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NATIONAL MUSIC PRACTICES AND TRANSNATIONAL MUSICAL AUDIENCE:
FROM RESPONSE TO INTERACTION
Abstract
The constant migration of the human masses, the geographic proximity of peoples, aggressive
campaigns, the emergence of empires that gather different peoples into one political and
cultural community - these factors have always made the cultural practices of peoples open to
exchange and borrowing. Modern technical means make accessible the musical traditions of
peoples, even very distant geographically and not connected with each other by a common
political and / or cultural history. But how much does the technical availability of musical
material make it accessible to the perception of the listener from the “alien” culture and give
him insight into its meaning, especially when it concerns traditional non-European musical

practices, whose languages still retails their national “specialness”?

In the dialogues of Stravinsky and Craft, there was a syllogism about the Chinese philosopher,
which here is applicable to the discussion of im/perception of the "alien" musical culture - on
the level of its artistic language and meaning. It is customary to think that one is impossible
without the other. Nevertheless, the fact of the modern culture of listening is that these purely
national musical practices are capable of evoking an emotional feedback from a modern
listener who is not familiar with their artistic language. Regardless of whether the listener

understands the artistic context of this music, s/he can recognize its artistic value.

How do these traditional music practices find a response among non-traditional listening
audience? To what extent do they preserve their "purity", their original language and forms,
getting on another cultural ground? How do they interact artistically with "other people's"

music practices? These questions will be in the focus of my message.

Keywords: Mugham, oriental music, transnational audience, cultural diversity, musical

Interaction
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Permanent migrations of human masses and, as their natural consequence, the interaction of
various cultural practices is a process that has taken place throughout the history of mankind.
The geographical neighborhood of nations, the conquests, the emergence of empires,
gathering different nations into one political and cultural community - these factors have
always made the cultural practices of peoples open for exchange. What is new in this process,

besides technical progress?

Modern technical means did make available the musical traditions of various nations to all
people, even those that very remote geographically and not connected by any political,
religious or cultural ties. But how much does the technical availability of musical material
make it accessible for human perception? I remember very well my absolute rejection of
mugham music to a certain age, although it sounded constantly in our home. National radio-
and TV channels broadcast Azerbaijani traditional music every day; nevertheless, there are
some groups of Azerbaijani society that show no interest in the art of ashiq or mugham, while
others - in the music of national Azerbaijani composers, even such outstanding ones as Gara
Garayev or Arif Melikov. So, speaking of the interaction of various national musical practices, I
am fully aware of the extent to which these processes are conditional and determined socially

and culturally.

The topic of migration and the interaction of cultural practices draws my attention from the
point of perception and appreciation of these practices in a “foreign” cultural environment, in
particular, how transnational audience perceive oriental traditional music. Of course, this
topic may have various aspects; for instance, one may speak of the influence of oriental
musical practices on the music of the Western composers of the early twentieth century, such
as Debussy, Ravel, Olivier Messiaen, Bela Bartok, Gustav Mahler, and others. (Orlova, 2015)
But in this paper by ‘transnational audience’, I mean a more democratic public, a kind of mass

audience, as far as one can call it so. And I will focus on Azerbaijani traditional music.

For more than 15 years, apart from my academic activity, [ have also dealt with the promotion
of Azerbaijani traditional music: I have arranged and managed many performances by
Azerbaijani musicians at international music festivals and concert scenes in Europe, America,
Australia and Asia, produced dozens of their audio albums. Unlike professional managers, I

considered my activity in this field as continuation of my academic work. It did give me a

2
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valuable experience of observing how traditional Azerbaijani music, the art of mugham or
ashig, “reaches” the audience that does not understand its musical language, and how this

audience responds it.

In the Dialogues of Stravinsky with Craft there is an episode that seems relevant to our topic.
Robert Craft, a conductor, a Stravinsky's biographer, friend, and secretary, asks the composer
if he agrees with the widespread opinion of himself and Schoenberg as a thesis and an
antithesis. Stravinsky responds, as he says, “in the form of broad and not very reliable
generalizations”, one of which is related to the issues of language and connotation. Here

Stravinsky puts into figurative wording two different views - his and Schoenberg's.
“Schoenberg: ‘Chinese philosopher speaks in Chinese but what does he say? (What is style?’)

Stravinsky: ‘What the Chinese philosopher says cannot be separated from the fact that he

speaks it in Chinese’. (Concern about manners and style)” (Stravinsky, 2012:25)

The Schoenberg's position - “the Chinese philosopher speaks Chinese, but what does he say?”
- takes the ability of human perception beyond the bounds of language and supposes another,
a non-verbal form of cultural communication while Stravinsky's statement, in fact, puts the

one who does not understand the language outside the culture that “speaks” this language.

These two points of view, in fact, do not contradict each other, if we talk of contemporary
transnational audience and its attitude to “alien” musical traditions, in particular, to those of
Asian and oriental musical cultures, the language of which still retains their national
“specialty”. There is no doubt that great many music lovers throughout the world remain
“death” to the music that ‘speaks’ alien musical languages. But at the same time the
undeniable fact of modern listening culture is that national musical practices are capable of
producing the strongest artistic impression on the listener who was not familiar with them
before. Therefore, a musical language, which one or another national music speaks in, does
not always unlock or, on the contrary, block the entrance to its world. Today, Azerbaijani
mugham, Iranian dastgah, Turkish ney taximleri, Senegalese traditional music, Iraqi magam,
not to mention Indian ragas and Pakistani Qawwali, can be heard from any musical scene in
any part of the world, from Canada to Australia and New Zealand. They gather quite
considerable listening audience and have certain “market” for audio, video, internet, and i-

Tune production.
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Such a broad migration of Eastern national musical practices to the West has taken its start
since the 1970s. It springs from the ideas of cultural diversity of the world and the recognition
of cultural contribution of non-European nations to the culture of humankind. These ideas
found wide dissemination in the West in the last quarter of the XX century and replaced
former Eurocentric vision of the world's culture. They expanded musical awareness of people
and changed their attitude to non-European music. The modern listener, regardless of his
personal musical preferences, does not dispute cultural value of non-European musical
traditions, including Oriental ones. To contrast with this, I'll quote the Russian scholar-
orientalist of the 19th century Ilya Berezin (1818-1896) about Oriental music: "Eastern
singing and music are well known and cannot be liked by the European ear because of their
frantic and odd sounds." In the early 1840s, while he was traveling around Absheron, being a
guest of the Baku aristocrat Aliyar Bey, he had the opportunity to listen to Azerbaijani music,
under the impression of which he adds: “I used to hear the best Muslim artists in Tehran,
Cairo and Constantinople, but singing, which I heard at Aliyar Bek on the Absheron Peninsula
always seemed more pleasant to me.. ”. (Berezin, 1850:70-71) This statement, how
Eurocentric and chauvinistic it is, shows its author to be impressed to some extent by charm

of this music even remaining an outsider to its meaning and musical language.

Modern Western listeners may (or may not) consider oriental musical practices as an alien,
probably even exotic musical world, but this world, however, affects them emotionally,
touches their feelings. To give proofs to my words I will cite just a couple of reviews (from
great many ones) to one of the albums with mugham music I recorded and released in the

West. This is the CD album of Azerbaijani female mugham singer Nazaket Teymurova. !

Andrew Cronshaw, fROOTS musical magazine: “Talk of mugham can turn academic and tad
dense, but, as with any other music with a long history and much said about it, when done
with true feeling it rises above all issues of understanding or point-scoring. <...> Italian label
Felmay, in making this first official release of Nazaket Teymurova in Western Europe,
describes her as ‘one of the great voices of Central Asia’. And she is. No more words to drag it

down; just listen”.

1 This is the second album from the series Traditional music of Azerbaijan 1 released under the Italian
Felmay Records label; the album came out in 2012.
4
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NAZAKET TEYMUROVA

Mugham Felmay FY 8184

An opening surge of keening kamancha and
sobbing balaban (Azerbaijani duduk), patter-
ing hand-drum, the plucked wire strings of
the figure-of-eight bodied tar, then in bursts
a voice of immense power and passion, soar-
ing, descending to sultry depth, rich with (3
twisting, fluttering melisma, the instruments
taking over as she pauses before the next
phrases of simmering narrative.

So begins the Dastgah Kharidj Segah, a
37-minute magnum opus stringing together
avaried series of mughams - ghazal lyrics

©  sung with the freedom of improvisation to
~= particular modes - punctuated by instru-
o= mental sections.

O=

Talk of mugham can turn academic and
tad dense, but, as with any other music with a
long history and much said about it, when
done with true feeling it rises above all issues
of understanding or point-scoring. Nazaket
Teymurova is a magnificent, utterly world-class
singer, and it doesn’t take any knowledge to
hear this as great straight-to-the-heart music.

The Dastgah takes up over half the CD,
and it's good to take a pause after the splen-
dour of its rendition by Nazaket and her
band of top Azerbaijani musicians, including
Aliagha Sadiyev on tar and EInur Makayilov
and on kamancha.

It's followed by a masterly tar solo,
then two more tracks in which Nazaket is
accompanied by a slightly different, larger
group adding kanun, ud, shawm and extra
naqara drums.

Italian label Felmay, in making this first
official release of Nazaket Teymurova in
western Europe, describes her as “one of the
great voices of Central Asia”. And she is. No
more words to drag it down; just listen.

www.felmay.it

Angrew Yarzil

-sam le

Figure 1. A front page of the fROOTs musical magazine, May 2012, No. 347
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Here is another write-up. Eelco Schilder, FolkWorld musical magazine: “This music <...>
touches emotions deep in me which I didn't know they were there. <...> I have to listen to this
fabulous voice and feel how things starting to move in my body and mind. Impossible to
explain, you have to hear it, you have to let it in and dare to let this music overwhelm you”.

(FolkWorld #48 07/2012)

http: //www.folkworld.eu/48/e/cds.html

“The feeling that rises above all issues of understanding” - that is the way how this music
affects foreign listeners. One of them, a French historian and specialist in German philology
and also a singer and a songwriter, Pierre de Tregomain has been long time fascinated by
traditional music of Iran, Pakistan, and India. About two years ago he got acquainted with
Azerbaijani mugham and it turned to be a kind of revelation for him. As he told me, this music
had a strongest impact on him, especially when he listened to mugham in rendition of Alim
Gasimov and Gochag Askarov. His keen interest to this musical style made him take lessons on
the mugham vocal technique from Gochag Askarov, and, in the end, it led to their professional
collaboration. In 2016 they created a new music ensemble titled as the Mugham Souls. The
ensemble of five musicians (two singers, tar, kemancha, naghara, and the keyboard) performs
the compositions that originally mix Azerbaijani music - non-metrical mugham and traditional

metrical pieces, with European jazz and song style. 2

2 In 2017 I produced and released their first audio album, Gochag Askarov & Pierre de Tregomain.
Mugham Souls, under the Italian Felmay Records label.
6
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Figure 2. “Mugham Souls” ensemble at the scene of the International Mufgam Center in Baku in

November 2016

The idea of the musical interaction of the East and West underlies the musical concept of the
film “Stalker” directed by the great Russian filmmaker Andrey Tarkovsky. Eduard Artemyev,
the author of the sound track to this film, in one of his interviews about his work in co-
operation with Tarkovsky recalled that at the end of the 1970s Tarkovsky was haunted by the
idea of uniting East and West, contrary to the opinion that ‘West is West, East is East, and they
will never come together’. “Andrew sought to express this idea in his Stalker, to bring together
two cultures in an artistic way. <...> Tarkovsky remembered that once in Baku he listened to
mugham in a rendition of a tar player, the master who was called an Azerbaijani Bach. 3 He did
play tremendously! We invited him to Moscow and let him play something similar. <...> 1
edited the improvisations, which he played in our studio and assembled from these pieces the
accompaniment for the main melody”. (Art of Cinema, 2007) The mugham that the
Azerbaijani tar player performed was Bayati-Shiraz, one of the seven principal Azerbaijani
mughams. It sounds in several parts of the film while in the prologue of the film it goes in
counterpart with the Catholic spiritual chant “Pulcherrima Rosa” by an Italian composer of the

fourteenth century.

In such experiments of the synthesis of Western and traditional Eastern music the latter

usually preserves its original musical language and vocabulary, as this is crucial for the very

3 Supposedly it was Haji Mammadov.
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being of oral musical traditions. Even so, the migration of non-European musical practices
may bring about their change and renewal to a certain extent. In the case of Azerbaijani music,
many of traditional musicians like to perform for a “foreign” audience, because here they can
take liberty to improvise with more freedom than they may do it in front of native listeners.
While national public gives great importance to adherence to the “letter” of the tradition, the

transnational audience seeks for fresh musical impressions, for new emotional “messages”.

A few years ago at a mugham concert in Shanghai a Chinese lady, the host of our concert,
recited poems in Chinese before each musical piece. Of course, we did not understand a word,
but we enjoyed the atmosphere it created, the timbre of her voice and soft manner of reciting.
So, “the Chinese philosopher speaks Chinese,” and we may not understand his language but it

holds a certain emotional message that we may understand if we let it in.
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ANATOMY OF A CHORD

Abstract
Background is a concept we started using more frequently in the field of science and art. It is a
mental corpus of previously acquired knowledge, experience and opinion required to

understand a word or a writing.

We can transpose this definition into music theories as follows: “A mental corpus of

previously acquired knowledge, experience and opinion required to visualize a music.”

This is precisely what this study focuses on; it does this through a short musical piece of only

20 seconds...

We hereby invite you to discover an immense background from Adnan Saygun to Bestenigar;

from [3,5,3] and its derivations to Bartok’s chord.
Keywords: Ahmed Adnan Saygun, Twelve Preludes on Aksak Rhythms, background
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Image I. Saygun, Twelve Preludes On Aksak Rhythms, Op. 45, Prelude:7, mm. 35-40 (Saygun, 1969: 18)

An excerpt of 6 measures from a solo piano work composed in 1967. Truly short - all in all in

only 20 seconds - from the beginning until the end.

‘Background’ is a concept we started using more frequently in the field of science, art and
design such as ‘socio-cultural background of children’s literature’ or the ‘background design of
Haydarpasa Train Station.” Word ‘background’ is defined in various dictionaries as follows

(Turk Dil Kurumu, 2011: 158):

“Knowledge and experience obtained earlier.”
“History of an event, news or a person.”

Following definition is also worthy of consideration:

“A mental corpus of previously acquired knowledge, experience and opinion required to

understand a word or writing.”

That is exactly what we will do today. We invite you to explore the ‘background’ of a truly

short excerpt of 20 seconds.
[3,5,3]

We would like to draw your attention to the chord made up of four notes on the left hand

throughout this entire 20 seconds; a flatz-d flats-e4-ga.

10
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To ‘solve the mystery’ of this chord, we must travel in time - and go back 31 years ago.

In 1987, during one of his composition classes at the then called Mimar Sinan University State
Conservatory, Ahmed Adnan Saygun wrote the notes that constructed the scale for the

‘Bestenigar’ magam on the board.

He said he accepted this as a ‘fundamental scale’ and continued: “I can choose any four notes
from this scale, as already embedded in my tradition and construct a chord from them.” Then

he marked these four notes: as, cs, fs and a flats.

%F;’io
AN
3
e = =
e
[}

When we use ‘half-step’ as a unit to calculate the distance between the consecutive notes in

this chord, we have the following result:

as-cs: 3
C5-f5: 5
fs-a flats: 3

So, this chord can be formulated as [3,5,3] (Karadeniz & Berki, 2016: 75).

It is clear that we can invert this chord two times. However, what we mean by ‘inversion’ here

is not the inversion of notes but the ‘intervals.’

First, let’s cast a4 aside; then we will have cs, fs and a flats left. Then, let’s have the first 3 and
place it at the end. That means, we added 3 steps on a flats and reached bs. Now, this is the
first inversion of [3,5,3] which is [5,3,3]. The chord is transposed down an octave to make

reading easier.
If we follow the same pattern on [5,3,3], we will have the second inversion, which is [3,3,5].

So, let’s go back to ‘20 seconds’ - We can easily identify that left hand chord, a flats-d flats-es-ga

is [5,3,3]. And there is still yet to come! Now let’s focus on the right hand:

You see that cs, fs, a flats and bs are framed here - and they also point to [5,3,3] as in the case of

the left hand.

11
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And when we examine ‘20 seconds’ for the third and last time, it is quite interesting to come
across with the notes marked by Ahmed Adnan Saygun on the board: a4, cs, f5 and a flats; or in

other words, [3,5,3].

Now this is how notes are organized in ‘20 seconds.” As you can see, there is not a single note
left out! Everything is derived from the same source: [3,5,3] and the Bestenigar scale, which is

the very foundation of all.

What is more interesting is that, we come across with [3,5,3] and its derivations not only in 20

seconds or in the respective prelude but in majority of Saygun’s works (Karadeniz, 2016: 5-6):

Work Date
1 Suite, Op. 2 1931-1932
2 Intuitions, Op. 4 1932-1933
3 Kerem, Op. 28 1937-1952
4 Sonata for Violin and Piano, Op. 20 1941
5 Gegen Dakikalarim, Op. 21, No. 1 1941
6 Sivas Diiz Halayi, Op. 23, No. 4 1942-1944
7 Yunus Emre, Op. 26 1942
8 Anadolu’dan, Op. 25 1945
9 String Quartet No. 1, Op. 27 1947
10 Piano Concerto No. 1, Op. 34 1951-1957
11 Symphony No. 1, Op. 29 1953
12 Uc Ballad, Op. 32 1956
13 Demet, Op. 33 1956
14 Symphony No. 2, Op. 30 1957
15 String Quartet No. 2, Op. 35 1958
16 Symphony No. 3, Op. 39 1960
17 Partita for Violin, Op. 36 1961
18 Ten Etudes on Aksak Rhythms, Op. 38 1964
19 String Quartet No. 3, Op. 43 1966
20 Violin Concerto, Op. 44 1967
21 | Twelve Preludes on Aksak Rhythms, Op. 45 1967

12
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22 On Tiirkii, Op. 41 1968
23 Deyis (Dictum), Op. 49 1970
24 | Fifteen Pieces on Aksak Rhythms, Op. 47 1971
25 Kéroglu, Op. 52 1972-1973
26 Three Preludes for Two Harps, Op. 50 1972-1973
27 Symphony No. 4, Op. 53 1974
28 Ritual Dance, Op. 57 1975
29 | Ten Sketches on Aksak Rhythms, Op. 58 1976
30 Viola Concerto, Op. 59 1977
31| Insan Uzerine Deyisler, 1. Defter, Op. 60 1977
32 | Insan Uzerine Deyisler, II. Defter, Op. 61 1977
33 Concerto da Camera, Op. 62 1978
34 | Atatiirk’e ve Anadolu’ya Destan, Op. 67 | 1981-1982
35 | Insan Uzerine Deyisler, 111. Defter, Op. 63 1983
36 Symphony No. 5, Op. 70 1984
37 Piano Concerto No. 2, Op. 71 1985
38 Variations for Orchestra, Op. 72 1986
39 Cello Concerto, Op. 74 1987
40 Bir Ev Yaptim Kerpicten 1987
41 Piano Sonata, Op. 76 1990
42 String Quartet No. 4, Op. 77 1991

Table I. Compositions which contain ‘Saygun chord’

Given this picture, we can very well define [3,5,3] and its derivations as the Saygun chord as

they are used quite intensively and frequently just like a ‘signature.’
Bartok Chord?

Well, we can easily define it as it is - yet there is a problem here! In the literature, [3,5,3] is

recognized as the ‘Bartok chord.’

According to Ernd Lendvai, one of the prominent Hungarian theoreticians, Barték has five
chord types constructed by using Fibonacci numbers of 2, 3 and 5: Alpha, beta, gamma, delta

and epsilon. Amongst these, you see that c sharp-e-g-c; e-g-c-e flat and g-c-e flat-f sharp, all
13
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indicated in brackets, correspond to [3,3,5]; [3,5,3] and [5,3,3] respectively (Lendvai, 1979:
42-44):
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Image II. Lendvai’s Barték chord types

Here is a short excerpt from the coda of the first movement of Bartok’s Sonata for Two Pianos
and Percussion, Sz. 110 (Bartok, 1942: 49). In this excerpt we see that the two framed chords
are [3,5,3].
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Image III. Bartdk, Sonata for Two Pianos and Percussion, Sz. 110, [, mm. 433-436

As known, upon the invitation of Ankara ‘Halkevil’ Barték came to Istanbul on November 204,
1936 to do some folk song collection and to lecture in several conferences. It was Saygun who
received and accompanied him. From November 18t until Bart6k’s departure on 29t they did
some folk song collection in Adana, Tarsus, Mersin and Osmaniye (Araci, 2007: 104; Sipos,

2009: 18-21).

1 Halkevi: Public houses were established in 1932 by the state to contribute to people’s education and
cultural enrichment.
14
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So, on November 214, 1936, Saygun and Bart6k met for the first time. However, Suite (5 Pieces
for Piano) completed in 1931-1932 is Saygun’s first piece where he used [3,3,5] (Saygun,

1960: 4); four or five years before he met with Bartdk.

\P

Image IV. Saygun, Suite, Op. 2, No. 5, “Tema con variazioni”, m. 69

We know that Saygun attended many concerts and premieres during his years as a student in
Paris. It is possible that Bartok’s pieces have been performed in these concerts; however there
is no information in literature indicating the extent of Saygun being influenced by Barték or

whether Saygun cited [3,5,3] and its derivations from Barték.

Our opinion is that Saygun did not cite [3,5,3] from Bartdk, but constructed them from the

Bestenigar scale.
Conclusion

In our opinion, ‘mastery of background’ is the prerequisite of being a good music theoretician.
Remember numerous stories about the difference between looking and seeing; a similar
phenomenon is also valid for music. Everybody ‘looks’ at a musical excerpt of 20 seconds; has
right or wrong interpretations about it. But in order to ‘see’ the music, one needs to explore an

enormous background hidden behind the notes.

And that is the background of ‘20 Seconds’.
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GUVENC ABDAL OCAGI ORNEGI iLE KARADENIZ ALEViLiGINDE SEMAH

Ozet
Kapali toplum o6zelligi gosteren Anadolu Aleviligi lizerinde yapilan g¢alismalar 1990 yillar
itibariyle hiz kazanmistir. Bu calismalarin icinde semahlar ve dolayisiyla cemler 6nemli bir
yer tutmaktadir. S6zlu kiiltiir gelenegi icinde glinlimiize aktarilan cemler ve semahlar "yol bir
stirek binbir" anlayisina paralel olarak ocaktan ocaga yoreden yoreye degisim gostererek
biiyiik bir zenginlik ve renklilik arz etmektedir. Bu noktada, bu kiiltiiriin unsurlar1 ocaklara
0zgu olarak halkbilimsel ve miizikolojik yaklasimla ele alinmalidir. Bunun yanisira
gliinlimiizde kultir unsurlar1 gog, sanayilesme, kiiresellesme, teknolojilesme vb. sonrasi kendi
ozgun cizgisinden uzaklasma tehdidi ile kars:1 karsiyadir. Mevcut durumda bir¢cok ocaga 6zgii
semahlar calisilmis olup; Karadeniz Aleviligi icinde ¢cok 6nemli bir yere sahip olan Giliveng
Abdal Ocagi semahlarn lizerinde yapilan calismalar hemen hemen yok gibidir. 2009 yilinda
Ordu/Giirgentepe'de tarafimizdan yapilan alan calismalar1 verilerinden hareketle Giliveng
Abdal Ocagi'nmin pratikleri i¢inde yer alan semahlar, dini erkanda uygulanan danslar
baglaminda ele alinarak edebi, miiziksel kurulus yoniinden karsilastirmali bir sekilde
incelenecektir. Kiiltiirel mirasin korunmasi baglaminda farkli miiziksel kaynak ve kayitlar

sunularak yapilacak olan karsilastirmali ¢alismalara katki saglayacaktir.
Anahtar kelimeler: Karadeniz Aleviligi, semah, Giiveng¢ Abdal ocagi, semah miizigi
"SEMAH" IN BLACK SEA ALEVISM (CASE OF GUVENC ABDAL OCAGI)

Abstract
Studies done on Anatolian Alevism, which shows the qualities of a closed society, have gained
speed as of 1990s. Among these studies, the semah, and therefore the cem take an important
place. The cem and the semah, which has come down to present-day via oral tradition, shows
a great richness and colourfulness by changing from region to region, parallel to its ‘yol bir
stirek binbir (there is one path but thousands of ways)’ mentality. At this point, the elements
of this culture should be addressed, special to ocaks, with a folkloric and musicological
approach. In addition to this, at the present day, the cultural elements are face-to-face with

the threat of losing its own originality after migration, industrialization, globalization,
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advancement of technology etc. Today, while many of the semah, unique to each ocak, are
studied, there are almost no studies on semahs belonging to Giiveng Abdal Ocak, which has an
important place in Black Sea Alevism. Based on the data obtained from the fieldworks made
by us, in 2009, in Ordu/Glirgentepe, the semahs, which has a place in Giiven¢ Abdal Ocak’s
practice, will be investigated in dances performed in the context of religious basis, which will
be approached in regards to literary and musical establishment in a comparative manner. In
context of the preservation of the cultural heritage, it will contribute to comparative studies

which will be done by presenting different musical sources and records.

Keywords: Black Sea Alevism, semah, Giiveng¢ Abdal ocagi, music of semah
* %k ¥

Giris

Anadolu Aleviligi ve Anadolu Aleviliginde semahlar lizerine yazilan ¢alismalar, 1990 yillan
itibariyle kendini gostermeye baslamistir. Mevcut durumda Alevilik-Bektasilik ¢alismalar:
icinde Karadeniz Bolgesi az calisiimakla birlikte semah noktasindan baktigimizda genellikle
Karadeniz Bolgesinde semah doniilmekte oldugu bilinmemekte ya da sadece Samsun’da Ladik
semahi bilinmektedir. Ayrica Karadeniz Aleviliginde temel baglamda ¢ok 6nemli bir yere
sahip olan Gliven¢ Abdal Ocagr’'nin semahlari lizerinde yapilan ¢alismalar hemen hemen yok
gibidir. 2009 ve 2011 yillarinda Ordu / Giirgentepe’de tarafimizdan yapilan alan ¢alismalar:
verilerinden sec¢ilen temsili 6rnek ile somut olmayan Kkiiltiirel mirasin korunmasi ve
aktarilmasi baglaminda genelde Karadeniz Bolgesine, 6zelde Giiveng Abdal Ocagi’na 6zgi olan
semahlarin tanimlayic1 6zellikleri bu c¢alismada ortaya konulacaktir. S6zli kiltir gelenegi
icinde glinlimiize aktarilan cemler ve semahlar, “yol bir, siirek binbir” anlayisina paralel
olarak ocaktan ocaga yoreden yoreye degisim gostererek biiyiik bir zenginlik ve renklilik
icermektedir. Bu noktada; bu kiiltiir unsurlar1 ocaklara 6zgi halkbilimsel ve miizikolojik
yaklasimla ele alinmalidir; zira giiniimiizde kiiltiir unsurlarn gog, sanayilesme, kiiresellesme,

teknolojilesme vb. sebebiyle 6zgiin cizgisinden uzaklasma tehdidi ile karsi karsiyadir.
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Giiveng Abdal Ocag1 Hakkinda Genel Bilgiler

Yapilan arastirmalar sonucu; Cepnilerin Anadolu’da iki ayr1 yerde konumlandiklarin
gormekteyiz: Dogu Karadeniz yoresinde sahilden on kilometre i¢ kisimlarina Sinop’a kadar
yayilan alandaki Cepniler, Dogu Karadeniz Cepnileri ve kokenleri Musul ve Halep’e kadar inen
Balikesir yoresinde yasayan kantemiirlii Cepnileri. (Yal¢in, 2005: 29). Cepniler 24 Oguz
boyundan biridir. Cepni Boyu Kasgarli Mahmut'un yirmi iki bolige ayirdigi Oguzlardan
yirmibirincidir; Anadolu’'nun Tiirklesmesinde biiyilik rol oynamistir. Cepniler, Giresun’dan
Batum’a kadar uzanan Dogu Karadeniz bolgesinde de Tiirkliigii hakim kilan bir boydur (Faruk

Siimer’den aktaran Yal¢in 2005:31)

Giiveng Abdal Haci Bektas Veli dervislerinden olup 13. ylizyi1lda yasamistir. Hac1 Bektas Veli
Dergahi’'nda yetismis, daha sonra Gilimiishane - Kiirtiin’e giderek adiyla anilan ocag
kurmustur. Giiven¢ Abdal'in Harsit vadisine gidisiyle beraber Karadeniz'de ytizyillar boyunca
temsil edilecek olan Alevi inancinin orgiitlenmesi saglanmistir. Kiirtiin’den Anadolu’nun Dogu,
Orta ve Bat1 Karadeniz olmak tizere farkli yorelerine dagilmislardir. Giiven¢ Abdal Ocagi el
ele el Hakk’a yapilanisi baglaminda Haci Bektas Veli Dergahi’'na baglidir. Giiven¢ Abdal
Ocagr'nin dedeleri Hac1 Bektas Veli Dergahi celebileriyle inangsal irtibat halindedir. Gliveng
Abdal Ocagi icerisinde zengin bir ritiiel profil yasatilmakta olup pence, erkadn (tarik)

ekollerinin her ikisi de uygulanmaktadirl. (Koékel, 2013: XXIII-XXVTI).

1 Qcaklilarin yasadigi yerlesim birimleri ise sunlardir: Corum - Alaca- Akcakdy (Eski Adi1 Manisar)
Koy, Akpinar Koyi, Yenice Koyii, Sungurlu- Mahmath Koyi; Diizce-Golyaka- A¢gma Koy, Camlibel
Koy, Haciyakup Koy, Yunusefendi Koyt, Merkez- Kazikoglu Mahallesi; Erzurum-Askale- Giineycam
(Eski Ad1 Bacavut) Koyt, Giirkaynak (Eski Adi1 Balimpetek) Koy, Pirnakapan Koy, Sazli (Eski Adi Lig)
Koy, Senkaya- Aktas (Eski Ad1 Vartanit) Koy, Kiirkeli Koyii; Giresun-Dereli-Bahceli Mahallesi, Camhi
Koy, Meseliyatak Koyt, Siitliice Mahallesi, Kesap-Camlica (Eski Ad1 Mencilis) Koy, Karaishak Koyi,
Yazlik (Eski Adi Emeksan) Koyii; Giimiishane- Kiirtiin- Harsit Vadisi, ilce Merkezi, Kizilot Kéyii, Taslica
Koy, Siran- Kirinti Kéyii; Kars-Sarikamis-Boyali Koy, Yukarisallipinar (Eski Adi Yukarisalit) Koyii;
Kirklareli-Demirkoy- Yeni Mahalle; Kocaeli - Gebze- Kadili1 Kéyii, Kandira-Ballar Koy, Kurtyeri Koyti;
Ordu - Catalpinar-Akkaya Koy, Fatsa-Arpalik Koy, Baglarca Koyii, Bolaman Koy, Bucakl (Eski Adi
Ceciile) Koy, Coteli Koy, Evkaf Mahallesi, Fatih Mahallesi, Ilica Beldesi, inonii Koy, Kayaca Koyt,
Kiligch Koyii, Kosebucagi Beldesi, Kurtulus Mahallesi, Mesebiikii Mahallesi, Oluklu Koéyt, Taslica
Mabhallesi, Tepecik Koyii, Yukaritepe Kéyii, Golkdy- Kozoren Koyii, Ozlii Koyii, Giirgentepe-Agizlar
Mahallesi, Akéren Mahallesi, Akyurt Mahallesi, Dikenlice Mahallesi, Dosek Mahallesi, Goller Mahallesi,
Giilbelen Mahallesi, Hasancikpinar1 Koyii, ilce Merkezi, Isiktepe Belde Merkezi, Isiktepe
Beldesi,Tepekdy Koyii, Korgan-Ciftlik (Eski Adi Hoy) Beldesi, Mesudiye- Giizelce Koyii, Topcam
Beldesi-Akkirik Mahallesi, Persembe- Efirli Koytii, Ulubey, Akoluk Koéyi, Bascardak Koyii, Durakkoy
Koy, Elmacukuru Koy, Hocaoglu Koyii, Kumanlar Kéyii, Ohtamis Koyii, Oren Koyii, Seyhler Kéyii,
Unye- Cevizdere Koyii, Erenyurt Koyii, Gélciigez Kdyii, Golevi Mahallesi, Kadilar Koyii, Kaledibi Kéyii,
Kocuklu Kéyii, Sahilkdy Kéyii, Sarthalil Kéyii, Sofutepesi Koyii, Senyurt Koyii, Ucpinar Koyii, Yesilkent
Beldesi, Yigitler Koyii; Sakarya- Merkez-Abali Koyii; Samsun-Salipazari-Avut Koyi, Kocalar Koy,
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Ordu / Giirgentepe Giiven¢ Abdal Ocaginda Semah Gelenegi

On Asya’dan, Tiirkistan’dan Balkanlara kadar uzanan bir cografyada olusup yasamis ve
yasayan; Alevilikteki diger unsurlar gibi “yol bir, siirek binbir” anlayisina paralel olarak
ocaklara, yorelere, siireklere gore cesitlilik ve zenginlik gosteren; ibadet amagh séylenen ve
doniilen; bagh oldugu yorenin agiz, uslup, tavir vb. miizik 6zelliklerini tasiyan; Anadolu Alevi
cemlerinde tekke geleneginin etkisi ile olusan asik tarzi siir geleneginin dini yoniinii icra eden
asiklarin sozlii aktarimi neticesinde viicut bulan ezgi, siir ve dans liggeni biitiinlinde so6zli

gelenege 0zgl olan miizikal anlatim bicimine semah denir.

Giiveng Abdal Ocaginda tespit edilen semahlarin figiirsel 6zellikleri ve 6zgiin miizik yapisi
diger ocaklara 6zgii olan semahlardan farklilik gostermektedir. Giirgentepe’de yasayan
Giiveng Abdal Ocaklilarinin cemlerinde dondiigli semahlar ikiye ayirmamiz mimkiindiir:
birincisi, cemin sonunda doniilen burada temsili olarak sectigimiz Gliven¢ Abdal semahi (ki
Kirat semahi da denmektedir); ikincisi, cemin icinde déniilen Kirklar Semahi’dir. Kirklar
semahi, Miraglamanin yorenin tabiriyle Mehraglamanin sonunda doniiliir: “o serbetten biri
icti mest oldu kendinden gecti” dizeleri basladiginda meydan bacisi ve imat (gozcii) tarafindan
dontlir. Yorede kiiciik ve bliylik olmak iizere iki cesit miraglama cesidi oldugu tespit
edilmistir. Gliven¢ Abdal ocaklilarin biiylik miraglama adini verdikleri Sah Hatayi’ye ait olan
“geldi Cebrail buyurdu” dizeleri ile baslayan miraclama, diger ocaklarda miraglama olarak
adlandirilmaktadir. Temsilen secilmis semah oOrnegi ile bu ocaga 6zgii olan semahlarin

tanimlayici 6zellikleri asagida belirlenen baslhiklar dahilinde incelenecektir.

Terme-Akcay Koyii, Dumantepe Koy, Elmalik Mahallesi, Sakarli Mahallesi, Sakarli Beldesi, Sivashlar
Koyli; Sivas-Hafik-Giilpinar Koyii, Koyulhisar-Dilekli (Eski Adi Cifeniz) Kéyii, Iskenderseyh Koyii;
Tokat-Almus-Atakdy (Eski Adi Kizildere) Beldesi, Babakdy Koyi, Kizilelma Koyii, Sagirlar Koy,
Basciftlik-Yesilcam (Eski Adi Kirligeris) Koyi, Merkez-Ahmetalan Koéyii, Yagmurlu (Eski Adi Ohtap)
Beldesi, Niksar- Ayvali Koyli, Bogazbas1 (Eski Adi Donekse) Koyii, Caykoy Koyi, Geyikgolii Koy,
Giizelyayla (Eski Adi1 Abdaltami) Koy, Haydarbey Koy, Korulu (Eski Adi Leis) Koyi, Mutluca (Eski
Ad1 Kazalapa) Koy, Pelitlik Koyii, Terzioglu Koyii, Yesilkaya (Eski Adi Eynesiir) Koyi, Yolkonak
Beldesi, Turhal-Cayli Beldesi, Zile- Belpinar Koéyii; Trabzon - Akcaabat-Adacik Beldesi, Akgakale
Beldesi, Eskikdy Koy, Karpinar (Eski Ad1 Lalang) Koy, Mersin Beldesi, Sarica Beldesi, Carsibasi-Call
Koy, Samsun Koy, Serpil Koy, Taslhitepe (Eski Ad1 Marzali) Koyii; Yozgat-Merkez-Giillik Koy, Tayip
Koyl; Zonguldak - Alapli- Aydinyayla Koyt, Glimeli Beldesi, Eregli - Akkdéy Koyi, Basoren Koy,
Findikli Ko6yii, Karakavuz Koéyi, Ormanlh Koyi. Gimishane-Siran, Trabzon-Akg¢aabat, Trabzon-
Carsibasi, Giresun-Dereli, Giresun-Kesap, Ordu-Giirgentepe, Ordu-Golkéy, Ordu-Mesudiye, Ordu-
Ulubey, Ordu-Fatsa, Ordu-Unye, Ordu-Korgan, Ordu - Catalpinar, Ordu-Persembe, Samsun-Terme,
Samsun-Salipazari, Tokat-Niksar, Tokat-Almus, Tokat-Basciftlik, Tokat-Zile, Tokat - Turhal, Tokat-
Merkez, Sivas — Koyulhisar, Sivas-Hafik, Erzurum -Askale, Erzurum-Senkaya, Kars-Sarikamis, Corum -
Alaca, Corum-Sungurlu, Yozgat - Merkez, Zonguldak-Alapl, Zonguldak-Eregli, Diizce - Golyaka, Diizce
- Merkez, Kocaeli - Kandira, Kocaeli - Gebze, Sakarya - Merkez Ve Kirklareli - Demirkdy. (Kokel
2013:XI-XVII,1).
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1. Icra ortamlari

2. Edebi kurulus yoniinden incelenmesi

3. Miizikal ve figiiratif kurulus yoniinden incelenmesi
a. Semahda diizen ve figliratif yap1

b. Ezgisel yap1 incelemesi ve enstriiman
1. icra ortamlar1 / Cemler

Semahlarin icra ortami olan cemler, giinlimiizde Gliven¢ Abdal Ocagindaki dedeler tarafindan
taliplerinin ikamet ettikleri koy, ilge ve illere gidilerek diizenli bir sekilde yuriitiilmektedir.
Yorede Gorgii, On Iki imamlar, Hizir cemleri, Birlik cemlerini olusturmakta olup Musahip
kurbani, Kabir kurbani, Persembe cemleri, Yil Kurbani cemleri ise yorede yiiriitillen diger

cemlerdir. Temmuz 2009’da yorede kaydettigimiz Birlik ceminin genel akisi su ¢ercevededir:

—Dedenin postuna niyaz
—Dedeye niyaz
—Tlm cem erenlerinin el niyazi

—Aksam duasi hizmeti

Anabaci veya meydan bacis1 dededen hizmet duasini alarak el niyazi yapar ve meydan
postunu alir.

Meydan postu ve el suyu icin kullanacagi malzemeleri dedenin Oniine birakarak
meydana niyaz ederek li¢ defa siipiirge ¢alar.

Meydana niyaz edip dara durup duasini alir ve ceme katilanlar ile el niyaz1 yapar.
Meydan postu ile tekrar dara durarak duasini alir. Postu serer ve niyaz eder.

Akabinde elsuyu hizmetini yaparak dara durup duasini alir.

Cem erenleri el niyazi yapar. Dede duasini salavatlar esliginde yapar. Kur’an okunur ve
sonunda Fatiha suresi okunur. Dede dua okur.

Tlm cem erenleri dara durarak el niyazi yapar. Babalar el niyaziyla birlikte secdeye
varirlar. Bacilar el niyaziyla birlikte ayakta dara dururlar.

Hizmetli baba, oturan babalara el niyazi yapar; bacilar birbirleri ile niyazlasirlar.

Hizmetli baci (anabaci ya da meydan bacis1) meydandaki posta niyaz edip ayaga kalkar
ve darda durur. Hizmetli baba da darda durur ve dualarini alirlar. Her ikisi de posta niyaz

eder.
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Hizmetli baci siiptlirge hizmetini yapar; postu toplar. Dede hizmetli baba ve baciya
duasini verir.
Bacilar yerlerine otururlar.

— Kurban meydana getirilir?; dede duasini verir. Kurban sahibi kurbani tutarken dede
tekbir getirir ve kurban duasini okur.

— Yemek hizmeti yapilir. Dedenin duasindan sonra el niyazi yapilir. Bu béliimden ibadetin
baslamasina kadar olan boliime baglak adi verilir. Bu boliimde dede ya da zakir mersiye,
diivaz ve nefesler okur. Yemek hizmetinde gorev yapan baba darda durarak dededen duasini
alir.

— Kur’an’dan ¢esitli siireler okunur. Bu béliim Fatiha siiresi ile biter. Dede duasini verir.

— Meydan bacisi imad ile meydana gelir; post ve el suyu malzemeleri ile meydana niyaz
eder ve meydan: ii¢ defa siipiiriir. Dededen duasim alir. imad ile meydan bacis1 meydana
postu serer ve niyaz eder.

— Salavat esliginde el suyu hizmeti yapilir.

— GoOrgl hizmeti yapilir.

— Tovbe istigfar hizmeti yapilir ve tovbe istigfar diivazi okunur.

— Sakka suyu hizmeti yapilir. Dede secde ederken ceme katilanlarin hepsi ayakta baglama
esliksiz olarak nefes okurlar. Sakka suyu dagitilir. Sakka suyu dagitilirken baglama esliksiz
mersiye okunur.

— Dede ya da zakir baglama esliginde ti¢ diivaz okur.

— Tevhid hizmeti yapilir. Tim cem erenleri ile baglama esliginde Dedemoglu’na ait “medet
Allah’im medet gel dertlere derman eyle” adli nefes okunur.

— Miraglama okunur.

— Kirklar semahi

— Dede ya da zakir “Diinii giinii arzumanim Kerbeld” adli mersiye basta olmak iizere iki
mersiye okur.

— Semah hizmeti li¢ kez yapilir.

— Diivaz okunur.

— Meydan bacis1 meydani stipirtr.

— Tum hizmetliler dededen duasini alir.

— Kur’an okunur.

2 Kurban yoksa aksam duasinin ardindan yemek yenir.
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— El niyazi yapilir.
Cemin akisi icinde semahlarin icra zamani cem duasi ve tevhid hizmetinden sonra

gelmektedir.
2. Edebi Kurulus Yéniinden incelenmesi

Burada verilen 6rnegin disinda alan ¢alisma verilerinden de hareketle tematik ve edebi yapi
genel itibariyle su cercevededir: Alevi-Bektasi inancina 6zgii unsurlar islenmistir. Hak-
Muhammed-Ali, Ehl-i beyt, On ki Imamlar, Hz. Ali, Kerbela, imam Hiiseyin, Hac1 Bektas Velj,
Giiveng Abdal, vahdet-i viicut anlayisi vb. Siirlerin genellikle 8’li ve 11°li hece kaliplari ile 4+2
ve 6+5 durakl dizelerden olusan dortliikler oldugu gozlemlenmistir. Genellikle diiz kosma
nazim seklinde olan siirlerdeki uyak diizeni aaab / cccb / dddb ya da abab/ cccb / dddb

seklindedir. Yarim ve tam uyak diizeni kullanilmistir. Anlatim oldukg¢a sade ve yalindir.
3. Miizikal ve Figiiratif Kurulus Yoniinden Incelenmesi

a. Semahda diizen ve figtiratif yapi: Semahlarin icinde barindirdig figiirler; kiiltiirel birikimin,
inang sisteminin, arkaik inanglarin, toplumsal etkilesimin bir sentezi olmaktadir. Bu senteze
ek olarak semahlar, bedensel ve ruhsal devinimlerin bigcimsel 6ziinli, manevi yenilenmeyi bir
ibadet tarzi olarak sembolize etmektedir. Kirat Semahi, en az dort kisi tarafindan en az li¢ kez

»n o«

doniiliir. Iimad “semaha baba” “semaha bac1” diyerek asasi ile goniillii canlar1 semaha davet
eder. Doniilen semahin sayisinda sinirlama yoktur. Semah dénen baci ve babalarin ayaklar:
ciplaktir. Semah donecek olanlar, semah dénmeye baslamadan 6énce meydana secde eder;
sonra birbirleri ile niyazlasirlar: akran olanlar cemal cemale; yas fark:i olanlarda ise kiiciik

olanlar biiyiik olanlarin eline niyaz ederler.

Birbirleri ile niyazlasan canlar semahin ilk béliimii olan "Agirlama" béliimiinde bir baci bir

baba olmak iizere sira ile bir yuvarlak olustururlar ve doniislerde dedeye sirt donmezler.
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Meydana gelen canlarin elleri, sag el tistte, sol el altta olacak sekilde gogiislerinin listiindedir.
Bacilar yorenin tabiriyle beyaz cember 6rtmektedirler; ancak bu béliimde uclari asagida ve
baglanmamistir. Agirlama boéliimiinde dede ya da asik, bir nefesin tiimiinii okuyabildigi gibi
timi olmadan mahlas dortligi ile bir veya birka¢ dortliigii de okuyabilir. Semah doénen
canlar, her bir adimda bekleyerek daire cevresini tamamlarlar. Akabinde ikinci bdliime

gecilme asamasi olarak ara bir béliim yer alir: dede ya da asik;

“Destur olsun yiiriiyelim ey gaziler

Gonul hak gordigi yeri arzular hi” dizelerini sdylerken canlar ikinci béliime
"Yeldirme / Hizlanma" hazirlik olarak hizli bir sekilde yilirtimeye baslarlar. Bu ytriiyiis bu
bolimiin hazirlhik asamasidir; hazirlik asamasindan sonra Yeldirme / Hizlanma bolimi
doniliir. Bacilarin ve babalarin kollar1 saga/ 6ne ve arkaya/sola birbirine degmeyecek sekilde
hareket ederek daireyi donerler. Burada babalarin kol hareketlerinin seviyesi bacilarinkine
gore daha yukarida seyretmektedir. Bu boliimde dnceleri nefes okunurken mevcut durumda

baglama ile nefes okunmamaktadir.

Bu béliimden sonra liciincli b6liim olan “Alacam” béliimii doniiliir; Halil Bedi Yonetken, “Sirag
ve Nalc1 Alevilerinde Semah” isimli calismasinda Alagam tabirine yer vererek bu semah
hakkinda su bilgileri aktarmistir: “Kadin bu semahta firil fir1l dénitiyor, erkek onu kolluyor,
donmiiyor, elini kolunu ayagini miizigin ahengine uydurarak hareket ettiriyor”. Alacam
béliimiinde de yine ikinci béliimde oldugu gibi bir hazirhk asamasi séz konusudur. ikinci

boliimden tg¢lincii boltime gecilirken dede yine;

“Destur olsun yiiriiyelim ey gaziler
Gonul hak gordigi yeri arzular hii” dizelerini soyler. Bu béliimde de ikinci bélimde
oldugu gibi onceleri nefes okunurken giintimiizde nefes okunmamaktadir; ancak dedenin /

asigin, canlarin istegine uygun olarak nefes okunabilmektedir.
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Semahin bitiminde semah doénen iki baci ve iki baba, elleri birbirinin sirtina tutulmus sekilde
darda durarak dededen dualarini alirlar ve el niyazi yapilir; akabinde semah dénen canlar

dedenin sag eline ya da meydana niyaz ederler.
Tiim semah boyunca semah dénen canlar cemal cemaledir ve dedeye sirt ddonmezler.

b. Ezgisel Yapr Incelemesi ve Enstriiman: Geleneksel bir form olarak semahlar, Anadolu
Aleviliginin dini erkanlarinda icra edilmesinin yani sira Tiirk halk miizigi repertuvar i¢inde
de onemli bir yere sahiptir, ait oldugu cografyanin yerel miizik geleneklerini icinde
barindirarak geleneksel miizige 151k tutmaktadir. Genel karakteri itibariyle semahlar icindeki
oOlcti sayis1 / usul degisimi, kisa / uzun gelisme boéliimleri, inici seyir ve eserin serbest dlciide

bitmesi seklinde seyretmektedir.

