she was totaly devoted to Turkish ballet. Many Royal Ballet dancers
were terrified of her, but her Turkish company would laugh and joke with her.”'*

When the Shah of Iran visited Turkey and attended a gala performance given by the
Turkish Ballet in his honor, he requested from Dame Ninette de Valois to start up a similar
effort in Iran in 1964 (fig.13). She went to Iran several times to pursue this goal and then
sent a British teacher to follow up the work but due to actual political conditions, a ballet

institution similar to Turkey could not be achieved in Iran. As Richard Glasstone informs us,

Dame Ninette de Valois’ work in Iran did not work out, because: “she was getting old, she

188 de Valois, Ninette. 1977
18 Anderson, Zoe; 2006. p.29
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did her job here, she started it there, it’s for someone else to continue really and she sent
British teachers (...) but then the Humeyni revolution happened there”."”’

Hence, one can perceive that she was eager to found other nations’ ballet structures
with an almost missionary attitude, but as everyone agrees she was putting a great effort in
these national ballets to have characteristics of their own.

In many ways, Turkish case was a parallel achievement to what Dame Ninette de
Valois had created in Britain. A National Ballet Academy, with full-time education and
dance training, a professional State Ballet Company with an international repertoire and the
nurturing of original choreographers, composers and designers, the training of a fully
professional staff, and finally with the creation of a ballet audience. Dame Ninette put a great
emphasis on full-time education of ballet and chose British teachers with outmost care. The
most important ones were, Joy Newton and Audrey Knight who were the first teachers
starting the school, Beatrice Appleyard followed them and Molly Lake and Travis Kemp later
to join the school as directors and teachers of the school.

Molly Lake and Travis Kemp started to teach in 1955 and continued to be
administrators of the same institution for twenty years. Molly Lake was one of the dancers of
Pavlova Ballet Company, also a good friend of de Valois. Sevgi Sanli in her article on
Turkish Ballet in Dancing Times magazine told one of her memories. She attended Molly
Lake’s memorial service in London and Dame Ninette de Valois spoke about Molly Lake:
“She and I were friends when we were very young. Molly was very industrious. I liked to
have fun, go to parties and dance all night- yet I always beat her at auditions.” '** De Valois
praised Molly Lake’s contribution to ballet education in Turkey. Lake with her husband

Kemp constituted a significant example for the ballet education in Turkey. Along with them,

P! Interview with Richard Glasstone, 05/25/2007, Istanbul
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there were visiting artists to the conservatory such as Lorna Munsford and Robert Lunnon
from Royal Ballet. Nine years after its establishment, the first graduates of the Turkish State
Ballet School were to form the nucleus of what was eventually to become the Turkish State
Ballet Company, housed at the Ankara Opera House. In 1960, Robert Harrold staged de
Falla’s El Amor Brujo, but the real debut as a classical ballet company came the following
year with the three-curtain Coppelia. It was staged by Ailne Phillips, a member of the Royal
Ballet Company.

Todd Bolender, a well-known musical choreographer in America, Andrée Howard, a
British choreographer, Claude Newman and Nancy Hanley, ex-Royal Ballet dancers, Dudley
Tomlinson, an ex-Royal Ballet dancer and a future teacher of Cape Town University of
Ballet, and Richard Glasstone, a teacher/choreographer trained in South Africa and in
London are some of the important choreographers and teachers who visited the company for
certain periods of time and staged ballet productions.

As one conducts research on Dame Ninette de Valois’ direction methods, one gets
acquainted with her rigorous ways of finding positive solutions for many of the actors
involved in different scenes of the ballet field. In her article based on the memories of Dame
Ninette de Valois, Meath Elizabeth Baker talked about Richard Glasstone as follows:

Richard Glasstone born in the Belgian Congo did not have the profile to be

taken on directly by the Royal Balet. But by sending him to Turkey as her

man, “Madam” gave him the chance to prove himself with a young and

enthusiastic company at his disposal(...) After four years in Ankara,

Glasstone went on to work for seventeen years at the Royal Balet School.'”?

In his own words, Richard Glasstone described the first acquaintance with Dame
Ninette and her invitation to Turkey as such:

I was working in Holland then but wanted to go to England. One of my

teachers in Holland introduced me to Dame Ninette de Valois. 1 remember

we were having tea in her garden at her house in London. She told me,
there isn’t any available post in Royal Ballet at that moment but if I would

193 Baker, Meath Elizabeth. “Memories of Madam”, Cornucopia, issue 23, volume 4, 2001; p.12
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go to Turkey for couple of years then later she might take me to Royal

Ballet. I had won a second prize in choreography contest back then. She

said: ‘we won’t tell them it is a second prize; we just tell them that you won

a prize’. So that’s how I came to Turkey(...) it was a step for me but also

was a wonderful opportunity.'”*

In that sense, Glasstone declared that in the beginning he perceived his work in
Turkey as a step to reach the desired post in England. Dame Ninette de Valois was always the
one suggesting and supervising the teachers and choreographers for the Ankara State Ballet
Company. In 1963, she retired as director of Royal Ballet School and was able to devote
herself more to Turkish ballet. Following her own establishment methodology, she was in
search of creating original Turkish ballet. The premiere of ‘Cesmebasi’ on 17 February 1965
was a turning point in the company’s development for Richard Glasstone in terms of opening
the way to future local composers, choreographers and designers: “De Valois herself was
characteristically modest about her new ballet, but her cleverly structured choreography had
enormous vitality and charm™'”

According to Richard Glasstone, close witness to de Valois’ work and who himself
spent four years in Turkey, all this had to be achieved against sometimes almost insuperable
odds. There were endless battles with Turkish bureaucracy because all the artists were
employed as civil servants. Compulsory military service regularly reduced the ranks of male
dancers. Currency regulations hampered the import of pointe shoes. Dame Ninette de Valois
earned no money. In one occasion, Richard Glasstone remembers the incident that one
airline lost de Valois’ luggage. But this did not at all affect her as she said “the important

things are in my hand luggage”. They turned out to be a tutu, a specific ballet costume, and

several pairs of pointe shoes for the leading dancers.'*®

1% Interview with Glasstone, 05/25/2007, istanbul
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Most of the people involved in Turkish ballet, either foreign or Turkish agree on the
fact that her ultimate aim was gradually to train a full, Turkish staff, capable of running the
ballet company without a foreign ballet master or resident choreographer. Richard Glasstone
himself stated that during his time in Turkey, in the latter capacity, an important part of his
mission was to assist her in training such staff. He mentioned this with an emphasis in his
interview:

I have seen letters that she wrote right in the beginning when she was here.

She was saying to Joy Newton; ‘you must make clear to them, to Turkish

that I am not trying to make jobs for British people. I want to create jobs

for Turkish people’. That was always her idea.'’’

By the time Glasstone left in June, 1969, the company had a ballet mistress, Giiloya
Giirelli Aruoba and a fine teacher and repetitor in Tenaslip Onat, as well as a Turkish

choreologist, Suna Eden Senel.'”®

Visibility of the Turkish State in Dance Circles: Turkish Bureaucrats

In his book, The Making of Modern Turkey, Feroz Ahmad states that Mustafa Kemal
neither preferred to impose social convictions and symbols, nor wanted to rule Turkish
society by means of traditions as Franco and Mussolini did in Spain and Italy. “He preferred
to create a new ideology”, Ahmad stated, “and symbols which would permit Turkey to
progress rapidly into the twentieth century”.'”® Since the Republican ideology chose to keep
distant from the past Otoman cultural forms, it needed to invent new tradition(s) replacing the
old one(s), with an eye on Westernization and universalism. As Hobsbawm indicated, one

should expect ‘the invention of tradition’ to occur frequently when a transformation of

Y7 Interview with Glasstone, 05/25/2007, istanbul
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society destroys the social patterns designed by the old tradition.”®® Turkish nation-state was
no exception to other nation-building processes. In his analysis of Turkish Republican
society, Caglar Keyder mentions that redefinition of the popular (via folklore and history) is a
common feature of all nationalisms:

In the Turkish case, this redefinition could take place with more than the

usual liberty because the freshly constituted elements of a popular

‘tradition’ were represented to the masses as the authentic (and official)

version, without much concern for preexisting versions.”"!

To what degree the public, in this case “the masses”, were confronted with the
construction of an imaginary popular by the ruling elite of Turkish Republic undoubtedly
exceeds the limits of the thesis. It would only be fair to investigate how the imaginary
popular met the public in various ways and through which vehicles popularity was
established.

At this point, one can state that the newly introduced cultural forms drew much
attention as in the case of ballet performances in the capital of the Republic. In fact, the
Democrat Party years in power coincides with the first period of our ballet institutions since
the school’s transition from Istanbul to Ankara in 1950, towards the first ballet performance
of Ankara State Ballet Company in January 1961. Ironically, the chairman of the DP, Adnan
Menderes expressed in numerous occasions that the ideological reforms of the Republican
People’s Party were not suitable for the Turkish society in general. During its ten years in
power, DP government tried to change many of the Republican aspects along with the

symbolic attributes of Atatiirk’s initiations like the changing of the language of ‘ezan’ in

Turkish back to Arabic again. In an essay, he wrote:

2 od. by Hobsbawn, Eric& Ranger, Terence. The Invention of Tradition, New York: Cambridge Univ. Press,

1983, p.4
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The city culture was a poor imitation of the Western way of life, morally

corrupt and anti-national. The villages, on the other hand, remained as the

repository of the national values and traditions. The early Kemalist project

of modernizing the villages by means of education, and_to incalculate urban

values in the peasants, was not only unrealistic but also destructive.’””

One of the modernizing institutions in the villages were the Village Institutes (Koy
Enstitiileri) which were founded in 1940 and terminated in 1954.>”> With the discontinuation
of two early Republican institutions, first the People’s Houses in 1951 and then the Village
Institutes in 1954, the political and social atmosphere grew to be more polarized. The DP
government tried to curtail freedom of speech of the growing opposition of the press, the
universities and the outspoken bureaucrats.”*

Interestingly, the DP era had a rather positive effect on ballet circles. The
government did not intervene in the internal affairs of educational institutions and it was
during the DP era that the ballet artists salaries went up. When the first State Ballet
Company began its performances in Ankara during 1960-61 season, Turkey had recently
witnessed its first military intervention and the DP government was overthrown by a coup
d’etat on May 27, 1960. The military officials formed a committee called ‘Committee of
National Union’ (CNU) which governed Turkey until the convention of newly elected

parliament on October, 1961. The mass trials of the former president, prime minister, cabinet

members, parliamentaries, and other bureaucrats of the DP administration divided the public

22 Menderes, Andan quoted in Yilmaz, Hakan “The Democrat Party Period in Turkey, 1950-1960: Populists,
Progressives, and Officers”, unpublished manuscript, PhD thesis, submitted to Columbia University, 1995, p.2
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into two. Following the verdicts of the special court on September 15, 1961, Prime Minister
Adnan Menderes, Foreign Minister Fatin Riistii Zorlu, and Finance Minister Hasan Polatkan
Zorlu were hanged, opening a new era upon the traumatic memory of this political
revolution.”” Three months after the executions, The State Ballet Company performed its
first three-curtain ballet piece, Coppelia in Ankara and the audience always continued to
consist of state bureaucrats (fig.14)

For a certain period of time, the hallways and the intermissions of ballet performances
provided another stage for both internal and international affairs. As one can observe,
regardless of political affiliations, Turkish bureaucrats’ political visibility was firmly
established inside the opera and ballet buildings of the Turkish Republic. Although these
new art forms symbolized the direct connection to Western life-styles, they also probably
presented a neutral space or a shelter for public displays in the context of the turmoiled
political life of Turkish citizens.

During the thirty years’ time spectrum, there were various approaches towards dance
by the different governments of Turkey. At certain times, the institution was in close
supervision but at other times the material conditions deteriorated. Bureaucrats approached
dance in different manners but for the first thirty years, one can observe that the relation of
dance to bureaucratic elites was quite strong. Despite the fact that his party’s political view
adopted a more conservative approach to Republican reforms, Adnan Menderes was after all
part of the elite of the early Republican era. He was the one who approved the improvement
of dancers’ salaries. Similarly, Ismet indnii and Celal Bayar were physically present,
attending the premiers of ballet performances along with many other politicians. If one

borrows the term of Caglar Keyder, one example of ‘the imaginary popular’ of the new

295 Y1lmaz, Hakan. 1995, p.26
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Republic had been sustained in gala performances of newly found ballet institution, the
Ankara State Ballet Company.>*®

As mentioned above, following shortly after the military intervention in 1960,
Coppelia was performed as the first three-curtain ballet piece by the graduates of the State
Conservatory of ballet in January 1961. It had extensive press coverage. The newspaper
Hiirriyet published a big photo showing Ismet Inénii, the President of Republican People’s
Party, accompanied by Prof. Turhan Fevzioglu, Minister of Education who congratulated the

ballet dancers.?"’

(fig.14) It is inevitable that one comes across reviews in newspapers
making comparisons with Democratic Party years after it was overthrown by the military
intervention. Reviews indicated how they tried to reverse the improvements of Republican
reforms by closing down the People’s Houses and supporting the religious institutions along
with their ways of life instead of developing art and culture, particularly the Western forms of

208
art.

In that sense, in the media, the success of the young ballet company was seen as
revenge against those who “destroyed the cultural life”.

During the 20th anniversary of the Turkish ballet in 1967, Richard Glasstone staged
Sylvia. The president Cevdet Sunay and the Prime Minister Siilleyman Demirel were present
at the premier. Siileyman Demirel was elected as the chairman of a newly established Justice
Party, a representative of the DP legacy, founded in 1961. Although they obtained nearly
fifty percent of the votes in 1961 elections, JP (AP) could not form a government. For four
years the country was governed by RPP(CHP)-dominated coalition governments. In 1965’s

elections JP (AP) came to power and thus the period of center-right governments restarted.

The chairmain of JP, Siileyman Demirel who became the new prime-minister stated that:

296 The term, ‘imaginary popular’ is borrowed from Caglar Keyder.
27 Hiirriyet newspaper, 01/30/1961
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“The government which came to power in 1950 was the first government which made it
possible for the people to participate in the administration(...)and this was the reason behind
the intervention of 1960. Our elites could not live with the people”.**

Yet, the elite-initiated new art form of ballet flourished with the people and the
bureaucratic circles of JP (AP) also participated in its representation. These examples
constitute an understanding that different governments remained in the general picture
dependless of whether they favored ballet as a Western art form introduced to Turkish society
or criticized it as an elite-led institution. They motivated thier bureaucratic circles to
participate in the gala performances, they were covered in the media and actually followed
the process of the Turkish ballet’s improvement. The institution itself presented a sort of
untouchable, neutral space for various political affiliations until a certain time.

Again in 1967, we come across another important event in the premier of a ballet
piece Pagodalar Prensi, summarized best in newspaper critic Giil Peri’s article, titled
“While the Cyprus situation was in negotiation, Politics and Ballet were hand in hand”. The
article mentioned the tense discussions on Cyprus and the atmosphere filled with rumors of
the possibility of war. The British ambassador’s whisper to the ear of the former Turkish
Minister of Foreign Affairs during the intermission of the ballet, and the Russian ambassador
and his wife’s happiness followed by intense phone calls all contributed to the softening of
the political tension while watching the performance:

You could imagine during those days when President Johnson’s private

representative was back and forth between Athens and Nicosia, the nerves

of our capital city’s inhabitants were drained. News changed hourly, no one

knew how the sun would set. State Ballet Company’s new production

‘Pagodalar Prensi’ coincided with such a night(...) The Russian

ambassador Smirnof and his wife, together with the American

ambassador’s wife Mrs. Hart looked very cheerful but there was great

interest in what the British ambassador told to the ear of ex-Foreign

Minister Feridun Cemal Erkin. Phone calls in the intermission changed the
peacefull mood into war. In short, state ballet has premiered in the capital

9 Demirel, Siileyman quoted in Y1lmaz, Hakan. 1995, p.3
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city in such a tence atmosphere. The impact of art becomes perceptible at

such times. As the ballet production continued, the air softened, the

beautiful stars of our ballet shone into our hearts(...) Amongst the audience

were the president of the parliament Ferruh Bozbeyli and his wife, Minister

of Education IThami Ertem and his wife, the wife of Istanbul Mayor, Mrs.

Iscan, their daughter and her husband, along with Japanese, American,

Russian, Yugoslavian, British ambassadors.*'’

After the second military intervention (note) on March, 1971, the Prime Minister
Demirel resigned. In his analysis of Turkish political dynamics of that period, Ersin
Kalaycilioglu stated that the military had insisted a neutral, technocratic prime minister and
cabinet be appointed. In the end, the president appointed such a cabinet, and the National

' Minister of Culture of this new cabinet, Talat Halman

Assembly supported the initiative.”'
presented “the first state honorary award” to Dame Ninette de Valois for her ongoing work
and services for the Turkish Ballet (fig.15). In his speech, Talat Halman emphasized that the
art of ballet had been one of the greatest artistic victories of Atatiirk’s Turkey. It was the
24th anniversary of the Turkish ballet that year and its great success was envied by countries
that had “hundreds of years of ballet tradition”. In Ankara and Istanbul, two classical ballet
companies and one modern dance company had been established and a new traditional dance
company was about to be founded in the context of the State Ballet:
It is with unrivaled pleasure that we have the honor of presenting ‘the

Turkish Republic’s first state honorary award to foreigners’ to Dame
Ninette de Valois who has rewarded and graced our ballet with her

219 peri, Giil. “Kibris Goriismeleri yapilirken Politika ve Bale Kolkolaydi” (While the Cyprus Negotiations were
Taking Place, the Politics and Ballet were hand in hand), Aksam newspaper, 12/03/1967. —“Baskan Johnson 'un
ozel temsilcisi Vance'in Atina, Lefkoge, Ankara arasinda mekik dokudugu giinlerde, baskentlilerde sinir diye bir
sey kalmadigini tahmin edersiniz. Haberler saat basi degisiyor, baskentin iizerine nasil bir giines dogacagni hig
kimse bilmiyordu. Devlet Balesinin yeni temsili Pagodalar Prensi de béyle bir geceye rastladi...On siralarda
oturan Sovyet elcisi Smirnof ve esi, Amerikan sefiresi bayan Hart olduk¢a neseli goziikiiyorlard: ama Ingiliz
el¢isinin eski Disisleri Bakani Feridun Cemal Erkin’in kulagina ne séyledigi biiyiik bir merak konusuydu. Perde
arast yapilan telefon konusmalart ise barisa doniik havay: yine savasa geviriyordu. Séziin kisasi devlet balesi
veni temsiliyle boyle gergin bir havada ¢ikti Baskentlilerin karsisina. Sanatin havasi da asil béyle zamanlarda
belli oluyor. Bale devam ettikce hava yumusadi, balemizin giizel yildizlar: gozlerimizi de génliimiizii de
parlattilar...Galamin seyircileri arasinda Meclis Baskani Ferruh Bozbeyli ve esi, Milli Egitim Bakani [Ihami
Ertem ve esi, Istanbul Belediye Baskaninin egi Bn. fscan, kizi ve damadi, Japon ,Yugoslav, Amerikan, Sovyet,
Ingiliz el¢ileri... dikkati ¢ekiyordu...”

211 Kalaycoglu, Ersin. “The Making of the Modern Turkish State”in ed.by Kesselman, Mark; Krieger, Joel;
Joseph, William A. Introduction to Comparative Politics, Boston: Houghton-Migglin, 2005; p. 215
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outstanding creativity and experience, educating our ballet artists, inspiring
our success in the dance field.*"

The speech clearly defined the foundation of ballet in Turkey as one of the aims of
Atatiirk’s Republic. The artistic endeavors of the Republic were stressed in the occasion,
right after eight months of the second military intervention (note) in 1971.

When the company performed Romeo and Juliet in 1972, newspaper critic Miigerref
Hekimoglu wrote about this ballet performance, focusing on the political tension in the
capital city, the severe attacks of the president Sunay and its influence on the Justice Party.
President Sunay attended the premier of Romeo and Juliet that night and according to the
critic, he was able to forget the political disputes by watching the performance:

At my side our London ambassador’s wife Necla Kuneralp and Vienna

ambassador’s wife Tiirkan Mayatepek are seated (...) President Sunay

accepted the artists after the curtain closed. The audience strongly

applauded Dame Ninette de Valois who has labored greatly for Turkish

ballet.”"?

In some reviews for the staging of Hiirrem Sultan in 1977, one can perceive that the premier

of the ballet coincided with the head of the Turkish parliament, Tekin Ariburnu’s official

?12 “Ninette de Valois’e Kiiltiir Armagan verildi” (Ninette de Valois Received a Cultural Honorary Award),
Yeni Giin newspaper, 11/13/1971 - Bale Atatiirkgii Tiirkiye 'nin iistiin sanat zaferlerinden biri olmustur. Bugiin
kurulusunun 24.yildoniimiinti kutladigimiz Tiirk balesi yiiz yildan uzun bale gelenegi olan iilkeleri bile
imrendirecek bir basart seviyesindedir. Bugiin Ankara ve Istanbul’da iki klasik bale toplulugumuz, bir modern
dans toplulugumuz c¢alismaktadir ve Devlet balesi iginde yeni bir halk oyunlart toplulugu kurmaktayiz.
Balemizin kurulmasinda ve biiyiik agamalar yapmasinda belki de herkesten fazla Dame Ninette de Valois nin
hizmeti ge¢mistir... Ulkemizin balesine 24 yildwr iistiin yaraticitligini ve tecriibesini armagan eden sanatcilarimizi
titizlikle yetistiren, dans alamindaki bagarilarimiza ilham ve heyecan getiren Dame Ninette de Valoi’ya Tiirkiye
Cumbhuriyeti’'nin yabancilara verilen devlet kiiltiir armaganlarindan ilkini sunmak, bizler icin biiyiik bir seref ve
essiz bir zevktir.

13 Hekimoglu, Miiserref. “Baskent’in Tansiyonunu Sanat Olaylar1 Diisiiriiyor- Romeo ve Jiilyet Riiya gibi bir
Bale, bu riiyay1 Sunay da gordii” (Artistic Events are Calming Down the Temperature of The Capital- A Ballet
like Romeo and Julliet, Sunay Also had the Dream), unknown newpaper, 10/31/1972. From the private
collection of Deniz Olgay Yamanus. Appendix no:5 - 30 ekim giinii Baskent gergin bir havadayd: yine, Biiyiik
Tiyatronun holiinde bulusanlar olaylarin gelismesi iizerine yorumlar yapryordu. Aymi saatlarde AP yonetim
kurulu toplanmig, Sunay’in sert ¢ikisint tartisiyor, Baskent’in nabzini iyi bilenler de Genel yonetim Kurulu
tiyelerinin istifa edecegini konuguyordu. Derken perde agildi, artik AP de, Bagkent’in gerginligi de gerilerde
kaldi. Olaylarin gobeginde yasayan Cumhurbagkant Sunay bile seref locasinda birkag saat baska bir diinyaya
daldi denebilir...Yamimda Londra sefiremiz Necla Kuneralp ve yeni Viyana sefiremiz Tiirkan Mayatepek
oturuyor...Her zaman séylerim, kulisdeki biitiin  alaturkaliklara ragmen Batli tek kurulusumuz
bu...Cumhurbagkan Sunay perde kapandiktan sonar sanatgilart kabul etti locasinda. Tiirk balesine ¢ok emek
veren Dame Ninette de Valois da ¢ok alkigland: seyirciler tarafindan.
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dinner, but many high level bureaucrats like Ali Naili Erdem, the Minister of Education, Fuat
Bayramoglu, General Secretary of the President of the Republic, and Hilmi Firat,
Commander of Naval Offices preferred the ballet premiere to the official dinner.*'

The Istanbul State Ballet Company was formed in 1970. During the period of 1970-
1980, there were many fluctuations in terms of artistic investments and policies of this art
form that had affected the dance artists directly.

One can state that the interest in ballet as an art form and the value given by Turkish
bureaucrats has considerably decreased during the1980s. The popular and commercial art
forms drew more attention than the ballet performances, and the bureaucratic circles of the
Republic chose to appear in different social settings other than gala performances of Turkish
State Ballet Companies. One may also add that these first thirty years of Turkish ballet could
not create a wider involvement with the public, and therefore it ceased to exist in the popular

imagination of the society.

Pioneers of Turkish Ballet: Turkish Dancers, Choreographers and Teachers

At the end of the first decade of State Conservatory, the graduates took their posts in
the State Ballet Company in Ankara. The full Turkish staff of the company consisted of its
graduates. The first two generations of Turkish dancers took the positions as administrators,
ballet-mistresses, teachers and eventually choreographers. These were the first children of
Turkish National Ballet educated by British teachers, most affectively by Dame Ninette de

Valois who had guided them for future administrative work after their dance career was over.

1% “Devlet Balesi Hiirrem Sultan’la Perdelerini Ac¢ti” (State Ballet Opened its Curtain with Hiirrem Sultan),
Ankara Office, Terciiman, February, ?/?/1977, from the private collection of Deniz Olgay Yamanus, Appendix:
6 - Hiirrem Sultan’in galasi ile Senato Baskani Tekin Ariburun’un yemegi ayni geceye rastlamisti. Ama
“Bale”yi ‘Yemek’e tercih edenler vardi. Egitim Bakani Ali Naili Erdem, kontenjan senatorii Serif Tiiten,
Cumhurbaskanhigi Genel Sekreteri Fuat Bayramoglu, Deniz kuvvetleri Komutami Hilmi Fiwrat, Digisleri
mensuplart salonun siyasi ve askeri kesimini olusturuyordu... Hiirrem Sultan’in galasinda iiniversite mensuplart
da dikkat cekti. Prof Resat Aktan, Do¢. Mukbil Ozyériik, Do¢. Kurthan Fisek, Dr. Ilber Ortayli
gorebildiklerimiz arasindaydi.
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The Turkish dancers’ impact can be categorized in four sections. Firstly, there were
those who were strongly attached to the creative processes. Secondly, there were dancers
who were directly involved in teaching, either as repetitors or mistresses. Some were more
interested in the administrative aspect and others were strongly connected to performing. Of
course, many of them practiced different endeavors in the process. Duygu Aykal, for
instance, worked both as an administrator as well as a choreographer. Deniz Olgay Yamanus
worked extensively as a repetitor as well as a dancer or Giiloya Giirelli Aruoba made
choreographies and taught as well along with her administrative activities. Yet mostly, they
were interested in one or two things in a stronger way than others. In that way, they left their
traces in the Turkish ballet.

The first generation of Turkish dancers included Tenasiip Onat, Hiisnii Sunal, Kaya
[lhan, Giiloya Giirelli Aruoba, Giizide Kalin Noyan, and Ayla Unal. Except for Kaya ilhan,
all had continued their classical dance career in the Ankara State Opera and Ballet House.
Tenasiip Onat, Giiloya Giirelli Aruoba and Hiisnli Sunal were the first directors of Ankara
State Ballet Company. Tenasiip Onat obtained a diploma from “Royal Academy of Dancing”
in Britain and she worked as the ballet mistress and director to the company. She was sent
there with a scholarship by Dame Ninette de Valois. In an interview, she reflected her
experience abroad as follows:

I went to England. Rene Homme, the French teacher (...) I first attended his

classes in teaching. He told me to show him a ‘retire’, I did it; he said ‘I

know that you can do it but how are you going to teach to do it?” Then I

understood that I was deeply ignorant (...) When I started to do the retire, 1

sweated like hell. He asked what I could teach. A plié perhaps, the easiest

one. I said that I didn’t know either. He said that we were beginning from
the abc.?"

213 Interview with Tenasiip Onat, 12/22/2006, Ankara, — Ingiltereye gittim. Rene Homme denen Fransiz asilli
hoca. Onunla egitmenlik iizerine c¢alismaya bagladim. Bana ‘retire’'mi gostermemi séyledi, yaptim.
Yapabildigini biliyorum, nasil ogreteceksin onu gostermeni istiyorum’ diyince anladimki birinci derece
cahilim. Retire ye basladigimiz zaman ter boyle akti. Dedi ki “Retire nasil 6gretilir bilmiyorsun, baska bir sey
biliyor musun? Plié en basiti, nasil ogretilir?” “Onu da bilmiyorum” dedim, “burdan ‘A’dan baslayacagiz”
dedi.

100



Onat had started to learn how to teach ballet right from the start. As she stressed in
the interview, practicing and teaching were indeed two completely different expertise and
unfortunately in Turkey what was experienced in later periods was the fact that practitioners
directly shifted to teaching.

Like Tenasiip Onat, Giiloya Giirelli Aruoba also worked as a ballet mistress, repetitor
and a director besides choreographing in Istanbul State Ballet Company as well as in Ankara.
She was the first director of Istanbul State Ballet Company and stayed in that post for ten
years. Hiisnii Sunal as one of the first prima dancers of the company continued his career as
a director of Ankara State Ballet Company for almost twenty years with his wife Eving
Sunal.

The second generation of choreographers included Sait S6kmen, Oytun Turfanda,
Duygu Aykal, Geyvan McMillen, and dancers included Meri¢ Siimen, Binay Okurer, Giilcan
Tunggekic, Suna Eden Senel, Yiiksel Capanoglu, the twin sisters Rezzan Urey, Umran Urey,
Gilines Berk and Jale Kazbek. Suna Eden Senel became the first “choreologist” of the
company and followed by Yiiksel Capanoglu.”'® Giines Berk had also studied one year of
choreology in Britain and worked as assistant notator as well.

Sait Sokmen was the first Turkish choreographer. His modern ballet piece called
Wheel /| Cark was staged in Ankara in 1968 followed by Duygu Aykal’s and Oytun
Turfanda’s choreographies. After her staging of Cesmebasi, Dame Ninette de Valois was in
search of Turkish choreographers in the company. Sait Sokmen remembers that she had

asked him to make choreography right after Cesmebasi, but he was afraid to try it in the

*16 Choreology was defined by its inventor Rudolf Benesh as 'the aesthetic and scientific study of all forms of
human movement by movement notation’. This movement notation developed by Joan and Rudolf Benesh in
1955, is based on a more clearly visual rather than symbolic form of notation. It is written on a five-line stave,
recording the dancer's position as viewed from behind. The top line shows the position of the top of the head;
the second, the shoulders; the third, the waist; the fourth, the knees; and the fifth, the feet. Movement notation
gives a true and accurate, three dimensional representation of movement. Encyclopedia of Brittanica online
www.britannica.com, 08/21/2007
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beginning. After a couple of years, he was willing to try and Cark was created. He preferred
to make the choreography to Ravel’s music. In his own words:

Young mind (...) a mind that is willing to exceed the mountains. I chose
Ravel’s ‘Quartet’ and informed Ninette that I was going to use Ravel’s music.
She said ‘Couldn’t you choose an easier one?’, I replied that I wanted to make a
valuable choreography with worthy music. She wished me good luck. *!
(fig.16)

Second generation of dancers took different paths. Sait S6kmen and Duygu Aykal
presented the modern tendencies in ballet followed by Geyvan McMillen, whereas Oytun
Turfanda’s pieces were examples of strictly classical ballet with Turkish themes, musical
compositions and dance style. In his interview, Richard Glasstone expressed his thoughts
about Sait Sokmen and compared him to other Turkish choreographers like Oytun Turfanda:

Sait was an interesting character. He was a very intelligent boy, very talented.
On the one hand, he knew what was good, what Madame was saying was good.
He knew that she was giving him opportunities because he did the first
choreography. But he resented having the British here; on the one hand he was
saying ‘why do we need them?’” Then maybe he wanted to do choreography
and Madame gave him the first opportunity but she wanted Oytun. She always
said about Oytun, ‘that’s the one who is going to make choreographies’ and
maybe that annoyed Sait (...) Also the ballet is all about princes and princesses
and he wanted something more. He had socialist tendencies and maybe he
wanted to be more on the modern side (...) Oytun was very talented as a dancer,
as a choreographer. I liked Oytun very much and he loved Madame, he really
loved her. She loved him too. I think he was not a strong character, and I think
the others were always jealous of him because he was doing well. Already I
have given him the principal part in Sylvia. I could see his talent as a dancer
and Madame could see the choreographer in him. She had an eye for that.*'®

In fact, Richard Glasstone agreed with the argument related to Turkish perception of
British teachers and choreographers, the problematic relations among the Turkish dancers

and the tension between the tendencies of classical and modern choreographers.

17 Television Documentary, director: Muzaffer Evci, TRT “Sahnedeki Tutku”/3. Bolim-Balenin Biiyiisii-
(Passion on Stage/ 3rd Section- The Magic of Ballet-), 2001- Geng¢ kafa...cabuk daglar: asmak isteyen kafa,
gittim Ravel’in Quartet’ini sectim. Ninette’e gittim, Ravel sectigimi soyledim. ‘Daha kolay bir miizik
secemezmiydin?’ dedi. ‘Koreografi yapacagim miizigin degerli olmasim istedim’ dedim. ‘Peki, kolay gelsin’
dedi.

218 Interview with Richard Glasstone, 05/25/2007, Istanbul

102



The dance audiences and critics carefully followed the four prima-ballerinas of
the1960s and the 70s, namely Meri¢ Siimen, Binay Okurer, Giilcan Tung¢geki¢ and Jale
Kazbek. They always got a lot of attention from the public and their private lives were
examined since they were more than dance icons. They rather became national female
figures and even after they stopped dancing, media continued to report about them. Their
performances even got the attention of one of the leading literary figures of the conservative
front, Ahmet Kabakli who happened to be a family acquaintance of Binay Okurer, the
principal dancer of Coppelia. Kabakli gave a detailed review about her in one of his articles.
He provided information on her personality during her childhood and that her uncle, Cahit
Okurer, a famous literature teacher of Turkey bought her all kinds of ballet magazines from
London, during a time when foreign currency was quite difficult to find.*"’

In another review signed as Giilal in the popular Ses magazine, an interview was made
with Binay Okurer which stressed her talent on music and theatre as well as dancing. This
review also gave some artistic information on the relationship between music, dance and
drama, and their impact on the art of ballet. The critic established a resemblance of Binay
Okurer with the characters of Kerime Nadir’s novels. Her ballet education supported by a

. . . 220
strong musical education was seen as the primary cause of her success.

219 Kabakh, Ahmet. “Coppelia”, Terciiman newspaper, 02/02/1961- Coppelia Balesi’nin ¢ocuk denecek yasta
geng yildizi Binay Okurer’i, Swanilda roliinde seyrederken kafamda nice amlar canland:: Ilkokula basladig
giinleri hatirliyorum; koyu yesil gozlii, beyaz tenli bir kizdy...Zihni gibi viicudu da ¢evikti. Herhalde sevimli Tiirk
balesinin ilk yildizi olacagi kestirilemez ama birseyler yapacagi umulurdu...Sene 1957 idi. Binay in kiymetli
amcast Cahit Okurer ile londra’da bulusmus ‘Royal Bale’de bir temsile gitmistik. Cahit bey poz poz balerin
resimleri, dergiler ve tablolar satin alyyordu. Doviz kithginda bunlart ne yapacagini sordum. —Bizim Binay,
Ankara bale okulunda dedi. Cok kabiliyetli goriiniiyor. Hocalart begeniyor. Akl fikri, biiyiik bale
yildizlarinda... Diin aksam ki basarisint goriince, amcasimin ne kadar hakli oldugunu anladim.

2% Giilay, Ses Magazine, 02/15/1961- Tiirk Sanat Diinyasinda, ozellikle bale gibi giizelsanatlarin en zor
dalinda, hem de Coppelia gibi giic bir yapitin Swanilda roliinde, ilk oyunuyla bir yildiz olup parlayan Binay
Okurer ile konustum evinde...Kerime Nadir’in romanlarindaki i¢li kiz tiplerinden biri gibi geldi
bana...Konservatuarda Beatrice Appleyard (simdi Fenmen)in elinde yetismis. Ilkokulda iken miizik 6gretmeni
Kemal Eloglu ondaki asiri sanat kabiliyetini sezmis, mandolin ¢alistirmis. Miizik anlayist ve ritm duygusu
ustiinliikle gelismis. Baleciler i¢in miizigin ne kadar onemli ldugunu kendisi de biliyor. Konservatuarda bir yil
da piyano ¢almig. Benim de bildigime gore, bir zamanlar bu okulda balecilere piyano égretilirdi. Ne yzik ki
sonradan bu ¢ok faydali isten vazgegildi.
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In the field of stage and costume design in Turkey, Osman Sengezer constituted a
significant example. Sengezer had attended the Architectural Department of Middle Eastern
Technical University for two years and then was transfered to Ankara University’s Faculty of

' One of his friends who

Language, History and Geography to study drama and criticism.**
was in the ballet conservatory at the time asked him to help her with her stage design
assignment and that was how he became interested in stage and costume design in ballet. The
head designer of Ankara State Opera and Ballet was Ulrich Damrau between 1955 and 1962.
Becoming Damrau’s assistant, Sengezer continued to design for Turkish ballet for many
years.

For a long period of time, Meri¢ Siimen and Oytun Turfanda were acclaimed as the
favorite couple of the ballet performances. Their artistic talents and physical expertise were
praised in many of the critical reviews of their time. A review for the ballet piece Judith
commented on Meri¢ Stimen and Oytun Turfanda’s artistic experience as follows:

Meri¢ Siimen (Giliventiirk) in her role as Judith was able to show all her lyrical

talent in her sensitive interpretation and to present her noble look. Merig

performed Judith’s despair, later on her flirtatious seductiveness and in the end

the feeling of losing her only love with dramatical tones, delicate points and

with flawless success. Her partner Oytun Turfanda is flattering in the character

of Hollyfernes with his dynamic movements and his maturing acting.”** (fig.17)

Similarly, Miiserref Hekimoglu reviewed Kugu Go6lii in one of her articles
commenting on Turkish artists’ enthusiasm. In her view, Meri¢ Siimen and Oytun

Turfanda’s artistic capabilities were very high. While watching their performances, one

gained an understanding of ‘what a filtered art form ballet was’: “ Meri¢ Siimen is almost

221 A Theater Institute was opened in 1958 and closed in 1962. The Theater Department opened again in 1964
inside the Faculty of Language, History and Geography, having a four years curriculum and providing a
university diploma for its graduates in Ankara.

22 Basaga, Nermin. “Ug Bale” (Three Ballets), Yeni Giin, 01/15/1971- Meri¢ Giiventiirk Judith roliinde tiim
soylu goriiniigii ve yorumundaki duygulu, lirik yeteneklerini gosterme firsatini bulmugstu. Meri¢, Judith’in
umutsuzlugunu, sonradan cilveli bastan ¢ikarticthigini, sonunda ise biricik askini yitirmesini dramatik 6gelerle,
zarif pointlerle yorumu kusursuz bir tistiin basart ile siirdiirdii. Partndrii Oytun Turfanda Hollyfernes roliinde
yegin hareketleri, gittik¢e rahat olgunlasan oyunu ile...dvgiiye deger.
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dancing with her eyelashes, presenting the softness of the feathers of a swan. Oytun
Turfanda is also a very successful and an elegant dancer.”**

A look at the reviews of ballet in the Turkish press reveals a direct interest in the
lives of ballet dancers. One can understand that the private lives of these dancers were the
subject of both positive and negative attention. Especially the women dancers were seen as
symbols of the new Turkish women who built a career in one of the most daring fields of
Western art, the ballet. They differed from their heirs who had not attracted that much
attention from the public and the critics. This was related to the changing status and social
role of the art of ballet after the 1980s.

During the first thirty years, between 1950 and 1980, and particularly after 1960,
when the State Ballet Company was established, ballet as an institution played an important
symbolic role in the encounters of Turkish bureaucratic circles and among the intellectuals of
the society. A Western art form transferred to Turkish society had a symbolic value in the
eyes of the Republican elite, for both left oriented RPP (CHP) voters and right wing
conservatives of DP and much later for the JP (AP) followers. Interestingly, a conservative
intellectual like Ahmet Kabakli expressed the feeling of the conservative front in a direct
way. He stated that ballet needed great effort and discipline. Irregularity, neglect, separation
from group harmony would degenerate the performance. In that sense, ballet was a totally
Western art. According to the critic, Turkish society’s greatest deficiency in life and on stage
was group work. But with the work of young ballet artists, this could change. In Kabakl1i’s

words: “We wish that the Western type of order that we perceived in Coppelia performance

3 Hekimoglu, Miiserref. “Kugu Golii” (Swan Lake), Yeni Halk¢i Gazete, 11/19/1974- Bale geng bir sanat dal,
sanat¢ilar heyecanlarin yitirmediklerini belirtiyor her sahnede. Meri¢ Siimen, Oytun Turfanda ¢iftini seyretmek
ayrt bir zevk ve heyecan veriyor insane. Balenin nasil bir siizme sanat olduguna inaniyorsunuz. Meri¢ Stimen
bir kugunun beyaz tiiylerindeki yumusakligi veriyor danslarinda, kirpikleriyle dans ediyor adeta. Oytun
Turfanda da c¢ok basaril, ayrica ¢ok zarif bir dansci. Ozellikle selam sahnelerinde geride kalarak, Meric
Siimen’i dne itmesi ¢ok hos. Kugu goliinde kugularin danst agwr basiyyor ama Meri¢ ve Oytun ¢ifti bu agirligi
hissettirmeden ¢ok dengeli dans ettiler.

105



would inspire our unconfined lives. I congratulate from the bottom of my heart the founder
of Turkish ballet Dame Ninette de Valois and the dancers.””**

This concept of Western type of art bringing a Western type of order to ‘our
unconfined lives’, as expressed in the words of Kabakli, was a projection of a general
sentiment about the art of ballet in Turkish society during that period. That was also why the
Turkish ballet dancers represented new role models for the Republican society. They were
the ones into the first generation of the young Republic, trained in Western type of order and
discipline, and mixing a distant beauty with their local realities. They were brought up inside
the borders of Turkey, the first products of the strongly desired and constructed national

identity, yet always having an eye on Western concept of progress. This combination was

thrilling in the eyes of the elite circles of the society.

2% Kabakli, Ahmet. “Coppelia”, Terciiman newspaper, 02/02/1961- Bale, biiyiik bir emek ve disiplin isteyen bir
sanattir. Musiki, dans, giysi ve dekorlar bu sanatta vaz gegilmez bir ahenk kurmalidir. Basi bozukluk, ihmal,
gevseklik, kiime ahenginden bir santim ayruis, biitiin bir temsili soysuzlastirir. Bu yiizden bale tam bir bati
sanatidir. En kabasi 20 yasinda olan bizim geng ¢ocuklar, bu iistiin sanati heyecan ve zevk ile basardilar. En
biiyiik eksigimiz, hayatta ve sahnede, kiime ¢alismasi idi; giizel ¢cocuklar bu yolda bir ¢igir actilar...Coppelia
temsilinde gordiigiimiiz batili intizamin, basibos hayatimizin her safhasina ilham vermesini dilerken, Tiirk
balesinin kurulmasinda biiyiik hizmeti gegcen Dame Ninette de Valois’yi, ve bazisanat¢ilari can ve géniilden
tebrik ederim.

106



CHAPTER IV

RETHINKING ISSUES OF TURKISH BALLET:

GROWING PAINS OF INSTITUTIONALIZATION

A survey of written literature and oral narratives shows us that three main issues
surface in the historical exploration of the institutionalization of Turkish ballet. The first of
these consists of the question of how the British roots of Turkish ballet had an impact on its
development up to 1980. The relation to British dance experts deserves a careful look for the
inside story of a young national institution. The tensions and conflicts of this specific
relation may expose an underestimated issue of intercultural exchange in the artistic field of
dance. This process which had an influence on the artistic development of ballet in Turkey
led to a shift from the British school to the Russian one. That brings us to our second issue,
the change in artistic schools and the nature of foreign expertise. Definitely, the gradual
separation of Dame Ninette de Valois was related to the growing demands of Turkish actors
in the institutions. The external support of the British school was eventually replaced by the
Russian counterpart. This change needs to be explored thoroughly.

The third issue that needs to be analyzed is the role and the nature of administrative
conflicts. The administrative conflicts among ballet institutions and actors had been an
important factor which affected both the artistic history of dance and the historical
development of the dance institutions in Turkey. The conflict between opera, theatre and

ballet structures has been an issue present at all times. Directors who did not have
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necessarily an art-related background were appointed by governments of the time created
undesired conditions. The problematic relation of the conservatory as an educational
institution to the State Company of Ballet as a professional one should also be dealt with in
detail. In addition to that, artistic policies were affected by Turkey’s political stance
throughout these thirty years, mostly because this period was subjected to three military
interventions. Therefore, the political history should also be considered in relation to the art
of ballet and the consequent conflicts in the administrative side should be cleared out.

Administrative problems showed themselves through the personal relations of Turkish
dancers in the institutions as well. The first three generations of dancers were brought up in
the boarding school at Ankara State Conservatory before they were appointed as the first
dancers of Ankara State Ballet Company. On the one hand, they shared a common feeling of
“distinction”. On the other, being raised in boarding school system, they had developed very
close ties which became problematic as some became directors, teachers or choreographers in
the same company and school. The feeling of belonging to the “ballet-family” versus the
veracity of professionalism was a crucial issue in the context of institutionalization of Turkish
ballet.

This history can be traced back mostly by looking at Metin And’s writings in daily
and weekly publications of the time. He was a participant observer of the Turkish ballet
since the beginning of its foundation. Being very close to Dame Ninette de Valois, as one of
the few English speaking people, Metin And was also able to experience the whole process as
an insider by making translations for Dame Ninette voluntarily. Therefore, his publications
in various written media provided the most meticulous knowledge about the process of
particularly first twenty years in Turkish ballet. Hence, we frequently refer to them when
particularly examining the relation of British experts along with the oral interviews which

bestowed the first hand experiences of Turkish dancers.
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The Impact of the British Roots: The Prestige and the Confinement

British influence on Turkish ballet, in the first thirty years of its establishment, had an
indisputably sure place. The impact had been visible through certain individuals and debates.
On the one hand, there were personalities who had created their own area of influence and
affected the trajectory of the Turkish ballet scene for an extended time. On the other hand,
there were certain debates which continued to be present on contemporary concerns of dance
in Turkey. One should focus here, particularly on Dame Ninette de Valois and the two long
time conservatory teachers Molly Lake and Travis Kemp. Their stories in Turkey somewhat
summoned up both the prestigious side of British existence and the feeling of captivity that
led to the gradual separation of British actors from the Turkish ballet scene.

Almost ten years after the Ankara State Conservatory of Ballet was established,
Metin And, in one his articles in Vatan newspaper, referred to a cultural event, namely the
‘British-Turkish Cultural Week’ with a focus on British influence on Turkish ballet. Metin
And, in this article, emphasized the vast support of British ballet since the beginning of the
foundation of Turkish ballet. For And, their generous interest had not limited itself to just
sending teachers and choreographers but extended also to supplying the material needs. The
‘cultural week’ became a tradition and many famous British ballet stars had visited Turkey
and danced with the young Turkish dancers. In his view, the influence was so great that
foreign ballet circles in Europe and America have started to perceive Turkish ballet as a

branch of ‘Royal Ballet’ in England.**

23 And, Metin. “Ingiliz-Tiirk Kiiltiir Haftas” (British-Turkish Cultural Week), Vatan newspaper, 05/07/1959 -
Ue yildir bu hafialarda Ankara’da bir Tiirk-Ingiliz kiiltiir bayrami diizenleniyor, artik bir gelenek oldu
bu...kiiltiir ayinin belkemigini, agirhik noktasim tamimmis Ingiliz bale yildizlarinin bizim bale dgrencileriyle elele
verdikleri temsiller saglyor. Gegen yil Margot Fonteyn ile Michael Sommes’u, bu yil da Krallik Balesi
yildizlarindan geng fakat ¢ok iyi dans¢ilarini gonderdiler...Ingilizlerin balemize bu agikelli, dostca ilgileri her
yil buraya yildizlar géndermekle kalmiyor, bu yakinliklar: daha koklii, daha eski bir ge¢mise uzaniyor. Oniki yil
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The British influence on Turkish ballet was rooted in the efforts of Dame Ninette de
Valois, also the founder of British ballet. Ninette de Valois expended a vast effort in Turkey,
to build a ballet education and a ballet company by bringing many teachers, choreographers
from England, and also by granting scholarships for Turkish dancers to attend classes in
Royal Ballet. She provided the substantial conditions for them to improve themselves by
following their talents. She also motivated the ones inclined towards different fields other
than dancing, like teaching and choreographing. In order to understand her impact, it would
be best to take notice of some of her students’ views. In our interview, Deniz Olgay
Yamanus, a long time soloist and principal dancer in the company put forward Dame
Ninette’s approach as follows:

‘useful staff’ it was what Madame used to say, ‘the dancer who would be

useful for the company is important’. Be as much talented as possible, if

you are lazy, what use is that? That’s why, you have to be clever and

hardworking. For example, my body is a difficult one, I was not lucky like

some other dancers that could do whatever they wanted with their bodies. I

always had to force my body. Then you understand how true what she had

said was...And she provided us with scholarships for London every year.?*

Her disciplined attitude towards the art of ballet had an impact on Turkish dancers.
We observe that the first three generations had very strong connections with the art form of
ballet to this day. Most influential figures emerged from among them. Besides these strict

principles, Dame Ninette was able to show tenderness and care directed particularly to her

Turkish students. Deniz Olgay Yamanus added a critical memory with Madame. When her

once ilk bale okulumuzun temeli atilirken bize akil 6gretmisler. Isi bizden ¢ok benimseyip en iyi 6gretmenlerini
getirmisler, hatta bale giyimi, bale ayakkabisi géndermeye varincaya kadar bir kiiciik kardese gosterilebilecek
yakinligi, sicakligi esirgememisler. Bu ilgiyi Oylesine ozenerek, benimseyerek yapmislar ki, bugiin Avrupa,
Amerika bale c¢evrelerinde Tiirk bale okuluna, Krallik Balesi’nin bir daliymis géziiyle bakiliyor, tizerine
incelemeler yaymlaniyor, verecegi sonuglar biiyiik bir merakla izleniyor.

226 Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul — Kullanilir eleman’ Madam i séyledigi bu
zaten, Madam ' o tarafi ¢ok onemlidir, hep éyle derdi, yani ‘company’e faydasi olacak dansg¢i énemlidir.’
derdi. Sen istedigin kadar ¢ok yetenekli ol, tembel olursan ne olacak, anladin mi? Onun icin akilli ve ¢aliskan
olmak lazim bu iste, ki bunu ben ¢ok gordiim. Ciinkii benim viicudum zor bir viicut, yani dogustan her seyi
yapabilen dans¢ilar kadar sansl degildim ben, hep zorlayarak hep diisiinerek dans etmek zorunda kaldim. O
zaman da soyledigi ¢ok dogru, ¢ok dogru. Bir de su var tabii ki o donemde, mezun oldugumuzdan 2 sene sonra
galiba, her sene Londra’ya burs verirdi.
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knee was injured, Dame Ninette took her to England. It was a precautious action since the
Turkish doctors diagnosed Yamanus with meniscus. It turned out to be a small problem with
the knee cordes and she had gotten better and her problems never recurred. At first, people
reacted to Dame Ninette’s decision to use one scholarship for a dancer’s injury but she made
certain for everyone that it was crucial not to risk any dancer’s health if they took their own
duties seriously.**’

These kind of incidents can be multiplied. Dame Ninette’s presence was almost like a
mother figure for the first, second and third generations of Turkish ballet. As Deniz Olgay
Yamanus’ case indicates, if the dancer was important for the company, then all the prospects
were applied to obtain the desired solutions.

Suna Ugur also recalled Dame Ninette’s attitude towards Turkish students. She had
brought them to England during summer time and put them in classes at the Royal Ballet
Academy. Ugur mentioned that her fondness towards Turkish students was very obvious and
caused jealousy amongst the British students. When the Turkish dancers were there, the
British students would be upset. They used to say ‘Madame’s Turkish children are here’.
They were jealous of the Turks:

Once, after class, Madame told us to show our fouetté (turning movement),

each came to the front and turned. British students were performing great,

almost all have turned 32 fouettés. 1 became very excited, turned only 8

fouettés and finished. Madame looked and said ‘you see, turning 32

fouettés is not important because you are changing your place all the time.

If you want to turn right, do it like Suna does and turn 8 fouettés but do it

perfect!” Of course all those British girls were furious with me. She loved
us that much” ***

7 Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul — Bir tanesinde sakattim onun i¢in gotiirdii, yani
dizim sakatlanmigti. Burada meniiskiis teshisi kondu. O zamanda demek ki bende her halde ya aklimi
begeniyordu veyahut da iste kullanish bir elemandim, company icin onemliydim bilmiyorum ama onun igin
Londra’ya gotiirdii beni burs verip ve de gittigimin ertesi giiniine randevu almisti. Doktor geldi okula. Royal
Bale’ye geldi ve de kontrol etti dizimi “katiyen” dedi, “meniiskiis filan yok sende. Ameliyat olamazsin, sorun
sadece baglarinda” bir igne yapti ve de gecici al¢iya aldi ve de dizimde bir daha problem yasamadim.

22 TInterview with Suna Ugur. 01/11/2007, istanbul - Biz burs kazanwr giderdik Londra’ya, Kralivet Bale
Olkulu'nda kurs gérmek icin biz gidince oradaki Ingiliz 6grenciler ¢ok bozulurlardi. “Madam i Tiirk ¢ocuklart
geldi! derlerdi..Kiskanirlard:y bizi. Bir seferinde kurstayiz gene Royal Bale’de, fuette diye bir hareket vardir
belki bilirsin, hani 32 tane donme biiyiik klasik balelerde, Swan Lake’de ozellikle ¢cok meshurdur o. Ben
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One of the dancers who was greatly affected by Madame’s actions was Suna Eden
Senel. She was a hard-working person, always trying to achieve best in classes. She
remembers that she was a fast learner of the movement combinations. Senel used to show
her friends how to do a certain combination, maybe finding an easier way as well. So she
attracted Madame’s attention.  After graduation, the first ballet piece, Coppelia was
performed and during a conversation with Madame following the performance, Senel
expressed her feelings about ballet in general. She was in love with it but something was
missing for her. She wanted to do more. Dame Ninette de Valois immediately decided that
she had to attend choreology education in London. The same year she arranged a British
Council scholarship for her and Senel went to London:

She said that I had to study choreology. In 1962, I went to London to study
choreology. I guess I like studying, or rather I study harder when it is
something I like. How suitable was choreology for me. It was like doing a
puzzle. Of course my luck was that I was working with Joan Benesh and
her husband Rudolph Benesh. In choreology, there is mathematic, an
excellent aesthetic and logic. I understood that I was very fond of such
things. I came to know more about myself there (...) It really made me
happy and I finished 4.5 years of education in 1.5 years time (...) Upon my
return, Madame asked me to stage ‘Kapandakiler /The Burrows’. It was a
test for me. I learned all this, yet was I able to put it on stage? She watched
and then approved my work. I was working with Madame, and I was like a
shadow of her. I was going everywhere with her and making translations
(...) soIlearned everything. She also asked things from me, I believe, in
order to educate me in every branch of the ballet discipline. Then, I became
very comfortable at the back stage with all this knowledge.””

donemezdim, doniislii bir kiz degildim ¢iinkii en fazla 8 tane donerdim. Bir giin dersten sonra iste “fuette” dedi
Madam “herkes tek tek gelsin ve yapsin” hepsi Ingilizler ¢ikiyor birak, 32 tane doniiyor hepsi sakir sakir ve
bitiriyorlar 32 tane! Ben heyecan iginde ve ¢iktim 8 tane dondiim ve bitirdim. Madam durdu, [..ak..] “bakin”
dedi, “hi¢hbir zaman 32 tane donmek marifet degil” dedi, “¢iinkii bir oraya, bir oraya giderek doniiyorsunuz, hig
yerinizde donmediniz” dedi, “‘eger donecekseniz Suna gibi doniin, 8 déniin ama tam doniin!” Tabii o Ingiliz
kizlar oyle, diisiin yere bakarak! Yani bu kadar ¢ok severdi bizi.

¥ Interview with Suna Eden Senel. 07/10/2007, Bodrum.- Sen koreoloji égrenmelisin dedi bana. 1962 de
Londra’ya koreoloji ¢calismaya gittim. Ben galiba ¢alismayt seviyorum, daha dogrusu sevdigim bir sey olunca
daha ¢ok ¢alistyorum. Ne kadar wygunmug bana, bulmaca yapar gibi geldi ve de derinligine gidebiliyorsunuz.
Sansim vardi ki Joan Benesh ile birlikte ¢calistim, ¢ok hos bir hanimdi, esi Rudolph Benesh de oyle. Koreolojinin
icinde matematik var, miithig bir estetik var, mantik var ve meger ben éyle seyleri severmisim. Kendimi tanidim
orada...beni ¢cok mutlu etti, hala da oyle. 4,5 senelik egitimi 1,5 senede tamamladim, ¢ok sistemli ¢aligtim.
Madame’dan dolayi, Covent Garden’da Madame’in locasina ben istedigim zaman gidebiliyordum ve ben orada
mesela Uyuyan Giizel balesini yazdim karanhkta...Déndiikten sonra, Madame benim kendi balesi olan
‘Kapandakiler’i sahneye koymamu istedi, sitnavdi benim i¢in o, bunlart biliyoruz da sahneye koyabiliyormuyuz?
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Suna Eden Senel worked for many years as a choreologist of State Ballet Companies
in Turkey and trained many other people. Later, she was given the responsibility to found the
Izmir State Ballet Company due to her experience in many aspects of the art of ballet. For
that reason, one can say that Dame Ninette was right in her decision to choose Suna Eden
Senel and instigate her towards choreology.

Dame Ninette encouraged and coached Turkish dancers to produce choreographies.
Sait Sokmen recalled how Dame Ninette de Valois had asked him to choreograph a ballet
piece. At first he could not comply with this wish but after some time he choreographed
Cark, the first ballet piece choreographed by a Turkish dancer in 1968.2° Then she
motivated and supported Oytun Turfanda and Duygu Aykal. They both became successful
choreographers and were able to develop their own distinctive dance styles in the Turkish
ballet.

Certainly Dame Ninette’s identity had been shaped by her nationality and cultural
background. In fact, two of the dancers belonging to the first and the second generation
indicated the word “colonizer” for Dame Ninette in their interviews. Yet, the perception of
Dame Ninette de Valois ‘being a colonizer in mentality’ is a higly argumental position for the
writer of this thesis. She was, no doubt, fond of the fact that along with other British ballet
artists, she established a ballet tradition in a country where there had not been a ballet
establishment. She undoubtedly had a British style and approach. Still in the world of art,

the schools are important. Dame Ninette belonged to the British school, indeed she was one

...Seyretti, begendi, ondan sonra onay verdi zaten. Ben tabii Madame ile birlikte calistigim icin, ona hakikaten
hayrandim ¢ok, onun yaninda hem terciime ediyordum hem de gélgesi gibi gidiyordum onunla. Iste terzihaneye
gidiyorduk, tiitiilerin nasil dikilecegini terciime ediyordum, nasil yikanacagini; simdi ben de terzilere
ogretebiliyorum onu, nerdeyse dikecegim. Dekor, 151k, aksesuar icin oyle, hep terciime ettigim icin rahatladim.
Sanirim beni yetistirmek igin olacak, mesela Sylphide balesini sahneye koyacagiz, o giin ‘sen’, dedi ‘15181 yap’;
boyleydi... Yok biryerde ‘aksesurlarin santimlerini sen ayarla’ derdi, onun icin de ben simdi ¢cok rahatim sahne
gerisinde.

20 Interview with Sait Sékmen. 12/13/2006, Istanbul

113



of the pioneers who established it. However, one should add that being an Irish origin and
having a significant status in British society also included a kind of patriotism that was
stressed by her unusual situation. She was fond of the idea of belonging to a country and
serving for it. Therefore her intolerance towards the draft dodgers, for example, should also
be mentioned.”®' She had a great respect for matters related to the state of belonging, and in
that respect she was totally British. Giiloya Giirelli Aruoba, one of the first dancers of the
Ankara State Ballet Company, a repetitor and ballet mistress who was actively involved at
the foundation of Istanbul State Ballet Company stated her view on this issue as follows
(fig.18): “ Whoever thinks that she was a colonizer is actually being indiscreet and ungrateful
and has no idea whatsoever of the outcomes of her personal efforts. She even went as far as
bringing costumes from England.”***

Surely, bringing costumes had nothing to do with the discussion of having a colonial
attitude. What Aruoba meant was that Dame Ninette’s vast efforts in order to support the
infrastructure of the Turkish ballet, demonstrated her constructive intentions and her
affiliation. This kind of attitude, for Aruoba, had nothing to do with a colonizing mentality.
The account of Richard Glasstone also confirms this view that Dame Ninette made sure from
the beginning that she was not trying to create jobs for British people, but for Turks.

In the end, de Valois directed the artistic policy of the Ankara State Ballet Company

for almost thirty years. It was only the mid-1970s that Turkish directors found firm positions

in the company.

31 Interview with Osman Sengezer. 03/21/2007, istanbul

22 Interview with Gtiloya Aruoba. 02/10/2007, Ankara- Kostiim yolladi kadin ¢ocugum, kostiim. Royal Ballet
Company’den bize kostiim geldi. Biz burada kostiim dikmedik. Kadn indi terzihaneye tiitii yikamay: 6gretti
kadinlara, legenle tozu alip, yani bu kadina “koloni yapiyorsunuz” demek igin adamin dilinin kopmasi lazim...
nankérliik tirkcesi. Aldilar orada okuttular, yatirdilar, yedirdiler, icirdiler, yani “bu insanlar bizi koloni
yapiyor” demek ayip! Onlarin adina utantyorum ve éziir diliyorum.
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Tenasiip Onat, for example, had a resentful memory on the scholarship issue. During
her active dancing period in the company, Dame Ninette de Valois had informed her that she
was going to be given a scholarship to go to England to attend courses and becoming a ballet
mistress/ teacher. Then, according to Onat, Dame Ninette de Valois had, for no apparent
reason, changed her mind, and informed Onat that the scholarship was not possible. Later,
the director of State Opera and Ballet, Ciineyt Gokger had interfered and mentioned to Dame
Ninette de Valois that they were going to give Onat a scholarship to go to Russia to continue
her studies there. Dame Ninnette suddenly had changed her mind once again and gave the
scholarship to Tenasiip Onat. Onat attended the Royal Ballet Academy and pursued her

teaching studies there for one year.”

This is an interesting story that would indicate how
power games were established between the foreign directors of the company and the future
Turkish candidates of these posts.

Quintessentially, there were also competitive attitudes towards other schools of dance.
Nevertheless, Dame Ninette de Valois had a strong missionary involvement with her students
and tried to provide them with necessary scholarships supported by the British institutions.
As another example, Feridun Ulusoy mentioned that he had a scholarship from Dame Ninette
de Valois in 1976 to go and work at Royal Academy of Ballet. This was even after her
departure from her active role in the administration of the Ankara State Ballet Company.>*

Probably, an intimate example of Osman Sengezer’s collection of memories related to
Dame Ninette de Valois on their first company tour abroad, to Bulgaria, provides us with
some hints for De Valois’ attitude towards Turkish ballet. In Sengezer’s view, Dame Ninette

de Valois had never liked to be near communist regimes, and this was the first time she had

accepted to be actually in one of those countries. She traveled with the company by bus

33 Interview with Tenasiip Onat. 01/17/2007, istanbul

24 Interview with Feridun Ulusoy. 02/10/2007, Ankara
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whereas the British conductor of the orchestra, Allen Abbot, had a private car. She refused to
be in the car, saying that she wanted to be with her company:

We had a tour of Bulgaria. Varna, Ruscuk, Filibe, Sofya. Madame was with
the Turkish ballet. They sent her private cars like limos, but she refused
and said: I am going on the bus with the children. We had a capricious
orchestra conductor called Allen Abbot, refusing to go on the bus because
of his hemorrhoid condition, saying his hands which hold the stick would
shake. Madame used to get annoyed, and the gentleman came afterwards
with the limo and us, together with Madame, chanting songs in Bulgarian
roads. Madame had a certain complex, a certain fear of communists. She
had an allergy towards them. She didn’t even want to be in Istanbul
because it was too close to Russia. Madame has been invited many times to
Russia. Always declined, she never went. She was a woman greatly
against communism and the communist regime. She was also a great
admirer of Atatiirk. This must be said, she would use his name whenever
possible and would say that it was Atatiirk who founded the Turkish ballet.
Her joining the tour of Bulgaria was a big event in England and for the
British Embassy. Because Madame crossed the iron curtain and was very
edgy2.35But she overcame her inhibitions and participated in the Bulgarian
tour.

For many Turkish dancers interviewed for this thesis, Madame’s presence was
inevitable and necessary for those years since Turkish directors were young and
inexperienced. In their assessment, Dame Ninette’s separation was quite early for Turkish
ballet.

Besides Dame Ninette de Valois’ impact, one should also refer to two other
influential figures, Molly Lake and Travis Kemp. Lake and Kemp worked as the teachers

and directors of Ankara State Conservatory for twenty years, and had been the subjects of

25 Interview with Osman Sengezer, 03/21/2007, istanbul — Bulgaristan turnemiz olmustu, Varna, Ruscuk,
Filibe, Sofya. Madam Tiirk Balesi'yle beraber. Ona ozel arabalar génderiyorlar, ne bileyim limuzinler gidiyor
ama otobiiste bizimle geliyor “hayw” diyor “ben ¢ocuklarla otobiiste gidecegim” . Kapris, kiyamet Allen Abbot
diye bir orkestra sefimiz var, hemoroidleri oldugu igin asla otobiise binemezdi “hiiiih! Elim titrer. Cubuk, baget
tutacak elim titrer”. Madam sinirlenir “la havie” der ve beyefendi limuzinle arkadan gelir. Biz Madamla
otobiiste kiyamet, sarkilar Bulgaristan yollarinda. Ilk yurtdisi turnesi oldugu i¢in Devlet Balesi’nin Madam da
bizle gelmey istedi. Madam’in bir kompleksi vardi. Madam’in miithis bir korkusu vardi! Komiinistler.
Komiinistlere karst alerjisi ve korkusu vardi ve Madam uzun yillar Istanbul’da bile olmayr ¢cok sevmemistir
“Rusya’ya yakin” diye. Madam bir ¢ok kere Rusya’ya davet edilmistir, reddetmistir. Hi¢ gitmemistir. Ciinkii
komiinizme, komiinist rejime karst miithis karsi bir kadindi. Madam ayni zamanda da miithis bir Atatiirk¢iiydii.
Bunu agik¢a da séylemek, mutlaka séylemek lazim. Her yerde bu ismi kullanir ve “Tiirk Balesi’'ni Atatiirk
kurmustur” der hep. Bulgaristan turnesine geliyor olmast Ingiltere’de ve Ingiliz konsolos, sefaretinde biiyiik
olay olmus! Ciinkii Madam demirperde gerisine gidiyor ve gercekten ¢ok huzursuzdu. Fakat ¢ok kendini
diigiinerek, yani baleyi diistinerek 6biir taraflart birakti, yani kendi seylerini yenerek bu Bulgaristan turnesine
katilmigtr bizle.
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different debates. Firstly from the writings of Metin And, one can follow an argument
underlining the fact that although they were good teachers, their artistic approach had always
been problematic. Although Metin And was a strong believer of the British school in Turkish
ballet, he had some reservations about Molly Lake and Travis Kemp. And’s criticism was
based on both Lake and Kemp’s being more in quest of power, to control the decision-
making mechanisms inside the dance institutions in Turkey. They focused on performance
rather than the educational process. Metin And accused them of not motivating Turkish
students to make choreographies and also of holding their posts more than the usual time
span that all other British trainers spent in Turkey, and hence, not letting anyone work for the
conservatory long enough to establish themselves and to challenge their authority. In that
sense, one can follow a line of argument that they had pursued their own interests in Turkey,
sometimes contrasted with the actual needs of Turkish ballet. And’s criticism was also
directed towards Lake and Kemp’s competence in choreography. He believed that good
ballet teachers would not necessarily become good choreographers and that the Turkish ballet
needed real choreographers from abroad to improve:

The worst part comes into the picture when there isn’t any choreographer

around (...) Molly Lake and Travis Kemp, are two very good teachers.

Their presence is a great benefit for the conservatory but being great

teachers does not necessarily mean that they will be successful in

choreography as well.>*®

Metin And also criticized Lake and Kemp’s general attitude of foregrounding these

kinds of final stage performances instead of educational process. In another article in 1961

published in Aksam newspaper, he wrote a review on the performance of Coppelia. There,

36 And, Metin. Vatan newspaper, 05/07/1959 - Isin en kétii yam koreograf yoklugunda ortaya ¢ikiyor.
Programda konservatuar ogrencilerinin dans ettikleri, her ikisi de Caykovski’nin miizigi iizerine, iki uzunca
eser vardi. Findikkiran Balesi’nin ikinci perdesi ile Birakilmig Bahge adli senfonik yapida bir eser. Bunlari bale
ogretmeni Molly Lake diizenlemis. Konservatuar bale 6gretmeni ve bale béliimiiniin sorumlusu Molly Lake ve
Travis Kemp, iki ¢ok tistiin degerde bale dgretmeni. Varliklari konservatuar igin biiyiik kazang, ancak degerli
bale 6gretmeni olmanin her zaman her zaman koreografi yapmaya eli yatkin demek olmayacag her iki eserde
de agik¢a ortaya ¢ikiyordu.
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he expressed his concerns about the conservatory education where Lake and Kemp focused
more on performance rather than the training process:

Another danger is that there is an inclination more towards performance by

the state conservatory. There, they are preparing ballet pieces that exceed

the limits of the educational context. Because their dancers aren’t qualified

enough, other dancers are being taken from the State Theatre and

choreographies which are not at all sufficient, are being realized.”’

