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Toplumsal cinsiyet (gender) iliskileri igerisinde, hdkim yapinin (ataerkil) argiimanlarinin yaninda
cinsiyete dayal Gtekilestirilme beraberinde kendine 6zgii yasam pratiklerini getirir. S6z konusu yagam
pratiklerinin uzantilarimi sosyal yasamin her aninda gordiigiimiiz gibi, fikir ve sanat {iretimlerinde de
acgik bir sekilde gozlemleriz. 1970°1i yillardan bu yana, s6z konusu cinsiyete dair Otekilestirmenin
merkezinde yer alan kadin ve kadin iiretimi olan sosyal methumlarla ilgili edinilen yetersiz bilgilerle
miicadele, kadin hareketlerinin etkisi ile tiim sosyal bilimlerde oldugu gibi etnomiizikoloji ve
performans sanatlarinin da temel ilgi alanlar1 i¢ine girmistir. Her alanda kadina dair tespitler yapilma
gereksinimleri, geleneksel toplum yapisinda oldugu kadar, modern ve postmodern toplum yapilarinda
da var olan cinsiyete dayali Otekilestirmelerden kaynaklanmakta olup, toplumsal yapi Oriintiileri
icerisinde dezavantajli grup haline gelen kadinlarin miizik iiretimi, miizik performanslar ile giinliik ve
oOzel ritiieller igerisinde yer alig yollarinin ¢esitli katmanlar tizerinden ele alinmasi gerekliligini de ortaya
cikarmaktadir. Toplumsal cinsiyet (gender) odakli arastirmalarin ekseninde yatan en Onemli
faktorlerden biri olan “toplum igerisinde kadin kimligi” bu sempozyumun odak noktasini olusturacaktir.
Sempozyum vasitasiyla sanat ve diisliince tarihinin ¢ok katmanli olarak yeniden yazilmasi ve insa
edilmesi, disiplinler aras1 bir etkilesim ve iiretim ile irdelenmesi i¢in bu alanda ¢alisan arastirmacilari,
sanatgilar1 bir araya gelmeye, tartismaya ve bilgiyi paylasmaya davet ettik. Bdylece sempozyum igerigi
72 szl sunum ve 15 performanstan olustu.

KADINLAR DUNYAYICALIYOR /SOYLUYOR proje bashgi, yalnizca miizik yapmak gibi
bir alg1 uyandirsa da, kadinlarin 6zgiirce iiretecekleri fikir diinyalari ile, 6zgiirce sdyleyecek s6z
bellekleri ile, 6zglirce ¢alip sdyleyecekleri sarkilariyla yer kiireyi, diinyayi, topragi daha giizel,
yasanilir bir hale biiriindiireceklerine olan inancimizla birlikte, yasayan her bireyin, yasam
haklar1 ¢ercevesinde, cinsiyete dayali ayrim yapilmaksizin var olmalarina olan inancimizin
metaforik bir isimlendirmesidir.

Tiim katilimcilarimiza ve sempozyum takipgilerine ¢ok tesekkiir ediyoruz.

Prof. Dr. Ozlem DOGUS VARLI
Sempozyum Bilim/Diizenleme Kurulu Baskani
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In gender relationships next to arguments of the dominant structure (patriarchal) gender-based othering
brings with itself distinctive living practices. We can clearly observe extensions of the said

living practices in idea and artistic productions just like in every area of social life. Since the 1970’s
fight against insufficient information on women and social constructions produced by women that are
at the center of the said gender othering found place in basic pursuits of ethnomusicology and
performance arts just like all areas of social sciences with the influence of feminist movement. The
requirement to make detections about women in every area is sourced from gender-based othering that
is in traditional social structure as well as in modern and postmodern social structures while musical
productions of women who became a disadvantageous group in social structure patterns reveal the
need to approach their ways of appearance in daily and special rituals with their musical performances
through various layers. “women identity in society” as one of the most important factors in gender based
research will be the main focus of this symposium. With the symposium we invited researchers,

artists working in the area to come together, discuss, and share information in order to rewrite and
construct history of art and thought in multiple layers while examining them with an interdisciplinary
interaction and production. Thus, the content of the symposium consisted of 72 oral presentations and
15 performances.

Although the title of WOMEN PLAY/SING THE EARTH evokes a perception just like a musical
performance, the main message is that women will make the earth, the world and the earth more beautiful
and livable with their worlds of ideas that they can freely produce, their memory of words to sing freely,
and their songs that they can play and sing freely. Along with our beliefs, it is a metaphorical naming of
our belief in the existence of every living person, without discrimination based on gender, within the
framework of their right to life.

We would like to thank all our participants and symposium followers.

Prof. Dr. Ozlem DOGUS VARLI
Head of Scientific/Organization Committee



Bilim Kurulumuzda bulunan, ¢agri metni yaziminda katki sunan, sempozyum Kadinlar Diinyay1
Caliyor/Soyliiyor enstriiman ve vokal performanslariyla yer alan, kiymetli arastirmalarini ve bilgi birikimlerini
bizlerle paylasan tiim katilimcilara, bilim-sanat emekgilerimize binlerce tesekkiir ederiz.

We would like to thank all the participants in Symposium Scientific Committee, contributing to the writing of the
call text, participating in the symposium Women Playing / Singing the World part with their instrument and
vocal performances, and sharing their valuable research and knowledge with us, and science, culture and arts
laborer.

SEMPOZYUM DUZENLEME KURULU
Ozlem Dogus Varli
Seyma Ersoy Cak
Okan Murat Oztiirk
Ersen Varli
Onur Giines Ayas
Polen Cengiz
Ciineyt Arslan
Murat Cogkun
Turgay Yildirim
Mehmet Uzun

Sempozyum Google Meet iizerinden gergeklesecek olup, ayni anda Etnomiizikoloji Dernegi Youtube
sayfasindan takip edilebilecek. / The symposium will take place on Google Meet and can be followed at the same
time on the Ethnomusicology Association Youtube Page; https://www.youtube.com/channel/UCDt-
PzrTDXGdQYXjrdyVEzg/videos

Google Meet Link:
https://meet.google.com/ixt-kyap-ryy / (US) +1 567-623-9078 PIN: 715 425 432#
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itaatkar Bedenler mi, Ozerk Bireyler mi? Erkek Egemenliginin Dayattigy Kaliplardan Ozgiirlesmek

Fatmagiil Berktay
(Professor of Political Science and Women’s Studies)

Ozet

Insanlar disi ve erkek olarak dogarlar, erkeksi ya da kadins1 olarak degil. Kadinsi olmak verili toplumsal
cinsiyet rollerinin bedende oynanmasidir. Bir bagka deyisle “kadini oynamak™, disil bedenin belli bir disipline
sokulmasimin gerektirdigi pratiklerin 6grenilmesini ve benimsenmesini igerir. Bu disipline edici pratiklerin belki
de basinda kadinlara dayatilan giizellik ideali gelir. Giizellik ideali, tipki kadinlik ve erkeklik kimlikleri gibi
toplumsal ve kiiltiirel olarak yaratilir. Yani toplumdan topluma ve zaman i¢inde degisiklik gosterir. Ancak
degismeyen sey, kadinlarin daima belirli bir giizellik idealine ve standardina tabi olmaya zorlanmalaridir.
Kadmlar ve erkekler arasinda bildigimiz tarih boyunca egemen olan cinsiyet esitsizligi, kadini bedenle
0zdeslestirip onu eril bakisin nesnesi yaptig1 i¢in kadinlar aslinda kendilerinin tanimlamadig: bir giizellik ve
kusursuzluk idealinin pesinden kosarken siirekli bir eksiklik ve yetersizlik duygusunun kiskacindaki itaatkar
bedenlere ve mutsuz bilinglere doniisiirler.

Anahtar Kelimeler: Toplumsal cinsiyet rolleri, disiplin pratikleri, giizellik ideali, eril bakis, mutsuz biling.

Submissive Bodies or Autonomous Individuals? Emancipation from Patterns Imposed by Male
Domination

Abstract

People are born male and female, not masculine or feminine. Being feminine is the play of given gender
roles in the body. In other words, "playing woman" involves learning and adopting the practices required by the
disciplining of the female body. Perhaps the first of these disciplinary practices is the ideal of beauty imposed on
women. The beauty ideal is created socially and culturally, just like femininity and masculinity. That is, it varies
from society to society and over time. But what keeps to be unchanged is that women are forced to be subject to
a particular beauty ideal and standard in each era. Since gender ideology throughout history identifies women
with the body and makes them the object of the male gaze women try to pursue an ideal of beauty and perfection
that they themselves do not define forcing them to turn into submissive bodies and acquire an unhappy
consciousness under the grip of a perpetual sense of inadequacy.

Keywords: Gender roles, disciplinary practices, ideal of beauty, male gaze, unhappy consciousness.



Orkestralar ve Kadin Sanatcilar: Diinden Bugiine Diinya
Ve Tiirkiye Deneyimi

) Ahmet Makal
(Ankara Universitesi Siyasal Bilgiler Fakiiltesi)

Ozet

Toplumsal yasamin hemen her alaninin oldugu gibi, klasik miizik diinyasinin da cinsiyetgi bir vechesi
var. Kadin miizisyenler yagamlar1 boyunca, erkek miizik¢ilerin karsilastigi tiim sorunlar yaninda, sadece kadin
olmalarindan kaynaklanan 6zel sorunlarla da kars1 karstya kaliyorlar. Bu sorunlar ana hatlariyla, kadinlara karsi
ayrimcilik giiden belirli bir degerler sistemi ile onun pargasi olan dnyargilardan ve bu Onyargilarla beslenen
uygulamalardan kaynaklaniyor. Bu esitsizlikleri kadin besteciler, sefler ve orkestra sanatgilari itibariyle
gbzlemek miimkiin. Biz ¢alismamizda bu cinsiyet¢iligi kadin orkestra sanatgilari diizleminde, diinya ve Tiirkiye
orneginde, degisik boyutlariyla ve tarihsel bir perspektiften degerlendirmeyi amacgliyoruz. Bu baglamda,
baslangi¢ olarak degisik iilkelerde senfonik orkestralarda konuya iliskin yasanan sorunlar ile kadinlarin yerini,
zaman igerisinde gozlenen gelismeler itibariyle degerlendiriyoruz. Bu degerlendirmelerimiz ortaya koymaktadir
ki, gecmiste sadece erkeklerden olusan orkestralar giderek artan kadin sanatgi istihdamiyla birlikte 6nemli bir
doniisiim gecirmektedirler ve istisnal bazi orkestralar diginda kadin sanatcilarin orami giderek artmaktadir.
Calismamizin ana eksenini ise diinya iilkeleri deneyimi 151¢inda kadin orkestra sanatgilar1 agisindan iilkemizde
yasanan gelismeler olugturmaktadir. Bu ¢ergevede, baslangigtan bu yana Cumhurbagkanligi Senfoni Orkestrasi
basta olmak iizere, orkestralarimizda kadin miizisyenlerin yeri konusunda yasanan sorun ve gelismeleri, degisik
boyutlariyla ve karsilagtirmali bi¢imde ortaya koymaya calisiyoruz. Calismamizda, konuya iligkin nicel verileri
ve diger bilgileri sunan basili kaynaklar disinda, esas olarak bu orkestralarda degisik donemlerde calismis
sanatgilarimizla yaptigimiz sozli tarih caligmalarina agirlik veriyoruz ve onlarin bugiine kadar yeterince
degerlendirilmemis deneyimlerinden faydalanarak, konuyu farkli boyutlariyla irdeliyoruz.

Anahtar Kelimeler: Toplumsal Cinsiyet ve Miizik, Kadin Miizisyenler, Kadin Orkestra Sanatcilar, Tiirk Kadin Orkestra
Sanat¢ilart, Perdeleme / Kor Dinleme

Orchestras and Women Artists: The Experience in the World and in Turkey from Past to Present

Abstract

As with almost every area of social life, the classical music world also has a sexist aspect. Throughout
their lives, women musicians are confronted with all the problems that male musicians face, as well as special
problems arising solely from being women. These problems mainly stem from a certain value system that
discriminates against women, the prejudices that are part of it and the practices that feed on these prejudices. It is
possible to observe these inequalities in terms of women composers, conductors and orchestra artists. In our
study, we aim to evaluate this sexism on the plane of women orchestra artists, in the world and in Turkey, with
different dimensions and from a historical perspective. In this context, to begin with, we evaluate the problems
experienced in symphonic orchestras in different countries and the place of women, in terms of the developments
observed over time. These evaluations reveal that the male-only orchestras of the past are undergoing a
significant transformation with the increasing employment of women artists, and the proportion of women artists
is increasing, except for a few orchestras. The main axis of our study is the developments in our country in terms
of women orchestra artists in the light of the experience of world countries. In this context, we have been trying
to present the problems and developments regarding the place of women musicians in our orchestras, starting
with the Presidential Symphony Orchestra, in different dimensions and in a comparative manner. In our study,
apart from printed sources that provide quantitative data and other information on the subject, we mainly focus
on the oral history studies we have done with our artists who have worked in these orchestras in different
periods, and we examine the subject in different dimensions by making use of their experiences that have not
been adequately evaluated until today.