Ocagin etkin oldugu alanin miizik kimligi, Dogu Karadeniz Bolgesi asik miizigi geleneginin
sentezini yansitmaktadir. Cem asik / zakirleri, Dogu Karadeniz yerli agzini aktarmasinin yani
sira cografyaya 6zgi hangere kullanimi, vokal tin1 karakteri ve register ozelliklerini de
aktarmislardir. Dede / asigin repertuvar dil ve edebi yapi, agiz ve uslip 6zellikleri, form
yapist yoniinden geleneksel bir cizgidedir. Yore diline uygun fonasyon ozellikleri ile
bicimlenmis bir dil kullanimi mevcuttur. Dede / asik; serbest, resitatif tarzdaki icralarinda
abartidan uzak bir dogallik igerisinde yorenin dil 6zelliklerini gostermislerdir. Eserlerin
miizikadl yapilarinda rastlanilan usiller, ezgi kaliplari, melodik yiriyiisler, usll icerisinde
sekillenen ritmik yapilar asiklik gelenegi cercevesinde bicimlenen ve dsik miizigi icerisinde
genel bir uygulama olan hazir ezgi kaliplarina s6z déseme anlayis1 (Coskun El¢i 2011: 153)
cem asiklarinin kendi eserleri ile usta mali eserleri icra etmelerinde kendini gostermektedir.
Bundan dolay1 cem asiklar1 hem eski asiklarin deyisleri hem de kendi siirlerini usta mal kalip
ezgilere doseyerek ya da ocagin etkin oldugu alanin karakteristik ezgilerine uygun bir ezgi
kalib1 olusturarak seslendirir. Buna paralel olarak cem asiginin bu noktada kisisel tavir ve
usliibu da ayr1 bir 6nem tasimaktadir: asik miizigi geleneginde 6nceki ustalarinin sazda ve
sozde kullandiklar1 ezgi kaliplari, 4sik sanatina 6zgii okuyus tarzlari; agiz 6zellikleri ve
yoOresinin ezgilerine dair karakteristik usllplar temelinde her birinin kisisel uslplar: farkl ve
ayr1 bir 6zellik gostermektedir. Cem asiginin icrasi abartidan uzak, oldukca sade ve yalindir.
Yorelerinin 451k agzina 6zgii cesitliligi, zenginligi biiyiik ustalikla yansitmaktadirlar. Asiklarin
okudugu eserlerde s6z ve miizik uyumu bir biitiin olarak karsimiza ¢cikmaktadir. S6z ve miizik

uyumunun paralelinde ibadet amaciyla icra gosterdikleri i¢in s6z unsuru 6n plandadir. Asik
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sanatinin genel ifadesi icerisinde cem asiklari; icralarinda yerel agiz, ses kullanimi, calgisal
icra ozellikleri ve kisisel usliplari ile bir biitiinliik géstermektedirler. Cem asiklar: yorelerinin
ag1z ve sive ozellikleri ile vokal icra tarzi ve agiz kullanimlari ile asik miziginin genel cizgileri
disina ¢ikmazlar. Vokal icrada yorelerine 6zgii orta sertlikte ve yumusak bir hangere kullanimi
hakimdir. B6lgenin miizik karakteristigine uygun niianslar, yorum ve ifadenin paralelinde cem
asiklarinin her birinin kisisel tavr1 da dikkat cekmektedir. Asiklarin kelimeleri kullaniminda
Tiirkgenin genel fonasyonuna uygun olmanin yani sira yoreye 0zgu Ozellikler de yer
almaktadir. Artikiilasyonda genellikle agiz, orta damak ve 6n damak civarinda
kullanilmaktadir. A¢ik bir duyumun yani sira azinlikla net bir duyum belirmemistir.
Vibratolarda yumusak hancere kullaniminin yani sira kelimelerin basinda ya da sonunda

yapilan vurgulamalar belirgindir.

Kirat Semahini ezgisel a¢idan analiz edilecek olursa, her biri farkli 6l¢ii sayilara sahip alti
boliimden olustugu séylenebilir. Bunlardan ilki s6zli kisim olup 4 /4'liik 6l¢ii sayisina sahiptir.
Semah bu boélimdeki ezgisel climleleri olusturan ikiser olciilik motiflerin sergilendigi
enstriimantal bir giris ile baslamaktadir. S6zli kisim ikiser o6lciiliik motiflerin tekran ile
olusan iki ezgisel ciimleyi icermektedir. Ilk ciimlenin ezgisel seyri, tekrarlanan re notasinin do
notasina ¢oziilmesi seklinde gelismektedir. Ikinci ciimlede ise re notasindan siral bir inici
seyrin la notasinda son buldugu ve tekrarlanan la notasi ile bitis duygusunun pekistirildigi
goriilmektedir. izleyen béliimde o6l¢ii sayis1 7/8'lige déniismekte ve do ile si notasinin
vurgulanmasiyla gelisen seyir la notasina ugradiktan sonra yeni gelen béliime bir anlamda
duyumsal hazirlig1 saglamak amaciyla re notasina sigramaktadir. 5/8'lik 6l¢ii sayisina sahip
bir sonraki bolimde hiz da degismekte olup onceki boélimlere gore biraz daha
agirlasmaktadir. Bu bélim, adeta ilk boliimiin 5/8'lik 6lcii icerisinde gerceklestirilmis bir
cesitlemesi gibidir. Tipk:i ilk béliimiin ilk ezgisel ciimlesinde oldugu gibi tekrarlanan re
notasinin inici bir seyir ile la notasinda sonlanmasi bu duyumu vermektedir. Dérdiincii olarak
nitelendirilebilecek sonraki béliimde 6l¢i sayis1 3/4'lige donmektedir. Bu bolimin ilk iki
ciimlesinde béliim boyunca tekrarlanan ritim kalibinda la notasi ¢alinarak bir anda 5/8'lik
olciiden 3/4'lik olciiye gecilmesi nedeniyle radikal olarak tasvir edilebilecek 6l¢ii
degisikligine uyum saglanmasinin amagclandigi sdylenebilir. Sonraki 6lciilerde ani bir sicrama
ile gecilen fa notasinin vurgulu bigimdeki tekrarlarinin mi notasi tizerindeki kalislar ile
gelisen seyir; re, do ve si notalari iizerinde yanasik bir bicimde devam etmekte ve boliime

hakim olan ritim kalib1 icerisinde la notasinin tekrarlanmasiyla béliimiin bittigi ve yeni
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boliimiin baslamak iizere oldugu duyumunun hissettirilmesiyle son bulmaktadir. Hizli bir
tempoya sahip yeni boliimde tekrar 5/8'lik 6lcii sayisina dontis yapilmaktadir. Bir oktav
tizdeki la notasina yapilan gecisle farkli bir duyumu 6ne ¢ikaran bu boéliimde fa diyez (3)
notasinin baskinlig1 dikkat cekmektedir. Takip eden o6lciilerde mi ve re lizerinde yapilan
kalislarla gelisen bélim la notasinda iizerinde bitmektedir. Bir anda baslayan yeni bolim
9/8'lik 6lcii sayisina sahip olup degistirici isaretler bakimindan da degisiklikler icermektedir.
Eserin basindan beri var olan si bemol (2) notasi natiirel hale gelmekte, do notasi diyez
almaktadir. Bu boéliimde ezgisel seyir re ve si notalar1 arasinda gerceklesen kalislarla
gelismektedir. Semahtaki ezgi hareketlerini ve makamsal seyri su sekilde degerlendirmemiz
mimkiindiir: Semahin 4/4°liik ilk kisminda agirlikh olarak diigah perdesinin merkez alan bir
besli ses grubu iizerinde hareket eden “Ussak veya Nevruz (eski)” yapisinda kabul
edilebilecek bir makam o6rgiisii mevcuttur. Genelde neva perdesinin merkez alan ezgiler,
cargah perdesinde de kisa bir durak yaparak karar boélgesine dogru hareketlenmektedir.
7/8'lik kisimda ise makam yapisi benzer olmakla beraber agirlik cargah perdesindedir.
Ozellikle “rast ve cargah” perdelerinin ortak ezgi hareketlerine bakilinca bu kismin XV.
yuzyildan itibaren nazariyat kaynaklarinda tespit edilen “Huzi” makamina ait oldugu 6n
goriilebilir. Buraya kadar s6zlii olan kisim 6 dizeden olusmaktadir. ilk 4 dize ABAB, 7/8'lik
kisma denk gelen iki dize ise A'B’ seklinde miiziklenmistir. Edebi form yedekli kosmaya
benzerken, beste tipi de kosma yapisini andirmaktadir. Bu kismin ardindan ezgisel kisim hem
usullerdeki farklilasma hem de metronomdaki hizlanmalarla adeta zikir coskusunun
artmasini isaret etmektedir. Buradaki 5/8lik kisim Ussak-Nevruz yapisini korurken,
sonrasinda gelen 3/4’lik kisim o6zellikle “acem” perdesindeki yogunlasmasi ve hiiseyni
perdesini merkez almasi sebebiyle “Necid Hiiseyni” makamini ortaya koymaktadir. Bu kismi
takip eden “hizlli” 5/8’lik kisim “muhayyer” perdesi lizerinden “Muhayyer” makami icinde
hareket etmekte, sonradan ise yine “Necid Hiiseyni” yapisi icinde “hiiseyni, neva, ¢argah,
segah” perdelerinde duraklar yaparak karar perdesi olan diigah’a varmaktadir. 9/8’lik son
kisim ise yine “Ussak-Nevruz” yapilarinin karakteristik bir 6érnegi olup, eserin geneli perde
sistemi, karakteristik ezgi kaliplar1 ve makam kullanimlari agisindan 18.ytlizyil sonrasinda
belirginlesen bir ezgisel 6rnek olarak belirmektedir. Perdeler etrafinda genelde “li¢ sesten”
olusan cekirdek ezgilerle liretim yapan eser, yorenin asik gelenegi kiiltiiriiniin kullandig: “asik
kaliplar1” adina da fikir vermekte, merdiven ezgi hareketlerinin ve ti¢lii grubun ortasindaki

sesi merkez alan hareketlerin yayginligi buradan anlasilmaktadir.
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Ocagin etkin oldugu alanda baglamaya “Telli Kur’an” denmekte olup; dede ya da asik icraya
baslamadan evvel eline alirken ve bitiste birakirken niyaz etmektedirler. Dede / asik saz
calmalidir. Yorede selpe tekniginin kullanilmadigini; baglamanin ebatlarinin eskiden kii¢iik
oldugunu, mevcut durumda ise normal baglama ¢alindigini aktarmislardir. Baglama icrasi ile
vokal icras1 birlikteliginde baglama icrasi sesin kullanildig1 dortliiklerde arka planda
kalmakta; sesin kullanilmadigl ara saz bodliimlerinde daha o6ne c¢ikmaktadir. Dede /asik,
baglama icrasinda ezginin rengine gore kah sakin kah coskun bir etki ile calmaktadirlar. Sesin
kullanildig1 saz ve ses birlikteliginde baglama tamamlayici 6zellik gostermektedir. Dede / asik,
ezginin biitiinlinde ses ve baglama icra boliimlerinde duyurulan karar sesi hem ezginin genel
havasini hissettirmek icin hem de makamsal yapiya 6zgii konsantrasyonu ile ses kullanimini

destek 6zelligi gostermektedir.
Sonuc¢ Yerine

Giiveng Abdal Ocagi'na 6zgii temsilen sectigimiz semah 6rnegi ile Karadeniz Bolgesi Cepni
Tirkmen semahinin tanimlayici 6zelliklerini bu sekilde ¢er¢cevelememiz mimkiindiir. Bu
cercevenin yani sira ekleyecegimiz 6zellikler sunlardir: Anadolu’'nun geneline baktigimizda
Tokat yoresi Hubyar gelenegini andirmakta ise de 6nemli farkliliklar icermektedir. Figliratif
olarak dontsler farkhdir; bacilarin kendi ekseni lizerinde uzun siireli dontisleri 6nem
arzetmektedir. Adim ve yiiriiylislere nazaran kollarin kullanimi merkezdedir; yani kollarin
kullanimi iizerine kurulmus bir figiiratif yap1 s6z konusudur. Babalarin kollar1 dirsekten
biikiik, bacilarinki omuzdan acik olarak ritme uyarlar. Ayrica agirlamadan ikinci béliime ve
ikinci boliimden ii¢lincii béliime geciste miistakil gecis boliimlerinin bulunmasi farklilik
gostermektedir. Diger bir fark ise Karadeniz Bolgesi Cepni Tiirkmen cemlerinde semahi adeta
gozciiniin yorenin tabiri ile imatin ydénetmesidir. Imat ayrica cemdeki ilk doniilen Kirklar
semahinda anabaci donenler arasinda yer almaktadir. Boélimlerin bitislerinde semah
donenler dengelerini korumak igin birbirlerine elleri degmeden kollarlar. Anadolu’daki
uygulamalar ile olan en tipik benzerlik noktas1 nefeslerin en az Hak Muhammed Alj, tcler
askina ii¢ tane olarak arka arkaya okunmasidir. Ezgi kalibina s6z déseme gelenegi hakim olan
yorede selpe tekniginin bulunmamasi Anadolu’daki uygulamalardan farkin1 géstermektedir.
Yorede Yedi Ulu Ozan iginde Sah Hatal’nin yanisira Virani ayni énemde goriilmekte ve

devaminda Nesimi kabul edilmektedir.
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Semahlarin Anadolu baz alinarak envanteri ¢cikarilmahdir; ocaklara gore sozel, ezgisel, figiirsel
olarak kayit altina alinmalidir. Zira simdiye kadar genellikle semahlar metin merkezli ele
alinmis; ocaklara 0zgli derlenerek notalanip kayit altina alinarak icra ortami icinde
degerlendirilerek halkbilimsel ve miizik bilimsel cercevede inceleyen c¢alismalar

yapilmamistir.

1990’ yillar itibariyle ticari amacla 6zel mizik sektoriinde ve ayrica yayin organlarinda yer
almaya baslayan semahlar; giinlimiizde icra ortami olan ve degisim yasayan cemlerde ve
cemlerin disinda da icra edilmesi ve geleneksel yapisindan uzaklasma tehdidi ile karsi karsiya
bulunmaktadir. Ocaklara gore kayit altina alinan semahlar; s6zel, ezgisel, figiirsel anlamda
varyant ve versiyonlar1 ile sistematik metotlarla incelenmelidir; ancak bu sekilde
Anadolu’daki semahlarin okunabilirligi saglanabilir; ocaklara 6zgii olan semahlarin birbirleri
ile bircok yonden karsilastirmali olarak calisilma zeminine ulagilabilir; zira semahlar
biinyesinde bir¢ok arastirmaya konu olabilecek zengin unsurlar barindirmaktadir. Ozellikle
miizik bilimi acisindan incelenmesi, Anadolu’daki miizikal yapilarin olusumu ve bunun sosyal
alt yapisi ile ilgili 6nemli bilgilere ulastiracaktir. Sadece semah olarak bakmamak gerekir;
cemdeki tim mizik uygulamalari kayit altina alinip incelenmelidir. Anadolu Aleviliginin
biitiiniinde ocaklara 6zgli miizik uygulamalar1 incelenmeli ve ocaklar arasi karsilastirma
yapilmalidir. Burada sunu da ifade etmemiz gerekir: her bir ocagin kendi icindeki uygulamalar
arasinda farklihk bulunmaktadir. Balikesir, Manisa, izmir'de yasayan Kése Siilleyman Ocagi
mensubu Cepni Tiirkmenlerin miizik uygulamalar ile bizim burada inceledigimiz Karadeniz
Bolgesi Cepni Tiirkmenlerin miizik uygulamalari lizerinde yapilacak karsilastirmali ¢alismalar
Tiirk miizik kiltiiriine yeni agilimlar kazandirarak katki saglayacak ve Tiirk miizik kulttiriintin

renklerini ortaya koyacaktir.
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AN ANALYSIS OF CULTURAL HERITAGE CONSERVATION WITH THE PERSPECTIVE OF
NOSTALGIA: THE CASE OF KADIKOY SHAFT BAR
Abstract
The notion of cultural preservation necessarily deals with the notions of time and memory. To
this regard, perhaps the major point is the vulnerable relationship between collective cultural
memories, feelings, and affects of individuals and social groups and the fluctuations of time
and space. Concerning the issue of preservation, one side of this relationship refers to the
sense of stability, whereas the other is essentially fluid, dynamic and inevitable. This easily
renders the maintenance and preservation to be a matter of struggle, which can easily turn
into a frustration and failure. I use the case of Shaft Bar, which used to be symbolic of Kadikdy
rock culture and was recently closed. I will share and discuss the findings from my discourse
analysis in which the written material on the Internet following this incident was analyzed. I
use emotions and affects as my theoretical tools in understanding the reactions of people, and
[ will elaborate on the nostalgic perception of people that appeared to be the common
sentiment in people’s reactions. The perspective of nostalgia is significant as it points out both
the importance of emotions and affects within a culture, music culture in this case and the
insufficiency of preservation. In this aspect, I critically approach the notion of preservation
and I suggest that the notion of sustainability must be taken into account as an alternative

way of dealing with change.

Keywords: cultural preservation, sustainability, Shaft Bar, Kadikdy rock culture, emotion,

affect, nostalgia
X %k %k

The purpose of this paper is to analyze the reactionary discourse emerged after the
announcement that Shaft Bar, one of the key places of Kadikdy rock culture was going to be
closed. It is a multi-layered case directly linked to the phenomenon of change and is critically
associated with the concepts of culture and cultural preservation. I propose that these
concepts should be reviewed with specific cases where change and reaction occur and that
emotions and affects are powerful tools to analyze such cases to grasp the dynamic nature of

change, cultures, and the emotional-affectual state of people themselves. Within this aspect, I
33



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

will critically review the concept of cultural preservation along with the feeling of nostalgia,
which turned out to be the common ground on which different stances and reactions
constituted the discourse afterward. I will discuss the notion of preservation with emotions
and affects as theoretical tools, with the results of my discourse analysis, and the concept of
(cultural) sustainability which is discussed by ecomusicology in a parallel way to my

perspective.

Kadikdy is a central urban district in Istanbul in many aspects such as having a long history of
settlement, still inhabited by large populations, and also as being an intense region in terms of
art and culture and an active social life and yet a relatively calm place compared to the
European Side, which makes people prefer to spend their time there. With the recent urban
transformations in Istanbul, especially with the one in and around Taksim/Beyoglu region,
people who used to go to the cafes and bars there have started to discover or rediscover
Kadikdy as an alternative. Besides the current revival process, Kadikdy bears another
significance in this specific case because it has been the heart of rock music and rock culture
since the end of the ‘80’s. Shaft Bar used to be one of the most prominent characteristics of
Kadikdy rock culture, which opened in 1999 mainly as a blues bar. Then it continued to
include hard rock and metal music, extending its participants and becoming an ideal rock bar
which meets diverse tastes enriched with good quality live music performances. To call Shaft
as sustenance for rock culture of Kadikdy would be right in terms of providing live music
throughout the week until morning and introducing new bands along with the already
legendary ones, combining local and international sounds. However, something happened last
year, and it is where the story begins. Shaft Bar was closed in 2017. The owners of Shaft
announced this news by saying that after 18 years they had to close the bar because “these
days it is becoming impossible to provide live music, especially if it's rock and blues, due to
high costs and low profit.” They finished their words with this sentence: “We believe our

paths will cross with our musician friends and our regulars elsewhere. Rock’'n roll never dies!”

Two major points that I find important in the case of Shaft Bar and the way its owners
announced it to the public have formed the topic of this study. The first is that even Shaft Bar
could not maintain itself and adapt to the new Kadikdy, so to speak. The second point is that
many places are closed, and new ones are opened, and this has been an ordinary thing usually
happening without being noticed, yet Shaft Bar’s closing turned out to be not a simple thing.

Not only the attitude of Shaft Bar’s owners reveals that there is more but also it paved the way
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for a reactionary discourse among Kadikdy rock community, and the reactions commonly
expressed this incident to be a matter of life or death. It raised the question of whether rock’n
roll would die or survive, and it most commonly raised the latent reaction that it never dies.
To me, this question in people’s reactions brings about other related points. First, people’s
reactions clarify the significance of emotions and affects both as theoretical tools to analyze
the phenomenon of change and effective tools of analysis to be able to understand how they
form a certain culture and thus shape the dynamics of that culture when it comes to change.
The next point [ want to elaborate on is the question of whether the concept of cultural

preservation with its prevailing meaning is helpful to comprehend it all.

When I heard that Shaft Bar was going to be closed, I was not shocked because it has been the
case for many places in Kadikdy and in Istanbul due to urban transformation and the changing
environments. Still, I felt very sad as someone calling myself a participant of Kadikdy rock
culture, and I decided to make a research about what was written upon the incident on the
Internet. As I read the reactions I realized that it was an intense emotional experience for ‘us’,
as the sense of witnessing a closing of an era, and it could be very ordinary and perhaps
invisible to other people at the same time. It showed me that the thing we experienced was
indeed very subjective and inter-subjective, and it could only be understood through
understanding emotions. In addition to that, Shaft Bar’s closing evoked the sensation within
Kadikoy rock culture that the incident represented a failure. A place that bears great value for
a community was lost and could not be preserved against change. That is why [ came to
question the notion of cultural preservation. I made discourse analysis using the written
material on the Internet by the people who wrote about Shaft Bar’s closing and expressed
their feelings and ideas. I collected data from 17 written pieces; some of them were articles,
some were news from newspapers, and some of them were entries on online discussion
platforms. The first and foremost thing that drew my attention was that all of them were
highly reactional and emotional, as [ have said. Everybody reflected differently on what
happened and came up with different reasons, different cause and effect relations. However,
they were all emotional in their own ways, and the most common emotion, or emotional state,

was nostalgia.

Nostalgia -nostos (return to home) and algia (longing), ‘nostalgia’- is a feeling of longing for a
home that is no longer existing or never existed. It is a feeling of loss or replacement (Boym,

2009: 14). As Svetlana Boym explains, although the word nostalgia is a combination of two
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Greek roots, it was, in fact, an invented word and first used by a physician Johannes Hofer in
1688. Back then, nostalgia was identified as a deadly disease diagnosed among soldiers, and
according to the recorded information, it was cured. Nevertheless, nostalgia can be mentioned
as a recurrent disease as it reappeared in the modern era and now it cannot be cured. Boym
states that nostalgia has evolved into a social, modern, and romantic dimension in its
comeback. According to her, the current (or recurrent) form of nostalgia, once a temporary
disease as a sort of homesickness, has transformed into a hopeless state that is deadlier
within modern condition in the 21st century, and that the century’s history started with a
futuristic utopia and ended up with nostalgia. In a broader sense, it is an outbreak against the
fast-paced organization and flow of modern society and the pursuit of progress based on
consumption. Nostalgia necessarily deals with the contradictory emotional and affectual
labyrinths embedded in the idea of ‘home’. The nostalgic spirit of people’s latent reactions to
Shaft Bar’s closing reveals a similar concept of nostalgia. [ can summarize the fundamentals of
nostalgia based on my analysis as the sense of loss due to the inevitable and unignorable
change, and the impacts of that sense which resulted in anger, outbreak or the tendency
towards making accusations for some; and for some others, it is articulated as melancholic

sadness, despair or a prospective consolation.

There are certain patterns as distinct consequential reactions emerged from the nostalgic
emotional state. As [ have mentioned, my analysis indicates that different emotional reactions
can occur from the similar ground upon the same incidence. The sense of nostalgia, in this
case, is sourced from the urban and cultural transformation going on in Istanbul, which has
influenced Kadikdy to a great extent, and the inevitable failure of the preservation of
symbolically-loaded places such as Shaft Bar. On one side there are expressions related to
anger, outbreak or an inclination towards making accusations. These emotional channels are
often seen together as they support each other in an attack-like reaction upon the incident. I
can easily say that the accusing attitude is the major characteristic of this type, but the target
varies. By some people, the blame is to put on the owners of Shaft Bar and the management of
the place itself, referring to the wrong policies of the owners such as increasing the prices
while not improving the physical and technical features. Another type of accusations is made
targeting Kadikoy’s rock community of not having given their support enough. For instance, a
piece of news appeared on BirGtin, a widespread newspaper, bears the title “One cannot run a

bar with nostalgia”. It is written that after Hayal Kahvesi, another place that was closed, they
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heard that Shaft was going to be closed too, which was a 17-year-old place and among the
‘signature places’ of Kadikdy. The writer continues by saying it must be admitted that a group
of people who never left their home in 15 years is now crying. The third tendency is to blame
the overall negative change in rock music which is related to the growing popularity of low-
quality musicians and a low-quality audience, and thus the decrease of high-quality live music.
The second pattern revolves around sadness, despair and/or consolation. Although sadness is
shared by almost everyone who reacted to the incident, this pattern shows the melancholic
sadness close to despair that renders people more passive compared to the first group of
emotions. These are articulated by the people who mentioned the unfortunate transformation
in an acquiescent-like tone, and who emphasized the past and the old memories the most.
They are inclined to express their current feelings and thoughts through the way they used to
feel when Shaft Bar was open and Kadikdy rock culture was the way it was. They are the ones
who mainly talked about what they remembered from the past, things they used to do in good
old days and said that they would never forget Shaft Bar and the true spirit of Kadikoy rock
culture. In these two patterns and the related emotions, the idea that ‘rock’n roll never dies’ is
shared, whether as a form of an outbreak or a prospective consolation. Also, there are a few
who think that rock music is in decline and this is a fact that needs to be faced and accepted.
Overall, the most frequently used keywords [ detected are ‘sadness’, ‘regulars
(miidavimler)/being a regular (miidavimlik)’, ‘memories’, ‘to remember’, ‘loss/lost),
‘change/transformation’, ‘anymore’, ‘we/us’, ‘my youth/my teenage years’, ‘farewell’, ‘our

community’, ‘unfortunately’, ‘to cry’, ‘in the past’.

Emergent discourse and my analysis demonstrate that emotions and affects are indeed strong
tools to understand what really happens when something changes. It is not merely that there
is a physical change but more. In this case, what is more becomes visible through the sense of
nostalgia which points out to a crisis of home and memory. Now I will critically approach the
concept of cultural preservation and raise it as a question. In doing so, I will elaborate on
Kadikdy rock culture as a music environment and ‘a home” which does not only consist of

certain places and social practices and events but also a dynamic web of affects and emotions.

As I have mentioned in the beginning, Kadikdy is one of the most central districts on the
Anatolian Side of Istanbul. The prominent characteristics of Kadikdy constitute the image of
the place not only on the physical and material but also on the social and affectual level.

Kadikoy rock culture, in this sense, is inseparable from the existence of Kadikdy as an urban
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space on both levels. In fact, its existence is an ever-going process of coming-to-existence
throughout its history that is shaped again and again by the people who affected and were
affected by Kadikdy. It should be noted that space on which a rock culture took shape is not
the whole district. The whole district covers a large area of 25,20 km? and involves 21
neighborhoods.! What is commonly meant by Kadikdy in daily life is the region which starts
with Kadikoy ferries and the dock to the old market area (Carsii¢i), and then opening to key
parts of Kadikdy such as Caferaga, Bahariye, and Moda. Kadikéy has a long history of
settlement dating back to the B.C. era but the development of Kadikdy as an urban center
began in the late 19t century. It was the ferry and the train that connected the Anatolian and
the European side via Kadikdy, which paved the way for Kadikdy’s development in that sense.
These are also important in terms of reflecting the prevailing narratives of Kadikdy as space
where ‘feels like home’ with the sense of tranquility despite its centrality and gradually
becoming a crowded urban area. The ferry and the train appear to be significant affectual
memory-spaces which have taken part in the literature and cinema. The practice of arriving in
Kadikoy is often pictured and imagined as coming back to home by the people who live in
Kadikdy (Oner, 2013), and it symbolizes a calmer and more familiar space compared to the

European side by the ones living elsewhere as well.

[ find it important that the sense of ‘feeling at home’ has deep roots in the emotional and
affectual history of Kadikdy, and affects, by their nature, can live and be transmitted to people
from different generations in different contexts. One reason why Kadikdy rock community has
felt like their home was lost or replaced due to change, in the case of Shaft Bar’s closing, can
be understood in terms of affectual and emotional history of Kadikdy. The nostalgic
perception that emerged out of the reactions of people in this case reinforces that Kadikoy’s
image as the home is a shared sentiment unique to the place. Another reason is that music and
sound already provide a highly emotional and affectual ground on which the sense of space
and home come to existence, which the brings discussion to the importance of emotions and

affects in this analysis.

Deleuze’s philosophy and his idea of resonance would be beneficial to grasp this relation.
Resonance is the source of music and sound, and makes it possible to perceive, make sense,
and experience the self-existence within space. Deleuzian concept of resonance is neither

cosmos, referring to consonance, nor chaos, referring to dissonance, but ‘chaosmos’ (Antonioli

L http://www.kadikoy.bel.tr/Kadikoy/Cografi-Konum
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and Heuzé, 2012). Resonance allows the becoming and co-existence of the two, the
‘incompossible worlds’ within fluidity, which is directly linked to affect itself. The notions of
territorialization and de-territorialization refer to the same everlasting flow of the creation of
space. Likewise, lain Campbell (2017) discusses the Deleuzian resonance and connects it to
John Cage’s theory of sound. The emphasis of Cage that the impossibility of pure silence
proves the omnipresence of sound is very much in dialogue with the idea of resonance and
fluidity in Deleuze’s thinking. Cage’s concept of sound-space relies on the space-making power
of sound too. Therefore, a culture based on music and sound makes it meaningful why its
participants have a deep sense of space, self-world, and home in the first place. Kadikdy rock
culture is also special in this sense, and again it is no coincidence that the most prominent
feeling observed in the emergent discourse upon Shaft Bar’s closing happens to be the sense
of nostalgia referring to a crisis of home. Moreover, finding that people’s reactions are highly
emotional, and nostalgia is the most common feeling indicate that emotions and affects must
be considered as major elements forming the sense of space and identity, which is often
expressed as ‘a soul of a certain place’, along with the power of music and sound. They can
reflect the ever-changing character of places. Emotions, in this sense, are the most familiar in
terms of playing a significant role in daily life experiences through the mediation of language,
just like in this case of Shaft Bar. Emotions are frequently reflected by language in all spheres
of communication and interaction, and the fact that they can be represented -at least to a
certain extent- indicates that they necessarily fall within the realm of culture. Affect, on the
other hand, transcends the language medium and they rather point out a bodily, fluid, and an
intersubjective area. They are harder to express and observed within the limitations of
supposedly-structural entities such as language or culture. In the mid-1990s, a new tendency
emerged from the critical theory that is the ‘affective turn’ (Clough, 2010: 206). Brian
Massumi conceptualizes affect as the potentials, indeterminacy, and fluidity of bodies (Clough,
2010: 209). What ‘body’ means here does not refer to the individual’s physicality but the
intersubjective co-existence of bodies as a holistic body. That is why, unlike the common idea,
the concept of affect is not pre-social but ‘open-endedly social’ (p.209). Affect refers to the
re/production of a capacity of bodies to affect and be affected (Pile, 2009: 8), which means
they also provide an exchange between subjects that consolidates the sense of place and

identity.
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Having broadly tackled the concepts of emotion and affect, I find them to be useful and
powerful tools for analyzing a culture, especially a music culture, that should be considered as
inseparable from each other. Together they provide valuable insights both through the
expressions of people reflected through language and, beyond language, about the fluid and
indeterminant nature of change. In this case, the emotional and affectual analysis of people’s
reactions towards the Shaft Bar incidence indicated that there is a common nostalgic state due
to the felt possibility of losing the home, and this necessarily brings about the question of
cultural preservation as a form of frustration and failure. In other words, the results of the
discourse analysis clarify that people have taken this incident as a loss, a failed preservation,
and a current threat. From the general perspective of cultural heritage preservation, a rock
bar’s being closed in a time of fast-paced transformation might not seem as vital as how it was
felt by the community. An emotion-based analysis, however, shows that it is vital. Therefore, I
propose that such alternative methods and perspectives should be applied to the issue of
cultural preservation. Moreover, I argue that the notions of culture and preservation should
be reviewed as well. To do so, | will review the term ‘cultural preservation’ and discuss it in

relation to the concept of sustainability.

Efforts pursued in the preservation of tangible and intangible cultural heritage necessarily
deal with the notions of time and memory. To this regard, perhaps the fundamental point is
the vulnerable relationship between collective cultural memories, feelings, and affects of
individuals and social groups and the fluctuations of time and space. Concerning the issue of
preservation, one side of this relationship refers to the sense of stability, whereas the other is
essentially fluid, dynamic and, most importantly, inevitable. International Council on
Monuments and Sites defines cultural heritage as “an expression of the ways of living
developed by a community and passed on from generation to generation, including customs,
practices, places, objects, artistic expressions, and values. Cultural Heritage is often expressed
as either Intangible or Tangible Cultural Heritage” (ICOMOS, 2002). If I take keywords and
phrases from this definition, I have ‘expression’, ‘ways of living’, ‘community’, ‘from
generation to generation’, ‘customs, practices, objects, artistic expressions and values’. All
these can be observed in Kadikdy rock culture as any other music culture that is also bound to
a certain time and space relationship and shaped by feelings and affects. And these key terms
are also found underlying in the reactions of people that I analyzed. In addition to the concept

of cultural heritage, the notion of preservation deals with the protection of cultural heritage,
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and thus keeping what was in the past and carrying it to the future. To put it differently, we
may call it a matter of life. The debate and the practice of cultural preservation is the question
of keeping something alive. For the meaning of cultural heritage refers to a certain
community’s ways of living which are passed from one generation to another, the aim of
preservation to be a bridge between the past and the future seems to be already present
within the perception of cultural heritage; its very meaning implies the concern to preserve.
Sustainability, on the other hand, reflects a different perspective that is more dynamic and
suitable in terms of dealing with changes and crises both naturally and culturally. I will
discuss sustainability within the framework of ecomusicology because it challenges the
prevailed meanings of culture, preservation and suggests the term ‘cultural sustainability’
within the whole sustainability debate. In addition, ecomusicology uses the term ecosystem
for culture, mainly because of its dynamic, organic, and interactive structure. If culture’s
prevailed meanings are reviewed and extended to take it as an ecosystem, it would be easier
to fill the gap between what is social and what is natural. And to speak of an ecosystem

necessarily produces a sense of sustainability.

Ecomusicology is a relatively new approach and as an interdisciplinary field combining
musicology with many other disciplines, which offers an alternative perspective towards the
notion of preservation as well. To explain shortly, Aaron Allen states that ecomusicology as a
term was first used in 1972 but it did not start gaining traction until the first decade of the
21st century. It was Allen himself who was asked to write a definition of ecomusicology in
2010 for Grove Dictionary of American Music. Allen (2011) also states that the term
ecomusicology combines the fields of ecocriticism and musicology, and thus it carries the
emphasis on ‘eco’ within musicology. According to Caprioli (2012: 2), “in musicology, the
interest for a responsible ‘eco’ approach had begun to emerge since the seventies along with
the growth of concern for the environmental studies in natural and social sciences”.
Ecomusicology deals with the phenomenon of change in the ecological sense but it also
provides a bridge between nature and culture and connects climate change to the crisis of
both nature and culture. It is also possible to realize through this perspective that the
phenomena of change and crisis can easily merge, and just like the situation I discuss in the
case of Shaft Bar, the question of preservation rises out of the intersection of two. As the initial
footsteps of ecomusicological discourse, in the ‘70’s, ecomusicology emerged from

ethnomusicology and the soundscape studies which provided a new perception of everyday
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sounds and an awareness “to preserve endangered ones” (Ingram, 2011). Back then, the
concept of preservation appeared as a resemblance between nature and music. “The ecology
metaphor used in the ethno/musicological discourse of the late 20t century was rarely
elaborated beyond the simple juxtaposition of species diversity with musical diversity,” as
Perlman (2012) calls it. However, such use of ‘the ecology metaphor’ referring to a
correspondence between the diversity and the preservation of species and sounds turned into
an understanding of the integrity between nature and culture. “It was not until the new
millennium that music scholars began engaging with the subject of ecology in depth and in
detail” (Perlman, 2012). Such awareness about the integrity of nature and culture relied on
climate change and crisis as well, and the question of preservation has turned into the
question of sustainability. The term ‘sustainability’, along with ‘environment’, appear to be
significant keywords for this perspective in which “ecomusicology distinguishes itself from
the usual musicological dyad of music/sound + culture/society through the addition of
nature/environment” (Allen, 2017). Ecomusicology’s way of discussing sustainability brings
natural and cultural concerns together, and it tackles cultures and cultural formations as
ecosystems and environments in themselves beyond any metaphor. When it comes to music
cultures, as in my case of Kadikdy rock culture, sustainability plays a major role not only for
the maintenance of specific environments but also for the emotional and affectual states of the
cohabitants of those. Simply because aesthetics is a crucial part of sustainability, which refers
to the question, “What kind of world do we want to sustain?” (Allen, Titon, VonGlahn, 2014).
What is meant by ‘this world’ involves “joy, excitement, emotion, goodness, and beauty - a
world that looks good, feels good, sounds good, and is good”. Ecomusicology does not
abandon the notion of preservation, yet it introduces the question of ‘cultural sustainability’
that should be considered as an alternative way of understanding culture, preservation, and
cultural preservation. Unlike the static character of preservation and the underlying idea that
nature and culture are separate, the idea of sustainability fits the realization of the integrity of
nature and culture as dynamic and fluid entities affecting each other. In other words,
ecomusicology connects music, culture, and nature with each other, and it takes all these
realms to be dynamic, fluid, and interactive. This is also what I mean by reviewing the general
understanding of culture. Ecomusicology questions “how are musical cultures threatened

and/or preserved” with the aspect of “cultural sustainability” (Allen, 2010).
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As my case shows, one single place among hundreds of others could affect a certain culture
and could be perceived as a loss, failed preservation, and a threat. In the same sense, it
indicates that the reason for such loss was not only a failed preservation but also a matter of
‘unsustainability’. As Challe (2015) puts it: “It isn’t just about preserving these musical
cultures but also about the environment from which the music is inspired; they are both
interconnected in deep and meaningful ways.” The fact that Shaft Bar could not sustain itself
within the transformation process is not something that would destroy Kadikdy rock culture,
but as a problem of unsustainability, it influences the community’s inner sense of
sustainability as well. That is why the common nostalgic emotional state is not a coincidence
since people experience a clash between their inner and outer worlds that is the clash
between the desire to preserve and the existence of change as a bitter fact. As can be observed
from the nostalgic point of view, it has become harder for cultures to be preserved, and the
idea of preservation does not help at all. Nor it seems realistic. Efforts pursued in the
preservation of cultures and cultural heritages necessarily deal with the notions of time and
memory. To this regard, perhaps the major point is the vulnerable relationship between
collective cultural memories and feelings of societies and social groups and the fluctuations of
time and space. Concerning the issue of preservation, one side of this relationship refers to the
sense of stability, whereas the other is essentially fluid, dynamic and most importantly
inevitable. Just like the problematic situation of ecosystems within the process of climate

change, natural/cultural sustainability of gains importance and validity.

To conclude, I critically approached the possibility of the preservation of cultural heritage. I
use the case of Shaft Bar, which is among the prominent symbols of Kadikéy rock culture and
was closed recently. I collected the written material on the Internet following this incident
and made a discourse analysis. People’s reactions and stances have brought important
insights into the debates of cultural heritage preservation, and the notions of culture and
preservation. Nostalgia as the common ground showed that emotions could be valuable tools
to be included in studies, and it also showed that people’s needs to protect clash with the
undesired result. Something is wanted to be preserved, but somehow it could not be
preserved. Nothing is certain but the inevitable presence of an undesired change. That is why
the common ground turned out to be nostalgic emotions. To this end, I suggest that the notion

of sustainability is more fruitful for the contemporary social reality because preservation
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remains very static and it could easily fail. Sustainability, on the other hand, refers to the

phases of active acceptance and struggle at the same time.
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GOC VE KULTUREL ENTEGRASYON:
STUTTGART'TA YASAYAN TURK DIYASPORASININ MUZIK HAREKETLERI
Ozet
Kiltir baglayic1 yap1 olusturur hem sosyal anlamda hem de zamansal olarak birlestirici ve
baglayicidir. Ortak deneyim, beklenti ve eylem mekanlarindan bir sembolik anlam diinyasi
yaratir, birlestirici ve baglayic1 giiciiyle, giiven ve dayanak imkani saglayarak insanlar
birbirlerine baglar. Dogma biiyiimelik ve yerlilik kavramlari, gitgide daha ¢ok insanin kendi
kimligini; yersiz yurtsuzlasmis ana vatanlar, kiiltiirler ve kokenler ile iligkilendirerek
tanimlamasindan veya baskalari tarafindan bu sekilde siniflandirilmasindan o6tiirti, karmasik
bir hal almaktadir. Etkilesim, kimlik edinme yeniden tiretimde hem siire¢sel bir boyut hem de
bir tutkal niteligindedir. G6¢ ve sinir-otesilik mefhumu yeni sorunlar ve c¢oziimlerini
sunmaktadir. Devlet politikalari, asimilasyon ve sonrasinda adaptasyon olarak yeniledikleri
soylemlerine, daha insancil ve ikna edici olan entegrasyon temelini yerlestirmeye
calismaktadir. Kiiltiir ve araci aygitlar1 bu entegrasyon siirecinin yapi taslaridir. Bu bildiri
kapsaminda 2013-2017 yillar1 arasinda Almanya Baden Wiirttemberg eyaletinin baskenti
olan Stuttgart sehrinde yasayan Tiirk diasporasinda miizik hareketleri ve entegrasyon
deneyimleri incelenmistir. Dort yil siiresinde bir uzun soluklu egitim projesi, sekiz Tirk ve
Alman miizikc¢ilerden olusan konser projesi, li¢ diizenli koro odak grup gozlemi ve yirmi
derinlemesine miilakat yapilmistir. Calismanin birincil amaci, kiiltiirel entegrasyon siirecinin
Tirk diasporasi tarafindan nasil algilandigini ¢éziimlemektir. Kimlik doniisiimleri ve
tanimlamalarin1 anlamak degerlidir. ikincil olarak, bu uygulamal siirecin ¢iktilarina iliskin
verileri yorumlamaktir. Yapilan proje ve konser siireclerinin etnografik bulgularini paylasmak
yerinde olacaktir. Arastirmanin yonetimi, uygulamali etnomiizikoloji yaklasimi ile
hiikkiimetlerin ya da 6zel kuruluslarin yonetim faaliyetlerini desteklemek icin, arastirici
uzmanlar ya da egitici personel olarak deneyimler olusturmaktadir. Bu anlamda Almanya’da
uygulamali etnomiizikologlarin deneyimleri irdelenmistir. Etnografik veri toplamanin yani

sira karar verici ve yonlendirici konumda ¢alisma deneyimi, bu bildirinin buluslarindandir.

Anahtar Kelimeler: kiiltiirel entegrasyon, uygulamali etnomiizikoloji, sinir-6tesilik, miizik
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MIGRATION AND CULTURAL INTEGRATION:
MUSICAL MOVEMENTS OF THE TURKISH DiASPORA LIVING IN STUTTGART

Abstract
Culture forms a binding structure; a structure that is unifying and binding both socially and
temporally. By creating a world of symbolic meaning from common experience, expectation
and environments of activities, it connects people with its unifying and binding power by
providing opportunity for trust and support. The concepts of ‘native born’ and ‘nativeness’are
becoming increasingly complex due to more and more people defining their identities by
associating it with homelands, cultures and origins of no fixed abode or being classified as
such by others. Interaction, identity acquisition is both a procedural dimension and of
characteristics of a binder in re-production. The concept of migration and border-crossing
presents new challenges and solutions. Integration as a more humane and persuasive basis is
being sought to be implemented in the refreshed discourses of state policies, assimilation and
adaptation afterwards. Culture and its intermediary instruments are the building blocks of
this integration process. The experiences of integration and music movements in the Turkish
diaspora located in the city of Stuttgart, the capital of Germany's Baden-Wiirttemberg State,
between 2013-2017 have been studied. A long-term educational project, a concert project
consisting of eight Turkish and German musicians, three regular choir focus group
observations and twenty deep interviews were conducted throughout the four years. The
primary purpose of the study is to analyze how the the cultural integration process was
perceived by the Turkish diaspora. Understanding identity transformations and their
definitions is of significance. Secondly, it is to interpret the data regarding the output of this
applied process. It will be appropriate to share the ethnographic findings of the project and
concert processes implemented. The management of the research creates experiences as
research experts or educational staff to support the management activities of governments or
private organizations with the applied ethnomusicology approach. In this sense, the
experiences of applied ethnomusicologists are examined in Germany. Study experience in the
decision-making and driving position along with the ethnographic data collection are the

inventions of this report.
Keywords: cultural integration, applied ethnomusicology, borderline, music
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Giris

Bu bildiri kapsaminda 2013-2017 yillar1 arasinda Almanya Baden Wiirttemberg eyaletinin
baskenti olan Stuttgart sehrinde yasayan Tiirk diasporasinda miizik hareketleri ve
entegrasyon deneyimleri incelenmistir. Bildirinin amaci uzun streli etnografya
deneyimindeki ¢ikarimlar1 bugiiniin tarihine not diismektir. Bu kapsamla, bildirinin temel
sorunsali, kiiltlirel entegrasyon siirecinin Tiirk diasporasi tarafindan nasil algilandigin
anlamak, kimlik donilistimleri ve tanimlamalarinin miizik hareketlerine nasil yansidigini
anlamak, uygulamali Etnografya stlirecinin ciktilarin1 degerlendirmektir. Arastirmanin
etnografik siireci dort yil stirmtstiir. Katilimci gézlem ve emik yaklasimin 6ncelendigi stirecte;
iki yillik uzun soluklu egitim projesi, Tiirk ve Alman miizik¢ilerden olusan sekiz konser
projesi, bes diizenli koro odak grup c¢alismasinda katilimci1 gézlem ve deneyim birlikteligi,
yirmi kisi ile derinlemesine miilakat yapilmistir. Calismanin cografi sinirlari, Stuttgart-
Esslingen- Filderstadt- Ludwigshafen- Mannheim- Karlsruhe sehirlerini kapsamaktadir. Bu
bolgede, saha ile ilgili baglantilar1 ve tanisikligl saglayan bilir kisiler, Baden-Wiirttemberg
Tiirk Gogmenleri Egitim, Uyum ve Kiiltiir Dernekleri Birligi (BUND-BIK) Giiven Toymaz ve
Turkuaz Kiltiir Dernegi, Ahmet Giil olmustur. Alan ¢alismasi siiresinde; Yaren Tirk Halk
Miizigi Korosu, Ludwigshafen Tiirk Musiki Cemiyeti, Karlsruhe Ahenk TSM Korosu, Esslingen
Tirk Kiiltiir Dernegi Sanat Miizigi Korosu, Mannheim, Dergah Tiirk Musikisi Toplulugu
hakkinda gozlemler ve miilakatlar yapilmistir. Asamblea Mediterranea (Yahudi Miizigi
Toplulugu) ve Cantiqua Nova Alman Korosu ile ortak projeler tiretilmis, Tiirk- Alman kiiltiir
Uretimleri ve entegrasyon anlayislar1 gozlemlenmistir. Filderstadt konservatuvari ve Integra
Egitim Entegrasyon Dernegi is birliginde, 5-12 yas arasi cocuklarin ve ebeveyinlerinin
katildig1 cok dilde cocuk sarkilarinin 6gretildigi, kiltiirel cesitlilige sahip «Potpourri» projesi
katilmci gozlem ve uygulamali etnografik deneyimi saglanmistir. Etnografya siirecince
yapilan sekiz sahne icrasi, biitiin bu miizik hareketlerinin, genis kitlelerce nasil gorildigi
hakkinda veri toplanmasina olanak saglamistir. Bu etkinlikler; Stuttgart Miizik Festivali
Tiirkiye Giinti Eyliil 2013; Potpourri Konseri Subat 2014; Ludwigshafen Tirkiye Senlik Haftasi
Mart 2014; Renler ve Ahenk Konseri Kasim 2014; Yunus Emre Sozleriyle Miizikli Tiyatro
Haziran 2015; Miizik kiiltiirleri bulusmasi Trimum Konseri Mart 2016; Tiirkiye Cumhuriyeti
Almanya Temsilciligi 23 Nisan 2016 Cocuk Bayrami; Tiirk Alman Korolar1 ve miizikcileriyle
Goc¢ Konseri Mart 2017’dir. Konunun teorik baglami entegrasyon distinleri ve Almanya’daki

Tiirk diyasporasinin miizik ekseninde yaptigi entegrasyon projeleri ile sinirli tutulmustur.
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Etnomiizikoloji kurami acisindan, miizik hareketlerinin tiirleri, yayginlig, katihmcilar1 ve
proje siirecleri ile sinirlanmistir. Etnografya siirecinde, derinlemesine miilakat yapilan, yirmi
goriismeci, isimlerinin gosterilmesini beyan etmistir. Arastirma siirecinin verileri,
0zdislinimsel ve yorumsamaci bir yaklasimla kaleme alinmistir. Konuyla ilgili goérseller

metnin sonunda sunulmaktadir.
Toplumsal entegrasyon ve Almanya’nin Tutumu

Teorik diizeyde, toplumsal entegrasyon, kurumlarin, eyleyicilerin ve toplumun bireylerinin,
sosyal alanda birbirlerine baglanma prensiplerini belirtir ve toplumsal gruplar arasindaki
iliskilerde, ortak kurallarin nasil kabullenildiginin istisaresidir. Bir toplumda entegrasyon
diislinii ve endisesi varsa, o toplumun tarihsel ve dogal olarak bazi boliinmisliiklerinin var
oldugunu biliriz. iliskilerin ve etkilesimlerin uyumsuz oldugunun isaretleri, egitimden, sosyal
yasama her alanda kendini gosterebilir. Entegrasyon kelimesi hem catismay1 hem de diizeni
referans verir “...bdylece ayn1 kavram, sosyal iliskilerin istikrar1 ve farkli sosyal birimler ve
gruplar arasindaki dengenin telafi edilmesinde de uygulanabilir” (Beresnevieiiité, 2003: 96).
Tiirkge’de ‘biitlinlesme’ olarak sodyleyebilecegimiz bu yaklasim bicimi islevsel teoriler
acisindan olduk¢a kullamigshdir. Entegrasyon, c¢ok kiltirli toplumlarda ve kiiltiirel
cogulculugu benimsemek isteyen toplumlarda, tam bir ikilik hissi vermektedir. Ekonomik,
politik, istihdam ve egitim gibi temel alanlarda entegrasyon fikrini 6nemsemek ve éncelemek,
mesele kiiltiirel farklilhik, ana dil, sembolik kaynaklar (din, kutlamalar vs.) konularina
geldiginde bir catisma halini aliyor. Entegrasyon konusu devlet aygitlariyla yapilan
uygulamalar, medya okumalari, toplumsal hareketler, etnisite, irk, ideoloji, sosyal katilim,
genel toplum tutumu, ekonomik dagilim gibi bircok acidan degerlendirilebilir (Blau, 1960;
Adoni ve Mane, 1984; Guest ve Stamm, 1993; Anderson, 1996). Gog, entegrasyonu da igine
alan akademik kurama, siniflandirmaya ve analize haiz bir kavramdir. Bizim konumuz
orneginde oldugu gibi isci ve emeke¢i gogleri ile ilgili verilerin degerlendirilmesi, nicel
yontemlerle analiz edilmesi ilgili literatiiriin genislemesini saglamistir. Ozellikle, Avrupa’ ya,
60 yili askin siiren isci go¢li zamanla, vatandashk, miilkiyet hakki, politik paydashk ve din
evleri gibi konular1 uluslararasi boyuta tasimis, ‘biz’ ve ‘siz’ ifadeleriyle devletlerarasi
tartismalara yol agmistir. Avrupa Birligi liyeleri ve Almanya Federal Devleti, entegrasyon
projeleri ile bazi modeller ve 6rnek uygulamalara olanak saglayarak, hem biirokraside hem de
toplumsal hayatta bir “uyumlanma” stratejisini siirdiirmektedir (Craig, 2015). Sivil

inisiyatiflere, derneklere, vakiflara, egitim kurumlarina ve bireysel projelere verdigi olanak
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destegiyle “Euro-Tiirkler” basta olmak iizere lilkede yasayan diasporik halklarin, miilteci ve
siginmacilarin genel toplum ile uyumlanmasini saglamak istemektedir. Bunun tam tersi bir
yorumda da genel toplumun, ‘artik ¢oktan degismis bir Almanya’ devleti vatandaslariyla uyum
icinde yasamasini 6nermektedir. 2016 yilinda yapilan 9. Uyum zirvesinin sonucunda, Baskan
Merkel yaptigi aciklamada “Burada uzun yillardan beri yasayan insanlarin sorunlarin
anlatma ve dustincelerini dile getirme iradesi var. Burada su ortaya ¢ikti. Anayasamizin
ongordigli sekilde degerler sistemimize baghlik, elbette dilin (Almanca) 6grenilmesi ve
bilinmesi sart. Ayn1 zamanda (gé¢menleri) kabul eden toplumun aciklig, yapilabilir ve elde
edilebilir seylerin yapilmasi énemli. Istihdam piyasasina, sosyal topluma ve siyasi yasama
katilim. Bunlar gé¢menlerin 6nemli gérdikleri konular.” ifadeleriyle, temsil ettigi devletin

gorisiinii beyan etti (Toymaz, 2016).