In another article the same year, Metin And shared with his readers the consequences
of his criticism for Lake and Kemp, the conservatory had stopped inviting him as a critic after
the publication of his article condemning them as “incompetent choreographers”.”® Tt is
interesting to find out that the directors of the conservatory could have taken such a central
decision and stopped inviting a Turkish dance critic for conservatory’s performances. We
know that the decision was not applied for a long time, because And continued to review the
conservatory performances. He kept on stressing that Molly Lake and Travis Kemp were

good ballet teachers but not good choreographers.”*’

The whole debate on Lake and Kemp,
showed in a way that power games were established and the authority of the foreign experts
were now subject to Turkish criticism.

During our research, we came across an interesting fact about the personal relation
between Molly Lake and Dame Ninette de Valois that has to be mentioned here because of its
consequential effects on Turkish ballet. Molly Lake and Dame Ninette de Valois had a

relationship that went back very long to their childhoods. They grew up together and were

both involved with ballet. Dame Ninette eventually formed her own company but Lake did

»7 And, Metin. “Bizim Bale” (Our Ballet), dksam newspaper, 03/02/1961- Bir tehlike de bu dans¢ilar:
hazirlayan Devlet Konservatuarinda icraya dogru bir yonelim sezilmesidir. Orada da 6grenim ¢ergevesini asan
genislikte eserler hazirlaniyor, dans¢ilart yetmedigi icin Devlet Tiyatrosu 'ndan dans¢t aliniyor, ve hi¢ de yeterli
olmayan koreografiler yapilryor.

2% And, Metin. Ulus newspaper, 03/25/1961

9 In fact it is an overrepeated issue in many of And’s articles. For example, in 1964, he mentioned again a
performance in the conservatory and Molly Lake’s choreographies. His emphasis was that she had an
opportunity here that she couldn’t get in Britain before. He accused her of not motivating Turkish students to
make choreographies. And, Metin. Ulus newspaper, 04/16/1964
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not join her and participated to other groups as a dancer. In the end, it was Dame Ninette
who had founded the Royal Ballet and became the most influential figure in British ballet
scene. Molly Lake, on the other hand built up a career as a dancer. When Dame Ninette
came to found Turkish ballet, she offered Lake and her dancer husband, Travis Kemp, the
posts of director and teacher at the school. They accepted the invitation after considering it
some time and became long time teachers and directors of the conservatory in Ankara.
However, Lake had strong ambitions to make choreographies and to found a private company
all along. Dame Ninette de Valois wanted them to be the teachers of the conservatory, not
the choreographers. Witnessing people’s perception and memories, one can conclude that the
tension grew through time but got never resolved. In fact, in the interview with Richard
Glasstone, he touched on this subject as follows:

Molly is a very good teacher, Travis is not. Madame has always said Molly

is a very good teacher and right towards the end she still gave her job in

Royal Ballet. Madame and Molly as young children they were friends, they

grew up together. Then when Madame started her tiny little group of six

people, Molly went with some other group and she thought that’s not very

important. Eventually Madame brought her here and she did a very good

job, she built the school but she wanted to be the choreographer. Madame’s

idea was ‘you built the school, I’'ll bring the real choreographers’ because

she was not a good choreographer...But you see Molly made a lot of

problems here.**’

Once again, Metin And, in our interview recalled those years and supported
Glasstone’s view. And conferred an insider observation on their relationship. In And’s
analysis they were against Madame. They wanted to found a ballet company in the
conservatory:

That woman, Molly Lake was too ambitious; indeed she was worthy as

well. Not Travis Kemp but Molly was quite important, she knew Pavlova

and all. But I wrote hurtful articles and eliminated them. Madame always

protected them because she had an affinity towards Molly. She had respect

towards their past but I rejected them. Because they wanted to form a

separate company with which I was totally against. There was one
company and that was the State Ballet Company. Conservatory is a place

240 Interview with Richard Glasstone, 05/25/2007, Istanbul
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to educate the students, not a place for an alternative company (...) Molly
was jealous of Madame. Madame was not a person to pay attention on such
things.**'

Moreover, their long term student Aydin Teker mentioned this issue in her interview,
adding interesting memories linked to their plans of founding a private ballet company in
Turkey. Their attitude towards Teker who, in Lake and Kemp’s view, could play an
important part in their projections of future, was somehow disturbing:

I remember Molly’s grace. I believe that we have learned the origin of
classical technique from her but the school had such a problem: with only
one teacher all those eleven years, one tends to get exhausted. I am a very
curious person, always ready for research. For example, a certain thing
happened, Angela Bailey came, when she came I tried to work with her
privately, we were meeting in the weekends, attending classes, etc. I
remember that this situation annoyed Molly, she said: ‘you don’t believe in
me’! On the contrary, I was very much believing in her, but in that
historical process, I mean being with the same teacher with eleven years, a
curiosity develops (...) the curiosity of what is happening elsewhere? Then
we had a conversion with Molly and Travis: they said ‘we want to form a
company in the future and in that company we want to accommodate you.
We are hoping that you will be a part of it’. I am very honest and credulous,
can not play tricks. I told them that I wanted to go other places, see other
things’ and they made me go through hell during my masters. In the second
year, | was all alone. I was in pain, it was like torture. They were furious,
because they thought of me as a big investment. They knew about me that I
did research, helped the younger ones, I guess they were aware of my talent
in teaching (...) So they were thinking of establishing a company in
Ankara, in the meantime I had a very difficult time. I used to leave the
class every day. I started to smoke. It was such a nightmare, but then,
when I thought that they wouldn’t let me graduate, they did so and with
very high notes. I went through such an experience (...) they had such a
dream. [ understood that but I also had dreams, those dreams didn’t
coincide with one another. Because it didn’t respond to my needs. Being
there such a long time with the same teachers (...) A difficult thing was
lived through there.**

241 Interview with Metin And. 12/21/2006, Ankara- Onlar Madam’a karsilar ve orada Konservatuar’'da bir
bale toplulugu yapmak istiyorlar. Kadn, ¢cok hirsli bir kadin Molie Lake. Aslinda ¢ok degerli bir kadin, yani
onu . O Travis Kent degil ama Molie Lake ¢ok degerli bir kadin. Pavlova’yt falan tanityan o zamanlarin seysi,
balecisi ama ben bu, onlar: bu seye karistirmadim. Cok agir yazilar yazdim onlar hakkinda, yani onlart sey
ettim, ekarte ettim. Madam da onlart korudu, yani Molie Lake karst bir seyi var. Ayni yastalar falan, onun
seyine mazisine karsi bir saygisi vardi falan ama ben tamamiyla reddettim. Ciinkii onlar orada ayrt bir topluluk
kurmak istiyorlar kari koca. Ben buna karsiyim, simdi bir topluluk var o, o da Devlet Balesi, yani simdi
Konservatuar’da 6grenci yetigir ama ayrica bir rakip sey olamaz...Madam’1 da kiskaniyor, kiskanan bir kadin.
Madam da bunlara aldiris etmeyen bir kadin.

2 Interview with Aydin Teker. 03/09/2007, istanbul - Molly ‘nin, zerafetini hatirliyorum, klasik teknigin oziinii
ondan 6grendigimizi diistiniiyorum ama soyle bir sorunu vardi okulun, yani ben 11 yil o okulda okumus ve
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Teker’s account puts a shadow on the pedagogical skills of Molly Lake and Travis
Kemp. Putting pressure on young minds undoubtedly created an unfair situation between a
powerful teacher and a vulnerable student. Even if they had a private project, this had
nothing to do with the educational institution they were in at the moment. In fact, there
existed negative accounts of incidents with their students related to the conservatory
education as well. Jale Kazbek expressed a traumatic memory where she had considered to
quit her education three moths before her graduation because Molly Lake’s unacceptable
attitude towards her. Although Kazbek admits that these were the most anxious years of her
youth, she still felt that it was Molly Lake’s place as a teacher to act maturely. As Kazbek
was dancing on stage, Lake reportedly was shouting at her that she was going to fail in class.
Many people interfered so that Kazbek could finally graduate.”*® These incidents clearly

indicate that Molly Lake and Travis Kemp were not managing their authority well.

merakly biriyim, yani farkli seyler gérmek; o iste arastirmaya hazwr bir 6grenciydim her zaman ama mesela bir
hocayla ayni, 11 yil okudugun zaman artik tiikenme goriiyorsun ve mesela séyle bir sey yasandi. Angela Bailey
geldi. Angela Bailey geldiginde, mesela ben onunla ozel ¢alismaya ¢alisirdim, yani boyle hafia sonlart
bulusuruz, iste ders filan. Hatta béyle zaman zaman “Molly 'nin Fransiz oldugunu” ve “bana inanmiyorsun”
dedigini hatirliyorum! Halbuki ona ¢ok inaniyordum ama o tarihsel siirecte, yani bir insanin 11 yil ayni hocayla
olmasinin getirdigi bir sey var; merak. Baska yerlerde neler oluyor? ...Séyle bir konusma gecti hocalarimla
aramda Molly ve Travis’le “biz” dediler, “bir company kurmak istiyoruz ilerde. O company’de de seni
gorevilendirmek istiyoruz, yani bir parcast olmani istiyoruz.” Ben de ¢ok boyle saf ve diiriisttiim, yani numara
¢cekemem. Ben de dedim ki “baska yerlere gitmek istiyvorum, baska seyler gérmek istivorum” ve de ¢ok zor bir
kabus donem yasattilar bana yiiksekte. Ikinci senede, yani tek basimayim. Aci ¢ektim, iskence gibiydi bir yerde.
O kadar ofkelendiler,  ¢iinkii ¢ok biiyiik yatrim diistiniiyorlarmis beni orada. Ciinkii gériiyorlar iste
arastirryorum, kiigiiklere yardim ediyorum, yani boyle ders verme yetenegimi ilk herhalde gériiyorlardi...
Ankara’da, yani éyle bir company kurmay: diisiiniiyorlardi, yani “mis”, o sirada ve ¢ok zor bir donem gegirdim.
Hatta orada nasil? Her giin dersten ¢ikiyorum agliyorum, sigara i¢cmeye basladim filan. Tam bir kabus, fakat
ondan sonra, yani beni mezun etmeyeceklerini diisiiniirken ¢ok yiiksek notlarla mezun ettiler okuldan. Oyle bir
seyler yasadim, yani dyle bir hayalleri vardi. Onu goriiyorum ama benim de hayallerim vardi, yani o
hayallerimiz ¢akismad, ¢iinkii ihtiyag, yani beni tatmin edecek, benim ihtiya¢larima artik orast cevap
veremeyecek durumdaydi. Bu kadar uzun siire ayni yerde, ayni hocalarla olmak. Boyle bir seyimiz oldu, yani
boyle bir zor donem yasandi orada...”

3 Interview with Jale Kazbek. 02/09/2007, istanbul- Ben dans ediyorum, hem bana diyor ki ‘seni sinifta
birakacagim’ ve kuliste bana, sadist kadin, kuliste bana bagiriyor ‘seni gecirtmeyecegim, sana boyle
yapacagim.’ Bu olur mu? Ben de o kadar asabiyim. Tam benim ergenlik zamanim. Sen ne ugragiyorsun benimle,
¢tldirtacak kadin beni. Ondan sonra ben de sahnede dans ediyorum, ‘istedigini yapabilirsin’ diyorum. Kendimi
oradan oraya atiyorum, oraya zipliyorum buraya ziplyyorum, ‘hi¢bir sey yapamazsin’ diyorum ve boyle kavga
ediyoruz biz. Diisiinebiliyor musun? Yani facia bir sey, simdi bunu okusan veyahut da anlatsan birine kimse
inanmaz ‘Jale abartyyor’ der veyahut ‘¢ilgin’ der.
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Another negative experience came from Tenasiip Onat. Onat recalled that Molly Lake
and Travis Kemp were against one of her earlier scholarships. In fact, they did not want her
to go to England and pursue teaching. According to Onat, this was because of their fear that
on her return, she would have became one of the ballet teachers challenging their power: “
British people perceived here as a market. They wanted to send their artists here as teachers,
choreographers, repetitors. They did not want us to establish our own power, by
ourselves.””**

In reality, one might state that Turkey was a land of possible career opportunities for
foreign experts. They provided the necessary knowledge to Turkish students and in return
they improved their status and financial situations. Certainly the British teachers must have
had enough job opportunities since they had various ballet companies and schools in Britain,
but still other posts in different countries were also probably quite tempting. For some,
working abroad was a way of acquiring a permenant job back home. As Richard Galsstone
asserted, coming to Turkey was a step for him to be able to work in the Royal Ballet.**’

Meri¢ Siimen expressed her opinion on Lake and Kemp, associating the issue to an
artistic difference in the field of ballet. For her, the tension between Dame Ninette and
Molly Lake started long before when Royal Ballet Company had adopted a different artistic
style other than Cecchetti style which Molly Lake had favored more as a dancer. Dame
Ninette’s and Molly Lake’s incompatibility was obvious for Siimen. They turned
conservatory education to a company education mainly because of their backgrounds:

Molly belonged to the style of Cecchetti, she was coming from Pavlova

times and when Madame established Royal Ballet, she had changed that

style. That was their main wrestle with each other. It was before us (...)
Molly desired to found a company here in Cecchetti style. It was very

4 Interview with Tenasiip Onat. 01/17/2007, istanbul - Ingilizler burayt bir pazar gibi goriip kendi

sanat¢ilarini buraya 6gretmen, koreograf, repetitor olarak gondermek istiyorlardi. Tam olarak kendi basimiza,
kendi iktidarimizi kurmamizi istemiyorlardi.

2% Interview with Richard Glasstone. 05/25/2007, Istanbul
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wrong. Madame brought them here for teaching at the conservatory. They

taught us how to dance. In truth, they didn’t bring a pure technique, even

damaged it. Because we were very talented, after our three years

background with Beatrice Appleyard, we added Molly’s callous yet
beautiful dance. Both Molly and we were lucky in that sense. It would

have been another story. Our bodies might have not been suitable; our

backgrounds would have been weak.>*

In that sense, Meri¢ Siimen also questioned their teaching methods. She argued that
they did not bring a pure technique; moreover they damaged the technique that students
already had. The differences in artistic styles while examining influential dancers are
undoubtedly worth to be further studied.

During the same period, in the middle of the 1960s, one comes across a dialogical
debate between Metin And and Travis Kemp. Travis Kemp, during a conference held in the
conservatory, made certain statements about the future of Turkish ballet. Based on Sebnem
Aksan’s private archive, a complete translation of Travis Kemp’s speech in that conference
is available for study. Translated into Turkish by Filiz Ali, the speech was entitled: “What is
to become the future of Turkish Ballet?”?*’ In this speech Kemp touched many subjects
related to the most discussed issues of Turkish ballet. In short, he expressed that the ballet,

although an art form born and flourished in Europe in the last five centuries, it had a basic

technique which was international. For Kemp, it was most appropriate that this international

6 Interview with Meri¢ Stimen. 07/11/2007, Datga- Konservatuar egitimini company egitimine doniistiirdiiler,
evet. O, onlarin altyapilarindan kaynaklanan bir sey. Madame ile Molly nin gegimsizliginden kaynaklanan bir
hikayedir. Madame Royal Ballet’ye director oldugu zaman; Cechetti, Pavlova zamanlarindan geldigi i¢in
Molly, ve onlarin bir Cechetti stili vardir biliyorsunuz, Royal bale stili degistirdi ve orada kapistilar onlar, bize
gelmeden evvel, bizim haberimiz bile yok boyle birseyden. Metin abi bilir onlari, sonar biz 6grendik. O kapisma
doneminde Royal Bale’ye beni aldigi zaman Madame, Molly ¢ok kizdi mesela. ‘oraya gitme, niye gidiyorsun?’.
Nastilsoylerim ben, o da benim hocam. Sen benim okul hocamsin. Molly, Cecchetti stilinde bir company kurmak
istedi, bunlar ¢ok yanhs seyler. Madame sizi oraya okul hocast olarak getirtti, ve bize dans etmeyi dgrettiler.
Ashnda teknik olarak, net bir teknigi bizden istemediler. Aslinda bozdular demem lazim. Biz ¢ok yetenekli
oldugumuz igin aldigimiz o ilk ii¢ yillik alt egitimin, o temiz teknigin iizerine Molly 'nin o duygusuz giizel dansini
koyduk. Yani Molly de sansh ¢ikti, biz de sansh ¢iktik. Cikmayabilirdik. Viicudumuz uygun olmayabilirdi,
altyapimiz zayif olmayabilirdi. Aptal bir bacagn tizerinde habire dans etmenin manast yok, yani ¢ok dogru bir
egitimin tizerine dans etmek lazim ama sansl ¢iktik ¢iinkii Beatrice Appleyard ile altyapidan ¢ok dogru girdik.

7 Kemp, Travis. “Tiirk Balesinin gelecegi ne olacaktir?” (What will be Turkish Ballet’s Future?) Unpublished

manuscript, Ankara State Conservatory Conferences. From the private collection of Sebnem Aksan. Appendix
no: 7
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technique should be adapted to the local characteristics of the body in order to reach a
certain national artistic expression in each specific geography. The classical technique of
ballet should not be taught in the manner of another country’s local/national artistic
characteristics. Foreign teachers should stay long enough in a specific country in order to be
able to make research on nationalistic qualities and therefore being able to teach classical
ballet adapted to the local conditions. Kemp added that no matter how famous and qualified
in their own countries, foreign teachers who came and went in short periods of time to
another country could not develop the cultural competence to contribute to the development
of their national ballet.

That perhaps provides hints for their negative attitudes towards some foreign teachers
visiting Ankara State Conservatory and the company which was an issue constantly
mentioned in Metin And’s writings. One of these teachers strongly affected by Lake’s and
Kemp’s negative attitudes was Andrée Howard. Howard had just started to rehearse an
interesting choreography focusing on folk dance motives:

The three minutes of the piece was successfully realized. At that moment,

an inauspicious event happened. Andrée Howard slapped a dancer who was

giving her hard time in the class and hence obstructing the lesson (...) This

event resulted in Andrée Howard’s leaving without finishing her piece.”**

Metin And who reported this incident also mentioned earlier rumors about Andrée
Howard’s visit. And believed that these rumors were created by the directors of the
conservatory, Molly Lake and Travis Kemp, long before Howard came to Turkey. She had
been introduced to the dancers as a “loser” and that her ballet piece, Assembly Ball was only

performed once in Britain and canceled. Therefore, young dancers already affected by these

rumors developed a resistance towards the choreographer and sort of sabotaged her piece.”*

28 And, Metin. Ulus newspaper, 07/25/1963. - Eserin ii¢ dakikast basariyla ortaya ¢ikmisti. Tam o sirada
ugursuz bir olay oldu. Andre Howard simifta uslu durmayan, calismalari aksatan bir dans¢iyr kendini
tutamadan tokatlamak zorunda kaldi...Bu olay Andre Howard in eserini bitirmeden ayrilmasina yol agti.

* And, Metin. Ulus newspaper, 07/25/1963
124



Travis Kemp also revealed the absence of ballet tradition in Turkey, but for him this
provided a positive affect enabling the dancers approaching ballet with more liberal attitudes
and introducing fresh ideas to their artistic expressions. Then Kemp touched the delicate
issue of miss-communication between the State Theater and State Conservatory.”” For him,
the non existent relationship between these two institutions had a devastating affect on young
dancers. The graduates of the ballet conservatory were facing a world which had no
connections with their previous conservatory education. Graduating was like passing a
doorway and after they pass this threshold, they could not continue to improve themselves in
their field. The metaphor of the dancer resembling the wine was used to explain the
deteriorating conditions of the professional life:

A freshly made bottle of wine should be rested in excellent conditions for a
certain period of time to reach its best taste. A responsible wine maker can
not leave his bottles to organizations whose main idea is to sell them
urgently and make profit out of it. This is what has been happening to our
young dancers when they graduate. They are being ruined due to the fact
that not being aged properly in the State Theater.”’

According to Metin And, Kemp’s point of view was not relevant at all. After Kemp’s
speech, And published a severe criticism about these statements in Ulus newspaper:

Travis Kemp, in his conference, compared ballet people to wine.
According to him, a superbly made wine, in the conservatory is being
ruined due to the fact that it is not being aged properly in the State Theatre.
How could he possibly say that without blushing? There, ballet teacher
Molly Lake leaves her classes stays in South Africa for months without
feeling any responsibility. Classes are done without having the musical
accompaniment, students are being used by the amateurs who haven’t got
any talent for choreography but still eager to fulfill their desires from their
underachieved past (...) then how is it possible that our dancers are being
ruined in the State Theatre (...) The truth is, the education in the
conservatory should be re-organized, and for the realization of this, the first
thing to do is to change the teachers in the conservatory.*>

250 During that time State Opera and Theater were not separated from each other.
31 Kemp, Travis. Unpublished manuscript. Appendix no: 7
52 This newspaper article was found in the private collection of Muzaffer Evci, yet it has not any dates on it.

Since this specific issue about Molly Lake and Travis Kemp in And’s articles has appeared in the middle of the
1960s, we assume that the article was published between 1962 and 1965.
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As he stated in this article, he condemned them for not providing the necessary
education at the conservatory. The long leave of absence of Molly Lake had proved that they
were in no condition to criticize the state institutions. We understand that Lake was able to
stay in South Africa for another private project in the educational semester. Some of her
classes, as And indicated, could not be done, and this probably had an effect on students’
productivity. Yet because the only decision makers were Lake and Kemp, no body would
have done anything about it. Osman Sengezer mentioned in one of our interviews another
incident which shaved Lake and Kemp’s unquestioned authority. Apparently, a conservatory

student was thrown up from the school during his last year of studies just because he was

gaY-253

During the celebrations of twenty years of Turkish ballet, Metin And gave an
overview of these twenty years and stressed the importance of Dame Ninette de Valois.”**
He emphasized that there was one very important weakness of Turkish ballet, which was the
absence of Turkish choreographers and their creativity. Metin And mostly blamed the
conservatory education for this. In his view, the two teachers, Molly Lake and Travis
Kemp’s attitudes were responsible for this situation. He blamed them for making their own
choreographies and not preparing students for creative work. Also, according to And, their

long term negative attitude towards the newly arrived foreign teachers to conservatory had

And, Metin. “Bir Konferansin Diigiindiirdiigii” (The Thought Activated by a Conference), Ulus newspaper, from
the private collection of Muzaffer Evci. - Travis Kemp konferansinda balecileri saraba benzetti. Ona gére
konservatuarda iyi yapilan sarap Devlet Tiyatrosunda iyi yillandirilmadig 1 icin bozuluyormus. Bunu hangi
yiizle, nasil yiizii kizarmadan séyleyebildi? Orada bale dgretmeni Molly Lake derslerini yiiziistii birakir, basin
alp Giiney Afrika’da aylarca kalir, hichbir sorumluluk duygusu tasimadan aylarca miiziksiz ders yapulr,
ogrenciler koreografliktan hi¢ nasibini almamus fakat gengliginde doyurulamamis hevesleri karsilanmak isteyen
acemilerce kullanilir...sonra da nasil olur da dans¢ilarimiz Devlet Tiyatrosunda bozuluyor denir...Asul
konservatuardaki egitimin bir yoluna konmasi gerekir, bunun icin de simdiki ogretmenlerin yerine baskalarinin
getirilmesi bu yolda yapilacak ilk igtir. Appendix no: 8

53 Interview with Osman Sengezer. 03/21/2007, istanbul

2% And, Metin. “Dame Ninette de Valois”, Ulus newspaper, 01/25/1967
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resulted in teachers’ early departure from the institution. This is an explicitly over repeated
subject in Metin And’s writings.

As a matter of fact, on several occasions, the teachers responded to And’s accusations.
In one of these writings, they took refuge in the evaluation and competence of Turkish state
officials:

In the time of our twelve year period work in Turkey, many headmasters

and Ministers of Education has come and gone. If Metin And’s claims

were taken under consideration, then none of these cultured and intellectual

people who have held us together, must have been committed to their

duties. His insistence on unjust flanders which do not at all corresponds

with the traditional Turkish hospitality, righteousness and grace, does not

bring him any credit and leaves us with unfair accusations and sorrow.>”

Indeed these accusations had a solid ground. Metin And published a series of articles
in Ulus newspaper in 1963. In these articles, he mentioned a proposal of forming a draft law.
It was related to the foundation of a general administration for ballet prepared by the teachers
of the conservatory, Molly Lake and Travis Kemp. In Metin And’s observations, this
proposal was not appropriate for Turkey. One understands from the critical writing of And
that the teachers’ suggestion was to separate the opera, theatre and ballet structures, each
owning their own artistic units, therefore, each having separate financial budgets. And
believed that, on the contrary, one had to show an effort to minimize the artistic budgets of
the state institutions. Opera, theatre and ballet should rather have shared the costume and
stage design departments instead of being separated into different departments. In Metin
And’s analysis, this was an attempt of the part of Molly Lake and Travis Kemp to strengthen

their positions in Turkey. And believed strongly that if there was someone like Dame Ninette

de Valois in Turkey, the Minister of Education should have taken her, and not Lake or

255 Kemp, Travis cited in And, Metin. “Bale iizerine bir Tartisma” (A Disccussion on Ballet), Ulus newspaper,
?/2/1966. From the private collection of Muzaffer Evci. - Bizim Tiirkiye'de ¢alistigimiz 12 yil zarfinda bir¢ok
konservatuar miidiirleri ve Milli Egitim Bakanlar: geldi gecti. Metin And’in iddialar: goz oniine alimirsa bizi
tutan bu kadar kiiltiirlii ve akilli insanlardan higbirinin vazifesine miidrik olmamasi icap eder. Metin And’in
Tiirkiye 'nin geleneksel dogruluk, asalet ve misafirperverligi ile bagdasmayan bu israrl ve haksiz kétiilemeleri
ona hi¢bir itibar temin etmemekte, bizleri de haksiz ithamlar altinda tiziintiide birakmaktadir. Appendix no: 9
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Kemp’s decisions, as the final judgment in these matters. As indicated by And; Lake and
Kemp were ineffective ballet people abroad, and they tried to have more power in Turkey.**®

Indeed, Molly Lake and Travis Kemp stayed almost twenty years at the Ankara
Conservatory. Their long term adventure with the state ballet school has stemmed from the
decision of Dame Ninette de Valois. De Valois never replaced them with another British
teacher. Most likely, she was too occupied with the company, finding support for other
British choreographers and teachers. Perhaps, also Dame Ninette had not considered the
situation as a problem. As we learned from Richard Glasstone, she provided a job for Molly
Lake in Royal Ballet upon their return from Turkey to England.”’ Therefore, these debates
about Lake and Kemp’s incompetence or rather their befitting to Turkish educational system
stayed inside the Turkish circles, more precisely in Metin And’s criticisms. This, in fact,
provides an understanding that Turkish ballet, after some time was struggling to gain control
over the issues related to its own existence.

During the beginning of the 1970s, Istanbul State Ballet Company was founded. Allen
Carter, suggested by Dame Ninette, came to Istanbul and started the institution. In fact,
Selguk Borak was one of the young applicants who were chosen by Allen Carter. Carter, a
graduate of Royal Ballet, was an experienced choreographer. Sebnem Aksan was Carter’s
assistant during that time and in our interview she stated that Carter who directed the Berlin
Opera and Ballet, was a very beneficial and effective person for the Istanbul Company. He
was not only a choreographer but a very knowledgeable person in directing. However,
Aksan noticed that a counter reaction against him had already started and in four months he
had to leave the company. Sebnem Aksan was in America during his separation so she could

not gain knowledge of what has happened. Similar things happened to other foreign directors

26 And, Metin. Ulus newspaper, 07/04-05/1963

27 Interview with Richard Glasstone. 05/25/2007, istanbul
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and choreographers following Carter. Aksan asserted that as if there was a virus inside the
Istanbul Company, whoever tried to do something serious was prevented to do so.>®
Historical process also shows that all these complications with British teachers and
choreographers resulted, perhaps with an early departure of the British school. In fact,
similar doubts about the teaching or directing methods could target some other British experts
as well. Yet it is also crucial to acknowledge the strong presence and contribution of British
choreographers and teachers who visited Ankara and Istanbul companies during the first
thirty years. It is very hard to obtain an account or criticism for all of them since the
published sources are very scarce. So we based our arguments on oral interviews and written
sources that were available. This inevitably limited our objective on certain individuals who
were mentioned in either one or the other source. Therefore we can not claim that all the

British subjects are covered.

The Inevitable Separation from Dame Ninnette de Valois: Shifting towards a
Russian Impact

Molly Lake and Travis Kemp had stayed twenty years, contributing to the Ankara, as
well as Izmir and Istanbul conservatoires, as teachers and choreographers. In 1974, as the
political disturbance grew stronger and that one night a bomb was thrown against the wall of

their house, Lake and Kemp decided to end their twenty years long journey. In Naom

8 Interview with Sebnem Aksan. 12/20/2006, Istanbul- Alan Carter’la miithis bir ¢calisma ve tam hayal ettigim
seyler. Yepyeni bir Romeo Juliette yapuyor, Tiirkiye Yunanistan arasinda. Miiziklerini kendi yaziyor, maketler
yapiyor. Oturup konusabildigim onemli bir dans¢i koreograf, yaminda geng bir karist var. O daha ¢ok
demostrationlart yapiyor...Fakat gittikce miithis bir reaksiyon basladi adama. Romeo Juliet provalari iptal
edildi.Iptal edildigi icin danscilar gelmiyorlar. Nereye gittikleri belli degil, hichir disiplin uygulanamiyor
ama...Royal Bale’nin dansgisiydi, yani MacMillan’lar filan aym jenerasyonlardr bunlar. MacMillan ondan
sonra mesela Berlin’i devraldi, yani bana gére ¢ok gorgiisii olan bir adamdi. Tam iste boyle bir adama ihtiyag
var ve o alip gotiirecek bu hikayeyi; yalniz hoca degil, yalniz koreograf degil, yonetmen ve bir seyi biliyor. Bir
sistemi ¢ok iyi bilen bir adam...Ne oldugu belli degil ama kag jenerasyon gecti bunun iistiine. Ayni sistem
gidiyor, yani sanki bir mikrobu var, hastaligi var bu Opera’nin iginde. Kim orada ciddi bir sey yapmaya
kalkarsa, mutlaka onleniyor.
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Benari’s book, there is an interesting quotation from Travis Kemp, reflecting the tensions
between Turkey and Russia in the late 1940s. Kemp stated that in the first years of their
arrival, they were not allowed to accept invitations from the Russian embassy without
permission from the Minister of Education, or to put a Russian dance into the conservatory’s
program. Although Russians constantly proposed to sponsor Turkish conservatoires with
Russian teachers, their proposals were refused. As it was mentioned earlier in the thesis, the
political climate of the period in the end of the 1940s was also in favor of the British. In one
of her articles, the British critic, Zoe Anderson pointed out that Dame Ninette had
considerable political support in the process of founding the Turkish ballet during the “Cold
War”. As we stressed before, in those days neither the British nor the Turkish governments
welcomed Soviet influence:

“The British presence in Turkey was important’ says Glasstone, ‘and ballet

was a way of having it’. He remembers how cross the Soviet Cultural

Attachés were when the British staged Swan Lake, ‘which they considered

to be a Russian ballet’ in Turkey in 1966. In her Turkish activities, de

Valois liked to joke; she was a sort of Mata Hari ﬁgure.259 (fig.18)

However by the time Travis Kemp and Molly Lake left, the political climate was
changing. Travis Kemp thought that their departure gave the Russians a chance to get
infiltrated into the Turkish ballet system®®. Their insight about Russian dance teachers
replacing the British ones was essentially true. After the middle of the 1970s, with the slow
withdrawal of Dame Ninette de Valois from the direction of the Ankara State Ballet
Company as well, the artistic advisory and teaching roles gradually slipped into the hands of

the Russians. In fact, there is an interesting incident recounted by Richard Glasstone related

to the earlier times when the Russian choreographers were not able to work in Turkey. In this

23 Anderson, Zoe. 2006
260 In Naom Benari’s book, we get the chance to read the couple’s memories about their stay in Turkey. There

are some interesting details of how they had perceived the Turkish situation during those twenty years of time
span.
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anecdote, Glasstone made clear that the artistic advisor was Dame Ninette before the middle
of the 1970s and no attempt of familiarization with Russian dancers were given any chance
during her time:

It was during Rodrigues’ first visit to Ankara that one of the most amusing
and telling incidents of my time in Turkey occurred. Summoned to see the
director of the Opera House, I was informed that Serge Lifar had arrived to
stage a program of his own ballets for the company, in honor of an
impending state visit by General de Gaulle.”®' I was instructed to cancel all
Mr. Rodrigues’ rehearsals and to allocate the time and the dancers to Lifar.
Without going into all the Byzantine intrigue which had led to this sudden
change of plan, it turned out that someone had failed to realize that de
Gaulle would not actually have appreciated it, as Lifar was rumored to have
been a collaborator during the war. I telephoned de Valois for advice, and
she flew out on the next plane. Not only was General de Gaulle treated to a
program of our regular Anglo-Turkish repertoire (including Pineapple Poll),
but for the finale of her Cesmebasi, Madam replaced the scarves waved by
the dancers with French tricolors! Poor old Lifar had to be content to sit in
the audience. We never did stage any of his ballets.”*

An influential character in the international ballet world like Sergei Lifar had not
given the chance to work for Turkish ballet due to his promiscuous relations with German
officials in the Second World War. World politics facilitated the British presence in Turkey
during the time. The climate changed however in the mid 1970s.

One year later than the honorary state award which Dame Ninette de Valois received
for her ongoing work and services to Turkish Ballet in 1972, Perthan Cambel reviewed the
ballet performance Romeo and Juliet. She stated that the Ankara State Ballet Company had
many problems both artistically and administratively. The critic implied that Dame Ninette

de Valois could no longer handle these internal problems. In Cambel’s analysis, Dame

Ninette mostly stayed in England and visited Turkey once a year. The time she spended here

%1 Serge Lifar (1905-1986) was a ballet dancer and choreographer of Ukrainian origin, famous as one of the
greatest balet dancers of the 20th century. He was engaged as the ballet master and director at the Paris Opera
Ballet, where he remained in charge until 1957. He openly socialized with the German High Command during
the Occupation of Paris. Although the appearance of collaboration led to Lifar's "banishment for life" from the
Paris Opera Ballet in 1944, he was back at work there by 1947. Gruen, John. The Private World of Ballet, The
Viking Press, New York, 1975 and also in http://en.wikipedia.org, 03/29/2007

22 Glasstone, Richard. “De Valois’ Turkish Venture”, Dance Now, vol.8, no.1, Spring 1999; pp.42-43
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was not enough to dwell in the internal affairs of this growing institution. As indicated by
Cambel, our ballet structure was in urgent need of a council formed by specialists, and having
a principal director of its own. This principal director, as had not been indicated directly in
the article, but was implied, would preferably be Turkish:

Romeo and Juliet, which for us, can be considered a large and good

production takes place in a room which is half empty. Only the tradition of

decadence continues with program booklets printed in bad quality paper. In

the past, when program booklets were sold along with other works of art,

today there is even an unsystematic order in the sales of the programs.

Even though we have an orchestra conductor like Ferit Tiiziin, he is not

given the opportunity to conduct the ballet or opera orchestras, nor are there

any orchestra conductors being raised, and furthermore there aren’t any

joint efforts with the State Conservatory.*®>

Cambel clearly directed her criticism towards the British administrators. The
condition of Turkish ballet was deteriorating and the responsibility in her eyes, belonged
mostly to Dame Ninette de Valois. In reality, it was true that she was mostly away from
Ankara and visiting the company once or twice a year but it was also true that a Turkish
group of directors were grown for the positions, yet they did not have the full responsibility
in their hands. We observe that by the middle of the 1970s, with the establishment of Turkish
administration more firmly, Dame Ninette preferred to stay distanced from the management
of the company. In the years to come, we can follow the change in the artistic administration
of the Ankara State Ballet Company. In fact, the 1976’s season’s program included Don

Quixote staged by Russian artists. This was clearly an outcome of the obvious partition of

Dame Ninette de Valois from the artistic direction of the company.

6 Cambel, Perihan. “Romeo-Jiilyet Gosterisinin agikladigi Sorunlar” (Problems That The Performance of

Romeo and Julliet Revealed), Vatan newspaper, 02/22/1972- Romeo-Jiilyet Balesi gibi bizim igin biiyiik ve iyi
sayilabilen bir prodiiksiyon ortada iken salon ancak yar: yariya kadar doluyor. Ortada sadece kétii bir kagida
basilmis program satiglar: dekadant bir gelenekle siirdiiriilegelmektedir. Eskiden fuaeyede programlar ve baska
eserler satilirken, bugiin program satmada bile diizensizlik vardir...Ferit Tiiziin gibi bir orkestra sefimiz varken,
ona ne bale orkestrasi, ne opera orkestrasi yonettirilmez, ve de opera ve bale orkestralaruimiz i¢in bagka
yéonetmenler de yetistirilmez,; bu is icin Devlet Konservatuart ile ig ve el birligi yapilmaz.
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As a matter of fact, an incident marked this change of hearts for both sides. Many
Turkish ballet artists recalled the incident in one way or another. Some preferred not to
mention it, and others strongly emphasized it. During our interview with Richard Glasstone,
the question was asked about his hearings of the incident. Dame Ninnette de Valois was a
good friend and work companion of Glasstone for many years. It is interesting to discover
that she never mentioned the process of her separation from Turkish ballet’s administration to
Glasstone, nor did she ever make any comments on the following incident.***

The incident took place during the rehearsals of La Fille Mal Garde /Simarik Kiz. We
can grasp the strong effect of this incident on Dame Ninette de Valois in two of our
interviews. The first story was told by Osman Sengezer. He recounted a scene embedded in
his visual memory of those years:

It was an unfortunate situation (...) the time of Simarik Kiz /La fille mal

Garde (...) Little plots had begun towards Madame and eventually they

asked her to leave. There was a war against those who told her to go and

those who asked her to stay. That’s why we call the ballet Simarik Kiz, the

inauspicious ballet. For a moment I caught Madame watching behind the

curtains, tears running down her face. I can’t ever forget that scene. After

that I wasn’t the same towards ballet. I had given her a necklace that night,

as a present. She was wearing it. I bought her a little candle. I cried, she

cried, we all cried. Thus, she left and didn’t come back for a long time.

After that, she either sent someone, or came herself but only for a day or

two. It wasn’t ever the same after that.”®’

The actual story linked to the rehearsal of Simarik Kiz was told by Deniz Olgay

Yamanus as follows:

2% Interview with Richard Glasstone. 05/25/2007, Istanbul.

2% Tnterview with Osman Sengezer, 03/21/2007, Istanbul — Talihsiz bir durumdu...Simartk Kiz zamant ...
Madam’a karsi filan béyle bir seyler baglamisti ve nitekim sonunda Madam’a “git” dediler. “Git” diyenlerle
“gitme” diyenler birbirine girdi. Onun icin biz Simarik Kiz balesine ugursuz bale deriz. Bir ara baktim,
perdenin araligindan seyrediyor Madam, gozlerinden sicim gibi yaslar akiyor ... hi¢ unutmuyorum o sahneyi ve o
geceyi hi¢ unutmuyorum. Ben Madam’a bir kolye hediye etmistim. Onu takmisti, ona kiiiik bir mum gotiirdiim.
Salonda bir perdeler var Ankara’da. Perdelerden aglayarak ilk temsili seyrediyor ve onu hi¢c unutmadim ben
hayatta. Ondan sonra zaten biraz Bale’den sogumustum. O agladi, ben agladim, hepimiz agladik ve gitti. Cok
uzun yullar gelmedi ve ondan sonra geldiklerinde de hep ne bileyim birini génderdi. Kendi 2 giin geldi, bir giin
geldi hi¢bir zaman eskisi gibi olmadi.
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Madame was hurt, very hurt (...) some dancers didn’t allow all of us in the

rehearsals for example. Madame rehearsed, only with Oytun and Merig.

Only Oytun and Meri¢ were in the rehearsal. Madame is on stage, about to

start the rehearsal and nobody is there, it’s empty! The whole company is

forbidden from rehearsal. They sent us to the other front (...) of course, it’s

a very wrong thing but we aren’t a society that acts upon thinking. I don’t

even remember what I thought at the time. I don’t remember why. Maybe

I would have rebelled if I had enough experience and knowledge at that

time.>*

It seems that the reaction towards Dame Ninette was organized by the newly assigned
administration and was followed by the dancers who were not fully aware of its
consequences. The accounts of the dancers who were at the general rehearsal of Simarik Kiz
prove that this walk-out was not their conscious choice. It was mostly an act of obedience.
The statement of “some dancers” is significant in showing the uneasy feeling towards a
conflictual memory. Apparently, newly establishing Turkish administrators were in charge
of this “walk out” which was sort of a power demonstration. This, itself pointed to a
problematic nature of the growing Turkish ballet. According to some witnesses of the period,
the new actors of Turkish ballet asked for more power in the administration, without having
the necessary experience.

Geyvan McMillen, as one of the dancers who totally believed in the expertise of
Dame Ninette de Valois, when thinking retrospectively, expressed her belief that the time had
not come for such a break-up from the British school. In her analysis, she stressed the fact
that it was too early for Turkish ballet to obtain its own wings and fly on its own. The artistic

vision of Dame Ninette was still very important for the company to grow. McMillen

expressed her feelings about the departure of Dame Ninette de Valois as follows:

2% Interview with Deniz Olgay Yamanus, 12/04/2006, istanbul — Madam kirildi, ¢ok kirildy... hepimizi provaya
sokmadilar mesela. Madam provaya girdi, bir tek Oytun’la Meric....Oytun anlatirdi, ben hatirlamiyorum.
Hangi eserdi? Simarik Kiz’di hatirladigim. Bir tek onlar vard: provada...Madam sahnede, prova almak iizere
sahneye geliyor ve de bos karsisi, hi¢ kimse yok! ...biitiin company’i derse sokmadilar. Karsi cephe aldirttilar
yani... tabii ki ¢ok yanlis bir sey ama bizler de ¢ok fazla diigiinerek hareket eden bir toplum degiliz...o zaman
diigtindiigiimii bile hatirlamiyorum, nedenini bile hatirlamiyorum. Belki de karsi ¢ikardik, eger o kadar bilince
sahip olsaydim o zamanlar.

134



Unfortunately, we said to Madame that ‘we had no longer in need of her.
We could do this on our own’. But, according to me, we weren’t ready. It
was very wrong to send a master like her away. She should have been the
one leading us, and we could also continue to do our jobs. As a matter a
fact, she wanted the same thing. She had already begun to choose the head
choreographers, administrators (...) but she should have been with us
because she was such an experienced and important personality. She set
our visions, what we had to do? Which piece we should choose in which
year? From where, what sort of teachers should come? She brought all the
teachers, ‘who should come, who should go?” What sort of works should
be produced? She focused on all of these details. One has to possess all
this knowledge in order to direct a company. When one says: ‘I was a
dancer, now I’'m finished with dancing and I’m continuing on directing the
company’. Maybe, there is a chance of being successful, if the company is
traditionally mature and professional enough. But, if not, if it’s a newly
born company, until you attain this knowledge and experience, it is better to
stay with the person who could form you in a suitable way. This is my
opinion.?’

As we understand from this evaluation as well, there were certain issues unresolved
in the relationship of Turkish dancers to Dame Ninette de Valois. If we place the incident of
Stmarik Kiz in the context of its historical situation, we perceive that already Dame Ninette
had prepared some of the dancers of the Ankara State Ballet Company to become the
directors after her. Yet for some, the time of handing over the authority had come and
passed. Dame Ninette had gotten older. According to Meri¢ Stimen and Eving Sunal, the
problem was not her aging but more importantly her connections becoming outdated too.
She was not able to support Turkish ballet with young and enthusiastic British

choreographers anymore. Meri¢ Siimen expressed the problem as follows:

7 Interview with Geyvan McMillen, 11/30/2006, Istanbul- Maalesef Madam’a “artik sana ihtiyacimiz yok git,
kendimiz bu isi yapabiliriz” dedik ki hazir degildik, bana gore. Béyle biiyiik bir ustayr buradan géndermek
yanliy bir seydi agik¢asi. Her zaman basimizda olmaliydi, biz yine kendimiz islerimizi devam ettirmeliydik.
Zaten o da bunu istiyordu, bizlerden adamlari se¢meye baglamisti, yani bas koreograf olsun, iste yonetici
olsun... ama o her zaman basimizda olmaliydi. Ciinkii ¢ok tecriibeli ve ¢ok onemli bir kisilikti... Madam sadece
yardim etmenin disinda, her iki toplulugu da bilgili bir sekilde yonlendiriyordu: Vizyonumuzu koyuyordu,
n’apmamiz icap eder, hangi yida nasil bir oyun oynamaliyiz? Nereden, nasil bir sekilde hocalar getirtmeli
buraya? Ciinkii biitiin hocalari o getirtiyordu “kimler gelmeli, kimler gitmeli. Nasil bir eser ¢ikmali sahnede”
onlart diisiiniiyordu. O derece bilgili olmak lazim, yani bir toplulugu yonetmek igin sadece iste “ben
dansc¢rydim, simdi bitirdim dans¢iligi toplulugu yonetmeye geciyorum” dedigin zaman eger o topluluk hakikaten
¢ok gelenegi olan, proffesional bir topluluksa belki insan yapabilir. O zamana kadar iste bir¢ok koreograflaria
calismis oluyorsun, bircok iyi yoneticilerle ¢alismis oluyorsun, yani topluluk ¢ok iyi bir topluluk oluyor. Sen de
onu devam ettirebilirsin ama eger topluluk o kadar iyi bir topluluk degilse, daha yeni dogmus emekleyen bir
topluluksa, sen daha hakikaten o bilince gelinceye kadar, seni kim yénetiyorsa ve ilerletiyorsa onunla birlikte
kalmanda yarar var diye diisiiniiyorum ben agik¢asi. Bana gére dyle.
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Madame did everything for the Turkish ballet but she did not give
responsibility. She did not give responsibility for administration. Then, a
time came she was not able to send teachers anymore. There was no
money. She was also right of course. For how much longer, the Royal
ballet could support us? But we also have reached a stage that we did not
want to fall back (...) and during this time Russians wanted to send their
teachers for nothing. Then I said let’s do it. Very good teachers came in
the beginning. But when Madame heard about it, she was furious. She was
right but we were also right. Then the relation disrupted. She did not care
for us anymore.***

Another close witness of the period, Eving Sunal approached the process from a more
imperturbable perspective. She even stated that Dame Ninette herself has suggested to work
with the Russians since the economic situation was difficult for the Turkish state to finance
other foreign experts. Dame Ninette was no longer able to find the financial support from
British sources as she did before. Definitely the middle of the 1970s was marked by an
economic crisis on the side of Turkish state. In Sunal’s view Madame was getting older. She
tired quickly. It wasn’t easy to find teachers as before:

Of course, Madame got older. One night, at a reception at the British
Consulate, we were together with her and Metin And. She said that ‘you
have become the ones to plant these fields. It has come the time that we
will hand them to you’. Then, slowly by positioning us, expanding our
authority, by talking and deciding together with us, a new way of doing
things started; besides she was getting really old. We would always call
and she would come to the school. She eventually suggested doing
something with the iron curtain countries. It was cheaper. In other words,
there wasn’t enough money and she couldn’t find financial support
anymore. All her surroundings, all her friends had aged as well. It was
difficult, for her as well. We had cultural agreements with the iron curtain
countries at the time. So the relation slowly started.**

2% Interview with Meri¢ Siimen Kanan. 07/11/2007, Datca- Madame herseyi yapti Tiirk balesi icin ama
sorumluluk vermedi. Oytun’u aldi koreograf olmast igin yetistirdi, Suna’yi gonderdi koreolojist olarak yetistirdi,
onlar elzemdi, ¢iinkii yurtdisindan, mesela notator getirtmek ¢ok zor, para yok zaten..Idareceligi vermedi,
Tenasiip ‘e vermedi, Sait’e vermedi, bilmiyorum niye vermedi. Toplanti yapiyor gelince, Tenastip iin filan surati
asik ¢ikiyor, kavga ediyorlar filan...Madame dedi ki ‘artik size hoca gonderemiyorum’, ben de ‘sizin
gonderdiginiz hocalarla takisiyoruz zaten’ dedim. ‘siz artik kendi yaginizda kavrulun dedi, tabii ¢cok tesekkur
ederiz dedim. Pabug gelmiyor para yok, kadin da hakli. Royal Ballet parasiz bize daha ne kadar bakacak ama
biz de bir yere gelmisiz, diisiise gecmek istemiyorsun. Onun igin de bizim igin de zor bir durumdu...Bu arada
Ruslar ii¢ kurus paraya hoca gondermek istiyorlar...valla gelsinler dedim ben de. Baslangigta bir iyi hocalar
geldi, azicik paraya. Fakat tabii Madame bunu duydu, delirdi, hakli ama biz de hakliyiz. Ondan sonra koptuk
biz artik, bizle ilgilenmedi.

%9 Interview with Eving Sunal, 12/22/2006, Ankara — Simdi Madam tabii ki epey yaslandi. Artik yoruluyordu,
hoca bulmak eskisi gibi kolay degildi. Hatta burada bir gece, Ingiliz sefaretinde, son gelisinde bir yemek vardi.
Metin And, biz hep beraber oturuyorduk masada, dedi ki “yavas yavas artik bu tarlalar siz ekecek duruma
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Sebnem Aksan also expressed her thoughts in relation to Dame Ninette’s separation
in our interview. For her, Dame Ninette was the artistic director of the Ankara Company and
when she had left Ankara everything collapsed. The Turkish administrators were not ready.
Most importantly they were not able to communicate with the foreign world. They did not
know other languages.””® In reality, as much as the economic restrains, the Turkish state
prepared the context for Russian invasion in the field of ballet. The ambition of Turkish
directors played an important part on this shift of artistic choices. Osman Sengezer described
the actual situation in a very clear way. In reality, there was a certain pressure from the
Russian Embassy and Russian teachers, reflecting on the administrations, but the real issue
was that the Turks began to act as the directors and administrators:

Actually, the reason what had happened to Madame, to a certain extent, was
because of the pressure of Russians. They came for free and of course, they
had the ballet style. So they started to come. Madame used to say, ‘they
are waiting to come here with their suitcases ready’. Therefore, the
pressure of the Russians also had an effect on the change but the main issue
was the Turkish administrators’ insistence on their competence. So there
was the matter of ‘We have flourished. We have grown up’. Madame,
despite all this, had already raised Hiisnii and Eving because she had the
idea of placing couples in charge, Molly Lake and Travis Kemp for
example (...) once again, the real issue is the Turks being in charge (...) The
same thing happened to Ulrich Damrau who was the head stage designer
and Refik Eren took his place. Perhaps, this is the way it should have been,
but it should have taken its own natural course.””!

geldiniz, yavas yavas size devredecegiz” diye bir konusmalari olmugtu o zaman. Sonra iste yavas yavas bizleri
basa koyarak, daha biiyiik yetkiler vererek bizlere, artik eskisi gibi kast, orada yapilip degil de buraya geldigi
zaman beraber konugarak, tartisarak, anlatarak dans¢ilari sey yaparak, dyle yavas yavas basladi. Sonrada
zaten artik ¢ok yaglanmigsti... Arada hep ¢cagiryyorduk, okula geliyordu, bize geliyordu. Sonra yavas yavasg, hatta
iste o bize tavsiye etti “demir perde iilkelerinden sey yapin, daha ucuz” yani para da yetmiyordu artik, o da
bulamyordu. Eski, onunda arkadaslar: etrafinda, herkes yaslandi tabii yani. Zordu, onun icin de zordu. Bu
kiiltiirel anlagmalarimiz vardi demir perde iilkeleriyle o zaman, o zaman yavas yavas oradan iste basladi.

2" Interview with Sebnem Aksan. 12/20/2006, Istanbul - Biraktigi anda her sey ¢oktii. Ciinkii yetismemisti, yani
kaldiracak durumda degil. Bir kere dil bilmiyorlardi, en biiyiik hikaye dil bilmiyorsunuz, yani bir iletisim
problemi var

2! Interview with Osman Sengezer, 03/21/2007, Istanbul - Aslinda Tiirk Balesi’nin, yani Madam’a bunlarin
olmasinin sebebi biraz da Rus baskilaridir. Bedava geliyor ve nitekim de bale ekolii orada biraz! Biz hep
kuvvetlendi, ¢esni katti diye kullanityoruz ama Rus balesi basladi, Ruslar gelmeye basladi. Bedava geliyor, ve
bir giin dyle dedi “simirda bavuluyla bekliyor bunlart ayol” derdi pat diye... yani biraz da o da var! Onlarin
baskisi da var, yani Rus sefaretleri, Rus hocalarimin baskist da var. Bunlar tabii idarecilere de yansiyor ama
asil konu, “Tiirkler yénetsin, biz Tiirkler yonetecegiz. Artik biz biiyiidiik, gelistik” meselesi var ama Madam
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Perhaps this was right, the change was inevitable yet it would have been much better
if it could have taken its natural course. As a consequence, British choreographers and
teachers ceased to exist and were eventually replaced by the Russian ones, due to the Russian
government’s complimentary offers in the dance field. This change, in both the artistic and
administrative fields of Turkish ballet had significant outcomes. As one of the examples of
reviewing the process of change positively, we can look at the articles of journalist Omer
Atilla Sav.*”* In one of his articles, he analyzed the contribution of Russian artists and the
success of the piece, Don Quixote. In his opinion, the performance proved the technical
superiority of the State Ballet Company under the direction of the Russian artists:

Our State Ballet was in need of a leap, of something new, for a certain time.

The three Russian artists, who have participated as guests in the beginning

of the term, had very positive influences. If one could compare, it was like

a doping effect. As well known, our ballet was formed by the British ballet

school founder, Dame Ninette and has had, until today, a British

performance attitude. This time, a piece staged by yet another great ballet

school, the Russians, gives the effect of taking a new deep breath.””

Despite the positive review by Sav of the Russian artists, some of the ballet artists of
Turkish State Ballet had controversial sentiments about this change of schools in the art of

ballet in Turkey. Fundamentally, there are two different opinions. One is in favor of the

Russian school, believing the change in style had been positive. The other takes the contrary

biitiin bunlara ragmen Evingle, Hiisnii 'yii... Ciinkii Madam i bir fikri varduwr. Biliyorsun Konservatuar lart bile
hep kari kocalari goreviendirdi. Molly Lake, Travis Kemp. Ondan evvel, seye bile Opera’ya bile! Ciinkii bir
hoca getirdi, gay idi. Homoseksiieldi, ortalik bir birine girdi, yani Dudley Tomlinson. Cok zor oldu onu idare
etmemiz. Madam, bir de onu idare ediyordu. ... Kimler gidiyor geliyor, o arada neler var. Dogru, yani asil konu
“Tiirkler ele gegirsin, Tiirkler yonetsin.” Aymi seyi Ulricht Damm Brown’a yaptilar basdekoratér olarak. Refik
Eren onun yerine bas dekoratér oldu, yani belki bu dogru, bu degisim ama bu baska.. bir kendiliginden olusma
seklinde olmaliydh.

> There is a person named Atilla Sav who was elected as the Minister of Labor in the cabinet of Nihat Erim,
after the military note of 1971 but we do not have any confirmation that the two men are the same.

71 Sav, Omer Atilla. “Don Kisot”, Millivet newspaper, 01/09/1976 - Devlet Balemizin bir siiredir bir
sigramaya, bir yenilige gereksinmesi vardi. Bu donemin basinda konuk olarak ¢alismalara katilan ii¢ Rus
sanatgisinin bu agidan ¢ok olumlu etkisi olmug. Benzetmek uygun diiserse, bir doping etkisi saglanmig. Bilindigi
iizere, Ingiliz Bale Okulunun kurucusu Dame Ninette'in kurdugu balemiz, bugiine degin daha c¢ok Ingiliz
yetistirici ve sanat¢ilarla gelistirilmisti. Bu kez bir baska biiyiik bale okulu olan Rus yetistiricileriyle yapilan
calisma yeni bir soluk etkisi yapiyor.
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stance and prefers the British school of ballet over the Russian. Suna Ugur belonged to the
latter view and expressed her feeling towards the Russian school of ballet in the interview as
follows:

Wasn’t any good for us. I wasn’t particularly warm towards the Russians
because this art has a very delicate tendency which I can’t find in the
Russians. The Russian ballet doesn’t give me the pleasure of the British or
the French ballet. Perhaps, it’s due to the rigidness of being raised under
communism. It’s a whipping rhythm. They are not successful, neither their
choreography, nor their dancers. Everything depended on technique.
Perhaps, it’s spectacular, but it’s croaky. If there isn’t any feeling, there
isn’t any art. That’s why, for me, it is not very appealing.*™*

In her analysis, we can see that she puts forward the difference in artistic attitude.
Her preference in terms of artistic style was definitely in favor of the British school. Deniz
Olgay Yamanus, on the other hand, added her interpretation of different schools of ballet as
follows:

We had a Russian teacher. I remember feeling very well with the foot

positions (...) How to put the weight on the foot. I think that woman was

very beneficial for us. At that time, we felt the difference with the British

school. The Russians are committed to the power of movement, it’s very

important for them. Whereas, for the British, dance is more important,

telling the story is more important. The Russians have more technique.

This is my assessment.””

Ceyhun Ozsoy asserted the impacts of the teachers on his teaching career after the

British influence. Actually before the Russians, there were two important teachers, one from

™ Interview with Suna Ugur, 01/11/2007, istanbul — bize yaramadi. Ben zaten Ruslara karsi pek sicak degilim.
Ciinkii bu sanatin bir ince tarafi var. Ben onu Ruslarda bulamiyorum, bir Ingiliz balesinin, Fransiz balesinin
verdigi hazzi bana vermiyor Rus balesi. Belki komiinizmin verdigi bir katilikla yetismis olduklart i¢in... Kirbagli
bir ritim. Basarili olamiyorlar, koreografileri de éyle, dans¢ilart da éyle. Teknige, tamamen teknige dayali bir
sey. Belki, 32 fuetteyi séyle doniiyorlar, mesela bir tek, bir ¢ifi. Tek, ¢ift bu hakikaten miithis bir sey ama bu
akrobasi. Arabeskler bir kalkiyor, bilmem nereye kadar ama onu ufak yapip da oyle bir duygu katmak var ki,
zaten duygu yoksa bu isin igcinde sanat da yok, onun igin bana ¢ok cazip gelmiyor. Bir Vagonava tutturmugslar
“Vagonava sistemi, vagonava sistemi”. Biz Vagonava'yla yetismedik ama o zaman baleler hakikaten dort basi
mamurdu: Doyurucuydu, her seyiyle doyurucuydu ama simdi nedense béyle bir Vagonova modasidir aldi
gidiyor. Evet biitiin diinyada belki degisti, daha ¢ok Rus sistemi uygulantyor ama bence gerek yok.

5 Interview with Deniz Olgay Yamanus, 12/04/2006, istanbul- Ad: neydi, bir Rus hocamiz vardi? Ayak
pozisyonlarinda ¢ok iyi hissettigimizi hatirliyorum, agirlik ve de ayak pozisyonlarinda o kadimin bize cok
faydast oldugunu diigiiniiyorum. O zaman Ingiliz ekoliiyle aradaki farki hissetmistik. Ruslar daha ¢ok
“hareketin giiciine” baghdirlar, hareketin giicii onlar icin mesela daha énemlidir. Halbuki Ingilizlerde dans
daha onemlidir, anlatim daha onemlidir. Teknik Ruslarda daha fazla, yani benim degerlendirmem dyle.
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Finland, G. Hudova and the other from Hungary, Sandor Toth. Of course both of them have
acquired the Russian technique of Vaganova. Then, the Russian Alexander Prokovsky came
and had a significant influence on Ozsoy. Ozsoy believed that the technique of Vaganova
was much more appropriate for the Turkish dancers: “Vaganova technique is more suitable
for our bodies since we also have a very rich folk dance tradition like them.”*"®

Therefore, one perceives that there were artists who could appreciate the alternative
styles without placing a judgment on them. For some, to take advantage of both schools was
important. Yet, everyone agreed that as time passed the quality of Russian teachers and
choreographers decreased. For the communist bloc countries, to be able to work abroad
meant much better conditions comparing to their home country. So, they wanted to come and
stay in Turkey as long as they could. Good Russian teachers and choreographers came to
work in the beginning, but through time the quality of expertise of incoming teachers had
diminished. According to some Turkish artists, the better ones started to prefer going to
Europe, not to Turkey.””” Yet, there was not an authority, a decision maker in order to stop
the flow or to organize a process of selection of the teachers according to the needs of
Turkish ballet. During the Cold War era, cultural exchange between Turkish and the
communist countries was a channel of international communication. The cultural exchange
programs particularly with Russia provided to establish a smooth relation in the international
context. Due to these regulations established with communist bloc countries, their teachers
and choreographers automaticaly continued to come and work in Turkey. Therefore, Turkish
ballet faced with a greater problem which continued to this day. The scarcity of high quality

choreographers both foreign and Turkish marked its trace in the field of ballet in Turkey.

76 Mail from Ceyhun Ozsoy. 05/15/2007, Dallas -Vaganova teknigi biz Tiirklerin viicut ve ruhumuza daha
yakin. Zira bizim de onlar gibi ¢ok yonlii son derece zengin bir halk oyunlarimiz var.

7 Interview with Meri¢ Stimen. 07/11/2007, Datga
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As mentioned above, the relation to foreign experts was a problematic one. Turkish
ballet had the chance to establish a very strong connection with British experts, yet it had its
own infirmities. Russian teachers and choreographers started to come after the middle of the
1970s. With the support of the Russian government, they lasted longer than the British, but
to this day, they never achieved such an intense relation with Turkish artists comparing to
their British counterparts. The story of the establishment of Turkish ballet directors, teachers
and choreographers was at the core of this relation with foreign experts. This aspect brings

us to our third issue of administrative conflicts in the ballet institutions.

Administrative Conflicts: Institutional, Visionary, and Individual Aspects

In order to understand the complexities and the confusion in the creative part of ballet
in Turkey, one has to consider the administrative side of this history first. There are different
aspects of administrative conflicts in ballet circles. First, one has to consider the artistic
policies in relation to artistic visions of the institutions. Second, Turkish politics was one of
the significant factors affecting the administration of Arts. And lastly, intense personal
relations among the ballet circles of the first three generations had a significant impact on the
professional life leading to important administrative conflicts.

We will again extensively make use of Metin And’s collection of writings published
in Ulus newspaper, Forum and Kim journals between 1955 and 1975. Along with them, we
will look at other writers who wrote on dance, like Miiserref Hekimoglu, Engin Karadeniz,
Miimtaz Soysal and Hikmet Feridun Es. These writings provide information not only about
the art of dance and its institutionalization as practiced in Turkey, but they also contain
social, political and aesthetic debates in Turkey during this period. In addition to these
written sources, administrative conflicts are best examined in the light of the interviews with

ballet artists.
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In examining the administrative side of the dance institutions in Turkey, we come
across with two important discussions. One belongs to the first period, between 1950 and
1960, when there had not been a separate ballet company. Ballet pieces were performed in
the theatre and opera structures, and often the direction related to dance was in question. The
state theatre and opera were in constant dispute on many issues. The directors of both
institutions were in battle over everything concerning the use of material and artistic sources
and it directly affected the dance. The second discussion belongs to the later period when the
ballet company was formed in 1961. Between 1961 and until the end of 1970s, competence
of the directors in terms of their managing skills and artistic strategies were questioned.
During this period, the institutions were also subject to the intervention of relevant political
authorities of the period.

If we return back to 1957, after nine years of education, the first graduates of the
ballet conservatory had joined the State Theatre. Dancers like Tenasiip Onat, Kaya ilhan
educated from outside and Hiisnii Sunal, Giizide Kalin Noyan, Ayla Unal continued their
training inside the conservatory. They formed the small company of dancers inside the State

Theater.”®

They danced in the ballet sections of the staged operas. In 1958, a series of texts
appeared in Kim magazine dealing with Turkish Ballet and its problems. In the first one
called “Towards Turkish Ballet-1- Whose blame is it?”’, Metin And referred to performances
realized in May. This was the same year where the students of ballet conservatory had the
chance to dance with two significant dancers of the world, Margot Fonteyn and Michael

279
Sommes.?’

It was the 10th anniversary of the opening of the first ballet school in Yesilkoy
and the students proved themselves very talented on stage. But And’s emphasis was on the

fact that there had not yet been any attempts to form a national dance company. He gave

278 Among them were also Ayla Dayigil, Meral Oge, Engin Akaoglu

" And, Metin. “Tiirk Balesine Dogru-1- Kimin Sugu?” (Towards Turkish Ballet-1- Whose blame is it?) Kim,
no.2, 06/06/1958
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examples of different countries and how national dance companies were successful agents to
promote the culture of that nation. Since there were graduate students dancing in opera and
theater pieces, and that many more were graduating soon, it was the duty of the general
director of the State Opera and Ballet Houses to start a national ballet company. His article
emphasized certain matters on behalf of the general director, and was an invitation to take the
necessary action to form a company.

In 1958, Metin And wrote another article in Ulus newspaper about the problems of
ballet dancers inside the Ankara State Theatre Company. And stated that the reason to found
a ballet conservatory in Turkey was to establish the national ballet of Turkey, which surely
was not the case, with dancers performing only at opera performances. Besides, the
graduates of the conservatory, five female and one male dancer that year, were unemployed
wasting their time in State Opera, had a rupture from their practice after nine years of hard
work in the conservatory. In fact three of these dancers had been sent to the Royal Ballet in
London for a year to be trained as future choreographers, teachers and dancers of the
company. The director of Royal Ballet School and well known ballet critic, Arnold Haskell,
had not found their level of expertise high enough to acquire those posts. Metin And
consulted him during that year, and he suggested to bring a foreign choreographer or a

‘maitre de ballet’, or better both in order for a separate ballet company to function

properly.”®

Metin And also believed in the necessity that the ballet company as a professional
group and the conservatory as an educational platform should collaborate. Given the tense
relations between these two institutions, however, this proved to be difficult®®' And

projected questions to certain authorities of the day about plans and visions to improve the

20 And, Metin. “Opera Balesi” (Ballet of the Opera), Ulus newspaper, 04/08/1958

21 And, Metin. “Tiirk Balesine Dogru 5-isbirligi” (Towards Turkish Ballet 5- Collaboration), Kim, no:6,
06/04/1958
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Turkish stage dance. He again stressed the difficulties between the state theatre and the
conservatory. Since there had not yet been a state ballet company, students graduated and
directly entered the theater company without any chance to practice their physical training.
Then they were going on stage in small number of plays where there were dance sections.**

It is interesting to note that we came across similar ideas in Travis Kemp’s speech that
was given in a conference in the conservatory.”®> Long time conservatory teachers Molly
Lake and Travis Kemp had been criticized by Metin And in many of his articles. It seemed
that Kemp expressed similar ideas on this subject with Metin And. He emphasized the
necessity to build a strong relationship between the conservatory and the State Opera and
Ballet in Ankara. And thought that the separation of the administrations of ballet and opera
structures was compulsory. He stated that nowhere in the world one could observe a strong
ballet company under the same roof of the opera. There were similar structures to Turkish
case such as Metropolitan Opera in New York or Paris Opera, and some opera structures in
Germany but the real ballet companies in these countries had grown elsewhere, out of these
institutions. New York City Ballet, Martha Graham Dance Company in America, Kurt Joos,
Mary Wigman Dance Companies in Germany, Royal Ballet, Rambert Ballet in England or
Roland Petit’s Ballet de Paris, for example, were among such examples of ballet companies
which had grown out of the opera structures of these countries. Kemp’s emphasis was on the
fact that if Turkish ballet stayed to be just a part of the opera and could not become a separate
entity of its own, destined to die eventually.

Metin And’s articles also revealed that Dame Ninette de Valois had tried to devise a

board, a committee, for the functioning of a separate ballet company. This board was thought

%2 And, Metin. “Tiirk Balesine Dogru 6- Gergek Isbirligi”(Towards Turkish Ballet 6- True Collaboration) Kim,
no.8, 07/18/1958

2 Kemp, Travis. pg.2, unpublished manuscript. Appendix no: 7
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of as consisting of one or two theatre people, musicians, a stage designer, a folk dancer and
even a person from an association which could invest financially in the ballet company.”*

While reviewing these suggestions and criticisms, one has to consider the political
situation as well. The political unrest was at its peak in the late 1950s. DP government’s
authoritarian methods were faced with severe disobedience by the opposition and also by the
public. Beginning from the middle of the 1950s, the policies of the DP government were
regarded as unplanned, aid-dependent, and deficit-financed. They were criticized by many
institutions in Turkey as well as by the US academic experts and government officials.”® In
such circumstances, understandably, DP government’s priority was not to form an
independent state ballet company. However, after the military intervention in 1960, the
political climate changed drastically.

Indeed, with the staging of Coppelia in 1961, a separate ballet company was founded
inside the State Opera and Ballet Institution. Andrée Howard was one of the guest
choreographers invited to the Ankara State Ballet Company. Metin And, in one his articles in
Ulus newspaper, praised Howard’s artistic direction of the company and her talent in

choreography.”™

Unfortunately, from another article of And, we learn that due to the
infirmity of the State Theatre Administration, Andrée Howard had left the post when she had
just started working on an interesting ballet piece using Turkish folk dances’ motives.®’ If it
had been realized, it would have been the first ballet piece before Cesmebasi to use Turkish

folk dance motives to be displayed within a universal ballet language. This piece could never

been finished due to administrative problems and mutual misunderstandings.