Keywords: Gender and Music, Women Musicians, Women Orchestra Artists, Turkish Women Orchestra Artists, Screening /
Blind Auditions.



Kadin Orkestra Seflerine Yonelik Cinsiyetci Soylemler
Yasemin Ata

(Sinop Universitesi, GSF)

Ozet

Cinsiyetcilik, kabaca toplumsal cinsiyete dayali ayrimcilik olarak ele alinir. Bu anlamdaki ayrimeilik, her
ne kadar toplumsal cinsiyetin tiim goriiniir versiyonlarina yoneltilen bir tutum olsa da cinsiyetgiligin kavram olarak
gecmisten bu yana en fazla kullanim buldugu durumlardan biri siiphesiz erkek egemen toplumda kadinin politik,
ekonomik ve sosyal agidan zayif ve giicsiiz konuma itilerek pekcok alanda firsat esitliginden yoksun
birakilmasidir. Bu tutum toplumsal kurumlar ve toplumsal iligkiler araciligiyla erkegin “iistiin” statiistinii
koruyabilmesine yonelik bir dizi inang ve uygulama sistemi olarak varligin siirdiiriir. Erkek ve kadinin hiyerarsik
konumunu “belirleyen” cinsiyetci anlayisin siirdiiriilmesindeki en 6nemli etkenlerden biri de belirli klise ve
kalipyargilar iizerinden iiretilen sézlii veya yazili metinlerden olusan ‘kullanimdaki dil’; yani sdylemdir. Soylem,
giicli eline gecirerek iktidarlasmak iizere 6nemli bir aract olarak, “cinsiyetciligi dogrudan veya dolayli bicimde
(yeniden) tiretir.

Miizikal pratikler, ylizyillar boyunca, toplumsal gruplar cinsiyet, itk ve sosyal siifa gore farklilagtiran
tabakalasma ilkelerine gore diizenlenmistir. Kadimlarin bati sanat miizigi tarihinde hem bestecilik hem de calgi
performansinda erkeklerden daha geri plandaki konumlanisi ¢ogu arastirmada cinsiyetgiligin bati sanat
miizigindeki uzun mirasina isaret edecek drneklerle somutlagir. Kadinlari geri plana iterek uzaklastirma egiliminin
bat1 sanat miizigi i¢in en belirgin goriildiigii konum ise siiphesiz ¢cogunlukla erkeklere atfedilen liderlik, giig,
iktidar, otorite, tanrisallik, despotluk gibi imgeleri ¢agristiran orkestra sefligidir. Toplumsal cinsiyet rollerini insa
eden tiim sOylemler gibi orkestra sefligi {izerine kadin ve erkegin konumuna yonelik kullanilan dil de podyumda
maskiilen liderligi bir norm olarak gérme egilimini giiglendirerek, podyumun erkeklere ait bir mecra oldugu
algisina dayali cinsiyetciligi yeniden iiretir. Bu ¢aligmada diinyanin 6nde gelen erkek orkestra seflerinin dolagim
ag1 genis medya organlarinda yer bulan ve kadin orkestra sefleri ve orkestra sefliginde kadinin konumuna yonelik
soylemleri, toplumsal cinsiyet ¢aligmalarinda siklikla bagvurulan elestirel séylem ¢éziimlemesi ile ele alinacaktir.

Anahtar kelimeler: Orkestra sefligi, kadn sefler, toplumsal cinsiyet, cinsiyet¢i soylem.

Sexist Discourse on Female Conductors

Abstract

Sexism is considered as a discrimination based on social gender. Although discrimination in this sense is
an attitude directed against all visible versions of gender, one of the most common uses of sexism concept is weak
and powerless position of women in politics, economics and social life in a male-dominated society, making
women deprived of equality. This attitude maintains its existence as a set of beliefs and practices aimed at
preserving the "superior” status of men through social institutions and social relations. One of the most important
factors in maintaining the sexist understanding that "determines" the hierarchical position of men and women is
"language in use" consisting of verbal or written texts produced over certain clichés and stereotypes; that is
discourse. Discourse “directly or indirectly reproduces sexism” as an important tool for gaining power by seizing
power.

Musical practices, over the centuries, have been organized according to the principles of stratification that
differentiate social groups according to gender, race, and social class. The position of women in the background
in the history of western art music, both in composition and instrument performance, is embodied in most studies
with examples that point to the long legacy of sexism in western art music. The position where the tendency to
push women away in western art music is undoubtedly seen most clearly for the conducting the orchestra, which
evokes images such as leadership, power, authority, divinity, despotism, which are mostly attributed to men. Like
all discourses that construct gender roles, the language used for the position of men and women on orchestra
conducting reproduces sexism based on the perception that the podium is a medium for men, strengthening the
tendency to see masculine leadership on the podium as a norm. In this study, the discourse of the world's leading
male orchestra conductors, about the position of women in orchestra conducting, will be discussed with critical
discourse analysis, which is frequently used in gender studies.

Keywords: Conducting, female conductors, gender, sexist discourse.



Sappho- Rosetti-Willams’ den Lirik Temsiller ve Kompozisyonlar
Fiisun Deniz Ozden

(Beykoz Universitesi)
Ozet

Antik Yunan diinyasi'min en biiyiik kadin sairi olarak bilinen Sappho, 1.0. IV. Yiizyilda Lesbos
Mythilene (Midilli) adasinda yasamistir. Tarih boyunca lehgesi ile {inlii Lesbos gelenegine baghdir. Bu gelenegi
ayni yiizyilda dort telli lire ii¢ tel ekleyen Terpandros baslatmistir. Lirik siir en basit anlamda lir esliginde
sOylenen siir olarak tanimlanir. Sappho destandan lirizme gecmistir. Genellikle asklarini, nefretlerini,
sevdiklerine kars1 duydugu ihtirasini, rakiplerine kars1 kiskangliklarini konu alan siirleri, zarif fakat aylak, gecici
zevklerin ve asklarin yasandigi bir toplum olan Lesbos toplumu ve ortamini yansitsa da daha ¢ok kendi
duyarliklarini dile getirdigi i¢in bugiinkii anlamiyla "lirizmin" baslangici kabul edilebilir. Sappho betimleyici siir
yazmay1ip kendisine 6zgii bir dil kurmustur. Bu tragedyaya gegisin izlerini tasiyan bir dildir ve vezin ilkesi
iizerine kurulmus olmasi miizikle iligkisini gostermektedir.

Lirik  diyebilecegimiz  yaklagimlariyla  Sappho'nun kendisinden ylizyillar sonra etkisini
duyumsayabilecegimiz yapitlar iiretmis olan bir grup sanatci, geleneksel ahlak kurallarii hige sayan,
romantizmin tehlikeli ucunda, dizginlenemeyen coskuyla hareket ettikleri igin "Sapphic" sifati ile Tanr1
Dionysos ile iligkilendirilebilir. Resim sanatinda Pre-Raphaelitler ile es zamanli olan 19. yiizyil sairlerini
Sappho'nun ardillari olarak tanimlayabiliriz.

Pre-Raphaelitler’den sair ve ressam Dante Gabriel Rosetti'nin soneleri Ingilizce'de en ¢ok miizikal
olanlardandir. "Sehvet Okulu"na ait olarak tanimlanmis ve elestirilmigtir. Toplumsal sorunlara ilgi géstermeyen
Rosetti’ye gore siir duygulara dayali olmalidir ve ressam oldugu i¢in de ressam goziiyle yazilmislardir.
Rosetti’nin Italya ile iliskisi edebiyat alanimin disina ¢tkmamistir. Dante'nin "Tlahi Komedya"smin gorsel temsili
olan 1863'te yaptig1 "Beata Beatrix" Londra Tate Galerisindedir. Rosetti'nin en az alt1 yil {izerinde ¢alistig1 bu
resim Dante'nin "Yeni Yasam'indaki Kutsanmis Beatice'i gostermektedir. Dante'nin "Vita Nuova" (Yeni Yasam)
st1 ve XIV. yiizyil Italyan sairlerinin yapitlarin1 1845-1864 yillari arasinda Ingilizce'ye cevirmistir. Rosetti agk
ve giizellik iizerine yazdig siirleri "The House of Life" (Yasam Evi)nde toplamistir. Yiizonbir par¢adan olusan
ve kimi sone dizileri gibi belirli bir tek konuyu iglemeyen bu soneler, ilk 59'u "Youth and Change" (Genglik ve
Degisim) son 52'si "Change and Faith" (Degisim ve Kader) olarak iki bdliime ayrilir. Birinci boliimiin hemen
tiimii askla ilgili 2. boliimde ise degisik konular ele alinmigtir. Siirlerini toplam 30 yili agkin bir siirede 1847-81
yillar1 arasinda yazmistir. Waughan Williams Rosetti'nin "Yasam Evi" siirlerinden Silent Noon, Hearts Heaven
ve Love Sight'1 bestelemistir. Daha sonra 1960'larda Maurice Johnstone Heart's Heaven ve Love Sight't
diizenlemistir. "Arts and Crafts" ruhunu ve tabii Rosettinin ruhunu yansitirlar. Basta Rosetti olmak iizere
arkadaglarimin da ruh ve bedeni ustaca biitiinlestirmesi; ruh kadar bedeni de siirlerine ve resimlerine konu
yapmalar1 bize Sappho'nun etkilerini diisiindiirmektedir.

Sappho kadmn haklari i¢in ugras vermistir. Bir kadin okulu kurmasi bunun kanitidir. Rosetti'nin de
kadinlarin gelismesi icin 6zellikle Londra yakinlarinda yaptigi ¢alismalar yadsinamaz. Yiizyillar sonrasinda
“arkaik” Yunan Diinyasini bir Ege adasi- Lesbos lirizmiyle bize yasatan Sappho ve yine bir ada-Britanya’da
Londra’nin hem Victorya Dénemi hem de kenar mahallelerinden 19. yiizyil 2. yarisinin etnik-yerel yasamini,
lirik bir bigimde yansitan Rosetti ve miizikleriyle Waughan Williams bu ¢alismada ele alinacaktir.

Keywords: Sappho, Pre-Raphaelites, Rosetti, Wiiliams, Lyricism.

Lyric Representations And Compositions From
Sappho-Rosetti-Willams
Abstract
Sappho, known as the greatest woman poet of the ancient Greek world,. She lived in Lesbos-
Mythilene island in the Vl.century BC. It is linked to the Lesbos tradition, which is famous for its dialect
throughout history. Terpandros, who added three strings to a four-string lyre, started this tradition in the same
century. Lyric poetry is simply defined as poetry accompanied by a lyre. Sappho has gone from epic to lyricism.
Although her poems are usually about her loves, hate, her passion for loved ones, jealousy towards her rivals,
reflecting the society and environment of Lesbos, a society of graceful but idle, fleeting pleasures and love, it can
be accepted as the beginning of "lyricism" in its present sense because it expresses its own sensitivities. Sappho
did not write descriptive poetry but established a language of her own. This is a language that bears the traces of
the transition to tragedy and its foundation on the principle of meter shows its relationship with music.
A group of artists who have produced works that can be felt by Sappho centuries later with their
approach that we can call lyrical, can be associated with God Dionysos with the title "Sapphic" because they
disregard traditional moral rules and act with unbridled enthusiasm at the dangerous end of romanticism. We can



describe some of the 19th century poets who were concurrent with the Pre-Raphaelites in painting as the
successors of Sappho.

From the Pre-Raphaelites, the poet and painter Dante Gabriel Rosetti's sonnets are among the most
musical in English. It has been described as belonging to the "School of Lust" and has been criticized. According
to Rosetti, who does not show interest in social problems, poetry should be based on emotions and since he is a
painter, it was written with the eyes of a painter. Rosetti's relationship with Italy did not go beyond the realm of
literature. The visual representation of Dante's "Divine Comedy", "Beata Beatrix" made in 1863, is at the Tate
Gallery in London. This painting, which Rosetti worked on for at least six years, depicts the Blessed Beatice in
Dante's "New Life." Rosetti collected his poems on love and beauty in "The House of Life." The last 52 of Youth
and Change) are divided into two parts as "Change and Faith." Almost all of the first part is about love and the
second part deals with different topics. He wrote his poems over a total period of 30 years between 1847-81.

Waughan Williams composed Silent Noon, Hearts Heaven and Love Sight, one of Rosetti's "House of

Life" poems. Later in the 1960s, Maurice Johnstone edited Heart's Heaven and Love Sight. They reflect the
"Arts and Crafts" spirit and of course the spirit of Rosetti. The skillful integration of the soul and body of Rosetti
and his friends; The subject of the body as well as the soul in his poems and paintings makes us think of
Sappho's effects.
Sappho has worked for women's rights. Establishing a women's school is proof of this. Rosetti's work, especially
near London, for the development of women is undeniable. Sappho, who brought us to the "archaic" Greek
World centuries later with the lyricism of the Aegean island - Lesbos, and Rosetti, which lyrically reflects the
ethno-local life of the second half of the 19th century from both the Victorian Era and the suburbs of London in
Britain. and Waughan Williams with his music will be discussed. In this study, the works of Williams, Rosetti &
Dante and Sappho will be analyzed by means of intertextuality-intersemiotics.