Baden-Wiirttemberg Tiirk Go¢menleri Egitim, Uyum ve Kiltir Dernekleri Birligi baskani
Giiven Toymaz, BUND-BIK e.V./nin yaptirdig1 arastirmalar ve dernegin Muhtira Bildirisine

dayanarak siraladigi bilgilerde;

Almanya’da 15 milyon ilizerinde insanin bir gé¢ hikayesi var. Bunlarin yarisinda da
Alman pasaportu bulunmakta... Bugiin dogan her dért ¢ocuktan biri annesi ya da
babasi gogmen kokenli...Almanya genelinde issizlik % 10,5 civarinda... Bu oran Turkler
arasinda % 22,7 civarindadir. Bunun 2/3 yani % 59’unun mesleki egitimi yoktur. Bu
sorunun sinifsal oldugunu gosteriyor...Tlirk toplumunun % 751 sinifsal olarak alt
katmanda oldugu bir gergektir. Bu kesimin su anda malum sebeplerden gelir diizeyi
disuktir Benzer oranlar Almanlarda % 13 diir. Sorunlar ‘etnik’ degil sinifsaldir.
Almanya genel ve Meslek egitimi veren okullardaki 6grenci sayimiz 550.000...Tirk
ogrencilerin % 20 “si hi¢ diploma almadan okulu terk ediyor... diger yandan % 401 9.
Siniftan hauptschulle diplomasi alarak okulu terk ediyor... Universiteye gidebilme
oran1 Turklerde %9 Almanlarda % 33 civarinda... Cocuklarimiz dil probleminden
dolay1 ‘anlama engelli’ olarak diisiiniiliiyor ve ‘engelli siniflarina’ yonlendiriliyorlar...

(Toymaz, 16.01.2017, Momertum Arastirmast).

Bu noktada Almanya Devletinin neden bir biitiinlesme siirecini neden 6nemsedigi 6ne
cikmaktadir. Paralel toplumlar tartismasi ve gostergeleri Almanya giindeminde son yillarda
oldukca genis yer isgal etmeye baslayan tore cinayetleri ve okullarda siddet olaylari ile paralel

toplumlara dair tartismalar hiz kazanmaya baslamistir; Almanya’daki Turk kitlesinin dinsel
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acidan kendi camilerini yaptirmalari, Islami unsurlara gére mezarlik ve yashlar yurdu talep
etmeleri ve gettolasma bu siirecin artik kacinilmaz oldugunu goéstermektedir (Fien, 2005:
121-131). Uyumun temel iki boyutu vardir; biri beraber yasam, digeri ise firsat esitligidir.
Beraber yasamak alani, toplumsal entegrasyonun en karmasik fakat en sembolik yanini
olusturmaktadir. iletisim, diyalog gibi mefhumlar kapsayan bu alanda sanat, edebiyat,
uygulamali projeler 6ne ¢ikmaktadir. Simdi Tiirk diasporasinin entegrasyon diisiincesini nasil

algiladigini ve nasil katkida bulundugunu sorgulayalim.
Gurbetcilerden Euro-Tiirklere

llgili gé¢ literatiirii Almanya basta olmak iizere Avrupa iilkelerine yapilan is¢i gdclerini,
ekonomik temel, kiiltiir soku, marjinallesme, kiiltiirel donukluk, yurttashik konularinda ele
almistir (Kaynak) Buna gore; a) birinci kusak, vatana geri donmek hayaliyle yasayan
‘Gurbetgiler’ b) ikinci kusak, icedoniik ve marjinaller c) Tireli Kimlik ‘Euro-Tirk”, géclin
yarattig1 kiiltiirel donemleri olusturmaktadir (Gitmez, 1983; Goksu, 2000; Kaya, 2004; Celik,
2008; Sahin 2012; Gokalp Yilmaz 2017). Bun noktada, alan ¢alismasi stliresince miizik

envanteri disinda, milakat ve gozlemlerden edindigim bilgileri aktarmak isterim;

a) Euro-Tirkler'in geri donmeyecekleri ifadesi:

Tiirkiye’de yasadiklar1 olumsuzluklar, ¢ocuklarin egitimi ve Tiirkiye’de yasam ve is
kurmak icin gereken birikimin saglanamamis olmasi, Tiirkiye’ye karsi artan oranda
kiiltliirel ve sosyal yabancilasma, Tiirkiye'’ye mekansal uzakhigi kisaltan teknolojik
ilerleme, kendi ihtiyaglarini karsilamaya yonelik bir alt yapiy1 kurmaya muvaffakiyet
sebeplerdir.

b) Entegrasyon diisiincesinde Tirkler arasindaki boltinme vardir, bunlar1 bes bashkta
ozetleyebilirim: 1) Cocuklarini yalnizca Camii ve Kuran kurslarina géndererek
Miisliiman Tiirk Kultiiri tizerinden kimlik korumasini tercih edenler. Bu grup daha ice
dontiik, Almanlarla iletisimi tercih etmeyenler 2) Tiirk Milli kimligini, Tiirkiye politik
degisimleri ve giindemiyle kendi hayatinda tutan grup, yaz aylarinda uzun memleket
tatilleri var. Tiirkce dilini kirik konusurlar. Almanlarla is birlikleri vardir ama kiltiir
birligi yoktur. Yar1 kapali grupta cocuklar, Tirkce anlar ama konusmay: tercih
etmezler. Egitim orani disiiktiir. 3) Almanya federal yapisi icerisinde entegrasyon,
gocmen haklari, calisma ve egitim kosullarinda esitlik icin aktif calisan gruptur. Tirk

Milli kimligini Ulus Devlet bilinciyle temsil ederler. 4) Tamamen Alman kiiltiirii ve

52



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari
3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

Avrupa egitim formasyonuna adapte olmus grup ki bu aileler genellikle ‘dis’ evlilik
yapisina sahiptir ve c¢ocuklarn Tiirkce'yi bilmemektedir. 5) Tiirkiye’den gocenler
arasindaki yerel ve siyasi gruplar: Kirtler, Tiirk¢e bilirler, Alman entegrasyon

calismalari icerisinde kendilerine alan yaratmayi istemektedirler.
Dernekler ve Entegrasyondaki Rolii

Aileler, Turk kimligi dil ve kiiltiir korumaciligin1 dernekler lizerinden yapiyorlar. Uzun alan
calismasi siirecinde gerek projelerde gerekse evine konuk olarak gidip konusabildigim,
Almanya’da lisede égretmenlik yapan Cihan olmustur. iki cocuk annesi Cihan, “gurbetci”
ailenin ¢ocugu olarak Almanya’da dogmus. Alman egitim sistemi ve diline ¢ok hakim olan

Cihan’in ¢ikarimlarini aktariyorum. Kayit 17. / Mart 2016 /Cihan Ogretmen;

Biz aslinda paralel toplum olarak yasiyoruz, ama bunlar1 Almanlara karsi acik
soylersek yanlis anlasilabiliyor. Onlar i¢in paralel toplum, Almanca bilmeyen ve
kendini genel toplumdan soyutlamis kendi diasporasinda yasayan toplumdur. Ger¢cek
ise, entegre olmus Tiirkler icinde bu gecerli, ¢linkii biz dilimizi ve kiltiirimiizi
korumak icin 'adalar' yaratmisiz / dernekler kurmusuz ve orda yasayip egleniyoruz.
Almanlar ile i¢ ice yasayip calissak dahi ve tiim giin Almanlarin diinyasinda bulunarak
Almanca da konussak, eve gelindiginde ya Tirk miizigi ¢alar ya da Tirk dizileri

izlenir....

Sosyal Etkinlikler ve derneklesmenin Turkliik veya Tiirkiye’lilik bilincinin korunmasinda
onemli oldugunu diisiinen gazeteci Isin Toymaz, izmir kokenlidir. Bir kiz1 ve Bir oglu olan
Toymaz dil 6gretimi konusunda ¢ok basarili olamadiklarini ¢linkii ¢ocuklarin tiim sosyal ve
okul yasaminin dogal olarak Almanca oldugunu belirtti Son jenerasyonun dernek
faaliyetlerinde ve etkinliklerinde yer almadigini, yine de kafalarinda bir iz birakabildiklerini

vurguluyor. Kayit 3./ Mart 2014 / Isin Toymaz Gazeteci:

Siyasi amacli dernekler disinda, tiim kiiltiir derneklerinin iki temel amaci vardir. ilki
Alman devletinde goriiniiliir-ligi-muzi saglamak, ikincisi kendi sosyal ¢evremizi ve
eglence anlayisimizi olusturmak. Eglence derken, belli bir seviyesi olan, daha toéren gibi
etkinlikler, konserler, Milli bayramlar, konferanslar, halk oyunlar1 gosterileri gibi...

gerek Almanlarin gerekse burada yasayan diger go¢menlere kimligimizi ve
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kiltirtimiizii gosterebilecegimiz 6zel etkinlikler yapariz. Bizim de i¢imizi rahatlatir

bu... Cocuklarimiza bir seyler birakmak icin derneklerimiz ¢cok énemli....

Kiltiir Entegrasyonuna onem veren derneklerin sayica az oldugunu belirten yine bir
“gurbetci” cocugu... Almanya’da yillardir dernekeilik yapan Ahmet Giil, sosyal yasam alani
olmasindan ziyade, burada yasayanlara siirdiirtilebilir, 6gretici isler yapmay1 tercih ediyor o
ylizden son yillarda bolgede yasayanlarin yeteneklerini daha ¢ok 6n plana ¢ikaracak ve bunu
Almanlarla birlikte sahneye koyacak etkinlikler diizenliyor. Kayit 2 / Ahmet Giil/ Turkuaz

Dernegi:

Aslinda bu kavram yeni yeni c¢ikt1 yani 2010’lu yillardan beri, Almanya’da yasayanlar
entegrasyon, kaynasma gibi kelimeleri kullaniyorlar... Bunun en énemli somut adimi
bu tip projelere 6denek ayrilmasiyla oldu... Her belediyenin kendi o6l¢lisii var ama
genelde 1000 Euro gibi bir parayla ve licretsiz yer tahsisleri var... Yani etkinliginin
basinda entegrasyon kelimesi geciyorsa o kesinlikle kabul goriip biitce aliyor... Biz
genelde Almanlar ve Tiirklerle ortak konserler yapariz. Benim Almanya’da opera
okumam bu ¢evreden miizisyenler tanimam biiylik avantaj... Diger dernekler daha ¢ok

egitim alaninda bunu yapabiliyorlar

Siire¢ boyunca, ortaya konulan projelerde bir arada oldugumuz Alman miizikgiler, bélinmiis
etkinliklerden ziyade daha ¢ok birbirine dokunan miizik alanlarina ve birlikte icranin giiciine
inaniyorlar. Miizigin uygulanmasi asamasinda gerek notasyon, gerek kulaga dayali doga¢lama,
gerek sistematik calisma prensipleri ve miizik teknigi acisindan zor olsa da, s6zde degil
gercekten birlik projeleri yapmayi tercih ettiklerini vurguluyorlar. Kayit 14 / Cornelius

Hauptman Miizisyen / Serbest Miizisyenler Birligi Yoneticisi

Tiirkler niifus olarak 6ne ¢iksa da biz meseleye Tiirk Ispanyol olarak bakmiyoruz.
Hangi iilkeden gelirse gelsin, entegrasyonun énemli oldugunu diisiiniiyoruz. Tek tarafl
degil... Almanlarin da birlikte yasamay1 6grenmesi gerekiyor... O yiizden genel olarak
sentez projeler yapilmasi gerekiyor. Heniiz basarih degiliz... ikili dostluklarla iiretilen
projeler var ama bence Alman devleti bir seyler yapiyormus gibi gdsteriyor...ama
yapmiyor..Karisiklik suradan, Almanya entegrasyonu asimilasyonla Kkaristiriyor.
Gocmenler entegrasyonu iilke icinde baska bir iilke kurmakla milliyetcilikle

karistiriyor... Gergekte entegrasyon ne demek ben de bilmiyorum...
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Dernekler, olas1 bir projenin yapilabilmesine olanak saglayan cati gorevini gérmektedir.
Egitim bakanligi, G6¢ ve Entegrasyon bakanligi ve Kiiltiir Bakanhigl, entegrasyon projelerine
verdigi destekleri dernekler lizerinden yapmaktadir. Yine de etnografik siirec icerisindeki
gozlemlerimde gerek birokratik islemler gerekse fikir acisindan derneklerin calisma ve
liretme potansiyeli tutucu (conservative) bir ¢izgidedir. Miizik basta olmak iizere bircok sosyal
alan yaratabilecek etkinlik, diasporik baglar1 giliclendirmeyi ve kimlik korumaciligin
miithiirlemektedir. Diger taraftan Alman kuruluslar1 ve dernekleri de is birligi konusunda
goriinmez sinirlara sahiptir. Bu durumda, iilkenin ‘iyi vatandaslar’, derneklesmenin
olanaklarin1 daha fazla ige kapanmak ve gettolasmay1 gliclendirmek icin kullanmaktadir
diyebilirim. Alman devleti ise, bu olanaklar kiltiirel ¢cogulculuk ve insan haklar1 baglaminda

degerlendirmektedir.
Etnomiizikolojik Bulgular: Gercekten bir entegrasyon siireci var m1?
Korolar: lyi Vatandas ve Korunakh Tiirkleri sembolize etmektedir.

Sistemli miizik hareketleridir, genel amaclar1 kimlik korumasi ve kiiltiir sembolii olarak hem
bireysel hem de lobisel alan yaratmaktir. Halk Miizigi Korolar1 ideolojik olarak ayrismistir.
Gruplarin farkl adlandirmalari olan ama benzer diizenle ¢calismalar yaptiklarin1 gézlemledim.
Sivil inisiyatifler ya da dernekler araciligi ile bulusan bu gruplar, tanimlamalarini; Etnik
miizik, Tirk halk miizigi toplulugu, Alevi dernekleri halk miizigi topluluk korolari, Milliyetg¢i
gruplar olarak yapiyorlar. Hicbiri koral anlamda Alman topluluklariyla ¢alismiyorlar. Bu
anlamda entegrasyon fikrinden ziyade, genel toplumdan ayrismis fakat marjinal olmamis ‘iyi
vatandas’ profili gostermektedirler. Sanat Miizigi korolar1 ise ‘musiki’ ve ‘miizik’ ayirimi
yaparlar. Bu korolarin ‘Klasik’ Turk Miizigini siirdiirme amaglarnt vardir. Halk miizigi
korolarina gore sayilar1 oldukga azdir. Tirkiye’deki kiiltiir kurumlarinin miiziksel anlayisini
takip etmektedirler. Miizik cemiyeti kiltiiriinli olusturmaktadirlar. Her iki calisma grubuna
son kusagin katildigini gozlemlemedim. Alevi derneklerindeki baglama kurslar1 ve koro
calismalarinda ise ¢ocuklarin ve genclerin katilimi daha ytiksekti. Bu korolar ¢ok nadir olarak
entegrasyon projelerinde yer almaktadir. Bu anlamda is yasamlari, ¢ocuklarinin egitimi
Almanlarla firsat esitligi baglaminda ortak islese de kendi 6zgiin alanlarina aidiyetleri daha
keskindir. Bunlarin disinda miizik hareketlerinde éne ¢ikan, gdzlem yapabildigim bir ilahi
miizik toplulugu Almanya’da yasayan dindar gruplarin tercihidir. Bu gruplar hakkinda daha

derin calismalar yapmak gerekmektedir. Eglence sektoriine yonelik miizikler, 6zellikle Turki
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barlar ve gece kuliiplerinde hip-hop ve Rap miizikleri ile yapilan bireysel calismalar vardir. Bu
gruplarda, aidiyet, kimlik karmasasi, alt ve karsi kiiltiir gostergeleri mevcuttur. Marjinallesme
ya da yasadisiik da boylesi ortamlarda gozlemlenir. Entegrasyon izlerini yogunlukla
gorebildigim, “Sentez projeler” Alman oda orkestralari ile halk miizigi calismalari, ensemble
gruplarinin miizik diyaloglari, dinler arasilik projelerinde Miisliiman-Hristiyan ve Yahudi
miizik geleneklerini iceren etkinlikler cok dikkat ¢ekicidir. Bu alanlar hem miizik¢ilerin hem
de dinleyicilerin fiziksel ve ruhsal olarak ortak bir alanda bulustuklar1 gézlemlenir. Alman
devletinin sanat kurumlarinda kendine yer bulabilen miizikciler ‘klasik bati1 sanat miizigi’
alaninda gerek Tiirkiye’de gerekse Almanya’da yetismis kisilerdir. Burada kisaca bahsetmek
istedigim bir baska 6zellik de miizik temelli egitim projeleridir. Yine dernekler tizerinden
yapilan uzun soluklu ve siirdiiriilebilir nitelikte olan bu c¢alismalarin amaci 6zellikle
cocuklarin Almanya icinde yasayan bir¢ok farkli dile ve kiltiire yargisiz bakabilmelerini
saglamaktadir. Birlikte proje yaptigimiz egitim ve entegrasyon dernegi Integra’nin yetkilisi,
miizigin bu niyet icin anahtar islev gordiigiinii s6yliiyor ama Almanya’nin bu projelerde ¢ok
da samimi olmadigini hem sayinin hem de biitcelerin yetersizliginin buna kanit oldugunu

vurgulamaktadir.
Sonug

Bu bildiride, Almanya devletinin entegrasyon fikrinin miizik alanindaki izleri, Baden
Wiirttemberg eyaletinin baskenti olan Stuttgart sehrinde yasayan Tiirk diasporasinda miizik
hareketleri ve entegrasyon deneyimleri gézlemlenmistir. Ikinci ve tiigiincii kusak Tiirk
diasporasinin birbirleriyle en ¢ok etkilesimde ve iletisimde bulunduklar1 derneklerde yapilan
kiltlir sanat ¢alismalar1 gézlemlenmistir. Koro miizikleri, Ensemble ¢alismalar1 ve bireysel
girisimleri gozlemledigim bes yillik etnografya calismasinin bir kismi bu metinde
paylasilmistir. Ayni zamanda Almanya devlet aygitlarinin, entegrasyon konusundaki
uygulama projelerinin paydasi olarak bulundugum proje ve sahne icralarinda, alandaki sicak
temasa ve donlslere sahit oldum. Entegrasyon diisiini hem fikren hem de alan
uygulamasinda ¢ok basarili gériinmiiyor. Topluluklarin kendi 6rdiikleri aglar kiiltiirel karma
ve bitiinlesik diisiince acisindan basarisiz oluyor. Bunun aksine, sistem igerisinde, ekonomik
temelli firsat esitligi, goclin baslangi¢ yillarina oranla esit dagilimlidir. Almanya devleti, kisa
vadede kiiltiirel bir biitiinlesme olamayacaginin farkindadir. Miizik, sahneye konulabilen bir
gosterge olarak, entegrasyon fikrinin islevsel bir araci olarak goériinmektedir. Kiiciik caph

deneme projeleri, saglanan egitim ve kiiltiir fonlan ile destek goren ‘karma’ - ‘sentez’ miizik
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olusturma girisimleri entegrasyon diisiincesini sembolize eden temsillerdir. Bu temsiller yerel
yontemler ve kurumlar ile bu olusumlar1 destekleyen az sayida aileler ve bireyler tabaninda
ilerlemektedir. Biiylik capli entegrasyon fikri toplumda yaygin degildir. Sosyal aktiviteler,
geldikleri kokeni temsil eden (Turkler, Yunanlar, Bulgarlar vb.) gruplar arasinda daha gontil
bagi ve milliyet¢i bir ruhla devam ederken, Almanya Devletinin devreye sokmak istedigi
entegrasyon proje ve aktiviteleri daha kurgusal boyuttadir. Almanya’da yasayan Tirk
diasporasinin 6zellikle egitim sistemindeki zorluklar: toplulugun igine kapanik ve “basarisiz”
olmasini belirginlestirmektedir. Bunun paralelinde bir sosyal aktivite olarak ‘entegrasyon
calismalart’ 6zellikle gencler arasinda ilgi gormemektedir. Tiirk diasporasini olusturan geng
nesil ya tamamen Alman kiltiirt, dili ve bilgisi icinde yasamayi tercih etmektedir. Ya da kendi
aile kokeninin geldigi yerel kiiltiir icerisinde daha korunaklh ve muhafazakar bir yol
izlemektedir. Bu ikinci durum aileler tarafindan ¢ok desteklenmiyor. Ciinkii aileler
cocuklarinin Alman genel toplumundan ayrismasini bir ¢esit marjinallseme ve alt sinifa
diisme tehlikesi olarak gormektedir. Bu aileler derneklesme ve miizik ¢alismalarini kendi
nesilleri icin sosyal aktivite, an1 paylasimi, yadetme, yasatma, paylasma gibi ifadelerle
anlatsalar da ¢ocuklar ign bu aktivitelerin sembolik veya atalarina ait bilgi niteliginde

oldugunu beyan ediyorlar.
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MUZIK ARSIVCILiGi: i.T.0. TMDK PROF. ERCUMENT BERKER VE PROF. SEHVAR
BESIROGLU KUTUPHANE, ARSIV VE DOKUMANTASYON BiRiMi ORNEGi

Ozet
19.ytizyilin son ¢eyreginde Avrupa’da sistematize edilmis olan miizikoloji disiplini; Guido
Adler’in “Umfang, Methode und Ziel der Musikiwissenchaft” (Miizikolojinin Amag, Yontem ve
Kapsami) baslikli yayininda ‘etnografik amaglar i¢in farkli mizik tiirlerinin incelenmesi ve
karsilastirilmasy’ olarak sistematik miizikolojinin igerisinde tanimlamis oldugu karsilastirmal
miizikoloji calismalarinda; veri toplama, siniflandirma ve saklamaya dair igerigiyle miizik
arsivciligini, olduk¢ca 6nemsemektedir. Miizik arsivciligi, miizikal sesi korumak ve aktarmakla
birlikte kiiltiirel paylasim ve gelenegin devami agisindan 6nemlidir. Fotograf, video gibi gorsel
ve isitsel malzemenin yaninda, miizikal unsurlar olarak nota arsivleri ve basili yayinlar
zenginlestirici unsurlardir. Diinyada miizikal arsiv kurumlar arasinda Viyana ve Berlin gibi
sehirler basta olmak lizere; ¢algl, nota, ses gibi miizikal malzemelerin yani sira halk kiltiirii ve
miizigine dair yapilan ¢alismalarin, 6zellikle 1900°li yillardan itibaren cesitli tilkelerdeki arsiv

kuruluslariyla gelistigi bilinmektedir.

Tiirkiye’de 1920’li yillarda halk miiziklerinin tespiti ve korunmasi amaciyla yapilan derleme
calismalari ile baslayan siireg, elde edilen kayitlarin bir kisminin basili olarak yayinlanmasi ile
devam ederken, diinyada bulunan ses arsivlerine benzer kuruluslar ililkemizde ¢ok daha
sonralar1 acilmistir. Bu sebeple, Tirkiye’de etnomiizikoloji alaninda, kurumsal ve/veya
bireysel girisimlerle gerceklestirilen ses ve alan kayitlarinin kurumsal arsiv siirecine, Avrupa
ve diinyadaki 6rneklerinden farkl olarak yaklasmak gerekmektedir. Bu arastirmanin amaci,
karsilastirmali miizikoloji ve etnomiizikoloji sahasinda Avrupa ve diinya genelinde gelisen ses
kayit tarihcesinin ardindan, Tiirkiye’de bulunan miizik arsivlerini tanitmak ve istanbul Teknik
Universitesi Tiirk Musikisi Devlet Konservatuvar1 Prof. Erciimend Berker ve Prof. S. Sehvar
Besiroglu Kiitiiphane Arsiv ve Dokiimantasyon Birimi 6rnegi ilizerinden kiitiiphane ve

arsivcilik calismalarini incelemektir.

Anahtar Kelimeler: kiitiiphane, miizik, arsiv, ITU
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MUSIC ARCHIVING: THE EXAMPLE OF I.T.U T.M.S.C ERCUMENT BERKER AND SEHVAR
BESIROGLU LIBRARY ARCHIVE AND DOCUMENTATION UNIT

Abstract
The discipline of musicology, which was systematized in the final quarter of the 19th century
in Europe, attaches importance to archiving with its content including data collection,
classification and saving. Music archiving is important in terms of maintaining cultural
sharing and tradition along with preserving and conveying musical sound. In addition to
visual and audial material such as photographs and videos, note archives and printed
publications are enriching musical elements. In the world, studies on folk culture and music,
as well as instruments, notes and sounds especially in Vienna and Berlin have been

institutionalized with archives established in various countries especially since the 1900s.

Efforts of compilation for the identification and preservation of folk music has started since
the 1920s in Turkey and some of these studies have been published in print. The transferof
printed resources, visual materials and note archives into digital domain is as important as
the creation of them. The aim of this study is to address the current resources related to the
studies on the archiving and digitization works at the L.T.U Turkish Music State Conservatory
Professor Dr Erciiment Berker and Prof. S. Sehvar Besiroglu Library Archive and

Documentation Unit and the introduction of the process planned for future.
Keywords: library, music, archive, ITU

* %k k¥

Ses arsivciligi

Yunanca’'da arkheion Latince archivumdan gelen arsiv terimi; resmi daire, belediye sarayi
anlamina gelmektedir. ingilizce archives, Frnasizca archives, Almanca archive ve baska dillerde
de ortak olan bu terim, Tiirkce'ye arsiv olarak gecmistir. Ingilizce'de archives science,
Fransizca'da archivistipue ve Almanca'da archiv wissenschaft, archivlehre seklinde ifade edilen
arsivcilik, arsiv nazariyesini ve tatbikatini konu edinen bir bilim dalidir (Binark, 1979: 48-67).
Miizik arsivciligi ise sese ve kiiltiire dair 6gelerin korunmasi, aktarilmasi ve yeniden

degerlendirilmesi anlaminda gereklidir. Ornegin, etnik gruplarin, miizisyenlerin, toplumlarin
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ifade araci olarak sesler ve miiziklerin biriktirilmesi; yalnmizca gelecek nesillere aktarimi

saglamakla kalmaz, yeni arastirmalar yapilmasi acisindan da olduk¢a 6nem tasir.

Arsivcilikte en 6nemli amag, kiiltiirel olgunun kayda alinmasindan sonra saglikli kosullarda
uzun siireli koruma saglayabilmektir. Miizikolojinin gelisimi icin sesin kaydedilebilir olmasi
hayati 6neme sahiptir. Sesin kaydedilip, tekrar dinlenebilmesi ve notaya alinmasi gibi
gelismeler ancak 19.yiizyilda yapilan calismalarla saglanabilmistir. 1877 yilinda Thomas
Edison’'un icat ettigi fonograf, yapilan diger makinelerden farkli olarak sesi yeniden
tretebilmektedir. Alexander Graham Bell ise 1880'lerde mumla kaplanmis karton silindirlerin
kullanim1 ve kaydin cevresinde bir "zig zag" olugunda yan yana hareket eden bir kesme
kalemi dahil olmak tizere birkac¢ iyilestirme yapmis ve kisa siirede ses kaydetmek icin
fonograf elde edilmistir. Edison’un icadini kullanarak kiiltiirel amach yapilan ilk kayitlar, 1890
yilinda J.W. Fewkes tarafindan Passamaquoddy Yerli Amerikalilar: ile gergeklestirilmistir
(Science, 1890). 1890'larda Emile Berliner, fonograf silindirlerinden, merkezden merkeze
dogru uzanan bir spiral oluklu diiz disklere gecisi baslatmistir. Disk fonograf kaydi, 20.
yuzyilin ¢ogunda baskin ses kayit formatidir. 1980'lerin ortasindan itibaren, standart bir plak
calardaki fonograf kullanimi, kaset, kompakt disk ve diger dijital kayit formatlarinin

yikselmesi nedeniyle keskin bir sekilde azalmistir.

Guido Adler’in ‘etnografik amaglar i¢in farkli miizik tiirlerinin incelenmesi ve karsilastirilmasr’
olarak sistematik miizikolojinin dort ana bashgindan biri olarak sistematize ettigi
“karsilastirmali miizikoloji” disiplininin, 6zellikle Avrupa’lh arastirmacilarin kayit altina
aldiklan sesler aracigiyla gelistigi soylenebilir. Yapilan kayitlar1 korumak ve saklamak igin
1899 yilinda Sigmund Exner tarafindan, Viyana'da Avusturya Akademi Bilimleri Fonograf
Arsivi kurulmustur (Landau ve Fargion, 2012: 132). Exner, “Medeniyetten uzak insanlarin
miizikal performanslarinin koleksiyonu ile 6zellikle karsilastirmali miizikoloji alaninin
verimliligi ortaya ¢ikmis olur. Bir baska deyisle, ses kayit teknolojisi ve arsivler karsilastirmal
miizikolojiyi var eder.” ifadesiyle durumun 6nemini belirtmistir. Etnomiizikolog ve arsiv
savunucusu Anthony Seeger, miizik arsivleri hakkinda; “Arsivler, etnomiizikolojinin
kurulmasinda, alandaki metod ve teori diizenlemelerinde ve son on yildaki gelismelerde
anahtar bir role sahiptir” demistir. Benzer sekilde etnomiizikolog Phillip Bohlman ise; “Her
modern etnomiizikoloji enstitiisii arsiv ve data ¢alismasini desteklemeli, kendi personel ve
ogrencilerini arsivlere ulasma ve alan ¢alismasi icin tesvik etmelidir” diyerek alanin 6nemli

bir kisminin arsivleme oldugunu belirtmistir (Vallier, 2010: 41).
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Viyana’'daki kurulan ilk fonograf arsivinin ardindan 20. ytlizyilin ilk yarisinda Avrupa’da ve
Amerika’da baska 6nemli ses arsivlerinin kurulmasi ile devam eden siire¢; 1928’de Roma’da
Discoteca di Stato’'nun; 1930 yilinda Paris’te Muse’e de ’'Hamme; 1937'de Moskova’'da M.I
Glinka State Central Museum of Musical Culture; 1938’de Paris’te Phonothe ‘que National; 1940
yilinda Washington D.C.’da Recorded Sound Section of the Library of Congress; 1948'de
Hindistan’da Archives of Traditional Music ve 1955 yilinda Ingiltere’de Institute of Recorded
Sound’un kurulmasi ile siiregelmistir. Sadece ulusal degil, ayn1 zamanda yerel ve bolgesel ses
arsivlerinin diinya genelinde kurulmasi bu yilizyilda gerceklesmistir (Landau ve Fargion,
2012: 132-133). Erken kayit dénemi koleksiyonlar, Archives of Traditional Music kurumu
icerisinde yer almaktadir. Ornegin, Hindistan'da The Archive and Research Centre in

Ethnomusicology (ARCE) Hindistan miizik kayitlarini icermektedir (Seeger, 1986: 267).

Viyana’dan sonra en eski miizik arsiv kurulusu olarak, Berlin Etnografya Miizesi’'nde bulunan
Etnomiizikoloji B6liimii'niin arsiv tarihcesine baktigimizda silire¢ soyledir: Berlin Fonograf
Arsivi, Berlin Universitesi'nin Psikoloji Enstiitiisii’niin bir parcas1 olarak 1900 yilinda Carl
Stumpf tarafindan kurulmustur. 1905 yilinda Erich Moritz von Hornbostel’in yoneticisi oldugu
arsiv, Alman Okulu Karsilastirmali Miizikoloji'nin merkezine gecmistir. II. Diinya Savasi
sonrasinda Staatliche Hochschule fiir Musik ile birlestirilmistir. 1933 yilinda egitici ve arsivci
pozisyonundaki Hornbostel, Nazi’ler tarafindan isten ¢ikarilmis ve Almanya’y1 terk etmistir.
1934 yilinda arsiv, Marius Schneider yonetimindeki Etnografya Miizesinin departmani ile
birlesmis, bu yillarda Edison-fonograf koleksiyonu 10.000 kaydin {izerinde bir sayiya
ulasmistir. Bu siirecte Kurt Reinhard’in yeniden yapilandirdigr arsiv, 1963 yilinda
Musikethnologische Abteilung olarak isim degistirmis, 1968’den 1972 yilina kadar Dieter
Christensen, 1972 yilindan itibaren ise Arthur Simon departmanin basinda goérev almistir.
Yugoslavya’dan Tiirkiye’ye, Misir'dan Sudan’a Yeni Gine’den Endonezya ve Afrika’ya,
1990’lara kadar yapilan tiim kayitlar Maiduguri Universitesi ve Berlin arsivlerinde
bulunmaktadir. Ayrica, Museum Collection of Berlin’in 15 yayin1 mevcuttur. Bu yayinlarda
arsiv kayitlari, 6zel tematik konular ve miizikal enstriimanlarin koleksiyon bilgilerini

icermektedir (Simon, Bohlman, Baumann, Michel, Krader ve Qureshi, 1990: 113-116).

Berlin School of Ethnomusicology boliimiiniin iki énemli liyesinden Erich von Hornbostel'in
(1877-1935) 1905’den 1935 yilina kadar baskanhigini yiirtittigi Berlin Fonograf Arsivinde
13,000 silindir mevcuttur. Berlin Fonogramm-Archiv’i, uluslararasi ses koleksiyonu, evrensel

onemi ve kiltiirlerarasiigt (Bucknum, 2003: 197) ile olduk¢a 6nemli bir kurumdur.
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Hornbostel'in bizzat katildig1 gezi olduk¢a azdir. Diizenlenen gezilerin c¢ogunlugu
miizisyenlerden ziyade etnograflar, arastirmacilar, doktorlar ve misyonerler tarafindan
gerceklestirilmistir.  Hornbostel'in, 1906-1912 yillarn arasinda Bela Bartok’un
kiitiphanesinden faydalanarak yayinladig1 bircok belge, genellikle “Karsilastirmali Miizik
Folkloru” bashgi altindadir. Fransizca, Ingilizce ve Arap dilleri iizerine ¢alisan bir diger Berlin
School of Ethnomusicology lyesi Robert Lachmann (1892-1939), 1923-1932 yillarn arasinda
Berlin fonograf arsivine 13 koleksiyon dahilinde yaklasik 500 silindir kazanilmasina katkida
bulunmustur (Lampert, 2008: 385, 386, 400). 1938 yilina kadar 10.300 kayit, wax silindir
olarak arsivlenmistir. Bu arsivlerin %42,7’si Afrika, %18,4'ti Asya, %14,6’s1 Okyanusya,
%12,6’s1 Avrupa ve %11,7’si Amerika boélgesine aittir (Simon, Bohlman, Baumann, Michel,

Krader ve Qureshi, 1990: 113).

Arsivlerin korunmasi ve kiiltiirel aktarimi saglamasi i¢cin saklama kosullarinin 6nemi
biiytiktir. Cesitli dis etkenler ve 6zellikle iklimlendirme kosullar1 kayit saklama ortamlari i¢in
uygun hale getirilmelidir. IASA Uluslararasi Ses ve Gorsel-isitsel Arsivler Kurulusu 82 iilkede
150’yi asan resmi arsive sahiptir. Kataloglama teknolojisi giderek gelisen bir alandir. The
Archives of Traditional Music elde edilen tiim verileri saha koleksiyonlar1 da dahil olmak iizere
OCLC veri bankasinda kataloglamaya karar vermistir. 5,000’in iizerinde kiitiiphane verileri
ARLIN ya da diger sistemlerden buraya kayit yapabilmektedir. (Seeger, 1986: 268) 2004
yilinda Unesco yayinlari, gorsel-isitsel arsivler bashigi altinda; yayin ve stiidyo, proglamlama,
gorsel-isitsel, ulusal ve liniversite, akademik arsivler olmak iizere bese ayirmistir (Landau ve

Fargion, 2012: 133).
Tiirkiye’de ses arsivciliginin tarihsel seriiveni

Tiirkiye’de 20.ytizyilin ilk ceyreginde baslayan miizikal birikimin tespit ve arsivleme islemleri,
kurumsallasma siirecine 1920’lerden sonra baslamistir. Saha derlemeleri yontemiyle ses
arsivlerinin olusturulmasindaki ilk adim, miizik 6gretmeni yetistirmek, miizik ile ilgili bilimsel
arastirmalar yapmak, sanatsal degeri haiz miizik eserlerini notaya alarak tespit edip
yayimlamak ve folklor arastirmalari yapmak gibi hedefler dogrultusunda, 1917 yilinda
kurulan Dariilelhan kurumu vasitasiyla gerceklesmistir. Musa Siireyya baskanliginda iki bin
kadar anket fisi, 1923 yilinda Anadolu’'nun c¢esitli bolgelerinde goérev yapmakta olan

ogretmenlere génderilmistir. Ug yil siiren bu calismalardan sonra 85 nota, iki defter olarak
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1926 yilinda yayinlanmistir (Kolukirik, 2014: 483, 486). M. Ragip Késemihal’in Sarki Anadolu
Tiirkiileri ve Oyunlari adli kitabinda anlattig1 sekliyle ilk gezi bilgileri soyledir:

Seyfettin ve Sezai (Asaf) kardesler Hars Miidiirliigii tarafindan ilk defa olarak izmir
mintikasinda musiki folkloru tetkiklerinde bulunmaya gonderildiler ki, topladiklari
tirkiilerin “Yurdumuzun Nagmeleri” ser levhali bir cilt halinde bastirildig1 malumdur.
(1926) Istanbul Konservatuvarimin bugiinkii miidiirii Yusuf Ziya B. ise, ¢ok ciddi sartlar
dahilinde olmak tlizere ve Sehremini Mubhittin Bey'in ¢ok taktirkar yardimlarina
istinatla mukannen seyahatlar yapmak yolunda ilk miispet imkanlari hazirladi: Simdiye

kadar yapilan su 4 muhtelif seyahatte 850 kadar Tiirki ele gecti (K6semihal, 1929: 12).

Ayni y1l, Paris’te bulunan Cemal Resit Rey araciligiyla Tirkiye’ye ilk kez fonograf gelmistir. Bu
yillarda Anadolu’da derleme yapmak tizere Yusuf Ziya Bey, Rauf Yekta, Diirrti Bey ve Ekrem
Besim’den olusan heyet, Adana, Gaziantep, Urfa, Nigde, Kayseri ve Sivas illerini kapsayan ve
51 gilin siiren derleme gezi faaliyeti sonucunda 250 tane tiirkii derlemistir. Gezi sonucu
derlenen tiirkiiler daha sonralar1 yayimlanacak olan “Anadolu Halk Sarkilar” isimli
derlemenin 1, 2 ve 5. defterlerini olusturmustur. Yusuf Ziya Demirci, Ekrem Besim, Muhiddin
Sadak ve Ferruh Bey’in katildigi derleme gezisi 1927 yilinda yapilmistir Gezide Konya,
Karaman, Eregli, Alasehir, Manisa, Odemis ve Aydin yorelerinden derlenen 250 tiirkd,
defterlerin 3, 4, 6 ve 7. serisini olusturmustur (Kolukirik, 2014:487). Ses arsivleri acisindan
onemli goriilebilecek bir diger kurumsal girisim, Milli Egitim Bakanligi himayesinde Ankara
Devlet Konservatuvar1 tarafindan 1937-1952 yillar1 arasinda gergeklestirilen derleme
faaliyetleridir ki Muammer Sun’un ifadesiyle 8000 kadar “folklor miizigi” Ulkiitasir'in ve
El¢i'nin ifadesiyle 10,000 civarinda ezgi kaydedilmistir (Erkan, 2016: 96). Konservatuvarin
ses arsivi Yurttan Sesler korosunun repertuvarinda kullanilmistir. Ayrica, yine bu arsivin
Tirkiye Radyo Televizyon Kurumu'nun arsiv kayitlarinin da temelini olusturdugu
soylenmektedir. Giliniimiizde, Tirkiye Radyo Televizyon Kurumu arsivinde bulunan,
Tiirkiye'nin gorsel ve isitsel hafizasina dair 1927’de baslayan radyo yayinlar1 ve 1968’'de

baslayan televizyon yayinlarinin bir¢ogu arastirmalara 151k tutmak tizere halka a¢ilmistir.

Teknolojik gelismeler miizik alaninda olduk¢a énemlidir. Ornegin, 1951 yilinda ilk ticari
kasetcalarin arsivlere girmesi alan calismalarina 6nemli bir katki saglamistir. 1955 yilinda
Kurt ve Ursula Reinhard, Tiirkiye’deki ilk alan ¢calismasi kayitlarint Butoba D6 (kayitlar M 40-

382) ile yapmis, 16 arastirma gezisi ile alan kaynaklarini olusturmustur. “Music from Turkey”
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adli bu kayitlar Museum Collection Berlin’de yer almis ve Tiirk halk sarkicilart adl kitapta ise
iki kaset olarak yayinlanmistir (Simon, Bohlman, Baumann, Michel, Krader, Qureshi, 1990:

114).
Tiirkiye’deki iiniversitelerde miizik arastirma ve arsiv merkezleri;

Tiirkiye’de iiniversite ve arastirma merkezlerine bagh miizik arsivleri arasinda bilinenler
soyledir: Ege Universitesi DTMK Gorsel-Isitsel Arsivi; KTU Karadeniz Miizik Arsivi; Yildiz
Teknik Universitesi Vedat Kosal Miizik Uygulama ve Arastirma Merkezi; SDU Miizik Kiiltiirii
Arastirma ve Uygulama Merkezi, ITU Miizik ileri Arastirmalar Merkezi ve ITU TMDK Tiirkiye
Halk Miizigi Arastirmalar1 Merkezi (Erkan, 2016: 98-99) ve iITU TMDK Prof. Erciiment Berker

& Prof. Sehvar Besiroglu Kiitiiphane Arsiv ve Dékiimantasyon Birimi’dir.

Ege Universitesi DTMK Gérsel-Isitsel Arsivil, 2010 yilinda projelendirilmistir. Cogunlugunu
Ali Riza Avni Tinaz'in kuruma bagisladig1 tas plak, bant, nota ve resimlerden olusmustur.
Zaman icerisinde lisans bitirme 6devleri, yiiksek lisans ve doktora tezleri, bilimsel arastirma
projeleri, alan arastirmalari ve sanatsal aktivitelerden elde edilen video goriintiileri ile
kapsaml genisleyen arsive, veri girisi devam etmektedir. Arsiv tamamlandiginda 20,000'den
fazla ses dosyasi, yaklasik 1000 benzersiz fotograf, Tiirk Miizigi ile ilgili yaklasik 1500 kitap,
yaklasik 35,000'den fazla eser notasi ile Tiirk Miizigi icin benzersiz bir arsiv olarak tiim

ogrencilerin, akademisyenlerin ve arastirmacilarin kullanimina agiktir.

KTU Karadeniz Miizik Arsivi, Tiirkiye'nin ilk bélgesel miiziklerin yer aldig: ve ilk dijital miizik
arsivlerinden biri olmasi hasebiyle oldukca 6nemlidir. KTU Devlet Konservatuvari Miizikoloji

Bolim Baskani Dog. Dr. Abdullah Akat yaptig1 agciklama sdyledir:

Turkiye'ye iliskin diinya tizerindeki en eski ses kayitlar iilkemizde sadece bu arsivde
mevcut. 1902 yilina ait bu kayitlar, Almanya'daki Berlin Phonogram Archiv ile protokol
yapilarak tllkemize kazandirildi. Merkezimizde Kafkasya cografyasindan 1909 yil,
Balkan cografyasindan 1906 yili kayitlar1 var. Merkezde Tirkiye, Gilircistan, Rusya,
Kirim, Ukrayna, Romanya, Bulgaristan, Yunanistan, Makedonya, Azerbaycan,
Ozbekistan ve Almanya'dan ses ve gériintii kayitlar1 da bulunuyor. Bugiine kadar 30
bin civarinda kayit elde edildi, bu kayitlarin tamamina yakini1 kategorize edildi. Veri

tabanina yaklasik 5 bin civarinda kaydin girisi tamamlandi.

L http://dtmkarsiv.ege.edu.tr//tr TR/midas/about collection?
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Bu arsivdeki kayitlarin énemli kisminin Tiirkiye'nin disinda Almanya, Avusturya, Ingiltere,
Giircistan ve Amerika'daki arsivlerden elde edilen koleksiyonlardan olusturulmus olmasi,

cesitli bolgelere yayilmis miizik arsivimizin bir arada bulunmasi sebebiyle 6nemlidir.
Yildiz Teknik Universitesi Vedat Kosal Miizik Uygulama ve Arastirma Merkezi;

1. Kitap / Nota Arsivi

- Matbu Basim Kitap ve Notalar

- Matbu Basim Olmayan Notalar

-Tiirk Bestecileri Nota Koleksiyonu

- Vedat Kosal Ozel Koleksiyonu

- Ayhan Dogang Bagisi Folklor Konulu Yayinlar Koleksiyonu

2. Isitsel Arsiv

- Tas Plak Koleksiyonu
- 33’k Plak Koleksiyonu
- 45’1ik Plak Koleksiyonu

Siileyman Demirel Universitesi Miizik Kiiltiirii Arastirma ve Uygulama Merkezi? 1996 yilinda
kurulmustur. Faaliyetlerini web sitesi lizerinden duyuran merkezde, “Calgi Belgeligi” ana
bashg1 altinda Teke yoresi agirlikli 110 halk miizik calgis1 yapilandirilmis, 200 alan
arastirmasinda 61 kaynak Kkisi ile goriismeler gerceklestirilmis, 6zellikle Isparta, Burdur,
Antalya, Mugla, Denizli, izmir ve Istanbul'un baz1 semtlerinde gerceklestirilen alan ¢alismalar:
sonucunda 1500 ezgi derlenmistir. Yapilan calismalar “Ses ve Goriintii Arsivi” bashginda

merkezde bilimsel veriye dontiistiirilmiistiir.