¥ Her vision was in fact far more avant-garde than the actual situation in state ballet companies today.
285 Yilmaz, Hakan. 1995
2% And, Metin. “Baleler Gegidi” (Procession of Ballets), Ulus newspaper, 03/07/1963

27 And, Metin. “Bir Cikar Yol” (A Course of Action), Ulus newspaper, no date, from the private collection of
Muzaffer Evci. Appendix no: 10
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In an article he reviewed the ballet Nutcracker performed during the season of 1968-
1969. Metin And referred at the long lasting dispute of the State Theatre and the State Opera,
resulting in deteriorating conditions for the State Ballet Company which was officially
connected to the State Opera. According to And, the opera administration wanted the ballet
company was attached to the opera in order to have priority in decision making on issues
related to ballet. In addition to that, their long lasting problem with the theater administration
had very negative effects on ballet performances. One recent example was Nutcracker,
where the stage design had been changed after the approval of Dame Ninette de Valois.
During the general rehearsal of the ballet, the members of the orchestra had been sent to
another event taking place in Cankaya (Presidential House). Metin And suggested that if
things were to continue in that direction, ballet in Turkey would soon be finished:

We say that our ballet should be independent from the opera. The
backstage at the Nutcracker /Findikkiran production shows the back
binding and damaging influence of this dependency. 1 spoke with
authorities on ballet, and they all had much to say. No matter how much
the decor sketches of Acar Baskut were admired, because of the incapacity
of those who had painted them, the decor had turned into a fatality. The
administrators, who have fallen to the roads with the vision of the newly
opened ‘Biiyiik Tiyatro’ in Istanbul, haven’t left anyone in Ankara who
could be in charge to take responsibility. Three days before the general
rehearsal, five of the orchestra members have been called to Cankaya, and
after their departure, the orchestra’s reaction was not to rehearse properly.
The stage lighting were insufficient, there was only one, instead of the
required two (...) then comes out, the head of the Opera and the head of the
State Theatre, like two enemy brothers, couldn’t share the lights amongst
themselves. Should I go on? If there are still those who wish to see the
ballet under the opera, they must be those with the cruel intensions of
abolishing our ballet.**®

2 And, Metin. “Findikkiran” (Nutcracker), unknown newspaper from the private collection of Deniz Olgay
Yamanus, 1969- diyoruz ki artk balemiz operamn boyundurugundan kurtulmal, bagimsiz olmali. Iste
Fwmdiklaran temsilinde sahne arkas1 bu boyundurugun kotii yonetiminin balemiz iizerindeki yipratici, geriletici
etkisini iyice gosteriyor. Bale ilgilileriyle konustum, hepsi neler anlatmadilar ki. Acar Baskut 'un Dame Ninette
de Valois’ya gosterdigi dekor taslaklart ne denli begenildiyse, bunlari boyayip gerceklestirenlerin
badanaciliktan bile nasipleri olmadigi icin dekor kusa donmiis, yoneticiler Istanbul’da agilan biiyiik
Tiyatro ’nun sevdasiyla yollara dokiiliip, arkalarinda dert dinleyecek tek bir sorumlu birakmamuslar... Temsilden
ti¢ giin once yapilan genel provada orkestra tiyelerinden begi Cankaya’ya ¢agrilmis, onlar gidince orkestra da
kazan kaldwrmis, dogru diiriist prova yapilamamis. Dar-uzak siklardan ikisi de gerekirken ancak bir tane
bulunmug, sonra 6grenilmis diisman kardesler gibi birbirini ¢elmeleyen Tiyatro Genel Miidiirii’yle, Opera
Genel Miidiirii her seyi oldugu gibi bu isiklari da paylagamamis. Bilmem daha uzatayim mi? Hala devlet

146



In later years the critic, Miiserref Hekimoglu wrote about the staging of Swan Lake,
comparing ballet performances to opera performances.”®” In her writings we can see a critical
approach towards the Ankara State Opera, as an institution, in comparison to the Ankara
State Ballet. The State Ballet’s improvement was obvious in the eyes of many art lovers
during the time unlike the condition of the State Opera. Hekimioglu stated that audiences
filled ballet performances but not opera, because they had lost hope in opera. She
interviewed Prof. Sadi Irmak in his office, one of the candidates for the post of Prime
Minister, before the Swan Lake performance. In this interview, Irmak seemed to be inclined
towards founding a Ministry of Culture in collaboration with the People’s Houses in the near
future. It is interesting to come across with the idea of reviving People’s Houses, yet this had
never happened. Furthermore, the hope of Sadi Irmak was to found an orchestra, and an art
gallery in each and every city of Turkey, were found by Hekimoglu, far exceeding the reality.
She suggested having a better orchestra urgently in Ankara for a start.

The situation seemed to get worsened for ballet institutions with the resignation of
Mithat Fenmen from the head of the State Opera and Ballet in 1975. Turkey’s unstable
political life in the 1970s keenly affected the cultural life. After the 1971 coup, a martial law
was introduced lasting until 1973. Only in 1973, the democratic elections were held again
and a coalition government of RPP (CHP) and the National Salvation Party, NSP (MSP) was
formed in 1974. This was the year, when Cyprus crisis emerged, leading to an international
embargo to Turkey. The international oil crisis did not ease the domestic economics. In the

end, the RPP (CHP) and NSP (MSP) coalition was broken and right-wing parties formed a

balemizi operanin boyundurugunda gormek isteyen varsa bunlar olsa olsa balemizi tok etmek isteyen kotii
niyetli kigiler olmali...” Appendix no:11

% Hekimoglu, Miiserref. Yeni Halk¢t newspaper, 11/19/1974
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“Nationalist Front” government, Millivet¢ci Cephe (MC).*° Where the political unrest was
given a prior attention and new administrative posts emerged with the constant change of
governments, the cultural institutions went through a difficult time.

Miiserref Hekimoglu mentioned the deteriorating situation after the resignation of
Fenmen, with the appointment of Sevki Tastan, a physics teacher arousing many problems.
His direction had been seen as catastrophic since there was no space for dancers to work, they
could not buy even the most necessary items like the point shoes, and the agreements were
not done for ballet productions to be staged. Hekimoglu proposed questions for the President
of the Republic, Fahri Korutiirk at the time, if he was aware of the problems facing by the
State Ballet Company.”"

After the middle of the 1970s, the critic, Engin Karadeniz touched on the same
subject and published an article in Cumhuriyet newspaper, giving hints of administrative
problems caused by incapable directors appointed by the conservative government of the
period. The government was formed by Nationalist Front (MC) and Siileyman Demirel was
the Prime Minister. These appointed directors were generally not artists but coming from
unrelated fields like physics:

While the consultant, physicist Sevki Tastan, who has replaced Mithat

Fenmen, was preparing for his trip to Mecca, the assistant director of State

Opera and Ballet, was in another sort of preparation. Because of his

intentions to serve as general director, he tried to change the mandatory

regulation, ‘one, who is not an artist, can not be put into an administrative
D ost’22

20 NF (MC) government included JP (AP), NSP (MSP), RTP (CGP), and NMP (MHP).

! Hekimoglu, Miiserref. “Mes Giymeleri Onerildi” (It is Proposed They Wear ‘Mes’), unknown newspaper
from the private collection of Deniz Olgay Yamanus. 09/14/1976, Appendix no: 12

292 Karadeniz, Engin. “Ezenler, Ezilenler, ve...” (Oppressives, Submissives, and...), Cumhuriyet newspaper,
09/30/1975 - Hag hazirliklarina baglamis damigman, Mithat Fenmen'in yerine bakan Devlet Opera ve Balesi
Genel Miidiir Yardimcisi fizik¢i Sevki Tastan da bir baska hazirlik iginde; Genel Miidiir olarak isbast yapmayi
tasarladigindan, ‘sanat¢i olmayan teknik gorev alamaz’a iligkin yonetmelik maddesinin ‘tadiline’ ugrastyor
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Hikmet Feridun Es pointed out another aspect of outside intrusion in an ironic article,
when one of the Ministers of Industry, from the Islamist political party (MSP), Abdiilkerim
Dogru, suggested the dancers wear “mes”, traditional prayer shoes, instead of point shoes
which were to be ordered abroad and was more expensive:

The Minister, Abdiilkerim Dogru, flipped out when he heard the words

‘point shoes’: ‘What! Point shoes! Not possible. Let them wear ‘mes’, he

said and rejected the demand (...) What an ingenious discovery! Mes,

rubbers, plastics at the feat of the Turkish ballet (...) Once, we wanted the

anchorwomen on television to wear veils, that didn’t happen(...) at least we

can benefit from this. Our dancers with ‘mes’ on their feet and veils on

their faces, and whatever else wherever else (...) Stand up and salute, a new

leaf is opening in art history: the Sheik Abdiilkerim ballet.*”

Both Karadeniz and Es were clearly making insinuations and pointing out the
infirmities of recent directors. Their conservative life styles as it were indicated in the trip to
Mecca or suggestion of wearing ‘mes’ were not suitable with their positions. In the eyes of
the intellectuals, the critics, the journalists, the institution of state ballet company was a place
where the administrators should have inclined more towards Western visions of life styles.
Karadeniz was also worried that Sevki Tastan would have changed the principal of becoming
administrators in the opera and ballet institutions. In order to be an administrator, one had to
be an artist as well. In reality, perhaps one also had to question this principal. Since
observed in various foreign companies, some very successful administrators did not come
from an artistic background but more from a management background.

The Ankara State Ballet Company witnessed the first censorship from outside of the

artistic circles in 1976. The Nationalist Front (MC) government had found the Darwinian

inclination of the ballet piece Olusum, choreographed by Duygu Aykal, inappropriate. As a

% Es, Hikmet Feridun. “Mes giyen Tiirk Balesi” (Turkish Ballet Wears ‘Mes’), unknown newspaper from the
private collection of Deniz Olgay Yamanus, 09/22/1976 - Bakan Abdiilkerim Dogru bey, ‘parmak ucu pabucu’
lafinmi goriince ifrit kesilmig: 2Parmak ucu pabucu haaa? Olmaz...Mes giysin hammlar efendim diyerek geri
cevirmiy istegi...Ne giizel bulus. Tiirk balesinin ayaginda mesler, lastikler, galos kunduralar...Bir zamanlar
TV'deki spiker ve sunucu hamimlara pege, ¢arsaf, bas ortiisii giydirmek istedik olmadi...hi¢ degilse bu sefer
istifade edelim...Ayaklarina mes giydirdigimiz bayanlarin iizerlerine de sdyle hanmim hammcik, kadin kadincik
birer pelerine...yiizlerine birer pece...’Ayaginda mesi var...baska yerinde nesi var..” sarkisi esliginde ne gider,
ne gider...ayakta selam durunuz, yarimin sanat tarihinde yeni bir fasiul a¢ilyor: Seyh Abdiilkerim Balesi.
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leading prominent intellectual, Miimtaz Soysal criticized that the company yielded to
censorship, which was a total acceptance and rearrangement of the program according to
outside direction. Soysal thought that it was the sole responsibility of all the people with
awareness to resist such decisions even if it contradicted with one’s own personal interests:

What is important and surprising is that the writers, the composers, the
choreographers, and the dancers of the ballet that has replaced the censored
one, have said absolutely nothing about this incident. The expected attitude
from them would have been to reject to replace a censored art piece (...)
and say: ‘We are against the censorship that is inflicted by the
administrators towards art’ and for them to step back.”*

In his criticism, one detects a larger condemnation for the ballet circles than the criticism
directed to the originators of the censorship. In fact it is very important for us to understand
that the response of the ballet circles to the censorship was quite disappointing in terms of
political awareness and being able to show the right response. This kind of attitude resulting
from the internal conflicts of ballet dancers needs to be examined more thoroughly. An
incident related to Duygu Aykal’s choreography was recalled by Suna Ugur as a memorable
moment since Duygu Aykal had a straightforward personality and was not afraid to show her
reactions in public:

That piece was perceived as ‘leftist” and the government rejected the
staging of the piece by the State Ballet Company. At that time the head of
State Opera and Ballet was Ismet Kurt, the tenor. With this government
notification, he collected all the ballet artists and said the premier of the
piece was banned. At that moment, Duygu stepped out of the crowd and

walked slowly towards him and banged him on the head. He found himself
on the ground.*”

¥ Soysal, Miimtaz. “Olusum” (Formation), Milliyet newspaper, 04/14/1976 -Onemli ve sasirtict olan
yvasaklanmis balenin yerine sunulan 6biir baleyi yazanlarin, besteleyenlerin, koreografisini yapip oynayanlarin
bu olaya hi¢ ses ¢itkarmamig olmalaridir. Onlardan beklenen davranis, sansiir edilmis bir sanat yapitinin yerine
gecmeyi reddetmekti... Biz yoneticilerin sanata koyduklar: sansiire karsiyiz’ deyip kendilerini geri cekmekti.

2% Interview with Suna Ugur. 01/11/2007, istanbul)— Duygu bir bale koymus sahneye, ben gene o sirada
Ttalya’da. Biitiin 6nemli olaylar, ben Italya’dayken oldu. Iste o sirada ve seymis “biraz sol kokuyormus” ne
demekse? Ve buna o zamanki hiikiimet karsi ¢ikmis ve demigler ki “bu eseri kaldirin, oynanmasin bu eser.”
Hatta o zaman da Ismet Kurt vard: tenor, o Genel Miidiir Ankara’da. Boyle bir teblig gelince, toplamug biitiin
balecileri, ertesi giin de gala var, yani baslayacak bale. Hepsi toplanmuglar, iste demis ki Ismet “cocuklar,
maalesef sey kalkti, yarinki temsil oynanamiyor” demis, “onu bildirmek igin size geldim.” Duygu ¢tkmis
toplulugun arasindan agwr agwr yiiriimiis ve Ismet Kurt'un iki yakasina yapismis, bir kafa atmis, inan ki bu
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Tenasiip Onat’s husband Alevcan Oncel recalled another memory about the
investigations on political affiliations by the Turkish National Intelligence Service (MIT),
particularly about the communist tendencies of the artists, during the 1950s. Alevcan Oncel
worked for the intelligence service at the time and he was assigned to follow certain artists
from Ankara State Opera Company. Actually that was how he had met with his wife
Tenastlip Onat. MIT believed that ‘the conservatory was the home of communists’ during
that time. A certain dancer even remarried and escaped to America because of an incident,
and years later returned back. For Alevcan Oncel, these stories have long been forgotten.””®

In later periods, according to the cultural preferences of the political elites, there were
efforts made to change the artistic policies. From time to time the definition of “national” in
the context of art of ballet was questioned by people with no artistic backgrounds or
knowledge. Deniz Olgay Yamanus stated her thoughts about these political interventions on
the artistic direction of state ballet companies:

Between cultural turmoil and political changes, there was such a big

transformation. During military interventions, we weren’t affected much

but I remember one period’s suppressions on ballet. In Ankara for

example, there were periods that they wanted to have ballets with © drum

and schnozzle’ . It was sort of forced to us. Whereas Yoz Dongii was a
piece using ‘saz’ in its music. The choreographer was free to use such

dogru ama bir kafa atmis ve Ismet Kurt kendini yerde bulmus. Ne harika bir sey ama ve ondan sonra biitiin bale
hiicum etmis Ismet’in iistiine ve bir hayli hirpalanmis, ondan sonra kalkmis gene tabii bale. Kalkmis ama, yani
iyi de bir ders olmugs Ismet’e.

2% Interview with Tenasiip Onat/Alevcan Oncel. 12/22/2006, Ankara — A.0: “O dénem MiT’in Ankara
baskani, yani miistesarin yardimcilari;, ‘Konservatuar komiinist yuvast’ diyorlar, beni ¢agirdilar. ‘Peki’ dedik
gittik. Ben yillar sonra Tena’ya dedim ki, Tena’yi taniyorum ama gitti seye, yani stipheli sahislardan biriydi.
Nitekim sonra itiraf etti bana ama ¢ok ¢abuk vazgegmis ™.

T.0: “Olmadim ki vazgeceyim”... “x abi kapida beni bekledi ‘gel bir ¢ay icelim’dedi, O da talebeydi son
swmifta, biz de daha ilk siifta. * abi ne sdyleyeceksiniz’ diyorum. ‘Gel oturalim bir ¢ay icelim, konusacagim
seninle’ diyor. Megerse komiinistin babastymas!

A. O: Hepsini siraladim, yillar sonra kimlerin oldugunu! Simdi bizim toplumumuzda kizim bak, éyle bir hastalik
vardir ki biitiin olanlar unutulur, hepsi badem gézlii olur. Tiirk halkina bunlar anlatilmaz, kabak Nazim
Hikmet’in basina patlar”... “Bir dans¢t vardi, es degistirip Amerika’yva ka¢ti bu olaylardan étiirii, sonra geri
geldi.
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instruments but when it was forced, 120 people almost resigned. We had
such turmoiled times.”’

Ugur Seyrek who was a young dancer during the most violent days of political unrest
in the end of the 1970s, recalled those days as the students used to stay at the dormitory and
could not go out after dark. There were both fascist and communist tendencies in the
conservatory itself at Cebeci dorm. Also another university’s dormitory was just behind the
conservatory and they all fighted with each other. Seyrek stated that he was the only one
coming and going out because everyone knew that he had nothing to do with politics and he
was only interested in dance and nothing else:

I was never involved with those things. I have never believed in group

things. I was living in a different world. There was only one thing I

concentrated on. I wanted to go to Germany in a shortest time without

doing the military service and continue to do my art in the best way.”®

Seyrek left Turkey towards the end of 1980 and did not come back for fifteen years.
Just two days before the third military intervention of the Turkish army on the 12th of
September, 1980, Oytun Turfanda resigned from the post of Head Choreographer and the
Director of Istanbul State Ballet Company, due to the disputes between him and the head of
Istanbul Opera and Ballet, Okan Demiris. As it can be observed, the political unrest of

Turkey was affecting dance, censorship of the arts was high.*”

7 Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul - Kiiltiirel, ¢alkantilar, siyasi degisimler
arasinda; o kadar biiyiik degisimler yasandi ki. Tabii darbe donemlerinde degisiklik bize pek yansimad: ama bir
donemin baskilarint ¢ok iyi hatirlyyorum Bale’de, Ankara’da drnegin “illa ki davul zurnayla bale yapalim,
yapin” denilen, yani dayatilan diyeyim, “denilen” derken dayatilan donemler oldu. Halbuki Yoz Dongii sazla
vapilmista bir eser, koreograf istedigi sazi kullanmakta serbesttir ama dayatildigi i¢in o dénem, 120 kisi filan
neredeyse istifa etmeye kalkti, ¢ciinkii bir dayatma vardi, yani boyle bir ¢alkantili dénemler oldu.

2% Interview with Ugur Seyrek. 02/10/2007, Bodrum- Darbe beni hig ilgilendirmiyordu ama eve gidemiyorsun,
aksam ¢ikamiyorsun. En son donemde tam bu olaylarin ortasinda, fasizmin arttgi donemde Cebeci yurdunun
arkast yurttu, fasistler vardi, bizim okulda da vard: fasistler. Okuldan bazi komiinizme ilgi duyan arkadagslar
vardi, onlar ¢ikamazdi ama ben ¢ikardim ¢iinkii onlar beni bilirlerdi okuldan, kimin ne yaptigini, bir tek ben
ctkardim aslinda bu seylere hi¢ karigsmazdim ¢iinkii bu tiir seylere, topluluk seylerine inanmam, inanmadigim bir
seye de imza atmam arkasina onun igin biraz boyle tek savag¢i gibi benim hayatim ashinda. Ciinkii benim
konsantre oldugum, hayatta yapmak istedigim bir sey var, digerleri hig ilgilendirmiyordu beni...Ben baska bir
diinyadaydim. Beni asil ilgilendiren askere gitmeden, en kisa siirede Almanya’ya gitmek ve sanatimi en iyi
sekilde yapabilmekti.

% Yanki newspaper, 09/10/1980
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While these conflicts between institutions and the various visions of life were re-
designing the appearance of the state ballet companies in both Ankara and Istanbul, the
personal relations among the ballet circles too were playing fundamental roles as well.

There was a certain feeling of “distinction” given to the first generations of the
dancers of Turkish Republic, to do ballet. The dance community had been constructed by
foreign experts supported by the Turkish state itself. The state had provided all the physical
conditions and charged no financial fees for the families of dance students. This created a
kind of gratitude towards the state and towards the foreign, particularly the British staff. The
teachers provided scholarships for successful students to go abroad and brought necessary
equipment like point shoes which could not be found in Turkey during those times. These
students belonged to a privileged few and they were expected to become good dancers with
strong bodies: “ ... It was another world, yes, as if we were not living in Turkey.”"

Since it was a new artistic field founded by the state itself, ballet was accepted with
grand attention by the public, particularly from the elite and the state circles. The general
view was that the most important political figures met in gala performances of ballets and
that the press coverage of these events often became headlines according to the relevant
political matter of the time. The photos and news of dancers were being published in many
different newspapers and periodicals of the time along with political and social issues.
Foreign experts educated the dance artists. Everything was in place in order to feel
“distinguished”. The first generations of dancers of Turkish Republic thus cherished their
status and became the first authorities of this artistic field. Many had been appointed to the

artistic and administrative positions of the state companies.

3% Interview with Suna Ugur. 01/11/2007, istanbul - Baska bir diinya. Baska bir diinya, evet Yani Tiirkiye de
vaswyor gibi degildik hakikaten, fakat sansh bir tarafimiz vardi ki hep ailelerimiz destekti bize, yani benim ailem
¢ok destek oldu, yani annem basta istemedi ama sonra, girdikten sonra tabii ¢ok destek oldu. Babam ha keza,
ablam édyle, yani hakikaten el tistiinde baktilar, 6yle. Meri¢’in de ailesi dyle ¢ok destek oldu... Bizim devrimizde
cok sanshydik ki her seyimizle mesgul oluyorlard: Ingilizler, yani iste pabucumuzdan kostiimiimiize, sag filemize
kadar getirtiyorlard: disardan ve Madam ’in, yani unutulmaz hizmetleri vardir Tiirk balesine.
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These generations of dancers were brought up in the boarding school at Ankara State
Conservatory before they were appointed as the first dancers of Ankara State Ballet
Company. They shared a common feeling of being part of a distinguished family, a
relationship which became problematic as they became the first directors, teachers and
choreographers of the state companies and schools (fig.19). The family feeling versus
proffesionalism is an important issue to be dealt with in the analysis of administrative
conflicts. Particularly the first and second generations of dancers had developed a special
family tie and a sense of belonging to a special group:

Our older sisters in that period were our guardians in a very strong manner,

this can also be called oppression (...) for example there was sister x, the

bogy sister. Whenever we saw her we were terrified. They really guided

us, educated us, controled us. They scared and entertained us at the same

time, all together.*"!

Boarding schools created their own stories of enjoyment and horror in general and the
ballet conservatory was not excluded from this tradition. Yet, after the conservatory finished
the students did not spread out to other places as in all other schools. They continued to stay
together in the company. Therefore, their bonds were somehow much more stronger and
complex than the students in the normal educational institutions.

One of the positive examples of having such a close bond came from Jale Kazbek.
She recalled an incident when Meri¢ Stimen, a classmate of Kazbek and one of the members
of their four principal dancer group of friends, had decided to quit an administrative job in the
ballet company. Kazbek, furious with her decision, convinced her that she actually

represented the four principal dancers of the time and she did not have a personal initiative to

. . . I 302
decide only for her own. Therefore Siimen continued her mission.

3 Interview with Deniz Olgay Yamanus, 12/04/2006 - ablalar biraz bizim o dénemde, bizleri fazla
sahiplenirlerdi, biraz boyle baski da diyebilirsin buna ama...(x) vardi mesela, bizim d&cii ablamiz. (x)i
gordiigiiniiz zaman odiimiiz kopardi mesela. Izmir’de simdi kulaklart ¢inlasin. Ondan sonra, onlar bizi ¢ok
sahiplenirlerdi. Bizi egitirlerdi, kontrol ederlerdi, hem korkuturlardi, hem eglendirirlerdi, yani hepsi bir arada.

392 Interview with Jale Kazbek. 02/09/2007, istanbul
154



Eventualy when the State Ballet Company was established in 1961, they also found
themselves in the midst of media coverage. If stage appearance was one type of performance
covered by the media, the intermissions offered another stage for politicians to perform.
Dancers’ self esteem grew stronger parallel to the applause and positive encouragements,
explicitly coming from the British authorities of the field. The attention also came from the
society itself. In many newspaper articles one came across news related to the company,
performance criticism of ballet pieces with information on soloists and principal dancers.
Actually most of the dancers were carefuly being watched by critics, even a small amount of
weight gained could be the focus of an article. They constantly felt great attention on
themselves.

In later periods, particularly after 1973, Turkish dancers like Tenasiip Onat, Hiisnii
Sunal, Eving Sunal had become directors of the company. Due to their family like ties
among their circle of friends in ballet, they expressed that they had difficulties in professional
life. For instance while deciding the season’s repertoire and the casts they had been under
psyhological pressure of their friends/dancers, and even close relatives of the dancers in
terms of deciding who is going to get the relevant roles:

During our first meetings, we were at a friend’s house in Yesilyurt street.

We were there, chatting, then a boy and a very beautiful girl came in. She

was also a ballerina. They said to Tenasiip; ¢ We brought you this gift’.

We took the gift and went back home. I found this to be very odd. It was

against my principals. I told Tenasiip that she was the director of the

company(...) ‘Why did you take this gift?” We opened it and I’ll never
forget, it was a tea set. The dancer wanted a role.*”

% Interview with Tenasiip Onat/ Alevcan Oncel. 12/22/2006, Ankara- [lk tamstigimiz zamanlardi, bir
arkadaglarinin evine gidiyoruz Yesilyurt Sokak’ta. Gittik oraya. Oturuyoruz, bir oglanla, ¢ok giizel bir kiz geldi,
yani dis gériiniis olarak, balerinmis. O da Opera’min tenoruymus, simdi Istanbul’da okullart var. Dedi ki
“Tenacigim” dedi, ‘sana bu hediyeyi getirdik” dedi. Aldik hediyeyi eve geldik, simdi ben bunu ¢ok yadirgadim.
Benim ig prensiplerimde boyle bir sey yok!. Dedim ki “bak, evvela sen bu balenin yoneticisi olarak
gelmigsin...Simdi dedim, buraya gidiyorsun, hocalik yapryorsun, bu kadar iilke sana teklifte bulunuyor, eger bir
baleyi yoneteceksen... simdi o kadar zor ki Tiirk balesini yonetmek. Diyelim ki sizi yonetici yaptilar her hangi
bir kurulusa. Ayni nasihati size de veriyorum. Hi¢hbir is arkadasinizla katiyen ev ahbapligi yapmayacaksiniz,
alp da sinemaya gitmeyeceksiniz, yan yana. “Ya biz bu gece buraya filana gidiyoruz.” Katiyen ilginiz
olmayacak. Hi¢bir otorite saglayamazsiniz, otoriteniz sifira diiger. Hepsi yasadi. Baslarina neler geldi, Kugu
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The story told by the husband of Tenasiip Onat constitutes one of the examples of
these close bonds which had generated problems in their professional lives. Later on, when
the choreographers became stronger and the artistic visions conflicted with each other that
created another field of disturbance. Suna Eden Senel remembered an incident when she had
choreographed and staged one of her ballets in Izmir State Ballet Company. After a couple
of staging, a commission came from Ankara State Ballet Company, in fact, some of her
close friends were included in the commission, and they decided to stop the staging of the
piece. There was not any explanation made to Senel for the cancellation of her piece and she
had never questioned the decision. In our interview, she just stressed that her close friend
was involved.”**

When Duygu Aykal was appointed as the head choreographer of Ankara State Ballet
Company, one of the first things she did was to send Oytun Turfanda to Istanbul State Ballet
Company. At first glance, the appointment looked like a promotion for Turfanda but Oytun
Turfanda declared in several cases, in reality, it was like an exile. They were both strong
choreographers with full of projects in their minds and being at the same company did not
allocate space for all of them.**

The examples can be multiplied. Along with many joyful memories, there were also
disappointments, jealousy and impalements that affected the creative processes in Turkish

ballet. = These personal conflicts were made visible by administrative practices.

Administrative practices were influenced by these strong relational clashes.

Bale bu yiizden acidi. Dedim “Tena” dayanamadim “sen bu hediyeyi niye aldin? Ag¢ bir bakalim ne
gondermisler” agildi. Hi¢ unutmuyorum, 8 tane; fincan takimi! Ondan sonrada (x) dans¢i rol istedi.

3% Interview with Suna Eden Senel. 07/10/2007, Bodrum

3% Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul
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CHAPTER V

DEBATES ON “THE NATIONAL”: DEFINING “THE TURKISH BALLET”

The process of creating a ‘Turkish’ ballet based on its own cultural and social
codes, stories and images has to be dealt in care. The attempts in this direction rooted by
British founders of Turkish ballet should also be analyzed in detail. From the very beginning
of the foundation of new art institutions in Turkey, the discussion of forming certain national
artistic forms was in the core of all endeavors.

Establishing a persuasive education and maintaining its quality was one of the initial
aims. In the process, different approaches of various presentations of being national were in
question. The usage of Turkish composers’ musical scores, the traditional themes and
costumes, foreign and Turkish choreographers’ approaches to dance were experimented in
several levels. In addition, the balance between folk dance movements and their
implementation in classical ballet was explored. Moreover, the tendencies towards modern
dance inside the classical ballet companies were questioned and practiced at various levels
through the years. And finally, international staging of Turkish ballet had a significant role in
the perception of both Turkish audiences and ballet artists.

Today, the debate on originality and creation of national forms are still in the core of
many contemporary works of dance. Since the younger generations of dance practitioners in
Turkey have no reference to the precedent debates and experiences, it is important to clear

out the previous approaches and make them visible. Therefore, in the contemporary dance
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field of today’s Turkey, artists would have a general memory of these practices and a
collective ground for questioning certain attitudes with respect to the creation of “the
national”.

In the beginning, we have to comprehend the complexity of founding educational
institutions in the field of ballet and ensuring their quality. In order to build a classical art
form where the basic desire was to balance the universal language of ballet with the original
national expression, one has to consider, firstly, how the educational institutions were

designed.

A “National” Ballet with “Foreign” Roots: Negotiating The Quality of Education

Quality of education was one of the substantial factors related to the development of
Turkish ballet. State conservatory of ballet had a solid ground, under the close inspection of
Dame Ninette de Valois. The British teachers were chosen and sent by her until the middle
of the 1970s. After, the British teachers were no longer able to come due to economic and
other reasons, the Russian ones had replaced them. The change was sudden, but at first high
quality Russian teachers came and they brought a new breath to the ballet education in
Turkey. In later years, however the quality, unfortunately, diminished among the teachers
and naturally the quality of education also dropped. Firstly, we have to look at the begining
of this process.

The conservatory education was always accompanied by private ballet schools. From
the middle of the 1950s, we come across ballet courses/schools established outside of the
state conservatory education. During the process, some of the graduates of these schools
applied and were accepted to the State Ballet Companies. Before the opening of state
conservatory of ballet, there were private ballet courses as well. Dancers like Evgenya

Nanasof, Madame Marga and Azade Selim Surr1 had provided dance courses where the
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teaching was mixed with gymnastics. For ballet, Madame Lydia Krassa Arzumanova and
Olga Nuray Olcay established private dance schools in Istanbul. Arzumanova had started in
the 1930s. At the time, they were the only places to get acquainted with the art of ballet. It is
interesting to note that after the establishment of state conservatory, new private ballet
schools continued to be opened. As much as it was probably due to the growing demand for
ballet education, this parallel establishment of private ballet schools was also connected to
the increase in the numbers of ballet experts of ballet in Turkey, trained abroad. While the
first steps of Turkish National Ballet were rooted in the training and the management of the
British and the Russian ballet, there emerged a parallel formation of private ballet schools by
Turkish dancers.

The first example was Yildiz Alpar, after attending ballet classes of Arzumanova, she
had gone to study ballet in France. She returned back to open her own ballet school in
Istanbul in 1953. The French Consulate in Taksim invited her to give dance classes. They
offered the use of their library once a week when it was not occupied. But Alpar felt like she
was going to be someone ‘not really wanted in the household’. Afterall it was like a colonial
feeling for her. She found another place on Siraselviler Street, opened by People’s Houses’
efforts after they were officialy closed down. Alpar began giving dance classes there, but
after one year they had to move out from the building, and with them she moved out too:

I came to Kadikoy then, to be correct I had a friend who owned a school at

Kadikoy, the ABC Primary School. I started to give dance classes there but

I always wanted to open my own school and after sometime, there was
really a huge demand for my ballet classes at the school.**

% Interview with Yildiz Alpar. 12/11/2006, istanbul - Taksim deki Fransiz Konsoloslugu, benim orada ders
vermemi teklif etti. Simdi girdim, orada bir kiitiiphane vardwr biliyorsunuz. Kiitiiphaneyi haftada bir sana
veririz, kiitiiphane bosken sen burada ders yaparsin” dediler ama ne kadar siginti olacaktim. Fransiz
hiikiimetinin bahgesinin igindeki, hem de béyle sey gibi dominyon gibi, koloni gibi, bunu pek istekli gormedim.
Cok seker insanlar ama Taksim Swraselviler’de bir yer buldum. Bu yine Halkevleri’'nin, dagilmis olan
Halkevleri’'nin kendi ¢abalariyla agmis olduklart bir Halkevi.Taksim Halkevi, evet ve iist katini bana verdiler.
Orada derslere basladim. Fakat bir yil sonra gekerim, onlar orada kiraciymis. Meger biliyorlarmis
¢tkacaklarini da, beni de bir giizel, onlar ¢ikinca ben de otomatikman ¢iktim... Evet éyle oldu ¢iktim ama ne
kadar giizel bir okul olmugstu orasi. Arkadaslarim falan ¢ok yardim etmislerdi, ¢ok heyecanlanmistik, hos bir yer
olmugstu. Ilk seyim, tabii ¢ok gen¢ oldugum icin...Oradan Kadikéy'e geldim, daha dogrusu burada bir
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So Yildiz Alpar opened her own school in Kadikdy, which turned out to be the
longest lasting private ballet school in Turkey. The second example was Beatrice Appleyard
(Fenmen) who came to teach at the state conservatory of ballet in Ankara. When she got
married to Mithat Fenmen, a specific Turkish law did not allow her to teach in a state
institution. As a foreigner married to a Turkish person, she had to stop teaching at the
conservatory. This led her to open her own private school in 1954 in Ankara which
continued until 1971. Rezzan Abidinoglu who was one of the teachers at the municipal
conservatory in Istanbul, had also opened her private school in 1955 in Istanbul. The fourth
example was Kugu Bale Studio, founded by Tenasiip Onat, Sait Sékmen and Alevcan Oncel
in Ankara in 1973 which remained open for eighteen years. It became an alternative ballet
education in Ankara for many young students of ballet. Its graduates who applied to State
Ballet Companies were mostly accepted. Zeynep Tanbay, a reknowned dancer who was
rejected by the state conservatory due to her tall body structure, had graduated from Kugu
Bale and continued a successful career abroad. Feridun Ulusoy, a State Ballet Company
dancer and later on a conservatory teacher, started his private studio in 1978 in Ankara. So, it
is important to note that there were alternatives to the State Conservatory education but State
Ballet Companies mostly preferred to choose their dancers from the State Conservatory
despite the growing reservations about the quality of its education.’”’

Most of the dancers interviewed for this thesis mentioned a certain degradation in
education through time concerning mostly the Ankara State Conservatory. As one of the first

students who entered in the begining of 1950s, Geyvan McMillen stated that their teachers

arkadasimin okulu vardi ABC Ilkokulu. “Orada ders ver” dediler...Orada ders verirken gene de gonliim
okulumu agmaktaydi... Gergekten, birden bire miithis bir yiiklenme oldu bale béliimiine, okulumdaki

397 Actually the only state ballet company was Ankara State Ballet Company until 1970 and in 1970, Istanbul
State Ballet Company was established, in another ten years time in 1982, Izmir State Ballet followed by Mersin
and Antalya in 1990s.
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were quite strong not only in ballet classes but also in cultural studies. However as time
passed, there came a noticable change for the worse:

Our visual arts teacher was Arif Kaptan, the literature teacher was Cabhit

Kiilebi, a renowned poet. For dance history our teacher was Mahmut Ragip

who was a well known music critic. So all of our teachers were really

excellent at their subjects. But later on this kind of education ceased to

exist in the conservatory. **

Suna Ugur confirms a similar situation for the later periods: “most of the negative
facts would dissappear from Turkish ballet if the conservatory education would have
changed” **°. Suna Ugur believes that, as the first conservatory students, they had the chance
of studying with very good teachers like Beatrice Appleyard (Fenmen), Molly Lake, Travis
Kemp who took their places in ballet history books. Ugur thinks that there were worldwide
teachers for the first, second and the third generation of Turkish dancers. The so-called
British school had been strongly established during the first thirty years of Turkish ballet, it
was not only for artistic consultancy alone but also for their financial support in providing
scholarships for successful students to go to Britain in summers and attend ballet classes of
Royal Ballet School or the Royal Ballet Company. Almost all of the first generation of

Turkish dancers were given these scholarships. Tenasiip Onat and Giiloya Giirelli Aruoba

attended courses becoming teachers, Sait S6kmen, Meri¢ Stimen, Jale Kazbek, Binay Okurer,

3% nterview with Geyvan McMillen. 11/30/2006, istanbul- Simdi bir kere o zaman hocalarimiz ¢ok iyiydi
bizim. Mesela resim hocamiz Arif Kaptan’di;, meshur bir ressam vardi, onun babasiydi. Ondan sonra edebiyat
hocamiz Cahit Kiilebi’ydi. Sair Cahit Kiilebi, mesela dans tarihi hocamiz Mahmut Ragip Sevengil mi? Tam
onun soyadini hatirlamiyorum ama Mahmut Ragip dnemli bir miizik yazariydi. Dansumizin yaninda da bdyle
birtakim aldigimiz derslerde de ¢ok iyi, o zamamn iinlii kisileri gelip bize ders verirdi. Sonradan
Konservatuar’larda bu kalmadi, yani bu sekilde, ¢iinkii biz okulun i¢inde ders almaya basladik, yani okulda igte
edebiyat okuyoruz, Ingilizce okuyoruz, ondan sonra Tiirkce okuyoruz hatirladigim kadar. Iste dans tarihi
okuyoruz, yani dansla belki de hepsi dans da degildi ama dans tarihi olarak hatirliyorum. Baska ne derslerimiz
vardi? Solfej vard, ritmik vardi... O zamann iinlii isimleri gelip bize ders veriyordu. Dans derslerine gelince
Ingiliz ekoliinii 6greniyorduk. Tamamen Ingiliz hocalar geliyordu, ciinkii o zaman daha Tiirkiye'de hi¢ kimse
heniiz yetismemisti ve egitimimiz bence iyiydi.

39 Interview with Suna Ugur. 01/11/2007, istanbul- Eger konservatuardaki egitim degisirse, surf bale agirlikli
olmaz da insan olarak iyi yetismeleri saglanirsa ¢ocuklarin, o zaman diizelecek, yani Tiirk balesinde pek ¢ok sey
diizelecek o zaman....Sanat¢i kitap okumazsa, giizel sanatlar dallariyla mesgul olmazsa, seyahat etmezse, insan
tamimazsa, sergilere gitmezse, yani ruhunu beslemezse nasil olacak ki bu? Swf ‘batman, grandbatman’
yiiriimekle olmuyor bu is. Once ruhunu birlestirmesi lazim, yani o ¢ok zayif konservatuarda. O kadar zayifki,
resim dersi dogru diiriist yapilamuyor, bir lisan dersi dogru diizgiin verilemiyor, hep icra, hep icra.”

161



Giilcan Tunggeki¢, Duygu Aykal, Oytun Turfanda, Deniz Olgay Yamanus among others
attended classes and worked with choreographers in England on a regular basis.

After the middle of the 1970s, British teachers had left their places to Eastern
Europeans of the time. The Russians had completely different teaching attitudes than the
British. Actually the school of Russian and British ballet represented two different versions
of ballet as an art of dancing. In terms of ballet education, certainly a different era had begun
after the middle of 1970s.>'° The founders of Kugu Bale Studio, Tenasiip Onat and her
husband Alevcan Oncel mentioned that one of the reasons to find a private ballet course in
Ankara in 1973, was that the education in Ankara State Conservatory had been
deteriorated.”"!

Surely, the most significant issue related to education was to bring up the Turkish
staff who took posts in the dance institutions as administrators, choreographers, teachers and
repetitors. In the newly developing infrastructure of Turkish ballet, the lack of a Turkish staff
as managers, choreographers or art-directors caused, undoubtedly, a discrepancy in how to
formulate a “Turkish” ballet. Dame Ninette de Valois in that sense had put a great effort in
providing scholarships to Turkish dancers in order to educate them in various areas in dance.
Metin And recalled Dame Ninette de Valois’ search for different talents inside the company:

She had a method: She used to watch dancers in the class. For example, if

you would do something slightly different from the other; then she would

take you aside, talked to you. She thought that such a person could possibly

have an inclination towards choreography. Because such a person didn’t

completely fit in with the others, she always used to spot the black cats.

That was how she discovered Sait as well. Sait is a wonderful person, very

talented, very cultured, like Rudolph Nureyev (...) Madame chose him, gave
him a mission. She understood his capacity.’'?

319 Ankara State Conservatory had changed its name in 1982, due to Thsan Dogramaci’s efforts to found a Fine
Arts Faculty in Hacettepe University. The Ankara Conservatory became Hacettepe University State
Conservatory. In our interview, Efza Kipcak Topcu stated that other kinds of problems have occured due to this
change of status related to teachers and students but it exceeds this thesis’ concern in terms of time period.

! Interview with Tenasiip Onat and Alevcan Oncel. 12/22/2006, Ankara
312 Interview with Metin And, 12/21/2007, Ankara- Kadinin metodu su: Koreograf kesfetmekte, sinifta
dansgilart izliyor. Mesela siz dans ederken otekilerden farkly bir seyler yapiyorsunuz degil mi? Sizi bir kenara

162



Yet, this had happened after they graduated from the conservatory, while they worked
as full time dancers in the company. In the nature of the conservatory education, there was
not much space for creative work. The students practiced ballet classes to become “good
dancers”. Deniz Olgay Yamanus stated that if they had been encouraged in the fields they
were interested in during their conservatory education, their career would have taken a much
different direction:

There were ‘student nights’, and Oytun, me, Sema Basaran, Umran, Umit; I

remember that much, we staged a performance with ‘Rhapsody in Blue’ .

We made a choreography but neither of our teachers came to watch, nor

gave any review. We used to do such things on our own and look I did the

costume design, so it was obvious that I was interested in costume design,

maybe they could have directed me to that field or to choreography. But

there was not such supervision at the school.*"

The motivational approaches of British choreographers, other than Madame herself,
can also be questioned. There is an interesting memory of Geyvan McMillen related to her
first years in the company as a dancer. Richard Glasstone had spent four years in Ankara
during which Geyvan McMillen was a company dancer who had recently graduated from the
conservatory. She recalled her attempt of asking Richard Glasstone for some guidance to
become a choreographer, and his refusal indicating that she was too young to become one.

Actually the impact of his words was hard on Geyvan McMillen who had interpreted them as

if she would never be able to move towards that kind of creative process:

¢ekiyor, onunla konusuyor diyor ki “bu koreograf olabilir” yani, ¢iinkii étekilere uymayan bir adam, yani kara
kedi mi derler, ne derler? Bir sey, onu ¢ekiyor, yani toplumun i¢inden bunlart boyle cimbizla ¢eker gibi, Sait’i
de oyle buluyor. Sait S6kmen’i izliyor, Sait S6kmen miithis bir adam ashinda,.. Simdi bu adam once seyi yapti,
miizigi dinlemis, ¢ok iyi miizik bilen bir adam, yani kiiltiirlii, ¢ok kiiltiirlii. Sey gibi bu, Rudolf Nureyev gibi...
Ravel’in Quartet’ini biliyor ¢ok iyi. Onun igine dogmus o Quartet “ben bunu bale yapacagim” diyor. Cark diye
bir bale yapti, Madam onu segti, onu gorevlendirdi, anladi ki bu ise yatkin bir adam.

1 Interview with Deniz Olgay Yamanus. 12/04/2006, istanbul - Tabii ki eger biraz tesvik edilmis olsa,
yonlendirilmis olsa diyeyim, tegvik demeyeyim, ciinkii Talabe Geceleri vardi ve biz bir Talebe Gecesi’'nde
Oytun, ben, Sema Basaran, Umran, Umit; bu kadarim hatirliyorum seyle Rapsody in Blue ile eser koyduk
sahneye, koreografi yaptik ama ne hocalarimiz gelip seyredip de bize bir sey soylediler, ne de herhangi bir *
iyiydi, kétiiydii "dendi, yani biz kendi kendimize lay lay lom lom iste 6yle bir sey yaptik ve kostiimii ben yaptim
bak, o zamanlar ¢ikmig demek ki... ama o tarafimi goriip de beni kostiime yonlendirebilirler veyahut da ne
bileyim beni koreografiye yonlendirirler, yani bdyle bir yonlendirme yoktu, iste okulda yoktu.
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I had many dreams. Maybe that’s why I became a choreographer. Because

you dream, you prepare all the things in your head before choreographing.

And I remember that I have found the education unsatisfactory. I believed

that we had to learn different things too, other than dancing. I was the first

one to ask for advice for becoming an artistic director and a choreographer.

I asked for help. It was 1963—64. I was 22-23 years old. He told me ‘you

are too young for choreographing’. I said ‘but you make choreographies and

why can’t [ ? Then he was angry with me, he said ‘what you think you are,

Maria Callas? You are behaving capriciously’. Did I resemble Maria Callas

or something? I remember such an incident.”"*

That might have affected the young student in a negative way and persuade her to give up
her ambitions in choreographing, yet instead the opposite happened and this incident
motivated her. McMillen later developed a career in choreographing. It seems that the
process of inclusion of Turkish teachers or choreographers in the system was a hard transition
to accept for the British founders. The chaotic structure of the transition period from the
British to Russian school proved to be even harder, as shown in the experience of Feridun
Ulusoy.

With the gradual distancing of British staff and the change of schools in Turkish
ballet, many disputes emerged in teaching methods with Russian or other communist bloc
countries teaching staff. Feridun Ulusoy, one of the former company dancers had just
returned to Ankara from Germany in 1975, and was assigned as a teacher at Ankara State
Conservatory. He recalled that the British teachers had left by that time and Russian teachers

replaced them as full time staff at the institution. The conservatory itself had not really

focused on bringing up Turkish teachers. He eventually felt uneasy because of the conflicts

314 Interview with Geyvan McMillen. 11/30/2006, istanbul - Hayaller, hayallerim ¢ok vardi. Mesela belki de o
yiizden koreograf oldum diye diisiiniiyorum, c¢iinkii bir seyi koreograf olarak hazirlamadan dnce kafanda
gelistiriyorsun, meydana ¢ikartmak icin ne yapmak istiyorsan. Ve hatirlyyorum, yani yetersiz buluyordum,
egitimimizin daha farkli bir sekilde olmaswimi, dansin yanminda baska seyler oOgrenmemiz icap ettigini
diigtiniiyordum. O yiizden de i¢lerinde de belki de iste 1964 yilinda ilk defa ben gidip “topluluk yonetmeni, ben
koreograf olmak istiyvorum bana yardimct olun” diyen kisi bendim...Evet, 1963-64 yulari. 22-23
yaslarmdaydim. Bana dedi ki ‘sen’ dedi ‘dur, otur daha ¢ok gengsin boyle birsey yapmak igin’. Ben de dedim ki
ona ‘sen su anda koreografi yapiyorsun bize. Sen nasil yapiyorsun da ben niye yapamayayim’ dedim. O da bana
o zaman biraz sinirlendi ve dedi ki ‘sen kendini ne zannediyorsun’ bu lafi hi¢ unutmuyorum ‘sen kendini ne
zannediyorsun?’. ‘Kendini ne zannediyorsun, Maria Callas?’ dedi bana ‘kapris yapiyorsun’. Biraz da Maria
Callas’t mi andirtyordum ne? Iste dyle bir sey hatirliyorum agikeasi.
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and disputes about teaching methods amongst the teaching staff. Ulusoy finally opened his
private ballet studio resigning from his teaching post at the conservatory. He believed that it
was a transitional period:

All the British teachers left, we had to shed our skin. “Who was going to be

the authority’? There were lots of fights and discussions. At that time we

were all at the same level, we had not proven ourselves yet. Then the

Russians started to come. State didn’t allow financial support to bring

teachers from England (...) Therefore, we had a very troubling time (...)

there were lots of fights inside the conservatory. It was such a mess. One

time they (Russian teachers) decided to fail a girl, just because her hair was

afro! Irebelled of course (...) I didn’t really want to work with them.*"

Ugur Seyrek’s memories suggested that the situation had not gotten better in the
following years. He was a very hard working, very talented and therefore successful student
at the conservatory in the end of the 1970s. He was known to always exercise more than his
classmates. Once, in the year end exams he was told by his teachers not to work so hard
because he was shifting the class’ level up. Seyrek declared that he found this kind of
attitude odd. For him, the teachers should have put more interest in such a person and guide
him. There had remained no one in the conservatory to lead and assist the students.’'®
Ankara State Ballet Head Choreographer Duygu Aykal, along with Oytun Turfanda wanted

to take him to the company as a full time dancer at his last year of his studies. This meant

that he had to skip one year and graduate from the conservatory a year earlier. This was a

35 Interview with Feridun Ulusoy, 02/10/2007, Ankara - Simdi bir defa biz bir gecis donemi yasadik. Ingiliz
ogretmenler gitti, bir kabuk degistirdik o anda. O, “o zaman kim otorite olacak” endisesi baslad: biitiin
ogretmenlerde. onun i¢in kavgalar giiriiltiiler ¢ok oldu. O dénemde hepimiz ayni diizeyde insanlar oldugumuz
icin, kendimizi de daha heniiz kanitlayamadigimiz i¢in ¢ok ¢ekismeli bir dénem gecirdik. Sonra Ruslar gelmeye
baslad, devlet bale dgretmeni icin para vermeyince, Ingiltere’den ogretmen getirme olanagi olmadi. Oysaki
Dame de Ninette Valois beni burslu olarak Ingiltere’ye aldi. Béliim baskam olmadan énce ki santyorum amag
belki de biraz Ingiliz 6gretmenleri ¢ekmek olabilirdi ama para vermiyor devlet, yabanci 6gretmeni istemiyor.
Onun i¢in ¢ok zor bir dénem gecirdik.... ¢cok kavgalar giiriiltiiler oluyordu, yani simavlarimiz ogrenci sinavi
degil de sanki 6gretmen siavi gibiydi. Gruplasmalar icerde; 5 tane 6gretmen var mesela, gizli not veriyoruz. 4
tane 9’°a karsilik, 10°a karsilik bir tane 0 ¢ikiyor, yani béyle diizensiz, boyle aksi ya da bunun tam tersi oluyor.
Karar veriyorlar bir ¢cocugu birakmaya, sagi afro diye bir kizi birakmaya kalktilar. Ben tabii isyan ettim yine.
Avrupa’dan yeni donmiisiim, Alman disipliniyle yetismisim, istemedim pek onlarin arasinda ¢alismak.

318 Interview with Ugur Seyrek. 07/10/2007, Bodrum- Sen ¢ok ¢alisiyorsun dive kiziyordu hocalar bana.

Halbuki ilgi duyan bir kisiyi daha farkli degerlendirmeleri gerekiyordu...Elden tutan, yol gosteren kimse yoktu
konservatuarda.
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procedure previously applied to other dancers, and this was why Duygu Aykal requested the
same from the Turkish director of the conservatory. The director of the time refused to
graduate him, stating that ‘there were not enough male dancers for the performances of the
conservatory if Seyrek was to be graduated earlier’. So he left his studies without finishing
the school and entered the company.’"’

The mentality showed itself in other decisions made. It seems that of the late mid-
1970s, the search for improving the quality of education in state institutions of ballet was
never given the priority. The general outlook of the state conservatories did not indeed
change much after the 1980s. Efza Kipcak Topgu, a long time conservatory teacher in
Ankara, expressed that, in reality in Turkey, a separate dance education could not be realized.
She pointed out that in many of the foreign countries, the disciplines were separated from
each other in the educational institutions and neither one discipline interfere with the other.
Yet, in Turkish conservatories, every different discipline exercized control over the other,

8

particulary on dance.’'® This also implies that a self confident and self sufficient dance

education has not been assured in our state institutions until this day.*"’

Different Approaches: Various Presentations of Being National

The efforts Dame Ninette de Valois made to create “original” Turkish ballet pieces

320
8

are best reflected in a series of articles Metin And published in 1958°“". De Valois searched

317 Interview with Ugur Seyrek. 07/10/2007, Bodrum

% Interview with Efza Kipgak Topgu. 02/11/2007, Ankara- Rusya’ya bakiyorsunuz bale okulu ayri bir okul.
Ingiltere’ye bakiyorsunuz bale okulu ayri bir okul, yani benim gérdiigiim iilkelerde bir ‘arts education’ var.
Bizim Konservatuarin icinde tiyatro da var, bale de var, miizik boliimii de var ve burada her seye miidahale
ediyorlar. Ama digarida hi¢ kimse, ornegin baleye miidahale etmiyor ki.

319 See for more detailed discussion on contemporary situation: /. Uluslararast fzm.ir-Miizik ve Sahne Sanatlar
Kongresi, (1st International Izmir-Music and Stage Arts Congress Papers-), Izmir: izmir Biiyiiksehir Belediyesi
Kent Kitapligi Kiiltiir Yay., 2003

320 These articles were also stated in the section of ‘Administrative Conflicts’ in pp.143-144 of this thesis. And,
Metin. “Tirk Balesine Dogru 1- Su¢ Kimin?”, Kim, 06/05/1958. “Tiirk Balesine Dogru-2” Kim, 06/13/1958
“Tirk Balesine Dogru-3” Kim, 06/20/1958. “Tirk Balesine Dogru 5-Isbirligi” (Towards Turkish Ballet 5-
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for possible themes for original Turkish ballets, and examined musical compositions created
by Turkish musicians and painters who could become Turkish stage designers of the near
future. According to And, ballet could provide a general technique and universal language
to build one’s own national stage dancing like in America. For hundreds of years, the stage
dance of ballet, passed through various stages, and developed a universal language based on
aesthetic foundations. According to And, without a ballet tradition like in France, America
was able to conduct the technique of ballet in providing its own national stage dance. This is
why the American case could be a role-model for Turkish. When the Americans decided to
form a stage dance for themselves, they used classical ballet. Consequently, by adjusting it
into their own national colors, ways, and traditions, Americans managed to form the
youngest, yet one of the leading ballet companies in the world: The New York City Ballet.
Metin And gave other examples of national dance styles as well, and drew the line between
the suitable approaches and unsuitable ones in building original stage dance of Turkey. For
example, Indian stage dances existing for two thousand and five hundred years had a very
strong standing but its techniques and internal meanings were so inseparably connected
together that it was impossible to adopt them into another dance structure like the Western
ballet. In And’s analyses, Indian dance had to stay as Indian dance. It could not step into a
universal ladder like the classical ballet: “We must think of ballet not as a final point to be
reached, but as a step in reaching the Turkish stage dance (...) If we stop blindly imitating

others, one day we can manage to adopt classical ballet into our structure.”*!

Collaboration), Kim, no:6, 06/04/1958; “Tiirk Balesine Dogru 6- Gergek Isbirligi”(Towards Turkish Ballet 6-
True Collaboration) Kim, no.8, 07/18/1958

321 And, Metin. Kim, no. 4, 06/20/1958 - Dértyiiz yildan beri bu sahne dansi, Avrupa’da denene denene, ¢esitli
asamalardan gecerek, seyredenin ilgisini ¢ekecek saglam mantik ve estetik temeller iizerine oturmug bir
evrensel dil meydana getirebilmistir. Ona her seyden énce bedeni ve onun hareketini dizginleyecek, yon verecek
bir ara¢ gibi basvuracagiz...Iste klasik baleyi simdilik varimak istenen bir nokta olarak degil de Tiirk sahne
dansina varmak i¢in bir basamak olarak diigiinecegiz... Tiirk milli sahne dansini kurarken, yerimizi bulabilmek
icin oniimiizde ii¢ tip ornek millet var. Once yiizyillar boyunca siiren bir olusmanin, evrimin meydana getirdigi
geleneksel sahne dansini bulan milletler. Fransa ve Hindistan gibi. Ancak aradaki farki hemen belirtmek icin
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In fact, his belief in avoiding to imitate others leads us to reach our own structure in
dancing was an idea shared by long time Ankara conservatory teacher Travis Kemp. In one
of his speeches in the conservatory, Kemp made clear that Turkish male and female dancers
had certain qualities different than most of the European dancers. All other nationalities such
as French, Italian, Russian, British and American also had different ballet styles from one
another. This should be the case with Turkish dancers as well. When Kemp listed the main
missions of a dance company supported by the state, he provided four basic steps. The first
was to entertain the public, the second was to provide knowledge for the public, the third was
to support the local talents to the highest level of expertise and the fourth was to create dance
pieces which would inherit national qualities and can be presented in the international dance

SCCD€.322

For many British ballet experts, for artistic work of dance to contain certain
nationalistic colors, it had to inherit a Turkish musical composition, certain folk dance

motives, some traditional symbols and images, along with a content which is appropriate for

local realities.*?

soyliveyim, klasik bale yerine tutup da Hint klasik danslarina basvurmayacagiz. Hint dansinda teknikler anlatim
oyle bir kaynagmistir ki ayrilmaz bir biitiin olmustur. Bu yiizden Hint dansi Hintli kalmak zorundadir, klasik
bale gibi evrensel bir dil katina ¢ikamamstir...bir de ticiincii tip vardir ki bu bize en yakin goziikendir. Hi¢
sahne dansi gelenegi olmayan ve klasik baleye uzun zaman yabanci kalmis Amerika. Iste Amerika mn kader
¢izgisi bu bakimdan bize benzemektedir. Amerikalilar kendi sahne danslarini kurmaya karar verince en akillica
yol olarak klasik balenin kapisini ¢almislar, bunu kendi milli renklerine, iisluplarina uydurabilmigler, bunun
sonunda bugtiin ortaya diinyanin en geng fakat en dnde giden bale toplulugu meydana gelebilmistir: New York
City Ballet...Korii koriine baskalarint kopya etmeye heveslenmezsek, klasik baleyi eninde sonunda kendi
biinyemize uydurabiliriz.

322 Kemp, Travis. p.2, presented in the Appendix no: 7

1, fact, the idea that ballet has a universal language which can be applied to any culture has been questioned
widely in the context of recent dance anthropology studies. Scholars problematized the concept of universality
which in fact meant “Western”. Amongst others, (Kealiinohomoku, Joann. “An Anthropologist Looks at Ballet
as a Form of Ethnic Dance”. Impulse 1969-70: 24-33, 1969. Reprinted in JASHM 1(2): 83-97). Dance scholar
Angela Carter suggested that ballet’s relation to social class and its depiction of masculine and feminine should
be investigated. (Carter, Angela. “Contemplating the Universe”, Dance Now, vol.2,no.1, 1993, pp.60-63) Chris
de Marigny stressed the fact that neither classical ballet, nor abstract dance is easily translated between different
parts of the world (Marigny, C.de. “Is Dance an International Language?”, in ed. by B. Schonberg, Worid Ballet
and Dance 1990-1991, London: Dance Books, 1990, pp.2-7).
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On the other hand, many critics favored ballet simply because it presented the Turks
another kind of perception of life, one endowed with higher risks of individualism yet
providing a higher enjoyment in group harmony. Ahmet Kabakli, a conservative newspaper
critic, had written interesting statements emphasizing that the art of ballet acquires “great
discipline” and “hard work”. There should be an inevitable harmony between music, dance,
costume and decor. Any undisciplined attitude, negligence, carelessness and the separation
from the group’s harmony would result in the degeneration of the whole ballet piece: “In this
way, ballet is a perfect Western art form (...) We hope that the disciplined attitude that one
can perceive in Coppelia may bring some inspiration to our untamed life.”***

In these sentences we can observe the admiration for ballet as an art form belonging
to the “orderly” Western world. Kabakli’s admiration was therefore to an orderly
representation as reflected in the Western life style and lacking in the Turkish attitude to life.
Another writer, Celaleddin Cetin, expressed his views in response to Kabakli, indicating that
the inspiration Kabakli asked from the Western art form of dance was surely correct in a
country where there was not sufficient respect for its artists.’>> Referring to Binay Okurer’s
intention to go abroad to improve in her art, he wished to acquire these in one’s own country
without having the obligation to go to foreign places. One can perceive the participatory
feeling in Kabakli but also a kind of reproach that Turks should provide the necessary
conditions at home. Erol Aksoy, in his review of 1961°s Coppelia performance quoted the

words of Prof. Turhan Fevzioglu, the Minister of Education at the time. Fevzioglu indicated

that: “We are not considered as a developed nation but when we look away from the grave

324 Kabakli, Ahmet. “Coppelia”, Terciiman newspaper, 02/02/1961 — Bale, biiyiik bir emek ve disiplin isteyen bir
sanattir. Musiki, dans, giysi ve dekorlar bu sanatta vazgecilmez bir ahenk kurmalidir. Basibozukluk, ihmal,
gevseklik, kiime ahenginden bir santim ayruis, biitiin bir temsili soysuzlastirir. Bu yiizden bale tam bir bati
sanatidir...Coppelia temsilinde gordiigiimiiz batili intizamin, bagibos hayatimizin her safhasina ilham vermesini
dilerken.

325 Cetin, Celaleddin, “Coppelia’nin Ardindan” (After Coppelia), 01/01/1961, unknown newspaper from the
private collection of Deniz Olgay Yamanus. Appendix no: 13
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realities and open our eyes to look on our art, then we are surprised how far we have
gone.”*® These words summarized the general feeling towards the new Turkish ballet
company. While reviewing all the past newspaper articles and critical texts of the period, one
can observe a general public perception after years of struggling to reach the “real, civilized,
western art” produced in their own land, in their own culture.

In Zoe Anderson’s article, Dame Ninette de Valois was presented as the teacher and
choreographer who could draw the original material of the relevant culture and relate it into
classical ballet:

Alongside the classics, de Valois encouraged Turkish choreography,

leading by example. ‘Her own choreography was essentially didactic’,

explains Richard Glasstone, who became the company’s resident

choreographer in the 1960s. ‘She wanted to show them how they could use

their own material’. Her 1965 ballet At the Fountainhead (Cesmebasi)

drew on local dances and folklore, including a duet for two shadow

puppets. Her next ballet, Sinfonietta, was set to music by the Turkish

composer Nevit Kodalli. It was a pure dance work- unusual for de Valois,

but she was showing another way of using the Turkish culture in ballet.**’

When the ballet piece called Cesmebas: choreographed by Dame Ninette de Valois
was presented, it was a big success in terms of being the first original Turkish ballet piece in
content and in musical score. Ferit Tiiziin’s musical score Anadolu Siiiti was used, to which
some small alterations and additions were made at the choreographer’s request. Metin And
wrote on this particular ballet piece in several journals, including the foreign ones. In
Dancing Times, he stated:

Using the Turkish composer Ferit Tiiziin’s score as a starting point, Dame

Ninette devised what can best be described as a Turkish fantasy, loosely yet

harmoniously combining such elements as scenes in a Turkish village-

water carriers, gossiping women, the village drummer- a sort of town crier-
with scenes showing the famous shadow puppets, Hacivat and Karagoz.***

36 Aksoy, Erol. “Tiirk Balesinin Basarisi: Coppelia” (Turkish Ballet’s Success: Coppelia), Terciiman,
02/02/1961 — Pek ilerlemis bir millet sayilmayiz heniiz. Fakat bazen bir takim ¢atik kagh meselelerden bagimizi
kaldirip sanat alanina baktik mi1 ne kadar ileri gittigimizi goriip sasiriveriyoruz.

327 Anderson, Zoe. 2006 , p.29

328 And, Metin. “Ballet in Turkey”, Dancing Times, 02/01/1966, p.241
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In Ulus newspaper he stated that it was a very important step for Turkish ballet.*** He
thought that it was the first original Turkish ballet piece, although Dame Ninnette de Valois
was not Turkish in origin. It didn’t matter since she had actually been trying to establish
Turkish ballet for many years, and the content, the music, costumes, stage design and the
dancers of the piece were Turkish. Metin And also apposed to a specific issue argued in
artistic and cultural circles in Turkey. This was a belief that in order to reach a truly national
ballet style, one should only use folkloric movements. And disagreed with this idea and
stated that in those circumstances it would have been a folk dance company not a ballet
company. He strongly believed that Cesmebas: was a good answer to this kind of confusion,
yet one should have remembered that Dame Ninette de Valois was a foreigner in the end and
it gave perhaps unavoidably, a foreigner’s impression of Turkish culture. Metin And
remembers in great detail the process of creating the piece:

Madame wanted to do a Turkish ballet. What she understands from Turkish
is that the content and the musical composition are to be Turkish. I, in order
to help her, went to Ankara Radio Broadcasting Department and gathered
all the music in the archives, so she could listen. Adnan Saygun’s First
Symphonie, Ferit Tiiziin’s Anatolian Suite (...) ‘That’s it’, she said, * this is
what I’ve been looking for’. We chose that one. Madame had some
obsessions like ‘Karagoz and Hacivat’. She loved them very much and
wanted to use them in the piece. Actually there is no place for Karagoz and
Hacivat in the village, in a rural area but out of respect for Madame, I also
proposed to use them. Her ideas began to appear (...) and there were also
dancers Rezzan and Umran Urey, the twins. They were teaching Madame
the folk dances of Turkey. In one of Chaikovsky’s ballets, she used
Anatolian dance figures for the snake dance scene. She really trusted the
twins. Anatolian Suite of Ferit Tiizin as a musical composition is a
masterpiece. I thought of bringing the piece together by emphasizing the
fountain. People in the villages gather around the fountains. I said let’s put
its name as ‘Fountainhead/ Cesmebasi’. Everybody meets around this
fountain, a visiting circus arrives to the village, and also the Karagdz and
Hacivat characters, even though I did not want to include them, she was so
influenced, she wanted to put them in no matter what. I talked to Ferit
Tiiziin, and he accepted to give his music. Actually it became his most
popular musical composition. Madame wanted some changes in the music

329 And, Metin. “Cesmebasi- ilk Tiirk Balesi” (Fountainhead- First Turkish Ballet), Ulus newspaper, 02/25/1965
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and he agreed (...) that was how the ballet piece Fountainhead came to
life.**

It is particularly interesting to find out the insistence of using Karagéz and Hacivat
characters in the piece. Their presence were out of context as Metin And stressed but out of
respect for Dame Ninette de Valois, nobody could stand against their placement. In this
manner we can argue that the orientalization of certain images has already been realized in
the first ballet piece related to Turkish culture. In the process of its creation, Dame Ninette
de Valois had the help and guidance of the twin sisters Rezzan and Umran Urey of the
Ankara State Ballet Company. Urey sisters had a solid folk dance training in Turkish dances
and were a great help in the creation of the choreography of Cesmebasi:

In 1965, Madame wanted to do a Turkish ballet, ‘Fountainhead’. She

really liked us very much. Whatever we suggested she would eventually

agree to (...) then the ‘Fountainhead’ was realized. At times we fought.

We used to say, ‘not like that Madame, like this’ (...) and she would have

screamed ‘no twins’, we replied as ‘no Madame’. She wanted a certian step

in that way and we used to object to it, saying ‘Madame you want it that

way but this is blacksea region step and you have to add this shoulder
movement here’, she says ‘no, I do not want that’‘no, you should want that’

330 Interview with Metin And. 12/21/2006, Ankara - Simdi Madam Tiirk balesi yapmak istiyor, Tiirk balesinden
anladigi konusu Tiirk, miizigi de Tiirk miizigi olacak boyle. Ben de ona yardim etmek icin Ankara Radyosu’na
gittim. Oradaki, arsivdeki biitiin bantlar: gotiirdiim. Ona dinlettim. Iste Adnan Saygun’un Birinci Senfonisi,
sonra Ferit Tiiziin iin Anadolu Suiti 'ni gotiirdiim. “Iste” dedi, “benim aradigim bu” dedi. O miizigi aldik. Simdi
Madam’m belli saplantilar: var, Karagoz’le Hacivat’t ¢ok seviyor, “onu ille koyayim” diyor. Sonra iste
birtakim koy motifleri, bir de sirk cambazlar: falan geliyor, aslinda Karagoz’le Hacivat'in kdyde isi yok. Kirsal
kesimde isi yok ama kadwnin istegine saygi duyaraktan onerdim. Kadnin fikirleri yavag yavas belirmeye bagslad.
Ben dedim ki “kéyde gegiyor ama gelenler tam kéye uygun degil, yani ne Karagoz’le Hacivat koye uygun, ne de
o sirk ¢emberi var, cambaz falan buraya uyar.” Bunlart anlatttm “ama” dedi, “ben bunlart koymak istiyorum”
dedi. Bir de Rezzan ve Umran Urey; ikizler var..Madam’a halk danslarim égretiyorlar... Caykovski’nin bir
balesinde ii¢ yilanin dansini, bunlarin Anadolu dansini koydu, Caykovski’'nin miizigiyle dans ettirdi. Béyle, bu
kadar onlara giiveniyordu. Ferit Tiiziin tin bir sahaser bu Anadolu Suiti. Simdi yalniz benim bunu toparlamam
lazim, dedim ki “simdi her kéyde bir ¢esme var. Cesmeye iste kizlar geliyor, erkekler geliyor falan,
bulusuyorlar. Aralarinda iste iliskiler var falan. Simdi” dedim, “buna” dedim, “¢cesmebast adini koyalim, yani
cesme basina geliyorlar. Bu arada da gezici bir sirk toplulugu geliyor o koye. O arada Karagoz Hacivat'i, iste
onlar da giriyor” yani ben istemeyerek Karagéz'le Hacivat 1. Ciinkii kadin ¢ok etkilenmis Karagéz ve Hacivat't
ille koymak istiyor. Bunlari koydum, miizikte Ferit Tiiziin e soyledim. Dedim “Ferit bak, Madam senin Anadolu
Suitini bale yapmak istiyor” dedim “sizin eve gelsek bunu bize dinletir misin? Miizigi dinledi zaten ama yani
pivanoda yardim eder misin? Tabii” dedi. En ¢ok popiiler olan eseri oldu Ferit Tiiziin lin bu eser. Madam Ferit
Tiiziin 'den de orkestrasyonda bazi degisiklikler istiyor, yani ¢ikardigi, koydugu falan seyleri istiyor. Ferit
Tiiziin’ii, karsima aldim “ya bak” dedim “diinya ¢apinda bir koreograf senin eserini bale yapacak, Tiirk
balesi.” ...sonra “peki” dedi, yapti o degisiklikleri. Ondan sonra iste Cesmebasi, adini da ben koydum
Cesmebasi boyle olustu.
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and in the end, she would have said ‘ok then’. There was no ‘no’ to the
twins.>! (fig.20)

So one can argue that somehow the guidance of twin sisters had helped de Valois in
finding a balance between an outsider’s view and an original approach with respect to the
implementation of Turkish images and cultural codes. In Metin And’s view, since one could
not tell when Turkish ballet would have a real Turkish choreographer, it was good that at
least a Turkish ballet in content and in musical score was staged. Though not long after, we
observe that the first original Turkish choreography, Cark would be performed by Sait
Sokmen who choreographed it in November, 1968. Metin And mentioned this piece as a
turning point for the Company. He stressed how the efforts of Dame Ninette de Valois
motivated talented Turkish dancers to become choreographers.™®* 1In fact, de Valois had
asked Sait Sokmen to make a choreography a few years ago and Sokmen had refused, stating
he was not ready for choreographing. After some years according to And, he proved to be
trusted by Dame Ninette and has made an excellent choreography which could be staged in
any of the foreign companies’ repertoires.