Keywords: Sappho, Pre-Raphaelites, Rosetti, Wiiliams, Lyricism.



Tiirkiye’deki Coksesli Korolarin Kadin Sefleri

_ llknur Ozal Géncii
(Gazi Universitesi Gazi Egitim Fakiiltesi
Giizel Sanatlar Egitimi Béliimii Miizik Egitimi ABD)

Giilay Lacin
(Diyarbakir Giizel Sanatlar Lisesi Koro Ogretmeni)

Ozet

19. Yiizyil’a kadar gegen siirede erkek egemen bir toplumun bakis acisiyla, o donemlerde var olan
birgok kadin sanatgi, besteci ve yorumcu kendi alanlarinda yeterince deger gormemistir. Cinsiyet faktoriinden
dolay1 ayr tutulan kadin miizisyenler ikinci planda birakilmistir.

Gilinlimiiz kosullar degerlendirildiginde ise eski bagnaz, tutucu diisiincenin ¢agdas bir bakis agisiyla yer
degistirdigini sdylemek miimkiindiir. Yaptig1 ¢alismalarla kadin kimligini ve kapasitesini her alanda oldugu gibi
sanat alaninda da ispatlanmistir. Kadinin miizik alanindaki yeri ve 6nemi incelendiginde alaninda uzman birgok
sanat¢1, miizik egitimcisi kadmlar karsimiza ¢ikmaktadir. Bu c¢alismada; miizigin her alaninda yetkin olan
kadinin, ¢oksesli koro sefligi alanindaki durumunun tespit edilmesi amaglanmustir.

Calismada koro ve koro sefligi ile ilgili yazili kaynaklar incelenmistir. Ayni zamanda toplumsal cinsiyet
ve miizik baglaminda Tirkiye’deki Konservatuvar, Egitim Fakiiltelerinin Miizik Egitimi Anabilim Dali ve Giizel
Sanatlar Fakiiltelerinin Miizik Boliimlerinde, su an itibariyle ¢oksesli koro g¢alismalart yiiriiten kadin koro
seflerinin taramasi yapilmistir. Nitel bir arastirma olan bu ¢aligmada tespit edilen kadin koro seflerine anket
uygulanarak veriler toplanmistir. Elde edilen veriler tablolastirilarak yorumlanmistir. Kadin koro seflerine
uygulanan anketten elde edilen veriler dogrultusunda koro yonetiminde kadinin rolii, etkinliligi, ¢aligmalari,
yasadiklart olumlu-olumsuz durumlar tespit edilmeye calisilmistir. Bu alanda yapilmis ilk ¢alisma olmasi
dolayistyla dnemlidir. Bu ¢alismanin kendini bu alanda yetistirmek isteyen gelecegin kadin koro seflerine 151k
tutacag diigiiniilmektedir.

Anahtar Kelimeler: Koro, Koro Sefi, Kadin Koro Sefi.

Female Conductors (Maestras) Of Polytechnic
Choirs In Turkey

Abstract

Until the nineteenth century, many female artists, composers and performers living in those times were
not valued enough in their own fields from the perspective of a male-dominated society. Female musicians who
were kept apart due to the gender factor were left in the background.

Given today's conditions, it is possible to say that the old bigoted, conservative thought has been
replaced by a contemporary perspective. Women have proven their identity and capacity through their work in
the field of art as well as in all areas. When the place and importance of women in the field of music is
examined, we come across many female artists and music educators who are experts in their fields. In this study,
it is aimed to determine the status of women who are competent in every field of music in the field of polyphonic
choral conducting.

Written sources about choir and choir conducting were examined in this study. At the same time, female
choir conductors who are currently conducting polyphonic choral work in the Department of Music Education of
the Conservatory and Education Faculties and the Music Departments of the Faculty of Fine Arts in Turkey have
been screened in the context of gender and music. Data were collected by applying a questionnaire to female
choir conductors identified in this qualitative study. The obtained data were interpreted by tabulating. In line
with the data obtained from the questionnaire applied to female choir conductors, the role of women in choir
management, their effectiveness, their work, and the positive and negative situations they experienced were tried
to be determined. This study is important because it is the first study in this field. It is thought that this study will
shed light on future female choir conductors who want to train themselves in this field.

Keywords: Choir, Choir Conductor, Female Choir Conductor.



Eski Mezopotamya’da Kadin Miizisyenler

Nazan SUNBUL
(T.C. Milli Egitim Bakanligi)

Ozet

Insanhigm ilk dénemlerinden itibaren var oldugu bilinen miizik gibi miizigin icracilart olan
miizisyenlerin ve miizisyenlik olgusunun da ¢ok erken donemlerden itibaren mevcut olmas: beklenmektedir ki
Eski Mezopotamya uygarligini olusturan Sumer, Akad, Babil ve Asur toplumlarma ait miizik kiiltiiriine dair bilgi
veren temel kaynaklar1 olusturan c¢algi kalintilar, figiiratif eserler ve ¢ivi yazili vesikalar, Eski Mezopotamya’da
kurumsal olarak miizisyenligin mevcut oldugunu ve s6z konusu meslegin hem kadin hem de erkekler tarafindan
icra edildigini gostermektedir.

Eski Mezopotamya’da miizisyenler, agitlar1 seslendiren GALA ve agit disindaki sarkilar seslendiren
NAR olmak iizere temelde iki ana siniftan olugsmakla birlikte her bir miizisyen sinifi kendi iginde hiyerarsik bir
yapi, koro veya solo gibi iiretilen miizigin tiirii ve icra edilen ¢algiya gore ayr1 adlandirma ve gruplara sahiptir.
M.O 1IV. ve 1. bin araliginda Eski Mezopotamya’da siyasi ve kiiltiirel olarak varlik gostermis s6z konusu
uygarliklara ait vesikalar, miizigin kadm icracilarinin, iki ana miizisyen simifina mensup pek ¢ok kademe ve
pozisyonda yer almalarinin yani sira bizzat kadinlardan olusan miizisyen smiflarinin da mevcut oldugunu
gostermektedir.

Anahtar Kelimeler: Eski Mezopotamya'da Kadin Miizisyenler, Miizisyenlik, Miizisyen Swniflari, Miizik Kiiltiirii.

Female Musicians in The Ancient Mesopotamia

Abstract

Musicians who are the performers of music and the phenomenon of musicians are expected to exist
from very early periods, as music that is known to have existed since the early ages of humanity; remains of
instruments, figurative creations and cuneiform texts, which constitute the basic sources of information about the
musical culture of Sumerian, Akkadian, Babylon and Assyrian societies that built the ancient Mesopotamian
civilization, suggest that there was institutional musicianship in ancient Mesopotamia and that this profession
was performed by both women and men.

In ancient Mesopotamia, musicians basically consist of two main classes: GALA, the performer who
sings laments, and NAR, the one who sings songs other than lament. Besides, each musician class has been
named and grouped separately according to a hierarchical structure, the type of music produced such as choir or
solo, and the type of instrument that is performed. The texts belonging to the aforementioned civilizations that
existed politically and culturally in Ancient Mesopotamia from 4™ millennium BC to 1% millennium BC indicate
that female performers are functioned in many stages and positions belonging to the two main musician classes,
and there are also musician classes consisting of women themselves.

Keywords: Women Musicians in Ancient Mesopotamia, Musicianship, Musician Classes, Music Culture.



Gecmisin Eglendirici Kadinlar: ve Miizik:
Antik Yunan’in Hetairalar:

Alev Tiirkan Ozcan
(Akdeniz Universitesi, Giizel Sanatlar Fakiiltesi)
Sibel Pasaoglu Yondem
(Akdeniz Universitesi, Giizel Sanatlar Fakiiltesi)

Ozet

Cinsiyet (sex), biyolojik ve fizyolojik farkliliklara dayalidir. Toplumsal cinsiyet (gender) ise, biyolojik
belirlenimcilik {izerinden kadin ve erkege atfedilmis, toplumdan topluma farklilik gosteren, sosyal rol ve
sorumluluklari ifade eden bir kavramdir. Tarih 6ncesi toplumlarda birey, toplumsallasma ve aktarim {izerine
arastirmalar gergeklestirmek, toplumsal cinsiyet kavraminin giincel bir arastirma alani olarak ele alinmasindan
ote, gecmisteki izlerin gliniimiiz ile olan baglantilarinin tarihsellik olgusu iizerinden degerlendirilmesinin
onemini ortaya koymustur. Elde edilen bulgular neticesinde, kokleri tarih oncesi donemlere uzanan miizik ve
sosyo-kiiltiirel yasam igerisinde yer alan miizik baglantili belli pratikler, bunlara iligkin bellek ve aktarim,
iglevsel kiiltiirlin iiriinleri olarak karsimiza ¢ikmaktadir. Geg¢misten gilinlimiize, kadin ve erkege atfedilen
toplumsal rol ve statiiler, sorumluluklar, miizikte de cinsiyet temelli bir alginin olduguna isaret etmektedir. Kadin
ve erkegin icrada kullandiklari galgilarin farklilik gostermesi, kadin/erkek ayri gerceklestirilen ritiiel ve
kutlamalar ve buna bagl olarak sekillenen belli miizikal pratikler, miizikal performansin ¢ogu toplumda kadinla
dogrudan iligkilendirilen bi¢imi ile “iffet” olgusu lizerinden degerlendirilmesi vb. gibi sayilabilecek miizik ve
cinsiyet temelli pek ¢ok 6rnek bilinmektedir.

Hetaira’lar Antik Yunan’da erkek eglencelerinde onlara “eslik” eden ya da erkeklerle “arkadaslik” edip
eglendiren, iyi egitimli, bir tiir iist sinif “hayat kadinlar1” olarak tanimlanmaktadir. Milattan 6nce yedinci yiizyila
kadar uzanan ge¢miste varliklari bilinen bu kadinlar, okuma-yazma ve egitimden yoksun birakilan, idealize
edilerek toplum tarafindan “iffet”li kabul edilen, sosyal yasamin getirdigi her tiir toplanti, eglence ve solenlerden
uzak, evi ile sinirlandirilmis kapali bir yagam siiren “6zgiir” kadinlara bir tezat olusturmus tarihi kadin
figlirlerindendir. Donemin toplumsal normlar1 gergevesinde, yaygin sosyo-kiiltiirel alginin, aile, soy ve de
androsentrik bakis acisiyla sekillendirilmis toplumsal yapmin devamliligini saglamakla simirladig “Ideal kadin”
imgesinin aksine; “Hetaira” kimligi ile kadin, bir yandan yadirganir, hor goriiliir ve hatta yargilanirken, diger
yandan artik egitim alma olanagina, c¢esitli miizikal performanslar gergeklestirebilme, dans edebilme
ozgiirliigiine sahip kilinmustir.

Bu ¢alismanin konusunu, aldig1 retorik, felsefe, edebiyat, miizik ve dans egitimiyle birlikte, erkekleri
sosyal yasamda eglendirme ve eslik etme gorevi ile sinirlandirilmis olan hetairalar olugturmaktadir. Bu
baglamda g¢alisma ile ilgili olarak alanyazin tarama gergeklestirilmis, doneme dair bilgilere yer veren gesitli
edebi eserler, bilimsel arastirma, gorsel ve dokiimanlara ulagilmistir. Gegmisin kadin portreleri arasinda
alisilagelmisten farkli ve de belli agilardan ayricalikli biri olarak hetaira figiirli, miizik ve toplumsal cinsiyet
iligkisi {izerinden ele alinmis, elde edilen bulgular dogrultusunda agiklama ve degerlendirmeler
gergeklestirilmistir.

Anahtar Kelimeler: Antik Yunan, Hetaira, Miizik, Toplumsal Cinsiyet, Kadin Calismalari.



Music And The Women Intertainers Of The Past:
Hetairas Of Ancient Greece

Abstract

Sex is based on biological and physiological differences. Gender, on the other hand, is a concept
attributed to men and women through bio-cultural determinism, that differs from society to society and expresses
social roles and responsibilities. Holding a research on socialization and transference in prehistoric societies has
revealed the importance of evaluating the relationship between the traces of the past and the present through the
phenomenon of historicity, rather than considering the concept of gender as one of the nowadays popular
research area. As a result of the findings, certain music-related practices, memory, and transference related to
music and socio-cultural life with roots dating back to prehistoric times appears as a product of functional
culture. Social roles and statuses, responsibilities attributed to men and women from the past to the present, point
out that there is a gender-based perception in music too. Differences between the instruments used by men and
women, differences of musical performances, rituals, and celebrations performed separately (from and for)
men/women and some musical practices shaped accordingly, evaluation of musical performance through the
phenomenon of "chastity”, (which is directly associated with women in most societies), as so as many examples
based on music and gender are commonly well known..