IL.T.U TMDK Prof. Erciment Berker & Sehvar Besiroglu Kkiitiiphane arsiv ve

dokiimantasyon birimi giincel bilgiler3

Prof. Dr. Erciimend Berker & Prof. Sehvar Besiroglu Kiitiiphanesi Arsiv ve Dokiimantasyon
Merkezi'ndeki koleksiyonun temeli, Tiirk Musikisi Devlet Konservatuari’nin kurulusundan

itibaren olusturulan arsivdir. 24 Kasim 2009 tarihinde resmi olarak hizmete baslayan

2 http://muzmer.sdu.edu.tr/tr/merkez-hakkinda/amac-6923s.html

3 Kiitiiphane bilgileri ve gorseller icin Ogr. Gor. Giines Cetinkaya Serik’e tesekkiir ederim. I.T.U. Tiirk
Musikisi Devlet Konservatuari Prof. Erclimend Berker & Prof. S. Sehvar Besiroglu Kiitiiphanesi Arsiv ve
Dokiimantasyon Merkezi Tel: 0212 2931300/2189 gcserik@itu.edu.tr.
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Kiitiiphane, aciisindan itibaren “Tiirk Miizigi Ihtisas Kiitiiphanesi” olarak &égrencilere ve
arastirmacilara hizmet vermektedir. Kiitiiphane koleksiyonunda miizik, tarih, edebiyat ve
genel kiiltiir igerikli yerli-yabanci kitaplar mevcuttur. Nota arsivi icerisinde; Tiirk ve Bati
miizigi nota kitaplari, TRT Turk Halk Mizigi ve Turk Sanat Miizigi Repertuvari basta olmak
lizere cesitli kurumlara ait yaprak notalar vardir. Bagis yoluyla edinilen sahsi nota arsivleri
arasinda Saml iskender basimi notalarin bulundugu ¢ogunlugu Osmanlica yazilmis nadir
eserler bulunmaktadir. Cesitli siireli yayinlarin yani sira lisans bitirme calismalari, yliksek
lisans, sanatta yeterlilik ve doktora tezleri yer almaktadir. Gorsel-Isitsel Kaynaklar
Bolimii'nde, dijital ortama aktarilmis ve kiitliphanedeki bilgisayarlara yiiklenerek
ogrencilerin kullanimina sunulmus olan 78 devirli plaklarla (tas plak) birlikte, 33 ve 45 devirli

plaklar, Tirk ve Bati miizigi CD ve kasetler bulunmaktadir.

Kiitiiphanenin Kkatalogu, ITU Kiitiiphane ve Dokiimantasyon Daire Baskanlig’min genel
kataloguna dahil olup, www.library.itu.edu.tr adresinden taranabilmektedir. Ayrica Music
Online, Oxford Music Online, Jstor Art and Science ve Ebrary gibi o6nemli elektronik
veritabanlarina da kiitiiphane icerisinden erisim imkani vardir. Kiitliphanede internet erisimi
olan 13 adet bilgisayar kullanicilara ayrilmistir. AB Kiiltiir Képrileri programi cercevesindeki
KaleidoscopEurope kapsaminda hazirlanan “Hattusa” projesine ait olan ve eski c¢aglara ait
miizikal yasami konu edinen bir sergi de yer almaktadir. Kiitiphanede bulunan bir diger
degerli koleksiyon ise, Ressam Ibrahim Saffnin 12 eserinden olusan “Tiirk Musikisi
Bestekarlar1” tablolaridir. Ayrica, Calgli Yapim Boliimii 6grencilerinin yaptig ¢algilar ile Prof.
Dr. Alaeddin Yavasca ve Prof. Dr. Erciimend Berker’in sahne kostiimleri sergilenmektedir (G.

Serik Cetinkaya, Kisisel Goriisme, 2018).
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Fotograf 1. Istanbul Teknik Universitesi Tiirk Musikisi Devlet Konservatuvari Erciiment Berker &
Sehvar Besiroglu kiitliiphane arsiv ve dokiimantasyon birimi
Turk Musikisi Devlet Konservatuari’nin kuruldugu 1976 yilindan itibaren sahip oldugu Arsiv
24 Kasim 2009 tarihinde ITU Kiitiiphane ve Dokiimantasyon Daire Baskanhigina baglanmis ve
resmi olarak kiitliphane hizmeti sunmaya baslamistir. Prof. S. Sehvar Besiroglu'un Mayis 2017
tarihinde vefatindan sonra Besiroglu'na ait arsiv de kiitiiphaneye bagislanmis, 14 Aralik 2017
tarihinde kiitiiphane adinin Prof. Ercimend Berker & $. Sehvar Besiroglu Kiitiiphanesi, Arsiv

ve Dokiimantasyon Merkezi olarak degistirilmesine rektorliik tarafindan karar verilmistir.
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PROF. ERCOMENT BERKER (doj. 1920 - 5. 27 OCAK 2009)

Fotograf 2. Prof. Erciiment Berker; Prof. S. Sehvar Besiroglu.

“Tiirk Miizigi Ihtisas Kiitiiphanesi” olarak arastirmacilara hizmet vermekte olan kiitiiphanenin
koleksiyonunda miizik ve miizige yardimci bilimler tizerine yazilmis kitaplar ile Tiirk ve bati
miizigi nota kitaplari, TRT Tiirk Halk Mizigi ve Tiirk Sanat Miizigi repertuvari basta olmak
lizere ¢esitli kurumlara ait yaprak notalar bulunmaktadir. Cesitli miizik, halkbilim ve genel
kiltir icerikli siireli yayinlar, danisma kaynaklar ile lisans, yiiksek lisans, sanatta yeterlilik ve

doktora tezlerinin de koleksiyonda 6nemli bir béliimiinii olusturmaktadir.

ol |

<
=

LS
g2

0y~

= SR B

Fotograf 3. Kiitliphanenin kitap boliimii.
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Kisisel arsivlere biiylik 6nem verilen kiitiiphanede basta Erciimend Berker ve S. Sehvar
Besiroglu olmak tizere, Yal¢cin Tura, Ciineyd Orhon koleksiyonlar dijital ortama aktarilmistir.
Alaeddin Sensoy, Behiye Aksoy’'un miizik arsivi kiitiiphane koleksiyonunda bulunmakla
birlikte, kisisel arsivlerin kataloglama ¢alismalar1 devam etmektedir. S. Sehvar Besiroglu'nun
calisma alanlar1 olan ‘Toplumsal Cinsiyet, ‘Kadin Calismalart’, ‘Kadin Sanatgilar’, ‘Osmanh
Muzigi’, ‘Calgibilim/Antik c¢algilar’ ve ‘Mizik tarihi’ gibi ¢ok 6nemli konularda 1000’in
lzerinde kitap kiitiiphane koleksiyonun yani1 sira ¢ok sayida dergi, tez ve brosiiriin

kataloglama calismalari devam etmektedir (S. Sehvar Besiroglu Bagis Katalogu).

ol

"ARIH ILE ILGILI YAN BILIMLER

Fotograf 4. Clineyd Orhon’un kisisel esya ve fotograflar.

Kisisel Arsivlerin sayisallastirilmasina 2014 yilinda Ciineyd Orhon’a ait nota koleksiyonu ile
baslanmistir. 748 adet sozli eser ile 524 adet saz eserinden olusan nota koleksiyonu dijital
ortama aktarilarak bir “Tirk Miizigi Nota Veritaban1” olusturulmustur. Veritabani

http://dijitalkoleksiyvonlar.kutuphane.itu.edu.tr/cdm/landingpage/collection/tmdk adresinde

kullanicllarin ersimine sunulmustur. Gorsel-Isitsel Kaynaklar Béliimii'nde dijital ortama
aktarilmis Tas plaklarla birlikte, 33 ve 45 devirli plaklar da bulunmaktadir. Koleksiyonda Ttirk

ve Bati mizigi CD ve kasetleri de mevcuttur.
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Fotograf 6. CD, DVD, kaset koleksiyonu.

Istanbul Belediye Konservatuvari nota yayinlari, Onnik Zadoryan nota yayinlari, Dariittalim-i
Musiki Nesriyati, A Comendiger Nota Yayinlar1 nadir eserler boliimiinde yer alan
koleksiyonlardir. Nadir eserler arasinda Tiirk miizigi tarihi acisindan biiytik 6nem tasiyan
Dariilelhan notalari, Samh Iskender basimli notalar ile ¢ok sayida el yazmasi nota defteri de

bulunmaktadir.
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Kitiphanedeki Nadir yayinlar Kiitliphane katalog sayfasindan gortilebilmektedir.

Fotograf 7. Nadir Eserler Koleksiyonu.

MATERYAL TURU ADEDI
Kitap 7.000
Siireli Yayin 50 (Ayr: bagliklar altinda)*
Ciltli Suireli Yayin 36
Notalar 1.200
Yaprak Notalar 10.000
Tezler 480
CD-DVD-VCD 1.300
78'lik Plaklar (Tas Plak) 750
45'lik Plaklar 1.200
33'lik plaklar 3.100
Kasetler 700 (2000 adet kaset, 2019 y1linda
_ Cahyar Raciradln Lalaleivanundan
Bitirme Odevleri 3.260
Toplam 25.076

Tablo 1. Kiitiiphane materyal listesi.
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Kitliiphanede, AB Kiiltiir Koprileri programi c¢ergevesindeki “KaleidoscopEurope”
kapsaminda Oguz Elbas tarafindan hazirlanan “Hattusa” projesine ait olan ve Hitit donemine

ait muzikal yasami konu edinen bir sergi de yer almaktadir. Bu proje kapsaminda Calg1 Yapim

2:0
1

de kiitiiphanede sergilenmektedir.

Boliimii hocalarinin yapmis oldugu “Hitit Lir

Fotograf 8. Prof. S. Sehvar Besiroglu Calg1 Koleksiyonu

Fotograf 9. Koleksiyonda, Arp, Cengler, Santur, Kanun, Kemengeler ile diinyanin ¢esitli bolgelerinden
toplanan ritim ¢algilar1 bulunmaktadir.
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Fotograf 11. Prof. S. Sehvar Besiroglu, Prof. Dr. Alaeddin Yavasca ve Prof. Erciimend Berker’in sahne
kostiimleri de kiitliphanede sergilenmektedir.
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Son soz

Arsivlenen ses kayit vb. bilginin miizikoloji ve etnomiizikoloji disiplini icin degeri biiytlktiir.
Jaap Kunst, Bruno Nettl ve Barbara Krader gibi alandaki arastirmacilar, ses arsivlerinin
onemli roliine isaret eden isimlerdendir. Kunst; “Eger, gramafon icat edilmeseydi,
etnomiizikoloji hicbir zaman bagimsiz bir bilim dali olamazdi. Sadece, objektif olarak yabanci
insanlarin miizikal ifadelerini kayit altina almasi miimkiindii...” demis, (Seeger, 1986: 261).
Krader ise bu fikre sdyle katilmistir: “Yeni disiplinde bilimsel arastirmalarda énemli iki
teknolojik icat vardir: Fizik¢i ve fonetik uzmani A. ]. Ellis’in cent sistemi farkli tonal
sistemlerin kesinligini tespit edebilmeye, gramofonun icad1 (1877), miizikal performanslarin
tekrarlanabilirligini saglamis” tir (Seeger, 1986: 261). Bruno Nettl, ses arsivlerinin 6nemini
anlattigr Theory and Method in Ethno-Musicology adl1 yazisinda, etnomiizikolojik kayitlarin
hikaye, islemleme, siniflandirma ve kataloglama gibi alana 6zgi 06zellikleri sagladigin
belirtmis, 1964 yilindaki yazisinda Nettl, “arsivlerin gelismesinin son derece 6nemli

oldugunu” sdylemistir (Seeger, 1986: 262).

Tiirkiye’de, diinyada oldugundan farkli sekilde isleyen ses kayit ve arsivleme siireci,
20.ylizyilda Anadolu’da yapilan alan kayitlar1 ve derlemeler ile baslamis, bireysel arsivler
disinda, kurumsal olarak Ankara Devlet Konservatuvari Arsiv kayitlar1t ve TRT kurumu ile
devam etmistir. Bu siirecte Universitelere bagh miizik kiitiiphane, arsiv ve dékiimantasyon
birimleri acilmis, giiniimiizde Berlin Fonograf Arsiv kurumu ile Karadeniz Teknik Universitesi
Konservatuvari’nin protokolii ile lizerine ses kayit arsivleri gelistirilmeye devam etmektedir.
Tiirkiye’'nin ¢esitli bolgelerinde devam eden alan ¢alismalari ile yapilan projeler ile elde edilen
yeni eserler, dijital ortama aktarilmakta ve bu sayede arastirmacilara ulasmaktadir.
Arastirmanin pilot 6rneklerinden Prof. Dr. Erciimend Berker & Prof. Sehvar Begsiroglu
Kiitiiphanesi Arsiv ve Dokiimantasyon Merkezi'nde bulunan kitap, siireli yayin, tez, nota, plak,

Cd, kaset vb. yazil ve isitsel miizik arsivi, gliniimtzde dijital ortama aktarilmaktadir.
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AROUND THE WORLD IN 80 HOURS:
‘RE-INTRODUCTION’ OF MODALITY TO WESTERN CLASSICAL MUSIC
Abstract
Modality, which lost significance by the Late Baroque Period, found itself space in Western
Classical Music in fin-de-siecle Europe by the influence of Claude Debussy (1862-1918). Usage
of modality, which evolved from an understanding related to Ancient Greece, Byzantium and
‘church’ to an understanding related to ‘exoticism,” both brought novelty to Western Classical
Music and opened the path for non-Western composers in this genre. It is thus possible to
discuss the ‘globalization’ of Western Classical Music, accepted as ‘universal’ but limited to the
boundaries of Europe in terms of composition and performance, through the effect of modal
music. This dates to the first half of the 20t century, before the introduction of ‘globalization’
to the literature. The composers of countries going through similar modernization processes,
who composed similar sounds during a similar period, give us a signal about the role non-
Western composers play in the globalization of Western Classical Music. This paper covers the
relationship between globalization and the ‘re-introduction’ of modal music to Western
Classical Music through three non-Western examples. Three countries with monarchial or
colonial past, modernized through cultural revolutions, three spots on the axis of the earth
from east to west, Japan, Turkey, and Mexico are argued to have melted the geographical and
cultural distances in the pot of modal music. The comparative analysis of the selected works
of Yasushi Akutagawa (1925-1989), Ulvi Cemal Erkin (1906-1972) and Carlos Chavez (1899-
1978) respectively, show that they used modality in Western Classical Music not in an
Impressionist understanding but rather in a Nationalist and Avant-garde understanding,
leading to composing ‘a non-Western’ Western music. In this sense, the ‘re-introduction’ of
modal music to Western Classical Music was a different process than McDonaldization, it was
a musical globalization shaped ‘solely’ by music rather than a globalization shaped through

political and economic forces.

Keywords: modality, modal music, 20t century, western classical music, globalization
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Introduction

Classical music critic for The Telegraph, Ivan Hewett applauded the international
participation at the Proms, by saying that “it’s finally gone global” (Hewett, 2014). It might not
be too wrong to call him from this 4000 km distance ‘Eurocentric,” since we don’t find this

argument ‘up to date’ to be polite and want to show in this paper why.

Globalization as a concept was popularized by Theodore Levitt (1925-2006) from Harvard
Business School in 1983, the concept was coined as early as the 1940s and it was only
dominant in the 1980s, only in the context of economics (Feder, 2006). Sociological
discussions as late as 1992 by Roland Robertson referred to the history of globalization,
taking the understanding back to the era of colonialization. The Germinal Phase in his
categorization, for instance, starts in the 15% century (Robertson, 1992: 58). Nevertheless, a
discussion of globalization in the context of music was far behind that of economy and social
theory. Robertson does not even use the word ‘music’ when discussing globalization while he
does not hesitate to refer to not-directly-economic-phenomena like Olympics and Nobel Prize
(ibid: 59). We believe that classical music has a potential to join the mainstream discussion on

globalization, much earlier than Ivan Hewett’s claim of going global.
Non-Western Modalities: A ‘Re-introduction’

When we look at the fin-de-siecle Europe, we see the influence of Claude Debussy (1862-
1918). Modality had lost significance by the Late Baroque Period and let tonality become the
dominant musical substance for composers, who seldom turned their faces back to modality
as a way to depart shortly from tonality. Debussy effect led to the rise of modality to a more
dominant compositional element in Western Classical Music, but this time with a
transformation of understanding, from meanings related to the Ancient Greece, Byzantium
and ‘church’ to ‘exoticism.” Besides acknowledging 18t and 19t century composers who
utilized modality to some extent, we find it appropriate to call this exoticism-related rise of
modality a ‘re-introduction.” However, exoticism can only be treated as part of this ‘re-
introduction.” When we look at other parts of the world, we again come across modality, but
within different contexts related to modernization, different national narratives and different

understandings.
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We have short overviews of three distant countries before digging into examples. With
monarchial or colonial past or both, Japan, Turkey and Mexico went through similar processes

of modernization during the 19t-early 20t centuries.

Mexico’s independence from Spain came out when the Ottoman Empire started to seek
solutions to attempts of nation-state formation within its lands; first came the Tanzimat Era,
then followed first and second constitutional periods before the World War I stroke, and the
Empire was overthrown. Meanwhile, Japan was opening its doors to European and American

influences after centuries of isolation (Signell, 1976: 72-83).

The Meiji period was key to Japan’s modernization with educational, military and musical
revolutions (Yang, 2007: 4). Mexican revolution was paralleled with Turkish independence
war. Many pre-revolutionary musical institutions collapsed in Mexico (Madrid, 2008: 8-17)
while in the Turkish case, three important musical institutions were respectively closed

(Tanrikorur, 2011: 22-32).

Japanese music revolution started with the incorporation of Western music into the
curriculum (Yoshihara, 2007: 15-23). When Manuel M. Ponce called for national music in
Mexico (Madrid, 2008: 82-94), Ziya Gokalp (2015: 126-128) called for national music in
Turkey.

The Japanese modernization was not a top to down revolution; thus, it was accepted by
almost the entire populace (Yang, 2007: 4-7). But the change wasn’t approved by every
member of the nation in Turkey and Mexico. Mexico faced civil war in late 1920s (Madrid,
2008: 155-169) while Turkey established military tribunals to execute revolting leaders after
Sheikh Said rebellion (Bruinessen, 1984: 287).

Mexico organized First National Congress of Music in 1926, partly upon Ponce’s call. One topic
discussed in that congress was the role of folk music in the development of a ‘true’ national
music (Madrid, 2008: 111-137). That was pretty much what Ziya Goékalp (2015) proposed in

his Principles of Turkism three years earlier.

Ponce’s call for national music came out from his idea that Mexican music was ‘backward’ and
the congress was in fact an effort to found a ‘dignified’ national musical art (Madrid, 2008:
111-137). One decade later, the founding father of the Turkish Republic was condemning a
traditional Turkish music ensemble for being coarse, compared to the delicately disciplined
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Western music ensemble performed beforehand. This condemnation led to the prohibition of
traditional Turkish music performances on the national radio. The new national music
proposed by Gokalp was performed instead (Signell, 1976: 78-80). Japan was, after decades of
Westernization, going into war with Western countries and facing nationalist militarism,
which led to the ban of Western Classical Music except for that of the allies (Yoshihara, 2007:
15-23). The effect of Nihonjinron (Japanese nationalism) was on the other hand, helpful in

reuniting with the traditional elements in music (Yang, 2007: 6).

Japan has a slightly different modernization process as can be seen in Table I, the process
starts a few decades later in Japan compared to Mexico and Turkey which are quite parallel,
and it reaches the peak a few decades earlier, coming to a peace treaty with tradition a late as
in Turkey. Since Mexico and Turkey had little or no memories related to the World War II
(Turkey only declared war in 1945 and did not actually join the war (Deringil, 1989), Mexico
only declared war in 1942 and the only active military personnel was Escuadron 201-about

300 soldiers (Minster, 2018)), Japan’s history is deeper impacted by the war compared to the

other two.
Similarities JAPAN TURKEY MEXICO
in Imperial and Colonial past Monarchial past Colonial past
chronology (colonizing Taiwan and (colonized by
Korea) Spain)
Tokugawa government Tanzimat of Ottoman Independence
(Europe and American Empire-changing politics from Spain
influences as early as 1853 (1839) (following
[arrival of Commodore Mexican war of
Early 19th Matthew Perry], advanced independence-
century modernization after centuries 1810-1821)
of closed doors against foreign
influences)
Meiji Restoration (Revolution) End of Turkish Mexican
(1868-1912) independence war-1922 | revolution-1910
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19th-early
ZOth
century

Constitution promulgated

Military rapidly and effectively

modernized-first military
brass band in 1869

Collapse of crucial
musical institutions
(military band-1828,

royal music school-1908,
dervish lodges-1924)
Establishment of Muzika-
y1 Humayun as modern
military band-1827
Ziya Gokalp’s call for
national music-1923

Collapse of many
pre-revolutionary
musical

institutions
Manuel M.

Ponce’s call for

national music-

1919

Educational revolution a few

decades earlier (pedagogical

musical program implemented

into public school curriculum-
1872)

Music Investigation Committee
of Meiji government-later
became Tokyo Music School-to
incorporate Western music
into Japanese education

Law of the unification of
education-1924

José
Vasconcelos'’s
educational
crusade (1920s)

No top to down revolution, Seyh Sait rebellion, Rebellions and
impact on almost entire military tribunals civil war against
populace (1920s) revolutionary

state (1920s)

first project to blend Japanese
and modern elements in music
revolution

First edition of Gokalp's
Tiirk¢iiliigiin Esaslart -
1923
Ideas on the ‘pure’
national music-
westernized, based on
folk music

First National
Congress of
Music-1926
One topic of

discussion: role of
folk music in the

development of a

‘true’ national
music

Luther Whiting Mason’s arrival
in 1880s- Japanese elements
were swept away, koto and
koky replaced by piano and
organ in classrooms
HOWEVER, rise of nationalistic
militarism in 1930s-ban of
Western classical music in

1937 except for allies

Atatiirk’s condemnation
of Turkish music
ensembles for their
coarseness-seeking a
‘dignified’ national
musical art

Ponce’s labelling
Mexican music as
‘backward’-
seeking a
‘dignified’
national musical
art
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World War
II

High pace of adaptation to
modernization helped recover
the defeat in World War 11,
post-industrial Japan with
composers performed abroad,
with little sign of Japanese-
ness.

Post-war Japan: ‘rethinking’
modernization-more American
than European of the Meiji
period, influence of
Nihonjinron-‘question of
Japanese people’
NATIONALISM

Rise of Nihonjinron in 1970s-
re-adaptation of Japanese
musical traditions for
classroom use, new curriculum
in 1989 adheres to the first
project of music revolution

First Turkish music
conservatory established
in 1976

Table I. Chronological similarities in the musical histories of Japan, Turkey, and Mexico (See Signell,
1976; Yang, 2007; Yoshihara, 2007; Madrid, 2008; Tanrikorur, 2011; Gokalp, 2015).

This historical connection might be felt in a way that the narratives belong to neighboring

countries, however, they are geographically so far away that even with today’s technology you

need 80 hours around the world with respect to Jules Verne’s adventures.

Modality in the Compositions of Akutagawa, Erkin and Chavez

In an effort to see the different understandings in these similar historical contexts concerning

the usage of modality, we compare selected examples from these distant locations. Our

examples come from the Japanese composer Yasushi Akutagawa (1925-1989), Turkish

composer Ulvi Cemal Erkin (1906-1972), and Mexican composer Carlos Chavez (1899-1978).

The first example is from Japan. Contemporary Japanese composer Akutagawa's first

movement of Triptyque for String Orchestra (1953) shows his preference of modality (Image

D).
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Image 1. Akutagawa, Triptyque for String Orchestra, 1. Allegro, mm. 1-7 (Akutagawa, 1966: 1)

In this example, Akutagawa preferred to use the Dorian mode for the theme of his
composition. This mode is an Ancient Greek mode. But there is a relation between the

traditional Japanese music and the Dorian mode (Image II).
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Image II. Dorian scale (Bennett, 1995: 57)

The Ritsu scale (Image III) of traditional Japanese music has a pentatonic structure and it is
embedded inside the Dorian mode. The beginning of this work makes us hear the Ritsu scale

(C-D-F-G-A) within the Dorian scale (Apel, 1950: 372).
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Image III. Ritsu scale on A and the missing notes of Dorian mode

First, we heard the Dorian mode on A. On the violin solo part, it came on F-sharp and then we
heard it again on A, with a unison usage like the beginning. The themes were the same, and

the unison usages get this work far from ‘the West.’

The second example is from Turkey. Contemporary composer Erkin’s work is named Kdgekge,
with reference to a type of dance music (1943). Erkin in this composition used the traditional

materials of his culture.
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Image IV. Erkin, Ké¢cekce, mm. 1-17 (Violin I Part) (Erkin, 1988: 1-6)

In this work, a structure which has similarity with the Dorian mode is heard. But the scale

used by Erkin corresponds to a traditional makam named Karcigar.

Image V. Karcigar scale (Arel, 1968: 23)

This traditional scale transforms to this one shown in Image VI when we use the temperament

system of Western Classical Music. So, we can take it as ‘a Dorian with an alteration.’
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Image VI. Karcigar scale on the temperament system

Also, there is the Mixolydian mode in the forthcoming measures of this work among a variety
of scales. This usage of modality corresponds to the makam Rast (Karadeniz, 2013: 85) in

traditional Turkish music.

Image VII. Erkin, Ké¢ekce, mm. 93-103 (Oboe I Part) (Erkin, 1988: 25-28)

Image VIII. Mixolydian scale (Bennett, 1995: 57)

The last example is from Mexico: Sinfonia India (1935) of Chavez. Chavez, a contemporary
composer of Mexico is evaluated a Nationalist composer by some and an Avant-garde

composer by some others (Madrid, 2008: 49-81).
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Image IX. Chavez, Symphony No. 2, “Sinfonia India”, mm. 120-143 (Chavez, 1950: 24-26)

In his work we come across pentatonic (Apel, 1950: 563) - Major Pentatonic - and Phrygian

structures. These structures can be heard in two different parts of the composition.
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Image X. Major Pentatonic scale on E-flat
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Image XI. Phrygian scale (Bennett, 1995: 57)
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The Major Pentatonic scale is observable between the 120% and 143rd measures. In another

section of this work we can hear the Phrygian mode.
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Image XII. Chavez, Symphony No. 2, “Sinfonia India”, mm. 176-197 (Chéavez, 1950: 31-34)

The Phrygian mode in this section is clear but it has a traditional connection which might not
be that clear. Chavez borrowed this theme from the ‘Deer Dance’ of the Yaqui, an indigenous

people from Western Mexico (Garcia Morillo, 1960: 92-93).
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The phonograph recording (Global Village Music, 2008) of this dance shows the similarity of
the themes. We want to pay attention especially to the drum beats. The melodic structure in
the phonograph recording (Cs-Bs-A4) does not correspond to the Phrygian on its own,
however the whole scale is constituted by adding the two drum beats, whose pitch is on E. It is
striking to see that Chavez adapted the theme even to the level of bass drum beats. The E pitch

of the bass drum in the 1934 measure creates the Phrygian mode scale on E.
Conclusion

Due to the time limits of our presentation, we could only focus on one example from each
composer; nevertheless, we can refer to the usage of modality as a common practice of these
three composers. What is common in these modal preferences is the connection with the
music traditions of the countries they are based in. This common motivation differs from the

European motivation in modality usage related to exoticism.

Due to the modernization processes of these countries, we can relate these usages to
Nationalist and Avant-garde understandings rather than the Impressionist understanding in
Europe. It should also be mentioned that these usages of modality were not directly imported
from Europe as a form of cultural McDonaldization (Pieterse, 2009: 3-28) despite the
chronological encounter. We can thus name these compositions as ‘non-Western’ Western
music and relate the ‘re-introduction’ of modality in classical music in the 20t century to a

musical globalization.
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GLOBALIZATION - THE HANDPAN LESSON

Abstract
The handpan was invented less than 20 years ago, namely in the year 2000. It was at first
known as Hang, the generic term for the instrument - no matter who built it - now is
handpan. Meanwhile the handpan has spread over all five continents. Handpan music - and in
its wake music played on more affordable steel tongue instruments - has arguably become a
genre of its own with festivals, workshops, and a firm place in the busking scene. The paper
sketches how this development came about. It argues that the instrument was global right

from its beginning and that it touches people strongly for various motives.

"Today globalization is in full swing. New instruments have appeared, and others are sure to
follow. New points of view become possible, older ones silently disappear. However, let us
hope that the world of making music together shall not fade away, and that human society is
not drowned out by industrial, electronic music, or even silenced by the cry of war." Rohner,

2016
Keywords: handpan, hang, PANArt, steel tongue drum
* %k ¥

Introduction: A Rare Success Story

The handpan has conquered the musical world within less than 20 years. Its success story is
unprecedented. Never in the history of musical instruments has an instrument spread so far
so fast. Handpans are even built on all five continents now. The paper sketches the history of
the instrument and its little brother’, the steel tongue drum, and tries to give reasons for its
popularity. The global success seems in part to be based on the fact that the handpan was an
international instrument right from the start. Before I go into more detail on the reasons for

the instrument’s success, it should at first be clear what a handpan is.
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The Instrument - What Are We Talking About?

Handpan is a term for a group of musical instruments resulting from a worldwide interest in
the Hang, a specific instrument, invented by the company PanArt Hangbau AG in the year
2000. According to the Hornbostel-Sachs classification the Hang and also the handpan should
be subsumed under 111.24, which makes them percussion vessels just like gongs and bells
(von Hornbostel and Sachs, 1914, 564). It should be noted that the terms Hang or handpan are

not mentioned in the original classification expicitly, since this dates from 1914.

The Hang consists of two deep drawn and nitrided metal half shells which are glued together.
The upper side is called the Ding side: It has a centre tone field, surrounded by a circle of at
least seven tone fields on the upper side. The bottom side is called the Gu side: It has an
opening (plus possibly more tone fields) at the bottom. The Hang is usually played in the lap

and can also be mounted on a stand.

Photo 1: George Townsend from Berlin plays his handpan on a stand he built himself, sitting on a
bench on the shore of Tegeler See in Berlin. Photo: George Townsend
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The term handpan first appeared online in the autumn of 2007 on the website of American
steelpan producer Pantheon Steel. The term was invented by the man who founded Pantheon
Steel in 2004, Kyle Cox (his company at first made steel pans, just like PanArt). The term
handpan was at first used to describe Pantheon Steel’s own development, which they could
not have called Hang, because Hang was a registered trade mark. From the Pantheon Steel
website the term found its way into an internet platform for musicians, handpan.org, and

through this reached wide circulation.
Among the first instruments subsumed under this name were:

e (aisa by Kaisos Steel Drums (Germany, 2007)
e Bells by Bellart (Spain, 2009)

e Halo by Pantheon Steel (USA, 2009)

e Spacedrum by Metal Sounds (France, 2009)

Alternative names fort he handpan are

e Pantam, which originally was the alternative name for Hang in Israel - the term is still
in use.

e Hang drum, which is problematic, since it contains the term to be avoided (Hang) and
the term drum which many handpan makers and players regard as an insult in

connection with their instrument.

The handpan has a little brother, which would never have come into existence without the
handpan being there first: the steel tongue drum. It looks similar, but instead of hammered
notes/tone fields it has seven to ten tongues cut into the top. It does not necessarily have a

hole at the bottom and is often played with mallets.
The Situation Today

There are more than 100 instrument makers. In Berlin there are four alone: Pan Chameleon,

Innersound, Pandakini, and Opsilon. There are at least 10 more in Germany.

There seem to be only two in Africa, and only one in Australia. A good overview can be found

on handpan-portal.de, including discussion of bad makers.
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There are various festivals. Between writing this paper and presenting it in Trabzon, there

were these:

Steel Mountain Handpan Gathering,
Colorado, USA (August 23 - 26)

Handpan and Global Music Festival,

Bergamo, Italy (August 31 - September 2)

Women's Handpan Gathering,

Dorset, UK (August 31 - September 3)

Hangout UK,
Dockenfield, Surrey, UK (September 7 - 10) (for the 12th time!)

Singading,

60 kilometres from Barcelona, Spain (September 27 - 30)

Pantam Festival,

Israel (October 5 - 7)

Hang Loose Handpan Festival,

Maui, Hawaii, USA (October 18th - 21)

All included workshops.
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Photo 2: Handpan duo Yatao playing at the Berlin Handpan Festival on May 5th, 2017. The festival
was held at Musikbrauerei Prenzlauer Berg, Berlin.Photo: George Townsend

There are various forums. Among these are:

handpan.org (the most important for players, it costs eight euros admission; English)
handpan-portal.de (very informative; German)

paniverse.org (English)

sarazhandpans.com (English)

www.hangblog.org (it contains the history of Hang, including original letters by Rohner and

Schérer, but not the history of the handpan; German and English)
www.hangdrumsandhandpans.com (this includes the Handpans Magazine; English)

www.masterthehandpan.com (English)

To date there is only one manual: Handpan - The Complete Manual by the Italian handpan
player Loris Lombardi, edited by Volonte in Milano, Italy, 2018. Apart from this manual, there
are no books on the handpan.
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Since something should be said about handpan players and [ am not aware of any scientific
studies of the scene, | made a survey among handpan players in the summer of 2018. It
contained questions on the musicians themselves and their personal approach to music as
well as their thoughts on the handpan scene. George Townsend, the initiator of the Handpan
Festival Berlin sent my questionnaire to about 30 players, and nine of these answered; I
managed to find a tenth player in Croatia. The income generated through handpan playing

ranges from 0 (3) to 100 (2) percent. On average the musicians have been playing since 2014.

The survey yielded some interesting facts. The average professional scene is predominantly
male (average estimate: 81 percent; four informants thought: over 90 percent, 1: 50 percent).
The professional handpan player is 31.5 years old (in the estimate of those interviewed). The
average age of those who filled in my questionnaire, however, was 37, which is partly due to
the fact that one player was 81 - she was also the only female, by the way. If the professional
handpan player performs, he plays between two and six instruments on stage. He tends to
have a background in percussion or drums and/or he is a multiinstrumentalist. Of my ten
players nine have a background in drums or percussion and eight had played various
instruments before they started playing the handpan. They are interested and/or trained in

various styles of music. Among the most often listed styles were

e jazz (6),

e various types of electronic music (hiphop, drum and bass, deep house and electro; 6),
e ethno/folk/world music (4),

* pop(4),

e rock (3),and

e classical music (3).

Metal, singer/songwriter, soul, funk, blues and reggae were mentioned once, respectively.
There are no solid figures on how many handpan players there are. My rough estimate is that
there are about 25.000 to 50.000 worldwide. The numbers are growing, since more and more

instruments are being produced and the demand is still high.
The History of the Handpan

Why are we talking about the handpan? The answer is simple: Because it is unusual. Usually

one thinks of an instrument as being
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e developed in one place,
e used in the context of a particular kind of music,

e and slowly spreading to other areas.
Hang and steel tongue drums on the other hand

e have been international from the start
e are used in all kinds of music or are a genre of its own
e have spread all over the world in less than two decades (partly due to the internet; see

section 6 for more reasons).

As aready stated in the second section, handpans are musical instruments in the idiophone
class. They were created by Felix Rohner and Sabine Schirer in Bern, Switzerland (PanArt
Hangbau AG), who originally built steel drums (also called pans). People in Switzerland were
mad about steel drum music at that time, so there was a certain demand for these instruments

to be built in the country.

In 2000 percussionist Reto Weber approached Rohner and Scharer and asked for an inside-
out instrument which had features of the South Indian ghatam (a terracotta pot similar to the
African udu). Note that this also implies: Weber wanted an instrument that could be played by

hand (not mallets).

Rohner and Schéarer had experimented with other instruments like gongs and singing bowls.

So they were intrigued by the idea and started exploring new shapes and sounds.

The instrument they finally came up with, the Hang, also incorporates elements of other
instruments: It can be played like singing bowls or change in pitch similar to talking drums or

tablas, when dampened.

In 2000 the Hang was developed. It was first presented in Port of Spain, Trinidad, the home of
the steel drum, but there it caused no great interest. The Caribbeans prefered the instruments
they knew. In 2001 the Hang was presented at the Musikmesse Frankfurt and there it was

received enthusiastically.

2001-2005 saw the first generation hang. There were up to 45 different sound models, mainly
with ethnomusical scales from Hijaz to Akebono. In 2006 the second generation came out. It

had annealed brass over nitrided steel, the scales were reduced. All of them had a a ding in D3.
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2008 saw the birth of the integral hang. It had one scale only: D3, A3, Bb3, C4, D4, E4, F4, A4.
In 2010 the free integral hang appeared. There was no longer a brass ring around the seam.
Ist most prominent feature was that it was tuned without a tuning device. The focus was on

the impact of the entire sound, not on frequency ratios.

In 2013 PanArt announced they would no longer make Hangs, but a different instrument, the
Gubal. Rohner and Schirer also developed Hang Gudu, Hang Urgu, Hang Bal, Hang Gede, and
various string instruments. Part of why Rohner and Schéarer gave up producing the Hang was
the fact that their customers kept selling them - particularly on online platforms like Ebay -

for much more money than they had originally paid. This offended Rohner and Schérer.
The History of the Steel Tongue Drum

Let us now look at the equally international steel tongue drum which is also sometimes called
a steel tongue instrument by those who feel unhappy about the term drum in the name. Its
most important predecessor was the tambiro. This was developed by Dominican percussionist
Felle Vega, who you can see in the YouTube video "Felle Vega: Portrait of a Percussionist”, in
the beginning of which he plays the instrument almost like a mbira, a thumb piano. He took a

propane tank and cut tongues in the side. It looks a bit like a slitdrum played with the hands.

In February 2007 American Dennis Havlena created a steel tongue drum with tongues in the
top of a 20 pound propane tank. He called it Hank (Hang + tank). I quote from my email
correspondence with him (Havlena, 2018): "At the time [ was infatuated with the
Hang/handpan, but they were virtually unobtainable and very expensive. So my thought was
to cut tongues in a circular pattern to emulate the Hang on the tank's top (not side like
tambiro). | experimented trying to put the low-pitched tongue (corresponding to the Hang's
ding) in the center, but had little luck. But nowadays I see some makers using a central ding

successfully.

[ never thought my idea would take off like it did! I am very glad to have initiated the boom.
Have never made a cent from this, but did get to go to Africa, all expenses paid, to work with

tribal craftsmen showing them how to make hanks."
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Photo 3: The author holding a small steel tongue drum built by Dimitrii Gubarev from Svitlovodsk,
Ukraine, and bought by Ines Korver on location. Gubarev calls his instruments Guda drums. They come
in two sizes: slightly over 30 and slightly over 50 centimetres in diametre. His big instruments are
about as big as handpans and just about fit into the overhead locker of a plane. Photo: Jiirgen
Hirschberger
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Success Factors

There are various factors why people on all five continents are so infatuated with the

handpan. Some are quite obvious:

1. The instrument is very portable (unlike a xylophone or piano, for instance). It can even be
transported in the overhead locker of a plane. This is vital for many players, for instance for
Daniel Waples who travels from event to event with his instrument and hardly ever finds the

time to visit his hometown London.

2. It offers a combination of rhythms and melody, so you can be your own band, which in its

turn is ideal for busking.

3. It looks weird and draws attention to the player.
4. It was and still is hard to get.

Some aspects deserve more attention:

5. The inventors are unusual personalities and hard to contact. A certain mystique surrounds
them. After the initial boom had set in and a lot of people were frantic to get an instrument,
the makers had to be contacted by a letter of application. If you were among the chosen few,
you had to travel to Bern and select the instrument that best resonated with you. Uninvited

guests were not received.

That the inventors created their own terminology adds to the mystique. Among the better

known terms invented by Rohner and Schérer are:

e Ding for the centre top field, a protrusion

e (Gu for the hole in the bottom side

e Hang (Bernese dialect for hand) with its odd, almost Indonesian type plural Hanghang
(in Indonesian this plural would be spelt Hang-Hang or hang-hang)

e Hangruhe for the winter time when they concentrated on new developments.

6. Rohner and Scharer had/have their own philosophy of ethical trade. This and their
behaviour have caused quite a stir. They said: "PanArt does not consider itself to be a business
which wants to grow and maximize profits" (Rohner and Schirer, 2010). Yet, they threatened
to sue those who tried to built similar instruments. They discontinued their repair and
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maintenance service. Only in very special cases were people considered worthy of help, for
instance in the case of particular accidents. They insisted on making deals with their
customers, preventing the latter from selling their instruments. In cases they did want to sell,

they were to approach PanArt before offering the instruments to anyone else.

7. The instrument charms the listeners with its sound. Part of the attraction is that a hand on
metal can sound so soft. Also, as George Townsend pointed out to me, the softer one plays, the
nicer the sound gets. The music is usually as repetitive as electronic music, but downsized and

intimate. So it is ideal for those who want to get away from the noise.

8. The instrument is limited in notes, but rich in overtones. There are usually three tones
tuned into each field of the instrument (the actual note, the octave above, and the fifth above
the octave). Plus you can make other sounds (talking drum effect, singing bowl etc). So it
changes the way people think about music, but not so much that this shift becomes too hard to

grasp. It is enough to make it interesting, not enough to make it incomprehensible.

9. It is easy to coax notes out of the instruments. Four out of ten people interviewed stress
that the handpan is an easy instrument to get started on. You don't have to practice long to
play your first patterns. You can look at your hands while playing, since everybody plays by
heart or intuition. With its limited set of notes there is no right or wrong, or at least you

cannot play outside your scale in your instrument.

10. The player is the composer, since he plays his own tunes. He would not be likely to play
other people's pieces, since everyone has a different scale tuned into his instrument. This
gives the instrumentalist the opportunity to be - or at least feel - more creative. At the same

time music is reduced in complexity, because it is mainly about patterns.

11. Some people ascribe healing qualities to the handpan. There was - and probably still is in
some quarters - a huge debate on chamber pitch, i.e. on whether it should be a = 432 Hertz or
a = 440 Hertz. Some builders are specialized in a = 432 Hertz, because allegedly this is the
frequency of water. Most professional players chose a = 440 Hertz, because otherwise it
would be hard for them to play with other instruments. Rohner and Scharer were pestered by
people who wanted Hangs because of their healing qualities. Five of my ten players talked
about healing qualities, the other half denying them. However, they all agree on that it is a

meditative instrument, which helps the player and/or the audience to relax.
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12. The music draws inspiration from well-established genres like folk, trance and minimal
music, and somehow becomes a genre of its own. It blends in well, and is never obtrusive, so it

is hard to get fed up with it. So it can be combined with all sorts of instruments and genres.

13. There is something tribal about the musicians. This is explicitly mentioned by interviewee
Carol Whitney, the 81 year old lady who actually used to work as an ethnomusicologist when
still professionally active. In my survey almost all musicians talk about an above average
respect for one another, about never saying anything bad on stage about one another etc etc.
So the tribe seems very attractive, perhaps also because it mainly consists of young, white

males. Some people just want to be part of a nice community.
14. Last but not least, there is interaction in social media, which the community uses heavily.

The internet is the the place, where five out of ten of my interviewees saw the handpan for the
first time, the other five saw it in a public place, like a streets or an airport. Nine out of ten
keep up with the community via Internet, mostly by Facebook (6), the forum handpan.org (5),
internet (1), emails (1), social media (1), Instagram (1). Only one does not, he says. | know no
other group of musicians which is so keen on exchanging thoughts with people who play the

same instrument.
The scene is described as learning through:

e YouTube (7)

e autodidactically (6)

o festivals (6)

¢ making videos of other players with their mobile phones (1)

e directlessons via Skype (1)

and inspiration (1).
Concluding Remarks: Truly Global

The handpan is a relatively new instrument, which differs from other instruments in that is
has an international background right from the beginning just as its little brother, the steel
tongue drum. It was first built by two Swiss. Their new instrument, which they called Hang, is
inspired by the Caribbean steel drum and the South Indian ghatam. Various Asian (Gong,

Tabla, singing bowls) and African influences (talking drum) were incorporated. The
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instrument was presented to the world at the international Frankfurter Musikmesse. So it was

international right from the beginning. It has been embraced by people on all continents.

There are various factors which have fuelled its success, among them its sound, weird looks,
portability, its allegedly beneficial health effects, and the fact that there is something like a
worldwide handpan community which is both virtual (Facebook, handpan.org etc) and real

(festivals).

The instrument is neither linked to a particular region, nor to a particular style. It marries
intimacy and coolness, turns the musician into a composer, and may truly be described as

global.
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THE “IMPORTANCE” OF SOUND ARCHIVES FOR ETHNOMUSICOLOGICAL RESEARCH

Abstract
The Phonogrammrechiv in Vienna is the world’s oldest research sound archive, established in
1899; since its beginnings it is multidisciplinary orientated and regional open. The
Phonogrammarchiv has always been both a research institute and an archive cooperating
with the scientific community as well as being open for public interest; therefore, its duties
and responsibilities include the preservation of cultural heritage, innovative research, and the
provision of knowledge. The main working areas are to produce, collect, to index, preserve in
the long term and make accessible audiovisual research documents from various disciplines

and regions - not to forget methodological research and technical development.

In 1999 UNESCO has included the Historical Collections 1899-1955 as “documents of
universal significance” in the World Register of its “Memory of the World” Program. In the
same year, the Phonogrammarchiv started the CD-edition of these recordings; 17 series have

been published so far.

Today, archives are under discussion and suspicion. As Schwartz and Cook (2002) stated,
archives wield power, and they are never neutral, i.e. they are not a utopian space of
comprehensive knowledge. Therefore, remembering (or re-creating) the past through
historical research in archival records is not simple. Nevertheless, the interest in old sound
recordings, either music or speech, is of great interest not only to the researchers but also to
the descendants of those recorded. Today, archives are not anymore passive storehouses, but

active sites.

Using the example of the Phonogrammarchiv the presentation will discuss the (former) ideas
and goals behind the foundation of sound archives in contrast to their role/position today,
including also strategies of access and dissemination. Such thoughts stem from my experience

as editor of the CD series.

Keywords: sound archives, cultural heritage, digitalization, accessibility, archival

responsibility
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Sound archives

The foundation of the Phonogrammarchiv was an innovation at that time and, without doubt,
had an influence on the development of certain disciplines. It was on 27 April 1899, when
Sigmund Exner, a famous physiologist of his time, together with colleagues from the
humanities and sciences, brought forward the motion for founding “a kind of phonographic
archive” (Exner, 1900: 1). It was the invention of sound recording that enabled and
encouraged ethnomusicological and ethnolinguistic research. Traceability in respect of

content and sound (timbre) was now possible, and sources were created for the future.

Some more archives were founded in the following years, i.e. around 1900, e.g. in Berlin, Paris
or St. Petersburg. A real boom started after WWII when portable tape recorders were at hand.
Considering ethnomusicological sound archives, we have to distinguish between national,
regional, city or local archives, between university and academic, thematic and specialized

archives (cf. Edmondson, 2004: 31-35).