A journalist, Haluk Soylu, in his article in Yeni Tanin newspaper, also praised the
piece, stressing the success of Sokmen. He believed that S6kmen was in the beginning of a

3

long lasting choreographing journey.>>> Omer Atilla Sav, in Milliyet newspaper, indicated

! Interview with Rezzan Urey, 03/25/2007, Antalya - 65 'te Madame Cesmebasini yapmak istedi; tutturdu bir
Tiirk balesi yapacagim diye ve, bizi ¢ok severdi Madame...hi¢ kimse bir sey soyleyemez, ikizler soyleyince
hemen yapardi...ondan sonra Cesmebasi dogdu, biz Madame‘la bazen doviisiirdiik... dyle degil boyle
Madame’, ‘no twins’ diye avazi ¢iktig1 kadar bagwrirdi, biz de ‘no Madame’ derdik; al takke ver kiilah iste,
‘haywr ben bu adimi béyle istiyorum’ diyor mesela, ‘Madame sen bu adimi boyle istiyorsun ama bu Karadeniz
adimi, burada bu omuz gerekiyor’ derdik.. ’ben istemiyorum’, ‘hayw isteyeceksin Madame, bu Karadeniz adimi’,
‘haa, oylemi peki twins derdi...hayir yok ikizlere.

332 And, Metin. “Cark” (The Wheel), Dost magazine, no.56, 06/2/1969

333 Soylu, Haluk. “Ug kizkardes, Cark, Kanli Diigiin” (Three Sisters, The Wheel, The Blood Wedding) , Yeni
Tanin newspaper, 11/26/1968
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that the point had arrived of having the first Turkish choreographer, which was indeed the
result of the long lasting efforts of Dame Ninette de Valois.***

Cark had the story of 20th century human beings, overwhelmed by the complexities
and antagonisms, yet it was also the story of one’s humanitarian feelings, struggles and love.
Blue dressed dancers, symbolizing the tradition and the established structures, used classical
ballet style in their movements, against the red dressed ones opposing the tradition with
broken lines and modern dance style.

The future expectations from Sait Sokmen were high, especially for the collaboration
with Turkish composers. Cark used Ravel’s music, but the next choreography “should have
a Turkish composer” suggested by many critics. Another critic, Ajlan Bilaloglu also
perceived the performance as a turning point for Turkish ballet, and stated that its success
was quite big. Bilaloglu asserted that we did not need to ask for foreign choreographers to
create ballet pieces for Turkish ballet anymore. “We had our own”.>*> From various critical
writings we understand that in fact, Cark was a modern ballet piece, capable of containing
hints for modern dance choreography. In an interview with Sait S6kmen, he commented on
Turkish ballet, as follows:

We could have produced better ballet in Turkey but due to some

difficulties and educational insufficiencies, it was postponed (...) we had

the engine and the man to assemble the engine but we did not succeed in it,

and had the responsibility for it. If I had a wider view of life like a

Westerner, I would have choreographed the piece, Cark, at least two years
before.”**

3% Atila, Omer. “Cark” (The Wheel), Milliyet newspaper, 12/06/1968
3 Bilaloglu, Ajlan. “Sokmen’in Carki basladi” (Skmen’s Wheel Started), Yeni Gazete newspaper, 11/20/1968

36 Aktag, Arsan. “Balemizin Carkina Eklenen Yeni Disli (2)- Sait S6kmen: ‘Dans evrensel bir seydir’” (The
New Gear Attached to Our Ballet’s Wheel (2)- Sait Sokmen: “Dance is Universal”), unknown newspaper, from
the private collection of Deniz Olgay Yamanus. — Tiirkiye 'de daha iyi bir bale yapabilirlerdi ama bazi zoluklar
ve egitimdeki yetersizlikler nedeniyle bu ertelendi... Motora sahiptik. Motoru ¢alistiracak adamimiz da vardi
ama basaramadik ve sorumluluk bize aitdir. Bir batilimin sahip oldugu genis gériise sahip olsaydim o zamanlar,
bu eseri en az ikiyil éncesinde gergeklestirmis olurdum.
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In the interview made for this thesis, one can perceive a certain feeling of drawback, a
tiredness of Sait SOkmen rooted in the struggles to maintain his creative activity inside the
state institutions. That was perhaps why he abandoned the state-controlled institutions and
continued in the private sector at a very early stage in his dance career. Stressing his strong
connection with European dance field, Sokmen expressed the difference in the way of
experience dance and creativity in Turkey and Europe. He stated that he was closer to
contemporary dance world during this time and that his perception and needs did not
correspond to what he found in Turkey. He stated in the interview: “You say, time is
passing. What are you going to do next? The world goes to this direction, where do we go?
Because I could go abroad very often then (...) I mean I could follow the world.”*’

This would have created perhaps a yearning for the things Western. Although he was
strongly in touch with the western world, his perception of himself was Turkish after all. The
expression of “having a broader vision like a Westerner” had indeed been a concept familiar
to Turkish cultural circles as many Republican institutions commited themselves to the
notion of Western progress. The Westernization itself was sublimated in the new society
through many channels of artistic and educational initiations. For Sokmen, this yearning,
accompanied by the incompetence and weaknesses of Turkish administrative methods must
have created a feeling of frustration leading to the self-orientalization of the artist.

Though, the inclination towards self-orientalization could be heard in Sokmen’s
words, his artistic practice was on the contrary slope. To answer a question related whether
Turkish ballet should consist of folk movements or not, he stated that he believed dance had a
universal language. Although having benefited from Turkish folk dances, Cark was not a

“folkloric dance”. In order to interpret the motives that one barrowed from traditional dances

37 Interview with Sait Skmen. 12/13/2006, Istanbul- Zaman gegiyor diyorsun. Bundan sonra ne yapacaksin?
Diinya bu tarafa gidiyor, nereye gitsek, ¢iinkii ben o sirada ¢ok stk gidebiliyordum disariya...yani diinyay takip
edebiliyordum.
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of Turkey, S6kmen thought that one had to “pay too much attention, because they became his
own vocabulary in the end”.”® This is indeed a very crucial statement in respect to
originality. As mentioned above, blending Turkish folk dance motives into classical ballet
was seen as one of the main ways of reaching a ‘national’ dance language. Yet, the artistic
style in doing that had to be so mature that the experiment would allow the viewer to
experience a fresh and new artistic experience and not a patch work of folk dance motives
blended into classical ballet. In his artistic works, Sait Sokmen, as perceived by other artists,
had succeded in reaching an original and mature dance style in that respect.

Following Sait Sokmen’s Cark, Duygu Aykal and Oytun Turfanda also began to
make choreographies and other Turkish choreographers followed them. Cark, in that sense,
was the starting point of Turkish creativity in Ankara State Ballet Company.

From time to time one can observe criticism directed to the artistic choices with
respect to the debates on national art. As an example, Omer Atilla Sav in his article on Sylvia

3% He focused on the amalgamation of

in 1967 targeted the “content” of the performance.
Greek and Latin mythologies and stressed that Turkish audiences needed ballets related more
to their own realities and their land, as well as on more contemporary issues. He tried to find
a balance to his criticism by acknowledging the fact that one definitely needed to learn the
classics and a basic knowledge which will lead, step by step, to one’s own national ballet.
One of the important debates related to the creation of national ballet was having

original Turkish musical compositions for the productions. In one of the Istanbul Festivals,

the State Ballet Company presented four ballets, Cesmebast, Judith, Cogul and Pembe Kadin.

338 Interview with Sait Sékmen. 12/13/2006, Istanbul

339 Sav, Atilla Omer. “Tiirk Balesi 20 Yasinda” (Turkish Ballet is Twenty Years Old), Milliyet newspaper,
01/28/1967
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The program’s importance according to Selmi Andak came from the fact that four of the
ballet pieces’ musical compositions were created by Turkish composers.**’

For some critics, the perception of being Western was more important than being
national. Miiserref Hekimoglu in one of her newspaper articles of 1972 had stated her belief
as follows. Here, the conception of being Western was mainly dictated by the forms and not
the contents: “Although the State Ballet Company has oriental, allaturca attitudes at the
backstage, it is still the only Western institution in the country.”*!

As mentioned before, one can feel that 1973 was a turning point for national ballet
institutions, according to their administrative and artistic visions. After 1973, the Turkish
directors were more in charge of Turkish ballet. That same year, Engin Karadeniz stressed
the importance of the Pembe Kadin in relation to the changes in the artistic direction of the
Ankara State Ballet Company. Pembe Kadin was choreographed by Oytun Turfanda.*** He
stated that before Pembe Kadin, Sait SOkmen had choreographed Kurban, but due to some

problems with its composer, Adnan Saygun, it had to be performed without music.>*® So

Pembe Kadin had magnitude, having both a Turkish composer and a choreographer.

9 Andak, Selmi. Cumhuriyet newspaper, 06/03/1973

! Hekimoglu, Miiserref. “Baskent’in Tansiyonunu Sanat Olaylar1 Diisiiriiyor- Romeo ve Jiilyet Riiya gibi bir
Bale, bu riiyay1 Sunay da gordii” (Artistic Events Calm Down the Tension of Capital City- A ballet like Romeo
and Julliet, Sunay had the Dream too), 10/31/1972, unknown nespaper from the private collection of Deniz
Olgay Yamanus— Her zaman yazarim, kulisdeki biitiin alaturkaliklara ragmen Batili tek kurulusumuz bu.
Appendix no:5

2 Karadeniz, Engin. Cumhuriyet newspaper, 2/2/1973. From the private collection of Deniz Olgay Yamanus.

3 In various interviews, artists remembered the incident and stated that in the last day of premier, composer
Adnan Saygun called Sait Sokmen and informed him that he did not allow his music to be used. In fact, Sait
Sokmen expressed his thoughts on this matter in our interview. He stated that when he formed a modern dance
group inside the State Theater Company, his group was seen as an alternative to the State Ballet Company. (We
will mention the establishment of this modern dance group inside the Ankara State Theater in p.186) That year,
the theater company wanted to open the season’s curtain earlier than the ballet company and this created
problems. Sokmen believes that the opening of the State Theater Company with his choreography, Kurban,
before the State Ballet Company caused certain tension. He thinks that Adnan Saygun’s prohibition of using his
musical score was directly related to the earlier opening. By not allowing his music to be used, Saygun might
have thought that the performance would not have taken place.Therefore S6kmen had faced the dilemma of
canceling the performance or continuing without the musical score and dancing in silence. He chose the latter.
Actually, Metin And stated that the situation proved the importance of the piece in terms of artistic quality. The
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1970s were in fact the peroid where Turkish staff came to many of the important roles
of the company. In 1974, the Swan Lake production was praised, as was its choreologist
Suna Eden Senel. One of the critics stated that: “Eving and Hiisnli Sunal are two of our older
dancers. Now, they became the choreographers (...) The role of the choreologist Suna Senel
should also be pointed out (...) We do not need foreign choreographers and choreologists
anymore.”** Omer Atilla Sav while writing about Swan Lake in Milliyet, focused on the
importance of 1974’s performance. The two Turkish directors were in charge of the company
and they were the students of Dame Ninette de Valois. He continued : ““...Nationalism as a
vision can be narrow minded in the context of ballet, which is a strong and multidimensional
art form (...) Our wish is that the Turkish ballet continues to improve and form its own
national identity.”**

If one thinks that the article was written in the afterwards of the Cyprus war, it can be
seen that a certain reservation surfaced vis-a-vis extreme nationalistic politics. One can see
that a distinction was made in terms of the conceptions of nationalism as a general vision and
nationalism as having a distinct cultural identity. In Sav’s analysis, in the context of an
artistic genre like the ballet, the general nationalistic vision might have some disadvantages
but reaching to a distinct national identity different than the other national styles in the field
of dance was something desirable. In fact, this perception of differentiating the two versions

of nationalistic attitudes marked the scope of the debates on creating a national style in

Turkish ballet. For some observers, the new ballet pieces created by Turkish choreographers

choreography was so strong that it needed no music and the performance was very successful. Interview with
Metin And. 12/21/2006, Ankara.

*# “Meri¢ Siimen ve Oytun Turfanda” (Meri¢ Siimen and Oytun Turfanda). 12/24/1974, Unknown newspaper
from the private collection of Deniz Olgay Yamanus — Eving ve Hiisnii Sunal iki eski dans¢imiz. Simdi
koreograf oldular...Koreolog Suna Senel’in de roliinii belirtmek gerekir. Artik yabanci koreografa ve koreologa
pek ihtiyacimiz olmadigi meydana ¢ikti. Appendix no: 14

5 Sav, Omer Atilla. “Kugu Golii” (Swan Lake), Millliyet newspaper, 11/01/1974 — Bale gibi ¢ok yonlii, giiclii
bir sanatta bir ulus¢uluk dar acisi yamiltict olabilir...Dilegimiz Tiirk balesinin gelismesini stirdiirmesi, kendi
ulusal kisiligini olugturmasidir.
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which had a general nationalistic vision consisted of Turkish music, folk dance motives, and
a content relevant to Turkish culture were enough to call them original. For some others,
these might have been important qualities but in order to reach a truely original Turkish
expression, one had to question also how these important attributes were being applied in the
production. The musical score had a significant role. If a Turkish composer was involved
then the originality of the experimentation could be questioned. The fusion of Turkish folk
melodies and rhythmes with Western music had not always provided the best solution,
therefore, one should have been attentive. This was appropriate for the movement part as
well. Folk dance movements could supply a rich context for experimenting with classical
ballet forms, but to combine them with one another, one had to be very careful of not sticking
out as patch-works.

The company performed Pembe Kadin, Yoz Déngii and Giizelleme in 1975, all the
works belonged to the choreographer Oytun Turfanda. Selma Berk stated that all these ballet
pieces were derived from our own national folk dances, traditional motives, music and poems
and they reflected the existence of a Turkish ballet school.**® In general, the 1975 national
newspapers headlines for dance columns proved that a breakthrough was established in terms
of “national ballet” perception.”*” Not only did aesthetic choices reflect a national tone, but
the contents were also in tune with Turkish contemporary socio-political context.

Yoz Déngii chose the theme of migration from villages to big cities, Pembe Kadin

focused on an abondened wife and a mother, on the difficulties of raising a child in a

6 Berk, Selma. Son Havadis newspaper, 06/09/1975

*#7 “Tiirk Balesine Dogru Egilimler” (Tendencies Towards Turkish Ballet), Baris newspaper, 03/21/1975;
“Devlet Balesi’nde Anadolunun Sorunlari” (Problems of Anatolia in the State Ballet), Cumhuriyet newspaper,
03/25/1975, “Ug Telli Saz Bale’ye Girdi” (Three String Instrument Saz Entered into Ballet), Terciiman
newspaper, 03/28/1975, “Ulusal Bale’nin Dogusu” (The Birth of National Ballet), Diinya newspaper,
04/02/1975, “Devlet Balesi Ulusal Bale’ye Egiliyor” (State Ballet Inclines Towards National Ballet), Zafer
newspaper, 04/04/1975, “U¢ Yeni Balede de Tiirk Halk Motifleri Kullaniliyor” (Turkish Folk Motives were
presented in all of the three New Ballets), Halk¢i newspaper, 04/04/1975, “Ulusal Bale” (National Ballet) ,
Kelebek, 10/04/1975
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traditional village in Turkey. Oytun Turfanda, himself, stated that as a child raised in a
village context, he had never forgotten the difficulties and problems of his youth. He
believed that his personal experience belonged to all Anatolian people, therefore Turkish
people would find the piece meaningful.**® For the musical scores, it was also an experiment
as the composer tried to combine the Turkish traditional instruments with Western ones. In
one of the texts, it was mentioned that the musical score composed from a collection of
Turkish folk songs arranged by Giiray Taptik for Oytun Turfanda’s Yoz Dongii, and the
movement quality derived from Turkish folk dances, was a starting point for escaping the
Western emulation.’” In some texts the choreography was praised with the statement that
“the real Turkish ballet” was born.

The same year, a critic, Nilgiin Tarkan wrote that a performance was devised in
honour of Iranian Shah Riza Pehlevi’s visit to Turkey. A collection of Turkish ballets were

in the process of preparation to be staged on the 29th of October, 1975.%%

In Diinya
newspaper, the premier of these three Turkish ballets was mentioned and it was suggested
that dance audiences should see the program as the pieces were accompanied by traditional

drums and a string instrument saz.>'

The traditional steps were applied to contemporary
ballet technique. This could have not been imagined before, and the choreographer Oytun
Turfanda was “to be celebrated by heart .

However, not all the critics thought the same way. As one of the critics, Engin

Karadeniz who was in favor of questioning on how these new attributes were applied in the

% Alp, Nihal. “Tiirk Balesine Dogru Egilimler” (Tendencies Towards Turkish Ballet), Baris newspaper,
03/21/1975

39 «“Devlet Balesi Ulusal Bale’ye Yoneliyor” (State Ballet inclines Towards National Ballet), Zafer newspaper,
04/04/1975

330 Tarkan, Nilgiin. Milliyet newspaper, 10/17/1975

31 Diinya newspaper, 04/02/1975
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productions, mentioned that the discussion on the three ballets by Oytun Turfanda continued
and that the musical score of Yoz Déngii by Gliray Taptik was a degeneration:

The musical composition of Giiray Taptik, degenerated by the combination

of electronic instruments, was also degenerating ‘Yoz Dongii’ in the

musical field. Instead of a local, contemporary ballet piece, there appears

mixed blood folk dances-ballet confusion, completely different than being a

contemporary ballet piece.’

Karadeniz thought that Yoz Déngii was an incoherent and emulative ballet piece, far
distant than being a conscious step towards a national ballet. In another criticism that
appeared in Yeni Ulus newspaper, the title of the text reflected the negative attitude towards
the piece, Giizelleme. The title was ‘Ballet Piece where the Village Clothing Mixed with
Palace Costumes did not arouse the Expected Interest’.’> It was stated that the ballet piece
did not arouse the expected interest and the core theme of Yoz Dongii, the theme of
migration, was not to be found anywhere in the piece itself.

In another column in Milliyet newspaper, it was argued that Oytun Turfanda’s
tendencies towards village life were not influenced enough by folk culture in terms of
expressional possibilites and tools.”> Omer Atilla Sav thought the same and he proposed the
questions of whether Yoz Dédngii was a ballet piece or a traditional dance piece, and whether

3% He concluded his analysis that

it was a stylization done by an expert or just an emulation.
there were not yet clear answers to these questions. Nevertheless, he thought that Yoz Déngii

was an original work that deserved to be discussed and the choreographer was worth

332 Karadeniz, Engin. Cumhuriyet newspaper, 04/07/1975 — Giiray Taptik’in miizigi elektronik elektronik
gereglerle yozlasirken, ‘Yoz Dongii’ yii miizik alaminda da yozlastiryor(...) Yerli ¢cagdas bir bale gosterisi
yerine adeta kam karisik halk dansi-bale ortaya ¢ikiyor. Yoz Déngii, ulusal bale yolunda bilingli atilmis
adimdan ¢ok tutarsiz ve ozenti bir gésteri.

353 «_Giizelleme-K 6y Kiyafetlerinin Saray Kostiimleri ile Birlestirildigi Bale Beklenen Ilgiyi Gormedi” (A Poem
of Beauty- The Ballet Piece which the Village Clothes Mixed with Palace Costumes did not Attract the
Expected Interest), Yeni Ulus newspaper, 04/04/1975

3% Milliyet newspaper, 04/18/1975

%5 Sav, Omer Atilla. “Koyde Bale? Bale’de Koy?” (Ballet in a Village? Village in an Ballet?), Milliyet Sanat,
no: 126, 04/04/1975
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following. He also mentioned the disputes between the musicians who performed the piece
and the choreographer. It seemed from the musical side, the experimentation of the synthesis
of traditional music with Western one had stirred much of the confusion in Yoz Dongii’s case.
In Ankara newspaper, the composer Muammer Sun shared his feelings with the writer and
stated that he would never allow his music to be used until real choreographers were
established in the country.**

Engin Karadeniz, in Yeni Ulus newspaper wrote about the past attempts to convince
Madame Ninette de Valois to focus more on our own traditional sources, yet the writer
believed that it was not considered seriously. Oytun Turfanda’s dancing quality was
undeniable yet, according to Karadeniz, “not all dancers could become choreographers”.
According to him, choreographing needed delving into cultural sources, wide research and
consciousness of intellectual matters. There was wider criticism for the dance community in
these lines, since the writer could not see any of the Turkish dancers at important dance

performances staged by visiting foreign companies.®”’

Engin Karadeniz, actually set the
most important issues discussed in terms of creating a national ballet in Turkey. He
questioned not ‘what’s but ‘how’s, in order to reach a distinctive national style. He mostly
raised the problematic attitudes towards the negligence of wider research on cultural and
intellectual matters in general.

As a next step, Hiirrem Sultan, choreographed by Oytun Turfanda, was staged by the
Ankara State Ballet Company (fig.21). As a contemporary ballet work, it had again folkloric

elements in the musical score and in the choreography. Presented as the first full length

ballet piece choreographed by a Turkish artist, Hiirrem Sultan was promoted as a piece in

336 Ulug, Hincal. “Ulusal Bale veya Oytun Turfanda” (National Ballet or Oytun Turfanda), Ankara newspaper,
03/28/1975 — “...Sonra kendi bale miiziklerini bu iilkede koreograf yetisinceye kadar hi¢ kimseye vermiyecegini
anlattr...”

337 Karadeniz, Engin. “Tereciye Tere Satmak ya da Biti Kanlanmak” (Selling Cress to a Cresser), Yeni Ulus
newspaper, 03/25/1975
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which the general audience would very much be interested to see.”™® Yet, it had stirred up
more complex issues rooted in Turkish society in terms of the perception of Ottoman culture.
The existence of a relatively conservative government of the period formed by JP and the
Prime Minister Siileyman Demirel definitely did not ease the situation for the choreographer.
His creation was perceived by certain groups of Republican elites, as an inclination to curry
favor with the political power of JP.

The confusion in different ideological perspectives was presented in an article in
Vatan newspaper. In the article, it was stated that for left wing political groups, the character
of Kanuni Sultan Siileyman was not appropriate for presentation in a contemporary ballet
piece. For right wing politicians an important Sultan of the past and a glorious empire had to
be protected from the unsacred spaces of dance productions:

The leftist winds blowing in Ankara, are surrounding the theater, opera and
ballet stages and making conflictive echoes. The latest example is the
staging of Kanuni and Hiirrem (The Magnificient and the Roxelane) at the
State Ballet. This ballet was composed by Nevit Kodalli. Oytun Turfanda
is the choreographer. It will be curiously worthwile to observe the outcome
with all the ideological conflicts making their way through the stages. The
winds blowing from the left direction are trying to prevent an emperor of
the Ottoman era to be a subject at the State Ballet. They consider Oytun
Turfanda to be conservative. Whereas in the right winds direction, the
efforts are focused on protecting Sultan Suleiman the Magnificient from
dancing on stage, and honoring him with holly immunity. When the
dispute between the left and the right thoughts reaches these levels,
naturally a vicious circle is entered.”

% “Hiirrem Sultan Biiyiik Ilgiyle izleniyor” (Hiirrem Sultan is Being Watched with Great Interest), Baris
newspaper, 02/06/1977

3% «“Bu da Yobazhigin Baska bir tiirii” (This is Another Type of Bigotry), Vatan newspaper, 12/2/1976. From
the private collection of Deniz Olgay Yamanus. Appendix no: 15; - Ankara’da sol konuttan esen riizgarlar
tiyatro, opera, bale sahnelerini de kapsiyor, celisik yankilar yapiyor. Son érnek deviet balesinde Kanuni ve
Hiirrem balesinin sahnelenmesi. Bu baleyi Nevit Kodalli besteledi. Koreografisini de Oytun Turfanda yapiyor.
Ama sahneye kadar ulasan ideolojik ¢ekismelerle nasil bir sonuca varacak meraka deger. Soldan esen
riizgarlar Osmanli déneminden bir hiikiimdarin, devlet balesine koprii olmasini onlemek istiyor. Oytun
Turfanda’yt tutucu buluyor. Sagdan esen riizgerlarda da Kanuni Sultan Siileyman’l sahnede dansetmekten
korumak, kutsal bir dokunulmazliga ulastirmak ¢abasi var. Sag ve sol tartismalart bu boyutlara varinca kiswr
bir dongiiye giriliyor.
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In other articles, however, Nevit Kodalli’s musical score was praised, stressing the
success of the modernization of “mehter” and “tekbir”. Lastly, Osman Sengezer’s costume
and stage designed was found very relevant and successful. Two other different articles
published in Cumhuriyet newspaper had the opposite views.*®® The first one stated that the
premier was empty, the second article’s writer stated that the piece, like a dance of historic
clothes, “kaftan™, had no bodies. The choreography was deprived of any compositional
quality and synchronization (fig.22). Kodalli’s music was found weak, without any
originality and eclectic in nature.

Another criticism in the same article targeted the choreographer. As an artist, not
trained in folk dances, yet trying to establish his choreography through it, Oytun Turfanda
was not found a successful choreographer. Engin Karadeniz had written a similar criticism
for Hiirrem Sultan in Cumhuriyet earlier that month.*®' Faruk Giiveng wrote in Milliyet
newspaper that he thought in parallel with composer Nevit Kodall1 when saying that:

National ballet, national opera and national music will be born out of the

composers and not by the practitioners. After Hiirrem Sultan, composers

should create music, especially for Turkish ballet and our national ballet

will improve with their music, taking its place in the world.*®

Faruk Giiveng disliked the musical composition of Hiirrem Sultan and the ballet piece
itself. Giiveng believed that the right way of creating our national ballet’s music should not

come from “mehter” songs or single vocal “kogek¢ce” music. Nevit Kodalli, the composer

himself, made a confession about his music for Hiirrem Sultan, stating that he had wished to

3% “Hijrrem Sultan Balesinin Galas1 ¢ok Tenhaydi” (The Premier of the Ballet Hiirrem Sultan was Devoid of
People), Cumhuriyet newspaper, 01/23/1977; “Kaftanlarin Dansi” (Dance of the ‘Old Tunics’-Kaftan-),
Cumhuriyet newspaper, 02/21/1977

%1 Karadeniz, Engin. “Su ‘Hiirrem Sultan’ iizerine” (About That Hiirrem Sultan), Cumhuriyet newspaper,
02/13/1977

362 Giiveng, Faruk. “Kodalli'nin Hiirrem Sultan’1” (Kodall1’s Hiirrem Sultan), Milliyet newspaper, 02/21/1977 —
Ulusal bale, ulusal opera ve ulusal miizigimizin icracilarla degil, kompozitérlerimizin yarattiklar: ve
yaraticaklari eserlerle dogacigina, ‘Hiirrem Sultan’dan sonra meslekdaslarimin bale icin verecekleri dzel
eserler sayesinde ulusal Tiirk balesinin geliserek zamanla diinyadaki yerini alacagina inaniyorum.
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compose more affective scores for some episodes of the ballet, but he could not used the
prefered number of percussion instruments due to the congested space of the orchestra.’®

Beside these debates in respect to music and traditional culture’s implimentation into
classical dance, there was also one very significant yet undercovered issue in creating “the
national”, the inclination towards “modern dance” among the ballet circles. The tendencies
towards modern dance inside the State Ballet Companies need to be explored for a better
understanding of different approaches to the concept “national”. The choreographies of Sait
Sokmen and Duygu Aykal had already introduced the Ankara company to more modern
inclinations in dance. Particularly, it can be argued that Sait S6kmen and Duygu Aykal had
opened up the channels for modern choreographies in a company where the base was
founded classically. Yet, as one would expect, there were strong reservations towards
modern tendencies. First of all, the education was not constructed in modern techniques.
The classical ballet technique was not appropriate for practicing modern choreographies.
Although Aykal did give importance in requiring the relevant tecnique, she herself was not
able to direct classes on modern dance techniques.

Sait S6kmen, at a very early stage separated himself from the Ankara State Ballet
Company due the disputes related to classical and modern dance approaches. Since he was
more interested with modern choreographies, it was hard for him to continue after some time
in a classical company so he transferred himself to Ankara State Theatre Company. Inside
the company, he started a modern dance group also giving dance classes to actors and
actresses. As time passed he was again unhappy with the conditions there, followed by other
negative incidents, therefore he resigned from the state institutions at a very young age:

I was on the modern side. As an initiator of the new technique (...) I

founded a group in the theatre. I was giving stage classes to the theatre
students in the conservatory as well. My aim was to spread dance because it

363 “Hiirrem Sultan Balesi basariyla Siirdiiriiliiyor” (The Ballet Hiirrem Sultan Successfully Continues), Bugiin
newspaper, 02/03/1977
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was such an unproductive period, the audience was always the same. I
founded a group, furthermore it wasn’t easy to find dancers during the time.
Some of them were drop-outs from the conservatory, some were not
interested to continue academically. I collected six or seven dancers like
that. Ciineyt Gokger also supported the group. It was appropriate with the
establishment law of the State Theater as well. The State Theater could
form a dance group if it was needed. So I founded the group, worked with
them, made the contracts and also provided good salaries. This group could
create modern dance pieces. Give us the chance to do modern
choreography! You could not adjust modern pieces in the other company
(...) Then they were separated, theatre and opera. Aydin Giin became the
director of the opera and the budget stayed with them. I watched from the
other side. They offered everybody jobs but not me. They didn’t say a
word to me as ‘Sait, come back’. Because they did not offer me, I did not
return. Then I continued in the conservatory to teach my classes and
realized that I had free time, talked to Tenasiip and said ‘let’s do this thing’.
We founded ‘Kugu Bale’.***

After the foundation of the private ballet school, Kugu Bale, S6kmen resigned from Ankara
State Theatre Company.

Duygu Aykal as a student of Leonide Massine at the Royal Ballet Academy for three
years, was able to combine her modern interest with her classical training. Therefore, she
was suitable for the company. Yet, the tension between modern and classical styles had its

place inside the company and the artistic policy was also influenced by this fact. As an

example, Deniz Olgay Yamanus recalled an incident:

%% Interview with Sait Sokmen. 12/ 13/2006, Istanbul - Ben modern tarafiariydim, yani modern taraftart

demelkle, hani bir onciiliik yapan, hani bir teknik gelsin. Benim derdim dansi yaymakti, anlatabiliyor muyum?
Ciinkii kisir bir donem, yani seyirci neredeyse hep aynt seyirci. Dedim ki hani “ywrtalim bu kefeni.” Bir grup
kurdum. Ustelik, yani o sirada éyle dans¢t da bol bulunmuyor. Konservatuar’da mezun olacagi sirada
caktirmislar ¢cocugu mesela. Kaybetmis iznini, ne bileyim ben, okuldan atilmis veya ne bileyim okumaya pek
niyeti yok, Konservatuar’da sikismis veya kalamamis bir donem, orast yiiksek okul gibiydi. Boyle kag tane ¢ocuk
topladim. 6-7 tane dyle ¢ocuk topladim kizli erkekli. Ciineyt Gékger'in isine de geldi. Kanunda da yazil, o
zamanki, yani kurulus kanununda: Devlet Tiyatrosu kendisine bir dans grubu kurar, icap ettigi zaman.
Cocuklart aldim; yeni yetismis cocuklart ben aldim, topladim, kontrati da yaptim. Iyi de para verdim... yani bak
bir sey koptu Devlet Balesi'nde. Bir firsat verin, burasi da modern yapsin, tamam mi? Ciinkii obiir tarafa
moderni sokamiyorsun.., Sonra ayiwrdilar tiyatro ile operayi. Aydin Giin basina gecti ve biitce 6biir tarafta
kaldi. Ben de karsidan seyirci kaldim. “Simdi ne yapacagim” dedim ama herkese teklif ettiler, bana teklif
etmediler, yani “Sait geri don artik, ayp oluyor” falan demediler. Demedikleri icin ben de donmedim, yani
kimse “tek kaldin orada, ne isin var” demedi. Ben baktim ki konservatuara gidiyorum, hareket dersimi
veriyorum. E Devlet Balesi’nde de bir siirii noksan seyler var, séyliiyvorum, hani “gelin ben dgreteyim.”
Vermiyorlar. E tamam, baktim, bos zamanmim da var. Tenasiiblerle konugmusum zaten “hadi bu isi yapalim”
dedik. Kugu Bale'yi kurduk.
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In order to dance in Duygu’s pieces, you have to have certain body training.
After a long time of classical dancing if you suddenly take on modern
dancing, it just won’t look right. We should have taken lessons for a year
or at least in the worst case during the rehearsals for the piece. It is not at
all easy to put the body into a form that you are not familiar with. Still I
don’t think we were bad or at least the audience didn’t realize this
unfamiliarity. But in the beginning there were so many judgments,
especially by ourselves on ourselves (...) We were craving for suitable body
training, for example my back problems started in Duygu’s piece. My back
was nearly destroyed and Madame told me to choose, ‘either classical or
modern, you can’t do both’. Then I decided not to participate in Duygu’s
second piece, even though I was casted for it. But in general I loved
dancing in ‘Cogul’.*® (fig.23)

During the same period, Geyvan McMillen who had recently returned back from New York
where she studied with the modern dance pioneers of the time like Martha Graham and
Merce Cunningham had taken the responsibility of teaching modern dance techniques. In
fact, McMillen, in our interview reflected on those years and mentioned Duygu Aykal’s
insistence on her return to the Ankara Company and starting modern dance classes there:

We were together with Duygu Aykal in London. She had children then and

could not really get into the modern technique. When she returned back to

Turkey, she needed to establish the technical classes for her modern

choreographies. That’s why she was too keen on my return. Then I

returned and started to work in the company right after. I both gave ballet
and modern dance technique classes.”® (fig.24)

3% Interview with Deniz Olgay Yamanus. 12/04/2006, Istanbul- Duygu nun eserinde oynayabilmek icin bence
onceden bir viicut hazirligi gerek ama bu kadar klasik dans ederken, birden bire kalkip modern yaptigin zaman
olmaz, yabanct duruyor iistiinde. Yabanci duruyor, yani onu onceden bir alt yapisini hazirlamast lazimdi
Duygu 'nun, yani bize 1 sene ders veriyor olmasi lazim veya hadi biraktim vazgectim 1 seneyi, o eser ¢tkarken
ders veriyor olmasi lazimdr. Onun icin de biz tabii ki adaptasyonu, hi¢ bilmedigimiz bir forma sokmak viicudu
kolay degil. Kolay degil, fena oynamadigimizi diisiiniiyorum, yani belki bu yabancilig siz karsidan izlerken
anlamazdimiz belki ama ilk basta biz ¢ok yadirgadik, yani “keske ders olsa, ders olsa” diye konustugumuzu
hatirliyorum aramizda, yani oyle bir sey vardi Duygu’nun eserinde ve de mesela Duygu 'nun eserinde ¢ikmigtir
benim swtimdaki problemler. Sakatlanma degil ama sakatlanma olarak alma, sakatlanma degil. O kadar
yabanct ki o kadar hazirliksiz birden bire kalkip da bir sey oynuyorsun ki! Biitiin srtim oldugu gibi gitti ve
Madam dedi ki bana Cogul’dan sonra “karar ver, senin sirtin” dedi, “karar ver ya klasik bale ya modern bale
karar vereceksin” dedi, “karar vereceksin” dedi, “ikisini birden yapamazsin sen” dedi ve de dyle bir ayrima
onda sonra gittim. 2. eserinde yazilmama ragmen dedim ki “oynayamayacagim, ¢iinkii sirtim tutmuyor” yani
birden bire garip, baska hareketler yapmaya baslayinca sirtim oldugu gibi tutuluyordu ama ¢ok severek dans
ettim Cogul’da.

3% Ynterview with Geyvan McMillen. 11/30/2006, istanbul- Duygu Aykal’la Londra dayken birlikteydik. Duygu
Aykal sey yapmiyordu, ne denir ona teknikle pek ugrasamiyordu, c¢iinkii ¢ocuklar: vardi onun o zaman.
Tiirkiye've dondiikten sonra da koreografilerini yaparken tabii teknik oOgretemiyordu, ¢iinkii teknikle
ogrenmedigi icin. O yiizden benim gelmemi ¢ok istiyordu Devlet Balesi’'ne ki teknik dersi vereyim dans¢ilara.
Yaparlarken daha bilingli bir sekilde yapsinlar koreografileri. Iste Ankara'ya tekrardan dondiim ve beni Devlet
Balesi'ne aldilar hemen ve basladim Hem klasik bale hem de modern ders veriyordum.
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Geyvan McMillen also called attention to an interesting process lived through in the
company. In the beginning, many dancers came. The classes were crowded, it really got
their attention. Men were usually a bit shy but a lot of men were coming as well. After a
while, this extreme interest disturbed people in the ballet company and causing rumors to
start. Slowly the participation dropped. However McMillen continued to have dancers to
form a group, the real passionate ones stayed with her for the first modern dance lessons.*®’
She continued to stage her modern choreographies with the group. Her choice of themes
was also related to national issues. Her first pieces were Topraga Ninni and Anadolu’da
Gece (fig.25). When one looks at her corpus of work, it can be stated that McMillen was
directly involved with the concepts of “Turkishness”, “national” and “localness™. Her first
works can be viewed as avantgarde of that period where, for example, she used the recorded
voice of the river Kizilirmak as the musical score. As time passed by, creating works within
the state system might have forced her to direct her attention more towards the commonly
used imaginaire related to the concept of the “national”. When McMillen moved to Istanbul
State Company in 1977, she started another modern dance company there as well and
performed in several spaces. Although, these attempts were successful in their own terms,
she could not continue with her modern dance company in the state ballet institutions.

Late 1970s were also a period where Sebnem Aksan had begun to teach at the
Istanbul State Conservatory. She had recently returned from America and had many ideas

related to ballet education. Aksan strongly believed that there should be modern dance

classes inside the conservatory education, as she had experienced in American ballet

37 Interview with Geyvan McMillen. 11/30/2006, Istanbul- Modern dersi isteyen geliyordu. Biitiin herkes
gelivordu basta. Bayagi kalabalikt, ilgilerini de ¢ekiyordu dans. Erkekler biraz ¢ekimserdir, bir ¢ok erkek
geliyordu. Fakat sonradan oradaki ragbet baledeki insanlar biraz rahatsiz etti. Onun i¢in bu sefer konusmaya
basladilar, bazi seyler konusuldu, yani bir seyler bagladi. Yavas yavas azaldi yukaridaki grup ama yine de
benim topluluk kuracak kadar bir grubum vardi orada, yani tam istekliler vardi. Toplulugun ismi ‘Geyvan
McMillen ve Cagdas Dans Toplulugu’ oldu.
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schools, such as Julliard.>®® Analyzing the different approaches to dance, Aksan ratified that
there had always been a clash in terms of opinions in respect to modern and classical
approaches in the world. On the other hand she believed that, in Turkey, this conflict was
received in much more harsh conditions. Yet, the solution had to be found since the real
creativity , for Aksan, would generate from the modern approach. Ballet, as it was practiced
in Turkey had not allowed self-expression, therefore, no choreographers had really emerged
from the field of ballet.*® Nevertheless, despite the general opposition Aksan was able to
establish modern dance classes at the conservatory. Every year, she used to organize events
called ‘Art’s Coalescence’ with painters from Fine Arts Academy. The students performed
in alternative spaces inside the Fine Arts Academy instead of stages. With Filiz Ali, they
used to select musics from the contemporary composers like [Than Usmanbas. These may be
seen as the first examples of interdisciplinary approach in dance education in Turkey. At the
same time, Geyvan McMillen continued to make modern choreographies. Aksan and
McMillen arranged an evening for dance in ‘Painting and Sculpture Museum’ in Besiktas in
1979. There, McMillen placed one of her dancers, Aysun Aslan, inside a glass base.

Resembling a live sculpture, among many other sculptures of Mehmet Aksoy, and letting the

368 Interview with Sebnem Aksan. 12/20/2006, istanbul- Ankara konservatuarindan farkl: bir okul olmast lazim,
daha fazla modern agwrlikl olsun istiyorum ¢iinkii mesela bu Julliard dan aldigim bir sey bu. Julliard’da baleye
de, moderne de gidiyorlar ve ayri ayrt major yapimiyor. Mecburdunuz almaya bunlari, mutlaka iki modernden
birini almanmiz gerekiyordu bale alirken. Bilingli olarak degil ama, “boyle olmasi lazim” gibi bir sey var
kafamda, “bu is béyle olacak” ve modern dersleri koyuyorum mesela haftada bir jimnastik dersinin yerine.
Ankara’da birtakim miifredat program toplantilart yapiyorum Kiiltiir Bakanligi’na baglyiz o zaman. Izmir
Konservatuari 'ndan, Ankara Konservatuari'ndan gelenlerin hi¢ benim kafamdakine benzeyen, modelleri yok ve
boyle bir model yaratma, bir vizyon yaratma seyleri de yok, yani onlarda bildiklerini yapryorlar ama ben ciddi
ciddi kurguluyorum kafamda, yani “bu okul ne bicim temsiller verecek, biz klasikleri nasil oynayacagiz? Iste
Danimarka; o ekoliinden birisini getirtebilir miyim” boyle seyler var kafamda.

3% Interview with Sebnem Aksan. 12/20/2006, istanbul- Ben modernin dislandigr bir dénemi yasamadim
Amerika’da ama simdi bile var bir fikir ayriligr. Onu tabii ¢ok siki gériiyorum ama Tiirkiye 'de bunu ¢ok sert bir
sekilde yasadik.. Ciinkii siz ne birikiminden geliyorsaniz, onu biliyorsunuz, onu vermeye kalkiyorsunuz. Halbuki
burasi o siiregten ge¢memis, o siirecin bagina déniilmesi gerekiyor....moderni mutlaka baslatmam lazim,
baslamasi lazim Tiirkiye’de, yani buna inaniyordum. Tiirkiye 'de bir tiirlii koreograf yetismiyor baleden. Crinkii
burada self expression’a miisaade edilmiyor ama modernden gelecek bu.
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audience strolling around these, this performance was a pioneering merger of visual arts and
dance in Turkey.

Along with all these attempts towards modern dance choreography and education,
there had always been a struggle inside the state institutions related to the acceptance of
modern approaches. McMillen, again left Istanbul State Ballet in 1980 and went back to the
USA, only to return in 1986. During our conversation, she stated that the relation with state
companies in Turkey had not been a smooth one for her. In order to improve in
choreographing she believed that she had to have more opportunities to work with the
company dancers but the state ballet companies focused more in classical ballet. Because
the preference was always on the classical approach, the artistic directors did not present
enough opportunities for more modern dance choreographies to be produced.’” This artistic
policy expresses itself in the words of long time director of Ankara State Ballet Company,
Eving Sunal:

It’s like this, maybe they are going to be a bit annoyed with me but the

stage of the State Opera and Ballet is much too big for modern dancers.

Have you ever seen or heard anywhere in the world such a huge stage for

modern dance? Certain companies may come and do a big production,

something rare for the State Ballet then ok (...) but the turn out is much too

low because the opera is much too big. In London there is the stage of the

Contemporary Dance School, there they have plays. Everybody goes.

There is nothing like that here. 1 am speaking about opera. It is not

possible. They have to establish a place for themselves. In my opinion,
their stage is wrong.®"!

370 Interview with Geyvan McMillen. 11/30/2006, istanbul- Klasik bale danslart yapan bir koreograf olsaydim
daha fazla imkan vereceklerdi bana. Daha ¢ok ¢alisma ortamim olacakti...Bence birincisi dogru
“anlamyorlardi” ama ikincisi de orast bir klasik bale company ’si, yani onlar klasik bale yapmak istiyorlardi
modern dans yapmak istemiyorlardr. Ayriyeten bilgileri de olmadigi igin, ben orada ¢iplak ayakla insanlart
dans ettirmek istedigim zaman buna bir sekilde kars1 gelmeye ¢alisiyorlard: tabii... klasik bale kendi vizyonu
icinde daha ¢agdaslasarak eserleri sergilemesi lazim ama modern eser oynayamazlar. Ciinkii klasik bale gibi
kalwyor...Mesela Duygu Aykal’inki de oyle kalirdi o zaman bana gore: Fikirleri ¢ok moderndi Duygu ’nun, ama
beden klasikti, ¢iinkii egitilmemislerdi. Benim ilk basta 4-5 ay egitmemdeki sebep de oydu. O bile yetersizdi ama
yine de bu isin yolunun bu oldugunu anlatmak istedim o zaman dans¢ilara.

3 Interview with Eving Sunal, 12/22/2006, Ankara - Simdi séyle, yani bana kizacaklar belki ama séyle
diyeyim: Devlet Opera ve Balesi’nin sahnesi modern dans¢ilara ¢ok biiyiik, yani diinyanin hi¢bir yerinde, siz
gordiintiz mii? Duydunuz mu, yani Modern Dans, boyle biiyiik yerlerde olmaz, yani séyle dzel bir sey gelir de,
bir biiyiik bir sey yapar Devlet Balesi’'ne degisik bir sey, o zaman tamam ama béyle dolmuyor ¢iinkii. Opera
biiyiik, yani onlarin; Londra’da da dyle Contemporary Dans School’'un sahnesi vardwr, orada temsil yaparlar
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The frustrations resulting from the artistic direction of the companies, the outside
interventions to arts by the political figures of the time, internal conflict among the associates
have all played a part in the diminishing of creative energies inside the ballet companies in
Turkey. For instance Sait Sokmen was an important choreographer, yet he left the state
institutions at a very young age. One wonders how it would have been like if he might have
continued his career inside the state ballet institutions. Duygu Aykal was a very strong figure
in choreography as well. But her early death at a very important stage of her dance career
was an unfortunate loss.>’> One can observe that even her early death could not stop her
impact on younger generations of dance artists and she continued to inspire them until today.
Her choreographies were among the first examples of Turkish modern dance. Unfortunately,
the fact that state ballet institutions have a very weak archival material and the lack of
publications on dance obstructs larger number of people to reach these choreographies.’”

The choreographic works of Oytun Turfanda illustrated one of the most influential
examples in the Turkish ballet. These choreographies, as discussed much in terms of creating
‘the national style’, and whether or not reaching an original expression, provided a solid
ground for various interpretations of the Turkish ballet. He worked, for long time, as a
dancer, teacher, choreographer, director of state ballet companies. Yet one always acquires a
kind of impression that he was not totally exploited in terms of his talents and energies. His
strong motivation towards creating choreographies was troubled by several administrations of

his time. Turfanda was not supported as much as he believed in his choreographies.

biliyorsunuz, oraya gider herkes. Burada béyle bir sey yok. Opera’da diyorum, yani olmaz, yani kendilerine has
bir sey kurmalart lazim. Bence sergiledikleri yer yanlis bana gore”

2 Duygu Aykal passed away in 1988. Her choreographies were: Cogul (1973), Uzlasma (1973), Olusum
(1974), Bulutlar Nereye Gider? (1977), insan Insan (1978), Sanat Uzun Yasam Kisa (1979), Insankiran (1980),
Biz, Siz, Onlar (1983) and Insancik (1985)

3" Muzaffer Evci (a producer in Turkish Radio and Television-TRT) has started to collect all the materials on
Duygu Aykal to publish a book, though it has not been realized yet.
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Therefore one could detect a certain drawback in his attitude towards ballet institutions in
Turkey after 1980. Even if he continued to stage choreographies, his early death caused by
heavy drinking can be seen as an emotional response to Turkish ballet scene.

Tenaslip Onat thinks that she was never been used by the state institutions properly in
terms of her teaching skills. She worked at the Ankara conservatory for a short time after
coming back from Britain but the conditions for her were so unbearable that she left the state
institutions to open her own private ballet school. In fact, Kugu Bale, was a very important
educational center for many years. Not everybody had the chance to attend the conservatory
and Kugu Bale provided a high quality ballet education for them. Also Sait S6kmen had
made choreographies for Kugu Bale studio and performing them in television had provided
the opportunity for more people to get acquainted with classical and modern dance in
Turkey.””*

Suna Eden Senel, besides doing choreology for ballet, had introduced choreology in
folk dances of Turkey. Her extensive studies on folk dance notation was accepted and
approved by the Benesh Institute of Choreology and this was the first time ever such a thing
happened. There was no other folk or national dance notation approved by this institution
until that day. Her memories provide us valuable information as they constitute a bridge
between different cultures and generations. In our interview, she explained extensively how
she had worked on Turkish folk dances in order to notate them in the Benesh style.
Particularly, the movements of shaking and bouncing in the folk dances had strongly
challenged her. Then the concept of ‘flawed rhythm’ (aksak ritm) which does not exist in
Western music was hard for the British to understand. Yet, they brought a German expert in
the field of musicology and Senel worked with him. Finally she succeeded to make them

understand and accept the new notation of Turkish folk dances. This encounter was

3" Kugu Bale studio’s students performed regularly for TRTin the end of the 1970s, the producer was izzet Oz.
Choreographies and staging of classical ballets were realized by Sait S6kmen and Tenasiip Onat.
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important for her to prove them that Turkish choreologists had also developed their own
skills:

I worked extensively on the movements of shaking and bouncing in Turkish
folk dances. Normally there’s only one way of shaking the shoulders, you
go up front and come back but it is not like that in Turkish folk dances.
There are many variations. You have to deliver the feeling and it is also
related to the interior muscles. There are thousands of ways for bouncing.
In knees, feet, shoulders, stomach, practically everywhere. And there is the
‘flawed rhythm’. Westerners didn’t know anything about the flawed
rhythm. In 1998-99, I brought two of my folk dance students with seventy-
seven folk dances of seven different regions, recorded on tape. Dear British
are quite conservative but my mind is actually very witty. A Turk can also
have a wit. Besides I really worked very hard, experimented on the
notation. [ do not talk about things I am not sure of in any case (...) As I
was the oldest choreologist alive at that time, they showed me a great
respect. Yet, they have approached my proposals with doubt (...) Because
my teachers, the Benesh taught me that every movement could be
trans%rred to notation, I was very persistent (...) and they accepted in the
end.

She also worked for the opening of the Turkish folk dance departments in the context of
universities and for the choreology departments to be established both in classical ballet
conservatoires and as branches of folk dance departments in the universities. Her studies in
this field proved the importance of dance notation. Many of the folk dances belonging to
various regions of Turkey have been preserved until this time by her notations as they were

performed during the 1960s and 1970s.

3 Interview with Suna Eden Senel. 07/10/2007, Bodrum.- Tiirk halk oyunlarindaki titremeler, yaylanmalar
lizerine epey c¢alisim. Normal dansda sadece bir tane titreme var, omuz titremesi, one gidersiniz, arkaya
gidersiniz, bitti ama Tiirk halk oyunlarinda dyle degil, bir¢ok varyasyonu var onun, hem duyguyu vermek lazim,
hem de i¢ kaslarla ilgili bir sey. Sonra da binbir ¢esit yaylanma, dizde, ayakta, omuzda, midede, heryerde var.
Sonra da aksak ritm! Batiun aksak ritmden haberi yokmus. Ingiltere’ye 1998-99°da gidip bunlar: gotiirdiim,
anlattim. Iki tane Ege Universitesinden halk oyunlart 6grencimi de gétiirdiim. 17 yorenin 77 tane videoya
¢ekilmis oyununu, Kiiltiir Bakanligi’'ndan alarak gétiirdiim. Onlara da hocalik yapiyordum, onun igin
iliskilerimiz de iyiydi. Onlarla bir¢ok yéreye gidip halk oyunlarim yazdim, onlara verdim...Sevgili Ingilizler son
derece tutucudur ama benim de aklim calistyor. Bir Tiirk’iin de akli ¢alisir, bir de iizerinde ¢ok calistim,
denedim, bilmedigim seyin iizerinde konusmam zaten. Yalniz hos taraflari su, gittigimde o giin i¢in hayattaki en
eski koreolojist benmisim ve ona saygida kusur etmiyorlar. Cok hos bir duyguymus tabii, fakat benim
onerilerime siipheyle yaklasiyorlar. Aksak ritm biisbiitiin bir maceraydi. Aksak ritm icin yeni bir sembol
bulunmast lazim...yazilmast lazim, ¢iinkii bana Benesh’lerim, hocalarim demisti ki ‘yazilamayan hicbir sey
yoktur’. Bu da benim kanimda dolastyor, onun icin yazilmali. Bana Almanya’dan geng bir miizikolog getirttiler,
olacak is degil ama oldu. Almancam var ama miizik dilim yok. Fakat insan azmedince oluyor, ben Almancanin,
Ingilizcenin basim goziinii yara yara anlattim, o bey’e iki mi, ii¢ giin mii, aksak ritm égrettim, dolayisiyla o
anladiktan sonra kabul ettiler tabii.
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Last but not least, one significant factor which affected all kinds of processes in
Turkish ballet can be stated as the physical conditions of the institutions. Starting from the
beginning of the foundation of Turkish ballet until this day, the material conditions were
never raised to general expectations. Physical conditions constituted a major problem in the
development of a “national ballet” which became more visible in the 1970s. One of the
questions of Turkish ballet has always been this: ‘how would the dancers and choreographers
experiment in the creative process if they would not have the necessary physical conditions
for bodily practices?’ The original works of ballet could not be created while shivering or
trying to find a rehearsing space. The economical condition of the state institutions was not
perfect in the end but more importantly it was the mentality behind the failure of providing
the basic training facilities. The mentality to suggest wearing ‘mes’ instead of pointe shoes
was parallel to ‘Uciincii Tiyatro® being taken away from the ballet company and the dancers
being forced to rehearse in barracks. During the political unrest of the 1970s, cultural domain
was never given the priority.

In an article in Ulus newspaper, mentioned above sections, Metin And informed us
about the problems of ballet dancers inside the Ankara State Theatre Company in 1958.%7°
While designing the stage for a certain performance, there was no awareness of dance as an
art form. Therefore, dancers never had enough space for their dance performances.
According to And, it would have been impossible to create a unique artistic style belonging
to the company in these circumstances. Many critics have pointed out the same issue. The
unhealthy physical conditions of ballet spaces seemed to be a constant problem in Turkish

ballet.*”” The dancers did not have a rehearsal space or a studio of their own. Years after,

Oytun Turfanda as one of the people who had openly expressed his criticism on these issues,

38 And, Metin. Ulus newspaper, 04/08/1958

377 Giilay, Ses journal, 02/15/1961
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stressing that economic conditions and distorted visions of administrators had affected
Turkish ballet right from the begining:

When we were working at the ‘Uciincii Tiyatro’, this space was taken away

from the Ankara State Ballet in order to be made a gallery, and still hasn’t

become one. The dancers in Ankara are continuing their training in the

barracks. In Istanbul before the Atatiirk Cultural center opened, forget

about training, there wasn’t even a stage to have a performance on. Of

course, the material problem hasn’t been solved due to currency reasons and

the fact that we are dependent to foreign countries for these types of

materials.””®

In both ballet studios and stages, the basic physical necessities were not taking care of
and this directly affected the health conditions of the artists. The article concluded with an
open request from Ciineyt Gokger, the director of State Opera and Ballet House in Ankara of

the time, for the betterment of ballet spaces. Unfortunately this request is still a valid one.

International Exposures of Turkish Ballet

International displays had always presented important opportunities to prove that
Turkish ballet had come of age and achieved a “national” style in that international platform.
The ballet companies toured both inside and outside of the country. Yet, if one observes the
quantity of the displays, it should be stated that these presentations were not high in numbers.
The reason for this was mostly due to economic conditions. As one can predict, the financial
budget for sending a company of at least sixty dancers abroad would be very high in the
context of the Turkish case. However, if one explore deeply, it can also be added that this

was related to the artistic policies and the visions of the directors of Turkish performing arts.

" Emre, Hiiseyin. “Tiirkiye’de Bale ve Oytun Turfanda” (Ballet in Turkey and Oytun Turfanda), Diinya
newspaper, 02/16/1979- Ucgiincii Tiyatro’'da ¢alisirken, bu salon resim galerisi yapimak amaciyla Ankara
Devlet Balesi’in elinden alindi ve hala bir galeri haline de getirilmedi. Simdi Ankarali balerinler barakalarda
siirdiirityorlar ¢calismalarini. Istanbul’da ise Atatiirk Kiiltiir Merkezi acilmadan once, degil ¢alisacak temsil
verecek sahne yoktu. Tabii malzeme sorunu da disa bagiml oldugumuzdan, déviz sorunu nedeniyle
¢oziimlenebilmis degil.
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Between Cesmebast performed in 1965 and Cark in 1968, there was an important
event in August, 1966. Four of our dancers were invited to the International Music and
Dance Festival in Pakistan (fig.26). This was the first international festival participation for
Turkish dancers. In media, we observe that the Turkish dancers’ views were presented.
They had been touched by the Pakistani dances to such an extent that the Pakistani dancers
had to repeat their performances at a reception on their request. As for their own
performances, we learn that they were not quite happy because the stage was very small and
it was very hard to dance with taped music. Also they thought that it would have been better
if the whole troup of sixty dancers had performed.”” Most probably the financial budget of
sending sixty dancers abroad was not affordable at the time but one can observe the intention
and will of Turkish dancers to present their art and their country in the most effective way.

Only two months later, Turkish ballet, as a full company of sixty dancers, toured in
Bulgaria. The tour went very well and on their return to Ankara, everybody was quite happy.
Dame Ninnete mentioned that the Bulgarian audience who was familiar with the Russian
school, was surprised to see such a highly qualified company and that the Turkish ballet
proved itself in the international world of art. The general director of State Opera and Ballet,
Aydin Giin, stated in one of the newspapers that there will be other tours to different countries:
“The time has come to present our ballet and opera in foreign lands.”** The Ankara State

Opera and Ballet traveled to Cyprus in 1967, where they have presented several performances.

3" Meri¢ Siimen, Binay Okurer (Berkan), Jale Akyiiz and Engin Akaoglu participated the festival in Karagi.
Both the international and national press had a good coverage for the event. (Evening Star, 08/17/1966; Morning
News, 08/18/1966; Daily News, 08/15-16/1966; Cumhuriyet, 08/14/1966)

3%0 «Bulgaristanda Herkes Tiirk balerinlere hayran kaldr” (Everybody in Bulgaria Filled with Admiration for the

Turkish Ballerinas), Yeni Gazete, 10/17/1966 — Bundan sonra daha baska iilkelere de turneler yapilacak, dis
temas arttirtlacaktir. Balemizi ve operamizi dis memleketlere tanitmanin zamani gelmistir.
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The press reviews in Cyprus indicated that the first encounter of the Turkish ballet with the
islanders was quite successful.”®!

Then, they conducted 45 days of tour in North Africa: Algeria, Morocco, Egypt and
Tunisia staging Cesmebasi, Swan Lake and some folk dances of Turkey in 1971.°% 1t is
interesting to see that the military intervention of the same year did not affect the political
authorities to cancel the tour. From the reviews, one can conclude that everything had gone
well and the company received good feedbacks. The program included the first Turkish
ballet in terms of musical score and themes, Fountainhead / Cesmebasi, an international
ballet, Swan Lake, and two of our folk dances from Kars and South Anatolian region. An
article appeared in Diinya newspaper stated that:

Well known dancers of the state ballet are joining this new tour. The State

Ballet which will be participating in an international folklore festival with

the piece Cesmebasi is quite assertive. For a long time, the dancers of the

State Ballet have been preparing with great detail and fastidiousness for this

tour, and are continuously working. In this tour which was organized

jointly by Foreign Affairs and The general administration of the State

Ballet, a Turkish group will for the first time visit African countries and

introduces Turkish art. As for the news coming from the countries to be

visited, they are eagerly and curiously awating the Tukish ballet.**®

The information that the State Ballet Company had participated in a folk dance

competition with the ballet piece Cesmebasi was an interesting event. However, during our

interviews with Binay Okurer and Giines Berk, they indicated that they have never

31 «Tiirkiye’nin Giiglii Sanatgilari diin aksam Neptiin’de konser verdi” (Turkey’s Powerful Artists Made a
Concert at Neptiin Last Night), Halkin Sesi, 06/10/1967

2 dksam, 04/26/1971 and Diinya, 06/23/1971

¥ Diinya, 06/23/1971 - Bu yeni turneye Devlet Balesinin iinlii solistleri katilmaktadir. Tunus’da uluslar arasi
bir folklor festivaline Cesmebasi ile katilacak olan Devlet Balesi bu yarigmada bir hayli iddialidwr. Uzun bir
siiredir biiyiik bir titizlikle bu turneye hazirlanan Devlet Balesi dans¢ilari ¢alismalarini araliksiz olarak
siirdiirmektedirler. Hariciye Vekaleti ile Devilet Opera ve Balesi Genel Miidiirliigii 'niin miisterek hazirladiklar
bu turneyle ilk defa bir Tiirk sanat toplulugu Afrika iilkelerini ziyaret edecek ve Tiirk sanatini tanitacaktir. Ote
yandan gelen haberlere gére ziyaret edilecek iilkelerin sanat cevreleri Tiirk Devlet Balesini merak ve
sabirsizlikla beklemektedir. Another review appeared in Aksam newspaper, 04/26/1971
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participated in a folk dance festival with the ballet piece Cesmebasi. Yet, there were folk
dances which were practiced by ballet dancers on this tour and they had a great success.”

After the middle of the1970s, new cultural exchange agreements with the communist
countries opened doors to many Turkish opera and ballet artists to travel abroad, mainly to
Russia, Romania, Bulgaria, Poland or Czechoslavakia to perform. Some critics stated that
the socialist countries would in fact prefer to send their own artists to Turkey instead of
welcoming them.”® Meri¢ Stimen was one the dancers who danced as a visiting artist in
Russia along with Germany, America and Denmark. She recalled her first visit to Russia and
her great excitement to be able to dance in one of the greatest ballet companies in the world,
the Bolshoi. At first she mentioned that she didn’t have such an ambition to go and dance in
the Bolshoi Company. It was such a great company in the history of ballet, that all foreign
dancer dreamed about it. She first went there to participate the workshops. Then they invited
her to dance with the company. Siimen recalled her great excitement at the night of the
performance. Over three thousand critics were there, judging every single movement of the
dancers. It was a thrilling experience for her to dance in front of such an audience,
particularly representing Turkey:

They had a very famous ballerina. She was interested in me. They were

such excellent dancers. I didn’t think that they would have interested in me.

Our styles were very different. Their technique was so strong, they work

like men. Then, they liked me and I was invited to work with them. After

one month, I was exhausted. I was literally going out of the studio by

crawling. Then they invited me to dance. During the thime, cultural

exchange programs were on. Semih Giinver who was the head of Cultural

Department in Foreign Affairs supported me. I worked hard with their

teachers and went on stage. I was so excited on the way, I thought of

pulling one of the ropes and making the decors fall on top of my head.

There was a great audience, three thousand critics. So how could you make

a mistake? But then again, the dancers were so good that it affected me as

well. I am sure that I had danced much better there. Of course, because of
representing Turkey as such, I was too proud. Because nobody expected

¥ Interview with Binay Okurer and Giines Berk. 07/10/2007, Bodrum

3% Tarkan, Nilgiin. Unknown newspaper from the private collection of Deniz Olgay Yamanus, 10/28/1975
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from Turkey to present such an example. In their eyes, Turkey was not even
existent in those times.**®

She also remembered vividly a racist attitude to which she was subjected in Germany
once. Invited as a guest artist to Dusseldorf Ballet Company, she was having a cup of coffe
before the rehearsal. The other German principal ballerina welcomed Stimen expressing that
she was surprised to see a prima ballerina from Turkey. Her choice of words were very
annoying for Siimen since she expressed her surprise as follows: “Generally, Turks here are
cleaning toilets”.*’

In our interview, Meri¢ Siimen expressed that then often they were subjected to such
degrading behavior, but that nowadays the situation has completely changed. Therefore for
Turkish dancers dancing in the 1960s and 1970s, to present Turkey in international stages
meant much greater than their heirs today.

Oytun Turfanda and Meri¢ Siimen participated in Tokyo Ballet Competition as
honorary guests in January 1976. In one article, it was mentioned that the quality of their
dances caused much bewilderment since the foreign audience were not aware of Turkish

ballet. A Japanese art critic named Haguchi stated on Japanese television that they were not

aware of Turkish ballet scene and felt ashamed when they had the chance to see two principal

3 Interview with Meri¢ Siimen Kanan. 07/11/2007, Datca- Benim oyle bir idealim, istegim yoktu, gideyim
Bolshoi’da oynayayim gibi. O dénemde gidip izledigim igin, ve oramin meshur balerinasi vardi, o ¢ok
ilgilenmisti. Onlar ¢ok iyi dansgilar. Benimle o kadar ilgilenceklerini tahmin etmemistim. Benim stilim baska,
onlarinki baska. Daha erkek gibi ¢alistyorlar, daha teknik. Sonra ¢ok begenmisler onlar beni, gelsin bizle
calistiralim demisler. Bir gittik oraya bir ayligina, mahvettiler beni, emekleyerek ¢ikiyordum salondan. Sonra
gelsin dans etsin dediler. O zaman kiiltiir degisimi programlart imzalanmisti. Burada ¢alisan Semih Giinver ¢ok
destekledi. Dis Iligkiler Kiiltiir Dairesi Bagskaniydi. Hocalarla ¢alistim ve sahneye c¢iktim. Orada, sahneye
¢tkarken dekorlarin ipleri var, icimden sunu ¢ekiyim kafama diissiin diye gecirdim. Simdi bile diisiiniiyorum,
nasil yaptim diye, ¢ok heyecanlandim...Sahne kocaman, seyirciler iginde ii¢ bin kisi kritik¢i, yani oyle bir
yerlerde alkisliyorlar ki sikarsa hadi bakiim gelde yanlis yap. Onlar o kadar iyilerdi ki, o iyilik sana da geliyor.
Mesela ben oldugumdan daha iyi dans ettigime eminim orada. Tabii Tiirkiye'yi boyle temsil etmek ¢ok gurur
vericiydi benim igin ciinkii Tiirkiye’'den asla boyle bir sey beklenmiyor. Tiirkiye yoktu o zamanlar onlarin
goziinde.

337 Interview with Meri¢ Siimen Kanan. 07/11/2007, Datca- Provada kahve ictik, oturuyoruz. Bana dedi ki, ‘¢ok
memnun oldum hogs geldiniz. Tiirkiyeden geliyorsunuz, 6yle mi..Ciinkii burada Tiirkler tuvalet temizlerler de’.
Anlamadim, ne dedi bu simdi dedim. Sonra provaya girdim, beynim bir déndii, bir dans ettim. Halbuki prova’da
oyle dans etmenin geregi yok. Ciktik. Kiz geldi yamima, iste ne kadar giizel oynadin diyor. ‘Bogver bosver
dedim. Tiirkler hem tuvalet temizlerler hem de iyi dans ederler’.
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dancers like Oytun Turfanda and Meri¢ Stimen.”® Other recent foreign invitations from

Warsaw and Moscow found more space in Turkish media.*®** On the 10th of March 1977,

Hiirrem Sultan was performed at the Bessmertnova Festival during “Les Saisons de la

Danse” event. >%°

Towards the end of the 1970s, individual success stories in ballet could not find
deserved recognition in Turkish media. One example was Mehmet Balkan who had won a
third prize nomination in an important ballet competition in Varna in 1979. Yet, no
government officials were present in the ceremony. Oytun Turfanda also complained about
the absence of touring, both inside the country and outside:

In June of 1978, our young friend Mehmet (Balkan), has won the third price
in the international dance competition in Varna. This third price is in
‘world league’. Unfortunately, there wasn’t any news about this subject in
our media, nor was there any response to a telegraph, informing the Turkish
Embassy in Bulgaria. Consequently there was no Turkish official present at
the award ceremony. Our ballet is capable and powerful enough to
represent Turkey. The well known ‘Dance and Dancers’ magazine has
reviews on ballet performances from Cairo to South Africa. There isn’t
ever anything about Turkey. The only reason for this is that we don’t send
anything. Actually, forget about expanding abroad, we can’t even manage
to have a tour inside the country.”!