Ancient Greece’s “Hetaira”s could be defined as a kind of upper-class "prostitute", (for their time they
are well educated), who "accompanies" men's entertainments or make a "friendship" with men and for certain
purpose entertain them. These women are known in the past, historicaly back to the seventh century BC. Period
“ideal women” types were deprived of literacy and education, accepted as "chaste" by society by being idealized,
living a isolated life that is restricted basicly at house, away from all kinds of social meetings, entertainments and
feasts. Hetairas on the other hand, are one of the historical female figures that contrasted with those "free"
women of the Ancient Period mentioned above. The image of the "ideal woman", which is determined by the
common socio-cultural perception within the framework of the androcentric perspective of social norms of the
period, ensured the continuity of the social structure shaped by the family, lineage, and so. While with the
identity of "Hetaira", women were considered odd, despised, and even judged, at the same time, they were given
the opportunity to receive education, to perform various musical performances, and to dance professionaly.

The subject of this study, with all the rhetoric, philosophy, literature, music and dance education they
received are the hetairas, which role depicts them to the task of entertaining and accompanying men in social
life, which constituting. In this context, various literary works, scientific researches, visual and written
documents containing information about the period were reached and studied. Among the female portraits of the
past, the figure of hetaira, which is totally different from the usual and privileged in certain aspects common
“free woman” figure, was handled over the relationship between music and gender, explanations and evaluations
to determine the issue were made in line with the findings.

Keywords: Ancient Greece, Hetaira, Music, Gender, Women'’s Studies.



Safeviler Donemi’ne Ait Sah Tahmasb Sehnamesi'nde
Kadin ve Miizik

Farshad Nasir1 Babelam
(Bursa Uludag Universitesi Tiirk Dili ve Edebiyati)

Ozet

Bu arastirmada Firdevsi Sehnamesi’nin en degerli niishasi olarak bilinemkte olan Tahmasbi veya Sah
Tahmasb Sehnamesi’nde yer alan minyatiirlii resimlerdeki donem kadinlarinin hayat tarzi ve miizigin konumu
incelenmistir. Isbu ¢alisma temelli bir arastirma olup yontemi ise aciklayici ve tarihseldir. Bilgiler kiitiiphane
arastirmalariyla toplanmustir. Sah Tahmasb Sehnamesi’nde yer alan 3 minyatiiriin analizi sayesinde Safevi
Donemi’nde ozellikle 1. Tahmasb Sultan zamaninda sanat¢i kadinlarinin galgi c¢alma yeteneklerini dgrenmis
oluyoruz. Bu arastirma ile birlikte Sah Tahmasb S$ehnamesi’nin 6nemini 6grenip yine bunun akabinde gergeklesen I.
Tahmasb Sultan’m tdvbesi iizerine Iran’daki siyasal, sosyal ve kiiltiirel hayatin nasil etkilendigini ve onceki
donemlere nazaran kadinlarin ne denli kisitlamalara maruz kaldiklarini dgreniyoruz. Bundan dolay1 séz konusu
donemlerde miizik haram ilan edildi ve sanat camiasi agir zorluklari tehammiil etmeye mecbur birakildi. Miizigin
yasaklanmasina ve akabinde kadinlarin faaliyet etme kisitlamasina neden olan Tahmasb Sultan’in tovbesine ragmen
s6z konusu Sehname eserinin en degerli niishasinda kadinlarin harp/arp ve def/tef ¢alma resimlerini gorebiliyoruz.

Anahtar Kelimeler: Safevi Dénemi, Sah Tahmasb, Tahmasbi Sehnamesi, Kadinlar, Safevi Donemi Miizigi.

Women & Music in the Shah Tahmasp
Shahnameh of the Safavid Period

Abstract

In this research, the miniatures reflected in Shahname Tahmasbi are studied. The miniatures that show the
way of women’s life and the position of music in Shahnameh Tahmasbi, which is considered to be the most valuable
edition of Shahnameh Ferdowsi. This research is fundamental and the narrative is historical description. Data
collection is based on library books. By studying the 3 miniatures related to Shahnameh Tahmasbi, it is easy to find
the women’s talent in playing the musical instruments during the reign of I. Shah Tahmasp in the Safavid period.
This research reflects the importance of Shahnameh Tahmasbi. Also, the I. Shah Tahmasp’s repentence after this
Shahnameh had a great impact on the political, social and historical life of Iranians when women were restricted
even more than before. Therefore, at that time, music was declared forbidden and the artistic community had to
endure hardships. Despite Shah Tahmasp's repentance, which led to a ban on music and imposed restrictions on
women's activities, there are obvious miniatures of women playing harps and def in the most valuable version of the
Shahnameh, the Shahname Tahmasbi.

Keywords: Safavid Period, Shah Tahmasp, Shahname Tahmasbi, Women, The Safavid Period’s Music.



Selcuklulardan Giiniimiize Kenditinlak Calgilarin Kadinlarca Icrasi
Feyzan GOHER

(Nigde Omer Halisdemir Universitesi, Tiirk Musikisi Devlet Konservatuvari)

Ozet

Calgt secimlerinin pek ¢ok kez o calgt ile 6zdeslestirilmis cinsiyete gore yapildigi, bugiin pek ¢ok
arastirma tarafindan alt1 ¢izilmis bir konudur. Abeles ve Porter’in 1978°de calg1 secimlerinde cinsiyet agisindan
stereotiplesmeyi vurgulamasini takiben bu konuda genis 6rneklemlere dayali galismalar gerceklestirilmistir. Oyle
ki baz1 ¢algilarda %90’a varan bir cinsiyet tarafindan tercih edilme orani ile karsilagilmistir (6rnegin arp ve fliit
i¢in %90 kadn icraci; elektro ve bas gitarda %81 erkek icraci gibi). Bu durumun olusmasinda cinsler arasindaki
fiziki giig farkliligi kismen etkili olsa da (tahta ve bakir iflemeli tercihinde oldugu gibi), asil olan ¢esitli nedenlerle
geleneksellesmis icract kimligidir.

Tiim toplumlarda oldugu gibi Tiirklerde de ¢alg1 secimlerinde cinsiyetin etkisi vardir. Ornegin acik arp
tipindeki ¢eng, naif sesi ve zarif icra bi¢imi ile daha ¢ok kadinlara yakistirtlmig; seramik dekorlarindan
minyatiirlere kadar pek ¢ok eserde kadinlarin elinde tasvir edilmistir. Gegmis donemlerde ¢algi se¢imlerinde, o
miizik tiirlinde ve icra alaninda faaliyet gosteren baskin cinsiyet (dini ve askeri miizikte erkeklerin egemenligi
gibi); bilhassa halk i¢cinde kadinlarin yalitilmisligi, ustadan 6grenme imkaninin olmayist gibi farkli durumlardan
s0z etmek miimkiindiir. Dolayistyla kadinlar kendi aralarindaki eglencelerde, ustasina erisilerek 6grenilmesi daha
giic olan diger calgilar yerine, kenditinlak/idiofonik veya gontinlak/membranofonik/deri vurmali enstriimanlari
icra etmislerdir. Bu tip ¢algilar, dans eden kadinlarca da tercih edilmistir.

Bu calismada Selguklu seramik dekorlarindan Osmanli minyatiirlerine ve giiniimiiz uygulamalarina
uzanan bir yelpazede, kenditinlak ¢algilari icra eden kadinlar ve icra ortamlar1 6rneklendirilerek yorumlanacaktir.
Arastirma, ¢ift-es pargali kenditinlak grubu ile sinirlandirilmigtir ki bu sinifa hem tahta (galpara, kasik gibi) hem
de metal (parmak zili, zilli masa gibi) ¢algilar dahildir.

Anahtar Kelimeler: Toplumsal Cinsiyet, Calgi Se¢imi, Kenditinlak Calgi, Organoloji.

Women's Performance of The Idiophone Instruments
From Seljuks to The Present

Abstract

The choice of an instrument befitting the gender associated with that particular instrument is a topic
highlighted by many studies.As in all societies, gender plays an important role in the choice of music instruments
in Turks. In the past, male domination in some musical genres (such as religious and military music); especially
the isolation of women among the public; There are situations such as the lack of opportunities for women to learn
music from a master musician. For these reasons, women often performed idiophone or membranophone
instruments in entertainments among themselves. This type of instruments were also preferred by women dancing.

In this study, a spectrum ranging from Seljuk ceramic decorations to Ottoman miniatures and contemporary
applications, women playing idiophone musical instruments and performance environments have been exemplified
and interpreted. In addition, similar examples from other Turkish communities and around the world are presented
in the study. The research has been limited to a group of idiophone with double-equal parts, which includes both
wooden (such as chalpara, spoons) and metal (such as finger cymbals).

Keywords: Gender, Choice of instrument, Idiophones, Spoon, Chalpara, Organology.



Sonic Gendering of Ritual Spaces

Sarah Weiss
(University of Music and Dramatic Arts Graz)

Abstract

Sounding 1: Deeply resonant, the rich, complex timbres of bells clang and boom across an urban
neighborhood from above, competing with the bells from other nearby steeples in adjacent neighborhoods

Sounding 2: A scratchy, amplified throat clearing, a brief silence, and then the joyous upward-swelling
arc of a clear-timbred, strong, male voice intoning the words ‘Allahu ‘akbar’ resonating in heterophonic concord
with voices calling from other nearby minarets

The sound of bells from churches and the adhan from mosques serve similar functions. They call their
communities to gather. They remind their members to pray wherever they are. Punctuating the day at regular
intervals, they confirm the continuing nature of the community and its quotidian activities, articulating the ways
in which the two are mutually constitutive. At the same time, the sound of bells and adhan gender public spaces
male, reminding those who choose to think about it of the (mostly) men who serve as leaders in the religion, as
well as the men whose lives are described in scriptures — words that were predominantly recorded by men.

Although the gendering as male of public spaces described in the ‘Soundings’ above is largely
unmarked, women actively, intentionally, gender spaces as female through their own sonic utterances in some
ritual contexts. Drawing on comparative case studies from Asia and Europe, and across world religions, I argue
that through performance women sonically gender spaces as female. In claiming those spaces, women
performers create opportunities for articulating commentary and opinion about their own lives and their
community. Women’s critique not normally heard/or allowed is softened through the context of performance,
and restrictions on public performance by women are softened/or ameliorated by the ritual context.

Keywords: Ritual, bells, ezan, gender, sonic gendering
Ritiiel Alanlarinda Ses Cinsiyetlenisi

Ozet

Seslendirme 1: Derinden yankilanan, zengin, karmasik ¢an tinilarinin, komsu mahallelerdeki diger can
kulelerinden gelen canlarla rekabet ederek, yukaridan bir kent mahallesinde ¢inlayip ve patlamasi.

Seslendirme 2: Giiglii ve cizirtili bir bogaz temizleme, kisa bir sessizlik ve sonra, yakinlardaki diger
minarelerden gelen seslerle heterofonik uyum i¢inde yankilanan 'Allahu' akbar 'kelimelerini vurgulayan net ve
giiclii bir erkek sesinin goge dogru yiikselmesi.

Kilise ¢anlar1 ile camilerden gelen ezan sesleri benzer islevlere sahiptir. Topluluklarini toplanmaya
cagirirlar. Mensuplarina nerede olurlarsa olsunlar dua etmelerini hatirlatirlar. Giinii diizenli araliklara bolerek,
toplulugun giindelik ibadetlerini yapmasi i¢in ikisinin karsilikli olarak kurucu oldugu yollar1 kendi iisluplartyla
ifade ederek mensuplarini ibadethanelere ¢agirilar. Ayni zamanda, can ve ezan seslerinin kamusal cinsiyet
alaninda eril bir yapida olmasi1 bu konuda diisiinmeyi segenlere ¢ogunlukla dinlerde lider olarak hizmet eden
erkeklerin yani sira hayatlar kutsal kitaplarda anlatilan erkekleri hatirlatmaktadir.

Yukaridaki "Seslendirmeler"de kamusal alanlarin erkek olarak cinsiyetlendirilmesine dair agiklama
biiyiik bir 6lgegi ifade ediyor olsa da, kadinlarin baz ritiieller baglamlarda kendi ses ifadeleriyle kurduklart aktif
ve bilissel kamusal cinsiyet alanlari mevcuttur. Asya ve Avrupa'dan ve diinya dinlerinden karsilagtirmali vaka
calismalarindan yararlanarak, kadmlarin son tahlilde kadin olarak yarattiklari toplumsal cinsiyet alanlarini
performans araciligiyla gbz oniine seriyorum. Kadin sanatgilar, bu alanlara sahip ¢ikarken, kendi yasamlar1 ve
topluluklart hakkinda yorum ve fikir beyan etme firsatlar1 yakalamaktadir. Normalde duyulmayan / veya
duyulmasina izin verilmeyen kadmlarin kritize edilmesi performanslar sayesinde biraz daha yumusar ve
kadinlarin kamusal performansina getirilen kisitlamalar ritiieller i¢inde esnetilir veya iyilestirilir.