Since its beginnings, the Phonogrammarchiv is multidisciplinary orientated and regional
open. It has always been both a research institute and an archive catering to the needs of the
scientific community as well as serving the public interest: it ensures the preservation of
cultural heritage, innovative research, and the provision of knowledge. Thus, the key duties
are to produce, collect, to index, preserve in the long term and make accessible audiovisual
research documents from various disciplines and regions; methodological research and
technical development complement these activities (cf. Phonogrammarchiv: mission

statement).
Archives as storing places

In general, sound archives were established primarily as places to deposit, to study and
compare the recordings. Hans Hinrich Thedens described the archive he is working at by
pointing out that this archive was not in the least founded with the purpose of dissemination
or as a resource for musical practice. Its raison d’étre was to create a corpus of sound
recordings for musical analysis when technical apparatus became available. Only 20 years
later, when the archive became a part of the University of Oslo, and a historian and a musician
started to work instead of the staff of engineers, it began to disseminate archival recordings
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back into local music milieus (Thedens, 2018: 6). Caroline Landau and Janet Topp Fargion
pointed out that during the latter part of the 20t century, the role, responsibilities and
potential of sound archives developed in new directions, with a focus more on the exploitation
and dissemination of archival holdings - influenced by political events such as de-
colonization, human rights and cultural reclamation discourses, and digital revolution.
Increased interest in archival sound recordings and the ethical and moral responsibility to
facilitate access have led to changes in archiving philosophy and access policy (Landau &

Topp Fragion, 2012: 128).
Changes in research methods and consequences for archives

We have observed changes in our discipline - from systematic-comparative and analytical to
human-focused and anthropological perspectives and approaches. The functionality of music,
its role and meaning in society came to the fore. At first criticized rather mutedly but now
with a strong voice, the colonial attitude including hierarchical thinking is a topic disputed in
ethno-musicological discourse. Terms like post-colonialism, de-colonialization, or the global
south and north have triggered discussions, which asked for a more transparent approach and
stand for a social balance in global knowledge production and dissemination. Still, indigenous,
oppressed, colonized or remote communities produce the material that researchers - from
dominant groups - use for their (academic) work and recognition. Within academic
hierarchies, those in power own “knowledge” while those below (only) provide the input (cf.
Bammer & Lépez, 2017: 29). Sound archives actively have to deal with these findings.
Anthony Seeger and Shuba Chaudhuri concluded, “the past 20-30 years [since the beginning
of the digital era] have seen tremendous changes in the context in which audio-visual archives
function. Changes in communication, the end of colonial domination and rapid technological
changes in audio-visual recording and transmission require major changes in the way
archives acquire, preserve and disseminate their recordings.” (Seeger& Chaudhuri, 2004: 71).
Such demands go along with changes in the discipline and the challenges in the digital world,

the internet.
Cultural heritage and archival responsibilities

The Phonogrammarchiv’'s collections are the result of focused research on specific subjects,
and meet the demands of the “Memory of the World” Programme in which the historical
collections have been included in 1999 - the recordings are preserved in the long term, they
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are registered and accessible in the database and the online catalogue. Moreover, the multi-
media publication (Audio-CDs, Data CD comprising commentaries, transcriptions and the
original documentation) of the complete historical collections is under progress. The
publication offers the possibility of a more in-depth discussion readable in the comments and

checkable by the sound recordings and original documentation.

Barbara Kirshenblatt-Gimblett (in Lundberg 2018: 60) stated, “Heritage organizations ensure,
that places and practices in danger of disappearing, because they are no longer occupied or
functioning or valued, will survive.” She points out that attention paid to a cultural
phenomenon creates benefit. The inscription of the historical collections of the
Phonogrammarchiv in the “Memory of the World” Programme follows such thoughts -
UNESCO has included these collections as documents of universal significance. When the
recordings were made no one would have thought about preserving heritage. Only over time,
these sound documents reached that outstanding distinction. The “Memory of the World”-
Programme states that “the world’s documentary heritage belongs to all, should be fully
preserved and protected”, and “should be permanently accessible to all” (UNESCO - Memory
of the World). The Phonogrammarchiv fulfils these requirements not only for its registered

historical collections but for all collections.

Today, archives are under discussion. Joan Schwartz and Terry Cook (2002) stated, archives
wield power, and they are never neutral, which means, they are not a utopian space of
comprehensive knowledge, although a general estimation characterises archives as places of
knowledge production. But what knowledge? Remembering (or re-creating) the past through
historical research in archival records is not simply the retrieval of stored information but the
compilation of past affairs by means of shared cultural understanding (Schwartz & Cook,
2002: 3). Nevertheless, the interest in old sound recordings, either music or speech, is of great
interest not only to the researchers but also to the descendants of those recorded. Archives

are not anymore passive storehouses, but active sites (Schwartz & Cook, 2002: 1).

“The individual document is not just a bearer of historical content, but also a reflection of the
needs and desires of its creator, the purposes for its creation, [and] the audiences viewing the
record, ...” Schwarz’s and Cook’s observation (2002: 3) will serve for an example from our last

CD edition (Lechleitner & Liebl, 2018).
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I'll examine the Crimean Tatar folk song: “Uskiidar‘a gider iken” (‘On the way to Uskiidar’);
performed on the flugelhorn by Simon Perell, 26 years old, musician, from Kertch, Taurida

Governorate, Crimea; Rec. October 7, 1917 (Ph 2812) using Schwarz’s and Cook’s keywords.

Historical content:

Instrumental recordings are rather rare in the collection of Tsarist prisoner-of-war
recordings. However, there are five Crimean-Tatar recordings comprising wedding dances
and songs, played on the flugelhorn by Simon Perell. In the protocol, the performer is referred
to as an “Israelite”; it is rather improbable, though, that he was a Crimean Jew, since his
parents came from PogrebiSce, then in the district of Berdichev, Kiev Governorate, today in
the region of Vinnitsa, Ukraine. It is further stated that the informant was resident in Odessa
until 1914, having travelled in Turkey, Bulgaria, Greece and Egypt (cf. protocol sheet Ph
2809). Without mentioning his name, Lach, in his publication (1918: 9), describes Perell as a
prisoner-of-war of Crimean Tatar origin, a member of the intelligence class and a musician by

profession, praising his musical contributions as particularly valuable and successful.

Simon Perell played the melody of the well-known song “Uskiidar’a gider iken” (on the way to
Uskiindar) on the flugelhorn. This song “has been performed from as early as 1700 (and later
recorded in many versions, many times) as an Armenian, Ottoman, Sephardic Jewish and even
Persian song” (Elefterias-Kostakidis, 2016: 39). The musicologist Robert Lach working on his
project “Songs of Russian prisoners-of-war” probably asked the musician Perell to play typical
Crimean Tatar music - and Perell, amongst other melodies, played this widespread and

popular melody.
The needs and desires of its creator:

Robert Lach himself worked as a “typical” field researcher of his time, “working” with the
performers, writing down as many songs as they sang to him in text and melody for his
comparative research and for his aim to find developments - and thus stages - in cultural
expressions. (cf. Lach & Dirr, 1928: 18). Lach “classified” the songs of various ethnic groups in,
from the most “simple” to the most artistically constructed. The recordings he finally made
just reflected his approach and methodology, thus more or less constituting “the auditory
result of what he studied” (Lechleitner, 2009: 75). He emphasised the importance of
recordings not only to prove his transcriptions but also to compile “the most interesting and

outstanding examples” - in respect of an archive (Lach & Dirr, 1928: 5). Lach also used the
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possibility of making sound recordings for his own purposes: he (or rather any of the
technicians on site) made recordings only in order to assist him with his transcription work.
Lach must have known that the originals had an even better sound quality than the copies
made from the copper negatives (cf. Lechleitner & Liebl, 2018: 2 “Guiding principles”). These
(original) recordings are marked in Lach’s publications with “L” numbers. Lach was no doubt
aware that repeated listening eventually erased the grooves of the wax discs, and thus the
signal faded away. Such recordings could not be used for archival purposes. Therefore, one
can assume that Lach had a concrete plan which recordings he used for transcription
purposes, which he considered proof for - then - unknown musics, and which he assumed to
be valuable items for the archive. Consequently, the recordings made in the prisoner-of-war

camps mirror acoustically only part of Lach’s work.
The purposes for its creation:

Most of this collection, recordings made in Austro-Hungarian prisoner-of-war camps during
WWI, owes its existence to the large-scale project initiated by the Anthropological Society in
Vienna. The project mainly focused on measuring people, comparing the collected data and
thus creating a taxonomy of racial characteristics. In 1916 the Academy decided to support
the project on sound recordings of prisoners of war (mostly from the former Tsarist Empire),
entrusting the musicologist Robert Lach with its implementation. The idea behind was, as
Lach noted, to make recordings for the archive in order to increase the collections with
contents not existing before. In his publication, he only described these recordings as very
well done, complimented the musician, not mentioning his name (Perell) and characterized

these recordings as especially valuable for the archive (Lach 1918: 9).

The audiences viewing the record:

Probably, until now it was unknown that Leo Hajek (at that time assistant at the
Phonogrammarchiv) recorded this version of the song on October 7, 1917 in the prisoner-of-
war camp in Hart (Lower Austria). Besides that statement, [ cannot explain how audiences
view this record. It is a fact, as shown in Adela Peeva’s film “Whose is this song”, that this song
is known and acknowledged by various ethnic groups on the Balkans, sung in their languages
and claiming the origin for their respective communities. Evidently, it evokes different

feelings by any listener, depending on the own cultural background and any knowledge.
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As scholars, we have to stress the extraordinary situation for the performers, characterized by
interpersonal relationships between victor and victim. The examination of these collections
opens new views on the research history, on the ideas and strategies behind, and allows
rethinking all these activities and their consequences. Therefore, the discussions about

records are one of the archives’ duties underlying their importance.

References

Bammer, Nora, Gabriela Lépez. (2017). “How colonial is academia? Knowledge production
and dissemination in ethnomusicology and ethnochoreology” Book of Abstracts: 29-30

(International Council for Traditional Music, 44t World Conference).
Edmondson, Ray. (2004). Audiovisual Archiving: Philosophy and Principles. Paris: UNESCO

Exner, Sigmund. (1900). “Bericht liber die Arbeiten der von der kaiserl. Akademie der
Wissenschaften eingesetzten Commission zur Griindung eines Phonogramm-Archives”
Anzeiger der mathematisch-naturwissenschaftlichen Klasse der kaiserl. Akademie der

Wissenschaften in Wien. 37: 1-6.

Lach, Robert. (1918). “Vorlaufiger Bericht iiber die im Auftrag der kais. Akademie der
Wissenschaften erfolgte Aufnahme der Gesange russischer Kriegsgefangener im August und
Oktober 1917” Sitzungsberichte der philosophisch-historischen Klasse 189/3: 1-63 (= 47.

Mitteilung der Phonogramm-Archivs-Kommission). Wien: Holder.

Lach, Robert. 1928. “Gesdange russischer Kriegsgefangener. III. Band: Kaukasusvdlker. 1.
Abteilung: Georgische Gesdange” Sitzungsberichte der philosophisch-historischen Klasse
204/4: 1-253 (= 55. Mitteilung der Phonogramm-Archivs-Kommission). Wien & Leipzig:
Holder-Pichler-Tempsky.

Landau, Caroline, Janet Topp Fargion. (2012). “We‘re all Archivists Now: Towards a more

Equitable Ethnomusicology” Ethnomusicology Forum 21/2: 125-140.

Lechleitner, Gerda. (2009). “Comparative Musicology as Refelcted in the Historical Collections

of the Vienna Phonogrammarchiv” Muzyka 54/1 (212): 69-77.

112



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari
3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

Lechleitner, Gerda, Christian Liebl. (2018). Recordings from Prisoner-of-War Camps, World
War [, Turk-Tatar recordings (Sound Documents from the Phonogrammarchiv of the Austrian
Academy of Sciences. The Complete Historical Collections 1899-1950; Series 17/4). Vienna.

Verlag der Osterreichischen Akademie der Wissenschaften.

Lundberg, Dan. (2018). Singing Through the Bars. Prison Songs as Identity Markers and as

Cultural Heritage. Stockholm: Svenskt Visarkiv/Statens Musikverk.

Phonogrammarchiv. (2018). Mission Statement.

https://www.oeaw.ac.at/en/phonogrammarchiv/phonogrammarchiv/mission-statement/

(31.01.2019)

Schwartz, Joan M., Terry Cook (2002). “Archives, Records, and Power: The Making of Modern

Memory” Archival Sciences 2: 1-19.

Seeger, Anthony, Shuba Chaudhuri. (2004). Archives for the Future. Global Perspectives on

Audiovisual Archives in the 21st century. Calcutta. Seagull Books.

Thedens, Hans-Hinrich. (2018). “Musings about Accessibility of Archival Recordings of
Traditional Music and Dance” PULS 3: 6-17.

UNESCO - Memory of the World. http://www.unesco.org/new/en/doha/communication-

information/memory-of-the-world/ (31.01.2019)

113



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu

17-20 October 2018 17-20 Ekim 2018

Trabzon, Turkey Trabzon, Tiirkiye
Evrim Hikmet OGUT

Mimar Sinan Giizel Sanatlar Universitesi
evrimhikmet@gmail.com

iSTANBUL’DA SURIYELI SOKAK MUZISYENLIGi

Ozet
Tiirkiye’deki Suriyeli go¢gmenlerin deneyimi gecicilikle kalicilik arasinda salinirken binlerce
Suriyeli miilteci yasamlarin biyiik sehirlerde, zorlu kosullar altinda, gecici, glivencesiz ve
diisiik ticretli islerden kazanmakta. Bu miilteciler arasinda ¢esitli miiziksel ge¢mislere sahip
cok sayida profesyonel miizisyen ve tiim miiziksel becerilerini seferber eden amatdr

miizisyenler de bulunmakta.

Her ne kadar Suriye’de dilencilik gibi goriilmekteyse de sokak miizisyenligi, Istanbul’daki
Suriyeli miizisyenler i¢in az sayidaki is imkani icinde en uygun seceneklerden biri. Dolayisiyla,
Istanbul’'un en merkezi ve kalabalik caddesi olan istiklal Caddesi’nde her giin 20’ye yakin

Suriyeli miizisyeni, farkli gruplar halinde Arap¢a miizik yaparken géormek miimkiin.

Bu miiziksel pratikler, miilteciler ve yerel halk arasindaki iliskilenme icin zengin bir zemin
sunarken, miltecilerin yeteneklerine, bu cografyaya getirdikleri kiiltiirel cesitlilige ve olasi bir
ortak kiiltiirel diinyanin imkanlarina dikkat cekerek, onlara yonelik tektiplestirici ve dislayici

bakis acisina da bir cevap olusturuyor.

Bu sunum, Suriyeli miizisyenlerin istanbul’daki sokak miizisyenligi deneyimini, sosyal aglarin
olusumu, toplumsal cinsiyet, miizik pratiklerinin ardindaki ekonomi-politik iliskiler, secilen
repertuvar, diger gocmen topluluklarla ve yerel topluluklarla iliskilenme ve kamusal alanin

kullanimi gibi ¢esitli acilardan ele almay1 amag¢lamaktadir.

Anahtar Kelimeler: sokak miizisyenligi, Suriyeli miizisyenler, miizik ve go¢, miizik piyasasi,

kamusal alanda mizik
SYRIAN STREET MUSICIANSHIP IN ISTANBUL

Abstract
As Syrian refugees’ migration experience in Turkey sways between transience and
permanence, thousands of Syrian refugees earn their living with temporary, unsecured, low-
paid, precarious jobs in big cities. Among them there are a large number of professional
musicians from various musical backgrounds. Besides professional ones many amateur

musicians mobilize their musical abilities to move on in the difficult life conditions.
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Even though it is frowned upon in Syria street musicianship is one of the most suitable
options -among very few- for all these refugee musicians. Therefore, the most crowded street
of Istanbul in the heart of the city, Istiklal Street, hosts almost 20 Syrian musicians everyday

who plays Arabic music as separate but flexible bands.

These musical practices provide a fertile ground for an interaction between the refugees and
the locals. By drawing attention to the refugees’ talents, the diversity they bring to this
geography, and the possibilities of a common cultural world these practices give a response to

homogenizing and exclusionary perspectives.

This paper deals with the various aspects the street musicianship experiences of Syrian
refugees in Istanbul including the creation of networks, political economy beyond the
practices, gender relations, chosen repertoire, the interrelations with the other migrants,

tourists and the local habitants of the city and the use of public sphere.

Keywords: street musicianship, Syrian musicians, music and migration, music market, music

in public space

* %k %
Giris

Giincel resmi rakamlara gére bugiin Istanbul’da yasayan yaklasik 560 bin! Suriyeli gocmen
bugiin biiyiik dl¢ciide kentin kalici sakinlerine déniismiis durumdadir. istanbul’da ikametleri
genel olarak kentin ¢eper semtlerinde yogunlasan Suriyeli go¢menler, Tiirkiye'nin goc
politikalar1 geregince uluslararasi bir statii olan miiltecilik hakkindan mahrumdurlar.
Tiirkiye’de ¢ok byiik bir kismi “gecici koruma” statiistine sahip olan Suriyeli gé¢gmenlerin
emek piyasasi icinde istihdami cogunlukla giivencesiz bigimde, uzun ¢alisma siireleriyle,
diistik ticretli ve gecici islerle gerceklesmektedir. Bununla birlikte, etnik, dini, kiiltiirel, sinifsal
vb. acidan biiyiik bir cesitliligi iceren “Suriyeli” kimliginin homojen bir topluluga isaret
etmedigini, metin boyunca bu genellemenin bu gercegi goz ardi etmeksizin, biiyiik 6lciide

Arap kokenli sokak miizisyenlerini kastetmek amaciyla kullanildigini belirtmek gerekir.

Sokak miizisyenligi, Suriyeli miizisyenler i¢in, Tiirkiye'de ilk kez deneyimledikleri -ve baska

bir lilkede bu o6lcekte bir 6rnegi bulunmayan- 6zgiin bir deneyime isaret etmektedir. Bu

1 http://www.goc.gov.tr/icerik6 /temporary-protection 915 1024 4748 icerik (erisim tarihi 13 Subat
2018).
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deneyime yakindan bakmak, hem genel olarak go¢men topluluklarin miizikle iligkilerine hem
de miizisyenler o6rnegi lizerinden Suriyeli gocmenlerin deneyimine iliskin bir kavrayis

gelistirmeye imkan tanir.

Suriyeli go¢menler arasinda bir kismi konservatuvar ve miizik egitim fakiiltelerinden mezun
olmak tizere c¢esitli miiziksel ge¢mislere sahip ¢ok sayida profesyonel miizisyen
bulunmaktadir. Suriye’de miizik piyasasiyla farkli diizeylerde iliskilenen bu miizisyenlerin,
Tiirkiye’de, biiyiik olglide enformel sosyal aglar tlizerinden isleyen miizik piyasasiyla
iliskilenmelerinin 6niinde, dil bariyeri ve toplumun geneline hakim olan 6n yargilar basta
olmak iizere cesitli engeller bulunmaktadir. Boylesi bir ortamda, sokak miizisyenligi, Suriyeli

miizisyenler i¢in ka¢inilmaz bir tercih olarak ortaya ¢ikmaktadir.

Sokakta miizik icra etmenin Suriye’de dilencilik gibi gorilmesinin sebepleri arasinda
Suriye’de kamusal alan iizerindeki genel denetim ve Islam cografyasinda eglence miizigi
yapmaya yonelik genel 6n yargilar (Faruki, 1885) sayilabilir. Ancak miizik piyasasina
erisimdeki giicliik alternatif bir piyasa ihtiyacin1 ortaya ¢cikarmakta, bu sebeple, kiiltiirel 6n
yargilara ragmen sokak miizisyenligi Suriyeli miizisyenler arasinda son derece yaygin bicimde

deneyimlenmektedir.

Istanbul’un en merkezi ve kalabalik caddesi olan Istiklal Caddesi bugiin Suriyeli miizisyenlerin
baslica performans alanidir. Suriyeli miizisyenlerle diizenli goriismeler yapmaya basladigim
2016 yilinin yaz aylarinda, her giin 20’ye yakin Suriyeli miizisyeni, farkli gruplar halinde
Arapca miizik yaparken géormek miimkiindii. Bu sayimin son iki yil icinde alternatif miizik
yapma imkanlariyla birlikte bir miktar diistiigiinii, ayrica kis aylarinda sayinin dogal bir diists
gosterdigini belirtmek gerekir. Sokak, gogmen miizisyenler agisindan acik bir Pazar gibi is
gorir. Bazi topluluklar zaman icinde repertuvarlarini ve liyelerini sabitleyerek kendilerine bir
isim almiglar ve sosyal medya hesaplar1 aracilifiyla videolarini yayinlayarak goriintirliik
kazanmislardir. Ayrica sokak, gogmen miizisyenlerin, 6zellikle Arapca konusulan tlkelerden
gelen turistlere hizmet veren restoran ve turist tekneleri gibi eglence mekanlarina miizik
organizasyonlar1 yapan aracilar, miizik etkinliklerini gocliin en dikkat c¢ekici kiiltiirel
gostergesi olarak degerlendiren Sivil Toplum Kurulusu (STK) calisanlari, haberciler ve

arastirmacilar tarafindan goriilmesini saglar.
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Suriyeli miizisyenlerin sokak miizigi pratiklerini birden fazla agidan ele almak ve farkli teorik
cercevelerde tartismak miimkiindiir. Kendi ¢alismalarimda 6zellikle kamusal alanin kullanimi
ve gocmenlerin failligi agsisindan tartistigim bu etkinligi, bu sunumda genel hatlariyla ve

cesitli boyutlarina dikkat cekerek betimlemekle yetinecegim.

iki yil1 agkin alan arastirmam boyunca gériistiigiim Suriyeli miizisyenlerin énemli bir bsliimii,
sokak miizisyenligine iliskin ©6n yargilarindan ve sokakta uzun saatler c¢almanin
zorluklarindan s6z ederek baska bir kalici is bulur bulmaz sokakta ¢almay1 birakacaklarin
ifade ettiler ya da bunu gerceklestirdiler. Diger yandan, sokakta ¢calma deneyiminin 6zellikle
gen¢ miizisyenlerce olumlu ve giliclendirici bir deneyim olarak tanimlandigina siklikla tanik
oldum. Ozellikle Avrupa’ya gitme arzusu duyan genc¢ miizisyenler, Tiirkiye’de sokakta ¢alarak
gecimlerini  saglayabildiklerini gordiiklerinden, bu pratigi gidecekleri yerde de
sturdurebileceklerine dair bir inan¢ duyduklarini ifade ettiler. Diger bir deyisle, sokak
miizisyenligi deneyimi, gen¢ Suriyeli miizisyenlerin, kendilerini “diinya vatandasi” olarak
tanimlamalarina ve diger topluluk tyelerine oranla yer degistirmeye daha acik gérmelerine
araci olmaktadir. Ancak Avrupa’da sokak miizisyenliginin olduk¢a siki denetim siireclerine
tabi oldugu hatirlanacak olursa, bu etkinligin Avrupa’ya gecen Suriyeli miizisyenler icin ayni

boyutlarda gerceklestirildigi sdylenemez.

Istanbul’da Suriyeli miizisyenlerin sokaktaki miizik icrasi1 Taksim Meydani ve onun uzantisi
olan Istiklal Caddesi’'nde gerceklesmektedir. Taksim Meydani, bugiin, kent sakinlerinin
hafizasinda tasidig: kiiltiirel ve politik degerini kaybetmis, ticarilesmis ve turistik bir hal
almis, yani Sennett'ci bir deyisle ¢okmis bir kamusalligin temsiline déniismiis durumdadir
(2011). Bununla birlikte Taksim Meydani ve cevresinin hala farkl sosyal kesimlerden yerliler,
gocmenler ve turistler icin bir karsilasma mekani oldugu muhakkaktir. Burada gergeklesen
karsilasmanin her zaman olumlu ve gé¢menlere yonelik 6n yargilar kiran bir etki yarattigini
soylemek dogru olmaz. Yine de miizisyenlerin bu kamusal mekani biiyiik bir 6zgiiven icinde
kullanmakta olmalari, her seyden 6nce, onlarin kamusal alanin aktoérleri oldugu gergegini
acikca vurgulamaktadir. G6¢gmen miizisyenler kamusal mekanda gerceklesen bu karsilasmay:
kendileri acisindan hem giivenli hem de kazanch hale getirebilmek icin bazi stratejiler

gelistirmektedirler.

Bunlardan en oOnemlisi repertuvar secimidir. Suriyeli miizisyenler, kendi kisisel miizik

gecmisleri ya da tercihleri ne yonde olursa olsun sokakta belli ve olduk¢a dar bir repertuvari
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seslendirmektedir. Genis bir Arap cografyasindan, hemen hepsi olduk¢a iyi bilinen
parcalardan olusan bu karma repertuvar, genellikle, parcalarin kisaltilarak birbirlerine
eklendigi potpuriler seklinde calinmaktadir. Onemli bir kismi zaten yiiksek tempolu olan
parcalar,? zaman zaman bu potpurilerin geregi olarak daha yiiksek tempoda ve/veya usulleri
birbirlerine uyumlu hale getirilerek seslendirilir. Bu repertuvar icinde o6zellikle Tirkiyeli
dinleyicilerin ilgisini ¢ekecegi diistiniilen ve 1970’li yillarda yapilmis aranjmanlar aracilifiyla
Tiirkiye’de de taninmis Feyruz sarkilar1 da yer almaktadir. Suriyelisokak miizisyenlerinin
dinleyici Kkitlesi yillar icinde ve donemsel olarak degisiklik gostermektedir. Fakat yine de
repertuvarin 6nemli bir béliimiinii Arapc¢a konusulan tlkelerden gelen turistlere seslenen
Arapca sarkilar olusturmaktadir. Sokak miizigi repertuvarinin Arapca sarkilardan olusmasi
ozellikle Suriyeli Kirt mizisyenlerin siklikla dile getirdigi bir konudur. Zira, Suriyeli
toplumumun c¢ok kiiltiirld, ¢ok dilli ve etnili yapisina ragmen hem turistlerin ilgisini ¢ceken
hem de Tirkiyeli dinleyici a¢isindan makbul kabul edilen dilin Arapca oldugu

diistintilmektedir.

Sokakta gercgeklesen miizik pratiklerinde calgl secimi ¢ok cesitli parametrelere bagh olarak
degiskenlik gostermektedir. Ud gibi baz1 ¢algilarin sokakta ve daha yiiksek voliimlii ¢algilarla
birlikte calinmasi belli zorluklar1 beraberinde getirmektedir. Miizik gruplar1 6nceki yillarda
daha kalabalik ve esnek bir goriiniim ortaya koymakla birlikte, bugiin bazi topluluklarin
kiigildiigi ve siirekli hale geldigi goriilmektedir. Bu topluluklarda c¢alan bazi miizisyenler
anavatanda amator olarak mizikle ugrasmis ancak Tiirkiye’de verili kosullar altinda
miizisyenligi baslica meslek olarak benimsemis kisilerdir ki go¢menlerin go¢ ettikleri
cografyada yasamlarini siirdiirebilmek icin sahip olduklar: biitiin kiiltiirel sermayeyi seferber

ettikleri goc literatiirtinde siklikla rastlanan bir gercektir.

Sokak miizisyenlerinin kimliginden s6z ederken, bu etkinligin tam anlamiyla cinsiyetlenmis
bir etkinlik oldugunu belirtmek gerekir. Kadin miizisyenlerin sayica az olmalarinin yani sira,
daha ziyade miizik egitim etkinliklerine yogunlastiklar1 sdylenebilir. Bunun disinda, Suriyeli
gdocmen kadinlarin Istanbul’daki giincel miizik pratikleri daha ziyade topluluk ici ve amator
miizik etkinliklerinde vokal icracilik ve koro iiyeligi olarak gerceklesmektedir. Bununla

birlikte, uzun streli alan calismamin verileri dogrultusunda, amatér kabul edilebilecek

2 Bu genel kurali bozan en 6nemli 6érnegin, 1930’larda bestelenen ve uzun siire Filistin miicadelesinin
sembolii olarak tiim Arap cografyasinda kabul gordiikten sonra son yillarda Suriyeli muhalifler
acisindan sembolik bir anlam ytiklenen Mavtini (Vatanim) sarkisi oldugu soylenebilir.
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miiziksel etkinlikler icinde dahi kadinlarin daha aktif bir rol iistlendikleri dikkat cekmektedir.
Bu tespit, goc¢ stlirecinin toplumsal cinsiyet rolleri basta olmak tlizere verili toplumsal yapilari

dontistirme kapasitesi (Akis, 2012: 387) ile ortiismektedir.

Suriyeli sokak miizisyenleri arasinda kadin icracilarin bulunmamasina ragmen, sokakta miizik
icras1 gerceklestiren Iranli miizisyenler arasinda az sayida da olsa kadin icraciya
rastlanmaktadir. Taksim Meydam ve Iistiklal Caddesinde icra gerceklestiren gocmen
miizisyenler arasinda Iranli miizisyenler 6nemli bir yer tutmaktadir. Ancak yapilan
gorismelerde bu iki topluluk arasinda -STK'lar tarafindan gergeklestirilen gécmen
etkinliklerinde ayr1 ayr1 gruplar halinde art arda ¢almalar1 disinda- dikkat ¢ekici bir miiziksel

iliskilenme gerceklesmedigi ifade edilmistir.

Suriyeli miizisyenlerin sokak miizigi pratiklerini etkin ve giivenli bir bicimde gerceklestirmek
icin stratejiler gelistirmek durumunda olduklar1 konular arasinda uygun spot secimi -ki bu
konu da Iranli miizisyenler de dahil olmak iizere farkli miizik gruplar: arasinda ¢éziimlenmesi
gereken Onemli bir meseledir-, polis ve zabita memurlarinin miidahaleleri ve esnafin
sikayetleri yer almaktadir. Ayrica miuzisyenler -nadiren de olsa- cevreden gordiikleri olumsuz

tepkiler karsisinda kendi giivenliklerini gozetmek durumundadirlar.

Go¢ baglaminda, miizik pratiklerinin kiiltiirel tiretim baglaminin 6tesinde, bir sosyolojik
mesele olarak ele alinmas1 da gerektigi goriilmektedir. Yukarida sayilan stratejik tercihler,
kamusal alanin kullanimi1 ve kendileri i¢in islerligi olan alternatif bir miizik piyasasinin
kurulmasi acisindan, Suriyeli miizisyenlerin sokak miizigi pratikleri, gogmen topluluklarin
yasadiklar1 temel glgliiklere 151k tutmakla birlikte, bunlar karsisinda aktif ve rasyonel bir

bicimde tutum almakta olduklarini ortaya koymaktadir.
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CHALLENGES OF SAFEGUARDING OF INTANGIBLE CULTURAL HERITAGE:
NOMINATION FILE "KOLO, TRADITIONAL FOLK DANCE"
Abstract
Implementation of UNESCO’s “Convention on the Preservation of Intangible Cultural Heritage”
has been in use for ten years (since 2008). Since the preparation of nomination files and
application forms by the “State parties” directly depends on concrete, very diverse cultural,
social and, at the first place, political circumstances, it is clear that the experts, who are
primarily engaged in this work, face different challenges. Along with providing archival
material for identifying dance/musical genre as an “element” of intangible cultural heritage,
experts face various theoretical and practical challenges in defining it clearly enough to be
understandable globally, vindicating its geographical and historical ties with the nominating
state and demonstrating its continuous vitality in local communities. As scholars on the one
hand and activists in applied work in the other, experts are mediators between bearers of the
“element” and the state administration at the national and global level. In this sense various

scholarly as well as ethical aspects of the usage of archival material appears in this process.

The aim of this article is to present work on the nomination file “Kolo, traditional folk dance”
of the Republic of Serbia, which has been included in the UNESCO’s Representative List of
Intangible Cultural Heritage in 2017. Since the authors actively took part in this nomination
process, this application will be presented from the perspective of an active participants -

experts responsible for the content of the application form.
Keywords: intangible cultural heritage, dance, kolo, Serbia, archival material, challenges
* %k ¥

Since its adoption on October 17, 2003 and its ratification by the necessary number of
countries (30) in 2006, UNESCQO’s “Convention for the Safeguarding of the Intangible Cultural

Heritage” (hereinafter referred to as “the Convention”) has been applying for more than ten
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years throughout of the world (UNESCO 2003). In theoretical explanations of this ambitious
idea and global project, the emphasis is placed on performers and bearers of intangible
cultural heritage (ICH) or as defined in the “Convention”, “communities, groups and
individuals” (UNESCO 2003: Articles 1, b). They should not only support a certain, as it is
termed, an “element” of cultural heritage, but also should be the initiators of its nomination.
Although in the basic idea of preserving the ICH the bottom-up application process, that is
from the practitioner to the experts and administration, is therefore favored, the
implementation process almost regularly implies a reverse order of procedures, in which
communities as a rule, are engaged only in the final stage of the development of the

nomination document.

Writing application forms and preparing nomination files, paradoxically, coordinate States
Parties that have adopted the “Convention” (UNESCO 2003: Articles 2, 4). This automatically
implies the engagement of a specific administrative apparatus through the functioning, as
formulated, of “one or more competent bodies” (UNESCO 2003: Article 13, b). However, the
category of competent bodies in the “Convention” was not precisely defined, which means
that it was left to States Parties, in accordance with the specifics of local circumstances, to
determine the number, the ways of functioning and the hierarchy of relations within the
existing or newly established institutions, which are considered to be competent. In practice,
the process is carried out most often through the Ministries of Culture, within which separate
administrative bodies have been established. Those administrative bodies have taken over all

the tasks of implementing the “Convention” within their state territories.

Despite certain potential benefits, which bring a hierarchical high position in the chain of
safeguarding of intangible heritage at the national level, these administrative bodies usually
do not have sufficient knowledge about specific local practices, nor direct communication
with “communities, groups and individuals” as their bearers. This is why, subsequently,
researchers and scholars considered as experts are engaged. The institutions where they
work are also considered as competent bodies. Thus, chain of making a nomination document
at the national level formally implies a fourfold model: the state party - administrative bodies
- competent bodies - bearers. Within the framework of this official position, another
backbone is established, this time three-point, consisting of: state administrators, researchers
and practitioners. In these complex relationships and processes that directly depend on

concrete, very diverse cultural, social and, firstly, political circumstances, researchers are not
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only mediators between the state and the practitioners, but also the most important actors in
definition and explanation of the purpose of the processes of safeguarding. In the position of
multiple balancing between the ideological orientations of the current cultural strategy of the
state that hired them, then the achievements, theoretical interpretations and perspectives of
the profession within which they work, and, finally, the need and views of the bearers of the
practice, it is clear that researchers have a central position in all processes, and that in those
complex and unpredictable situation they constantly face different challenges (more in Zebec,

2013b; 2015: 245; Laji¢ Mihajlovi¢, 2015).

In the processes of preserving the intangible cultural heritage in the area of Southeastern
Europe Croatia has the greatest experience considering the fact that sixteen elements of
traditional heritage were successfully nominated since 2009. The Former Yugoslav Republic

of Macedonia follows with three accepted nominations (https://ich.unesco.org/en/lists).

Subsequently, theoretical, applicative and ethical implications of identifying and preserving
ICH have already developed a fruitful and critical debate among Croatian and Macedonian
colleagues (for example: Ceribasi¢, 2008: 122; Zebec, 2012: 163; 2013 a and b; Opetcheska
Tatarchevska, 2012: 165-176; 2015: 325-329; Stojkova Serafimovska, Wilson and Opetcheska
Tatarchevska, 2016: 2-24).

In Serbia, however, the processes of implementation of the “Convention” were significantly
slower, and so far only just three elements of ICH are successfully nominated. Those are -
“Slava - celebration of the family patron saint” (2015), and “Kolo, traditional folk dance”

(2017) and “Singing to the accompaniment of the Gusle” (2018).

Although in both domestic and worldwide scholarly production have appeared a series of
texts dedicated to different aspects of ICH in recent years, direct experiences of the
participants in the development of the nomination document have not been discussed so far.
The aim of this presentation is, therefore, to present the perspective of an active participants,
that is researchers who were engaged as official representatives of the competent bodies
(Selena of Department of ethnomusicology, Faculty of music in Belgrade and Zdravko of
Centre for Research and Preservation of Traditional Dances of Serbia, CIOTIS?) responsible for

the content of nomination file “Kolo, traditional folk dance”. The researcher position will be

1 CIOTIS is abbreviation for the name of the organisation in Serbian: Centar za istraZivanje i o¢uvanje
tradicionalnih igara Srbije.
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discussed in relation to the scholarly field of study which at the first place enabled our expert
position in the nomination process and in the context of the various social circumstances and

official cultural policy of Republic of Serbia.
Implementation of the “Convention” in Serbia

Since Serbia was not one of the signatories of the “Convention” significant activities started
only in 2010, when the National Assembly ratified this document. This opened up the
possibility of establishing a network of competent bodies lead by the National Committee.
More concrete activities, however, were initiated only in June 2012, when the highest
administrative body was created, which is directly responsible for the implementation
processes of the “Convention” in Serbia. That was the Center for the Intangible cultural
heritage of Serbia, at the Ethnographic Museum in Belgrade. In addition, the Regional
Coordinators Network, which should act at local levels, was formed, identifying the elements

of the ICH with the official aim to promote the activities of practitioners.

As one of the priority tasks of the Center was the establishment of the National Register of the
ICH of Serbia. This database is formed in 2012, when 27 elements were entered at once (more

at http://nkns.rs). A total of 37 elements have been included on this list so far, including eight

musical and two dance forms.?2

In addition to the Ethnographic Museum in Belgrade as the host of the Center for ICH the main
institutions within the framework of ICH processes in Serbia are local museums. Research and
high education institutions as well as NGO organizations are not formally recognized as “legal

entities registered for cultural heritage protection activities” (http://www.kultura.gov.rs).

Therefore, all project initiatives of those “irrelevant” bodies must be officially supported by
museum institution considered as competent. However, it is paradoxical that the rule is that
high education and research institutions are given the status of “competent bodies” in various
official nominating processes of top national importance. In a certain sense, the position
described is unfair, especially to researchers, who are engaged in all ICH activities on the basis

of volunteerism.

2 These are, according to the list and official names of the registration: “Singing to the accompaniment
of the Gusle”, “Groktalica”, "Singing iz vika”, “Kolo in three, kolo in six”, “Rumenka”, "Playing on the
bag-pipes” , “Playing on the kaval”, “Ojkaca” and “Vranje city song” (http://nkns.rs/cyr/elementi-

nkns).
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General terminological polyvalences: The case study of vocabulary of ICH in Serbian

Although the umbrella terms relating to the safeguarding of the ICH were set back in 2002, in
the so-called Glossary made by the Scandinavian researchers (Glossary 2002, according to
Zebec, 2012: 162), work on the “Convention” and its application caused the extension of the
basic vocabulary, its further development and the establishment of the so-called meta-
language of the “Convention”. With constant dilemmas, different interpretations and
inevitable multiple meanings of particular terms, this "meta-language” is continuously applied
and developed, and it is inevitably used by all participants in discursive practice of the ICH all
over the globe (Zebec, 2012: 162). At the same time, however, it is very often in colision with

local vocabularies of domestic languages.

Such is the case with Serbian language where the uniformed ICH terminology has not been
established so far. Although in the official documents the terms of “safeguarding” and
“sustainability” were accepted as formal, in scholarly and professional texts as well as in the
public space there are inconsistent use of these expressions and their identification with the
term “protection” (more in Gavrilovic and Djordjevi¢, 2016: 989-1004). This latter term
connotes a number of problematic aspects related to authorship and property relations, as
well as so-called artification processes, which has already been discussed in anthropological
literature (for example, Kirshenblatt- Gimblett, 2004: 62; Bendix, 2009: 254; CeribaSi¢, 2009:
122). With the concept of “protection” the issues of “heritization” of cultural forms considered
as “exclusive” and more valuable than others are also included (Kirshenblatt- Gimblett, 2004:
62), which is the reason why this term should be critically discussed.? On the other side, the
notion of “sustainability” implies emphasizing the aspects of the processability and continuity
of a particular cultural practice, therefore, its survival in the future, hence it will be preferred
to use in this text along with the word “safeguarding”. Explaining its adequacy, Croatian
ethnochoreologist Tvrtko Zebec wrote that the purpose of safeguarding of certain cultural
practices “is primarily in its public emphasis, of course with the endeavor not to protect it as a
material or cultural good, but to the community or individual practicing a certain skill, art or

social practice, which allow unimpeded further transmission (...)” (Zebec, 2013a: 324).

3 An anthropologist Barbara Kirsenblatt Gimblet (Kirshenblatt Gimblet, 2004: 56) pointed out at a kind
of terminological paradox that occurs when using the notions of “protecting” and/or “preserving” vital
cultural practices: if they are vital, why it is necessary to guard them / protect them?
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Another term that is problematic, which occurs in various ICH documents in Serbia is the term
patrimony (Serbian: bastina). In the texts written in the Serbian language, this term prevails
over the expression of heritage. Without the intention to consider the meaningful delicacies of
these two terms, which have already been extensively discussed in Serbian and Croatian
(more in Gavrilovi¢, 2010: 41-53; Popadi¢, 2014: 32-44),* they are most frequently used in the
Serbian language in parallel. In this text, we will use the term which is established in all

official documents in English, that is heritage.

Adoption of new concepts and their application, as well as the discussion of current
terminology in English and domestic languages, are the first professional tasks of each
researcher engaged in nomination processes (Laji¢ Mihajlovi¢, 2015). In that sense, for me
and Zdravko it was necessary to enter a completely new research area in which general
terminological dilemmas represented only an initial difficulty, so that immediately afterwards

there appeared a number of other terminological, theoretical and practical challenges.

Working on a nomination file “Kolo, traditional folk dance”: Terminological
interpretations of the term

Work on the nomination file dedicated to the dance phenomenon, which is named kolo, began
in December 2013 at the invitation of our late professor, ethnochoreologist Dr. Olivera Vasic
(1946-2015), who was a member of the National Committee. This initiative, as already
indicated, was addressed "from above", therefore, from the highest instance of the
hierarchical chain of safeguarding of the ICH in Serbia. Due to poor health condition of
Professor Vasic, during this period, this nomination file was not completed in an adequate
way, in the formal sense. Two years later, at the end of 2015, the National Committee decided

to repeat this nomination, and we were invited to continue cooperation.

The one of the first conrete problems we as scholars faced with was the necessity of naming
an element with a general expression which is recognized by the barears of the practice. After
several polemical discussions with the administrators of the Center for ICH, it was decided
that the official title of the element in the Serbian language would be “Kolo, tradicionalna
narodna igra“, which in English literally means "Kolo, traditional folk game". Within this title,
we retained a general term “game” used by members of folk dance societies (the so-called

cultural-artistic societies) as the most numerous bearers of the element, since the word

4 The term “bastina” is established as the only term in all official writings about the ICH in Croatian.
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’dance’ in Serbian language signifies dances which are of Western, that means not Serbian
origine. No matter that in scholarly literature those terminological inaccuracies have been
overcome, we had to accept the prevailing terminology of everyday speech and the bow to the

prevailing ideology of strengthening the national, that means ethnic unity of the country.

Along with this compromise, when naming this element, much is also discussed in relation to
the terms “traditional” and “folk”. Although the concept of tradition, due to possible multiple
interpretations of its significance, is not used in the official lenguage of the “Convention”
(more in Zebec, 2013a: 222), it was decided to retain this adjective. As scholars, Zdravko and
myself relied on scholarly interpretations of this concept as “relative and relational term”,
which signifies a “permanent selection process” through performance, invention and
creativity (CeribasSi¢, 2009: 131) and in a wide range of meanings establishes undoubted
connections between the past and the present community, actively shaping current cultural

trends (Williams, 1977: 114-115).

Although we want to avoid the term “folk dance”, which has a long tradition in Serbian
scholarly and everyday vocabulary, we had to accept that in regard with the practice of
cultural-artistic and folklore societies, so we considered it as a sintagma signifying vernacular
participatory dances, which presumed rural origin is only secondary in relation to their

collectivity and continuity.

The use of all those terms was a consequence of the administrative necessity and a lot of
compromises, which we, as engaged researchers, had to deal with since that this nomination
file was filled first in the Serbian language, and that particular attention was directed to the
general public of Serbia and prevailing ideological orientations of the leading party. On the
other side, with the full awareness that translation of the nominative form into the English
language, and then the French and other languages, may cause the multiple layers of
misunderstandings and misinterpretations (Zebec, 2013a: 323), it should be emphasized that
this inevitable translational polarization appears as a paradox of persistent attempts to

establish “meta-language” of the “Convention”.
Phenomenological aspects of kolo

In ethnocoreology, it is well known that the kolo is a multifaceted term, which, in addition to

other meanings, is used to signify circular dance formation, but also, which is the case of this
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nomination file, the specific pattern of movements, that is, the specific dance “type”
(Mladenovi¢, 1973: 15). During the work on the nomination, the starting point was also that
this term equally denotes the kinetic and musical dimension, and that in the file, music and
musicians should be included. Let's just mention the fact that one of the most famous and
most often performed melodies of kolo is uZicko kolo, composed by Milija Spasojevic in 1962.
On the other hand, in relation to the kinetic dimension of kolo, when defining the element, we
focused on making it as clear as possible that this nomination relates to a specific pattern of
movements, the type of dance, to which many individual dances belong, such as kukunjes,

moravac, u Sest, Zika’s kolo, uZicko kolo and many others.

Therefore, this nomination does not apply to all dances performed in a circular formation of
chain-linked performers but, as already pointed out, on a dance genre that implies a specific
pattern of leg movements (weight-shifts and movements of the knees) and the metro-
rhythmical profile of its accompaning melody. In filling out the form, first in Serbian and then
in English, the sections of the definition of the element, in phenomenological terms, therefore,

were also problematic. Here is how kolo is defined in the nomination file:

“The kolo is a traditional, collective folk dance performed by dancers interlinked so as to form
a chain, usually moving along a circular line, holding hands, with arms down the body. The
kolo is performed to the accompaniment of music; dancers follow the music by performing
various types of steps. The basic pattern of steps is performed by moving to the right
(counterclockwise), hopping at the same spot, moving to the left (clockwise) and hopping at

the same spot, while constantly lifting the knees slightly.”

Drawing on data from relevant ethnochoreological literature, the first documentation of this
dance genre is related to the territory of Central Serbia. This region can be designated as the
center of development of various musical and kinetic versions of kolo dance type during the
20t century (Vasi¢, 2002: 158). Since the end of the First World War, performance of kolo
expanded in a geographical sense (Mladenovi¢, 1965: 105-111; 1969: 303-312, 1973: 162-
167). Today, the performance of this dance genre is very present not only in Serbia and its
diaspora, but in many countries of former Yugoslavia, especially Bosnia and Herzegovina,

which was emphasized in the nomination with special attention.

The most valuable feature of kolo dance genre as ICH is the quality of its cohesive and
integrative social function. Although cultural-artistic and folklore societies are important
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bearers of the practice of performing kolo, especially with regard to the education and
transmission of various variants of the step patterns, dancing it is spontaneous, intense
activity that often involves a large number or performers, without direct influence of state
authorities and funds. The kolo is performed on almost all private and public gatherings,
family and collective celebrations, where all members of the local community, regardless of
their ethnic, religious and generational affiliation are the bearers of this “element”. Although
the kolo is by the officials considered as one of the most recognizable symbols of the ethnic
and national identity of the Serbs (Rakocevi¢, 2002: 187; Ranisavljevi¢, 2012: 566), we
insisted on its participatory and vernacular character. The cohesive character of dancing gives
participants a sense of belonging and communion, and in that way realizes enormous
potential in promoting respect for mutual diversity. In the nomination file we wanted to point
out the fact that in Serbia kolo is massively performed not only by orthodox Serbians, but also
other ethnic and national groups of different religious beliefs, often at joint local gatherings.
Although performing kolo is a very vital practice, the purpose of its safeguarding as an
element of ICH of Serbia is, therefore, precisely in an attempt for public recognition of the
legitimacy of its performance by all citizens of the country, and to facilitate and encourage its

performance in the future.

Although basically it can be interpreted in accordance with the pro-European ideology of
achieving multicultural dialogue and regional integration, this fact in relation to the current
practice of performing kolo in Serbia is quite compatible and in accordance with the basic
ideas of UNESCO’s “Convention”, and generally indicates the potential significance of the ICH
as an asset that can encourage mutual respect for different local communities and encourage
their further dialogue. That is why in the nomination file we especially emphasized the

vernacular and participatory character of the performance.

A particularly delicate part of the nomination file (tables 3 and 4) is the one in which the
measures of systemic and organized sustainability of kolo are defined. In that sense, it was
noted that the Republic of Serbia should create necessary conditions by establishing legal
frameworks, that is by establishing and continuing support to institutions involved in the
research, safeguarding, promotion and transfer of ICH. The introduction of specific measures
that were implemented before the nomination of the kolo, as well as definition of those that
will be carried out in the future, are nevertheless based on the affirmative emphasis on the

effectiveness of the official system, with a clear awareness that the targeted and purposeful
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implementation of this process in practice is still absent. It is more certain that the collective
awareness of the importance of kolo as a symbol of national identity will be reshaped, in fact,
in the future, which may consequently have various activities related to sustainability of this
element at lower instances, in governmental and non-governmental sector. In other words,
the nomination of kolo, in a certain sense, deviates from the principles prescribed by the
“Convention” (what was said in the introduction), in which it is precisely insisting on the

reverse process, which is directed from practitioners to the state administration.
Consent of communities

Since the nomination process was running from top to bottom, Center for Intangible Cultural
Heritage contacted members and activists from local administrative and cultural institutions,
tourist organizations, nongovernmental sectors, educational institutions, cultural and artistic
societies, as well as a few individuals in order to create the so-called “letters of consent” list.
When establishing this list, it was taken into consideration that bearers of the practice should
be from the wider territory of the Republic of Serbia. They all readily expressed their full
support for the nomination and actively participated in the preparation of letters. In some
sense it can be said that, at a later stage, the criterion of involvement of “communities, groups

and individuals” in the process of making a nomination file was fulfilled.