3 «“Tokyo’da ki Miithis Tiirk” (Two Extraordinary Turks in Tokyo), 03/01/1976, unknown newspaper from
the private collection of Deniz Olgay Yamanus. Appendix no: 16

3% «Devlet Balesi’nden Meri¢ Siimen ve Oytun Varsova’daki Yildizlar Gegidine Katiliyor” (Meri¢ Siimen and
Oytun Turfanda from State Ballet are Participating the Stars Parade in Warsaw), Hiirriyet newspaper,
05/13/1976; “Devlet Opera ve Balesi Sanatcilar1 yurtdisinda gosterilere Katilacak” (State Opera and Ballet
Artists will Participate Performances Abroad), Hiirriyet newspaper, 05/19/1976; “Meri¢ Siimen ve oytun
Turfanda Varsova’ya, Hiisnii Sunal Moskova’ya gittiler” (Meri¢ Siimen and Oytun Turfanda Went to Warsaw,
Hiisnii Sunal Went to Moscow), Cumhuriyet newspaper, 05/26/1976; “Balerin Meri¢ ve Oytun Turfanda
Varsova’da” (Ballerina Meri¢ and Oytun Turfanda in Warsaw) , Milliyet newspaper, 05/21/1976

% From Oytun Turfanda’s personal archive presented in the private collection of Deniz Olgay Yamanus.

! Emre, Hiiseyin. “Tiirkiye’de Bale ve Oytun Turfanda” (Ballet in Turkey and Oytun Turfanda), Diinya
newspaper, 02/16/1979- 1978 senesinin temmuz ayinda geng dans¢t arkadasimiz Mehmet, Varna’'da yapilan
uluslararasi dans yarismasinda, genglerde iigtincii oldu. Bu iigiinciiliik diinya ¢capindadir. Ne yazik ki ne basinda
bu konuyla ilgili bir haber ¢ikti, ne de telgrafla haber verilmesine karsin Bulgaristan esgiligimizden biri, bir
yetkili édiil toreninde bulundu...Balemiz Tiirkiye'yi basarwyla temsil edebilecek giictedir...Unlii ‘Dance and
Dancers’ adli bale dergisi Kahire'den tutunda Giiney Afrika’daki bir bale gosterisinin izlencesini verirken
Tiirkiye ile ilgili hi¢birsey ¢tkmiyor. Bunun tek nedeni de bizim birseyler yollamayasimizdir. Aslhinda birakin
yurt disina agilmayt, yurt iginde bile turne yapmuyoruz.
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In fact, the debate on forming a national ballet and its international stagings are
strongly connected to each other, yet one can observe the emphasis was not given to
international exposure. Turfanda’s rightful complaints about not being able to organize
national tours as well as international ones could not change the scene. Actually, the period
when the Turkish ballet had proved itself in its maturity coincided with the middle of 1970s.
The Turkish ballet has already started to present works in Pakistan, North Africa or Bulgaria.
It was the time to open up to “more Western” countries in Europe. Unfortunately, the
political fluctuations and the constant changes in the artistic administrative positions were
high. There was not a consistent artistic direction in most of the institutions due to the
changes of artistic policies. One can state that the incapability of organizing national and
international tours emerged directly from the weakness of constructing strong artistic policies
in the context of state institutions. The political censorship and the response to this
censorship from the artistic circles did not help the situation.

During the middle of 1970s, Ankara State Ballet Company had reached to a certain
level of artistic quality. Turkish choreographers and dancers were eager to present their work
both inside and outside the country, yet the artistic policies were not supporting the actual
conditions. The political infrastructure of State Ballet and Opera institutions in Turkey faced
the inadequate management. This can also be related to the discussions on the exchange of
foreign expertise, particularly the British. As many of the artists indicated in their interviews
that the separation of Dame Ninette de Valois from the active direction of the Ankara
Company was early. The Turkish administrators were inexperienced and there were certain
tensions among them. They were strongly attached to their artistic discipline but their
expertise was not adequate enough to organize the company in defining long term artistic

visions. All contributed negatively to the actual situation. It was the perfect time for Turkish
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ballet to define and open up its own path of journey through distinct artistic styles, yet it
seems like the opportunity was lost.

While one surveys the debates on constructing “the national” ballet in Turkey, there
are basically three main issues surfacing the ground. The first and the most significant one is
the relation of folk dances to ballet. 1965 onwards, starting from the
Fountainhead/Cesmebasi ballet piece, for a long period, several Turkish choreographers’
main aim was to find a balance and to arrive into a synthesis between the folk dance and
ballet. In this endeavor, Oytun Turfanda’s works represent a major contribution to Turkish
ballet. Eventhough some of his choreographies were found ineffective by the critics of the
time, he was able to construct a rich and complex ground for further experiments. His works
have never been analyzed through contemporary dance critics of our time. In order to
comprehend his artistic strenghts and weaknesses, besides the fertile context which he
intented to built as the national ballet in Turkey, his works urgently wait for further study.
The second main issue in constructing the national ballet, has been the relation to modern
approaches in dance. Choreographers like sait Sokmen, Duygu Aykal, Geyvan McMillen
and others in time were interested to experiment in the field of modern dance. Though there
were never enough space, dancers or artistic support for modern choreographies in the state
ballet institutions. Therefore, one of the most likely channels of artistic expression in dance
leading to originality was cut off from the beginning. Sait S6kmen separated himself from
the ballet company, Geyvan McMillen was not given the chance to make more
choreographies and Duygu Aykal who was the most accepted of all, unfortunately, died at a
very early age. The national ballet had the chance to be nourished by modern approaches but
the reality of ballet institutions did not permit it. The last issue can be defined as the poor
physical conditions of state ballet institutions. The desired material conditions could never

be established in the institutions. This has accompanied to the mentality of dancers being
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state-employees. The dancers experienced financial difficulties, their dance studios were not
sufficiently built, sometimes there were not even enough spaces to rehearse. In short,
creative energy was not fed by material conditions. While looking at it in a retrospective
dimension, one can add that the coming years of 1980s did not provide the conditions for the

Turkish ballet institutions to grow in the same speed of the 1970s.
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CHAPTER VI

REFLECTIONS ON GENDER, MEMORY AND IDENTITY: VOICES FROM TURKISH

DANCERS

In this thesis, one of the main sources fostering to grasp the first thirty years of
Turkish ballet has been the voices of its genuine subjects. The dancers, teachers,
choreographers, choreologists and administrators of Turkish ballet, have all shared the same
cultural and social context of the Ankara State Conservatory’s ballet studios, dormitories,
cafeterias. They were separated from their actual families and formed life long bonds with
their classmates. Perhaps as Binay Okurer asserted, many of them were mostly the children

392 Whatever the reasons

of disintegrated families, unconsciously looking for a new home.
were, they constituted the most dedicated generations to the art of ballet in Turkey. In their
dedication, the feeling of belonging to a pioneering community played a significant role as
many of them indicated.

We heard their voices through these chapters, yet at this point we will devote the
space only to them in order to deepen our understanding in relation to their memories. Their
memories are unavoidably connected with the identities they have formed during the process.
Their gender, family backgrounds, personal characteristics, and their passionate involvement

with dance all attributed to shape these memories. Therefore, it is appropriate to begin with

the gender issue in the context of Turkish society with respect to ballet.

2 Interview with Binay Okurer. 07/10/2007, Bodrum- Aileler genelde daginikti bizim dénemde. Anne babalar
ayri ya da farkl aileler. Yatili okulda bir diizene ait olsun ¢ocuklar fikri var.
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As it was stressed before, for the new Republican society, the art of ballet had not yet
a well known reputation and the general society had no knowledge about it. The entrance to
the school generally was supported by the teachers’ visiting other schools and literally
collecting students. At first, one’s own prejudices would expect that the numbers of male
students would be less in comparison to the female ones. During the research we understood
that there had not been a rejection among the boys’ families as far as the subjects of this
thesis were considered. Surely it is impossible to know if there had been rejections among
the chosen boys before entering the school, but one gathers from Dame Ninette’s own words
that actually it was the other way around. Families who had daughters were more difficult to
convince to send their children to ballet education. Dame Ninette de Valois had stated that:
“It was difficult to convince the average family, during the first eight years that the career of
a dancer was possible to consider for women.”*"?

Suna Ugur’s story was somehow different. His father was adopted by Naime Sultan,
the daughter of Ottoman Sultan, Abdiilhamit, and he escaped to France with her after the
declaration of Republic in Turkey. During their stay, he met a Swiss nurse, the mother of
Suna Ugur. Upon their return to Turkey, they were settled down in Bozhdyiik, one of the
largest regions resided with the Circassian population. When Suna Ugur’s father wanted his
daughter to enter the conservatory of ballet, one of the Circassian relatives stated that: “I

would have rather preferred she had died instead of seeing her dance in the ballet.”***

3% De Valois, Ninette. 1977, p.167

% Interview with Suna Ugur. 01/11/2007, istanbul — Simdi benim annem Isvigreli dedigim gibi, babam da
Cerkez, Kafkasya’'dan gelmis biiyiikbabam falan. Babam, fevkalade yetismis, ¢iinkii halalarim ¢ok giizelmis,
saraya gitmisler, iste kimisi mandolin ¢alarmis, kimisinin sesi giizelmis. Babam da ¢ok kiigiikmiis, ti¢ yasinda
mi, ti¢ bucuk yasinda mi ne. Naime Sultan, Abdiilhamit’in kizi babami ¢ok sevmis, ... Naime Sultan, oglu gibi
biiyiitmiis ve koynunda uyuturmus....ondan sonra Cumhuriyet kuruldugu zaman disarrya kagmis Naime Sultan,
malum gitmis Fransa’ya yerlesmis ve orada okutmus babami... Annem de Isvigre'de hemsirelik okulunu
bitirmig, bir hastanede hemsirelik yapiyormug. Naime Sultan’in torunu bir hastalik geciriyor, kemik hastaligi ve
en iyi hastaneye gotiirecekler. Babam da onlara eslik ediyor. Iste gidiyorlar hastaneye, hastane énceden haber
aliyor, iste “sultan geliyor, sultan geliyor. Kimi koyalim sultamin odasina? Iste en giizel hemgire Abrige
hemgire. Onu koyalim.” Onu koyuyorlar. Babam da geliyor, iste Naime Sultan’la beraber. Annemi goriince, ¢ok
hosuna gidiyor, astk oluyor... Evleniyorlar ve Tiirkiye'ye geliyorlar, baba tarafim Cerkez dedim ya, geldikleri
zaman Tiirkiye ye Bozhoyiik tarafina yerlesmisler. Diiz Dag diye bir yer var, oraya. Iste Giindiizbey diye bir yer

205



The prejudices towards girls becoming dancers, as many confronted with the
accusation of becoming a ‘kogek’, had its roots in the society. Apart from that, girls also
faced with the belief that ballet, as a professional career was too tiring. Efza Kipcak Topgu’s
father, a doctor, never approved of her becoming a dancer. For this reason she did not enter
conservatory, but instead followed private ballet courses in Ankara. Later on, when she was
accepted to the Ankara State Ballet Company as a professional dancer, she kept this
information to herself until the very last minute. She still had reservations that her father’s
reaction would be negative.>”

The problems related to the male gender came into the picture later on, after
graduation. Men were sent to military service after graduation and they had many
disadvantages in comparison to women dancers. Since the training of the body required
many years of continuous effort, the two years military service was a very sharp break where
the trained body lost the technical skills as well as anatomical fitness. Feridun Ulusoy, one of
the dancers of the Ankara State Ballet Company mentioned that he actually never recovered
from the negative effects of his military service, and could no longer continue as a dancer in
the company after his return:

We began with Coppelia right after my graduation from the conservatory.

Shortly afterwards I went to do my military service. Two years of military

service ruined me, all expectations and hopes vanished. Think about a

football player who does not play football for two years and suddenly they

tell him to play. All the physical ability was lost in those two years. Most
important of all I lost my enthusiasm. Then I struggled a lot to pull myself

var. Simdi agabeyim de oraya gitti, Cerkez olayim diyerekten! Orada oturuyorlar hepsi ve inanir misin, mesela
amcalarimin disinda ¢ocuklart falan hi¢bir yere ¢ikmamiglar. Bir tane degirmen sahibi vardwr, Necdet abi,
boyle bakiyor diinyaya. Yani biitiin hayati orada. Giindiizbey 'de ge¢cmis zaman ve diyorlar ki iste “Suna biliyor
musun, baleye gidiyor, baleye!” “Eyvah” demis, “bunu duyacagima Suna’min 6ldiigiinii duysaydim daha
iyiydi.” Diistinebiliyor musun?

% Interview with Efza Kipgak Topgu. 02/11/2007, Ankara- 1969 un Aralik ayiydi. Ben o sene basladim. Neden

sonra da babama soyledim, ‘beni operaya aldilar diye’ ¢iinkii babam hep karsiydr. Cok kisa omiirlii, ¢ok yorucu
bir meslek diye.

206



together. 1 started to dance in small solos, and in 1968, I went to
Germany.’*®

The same problem was voiced by several writers. One of them is Alevcan Oncel,
who in one of his articles, stated that military service for the male company dancers should
have changed. According to him, it was necessary to adjust the personal ballet training in the
context of the required military service, or else soon the state ballet company would not have
any male dancers left.*"’

Selguk Borak while asked if he had any unpleasant experiences due to his occupation
as a dancer, responded that he did not feel any discomfort of being a dancer in the Turkish
society. Yet, he remembered the incident that he had concealed his occupation as a dancer
while doing the military service.””® This indicates that the gender issue was not really
resolved in the eyes of the society with respect to ballet until the 1970s. Nevertheless, some
of the Turkish dancers were luckier than others. Ceyhun Ozsoy recalled his military
experience in a more humorous manner since he was placed in Ankara after his three months
service in Aydin:

I did my military service as a private in Aydin. I made other soldiers play

waltz with ‘davul’ and ‘zurna’, they did not have any idea about what ballet

was. I did ‘coupé-jeté maneges’ (bouncing by turning in the air), came in

the middle and turned four ‘pruvets’ and made a double tour. Everybody

liked me very much then. The frequently asked question was: ‘How could I

turn that fast and did not get a spinning head?” They wanted me to teach

them the same because some of them were going to be ‘commando’. After

three months I was back in Ankara, playing half hour dinner music every
day at the military officer’s club.’”

3% Interview with Feridun Ulusoy. 02/10/2007, Ankara - Copelia’yla basladik ama ben bir siire sonra askere
gittim hemen, yani iste Haziran’'da mezun oldum, Kasim'da askere gittim. 2 sene askerlik beni mahvetti, yani
biitiin iimitler, biitiin beklentiler yok oldu. Ciinkii bir futbolcu diisiiniin 2 sene futbol oynamiyor ve sonra “hadi
¢tk oyna” diyorlar, yani kondisyon tamamen gidiyor ve o 2 senede ¢ok sey kaybettim. Cok sey; bir defa sevkimi
kaybettim en onemlisi. Ondan sonra toparlanmak icin ¢ok ugrastim, didindim. Iste yavas yavas kiiciik basroller
oynadim filan boyle. 1968 'de seye gittim, Almanya’ya gittim.

37 Oncel, Alevcan “Bahgesaray Cesmesi Balesi ve Iki Biiyiik Sorun” (The Ballet Piece Bahgesaray Cesmesi and
Two Great Problems) Diinya newspaper, 12/03/1980

3% Interview with Selguk Borak. 12/18/2006, istanbul

3% Mailing with Ceyhun Ozsoy. 05/15/2007, Dallas - Askerlik hizmetini er olarak Aydin Jandarma taburunda
yaptim. Balenin ne oldugunu bilmeyen askerlere, moral giiniimde, egitim alaninda davul zurna ile vals
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Another major problem regarding the male gender was the economic status of the
company dancers. The payment was quite low according to the standards of living in a city.
Women dancers were somehow a little more advantaged, if not much, because they had the
chance of spouse’s or families’ financial support. But for a bachelor male dancer the
financial life was very difficult. Many male dancers from the first and second generations of
the company left Turkey and established their dancing career abroad. Amongst them were
Tanju Tiizel, Cantiirk Sakarya and Ceyhun Ozsoy. Jale Kazbek had a very vivid memory
related to poor economic conditions of those days:

Our windows were face to face with Tanju Tiizel. One day, I noticed that

he was out in the garden, bended down doing something. I said ‘what are

you doing?’ he responded by telling me to keep quiet, apparently he had set

a trap for starlings. In fact, he caught one right after. I never forgot, he said

‘Jale, look at us, we have to go hunting for our food’, we had such

economic problems. Then of course he left for America.*®

So, this incident presents an absurd state that a principal dancer of a state ballet
company was in such a state that, at certain times, he went hunting for his food. Female
dancers also had financial problems due to their family situation. For example Jale Kazbek,
following her divorce, had experienced financial difficulties, particularly because she had a

child: “We were literally hungry during that time. I was so broke that my child had no shoes.

401
There were such days.

caldirdim. Postallart ¢ikardim, kesleri giydim, meydanda ‘krepe-jete manéz’ (havada déonerek ziplama) yaptim;
ortaya geldim, dort priivet doniip bir de double tour atinca herkez beni ¢ok sevdi. Bana en ¢ok sorduklart spru
su oldu: ‘Yahu kardesim, sen nasil oluyor da o kadar hizli doniiyorsun ve basin dénmiiyor? Bize de
ogretirmisin, ¢linkii komando olacagim.’ 3 ay egitimden sonra Ankara’ya getirildim ve ordu evinde giinde yarim
saat yemek miizigi yaptim (piyano ile).

% Interview with Jale Kazbek. 02/09/2007, istanbul - Tanju Tiizel ile pencerelerimiz birbirine bakard:; bir giin
baktim, bahgeye ¢ikmis egilmis boyle birseylerle ugrasiyor. Ne yapiyorsun dedim, bana sessiz olmami séyledi,
megerse bir tuzak kurmus, sigircik yakalamak igin, hakikaten bir miiddet sonra sigirciklardan biri yakalandi.
Hi¢ unutmuyorum; Jale demisti, su halimize bak, yemegimizi bile aviamak zorunda kaliyoruz, boyle maddi
stkintilar yasadik. Sonra tabii o da Amerika’ya gitti.

“'nterview with Jale Kazbek. 02/99/2007, Istanbul — Biz ¢ok a¢ kaldik, ¢ok... Yani yok para! Nerden olacak,
cocugumun ayakkabist bile yoktu. Oyle giinler yasiyorduk.
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Ceyhun Ozsoy also remembered that the salaries were quite low, but according to him
it was something they accepted without questioning. He loved dancing and usually in the

402" Dame Ninette de Valois

middle of the month, he used to borrow money from his friends.
mentioned the economical issue in her book, Step by Step, but with a certain drawback. She
had written:

In spite of the fact that their salaries are certainly low in comparison with

other countries, they have a security offered to them that is unknown as yet

to their English and American contemporaries. Everything is found for

them during their nine years at the conservatory, and on graduation any

dancer, singer, or actor of an average talent, can look forward with some

security to a permanent job for life and a pension on retirement.**?

In fact, this kind of security was a unique benefit that the other dancers abroad lacked.
Yet, the general thought in Turkey is that this policy had and still has some disadvantages
related to the artistic side. Meri¢ Stimen Kanan expressed her thoughts on this subject and
stressed the fact that dancers abroad are evaluated by their artistic activity every year and if
they are not found successful, then their contracts are terminated. Also they are not paid
during summer time when they do not work. In Stimen’s analysis, the dancers should retire
when they reach the age of forty with a reasonable amount of retirement payment. If the
administrative commission wants to work with a specific dancer after the retirement then the
dancer can be paid by a contract for that specific period and work for the company. It is not
acceptable for Stimen that a ballet dancer stays in the company until the age of sixty-five not
participating in the creative process:

The artistic activity is dead in that sense. Then they just sit back and talk

(...) If the dancers can retire at the age of forty then also we will not have

any problems with the permanent positions (cadre) in the company. The
younger generations would have their jobs ready.***

2 Mailing with Ceyhun Ozsoy. 05/15/2007, Dallas
%3 De Valois, 1977. pp.167-168
4% Interview with Meri¢ Siimen Kanan. 07/11/2007, Datga- Sanat é6ldii. Sonra sadece oturup, laf iiretmeye

bashyorlar... Eger 40 yasinda emekli olursa sanatgi, kadro problemi de yasamayacagiz. Arkadan gelen
genglere yer agilmis olacak.

209



It is also true that many of the second generation male dancers migrated to Europe
and USA, mostly due to the financial difficulties. Furthermore, women dancers from the first
and second generations who retired and lived alone without any partner or family support
today, have little retirement salaries, too low to survive alone. One of the principal dancers
of the first ten years stated that she has to work as a real estate agent in order to earn the
necessary financial budget for her survival. The only support comes from the dancer friends
of the same period. That brings us again to a concept of “building an alternative family”
during the educational years of the conservatory. (fig.27)

Although, we can not deny that very warm relations were established amongst the
first generations of ballet artists, we should also add that there were certain intricacies for
some others. For those the feeling of belonging to a privileged family was also followed by a
certain drawback with respect to the psychological atmosphere of the boarding school. In
fact, not all the students remembered these first years at the conservatory with gratitude.
Aydin Teker’s memories for the 1960s are quite disturbing:

They made young children to do things at school, and I was really disturbed
by that. I was not used to such treatment and I wanted to create ‘I am
special, you can not touch me’ kind of feeling. 1 started to read
Shakespeare at 11 years old, sitting in front of the window. Not that I
understood it but in order to create the image that they could not disturb me.
Because I had a critical eye and could observe my environment with a
critical look. I suppose I was raised in such a family, nobody was
oppressed; everybody was an individual at our home. So I decided to
protect myself in that environment (...) It was difficult. Maybe this should
never be said but I remember once a girl was beaten with a belt by an older
sister. There was an enormous hierarchy (...) older sisters made younger
ones wash their socks, made them do small things but on the other hand
they were also guarding the youngsters. I hated that children were being
used in that way (...) at first, I remember protecting myself and then I tried
to gather younger children under my protection. I remember such pictures
in the dormitory as me reading, I read a lot by the way, to these children,
something related to the evolution of humankind, and then I used to explain
to them. After a while they were under my protection, and when my time
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came to be the older sister, things changed, the environment was
different.**

It seems that the hierarchical structure of classical ballet education, at some level, had
shown its effect on personal relations. Surely, we can not generalize one person’s
experience for the whole community, yet even the fact that one experience happened would
prove that certain possibilities were present. Perhaps this incident was also connected to the
complexities of one to one relationships, particularly between women.

The ballet world was a highly competitive field as many other fields in the context of
performing arts. In addition to that, women dancers had to compete with their own
biological development as well. The physical effects of pregnancy and giving birth were
challenging experiences. The continuation of the dancing career following the birth always
presented many challenges for the women dancers of the Turkish State Ballet Companies.
Eving Sunal expressed her decision to finish her active dance career related to her daughter’s
birth. Even though she had experienced a bad injury at the same period, her body’s response
to the treatment was very good. Perhaps she would have continued dancing for some more
years but the injury coinciding with her pregnancy convinced her to stop dancing at an
earlier age. Instead she directed her energy into administration and teaching. (fig.28)

Jale Kazbek remembered the artistic period right after giving birth and the struggle

for getting into shape in order to continue dancing in her usual roles. It was the period of

5 Interview with Aydin Teker. 03/09/2007, istanbul - Okulda kiiciik ¢cocuklara bir takim isler yaptirirlardh,
boyle ayak isleri filan ve bundan ¢ok rahatsiz oluyordum ben, béyle bir seye aliskin degildim ve “ben dzelim,
bana dokunamazsiniz”1 yaratmak zorunda hissetmistim kendimi. 1lyasinda pencerenin igine oturup
Shakespeare okumaya basladim. Anladigimdam degil ama, bana dokunamazsiniz, éyle bir imaj yaratmak igin.
Ciinkii elestirel bir gézle ¢evreme bakabiliyordum, éyle bir aileden gelmisim demek ki, kimse ezilmezdi evin
icinde, bireyler onemliydi ve o ortamda da kendi varligimi korumam gerektigine karar verdim bir
sekilde...Zordu, aslinda bunu hi¢ séylememek lazim belki de ama hatirliyorum bir kiz, bir abla tarafindan
kayisla doviilmiistii, inanilmaz bir hiyerarsi vardi... O ¢ocuklara ¢oraplar yikatilir iste ayak isleri hep onlara
yaptirthir ama bunun yaninda ne kadar da abla, sahip de ¢ikilir, 6yle seyler de yapilirdi, ikiside vardi. Ben
ikisini de seyredip...o &biir tarafindan nefret ettim, ¢ocuklarin éyle kullanilmasindan...énce birinci etapta
kendimi korudugumu hatirliyorum, ikinci etapta kiiciik ¢ocuklart himayeme almak gibi ama o da ¢ok acayip bir
sey, ¢ok okuyorum ben sonra yatakhanede tablolar hatirliyorum, dort tane kii¢iik ¢ocuk, mesela bir seyler
okuyorum evrimle ilgili filan ve onlara anlatryorum okuduklaruimi, sonra onlar bir sekilde benim korumamda
olmaya bagladilar sonra benim dénemim basladiginda ben abla oldugumda zaten béyle bir sey kalmamisti yani,
ortalik baska tiirliiydii.
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Duygu Aykal’s artistic direction and because Jale Kazbek was recently given birth, Aykal
had changed the usual cast in one of the ballet productions. When Kazbek learned about the
situation, she rebelled. According to her, she had the right to dance that role:

My friends were not able to look at me in the face. So I understood that

they created the rumors as well, about me, being not able to dance in that

role. I did not give any credit to these behaviors. Started rehearsals, but my

feet were very weak. I have gained maybe fifteen kilos. Then I started to

lose my extra weight, every week five kilos were gone.*"

Due to her persevering industriousness, she was able to dance the role.(fig. 29) Kazbek
remembered that Duygu Aykal was happy to see the consequence of her work. Perhaps the
happiness was related to the fact that Aykal herself had experienced similar struggles during
her career as a dancer and a choreographer. In fact, most of the women dancers also
indicated that they had strong supports from their women friends. Efza Kipgak Topgu
remembered that several women dancers gave her advice on how to get into shape faster
after her giving birth.*”’

Apart from the positive encouragements, the personal clashes, particularly in
women’s relations have played significant roles. We mentioned the conflict between Molly
Lake and her student Jale Kazbek during the conservatory years. Their dispute continued
towards the professional years of Kazbek’s dancing career. In fact, she stated that her early

marriage and birth was somehow a kind of reaction towards the perceptions of these people:

Molly used to say that ‘you can’t get married, you can’t achieve anything’. |
was the first one to marry. I gave birth, maybe to defy her. 1 was crazy.

4 Interview with Jale Kazbek. 02/09/2007, istanbul- Benim arkadaslarim yiiziime bakmiyor. Demek ki
dalavereyi bunlar yapmislar, yani “Jale yapamaz” veyahut da bilmem ne! Hani bitti gibi pozisyona sokmuslar.
Ben de hi¢ aldirmadim, dedim ‘sizin cevabinizi ben verecegim” ve basladik provalara ama benim ayak
¢cekmiyor! Falan filan derken ¢alismaya basladik. Ben 5, 10 kilo mu almigim, 15 kilo mu ne? Hepsini vermeye

basladim ben, her hafta bir bes kilo gidiyor, bes kilo gidiyor.

“7 Interview with Efza Kipcak Topgu. 02/11/2007, Ankara — Dogum yapip geldim, Giizide Kalin vardur,
rahmetli oldu, hocamiz. ‘Patik giymeyeceksin’ dedi ‘simdi daha ayaklarin ¢ekmez, ciplak ayak calis’ dedi.
Ondan sonra Deniz Olgay geldi, ‘bdyle dersle kilo veremezsin. Gel, hemen ben sana su Sylphide’i 6greteyim’
dedi. Ders biter, orada bana Sylphide valsini ¢calistirir ki ziplayayim da ¢eksin adaleler diye. Cok destek gérdiim
arkadagslarimdan.
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After the first child was born, she said that I was finished. Because it was
the philosophy. You should not give birth, that was the ideal.**®

Sebnem Aksan recalled the period of the end of the 1970°s when together with other
choreographers, dancers, they organized several alternative dance events in various spaces

09

other than the State Ballet Company’s stages."”” Then as Aksan interpreted, a territorial

attitude began to interfere and a polarization was formed and ‘you and me’ kind of feeling
started to permeate amongst the relations.*!

For women dancers, one of the critical factors which had a great effect on their
artistic life was the nature of intimate relations within the institution of marriage. During the
1960s and the 1970s, the marriage bond was perceived as perhaps more sacred than in
today’s society in Turkey. Therefore, the Turkish ballet had sacrificed some of its best
dancers to the institution of marriage. Suna Ugur recalled about Giilcan Tunggekic, who was
seen as one of the most talented dancers of the Ankara Company, stopped dancing at an
carly stage.*'' Many artists interviewed for this thesis agreed that marriage did not bring her
happiness and she had been very melancholic, in fact, passed away at a very young age.

The story of the twin sisters Rezzan and Umran Urey was even more heartbreaking.
After only ten years of the most successful dancing careers in the Ankara Company, they got
married at the same time. Rezzan Urey’s husband was a doctor. Right after the marriage
wow, he requested from Rezzan Urey to quit dancing. Until that moment, there was not

even a slightest implication of his wish for her to finish her dance career. When she

terminated her career at the Ankara Company, her twin sister Umran Urey also decided to

% Interview with Jale Kazbek. 02/09/2007, istanbul- “Sen evlenemezsin, sen hichir sey yapamazsin” diyordu
bana Molly Lake ve ilk ev{enen ben oldum. Diisiin, daha yeni mezun olmusum, evlenmigim ¢ilgimim ben, bir
cocuk dogurdum, inadina. llk ¢ocuk dogduktan sonra “Jale bitti” dedi. Ciinkii felsefe o. Cocuk yapmayacaksin,
ideal olan o.

%9 One of them was an alternative dance evening in a museum for the Istanbul Festival (fig.30).

419 Interview with Sebnem Aksan. 12/20/2006, istanbul

I Interview with Suna Ugur. 01/11/2007, istanbul
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act in the same direction, stating that she could not continue without her sister. When it was
asked to Rezzan Urey why she accepted her husband’s request, she responded that during the
time she was a public personality, much favored by the media, she could not handle the
thought of getting a divorce right after marrying: “I was so famous that I did not want people

to say: ‘Married today, divorced tomorrow’. I endured resignation.”*'?

Her marriage did not
last long and after three and half years ended with a divorce. Her sister Umran Urey’s
marriage had also finished but it was years later after losing their thirteen years old son. Yet,
they did not return to the company and instead opened a private ballet school, first in Izmir
and then in Antalya.

Deniz Olgay Yamanus, in our interview, expressed her thoughts with respect to the
society’s vision of dancers during the 1960s and the 70s. She considered that the general
vision towards the ballet artists, particularly towards women was not favorable. In public
media, they were the new society’s icons but at homes, for the average Turkish family, they

13

were not considered as ‘suitable spouses’. Ballerinas were perceived as today’s “top
models”, their lives were seen as possessing moral flaws. In fact the life of a ballerina was
extremely disciplined, for Deniz Olgay Yamanus; it was almost a fiercely imposed
appearance: “When you look at it physically, you find that ballet affects your life in such a
powerful way. There is a great discipline. It is like a mold. As if you have been situated
inside a mold.”*"

The older generations of dancers like Tenasiip Onat, Yildiz Alpar, somehow, seemed

to be more supported by their life partners than the younger generations. Yildiz Alpar

2 Interview with Rezzan Urey. 03/25/2007, Antalya- O kadar meshurdum ki “bugiin eviendi,
yarm ayridi” dedirtmemek igin sineye ¢ektim.

3 nterview with Deniz Olgay Yamanus. 12/04/2007, Istanbul- Fiziksel olarak baktigin zaman da hayatini
¢ok etkiliyor. Cocugunla, evinle, kocanla, ézel yasantinla, herseyinle ¢ok fazla etkileniyorsun...¢ok biiyiik bir
disiplin var, balerin dedigin zaman bir kalibi var. Belirli bir kalibin i¢ine sokulmus oluyorsun.
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stressed about her husband’s continuous care all through these years.*'* Tenasiip Onat’s
husband was also involved with the ballet life of his wife and the issues of Turkish ballet as
was understood during our interviews. He was in fact also very knowledgeable about the
history of Turkish ballet and was actively involved with the educational process at Kugu
Bale Studio during the 1970s and 1980s. The younger generations of women were mostly
divorced and remarried. Some stayed single and tried to bring up their children by
themselves without receiving any help from their ex-spouses.

Meri¢ Stimen Kanan touched into another issue related to the different perceptions in
perceiving the gender. As we have mentioned before, most of the male dancers of the
Ankara State Ballet Company had moved to foreign countries and continued their dancing
career abroad. Stimen stated that the male dancers were very talented and earned very little
money here. Moreover, Western companies, generally, were in need of good male dancers.
So they left Turkey and started their career in the West. But none of the women dancers had
done the same thing in the first three generations. For Siimen, the reason was strictly
connected to the control of the families over female children. She was chosen by the San
Francisco Ballet Company but because of her parents’ rejection, she did not continue her
career there.””” Siimen emphasized that she was not discontent at the time because of such a
restriction imposed upon her life. Though today when she looks back she regrets that was

416
the case.

414 Interview with Yildiz Alpar. 12/11/2007, istanbul- Benim moral sponsorum esimdir. Basim stkistigt vakit,
bazen gece 04’de uyumam ben, eskiden Deviet Balesi yokken, herseyi siz yapmak zorundasiniz, giysileri siz
tasarlamak zorundasniz. Kaldiririm egimi de, ‘Yalgincigim kalk bir otur aynamin karsisina’. Zavalli adamcagiz,
oturur. Iste deniz bonesini giydiririm, iistiinii ¢iceklerim filan.

15 Interview with Merig¢ Stimen Kanan. 07/11/2007, Dat¢a- Cocuklar hem ¢ok yetenekliydi, hem para ¢ok azd:
burada. Biz kizlar niye gitmedik, ¢iinkii ana baba birakmadi. Bu ¢ocuklar erkek olarak gittiler, bizde altyapt
cok iyiydi, Avrupada da erkek dans¢i ¢ok azdi. Paralar: gérdiiler, okullari actilar, kaldilar...San Francisko
Bale Toplulugu 'na se¢ilmistim, gidemedim. Babam miisade etmedi.

418 Interview with Meri¢ Siimen. 07/11/2007, Datca
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Whatever the case maybe, many of these artists have stayed in Turkey and played
significant roles in the improvement of the art of ballet. If they had another chance to
choose their career, they stated that they would certainly choose ballet again. Perhaps it is a
cliché answer, but it certainly contains the truth. Their life time devotion and passion can
not be explained by anything else. For instance Osman Sengezer, as one of the most
productive stage and costume designers of Turkish opera, ballet and theater defined his life
in the beginning of Turkish ballet as follows:

In the beginning, I make translations for Madame. I work as an assistant to

the stage designer of Madame. I wait the stage settings during the night

time, go to the tailors’ ateliers, and explain them about the little changes

that Madame asked (...) I never went to any of the birthday parties, never

participated in any national holidays, did not celebrate new years or went on

holidays. If there was not any tour, then I used my summer vacations.

Otherwise, I stayed at the opera night and day, winter and summer for eight

years.*” (fig.31)

He had various memories related to the first thirty years of Turkish ballet which
revealed the essence of those years and the will, the enthusiasm, and the passion of many
artists of the field. One of his memories was related to the big fire of Atatlirk Cultural Center
in Istanbul. Istanbul State Ballet was founded in 1970 and then a fire destroyed its stage in
1972. Osman Sengezer recalled his memories of that night and how they worked to save the
costumes of ‘Swan Lake/Kugu Golii’. It was after the gala performance of the three ballets
which came from Ankara. That night Osman Sengezer also gave a big reception and the next
night they were all in Haldun Dormen’s house. They saw some colors in the sky during which

the phone ringed and informed them about the fire at the cultural center:

We all ran there. Until dawn, I never forget, all the tailors were there,
Giilcan Tunggekic was there. Everybody was shocked. The firemen were

“7 Interview with Osman Sengezer. 03/21/2007, istanbul — Madam’a terciimanliklar yapiyorum, terciimeler
yapiyorum. Madam’in dekorlarini yapan dekoratérlere asistanlik yapiyorum. Geceleri o dekorlarin basinda
duruyorum, terzihanelere gidiyorum, “Madam bunu istedi” diyorum terciime ediyorum “Madam burasini kesin
dedi” diyorum.. Ben hi¢bir yas giinii davetine gitmedim, hi¢ bayram yapmadim, 8 sene Opera’da oturdum.
Hicbir yas giinii, yilbasi, bayram tatili yapmadim. Yaz tatili yapardim turne yoksa. 8 sene her kis, her gece
Opera’da oturdum.
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working; we entered the place and saved the costumes of Swan Lake/Kugu
Golii. Of course you couldn’t save the stage setting. It all burned. This
piece was being staged in Ankara as well. We knew that the next night it
was going to be staged in Ankara, and that all the tickets were sold. At six
o ‘clock in the morning while crying, we all stacked the costumes on the
street. Black water dripping from them. We saved them that night and they
all went to Ankara, dry cleaned and all (...) of course everybody knew of
the fire. Then the curtain rose. The audience started to cry (...) the odor of
the smoke and the smolder hadn’t gone away. It was as if the fire was in
Ankara. Everybody was applauding and crying at the same time. We
staged the Swan Lake/Kugu Golii surrounded by the odor of smoke and
smolder that night.*'®

Their identities were shaped by the stories in which they participated at the State
Opera and Ballet Stages. Although their lives became the parts of Turkish ballet, for some,
tragic stories continued in their personal lives, resulting with their early departures from the
stages. Binay Okurer, the first principal ballerina in Coppelia in 1961, was one of the early
deserters of the ballet scene. In our interview, she stated that it was caused by an impolite

gesture of a man dancer in Istanbul State Ballet. It was also because her newborn son’s

8 Interview with Osman Sengezer. 03/21/2007- Atatiirk Kiiltiir Merkezi, birer perdelik 3 balenin galasini
yaptik ama gergekten miithis bir siikse oldu. Ciinkii Ankara balesinden takviyeli Istanbul balesi, karma bir sey.
Yenide aciliyor iste sey filan.Biri gayet modern, biri gayet klasik acayip bir program. Ben de biiyiik bir davet
vermigim o gece, 30 kisi ¢agirmisim gala’ya. Ondan sonra ertesi gece Haldun’'un (Dormen) evindeyim.
Gokyiiziinde bir acayip renkler oluyor. Telefon ¢aldi, “yaniyor” dediler, kostuk gittik. Sabaha kadar. Sabah
giines dogarken, tabii terziler orada, hi¢ unutmam Giilcan Tunggekic de oradaydi. Kugu Golii 'nii oynayacagiz,
yani birer perdelik 3 bale gala, Kugu Go6lii, Ankara’yla beraber oynaniyor. Sonra bir kadn terzi, miithis bir
kadin terzi var Hikmet Kir adinda, iki erkek terzi daha. Herkes sok béyle, itfaiye ¢alisiyor, kazmalar, sular
stkilyyor. Girip iceriye, Kugu Gélii balesinin kostiimlerini digsart ¢ikardik, tabii dekorlarim kurtaramiyorsun.
Dekorlar yand, sahne biitiin yandr ama sahnenin arkasinda ¢ok biiyiik bir beton duvar var. O duvar soyunma
odalarimi, makyaj odalart ayiriyor. Isi, betonu c¢atlatmig. Tabii itfaiyeciler her seyi paramparca etmisler.
Ciinkii bina kurtarryorlar akillarinca ama orada biliyorsun ki ve o gecenin ertesi gecesi Ankara’da Kugu Gélii
balesi var ve biletler satilmig. Buradan oraya gidiliyor Kugu Gélii oynaniyor! Sabah saat 6,30 Biz hem
aglyoruz, o kadn, o iki terzi, milli kahraman bunlar, hem kostiimleri sokaga yigiyoruz...Kurtariyoruz, ¢iinkii
temsil var. Boyle siyah sular akiyor tuvaletlerden, o tiitiilerden. O tiitiileri goreceksin, ¢ikariyoruz, itfaiye
sokta! Biz bunlart ¢ikariyoruz, ortaya yigiyoruz, giren ¢ikan belli degil! Elbiselerin iistiinden gegiyorlar.
Ankara’nin miinibiisii var, bilmem kimin ozel arabasi var., miniibiise, arabaya dolduruyoruz. Bana yardima
gelenler var tiyatroculardan filan! O gece onlart kurtardik. Ankara’ya gitti. Ankara’da temizlendi. Giselle’in
bir fonu var, mavi fon. Arkaya astilar filan ve anons edildi, yani herkes biliyor, yangini bilmeyen yok. Herkes
anlatiyor Ankara’da, tabii ben Ankara’da degilim. Temizlendi biitiin o kostiimler, bir giinde ii¢ ayri temizleyici,
bir de bazi elbiseler temizlenemiyor. O payetler, pullar, tiiyler, zil. Ondan sonra, perde bir acildi. Salon
aglamaya bagsladi, ¢iinkii is ve kurum kokusu ¢ikmamig ve Ankara Operasi’nda yangin orada gibi. Tabii biiyiik
bir alkis ve agliyor millet ve isler, kokular, yangin kokulari i¢indeKugu Golii oynadik.
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serious illness. She added that ballet was never her only aspiration: “Ballet has never been
my only passion in life. I always wondered about other lives as well.”*"”

Other life styles were somewhere outside the frame of ballet. If they were to be
discovered then one had to abandon the ballet circles, the stages and its anxiety. The body
which was used to train every day could not handle to exist in both spaces. Therefore the
frame of other lives and ballet could only exist as two different universes, side by side but
strictly separated. Perhaps this was also the reason for many of the ballet artists in Turkey to
continue living in their small community, cut off from the outer world.

Although the male dancers interviewed for this thesis never expressed any feelings of
annoyance related to social pressures, it is also known that many of them who had not been
interviewed for the thesis, experienced difficulties in their personal lives. In fact, Binay
Okurer and Giines Berk both think that many of them experienced economic and social
pressures during the 1960s and the 70s, and were inclined towards consuming alcohol to
relax. One of the most successful dancers, Ferit Akin lost his life due to alcohol problems at
a young age.*”® Also Oytun Turfanda though lived longer than Akin lost his life due to the
liver insufficiency. Meri¢ Siimen Kanan stated that actually many dancers in the world are
heavy drinkers. She thinks that the dancers are generally too tired and stressed. In fact, one

of the advices of Dame Ninette de Valois to her was to drink a half glass of wine or sherry

after a tiring day but not get used to have pills and relaxants.

19 Interview with Binay Okurer. 07/10/2007, Bodrum- Bale hi¢bir zaman benim tek tutkum olmadi. Ben baska
hayatlart da merak ettim hep.- In our interview she stated that Ozkan Aslan who was one of the principal
dancers, has acted intolerably at a rehearsal and at that moment she decided to finish her active career in dancing
but everybody knows as well that her son’s spasticism actually contributed her decision. She moved to Bodrum
with her family. After long treatment years in Germany, she has lost her son Sinan. Her other son is an interior
architect, living in Ankara.

20 Interview with Binay Okurer and Giines Berk. 07/10/2007, Bodrum- Erkek dans¢ilar zorluklar yasadi. Bu

toplumda dans¢t olarak yagamanin, ekonomik sikintilarin getirdigi stres, kompleksler, baskilar sonucunda daha
cok i¢meye basladilar. Hepsi ¢ok icerdi. Ferit Akin’t o yiizden kaybettik.
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When we move towards the third and fourth generations of Turkish ballet, we
perceive the mentality and visions started to change. The researcher believes that their way
of involvement with the outer world constituted a more positive experience in relation to
their previous generations in Turkish ballet. Surely, we interviewed the most distinctive
members of this generation like Aydin Teker and Ugur Seyrek. Both of them were very
passionate in their fields and still continue actively working in educational and creative
processes of Turkish ballet.

Aydin Teker, a short time dancer in the Ankara State Ballet Company, entered the
company in 1973 and resigned after two and half years to continue her studies abroad. She
remembers that it was very surprising for her to experience the atmosphere there. In
between the rehearsals, the dancers mostly played cards. It was a completely different place
than Teker had envisaged earlier. For her, one of the distinctive personalities, Meri¢ Stimen
was very different in her serious connection to ballet. Teker remembers her constantly

exercising even on top of the tables.*”!

She also remembers the contemporary dance group
that Sait Sokmen had formed inside the theater company. When asked her opinion on Sait
Sokmen she stated that Sokmen had in fact started important things in state companies but
could not carry on with it. Teker thinks that he did not push himself to the limits.*** Teker

was also inclined towards modern dance, and became the assistant of Duygu Aykal. Then

she applied for a state scholarship, went to London first, and met with Kazuko

! Interview with Aydin Teker. 03/09/2007, Istanbul- Ortam ¢ok benim hayal ettigim gibi degildi. Insanlar
kagit oynuyorlardi. Prova arasinda mesela kagit oynanwyor ve iste haber veriliyor, “yeriniz, roliiniiz
yvaklasiyor” diye, birakwyorlar gidiyorlar, oynuyorlar, gelip oturup kagit oynuyorlar...Mesela bunlar hep beni
¢cok sasirtiyordu, yani benim idealimdeki sanat ortamina hi¢ uymuyordu...Simdi orada seyrediyorum, ama
aralarinda bazilarimi, mesela Meri¢’i hi¢ oyle gormedim. Meri¢ onlara hi¢ karismazdi, oturur iste kendi
provasmi yapar, ayaklaryla ilgilenirdi. Onu hatta béyle masanmn iistiinde filan hatirliyorum! Kendisiyle
ugrasryor ve gayet ciddiydi hi¢ boyle acayip sakalar yapan filan bir halini hi¢ gérmedim Meri¢’in o donemde.
Mesela bu biiyiik bir fark yaratiyordu.

22 Interview with Aydin Teker. 03/09/2007, istanbul- Sait o donem icin énemli bir sey yapti ama devam
ettirmedi, yani zorlamadi kendini, sonuna kadar gitmedi maalesef, yani dyle bir yani var Sait’in.
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Hirabayashi.**® She gave her a reference to continue her education at the graduate program
at SUNY-Purchase, America. There she attended three different technical classes and an
improvisational class a day and worked very hard for composition. Her teacher there was
also Hirabayashi. She forced Teker’s limits who had suffered to expand her classical ballet
training and to move towards modern, contemporary dance:

While every student was having a new assignment, she used to say to me

‘you would do the old and the new, both’. Almost a year passed liked this,

it was such a nightmare. In the improvisation class, we had a teacher. She

used to say to me: ‘Aydin, don’t do arabesque’. Was it possible? It was so

difficult for me because I have entered the conservatory when I was ten

years old and since then I have learned the movements of ‘tandue, degajé,

arabesque’. There has never been an ‘Aydin’ inside these movements.

Then one of my friends told me that she had made her first choreography

when three years old. Then I bursted into cry. You came to realize the

cultural difference. I really suffered a lot.**

Teker insisted on taking modern dance training of all the levels and was graduated
from New York University. All this was possible by a state scholarship of Turkey. Her new
life in modern/ contemporary dance required a time process. It needed some time to acquire
meaning. As far as the creativity was concerned, she had understood that one had to do
nothing but just be oneself and be honest. Being honest with one self brought ‘the real’ and
that communicated itself to other people: “You have to be sincere. You have to make

research and travel to various dimensions.”*%

433 Kazuko Hirabayashi is a Japanese choreographer and teacher, living and working in America. She has been
one of the influential educationers in the contempoarary dance field. She formed Triad Dance Theater and also
Kazuko Hirabayashi Dance Theater. She has been in the faculty of Alvin Ailey American Dance Theater;
Fordham U., the Julliard School and graduate program at SUNY-Purchase.

24 Interview with Aydin Teker. 03/09/2007, istanbul- Herkes mesela yeni édeve geciyor, bana doniiyor “sen
hem eskiyi yapacaksin, hem yeniyi” diyor. Béyle bir sekilde tam bir sene gegti, tam bir kabus. O arada mesela
dogaglama derslerinde Melbond diye bir hocamiz var. Durmadan bana derste ‘Aydin, don’t do arabesque’
diyor. Boyle olmadan bir sey olabilir mi? O kadar zor bir sey ki bu! O kadar zor bir sey ki, ¢iinkii 10 yasimda
girmisim, “bu tandué, bu degajé, bu arabesk” demigler, yani Aydin hi¢ yok ki onun i¢inde! Cok zor bir seydi.
Sonra iste bir arkadasim bana “3 yasinda, ilk koreografimi anneme yaptim” dedi. Bagira bagira aglamaya
basladim, yani kiiltiir farkini. orada gériiyorsun,! Cok canim yandi, ¢ok iiziildiim.

25 Interview with Aydin Teker. 03/09/2007, istanbul- Sonra birden bire anladim ki sen sanat¢i olarak ¢ok
diiriist olursan, kendine diiriist olursan zaten, yani bir sey yapman gerekmiyor. O ¢ok icten ve gercek oluyor ve
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Ugur Seyrek, the youngest artist interviewed, also escaped from Turkey in the end of
1980. He stayed mostly in Germany, dancing in Stuttgart Ballet Company for almost fifteen
years. He experienced both Turkish and European methods of working in professional ballet
companies. When he returned back to Turkey following his retirement as a professional
dancer, he started to share his knowledge with the younger generations of Turkish ballet. He
currently works as the Head Teacher of Istanbul State Ballet Company. In the last four years,
he has been organizing summer camps for ballet students. Inviting both foreign teachers and
Turkish ones, he tries to establish an attitude amongst the young generations towards the
education of ballet. In fact, we met in this camp in Bodrum, during the after hours
following dinner, all the students were intensely involved in organizing their creative
projects which Seyrek has asked of them. So the education does not only consist of
technical classes but is a creative process as well. Seyrek while reviewing the Turkish ballet
retrospectively made interesting comments. He thinks that the concept of future was never
considered seriously in Turkish ballet. There is an indifference rooted in feeling at ease.
Still, the Turkish ballet scene has many very talented people who can arrive at excellent
positions as artists.*® He stated that: “Everything comes to a point and then blocks itself. It
is as if the water turns back. One can’t comprehend. Something makes the water stop

flowing, it draws back.”**’

o baska bir boyuttan insanlara ulasmaya basliyor, yani senin gérevin igten olmak, senin gorevin arastirmak ve
¢ok farkly boyutlara gidebilmek.

28 Interview with Ugur Seyrek. 07/10/2007, Bodrum- 5 sene 10 sene sonrast Tiirkiyede hi¢ diisiiniilmiiyor, ¢ok
onemli degil, o ciddiyeti hi¢hir zaman gormedim burada. Hersey, rahathgin verdigi bir umursamazlik var,
inanilmaz yetenekli insanlar var, ¢ok daha iyi yerlere gidilebilir.

7 Interview with Ugur Seyrek. 07/10/2007, Bodrum- Hersey geliyor bir yere kadar ve orada tikaniyor, suyun
geri donmesi gibi, algilayamiyorsun, bir gii¢ orada onu akitmiyor, suyu geri ¢ekiyor.
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Seyrek stressed the names of Oytun Turfanda and Duygu Aykal as dancers who had
particularly changed the Turkish ballet with their visions, potentials and personal
enthusiasm. They were, in Seyrek’s analysis, very uniting and giving, benevolent in their
lives. Ugur Seyrek believes that: “Turkey needs a renaissance; it needs to shed its old skin.
There is a structure, already established. There is a considerable potential but it is so
congested that is about to explode. We have to set it in motion.”***

As we traveled through the voices of ballet practitioners, these issues are revealed as
the main realities painted the history of ballet world in Turkey. The perception of society
towards ballet dancers have not been a smooth one. There have always been certain
tensions, concerning the “dancing body”. Even if they were seen as role models and icons of
the Western image born in Turkey, they were never really perceived as standard, normal
Turkish citizens. The price was paid while being the perfect image representing a foreign
beauty, yet strongly attached to Turkish surroundings. The struggles over the institution of
marriage, the perception of women dancers being “different” than other Turkish women,
financial difficulties faced strongly by male dancers, the inner problems in the ballet
institutions and political realities of Turkish society have all contributed to this picture.
They deserve further research for the establishment of a deeper understanding of dance
rooted in the modernization attempts of the Turkish Republic. Moreover it should be

declared that the understanding of the past realities of ballet circles can contribute

immensely to the contemporary theory of dance in Turkey.

“% Interview with Ugur Seyrek. 07/10/2007, Bodrum — Tiirkive bir kabuk degistirme istiyor, bir rénesans
istiyor, ¢tinkii var, yapi var, stkismis durumdayiz, kesin patlayacak, potansiyel ¢ok iyi bunu harekete ge¢irmemiz
lazim.
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CONCLUSION

Any construction of the body, however, is also a
construction of the self as embodied, and as such
influences not only how the body is treated but also how

life is lived.*”
Anthony Synott

This research, concentrated on the first thirty years of Turkish ballet traveling through
the state sponsored ballet institutions and their subjects, attempted to form a body of specific
memory in the field of dance in Turkey. The main debates are made visible by the testimony
of individual subjects. In fact, their memories constituted the core concepts of this research.
The critics of Turkish ballet have been included in this testimony as well. Their choices of
words, the syntax of their sentences have implied their perceptions and convictions.

Ballet’s history developed parallel to the historical process in Turkey. With the
Republican reforms, Western arts were introduced to the society, following music and theater
arts, ballet were established with its educational and performing institutions. Therefore, in
the 1950s and the 1960s, as a newly introduced art form, ballet had a privileged status,
particularly among the Republican elite. In the 1970s, with the economic collapse and
political disturbances, Turkish ballet institutions which could not form the necessary
infrastructure, started to face with several problems. In this thesis, the history of these
institutions is traced back until the end of the 1970s, therefore the period after 1980

anticipates for further analysis. Furthermore, in order to arrive a better understanding of the

429 Synott, Anthony. The Body Social —Symbolism, Self and Society, London; New York: Routledge, 1993, p. 37
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contemporary situation of Turkish ballet, it would be more enriching to apply a comparative
approach towards various national ballet companies around the world.**° As it is mentioned
in Chapter I, most of these Western companies have a long history, dating back until the 18"
century. Their artistic and administrative experience was developed through certain
historical periods. Moreover, talented individuals and creators traveled among different
countries in Europe, transferring their accumulation of knowledge to various national
companies, therefore established a reciprocal influence among them. If one compares the
aggregation of the Turkish ballet companies to Western counterparts, then one has to admit
that Turkish ones are still in the beginning of their artistic journey. Yet, the centuries have
passed and ballet as an art form had been also transformed. Either, the artistic field of ballet
in Turkey should adapt itself to the contemporary world, or it has to die. Ballet as opposed to
contemporary dance has still distinctive qualities to propose, yet the strong existence of the
latter compels ballet to renew itself continuously today, rather in more challenging ways than
the past centuries.

One of the aims of this research was building up the references for contemporary
dance practices in Turkey and their relation to wider cultural issues. The environment of
Western forms of dance as it is practiced in Turkey presents certain drawbacks. One of the
weak points is related to the transmission of knowledge between different generations.
Relationships exist as they are established in the context of educational institutions, yet the
knowledge of certain debates and experiences related to artistic visions could not be
transferred to younger generations for the simple reason that the analytical and critical body
of memory of these practices have not been written. As presented in Chapter II, the dance
scholarship in Turkey has been limited to very few examples. Metin And’s historical

approach had led the foundation, unfortunately the most relevant follower who wrote directly

4% As mentioned in above sections, such an example was accomplished (in the context of national folk dance
companies) by Anthony Shay, in his book called Choreographing Politics (2002).
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about ballet and modern dance in Turkey, Jak Deleon produced mostly descriptive works.
Sebnem Aksan tried to bridge the gap in critical and analytical writing on dance. Because
she has been more involved on the practical side, her focus was not sufficiently established
on the theoretical side. More contemporary scholars like Arzu Oztiirkmen, coming from
another discipline such as folklore, contributed to the field of ballet by presenting her
extensive research on the history of national dances and connecting it to the relevant
discussions. She also mentioned the art of ballet as it is practiced in Turkey. Apart from
their works, there have been very few sources, mostly existing in the form of master thesis
and consequently the body of literature on dance suffers from this scarcity extensively.
Today, in the contemporary dance field of Turkey, there are certain ambiguities resulting
from this memory gap. For our part, it is very urgent that we begin to ask more relevant
questions concerning the nature of our interests and ambitions and their placements in our
cultural context, other than the ones shaped by imposed frameworks of foreign theory.

When I tried to establish a historical narrative of state sponsored ballet institutions of
Turkey in Chapter III, two main issues emerged. These were the problematic nature of
institutionalization in the local context and the quest for originality reflected itself in the
effort of creating “the national ballet”. These were dealt in detail in the following Chapters
IV and V. In the process of institutionalization of Turkish ballet, one of the primary concerns
seemed to be the nature of the relationship to foreign experts. Concerning this relationship,
the attitudes of Turkish actors in the field of ballet presented a dilemma. The power relations
were established unavoidably, yet the delicacy of a long term affectionate interaction was
also recognized. The value of the knowledge and expertise needed to be acknowledged.
However the will to acquire more power combined with the tendencies to perceive the British
authorities as ‘colonial’ in nature resulted in an abrasive separation. As this research

indicates this situation has always been a burden on the shoulders of its actors. It is not an
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exaggeration to suggest that the emotions related to this issue are not still resolved. Perhaps
its consequences can be also attributed to a general setback in the state institutions of ballet.
The administrative aspect of the institutions faced severe problems due to these personal
conflicts, but administrative deficiencies were also resulted from the political and economical
instabilities in Turkey. The weakness of democratic tradition had a huge effect on these
institutions, not only administratively but artistically as well. One observes that censorship
prevailed at certain times and the response to the incumbents had failed to accomplish
solidarity in the part of the artistic crew. Therefore, the censored dance pieces were replaced
by others, artists could not establish a common ground to resist outside intrusions. As a
result, there was always a little reliance on each other and particularly a certain tension was
constituted between the administrative group and the dancers. In addition to that, there was a
problem of individual support towards creativity in general. Consequently this has
established a lack of appreciation for the others’ achievements.

In the Turkish state institutions of ballet, the fear or the irritation of ‘the outsider’ was
so strongly established that even today the institutions have many reluctances to accept an
outside vision or contribution into their structures. This attitude affected foreign experts such
as Andrée Howard and Allen Carter, also Sebnem Aksan, as an outsider of state conservatory
education experienced the same, along with many others. Beyhan Murphy, also as an
outsider, has been one of the successful members of Turkish ballet in terms of creating an
acceptance of her work inside the state institutions, yet the recent experience when she
became the Head Choreographer of Istanbul State Ballet Company proved that the prejudices

were still extant.*!

All the artistic disagreements can not be explained in terms of this
dichotomy of educated inside the state institutions or not, however it is important to follow

certain trails and recognize the historical congestions in the process.

! Beyhan Murphy after establishing and directing the Modern Dance Company inside the Ankara State Ballet
institution for ten years, has been appointed as the Head Choreographer of the Istanbul State Ballet Company in
2005, after working less than a year she resigned due to the inner problems of the institution.
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As the military interventions of Turkish political history infused in the state
institutions of ballet, the memories constructed by these interruptions were affected in very
subtle ways. Perhaps the displacements of many Turkish artists were not considered as a
consequence of political life, but it is surely connected to the results of the political
atmosphere on the cultural and social life of Turkish citizens. When Ugur Seyrek chose to
migrate to Germany, his reasons for this decision were strongly connected to the educational
and artistic visions and practices of state institutions of ballet in Turkey.

The institutional structures of arts formed by the state have their limitations and
benefits. The benefits can be seen in the artistic support of Turkish dancers to experience
further progress in foreign countries. Almost all the pioneering generations of Turkish
dancers and choreographers had the support of Turkish state funds along with the British
ones. As a more recent example, Aydin Teker continued her higher education in the USA
through these funds. Yet, the limitations were already established as well. As Meri¢ Siimen
indicated, a life-long contract to become an employee of the state and the late retirement age
proved to be a great nuisance in terms of artistic activity in general. The lack of motivation
in order to push the limits, and the general containment with the existing conditions has
always been the most significant obstacles facing the Turkish national ballet’s creative
process.

The deteriorating conditions of the educational institutions of ballet deserve an
extensive research of its own. The conversion of British staff into Russian and Turkish
teachers contained different levels of contradictions. The conflicts between the Russian and
Turkish teachers in the beginning resulted discontinuities in the educational processes.
However the period dated after 1980 comprised the clues for this discussion; therefore it

could not be covered in the scope of this thesis.
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In Chapter V, the debates on defining “the national” ballet was presented. The artistic
debates which were centered around ‘the national’ strongly linked to the capacities and
incapacities of its actors’ understanding of wider concepts of authenticity, historicity and the
shortcomings of an imitational approach in arts. In the past, many experiments were mostly
centered on the synthesis of folk culture and ballet, particulary in Oytun Turfanda’s works.
Musical scores had the outmost importance and the Turkish composers were very influential
in determining the atmosphere of these ballets. The choreographers’ ideas and desires were
juxtaposed with the composers’, yet they generally failed to establish a common
understanding, and at certain times, resulted the conflictual situations between them. Some
other times, the musical score was found unsuccessful, directly affecting the perception of the
choreography as well.

The research also shows that if the struggles centered around the creation of ‘the
national’ in Turkish ballet scene could accommodate more space for modern approaches,
then at this point we might have been in a different level of perceiving the Turkish ballet.
The creative energy directed towards modern dance was wasted in the context of ballet
institutions. Sait S6kmen’s very early departure of the Ankara State Ballet, Duygu Aykal’s
struggles for continuing her modern choreographies in a classical ballet company, Geyvan
McMillen’s interrupted career in the institutions were all resulted from the artistic policies
that could not be flexible in terms of contemporary needs. There are many classical ballet
companies in the world that extensively included the contemporary dance pieces in their
repertoires. The conflicts in Turkish State Ballet Institutions were not the result of the nature
of ballet companies which were not suitable for more modern approaches in the discipline of
ballet. However the personal artistic visions’ deficiencies included such novelties into their
scope. It would not be completely wrong to suggest that the state ballet institutions of Turkey

have been the cultural spaces to build and impose a preferred national culture from the start,
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therefore the individual initiation which had the risk of not corresponding to these
preferences was not given the priority. In fact Norbert Elias’ concept of ‘habitus’ provides a
deeper understanding in our efforts to conceptualize the deficiencies of the creative aspect of
Turkish ballet. Elias worked on how changes in the structure of society have affected
individual ‘habitus’ along with the psychological aspects of these changes. Although the
habitus of the subjects of Turkish ballet was very recently created, the level of internalization
of state ideologies should be discussed in a wider context.***

In Chapter VI, the main focus was on the subjects of Turkish ballet. Their memories
constituted the main issues mostly centered in gender and identity. The feeling of belonging
to a pioneering community was one of the most significant attributes of the first generations
of Turkish ballet dancers, although one can observe that it gradually weakened as the status
and the importance of this art form has been diminished through time. The gender issues
dominated the ballet scene during the first thirty years. The compulsory military service and
financial difficulties affected the men more than the women dancers. Yet, women also had
their own struggles resulting from biological nature in a physically challenging occupation
like ballet. In fact, the creativity was not supported wholeheartedly and the infrastructure of
ballet institutions was always condemned to be poor. The feeling of inferiority originated
from these facts blocked the creative energy from the 1970s onwards. As far as this research
concerns, a significant success story has been turned upside down and we are still
experiencing the psychological drawbacks of the past, though perhaps they gradually fade
away with the new generations of dancers in Turkey.

To conclude it should be confessed that this research longs to transform itself into a

documentary format by assembling the knowledge in an artistic way of expression. The need

432 The reference for Elias’ discussion on this subject can be cited as Elias, Norbert. On Civilization, Power and

Knowledge, Univ. of Chicago Press, 1998
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is derived from a certain impossibility of transforming the nature of those experiences into a
spoken language. The researcher was deeply moved by and felt the incapability of
transferring the memory as a whole as it is expressed by this thesis’ subjects. That also
included the possibility of hazard by squeezing them into a general discourse of nationalism,
Westernization and modernization theories.

Finally, it should be stressed that the field of dance can provide a space that the
individual expression has the chance to free from all the conventional restraints. The more
‘docile’ bodies are produced by various disciplines, the more subtle dancing bodies have the

robust probability of resistance. One should be attentive not to waste the chances.

230



BIBLIOGRAPHY

Ahmad, Feroz. The Making of Modern Turkey, London: Routledge,1993
Akn, Nur. 19. Yiizyilin Ikinci yarisinda Galata ve Pera, Istanbul: Literatiir Yay., 1998

Prepared for Publication by Aksan, Sebnem & Ertem, Gurur. Yirminci Yiizyilda Dans Sanat:
Kuram ve Pratik, Istanbul: Bogazi¢i Universitesi Yay, 2007

Aksoy, Biilent. “Cumhuriyet Donemi Musikisinde Farklilasma Olgusu”, Cumhuriyet’in
Sesleri, Tarih Vakfi Yay., 1999

Aktas, Melike. “Tiirkiye’de ilk Devlet Opera ve Balesi’nin kurulusu”, 30. Yilinda Istanbul
Devlet Opera ve Balesi (1960-1990) Kitap¢igi, Istanbul Devlet Opera ve Balesi Midirligi
Arsivi

And, Metin. Turkish Dancing: A Pictorial History of Turkish Dancing, from Folk Dancing to
Whirling Dervishes, Belly Dancing to Ballet, Ankara: Dost pub., 1976

And, Metin. Génlii Yiice Tiirk: Yiizyillar Boyunca Bale Eserlerinde Tiirkler, Ankara: Dost
Pub., 1958

And, Metin. Tiirkiye’de Balenin Kisa bir Tarihi, Cyril W. Beaumont, Kisa Bale Tarihi, ¢ev:
Ozcan Baskan , Istanbul: Elif Yay., 1964

And, Metin. Tiirkiye'de Italyan Sahnesi, Ankara: Tiirk Tarih Kurumu Basimevi, 1970

And, Metin. A History of Theatre and Popular Entertainment in Turkey, Ankara: Forum
Yay., 1963-64

And, Metin. Tiyatro, Bale ve Opera Sahnelerinde Kanuni Siileyman Imgesi; [Fransizcadan
ceviren, Sehsuvar Aktas]. Ankara : Dost Kitabevi, 1999.

And, Metin. Oyun ve Biigii- Tiirk Kiiltiiriinde Oyun Kavrami-, Istanbul: Tiirkiye Is Bankas1
Kiiltiir Yay., 1974

Au, Susan. Ballet and Modern Dance, London: Thames and Hudson Ltd, 1988

Bir Yurttas Yaratmak 1923-1950 —Muasir Medeniyet icin Seferberlik Bilgileri-, Istanbul:
YKY, 1998

Basgdz, ilhan. Tiirkiye nin Egitim Cikmazi ve Atatiirk: Sorunlar- Coziim Aramalari-
Uygulamalar, Ankara: T.C. Kiiltiir Bakanligi, 1995

231



Benari, Naomi. The Lives and Times of Molly Lake and Travis Kemp, London: Avon Litho
Ltd., 1990

Bourdieu, Pierre. The Field of Cultural Production-Essays on Art and Literature-,
Cambridge: Policy Press, 1993

Bozdogan, Sibel. Modernizm and Nation Building — Turkish Architectural Culture in the
Early Republic-, Seattle: University of Washington Press, 2001

Ed. by Bozdogan, Sibel/Kasaba, Resat. Rethinking Modernity and National Identity in
Turkey, Seattle: University of Washington Press, 1997

Ed. by Balakrishnan, Gopal. Mapping the Nation, London, New York: Verso, 1996
Ed.by Bora, Tamil. Modern Tiirkiye 'de Siyasi Diisiince- Milliyetcilik, Istanbul: {letisim, 2003

Carter, Alexandra. The Routledge Dance Studies Reader, London, New York: Routledge,
1998

The Columbia Electronic Encyclopedia, 6th ed. Copyright © 2007, Columbia University
Press.