Anahtar Kelimeler: Ritiiel, can sesi, ezan sesi, toplumsal cinsiyet, sonik cinsiyetlenme



"Unutulmus Bir Kasabadan'" Kadin Sesleri: Tirebolu'da Giindelik
Hayat Gosteriminin Sozlii Tarihi

Arzu Oztiirkmen
(Bogazi¢i Universitesi Tarih Boliimii)

Ozet

Bu ¢alisma, Tiirkiye'de bir Dogu Karadeniz kasabasi olan Tirebolu'da kadinlarin giinlik yasaminin
tarihi bir etnografyasidir. 1994-1996 yillart arasinda toplanan sozlii tarih anlatilarina dayanan arastirma,
kadmlarin giinliilk yasam deneyimleri iizerinden yerel degisim kavramina odaklanir. Anlatilar, kadinlarin ev ve
kamusal alanlartyla ilgili 6nemli ipuglarini inceler. Kisisel hatira mekanlar1 ve giindelik hayat pratiklerine dair
hatiralar1 ortaya koyar. Esasen pek ¢ok Tirebolulu kadin sapkalari, sik kiyafetleri ve Istanbullu "tarzlar" ile veya
kamusal alanda gosterdikleri "iktidar alanlarryla”, ata binmeleri ve diizenledikleri sosyal toplantilarla hatirlanirdi.
Gecgmisleri ne kadar farkli olsa da, bu kadinlar kayimnvalideleriyle yasayan ve dar mahallelerde ikamet eden
gelinler olarak, sinirli alanlarda biriktirdikleri duygularmi ayrintili bir sekilde paylastilar. Evliliklerinin ilk
yillarinda, kasaba igindeki hareketleri tamamen kayinvalidelerinin kontroliinde olurdu. Bedenlerinin gériiniirligii
daha da sorunluydu. Geng gelinlerin “gelinlik tutmak” ad1 verilen bir ritiiel kapsaminda evlendikten sonraki ilk
hafta "sessiz kalma" gelenegini sergiledikleri goriiliirdii. Buna gore, kayinvalideleri izin verene kadar
konusmazlardi, ve bu siire¢ daha sonra yapilan ev ziyaretlerinde de devam ederdi. Kadin bedeni, bir anlamda,
evlilik oncesi tehdit altindayken, evlilik sonrast kaymvalidelerinin kurallari g¢ergevesine bir igine kapanma
alanina dontisirdii.
Anahtar Kelimeler: Etnografya, sozlii tarih, Tirebolu, giinliik yasam tarihi, kadin

Women's Sounds from a "Fallen Town":
An Oral History of Everyday Life Performance in Tirebolu

Abstract

This paper is a historical ethnography of women’s everyday life in Tirebolu, an Eastern Black Sea town
in Turkey. Based on oral history narratives collected between 1994-1996, the research focused on the local
concept of change through women’s everyday life experiences. The narratives refer to important clues about
female domestic and public spaces. Personal lieux de memoires elicit memories of daily performativity. Women
of Tirebolu were either remembered for their “style,” wearing hats, chic outfits, and Istanbulite costumes, or for
their “power” in the public arena, mounting horses, and leading social rituals. However different their
backgrounds were, these women gave a thorough account of their confined sense of space as brides living with
their in-laws, and in narrow neighbourhoods. In the beginning of the bridehood, moving within the town was
regulated by the in-laws. The display of their body as a whole was even more problematic, regardless of what
they wore and walked. The paper explores a tradition of “keeping silent” among young brides. In the first week
of after the marriage, some brides women would “perform silence,” as part of a post-wedding ritual
called gelinlik tutmak. The custom urged them to refuse to talk until the mother-in-law would invite them to do
so. The tradition would continue in later dates, during visits to other households, where brides barely spoke a
single word. The body as a threatened site before the marriage would turn into a self-retreat zone with the in-
laws.
Keywords: Ethnography, oral history, Tirebolu, daily life history, women



Women Musicians of the Ottoman Imperial Harem:
More Than Meets the Eye

Ozgecan Karadagh
(Independent Scholar, Canada)

Abstract

The Imperial Harem of the Ottoman Empire has often been associated with sexual desire and sensuality,
particularly in the West. Until recent times, such an orientalist constructed view of the Imperial Harem has stubbornly
held through the literature and the eroticism in nineteenth century visual representations. This paper offers an
alternative rendering of the time and the institution through investigating the neglected area of women musicians and
composers in the Ottoman musical tradition. Many royal women—wives, sisters, slaves, and concubines—were
carefully trained in various areas including music, some even reaching the master position in the Palace music
tradition, serving both as performers and composers. A particular unfamiliar area of the Harem history and structure
is the women orchestras and composers. Although training and spending most of their lives in the Imperial Harem,
these women opened the doors to middle class urban Muslim women of the Empire to more easily access music, art,
and performance. This resulted in women becoming, by the end of the nineteenth century, a natural part of music
making as musicians, composers, actresses, singers and even the first women conductor. Explaining the harem system,
its hierarchy, and the artistic input and contribution of these women to Turkish music, the paper argues that the Harem
women were not just entertaining, sexualized objects, but they were well-trained serious musicians, composers, and
performers, who deserve attention and respect.

Keywords: Women musicians, Ottoman Harem, women composers, Ottoman music tradition

Harem-i HiimAyun’un Kadin Miizisyenleri: Goriiniisiin Cok Otesinde
Ozet

Ozellikle Bat’da Osmanli imparatorlugu’nun Harem-i Hiimayun’u genellikle cinsel arzu ve sehvetle
iligkilendirilmistir. Yakin zamana kadar Harem kurumuna karsi bu yapilandirilmis oryantalist bakis agisi1 inatla
edebiyatta ve 19. yiizyilin erotik gorsel sanatlarinda kendini gostermeye devam etmistir. Bu ¢alisma, Osmanli
miizikal geleneginin ihmal edilmis bir alan1 olan kadin miizisyen ve bestecilerini incelerken, doneme ve kuruma da
alternatif bir bakis agis1 saglamaktadir. Hanedan mensubu bu kadinlarin ¢ogu — esler, kizkardesler, koleler, ve
cariyeler — i¢inde miizigin de bulundugu ¢esitli alanlarda 6zenle egitilirler hatta bazi kadinlar Saray musiki gelenegi
dahilinde hem icract hem de besteci olarak kalfa veya usta derecesine ulagsmiglardi. Kadinlar orkestrasi ve kadin
besteciler maalesef hala Harem tarihinin ve yapisinin ¢ok da asina olunmayan bir alani olarak kendini géstermekte.
Harem mensubu bir ¢ok kadin, egitiminin ve hatta hayatinin biiyiik bir kismin1 Harem-i Humayun’da gecirmis
olmasina ragmen, Imparatorlugun orta smif sehirli Miisliiman kadinlarinin da miizige, sanata ve musiki icrasina
erisiminde kolaylik saglamistir. 19.ylizyi1lin sonunda kadinlar, besteci, sarkici, icraci ve hatta orkestra sefi olarak
miizik yapiminin ¢ok dogal pargasi haline geldiler. Harem sisteminin igleyisi, hiyerarsik yapisi, bu kadinlarin
sanatsal yaratim ve katkilar1 incelenirken, bu ¢alisma, Harem kadinlariin sadece eglence amagli cinsel obje
olmadiklarini, aksine iyi egitim gormiis miizisyenler, besteciler ve icracilar oldugunu ve bu kadinlarin saygiy1 ve
ilgiyi hakkettiklerini savunmaktadir.

Anahtar Kelimeler: Kadin miizisyenler, Osmanli Haremi, kadin besteciler, Osmanli miizik gelenegi



Writing Stories — Hers, Theirs, Ours, Others The Representational Moment in Global Ethnomusicology

Philip V. Bohlman

(University of Chicago / Hochschule fiir Musik, Theater und Medien Hannover)

Abstract

I use the opportunity of this keynote address to reflect on the gendered histories in ethnomusicology and
the ways in which these have led to moments of radical and revolutionary transformation in the representation of
music worldwide. The transformation itself—from music as object to musician as subjectivity, from text to
context, from authenticity to hybridity—is well known to ethnomusicologists today, not least because it has been
critical to the disciplinary reckoning in the events that defined their field and reconfigured the ontologies of
world music. With the advent of digital technology and the global reach of the internet, nothing would and could
be the same. More musics became available to more listeners; the stories and histories of world music
proliferate, and ownership of them was unlimited. The representational moment had a similarly profound impact
on ethnomusicology, leading to nothing short of a paradigm shift in the field’s pedagogical and discursive
practices.

My keynote unfolds as an intellectual history in which representational moments coalesce around the
contributions of women, both as scholars and as musicians. I propose a provisional typology of stories and
histories, using the four types of ownership in my subtitle—"hers, theirs, ours, others”—illustrating each briefly
with a case study.

1) The pedagogical moment and the foundations of Indigenous studies

2) The moment of exile and displacement

3) Vergleichende Musikwissenschaft / comparative musicology

4) The foundational moment for the SEM and the ICTM

5) The moment of academic institution building

6) The rise of gendered popular music in the Eastern Mediterranean and North Africa

7) The representational revolution

I attribute the revolution to a disciplinary realignment within representational practices, the shift from publishing
music outside the Western canon as “area studies” to formulating new typologies of ethnomusicology. I then
shift the focus to pedagogy, attributing the rapid growth in the teaching musics outside the Western canon to
changes that accompanied the representational moment. My concluding moments bring us to the present and
representational transformation of music’s ontologies regionally, with special focus on the Eastern
Mediterranean.

To conclude I raise a question about whether the representational moment might not transform the
stories of ethnomusicology so radically that they can belong to everyone—and to no one. However we celebrate
the paradigm shift in our field’s pedagogical practices, we also complicate the ways in which the burden of
ownership and the representation of difference requires that we not abandon our historical politics of practice
when they become more crucial than ever in the present moment of critical reckoning with global issues.



Hikdye Yazma- Kadinlarinki, Onlarinki, Bizimki, Digerlerininki

Kiiresel Etnomiizikolojide Temsili An

Philip V. Bohlman
(Chicago Universitesi / Hochschule fiir Musik, Theater und Medien Hannover)
Ozet

Bu agilis konugmasi firsatini, etnomiizikolojidenin ortaya ¢iktig1 siiregten bu yana yasanan cinsiyetci
olaylari, bunlarin diinya ¢apmnda miizigin temsilinde yol agtig1 radikal ve devrimeci doniisiim baglaminda
ayiplayarak degerlendiriyorum. Nesne olarak miizikten d6zne olarak miizisyene, igerikten baglama, 6zgiinliikten
melezlige donisiimiin kendisi, giinlimiizde etnomiizikologlar tarafindan iyi biliniyor. Bunun tek nedeni,
alanlarini tanimlayan ve diinya miiziginin ontolojisini yeniden yapilandiran olaylardaki disipliner hesaplagmalar
icin kritik olmas1 degildi. Dijital teknolojinin ortaya ¢ikmasi ve internetin kiiresel erisimiyle, hi¢bir sey eskisi
gibi olmayacakti. Daha fazla dinleyiciye daha fazla miizik sunuldu; diinya miiziginin hikayeleri ve tarihleri hizla
¢ogaliyordu ve bunlarin sahipligi siirsizdi. Temsili an, etnomiizikoloji iizerinde benzer sekilde derin bir etkiye
sahipti ve alanin pedagojik ve sOylemsel uygulamalarinda bir paradigma degisiminden bagka higbir seye yol
agmadi.

Agilis konugmam, temsili anin hem akademisyenler hem de miizisyenler olarak kadinlarin katkilart
etrafinda birlestigi bir entelektiiel tarih olarak ortaya ¢ikiyor. Ben, alt basligimdaki dort tiir sahipligi “kadinlarin,
onlarin, bizim, digerlerinin”- kullanarak, her birini bir vaka ¢alismasiyla kisaca 6rnekleyerek, gegici bir 6ykii ve
tarih tipolojisi 6neriyorum.

1) Pedagojik an ve Yerli caligmalarin temelleri

2) Siirgiin ve yerinden edilme ani

3) Vergleichende Musikwissenschaft / karsilastirmali miizikoloji

4) SEM ve ICTM i¢in temel an

5) Akademik Organizasyon kurma ani

6) Dogu Akdeniz ve Kuzey Afrika'da cinsiyetlendirilmis popiiler miizigin yiikselisi

7) Temsili devrim

Devrimi, temsili pratikler i¢indeki disiplinsel bir yeniden diizenlemeye, Bati kanonu disinda "alan
calismalar1" olarak miizik yaymlamaktan yeni etnomiizikoloji tipolojileri formiile etmeye gegise bagliyorum.
Daha sonra odak noktasini pedagojiye kaydirtyorum, Bati kanonu digindaki miizik 6gretimindeki hizli biiyiimeyi
temsili ana eslik eden degisikliklere atfediyorum. Son anlarim, 6zellikle Dogu Akdeniz'e odaklanarak, bizi
miizigin ontolojilerinin bdlgesel olarak giiniimiize ve temsili doniisiimiine getiriyor.