A few months after the application, the file was officially presented to the public as part of a
project implemented by one of the competent bodies of this nomination, CIOTIS. The project
titled “Kolo and rumenka: Raising awareness about the significance of the elements inscribed
in the register of Intangible Cultural Heritage” was finalized by dance workshops and other
educational activities, which were held in the Ethnographic Museum in Belgrade in December
2016, attended by thirty attendants. CIOTIS continued its activities in 2018 by organizing

dance workshops of kolo in several cities all over Serbia.

Efforts of promoting kolo as the ICH has been also made by other organizations. On November
2018 a Manifestation World day of Serbian kolo has been organized in Novi Sad by the Union
of cultural-artistic societies of Serbia (Savez kulturno-umetnickih drustava Srbije). This event
involved various activities: Open contest in dancing kolo with a few elimination circuits and
joint participatory and presentational performances of this dance in which more than

hundred people took part. In addition, the nomination of kolo was also presented in several
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specialized shows produced by Radio Television Serbia since 2017. No single negative

comment has been recorded regarding this nomination so far.
After the nomination: Retrospective remarks

Ambivalent experiences of working on the nomination “Kolo, traditional folk dance” started a
whole spectrum of further interpretations and reactions in relation to our all dilemmas. It can
be said that our experiences are generally positive, but paraphrasing Croatian
ethnochoreologist Tvrtko Zebec, it can also be added: “Yes, but” (Zebec, 2015: 245). The
activity of researchers, in this case ethnomusicologist/ethnocoreologist is in every sense
unenviable, because the processes of implementation of every form of ICH inevitably trigger
the questions of relationship between scholarly achievements with certain disciplinary field
and, on the other side, cultural policy and current state ideology, which consequently means
processes of “heritization” as an inextricable segment of nationalization (Bendix, 2009: 254).
Researchers need to be fully aware of their position and consequently they have to take full
responsibility for their work. How will this nomination affect the practice of performing kolo,
not only in Serbia but also in the region, will remain the subject of future ethnocoreological /
ethnomusicological research, whereby researchers will remain at the center of the
relationship between the State and the bearer of the practice, as badly visible, but

indispensable and irreplaceable mediators.

References

Bakka, Egil. (2015). “Safeguarding of the intangible cultural heritage (ICH) and the role of the
community” Dance, narratives, heritage, Ed. Elsie Ivancich Dunin: 253-257. Zagreb: ICTM

Study group on ethnochoreology, Institute of ethnology and folklore research.

Bendix, Regina (2009). “Heritage between economy and politics. An assesment from the
perspective of cutlrual anthropology” Intangible heritage, Ed. Laurajane Natsuko Akagawa

Smith: 253-269. London, New York: Routledge.

Ceribasi¢, Naila (2008). “Novi val promicanja nacionalne bastine: UNESCO-va 'Konvencija o

ocuvanju nematerijalne kulturne bastine’ i njezina implementacija” Zbornik radova sa VI

131



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

Medunarodni simpozija ,Muzika u drustvu”, Ed. Jasmina Talam: 122-135. Sarajevo: Muzicka

akademija u Sarajevu i Muzikolosko drustvo FBiH.

Dopuda, Jelena (1969). “Osvrt na neke promjene u narodnim igrama Bosne i Hercegovine”
Hapoodno cmeapaaawmeo. Folklor. rox. VIII. sv. 29-32. bBeorpan: CaBe3 yapyxema

dosksopucra Jyrocnauje, 303-312.

Dopuda, Jelena (1973). “PrenoSenja i uticaji narodnih igara iz drugih podrucja na teritorije

Bosne i Hercegovine”. Bovec: Zbornik XVIII kongresa SUFJ: 162-167.

Gavrilovi¢, Ljiljana (2010). “Nomen est omen: bastina ili naslede - (ne samo) terminoloska

dilema”. Etnoantropoloski problemi, sv. 2 (2010): 41-53.

Gavrilovi¢, Ljiljana and Ivan Dordevi¢ (2016). “Sjenic¢ki sir kao nematerijalno kulturno

naslede: antropoloski pristup problemu”. Etnoantropoloski problemi, sv. 4 (2016): 989-1004.

Kirshenblatt-Gimblett, Barbara (2004). “Intangible heritage as metacultural production”.
Museum. Vol. 56, no 1-2: 52-65.

Kunej, Rebeka (2015). “RZD-01-13-0003-03: The tangible form of intangible dance cultural
heritage” Dance, narratives, heritage, Ed. Elsie Ivancich Dunin: 315-319. Zagreb: ICTM Study

group on ethnochoreology, Institute of ethnology and folklore research.

Lajic Mihajlovi¢, Danka (2015). “Saviours or traitors? The ambivalent position of
ethnomusicologists in implementing UNESCO Convention for the Safeguarding of ICH in
Serbia”, 12t Congress of the International Society for Ethnology and Folklore (SIEF), Utopias,
Realities, Heritages. Ethnographies for the 21st century; Panel The program of intangible
cultural heritage, a market niche for ethnographers or a symptom of their infirmity in the early

21st century?, Zagreb.

Mladenovi¢, Olivera (1965). “Razvitak moravca za poslednje dve decenije” XII Kongres saveza

udruZenja folklorista Jugoslavije (SUF]). Celje: UdruZenje folklorista Slovenije, 105-111.

MaapenoBuh, OnuBepa (1973). Koo y JysucHux Caosena. Beorpajg: ETHorpadckd MHCTUTYT

Cpricke akaZieMuje HayKa U YMeTHOCTH, MoceOHa U3/jama, Kibura 14.

Opetcheska Tatarchevska, Ivona (2012). “Makedonski model ocuvanja nematerijalne

kulturalne bastine” Zbornik radova sa VII Medunarodni simpozija ,Muzika u drustvu”, Eds.

132



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

Talam, Jasmina, Fatima Hadzi¢ i Refik Hodzi¢: 165-175. Sarajevo: Muzicka akademija u

Sarajevu i Muzikolosko drustvo FBiH.

Opetceska Tatarcevska, Ivona (2015). “Rexontextualiyation of traditional dance culture in
Macedonia” Dance, narratives, heritage, Ed. Ilvancich Dunin, Elsie: 325-329. Zagreb: ICTM

Study group on ethnochoreology, Institute of ethnology and folklore research.

Popadi¢, Milan (2014). Vreme proslo u vremenu sadasnjem. Uvod u studije bastine. Beograd:

Centar za muzeologiju i heritologiju Filozofskog fakulteta Univerziteta u Beogradu.

Rakocevi¢, Selena (2002). “Problem identifikacije arhetipskih obrazaca u srpskom igrackom
nasledu” Muzika kroz misao, Eds. Ivana Perkovi¢ i Dragana Stojanovi¢-Novici¢: 179-189.

Beograd: Fakultet muzicke umetnosti.

Rakocevi¢, Selena (2004). “Sta je to igra. Etnokoreolo$ki pogled na terminoloska i
konceptualna odredenja pojma” Dani Vlade Milosevica, Ed. Dimitrije Golemovi¢: 96-118. Banja

Luka: Akademija umetnosti and Vedes.

Rakocevi¢, Selena (2011). Igre plesnih struktura. Tradicionalna igra i muzika za igru Srba u
Banatu u svetlu uzajamnih uticaja. Beograd: Fakultet muzicke umetnosti Univerziteta

umetsnosti u Beogradu.

Ranisavljevi¢, Zdravko (2012). “Simbolicko znacenje Zanra kolo u tri u plesnoj praksi Srba®“
Vlado S. MiloSevi¢, etnomuzikolog, kompozitor i pedagog. Tradicija kao inspiracija, Eds. Sonja
Marinkovi¢, Sanda Dodik: 557-570. Banja Luka: Akademija umetnosti & MuzikoloSko drustvo

Republike Srpske.

Stojkova Serafimovska, Velika, Dave Wilson and Ivona Opetceska Tatarcevska (2016).
“Safeguarding intangible cultural heritage in the Republic of Macedonia”. Yearbook for

traditional music 48: 1-24.

Vasi¢, Olivera (2002). “Osnovni igracki obrasci Srbije. Etnokoreoloski dijalekti Srbije Muzika
kroz misao. Zbornik radova cetvrtog godisnjeg skupa nastavnika i saradnika Katedre za
muzikologiju i etnomuzikologiju, Eds. Ivana Perkovi¢-Radak and Dragana Stojanovi¢-Novicic:

157-177. Beograd: Fakultet muzicke umetnosti.

133



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu
17-20 October 2018 17-20 Ekim 2018
Trabzon, Turkey Trabzon, Tiirkiye

Williams, Raymond (1977). Marxisam and literature. Oxford and New York: Oxford university

press.

Zebec, Tvrtko (2012). “Hrvatska iskustva u implementaciji UNESCO-ve konvencije za o¢uvanje
nematerijalne kulturne bastine” Zbornik radova sa VII Medunarodni simpozija ,Muzika u
drustvu”, Eds. Jasmina Talam, Fatima HadZi¢ and Refik Hodzi¢: 160-164. Sarajevo: Muzicka

akademija u Sarajevu i Muzikolosko drustvo FbiH.

Zebec, Tvrtko (2013a). “Etnolog u svetu bastine: hrvatska nematerijalna kultura u dvadeset i
prvom stolje¢u” Proizvodnja bastine. Kriticke studije o nematerijalnoj kulturi, Eds. Marijana
HamersSak, Iva PleSe and Ana-Marija VukuSi¢: 313-333. Zagreb: Institut za etnologiju i

folkloristiku.

Zebec, Tvrtko (2013b).“UNESCO Saints” Medunarodni skup Putevima europske nematerijalne
bastine u 21. stoljecu: sveti Martin, simbol dijeljenja. Zagreb / Dugo selo 4.-5. listopada 2013.

Zebec, Tvrtko (2015). “Reinterpreting (national) intangible cultural heritage: How do we
present ourselves? ”. Dance, narratives, heritage, Ed. Elsie Ivancich Dunin: 243-246. Zagreb:

ICTM Study group on ethnochoreology, Institute of ethnology and folklore research.

Internet Sources:

HHTepHeT U3BOpH

http://www.kultura.gov.rs (20.12.2018).

http://nkns.rs (24.12.2018).

http://nkns.rs/cyr/elementi-nkns (24.12.2018).

https://ich.unesco.org/en/lists (24.12.2018).

http://www.nesnovnadediscina.si/en (24.12.2018).

UNESCO, 2003. https://ich.unesco.org/en/convention (24.12.2018).

134



Trabzon University State Conservatory Trabzon Universitesi Devlet Konservatuvari

3rd [nternational Music and Dance Studies Symposium I11. Uluslararasi Miizik ve Dans Arastirmalari Sempozyumu

17-20 October 2018 17-20 Ekim 2018

Trabzon, Turkey Trabzon, Tiirkiye
Jim SAMSON

Royal Holloway, University of London
Jim.Samson@rhul.ac.uk

CROSSING BORDERS MUSICALLY: THE CASE OF GREECE

Abstract
This lecture will reflect on the role of place in historiography and on the relation between the
‘little stories’ of music history and its pedigreed ‘grand narratives’. As a case study it will look
at the relation between Greece and its neighbours. Greece has often been regarded as an oasis
of civilisation in a desert of barbarism, whether ancient Persian, Ottoman-Turkish or East-
European Communist, though, as Michael Herzfeld reminds us, there has been a price to pay
for this: a perception that the modern nation somehow fails to live up to European standards

of statehood and culture that were derived from idealised Greek values in the first place.

The lecture will look at the boundaries between Greece and its neighbours by way of three
stories that travel eastwards. The first looks at the traditional music of Greek-Albanian Epirus,
where a local, pre-modern culture was divided by the politics of the nation state. The second
considers the border between Greece and its northern Communist neighbours during the Cold
War. Here the focus is on art music. A divided politics created and promoted a divided culture,
but the cultural world then worked actively to cross the divide, talking back to the political
monoliths of East and West. The third turns to popular music and specifically to the border
between Greece and Turkey. The status of oriental elements in the popular music of South
East Europe and the implication of this ‘oriental surge’ for identity politics (a common Balkan

music?) will be examined.
Keywords: nations, borders, identities, simulacra
k %k 3k

In his 1924 lecture The Concept of Time Martin Heidegger reminded us that historical
references can only function within discourses, and that our enquiry should therefore start at
the discourse level rather than with the references themselves; we need, in other words, to
understand the nature of the discourse before we ‘do’ history (Heidegger, 1992: 53). With that
in mind it is reasonable to ask just when and where the discourse of music history was
nationalized. Eighteenth-century music historians did not on the whole fragment general
histories into national narratives. But in the 19th(, an idea gained ground among German
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critics and historians in particular that the musical culture of a nation expresses and embodies
its national spirit. A German national canon was institutionalized across that century; and in
several stages: composer biographies, conservatory syllabuses, collected editions, national

histories.

This narrative inevitably marginalized other cultures. But chauvinism is contagious and in due
course comparable national narratives were instituted even in those regions that had been
marginalized, so that they in turn could marginalize others. As new nations were carved out of
empires they were validated by proprietorial cultural histories, even if these were not always
able to smooth over the manufactured quality of the nationhood in question, nor indeed to
resist what we might call ‘the chauvinism within’. What is suppressed in national histories, of
course, are the commonalities arising from shared cultural substrata, from common imperial
legacies, from the lure of modern Europe, and paradoxically from the ideology of nationalism
itself, since so-called national schools actually created a conformant culture, rather than
divergent cultures (plural). The truth is that more often than not culture and nation march out
of step. Nations, after all, are not only political; conversely, cultures are also political. And it is
this non-congruence of cultural and political borders that will interest me today. I will use
Greece as my case study. I will look at three stories about borders, drawn from traditional
music, art music and popular music respectively. The stories will move round the Greek

border from west to east

My first story concerns the traditional polyphonic music of Greco-Albanian Epirus, and indeed
[ will use Epirus as a starting point for each of my three stories. A recording made some years
ago in a domestic setting in Permeti, Albania, will introduce this music, labelled by UNESCO as
‘Albanian folk iso-polyphony’ (as one of the representatives of ‘the Intangible Heritage of
Humanity’). However, it should not surprise anyone to learn that the same music is heard
across the political border in Greece. It is really only the language that is different. Which has
not stopped Greek and Albanian scholars constructing two mutually incompatible national
traditions around it, returning it respectively to Hellenic and Illyrian pasts, as been
documented in a study by Nitsiakos and Mantzos (Nitsiakos and Mantzos, 2003). Music has to
belong to someone to have an identity, it seems. And as political borders force cultural

communities either side of a line, invented histories validate the new spaces.
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There is, however, a complicating factor. The language in my recording was neither Greek nor
Albanian. It was in fact Aromanian, an eastern Romance language, and the people singing
were Vlachs, who do not quite belong within either of our two national narratives but are an
ethnic and linguistic minority within each of them. Moreover, since Vlachs have been officially
a Romanian minority since the First Balkan War a third national narrative - Romanian - is
also involved. The Vlachs have been forced ‘in-between’ by these national narratives, as
indeed have other minorities in Epirus. It is hardly surprising that one encounters highly
defensive self-representations among such minorities. They often find themselves impossibly
caught between antithetical stories about their own cultural identities: some based on

external modelling, others on dubious notions of authenticity and lineage.

To deconstruct such stories is a job for scholarship; and likewise stories about Greek and
Albanian historical claims. [ want to be clear about why it is important to do this work. It’s not
to do with reifying traditional cultures in a spirit of nostalgia, presenting them as lyrical and
stable, and somehow free of internal contradiction. You don’t do traditional cultures any
favours at all by this kind of idealisation; you respect them more by critiquing them, actually.
Nor is it about therapy (this music has no real capacity to glue back together cultures that
have been split apart by nationalism). What it is about is getting the history as right as we can.
It is by getting the history right that we create a bulwark against the abuse of the past by the

powerful, or to put it another way, the abuse of culture by politics.

To introduce my second story about borders, I would like to refer to a Violin Concerto by the
Greek composer Dimitris Dragatakis, in which the traditional music of Epirus - in this case an
Epirotic lament - has been appropriated by art music. It was composed in 1970. The very
opening of the work references the lament idiom with the first entry of the soloist before its
transformation in what is effectively a modernist idiom. I want now to track back to the
immediate post-war years and to shade in some of the background that made this piece
possible. This time I will focus on the border that separated Greece from its northern
communist neighbours from the late 1940s to the early 1990s. We are in the Cold War era,

and everyone is aware of the context.

The story of music and politics in the Communist bloc is of course well known. But we now
also know rather more about the activities of the Congress of Cultural Freedom, the US

Information Service and indeed the CIA in promoting a European avant-garde: or at least in
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making room - creating space - for an avant-garde to develop. Over the last twenty years or
so a body of scholarship along these lines has corrected an earlier blatant asymmetry in
musical scholarship dealing with the Cold War (there was propaganda on both sides)

(Saunders, 1999; Carroll, 2003; Beal, 2006; Monod, 2005; Thacker, 2007).

From around 1950 onwards the key players in Greece were the West Germans and their
American mentors: the Goethe Institute in Athens with its ambitious Workshops for
Contemporary Music, and the US Information Service, whose Monday evening ‘American

concerts’ had the explicit aim of introducing contemporary music to Greece.

In this way Greek modernism, a failed project in the inter-war years, became part of an official
culture, marked by an allegiance to the West and sharply distinguished from the rival culture
of the Eastern Bloc; hence that Violin Concerto by Dragatakis. That is the broad picture.
However, if we focus on what composers said and did rather than on which side of the
ideological divide they found themselves, we will be struck not by the differences but by the
commonalities between Greece and its northern neighbours. It is of particular interest to
compare two festivals of contemporary music that were established at more-or-less the same
time on either side of this Cold War divide: the Hellenic Weeks in Athens (where the
Dragatakis concerto was premiéred) and the Zagreb Biennale. Now the Zagreb Biennale was
in a position to play one sponsor off against another in the Cold War context, and Milko
Kelemen has written amusingly about how he did just that (Kelemen, 1971) The Hellenic
Weeks in contrast relied exclusively on sponsorship from the Germans and Americans: the
Goethe Institute for the first festival (1966), the US Embassy for the second (1967), and for
the third and fourth (in 1968 and 1971) a single sponsor, the Ford Foundation, one of the
CIA’s so-called ‘quiet channels’. For the last of the festivals (1976), now post-Junta, all this
external funding was withdrawn, and it is obvious from the long list of sponsors that there
had been a rather desperate attempt to secure local funding. The festival failed in the end

because, unlike Yugoslavia, Greece was at the mercy of one of the two superpowers.

Now underpinning these two festivals was a narrative of emancipation. The festivals were
positioned on opposing sides of a major political divide, and in terms of official policy a major
cultural divide too. But the real ‘back story’ here is about how the cultural world was able to
talk back to the political world, presenting a unified cultural statement that flew in the face of

a polarized politics. Looking at either festival in isolation leaves that bigger story untold.
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Subsequently this narrative of emancipation in art music was replaced by a narrative of
nostalgia, in Greece as elsewhere in South East Europe. I speak of a quest for Balkan roots and
Balkan identities that some might want to call postmodern. [ won’t elaborate on this, but I will
illustrate it, and again with a reference point in Epirus. A few years ago Athena Katsanevaki
and I recorded a lament in the village of Zouzouli on Mount Grammos on the Greek-Albanian
border. It is intriguing to note how this idiom was then transformed through live electronics
in the Miroloi Trilogy by the modern Greek composer Dimitris Bakas (2012), and in ways that
remain very sensitive to the original idiom. It is an example of the marriage of archaism and
modernism that has seemed to offer an identity to many composers in recent decades, and not

only in Greece.

[ want to return to Epirotic polyphony one last time to introduce my third story. However this
time I want to consider its appropriation by popular music. A case in point is a recording of
the traditional Albanian Fustana Verdhe by a secondary ensemble, and with a characteristic
rhythmicised ison. Now a version of that same song was recorder by the Albanian ethno-pop
diva Maya Alickaj, known commonly as Maya, and when I was in Tirana some years ago this
song was everywhere. Compare it with the song Aman aman as performed by the Macedonian
Albanian Muharrem Ameti. Those two recordings appropriate respectively traditional music
and oriental music. But in truth, the two categories are more often than not conflated in
ethno-pop, and this is true right across the Balkans today, including Greece. It is the ‘oriental’
part that has been problematized by most commentators. And it is this of course that prompts

me to extend the Greek border further eastwards to Turkey.

To track this, we need to drop back to the 1980s, at which time the mainstreams of popular
music in Greece began to look towards eastern neighbours. There was increasing interactivity
between Greek, Turkish and Egyptian musicians during the 1980s, including exchanges, song
translation across three languages, collaborative projects, and even recordings in which the
Turkish and Greek languages appear together. The Greek urban musical movement known as
‘paradhosiaka’ covers some of this (Kallimopoulou, 2009). It is tempting to think of the
oriental signifiers in ethno-pop in the wider region as a way of re-inscribing an Ottoman
inheritance into Balkan identities. But that does not quite cover it. The nature of the oriental
elements suggests that more conventionally orientalist glamorizing or self-exoticizing modes
were also at work. Catherine Baker has neatly sloganized these two easts as ‘Backward and

Balkan’ and ‘Glamorous and Global’, and the ambivalence is undoubtedly at its most marked in
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Greece, where there was an imperative to be absolutely modern (this is European Greece), but
where the continuing presence and the problematized heritage of rebetika and the bouzouki

could not be ignored (Baker, 2008).

One of Donna Buchanan’s informants remarked, and I quote: ‘A common Balkan music is
emerging, where you can’t tell whether it is Serbian, Bulgarian, Greek, Albanian, or Turkish’
(Buchanan, 2007). Generic labels differ: arabesk, turbo-folk, sevdah-rock, chalga, manele, laika,
muzika popullore. But the musical materials flow freely across the boundaries. The closest
parallel, unlikely though it may seem, is with nineteenth-century nationalisms in art music,
where again each nation presented a variant on a uniform culture, while at the same time
competitively elevating, asserting and promoting its uniqueness. The general practice in both
cases is to allow a repertory of generalized idioms to serve as all-purpose musical signifiers,
inflecting the ‘aesthetic centre’, to use Philip Bohlman’s language (Bohlman, 2007). Specificity

then resides in a poetics of intention and reception.

A more aggressive interpretation of ethno-pop would note that the symbolic value of both folk
and oriental elements has been hugely complicated by loss of memory, spurious nostalgia, and
the experience of exile. In Jean Baudrillard’s terms these elements become a kind of facade
(Baudrillard, 1995 [1981]) There are two points that might be made about this. One is that
such a dislocation within the sign renders the music especially susceptible to political
appropriation. To borrow Baudrillard’s language, we might say that the systems of signs now
‘lend themselves to all systems of equivalence’. And the other point is that the simulacra have
a capacity to replace reality, to become a new reality, effectively negating the sign. ‘The
territory no longer precedes the map’, was Baudrillard’s famous formulation. In this particular

imaginary, this myth of the east, only the simulacra are left.
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GOC VE MUZIK ILiSKiSi UZERINE ETNOGRAFIK BiR CALISMA:
KIBRIS DOGU MESARYA BOLGESI KINA GECESI GELENEGINDE MUZIK
Ozet
Gog¢, basit bir tanimla; yer degistirme siirecidir. Bu siire¢, birey(ler)in fiziksel yer
degistirmesinin yani sira; ayni zamanda Kkiiltiirel bilesenlerin de yer degistirmesini igerir.
Temel bir kiiltiirel bilesen olarak miizik, hemen her toplulukta oldugu gibi, gé¢cmen
topluluklar acisindan en temel kiltiirel kimlik isaretleyicisidir. Go¢menler yeni yerlestikleri
kiltlrin icinde miizik araciligiyla kendilerini var ederler. Ancak her go¢ stireci ayni sonuglari
Uretmez. GoO¢ slireci, konvansiyonel cercevede, kimi zaman kiiltiirel bir doénisim
(6ztimleme/asimilasyon); kimi zaman kiiltiirel bir stireklilik (korumaci bir 6zciiliik); kimi
zaman da konvansiyonel disi bir yaklasimla katisiklik (melez/hibrit) gibi farkli sonug
potansiyelleri tasir. Dolayisiyla genel-gecer teorik bir tartisma yerine, go¢ deneyimi yasayan
belirli bir topluluk iizerine, belirli bir alan ve zaman siirliliginda gerceklestirilecek bir
etnografi, bu cercevede daha nitelikli sonuclar tretecektir. Bu bildiri, yazinsal alana
(literatiire) yonelik tarama yonetimi ile birlikte 2016 yili icinde Kibris Dogu Mesarya
bolgesinde katilimci gozlem, goriisme yontemleriyle gerceklestirilen etnografik calismalar

sonucunda elde edilen verilerin analizinden olusur.

Kibris adasi, jeopolitik ve jeostratejik konumu itibariyle tasidigi cazibe bakimindan tarihten
gliinlimiize, bircok medeniyete ev sahipligi yapmistir. Tarihsel derinlikten bu yana siiregelen
kiltirel cesitliligin varhigl, adanin timi lizerinde etnografik bir irdelemeyi olanaksizlastirir.
Buradan hareketle giiniimiizde kiiltiirin homojen olmadigina hatta ayni soydan gelen
topluluklarin bile go¢ deneyimine bagh olarak kimi davranislariyla birbirlerinden ayristigina
iliskin genel kabule destek ve katki veren bu bildiri, etnografik bir yaklasimla, Kibris adasi
Dogu Mesarya bolgesine odaklanir. Bildiri, bu bodlgede 1974 Oncesinden itibaren adada
yerlesik olarak yasayan “Kibrishi Tiirkler” (yerliler) ve 1974 sonrasi Tiirkiye’den go¢ eden
(goecmenler) “Tirkiyeli Tiirkler” olarak tanimlanabilecek iki farkh kiiltiirel kimligin, muzikli

bir ritiiel olan kina gecesi icindeki miiziksel edimlerin ve sdéylemlerin ekseninde gelistirdikleri
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farkliliklara yonelir. Bolge icinde farkli go¢c deneyimlerine sahip olan Tirkler, kina gecesi

etkinliklerinde bu farkliliklarin1 miiziksel pratikleri ile ortaya koyarlar.
Anahtar Kavramlar: Kibris, Dogu Mesarya Bélgesi, go¢, miizik, kina gecesi

AN ETNOGRAPHIC STUDY ON MIGRATION AND MUSIC RELATIONSHIP:
MUSIC IN THE CYPRUS EAST MESARIA REGION HENNA NIGHT! TRADITION
Abstract
Migration, as a simple definition; displacement process. This process involves not only the
physical displacement of the individual; as well as the relocation of cultural components. As a
basic cultural component, music is the most basic cultural identity marker for immigrant
communities, as it is in almost every community. Immigrants create themselves through the
music in the new culture they migrate. However, not every migration process produces the
same results. Immigration process, in a conventional frame, sometimes a cultural
transformation (assimilation); sometimes a cultural continuity (a protective essence);
sometimes with a non-conventional approach, with different outcome potentials such as
impurity (hybrid). Thus rather than a general theoretical discussion, an ethnography to be
carried out on a specific community experiencing immigration experience, with a certain area
and time limit will produce more qualified results in this framework. This paper consists of an
analysis of the data obtained as a result of ethnographic studies conducted by participant
observation, interviewing methods in the Cyprus Eastern Mesarya region in 2016, together

with screening management for the literature.

The history of the Cyprus island, its geopolitical and geostrategic location, has been hosted by
many civilizations. The existence of ongoing cultural diversity since historical depth makes
ethnographic scrutiny of the whole of the island impossible. This paper focuses on the eastern
Mesarya region of Cyprus with an ethnographic approach, contributing to the overall
acceptance that the culture is not homogeneous today and that even the same societies are
separated from each other by their behavior depending on the migration experience. This
paper, from the pre-1974 in this region living as a resident on the island, "The Turkish
Cypriots" (locals) and after 1974, emigration from Turkey (immigrants), "The Turkish Turks,"

the two different cultural identities can be defined as musical acts of the contents of a musical

1 This paper is a summary of the Master's thesis titled “Henna Night Music Tradition in Cyprus East
Mesarya (Mesarga) Lowland” which was completed in 2017 at the department of Basic Sciences,
Department of Turkish Music, Ege University, Social Sciences Institute.
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ritual that henna and the differences they develop in the axis of discourse. Turks who have
different immigration experiences in the region reveal these differences with their musical

practices in the henna night activities.

Keywords: Cyprus, East Mesarya Region, migration, music, henna night
* %k ¥

Giris

Kibris adas1 bugiine kadar Misir, Hitit, Asur, Fenike, Pers, Roma, Bizans, ingiliz, Lizinyan,
Venedik, Osmanli vb. bir¢ok kiiltiirtin hiikkmi altinda kalmistir. Bu sebeple ada adi1 gegen
kiltirlerin bir miras1 ve bileskesi durumundadir. Gegmisten giiniimiize farklh kiiltiirlere ev
sahipligi yapan Kibris adasi basta Kibrish Tiirkler ve Kibrisli Rumlar olmak iizere, Maronitler,
Ermeniler ve Latinlerin yogun olarak yasadigi bir bolge iken bolgedeki sosyo-ekonomik,
sosyo-politik nedenlerin yani sira yasanmis olan savaslarin da etkisiyle bugiin Kibris’ta ciddi
bir yer degistirme gerceklestirilmistir. Bu yer degistirmelerle olusan mevcut duruma 6nemli
etkiyi yapan, Turkiye Cumhuriyeti tarafindan gerceklestirilen “Kibris Baris Harekati”dir.
Harekat sonucunda, birlikte yasam siiren Kibrishh Tiirkler, Kibrish Rumlar, Maronitler,
Ermeniler ve Latinler birbirinden ayrilmis, kimi Kibris i¢cinde kimileri de Kibris disinda farkh
bolgelere goc¢ etmistirler. Bununla birlikte ada iizerinde siyasal sinirlar cizilmis; Kibrish
Tiirkler adanin kuzeyine; Kibrisli Rumlar ise adanin glineyine go¢ etmislerdir. Kuzeye
yerlesen Kibris Tirklerinin isgiici azhg ve niifus dengesizligi Tiirkiye Cumhuriyeti
gidiimiinde bu boélgeye Tiirkiye’den Tirklerin yerlestirilmesini zorunlu kilmistir. 1974
yilindan itibaren adanin Kuzey bolgesine yerlestirilen Tiirkler, tarimsal bdlgelerdeki

terkedilmis Rum evlerine yerlestirilmistir.

Kibris adasi icinde oldukc¢a verimli topraklara sahip olan Mesarya bolgesi gog icin bir cazibe
merkezi haline gelmistir. Her ne kadar 6teden beri Kibrisli Rumlarin kiiltiirleri yogun olsa da
bugiin boélgede hakim kiiltiir Kibrish Tiirklerinkidir. Ancak kimi kiiltiirel edimlerin bir
otantizm/siireklilik icermesi, tarihsel kiltiirel kalitlarin etkisi ve bolge icindeki farkh
kiltirlerin temaslar: boélge kiiltiiriiniin kismen melez bir 6zellik tasidigini ortaya koyar. Bir
baska soyleyisle Mesarya bolgesi kultiri siireklilik ve degisimin bir arada goérildigi bir
yerlesim alan1 durumundadir. Burada bahsi gecen Kkiiltiirel stireklilik ve degisimin

gozlemlenmesinde basvurulan kiiltiirel bir bilesen olarak miizik en temel veri kaynag: olarak
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degerlendirilmistir. Yaygin olarak diizenlenen miizikli rittieller her zaman diizenlendigi
toplum tarafindan kendi kimliksel verilerini igerir. Mesarya bdolgesi kiiltiirel cesitliliginin
tamaminin bir calismada ele alinmasinin miimkiin olamayacagindan bu bildiri Mesarya
bolgesinin yalnizca dogu kesiti ile sinirlandirilmistir. Bu nedenle ¢alisma, “Dogu Mesarya”
bolgesinde uygulanan kina geceleri icerisindeki miizikli edimlerin gbé¢ yoluyla nasil

bicimlendigi ve kiiltlirel temaslar yoluyla nasil farkliliklar ortaya ¢iktigina odaklanir.
Arastirmanin Amaci, Metodolojisi, Bolgesel ve Zamansal Sinirlar:

Bu bildiri, etnografik yonteme dayal Kibrish Tiirklerin ve Tiirkiyeli Tiirklerin Dogu Mesarya

bolgesinde diizenledikleri “kina geceleri” ile sinirlandirilmistir.

Bu bildirinin verileri, 2015 yilindan itibaren konuyla ilgili yazinsal alana (literatiire) yonelik
bir tarama yontemiyle ve 2016 yilinin Haziran-Eylill aylarnn arasinda yapilan etnografik
calismalar ile elde edilmistir. Bu etnografilerde katilimci gozlem ve goriisme teknikleri
kullanilmistir. Calismada stirecin bir gerekliligi olarak, veriler ile orantili ve bagimli olarak
yeni bir yontem ihtiyaci dogurmustur. Dolayisiyla calismada bir asamadan sonra,

karsilastirma yontemine basvurulmustur.
Mesarya Bolgesinin Cografi Konumu

Mesarya ovasi? Kibris adasinin en biiylik ovasidir. Ova, zaman icerisinde yerlesimin
artmasiyla bolge haline dontistiiriilmiistiir. Mesarya’nin sinirlar1 Kuzeyde Besparmak daglari,
Giineyde Trodos daglari, batida Lefkosa sehri, doguda Magusa korfezi arasinda kalan bolgedir.
Bu boélge 1000 km2 lik biiylik bir alani kapsadig i¢in “Bati, Orta ve Dogu” olmak iizere li¢
kisma ayrilmaktadir (Wikiplanet, 2017).

2 Mesarya bolgesi yerel dilde tarihsel bir yaklasimla Mesarya ovasi olarak tanimlanir. Bu bildiride
etnografik gerceklikle Mesarya bolgesi yerine Mesarya ovasi ifadesi de kullanilacaktir.
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Harita 1: Mesarya Bolgesi
Dogu Mesarya Bélgesinde Diizenlenen Kina Geceleri

Kina s6zciigi Arapga “hina, hinna” sézciiglinden dilimize ge¢mistir (Tokmak, 2009:27). Kina,
biiyiik ¢ali ya da kii¢iik agac¢ seklinde olup, yapraklarinin kurutulmasi ve 6giitiilmesiyle toz
haline getirilip kullanilmaktadir. “Kina’nin kékeni Kuzeydogu Afrika olmakla birlikte bu bitki
Kuzey Afrika, Hindistan ve Sri Lanka’da yaygin olarak yetistirilmektedir” (Karaca ve Sar,
2016:30). “Tiirkiye Cumhuriyeti’'nde ise Icel, Adana ve Antalya yoresinde yetistiriimektedir”
(Yardimci, 2015:1). Kina birgok tilkede farkl sekillerde ve farkli amaglar icin kullanilmaktadir.
Karaca ve Sar (2016:30)'in aktardigina gore, “eski caglarda antik Misir’da mumyalarin
tirnaklar: ve sargilarinin kina ile boyanmasi bilinen en eski kullanis bicimidir”. Kuzey Afrika
ve Ortadogu ritiiellerinde ise kadinlar arasinda kullanilan kadinlarin ellerine, ayaklarina

stsledikleri bir ara¢ olarak kullanildig bilinir.

Kina edimi, Tirkcede yaygin bir kullanim olarak “yakma” sézciigii ile karsilanir. Yani Tiirk dili
ile ifade edilecek olursa, “kina siirtilmez”; “kina yakilir”. Kina, Tiirk halk kiiltiirtinde dogumda,
olimde, digiinde vb. gecis ritiiellerinde geleneksel olarak uygulanan bir edimdir. Kina Tiirk
halk kiltiriinde bir¢ok torende ve eglencede kullanilir. Bu tip etkinlikler genellikle dini anlam
ve ifadeyi de igerir. Tokmak (2009:51)'mn aktardigina gore, “Islam dininde peygamberin
yaptig1 ya da yapilmasini 6gltledigi seylere “siinnet” ad1 verildigi icin erkek cocuklarinin da
erkeklik uzuvlarinin ucundaki deriyi kesip almalarina halk dilinde siinnet adi verilir. Kimi

bolgelerde de siinnetten 6nce erkek cocuguna kina yakilmasi sevap sayilmaktadir. Bir baska
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etkinlikte ise kimi bolgelerde dogum yapan kadinlara dogumdan once tirnaklarina kina
yakilir. Bunun nedeni kadin dogum aninda 6liirse diye yakilir. Kimi bolgelerde “kina” cennet

swvasi olarak bilinir ve kinasiz gelinin cennete gidemeyecegine inanilir”.

Dogu Mesarya bolgesi icerisinde kina geceleri, evlillik stiregleri icerisinde yer alan diiglin
oncesi son asamadir. Kina gecesi olarak adlandirilmasinin en temel nedeni ise etkinlik
icerisinde kinanin kullanilmasidir. Kina gecesi diigiinden bir iki giin 6nce yapilir ve bu gece
evlenecek olan kizin baba evinde kaldigi son gecedir. Kibris'in Dogu Mesarya bdlgesi
icerisinde kina, yalnizca gelin adayinin avug igerisine yakilirken kimi kdéylerde gelin adayina

yakildiktan sonra damat adayinin serce parmagina da yakilmaktadir.

Kina gecesi yalnizca kina yakilan bir etkinlik degildir. Kina gecesi bunun yani sira farkh
kiltirel edimler de igerir. Dogu Mesarya Bolgesi icerisinde uygulanan kina gecelerinde farkh
kiiltiirel edimlere rastlanmistir. Bu farkh kiiltiirel edimler icinde miizik 6nemli bir alani
kaplamaktadir. Burada olusan farkliliklarin tarihsel bir kategorizasyon ile Kibris Baris
Harekatinin gerceklestirildigi 1974 yili temel bir ayrac¢ olarak diisiiniilmiistiir. Bu tarih ile
birlikte olusan siniflandirma iginde 1974 yih sonrasinda gerceklestirilen kina geceleri de;
Kibrish Tiirkler; Tirkiyeli Tirkler olarak ayrimlanabilir. Dolayisiyla bélge icerisinde

diizenlenen kina gecelerinde tespit edilen kiiltiirel ayrim asagida goriilen sema lizerinde

irdelenmistir:
Dogu Mesarya Bolgesi’ndeki Kina Geceleri
1974 o6ncesi kina geceleri 1974 sonrasi kina geceleri
Kibrish Tirklerin Kibrish Tuirklerin Tirkiyeli Ttrklerin
kina geceleri kina geceleri kina geceleri

Sekil 1: Dogu Mesarya Bolgesi Kina Gecesi Etkinlikleri Siniflandirmasi
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1974 Oncesi Kina Geceleri

Kina geceleri, evlilik siirecleri icinde olduk¢ca onemli bir Kkesittir. Islamoglu ve Oznur
(2010:169-199)’'un aktardiklarina gore, Kibris'ta 1974 o©ncesindeki evlilik siirecleri su
sekildedir:

Kiz gérme, kiz begenme veya kiz arama
Goruculuk

Kiz isteme (Diiniirciiliik)

Biiytik Diiniirciiliik

Istege Gore Nisan

Nikah

Diiglin Hazirliklari ve Digiin

Yorgan Kaplama

© 0 N o ;e W N

Kina Gecesi
10. Damat Tirasi
11.Herse
12.Kusatma
13.Diiglin Alay1
14. Gerdek Gecesi
15. Paga Glinii

16. Mibareki

Saracoglu (2013:54-72) da Kibris'ta 1974 6ncesindeki evlilik stire¢lerini sdyle aktarir:

1. Kiz Isteme (Diiniirciiliik)
a. Goruculik
b. Diiniircilik

c. Biytk Diinitirctliik ve S6z Kesme

2. Nikah
a. Nikaha Davet
b. Nikah

3. Digiin

a. Dugiine Hazirlik
b. Diigiine Davet
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c. Dugln
Yorgan Kaplama
Gelin Hamami
Kina Gecesi
Kusatma
Diigilin Alay1
Gerdek Gecesi

e N e

10.Paca Giinu
11.Mibareki

Yukarida aktarilan stirecin icinden giinlimiizde bazi kesitler uygulanirken, bazi kesitler
uygulanmaz. Alanda yapilan calismalar1 ve goézlemler sonucunda gliniimiizde diizenlenen

evlilik siireclerinin su sekilde oldugu tespit edilmistir:

Flort etme

Ailelerin Tanismasi

Kiz isteme (Diiniirciiliik)
Nisan

Kina Gecesi

AL T o e

Dugiin

Gorilecegi tlizere Kibris'ta kadim bir gelenekten gelerek, kimi degisimlere ugrayan evlilik
strecinin icinde kina gecesi etkinligi hep var olmustur. Simdi bu siirecin icinde 6nemli bir
asama olan, bildirinin odagini olusturan kina gecelerine ve icinde yer alan miiziksel edimlere

bakalim.
1974 Oncesi Kina Geceleri ve Miiziksel Etkinlikler

Dogu Mesarya bolgesinde 1974 yili 6ncesinde gergeklestirilen kina gecelerini izleyemedigimiz
ve gecmise dayal gorsel malzemenin oldukea kisitli olmasi nedeniyle bu tarih araligindaki
kina gecesi etkinliklerine yonelik daha ¢ok sozlii ve yazili kaynaklara yani ikinci el

aktarimlarina bagvurarak anlamaya ¢alisacagiz.

1974 oOncesi diizenlenen kina gecelerinde halk danslari1 ve miizikler kiiltiirel kimligi ortaya
koyan en 6nemli unsurlardir. Bu dénemde Kibris’ta hakim demografik yapi, Kibrisli Rumlar ile
Kibrish Tiirklerden olusur. 1974 6ncesi icin Tiirkiyeli Tiirklerden kitlesel olarak bahsetmek
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pek miimkiin degildir. Dolayisiyla burada ilgili donem iginde Kibrish Tiirkler ile Kibrish
Rumlarin birlikte gérece homojen olan miiziksel etkilerine bakmak dogru olacaktir. Kanol
(2017) 1974 o6ncesi donemlerde birlikte yasam stiren Kibrish Tiirklerin ve Kibrishh Rumlarin
bir¢ok etkinlikte, festivalde, torende ve merasimde (diigilin, kina vb.) birlikte goérev aldiklarini
ve bu gibi faaliyetlere birlikte katilim gosterdiklerini aktarir. Kanol (2017) iki toplum
arasindaki bu ortaklasmayr su sekilde aktarir: “Halk Danslar1 ve Halk Miiziklerinde
ortaklasma vardir. Hangisi Tiirk, Hangisi Rum, diye bir sey yok. Hepsi da bunlarin miizik ve
dans konusunda ortaklasmis durumdadir. Neden oyledir? Yillar 6nce biitiin miizisyenler,
diigiinlerde c¢alan miizik gruplari, Ermeni, Rum, Tirk karisikti... 1974 oncesi yillarda
diizenlenen kina gecelerinde halk oyunlarinin, giiniimiizdeki gibi topluluk seklinde ve sahne
diizeninde oynanmayip bireysel ve oyunun figiirlerine gére oynanirdi”. Goriisme sirasinda
Kanol (2017) 1974 o6ncesi diiglinlerde, kina gecelerinde miiziksel akisin su sekilde oldugunu
aktarir: “Kina gecelerinde de diizenin ayni sekilde ilk 6nce karsilamalar, sirtolar (mendil
oyunlar), zeybekler, kadin oyunlar (ciftetelli-arabiye), dramatize edilmis oyunlar ve kasap
oyunlarinin ayni ismi tasiyan pargalarla seslendirilir”. Islamoglu ve Oznur (2010:153) “kina
gecesine gelen davetliler ilk olarak calgicilar tarafindan seslendirilen Mevlevi Pesrevi adl1 bir
eserle karsilanir. Eski yillarda karsilama havasi olarak Gelin Karsilama Havasi (Kozan Marsi)
yerine Mevlevi Pesrevinin ¢alinmasinin adetten oldugunu” aktarir. Islamoglu ve Oznur
(2010)’un belirttigine gore iki farkl versiyonda gelin havasi bulunmaktadir. Gelin Karsilama
Havasi (Kozan Marsi) adli parca enstriimantal olup, Dogu Mesarya Boélgesi icerisinde yer alan
Siitliice, Inénii, Beyarmudu, Vadili Akdogan ve Incirli Koyleri kina gecelerinde
seslendirilmekte Gelin Karsilama Havasi adli parca ise sozli olup, kina geceleri icerisinde

seslendirilmemektedir.
1974 Oncesi Kina Gecelerinde Yer Alan Miizik Gruplari ve Calgilar

Miizik bircok adet ve edimin uygulanmasina eslik etmesi ve kiiltiirel kimligin ortaya konmasi
bakimindan son derece Onemli bir etkendir. Miizisyenler, c¢aldiklar1 enstriimanlar,
seslendirme bi¢cemi, miiziklerin soézleri ve icerdikleri anlamlar, kullanilan dil, icinde
bulunduklar kiiltiirel kimligin yansitilmasini saglarlar. Kibrish Turklerde, 1974 o6ncesi ve
sonrasinda da miizik gruplarinda yer alan miizisyenlere halk arasinda “calgicilar” denir. Kanol
(2017) 1974 oncesi donemlerde Kibris'in en bilinen miizik gruplarindan, Mehmetali Vasfi
Tatliyay’in da yer aldigr “Mehmetaliler"den bahseder. Yorgancioglu ise (2000) Mehmetali

Vasfi Tatliyay’in yani sira “Kursiniler” olarak bilinen bir baska keman ustasinin varligindan
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bahseder. Darbuka (diimbelek) ve Tef ¢alan, Baf bolgesinde Miintiifiye, Lefkosa bolgesinde ise
Alt1 Parmak adi ile bilinen miizisyenleri 6rnek olarak gosterir. Yine Baf bolgesinden Cavus ile
Mesarya boélgesinden Karagézlii adi ile bilinen calgicilarin diigiinlerde zurna caldiklarim
aktarir. Tiirk diiglinleri icerisinde Rum asilli kemanecilerin de (keman ¢alanlarin) yer aldigin
ve bu keman calan calgicilarin gérme engeli olanlarinin tercih edildigini aktarir. Rum asilh
calgicilara ornek olarak da Hannas dayr adiyla bilinen, klarnet ¢alan c¢algici oldugundan
bahseder. Benli (2016) ise goriisme sirasinda kina gecesinde yer alan erkek calgicilarin
genellikle ama (kor) olduklar1 ya da kadimimsi tavirlar1 olduklar1 ve diger calgicilarin da

genellikle kadinlardan olustugunu aktarir.

Taner ve Islamoglu (1979:1) daha ¢ok ev ici eglencelerde calgicilar tarafindan calinan
enstriimanlarin, Kemane (Keman), Débleg (Deblek - Darbuka), Def veya Zillidayre, Ud, Zil,
Tambura, Dillidiidiik (Kaval), Davul ile Zorna (Zurna) oldugunu aktarir. incesaz adi verilen
Kemane (Keman), Débleg (Deblek - Darbuka), Def daha ¢ok ev ici eglencelerinde kadinlar
tarafindan c¢alindig1 ve kemanecinin her zaman koér bir erkek oldugu Ddébleg ve Def
calgicilarinin da kadin oldugu goriiliir. “Kemane Tiirkiye'nin giineyinde Gibriz Kemanesi olarak
bilinir. Kemaneci kemanin1 besli aralik diizenine gore kurmakta ve genellikle birinci
pozisyonda c¢almaktadir. Glissando (ses kaydirmalari) ve triller kullandiklar1 teknik
gosterileridir. Ezgiler oktav farklilasimlar1 bircok cesitlemelerle calinarak degisiklikler ve

renkler yaratilmakta ve parca uzatilmaktadir”.