Ed. By Csordas, Thomas, J. Embodiment and Experience: the Existential Ground of Culture
and Self, Cambridge; New York: Cambridge University Press, 1994

Cakagil, Necla. Ankara’da Dans, Ankara: T.C Kiiltiir Bakanlig1 Yay., 1997

Cecen, Anil. Atatiirk ’iin Kiiltiir Kurumu: Halkevleri, Ankara: Giindogan Yay., 1990
Davidson, Glady. Ballet Biographies, London: Werner Laurie, 1952

Deleon, Jak. Beyoglu 'nda Beyaz Ruslar, Istanbul: Remzi Kitabevi, 2003

Deleon, Jak. Osmanli’dan Cumhuriyete Tiirk Balesi, Istanbul: Dénemli Yay., 1986
Deleon, Jak. Cumhuriyet Dénemi Tiirk Balesi, Istanbul: Iletisim Yay, 1992

Deleon, Jak. Séylesi (Bale/Dans), Istanbul: Puhu Yay, 1986

Deleon, Jak. Kisa Bale ve Modern Dans Tarihi, Istanbul: Altin Kitaplar Basimevi, 1993

Deleon, Jak. 200 Bale ve Dans: Kiinyeler, Konutlar, Tarihsel, Koreografik ve Elestirel
Notlar, Istanbul: YKY, 1997

Deleon, Jak. 100 Turkish Ballets- In Commemoration of the 50" year of the Turkish state
Ballet, Istanbul: Siemens Leasing, 1998

Deleon, Jak. Ballet in Turkey, Istanbul: Current Turkish Thought Series, Redhouse Press,
1986

232



De Valois, Dame Ninette. Come Dance with Me: A Memoir, 1898-1956, London: Lilliput
Press, new edition 1999, first edition 1957

De Valois, Dame Ninette. Step by Step, London: A. Howard & Wyndham Company, 1977

Duhani, Said. N. Beyoglu 'nun Adi Pera Iken, Istanbul: Celik Giilersoy Vakfi Istanbul Kiiltiir
Yay., 1990

Dunaway, David. K., Baum, Willa K., Oral History-An Interdisciplinary Anthology-, Walnut
Creek: AltaMira Press, 1996

Elias, Norbert .On Civilization, Power and Knowledge: Selected Writings, Chicago; London:
The University of Chicago press, 1998

Ed. by Erdumlu, Giingér. Modernlik ve modernlesme Stirecinde Tiirkiye, Ankara: Babil, 2004
Ed. by Evci, Muzaffer. Adim Adim- Dame Ninette de Valois-, Ankara: Favori Yay, 2003

Evci, Muzaffer. “Sahne Sanatlari1 /Bale” in Tiirkiye Cumhuriyeti’nin Temeli Kiiltiirdiir,
Ankara: T.C. Kiiltiir Bakanligi, December, 2002

Fenmen, Beatrice. Bale Tarihi, Ankara: Sevda-Cenap And Miizik Vakfi Yay, 1986

Ed. by Foster, Susan Leigh. Choreographing History, Bloomington: Indiana University
Press, 1995

Foster, Susan Leigh. Choreography and Narrative- Ballet’s Staging of Story and Desire-,
Bloomington: Indiana University Press, 1996

Foucault, Michel. Discipline and Punish, New York: Vintage books, 1979

Garafola, Lynn. “Diaghilev’s Cultivated Audience” in ed. by Carter, Alexandra. The
Routledge Dance Studies Reader, London; New York: Routledge, 1998

Gellner, Ernest. Nationalism, London: Phoenix, 1998

Gellner, Ernest. Encounters with Nationalism, Oxford; Cambridge, Mass.: Blackwell
Publishers, 1994

Giddens, Anthony. Modernity and Self-ldentity.: Self and Society in the Late Modern Age,
Padstow, Cornwall: Polity, 1991

Gruen, John. The private World of Ballet, New York: The Viking Press, 1975

Giivenc, Bozkurt. Tiirk Kimligi- Kiiltiir Tarihinin Kaynaklari, Istanbul: Remzi Kitabevi, 3.
Basim, 1995

Jonas, Gerald. Dancing-The Pleasure, Power, and the Art of Movement-, New York: Harry
N. Abrams, Inc., 1992

233



ed. by Hobsbawn, Eric& Ranger, Terence. The Invention of Tradition, Cambridge; New
York: Cambridge Univ. Press, 1983

Kiiltiir Politikalar1 Sempozyumunda Sunulan Bildiriler- 26-28 Ekim 1998-, Tiirkiye 'de Kiiltiir
Politikalar1, Istanbul Kiiltiir ve Sanat Vakfi, Kiiltiir Girisimi, Istanbul: Dogan Ofset, 2001

I Uluslararasi Izmir —Miizik ve Sahne Sanatlar: Kongresi-, izmir: izmir Biiyiiksehir
Belediyesi Kent Kitapligi Kiiltiir Yay., 2003

ed. Kandiyoti, Deniz/ Saktanber, Ayse. Fragments of Culture- The Everyday of Modern
Turkey-, New Brunswick, N.J: Rutgers University Press, 2002

Karadémerlioglu, Asim. Orada bir Koy Var Uzakta: Erken Cumhuriyet Doneminde Koycii
Soylem, Istanbul: Iletisim Yay, 2006

Kalaycoglu, Ersin. “The Making of the Modern Turkish State”in ed.by Kesselman, Mark;
Krieger, Joel; Joseph, William A. Introduction to Comparative Politics, Boston: Houghton-
Migglin, 2005

Kalaycioglu, Ersin. Turkish Dynamics —Bridge Across Troubled Lands-, New Y ork: Palgrave
Macmillan, 2005

Keyder, Caglar. “Whither the project of Modernity-Turkey in the 1990s”, Ed. by Bozdogan,
Sibel/Kasaba, Resat. Rethinking Modernity and National Identity in Turkey, Seattle:
University of Washington Press, 1997

Kirby, Fay. Tiirkiye de K6y Enstitiileri, Ankara: imece Yay, 1962

Kirstein, Lincoln. Dance- A Short History of Classical Theatrical Dancing-, New York: G.P.
Putnam’s Sons, 1935

Ed. by Kocabasoglu, Uygur. Modern Tiirkiye 'de Siyasi Diistince- Modernlesme ve Baticilik,
Istanbul: Iletisim, 2002

Lester, Susan. Ballet Here and Now, London: Dobson Books Ltd, 1961
Lieven, Prince Peter. The Birth of the Ballet-Russes, New York: Dover pub., 1973
Lifar, Serge. A History of Russian Ballet, London: Hutchinson & Co. Ltd., 1954

Mardin, Serif. “Projects as Methodology”, Ed. by Bozdogan, Sibel/Kasaba, Resat; Rethinking
Modernity and National Identity in Turkey, Seattle: University of Washington Press, 1997

Marigny, C.de. “Is Dance an International Language?”, in ed. by B. Schonberg, World Ballet
and Dance 1990-1991, London: Dance Books, 1990

Oztiirkmen, Arzu. Tiirkiye 'de Folklor ve Milliyet¢ilik, istanbul: Iletisim Yay, 1998

234



Oztiirkmen, Arzu. “I Dance Folklore”, ed. by Kandiyoti, Deniz/ Saktanber, Ayse. Fragments
of Culture- The Everyday of Modern Turkey- New Brunswick, N.J.: Rutgers Univ. Press,
2002

Sorell, Walter. The Dancer’s Image: Points & Counterpoints, New York: Columbia
University Press, 1971

Souritz, Elizabeth (trans. by Banes, Sally & Visson, Lynn). Soviet Choreographers in the
1920s, Durham: Duke University Press, 1990 (first published by Iskusstvo, 1979)

Shay, Anthony. Choreographing Politics: State Folk Dance Companies, Representation and
Power, Middletown, CT: Wesleyan University Press, 2002

Synott, Anthony. The Body Social —Symbolism, Self and Society-, London; New York:
Routledge, 1993

Tan, Nail. Cumhuriyet Donemi Kiiltiir Calismalarimin Diinii, Bugiinii, Yarini; Ankara: BRC
Basim Mat., 2003

Tarcan, Selim Sirr1. Selim Surri Tarcan: Hatiralari, Istanbul: Tiirkiye Yay, 1946

Tevtik, Riza “Memalik-1 Osmaniye’de Raks ve Muhtelif Tarzlar1”, ed. Evliyaoglu, Sait.
Baykurt, Serif. Tiirk Halk Bilimi, Ankara: Ofset Reproduksiyon Matbaacilik, 1988

ed. By Thomas, Helen. Dance in the City, London: Macmillan Press Ltd., 1997
Tongug, Engin. Devrim acisindan Koy Enstitiileri ve Tongug, Istanbul: Ant Yay, 1970
Tongug, ismail Hakki. Egitim Yoluyla Canlandirilacak Kéy, Istanbul: Remzi kitabevi, 1947

Tonkin, Elizabeth. Narrating Our Pasts, Cambridge; New York: Cambridge Univ.Press,
1992

Topgu, Efza Kipgak. Ankara Devlet Balesi’nin Gelisimi ve Repertuar1 ve Ankara Devlet
Konservatuari, Miizik Ansiklopedisi, Ankara: 1985

Ustel, Fiisun. Tiirk Ocaklari- Imparatorluktan Ulus-Devlete Tiirk Milliyetciligi-1912-1931,
Istanbul: Iletisim, 1997

Usdiken, Behzat. Pera’dan Beyoglu'na 1840-1955. Istanbul: Akbank Kiiltiir ve Sanat Yay.,
1999

Woodward, lan. Ballet, Great Britain: Hodder and Stoughton Ltd, first printed 1977

Wulff, Helena. Ballet Across Borders, Oxford; New York: Berg / Oxford International
Publishers Ltd., 1998

235



Journals
Aksan, Sebnem. “Atatiirk Tiirkiyesi’nde Bale”, Ist. Devlet Giizel Sanatlar Akademisi- yayin
no: 86; 10/26-28/1981

Aksan, Sebnem. “Theatrical Dance in the Republic of Turkey”, Society of Dance History
Scholars 1998 Conference Proceedings, Oregon: University of Oregon, 06/18-21/1998

Aksan, Sebnem. “Tiirkiye’de Opera ve Bale Egitimi”, Milliyet Sanat, 03/01/1989

Aksan, Sebnem. “Bir Eserin Ozgiinliigii, Yaratic1 Giiciin Ozgiirliigiine Baghdir”, Milliyet
Sanat, 03/01/1991

Altar, Cevat Memduh. “Sanat Hareketleri”, Ulkii, say1:103, January, 1946

Anderson, Zoe “Madam’s Missionaries”, About the House- The Magazine of the Royal
Opera House-, London: Origin Publishing, Feb. 2006,

And, Metin. “Tirk Balesine Dogru 1- Su¢ Kimin?”, Kim, 06/05/1958

And, Metin “Tiirk Balesine Dogru 3” Kim, 06/20/1958

And, Metin. “Tiirk Balesine Dogru 5-Isbirligi”, Kim, no:6, 06/04/1958

And, Metin. “Tiirk Balesine Dogru 6- Gergek Isbirligi”, Kim, no.8, 07/18/1958
And, Metin. “Yeni Bale Okulu”, Forum, no: 20, 01/15/1955

And, Metin. “Ballet in Turkey: The Achievements of the Turkish National Ballet”, The
Dancing Times, London, Feb. 1966

And, Metin. “De Valois Sparks Turkish Season”, Dance News, New York, June, 1960

And, Metin. “ Turkey gets its First Evening Length Ballet”, Dance News, New York, Jan.,
1961

And, Metin. “Twenty Years of Turkish Ballet”, Dancing Times, London, May, 1967
And, Metin. “Cark”, Dost, n0.56, June, 1969
Baker, Meath Elizabeth. “Memories of Madame”, Cornucopia, issue 23, volume 4, 2001

Baltacioglu, Ismail Hakk1. “Koy Enstitiiileri hem Kemmiyetin hem de Keyfiyetin Zaferidir”,
Yeni Adam, 1940

Baltacioglu, ismail Hakki. “Pedagojim ve K8y Enstitiiteleri”, Yeni Adam, July, 1952

Basaga, Nermin. “Report: Turkey”, Ballet International, April, 1984

236



Carter, Angela. “Contemplating the Universe”, Dance Now, vol.2,no.1, 1993
Devlet Opera ve Bale Dergisi, all issues
“Gece Yarisindan Sonra Cehresi Degisen Sehir”, Resimli Hayat, no:36, April, 1955

Glasstone, Richard “The Turkish state Ballet Revisited”, Dancing Times, London, April,
1992

Glasstone, Richard. “De Valois’ Turkish Venture”, Dance Now, vol.8, no.1, Spring 1999
Giilay, Ses, 02/15/1961

Glinel, Sadi. “Turkey: Development of a National Ballet”, Dancing Times, London, Sept.,
1954

Kealiinohomoku, Joann. “An Anthropologist Looks at Ballet as a Form of Ethnic Dance”.
Impulse 1969-70: 24-33, 1969. Reprinted in JASHM 1(2): 83-97)

Kemp, Travis. “Tirk Balesinin Gelecegi Ne Olacaktir?”” unpublished manuscript, Ankara
State Conservatory Conferences. From the private collection of Sebnem Aksan.

Lake, Molly “Progress in Turkey”, Dance and Dancers, London, Nov., 1960
Miimtaz, Talat “Anadolu Rakslar1”, Milli Mecmua, vol: 10, no:3, pp.1791-92
Newton, Joy. “First Ballet Step in Turkey”, The Dancing Times, London, Feb., 1948

Newton, Joy. “The Turkish National Ballet Academy”, The Dancing Times, London, July,
1949

Newton, Joy. “The Turkish National Ballet School”, The Dancing Times, London, March,
1951

Newton, Joy. “Yesilkoy Ballet School”, The Dancing Times, London, March, 1948
Tarcan, Selim Sirr1. “Ritmik Danslar”, Muhit, no:1, Tesrinisani; 1928

Oral, Zeynep “Tiirkiye’de ilk Bale Temsillerinden Kirk Y1l Sonra Balenin Kurucusu
Arzumanova i¢in Jiibile Yapiliyor”, Milliyet Sanat, Istanbul, April, 1975

Oztiirkmen, Arzu. “Dansta ‘Millilik’ve ‘Yerellik’ Kavramlar1 Uzerine Diisiinceler”, Sanat
Diinyamiz, sayt: 85, Fall, 2002

Oztiirkmen, Arzu. “Politics of National Dance in Turkey: A Historical Reappraisal”,
Yearbook for Traditional Music, International Council for Traditional Music, 2001

Oztiirkmen, Arzu “Modern Dance Alla Turca: Transforming Ottoman Dance in Early
Republican Turkey”, Dance Research Journal, Summer 2003, 35/1

237



Oztiirkmen, Arzu “Selma Selim Sirr1 hanim ve Bedii Rakslar: Modern bir Dans Tiiriiniin
Anlami Uzerine Diisiinceler”, Toplumsal Tarih, 39, March, 1997

Oztiirkmen, Arzu “Celebrating the National Holidays in Turkey: History and Memory”, New
Perspectives on Turkey, No.25, Fall:47-75

Oztiirkmen, Arzu. “The Role of the People’s Houses in the Making of National Culture in
Turkey”, New Perspectives on Turkey, 11, 1994

Oztiirkmen, Arzu. “Turkey”, EWIC Arts: Folk Dancers and Folk Singers, Koninklijke Brill
NV, Leiden, 2007

Oztiirkmen, Arzu. “Folk dance and Nationalism in Turkey”, Proceedings of the 17th
Symposium of the Study Group on Ethno-choreology, 1992, vol.1

Sanli, Sevgi. “Madam’s Turkish Company”, Dancing Times, April, 1994.
Sav, Omer Atilla. “K&y’de Bale mi? Bale’de Koy mii?”, Milliyet Sanat, no: 126, 04/04/1975
Tarcan, Selim Sirr1. “Halk Rakslar1 ve Zeybek Oyunu”, Muhit, no:8, June, 1929

Tembeck, Iro. Dancing in Montreal- Seeds of a Choreographic History-, The Journal of the
Society of Dance History Scholars, vol.5, no:2, Fall 1994

The Royal Opera House’s ROH2 Program booklet, “35 Degrees East”, Project Manager:
Rebecca Hanson, Creative Director: Deborah Bull, 03/25-28/2006

Yilmaz, Hakan. “Democratization from above in response to the international context:
Turkey, 1945-1950” New Perspectives on Turkey, no.17, Fall, 1997

Yedigiin. 04/09/1940
Yedigiin. 06/18/1940
Yedigiin, 06/25/1940
Yedigiin, 29.Tesrinievvel.1940
Yedigiin, 03/10/1941

“Yiiz Giizelligi Ayaktan Baslar”, Resimli Hayat, no: 22, 02/1954.

Newspaper Articles

Alp, Nihal. “Ulusal Bale’ye Dogru”, Baris, 03/21/1975

And, Metin. “Ingiliz-Tiirk Kiiltiir Haftas1”, Vatan, 05/07/1959

238



And, Metin. Aksam, 03/02/1961

And, Metin. Ulus, 03/25/1961

And, Metin. Ulus, 06/4-5/1963

And, Metin. Ulus, 04/16/1964

And, Metin. Ulus, 04/08/1958

And, Metin. Ulus, 09/13/1960

And, Metin “Coppelia”, Ulus, 02/02/1961

And, Metin “Gene Balemiz Uzerine”, Ulus, 03/25/1961
And, Metin “Todd Bolender”, Ulus, 04/06/1961

And, Metin. “Baleler Gegidi”, Ulus, 03/07/1963

And, Metin. “Bir Coziim”, Ulus, from the private collection of Deniz Olgay Yamanus
And, Metin. “Cesmebasi- i1k Tiirk Balesi”, Ulus, 02/25/1965
And, Metin. “Dame Ninette de Valois”, Ulus, 01/25/1967

And, Metin. “Findikkiran”, unknown newspaper, 1969, from the private collection of Deniz
Olgay Yamanus

And, Metin. “Uc Yeni Bale”, Ulus, 06/03/1970
Ajans Tiirk, 08/01/1973
Aksoy, Erol. “Tiirk Balesinin basarisi: Coppelia”, Terciiman, 02/02/1961

Aktag, Arsan. “Balemizin Carkina Eklenen Yeni Disli (2)- Sait Sokmen: ‘Dans Evrensel Bir
seydir’”, unknown newspaper from the private collection of Deniz Olgay Yamanus

Aksam, 04/26/1971

Alp, Nihal. “Tiirk Balesine Dogru Egilimler”, Barig, 03/21/1975
Alpar, Hayri. “Coppelia”, Yeni Gazete, 02/01/1961

Andak, Selmi. Cumhuriyet, 06/03/1973

Ankara, 09/18/1974

Atila, Omer. “Cark”, Milliyet, 06/06/1968

239



Atila, Omer. “Tiirk Balesi 20 Yasinda”, Milliyet, 01/28/1967
“Balerin Meri¢ ve Oytun Turfanda Varsova’da”, Milliyet, 05/21/1976
Basaga, Nermin. “Ug Bale”, Yeni Giin, 01/05/1971

Berk, Selma. Son Havadis, 06/09/1975

“Bu da Yobazligin Bagka bir tiirii”, Vatan, 12/? /1976, from the private collection of Deniz
Olgay Yamanus

“Bulgaristanda herkes Tiirk balerinlere hayran kald1”, Yeni Gazete, 10/17/1966
Bilaloglu, Ajlan. “S6kmen’s Cark’1 baslad1”, Yeni Gazete, 11/20/1968

Cumbhuriyet, 08/14/1966

Cumhuriyet, 11/04/1973

Cambel, Perihan. “Romeo-Jiilyet Gosterisinin acikladigi Sorunlar”, Vatan, 02/22/1972

Cetin, Celaleddin, “Coppelia’dan Sonra”, unknown newspaper from the Archive of Deniz
Olgay Yamanus, 02/01/1961

Clarke, Mary; Monahan James. “Dame Ninette de Valois”, The Guardian, 03/09/2001
Daily News, 08/15-16/1966

“Devlet Balelerinde Anadolu’nun Problemleri”, Cumhuriyet, 03/25/1975

“Devlet Balesi Ulusal Baleye Dogru Gidiyor”, Zafer, 04/04/1975

“Devlet Balesi’nden Meri¢ Siimen ve Oytun Varsova’daki Yildizlar Gegidine Katiliyor”,
Hiirriyet, 05/13/1976

“Devlet Opera ve Balesi Sanatgilar1 yurtdisinda gosterilere Katilacak™, Hiirriyet, 05/19/1976
“Devlet Balesi Hiirrem Sultan’la Perdelerini A¢t1”, Ankara Office, Terciiman, Feb., 1977.
“Devlet Balesi Nihayet Perdelerini A¢abildi”, Milliyet, 01/21/1977

Diinya, 04/02/1975

Diinya, 06/23/1971.

Dormen, Haldun. “Cesitleme- Hiirrem ve Oytun Turfanda”, Milliyet, 12/19/1977

Dormen, Haldun. “Ilk Uzun Tiirk Balesi”, Milliyet, 06/02/1977

Dormen, Haldun. “Siimen ve Jiilyet”, Milliyet, 02/12/1978

240



Emre, Hiiseyin. “Tiirkiye’de Bale ve Oytun Turfanda”, Diinya, 02/16/1979

Es, Hikmet Feridun. “Mes giyen Tiirk Balesi”, 10/22/1976, unknown newspaper from the
private collection of Deniz Olgay Yamanus

Evening Star, 08/17/1966
Gtiveng, Faruk. “Kodalli’nin Hiirrem Sultan’1”, Milliyet, 02/21/1977

“-Giizelleme- Ballet Piece where the Village Clothing Mixed with Palace Costumes was not
aroused the Expected Interest”, Yeni Ulus, 04/04/1975

Hekimoglu, Miiserref. “Baskent’in Tansiyonunu Sanat Olaylar1 Diisiiriiyor- Romeo ve Jiilyet
Riiya gibi bir Bale, bu riiyay1 Sunay da gordii”, 11/31/1972, unknown newspaper from the
private collection of Deniz Olgay Yamanus

Hekimoglu, Miiserref. Yeni Halk¢i, 11/19/1974

Hekimoglu, Miiserref. “Mes Giymeleri Onerildi”, 10/14/1976, unknown newspaper from the
private collection of Deniz Olgay Yamanus,

Hekimoglu, Miiserref. “Kugu Goli”, Yeni Halk¢i, 11/19/1974

“Hiirrem Sultan Biiyiik Ilgiyle Izleniyor”, Bars, 02/06/1977

“Hiirrem Sultan Balesinin Galasi ¢ok Tenhayd1”, Cumhuriyet, 01/23/1977
“Hiirrem Sultan Balesi basariyla Siirdiiriiliiyor”, Bugiin, 02/03/1977

Hiirriyet, 01/30/1961

Kabakli, Ahmet. “Coppelia”, Terciiman, 02/02/1961

“Kaftanlarin Danst”, Cumhuriyet, 02/21/1977

Karadeniz, Engin. “Akses, Turfanda ve Pembe Kadin”, Cumhuriyet, 02/27/1973
Karadeniz, Engin. “Tereciye Tere Satmak ya da Biti Kanlanmak™, Yeni Ulus, 03/25/1975
Karadeniz, Engin. Cumhuriyet, 04/07/1975

Karadeniz, Engin. “Ezenler, Ezilenler, ve...”, Cumhuriyet, 10/30/1975
Karadeniz, Engin. “Su ‘Hiirrem Sultan’ {izerine”, Cumhuriyet, 02/13/1977

Kemp, Travis. Under the title of “Bale {izerine bir Tartisma”, Ulus, ?/?/1966. From the
private collection of Muzaffer Evci.

241



“Meri¢ Siimen and Oytun Turfanda ”. 12/24/1974, unknown newspaper from the private
collection of Deniz Olgay Yamanus

Milliyet, 04/18/1975
Morning News, 08/18/1966

Nutku, Ozdemir. “Devlet Bale Toplulugunun Basarili bir Temsili: Sylvia”, Cumhuriyet,
02/03/1967

Olay, 02/14/1975

Oncel, Alevcan “Bahgesaray Cesmesi Balesi ve iki Biiyiik Sorun”, Diinya, 12/03/1980
Peri, Giil. “Kibris Gorligmeleri yapilirken Politika ve Bale Kolkolaydi”, Aksam, 12/03/1967
Resmi Gazete, 07/23/1970, no: 13557

Sav, Atilla Omer. “Tiirk Balesi 20 Yasinda”, Milliyet, 01/28/1967

Sav, Omer Atilla. “Kugu Golii”, Millliyet, 11/01/1974

Sav, Omer Atilla. “Don Kisot”, Milliyet, 01/09/1976

“Saz Baleye Girdi”, Terciiman, 03/28/1975

Soylu, Haluk. “Ug kizkardes, Cark, Kanli Diigiin”, Yeni Tanin, 11/26/1968

Soysal, Miimtaz. “Olusum”, Milliyet, 04/14/1976

Tarkan, Nilgiin. Milliyet, 10/28/1975

Tarkan, Nilgiin. Milliyet, 10/17/1975

“Tiirkiye’nin Giiglii Sanatgilart diin aksam Neptiin’de konser verdi”, Halkin Sesi, 06/10/1967
“Ulusal Baleye Dogru”, Barig, 03/21/1975

“Ulusal Bale”, Kelebek, 04/10/1975

“Ulusal Balenin Dogusu”, Diinya, 04/02/1975

Ulug, Hincal. “Ulusal Bale veya Oytun Turfanda”, Ankara, 03/28/1975

“U¢ Yeni Balede de Tiirk Halk Motifleri Var”, Halk¢i, 04/04/1975

Yalcin, Emre. “Cumhuriyet Déneminin ilk Lirik Sahne Operas1: Ozsoy Operas1”, Hiirriyet,
12/08/2000

Yanki, 09/10/1980

242



Yeni Giin, 11/13/1971
“Yeni bir Tiirk Balesi Hiirrem Sultan”, Tasvir, 01/24/1977

“70 Yasindaki Koreograf Tiirk Balesine Hayran”, Hiirriyet, 02/19/1978

Thesis

Akin, Yigit “Not Just a Game: Sports and Physical Education in Early Republican Turkey-
1923-51” (B.U., HTR, MA Thesis, 1993)

Dehmen, Bedirhan. “Appropriations of Folk Dance at the Intersection of the National and the
Global: Sultans of the Dance” (B.U., Graduate Ins. Of Social Sciences, M.A Thesis, 2003)

Dinger, Fahriye “Formulations of Semahs in Relation to the Question of Alevi Identity in
Turkey” (B.U., Graduate Ins. Of Social Sciences, Ataturk Ins. Of Modern Turkish History,
Ph.D Thesis, 2004)

Kipgak, Efza Topgu. M. A thesis presented to Hacettepe University, Institute of Social
Sciences; 2001

McMillen, Geyvan “Tiirkiye’de Kurulacak bir Modern Sanat Miizesi i¢in Cumhuriyet
Sonras1 Tiirk Dans Sanat1 Béliimii Onerisi” (Y.T.U, Miizecilik Ana Bilimdali, M.A Thesis,
2002)

Yilmaz, Figen Leman. “The Dance History of Turkey During the Modernization Process of
the Republican Period- 1929-39” (B.U., Graduate Ins. of Social Sciences, Ataturk Ins. of
Modern Turkish History, M.A Thesis, 1994)

Yilmaz, Hakan “The Democrat Party Period in Turkey, 1950-1960: Populists, Progressives,
and Officers”, unpublished manuscript, PhD Thesis, Colombia University, 1995

Yurttagiiler, Laden “Social Policies on Female Bodies in Turkey in the 1930s” (B.U.,

Graduate Ins. Of Social Sciences, Ataturk Ins. Of Modern Turkish History, M.A Thesis,
2004)

Documentaries

Television Documentary, TRT, Director: Muzaffer Evci, “Sahnedeki Tutku/3. Boliim-
Balenin Biiytisii-, 2001-

Interviews
11/30/2006, Istanbul- Geyvan McMillen.

12/04/2006, Istanbul- Deniz Olgay Yamanus.

243



12/11/2006, Istanbul- Y1ldiz Alpar.
12/13/2006, Istanbul- Sait S6kmen.
12/18/2006, istanbul- Selcuk Borak.
12/20/2006, Istanbul- Sebnem Aksan.
12/21/2006, Ankara- Metin And.
12/22/2006, Ankara- Eving Sunal.
12/22/2006, Ankara- Tenasiip Onat.
01/11/2007, Istanbul- Suna Ugur.
02/09/2007, Istanbul- Jale Kazbek.
02/11/2007, Ankara- Giiloya Aruoba.
02/11/2007, Ankara- Feridun Ulusoy.
02/11/2007, Ankara- Efza Kipcak Topgu.
02/11/2007, Ankara- Tenasiip Onat /Alevcan Oncel.
03/09/2007, istanbul- Aydin Teker
03/21/2007, istanbul- Osman Sengezer.
03/25/2007, Antalya- Rezzan Urey.
07/10/2007, Bodrum- Suna Eden Senel.
07/10/2007, Bodrum- Binay Okurer.
07/10/2007, Bodrum- Giines Berk.
07/10/2007, Bodrum- Ugur Seyrek.

07/11/2007, Datga- Meri¢ Stimen Kanan.

(All the interviews are digitaly recorded)

244



APPENDIX



MUHNT N

Otomatlk Dans

ldman Makmam

Pariste M. Albert Sylvain isminde
meghur bir dans muallimi var.

Yiizlerce talebeye dans dersi veren bu
muallim dikkat etmis ki, hemen biitin
talebeleri bizzat kendisinden dersal-
mak istiyor ve a’yin edecegi muavin-
lerden ders gormege razi olmiyor. Hal-
buki bir kiginin aym zamanda yiizler-
ce talebe ile birden mesgul olmasma
1mk$m yok. )

M Sylvam dugunuyor “Makina
asrinda yasiyoruz;
her miigkil makina
ile hallediliyor. Hat-
th son zamanlarda
iycat edilen
makinali adam-
lar, diigiinmek
miistesna, bir
insanin
gorebile-
cegi her
isi gore-
biliyor.

makinal

- mesin? Boy-

“deni terbiye

“0 halde

bir dans ho-
casl nicin
iycat edile-

le bir ma-
kKina tipk1
kendi gibi
dans ve bhe-

dersi verebilir ve fazla olarak yuzlerce
yere birden yetigebilir. Ne yapip yapip
boyle bir makinaiycat etmek lazim...,,
- M. Sylvaintécriibelere bagslar, niha-
yet tasavvur etligi makinay: son zaman-
larda ikmal edip dershanesine kurar.

Dans 6grenecek gakirdin ayak bi-
lekleri makinanin baz1 aksamina rapt-
edilir, makina muayyen bir plan dai-
resinde harekete baglar. Ayaklar1 bu
suretle baglanan kimse makinenin ha-
reketlerine uymak mecburiyetindedir-
Makina hatira gelebilenher tiirlii dans
hareketini icra edecek surette ayar e-
dilebilir.

- Dercettigimiz resimlerde genc¢ bir
kadimn bu makina ile dans ekzersizi
yaptigint goriiyoruz. Makinaya takilan
sakirt on on bes defa makina ile dans
ettikten sonra aymi figirii kendikendi-
ne oynayabiliyor..

Bu dans makinas1 ayn1 zamanda mii-
kemmel bir bedeni terbiye muallimidir.

Yagasin makina asri!

No.1- “Otomatik Dans ve i{dman Makinas1” (Automatic Dance and Physical Training
Machine), Muhit, no:10, August, 1929



YUZ GUZELLIGI AYAKTAN BASLAR

BU SAYFADAKI RESIMLER AYAK VE AYAK SILEKLERINI KUVVETLENDRIRMEK, DOLAYISIYLE

alTUN vicubu GUZELLESTIRMEK IGIN YAPILAN FAYDALI HAREKETLERI GOSTERIYOR.

Yi':z piizelligi ayaktan baglar.

Bu sdzleri tuhaf buldunuz, de-
Bil mi? Ama dogrudur, birgok ka-
dmlamin yizil ayaklaruun aynasi-
dir. Yitzlerinde vaktinden tnee ki-
nsiklar beliren  kadinlann  gofiu
ayaklarmdan rahatsizdir.

Ayak  rahatsizhEmy, rahatsiz
ayakkabi ve goraplar yapar. Aya-
fm kiigilk gériinsiin diye bir nu-
mara kiigilk ayaklkab given bir
kadm, ayak giizelligini de yiiz gl-
zelligini de mahveder. Dar bir
ayakkabiyle yapilan bir gezinti
insana cehennem azab: verir. Bu
agap yuziiniizde de hemen heliri=
verir.

Ayak giizellifinin ilk sarts ra-
hat ayakkabidw, Ayak balim
bundan sonra gelir, )

Geeeleri ayaklanmzi ik suya
sokup firgalamak veya lifle ufimak
eok faydahdir, Ayagin her tarafl

misavi  sekilde  Hrealanmalbidir.

Sonra kurulayip talk pudrast sii--

riilir.
El tirnaklarma gosterilen itina

ayak urnaklarina da gosterilme-
lidir, Yalmz ayak tirnaklar yuvar-
lak térpitlenmez, ete gémiilmesin
dive diz térplilenir.

Ayak tabanmmndaki nasirlar faz-
la ayaktas durmaktan, tabam gok
ince ayakkebi giymekien meydana
gelir. Siinger tag ile uvgulur, krem
siriiliirse bu naswlar bir milddet
senra kaybelur,

Yelhasil yiiziimiiziin ménasina
rahatitk, ghzlerimize parlaklic ver-
mek, ghzlerimiz altndaki golgele-

ri gidermek istiyorsak ayaklarimi-
za bakmaliyiz.

Siki, rehetsiz ayakicabilar giy-
memeliviz.  Olelimiizden  kiigitk
avakkabilar ayagiruz hichbir za-
man gilzel gbstermez. Aksine yi-
riiyiighmiizii bozar, aci-
tur, bu acayl yizimiize de aksetti-
revek  glizelligimizi azalyr. Kadin
gitzellifinde, zarafetinde en Enemli
sev bagtan ayaEa kadar rahatliktir.

Diost baga, diigman ayafa ba-
kar sbziinli de unutrmiyalm.

No.2- “Yiiz Giizelligi Ayaktan Baslar” (The Beauty of Face Starts from the Feet), Resimli
Hayat, no:22, February, 1954



Gece Yanisindan Sonra

CEHRESIDEGISEN SEHIR

Gece  yarsindan  sonra
tstanbul, ¢ehresi defigen
Bir gehirdir.

iste Taksimdek: Yap!
ve Kredl Bankasinin bu-
riik sastinin  elektrikll
akrep ve velkovan: 12yl
2 pegtiflnl  mdsterlyor.
Caddelerin,  sokaklarin
iviee tenhalagmasing rag-
men polls ve trafik ekip.
lerinin igler! daha fazle-
lagmigtir,

Finkil bu sastte bir
kigeden ¢lkan laimbalary
sinllk bir taksi bile bir
kontrel mevsuudur, —

CGece yersindan sonra
dfile yemefi!l, Ama ne
yaparsiniz *.. Bazen in-
sanin  gegesl  glndil,
gindilal de gece olur.

Resimde  ghrdlifianis
tramvayot vatandag do.
anepk sonm tramveyl de-
porn gekly lsinl bitirdik-
D SONrR Karnmnmin poik-
nfinl farketmistir.

Gofumuzun yatafimiz-
ds  oldufu by saatte.
tramvay depolarinimn cis
varinds dalma uouz ye-
mek yentlecek yerler bu-
lunablllr, —

No.3- “Gece Yarisindan Sonra Cehresi Degisen Sehir” (The City that Changes its Face After
Midnight), Resimli Hayat, no:36, April, 1955

€= Gunddz halkin omus
omuza  gegtlil coddele-
rin tamirl igin en my-
salt zaman iste bu snat-
lerdir. 12 den sopra me-
ce amelesl hemen elek-
trik tellerine cereyanl
siniklariol aswp etrafl ay-
dinletirlar. Kazma kurek
sesler] birbirine kangir.
Asfaltler s6kUlAT, Kaldi-
rim taglar Kaldirilir,

Faallyet safek sdkiin-
ceve kader devam eder.

Sabahin Uk wakiar ile
birllkte onlar da igleri-
ne nihayet veririar.

Bu saatte felekten bir gece ¢alanlar da yok mu ? Tabii var..

Iste gehrimizin asri lokallerinden birk.

Altta gece yorimindan sonra Karokiyin bombog hail. Nere-

de plndlz sast altidak! korkung trafik tikanmiklif 7.

$U MANzara...

Hereds
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DEVLET QPERA VE BALESI GENEL MUDURLUGU KURULUSU HAKKINDA
KANUNEA

- Bu Kanunda yer alan "Milli Egitim Bakani" ibaresi "Kiiltiir ve
Turizm Bakani", "Milli Editim Bakanligi" ibaresi de "Kiltir ve
Turizm Bakanligdi" olarak 22.3.1983 R.G. tarihli 59 s. KHK ile
defistirilmistir.

- 14.8.1970 R.G. tarihli 1370 s. Kanunun geg¢ici 12. maddesi
geredince; stajyer, miitehassis hizmetli, sanatkar olarak galigan
personel hakkinda 1327 sayili Kanun gergevesinde hazirlanacak
kendi kanunlara yiiriirliige girinceye kadar 13092 sayili Kanun
uyarinca uygulama yapilir.

L Bu Kanunda dedisiklik yapan mevzuat igin metnin sonundaki LISTE'ye

bakiniz.
Kanun No. 1309 R. Gazete MNo. 13557
Kabult: 14.7.1970 R.G. Tarihi: 23.7.1970

Madde 1 - Ankara'da Milli Egitim Bakanligina bagli Tizel kisgiligi
haiz bir «Devlet Opera ve Balesi» Genel Midirluagil kurulmustur. Devlet
Opera ve Balesi bir genel midiir tarafindan ybnetilir.

Madde 2 - Devlet Opera ve Balesi Genel MUdirldgi, lizum ve imkan
gbrdigi diger sehirlerde de, Milli Egitim Bakaninin onayi ile bir mudir
yénetiminde Devlet Opera ve Balesi midirlikleri kurabilir.

Genel Miudirlik ve miidirlikler bakanligin conay:r ile yurt ig¢i, yurt
disi turneler tertip edebilir, milli ve milletlerarasi festivaller
diizenliyebilir.

Madde 3 - a) Devlet Opera ve Balesi Genel Midirlidiniin bir Sanat
Kurulu vardir. Bu Kurul Genel Mildiir Baskanliganda Genel Miizik Isleri
Yéneticisi, Basrejisdr ve Bale Baskoreografi ile, iki senelik sire igin
Genel Mudiirlikge segilen bir sanatkdrdan tesekkil eder. Midirliiklerde
Midiiriin Baskanliginda Mizik Isleri Yéneticisi, Basrejisér ve Bale
Baskoreografi ile iki senelik sure igin Miudirlikege segilen bir
sanatkdrdan tesekkiil eden bir Sanat Kurulu vardir. Bu Kurulun gérevleri
sanatla ilgili konularda Genel Mildiire ve Midirlere yardimci olmak,
repertuvarin hazirlanmasinda miitaléda vermektir.

b) Devlet Opera ve Balesi Genel Miudirluglnin bir teknik kurulu
vardir. Bu kurul Genel Mudir veya yardimeisinin Bagkanlifinda Genel
Mizik Isleri Yéneticisi, Baskorrepetitér, Basrejisdr, Koro Sefi,
Baskoreograf, Bale Bastdretmeni, Sanat Teknik Midiri, Basdekoratér ile
iki yilda bir orkestra, koro, solo ve bale sanatc¢ilarinin kendi
aralarindan sececekleri birer sanatc¢idan tesekkiil eder., Midirliklerde
de Midir veya yardimcisinin baskanlidinda Mizik Isleri Yéneticisi,
Baskorrepetitdr, Basrejisér, Koro Sefi, Baskoreograf, Bale
Bast§retmeni, Teknik Isleri Y®neticisi ve Basdekoratdr ile iki yilda
bir orkestra, koro, soleo ve bale sanat¢ilarinin kendi aralarindan
sececekleri birer sanatgidan tesekkil eden bir Teknik Kurul mevcuttur.
Teknik kurullarin g&revleri, Devlet Opera ve Balesine alinacak sanatkér
uygulatici uzman memur ve uzman memurlarla stajiyerleri imtihan etmek,
deferlendirmelerini yapmak, bilgl ve gdrgilerini artirmak lzere yurt
disina géndermek, yurt ic¢inde kabil olmiyacadi sihhi kurul raporu ile
tespit edilen Devlet Opera ve Balesi mensuplarinin tedavilerini yurt
disinda yaptirmak ve bu kanunla verilen sair isleri gdrmektir.

¢) Devlet Opera ve Balesi Genel MidirlGdiinin bir disiplin kurulu
vardir. Disiplin Kurulu Genel Mudlir veya yardimcisinin baskanligainda
Genel Mizik Igleri Yoneticisi, Basrejisdr, Baskoreograf, Bale Bas
Sfretmeni, Teknik Midddr, Hukuk Misaviri ile iki yilda bir orkestra,
koro, solo ve bale sanatg¢ilarinan kendi aralaraindan segecekleri birer
sanatcidan tesekkill eder. Midiirliik Disiplin kurulu da midir veya
yardimcisinin baskanliginda Muzik Isleri Yéneticisi Basrejisor,
Baskoreograf, Bale Basogretmeni, Teknik Isler y&neticisi ile Hukuk
Miisaviri, iki yilda bir orkestra, kore, solo ve bale sanatg¢ilarinan

No.4- Legal Newspaper (Resmi Gazete), 07/23/1970, no:13557. The Number of the Law: 1309 Acceptance
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kendi aralarindan segecekleri birer sanatc¢idan tesekkil eder.

Madde 4 - a) Genel Miizik Yoneticisi (Bagorkestra Sefi
niteliginde), orkestra sefleri ve yardimcilar:i, basrejisdr, rejisdrler
ve yardimcilari, koro sanatgilari, opera solistleri, orkestra
sanat¢ilari, koro sefi ve yardimcilari, baskoreograf, bale baségretmeni
koreograflar, kordtbale sefi ve yardimcilari, bale &gretmenleri, bale
sanatkarlariy, kostim kraatdrleri, Sanat Teknik Mudird, balenotatérleri,
dekoratdrler, bagdekoratdr, san pedagoglari, baskorrepetitdr Devlet
Opera ve Balesi sanatkdr memurlaradir.

b) Repetitérler, korrepetitérler, basdromaturg ve dramaturglar,
teknik miidiir, basrealizatdr, basisik uzmani, bagperukaci, Orkestra
Midiri (Muzisyen), suflérler, lutiyeler, kondiivitler, bale piyanistleri
Devlet Opera ve Balesi uygulatici uzman memurlaridir.

¢) Isik uzmanlari, perukacilar, realizatdrler, sahne uzmanlari,
atelye gefleri, butaforlar, kasdrler, kostimciler, sahne marangozlarsi,
sahne demircileri, sahne makinistleri, kopistler, sahne midiri ve
yardimcilari, akortcular, desinatérler, makyajcilar, aksesuvarcilar,
sahne kunduracilari, saz tamir atelyesi sefi ve yardimecailari, opera
yardimci sinif elemanlari ile Teknik Kurul tarafindan gérevlerinin
ozelligi belirtilecek ihtisasi bulunan elemanlar da Devlet Opera ve
Balesi uzman memurlari adini alirlar.

Madde 5 - Devlet Opera ve Balesinde

a) Genel Midir, Kiltidr ve Turizm Bakaninin teklifi lzerine,
yitksekégretim kurumlarinin birinden mezun, &6zel wveya kamu
kuruluslarinda veya bunlarin her ikisinde en az 15 yil hizmet gdrmis;
opera, bale, mizik alanlarindan birinde basarilariyla taninmis
sanatgilar, bu alanlarda eserler veren besteci veya yazarlar, temayiz
etmis opera veya bale yonetmenleri ile, lniversitelerde bu sanat
dallarinin birinde gérev yapan oOgretim elemanlari arasindan, misterek
kararname ile 657 sayili Devlet Memurlari Kanununun dedisgik 59 uncu
naddesi hitkmine gore, B

Bu bent 22.3.1983 R.G. tarihli 59 s. KHK ile dedistirilmis,
bilahare 22,3.1983 tarihinden gecerli olmak lizere 27.5.1983 R.G,
tarihli 2832 s. Kanun ile aynen kabul edilmistir.

b} Genel Midir Yardimcisi, Genel Midirin teklifi dzerine Milll
Eitim Bakani; sair memur ve hizmetliler de Genel Miudiir tarafindan,

c) Yabanci uzmanlar Genel Midirin teklifi iizerine Milli Editim
Bakani tarafindan sézlesme ile,

d) Yerli ve yabanci misafir sanatkidrlar, gecgici slireli sézlesme
ile genel miudiir tarafindan gbrevlendirilirler.

Sozlesmeli personelin sdzlesmelerinin yenilenmesi de yapilisindaki
usule tabidir.

Madde 6 - Difer sehirlerde kurulacak Devlet Opera ve Balesi
miidiiriiiklerinde

a) Midiir, opera, bale ve miizik alaninda basarilari ile taninmis
sanatkarlar arasindan genel miidiirtin teklifi lzerine, Milli Egitim
Bakani tarafindan ve 3656 sayili Kanunun 6 nci maddesi hiikmine gdre,

b) Yabanci uzmanlar midirtin teklifi ve genel miidirin tasvibi ile
Milli Egitim Bakani tarafindan sézlesme ile,

c) Yerli wve vyabanci misafir sanatkérlar gecicl streli sdzlesme ile
mildiir tarafindan,

d) Her c¢esit memur ve hizmetliler midir tarafindan
gorevlendirilirler. Sézlesmeli personelin sdzlesmelerinin yenilenmesi
de yapilisindaki usule tabidir.

Madde 7 - Devlet Konservatuvari mezunlari, stajyer kadrolarina
gore idari sdzlesmeye tabi olmaksizin Devlet Opera ve Balesine
alinirlar., Bunlar bir yil siire ile stajyer olarak galistirilirlar. Bu
séirenin bitiminde teknik kurul tarafindan sinava tabi tutularak basari
gbsterenler kabiliyetlerine gére derecelere ayralarak sanatkidrliga
alinirlar ve idari sézlesmeye badlanirlar.

Sinav sonucunda basari gésteremiyenler veya bunlardan teknik kurul

No.4- continue
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karari ile bir yil daha staja tabi tutulmasina lUzum gorilenler igin
ikinei yil sonunda, yeniden yapilacak sinavda basari sagliyamazlarsa
gbrevden ¢ikarilirlar. Bunlardan mecburi hizmeti olanlar Milli Egitim
Bakanlidinin uygun goérecedi hizmetlerde galigtarilirlar.

Stajyerler, staj siresi iginde idari sézlesmeli sanatkarlara ait
haklardan yararlanirlar ve ylkimliliklerden sorumlu clurlar.

Madde B8 - Devlet Opera ve Balesinde Devlet Konservatuvari
mezunlari disindan da sanatklr istihdam edilebilir. Bu gibi
sanatkirlar, teknik kurul tarafindan sinava tabi tutularak
gésterecekleri basari ve kabilivet derecesine gbre kurulca tespit
edilecek licretlerle sanatkdr olarak ve idari s&zlesme ile hizmete
alinirlar.

Memleketin, opera ve bale sahne hayatinda 6teden beri yiksek
basari ile taninmis olanlar, teknik kurul karari ile sainavsiz olarak
alinabilirler. Kendileri ile idari sézlesme yapilar. Ucretleri
yukaridaki esaslara gbre kurulca tespit edilir.

Madde 9 - Calismakta olan sanatkdrlarin, uygulatici uzmanlarin ve
uzman memurlarin miteakip sdzlesme devresinde alabilecekleri lcret
miktari, gésterecekleri ehlivyet ve basariya gére sdzlesmelerinin
yenilenmesinde teknik kurulca tespit edilir ve kararlastairilir.

Ucretleri indirmeye ve yilikseltmeye teknik kurul yetkilidir. Ancak,
bu indirme ve ylkseltme emeklilikle kazanilan haklari ihlal edemez.
Mukavelenin feshi halinde genel hiikimler uygulanair.

Madde 10 - Genel Miidiirliikte genel miidirle, midirliklerde midirle
sanatkdrlar, uygulatici uzman memurlar ve sair sézlesmeli gérevliler
arasinda yaplrlacak idari sézlesmeler noter huzurunda yapilmis
stézlesmeler hiikmiindedir ve hig¢bir harg, vergi ve resme tabi dedildir.

Madde 11 - Devlet Konservatuvarainda parasiz yatili okuyanlardan
Devlet Opera ve Balesi sanatkarlidina alinan stajyer ve sdzlesmeli
sanatkdrlarin burada gecirdikleri siire mecburi hizmetlerine
mahsubedilir.

Madde 12 - a) Devlet Opera ve Balesi sanatkd8rlari, uygulatica
uzman memurlar ile uzman memurlaril ve stajyerler tespit edilecek
ehliyet ve iktidarlari nazari itibara alinarak asadida g&sterilen
iicretlerle galistairilarlar.

Stajyer ayda 1 200 Tl.
Uzman memurlar ayda 800 Ti. - 3 500 Tl.
Uygulatici uzman memurlar ayda 1 000 Tl. - 4 250 T1.
Sanatkdr memurlar ayda 1 500 T1. - 5 500 T1.

b) Devlet Opera ve Balesi Genel Midiru ile Opera ve Bale
middiirlerine en yiksek sanatkdr memur ficretine il&ve olarak, Bakanlar
Kurulunca tayin edilecek miktarda idare ve temsil 8denedi wverilir.

c) Devlet Opera ve Balesi sanatka&rlari, ickili gazino ve benzeri
yerlerde galigamazlar. Aksi halde, genel midiirliik ve mildirliiklerce
re'sen stzlesmeleri feshedilir.

Madde 13 - Iki ayri gérevi ayni zamanda yapan sanatk&rlara, ikinci
gérevi igin ve bu gérevin devaminca, almakta olduklari aylik
ticretlerinin tutarini ve bir ay1r gegmemek ve yilda bir defa olmak iizere
teknik kurulca tespit edilecek miktarda ek licret &denebilir.

Madde 14 - 6388 sayiliy Kanun hiikimleri, Devlet Opera ve Balesi
sanatkdrlari, uygulatici uzmanlar hakkinda da uygulanir. Uzman memurlar
ayni kanunun 3 lincli maddesi harig¢ diger hikimlerinden faydalanirlar.

B4 Madde 15 - Devlet Opera ve Balesi Genel Midtrliigiince ve Devlet

Bu maddenin yurtici turne faaliyetlerine katilacaklara ddenecek
harcirah yevmiyelerinin tesbitini diizenleven hikmi 1.3.1982
tarihinden gecerli olmak iizere 15.12.1981 R.G. tarihli 2562 s.
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Kanun ile yururlikten kaldirilmistair.

Opera ve Balesi mudirliklerince tertip edilecek yurt ig¢i turne
faaliyetlerine katilacak sanatkdr memurlar, uygulatici uzman memurlar
ve uzman memurlarla difer gérevlilere &denecek harcirah yevmiyeleri 75
lirayyl gecmemek tzere her yil teknik kurulca tespit edilir.
Turnelerdeki ikamet yerleri genel midiirliikge temin edilir ve parasi da
genel miidiirliikge &denir. Turne ile ilgili seyahatlerin zamani ve hangi
vasitalar ile yapilacady genel mildurliikge tayin olunur. Harcirah
yevmiyelerinden herhangi bir kesinti yapilamaz ve otel lcreti tenzil
edilemez. Yurt disi turne faaliyetlerine ait yolluk ve harcirahlar
hakkinda genel hiikimler uygulanir.

Madde 16 - a) Devlet Opera ve Balesi sanatkdrlarini, dider idari
stzlesmeli memurlarini gdrgii ve bilgi ve ihtisaslarini artirmak
maksadiyle yol parasi ve almakta olduklari aylak lcretlerini milessese
blit¢esinden vermek suretiyle azami bir yila kadar ve bes yil igerisinde
bir defaya mahsus olmak lizere yabanci memleketlere gdndermeye Devlet
Opera ve Balesi Genel Mudirliadi ve mudurltkleri yetkilidir.

Bu hususlar igin ilgili teknik kuruldan karar alinar.

Bu madde uyarinca kendilerine izin verilmis olanlarin
memuriyetleri ile buna ait her turlil hak ve ylkimlilikleri sakl: kalar.

b) Devlet Opera ve Balesi mensuplarinin hastalik veya her tirld
estetik cerrahi dahil, ameliyat ve miidahaleye maruz kalmalari halinde,
liizum ve zaruretlere gére yurt iginde veya disinda muayene ve
minferiden veya refakatta tedavi ettirmeye gerekli ildg, protez ve sair
masraflari ile cenaze masraflarini yapmaya Devlet Opera ve Balesi Genel
Midiirlugd ve midiirlikleri yetkilidir.

Tedavi, ameliyat ve midahalenin yurt disinda yapilmasi gerektigi
takdirde bu konuda teknik kuruldan karar alinair.

c) Bilgi ve gdrgll maksadiyle yabanci memleketlere gonderilen
sanatkdr ve diger gorevliler yurda dénislerinde yabanci memleketlerde
kaldaklari siirenin bir buguk kati kadar mecburi hizmetle ytkimlidirler.

Madde 17 - Devlet Opera ve balesi mensuplari, 7244, 263 ve 8192
sayili kanunlarla taninan haklardan yararlanirlar. Idari sotzlesmeli
memurlara Sdenecek meblad, idari sézlesmelerle belli edilen ayliklara
ilave edilmek suretiyle hesaplanir.

Madde 18 - 657 sayili Kanunla dederlendirme, sinav ve odiil
kurullarina verilen gérevler, teknik kurul tarafindan ifa edilir.

Madde 19 - Sanatkirlarin, uygulatici uzman ve uzman memurlarin
sézlesme, tedavi, ayrilis Olum tazminati, izin, yolluk, inceleme
seyahati, disiplin isleri ile opera ve balenin i¢ ydnetim igleri ve 3
iincii maddede goésterilen kurullarin calisma esaslara tuzik ve
yonetmeliklerle diizenlenir.

Madde 20 - Devlet Opera ve Balesinin gelirleri

a) Genel Biitgcenin Milli Editim Bakanligi kisminin «Editim
kurumlari» giderleri tertibinden ayrilan otdenek,

b) Temsil ve konserlerden elde edilecek hasilat,

¢} Tanitici ve aydinlatici yayainlar hasilata,

d} Opera ve bale faaliyetinden yararlanan iller Szel idareleri ile
belediyelerince yapilabilecek bagislar,

e} Her tirli bagislar ile diger ¢esitli gelirler,

£) Yurt ic¢i ve yurt disi festival gelirlerinden elde edilecek
hasilattan ibarettir.

B4 Madde 21 - Devlet Opera ve Balesi CGenel Midirligiiniin biitgesi her

Bu maddenin 10.4.1990 R.G. tarihli 409 s. KHK 1ile degistirilen
seklidir.

yil Maliye ve Giimriik Bakanliginin olumlu gorisi lzerine Genel
Midiirlikee hazirlanir ve Kultiir Bakanliginca tasdik edilir.
Devlet Opera ve Balesi miidirliklerinin bitceleri mistakil olarak
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Malive we Gimrik Bakanladinin clumlu gdriisi lzerine mildirliklerince
hazirlanir ve Genel Midiurlidin tasvibinden sonra Kultiir Bakanlidinca
tasdik edilir.

Bl Madde 22 - Devlet Opera ve Balesinin, Kultiir Bakanliginca tasdik

Bu maddenin 10.4.1990 R.G. tarihli 409 s. KHK ile dedistirilen
seklidir.

edilecek olan blitgesi ve buna dayanilarak yil icinde vapilacak
giderlere ve gelirlere ait evrak tetkik ve virze edilmek lizere kesin
hesap cetvelleriyle bkirlikte yal sonundan itibaren en cok (¢ ay iginde
Sayistaya gonderilir.

Madde 23 - Devlet Opera ve Balesi muameldtinda 1050 sayil:
Muhasebel Umumiye Kanunu ile 2490 sayil: Artirma, Eksiltme ve Ihale
Kanunu hikumieri uygulanmaz. Miessesenin alim ve satim muameleleri ile
hesap usulleri Malive ve Milll Editim Bakanliklarinca mistereken tespit
olunacak esaslara gdre ylriétilir. Devlet Opera ve Balesinin hasilatiy ve
muameleleri her tiirlid vergil, harg ve resimlerden muaftair.

Madde 24 - Devliete ait binalardan Devliet Opera ve Balesi igin
lizum gérilenler Milli E§itim Bakanlidinin teklifi Grzerine Maliye
Bakanliinca esya ve tesisleri ile beraber bu miesseselere parasiz
olarak tahsis edilebilir,

B Madde #5 — iiusimsnnseii s 553 9aass i i8 s adueai oy seus

Bu madde 27.6.1979 R.G. tarihli 2252 s. Kanun ile ylrirlikten
kaldirilmistar.

Madde 26 - 5441 ve 6628 sayili kanunlarda opera ve baleye iliskin
hikimler kaldirilmigtir.

Madde 27 -~ 274 ve 275 sayili kanunlarain hikGmleri Devlet Opera ve
Balesi mensuplarina uygulanmaz.

B4 £k Madde 1 - Kanunda gegen Milli Egitim Bakani ifadeleri, Kiltar

By madde 22.3.1983 R.G. tarihli 59 s. KHK ile eklenmis, bilahare
22.3.1983 tarihinden gegerli clmak lzere 27.5.1983 R.G. tarihli
2832 s. Kanun ile aynen kabul edilmistir.

ve Turizm Bakani, Milli EJitim Bakanlidi ifadeleri de, Kiltlir ve Turizm
Bakanlidi olarak dedistirilmistir.

Gegici Madde 1 -~ 5441 ve 6629 sayila kanunlara gdre faaliyette
bulunan Devlet Tiyatrecsunun, Buyik Tiyatro binasindaki, mobilya,
mefrusat, gardrop, aksesuvar, dekor ve sair malzemesi arasindan Devlet
Upera ve Balesine devredilecek clanlarin listesi, Maliye BRakanliginca
secilecek bir, Mi11li Editim Bakanligindan Bakanlikg¢a sec¢ilecek iki,
tiyatro ve opera uzman ve idarecilerinden sec¢ilecek lger kisi olmak
tizere dokuz kisiden ibaret bir heyet tarafindan tespit ve tanzim edilir.

Yapilacak bu tespite g&re heyetge hazirlanacak liste en geg¢ alty
ay icinde Milli Egitim Bakanlidinain tasvibine sunulur.

Gecici Madde 2 ~ Deviet Opera ve Balesl sanatkldrlari ve mltehassis
hizmetlileri ile Devlet Tiyatrosu Genel MAdirlddl arasinda imzalanmig
olan sézlesmeler, bu kanunun yurlirlide girmesiyle Devlet Opera ve
Balesi Genel MidUrli8i ile akdedilmis sayilair.

Madde 28 - Bu kanun yayimi tarihinde ylrirlige glrer.

Madde 29 - Bu kanunun hikimlerini Bakanlar Kurulu ydritir.

BU KANUNDA DEGISIKLIK YRPAN
MEVZUAT
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Dedisiklik Yapan Yayimlandiga Yirirlik Degistirilen
Mevzuat No. R.Gazete Tarih ve No. Tarihi Maddeler
2252 27.6.1979 - 16679 27.6.1979% Md.25
2562 15,12.1981 - 17545 1.3.1982 Md.158
KHK/59 22.3.1983 ~ 17995 22.3.1983 Md.5, Ek Md.l
2832 27.5.1983 - 18059 22.3.1983 Md.5, Ek Md.1l
KHK/ 409 10.4.1990 - 20488 10.4.199C Md.21,22
__________ e 1 e
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No.5- Hekimoglu, Miiserref. “Bagkent’in Tansiyonunu Sanat Olaylar1 Diisiirliyor- Romeo ve
Jiilyet Riiya gibi bir Bale, bu riiyay1 Sunay da gordii” (Artistic Events are Calming Down the
Temperature of The Capital- A Ballet like Romeo and Julliet, Sunay Also had the Dream),
unknown newpaper, 10/31/1972. From the private collection of Deniz Olgay Yamanus
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Ankers Devlet Xongervatuvora Koaforanslarz -

TURS BALESININ GRIECEZI WE OLACAKTIR Travis Kemn
gev:Filiz Ali

Bale, uluslarrarsi Tiyatro sanatlarinin bir gesididir.

Dil ayr111§1 olamadigindan bekki de Tiyatro sanati cegitleri iginde.
en onemli olanidir. '

Avrupa ilkelerinde, gecmig dbrt veya beg yiizy1l igersinde
bir temel Bale teknigi yaratilmig ve geiigtirilmistir. Bu temel tek-
nik uluslararasidir ame her ilke bunu kendi viicut, ruh ve duygu dzel-
liklerine gbre uygulayip milil sanat anlayisina eklemelidir.

Bu klasik teknipi herhéngi bir alkede, bagkae bir Ulkenin
Szelliklerine gdre uygulanmis sekliyle Sgretmaye kalkismak hic de iyl
sonuglar vermez. '

Yabancy Siretmenlier bir iilkede, o tlkenin milli Bzellik-
lerini incelemeye yetecek kadar kelmalidiriarii bu dzelliklerl Ofre-
tim tarzlarina uyguluyabilsinler ve onlari degistirmeye yahut kendi-
lerine uydurmaya calismasinlar. ' '

Ana vatanisbtinda ne kadar taninmig olurlarsa olsunlar, mi-
cafir oldukiari ulkenin milli Szelliklerini anlayip, bu gzelliklere
en uygun SZretim geklini bulup geligbirmeye yetecek kadar uzun:bir sil=-
re kalmadiktan sonra bu iilkeye ard arda gebirtilen yabanol Sgretmenler—
den iyi sonugler ummal yerslz olur.

Mirk danscilarinin heniiz bir bale gelenegi yoktur, fakat
boyle bir gelenefin olmemasl onlarin sanatlatina daha biyik bir -
giirlikle yaklagmalarini sailiyor. Geienegin kuralisrina bagli olma—
d1klarindan yeni fikirlerinin genglik ve tazelifini sanatlarina ek-
liyebiligorlar. B

Bununla veraber, Tirk dansgisinin k5%l cok eskiye dayanan
biiyiik bir Halk Dansi gelenegi vardir. Bagka ilxelerin tersine, dzel-
1ikle oplan gocuklari igin dans, bir cegit anlatim yolu olmugtur.Bu
gocuklardas hayatiyet, riftim, dogal bir duygululuk, hareketlerde OzZ-
glirlik ve esliklerinde ¢ok giglil olmalari goze garpan en onemli ozellikler
1iklerdir. Bitin bunlar gelistirilmeli ve en iyi gekliyle kullanmilabi-
lecek duruma getirilmelidir. Highir surettie —baské iilkelerde goril-
digi gibi~"efeming" olmelarin & yol agmamalidir.

Kizlarin cofunlugunun vicudu, diger iilkelerde geleneksel
diye kabul edilen vicuddan daha kalindir ama. cok kuvvetli ve serbest

No.7- Kemp, Travis. “Tiirk Balesinin gelecegi ne olacaktir?” (What will be Turkish Ballet’s

Future?) unpublished manuscript, Ankara State C
: , onservatory Conf ;
collection of Sebnem Aksan y erences. From the private
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hareketlidirler. Ozellikle parmak ucunda Qdk kuvvetli, "Tour de Force"
ve "Pas de Deux" de korkusuzdurlar. Yine biitlin bu iyi ybnlerin gelis-
tirilmesi gerekiyor. Bu dansc¢ilari yiiz yil #nce kil "Petipa" dansgisi -
nin kopyast yapmak hem sikici hem de gereksizdir.

Ber Bale danscilari yetistirmemiz gerekiyorsa, "Tiurk"
bale danscilari olmalidir bunlar, bagka iilkelerin dansg¢ilarinin s80=
niik kopyalari degil. Fransiz, Ttalyan, Rus, Ingiliz ve Amerikan dans-
cilarinin hepsinin deZigik bale anlayiglari ve stilleri vardar. Tirk
danscilarinin da kendilerine Szgli vir anlayiglari olmalidar.

Opretmen ile Bgrenci arasindaki baé cok hassag bir bagdir.
Hergiin bir grup Sgrencinin oniine otumup onlarin bir takim belirli ca-
lismalari yapmelarini seyrederek bale Sgretmenliji gaptifinizi san-
mak giiliing olur. ’ ' '

_ Her dansgi ayri ayri ele alinmali, viicut ve ruh sorunla-
r1 gbzbniinde tutulmalidir. Ofretmenle Sgrenci arasinda kargilokli
saygl, gliven ve sevgi kurulmali, dansginin kigilik ve artistik gelig~
me sorunu ailesi ile paylagilmaladar.

Demser ve Ofretmen arasindaki bag boylece kurulunca, OS&-
retmen bir temel olur ve dansci artistik gelecegini bu temel Uze-
rine kurar. Su halde dans¢iy:l 18 veya 19 gibi g¢ek onemli bir yagta
bu temelden vzaklagtirmenin ve her tiirli bagi yasak ebtmenin enun iize-
rinde yapacafi psikolojik etkipi kavramak pek zor olmasa gerek.

© Dansginin 41k dersinden baglayarak kendi artistik gelece-
gini kontrol edebilecefl cafa gelene kadar gegireceii akal, viicut ve
ruh geligmelerinde bir devamlilik olmasi gereklidir, Biiyilkk senatgilar bil
bile artistik bekimdan tam Szgir olamamiglar ve Slinceye kadar kendile-
riyle bagstan beri beraber olan Efretmenlerine dayanmiglardir.

Devlet Tiyatrosu ve Deviet Konservatuvarinin birbirleriyle
hicbir ilisifi olmamasinin geng sanatgilar Uzerinde yapacagl kerkung
 etkiyi anlamak ¢ok kolaydir. Konservatuvardan mezum olmak ne yazak ki
bir kapidan gegmeye benziyor, o kapl ki gecer gegmez arkamizdan vo-
rulup kapatiliyor ve mezuniyet Sncesiyle sonrasi hayatlari araginda
hicbir baginti birekilmiyor. Oysaki, mezuniyet, sanateiyl ylkselbten
basameklardan biri olmali, sonra ki gelismesi bu ylikseligin mantiki
bir devami olmeladir.
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Dansgi ile kir glge sarap arasinda bir benzetme yapalim. Konser-
vatuvarda garap yapilip sigeleniyor, ama sarakin lezzetlenmesi 1steniyorsa

. en iyi sartlar altinda dinlendirilmesi, olgunlastirilmasi gereklr.Her se—
yin en iyisini arzulayan bir garapel herhalde elindeki mali bu ige deger
vermeyen biitin istezi sarabi bir an evvel piyasaya sliriip para kazanmek
olan bir organizasyona teslim etmek istemez. Oysaki, bizim dens¢ilarimi—
zan basgiria gelen ne yazik ki yukardaki'ﬁrnegin_esi.

Bir sanatc1l igin mezuniyetten sonraki geligme ve olgunlagma devre-
gi gok Snemlidir, yardimcisiz kalinca hiitin istidadin yakolup, gelecek
icin higbir sey kalmamasi Oyle kolaydir ki .

' Balede bu durum gézle gdriilmeye basledr bile. Iki y1l once Binay
Okurer'e uluslararasi bir yildiz adayl gbzii ile bakiliyordu, oysa gimdil
kendisi Devlet Tiyatrosundan cekilmigtir. Alkigslar bu sefer Merig Stimen'e
ddénmils durumda. Onun yildizi ne zaman sdnecek acaba? Tirkiye'ye kurban e
edilen birinci sinif dansgilardan bir bagkasi da Cantirk Sakarya'dir.
Biitiin bu olanlar Devlet Opera Balesini idare eden sahislarin emlayis lt-
l1gindan ileri gelmistir. :

Devlet Konservatuvarr ve Devlet Balesi yoneticileri arsinda tam
bir anlasmagerekmektedir, ve hatta Devlet Balesi bilgili, anlayasli, ve
giiclil bir ydnetici ile ayri ve Ozglr bir hale getirilmelidir.

Bale Tarihinde hicbir zsmen bir Opera Yoneticisinin yonetini
altinda ileri bale dansgilarinin yetigip gelistili gBrilmemistir.

New York'dski Metropolitan Operasinin bir balesi vardir ama,
ancak New York City Ballet veya Martha Graham toplqlugu gibi Bazgir Lep=—
Tulukler Amerike'nin bale sanini gelistirip yayabiliyorlar.

Eskiden beri yerlesmis bir balesi vardlir Paris Operasinin ams
Pransa, bale dényasindaki yerini "Ballet des Champs Elysee" ve Roland .
Petit'nin "Ballet de Paris" dans topluluklari ile saglayabilmigtir.

Bski bale topluluklarindan biri de Milemo Scala'sindadir ama
italya'da higbir dzglr bale toplulugu olmadifindan yillardir higbir ge-
lisme gdriilmemigtir bu ulkede.

Almenya'daki biitiin operalara bir de bale baglidir ama dens diinya
sina Almenya'nin neler yapabilecegini gdstermek Kurt Joos'un ve Mary

Wigman'ain topluluklari gibi baZimsiz tepluluklara kalmigtir,

ingiltere'de Royal Ballet'nin de Rambert Ballet'nin de hep oz-.

giir ybneticileri olmugtur.
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Su halde, Tirk Balesi, Opera Balesi olarsk kalima ~ikmazindan kurta—.

rilmazsa biitin canliligi ve genglipi, cabucsk genigleme kaabiliyeti ve
istegine ragmen Slmeye mahkiimdur.

Devlete bagla olan Bale toplulufunun ddrt gdrevi vardir:

1.) Halki eglendirmek.

2.) Halka bilgi vermek,

3.) Yerli istidadlari en yiiksek dereceye ulastirmak,

4,) Ulkenin ulusal 8zelliklerine dayanan dans kiiltiiriinii diinyaya su-
nabilecek eserler ortaya g¢ikarmak.

$d and a bu gbrevlarin hangisi yerine getiriliyor?

Birincisi iizerinde epey tartisilabilir.

Ikineisi, yilizyallik gegmisi olan balelerin yani sira sunulan gaZdas
ama bagka bir illkenin danscilari igin yaratilmig bir iki eserle halka bil-
gi verdik, Ogretici olduk denemez.Tiirk dansc¢isinin kendine Ozge dehasini
ortaya ¢1kartacak yeni, aragtairica baleler yapilmalidir.

Uctincliye gelince, herhalde genc istidatlar Binay Okurer ve Cantiirk
Sekarya Orneklerinde goriildiigii gidbi toptan clirlimeye veya baleden ayrilmaya
brralkilmemalidir. .

Istidatlay gene danscilara mezum olur olmaz bag roller verilerek zarar
gbrmelerine sebep olunibyor. Bunlarin istidatlari iyice kurutulduktan sonra
sira daha yeni mezunlara geliyor. Opera Balesi ancak Konservatuvardan belir-
1i slirelerde yaﬁilan kan yardimlariyla yasatilabiliyor.

Dirdiincliye gelince, Opera Balesi gu gline dek Tirk dansgisinin Bzel-
liklerini ortaya koyan yeni , orijinal, yabanci iilkelerde de ilgi cekebile-
cek tek bir eser sahneye koyabildi mi?

Tiirk Bale ve Koreografi istidatlarini gelistirmenin iki yolu wvardir.

1.) Devlet Balesini Operanin kisintili ybnetiminden tam anlamiyla
kubtarmak, bagimsizlagtirmelt ve uygun bir Bale Yoneticisinin eline vermek.
Ayrica Operalarda kullanilmak iizere Opera Midiirimin Yonetimi altinda ufak bi
bir dans¢i ftoplulugu birakmak.