Sonug olarak, temsili anin etnomiizikoloji dykiilerini herkese ve hi¢ kimseye ait olabilecek kadar radikal
bir sekilde doniistiiriip doniistiirmeyecegi konusunda bir soru soruyorum. Bununla birlikte, alanimizin pedagojik
uygulamalarindaki paradigma degisikligini kutluyor olsak da sahiplik yiikiiniin ve farkliligin temsilinin, kiiresel
meselelerle kritik hesaplasmalarla her zamankinden daha onemli hale geldigi su anda, tarihsel uygulama
politikamizdan vazgegcmememizi gerektirdigi yollar1 da i¢inden ¢ikilmaz bir hale getiriyoruz.



Toplumsal Cinsiyet Kaliplar1 Ve Profesyonel Basari: Klasik Miizik Orkestralarindaki Tiirk Kadin
Orkestra Sefleri

) Ecenur Giivendik
(ODTU Toplumsal Cinsiyet ve Kadin Calismalart)

Ozet

Kadmlarin klasik miizik orkestralarindaki konumu, toplumsal cinsiyete dayali temsiller ve orkestra
sefligi alanindaki erkek egemen yapilanmadan dolay1 disarida birakilmistir. Bu makale, Tirkiye Ornegine
odaklanarak, kadinlarin klasik miizik orkestralarinda orkestra sefi olarak yetersiz sayisal temsilini
sorunsallagtirmaktadir. Bati'daki klasik miizik sektdriinde orkestra sefi olan kadinlarin durumunun analizinden ve
toplumsal cinsiyet perspektifinden hareket eden aciklayict gergevelerden yola ¢ikarak; bu makale Tiirk kadin
klasik miizik seflerinin egitim ve kariyer yollarini1 'Klasik miizik orkestralarindaki kadin orkestra seflerinin sayisi
neden daha azdir' ve 'Bu meslege dahil olmak isteyen kadin miizisyenlerin cinsiyete dayali deneyimledigi
ayrimceiliklar onlar i¢in bu erkek egemen alanda uzun siiren mesleki basar1 ve taninma acisindan ne gibi
problemler yaratmaktadir' sorularini yanitlamaktadir. Makalenin igerigi, Tiirk kadin orkestra seflerinin yani sira
baz1 erkek orkestra sefleri ile yapilan goriismeleri, hem 6znel deneyimlerini hem de bu zorluklarin olugsmasini
saglayan cinsiyet¢i dinamikleri ve sonuglartyla ilgili kendi algi ve agiklamalarini analiz etmeye dayanmaktadir.
Makale, Bati orkestralarindaki cinsiyet dinamigine benzer sekilde, resmi, kurumsal engellemerin varligina ek
olarak kadinlarin klasik miizik orkestralan igindeki azinlik konumunun toplumsal cinsiyet temelli dnemini
vurgulayan bir dizi sosyal, kiiltiirel ve kurumsal faktorle sekillendigini ileri siirmektedir. Bunlar toplumsal
cinsiyete dayal kaliplar, roller ve beklentiler, meslekte kadmlar i¢in rol modellerinin az olmasmin etkisi ve
orkestralardaki orkestra sefinin kimligi ve konumu ile yakindan iliskili eril normlardir.

Anahtar Kelimeler: Kadin Orkestra Sefleri, Toplumsal Cinsivet Kahplari, Bati Klasik Miizigi, Is Hayatindaki
Kadnlar, Erkeklik Normlar:.

Gender Stereotypes And Professional Achievement: Turkish Women Conductors In Classical Music
Orchestras

Abstract

Women’s position in classical music orchestras has been characterized by gendered representations and
there is an exclusion in conducting area as it is a male-dominated field. This article problematizes the numerical
underrepresentation of women as conductors in the classical music orchestras by focusing on the Turkish case.
Based on the insights from the analysis of women’s situation as conductors in classical music sector in the West
and the explanatory frameworks driving from the gender perspective, this article inquired into the education and
career paths of the Turkish female classical music conductors to answer the questions of ‘“Why there has been a
scarcity of women among conductors in classical music orchestras’ and ‘Whether and in what ways women’s
gendered experiences have created specific challenges and obstacles for aspiring women musicians in the long
road to professional achievement and recognition in a male-dominated sector’. Within this article, an interview
survey with the Turkish female orchestra conductors (and selected Turkish male conductors) aimed to
uncovering the experiences, perceptions and explanations regarding the impact of gender stereotypes and the
challenges for women. The article contends that similar to the gendered dynamics in the Western orchestras -
despite the existence of formal institutional barriers - women’s minority position within classical orchestras are
shaped by a number of social, cultural and institutional factors. These facts highlight the lingering significance of
gender-based stereotypes, roles and expectations, the effect of the scarcity of role models for women in the
profession as well as the masculine norms which heavily associated with the identity and status of the conductor
in the orchestras.

Keywords: Women Conductors, Gender Stereotypes, Western Classical Music, Women in Professions,
Masculine Norms.



Tarihten Giiniimiize Cok Sesli Miizikte iz Birakan Kadin Besteciler
Gokee Altay Artar

(Bursa Uludag Universitesi Devlet Konservatuvart)

Ozet

Caglar boyu kendisine yiiklenen toplumsal misyon, rol ve inanclar nedeniyle arka planda kalmaya hatta
kimi zaman yok olmaya mahkiim edilmis kadm, bilim ve felsefe alanlarinda oldugu gibi, sanatta da tiirli
miicadeleler vermistir. Erkek egemen toplumlarda hak ve ozgiirliikler arayisi igerisinde bir varolus gayesi
sergileyen kadin, aralarinda miizik sanatinin da oldugu pek cok alanda etkin olma cabasi sergilemis ve bu ¢aba
gliniimiize degin uzanmigtir. Baslangicta egitimden yoksun birakilan kadin, zamanla kazandigi haklar
dogrultusunda egitim olanagini elde ettikten sonra, bestecilik sanatinda da kayda deger ilerlemeler gostermistir.
Boylelikle kadin, miiziksel yaraticiligin {istiin bir ifadesi olan bestecilik sanatinda da, tipki diger sanatlarda oldugu
gibi yetkinligini kanitlamistir.

Bu ¢aligmada eski ¢aglardan giiniimiize kadin bestecilerin yeri ve 6neminin yani sira batili tekniklerle
eserler veren kadin bestecilerin yarattigi sosyal algt (social perception) irdelenecektir. Bu kapsamda, Stimerli
Enheduenna, ortagagda bilinen ilk kadin besteci Hildegard von Bingen, Ronesans’ta Casulana Maddalena, Barbara
Strozzi, Barok donemde Jaquet de la Guerra, 19. yiizyilda Clara Schumann, Fanny Mendelssohn Hensel, 19. yiizyil
sonunda Alma Mahler, Amy Beach, 20. yiizyi1lda Fransiz Altililari’nin tek kadin iiyesi olan Germaine Tailaferre,
Amerika’da ultra-modernist besteciler arasinda yer alan Ruth Crawford Seeger, Ingiltere’de 12-ton teknigini
kullanan ilk besteci Elizabeth Lutyens ve halen aktif olarak beste ¢aligmalarina devam eden Sofia Gubaudulina,
Kaija Saariaho gibi kadin bestecilere yer verilecektir.

Anahtar Kelimeler: Kadin besteciler, ¢ok sesli miizik tarihi

Women Composers Who Mark the History in Polyphonic Music

Abstract

Women have been left in the background or even disappear due to the social mission, roles, and beliefs
imposed on them for ages have given various struggles in art and science, and philosophy. In male-dominated
societies, women who pursue a purpose of existence in search of rights and freedoms have endeavored to be active
in many fields, including the art of music, and this effort has reached today. After gaining the education opportunity
in line with the rights she gained over time, women who were initially deprived of education also made significant
progress in the art of composition. Thus, the woman proved her competence in the art of composition, which is a
superior expression of musical creativity, just like in other arts.

In this study, the place and importance of women composers from ancient times to the present day and
the social perception created by women composers who have produced works with western techniques will be
examined. In this context, firstly, the Sumerian poet and hymn composer Enheduenna and the first known women
composer of the Middle Ages Hildegard von Bingen will come to the scene. Following the Renaissance composer
Casulana Maddalena, Barbara Strozzi, and Jaquet de la Guerra of the Baroque period will be introduced briefly.
In the 19th century, Clara Schumann, Fanny Mendelssohn Hensel, and at the end of the 19th century, Alma Mahler
and Amy Beach will follow. Afterward, Germaine Tailaferre, the only woman member of the French Six in the
early 20th century, and Ruth Crawford Seeger became one of the ultra-modernist composers in America take their
positions in the music history. Elizabeth Lutyens, the first composer to use the 12-tone technique in England, and
other composers such as Sofia Gubaudulina and Kaija Saariaho, who are still actively working on composition,
will be featured.

Keywords: Women composers, history of polyphonic music



Taffanel’in Paris Konservatuvari Fliit Egitimine
Katkilar1 Baglaminda Fransiz Kadin Besteciler

Emel Dogan Ugurlu
(Zonguldak Biilent Ecevit Universitesi Devlet Konservatuvari)

Ozet

1669 yilinda kurulan Ecole Royale de Chant (Kraliyet San Okulu) ve Institut National de Musique
(Ulusal Miizik Enstitiisii)’niin birlesmesi ile 1795’te tamamen devlet fonlari ile desteklenerek agilan ilk miizik
okulu olan Conservatoire National Supérieur de Musique de Paris (Paris Konservatuvari), Fransa’da miizik
egitiminin ayrilmaz bir par¢asi olmasmin yani sira Fransiz Fliit Ekoliiniin olugsmasi ve giliniimiize kadar olan
gelisim siirecinde de en etkili miizik kurumlarmin basinda gelmektedir.

Claude Paul Taffanel, Paris Konservatuvari’nda fliit profesorliigi yapmaya baslamasinin ardindan fliit
repertuvarini Fransiz bestecilerinin yeni eserleri ile glincellemis ve sinirli olan nefesli repertuvarini genisletmek
konusunda konservatuvar yonetimini ikna etmistir. Cécile Chaminade, Jeanine Rueff, Ginette Keller, Thérése
Brenet ve Betsy Jolas gibi Fransiz kadin besteciler, 6grencilerin mezuniyetlerinde icra ettikleri (solo de
concours) yarigma eserleri bestelemislerdir. Bu eserler, ton, vibrato, artikiilasyon gibi Taffanel’in onciliigiini
yaptigi Fransiz fliit ekoliiniin yap1 taglarini vurgulamalari bakimindan énemlidirler.

19. yiizyilin ilk ¢eyreginden 20. Yiizyilin sonlarina kadar Paris Konservatuvari’nda fliit yarisma eserleri
erkek besteciler tarafindan bestelenmistir. Cécile Chaminade, 1902’te fliit yarisma pargast bestelemek i¢in
gorevlendirilen ilk kadin besteci olmustur. Fliit i¢in bestelenen Concertino Op. 107, fliit repertuvarinin ve
bestecinin bilinen en 6nemli eserlerinden birisi olmustur. Cécile Chaminade’in ardindan 1954 yilinda Jeanine
Rueff, 1968 yilinda Ginette Keller, 1974 yilinda Thérése Brenet ve 1977 yilinda Betsy Jolas’in besteledikleri

eserlerle bu siire¢ devam etmistir.

Bu c¢alismada, Paris Konservatuvari, bu kurumdaki fliit egitim gelenegi, Taffanel ile birlikte fliit
egitiminde meydana gelen yenilikler ve bu baglamda Fransiz kadin bestecilerin bu siirece katkilarinin
irdelenmesi amaglanmaktadir.

Anahtar Kelimeler: Fliit, Fransiz Fliit Ekolii, Paris Konservatuvari, Taffanel, Fransiz Kadin Besteciler.

French Female Composers in Context of Contributions of Taffanel's
Paris Conservatory To Flute Education

Abstract

The Conservatoire National Supérieur de Musique de Paris, which was established in 1795 as a result of
the merger of the Ecole Royale de Chant and the Institut National de Musique, which had been founded in 1699,
is an important part of the French Flute School and music education in France. It is one of the most influential
music institutions in its formation and development process until today.

After starting as a flute professor at the Paris Conservatory, Claude Paul Taffanel updated his flute
repertoire with new works by French composers and persuaded the conservatory management to extend his small
woodwind repertoire. Cécile Chaminade, Jeanine Rueff, Ginette Keller, Thérése Brenet, and Betsy Jolas, all
French female composers, wrote the contest works that students performed at their graduation. These works are
relevant in terms of emphasizing the fundamentals of Taffanel's French flute school, such as pitch, vibrato, and
articulation.

Male composers at the Paris Conservatory composed flute competition works from nineteenth to the
end of the twentieth century. In 1904, Cécile Chaminade became the first female composer to be commissioned
to compose a piece for a flute competition. Composed for Flute, Concertino Op. 107 is one of the most major
works in the flute repertoire, as well as one of the composer's most essential contributions. Following Cécile
Chaminade, works by Jeanine Rueff in 1954, Ginette Keller in 1968, Thérése Brenet in 1974, and Betsy Jolas in
1977 continued the process.

The aim of this study is to look into the Paris Conservatory, its flute training legacy, Taffanel's advances
in flute teaching, and the role of French female composers in this process.

Key words: Flute, French Flute School, Paris Conservatory, Taffanel, French Female Composers.