Kanol (2017) Kibris Kemanesi diye bir enstriimanin olmadigini savunmakta bu enstriimanin
Tiirkiye’de bilinen fakat Kibris’ta bilinmeyen bir enstriiman oldugunu aktarmaktadir. 1980°li
yillarda HASDER ile yapmis olduklar1 kdy arastirmalari sirasinda Kibrish Tiirkler ve Rumlarda
farkli calinan bir kemane’nin gorilmedigini aktarmaktadir. Erdengiz (1992:3) ise Kibris
Kemanesi diye bir enstriimanin olmadigin1 “Halkbilimi” dergisi icerisinde yayinlamis oldugu

su yazl ile belirtir:

“Herkesin su veya bu sekilde duymus oldugu Kibris Kemanesi’ ne deginerek Kibris’ta gegcmiste
ve simdilerde kemence gibi ¢alinan bir kemana rastlandiniz mi1? sorusu sorulmaktadir. Ethem
Ruhi Ungér arastirma makalesinin Musiki Mecmuasinin Ekim 1979 ve 360 numarali sayisinda
Kibris Kemanesi ile ilgili mevcut bilgi oldugundan bahseder. 1979 yilinda Kuzey Kibris't
ziyaret eden ve yukarida zikredilen arastirmay: yayinlayan Ungér, Kibris’a 6zgii bir def ile

gogsiin sol tarafina dayanarak ¢alinan bir kemaneden Ozkan Pastirmacioglu bana bahsetmis
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ve defin karakteristigi hakkinda bilgi notlar1 géondereceginden bahsetmis ise de nedense
miimkiin olmamistir. Alintidan da gortilecegi gibi Pastirmacioglu tabii ki kemence gibi ¢calinan
bir kemaneden bahsetmemektedir. Ancak Kibris’a has bir kemanenin varli§inin zaman zaman
ortaya konmasi ve Giiney Anadolu’da bilinen “Kibris Kemanesi” gercegi birlesince malum
hataya diisiilmekte ve sanki kemence gibi calinan ve Kibris adasina has bir kemanenin var

oldugu savi kendiliginden belirmektedir”.

Yukarida bahsedilen “Kibris Kemanesi” adli bir enstriimanin varli§ina Dogu Mesarya
Bolgesi'ndeki kina gecelerinde 2016 Haziran- Eylil aylar1 icerisinde yapilan alan
calismalarinda da rastlanilmamistir. Kanol (2017) ile goriisme sirasinda “eskiden diigiinlerde
ve eglencelerde enstriiman olarak Kemane, Darbuka, Def, Ud, Ciimbiis kullanildigin1” aktarir.
“Temel enstriiman olarak da keman, ud ve darbuka kullanildigini, giinimiizde de bu
enstriimanlara ek olarak akordeon eklendigini ve Rumlarda kullanilan enstriimanlarin keman,

damburga3, lauda (lavta) oldugunu” aktarir.
1974 Sonrasi Kina Geceleri

1974 sonrasi kina geceleri 1974 6ncesine gore koklu kiiltiirel farklhiliklar gésterirken, tarihsel
ortakliga ragmen gociin de etkisiyle farkli edimlerle kendi icinde de farkhlasir. Alan
calismalarinda da “yerli” Kibrishh Tirkler ile “go¢cmen” Tiirkiyeli Tirkler arasinda farkh
kiltirel performanslar tespit edilmistir. Burada kina gecesi etkinliginin dogasi geregi iki farkh
aile bir araya gelmesi sonucunda gocmen ve yerli olarak farkl kiiltiirel aidiyetlerin de bir
araya geldigi etkinlikler izlenmistir. Kibris Mesarya bolgesindeki bu kiiltiirel cesitlilik
Tiirkiyeli Tirkler ve Kibrish Tirkler arasinda farkli kombinasyonlar: ile izlenmis ve kina

geceleri icerisinde farkli miiziksel edimlerin ve sdylemlerin yer aldig tespit edilmistir.

Tarihsel farkliligin 1974 yili oldugunu sdylemistik. Bu farkhiliklarinin temellendigi zamansal
esik “Kibris Baris Harekati’nin gerceklestirildigi 1974 yihdir. Bu harekatla birlikte adaya
Tiirkiye Cumhuriyeti'nden Kkitlesel olarak gocler baslamis, 6zellikle Kuzey bélgesindeki Turk
niifus yogunlugu artmistir. Bununla birlikte Kibrish Tiirkler ile Tiirkiyeli Tiirkler arasindaki
kiltirel temas sonucundaki kiiltiirel devinim ve cesitlilik de kendini gostermeye baslamistir.
Burada her ne kadar Tiirk kimligi ekseninde siyasal bir ortaklik algis1 olussa da bolgede

Tiirklerin kiiltiirel eksende Kibrish ve Tiirkiyeli olarak farklilastiklarin1 sdylemek yanlis

3 “Damburga”: Elek seklinde olup tlizerine deri ¢cekilmis bir enstriiman.
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olmayacaktir#. Tiirkiye’den go¢ edenlerin kendi kiiltiirlerini, gelenek ve géreneklerini yaninda
getirmesi ve uygulamasi, bolgede daha dnceden yerlesik olarak yasayan Kibrish Tiirk halkin
da kendi kiltiirtinii, gelenek ve goreneklerini siirdiirmesi adanin kuzey kesiminde bir¢cok

farkl kiiltiiriin bir arada yasamasina neden olmustur.
1974 Sonrasi Kina Geceleri

1974 yih ve sonrasinda Tiirkiye’den gergeklesen goclerin etkisiyle birlikte Kibrish Tiirklerin
diizenledigi kina gecelerinde 1974 oncesine gore bircok degisim meydana gelmistir. Bu
degisimlerin en goze c¢arpan edimi kina gecelerinde “Kibris Turk Halk Danslarn
Topluluklar’”’nin yer almasidir. 1974 yilina kadar halk danslarinin bu tip miiziksel
etkinliklerde yer almadigi; 1974 yilindan sonra da neden yer aldigi merak konusudur.
Konunun anlasilmasi ve Kibris halk danslar1 kiltiirtiniin insas1 bakimindan Kani Kanol'un

aktardiklar1 oldukc¢a 6nemlidir:

“1973 yili Haziran ayinda Uluslararas: izmir Festivali’nin ilki gerceklesir.
Bu festivale Kibris Turkleri’'nden bir halk danslar ekibi de davet edilir.
Festivale katilmak ic¢in calismalara baslayan bu ekip Antep halk
oyunlarindan olusan bir repertuvar hazrlayarak izmir'e gider. Ancak
oraya gelen Tiirkiye ekipleri arasinda Antep’ten gelen ve bir ekip de yer
alir. Bu ekip tarafindan Kibris ekibi yoneticilerine ve calistiricilarina
oynadiklar1 oyunlarin ni¢cin Antep oyunlarindan olustugu ve neden kendi
bolgelerinin yani Kibris oyunu oynamadiklar1t sorulur. Bu sorular
karsisinda sasiran yoneticilerimiz kendi aralarinda bu konuyu tartisirlar
ve Kibris’a doner donmez arastirmalara baslanir. Bir arastirma grubu
olusturulur. Bu arastirma grubu belirli kdyleri ve kasabalar1 gezerek
diiglinlerde calan miizisyenleri ve usta oyuncular1 bulup bant kayit
cihazina kaydederek derlemeye baslarlar. Genglik ve Kiiltiir Dairesi’'nin
yonetiminde kurulan bu arastirma grubu icerisinde basta Mustafa
Serdengecti, miizisyen Ayta¢ Cagin, Erbil Minir ve ekip sorumlusu olarak

Mehmet Kansu yer alir” (2004:188).

4 Bu metin icinde 1974 yili sonrasinda gerceklestirilen kina gecesi etkinliklerinde yer alan farkhiliklar,
yerli Kibrishi Tirkler ile gocmen Tiirkiyeli Tiirkler olarak ayri basliklarda tek basina ele alinmamis,
bunun yerine bir bitiin olarak ele alinmistir. Bu konuda ayrintili bilgiye, 2017 yilinda tamamlanan
“Kibris Dogu Mesarya Bolgesi (Mesarga Ovasi) Kina Gecesi Geleneginde Miizik” baslikl Yiiksek Lisans
tezinden ulasilabilir.
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Kanol'dan da anlasilacag tlizere ilgili tarihe kadar bolge icinde bir halk dansi alan ¢alismasi
gerceklestirilmemis, arsivi olusturulmamistir. Bu tarih bélgenin halk danslar1 kultiiriintin
derlenmesi bakimindan bir mihenk tasi olusturur. 1980°li yillarda HASDER (Halk Sanatlari
Dernegi) tarafindan KKTC'de bulunan bir¢ok koy gezilerek, gidilen bolgede oynanan halk
oyunlarindan bir¢cok gortinti elde edilip incelenmistir. Bu gortntiler lizerinden diizenlenen
koreografiler yoluyla HASDER tarafindan olusturulan “Halk Danslar1 Toplulugu’'na” 6gretilip
bircok bolgede yayilmasina yol agmistir. Kanol (2017)'un aktardigina gore de elde edilen
goriintiiler sahne icin diizenlenmis ve bir¢ok bélgede de “Halk Danslar Ekipleri” kurulmustur.
Halk danslan ekipleri kurulduktan sonra panayir, yurti¢i ve yurtdisi festivallerde Kibris halk
danslar1 toplulugu olarak gorev alarak Kibris’i temsil etmistirler. Bu tip miiziksel etkinliklerin
yani sira bolgedeki Kina gecelerinde de dans topluluklar1 yer almaya baslar. Kina gecesi
etkinliklerinde yer almaya baslayan halk danslarn topluluklar1 ayn1 zamanda bir tarihselci
yaklasimla, eski sosyal yasantiy1 ¢agristiran kimi uygulamalara gondermelerde bulunurlar.
Dogu Mesarya Bolgesi icerisinde yapilan alan c¢alismasi icerisinde giysiler, takilar ve
ikramliklarin yani sira 1974 oncesi evlilik stiregleri icerisinde yer alan damat tirasi, yorgan
kaplama ve gelin kinasi (kina yakma) gibi adetler 1974 sonrasi kina geceleri icerisinde “Kibris

Halk Danslar1 Toplulugu” tarafindan sembolik olarak canlandirilir.
Damat Tirast

Islamoglu ve Oznur (2010)’un aktardigina gére de eski dénemlerde yapilan damat tirasi kéy
meydaninda veya kahvesinde yapilirdi. 1974 sonrasi ise bu uygulamanin sembolik bir
canlandirilmas: kina geceleri icerisinde halk danslari toplulugunda gorev alan erkekler
tarafindan uygulanmaktadir. Buradaki temel farklihk 1974 éncesi tirasin gercekten
yapiliyorken giinlimiizde sembolik bir gosteri halinde olmasidir. Bu edimin uygulanmasi
sirasinda miizisyenler tarafindan Berber Tiirkiisii adli parca seslendirilir. Yapilan
goriismelerde ve literatiir taramasinda 1974 6ncesi damat tirasi sirasinda Berber Tiirkiisti adl
parcanin seslendirildigine rastlanilmamistir. Oznur (2016) Berber Tiirkiisti'niin kahramaninin
sozlerden de anlasilacagi gibi bir berber oldugunu ve sevgilisinin ise Kibrisl bir kiz oldugunu
aktarir ve bu Tiirkii'niin bir kdy ortaoyunu oldugundan ve mesleki bir oyun oldugundan

bahseder.
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Yorgan Kaplama

Bu edim Dogu Mesarya Bolgesinde diizenlenen Kibrishh Tiirklerin kina geceleri icerisinde
Kibris halk danslar1 toplulugunda gorev alan kiz oyuncular tarafindan sembolik olarak
uygulanir. Carsafin iizerine yorganin yerlestirilip carsafi yorganin kenarina igne ve iplik
yardimiyla dikilmesi ile gerceklesir. Bu edim sirasinda kimi bolgelerde miizisyenler tarafindan
Al yemeni mor yemeni adh parga seslendirilir. islamoglu ve Oznur (2010) eski yillarda yorgan
kaplama etkinligine incesaz adi verilen erkek kemanci® ve kadin c¢algicilarin®, gelin olacak
kizin evine gelip kadinlarin yorganlari miizik esliginde kapladigin1 aktarir. Benli (2016) ile
yapilan goriisme sirasinda ise kadinlarin ev icinde uygulanan adetlerine genellikle kadin
calgicilarin katilmasi tercih edildigini erkek calgicilarin ise engelli (dma/kor) olanlar ve zenne
olanlarin etkinlige katilmasi tercih edildigini aktarir.1974 sonrasinda ise bu ayrima kina

geceleri icerisinde rastlanmamistir.

Evlenecek olan ciftlerden birinin Tiirkiyeli digerinin ise Kibrish oldugu kina gecesi icerisinde
de bu edime rastlanilmakta fakat Kibrishi Tiirklerin uygulamis oldugu bigcimden farkhlik
gostermektedir. Temel farklilik uygulama sirasinda miizisyenler tarafindan seslendirilen
eserde ve adeti uygulayan kisilerin Halk Danslar1 Toplulugundan olmayisidir. Bu edimde halk
danslar1 toplulugu yerine aile ve akrabalar yer alirken uygulama sirasinda miizisyenler

giincel, popiiler sarkilar seslendirmektedir.
Gelin Kinasi

Gelin kinasi adindan da anlasilacag lizerine gelin adayinin avug icerisine kina yakma adetidir.
Bu adet gelin olacak kizin bekarliktan evli konumuna gegisini simgeler. Kibrish Tiirklerin kina
geceleri igerisinde gelin adayinin avug icerisine kina yakildiktan sonra miizisyenler tarafindan
Kebapgilarin Sisi adh parca seslendirilir. islamoglu ve Oznur (2010), Kebapcilarin Sisi adl
parcanin calgicilara bahsis verilmesini hatirlatan ve kina yakildiktan sonra seslendirilen bir
parcanin oldugunu aktarir ve bu parcanin calgicilar tarafindan seslendirilip kadinlar
tarafindan oynanan bir oyun oldugunu da belirtir. 1974 sonrasi kina gecelerinde ise halk
danslar1 toplulugu ve miizisyenler licret karsiliginda anlasarak kina gecesine davet edilir. Kina

gecesi icerisinde bahsis verilmez.

5 1974 oncesi arastirmalari sirasinda genellikle keman calan calgicillarin erkek olduguna
rastlanilmistir.
6 1974 oncesi yillarda kina gecelerine katilan kadin ¢algicilarin hangi enstriiman ¢aldiklar Islamoglu
ve Oznur tarafindan belirtiimemistir.
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Gelin adayina kina yakma adeti Kibrish Tiirklere gore Tiirkiyeli Tiirklerin kina gecelerinde
farkliliklar go6zlemlenmistir. Bu farkliliklar uygulama bicimi ve wuygulama sirasinda
seslendirilen miiziklerde goriilmektedir. En belirgin farklihk ise miizisyen tarafindan
seslendiren eser ile gelini aglatma kismidir. Kibrishi Tiirklerde bu edime rastlanilmamistir.
Baz1 kina gecelerinde ise gelin kinasi, Turkiyeli Tirkler tarafindan Kibris Tiirk adetlerine
uygun sekilde yapilir. Bu adeti genellikle aile bireyleri Tiirkiye’den go¢ etmis fakat kendisi

Kibris'ta dogup biiylimiis Kibrish Tiirk bireylerin kina gecelerinde uygulandig: goriiliir.
Testi Oyunu

Testi oyunu gliniimtizde Kibrish Tiirklerin kina gecelerinde Kibris halk danslari toplulugunda
gorev alan kiz ve erkek oyuncular tarafindan testi ile oynanirken bu sirada miizisyenler
tarafindan Kozan Marst adli enstriimantal parc¢a seslendirilir. islamoglu ve Oznur’un (2010)
“Geleneksel Kibris Tiirk ve Rum Diugiinleri” kitabinda ise Kozan Marsi'nin, Gelin Karsilama
Havasi oldugunu ve gelin adayina kina yakilmadan 6nce gelin adayinin etrafinda yedi kadinin
donmesi ve bir kadinin elinde testinin bulunmasi, her doéniiste testiyi baska bir kadinin
oynamasi olarak aktarir. Kanol (2017) bu oyunun eskiden tarlalarda ¢alisan is¢ilere testide su

gotiiren kadinlarin bir canlandirmasi oldugunu aktarir

Bu edime Tiirkiyeli Tiirklerin kina gecelerinde de rastlanilmistir. Kibrish Tiirklere gore farkh
sekilde uygulandig1 gézlemlenmistir. Bu farkliliklar yasanan gocten kaynakli olusan kiiltiirel
kimlik farkhliklaridir. Edimin uygulanmasi sirasinda ortaya c¢ikan en belirgin kimliksel
farklilik ise seslendirilen miiziklerdedir. Ornegin Tiirkiyeli Tiirklerin kina gecelerinde Testi
Oyunu ile birlikte kendi anavatanlar icerisinde genellikle diigiinlerde, eglencelerde ve kina
gecelerinde talep gormiis parcalar seslendirilir. Kibrish Tirklerin ise Kibris oyun havalari

icerisinde yer alan Testi Oyununa ait bir parca olan Kozan Marsi adli parca seslendirilir.
Orak Oyunu

Bu oyun Kibrish Tiirklerin kina geceleri igerisinde yer almaktadir. Kanol, bu oyunun Mesarya

ovasinda ortaya ¢iktigini aktarir ve su sekilde aciklar;

“Gecmiste oOzellikle iilkemizin Mesarya ovasinda, ekin bicme mevsiminde
orakcilar haftalar siiren ugraslar sonunda ekinleri bicebiliyorlardi. Baf
yoresinde daglik kesimlerde ve adanin diger bodlgelerinde yasayan
koyliiler, orak mevsiminde gecimlerini saglayabilmek icin, toplu halde
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Mesarya ovasina gilindelik¢i olarak c¢alismak icin akin ederlerdi.
Bulunduklar kéylerde tutacaklari is olmadigi icin Mesarya ovasina gelen
bu isciler, tarlalarda giindelikci olarak c¢alisip bunun karsiliginda karinlari
doyurularak ve bir de ekinden pay verilerek veya giindelik alarak, ekin
mevsimi sonunda kdylerine donerlerdi. Ekin bigme isleminin bitiminde
diizenlenen eglencelerde cesitli oyunlar oynanir ve bu oyunlar sirasinda
usta orakeilar ortaya cikarak oraklariyla cesitli hiinerler gosterirler ve
dans ederlerdi. Usta orakgilarin orak ¢evirme oyununda orag1 metal ug
kismiyla, tahta tutacak boliimiiniin birlestigi noktadan tek elle tutarak,
kendi ekseni etrafinda hizli bir sekilde cevirmek en yaygin gortlen figiir
olarak bilinmekteydi. Yine oragi sapindan tutarak basin etrafindan,
boyuna ve bogaza ¢ok yakin bir mesafeden hizli hareketlerle gecirmek,
oragl dondiiriirken aniden yukariya firlatarak yere diismesine firsat
vermeden sapindan yakalayarak oynamaya devam etmek gibi
hareketlerde kisilerin yeteneklerine gore gosterdikleri hiinerler
arasindaydi. Bu hiinerlere sahip kisiler sélenlerin ve eglence yerleri

aranan kisileri olurdu” (2006:75-76).

Yukarida Kanol'un aktardigina gore Dogu Mesarya Bolgesi icerisinde yer alan kina gecelerinde
eski sosyal yasantinin ve bolgede gecmis donemlerde tarim ve hayvancilik kiiltiiriiniin hakim
olmas1 sebebiyle Halk Danslar1 Toplulugu tarafindan oynanan oyun bu yasantinin bir
canlandirmasidir. Kibrishh Tirklerin eski sosyal yasantilar igerisinde eglenmek amaciyla
oyunlarinda kullandiklar1 sembolik esyalar zaman icgerisinde Kibris Turk kiiltiiriiniin simgesi
haline gelmistir. Oyun ile seslendirilen bircok parcanin isminin de oyun icerisinde kullanilan
Kibris Tiirk kiiltiiriiniin simgesi haline gelen tarimsal esyalar, iiriinler ve alanlardan aldig:

gorilmektedir.
1974 Sonrasi Kina Gecelerinde Yer Alan Miizik Gruplari ve Calgilar

Dogu Mesarya Bolgesinde hem Kibrish Tiirklerin hem de Tirkiyeli Tiirklerin kina gecelerinde
miizik gruplarn tcret karsiliginda yer alirlar. Miizik gruplarn ve kullandiklari c¢algilar kina
gecesi sahipleri tarafindan kendi kiiltiirel kimligini yansitabilecek sekilde tercih edilir.
Ornegin Kibrish Tiirklerin kina gecelerinde, Kibris oyun havalar1 repertuvarina sahip olan

Kibrish Tiirk miizisyenler ve Kibrish Tiirk halk danslan topluluklar1 yer alir. Tiirkiyeli
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Trabzon, Tiirkiye

Tiirklerin kina gecelerinde ise genellikle Kibris’ta yasayan Tiirkiyeli Tiirk miizisyenler yer alir.
Tiirkiyeli Tirkler tarafindan miizik gruplarinda gorev alan kisilere halk arasinda miizisyen
olarak hitap edilir. Dogu Mesarya Bélgesi icerisindeki Vadili ve inénii Kéyii'nde incelenen
Tiirkiyeli Tirklerin kina gecelerinde orkestrada yer alan miizisyenlerin orkestra oturtumu
degisime ugramaz. Genellikle orkestrada, bir solist, bir darbuka ve birde org ¢alan miizisyen

yer alir ve ayni zamanda da org ¢alan miizisyen vokalist olarak da gorevini yiiriitiir.

Fotograf 1: Tirkiyeli Tiirklerin Kina Gecesi Etkinligi ‘Miizisyenler ve Calgilar’

Evlenecek olan ¢iftlerin Tiirkiyeli Tiirk ve Kibrish Tirk oldugu kina geceleri icerisinde yer

alan orkestra oturtumu ve konumu:
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Fotograf 1: Orkestrada Yer Alan Enstriimanlar (Darbuka ve Org)

Dogu Mesarya Bolgesi icerisinde yer alan Vadili ve Inénii Kéyii'nde incelenen Tiirkiyeli
Tiirklerin kina gecelerinde yer alan orkestra genellikle darbuka ve org gibi enstriimanlardan
olusur. Org'un elektronik bir enstriiman olmasindan dolay1 miizisyene kolaylik saglamasi
bakimindan tercih edilir. Bir¢ok soundu icinde barindiran org, miizik repertuvarinda yer alan
Tiirk kiltiiriine ait bircok miizigi seslendirmede kolaylik saglar. Kibrish Tiirklerde oldugu gibi
Tiirkiyeli Turklerde de oyun havalari seslendirilirken ritmik yapiya 6nem verilmektedir. Bu

ritmik yapi, darbuka ve tef gibi enstriimanlarla desteklenir.

Evlenecek olan ciftlerin her ikisinin de Kibrish Tiirk oldugu kina geceleri icerisinde orkestra
halk danslar toplulugu ile birlikte kina gecesine katihm gosterip oyunlar belirli bir
repertuvar sirasl ile oynar. Orkestrada genellikle temel enstriiman olarak keman, darbuka ve
def kullanilir. Bunun yani sira kina sahibinin maddi durumuna bagh olarak halk danslari
toplulugu ile yine ticret karsiliginda anlasarak ud, akordeon ve gitar gibi enstriimanlar da
orkestraya dahil edilebilir. Kibrisli Tiirklerin kina geceleri igerisinde genellikle orkestra

oturtumu ve konumu asagidaki gibidir:
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Fotograf 2: Kibrish Tirklerin Kina Gecesi Etkinligi ‘Miizisyenler ve Calgilar’

Sonug

Goc, cografi olarak yer degistirme edimidir. Yer degistirme sirasinda gé¢gmen topluluklar cogu
zaman kendi kiiltiirel 6gelerini yaninda tasirlar. Boylece gé¢men toplulukla yerli toplumun
arasinda kiiltiirel bir temas olusur. Ritiieller bu temasin ve siirecin en net okunabilecegi

etkinliklerdendir.

Ritiieller icerisinde temel bir bilesen olarak yer alan miizik, kiltiiriin belirgin bir sekilde
gozlemlenebilecegi bir ifade alanidir. Miizik bu etkinliklerde kultiiriin ifade bicimini
gliclendirirken ayn1 zamanda kilttirel etkilesimi ve farkliligi da ortaya koyar. Boylece miizik
bulundugu bolgenin kiltiirel kimligini aciga cikarirken ayni zamanda go¢ sebebiyle olusan
kiiltlirel temas1 ve sonucunu da ortaya cikarir. Kiiltiirel temaslar sonucunda ortaya kimi
zaman melez bir kiiltiir, kimi zaman asimile olmus bir kiiltiir, kimi zaman ise degisime direnen
bir kiltir ortaya ¢ikar. Kibris Dogu Mesarya bolgesi kiiltiiriinde bu sonug¢larin hemen hepsini

bir arada ve es zamanli gormek miimkiindiir.
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NEAR EAST MEETS FAR EAST-IN EUROPE! A EUROVISIONAL ANALYSIS

Abstract
The idea Marcel Bezencon, director of European Broadcast Union, proposed under the
influence of Sanremo Music Festival, resulted in Eurovision Song Contest in 1956. Starting
with seven European countries, the contest spread around the continent, Caucasia,
easternmost and southwestern shores of the Mediterranean, and Australia. Succeeding in
uniting the warworn continent, ESC also dissociated countries such as Monaco which declined
participation due to biased voting system. Although the rules state that ESC is not a political
but a musical event, non-musical discussions dominated the literature such as the building of
a European identity. The 63rd contest held in Lisbon on 12 May 2018 was not free from those
discussions either. The victory of Israeli representative Netta Barzilai’'s song Toy was
associated with the current political agenda like USA’s embassy decision and the result was
criticized to be a political decision. However, the new voting system since 2016, and countries
with high points from their diasporas like Russia and Azerbaijan failing in semifinals refute
the argument on political decision. This paper evaluates ESC through Arjun Appadurai’s
concept ‘technoscape’ and argues that the non-musical factor effecting the ESC results evolved
into transnationality. In this context, ESC on new media was studied and the winning song of
ESC 2018 was analyzed in terms of music, lyrics and performance. The number of YouTube
live viewers reaching 6 million and ESC songs’ success on iTunes charts even in non-European
countries like Dominican Republic reveal the effect of technoscape in the globalization of the
contest while Barzilai's musical background, the musical, lyrical and performative aspects Toy
and its reflections on social media users from different countries show that the song carries a
‘Far Eastern’ rather than a European identity and this ‘far’ identity is regarded ‘phenomenal’

not only in Europe but also if Africa and America.
Keywords: Eurovision Song Contest, transnationality, technoscape, performance analysis
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Far East goes Far West

Although I claim to present a Eurovisional analysis, I don’t start directly from the ESC. [ want

to start instead from the very West to locate the East, in a musical and technological sense.

Appadurai’s understanding of global cultural flows rest on the floating connection and
disjuncture of -scapes (Appadurai, 1996: 27-43). Although having an economic emphasis,

these scapes are still helpful in understanding music today.

When we look at Korean Psy’s appearance on the Ellen Show in 2012, after receiving the
highest number of views on YouTube with his song Gangnam Style (officialpsy, 2012), or the
American acapella group Pentatonix covering the songs of the Japanese electro-pop, the J-pop
group Perfume in a medley and entering the charts with as many views as the original songs
in 2016 (PTXofficial, 2016), or the appearance of the Korean boy band BTS on the ‘classical’
Tonight Show starring Jimmy Fallon on 25 September 2018, making #BTSonFallon a world
trending topic on Twitter by innumerable tweets (Bell, 2018), we can see the relationship of

music and technoscapes in the flow of the Far Eastern music to the Far West.
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Image 1. Psy, Britney Spears and Ellen performing ‘the horse dance’ of Gangnam Style on The Ellen
DeGeneres Show (MclIntyre, 2018).

Image 2. Caption of Pentatonix from their Perfume Medley videoclip (Roba da Otaku, 2018).
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Image 3. BTS with Jimmy Fallon on The Tonight Show (Se7en, 2018).

From Sanremo to Tel Aviv

Before coming back to technoscapes, I want the audience to remember my initial topic,
Eurovision. The Sanremo Music Festival of Italy since early 1950s influenced a Swiss
entrepreneur, Marcel Bezencon, who was willing to re-unite the war-torn Europe after the
World War II by the help of music. Thus, the Eurovision Song Contest was introduced in 1956
(Fricker & Gluhovic, 2013: 3). Starting with only 7 European countries participating, the
contest spread around the continent, Caucasia, easternmost and southwestern shores of the

Mediterranean, and eventually Australia.

Succeeding in uniting the continent towards the European Union, ESC also dissociated
countries such as Luxembourg and Monaco which declined participation due to biased voting

system against their small number of citizens (Blangiardo & Baio, 2014: 2317).

Although the rules state that ESC is not a political but a musical event (EBU, 2017), non-
musical discussions dominated the literature such as the building of a European identity
(Bohlman, 2007). The 63 contest held in Lisbon on 12 May 2018 was not free from those
discussions either. The victory of Israeli representative Netta Barzilai’'s song Toy was
associated with the current political agenda like USA’s embassy decision and the result was

criticized to be a political decision (Eglash, 2018).
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But the European Broadcast Union was not deaf to the criticisms. The updated voting system
in 2016 (Jordan, 2016) showed its impact most clearly in Lisbon, letting countries like Russia
with crowded diasporas thus receiving higher televotes fail to participate the final, which in

my opinion was well deserved with a mediocre song and an unsuccessful stage performance.

Here, [ argue that the non-musical element in ESC evolved from politics to transnationality, in
touch with the technoscapes. Recognizing the ‘visibility’ emphasized by Slobin in reaction to
Appadurai’s theory of scapes (Slobin, 1992: 4), I use the term transnational in Slobin’s trans-
regional understanding, although he found ESC ‘regional’ back in 1990s (ibid.: 8). I hence try

to show the appreciation beyond the European borders.
Between Near East and Far East

Before I explain how I find a reason other than politics- like music- playing actual role in the
victory of Israel on the 63rd ESC, | want to give the word to the chicken vibes and remember

the winning song.

Look at me, I'm a beautiful creature
[ don’t care about your modern-time preachers
Welcome boys, too much noise, I will teach you

Pam pam pa hoo, Turram pam pa hoo

Hey, I think you forgot how to play

My teddy bear’s running away

The Barbie got something to say: Hey! Hey!
Hey! Hey!

My Simon says leave me alone

I'm taking my Pikachu home

You're stupid just like your smartphone

Wonder woman, don’t you ever forget
You're divine and he’s about to regret

He’s a baka-bakum, bak-bak bakumbai...
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I'm not your toy

You stupid boy

I'll take you worn

I'll make you watch me
Dancing with my dolls

On the MadaBaka Beat

Not your toy!

A-A-A-Ani Lo buba!

Don’t you go and play with me boy!
A-A-A-Ani Lo buba!

Don’t you go and play... Shake!

Kulului, Kulului, ah, wedding bells ringing
Kulului, Kulului, ah, money man bling-bling
[ don’t care about your ‘stefa,” baby

Pam pam pa hoo, Turram pam pa hoo

Wonder woman, don’t you ever forget
You're divine and he’s about to regret

He’s a baka-bakum, bak-bak bakumbai...

I'm not your toy

You stupid boy

I'll take you worn

I'll make you watch me
Dancing with my dolls

On the MadaBaka Beat

Not your toy!

Table 1. Lyrics of Toy by Doron Medalie and Stav Beger (Eurovision, 2018).
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So, what made this girl win the contest? I argue that her peculiar way of making the Near East
meet the Far East in Europe helped this happen. First, I want to look into the stage

performance and then go into an analysis of the song to make it clear how.
Stage Performance and Sonic Elements of Netta’s Toy

The dancers on the stage were Israeli, Netta brought them to Lisbon, but they did not perform

an Israeli dance on the stage. What we saw was a ‘chicken dance’ instead.

When we focus on her costume in Image 4, we see a Wakufu-a Japanese traditional cloth, a

kimono in general (Tran, 2017), which is an obvious sign of the Far East.

Image 4. Netta performing Toy in the ESC Grand Final (Eurovision Song Contest, 2018).

For representing toys on stage, the props she used are shelves full of Maneki Nekos (Mellin,
2018), Japanese kitten toys which are believed to bring good luck. Maybe they actually did,

but her success was beyond the luck brought by those waving cats.

If this level of Far Eastern connection is not enough, we can move onto the analysis of the

song.

First, | want to attract attention to the Near Eastern timbre dominant in the interlude and the

2nd yverse, the emphasis on half step, sounding like the Phrygian mode, signaling the makam
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music tradition of the Near East. We also have some lyrics in Hebrew on this verse,

contributing to the Near Eastern effect, which sound like dubstep.

Although the music sheet arranged by Martin Veszelovicz is on D (Image 5), she sang it on D
sharp and the lead vocal rests on a pentatonic scale consisting of D#-F#-G#-A#-B with a
variety of 3, 2, 2, and 1 half-steps respectively in between. Not a typical Major or Minor
Pentatonic scale as in the case of Ed Sheeran’s Shape of You (Peres, 2018), this scale has a
variety of steps in between, evoking the In scale of traditional Japanese music (Titon, 1996:

372) with the resemblance.
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Netta - TOY

copyright@martinakkordeon.com Arr. Martin Veszelovicz
www.martinakkordeon.com
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Image 5. First page of Veszelovicz's arrangement of Toy on D (Veszelovicz, 2018).

The song is named Toy and the lyrics include toys, this makes sense. But the selection of toys
is striking. Next to Barbie, the signature doll of dominant US culture industry, we have
Pikachu, the yellow Pokemon which signals the flow of Japanese entertainment culture to all

over the world through technoscapes, as in the cartoon on TVs and the game on smartphones.
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Last but not the least, the song has Japanese lyrics-for the first time in ESC! What we hear as
chicken voice is actually a Japanese word. Thus the chorus in English “I'm not your toy/you

stupid boy” is represented partly in Hebrew and partly in Japanese (Image 6).

R2® 7R 2127 [ani lo bubz] = I'm not 2 doll

/371 [baka] = fool, stupid

Image 6. Hebrew and Japanese words in the lyrics with their translations

The meeting is now clearly visible, but still where does the success come from? From the

superculture, in Slobin’s terms (1992: 13-20), of technoscapes maybe?
Horse Dance, Chicken Dance, Zanzibarian Breakdance

Netta’s video has been the most popular video on the official ESC channel on YouTube since
the day of its release. With more than 100 million views as of 2018, Toy almost doubled Jessy
Matador from France and Lena Meyer-Landrut from Germany, the previous most popular

videos respectively (Eurovision Song Contest, 2018).

She also shook the charts of digital platforms, reaching top 10 in most European countries and
appearing on top 100 of non-ESC countries like Usbekistan and South Africa (Juhasz, 2018).

So a technology-literate person would have foreseen her victory.

Yet the transnational side was shown by a mashup of the YouTuber Pollution X (2018). The
channel’s most viewed video immediately became Toy Style, the mashup of Psy’s Gangnam

Style and Netta’s Toy, reaching almost 900 thousand views.

And guess what? Netta herself has close connections with this K-pop song already. The formal
structures of the two songs are identical besides Netta’s fame coming from Gangnam Style

(Kavaler, 2018).

Image 7 shows some comments below the video Toy Style, from different countries in
different languages, and even some Spanish ones missing. K-pop is also appreciated in the

comments.
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Image 7. A selection of comments on YouTube related to Netta, from different countries in different
languages.

Alexander Atlas’s comment in the middle was kind of inspiring for me and Maria Filippova
couldn’t ignore the power of technology. The below comments are not from this video but
from a reaction video on Netta’s song, from the US (Landman, 2018). Maria’s comment
receives support from Iran and Indonesia. Music production and music appreciation are so
interconnected within technoscapes that she didn’t hesitate to bless the web which makes her

appreciation possible.

And yet another appreciation video appears in Africa, thanks to the superculture of
technoscapes. Some dancers from Zanzibar dance upon this mashup a few weeks before the
contest and impress an online community, including the producer of the mashup (Rafaeli,

2018).
Conclusion

Before concluding, I want to mention that I don’t tend to ignore the politics behind. This song
was carrying a feminist message related to the #metoo movement (Cabral&Matthieussent,

2018), but this is a whole new story which wouldn'’t fit the limits of this presentation.
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To stick to the theory behind this presentation, we can say that there are musical factors at
least playing role in the results of the ESC and I believe I was able to show how Netta was

successful from a musical and performative point of view.

And we can also say that technology surrounding us today helps us better understand the
visible. As the pop music theorist Asaf Peres tweets, “hits don’t become hits by accident”
(Top40 Theory, 2018). Toy was made a hit in making Near East meet Far East in Europe,

which was largely appreciated despite the criticisms.
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TRADITIONAL PERFORMANCE PRACTICE OF KEMENCHE (BLACK SEA FIDDLE) IN
GREECE
Abstract
The kemenche (Black Sea fiddle or Pontic lyra) is a bottle-shaped stringed instrument from
Black Sea region of Turkey. It is one of the most important figures of Black Sea music tradition
as it has an original playing style and repertoire that differentiates this instrument from other

bowed instruments.

Today, kemenche is being performed not only in the Black Sea region of Turkey but also in
Greece, where Pontic Greeks have immigrated from Black Sea region of Turkey at the

beginning of the 20th century.

After almost one century, inevitable differences occurred in kemenche performance practices.
When the playing style differences of kemenche performed in Turkey and Greece are
investigated and compared, prominent differences and common points can be observed. It is
essential to state that, these kind of similarities and differences are very expectable between
the two communities which have the same origins, yet one of them changed its cultural
environment by an immigration and the second one have stayed in its natural environment.
Moreover, during the population exchanges and migrations, the cultural interactions also
reflected itself in kemenche playing styles. Thus there is a performance practice difference
between Greece and Turkey today. Therefore, in my field research, I basically have
investigated the playing style differences of kemenche, which is the most significant and
symbolic musical instrument in both communities of Greek (Pontus people) and Turkish
(Black Sea people). Through focusing on after the 1920s1, I specifically look at the playing

style differences in terms of the playing techniques and musical aesthetics.

In this paper, | am going to state my comments, and outcomes about traditional performance
practice of kemenche in Greece, in the aspect of playing techniques, repertoire, and evolution

process of kemenche performing practice, basing on two years of field research in Greece.

Key words: immigration, kemenche, performance, Black Sea, music

11922-23 population exchange between Turkey and Greece.
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In this paper, | am going to state the outcomes of the ongoing research [ am conducting on the
traditional performance practice of kemenche in Greece, in the aspects of playing techniques,
repertoire, and evolution process of kemenche performing practice. The research I am
conducting has been going on since 2016, in Thessaloniki, and environs. Besides, [ have to
state that this paper doesn’t include the issue of the popular performance practice of
kemenche. Although it is very related with the evolution process of performance practice of

kemenche, in my opinion it is a topic of another paper.

The kemenche (Black Sea fiddle or Pontic lyra) is a bottle-shaped stringed instrument from
Black Sea region of Turkey (Anoyanakis, 1991:275). It is one of the most important figures of
Black Sea music tradition as it has an original playing style and repertoire that differentiates
this instrument from other bowed instruments. Today, kemenche is being performed not only
in the Black Sea region of Turkey but also in Greece, where Pontic Greeks have immigrated

from Black Sea region of Turkey at the beginning of the 20th century.

After almost one century, inevitable differences occurred in kemenche performance practices.
When the playing style differences of kemenche performed in Turkey and Greece are
investigated and compared, prominent differences and common points can be observed. It is
essential to state that, these kind of similarities and differences are very expectable between
the two communities which have the same origins, yet one of them changed its cultural
environment by a forced? immigration and the second one have stayed in its natural
environment. Moreover, during the population exchanges and migrations, the cultural
interactions also reflected itself in kemenche playing styles. Thus there is a performance
practice difference between Greece and Turkey today. Therefore, in my field research, I
basically have investigated the playing style differences of kemenche, which is the most
significant and symbolic musical instrument in both communities of Greek (Pontus people)
and Turkish (Black Sea people). Through focusing on after the 1920s?, I specifically look at the

playing style differences in terms of the playing techniques and musical aesthetics.

To understand the evolution process of performance practice of kemenche, naturally I would
like to start form the first generation players. One of the important questions of my research

is ‘Who were the first generation kemenche players?’, which [ addressed to my interlocutors.

21922-23 population exchange between Turkey and Greece.
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Most of them inserted a group of names, which were mostly the same. This does not mean
that there were no other kemenche players except those who were mentioned by the
interlocutors. However, I had accepted the names which I have stated below as the data of my

field research.
First Generation Kemenche Players in Greece

My research up to this point have revealed that I will take Gogos Petridis as a milestone who
has motivated a dramatic change in the evaluation of kemenche playing styles in Greece. At
this point, an inevitable question comes to mind: Who were the active kemenche players
before Gogos Petridis? Who did carry all repertoire and kemenche playing styles to Greece,

and who did provide this music culture to pass down.

During my field research, I have gained information of several prominent names who carried
all the repertoire and kemenche playing styles from their homeland, all over the Black Sea

(Pontus) region of Turkey. These are:

e Stavros Petridis (1896-1949 from Trabzon, father of Gogos Petridis)
e Nikos Papavramidis (1907-1995 from Agiropoli(Gtimiishane))

e Xristos Bairaktaris (1905-1981 from Kromni, Trabzon)

e Apostolos Athanasiadis (1905-1969 from Magka, Trabzon)

e (Christos Aivazidis (1916-1972 from Arghali, Trabzon)

e Stathis Veniamidis (1920-1995 from Magka, Trabzon)

e (Giorgos Posinakidis (1892-1963 from Hamsikoy, Macka)

e (Giannis Tsortanidis (1900-1983 from Santa, Trabzon)

e Pantelis Sevastidis (1922-1989 from Santa, Trabzon)

e Christoforos Christoforiadis (1905-2001, from Kunaka, Macka)

Fortunately, we have a chance to listen to some of the recordings of these kemenche players
on YouTube today. The majority of these recordings are amateur field recordings made by
friends and admirers of the names in question. Besides, some of those field recordings have
been published as albums in order to save these recordings in digital media, in order to
contribute to Pontus music archive, and to honour their names as the principle predecessors

of Pontus music culture.
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It is evident that almost each kemenche player represents their particular kind of repertoire,
which belong to their homeland where they had come from. In other words, even they have
been performing some common tunes, they also exemplified different tunes and styles
depending on the area. Christos Aivazidis is one of the suitable examples of illustrating a
unique repertoire of traditional songs which are known as ‘Aivazi tunes’ today. Aivazidis was
born in a village named Arghali nearby the city of Trabzon. After the population exchange, he
came and settled down in Kolchiko in Thessaloniki. He is marked as one of the legendary
kemenche players and also, he is known as the carrier of the small and specific traditional
music repertoire of his birthplace. This little group of songs is also known as Arghaletka.

(Thekouras, 2016: 206)
Gogos Petridis and his New Style

Gogos Petridis is one of the most important kemenche players who is entitled as the ‘Patriarch
of Lyra3® (kemenche)’ by Pontus people in Greece. Gogos Petridis influenced all kemenche
players after him, and he created a style called ‘Gogo style.' During my field research, [ had a
chance to observe how Gogos Petridis has affected the kemenche playing styles, how the old
generation and new generation kemenche players define the ‘Gogo style’, and how ‘Gogo style’

differentiates itself from the first generation players.

Almost every kemenche player would accept that Gogos has created his own style and most of
them are followers of Gogos. When I asked ‘what is the difference of Gogos style?’ or ‘how did
he create his own style, what did he add or did he change?’, I had several types of answers

from my informants:

The first one is, Gogos had an extraordinary insight of traditional Pontus music. He had
learned all the extreme kemenche techniques from his father Stavris Petridis. He had captured
all the repertory and all playing styles, and he brought out a style which was shaped by his
musical understanding and his musical aesthetics, which had been affected by other music
traditions of Greece (For example, he was playing rebetika by bouzouki). He collaborated to
many different music performers of Pontus community, and he collected a vast amount of

traditional tunes.

3 Lyra is the Greek word for upright bowed instruments.
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The second major response I got is that he was very creative on improvisation. This means
that he was able to play many variations of small melodic figures and also he had created
longer melodic lines during the improvisational parts of the songs according to first

generation kemenche players.

Thirdly, in terms of playing technique, he achieved a high level of quality which is referred as
‘he plays clear.” He had a strong rhythmic expression and his trills on the right hand were very
frequent. In other words, his style is described as accurate, virtuosic and clear. At this point, it
is important to state that almost everyone was agreeing that Gogos had made changes in
playing style but these changes were not incongruous changes, contrarily these changes were

very compatible with the traditional style.

These statements about the features of new playing style, which highly influenced by Gogos
Petridis, were highly arguable. Terms such as ‘clear playing’, ‘development of kemenche’,
‘giving an order to melodies’ were the most frequent statements of most of my interlocutors.
Additionally, they were using these terms in a positive way, and that is why the Gogos Petridis

conceived as the best kemenche player ever.

On the other hand, there was another approach, which takes these dramatic changes as a
disaster for kemenche playing tradition. This opposite idea is being stated by a very small
group of people. The kemenhce player, from whom I had acquired this approach, was Antonis

Papadopoulos.
Antonis Papadopoulos

Antonis Papadopoulos is one of most the important figures of today’s traditional Pontus
music. Also he was one of the most interesting interviewee that [ have worked on in Greece.
He might be the only figure that represents the old kemenche playing style today. This has a
valuable meaning, which implies that he stands against the main stream playing style. He
toughly criticizes the main stream kemenche playing style, in other words the new playing
style. He strongly states that the new playing style of kemenche is not the traditional Pontus
music, and also the progress in kemenche playing style, which has occurred during last sixty
years, is not a development. It is only an approach which doesn’t represent ‘real’ Pontus
music. The important point is, he had stated that he was a follower of mainstream playing

style, namely the new style, at the beginning of his career. He had been criticized toughly in a
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wedding, where he had been invited as a kemenche player, by old local people because of his
playing style, and he had realized the existence of the old style. He has described all
differences between playing styles by illustrating them from his point of view. For instance, he
described elaborately the holding differences between two styles. In new style (or Gogos
style) the fingers of the left hand are bended on all finger twists like a guitar or violin player.
Bending a finger on all finger twists provides fingers to tap on finger board with angle of 90
degrees. In old playing style, fingers are bent only on the first finger twists. In this way, the
fingers have a touching angle of 45 degrees. Furthermore, in the old style, the kemenche
players were able to play in standing position due to the holding type of the kemenche. They
had a rope on tap of kemenche. One end of this rope has tied to the hole, which is located on
tap of the kemenche. The other end of the rope was going back to the armpit of the hand which
was holding kemenche. The kemenche player was squeezing this rope under his armpit. Hence,
the kemenche player was decreasing the weight of the kemenche, and the fingers were
becoming freer to play the kemenche. Contrarily, the holding type of new style doesn’t let
kemenche players to play in standing position. For instance, one of my informant Nikos
Zournatzidis stated that the old kemenche players were holding the kemenche with one hand
without the support of the knees or laps. And also the old kemenche players were using the
bow in horizontal way which is called ITaAdwvSpoutkd(reciprocating). Since Gogos Petridis was
playing bouzouki and he changed the bow style of kemenche by imitating the right hand (the
hand which hold the plectrum of bouzouki) (Zournatzidis, 2017). Namely, he started to use
the bow in a vertical way. To describe it in details, when we think of the body of the kemenche
player as a vertical line and the ground as a horizontal line (with 90 degrees angle), the left
hand holds the kemenche at an angle of 45 degrees to the ground with the support of the laps,
and the right hand holds the bow at an angle of 45 degrees to the ground. Hence, the angle

between kemenche and the bow becomes 90 degrees (approximately).

This type of kemenche holding is one of the most significant features of Gogos style that

differentiates this style from the old style, and also from today’s style in Turkey.

Another significant information that Papadopoulos has mentioned was the timbre differences
between the old style and the new style. He has insistently introduced that Gogos, and his
followers, namely the new style players, started to use low-tuned (in his terms ‘bassa lyra’)
kemenches. Contrarily, the old players were using high-tuned kemenche (zil kemenche). When

he realized the old style, as in the story which is mentioned above, the first thing that he had
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done was to find a new high-tuned (or high ranged) kemenche. This is another essential
example, which shows again that it is a complementary element of the playing styles, about

timbre issue.

There is another point that I have to mention, which is the development in music
technologies, and its effect on kemenche playing style. By the 1950s, basing on the
technological development of the sound systems, electronic amplification had been started to
use widely in music performance areas of Pontus community. Consequently, kemenche
players began to use microphones or pickups in order to amplify the sound of kemenche. This
development of sound technology has enabled indoor performance to be outdoor
performance. In other words, as an old music performance practice without music technology,
zil kemence* was being preferred by kemenche players since zil kemenche is more loud and
audible for outdoor performances, because of its high range frequency of sound. Kapan
kemenche or zilokapan kemenche was being played mostly as indoor performance, in coffee
houses, or in taverns. The development of music technology provided an opportunity to use

the kapan and zilokapan kemenches in outdoor performances.

After population exchange in 1922-23, social, cultural and geographical environment of
Pontus community had changed. Due to these facts, daily life habits and music performance
practices had also changed. According to Harris Kriakidis, who is a kemenche maker, all these
changes in lifestyles and music performance practices has some effects on kemenche sound
and also kemenche timbre. Harris stated that old kemenches which were being played by old
players were smaller in size. It means that old players mostly preferred zil kemenches. In
years, sizes of kemenche became bigger, and kapan and ziloakapan kemenche started to take
place more widely in performance practices with the help of the technological developments

(Kyriakidis, 2016).