2,) Eger Devlet Balesini Opera yoneticisinin elide giiriimeye biraka-
caksak, hic olmazsa Konservatuvarda kiicilk Eakat cok canli, istidatly ve
hareketli bir ftopluluk yaratmaliyiz.

Bunlarin ikisini de yapamazsak Tirk danscgilariny yebigtirmek icin
harcanan zaman, istidat, para ve afrr caligma ziyen edilmis olur,

No. 7-continue, p.4
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yazida Metin -And bu sorunun cevabini veriyor
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is'in bu konuda verecegl
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No.10- And, Metin. “Bir Cikar Yol” (A Course of Action), Ulus newspaper, no date, from the
private collection of Muzaffer Evci
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No.11- And, Metin. “Findikkiran” (Nutcracker), 1969, unknown newspaper from the private
collection of Deniz Olgay Yamanus



No.12- Hekimoglu, Miiserref. “Mes Giymeleri Onerildi” (It is Proposed They Wear ‘Mes”),
unknown mewspaper from the private collection of Deniz Olgay Yamanus
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No. 13 Cetin, Celaleddin, “Coppelia’nin Ardindan” (After Coppeha) 01/01/1961, unknown
newspaper form the private collection of Deniz Olgay Yamanus
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i seyretmels mutluihuffum
ni. eilatasals: - derecede idik

_diselle’len sonra Merlg Siim
" pir dang balemlzin primabal
torme g8 luta’ n\;mum‘h

A twerine gekmeittedir, Fouet | .
% gaotlerine dahg gok hiz verinel |-
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Hiagtiar, ne de Corps de Ballet o
Hwa solistier de ahmiazmn alkr o
T ile pildlar, Ufelk térek. Wu-
; sutlar: yok degildl, sebna W |
Jeaklifn. Hle Hintill olmayas, !
% J9p- Gnemip kusur, Corps de ¢
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81 gerelumelctedir,
CORES DE BALLIEE .
corus de Ballet'mizin opé
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3 dinlmast ve hayeketlerln oua

Sre uygulonmast ne koreog-
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L omda olzien tabloldy glgel. '
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No.14- “Meri¢ Siimen ve Oytun Turfanda” (Meri¢ Sii
. i¢ Stimen and Oytun Turfanda). 12/24/
Unknown newspaper from the private collection of Deniz Olgay Yamanus : T
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No.16- “Tokyo’da iki Miithis Tiirk” (Two Extraordinary Turks in Tokyo), 03/01/1976,
unknown newspaper from the private collection of Deniz Olgay Yamanus
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Fig.1- Yesilkoy Ballet School, 1948, from the private collection of Sebnem Aksan



OKULUMUZUN BUGUNKU
26 YAVRUSU YARIN KU-

" RULACAK AKADEMIMIZIN

1ILK OGRENCILERI VE BU
MUHIM VE FAYDALI ISIN
GNCUSU OLACAKLARDIR.

7 e Yazan:
Cemaleddin Bildik
Yukanda, solda, bale okulumuzun
mini minilerd okulun agihy gini da-
velliler arasinda, Orlada solda, Miss
Newton bir yavru ile gahgiyor, Sag-
da., okulda Miss Newlon nezarefin.
de galyma. Alita. solda, Miss New-
ton yavrulara ilk dersi veriyor. Sag-
da Miss Newton'un giizel bir pozu.

Foto: YEDIGUN - FAIR SENOL

Fig.1a- Joy Newton with the first ballet students of Yesilkoy School, January 1948, Yedigiin,
from the private collection of Sebnem Aksan
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Fig.2- The end of term demonstration and Joy Newton’s opening speech at Yesilkdy School,

from the private collection of Sebnem Aksan



Fig.3- Molly Lake and Travis Kemp with one of their student at the Ankara State
Conservatory, from the private collection of Jale Kazbek



Fig.4- Dame Ninette de Valois
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Ankara'da ilk Tiirk Balesi

aya

AYl: 12 - 18 MART 1965 - 150 KURUS

| sirada Cingenelerden Binay Berkan, {imran Urey, diger bir Gingene Jale Akyiiz, ortada Rezzan Urey, geride Hiisnii Sinal, Sait Sikmen ve Selgule Sayinel

Fig.5-Fountainhead | Cesmebast on the cover of Hayat magazine in 1965



IGIRTKAN
1K GARIP
KIZ .. :
GEMBERBAZLAR  .....cccoooveiies  Salt SOKMEN - Hiend SUNAL -
MASKELI [KIZLER ... e Rezzan

iki GINGENE KIZI . e Binay
HACIVAT

Fig.5a- Meri¢ Siimen in Cesmebas: with Karagdz and Hacivat characters in 1965



Fig.5b- Dame Ninette de Valois in front of the posture of Cesmebast in 1965, from the private
collection of Rezzan Urey



Fig.6- Cevdet Sunay and Siileyman Demirel at the gala performance of Sy/via in 1967



T

OTE

| BECTHMIMT
€ OCHOBAH
MPE3 19421,

qu*BEH

Opran wa Hauuowanuus cbBeT Ha OTeuecTseHMN onm.

LSRR AR AT O

OBE TMPEMUEPHU

CHown s CochuilcHaTa HapofiHa onepa ce CHLCTOA NpPeMHep
HUAT CMEeKTaHBN HAa rOCTYBALIHA Y HAac TYPCHWM HauuoHaneH 6a-
net. lpep cronu4Hara nyGAMHAa roCcTHTe Ce NPEJiCTABMXAa € OTHba
€W OT KnacuuecHun Ganer ,HHuszen“ or Apam, ¢ Ganeta ,MbTA Ha
G6e3anbTHHHA" or ledBuH MOpABH W ¢ efHOAKTHHA TYPCHKH GaneTt
»lpen wewmara“ or Mepur Tio3oH, H TpuTe Ganeta ca NOCTaHOB-
KW Ha AMPEHTOpHATa u rnased GaneTMancTOp Ha TYPCKUA HaLHo-
Hanen Ganetr HuHer ' fAbo 'Banoa. My3uKanHoTo pLHOBOJCTED 6@
OCBLECTBEHO OT rNaBHWA AWpHreHT Ananm AGO4Y4 M OT FOCT-BUPH-
redHTa @eput THO3I10H.

MyGnuHaTa cbpAeYHO annofMpa TAHUOBANHOTO W3KYCTBO Ha
GaneTHUTe apTHCTH OT CbCefHa TypPUHA.

Ha cuumkara: MomeHr or nocTaHosxata »llpeg uwewmaTa®,

Fig.7- Ankara State Ballet Company’s tour to Bulgaria in local newspapers in 1966, from the
private collection of Rezzan Urey
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Fig.8- Ankara State Ballet Company’s tour to North Africa in local newspapers in 1971, from
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MiLLI BGITIM BAKANLIGI
UZEL _
379/ Pt Ankara
£, - 19T
1 - Subat 1977

Sayin Ferit Tiziin
Kiiltiir Bakanli@i
Devlet Opera ve Balesi Genel Miidir Vekili
ANKAKA

Pek Muhterem Lfendim, o

Zarif beyanlarinizl muhtevi yaziniz miinasebetiyle size ve
degerli sanatkar arkadaglariniza tegekkiir ediyorum. ' '

Hiirrem Sultan Balesi Muzik'i, Aksesuvarl ve kostimleriyle
takdirlerin iustilindedir.

Tiirk Balesinde yeni bir ufuktur. Canli, diri ve dop-dolu

ritmi ile san'at dinyazima damgasinl vurdugu”

%esaretle sOyleye—
biliriz.
Kalbi muhabbetlerimle sonsuz bagarilar diliyorum.
Saygilarimla.

A\

~

Ali Nailj Ardem
8i111 Epipim Bakan
'4 .

Al A

Fig.9- Ali Naili Erdem’s letter to Ferit Tiizlin in 1977, from the private collection of Deniz
Olgay Yamanus
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Fig.10- Dame Ninette de Valois’ letter to Oytun Turfanda in 1977 , from the private collection
of Deniz Olgay Yamanus, p.1



v *; v \: ¢ .{& : t\" 0 \ 1= T M L wall o
- b ;o [N 0 N
AL LL Cx 4 NSRRI *{J we L [

; éc\(_, U Ve CLL,(ts(‘f‘_t;‘P ,«(% 'H/_\»L

o L a6 Cowml Mb-ti.");k,\ ow tw\ Un

N
NFU Y AN
: i -
L . I

Fig. 10- letter, p.2



Thank you very much for yeur lovely and very encouraging
letter.I must repeat that I am véty serry since you were net /able
te come and see "Hurrem Sultan".Hoew I have confined myself terribly
4n your "Rake's" there tore I can very scon get nud..ﬂoho(ygaén held
me guiet.Please rest assured that I will try de my best te #ar@orn
as beautiful as you would like... : :

I know that you wanted me to go te Bejart always arddi;rr
to go there in next time at lemst for a month maﬁiﬁé enquiriuui
through the Belgjan Embassy in Ankara to see if Belgian goverment
could extend amy finincial help, -

Would you be so kind to write to Bejart,whether he would
permit me to be present in their rehearsals and performances. i

In case a letter from him is sent te eur Company,that) would
enahle me to do related paperwork here,especially to finance air-
ticket.

Therefore,l had to write to yeu,as always,l have been
reflecting my problems knowing how kind you were to me.I really want
to ge te Bejart very much.

Maybe from Belgium I ceuld have a chance to come te Lenden
(my second beloved tewn) and see my lovely Madmme,there...As she has
very much neglected us this season.

Fig.11- Oytun Turfanda’s letter to Dame Ninette de Valois, from the private collection of
Deniz Olgay Yamanus



immmltna

Hiirrly

Tuvalet yok, kalorifer yok, su akmiyor

0 balerin prova sirasinda
‘ § soguktan
fifriyor

NKARA, (Hiirriyet) — Balerinler, her giin sekiz
saat galigtiklan Ugiineli Tiyatro salonlannda tit-
reyerek prova yapmakta, bir damla su bulmak
icin bakkallardan gise suyu tasimak zorunda kalmakta-
dirlar. Ugiineii Tiyatro'da aylar énce baglayan onarumn

® SOBAYT ISITIYORLAR: Balerinler, tgiidiikleri igin
soba baginda telkinle sinmaya cahsiyorlar,

prova aeralaninda yanmayan

(Foto: Faysal GEYIK - ANKARA)

bugiine kadar &denek

voklugundan

yetigtirilmemesi

sonucu, 60 balerin her gin tuvalet ihtiyaglarim, 500
metre uzakhktaki Etnografyva Miizesi'ne kogarak gider-

melktedirler.

20'NCl ASIRDA
SANAT

Ince prova layafetleri
iginde  tirtir  titreverek
prova yapmak  zorunda

kalan balerinler, prova-
dan sonra terli terli, 14
derecede  dinlenmektedir-
ler. Dinlenme salonlarinda
gimento torbalammin -
gl halde bul ha-

lemektedirler. Bir sanatg,
“Soba var, ama soba bizi
sitmak igin degil, bizim
sobayt sitmamiz igin gén-

lorifer kazanlarimn hina-
nin disinda el degmeden
durmasi, balerinlerin mo-
rallerini ters yénde etki-
lemektedir.

— “Tuvalet ket

dermigler”  diye konug-
mugtur.
MANTOLARLA
PROVA
YAPILIYOR
Sobanm verdl{': 1mdan
yararl ba-
lerinler, mnnml!.n ile
dinlenmek zorunda kal-
maktadirlar, Provalar si-

rasinda, soguklar yiiziin-
den adaleleri sakatlanan
Tundus

bir hal oluyoruz. Bazan
yamurmazdaki okula, bazan
1a miizeye koguyoruz”
diyen balerinler, soguktan
sikiavetei olduklann  sdy-

styleyen balerinler, “Su
wvok, kalorifer yok. En
mithimi tuvalet yok.. Ne
yapacajummn gamrdik..”
diye girmnmaktadirlar.

Fig.12- “60 Balerin Prova Sirasinda Soguktan Titriyor” (60 Ballerinas are Shivering During
the Rehearsal), 10/28/1973, Hiirriyet newspaper



Fig.13- Ismet inonii with Shah Riza Pehlavi at a gala performance of Ankara State Ballet
Company in 1964



Fig.14- Ismet in6nii with the Minister of Education Turhan Fevzioglu at Coppelia’s gala
performance in 1961



Fig.15- The Minister of Culture Talat Halman presents an honorary award to Dame Ninette de
Valois in 1972, from the private collection of Osman Sengezer



Fig.16- Sait S6kmen’s choreographies: Cark, Cift U¢, Kurban. From the private collection of
Jale Kazbek



Fig.17- Meri¢ Siimen and Oytun Turfanda in Judith in 1970



Fig.18- Metin And, Oya Giirelli and Dame Ninette de Valois at the gala performance of
Judith in 1970



Fig.19- Ankara State Ballet Conservatory students in a snowy day at the courtyard of the
conservatory. Meri¢ Stimen, Jale Kazbek, Eving Sunal and Geyvan McMillen are among the
students in 1956
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Fig.20- Rezzan and Umran Urey at the conservatory, from the private collection of Rezzan
Urey



Tiirk balesinin
ilk biiyiik eseri
sahneye kondu

Daha dnce Anadolu Siiiti'nden
«Casme Basr», Ballad’dan
«Pembe Kadin» ve «Siiitler»den
«Giizelleme» gibi baleler
sahnelenmisti, ama Hurrem
Sultan cesur ve biiyitk adim.

NKARA'da ne kadar tiyatro

varsa, alabildigince insan, he-

men her gece butin yerleri

dolduruyor.- Sezon - bagindan
beri verilmekte olan temsiller dur-
maksizin devam ediyor. Bunlar ara-
sinda Kanuni Sultan Sileyman'in
gozde esi Hurrem Suitan’la hayati-
nin dramatik safhalarini canlandiran
bir Bale, seyircileri pek cok kendine
cekiyor. «Hurrem Sultan» adim ta-
siyan bu eser icin «lik biytk Tirk
balesi» deniliyor.

Gerci memleketimizde Bale'nin
boy gostermesi dort yiiz kisur yil
énceye kadar uzanmaktadir. O ta-
rihte Istanbul’daki italyanlar  bir
senlik dolayisiyle bale gosterileri
diizenlemisler, bu gosteriye Turkler
de katilmis.

Fakat Gumhuriyet Tirkiye'sinde-
dir ki bale sanati ciddi olarak ele
ahniyor. 1948 yilinda kurulan Dev-
let Bale Okulu'nun — daha sonra
yetisenlerle beraber — bugin hald
faaliyette olan mezunlari  cesitli
Tiirk bale eserleri de sahnéye ko-
vuyorlar. Ancak «Bitlnuyle Tirk o-
lan ik Bilyiik Bale» denince, iste
bu «Hurrem Suitan» gosteriliyor.

Bestecinin anlattiklar .

Eserin bestecisi Nevit Kodalli:
«Simdiye kadar c¢esitli Turk Baleleri
sahnelendi. Fakat bunlar baska o-
maclar icin yazilmis muzikler dze-
rine konular bulunarak koreografi-

leri yapilmis eserlerdi,» diye anlat.
«Birer perdelik kisa tir Baleler...
Ferit Tizin'in “Anadolu Saiti” mi-
zigi alinds; “Cesme Bas:1” Balesi ya-
pildi. Necil Kdzim Akses’in “Ballad”
i aldik; "Pembe Kodin” balesini
yaptik. Benim «Siiitlersimden “Gii-
zelleme” meydana geldi. Fakat
“Hurrem Sultan” boyle degildir; -
zeilikle bale olmak icin bestelen-
mistir.»

oy

Kanuni Sultan Silleyman’n

dans ettigi eseri seyreden
Ankaralilar ve yabancilar
besteyi yapan Nevit Kodall
ile koreograf Oytun Turfanda'ys
hararetle tebrik ettiler.

Devlet Opera ve Balesi Genel Mii-
dirdigu bale migaviri olan Nevit
Kodalh, icerisinde Mehter mizigi,
cesitli oyun havalan, hatta (Sehza-
de Mustafa’'min 6lumi  siralarinda
yas miizigi olarak kullamimig) Tek-
bir bulunan bestesini (¢ yila yakin
bir zaman icinde cikardigini sozleri-
ne ekledi. Bundan G¢ yil once geng
koreograf Oytun Turfanda’nin ha-
zirladidr kisa ozet ustinde bir hay-

SRRk e 'i bi'%
ON planda, solda Oytun Turfonda Konuni roliinde goriiliiyor. Ve
vezirler bir arada: (Cevat Aydemir, Tufon Kaytmaz, Halik Ozsoydas).

= _—

o

Fig.21- Hiirrem Sultan’s one of the media coverage in 1977, from the private collection of

Deniz Olgay Yamanus



Fig.22- Hiirrem Sultan on stage in 1977



Fig.23- Deniz Olgay Yamanus in one of Duygu Aykal’s choreographies, Cogul in 1973



Fig.24- Geyvan McMillen directs a technical class at the Ankara State Ballet Company in
1976, on the wall, Dame Ninette de Valois’ portrait



vyl De Opera ve Balesine

m(»]er ve den, qrnn—ln:r kaydedild gibi dansta da
bunu gormekteyiz. Tiirkivede Cagdas Dans yeni bir
sunacagimiz. gostn-rl dm\s sanati da
min ve

ik v rd|m|=lr| Gll'l'ldl'l' dlr

ikleri ile Tiirkiyenin ilk cag da§
c!ann.quldndlr Bu galismalarimiz miisterek
ve arzularimizla devam etmektedir.

Gurupta calisan Mesih Beken, Salima Siékmen Okanar,

m ki biiyiik bir gayret ve sevk ile
wmmz bu gecede sizlere Cagdas danstan drnekler
3 ve Tiirkiye i
tanitabilelim.

Geyvan McMillen

The changes and evolutions that we see in various arts

in the 20th Century are also apparent in Dance. In Turkey
Modern Dance is very new. The performance we g tonight
is the original expression on my own ideas and feelings

in this medium. In its realization, the contributions of

my danc friends are great. Each of Ilu_m, w h their spe
personalities, are the first modern dancers Our
works are the fruit of our combined 2 fforts.

The members of our group, Mesih Beken, Salima Sokmen Okan:
Aysun Aslan, Binnaz Dorkip, are all art from th
Turkish State Ballet.
I hope that in this performnn:u which we prepared with
great care we can introduce to you Modern Dance as
expressed by Turkish artists,
Geyvan McMillen
ned the State

d dance technique

Fig.25- The program brochure of Geyvan McMillen Modern Dance Group’s performance in
1975



The Istanbul Turco - British Association

and
The British Council

present
An Evening of Modern Dance

Choreographed by Geyvan McMillen
in the garden of the British Consulate General
by kind permission of the
British Consul General
Thursday, 19 June 1975 at 18.00 hrs

Invitations may be obtained in advance from

48 20 39
: 452298

The Istanbul Turco - British Association :
The British Council Library

Fig. 25-continue

Istanbul Tiirk - Ingiliz Kiiltiir Dernegi
ve
Ingiliz Kiiltiir Heyeti
Ingiltere Baskonsolosunun miisaadeleriyle
Baskonsolosluk Bahcesinde Koreografisini
Geyvan McMillen'in yaptig1
Modern Dans gosterisini sunar.

19 Haziran 1975 Persembe 18.00

Davetiyelerin tnceden temin edilmesi rica olunur.

48 20 39
: 45 22 98

latanbu| Tiirk - Ingiliz Kiltiir Dernegi :
Ingiliz Kiiltiir Heyeti Kiitiiphanesi




Fig.26- Meri¢ Siimen, Jale Kazbek and Binay Okurer with Pakistani dancers in Karachi in
1966



Fig.27-Binay Okurer and Jale Kazbek with Beatrice Appleyard (Fenmen) in later years, from
the private collection of Rezzan Urey



Fig.28- Eving Sunal and Osman Sengezer at the designing studio of Ankara State Ballet
Company, from the private collection of Osman Sengezer




Fig.29- Ceyhun Ozsoy and Jale Kazbek on stage, in Sleeping Beauty/Uyuyan Giizel, 1972



EST s

Muzede ;agdag .
 dans gosterisi

s'lsranbul Festivali gergevesinde ikl
gunddr olagandstd gdnler yasaniyor.
Bu olaganustuldgin nedeni yillardir
kapalr duran Besiktag'taki Resim ve
Heykel Mizesi’nde ddzenlenen “Cag-
dag Dans Gosterisi.” Mize bahgesi
temizlendi, dazenfendi ‘ve burada
gevresiyle sonsuz bir uyum iginde
“Gunumiz Istanbul Sanatgilan Agik-
“hava Sergisi” agildi. “lki geng bale
sanatgisi ve koreograf Geyvan McMil-
‘lan lle Sebnem Aksan, /stanbul
. Konservatuvar: 8grencileri ve Istanbul
Balesi sanatgilariyla burada bir dans
~gosterisi ddzenledi, Bahgede, resim-
Ier. heykeller arasinda baglayan,
muizenin iginde devam eden, kéh
sanar eserleriyle bdtinlesen, kah
' seyirciyi oradan oraya kogturan Carlo
Dominico’nun gitartyia, Cengiz Tang'-
- In mdazigiyle ya da YarakSemaf'siyle i
slren olagandstd bir gdésteri... Bu
olay, son kez bugan 16 00'da fekrar-

laniyor. SN . , I

Fig.30- Sebnem Aksan and Geyvan McMillen’s dance event, Istanbul Festival in 1980, from
the private collection of Geyvan McMillen



Fig.31- Richard Glasstone, Dame Ninette de Valois and Osman Sengezer at the gala
performance of Sylvia in 1967, from the private collection of Osman Sengezer



INTERVIEWS

A. METIN AND 12/21/2006, Ankara
B. RICHARD GLASSTONE 05/25/2007, Istanbul



SOZLU TARIH PROJESI

Gortiisiilen Kisi : Metin And
Cinsiyeti : Erkek
Dogum Yih :

Goriisme Tarihinde Yasi

Dogum Yeri :

Meslegi : Emekli Profesor
Kurumda ise baslama Tarihi

Kurumda Calisma Siiresi

Emekli ise Emeklilik Tarihi

Goriisen
Desifre eden
Redaksiyon
Siire Toplam
I. Ses Dosyast
II. Ses Dosyasi1
III. Ses Dosyasi
Ses Kaydi
Goriisme Yeri
Goriisme Tarihi
Goriisme Sirasi
Kisaltmalar

M. A.

7.G.

[..ak..]
Muzaffer Bey
Konuk

[?]

Desifre Notlari:

: Zeynep Ginsir
: Filiz Ogretmen

: 01:30:22

: 00:01:00
:01:11:00

: 00:18:22

: 2 Adet CD.
: Ankara.

: 12/21/2006.

: Metin And

: Zeynep Glnsiir

: Anlasilamayan kelime

: Muzaffer Evci

: Kadin katilime1

: Dogru yazildig1 veya duyuldugundan emin olunamayan

kelime.

1) Ozel isimler ve yabanci dildeki kelimeler redakte edilecek.

2) Arka plandan, gériisme boyunca; gilinliik yasantisini stirdiiren kii¢iik bir cocugun konusma,
oyun oynama ve seyrettigi TV programlarinin sesleri geliyor.

3) Gortisiilen kisinin yas1 nedeniyle, konusurken hatirlayamamak tislubunu olusturdugu i¢in
goriismede kullandig1 “sey, yani” gibi dolgu anlamli kelimeler muhafaza edildi.

[Birinci Ses Dosyasi|

M. A.: ... bir sey var, Yangin dergisi var. Kalin saglar, iki efsane agzini kapatiyor. [..ak..]...

Z. G.: Hemen ben seyimi ¢ikartayim, makinemi. Dinliyorum.



M. A.: Ondan sonra bir de sey var, simdi adini; ben adlar1 unutuyorum, ¢ok iyi bir 1s1k¢1 var,
Devlet Tiyatrosu’nda uzun seneler, ¢ok iyi bir 1s1k¢1, yani sey sanatei, 1s1ke1. O da Yiiksel’in

arkadasi. Bir giin karsilasmislar bir yerde Can Film’de filan bir yerde karsilasmislar. ..

[ikinci Ses Dosyasi]

Sehir Tiyatrosu’nun ¢ikmazi Muhsin Ertugrul’la bagliyor. Adamakilli kavgalar da ettik falan.
Simdi orada Muhsin Ertugrul da benim yakin ahbabimdi. Birlikte yemek yeriz falan, fakat ona
dair bir seyler de anlatayim. Simdi ben bu Tiirk tiyatrosu iizerine ¢alismalarim ilerledikge,
onun yerini tespit ettim. Tamamen menfi seyler, taklit¢ci bir adam, Bati hayrani ve onun
sahneye oydugu eserlerde; dnce Avrupa’da gidiyor seyrediyor, aynen getiriyor. Resimlerle de
ispat ettim Yanlisliklar Komedisi Shakspeare’in; Avion’da 1938’de oynaniyor, Tiirkiye’de
1938°de. Ikisinin de fotografin1 yan yana koydum, benim Cumhuriyet kitabina. ..

Z. G.: Ayn1.

M. A.: Sapkalari, dekoru falan aynen. Tabii distan, i¢ini bilmiyorum ama, yani dis goriintiiler
bakimindan simetrik duruslar, ikizler.

Z. G.: Ayni seyler.

M. A.: Hepsi de ayni, taklit etti ve onu da tespit ettik 1938’de Avion’a gittigi de biliniyor,
yani boyle bir adam. Simdi bunu ¢ok tutuyorlar, tutanlar da iste “beni tiyatrocu yapan oydu,
hoca bilmem ne.” Gengler de bilmeden iste “hocam” diyordu. Ben buna karsiydim, simdi bu,
ne zaman gorsem, seyli oldugum zamanlardi, onun aleyhinde yazilar da yazdigim zamandi,
gene yolda gordiigii zaman yahut da mektup yazdigi zaman “sana” diyor, “bir belge
verecegim, baleye dair”...

Z. G.: “Baleye dair.”

M. A.: Sonra 6grendim onun ne yarari olur. Simdi buna sormuslar “baleye kimi getirtelim.”
Bu da bir, Ingiltere’de bir papaz varmis onun tanidig1, ona sormus o da demis ki “Ninette de
Valois olabilir” sonra Ninette de Valois gelmis. Simdi Ninette de Valois’ya sahip ¢ikiyor,
simdi ben yazmadim onu ama bir giin onu da yazarim, yani yarin gibi firsat ge¢ince onu da
yazarim. Simdi bu adam o sirada genel miidiir. Genel miidiir, elde konservatuarda yetismis
baleciler var, daha henliz mezun olmamis. Seyde, bir de o ii¢ kadin, dort kadin bir erkek
Konservatuar disindan baleyi 6grenmisler.

Z. G.: Kaya Ilhan, Tenasiip Onat.

M. A.: Simdi bu seyle, baleye madem bu kadar meraklisin, niye sen Opera’nin da

basindaydin? Niye koymadin bir sey, baleyle ilgili bir pro... Opera’nin yaninda yahut da sey,



yok boyle bir sey. 1957°de sey geciyor, Ciineyt Gokger geciyor, ilk bale o zaman oynaniyor.
Gene Konservatuar’dan mezun olmamaislarla, oradan bazi 6grencileri. ..

Z. G.: Beraber.

M. A.: Alaraktan iste seyi oynuyor...

Z. G.: Keloglan.

M. A.: Lorca’nin bir seyini, hayir. O Konservatuar’daki olanlar1 séylemiyorum. Devlet
balesindeki sey ve bir koreograf getiriyorlar ve bir de sey, bas balerin Valery Dickens diye bir
kiz geliyor. Ik bale 0. Neydi onun ad1? Sey.

Z.G.: 1957...

M. A.: Degil degil, Lorca’nin gene bir eseri. Sey, Biiyiileyen Ask m1 ne dyle bir sey...
Muzaffer Bey: El Amor |[..ak..]

M. A.: Ha El Amor [..ak..].

Z. G.: Yani bu opera degil, tamamen bale dyle mi?

M. A.: Bale ama Salome operasinin yaninda oynuyor tabii bale. Ondan sonrada gelisiyor...

Z.. G.: Gelisiyor.

M. A.: Yani Ciineyt Gokger’in zamanin1 konusuyorum, yani sen mademki papa...

Z. G.: Bukadar...

M. A.: Sonra baleyi dgrenmek igin Ingiltere’de Ninette de Valois’i bulmak icin papaza mi
gidip... Tabii herkes biliyor Ninette de Valois’nin kim oldugunu, yani...

Z. G.: Hocam peki daha 6nce Sergey Lifar getirilmeye ¢alisilmis, o bdyle bir sey baslat. ..

M. A.: Getirilmedi. Onu duymadim...

Z. G.: Ama Atatiirk 6liince 1938’de, kalmis bu girisimler. Oyle bir sey...

M. A.: Hayir. Ona dair, onu arastir. Ben onu bulamadim, 1935 yilinda zannediyorum iki tane,
simdi adlarin1 séyleyemeyecegim, yani ¢ok bilinen iki kisi Asafyev [?] bir tanesi. Seyde, iki
koreograf, bir besteci falan getirilecekken diismiis suya.

Z. G.: Diismiis suya.

M. A.: Biraz da iste sey, komiinizme falan, karsitlik bakimindan belki de, yani ben onu
gazetelerde tespit edemedim bir tiirli ama bdyle bir olay da var. Onu da aklinda tut, yani
Atatiirk’lin boyle bir seyside, girisimi de oldu.

Z. G.: Evet... saniyorum ondan Jak Delon mu bahsetmis. ..

M. A.: Amao...

Z. G.: Onun kitaplarinda bir yerde var.

M. A.: Ona hig giivenim yok. Sana Jak Delon’u anlatayim mi1?

Z.. G.: Anlattiniz biliyorum biliyorum. Biliyorum ama hocam, yani...



M. A.: Ama 0liiniin arkasindan da konusulmaz. Simdi...

Z.. G.: Ama sonugta baleyle ilgili hani “kim ne yazmis” diye baktiginiz zaman...

M. A.: Iste Arzumanov’lara falan, o ben onlara sey etmedim.

Z. G.: Evet 0 yazdi.

M. A.: Hig ilgilenmedim onlarla, Arzumanov’la.

Z.. G.: Evet, yani seyde ilging mesela, Arzumanov’da aslinda Rus Devrimi’nden kagip da hani
Avrupa’ya gidecekken, Tiirkiye’de Atatiirk’iin istegiyle kalmis dyle diyor, Yildiz Alpar da
oyle diyor. Kalip da, hani Arzumanov’da baslatabilirmis bu, aslinda kurumsal degil mi?
M. A.: Valla onu bilmiyorum...

Z. G.: Ama hig¢ sey yapmamis.

M. A.: Yani bu kadinin tecriibesi var.

Z. G.: Madam’1n!

M. A.: Evet. Sadler’s Wells Balesi, sonunda Royal Bale...

Z. G.: Evet Royal Bale...

M. A.: Bir numarali topluluk oluyor.

Z. G.: Biiyiik, tabii biiyiik.

M. A.: Cok yonlii o.

Z.. G.: Peki siz onun 1973’te gonderilmesi ile ilgili ne diislinliyorsunuz, yani...

M. A.: Kimin?

Z. G.: Madam’1n, yani Madam’in 1973...

M. A.: 1973’te gonderilmedi o.

Z. G.: 1973-74 sezonunda...

M. A.: Gonderilmiyor.

Z.. G.: ne oluyor peki?

M. A.: Gonderilmiyor. Zaten ¢agrilmiyor ki génderilsin.

Z. G.: Iste ya da!

M. A.: Yani para vermiyorlar kadina. Kadin her seyi cebinden veriyor. Tiirkiye’de sey yok,
bale pabucu yok, ¢antasinda bale pabuglari getiriyor. Boyle bir durum...

Z.. G.: Ama ona karsi, bir kars1 hareket olusmus.

M. A.: Hayrr o, biiyiik seylere karst daima oluyor ama...

Z.. G.: Yani orada kendi, hani “Tiirkler yonetimi, idareyi ele alsin” gibi bir...

M. A.: Valla bilmiyorum onu. O sezonlar, onun en parlak sezonlar1 Ninette Valois’nin.

Z. G.: 1973, 1974 mii? Ama ondan sonra yok.



M. A.: Yoo! Daha sonrada devam ediyor. Ne zaman kesti bilmiyorum seyde, hatta o benim
yazida var o sey. Ninette de Valois’yla olan. Ben sik gidiyordum Londra’ya orada aradim,
hatta beni dersine soktu. Seyde ders veriyor Royal Bale School’da. O dersi seyrettim, ¢iktik
“seni” dedi, “simdi Cin lokantasina gdtiirecegim.” O hikayeyi okumussundur herhalde, dedim
ki “n’olacak sey etmiyorsun” dedi, “benim ¢ocuk biiyiidii” dedi, “ben simdi yeni bir ¢ocukla
ilgiliyim. irlanda balesiye”...

Z. G.: Him! Anladim ama danscilarin bu anlamda bdyle bir tepkisel seyleri olmus, yani.

M. A.: Tepkisel seyleri ¢ok oldu. Kag kisiye oldu. Seye mesela, bir kadin geldi, gonderdiler.
Nefis bir kadin, sair, yani siir sonra Avion’da intihar etti. Miithis bir kadind1 o. Buna karsi
duruyor sey, balerinler! Kadin neler yapiyor? Bir kerede dekorda yapiyor kadin, aksesuar da
yaptiyor. Seye gitmis bir giin, aksam {iistleri de yoruluyor orada bana geliyordu uzun uzun
anlatiyordu. O bir ¢ok baleler yapt1 Tiirkiye’de.

Z.. G.: Bu kimden bahsediyorsunuz?...

M. A.: Andrée Howard: ¢ok esasli bir kadin o. Onunda aleyhinde bulundular, niye
bulunuyorlar? Kadinin yaptig1 sey var. Seye gidiyor terzihaneyi gormek istiyor, bakiyorlar en
pahali tiilleri, seyleri dogruyorlar boyle pargalar, biiyiik pargalar dokiilityor. Tutuyor, parcalar
topluyor o sey bile toplardi, mesela yiiriirken sonbaharda yapraklar1 da alird1 yerden, onlardan
da bir sey yapardi. Boyle ¢ok yaratici bir kadin. Sonra onlar1 topluyor, sey vardir iyi bir
balerindi o, Ayla, Sunal m1 neydi onun ad1?

Z. G.: Anladim Ayla.

M. A.: Ayla Daygil.

Z. G.: Dayigil, Dayigil, evet.

M. A.: Ama sonraki ismini hatirlayamadim.

Z. G.: Ayla Dayigil diye biliyorum ama ben, evet.

M. A.: O ¢ok iyi balerindi. Onlar bir sey yapti kadin, klasik balelerden parcalar. Bu Mavi Kus
var ya! Seyde Caykovski’nin balesine gidiyor, pas de deux balede orada kiza bir tutu yapmis
topladig1 parcalardan. Onlara maviye boyayarak...

Z. G.: Eee!... boyle seyler yiiziinden mi taktilar kadina?

M. A.: Hayir bunlardan degil, yani bunlar1 bilmeden, kadimin da ¢ok iyi bir koreograf
oldugu... mesela [..ak..] bu, bunu Gengler Balesi diye g¢evirdiler Tiirk¢eye. Hakikaten de
gengler balesiydi. Bu balo, Geng¢ler Balosu, Bizet’nin senfonisi tizerine, nefis bir eser [..ak..].
Benim anima yapti, sirf onun i¢in bir bale yaptik biliyor musun onu.

Z.G.:[..ak..].

M. A.: Sey, Couperin’nin miizigi iizerine, klavsen miizigi {izerine...



Z.. G.: Onun koreografileriydi, yani.

M. A.: Ters striptiz. Bu Ankara’da yapti, sirf onun i¢in yapti.

Z. G.: Ad1i neydi hocam onun?

M. A.: Simdi gelmedi aklima. Resmi bile var, benim Ingilizce bir kitabim vard.

Z. G.: Hangisi?

M. A.: Theatre and Entertaintment. Orada resmi de var. Yiiksel’in fotograflari. Simdi bir
kadin geliyor o zaman ama primolin elbise[?], sap, bonesi falan bdyle bonesi de var basinda,
bdyle bir bone takiyor, sana da bir bone takalim...

Z.. G.: Bir dakika.

M. A.: Bir sey takacakti ama bone deyince. Sonra gol var orada, golde yikanacak. Ters
striptiz bu. Cikariyor falan elbiselerini, giiya ¢iplak kaliyor ama sey, ten renginde tayt falan
giyiyor. Bir de sey var, onu Kii¢iik Ali’nin torunu vardi, seyde ¢ok iyiydi oglan, bazi balelerde
cok iyidir. Bir kisa boylu, sey tiknaz boyle sey bir ¢ocuk ama [..ak..] dansciydi. O da yash bir
adam, bunun sazlarin arasindan seyrediyor. Boyle bir bale ama o iste o soyunurken, o
Couperin’nin miizigine uygun bir sekilde ¢ikariyor elbiselerini falan o sapkasini falan
cikartyor, sonra suya giriyor. Kisa bir bale ama ¢ik giizel boyle siirsel bir tarafi da var.
Sazlarin arasinda da adam oturuyor seyrediyor.

Z. G.: Dikizliyor. Peki mesela seyircilerin filan tepkisi nasil oluyordu hocam o zamanlarda,
yani...

M. A.: Seyleri tabii daha ¢ok seviyorlar. Bu kisa balelerden olusan program, tabii bu da vardi,
baska seyler de vardi. Kisa kisa parcgalar, onlar ¢ok giizeldi. Cilinkii ¢cogu, biraz virtiidzite
isteyen pargalar oldugu i¢in ¢ok seydi. Eser de [..ak..] iyi karsilandi aslinda.

Z. G.: Ben sunu goriiyorum, mesela eski seylere baktifim zaman biitiin bu arsiv, yani
yazilara, gazetelere filan hakikaten, hani dénemin ¢ok 6nemli politikacilari, bagbakanlar, iste
disisleriyle ilgili insanlar, konsolosluklardakiler filan galalarda bulusuyorlar, yani baleler
boyle onlarin, yani giiniin politik hayatini takip edeceginiz neredeyse bir seye doniisiiyor...
M. A.: Eminim sey, simdiki Kiiltiir Bakani1 bir kere baleye falan gitmedi.

Z. G.: Gitmedi.

M. A.: Operaya...

Z.. G.: Yani bu degisim nasil oldu?

M. A.: Ama adam zaten hakli gitmemekte, uyuyor ¢iinkii.

Z. G.: Ama Ecevit’in filan da pek gittigini bilmiyoruz, yani dans...

M. A.: Ecevit konserlere giderdi.

Z. G.: Konserlere giderdi, yani dansla ilgili, hani 1960’lardaki, 1950’lerdeki o...



M. A.: Sey Basgbakanin soziinii biliyor musun? Belediye Bagkani, “bale” diyor, “belden asag1
bir seydir.” Ben hatta yaz1 yazacaktim. Bunun iki anlami olabilir; yalmiz ayaklarda kullanilir
anlamina diyorsa, bu yanlis ¢ilinkii bilmiyor baleyi. Balede goézler bile kullaniliyor, her sey
kullaniliyor, parmaklar bile kullaniliyor, yani viicudun her bir noktast kullaniliyor. O
bakimdan yanlis bu. Otekine gelince, orada galiz bir seyler sdyleyecektim.

Z.. G.: Hayir, yani bu kadar, nasil bu kadar, bu degisim bir anda m1 oldu? Ben anlamiyorum,
yani 1950’ler, 1960’lara baktigimda...

M. A.: Baz var, yani temeli var bu seyin. Onun {istiine bunlar ustalikla, takiye usuliiyle bina
ettiler bu seyi.

Z.. G.: Tabii bunda seyinde ¢ok pay1 var bence, bilmiyorum siz ne diisiiniiyorsunuz ama yani
iste Antalya, Mersin falan baleleri a¢ildi ama yani gercekten, hani “topluma daha cok
ulagmak, toplumsal olarak daha yayginlasmakla ilgili bir kiiltiir politikasi, baleciler tarafindan
izlenmedi” diye diistinliyorum degil mi?

M. A.: Evet ama gittigi yerde, Anadolu’da ¢ok iyi karsilaniyor bale.

Z. G.: Ama yeterli degil, yani egitimle iste, atdlye caligmalariyla filan, yani ¢ok biiylik bir
geng potansiyel var. O geng potansiyeli kanalize etmek i¢in birtakim c¢abalar gerekiyor.

M. A.: Aslinda sey yapmak lazim tabii. Simdi biitlin baleyi gétiiremezsin Anadolu’ya, fakat
seyin, Andrée Howard’1n yaptig1 gibi resital seklinde tek, ikili, ti¢lii filan baleciler var.

Z.. G.: Mesela bu tarz programlar.

M. A.: Hatta piyano esliginde...

Z. G.: Mesela.

M. A.: Yahut da sey, teyp esliginde miizik bandinla ¢alarak da yapilabilir, yani.

Z.. G.: Ama buna iliskin higbir sey yok.

M. A.: Sey yaptilar bir ara, iste Faruk Gliveng iste miizik elestirmeniydi, o yapti bir ara.
Mesela orkestrayr Konya’ya gotiirdii. Orada iste bariton bir sey soyledi, soprano bir sey
sOyledi falan. Boyle seyler yapti, burada ¢ikti bagkan, bunlarin agiklamasini falan yapt1 biiyiik
bir ilgi uyanmaya basladi. Miizikte simdi biiyiik bir ilgi var...

Z. G.: Hocam aslinda simdi Istanbul’da ¢ok giizel seyler yapilmaya baslad.

M. A.: Evet takip ediyorum ¢ok...

Z.. G.: Daha geng, geng tabii ¢ok geng¢ yonetmenlerin hem dansta, hem tiyatroda...

M. A.: Ve dansla yaklasti...

Z. G.: Cok ¢ok...

M. A.: Istanbul’daki festival, Istanbul Festivali’nden dolayz...

Z. G.: Evet evet.



M. A.: [..ak..] sey, neydi 0? Bagis, ne Bagis?

Z.. G.: Pina Bausch [?].

M. A.: Pina Bausch falan geldigi zaman yer yerinden oynadi, tiyatro olarak sunuldu bu ama.
Eskiden beri soylerim; bale, operada tiyatrodur. Bizde Konservatuar’da yanlis 6gretiyorlar.
Sey tiyatro fonetif bir sanattir, s6z sanati. S6z degil seydir...

Z. G.: Ses.

M. A.: Hayir, ses bile olmayabilir! Tiyatro, gosteri tasiyor. Gosterimde canlanir sahne sanati
olarak, yazar da degildir tiyatronun yaraticisi...

Z.. G.: Bagka bir dil olusuyor orada degil mi?

M. A.: Ben bir konferans verdim Mimar Sinan Akademisi’nde ama onlar, sonra onu kitaba
ceviriyorlar. Bashg1 sodyle “Tiyatro 6ldii mii?” Soru isareti, “Yoksa yeniden mi” diyor
“Dogacak?” Kisaca ben, metin de hazirlamiyorum, gittim. Sonra iste az buguk insan geldi,
dinledi falan. Bunu sonra kitap gibi, kiiciik kitaplar halinde ¢ikariyorlar. Kitaba gelince ben
konunun ne kadar 6nemli oldugunu anladim. Onu da teybe almislar ve seye gecirmisler,
bilgisayara gecirmisler. Ipe sapa gelmez, mesela ben serbest konustugum i¢gin, dedim ki “bana
izin verin, ben bunu genisletip bir metin verecegim size ama acele etmeyin.” Boyuna Baskan
bana telefon ediyor “ne zaman hazirlanacak” en son dedim ki “ben yapamayacagim onu” ama
seyleri de topladim, iyi bir zamanimda simdi iki kitap lizerine g¢alistyorum. Onlar bittikten
sonra buna donecegim, biraz daha genis bir kitap olacak. Ne demek istedigim orada
anlatilacak biitiin bunlar.

Z. G.: Cok yavas, baz1 seyler cok yavas gelisiyor.

M. A.: Hayir seyi kirmak zaten s6z konusu degil, yani belli bir tiyatro seyircisi var. Onun
aradig1 seylerden uzaklasilmasindan yana degilim, biraz da endiseliyim ama bir avangard
tiyatro olusup, onu dogru yolu bulmak i¢in denemeler yapacaklar falan. Sonunda bulunacak,
yani 21. ylizyilin tiyatrosunu bu sekilde uyusuk konusmalar falan, bdyle gayet donuk bir
konugmay1 ¢ok sevmiyorum. Ben kendim ¢ok konuskanim ama tiyatrodaki konusmalara
tahammiil edemiyorum. Ben biliyor musun, bu 15 sene i¢inde 3 kere tiyatroya gittim.

Z. G.: Biliyorum.

M. A.: 3 kere. Bu da bu sene oldu.

Z. G.: Oyle mi?

M. A.: Bir tanesi Ayse Emel Mesci.

Z. G.: Ha evet. O ilging seyler yapiyor.

M. A.: Antigone’yi koydu.

Z. G.: Begendiniz mi?



M. A.: Simdi onu sdyleyecegim, daha Ayse Emel Mesci’yi ben ¢ok begeniyorum. Paris’te
benim icin Kurban oyununu topladi bir liniversitede. Ben konferansim vardi iiniversitede,
Sorbonne 8 diyorlar.

Z.. G.: Biliyorum.

M. A.: Simdi kuzeyde, tiyatro falan bakimindan da c¢ok seyli. Orada verdim, bir siirprizmis
bu, biitiin toplulugu bir araya getirmis. Birakmiglarmis, hepsini toplamis sirf benim igin, yani
Abdiilhamit’in tiyatro seyretmesi gibi. Birkag kisi daha vardi tabii ama yani...

Z. G.: Size yaptilar.

M. A.: Bana yaptilar, ben de videoya aldim. Bende simdi komple seysi var, buna da bir tane
verdim ¢ok makbule gecti, ¢linkii yokmus onda.

Z. G.: Ne giizel.

M. A.: Simdi bu bana, ¢ok duygulandirdi beni, yani benim i¢in temsil veriyor. Cok kafali bir
kadin.

Z. G.: Evet. Istanbul’a ilk geldiginde gdrmiistiim, tanismistim.

M. A.: Bana telefon etti Antigone. Ben iste nazlandim falan “Aysecigim olmaz” dedim, yani
bir seyler, “bir yerde yemek yiyelim disarida. Konusuruz falan ama ben” dedim, “artik
gitmiyorum tiyatroya. Ama n’olur gel” falan dedi. Sonra diisiindiim; bir de Irfan Sahinbas,
sahne sanatgistymis, gérmemistim onu. Ben tiyatro binalarina da merakli oldugum i¢in “onu
goreyim” dedim. Ciinkii alistifimz o gerceve, sahneden farkli bir sahne. Iste bir eski
Ogrencim, bir kiz arabasiyla beni aldi, sehrin disinda bir yere, yani bana sodyleseler simdi,
nerededir o bilemem! Ankara’nin neresine geliyor. Gittik, seyrettim; ¢ok iyi sey bakimindan,
topluluklar1 hareket ettirme bakimindan, koreografik bakimindan ¢ok iyi fakat sesler kotii,
yani bu siirsel oyunlarda sesin bir ezgisi olmasi lazim o yok! Gayet bdyle ham bir ses ¢ikiyor,
sey etmedim ama sOyledim, bunu da sdyledim ona. Dedim ki ama seyin ¢ok glizel “biitiiniiyle
cok glizel ama” dedim, “sesler, bunlar” yani bir Antigone’nin kiz kardesi iste Hizmene midir
nedir adi, onun sesi iyi, digerlerinin sesleri hig iyi degil, yani falan, neyse iste dedim.

M. A.: Oraya gittim ama oradaki tiyatroyu ¢ok sevdim.

Z. G.: Oyle mi?

M. A.: Zannediyorum [..ak..] tiyatrolardan falan.

Z. G.: Oyle mi? Yapis1 olarak m?

M. A.: Yani seyini gérmedim, sahne arkasini falan gérmedim ama tam ideal bir tiyatro. Fakat
hig, hi¢ sevmedim Salome’yi.

Z. G.: Salome’yi mi?



M. A.: Eskiden beri, hele Rusya’ya gittikten sonra, ’62’de Rusya’ya gittikten sonra seyi
gordiim meshur neydi? Biitiin Rusya; her her, cumhuriyetin birkag, her sehrin var hatta
hattizatinda ama bu biitiin Rusya’y1 ilgilendiren bir sey. Sovyetler’i ilgilendiren bir seydi, onu
seyrettim ama sonra iste Yugoslavya’da bir kadin var, onlardan falan bir teori iirettim, yani
bizim halk danslar1 hepsinden zengin. Bunlar sahnede seyredilmesi lazim, ¢ilinkii seyle izah
ediyorum ben onu, bu danslar tarlada, surada burada, diigiinde falan oynaniyor, herkes
cosaraktan: Kendine doniik danslar, birisi seyrediyor diye degil de, kendi seysi i¢in yapilan
danslar. Bunu disartya ¢evirmek, bu zenginligi disariya ¢evirmek. Bunun iizerine bazi teoriler
gelistirdim, onu makale olarak yazdim, bir kitabin i¢ine koydum. Simdi o zaman, simdiki gibi
iliskiyi de anlamiyorum higbir zaman, ha o zaman Turizm Bakanlig1 tek basinaydi ama simdi
birlestiler galiba, arada bir birlesiyorlar. Onu, niye birlesiyorlar ama anlayamadim, yani turist,
sey turistler gelince eski kiiltiirlerin seylerini geziyorlar diye mi? Onlar, miizeleri falan
geziyorlar, o bakimdan diyelim.

Z.. G.: Kiiltlir ve Turizm Bakanlig.

M. A.: Adam bir tanesinin basindan ¢ikamayacak, isin i¢inden ¢ikamayayinca, ikisini birden
almis; iki karpuz bir koltuga!

Z. G.: Biliyorum sizin halk danslar1 {lizerine ¢ok yazilariniz var. Bale ile hatta beraber
koydugunuz yazilar da var.

M. A.: Simdi bunu sey ettim...

Z.. G.: Selim Sirr1’dan bahsetmissiniz.

M. A.: Turizm Bakanligi’nin basinda bir miistesar var. Simdi Tiirk Tanitma Vakfi m1 nedir?
Bir sey var, Kemal Baytas Bagkani. Durmadan seyahat ediyor, Cin’e boyuna gidiyor boyle
sofra basina oturtuyor adami falan. Simdiki hali hosuma gitmiyor ama o zamanlar miistesar
oydu. Bu bana telefon etti, “Metin Bey” dedi, “bir ara vaktiniz olursa bana gelin” dedi.
Turizm Bakanligr o zaman seyde, Maltepe’ye giden bir yolun oradaydir Turizm Bakanligi
“oraya gelin” dedi, “sizinle konusacaklarim var. Peki” dedim. “Bakin” dedi, “ben” dedi,
“sizin yazinizi ve kitabinizdaki o bolimii okudum” dedi, “ben de” dedi “halk danslarina
hayranim, kendimde yaparim hatta” dedi, “sizden ricam” dedi, “bana bir rapor yazin. Ben”
dedi, “kendi olanaklarimla bunu ger¢eklestirecegim” dedi. “Cok sevinirim” dedim, “bu
benim, bir hayat seyim, yani hayatta olmasini istedigim ideallerimden biri budur” dedim,
“olur” dedim, “size yapayimm” dedim. Oturdum uzun kapsamli bir sey, yani dansgilarinin
olusumu, alis1 falan, ilgili bir béliim var. Ikincisi; bunlarin, nasil bunlar1 yapacaklari,
koreografisini falan. Uciincii asamada bunlar sahnede nasil yapilacak falan buna dair seyler.

Olduk¢a uzun bir sey, bir kere burada dedim fizik seyi 6nemli, bunlar yetigkinler ¢ilinkii,



egitimleri belirlenmis, yani kiigiik ¢cocuklar degil bunlar. Artik bundan sonra da daha fazla
biiyiimeyecekler falan. Onun i¢in kizlar i¢in soyle ideal bir 6l¢t, kilo 6l¢iisii ve boy ol¢iisii
kizlar i¢in. Erkekler i¢in sOyle bir sey falan. “Ondan sonra bunlar” dedim, “kabilse bu halk
danslarin1 bilmeyenlerden se¢ilsin” dedim. Ondan sonra “bu” dedim, “bir imtihan heyeti
olsun, bu da” dedim, “miizikle hareket edebilmek, yani bir marsla ylriimek falan gibi bir sey
yapsinlar, bir de miizik kulagini, iste piyanoda kiiclik bir ezgi ¢calip bunun tekrar1” falan gibi
seylerle bir de anlattim, yani ne gibi seylerden gegeceklerini. Sonrasiyd: iste, dedim ki
“baledeki koreograflar kullanilacaklar ama balecilik kimliklerinden siyrilip, yalniz sahnedeki
hareketi diistinerek, bunlart da bilmiyorlarsa, 6grenecekler bunlar1 sey edecekler” falan, yani
“bu sekilde bir sey ve bu bir profesyonel sey olacak, toplu olarak dans edecekler, ideal olan
70 kisidir” diye iste rakami bile koydum. Hakikaten ilanlar verildi, gengler geldi ben de
bulundum orada. Ben imtihan etmedim ama iste kilosunu o&lgiliyor, boyuna bakiyor falan
erkeklerin, ondan sonra iste Dag Basini Duman Almig’la yiirliylis yapiyorlar. Boyle ezgiler
caliyor, onlar1 tekrarliyorlar falan. Bazilar1 halk danslarini biliyorlarmis, yani zarari yok ama
biiyiik faydasi da yok falan. 70 kisiyi aldilar, daha ¢ok alacaklarda...

Z. G.: Devlet Halk Danslar1 Toplulugu oldu ve de Duygu Aykal’i...

M. A.: Sonra ikinci agamaya geldik. Simdi Duygu Aykal yalniz kafiydi ama benim aram ¢ok
iyiydi onunla. Duygu Aykal’a dedim ki “bdyle boyle bir sey gelecek sana, sen” dedim ama
“baleci ve seyini; gardrobu agacaksin. Gelip [..ak..] burada. Olur” dedi. Oytun Turfanda’y1 da
aldik. Sey de girdi, Oya Aruoba ama o pek fazla bir sey yapmadi. Caligmalar basladi. Kizlar
ilerliyor, adam higbir seyden kaginmiyor, yani ne kanunu var bunun, bizde ¢ilinkii bir kurum
kurulunca 6nce kanunu ¢ikiyor falan. Bu adam hi¢ kanun manun tanimadan bunu yapti ama
oraya sart kostu. Bir de mahalli gruplar ama bunlar sik sik Avrupa’ya gidiyorlar altin
madalyayla doniiyor hepsi. Onu da belirttim, “bunlara” dedim, “dokunmayin” yani aradaki
fark sudur: Bunlar, bizimkiler profesyonel dansci; sahnede dekoruyla, 1siklariyla falan dans
edecek, o seylere bunlar gitmeyecek, amatdr seylere. Onlarin yolunu kapatmayacagiz, tersine
onlardan yararlanip, bu danslar1 onlardan 6grenecegiz. Clinkii bunlar komple grup dedikleri 4,
5 bolgenin dansini yapabiliyorlar. Bdyle bir sey usul koyduk. Oldu, ilerliyor seyler. Iste bir de
dekor olarak biiyiik bir yuvarlak aydimnlatilan, renkleri degisen 1siklarla bir seyi var falan, sade
bir dekor, Biiyiik Tiyatro’da. Benim; Sanat Diinyamiz -o zaman boyu biiyiiktli-, o zaman
Sagdi¢’in fotograflariyla, renkli fotograflariyla bir de yazim ¢ikti. Aglayanlar vardi o gece...
[..ak..] ¢ok heyecanlandi, sonra bu Amerika’ya gitti sey etti. Sonra Kiiltiir Bakanligi’yla
birlesti, ben “eyvah” dedim, “kanun da ¢ikt1 galiba.” Ondan sonra tamamiyla o rapora aykiri

olaraktan, bir seyden cagiriyorlar. Mesela Cumhurbagskanligi’na bir yabanci geliyor. Buradan



seyli cagirtyorlar, buradan 5-10 dans¢i gonderiliyor ama sonra mahalli dansgilar
homurdanmaya basladilar. Korktular “bunlar rakip olacaklar” falan. Onlara bir sey toplantisi
yaptim, hepsi geldiler, onlara anlattim bunu dedim ki “sizinle onun arasinda biiyilik bir fark
var. Bunlar, siz onlarin 6gretmenlerisiniz ve sizin seylerinize karismadim” ama iste giderek,
zaten Kiiltiir Bakanligi’nin. ..

Z. G.: Baglaninca...

M. A.: Bir seyi saglam koy, parcalanir o bozulur ve simdi adini bile duymuyoruz...

Z. G.: Hig. Evet onu soracaktim, degil mi?

M. A.: Onun yerine iste Mustafa seyin, Erdogan seysi...

Z. G.: Sultan Of the Dance.

Muzaffer Bey: Var falan filan ama bayagi kadrolu dans falan filan ama yapiyorlar ama boyle
bir sey yok.

M. A.: Ama sey ald1 onu, hala... dans¢1 olarak ¢ok iyi de, ayrica koreografide de biiyiik
basar1 gosterdi.

Z. G.: Cok ilging koreografileri var, yani Yoz Dongii’yii filan ben nispeten daha yeni
seyrettim.

M. A.: Simdi ben Jak Delion’ n’aptim bili... o kismin1 belki anlatmamigimdir. Simdi Jak
Deon’la iki defa onun dogentligi bozdum.

Z.. G.: Biliyorum.

M. A.: Ugiinciide, aradan bir zaman gecti. Bana tekrar telefon etti, dedi ki “n’apayim ben
bunu almak i¢in” dedim ki “senin yazdiklarin derleme, toplama bir seyler, yani derin, sey bir
sey, bir arastirmaya daha. Simdi” dedim “mesela s0yle bir sey soyleyecegim” dedim... Dedim
ki “sOyle bir sey yap mesela. Simdi bir sey konuyorsa sahneye seyde, Devlet Balesi’nde onu
bul, onun ilk basladig1 zamandan sonuna kadar balenin, oraya git seyleri yaz, yani n’ap1iyor,
nasil yapiyor? Seyleri, yani yaratim siirecini tespit et. Bu arada onun miizigini kim yaptiysa
onunla konus, seyle dekorlar1 yapanla konus™ falan filan. Turfanda’nin galiba bir balesiydi,
baleyi unuttum simdi hangi bale oldugunu. “Onlar1” dedim “giin giin yaz ve bu yaratim
stireci” dedim, “cok iyi bir sey olur, tez olabilir. Boyle bir sey yap” dedim, “yoksa otekiler”
dedim, “oradan buradan ¢ikma seyler, alintilar. Olur” dedi, “yaparim” dedi, arada bir bana da
telefon ediyor, “sunu yaptim, bunu yaptim” falan diye. Sonra bitti bu calismasini, bana
gonderiyor “bana gonderme artik” dedim. O arada jiiri belli oldu, “ah” dedi, “siz yoksunuz”
dedi, seyde “jiiride. Iyi ki yokum” dedim, “belki ben gene iiciincii kere reddebilirdim” dedim.
Bilmiyorum yani...

Z. G.: Oyle bir ¢alismas1 varsa da ben hig¢ bilmiyorum.



M. A.: Yapt1 iste Oyle bir sey. Dedim, yani ona “dua etki ben jiiride degilim. Belki de”” dedim
“onu okudugum zaman begenmeyebilirdim” falan dedim.

Z. G.: Hocam, ben mesela benim basinda, kafamda sdyle bir sey vardi, yani Tiirkiye
Cumbhuriyeti ve bu yeni toplum siirecine bakarken bazi baleleri, bazi caligmalari, Tiirk
koreograflarin bazi ¢aligmalarint alip, incelemek istiyordum, yani hem hani o toplumsal
kontekst’in i¢ine oturtarak, hem konulariyla, hem yaklagimlariyla, hem hareketsel olarak
incelemesiyle. Ne diyorsunuz siz, boyle bir sey...

M. A.: Hayir, bunlarin biiyiik bir kismi aslinda notation olaraktan kagida ge¢irilmistir.

Z. G.: Ama ben notationdan bahsetmiyorum tabii, yani ben bir semiyotik analiz, bir...

M. A.: Bak, mesela bir tane katildigim bir baleyi anlatayim, yani benim, fikrini benim
verdigim bir bale. Simdi o seye cikt1, Evin Ilyasoglu’nun Biilent Tarcan kitab1 ¢ikt1. Biilent
Tarcan kitabini alirsan orada goreceksin. Ben de ona biraz bilgi verdim bu konuda. ..

Z. G.: Biilent Tarcan.

M. A.: Simdi sey, Madam’la Cesme balesini yaptiktan sonra bir sey geldi buraya. Bir sey
geldi buraya, simdi adin1 birden sdyleyemeyecegim Giiney Afrikali bir sey geldi...

Z. G.: Koreograf.

M. A.: Birden adi, [..ak..] ¢ikar. Cok da iyi bir hoca...

Z. G.: Biliyorum...

M. A.: Geng bir hoca.

Z. G.: Biliyorum ben. Neyse ben yazdim onu bir yerlere Giiney Afrikali birisi, evet.

M. A.: Simdi o geldi. O da madam gibi Tiirk miizigine dayanan bir Tiirk balesi...

M. A.: O seye gecti Biilent Tarcan’m seyine gecti. Simdi bir giin birinin evinde yemek yedik,
oturuyorum. Bana dedi ki “ben de” dedi, “bdyle bir bale yapmak istiyorum, ne yapayim” dedi.
O dedi ki “Biilent Tarcan’in bir suiti var” dedim...

Z. G.: Valery

M. A.: Degil hayir.

Z.. G.: Pardon. O Avusturalyali.

M. A.: Neyse geliriz sonra ona. Sey Biilent Tarcan’in kitabinda bu olay ¢ok ayrintili degil
ama var aslinda. Orada oturuyoruz dedi ki “bak” dedim, “simdi bir besteci var Biilent Tarcan.
Onun bir suiti var. O suitte” dedim, “bir bale yapabilirsin” dedim. “Hemen” dedi, “sey
edelim.” Bir yerlerde arastirdik, adamin numarasini bulduk. Gece, geceleyin oluyor bu olay.
Biilent Tarcan’a telefon etti. Adam s1p dedi ¢ikt1 telefona. Biilent Tarcan’a dedim “ben Metin
And” dedim, “aaa Metin Bey nasilsiniz falan” dedi. Dedim ki bdyle bdyle burada bir

koreograf var, sizin suitinizi bir bale yapmak istiyor. Aman ne giizel” dedi, “cok memnun



olurum, c¢ok sevinirim” falan dedi. Dedim “tamam, izin veriyor musunuz bu miizigi
kullanmasina? Tabii” dedi, “veriyorum.” Sonra oturdum, elimizde de miizigin kaydi yok
aslinda. Simdi “bak” dedim, “bir Tiirk konusu secelim, Hancerli Hanim.” Hancerli Hanim bir
halk hikayesi, masal degil ama halk hikayesi. Bunlar gercek¢i halk hikayeleri; Hangerli
Hanim diyor ve Hangerli Hanim’1 oynayan da Tenasiib...

Z.. G.: O hatirlar simdi kim oldugunu.

M. A.: “Simdi” dedim, “bak”™ ben ona o gece librettoyu verdim. “Bak” dedim, “sdyle bir sey”
dedim. “Simdi eskiden Tiirkiye’de meddahlar vardi, hikaye anlatirlardi. Yaglh bir meddah bir
kenarda otururken cocuklara artik, yani biiyiiklerden dinleyen pek yok meddahi, ¢ocuklara
hikaye anlatiyor, Hangerli Hanim’1 anlatiyor. Hangerli Hanim hikayesini anlatiyor, bunlar da
dinliyorlar. Ondan sonra balenin igine giriliyor, oradan hareketle balenin icine giriliyor.
Balede Hangerli Hanmim hikayesi var, yani bdyle biraz kanli bir kadin, hangeri filan var
seyde.” Boyle bir diizenle anlattim, adamin da hosuna gitti...

Z. G.: Yapt1.

M. A.: Sonra yeni bulmus degildi, yapildi oynandi bale oynandi. Ad1 da Hangerli Hanim.
Boyle bir bale yaptik, yani o gece...

Muzaffer Bey: Bu Travis Kemp?

M. A.: Yooo yoo! Onlarla alakas1 yok, ben onlarla hi¢gbir zaman isbirligi yapmadim. Onlar1
reddettim ben.

Z. G.: Niye?

M. A.: Ciinkii onlar Madam’a karsilar ve orada Konservatuar’da bir bale toplulugu yapmak
istiyorlar. Kadin, ¢ok hirsli bir kadin Molie Lake. Aslinda ¢ok degerli bir kadin, yani onu . O
Travis Kent degil ama Molie Lake c¢ok degerli bir kadin. Pavlova’yr falan taniyan o
zamanlarin seysi, balecisi ama ben bu, onlar1 bu seye karistirmadim. Cok agir yazilar yazdim
onlar hakkinda, yani onlar1 sey ettim, ekarte ettim. Madam da onlar1 korudu, yani Molly Lake
kars1 bir seyi var. Ayni yastalar falan, onun seyine mazisine karsi bir saygisi vardi falan ama
ben tamamiyla reddettim. Ciinkii onlar orada ayri bir topluluk kurmak istiyorlar kar1 koca.
Ben buna karstyim, simdi bir topluluk var o, o da Devlet Balesi, yani simdi Konservatuar’da
Ogrenci yetisir ama ayrica bir rakip sey olamaz.

Z. G.: Sizin baz1 yazilarinizda “bu icraya ¢ok 6nem vermeye basladi filan” dediginiz sey bu
mu? “Konservatuar’in iginde icraya ¢ok 6nem vermeye basladilar. Fazlaca” falan dediginiz o
mu?

M. A.: Evet ama yani o icra meselesi degil de, yani bunlarin ayr1 bir topluluk gibi hareket

etmelerine karstydim. Icra konusu yapabilirler tabii, yani bir konservatuarda. ..



Z.. G.: Hayir bagka yerlerden dansc1 da alip, sanki dyle bir topluluk olusturma gibi bir sey ima
etmissiniz ¢iinkii o yazida.

M. A.: Evet, bunlara ¢ok karsiydim ben ama kadin, ¢ok 6nemli bir kadin aslinda ama sey,
yani Pavlova’lar falan devrinden kalma bir kadin ama Madam’a da, Madam’1 da kiskantyor,
kiskanan bir kadin. Madam da bunlar1, ¢ok genis bir kadin o, yani bunlara sey etmeyen aldirig
etmeyen bir kadin ama ben orada...

Z. G.: Peki madamin o Cegsmebasi’n1 yapmaya karar vermesi, yani o Tirk miizigi, Tirk
motiflerini balenin i¢inde kullanmaya karar vermesi nasil oldu?

M. A.: Iste onu, o simdi Sevda Cenap And Vakfi’nda bir kitap cikt1. Sevda And, Cenap And
Vakfi’nda bir kitap ¢ikti. Orada benim yazmami istediler ama ben yazmadim da birisi yazdi.
O bana geldi ben... Simdi olay sdyle oluyor: Simdi seyde madam Tiirk balesi yapmak istiyor,
Tiirk balesinden anladig1 konusu Tiirk, miizigi de Tiirk miizigi olacak bdyle. Simdi ben ona
yardim etmek i¢in Ankara Radyosu’na gittim. Oradaki, arsivdeki biitiin bantlar1 gotiirdiim.
Ona dinlettim. Iste Adnan Saygun’un Birinci Senfonisi, yok bilmem kimin, bilmem seysi
falan, yani onlarin hepsini dinlettim. Hepsini dinledi falan sey edemedi. Sonra Ferit Diiziin’iin
seyini gotiirdiim, Anadolu Suiti ki o Yap1 Kredi’nin bir ddiiliinii kazandi. Anadolu Suiti’ni
gotiirdiim. “Iste” dedi, “benim aradigim bu” dedi, “tamam” dedim. O miizigi aldik. Simdi
Madam’n belli saplantilar1 var, saplantilar da soyle: Karag6z’le Hacivat’t ¢ok seviyor, “onu
ille koyayim” diyor. Sonra iste birtakim kdy motifleri, bir de sirk seyleri cambazlar1 falan
geliyor. Onlar da iste cambaz danslar1 falan var, ¢emberler var. “Tamam” dedim, iste aslinda
bunlar, Karagdz’le Hacivat’in kdyde isi yok. Kirsal kesimde isi yok ama kadinin seyine saygi
duyaraktan onerdim. Simdi bu yavas yavas belirmeye basladi, kadinin fikirleri yavas yavas
belirmeye basladi. Ben dedim ki “kdyde geciyor ama gelenler tam kdye uygun degil, yani ne
Karagoz’le Hacivat kdye uygun, ne de o sirk seyleri cember var, cambaz falan buraya uyar.”
Bunlar1 anlattim falan “ama” dedi, “ben bunlar1 koymak istiyorum” dedi. Bir de sey var,
ikizler var, ikizler nefis seyler, seye halk danslarini 6gretiyorlar...