19. Yiizy1’da ‘Kadin Besteci’ Olmak: Clara Schumann

Nihan Yagisan
(Akdeniz Universitesi Devlet Konservatuvari)

Ozet

Feminist Miizik Teorisi alaninda yapilan baslangi¢ ¢aligmalart toplumsal cinsiyet (gender) iizerine
yogunlasir ve ilk bagliklar “Kadin Besteciler” ya da “Kadinin Miizikteki Yeri” bigiminde sekillenir. Bu
basliklara gerekc¢e olarak miizik tarihi kitaplarinda kadin bestecilerin yer almalarindaki eksiklik ve kadinin
miizikte hak ettigi degeri bulamamas1 gosterilebilir. “Cinsiyete dayali isler” siniflamasinin yapildigt bir toplumda
bestecilik ve yorumculuk gibi profesyonel ugrasilar, 19. yiizyil kadini i¢in tartigmali bir durumdur. Kadin
besteciler konulu ¢aligmalarin énem kazanmasinin nedeni budur. Bingen, Clara Schumann, Strozzi, Smyth ve
Seeger gibi kadin besteciler konusunda ilk ¢alismalar yayimlanir (Kutluk, 2016). Bu caligmalarin temelinde
bestecinin eserlerinin niteliginden ziyade, verilen miicadele bulunmaktadir. Kadinin hak ettigi degeri
kazanabilmek i¢in verdigi ugras ana tema olarak belirir. Benzer bir duyarsizligin kayit endiistrisinde de
goriilldigiine sikga dikkat ¢ekilir. Kadm bestecilerin eser kayitlarinin yapilmamasi, olagan orkestra
programlarinda yer verilmemesi ya da kadin seslendiricilerin sektdrde geri planda birakilmasi gibi konular
tartigmaya agilir. Clara (Wieck) Schumann, her zaman konunun ilgi ¢eken isimlerinden biridir. Eginin Romantik
Donem’in 6nde gelen bestecilerinden biri olmastyla kimi kapilarin kendisine daha rahat acildigi vurgusu yapilir.
Oysa miizisyen bir aileden gelmektedir ve ilk miizik egitimini profesyonel bir piyanist ve pedagog olan
babasindan almistir. Kendisi de miizik yasami boyunca konser piyanisti, egitici ve besteci kimligiyle miizik
tarihinin olaganiistii y1ldizlarindan biri olarak 6ne ¢ikmustir.

Bildiri, Clara Schumann’in kimliginde 19. yiizy1l miizik yasaminda kadinin yerine odaklanmay1 ve bestecinin
miizigiyle ilgili bilgi vermeyi amaglamaktadir.

Anahtar sozciikler: Clara Schumann, Toplumsal Cinsiyet, Miizikte Kadin, Kadin Besteciler

Being a "Woman Composer' in the 19th Century: Clara Schumann
Abstract

The initial process initiated for Feminist Music Theory focuses on gender and the first titles “Woman
Composers’ or “‘Woman's Place in Music’ take shape. The reason for these titles can be shown to the lack of
female composers in music history books and the inability of women to find the value they deserve in music.
Professional occupations such as composition and interpretation in a society where the classification of “works
based on gender” is a controversial situation for the 19th century woman. The first studies on female composers
such as Bingen, Clara Schumann, Strozzi, Smyth and Seeger are published (Kutluk, 2016). The basis of these
works lies in the struggle rather than the quality of the composer's work. The struggle of women to gain the
value they deserve appears as the main theme. It is often noted that a similar insensitivity is seen in the recording
industry. Issues such as not recording works of woman composers, not being included in the regular orchestra
programs, or leaving female voice actors in the background are discussed. Clara (Wieck) Schumann has always
been one of the most interesting names on the subject. It is emphasized that some doors were opened more easily
to her as his wife (Robert Schumann) was one of the leading composers of the Romantic Period. However, she
comes from a musician family and received his first musical education from his father, a professional pianist and
pedagogue. Throughout her musical life, she has come to the fore as one of the extraordinary stars of music
history as a concert pianist, educator and composer.

The paper aims to focus on the place of women in the music life of the 19th century in the identity of
Clara Schumann and to provide information about the composer's music.

Keywords: Clara Schumann, Gender, Woman in Music, Women Composers



Osmanh’da Kadin ve Miizik fliskisinin Unutulmus Tarihi:
Dilhayat Kalfa Ornegi

Duygu Giivener
(Hacettepe Universitesi Giizel Sanatlar Enstitiisii)
Cenk Giiray
(Hacettepe Universitesi Ankara Devlet Konservatuvart)

Ozet

Dilhayat Kalfa, Osmanli Doneminde Reftar Kalfa’dan sonra bilinen ikinci kadin bestecidir. Yasami
hakkinda ¢ok az bilgiye sahip oldugumuz Dilhayat Kalfa’nin Harem-i Humayun’da ¢ok iyi bir miizik egitimi
aldig1 eserlerinden anlagilmaktadir. 19. yiizyildan 6nce yasamis olup da, eserlerinin kismen de olsa giiniimiize
ulastigi tek kadin besteci Dilhayat Kalfa’dir. Evcard pesrevi ile saz semaisi en seckin eserleri olarak
goriilmektedir. Evc, mahur ve rast besteleri de fasil repertuvarinin en begenilen eserleri arasindadir.

Sozli gelenege dayanan Osmanli miizigine ait eserlerinin ¢ogu kaybolmus, notalari giiniimiize
ulagsmamigtir. Osmanli’da harem ve kadin miizisyenlerle ilgili elimizde detayli yazili belge bulunmadig i¢in,
ozellikle o donemdeki icraci ve bestecilerin isimlerini tespit etmek giiglesmektedir. Bu kaynaklarin tamaminin
erkek egemen bir bakis agisiyla yazildigr disliniildigiinde, bu yaklasimdan bagimsiz “yeni” bir tarih yaziminin
da gerekliligi ortaya ¢ikmaktadir. Bunun yaninda miizik tarihinde bestecilik ve yaratict icracilik daha ¢ok
erkeklerle iliskilendirilmis, kadmlar bestecilik ve icracilik egitimine yonlendirilmemistir. Kadinlarin, dogustan
geldigi kabul edilen yaraticiliktan yoksun olduklari, higbir zaman deha sahibi biiyiik bir sanat¢i1 olamayacaklart
iddia edilmis, bu yonilyle miizik bir erkek sanati olarak geligmistir. Biitiin bu tartigmalar degerlendirildigi zaman,
Dilhayat Kalfa gibi bir bestecinin eserlerinin giiniimiize kadar ulagsmasi dikkate degerdir. Bu ¢aligmada Tiirk
miizigine ¢ok degerli eserler kazandiran Dilhayat Kalfa’nin Tiirk miizigindeki yeri {izerinde durulmus ve Evcara
makamindaki eserleri ¢ekirdek analizi yontemiyle incelenmistir. Genelde tarih, 6zelde miizik tarihi yaziminin,
kadmin goriiniirliigiinii gélgeleyen eril bir gelenegin izlerini tagidigi rahatlikla sdylenebilir. Bu alanda yapilacak
caligmalar miizige dair unutturulan “kadin” temelli bir ge¢misinin de var oldugunu topluma duyumsatacak ve
geemise dair bu aktarimin siirekliligini saglamada 6nemli bir rol iistlenirken, kadin miicadelesine de giic
verecektir.

Anahtar Kelimeler: Dilhayat Kalfa, Osmanl, Kadin, Besteci, Evcara.

The Forgotten History of Women and Music Relationship
In The Ottoman: Dilhayat Kalfa

Abstract

Dilhayat Kalfa is the second known female composer after Reftar Kalfa in the Ottoman Empire. It is
appeared from the works of Dilhayat Kalfa that we know very little about his life, he received a very good
musical training in Harem-i Humayun.

Dilhayat Kalfa is the only female composer who lived before the 19th century, but some of her works
have survived. Evcara peshrevi and saz semai are seen as his most excellent works. Evc, mahur and rast
compositions are also among the most popular works of the fasil repertoire.

Most of the works of Ottoman music based on oral tradition have been lost and their notes have not
survived. Since we do not have detailed written documents about Harem and female musicians in the Ottoman
Empire, it is difficult to identify the names of performers and composers in that period. Considering that all of
these sources were written with the patriarchal point of view, the necessity of a “new” historiography emerges.
In addition, in the history of music, composition and creative performance were mostly associated with men,
women were not encouraged to composition and performing education. It has been claimed that women have
lack of creavity, which is considered to be innate, and could never be great artists with genius, and in this
respect, music has developed as a male art. When all these discussions are evaluated, it is remarkable that the
works of a composer such as Dilhayat Kalfa have survived to date. In this study, Dilhayat Kalfa’s place in
Turkish music is emphasized and her works in Evcara makam are analyzed by the method of nucleus analysis. It
can be easily said that historiography in general and music historiography in private, bears traces of patriarchal
tradition that obscures the visibility of women. Studies in this area will make the society feel that there is a
“woman” based past that is made the forget about music and while playing an important role in ensuring the
continuity of this transfer of the past, it will also support the struggle of women.

Keywords: Dilhayat Kalfa, Ottoman, Woman, Composer, Evcara.



Giiniimiizde Tiirk Miizigi icra Eden Kadin Sazendelerin Sanat Alanindaki Temsiliyetlerinin
Genel Degerlendirilmesi

Giiniz ALKAC
Bursa Uludag Universitesi Devlet Konservatuvari

Ozet

Osmanli toplumu sosyal bakimdan genel olarak “ataerkil” diizende yapilanmistir. Miizigin de bu
yapilanma geregi “erkek egemen” diizende gelisim gosterdigi goriilmektedir. Halbuki Tiirk Miizigi geleneginde
kadin her zaman miizikle i¢ ice olmustur. Oyle ki kadin miizik icracilar1 Osmanli Sarayi’ndaki miizik
faaliyetlerinde, sehir hayatinda gelisen fasil miiziginin “incesaz” takimlarinda, sehir eglence miiziginde, sehirde
icra edilen halk miiziginde saziyla, sesiyle ve bestecilik yoniiyle miizikal faaliyetlerini stirdiirmiiglerdir. “Ne var
ki, gerek mlsiki kaynaklari, gerekse miisiki disi genel kaynaklar kadinlarin Osmanli tarihi boyunca gosterdikleri
misiki faaliyetlerinin kapsamini ve ger¢ek boyutlarini yansitmaktan uzaktir.” (Aksoy; 2008, 64) Kadinin Tiirk
Miizigi gelenegindeki miizikal kimligi hakkinda bilgi almak i¢in sinirli da olsa yazili ve tasviri belgelerden
faydalanilmaktadir. Baslangicta toplumdaki islami diizen geregi olusan haremlik —selamlik hayati kadin ve
erkegi sosyal hayatta oldugu kadar miizik icra ortamlarinda da birbirinden ayirmigtir. Bu durumda kadinlar kendi
eglencelerini yaratma istegiyle ¢algi ¢calmay1 6grenmislerdir. Ancak gelenek kurulduktan sonra kadin ve erkek
miizisyenlerin karsi karsiya- yan yana gelecek sekilde bir arada miizik icra ettikleri de gozlenmektedir.

Bu bildiride giiniimiizde sinirl ortamlarda Tiirk Miizigi icra faaliyetlerini siirdiirebilen kadin sazendelerin icra
ettikleri sanat ortamlarindaki konumlar1 kadin olmalar noktasinda incelenerek genel bir degerlendirme
yapilmaya c¢aligilmistir. Arastirmaya veri saglamak amaciyla yapilandirilmis goriisme formu hazirlanmis ve bu
form goniillii olarak arastirmaya katilan c¢alisma grubuna uygulanmistir. Elde edilen bulgular 1s1ginda gesitli
mecralarda Tiirk Miizigi icra eden kadin sazendelerin i¢inde bulunduklart durumlar tespit edilmeye ¢alisilmistir.

Anahtar Kelimeler: Tiirk Makam Miizigi, Kadn, Sazende, Ieréc

General Assessment of Representation of Female Instrument Players Performing Turkish Magam Music
in Arts Today

Abstract

The Ottoman society had “patriarchal” structuring in general. It could be seen that based on this
structuring music also had a male-dominant development. However, in Turkish Music tradition women have
always been involved in music. Female music performers were involved as instrument players, singers, and
composers in musical activities of the Ottoman palace, in “stringed instruments” ensembles of fasil music
developed in city life, in entertainment music of cities, and in folk music performed in cities. “Nevertheless, both
musical sources and non-musical general sources are far from reflecting the scope and true dimensions of
musical activities of women throughout Ottoman history.” (Aksoy; 2008, 64) In order to find information on
musical identity of women in Turkish Music tradition, written and descriptive documents have been used even to
a limited extent. In the beginning the separation between men and women in life that was based on the Islamic
order in the society also separated men and women in music performance environment as well as in social life.
In this case, women learned to play instrument to create their own entertainment. However, after establishment
of this tradition male and female musicians are also observed to come face to face or side by side to perform
music together.