This means that these changes are not only in playing style of kemenche but also in
construction and timbre of kemenche. Additionally, it can be stated that both changes in

playing technique and in timbre did not emerge independently. Both categories of changes

4Kemenche is categorized according to its frequency range. Zil kemenche refers to kemenche which can
be tuned to high frequencies. Zilokapan refers to kemenche which can be tuned to middle frequencies,
and kapan refers to kemenche which can be tuned to bass frequencies. First string(highest) of zil
kemenche is tuned to a frequency range between C5-E5, zilokapan kemenche is tuned to a frequency
range between A4-B4, kapan kemenche is tuned to a frequency range between E4-G4. Also, these three
categories of kemenches change in size too.
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mutually affected each other. For example, when we consider Gogos style, we cannot
approach to his style only through regarding bowing and fingering techniques. The style and
technique, which he had created on his instrument, had a strong relation with the sound and
the timbre of his kemenche, which he had preferred to play zilokapan or kapan. For instance,
as I have stated before, one of the most important fingering technique is his trill. They are
very fast and clear. This technique is more applicable on a low tuned kemenche according to a
high tuned kemenche because of its high tension on strings. Furthermore, his style is mostly
defined as “cleaner lyra sound” characterized by intonational accuracy, melodic clarity, and a
fuller tone. The definition “cleaner lyra(kemenche) sound” has something to do with the
timbre of low tuned kemenche (kapan or zilokapan) which has a timbre character of less

“harshness” according to zil kemenche.

As a result, Gogos Petridis engendered significant changes not only in kemenche playing
techniques but also sound character and timbre of kemenche. Besides, all these changes on
kemenche playing techniques and kemenche timbre have a strong correlation with cultural,

social and technological conditions of that era.

Traditional Pontus music culture has many different styles regarding musical instrument and
repertoire. Today, although Pontic lyra (kemenche or pontiaki lyra) is the most significant
musical figure of Pontus community and identity, the research [ have conducted up to now
reveals that, the tunes and the musical style, which is especially performed by kemenhce,
inherently belongs to a specific region of Black Sea. In the other words, the main resource of
today’s traditional kemenche repertoire and musical style is originated from a narrow district

in Black Sea geography, instead of the whole Black Sea area.

For instance, according to Aslanidis (who is one of the most significant kemenche players of
Greece, and he is seventy years old.), kemenche was not so common all over the Black Sea
region. He has depicted an area starting form Argiropoli (Giimiishane) and going shoreward
through Trabzon district, which represents the main kemenche tradition. In the other regions
of Black Sea, there were different instruments, which were the primary traditional
instruments, like zurna, kemane>, and violin (Aslanidis, 2017). Additionally, Aslanidis defines

five different main regions according to the repertoire of the traditional tunes. These are:

5 Played Greeks of Cappadocia and Pontus. It is a bottle-shaped stringed instrument with sympathetic
strings. (Anoyanakis, 1991: 279)
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1- Trapezounta (Trabzon) and Argiropoli (Gtimiishane)
2- Nikopoli-Garachisari(Karahisar)

3- Kotiora(Ordu) and Kerasunta (Giresun)

4- Kars

5

Bafra and Sampsounta(Samsun)

An important issue that need further attention is the different repertoire of different regions
of Black Sea. As I stated above, we can roughly divide into five sub-regions according to the
traditional repertoire. However, we must keep in mind that these sub-regions do not have

precise borders, and also there is a set of repertoire which is called pan-pontiako®.
Conclusion

With the increase in the usage of Internet and cable system networks of mass communication,
the cultural bonds between the black sea communities of Turkish and Greek heritage had the
opportunity to interact with each other. Specifically, after the 2000s with the advancements in
the Internet technologies, the interaction between these different, but at the same time
culturally similar contexts became stronger. In the other words, two brothers (or sisters) of

the same cultures met again after a long time period.

At the point of musical view, although both cultures have the same origins and have a huge
amount of similarities in terms of basic elements of music and dance, there are also distinctive
elements that can be easily recognized by the insiders. For instance, in among the Turkish
kemenche players, the different kemenche playing style that is played in Greece is defined as

Greek style” - rum tavrt.

As a result, after two years of field research, I can briefly state that the rum tavri, or the Greek
style is the mainstream kemenche playing style, which is highly effected by Gogos Petridis, in
terms of playing techniques (both fingering and bowing), and timbre. Furthermore, this style
has widened its repertory. I mean, today kemenche repertory consists of the songs from all
over the black sea region unlike in the past. And lastly, this kemenche playing style is more
standardized style, which doesn’t demonstrate elaborately the regional playing style

differences compared to Turkey. In Turkey, regional playing style differences are still alive in

6 The tunes which are being played widely, all over the Pontus (Black Sea) region.
7 This term refers to Pontus community which originally from Black Sea region of Turkey. They speak
an ancient dialect of Greek language.
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their territory. In Greece, the Gogos Style or the new style, have become dominant over the

years, and now this the mainstream style, which we define it as rum tavri.
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KURESELLESME CATISI ALTINDA YER ALAN MUZIKAL ENSTRUMAN PAZARLAMASINDA
TUKETIM ALISKANLIKLARI VE MANIPULASYONLARININ ULUSASIRILIK BAGLAMINDA
INCELENMESI
Ozet
Miizik enstriimanlar1 farkli kiltirlerin; gelenek ve goreneklerin basat tasiyicillarindan
olmustur. Miizikal kiiltiirler “kendi enstriimanlar” ile temsil edilirken etkilesim igine girilen
diger kiiltiirlerle repertuarlarimi ve miizikal dillerini bizatihi enstriimanlar tzerinden
paylasmis; enstriimanlar bu iletisim denkleminin katalizorleri olmustur; mizik
enstriimanlarinin képrii ve tasiyict olma 6zelligi kiiltiirlerin ve degerlerinin farkl ¢evrelerce

benimsenmesinde 6nemli rol oynamistir.

18. ve 19.yiizyilin emperyalist anlayisinin 20. yiizyilda kiiltiir emperyalizmine evrildigi
surecte, egemenlerin kendi toplumsal yap1 ve degerlerini benimsetme yolu olarak diger
bir¢ok iletisim arac¢larinin yani sira miizigi de islevsellestirdikleri bilinmektedir. Bu hamlenin
bir diger aygiti miizik teknolojileriyle i¢li-dish olan miizik endistrisidir: II. Diinya Savasi
sonrasinda daha da gelisen miizik endiistrisi bu yiizyilin medya ve kitle iletisim arac¢larinin
gelisimine ve pazarlama anlayisina paralel olarak sekillenmis ve hizla ortaya cikan popiiler
miizik tirleri kendi pazarlama ydntemlerini tiiretmistir. Miizik endistrisinin bu pazarlama
yontemleri icerisinde sembolik bir énem kazanmaya baslayan miizik enstriimanlari farkh

roller listlenmeye baslayarak, miizik-tiir iliskisi icerisinde belirleyici unsur olmustur.

Gilinlimiizde kiresellesmeyle birlikte, miizik endiistrisinin bir parcas1 olarak, miizikal
enstriimanlarin tiiketimi 6nemli derecede artmistir. Miizikal enstriiman pazari, popiler kiiltiir
cercevesinde kendi miizigini, soundunu yaratma paradigmalari, pazarlama stratejileri, gelisen

teknoloji ve sahne sanatlariyla i¢ ice biiylik bir sektor haline gelmistir.

Bu bildiride, kiiresellesme catisi altinda kendi kilttirlerinin 6tesinde 6zellikle popiiler kiiltiirle
birlikte sekillenen ve sembolik anlamlar kazanan miizikal enstriimanlarin pazarlamasinda
kullanilan yontemler, miizigin ve miizisyen kimliginin insasinda direkt veya dolayl olarak etki
eden olgular, cesitli 6rnekler iizerinden incelenecektir. Ulusasirilik baglaminda popiler
kiltirle sekillenen miizik endistrisinin ve gen¢ kusagin ilgi ve zevklerini manipiile eden
miizikal enstriiman pazarlama stratejilerinin analizleri lizerinde durulacaktir. Miizikal
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enstriiman pazarlama stratejilerinin baslica malzemesi olan topluluk, siddet ve cinsiyet
0geleri, kiiresellesmeyle birlikte yerelden ulusasiriiga gecisin miizik teknolojileri ve sanal
platformlar araciligiyla sekillenen yapisi ele alinacak, bu 6geler ilizerinden insa edilen

miizisyen kimligi miizik-tiir, enstriiman ve tiiketici iliskisi irdelenecektir.

Anahtar Kelimeler: miizikal enstriiman, miizik endiistrisi, miizikal enstriiman piyasasi,

dijital miizik teknolojileri

AN INQUIRY CONCERNING THE HABITS AND MANIPULATIONS OF EXPENDITURE IN
MUSICAL INSTRUMENT MARKETING SITUATED UNDER THE FRAMEWORK OF
GLOBALIZATION WITH REGARD TO TRANSNATIONALITY
Abstract
Musical instruments have been one of the dominant bearers of traditions and customs of
different cultures. While different musical cultures are represented by "their own
instruments”, both their repertoire and musical language are spontaneously shared with the
other cultures that are interacted with through their instruments; and the instruments have
become the catalysts of this relationship of communication; since musical instruments have
the quality of being a link they have played an important role in the embracement of cultures

and values in different communities.

It is known that the sovereigns have functionalized music as well as many other means of
communication as a way to impose their social structures and values while the 18th and 19th
centuries imperialist understanding was evolving to cultural imperialism in the 20th century.
Another device of this movement is the music industry, which is intimately involved with the
music technologies: The music industry, which developed even further after World War II,
had been shaped in parallel with this century’s marketing outlook and the progress of the
means of media and the means of mass communication; and the popular music genres, which
have rapidly emerged, had formed their own marketing methods. The musical instruments
that have gained a symbolic importance in these marketing methods of the music industry
have started to attain a different role, and have become an important factor in determining

music - genre relationship.

Today, as a part of the music industry, due to the globalization there has been a considerable
increase in the expenditure of musical instruments. Musical instrument market has grown

hand in hand to be a great sector with the notion of creating one’s own music and sound
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within the framework of popular culture, marketing strategies, developing technology and

performing arts.

In this presentation, the methods that are used in the musical instrument marketing that have
gained symbolic meanings and are shaped especially by popular culture, beyond the native
cultures of the musical instruments under the globalization. And the phenomena that affect
the development of music and the identity of the musician will be examined through various
examples. The analyses of the music industry that is shaped by the popular culture in the
context of transnationality and the strategies of musical instrument marketing that
manipulate the taste and concerns of the youth will especially be under focus. Society,
violence, and sexuality which are the main elements of musical instrument marketing will be
scrutinized, the shaping structure of the transition from locality to transnationality through
music technologies and digital platforms will be of concern, and musician identity -genre,
instrument - customer relationships that are constructed upon those elements will be

discussed.

Keywords: musical instrument, music industry, musical instrument market, digital music
technologies

* %k k¥

Bu calismada miizikal enstriiman pazarlamasinda kullanilan yontemleri, miizigin ve miizisyen
kimligin insasina direkt veya dolayh olarak etki eden olgular ele almaya calisirken, ayni
zamanda baz1 6rnekler tizerinden yapilan degerlendirmeler iizerine odaklanilacaktir. Ozellikle
gen¢ kusagin ilgi ve zevklerini manipiile eden inang, siddet, cinsellik 6geleri lizerinden
tiilketime yonelik istencleri koriikleyen pazarlama stratejileri tizerinde durulacak ve cesitli

analizler yapilmaya c¢alisilacaktir.

Gilinlimiizde miizik endiistrisinin bir parcasi olarak, miizikal enstriimanlarin!? tiiketiminde
onemli derece de artis olmakla birlikte, popiiler kiiltiir ¢er¢cevesinde kendi miizigini ve sound’
unu yaratma paradigmalari ve pazarlama stratejileri baglaminda biiyiik bir sektor
olusmaktadir. Ozellikle son yirmi yillik siirecte kiiresel sermayenin Cin iizerinden yiiriittigi
ucuz ve hizli Uretim stratejileri diger tiim alanlarda oldugu gibi miizikal enstriimanlarin

Uretimini ve tiilketimini de biiyiik 6l¢lide etkilemis, hizli iiretim beraberinde hizh tiiketim

1 Miizikal Enstriimani: Burada kullanilan anlami ile miizik iiretiminde kullanilan akustik ve elektrikli
calgilar, amfiler, synthesizer, efekt aletleri, programlari ve diger dijital miizik ekipmanlar1.
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aliskanliklarin1 getirmistir. Bu iiretim ve tiiketim dongisu i¢cinde sektorler kendilerine yeni
pazarlama stratejileri bulmaya baslamis, rekabet artmis, popiiler kiiltiiriin bir sonucu olarak
tiikketici manipiilasyonlarina odakli gelistirilen bu ydntemler zaman iginde bilingli ya da

bilingsiz olarak arz-talep dongiisii icinde kendi tiiketici profillerini yaratmistir.

Cogu zaman miizik ve miizik enstriimanlari, genc tiiketici kusagin1 hedef alan, onlarin ilgi
alanlarina odaklanarak toplum i¢inde var olma ve yer edinebilme ¢abalar igerisinde bir ara¢
olarak sunulmaktadir. Genellikle rol modeller ve idoller iizerinden sunulan miizik
enstriimanlart satis ve tiketim odaklh bir anlayis ile pazarlanmaktadir. Miizik
enstriimanlarinin  kiiltiir tasiyic1 6zelligiyle bu popiiler kiiltiir enstriimanlar1 da salt
enstriimanlar olmanin 6tesinde triin, kimlik, aidiyet, idol, popiilerlik, 6zgiirliik ve kendin olma
paradigmalariyla paketlenmis olarak sunulmaktadir. Enstriiman tiiketici lizerinde miizik
yapma istencinin, yaratici miizik fikrinin gelismesine olanak kalmadan, bir an 06nce
tiiketilmesi gereken bir triin gibi sunulmaktadir. Tiim bu tiiketime yonelim ile birlikte ortaya
cikan amator kavrami da miizik sektoriindeki yerini alarak amatoér miizik, amatér miizisyen

siniflandirmasi ile tiiketim kiiltiiriindeki yerini almaktadir.
Miizikal Enstriiman Pazari

Giderek biiyliyen miizik endiistrisi pazarinin en biiylk tiiketici kitlesini genc¢ niifus
olusturmaktadir. 2016’da toplam 21,2 milyar dolar1 gecen sektoriin en biiyiik hedef kitlesi
gencler ve cocuklardir. Tablo 1’ de Music Trade verilerine gore 2017 satis kalemlerinden

bazilar1 verilmistir;
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Music Trade 2017 pazar istatistigi $ (dolar)

Klavyeli Calgilar 607.092.989

Elektro Gitar 175.543.288

Akustik Gitar 131.546.588

Kuyruklu Piyano 182.308.945,00

Duvar Piyanosu 4.819.816,00

Bakir uflemeliler 183.711.070,00

Keman 5.793.312,00

Agac Uflemeliler 255.183.119

Perkiisyonlar 229.233.629

Mikrofonlar 1.321.395.693

Tekli Hoparlor 3.043.901.443

Coklu Hoparlor 4.746.630.983

Amfiler 443.226.604

Gitar Telleri 395.699

Tablo 1: Diinya genelinde ¢algi siniflarinin 2017 pazar istatistigi

Miizikal enstriiman pazarinin biiyiikliiglinii ve 6nemini daha iyi kavrayabilmek i¢in pazarin
diinyadaki en biiyiik firmalarindan bazilarina gz atmak yeterlidir. Ornegin kiiresel pazarin en
biiyiik firmalardan birisi olan Fender Musical Instruments Corporation, ABD merkezli 1946
yilinda kurulmus, diinya capinda ¢ok tinlii bir gitar treticisi sirkettir. 1952 yilinda diinyanin
ilk basgitarini tireten bu firma artik bir marka degil daha ¢ok bir miizik tiirii olmustur.
Ureticisi 1909 dogumlu bir Amerikali olan Leo Fender'dir. Sirket 2017’de $500 milyon 'dan
fazla gelir elde etmistir ve nakit akisi pozitif yonde ilerlemektedir. Music Trades verilerine
gore ise 1,9 milyar dolara yiikseldigi iddia edilmistir. Ilging olan ise Fender yeni yiizyilda
karmi arttirabilmek icin hedef kitlesine artik kadinlar1 da oturtan bir politika uygulamaya

baslamistir.

“Fender, son Uriinlerde, temel iiriiniinde degisiklik yapmadan yeni ¢alicilara ulasmak igin
birka¢ hamle yapti. Gegen yil, ilk enstriimanlarini aldiktan sonra pes edip gitar1 birakan
calicilar1 kaybetmeden yardimci olmak icin ¢evrimici dersler veren bir egitim yazilimi baslatti.

Mooney Reuters'e verdigi demecte, yazilimin su anda ayda 9.99 $ 'lik 6deme ile kayitli 50.000
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aktif kullaniciya sahip oldugunu séyledi. Mooney, Fender’in pazarlama ve sanat¢i sponsorluk
kampanyalarina daha fazla kadin almayi1 da basardi. Sirket arastirmalari, ilk kez gitar

alicilarinin yaklasik yarisinin kadin oldugunu ortaya ¢cikardi” (Nellis, 2018).

Yamaha, 1887 yilinda kurulmus olan bir Japon sirketidir. Firma glinlimiizde miizik
aletlerinden motor sanayine kadar oldukga genis bir yelpazede tliretim yapmaktadir. Miizikal
Enstriiman Pazarinda Yamaha ortalama $3.6 milyarlik bir pazara sahiptir ve net geliri ise;

$415.3 milyondur.

Ibanez, Japonya, 1957 yilinda kuruldu. Endorser’lik konusunu en iyi kullanan firmalardan
birisidir. Satis ve Faaliyet Geliri: $64 Milyon (gitar). Pazar Pay1: Sektordeki Toplam $969
milyonluk pazarin yaklasik %5'ine sahiptir. Net geliri; $122,58 milyondur.

Tiirkiye genelinde butik miizikal enstriiman tiretimi (organik, kompozit, analog ve elektronik
trtnlerin hepsi) acisindan bir degerlendirme yapilacak olursa profesyonel ve ticari acidan
etkin bir sekilde liretim yapan ¢ok fazla yapimc ve firma bulunmamaktadir. Ancak diinya
geneline gore Tiirkiye pazarinin kiiciik olmasi, pazarin ¢ok fazla istihdam barindirabilecek
durumda olmadigini da géstermektedir. Genellikle yerli miizikal enstriiman yapimcilari kendi
kulvarlar olan butik iiretim pazarinda rekabet etmekten ziyade biiyiik firmalarin ithal edilen

Urlnleri ya da biiylik miizik marketleri ile rekabet etmek zorunda kalmaktadirlar.
Tiirkiye’deki miizikal enstriiman pazarina bir goz atacak olursak;

“2013 Tirkiye verilerine gore ise sektoriin en 0Ol¢iilebilir sahasy, ithal miizik aletleri pazarinda
yillik satis hacmi son yillarda ortalama ytlizde 15’lik biiytimeyle 200 milyon liraya ytikseldi.
2013’te Ekonomist dergisinin yaptig1 arastirmaya gore, sektorde miizik aletleri satan irili
ufakli olmak iizere yaklasik 1500’den fazla magaza faaliyet gostermektedir. Tlrkiye'nin miizik
aletleri ithalatinin yillik 90 milyon TL oldugu belirtiliyor ve sektor her yil yiizde 10 ile 15
oraninda blyime gosteriyor. Bunun disinda ¢ogu el yapimi(butik) olan ve bu acidan
ekonomisi tam tespit edilemeyen baglama ise yillik 400 bin adet satiliyor. Tamamina yakini
ithal olan gitarin yillik satisinin ise 150 bin adete yaklastig1 belirtiliyor. Yillik 45 bin ile 50 bin
adet arasinda keman, yaklasik 10 bin civarinda ise piyano satiliyor. Bu aletlerin yiizde 90’1
ithal ediliyor. Ancak kimi miizik aletlerini kendisi lireten sirketler de var. Ornegin, Helvacioglu

fliitte kendi yerli iiretimini yapiyor. El yapimi keman ise yalnizca merdiven alt1 olarak tabir
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edilen birka¢ ustanin elinden ¢ikiyor. Bu kemanlarin yillik iiretimi ise 500 adeti gegemiyor”

(Ekonomist, 2013).

Enstriiman Pazarlama sektorii Tiirkiye’de daha ¢ok kisiye 6zel liretim bazinda ilerlemektedir.
El yapimi ya da butik yapim olarak siniflandirilan alan maalesef tam olarak 6l¢iilememektedir.
Ge¢miste Tirkiye’deki en o©nemli ihracat yapan iretici olarak degerlendirilebilecek
Burdur’daki ‘Kiiciikkaya Enstriiman Atolyesi’ ise atolyesini kapatarak faaliyetini durdurmus
durumdadir. Bir digeri ise halen faaliyet gosteren Ayhan Akineri'nin klarnet yapim atolyesidir

ve halen yurt disina ihracat gerceklestirmektedir.

Artik sektorde, sadece organik materyal kullanan yapimcilar1 ya da yayl, telli, vurmali,
tflemeli calgl yapimcilar degil miizik teknolojileri ad1 altinda analog, elektronik ve hatta

dijital donanim iireten bir¢ok miizikal enstriiman yapimcisi da bulunmaktadir.

Sektor i¢ci onemli bir mesele olarak miizikal enstriiman yapimcilar1 disinda farkli meslek
grubundan veya bunu bir meslek olarak benimsemis, kimi zaman kendini amatdér miizikal
enstriiman yapimcilar1 olarak gosteren, yurt disindan bavul ticareti ile butik ya da marka
miizikal enstriiman sokan ¢ok sayida vasifsiz kisiler de bulunmaktadir. Sadece ticari amagh

yapilan bu girisimler sektore ticari olarak zarar vermekte, sektor bilincini de koreltmektedir.

Bu baglamda Diinya ve Tiirkiye genelindeki miizikal enstriiman pazarinin hacmi kiiresel ve

yerel bir takim pazarlama stratejilerinin gelismesine yol agmistir.

Miizikal Enstriiman Pazarlama Stratejileri

Miizikal enstriiman pazarinin biyikligi ve o6zellikle genc¢ Kkitlelere hitap ediyor olmasi,
ozellikle popiiler kiiltiir etkilsi ile sekillenen pazarda ¢esitli pazarlama stratejilerinin hizla
gelismesine neden olmustur. Giintimiize kadar miizik sektori ile i¢li dish ilerleyen miizikal
enstriiman pazar1 arz talep iliskisi icinde hizla biiylimiis ve zaman i¢inde kendine yeni
pazarlama stratejileri yaratmistir. Her donemin teknolojik gelismeleri ile birlikte sekillenen
sektor caginin tiim teknolojik aracglarini ve imkanlarimi kullanmistir. Miizikal enstriiman
pazarlamasinda kullanilan ve popiiler kiiltiir ile sekillenen belli bash pazarlama stratejilerini,

temel olarak asagidaki gibi siniflandirarak inceleyebiliriz.
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a) Shockvertising

Reklam sektoriiniin sikca basvurdugu shockvertising yontemi 6zellikle miizik sektoriindeki
sahne ve videolarda da sik¢a kullanilir olmustur. “Shockvertising, Shock Marketing, Shock
Advertising; Modern toplumda reklam kiskirtici, uyaricy, ilham verici, rahatsiz edici hatta
sikinti yaratici ve bazen de c¢evresel bir olaya karsi duyarlilik olusturucu niteliklerle
bezenmistir. Shockvertising, duygulara ulasarak diisiinme bi¢imini sarsmakta ve tiiketicileri
temelde etkileyerek harekete gecmeleri i¢in cesaretlendirmektedir” (Moore and Harris,
1996:39). “Siddet, reklam temalari arasinda ¢okea tartisilan kavramlardan biridir. Yeni medya
ortamlarindaki gelisim siddet grafiklerine ve temalarina ulasimi kolaylastirarak
hizlandirmistir. Siddet icgerikleri ozgiirce teshir edilebilmektedir. Reklamlarda siddetin
toplumsal anlamda normallesmesine hizmet etmektedir. Siddet icerikli reklamlara maruz
kalan hedef kitlede olusacak negatif degerler ve sosyal rollerde yasanacak kargasa ise
distindiricidir” (Eagle 2002: 26-27). “Reklamlarda yer alan siddet temasinin, retorik ve
bicimsel anlamda kullanilma metodu, shockvertising olarak adlandirilmaktadir” (Andersson,
2004:98). “Shockvertising bilincli olarak tiiketicilerin kiltlirel, sosyal, dinsel, ahlaki
degerlerini ihlal etmek tlzere tasarlanmaktadir. Shockvertising genel olarak asagidaki

konulara odaklanir;

a) Fiziksel Siddet,

b) Cinsellik,

c) Etik ve ahlaki Konulara Saldiri,

d) Dini Tabularin ihlalj,

e) Miistehcen ve bayagilik” (Bayazit 2016).

Miizikal enstriiman pazarlamasi icerisinde sembolik anlamlar ytklenen enstriimanlarin
tasarimlar Uzerinden tiliketici kitle icerisinde tarz, kimlik ve aidiyet kavramlar1 sik¢a
pekistirilmistir. Miizikal enstriiman pazarlama stratejilerinin yine miizik sektoriindeki
sansasyonel pazarlama yontemleri ile birlikte sekillendigi ve birbirlerini destekledigi

gorilmektedir. En 6nemli dikkat ceken yontemler ise siddet ve cinsel 6gelerinin kullanimidir.
i) Siddet Kullanimi

“Siddet ve cinsellik 6geleri ciddi anlamda rahatsiz edici boyutta televizyon kanallarina
sigcramasi ilk kez MTV (Miizik kanali) ile kanali olmustur. 1960'larda soft-rock, 1970'lerde
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punk ve acid rock, 1980'lerde Heavy Metal ve New Wave Rock, 1990'larda ise Rap tarzi miizik
kitlelerinin yasam tarzini biiyiik boyutta etkilemistir. Bu siirecte kitleler miizik videolardan
etkilenip, onun yarattig1 kiltir icerisinde kendine yer aramaya baslamistir. Bu kanaldaki
tnliilerin sectikleri gibi yiiriimek, giyinmek kisisel bir hedef durumuna gelmistir. MTV, zaman
icinde tiim dilinyaya yayilarak bu alanda kiiresellesme sinirlarini genisletmede biiyiik rol
oynamistir. Yayinlananlar ilk baslarda konser goriintiileri iken daha sonra MTV icin 6zel
cekilmis videolar haline geldiler, popiilerite kazanmak isteyen sarkici ve yonetmenler bu yola

bagvuruyorlard1” (Oztiirk, 1985).

MTV’ nin yaymlarinda %35 seksliel olmak tlizere her saat basina 18 siddet ornegi
sergilenmektedir. Tiirkiye’de MTV ise 23 Ekim 2006 a¢ilmis, 31 Agustos 2011’de kapanmis. 1
Mart 2012’ de tekrar agilmistir.

Siddet unsurlarim1 sik¢a kullanan gruplara bir 6rnek verilecek olursa; Motorhead grubu
gosterilebilir, 6zellikle siddet 6gelerini ilk kez kullanan gruplardan birisidir. “Heavy Metal in
tnli topluluklarindan olan Motorhead, 1983-84 konser doneminde “ses duvarini” asacagini
soyliyordu. En yiiksek volimli konserleri verecekleri dedikodusu ¢ikartiliyordu.
Miiziklerinde olim, 1rza ge¢me konularini isleyen motorhead “Neo-Nazi” egilimindeki

gruplarin yaninda tavir almasiyla taninir” (Oztiirk, 1985).

Bir zamanlar MTV ekranlarinda iinlenen Ozzy Osbourne’nun bir yarasayi canli canl 1sirarak
yedigi sahne ise unutulmaz sahnelerden birsidir. Bu konu ile ilgili olarak Ozzy Osbourne’nin
esi ve menejeri, Sharon Osbourne ise sunlari sdylemektedir; “Ozzy ne seytanin yolundadir, ne
de hayvanlarin katledilmesinden yanadir. Bu yalnizca bizim lanse edilmemizi saglayan bir

pazarlama kampanyasidir” (Oztiirk, 1985).
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Sekil 2- Pete Townshend 1967 - The Who- 1959

Artik her kesimden insan, izledigi mizik videolarinda kendine ait bir duyguyu bulabiliyordu.
Tabi ki bu sadece secilen rol modeller ve idoller ile sinirli kalmadi. Onlarin kullandiklar:
mizikal enstriimanlar ve ekipmanlar, 6zel yapim gitarlar ve baslar, sectikleri markalar,

renkleri ve hatta sahne sovlari icin kirdiklar ve yaktiklar: gitarlar bu siirecin bir pargasi oldu.

Tlim zamanlarin en iyi gitar kirma sahnesine imza atan gitaristler ve kirdiklar: gitarlar soyle;
Jeff Beck(1966-Telecaster), Pete Townshend; 1967-Telecaster (Sekil 1: GuitarPlayer, 2015),
Jimi Hendrix; 1967-Stratocaster, Paul Stanley; 1978-Gibson, Ritchie Blackmore; 1978-
Stratocaster, Garth Brooks; 1979 Fender JazzBass, Kurt Cobain, Wendy O. Williams; 1980-
Gitar, Billie Joe Amstrong; 2012-Gibson. Ilging olan sudur ki enstriiman kirma eylemi

genellikle gitaristlere ait bir durum olarak karsimiza ¢ikiyor ve onlarla buitiinlesmistir.
ii) Cinsel Ogelerin Kullanimi

Miizikte cinsellik konusu ¢ok daha derin bir konudur. Ancak 20.ylizyilda poptler kilttr ile

birlikte reklam sektortiyle birlikte bambaska bir boyut kazanmistir.

“Feodalitenin ¢o6zlilmeye baslayip gelisen ticaret hayatinin kentleri yaratmasi, pesinden
imparatorluklarin altin ¢agim1 yasayip yerlerini ulus devletlere birakmasi siirecinde insan
aklinin da biiytk bir tarihsel doniisiim gecirmesi kaginilmazdi. Kabaca Rénesans’tan sonra
ortaya c¢ikan bilimsel (tanrisal dogadan diinyevi dogaya), siyasal (tanr1 kaynakl iktidardan

halk-ulus kaynakl iktidara), kiiltiirel (dinsel diisiinceden laik diisiinceye) ve endiistriyel
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(aletten Kkitle liretimi yapan makineye) doniisiimler siirecinde akil, her seyi hesaplar, tanimlar,
formiile eder olmustur. Artik kilise, miizik tizerindeki iktidarin1 kaybetmistir. 17., 18. ve 19.
Yizyillardaki “klasik miizik” ¢aglar1 da geride kalmis, miizik kaydedilip ¢cogaltilmaya baslamis,
miizigin tiketilebilir bir meta olarak pazarlanabildigi yillar gelmistir. Gercekten artik miizik
ve cinsiyet- kadinlik meselesinin ticaret- pazarlama- reklam sektoriiyle de ilgili yepyeni bir
goriinimi ortaya ¢ikmistir. Tarih icinde kamusal alanda miizisyen kimligiyle var olmak igin
cesitli bedeller 6demek durumunda kalan kadin, bu kez de cinselliginden bir pazarlama araci
olarak faydalanilmak tizere, miizik piyasasindadir. Bu noktada “faydalanilmak” edilgen fiili,
kadinin iradesini yok saymaya yonelik bir tespit olarak algilanmamalidir. Tersine, ataerkil
zihniyet en ¢ok da kadinlar araciigiyla yeniden tretilip aktarilmaktadir ve kadinlar,
cinselliklerinin bir pazarlama araci olarak kullanilmasi pahasina, bunu bilerek ve tercih
ederek miizik sektériinde yer alabilmektedirler. Bir bakisa goére de kadinin cinsel obje
olmaktan kendisini sakinmasi geregi de bizatihi ataerkil ahlak anlayisinin dayattig1 bir sey

olabilir’ (Canay,2011).

Popiiler kiiltiir icerisinde artik bir¢cok enstriimanin ait oldugu miizik tarzina gore
tasarlandigini, hatta tasarimlarin yine siddet ve korku unsurlar ile ilgili bir sembollerle
islendigini goriilmektedir. Sadece siddet unsurlari lizerinden degil, tasarim, renk ve ses olarak
artik neredeyse her miizik tarzinin icra edilebilecegi bir model ve hatta marka vardir. Bu
markalar kendi sponsor miizik gruplar1 ve miizisyenleri lizerinden tiiketiciye ulasmaya
calisarak, reklam stratejilerini bu tarz ve konseptler lizerine kurmaya baslamislardir. Bu idol
miizisyen kullanimi disindaki reklamlardaki kisi kullanimlarinda ise genellikle kadinlar
kullanilmakta, diger biitiin sektérlerde oldugu gibi kadinin bu alanda da cinsel bir obje olarak
kullanildig1 goriilmektedir (Sekil 3). Miizikal enstriiman pazarinda da sik¢a kullanilan cinsel

0geler geng kitlelerin manipiilasyonu icin sikca kullanilan bir yontemdir.
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Sekil 4

“Popiiler kultlirin bir kitle iletisim araci Uriinii oldugu giliniimiizde siddet, cinsellik ve
pornografik yayinlar, gencler icin hakim bir kiiltiir olusturmaktadir. iletisim teknolojilerinin
gelismesiyle tiiketim diizeyinde artik poptler kiiltiir triinlerinin biiyiik cogunlugunu hemen
herkes tiiketme olanagina sahip hale gelmistir. Popiiler kiiltiir sadece belli mallar,
kullanislari, etkinlikleri poptler kilmaz. Bunlarla birlikte i¢ ice olan belli diinya gorisleri ve
diisiiniis bicimlerini de popiiler hale getirir’ (Unver, 2002:34; Sahin, 2005). Dolayisiyla
popiiler kiiltiiriin énemli bir parcasini olusturan miizik tarzlari1 ve miizikal enstriimanlar bu

dinamikler iizerinden sekillenmistir. Reklam ve pazarlama sektorinin kullandig1 tim
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yontemler diger biitiin sektorler de oldugu gibi miizik ve miizikal enstriiman sektdriinde de

kendisini gostermistir (Sekil -2).

Sekil 6 - Gibson gitar reklamlari

Ornegin Gibson gitar firmasinin reklamlari Enstriiman tasarimlarinin cinsellikle baglantili
olarak analojik degerlendirmesine giizel bir drnektir (Sekil 4, Sekil 5). Reklam sektoriintin
kullandig1 manipiilasyon yontemleri miizik sektori icersinde fazlasiyla kullanilmaktadir.

Miizikal enstriimanlar ise bunun sembolize edilmis degerleri haline gelmektedir.

Her miizik tarzi ile biitiinlesen bir tasarima ait miizik enstriimani bulmak miimkiindiir.
Ornegin; istisnalar disinda eger bir metal ya da rock miizisyeniyseniz kullandiginiz
enstriimanlarin tasarimi bu dinleyici kitlesine hitap etmesi beklenen tasarimlardayken, klasik
ya da jazz miizisyeniyseniz yine bu dinleyici kitlesine hitap eden o6zelliklerde tasarlanmig
olmasi pazarlama stratejileri agisindan sasirtici degildir. Cinsel 6g8elerin sikca kullanimi

acisindan bakacak olursak pazar hedefi daha ¢ok genc¢ erkekler olan sektérde miizikal
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enstriiman tasarimlarinda cinsel 6gelerinin ve kadin figlrlerinin kullanilmasi1 sasirtici

degildir.
b) Miizik-Tiir, Kimlik ve Aidiyet iliskisi
i) Idol ve Rol Model Kullanimi:

“19. ylizyilla beraber teknolojik gelismeler ve kapitalist ekonomi, miizigi endiistriyel bir iiriine
cevirmis ve bu irin c¢ok genis Kkitlelerin tiiketimine sunulmustu. Nitekim Adorno ve
Horkheimer, miizik endiistrisini de ice ren, kiltiir endistrisi kavramini 19. yiizyilin sonu ve
20. ylzyilin baslarinda Amerika ve Avrupa’da ylikselmeye baslayan eglence endiistrisinin
kiltlrel bicimlerinin metalasmasindan sonra ve aragsallasmis akla karsi duyulan tepkiyi
vurgulamak amaciyla kullanmislardir. Bu distlniirlere gore, eglence endistrisindeki
yikselme, kiiltiirel lrtnlerin standartlasmasi ve rasyonalizasyonu ile nihayete ermistir.
Uretilen bu kiiltiirel ya da sanatsal iiriinler, kapitalist birikim ve kar elde etme amaclariyla
iliskili olarak kitlelerin tiiketimi icin hazirlanmistir.?2 Bu trtnler, tiiketici bireye bir yasam
bicimi, bir diinya gortisii benimsetir, sartlandirir ve degisik toplum siniflari icinde ¢ok sayida
insan tarafindan benimsenir duruma geldikleri zaman, reklam degerleri ile bir yasam bi¢imi
yaratir. Boylece tek boyutlu diisiince ve davranislar sekillenmis olur.3 S6z konusu diisiince ve
davranislar, cinsel, ulusal, sinifsal ya da dinsel kimligi yaratan unsurlardir. Dolayisiyla poptiler
miizik, kolay yayginlasan etkili sdylemi ile ¢esitli kimlik insa siireclerinin en 6nemli harg

bilesenlerinden biri olarak karsimiza ¢ikmaktadir” (Isiktas,2015).

Ozellikle bir dénemin biiyiik idollerinin sahne alabildigi biiyiik organizasyonlar, konserler
miizik sektori ile birlikte miizikal enstriiman pazarlamasi iginde olduk¢a 6nemli yer
tutmaktadir. Bu miizisyenlerin kullandiklar1 enstriiman markalar: biitiin diinyada genglerin
elde etmeye calistig1 tiriinler haline gelmistir. Miizikal enstriiman sektoriindeki en dnemli
donemlerden birisi de Woodstock’ dir. Biiyiik idollerin ortaya c¢iktigi ve kullandiklar:
enstriimanlarin dikkat biiytik dikkat cektigi organizasyonlar, dinleyici kitlelerinin daha ¢ok bu
tarz ve enstriimanlar tercih etmelerine sebep olmustur. “Diizenlenen konser ve festivaller,
kiiresel kiiltiir endiistrileri dogrultusunda diizenlenirken, organizasyonlar1 yapanlarin iyi

egitimli, deneyim kazanmis kisiler olduklari, eglence sektoriiniin isleyisi i¢cinde, piyasanin

2 Kenan Cagan, Popiiler Kiiltiir ve Sanat, Ankara: Altinkiire Yayinlari, 2003, s.183.
3 Herbert Marcuse, Tek Boyutlu Insan, Cev. A. Timugin, T. Tun¢dogan. Istanbul: May Yayinlari, 1975,
s.27.
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mantigl dogrultusunda hareket eden, profesyonel kisiler olduklar1 goriilmektedir. Yine
diizenlenen bu konserlerin birer kiiltiir hareketi olarak diizenlendikleri goriilmektedir. Ote
yandan bu yeni festivalin kiiresel kiiltiirtin ruhuna uygun olarak bir muhalif kiiltiir olarak
ortaya ¢ikan Woodstock festivalinin bir tiir simiilasyonu olarak ortaya cikarilmaktadir”

(Konyar, 2010).

Miizik enstriimanlar1 pazarlamasinda kullanilan yontemler diger sektorlerde kullanilan
yontemlerden ¢ok da farkli olmasa da miizigin ve miizik enstriimanlarinin kiiltiir tasiyici
ozelligi distnildigiinde gengler tizerindeki etkisi oldukca gii¢liidiir. Bu alandaki pazarlama
stratejilerini ve tiiketim aliskanliklarini farkli bir acidan ele almak gerekir. Ciinkii miizik ve
miizik enstriimanlar tiiketim iiriinii olmaktan ¢ok sosyallesme ve yer edinme cabasi icinde
bir secim, ifade sekli ve bir yasam tarzidir. Sektor oOzellikle genc Kkitleleri hedef almis
durumdadir. Ulkemiz gibi ti¢iincii diinya iilkelerinde genclige yonelik pazarlama stratejilerinin
etkisi batili genclere gore daha farkh etkilemektedir. “Gengligin icinde bulundugu sosyal
konum, gelismis iilkelerin kalkinma modellerini 6rnek alan ve uygulayan toplumlar agisindan
diistiniildiigiinde, genclerin diisliinsel ve duygusal gelisim evrelerini atlatmalarinin, batih
genclere kiyaslanan genclere oranla daha sancili oldugu dikkati cekmektedir. Ciinkii ¢cevre
tilkelerin gencligi ayn1 zamanda modernlik/geleneksellik gelgitinin kiiltiirel bocalamasin1 da

yasamaktadirlar” (Atay, 2004; (Sahin, 2005).

Miizigin tiiketimi ve pazarlamasi, genclerin sec¢imleri ve ait olmak istedikleri topluluklar
dogrultusunda sekillenmekte, sektoriin tiim trtnleri birbirlerini tamlayici 6gelerle gencglerin
kimlik arayislari, ait olma istencleri ve tiiketim aligkanliklari ilizerinden sémiiriilmektedir.
Miizikal enstriman tiiketim aliskanliklar1 ise moda kavrami {izerinden kolaylikla
yonlendirilebilmektedir. Moda markalar1 sadik miisteriler olusturma yolunda birbirleriyle
kiyasiya rekabet halindedirler. Markalar tim bu ¢atisma egilimlerine gore belirledikleri
stratejiler ile genclerin karsisina olmak istedikleri ya da istediklerini sandiklar1 benlikler

lizerinden saldirmaktadir ve bunun en etkili yolu kuskusuz idoller lizerinden yiiriitiilenidir.
ii) Endorserlik ve Dealerlik Pazarlama Stratejileri

Endorserlik: Bir pazarlama stratejisi olarak rol model ve idol kullanimi miizik enstriimanlar

ureticilerinin kesfetmesiyle birlikte yeni bir alan dogurmustur. Endorsement?. 1960’lardan

4 Endorsement; Endorsement Deal; (Ticaret) Destek icin yapilan (sponsorluk) anlasmasi
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sonra bircok bilyiik miizisyen, enstriiman iretici firmalar ile sponsorluk anlasmalar:
imzalamislardir. Idol ve rol modeli olmus bir¢ok miizisyen endorsement olarak biiyiik firmalar
ile birlikte calismaktadir. Gengler biiyiik idollerin miizigini dinlemektedir ve ona ulasmak i¢in
bu idollerin, rol modellerin araglarina ihtiya¢ duymaktadirlar. Bu amaca ulasmak icinse ne

gerekiyorsa yapacaklardir.

Sekil 8 - Yamaha Endorserlar: Caroline Campbell & Tina Guo

Sekil 6- Godin Oud larinin endorser1 Aliya Cycon goriilmektedir. Sekil 7 de ise Yamaha

Endorserlar1 Caroline Campbell ve Tina Guo goriilmektedir.

Dealerhik: Saticiik ve bayilik anlamlarina gelen ve genellikle Ingilizce olarak kullanilan bu

kavram, kisiye 6zel, butik ve el yapimi iiretimde daha ¢ok kisilerin iistlendigi saticilik
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(menejerlige benzer anlamda) ya da seri ve fabrikasyon iiretim iginde ithalat¢i firmalara

verilen yetkili marka temsilcilik anlamindadir.

Dealer’lik yontemini plastik sanatlardaki kiiratorliige benzetilebilmektedir. Kiirator, bir miize,
galerisinin veya koleksiyonunun yoneticisidir. Kiiratéor ayni zamanda sergi diizenleyicisi
anlaminda da kullanilir. Bu anlamda kiiratérler sanatgilar adina bir koleksiyonu veya sanat
eserini arzuladiklar: bir etkiyi yaratmak amaciyla yaptiklari organizasyonlar ile sergilerler. Bu
sekilde de sanatcilarin eserlerini alicilara ulastirmis olurlar ve bundan belirli bir kar elde
ederler. Butik ve el yapimi miizik enstriimanlarinin satislarinda da benzer bir yontem
uygulanmaktadir. Burada kiiratoér yerine dealer’lar rol lstlenir. Antika calgilar ve belli

kalitedeki el yapimi enstriimanlarda bu yontem sik sik uygulanmaktadir.
c) Sosyal Medya ve Sanal Topluluklar

Gilinlimiizde sosyal medya ve sanal topluluklarin etkisi her alanda oldugu gibi miizikal
enstriiman pazarlamasinda da biiyiik 6nem tasimaktadir. “Sosyal medya, bireylerin toplumsal
gercekligin disinda kalan iligkilerinin yarattifi gercek ustii toplumsalligin yenidiinyasidir.
Gercek toplumsal baglamda kimliginden kopan bireylerin yasadig1 aidiyet problemi, sanal
topluluklara olan baghlg arttirmaktadir. Zaman ve uzamdaki degisim, ge¢cmise dair
belirsizlige isaret ederken, gelecege iliskin belirsizlik daha da belirginlesmistir. Ote yandan
gercek zamanin ileri ve geri yonleri arasinda oldukc¢a belirgin ve biiyiik bir fark

bulunmaktadir” (Giddens,2012:7).

Sosyal medya ve sanal topluluklar facebook ve youtube gibi aglardan once 6zellikle sanal
forumlar olarak benzer faaliyetlerde bulunmaktaydi. Sanal forumlar, youtube ve facebook
yayginlasmadan once oldukca popiilerlerdi ancak facebook’un yayilmasi ile birlikte facebook

lizerinden devam etmeye basladi (Sekil 8).
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Sekil 9 - Sanal Topluluklar

Gilinlimiizde diger biitiin sektorlerde oldugu gibi miizik sektoriinde de internet yoluyla
miizisyenler ve gruplar, yerel Kkitlelere ulasma imkdn1 bularak diinya c¢apinda
taninabilmektedirler. Bu sekilde kendileriyle ilgilenen insanlardan olusan bir ag
yaratabilmektedirler. Sosyal medya ile kiiresel pazar1 tekelinde tutan biiylik sirketlere ve
diger aracilara da daha az ihtiya¢ duyulmaktadir. Baska bir degisle tekel, el degistirmis, sosyal
ag ve sosyal medya sirketlerinin eline gecmistir. Baslangicta parasiz gibi goriinen bircok
platform, bugiin yavas yavas kendilerine 6deme yapildig1 sponsorluklar tlizerinden, tabi ki
daha makul ve masrafsiz kosullar altinda kisilerin tanitimimi ve yayilimin
gerceklestirmektedir. Kendilerini biyiik organizasyonlarda tanitmalari miimkiin olmayan
miizisyenler, gruplar ve sanatgilar vs. internet iizerinden kendi tiriinlerini tanitabilmekte ya
da dosya paylasim platformlar1 ve MySpace, YouTube, Facebook gibi internet siteleri/sosyal
aglar sayesinde pek cok yerde konser verme sansina sahip olabilmektedir. Kisiler tabii ki
biiyiik maliyetli organizasyonlara 6denen miktarlar kadar olmasa da makul bir iicret vererek
tamitimlarini siirdiirebilmektedirler. Odedigi miktar ile dogru orantili olarak kendi kitlesine

ulasabilmektedir.

Konuya miizikal enstriiman yapim sektori lizerinden ele alacak olursak tabii ki 6zellikle 2000
yillindan sonra internet kullaniminin yogun bir sekilde hayatimiza girmesinden sonra butik
yapimcilar ve lutiyeler icin bir déniim noktasi olmustur. islerini sonsuz bir platformda
sergileyebilme imkani bulan bir¢ok yerel yapimci icin yeni bir sayfa acilmistir. 2000°li yillarin

basinda YouTube ve diger video platformlarinda miizikal enstriiman yapim asamalari yada bir
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tanitim videosu bulmak zorken bugiin icinde bulundugumuz dénemde butik bir atélye icin
rutin bir faaliyet haline gelmistir. Ozellikle sadece yapimcilar degil, bircok kisi kendini
tiiketici, amator yapimci, amatoér miizisyen ya da profesyonel icraci vs. olarak tanimlayarak,
platformunda kullandig1i miizikal enstriimanlara ve triin incelemelerine yer vermeye
baslamistir. Kendi takipgi kitlesi olan bu enstriiman yapimcilari ya da tanitimcilari tirtinlerini
kolaylikla sosyal medyada tanitabilmektedirler. Bu yontemler biiyiik firmalarin yaptig1 biiyiik
sponsorluklardan daha samimi ve giivenilir gelebilmekte ayn1 zamanda daha kiiciik biitceler
ile cok daha etkili olabilmektedir. Artik yaptiginiz is, farkliliginiz, kattiginiz deger, isinize
gosterdiginiz 6z veri, onu ekranda yansitabildiginiz kadar var olabilmektedir. Tiim bu tanitim
yontemlerine ve tekniklerine hakim olmaniz satis icin isinize ne kadar hakim oldugunuzdan
cok daha 6nemlidir ve bu tanitim yontemleri de isinizin kalitesini belirleyen 6nemli bir

faktordiir. Tanitimin kalitesi en az iirtiniin kalitesi kadar 6nemli bir noktaya gelmistir.

Sanal topluluk kavrami ilk olarak Rheingold (1993) tarafindan adlandirilmistir. Sanal
to