Z. G.: Ha, evet evet.

M. A.: Madam’a, Oyle ki, yani mesela hangi baleydi? Caykovski’nin bir balesinde ii¢ yilanin
dansini, bunlarin Anadolu dansim1 koydu, Caykovski’nin miizigiyle dans ettirdi. Boyle, bu
kadar onlara ¢ok giiveniyordu, Tiirk dansina... Simdi seyin gergekten, Ferit Tiiziin’lin seysi
bir sahaser bu Anadolu Suiti. Simdi yalniz benim bunu toparlamam lazim, yani sey olaraktan
dedim ki “simdi her kdyde bir cesme var. Cesmeye iste kizlar geliyor, erkekler geliyor falan,
bulusuyorlar sey ediyorlar. Aralarinda iste iliskiler var falan. Simdi” dedim, “buna” dedim,

“cesme bast adimi koyalim, yani ¢esme basina geliyorlar. Bu arada da gezici bir sirk



toplulugu, seyler geliyor o kdye, bunlar da o seylerini gosteriyorlar. O arada Karagoz
Hacivat’i, iste onlar da giriyor” yani ben istemeyerek Karagdz’le Hacivat’1. Ciinkii kadin ¢ok
etkilenmis Karagdéz ve Hacivat’1 ille koymak istiyor. Bunlar1 koydum, simdi sey, miizikte
seye sOyledik, Ferit Tiizlin’e sdyledim. Dedim “Ferit bak, Madam senin bir seyini, Anadolu
Suitini bale yapmak istiyor” dedim “sizin eve gelsek, senin eve gelsek” o zaman Necati Bey
Caddesi’nde bir yerde oturuyordu, “oraya gelsek, bunu bize dinletir misin ve seyden, yani
miizigi dinledi zaten kadin ama yani piyanoda sey eder misin, yardim eder misin? Tabii” dedi.
Allahtan seni, en ¢ok popiiler olan eseri oldu Ferit Tiiziin’{in bu eser. Gittik, piyanonun basina
oturdu, simdi Madam notadan takip ediyor, caliyor. Dedi ki, ben de terciime ediyorum
“buradan” dedi, “dort meziir ¢ikaracagim” dedi, “suradan sdyle yapacagiz” falan. Kadin seye,
baleye uydurmak icin birtakim seyler, degisiklikler yapiyor. Ferit Tiiziin de ¢ok esasl bir
besteci oldugu halde son derecede tembel bir adam. Simdi bunlar1 kos dinliyor, “o degisikligi
yapariz falan” diye. Anlastik ve kadin hemen baglad1 sey etmeye, calismaya basladi. Simdi
Ferit Tiziin’den de orkestrasyonda seyleri istiyor, degisiklikleri istiyor, yani c¢ikardigi,
koydugu falan seyleri istiyor. Ferit Tiiziin tembel oldugu i¢in “ya bak” dedim, karsima aldim
“ya bak” dedim “diinya ¢apinda bir koreograf senin eserini sey yapiyor, bale yapacak, Tiirk
balesi.” Soyleydi boyleydi falan dedim ama sonra “peki” dedi falan, yapti o seyleri. Ondan
sonra iste Cesme Bast, adin1 da ben koydum Cesme Basi...

Z. G.: Cesme Basu.

M. A.: Diye ama o kadar popiiler oldu ki. Kuzey Afrika’ya gitti, Avrupa’ya gitti, bilmem ne
Hong Kong’a bilmem ne gitti, her yeri dolasti bu ve 6biir eserlerimden hi¢ almadig: telif
ticretini bu baleden aldi Ferit Tiiziin, yani yiizii giildii ve kendi idare ediyor seyi, orkestray1
da, yani ¢ok memnun kaldi bu isten, hem ¢ok iyi oldu ve ¢ok popiiler bir bale oldu.
Gergekten. Simdi orada bir sahne var; orada da ¢ok iyi bir, ¢ok giizel bir miizik aslinda. Bir
soprano, yiiksek sesli bir soprano, orada bir uzun hava gibi bir miizik sdyliiyor ama gergekten
cok nefis bir sey, sahne o. Simdi kadin “bunu nasil yapalim” diyor, “orada. Bakin” dedim
“burada” dedim, “Tiirkiye’de asiklar var, esas sairler. Bunlar ezeli bir arama iginde, ezeli
riiyalarinin  sevgilisini ariyorlar. Bu saz sairi gelecek bu miizikle, seyi karsilayacak,
karsilasacak; riiyalarinin sevgilisiyle karsilasacak. Bir pas de deux yapacaklar bu miizikle,
sonra adam geldigi yerin tersine ¢ikacak. Sey de buradan ¢ikacak.” “Cok iyi olur” dedi bana.
Iste bunun iizerine ¢alistik, gercekten simdi sey saz sairi, Engin seydi iste o Konservatuar’dan
degil de o sonradan gelen bir, Engin miydi neydi adi, onun ad1? O oynuyor, bir de sey Meri¢
Siimen oynuyor. Iste buradan geliyor kiz, bu da elinde saziyla geliyor karsilasiyorlar. Sazini

birakiyor bir pas de deux yapiyorlar ikisi. Pas de deux, kadin ters yonden gidiyor, erkek bu



taraftan gidiyor, ayriliyorlar. Oyle bitiyor, bir rilya sahnesi gibi, yani asigmn kafasindaki
sevgiliyi bulmanin seysi o. En giizel sahnesi de bu oldu, boyle bir bale oldu. O kadar popiiler
oldu ki bu, yani Cesme Basi diinyanin her yerinde oynandi bu bale. Ferit Tiiziin de bdyle
cikiyor. O seydir boyle, biraz kendine dnem verir, boyle yakisikli da bir adam, bdyle grand
tuvalet ¢ikiyor idare ediyor falan Hong Kong’a mon Kong, yani gitmedikleri yer kalmadi
bunlarin.

Z. G.: Hocam, 1yi danisman bulmus tabii Madam yanina degil mi?

Muzaffer Bey: [..ak..] hocasiydi. Adim Adim’da giristeki yazisinda var, hem yazili olarak da
stireci daha ayrintilariyla ama hani tizerinden gegmekte, belki ayni, yeni detaylar ¢ikabilir...
M. A.: Bir detay1 yok, iste boyle, yani bu.

Z. G.: Peki Cark’1 filan nasil bulmustunuz, Sait Sokmen’in.

M. A.: Cark’1 ben bulmadim. Simdi...

Z. G.: Yani hayir, nasil [..ak..]?...

M. A.: Kadiin metodu su: Koreograf kesfetmekte sinifta seyleri izliyor, danscilart izliyor.
Mesela siz dans ederken otekilerden farkli bir seyler yapiyorsun degil mi? Sizi bir kenara
cekiyor, onunla konusuyor diyor ki “bu koreograf olabilir” yani, ¢iinkii 6tekilere uymayan bir
adam, yani kara kedi mi derler, ne derler? Bir sey, onu ¢ekiyor. Seyi dyle buluyor Kenet Mac
Millan’1 ve ondan sonra o sey Stutgrad Balesi’ni kuran neydi o adamin adi? Adamin adini
unuttum. O falan, yani biitiin onlar1 6yle buluyor, yani toplumun i¢inden bunlar1 boyle
cimbizla geker gibi, seyi de dyle buluyor. Sait Sokmen’i izliyor, Sait Sokmen miithis bir adam
aslinda, yani korkung bir sey. Ben ona yam yam yaptim, biliyor musun?

Z. G.: Oyle mi?

M. A.: Simdi kokteylerde karsilasiyoruz, “biraz evvel hangi beyaz kadim1 yedin” diye sey
ederim ama sey, saka kaldiran bir adam.

Z. G.: Cok seker bir adam. Ben ii¢ glin dnce onunla bulustum, hakikaten c¢ok, ¢iinkii ben
merak i¢inde “neden istifa ettiniz, niye biraktiniz? Niye bir daha koreograflik yapmadiniz”...
M. A.: Ama simdi ¢ok para kazaniyor yahu, yani biitiin o seyleri...

Z. G.: Evet o tarafi var.

M. A.: Televizyonlarin reviilerini, bilmem neleri, defileleri, her seyin arajmanini o yapiyor.
Gine bir, onun karis1 da balerindi ama ayrildi ondan da bir bagka bir kadinla evlendi. Beraber
cok 1y1 anlasiyorlar ve bu seyi yiiriitiiyorlar, ¢ok para kazaniyor...

Z. G.: Ama, yani bunlar olmadan 6nce istifa etmis o biliyorsunuz.

M. A.: Evet. Simdi bu adam once seyi yapti, miizigi dinlemis, ¢ok iyi miizik bilen bir adam,

yani kiiltiirlii, ¢cok kiiltiirlii. Sey gibi bu, Rudolf Nureyev gibi. Rudolf Nureyev Ingiltere’ye



gittigi zaman, Ingiliz baleciler cahil, ne Dostoyevski bilir, ne Shakespear’i bilir, hicbir sey
bilmiyorlar, yani dans ediyorlar yalniz. Adam hepsini biliyor, miithis bir sey, yani kiiltiirlii.
Rusya’da ciinkii ¢cok esasli bir kiiltiir var.

Z.. G.: Tabii. Sait SOkmen de dyle, dogru. Onun da aileden gelen bir...

M. A.: Sait S6kmen...

Z.. G.: Abisi tenor, dyle bir sey.

M. A.: Ravel’in Quartet’ini biliyor ¢ok iyi. Onun i¢ine dogmus o Quartet “ben bunu bale
yapacagim” diyor. Maviler ve Bilmem Neler diye bir bale yapti, Madam onu secti, onu
gorevlendirdi, onu anladi ki bu ige yatkin bir adam. Onu yapti, fakat ¢ok ilging bir olay, ikinci
baleyi yapacak. Adnan Saygun’un Keman Kongertosu’nu bale yapacak...

Z. G.: Kurban.

M. A.: Bu seye gidiyor, Adnan Saygun’a gidiyor izin veriyor adam. Ben Adnan Saygun’la
cok beraber calistim, biliyorum adamin huyunu. Diinyanin en huysuz, en rezalet adanudir,
yani karakter bakimindan korkung bir sey. Bunun iizerine baleyi yapiyor, o gece gittik balenin
galasina. Bu ¢ok onemli bir sey; son dakikada Adnan Saygun “bale miizigimi kullanma”
demis ve “dava acarim” demis. Hadeee, miizik kalkiyor, simdi ben de Madam’la ayn1 locada
oturuyoruz. Bale baslad1 yok, miizik yok. Gidip geliyorlar seye falan, hareket ediyorlar higbir
sey yok, yani vurma ¢algist bile yok diisiin! Bitti, millet hayran kaldi baleye. Madam dedi ki
“darling” diyor, yani konusmasinin basinda “darling.” “Darling” diyor, “bu miiziksiz daha iyi
oldu!” Yani adamin seyini diisiiniin, yani ne kadar esashi bir adam, miiziksiz dans edildi.
Sonra Istanbul’da tekrar etti bu Kurban, aym sekilde miiziksiz, yani Adnan Saygun’un Keman
Kongertosu yok orada, bdyle bir sey. Adamin seysi ¢ok esasli, hareket anlayisi ¢ok iyi, yani
kimse de fark etmedi. Zannettiler ki...

Z. G.: Miiziksiz yapildu.

M. A.: Miiziksiz hazirlanmis bir bale. “Bdyle de olabilir” diye. Tiirk seyircisi aslinda, yani
Ankara’da simdi seyirci bozuldu. Televizyonlar falan, tamamen bozuldu ama eskiden
Ankara... Benim ¢ok iyi bir 6rnegim var aslinda. Simdi Menotti’nin Konsolos operasi, Leyla
Gencer de oynadi onu Ankara’da. Simdi bu Konsolos operasi Menotti’nin bir dram aslinda.
Miizik ¢ok ikinci planda ama bir drama oynuyorlar. Bir sey Konsolos var. Konsolosun kapisi
boyle biiyiik bir kapi, bir mabet gibi kimse giremiyor oraya. Bekleme salonunda birtakim
insanlar var, simir dis1 ¢ikmak isteyen insanlar. Hepsi ahu vah ediyorlar, yani boyle acili
insanlar, bir tiirlii ¢ikamiyorlar, konsolostan vize alamiyorlar, ¢ikamiyorlar. Memleketi terk
edemiyorlar. Simdi burada dyle seyler var ki ¢ok gergekei, sonunda oradaki kadin, yani Leyla

Gencer’in oynadig1 yahut da baska sopranolarin oynadig: rolde, sonunda o kadar beziyor ki



kadin, eve gidiyor. Havagazinda intihar ediyor ve bu trengkotlu falan insanlar. Simdi bu bale
bu opera seyde oynaniyor Scala Operasi’nda. Ciinkii Menotti ayn1 zamanda Italyan, yani seyi
de kurmus. Seydeki bir festivali kurmus, ¢ok dnemli bir festivalin de kurucusu. Menotti’ye
dair de size bir dedikodu hikayesi anlatinm. Burada, Menotti’nin bu operasinda sey
Milano’da, Scala’da oynadig1 zaman bir Italyan seyini oynuyorlar. Simdi adamlar alismslar,
Rigelotto’da kontlar ¢ikiyor, diikler cikiyor diiello ediyorlar, sey ediyorlar falan boyle
asilzade. Burada adamlar bdyle perisan, trengkotlu falan insanlar. Kadin havagazindan sey
ediyor, intihar ediyor. Islikliyorlar Konsolos operasini. Konsolos nefis bir dram. Aslinda sey
degil, opera degil, dram. Ankara’da seyircinin en sevdigi opera bu oldu. Ben simdi onun igin
Ankara seyircisine, eski Ankara seyircisine ¢ok biiyiik hayranligim var, yani Scala’nin kabul
etmedigi Italyan bestecisinin eserini, Ankara seyircisi kabul ediyor, bu ¢ok...

Z. G.: Ama iste bu kag, kac seneleri hocam?

M. A.: Ama simdi degisti her sey. Televizyon girdi filan, tiifek icat edildi, mertlik bozuldu.

Z. G.: Aynen 0Oyle oldu.

M. A.: Bu ¢ok 6nemli bir sey. Simdi Menotti’nin dedikodusunu anlatayim size. Bu nedir?
Muzaffer Bey: Bu iki ciltlik sey vardi ya hocam Tiirkiye Cumhuriyetinin Temeli Kiiltiir...

M. A.: Ben onu goérmedim ya o kitab1 nerden buluyorsun bakayim bu kitaplar1?

Muzaffer Bey: Bunu su benim hani Opera ve Bale’nin kisimlarin1 yazdigim sey vardi ya! Bir
tane o zaman bana vermislerdi. Simdi Konsolos’a kafam takildi da...

M. A.: Yoktur o belki. Belki de yoktur onlar. Benim Italyanca seyde var aslinda, Leyla
Gencer’in resmi var... Bir gizli gii¢, biliylik bir giic, omnipotan gii¢; herkes ona mubhtagc.
Ondan alacag bir seye muhtag, gdziikmiiyor hicbir zaman, oyunda géziikmiiyor, operada
goziikkmiiyor. O kapinin Oniinde beklesen insanlar; caresiz insanlar, yani ondan bir vize
koparabilmek icin bekleyen insanlar. Korkung giizel bir opera Konsolos ama sey Milanolular
anlamadi, Ankara seyircisi anladi o operayl. Onun i¢in ben sunu diyorum, yani Ankara
seyircisi baglangictan beri tiyatronun, iste sahne sanatlarinin en iyi seyircisiydi. Sonra
bozuluyor, tabii her seyin bozuldugu gibi, yani ne bozulmadi ki Tiirkiye’de? Seyirci
bozulmasin, ben sey etmiyorum normal karsiliyorum.

Z. G.: Hocam siz Duygu Aykal’in koreografilerini nasil buluyorsunuz?

M. A.: Cok begeniyorum. Duygu Aykal’in kendisini ¢ok begeniyorum Duygu Aykal bir deha
aslinda.

Z. G.: Cok geng yasta da, evet. Gitti.

M. A.: Ve benim igin ¢ok aci oldu Duygu Aykal. Cok neseli, canli, seydi. Mesela bir

topluluga, seye bir yemege gittik beraber. Fransa el¢isi de vardi, Fransa el¢isi de ufak tefek bir



adam. Adami kaldirdi havaya, atiyor falan Fransa el¢isini. Bu kadar neseli, seyli, canli bir
insan, seydi, yani fakat bana ac1 gelen neydi biliyor musun? Seyi de c¢ok iyi tanirdim, onun
ablas1 Sevgi Soysal’1 ¢ok iy1 tanirdim.

Z. G.: ikisi birden 6yle.

M. A.: Simdi o 6ldii, onun seyinde bulunmadim ama Duygu Aykal’inkinde bulundum. Simdi
onlarin ablalar1 var Goniil, neydi adi? Simdi soyadini hatirlayamadim, Goniil sanat tarihgisi,
Selguklu sanatinda bir numarali kadin. O da vardi cenazede, ikisi de kanserden 6ldii. Simdi
ablas1 bana geldi, basini omuzuma koydu “Metin sira bana geldi galiba” dedi, “sen sirani
savdin” dedim, “sen” dedim, “ablasin, sana bir sey olmadi. Yya abi nedir bu bagimiza gelen.
Iki kiz kardesimi kaybettim” dedi. Boyle bir agladi da sey etti ama o ¢ok siikiir yasiyor. Cok
iyi bir sanat tarihgisi, Izmir’de. Izmir’de. Istanbul’daydi ama sonra Izmir’e tagindi. Dekan
felan da oldu, yani sey.

Z. G.: Duygu Aykal tamamen kendisi diisiindii, degil mi o koreografileri?

M. A.: Duygu Aykal, ¢cok esasli gegmisi ¢ok esasli. Bunlar iki kizd1 konservatuarda, ikisi de
bana gelirlerdi; bir tanesi Cigdem Batu, sey Selahattin Batu var oyun yazari. Cok 1yi bir sey,
kiiltiir adami1, onun kiz1. Ikisi ayn1 simiftaydilar konservatuarda bana gelirlerdi ama Cigdem
Batu sonra hicbir sey olmadi, duymadim higbir sey, ona dair bir sey duymadim ama sey ¢ok
esasli kadin Duygu Aykal, yani o bir daha, mesela bak. Simdi Maksim var, biiyiik koreograf,
cok onemli klasik bir koreograf, onun bir balesini tekrar sahneye koyacaklari zaman
Duygu’yu ¢agirdilar Avrupa’ya, o koydu sahneye. Oyle bir kadin, ¢ok ¢ok esasli bir kadin...
Z. G.: Laban calistt...

D: Laban calisti. Laban ¢alistt ama Laban iflas etti. Laban’in bagindaki kadin1 ¢ok iyi tanidim,
iyl arkadas olduk. Cok giizel de bir kadin aslinda. Amerika’da Labanotation’1 yayiyor ve
biitiin biiyiik seyler aliyorlar Rockfeller’den falan biiyiik fonlar aliyorlar ve onlar sey
ediyorlar. Balanchine’in falan biitlin balelerini geciriyor ve bana biraz sey geldi, hantal bir
sey, yani boyle tepeden inme seyleri; adimlart seyden, tepeden, yani kusbakisi olan bir sey.
Ileri, yukariya dogru cizgiler, oradan hareket ediyorsun. Bana c¢ok sey var, ¢cok sembol var,
cok isaretler var falan. Benim karim da notatordii yani ¢ok iyi yetisti 13 tane diplomas1 var
onun. Sey de dyle, Sener de. Simdi bu, sonra kadin seneler sonra; agska bakin, ne kadar sey
ediyor, insanlar1 degistiriyor. Kadin Ingiltere’ye geldi, bir ingiliz sey vardi Irvin Gest [?],
benim de tanidigim bir. Kendisi avukat ama ¢ok giizel, bale tarihlerine dair kitaplar1 var. Cok
giizel seyler, yani bir balerini aliyor, eski bir balerini, ona dair kitap yaziyor falan, boyle bir
adam Irvin Gest [?], onunla evlendi. Ingiltere’ye gelince, Laban’un pesini birakti, Benesh’e

cevirdi. Biitiin diinya da Benesh’e dondii. Cilinkii Benesh ¢ok pratik bir sey, yani dikey



cizgiler yerine, miizik notas1 gibi yatay cizgilerden olusuyor ve, yani kas1 oynatsaniz o bile
gosterilebiliyor sey de, yani Benis’in notationunda o bile gosterilebiliyor. Tabii onu, oblirii
tabii antropolojide falan ¢ok iyi, yani bdyle bakinca hangi adimi1 atacaginizi biliyorsunuz ama
obiirti danscilar i¢in ¢ok iyi. Ciinkii nota gibi, asagisinda da nota var, yani hangi mezure,
hangi hareket geliyor onu gorebiliyorsunuz.

Z. G.: Ama tabii simdi kayit teknolojisi gelistikge, degil mi bunlar biraz Onemlerini
kaybettiler?

M. A.: Yalniz ona karsi olanlar var. Simdi kayit nedir biliyor musun? Kayit bir yorumun
seyini donduruyorsun,

Z.. G.: Evet, dogru.

M. A.: Bu tamamen nesnel bir ¢cekim...

Muzaffer Bey: Miizikteki gibi, aynen notayla.

M. A.: Yani yorumu siz koyacaksiniz, yani o notaya gére yorumu siz koyacaksiniz. Obiiriinde
seyrederseniz zaten o yorumun etkisinde kalabilirsiniz, yani bu tehlike var.

Z. G.: Evet, yani Duygu Aykal’1 devralan, degil mi yani o mesaleyi verebilecek kimse
olmamuisg?

M. A.: Devralan kimse oldugunu zannetmiyorum. O bambaska bir insandi, yani bu bir
yaradilis, yani onun yerini tutmak ¢ok zor. Bambaska bir insan o. Diinya, neseli, hayat dolu,
ufak tefek bir kiz...

Konuk: Kag yasindayd: 61diigiinde, ¢ok gengti herhalde?

M. A.: Cok geng, simdi yasini bilmiyorum ama...

Z.. G.: 40. en fazla kirklarindaydi, yani. Belki daha da genctir.

M. A.: Ama hayat dolu figkiriyor, yani o kadar esasl bir kadin ki o. Ablasi da oyle...

Z.G.: Evet...

[Ugiincii Ses Dosyasi]

Konuk: Onun yazdiklarin1 okumustum ben, neydi? O bir kitap vardi degil mi, Sevgi
Soysal’1n bir kitabinda bahsediyordu, aile yasantisindan genel olarak bahsediyordu ama...
Muzaffer Bey: Simdi o yaziy1 genisletecegim bende, hazirlaniyoruz ama iste hani biraz geri
durdular. Ben ogluyla goriistiim, bu bizim Dans Daima’da, iste yaziy1 yayinlayabilmek igin.
Tirkiye’de su ana kadar yazilmis, yani en diizglin yaziydi. O yillar itibariyle. Bu arada iste
seyi soyledim, dedim “bdyle bdyle, annenizle ilgili calisacagim, hani haberiniz ola.” Ben iste
basladim seyi toparlamaya. Birde 14. 6liim yildoniimii i¢in beni aradilar, yani “film yapar

misin, iste” dediler bu Ankara iiniversitesi. Aslinda onu kaydedemedik, oynadilar Bulutlar



Nereye Gider’ini. O sirada iste ben sey, calismaya basladim. Ogluyla iste birka¢ kez
goriistiik. ..

M. A.: Kag yasinda oglu?...

Muzaffer Bey: Kerem, vallaha 30 vardir.

M. A.: Aman yahu bakin.

Muzaffer Bey: Sonra seyde zaten Bilkent’te o da kemanci ya viyolaci, ya kemanci. Seyi
toparlamaya basladik, o da toparladi ve annesinin orijinal notasyonlar1 var bazilari, hepsi yok
da. Sonra ben filmi hazirladim, iste goétiirdiim ondan sonra iste Dans Daima, seyde Sanat
Diinyamiz’da Duygu Aykal sey yazisi vardi ya benim! Onu o, sinevizyon, genisletilmis hali
olarak orada verdim. Acik; baska yerde bulunmayan, kendi TRT ye agikladig1 bazi beyanlari
vardi. Onlar1 bulduk, iste heyecanli...

Z. G.: Sahnedeki tutkuda var.

Muzaffer Bey: Onlar1 falan yaziya gecirdim, hani “kalsin bir yerlerde” diye. Simdi de
calistyorum tabii aileyi anlamak icin. Iste annesi Alman falan, bir garip bir aileleri de var,
Soysal’in bir kitabin1 aldim, Sevgi Soysal konusunda hazirlanmis bir kitabi, orada iste ¢ok,
hani sert bir anne, otoriter bir anne tiplemesi var. O, o disiplini filan tamamen Alman
kanalindan ve egitiminden geliyor, yani gerci seyde, stiidyoya geldiginde...

M. A.: Ama seyle de...

Muzaffer Bey: Kafasinda tamamen hazirmis tabii.

M. A.: Géniil’le de konus izmir’deki.

Muzaffer Bey: Kerem soyledi, hani “mutlak onunla da, hani konugsmaniz lazim” diye...

M. A.: “Yani sira bana m1 geldi” deyisini hi¢ unutamiyorum.

Muzaffer Bey: Evet, evet, evet.

M. A.: Bana, boyle basini omzuma koydu, “Metin” dedi, “sira bana geldi galiba” dedi, iki kiz
kardesini kanserden kaybetti.

Z.. G.: Cok korkung bir sey.

Muzaffer Bey: Yani aile portresi o kitapta bayagi tanimlandi, hani ailenin agzindan
alamayacagimiz bir ¢ok lafi artik, hani seyi biliyoruz, belki artik anlatmak istemedikleri. Bir
de, asamiyorsun seyi de. Sonra, yani iste belki saygi duymak gerekiyor, bilemiyorum. Cok da
iizerine gidilmiyor baz1 seylerin.

Muzaffer Bey: Seyi var, yani yepyeni bir ¢igir getiriyor. Bir kere sey tabii avantaj, egitimli
bir aile, kokii hani disarida yarist Alman falan olusu ve Almanca ¢ok iyi. Dil var, Ingilizcesi
de muhtemelen var. Bir kere dil avantajindan dolay1 ve yetisme, kiiltiir sartlarindan dolay1,

organize Alman yerleri, akrabalarindan da kaynaklanan bir bag agiliyor, oraya giderseniz...



M. A.: Yani ben biliyor musunuz sana sunu soyleyeyim: Ben ona bir kere ¢ok kizdim, niye
diyeceksiniz? Simdi beni Amerika’nin neydi? Simdi unuttum nere oldugunu, beni ¢agirdilar
bu dans konusunda, birden Bodrum’a ¢agirdilar. Ben de gitmek istemedim, dedim ki “benim
yerime gider misin” dedim, “olur” dedi, “giderim” dedi, gitti. Dondii ama hicbir sey
sOylemedi, orada ne konustunuz, n’aptiniz falan diye, sonra fena halde bozuldum, yani yav,
yani benim namima gidiyorsun ama hig degilse orada “n’aptiniz, ne konustunuz, ne sey ettiniz
bunu bana kisaca belirt” diye sey ettim. Baktim hi¢ orali degil, ylede bir seyim var, hatiram
var, yani.

Muzaffer Bey: Yani o ilk yirtanlardan, onun tamamen seyi kiiltiirel kodlamadan
kaynaklaniyor ve yetenekli de. Bir de sey var, yani dans¢1 olarak zaten 1yi bir dans¢1 degil.
Onii hani kapali, uyanik da bir kadin, kiiltiir var, potansiyel var, dans¢1 olarak bir sey
yapamayacak, gidecegi yol koreografi...

Z. G.: O yaraticilik var zaten yani.

Muzaffer Bey: O tarafa dogruda yonelince ama sey ¢ok derin izleri var, yani Ugur Seyrek’ten
tut bugiin...

Z. G.: Bizde bile var...

Muzaffer Bey: Tabii biitiin 6grenciler...

Z.. G.: Benim i¢in ¢ok énemli bir insandi.

Muzaffer Bey: Bir de gecenler var.

Z. G.: dyle birisinin oldugunu bilmek bana mesela ¢ok kap1 agmustir.

Muzaffer Bey: Oziinde hani sey tesadiif degil. Hep bu &nciilerin kadin olusu, Tiirkiye’de
aslinda kadin hareketleri, sen onu biliyorsun. Onu 1srarla vurgulamak gerekiyor, bu
kendiliginden...

M. A.: Kesinlikle dyle.

Muzaffer Bey: Olan bir sey, tesadiif degil, hani bakiyorsun Aydin Teker, Geyvan Mac Millen
ondan sonra, daha sonra ikinci jenerasyon olarak Beyhan Murphy, Aysun Aslan. Burada
Ege’nin esi, neydi ya kadinin adi1?

Konuk: [..ak..].

Muzaffer Bey: Ha Aydan...

Konuk: Soyadi Aydan’d...

Muzaffer Bey: Yok sey Bin... Bin...

Konuk: Binnaz.

Muzaffer Bey: Binnaz.

Z.. G.: Binnaz Dorkip..



Muzaffer Bey: Binnaz Dorkip, yani istisnasiz sekilde ¢ok belirgin bir kadin hakimiyeti var.
Hem kurucu olarak, yani topluluk kurucusu olarak, hem disarida o girisimde bulunmuslar.
Tam Bati’daki hareketi aslinda, yiizyilin basindaki, iste, [sadora Duncan’lar...

M. A.: Erkekler yalniz dans ediyorlar canim, yani kafalar1 islemiyor erkelerin. Vallahi, yani...
Muzaffer Bey: Hocam bir kurtulus ve bir varolus miicadelesi aslinda zamaninda. Ciinki
senle de konustuk, “sen hani biraz Bati’da birakilmis bir alan” dedin ya. Iste adam heykeli
kapatmis, resmi kapatmis, bir kere plastik sanatlarda kadini kesinlikle yasatmiyorlar, hani
bariz de bir baski var. Onun disinda mimari tamamen erkek tekelinde bir alan. Boyle, hani sey
gibi, buranin sart1 gibi bir sey. Simdi simdi kiriliyor tabii, bu dediklerim son 10-15 yilda
parcaland1 bu isler ama bir ¢ok yeri sen kapatirsan, iste boyle ufak tefek, hani birakilmis
alanlar var, yani dans gibi, yani gobek dansiyla sey, arada ¢ok fark yok. Bir ¢ok sanat¢i i¢in...
Z.. G.: Bir de bedenle ¢ok direkt bir iliskisi oldugu i¢in, kadin ve beden.

Muzaffer Bey: Kuskusuz.

Z.. G.: Orasi1 hakikaten dogal bir alan...

Muzaffer Bey: Yani iliskisi daha fazla, evet kesinlikle orasi zaten ama hani o sosyal alanda, o
kurumsal alandaki bu oncii...

Z. G.: Tabii, 6ncii.

Muzaffer Bey: Kitap¢ig1 da var. Bakariz simdi. Bagladik Sait Sokmen’le ama kaynak
yaratamadilar. Ben onlara bir biitce ¢ikardim, fotograflarini buldum. Cark’in 20’ye yakin
fotografi var. Iste dekor; eski iki dekorlu hali, hocanin yazdig1 yazi, diger yazilar, hepsi hazir.
Roportajlarini yaptik, bir diigmeye basilacak artik ama hani o diigmeye bir tiirlii basilamiyor,
yazik oluyor, yani...

M. A.: Cark’taki...

Muzaffer Bey: Su anda 180 sayfalik, giizel bir...

M. A.: Aslinda ¢ok giizel bir...

Muzaffer Bey: Onunla ilgili...

Z. G.: Cark’la ilgili...

Muzaffer Bey: Tabii tabii ¢ikiyordu, bitti. Her sey hazir, yani...

Z.. G.: Muzaffer kirli ¢iki gibisin, yani her sey burada hazir duruyor ama ¢ikmiyor ortaya.
Muzaffer Bey: Ama ¢ikamiyor iste. Benim nefesim tiikendi, onlara ben ¢ok ciizi bir para

diyorum. Ben bunlardan bir sey kazanmiyorum.

Z.. G.: Bu burada dyle mi?

Muzaffer Bey: Evet fotokopisi onun, gayet temiz bir fotokopisi.



Z. G.: Cok tesekkiir ederim, yani gercekten.

Muzaffer Bey: Sen kiinyesini al [..ak..], yahu hoca da beni iste boyle anlata anlata. Kotii yola
diismeme sebep olan Metin Hoca ve “Muzaffercigim bak sen bdyle bir, bu alan bos ben de
biraktim. Sen niye diisiinmiiyorsun bdyle bir sey. Yahu hocam ben ne anlarim simdi filan...”
M. A.: Her seyi ¢ok iyi anliyorsun simdi, yani...

Muzaffer Bey: Tabii. “Sen bir bak bak bu ise filan, bak sen sunu bir oku filan” diye boyle
boyle kanima giren Metin Hocadir, yani. Hocam 1yi ki kanima girmissiniz, sag olun, yani
gercekten benim i¢in ¢ok...

M. A.: Ama sen biraz sey, kiistiin galiba, yani yaymn ol... olamiyor. Insan kiisiiyor sonunda.
Muzaffer Bey: Gotiirdiik projeyi verdik genel miidiire. Simdi Meri¢ Hanim’la goriisecegiz
onlimiizdeki hafta hocam. Nevsal Hanim’la goriismiistiik, ben biraz ona bu kirginligimi hani
boyle uygun bir dille ilettim. Ondan sonra, o da Meri¢ Hanim’a iletmis, yani daha onceki
genel miidiirle ilgili bir olay. Ger¢i o Remzi Buharali’yla ilgili de. Meri¢ Hanim aradi iste,
“ben simdi bir yurtdisina gidiyorum, dondiikten sonra goriiselim. Gelin bir kahve igelim bu
meseleyi konusalim” diye. Oniine projeyi koyacagiz bakalim “alin bu hazirligim, her seyim
tamam. Yeter ki bir diigmeye basip, tarih koyacagiz, finansi yaratacagiz, diigmeye basilacak.”
Gerisi gelecek zaten bir sey yok ama duruyor hocanin, simdi igeride bakariz. Bir [..ak..] i¢im
gidiyor ama benim hani ne enerjim, gergekten onu ben tasnif edecegim, olabilir bazilarinin
tarihi var yok, sonra eksikleri de iste gidip Ulus gazetesinden suradan buradan o siraya
dizdikten sonra, bununla karislagtirip seyle. Gerg¢i Sakiroglu seyden yapmis o balyadan
cikarmig ama muhtemel eksikleri var. Bir kere eksiksiz bir, Metin hocanin yazilarinin
hepsinin tamamlanmasi. Ben, su anda o proje bittiydi, mesela senin i¢in hayat o kadar kolay
olacakt1 ki boyle bir seyde. Biitlin roportajlarin de sifreleri yapildi. Ben ondan uygun kisimlari
alacaktim, ben bdyle arama motorundan sak girip, nerde ne var, ne tarafin1 almak istiyorsan o
tarafin1 alacaktin. Tasnifi yapilmisti, redaktesi bitmis, seyleri ne derler? Anahtar sozciikleri
cikarilmis, indeksleri hazirlanmis, her seyi elinde olacakti. Kimi merak ediyorsun? Tak...

Z.. G.: Yok, n’apalim Muzaffer yok!

Muzaffer Bey: Copy paste, al istedigin paragrafi, vur goziine geg¢ip gidecek, yani neyse,
olacakta iste zamani degil!

M. A.: Ama bu doktora uzun yillara yayilmis bir olay, yani onlar1 yavas yavas yapacak sey.
Muzaffer Bey: Evet, hani eger o siire¢ baslarsa...

Z. G.: Benim o kadar vaktim yok maalesef. Ben Eyliil’e bitirmek zorundayim.

M. A.: Gelecek Eyliil’de!

Z.G.: Evet.



M. A.: Sen de durdun durdun, birden costun.

Muzaffer Bey: lyi iyi hocam ama iyi olur. Hem degisik biliyorsun, daha bakmasinda fayda
var, hani bagka seyler, baska ¢iktilar oradan gelecek, cok hayirl bir is oldu, yani bir siirii yeni
okuma olacak oradan. Okulun tadin1 ¢ikartiyor, ¢ok kesfetti, yani sey.

M. A.: Ben seye bile yazdim London Times’e bile bir yaz1 yazdim.

Z. G.: Evet.

Muzaffer Bey: Osman Sengezer’de ¢ok var.

Z. G.: Cok var

Muzaffer Bey: Ne derece paylasir bilemiyorum da.

M. A.: Paylasir, paylasir.

Z. G.: Paylagir.

M. A.: Cok iyidir o.

Z. G.: Evet. Biz Geyvan Hoca’yla bir kere girmistik onun arsivine. Simdi rica edecegim
tekrar.

Muzaffer Bey: O zaman hani cergeveyi 1yl ¢izip, o zaman seyi sOyledi, ben hani is
basladiginda o zaman Cark i¢in biz goriismiistiik, baz1 seyleri aldim, ettim. Onun disinda
elindekileri yolladi sag olsun ben, sonra daha sonra kargoyla. O zaman ¢ok sicak bir sey
olarak, hani baslasaydik biitiin argivi agacakti, yani her zaman hani sey burada. Birde sey, ¢cok
diizgiin tasnif etmis halde, bir de onun opera kismi1 var. Opera ilk defa, 6yle birden toplu...

Z. G.: Cark’la ilgili...

Konuk: Ya orada rahat misiniz?

M. A.: Ben rahatim.

Z.. G.: Peki bana verecek misin Muzaffer? Yoksa kitaba mi1 sakliyorsun!

Muzaffer Bey: Simdi ben [..ak..]

M. A.: Yok Muzaffer verir, nesi varsa verir...

Muzaffer Bey: Hocam verelim mi n’apalim, vermeyelim mi?

Z.. G.: Valla ben sadece tez yazacagim, sdz veriyorum.

Muzaffer Bey: Bu cici kiz, verelim

M. A.: Bu kiz1 ben tutuyorum. Onun i¢in ne varsa verelim.

Muzaffer Bey: Tabii tabii 0yle sey olur mu? Ben simdi seyi de verecegim, ham akis1 da.

M. A.: Kanun esit.

Muzaffer Bey: Yaz’in annesi.

Z. G.: Hayir, ben ¢ok zaman harctyorum, simdi kisisel arsivlerden bayagi bir seye ulagtim

aslinda. Mesela Binay Okurer’in arsivi, Deniz Olgay Yamanusta, yani biitiin kendisiyle ilgili



yazilari, herkesin yazisini kesmis saklamis, yani simdi Milli Kiitiiphane’de 5 saat ugragtim iki
yazi i¢in, yani hani o makaleler sey, yazilar c¢ilinkii bir yerinden bir sey cikacak, obiir
tarafindan baska bir sey cikacak.

M. A.: Sinek, sinek.

Z. G.: Ben yine bir Ankara yaparim, yani sirf onlar i¢in yaparim, yani hani burada tarariz.
Nerde neyi kullanacagimi da ben sana bdyle sey yaparak.

M. A.: Ya bu adam bana kabus oldu.

Muzaffer Bey: Makalesi var, bir kitabin arkasinda filan. Veririm onlar1 da yarina kadar
cektiririz, onlar1 yarin sana getireyim.

Z.. G.: Ciinkii esasinda onlardan ¢ok sey ¢ikacak, yani ¢ikiyor. Aslinda yavas yavas gidebiliriz
de.

Muzaffer Bey: Hocam isterseniz boyle gecelim rahat, gelin hadi.

[Goriisme sona ermistir.]
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1) Ozel isimler ve yabanci dildeki kelimeler redakte edilecek.

2) Arka plandan, gériisme boyunca; gilinliik yasantisini slirdiiren kii¢iik bir cocugun konusma,
oyun oynama ve seyrettigi TV programlarinin sesleri geliyor.

3) Gortisiilen kisinin yas1 nedeniyle, konusurken hatirlayamamak tislubunu olusturdugu i¢in
goriismede kullandig1 “sey, yani” gibi dolgu anlamli kelimeler muhafaza edildi.

[Birinci Ses Dosyasi|

R.G: One very interesting point, I don’t know if you thought about this, the Russians, Soviet

Communist Russians used ballet very much as a way to get into different countries in Eastern
Europe and also in China. Chinese ballet founded by Russians and the only country where the

English went was here, was Turkey. And I’m sure that, ok they invited Madame Valois to



come here but the reason that it went on so long and supported so much was to keep the
Russians out and it is a very important point which a lot of people don’t realize and also she
used to joke about it and say: “I’m a sort of Mata Hari”. When she was a hundred years old,
there were lots of articles about her but nothing about Turkey and that’s why I wrote that
article because people don’t realize, ok she was retired and that was a hobby but that was a
very important political thing. At first Russians were very friendly and they used to invite
people from the embassy. When we did “Kugu Golii”, they were very angry because it’s a
Russian ballet. We are next door why we have the English to do a Russian ballet and that is
very interesting.

7..G: That is very interesting.

R.G: The other thing is you know the Turks wanted Swan Lake and they didn’t want Turkish
things. She said, no, you must have Turkish ballets. That’s why she did Cesmebasi. Ok, it is
not very very Turkish but it’s an example to show what you can do and eventually we did that
program with three ballets; Cesmebasi, my ballet, Hangerli Hanim and her ballet, with Nevit
Kodall1’s music, Sinfonietta. And that was very important from her point of view. The Turks
were not really interested but they were quite pleased to see it and the job she gave me, “by
the time you leave Turkey, I want complete Turkish staff, choreographers, Duygu, Oytun,
Sait...managers, repetitors, choreologists, decorators”...now you ask me questions

7..G: One thing that I am very interested in how do you perceive that the English media and
community, that they are not aware of Madame’s work in Turkey?

R.G: Well, first of all you see, thmm, I know when she asked me “do you want to go to
Turkey”, for me Turkey was in Arabia and my wife said, no no, let’s go. I didn’t know, I
thought I was coming to Arabia. The English didn’t have much idea about Turkey, that’s one
thing, that’s in the 60s. Secondly, they think of ballet as an European art and they know she
came to Turkey, they know that but they didn’t give much importance. Now, Turkey is much
more in the news because trying to get into the European community and argument about
should we, shouldn’t we, is it an islamic state? So Turkey is news now, but it wasn’t then, you
know..when there was a revolution then it became news but before no...She was in Iran, you
know that.

Z.G: Yes, but I really don’t know what happened in Iran? She went there and she worked
there to establish the national ballet but then what happened?

R.G: She did for a short time but then Humeyni came into power.

0.S: Richard, “Tiirkiyeden agagida bale olmaz” diye bir lafi var Madamun..



R.G: Olabilir. Also I think she tried to, I am just thinking myself now, she was already getting
old, she did a job here, she started there and it was someone else to continue there and she
sent someone to continue there...I can’t remember his name. I will think of it later. Maybe
you can find what happened there from him? But I don’t know. When was Humeyni?

Z..G: It should be the end of 70s? 78, The Iranian revolution.

R.G: Then that’s right she was here in the early 70s. Simarik Kiz. I left in 1969. My last thing
was the “ac¢ilis of AKM” and then there was the fire afterward, after I left. I didn’t make the
fire. You see there was no Istanbul ballet, there was Istanbul Opera and Ballet and we came
from Ankara with Findikkiran and Aida. In Findikkiran, the middle scene of the snowslake,
Madame made the choreography, the last choreography she did and Aida, there was a big
ballet section, they didn’t have the music, finally the music arrived and it was very late but
she said I will do it. She choreographed the whole ballet and there is a solo. And that solo,
originally she did it for herself in 1917s. She actually made it when she was very young
before she went to Diaghilev, she was a solo dancer in Covent Garden, she danced in the
operas. She told me the story. She choreographed the dance but there were two very famous
conducters, I can not remember their name, one played the music very fast, the other very
slowly, so she made two solos and when she arrived to the theater, she says ohh, I do the
quick solo or I do the slow one. Yani o kadar pratikti and she did that solo for Betiil Cakmakg¢1
in Istanbul.

Z.G: And you came in 19647

R.G: I think 1965. September, october of 1965.

0.S: Sonra Istanbul’a geldi biliyorsun

R.G: O daha sonra

Z.G: I am wondering about your, again, view of the first years of the company. How did you
find it? You came here and faced with the company.

R.G: I was amazed because it was a very high artistic standard, not so much technical and
you know there is something very interesting for you, that the years that Madame was here,
giving the ballet the Ashton ballets, McMillan ballets that is the same time as the Chinese
cultural revolution, when the Chinese took everything out. That is why now, although they
have good dancers but they are very behind in terms of choreography but the Turks
understood choreography because Madame showed them how to make a Turkish ballet..
Synfonietta is not typical ballet of her, she really does narrative ballets. In Symhonietta, she
wanted to show how you do abstract ballet and giving them Ashton ballets, all these different

choreographers, the Turks understood what is choreography, also the Turks have very good



feeling for acting, she always liked that and I think they understood choreography in an
artistic way and she was very good to produce them and she gave so much time and so much
love. She loved to be here. So I think the Turks, from the begining I came here, I could see a
very artistic company. Kugu Golii was the first thing I did here. The spanish dance in Kugu
Golii, it is better than anywhere else. Ikizler, Hiisnii, Yener..yani wonderful wonderful and
Erhan and Oya...very good, very good. They are very dramatic and very real, not affected.
You know sometimes in Europe the acting is a bit artificial and affected. There is not that
element at all in Turkey. And that is why Rake’s Progress worked so well, I don’t know if you
know that ballet but it has a very universal theme. On the one hand you would think why the
Turks do a ballet based on 18th century English paintings, that story is universal..A young
man inherits money, loses its money, ends up..that’s universal and that’s why the Turks
understood that and she could feel. Also you see, she is a very amazing woman but in England
she had to do everything, her own choreography was only a part, she did choreography when
she thought it was necessary and when the company was established then the people, so she
was building building, thinking always what is happening in twenty years time.When she
came here, she was retired so she could concentrate on the artistic side purely on the one hand
and the other hand fighting the boys out of the army, the point shoes’ Money...o baska...

0.S: Cok profesyonel bir kadindi, ¢ok organize, disiplinli, fakat Tiirkiye’deki yaklagimi, Tiirk
balecilerine anne gibi, arkadas gibi, mahalle arkadas1 gibi. Yani Tiirkiye’deki Madame ile
Ingilterede’ki Madame iki ayr1 Madame

R.S: Also You know the story about when the Turks came to England in summer. She used to
give parties for them. All the English dancers were yes Madame, no Madame, and the Turks
... And my wife was amused because she said you know...

0.S: Onlar 6pliyorlar, ¢cimdikliyorlar, biri kucagina aliyor oturtuyor.

Z.. G: That kind of difference came from her attitude towards Turkish dancers.

0.S: Because she kept saying my name is Turkish name, Idris.

R.S: She said so the Turks very liked the Irish. And you said something about the Turks. You
said English don’t understand. If they want to go from A to B, the English go from A to B,
but the Turks say let’s go first to C first, then... And the Irish say so. There is a famous story
about the Irish. If you ask someone could you tell me the way to AKM. They say what if |
was going there I would not start from here. Also you know the story about the... You know,
there was one English girl in the company, Shirley Subasi. Kugu Golii genel provasina geg
gelmis kiz.

Z.G: 1 know the story.



0.S. Tiirkler geg geliyor, ona alistyor. Tiirklere aldirmiyor. ingiliz ge¢ gelince azarliyor. Bunu
kim anlatt1. Kim biliyor?

Z. G: Probably I have read this.

R.G. Another story I'll tell you. The boys started to grow the hair, became fashionable.
Someone said .must cut the hair... She said it does not matter, I will give him a week. Straight
away cut the hair.

Z..G. Of course, Turkish men never wear wigs!

0O.S. Seyi sor bakalim. Ben onu bir tiirlii, iizlilerek soramadim. Why did she leave? Why they
made her angry, get crossed in issues?

R.G. I was not there, you know. But I think, you see having created that staff, the staff were
jealous of each other. They needed someone...You know, I have seen letters that she wrote
right in the beginning when she was here. And she said to Joy Newton “I want you to make,
you must make clear to Turkish people that I do not want to make jobs for English people, I
want to create jobs for Turkish people”. That was always her idea.

0O.S. Bastan beri plani buydu.

Z..G. Why do you think that they could not really continue what Madame had established?
R.G. You have to tell me.

Z..G. I am curious about you opinion.

R.G. I think there are different ways. Maybe, it is a sort of they though like a colonial thing.
That somebody is coming from outside... Like all those countries in Africa. When the British
and the French left they all faught each other. Because they wanted to feel they were free,
grown up.There are very strong characters. Tenasiip Onat is a very strong chracters. Tenasiip
has no respect for Oya. And Oya has no respect for her. Because Oya is a very good
organizer. Tenasiip thinks she is the artist. Bir de, Hiisnii Sunal I don’t know. Did they push
her I don’t know. Onu bilmiyorum.

Z.G. They were the directors for twenty years. Hiisnii Sunal, Eving Sunal. But in the
beginning Tenasiip Onat and Oya Giireli, they were with Sait.

R.G. Sait of course, was a big problem. Sait was really a communist. He was really. I don’t
mind. Why not?...Let me put it in this way. He was a very interesting character. Very
interesting boy. One the one hand he knew what was good. He knew what Madame was
saying was good, he knew that she was giving him opportunies, he was the first
choreographer. But he resented having the British here. On the one hand he said why do we
need them. Then maybe, you now I am just thinking maybe, he wanted to do choreography.

She gave him the chance, he did the first choreography, but she wanted Oytun. She said that



Oytun is the one who would do choreographies. Maybe, that annoyed Sait. I don’t know. I am
very amused that Sait now is very rich, has a big school, and very ‘societé’. But in those days
I say communist, maybe I should say, he was a socialist. He was left wing. You know. And,
why not? But that was not the way the country was going.

Z..G. 1 believe that his tendencies was towards moderns choreographies and the company was
classicly based.

R.G. Also that. He had tied up with that sort of socialist feelings. Because the ballets were all
about princes and princesses and he wanted something different ... because he is so very
dramatic. He is a wonderful artist. Very dramatic. And Madamme always had the view. That
is how she built the Royal Ballet. That you always have to have the classics because that gives
you the training, the techniques. And again you have the modern ballet. That is how she built
the Royal Ballet, and that is what she was doing here. Maybe, he wanted to be more on the
modern side. I don’t know.

Z..G. And what do you think about Oytun Turfanda?

R.G. Oytun. Very talented dancer, very good artistic, very good choreographer. But too much
‘rak1’. He was a very good friend of mine. I love him very much. And he loved Madamme.
And she liked him really. I think he was not a strong character. And I think the others were
always jealous of him. Because he was doing well.

Z..G. He was talented.

R.G. Already I have given him the principal part in Sylvia. I could see his talent as a dancer
and Madame could see the choreographer in him. She had an eye for that. Of course, the other
thing is Molly and Travis.

7..G. What do you think of them? I am also curious about your opinion on them.

R.G. Molly is a very good teacher, Travis is not. Madamme always said that Molly is a good
teacher. Right towards the end she still gave her job in the Royal Ballet School. But
Madamme and Molly as young children they were very good friends. They grew up together,
and then when Madamme started her tiny little group of six people, Molly went up with some
other group and she thought that was not very important. Eventually Madamme brought her
here. And she did a very good job, she built a school, but she wanted to be a choreographer.
And she thought, so you know what Madamme’s idea was, you bring the school I will bring
real choreographers, but she is not a good choreographer.

Z..G. That was the tension.

R.G. I remember the story very well. One year I was with Madamme and Travis arrived.

Madamme arrived. Travis came to have tea.... Madamme asked where was Molly. Travis said



“she has a cold”. Madamme said “oh, is that the same cold she had last year?”. You see Molly
made a lot of problems here, because she said “in England all men were homosexuals, the
ballet dancers”. She made problems. She came once to watch my class in England. And she
said afterwards that “the boys are so feminine”. I was angry. Afterwards I understood.
Because when I was a dancer boys did not have that sort of arabesque. Boys did not do this.
We did not. Boys were ninety degrees. And Madamme was always very strict. Like for
instance Kenneth Mc Millan was one of the first male dancers, he was very loose. And when
Molly came to watch this. When I left here, I was teaching in England. Molly saw all these
boys like that and she said it is very offensive because in her eyes and in her time that was
feminine. She didn’t mean that my boys were homosexual but there is that tension. In the end
of jealousy. Yet Madamme always said that she is a very good teacher.

Z..G. They tried to establish a company here.

R.G. Molly wanted to be a choreographer and I can understand. She built the thing but she
used to say bad things about the British dancers, about British Royal Ballet. Oh, it is not a
good company etc.

O.S. At one time she threw two boys from the “konservatuar” because she said they were
homosexual. At the middle of the education she threw out the boys. I met one of them. I can’t
remember the second one, but I know that they are two. She threw them out and she said they
were homosexual.

Z..G. Incredible. Nobody did anything?

0.S. They couldn’t do anything because she was the leading person.

Z..G. So you have spend almost five years here.

R.G. Four years. After three years I said to Madamme... First of all I have to tell you the
story of my interview to come then. Because I were from S. Africa. Then I got married and
went to Holland. And after a while I said to my teacher, I want to work in England. She gave
me the introduction to Ninette de Valois. She invited me to tea in her garden and she said,
would you be interested to go to Turkey? I said, I was working in Holland and I had the
second prize for a choreographic competition. She said, you are not going to tell that you had
the second prize, we just say you had a prize (laughters). After three years here I said to
Madamme I still want to come to England. She said if you stay one more year I will give you
a job in the Royal Ballet School.

Z..G. That was kind of a step for you, Turkey was a step for you.

R.G. Very important step. Because I had my career as a dancer, and I was a young

choreographer. And she gave me wonderful opportunities here. Because the first thing I did



here was Pas Deux Six for Kugu Golii in the first act. You see what she was very good about
she did not try to interfere or put her ideas. But she tried to see what I was doing. And I
remember she said to me one day. She watched the Pas de Six. She said, “you know, that step
is very nice, but when you do it the second time try doing it twice as fast”. And it just changed
the thing. In Sylvia she said to me “try not to leave the center of your stage empty. Put some
rustoms at the back then you have more level”. That kind of things. You know the story about
when she was crying in the canteen?

Z.G. Yes, but I would like to hear it from you.

R.G. Well, that was the first night of the Three Ballets. Cesmebasi, Smphonietta, and my
ballet, Hangerli Hanim. They forgot to put the name of the lighting man on the program. He
said “ok, I am not lighting the ballets”. She said, my ballet had a dream sequence, she said “it
does not matter with my ballet. You can have just white light but you must ligth his ballet,
because it depends on the lightings”. He said “ok, I will do that. I won’t do yours”.

0.S. Diistlinebiliyor musun, aptal bir Ankarali 151k¢1 Dame Ninette’e sdyliiyor bunu

R.G. And I went to the canteen later on, and she is sitting in the corner with a cup of coffee,
crying. There was nobody else. I never saw a strong women like her

O.S. I saw her.

R.G. She wanted to make Turkish Ballet.

7..G. And what happened that night without the lights?

0.S. Beyaz 151k, hig¢ 1s1ks1z oynandi.

R.G. Smphonietta beyaz 1s1kla oynanmas.

0.S. Ve bir daha da oynatmadi Madamme ama. Madamme kaldirdi.

R.G. And I had my lighting.

Z.G. So you witnessed the first choreographers, the first directors, Turkish directors, the
notators.

R.G. Before I came they had already done the Cesmebasi. Suna Eden who was the
choreologist, Yiiksel And also, Oya Giireli who was the ballet mistress, Tenasiip who went to
England to become repetitor. She was one year in England. When she came back dediler ki,
because she came back very English. You must be on time. And I was ohh... that was very
funny. You know, when I arrived I had come very suddenly to Turkey. And I did not sign a
contract. They said you sign it when you get there. I was rehearsing one they, and they said
you can now go to the office to sign the contract. So, I went to the office to sign the contract.
Dediler oturun, bir kahve iger misiniz, ne var ne yok, how is your mother, how is your wife.

Very Turkish.



0.S. His first experience from Turkey, from the Middle East.

R.G. Tenesiip is the opposite. She came. You must be on time. Your point shoes are dirty.
Z..G. And was she not liked by dancers?

R.G. I think some liked her. I don’t know. I think they respected her. She did her job.

0.S. Cok 6nemli bir konu var. Rake’s Progress, bugiin o da konusuldu. Rake’s Progress’i
Tirkiye’nin ¢ok iy1 oynadigini, sana bunu anlattim, Madame bunu hep sdyledi. En i1yi aktorler
onlar oynadr diye. Bir keresinde Royal Ballet School da prova yapilirken Rake’s Progress.
Madame doniiyor Tenasiip’e kalk goster diyor. Sok. Herkes sok geciriyor. Bir Tiirk dang1
kalkiyor. Yasl bir Tiirk dans¢1 Rex Progress gosteriyor Ingiliz dangilara Madam’1n 6niinde. ..
R.G. Siz niye bu konuyu sectiniz?

Z.G. I am really interested in contemporary dance in Turkey. I did my bachelors degree in
sociology, then performing arts at Middlesex University. So I tried to combine my
sociological background always with the performing arts interest. And when I started to do
my Phd in the history department at Bogazici. Actually I was one of the first Phd students.
They wanted me to do something very historical about Ottomans. But then in the end, I didn’t
really feel like it, writing my Phd thesis on that subject. Then I quit. And then they gave me a
second chance. And I said, if I can write something that I am interested on such as Turkish
institutional dance, I can write. They accepted it. So, for me it is also an interesting period, as
you can imagine. The Turkish Republic, the ideology of the state, the introduction of Western
dance into Turkish culture. And everything actually were established in that period in Turkey
in dance. So in order to come to the contemporary situation I felt that I really had to do this.
There is also a very sad thing that nothing really has been written properly on Turkish Ballet.
R.G. I didn’t really see Duygu’s work. But I knew she was in England studying and
Madamme was pushing her. Even though that was a more modern line and she went to work
with Massine. So Madamme was really seing that possibility through her. She was seeing
more ballet through Oytun, normal modern ballet, and modern dance through Duygu. And
what would have been if Duygu had lived. How that would have come. But I think there are
some good modern dance, but everywhere there are some bad modern dance.

Z..G. When did you go back to work in Royal Ballet?

R.G. Those first few years Turks were coming regularly with British Council scholarships.
And Madamme used to have parties for them in her house.

Z..G. But after 75, 76. It decreased and finished.

R.G. Was not there a military coup here or something?

Z..G. In seventy and in eighty. In every ten years.



R.G. But then after two year the Russians started sending people, but you know they didn’t
send their best people. That was a problem.

Z..G. That incident, that ballet, Simarik Kiz, Madamme’s sadness about the incident. Do you
have any personal statement from her?

R.G. I don’t. She never said anything to me about that

Z.G. Never?

R.G. Never. She always wanted to know how things went in Turkey. When I said I was going
back to Turkey, in 90s she said she was very pleased. I have letters from her. Please tell them
I love them. She never said there was a problem.

0.S. Ondan sonra ama, ilk 4 yildan sonra filan zaten affetti. Sonra notalar gondertti. Kendi
gelmedi ama Tiirk balesini desteklemeye devam etti. Ciinkii biz sey dedik. Bu Ruslar
oldiirtiyor Tiirk balesini. Onun {izerine sonra basladi hafiften hafiften yollarla yardim etmeye.
R.G. Rodriguez ne zaman geldi?

0.S. Iste o zamanlar. Rodriguez ka¢ kere geldi. Cok uzun yillar Istanbul’a geldi. Yani
Rodrigues’i gonderdi. O ekolden oldugu i¢in

Z..G. Todd Bollender?

0O.S. Todd Bollender ondan degil. O Ciineyt Gokger ile. Onun hig bale ile ilgisi yoktu. Burda
Istanbul’da, yalniz Istanbul’da birer perdelik 4 bale yapti. Cok kétii bir finali oldu. Todd
Bollender’in higbir seyi yoktur Tiirk balesi ile ilgili. Ama Ciineyt Gokcer ve Devlet tiyatrosu
ile ¢ok sey var. 4 tane miizikali oldu, kopyaladi. Geldi burda reperitorliigiinii yapti. Hatta
Metin And ¢ok biiyiik bir yazi yazdi. Orda hadiseler ¢ikt1. “Dekor diyorsun, reji diyorsun ama
bunlar hep kopya. Siz repetitorsiiniiz” diye. Ciineyt Gokcer Todd Bollender’i burda satt1.
Todd Bollender bir repetitordii, rejisor degildi. Zaten copyright hakki olarak mecburdun, ayni
dekoru, ayn1 15181, ayn1 kostlimii, ayni rejiyi yapmak zorundaydin o baleleri izin alabilmek
icin.

Z..G. When you went back, and started to work at the Royal Ballet School. How many years
did you continue there? And then?

R.G. Seventeen years. Fifteen years in White Lodge and two years in upper school, and then
when Massine retired. When he was doing that course with Duygu, his choreography course
Madame used to send me to involve in that. Because she wanted me to continue there. I
thought it was too theoretical really, but her neyse

Z..G. What is too theoretical?

R.G. His system of choreography. You know, he had a system. He did some very good
choreography himself. But after he had done all this choreography he then analyzed how to do



it. And Duygu was learning that. And there was another woman called Kate Flatt. Because |
became in charge of the choreographic courses at school, but I just did normal things about
choreography and Kate Flatt who had worked with Massine used to teach them that system of
it which is a bit like music. You know the intervals in music. There are intervals of
movement. Oyle biiyiik bir teori var. Cok bdyle mantikli ama icinden gelen birsey yok. Ama
enteresan. Duygu ¢ok begendi.

0O.S. Richard’in Checceetti dersleri var, Ballet Rambert’le dersleri var. Onu da biraz anlat.
R.G. O bagka birsey.

Z.G. I am interested in where did you work else, other than England also.

R.G. I was stationed in England. Royal Ballet School. Then I went to the Rambert School.
Because also in England we had Russian influence through Merle Park and she went to China
and Chinese dancers are very good. Merle Park was a very good balerina but, yani kafas1 yok.
And she became the director of the school. Now if you are going to be director of something
you have to work, see different departments. She became director, and she thought she is
going to change everything and going to help Russians and this. She brought a man from
Germany to teach the Russian system. If you are going to learn the Russian system, the
Vaganova System. You have two choices. You can send your two best teachers to Russia for
two years, or more important you can bring some Russians here to see our repertoire which is
very different and see what we need. Now she brought a teacher from East Germany, during
the time, East Germany was very close. Very good teacher, but bdyle bir teacher. And
everybody had to learn the system. And can you believe all those teachers, who had been at
Royal Ballet had to sit and read the book and learn what Mr. Putky said. I knew Mr. Putky.
He was coming to have dinner with me. In one lecture he said... Somebody asked a question
about chassé. He said there is no such step in classical ballet. Everybody was writing “there is
no such a step”. Can you believe? He didn’t know our repertoire. Because he came from East
Germany. He had never seen. He said you mean you use this step on. I said yes. Well of
course, If you use it in your repertoire you must teach it in your school having just said it
does not exist. In that atmosphere I left. [ went to Rambert. But this was the time.. You see if
they deployed him, he said “I would never be allowed out of Germany again”. Yani, bu kadar
bir politik bir durum vardi. That women came, she made a lot of mess in the school...I have
very good relations, no problem with her. She said I don’t think people like me should teach
repertoire. someone from the company should who is currently dancing. I said yes that is it.
But you see sometimes they can’t come. They have rehearsal. | said, the day they can’t come

1l take that rehearsal. And see the performance she said that was very nice Richard. Did you



teach them the dance? ...Simdi bir Australian director var. O biraz daha iyi. Ben simdi orda
part time ¢alistyorum. Ama disarda nerde ¢alistim? Ilk 6nce Hollanda’da, sonra Tiirkiye’de,
sonra Ingiltere’de, sonra guest teacher olarak mesela en son gecen sene Paris’te. Because the
Checceetti methodology, that is my speciality, and the French didn’t know anything about that
so they invited me to give a lecture there. Of course that was Madamme’s school. I met a lady
actually aslo through Checceetti. This lady wrote also about Checceetti. She wrote to me and
said I used to do Checceetti also in 1930 with Margaret Cross. This lady, her name is Dai
Ailian. She is the founder of ballet in China. She is the Ninette de Valois for China. I have
just written a book about her. She was Chinese, but she was born in Trinidad. At that time,
this is 1920s, you couldn’t, a Chinese child couldn’t go to ballet class. All was for white
children. And she looked through the window, and she learned all the steps looking through
the window. And she asked to come to the class, and the teacher said ok. And she became the
best pupil in the class. When the teacher left, and the new teacher came they did not like the
that teacher. They wanted her to teach. So at age 11-13 she was teaching. Her father lost all
his money gambling, and the mother took the children to London. 1930s. We went to study
with Anton Dolin, Marie Rambert, and Margaret Cross. This is the period when Ashton and
Tudor are doing their first ballets. So she really saw what is choreography. But she always
said, you know, I am Chinese, I can’t even speak Chinese but there are other Chinese people.
I want to know more about China. And she said I have seen Spanish dance, Dutch dance, but I
have never seen Chinese dance. There must be Chinese dance. I want to go to China. She had
a love affair with a Chechoslovakian sculpture at Dartington. Then the war started. The
Chechoslovakian sculpture went to concentration camp, and finally she went to China. She
had introduction to Madame Soniat San. I want to learn Chinese dance. She said first you
must learn to speak more Chinese and then we’ll send you. She went all over to Tibet
everywhere collecting Chinese folk dance. She has written down with Labanotation, the
Chinese folk dance. In China she is like an idol for folk dance, but also she started ballet. And
then the Russians came and worked with her and then the cultural revolution. They sent the
Russians out, and they sent her for seven years to work in the fields. After that she came back,
she started again. And now they have wonderful ballet companies in China. Not good
choreography, but wonderful dancers. Especially the men. She died just last year. She was
ninety something, I became very good friends with her and she asked me to write about it. |
have been twice to China, teaching there, falan filan. Now that I just finished the biography.
And in that biography I talked about how the Russians came, and then how they were pushed

out.



Z..G. The world’s political history is so much inside the ballet history.

R.G. Tiirk balesinin problemi budur. Hepsi memur, problem o. Ben burda ikinci geliste, 92°de
Cok toplandilar, dansgilar kendi iclerinde. Mesela Ender Savaskurt, to change the law, ama
olmadi. Ciinkii tabii, Tiirkiye’de ¢ok baska problem var. Niye seye karigsinlar. Ama biiyiik
problem o. Burda ikinci geliste, ben 83 dans¢1 soktum sahneye. Onun i¢in ben popiiler
olmadim, ¢iinkii hi¢ ¢aliskan yok. Orda 20-30 kisi caliskan digerleri biliyorsun yani. Bagka is
yapiyorlar. Ve o seyi degistirmek lazim. Ug company var ve memur yani, zaten seyde ayni
problem oluyor. Scandinavia’da, ¢iinkii onlar da memur. Bu hep bir problem. Ingiltere’de
yok, Amerika’da hi¢ yok.

Z.G. Ben bir de sunu duydum. Avustralya balesini de Dame Ninette de Valois bir kisiyi
gonderiyor. O da aslinda biraz Ingiliz degil mi?

R.G. Tabii. Peggy Van Praagh. O da ayni okul. O da Checceette. Kanada’da Sylvia Frank.
R.G. But she didn’t go herself there, she sent people. And she had very good relations with
South Africa. Because John Cranko came from South Africa. Dame Ninette de Valois always
wanted to have a British Company, she didn’t have enough man. So she took people from all
the colonies, dominions. You know South Africa, Canada, Australia. She encouraged the
dance to come to England. First time, she really became interested in somebody who was not
British was Nureyev. When she saw Nureyev, she saw, this is something more than we have.
We must learn from him. A lot of people were cross about it because they lost their places.
But she always see what that can happen.

Z..G. And what do you think about the Turkish male dancers in the company?

R.G. The Turkish male dancers are good, but they don’t want to take orders from women. Bir
de bu memur isi var. Rapor problemi. I remember first act of Kugu Golii. I remember Feridun.
He said “ben raporluyum, ben hi¢ oynayamiyorum”. Smokin giymis, gelmis, oturmus bdyle
seyretmis. Clinkii raporlu, oynatamiyorsun. Memur isi bu.

Z..G. What do you think about the English ballet now?

R.G. English ballet is starting to get good. It went through a very bad period in the eighties
but now they have a lot of foreing dancers. Because that women destroyed the school, the
school was very bad for a long time . And so all the dancers are from the school. Now the
school is much better. The dancers are coming from the school. Especially the boys are better
than the girls. Because of Common Market we have lot of foreign dancers as well. They say
we are loosing the English style. Some say there is no English style. Var tabii.

0O.S. Peki nedir o English style?



R.G. It’is musical. Ashton always said I want to see every movement but you must never stop
moving. Flowing. Diizgiin boyle, biraz kibar, musical, not show off, not for techniques.

Z..G. And the Russians are much more in favor of the technique?

R.G. Because they had no choreography. That is understandable. In one way it is very good,
because they developed for instance Pas des Deux. We never had lifts like that. Because they
had no choreography, they developed the technique, they developed the Pas des Deux. So that
was good. Now they are beginning to get all the ballets, Balanchine, Ashton. It will be very
interesting to see what is in Russia in another ten year. Unless Putin destroys it all, or poisons
everybody.

Z..G. One last question. What do you think about the English teachers and choreographers
who came to Turkey? Were they eager to come, were they schocked or were they surprised?
R.G. For instance Andrée Howard. When I said to her what is Ankara like? She said it is a
cross between Boullevard and the Edgeware Road. You know Boullevard is a big town in
London, and Edgeware Road in London. Because camur var. You came to the opera you have
to walk through camur. But, you see, for instance someone like Dudley Tomlinson, like
myself, it was different. Because we were young people. It was an opportunity for us. Also we
learned the language. Most English people don’t learn any language. So for them, like Andrée
Howard had terrible problems with the boys. Because, first they didn’t want any woman and
secondly they used to make fun of her. Some people saw it like a punishment. You know,
why can’t have a job in world ballet. Why are they sending me there? Like the people who go
to colonies. Others, like especially Dudley and myself saw it as an opportunity. I made my
career here. Onun i¢in bedava ¢alistyorum senin film i¢in, senin tez igin.

7..G. I also heard that Molly Lake and Travis Kemp tried to push the Turkish dancers against
Andrée Howard.

R.G. Because they thought they should be the choreographer. Molly wanted to be the
choreographer. Andrée Howard is a very subtle English choreographer, very good, very good
artist and. It is not Molly’s style... She made a lot of problems but also she did a good work.
She was a very good teacher.

Z.G. Yes. Many people say this.

R.G. I mean Sait, Merig, Oytun. All were her pupils. She was a good teacher.

7..G. Well, thank you very much.

R.G. Efendim. It was a pleasure. If you give me your address, I send you some articles...
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