In this paper the status female instrument players who can continue performance of Turkish Music in limited
settings today have at their performance settings are studied from their sex and a general assessment is made. In
order to provide data to the study a structured interview form was prepared and this form was applied on test
group that voluntarily participated in the study. Circumstances of female instrument players performing Turkish
Music in various venues are tried to be determined in light of the findings.

Keywords: Turkish Magam Music, Women, Musician, Performer



Selahattin Pinar’in Secilmis iki Eserinde
Sabite Tur Giilerman’in Tavir Ozelliginin Incelenmesi

Hatice Selen Tekin
(Sakarya Universitesi, Devlet Konservatuar)
Filiz Basibiiyiik
(Sakarya Universitesi, Sosyal Bilimler Enstitiisii)

Ozet

Tirk Miizigi geleneginde, 6grenim ve aktarim yontemi olarak “mesk” dnemli bir yer tutar. Her ne kadar
ylizyillar i¢cinde ebced ve Hamparsum notasi gibi nota yazim sistemleri kullanilmig olsa da “mesk” en 6nemli
aktarim sistemi olmustur.

Giiniimiizde halen belli 6l¢lide devam eden mesk sistemi; kulaktan 6grenmeye, ezber ve tekrarlamaya
dayanir. Mesk; “Tiirk miiziginde uygulanan, kulaktan 6grenme ve Ogretme yontemi"; mesk etmek ise;
"6gretmenin ¢aldigi veya soyledigi yapiti dinleyerek 6grenmek ve ezberlemek"! seklinde ifade edilmektedir.
Ancak Tirk miiziginde mesk geleneginin ¢ok daha genis igerigi bulunmaktadir. Mesk sisteminde usul(ritm)
konusu dnemli bir bashiktir. “Mesk edilen eserin usliiyle birlikte 6grenilmesi esastir.”? Usul, melodi ve giifte
iligkisiyle oriilmiis ustalikli eserler mesk usulii ile giiniimiize kadar gelmistir. Usta ¢irak iligkisi iginde, Tiirk
miizigini iyi bilen, icrada ustalagmis bestekar ve icracilarla yapilan bu miizikli toplantilar araciligtyla, heniiz
konservatuarlarin kurulmadig1 yillarda bircok icraci ve bestekar yetismistir. Ozellikle 19.yiizy1l sonlarindan
itibaren solistik icranin 6ne ¢ikmasiyla birlikte @islup, tavir ve yorum kavramlar da énem kazanmustir.

Bu caligmanin konusu; gelenegin i¢inden yetismis kadin ses icracilarindan Sabite Tur Giilerman’in
Selahattin Pinar eserleri drnekleminde icra analizi ve one ¢ikan tavridir. Sabite Tur Giilerman gibi klasik Tiirk
Miizigi iislubunu benimseyenlerce kabul gérmiis, ayn1t zamanda bati tekniklerini de ustaca kullanan hanende
sayis1 oldukca azdir. Oyle ki Selahattin Pmnar gibi bol siislemeli ve motifli eserler besteleyen bir bestekarin
eserlerinde ustaca bir teknikle hem notay1 uygulamis, hem de kendince ekledigi motif, carpma vb. yontemler ile
esere ayr1 bir deger kazandirmistir.  Sabite Tur Giilerman’in bu tavri klasik Tirk Mizigi {islubunu
benimseyenlerce begeni kazanmis ve drnek gosterilmistir.

Bu calismada nitel arastirmalara O6zgii tarama yontemi kullanilacak ve Selahattin Pinar besteleri
ornekleminde Sabite Tur Giilerman’in tavri iizerine elde edilen sonuglar yorumlanacaktir.

Anahtar Kelimeler: Tiirk Miizigi Uslubu, Tavir, Selahattin Pinar Besteleri, Sabite Tur Giilerman Tavri.

In Two Selected Songs Of Selahattin Pinar
An Investigation Of Sabite Tur Gulerman’s Characteristic Style

Abstract

In the Turkish Music tradition, "mesk" has an important place as a method of learning and transmission.
Although note writing systems such as ebced and Hamparsum have been used over the centuries, “mesk” has
been the most important transmission system.

The “mesk” system, which still continues to a certain extent today; It is based on learning by ear,
memorization and repetition. Megk; It is expressed as "learning and teaching method by ear" applied in Turkish
music, "learning and memorizing by listening to the work that the teacher plays or sings"® . However, there is a
much wider content of the mesk tradition in Turkish music. Method (rthythm) is an importanttopic in the mesk
system. Procedure is imperative to practice. “It is essential to learn the composition that has been practiced, in a
rhythm.”* The masterful Works knitted with the relation of method, melody and lyrics have survived to the
present day in mesk style. Through these musical meetings with composers and performers who know Turkish
music well and who have mastered the performance in a master-apprentice relationship, many performers and
composers were trained during when conservatories were not established yet. Especially since the late 19th
century, with the prominence of soloist performance, the concepts of style, attitude and interpretation have also
gained mportance.

! Vural Sézer; Miizik Ansiklopedik Sozliik, 4. Baski, Remzi Kitabevi, istanbul, 1996, s.465

2 Cem Behar; Ask Olmayimca Mesk Olmaz, Geleneksel Osmanly/ Tiirk Miiziginde Ogretim ve
Intikal, Yap1 Kredi Yayinlar, istanbul, 2003, s. 16

3 Vural Sézer; Miizik Ansiklopedik Sozliik, 4. Baski, Remzi Kitabevi, Istanbul, 1996, 5.465

# Cem Behar; Ask Olmayinca Mesk Olmaz, Geleneksel Osmanly/ Tiirk Miiziginde Ogretim ve
Intikal, Yap1 Kredi Yayinlari, istanbul, 2003, s. 16



The subject of this study; It is the performance analysis and singing style of Sabite Tur Giilerman, one
of the female vocal performers who grew up with in the tradition, in the sample of Selahattin Pinar works. Sabite
Tur Giilerman was accepted by those who adopted the classical Turkish Music style, and at the same time, the
number of singers who skillfully use western singing techniques is very low. So much so that a composer like
Selahattin Pinar, who composed songs with lots of ornaments and motifs, both applied the note with a masterful
technique and added motifs, multiplication, etc. in his works. It has given a different value to the work with its
methods. This singing techniques of Sabite Tur Giilerman was appreciated by those who adopted the classical
Turkish Music style and was shown as an example.

In this study, the scanning method specific to qualitive research will be used and results obtained on the
singing style of Sabite Tur Giilerman in the sample of Selahattin Pinar compositions will be interpreted.

Keywords: Turkish Music Style, Singing techniques, Compositions by Selahattin Pinar, Singing Techniques of
Sabite Tur Giilerman.



Kant’in Estetik Kurami Baglaminda Tiirk Makam Miizigi Eserlerinin Estetik Analizine Yonelik Bir
Model Ornegi: Faize Ergin — “Bade-i Vuslat i¢ilsin Kase-i Fagfurdan”

Goknil Bisak Ozdemir
(ITU Tiirk Musikisi Devlet Konservatuvart)
Ozet

Bu c¢aligmada, Kant’in estetik kuramina bagli olarak Tiirk Makam Miizigi eserlerinde estetik analiz
yapabilmeye yonelik bir model 6nerisi olusturulmustur. Bu modele 6rnek olarak da Tanburi Faize Ergin’in
Sedaraban makamindaki “Bade-i vuslat i¢ilsin kéase-i fagfurdan™ adli eserinin estetik analizi yapilmistir. Tiirk
Makam Miizigi’nin 6nde gelen kadin bestekarlarindan olan Tanburi Faize Ergin’in ilk bestesi olma &zelligi
tasiyan bu eser, “miilkemmellik 6rnegi” ve “saheser” olarak degerlendirilmektedir. Bu ¢alisma ayn1 zamanda bir
miizik eserinin hangi olgiitlerle “glizel” olarak degerlendirildigine cevap aramaktadir. Estetik, iginde giizelligi
barindiran, gergekligi sanatla ifade eden bir bilimdir. Ancak yontemlerinin belirlenmesi oldukg¢a giigtlir. Zamana
ve yere gore degismektedir. Bir sanat eserini “gilizel” yapan degerleri, estetik 6zelliklerini analiz etmek igin
birtakim parametreler belirlemek gerekmektedir. Bu da bir kurama dayanarak olusturulan bilimsel yontemlerle
gerceklesebilir. Kant anlayisinda estetik, giizeli degerlendirme ve yargilama yetisiyle olusmaktadir. O’na gore,
estetik bir sanat eserinde, imgeleme ve anlama yetisinin uyumu s6z konusudur. Sanatsal degerlendirmeler yargi,
deha, yiice ve giizel kavramalarin1 aciklifa kavusturmaya c¢alisarak yapilmalidir. Estetik yargimin 6lgiiti ise
nitelik, nicelik, iligski ve kiplik yargilaridir. Kant’in estetik kurami, yapacagimiz eser analizinde, tarihi siirecte
oldugu gibi bugiin de bize 151k tutacaktir. Bu ¢alisma, Tiirk Makam Miizigi eserlerinde, bundan sonra yapilacak
estetik analizi ¢aligmalarina drnek niteligindedir.

Anahtar Kelimeler: Estetik, Kant, Tiirk Makam Miizigi, Faize Ergin, tanbur, besteci

A Sample Model of Aesthetic Analysis of Turkish Makam Music Creations in The Context of Kant’s
Aesthetic Theory: Faize Ergin — “Bade-i Vuslat i¢ilsin Kase-i Fagfurdan”

Abstract

In this study a model is suggested towards making aesthetic analysis on Turkish Makam Music
creations according to aesthetic theory of Kant. As a sample to this model, aesthetic analysis was conducted on
the piece titled “Bade-i vuslat icilsin kase-i fagfurdan” by Tanbur Player Faize Ergin in Sedaraban Makam. This
is the first piece composed by Tanbur Player Faize Ergin who is one of the prominent female composers of
Turkish Makam Music and is assessed to be “example of perfection” and “masterpiece”. This study also explores
the criteria used to assess a musical piece as “good”. Aesthetics is a science that contains beauty in itself and
expresses reality with art. However, determining its methods is quite difficult. They depend on time and place. A
number of parameters must be established to analyze values that make an artwork “good”, its aesthetic
particulars. This can be done with scientific methods that are developed based on a theory. According to Kant,
aesthetics is formed with the faculty of assessing and judging the good. According to him, faculties of imagery
and understanding are harmonious in an aesthetical artwork. Artistic assessments must be conducted in a way to
clarify the concepts of judgement, genius, supreme, and good. The measure of aesthetic judgement are
judgements of quality, quantity, relationship, and modality. Kant’s theory of aesthetics will shed light on our
analysis of the piece as it did in the historic process. This study is an example to future aesthetics analysis studies
that will be conducted on creations of Turkish Makam Music.

Keywords: Aesthetic, Cant, Turk Magam Music, Faize Ergin, tanbur, composer



-Bir Kadin icracinin Géziinden-
Tiirk Miizigi Keman Icrasinda Karsilasilan Sorunlar

Canan Sezgin Geylan
(Kiiltiir ve Turizm Bakanhg Tiirk Miizigi Keman Sanatcist)

Ozet

Keman icrast bashi basina enstriimanin perdesiz ve yayli olusu ile iligkili gesitli teknik zorluklar
barindirmaktadir. Tiirk miizigi keman egitimi ise hem metodolojik hem tutus teknigi agisindan oturtulamamis bir
yapi lizerine insa edilmeye ¢alisildigindan, geleneksel icract olma yoluna fazladan bir zorluk katmaktadir. Bunlarla
birlikte bir kadin icraci olarak yasanan sosyal problemler de Tiirk Miizigi keman icracisinin iizerinde bir li¢lincii
zorluk katmani olarak karsimiza ¢ikabilmektedir.

Durum saptamasina yonelik yasantilardan ve deneyimlerden yola gikilarak, ayni zamanda literatiir
taramasina dayali olarak olusturulacak bu c¢aligma, durum tespitine dayali betimsel bir karakter tasimaktadir.
Calismada hem Tiirk miizigi keman egitiminde metot sorununa ve bu durumun icracilikta yarattig1 handikaplara
deginilecek; hem de kadn icracilarin karsilastig1 sorunlardan, engellerden bahsedilecektir. Bu anlamda arastirma,
iki yonlii bir konu agina sahip olmakla birlikte, 6rnekler ve ¢oziim Onerileri agisindan biitlinciilliik gozetilecektir.

Betimsel karakterli, nitel bir ¢aligma olan bu aragtirmada kadm Tiirk Miizigi keman 6grencilerinin ve
yorumcularinin, geleneksel icracilikta ilerleyemeyislerinin nedenleri, teknik problemler, metodolojik ve sosyal
alanlarda karsilagtiklar1 belli bashi sorunlar, zorluklar, beraberinde ve sonrasinda yasanan sosyal engeller,
problemler ve bunlarin agilmasina yonelik ¢dziim 6nerileri iizerinde durulacaktir.

Anahtar Kelimeler: Keman Icrasi, Tiirk Miizigi, Toplumsal Cinsiyet, Kadin Icrasi, Kadin Sanatct.

- From the Eyes of a Female Performer -
Problems Encountered in Turkish Music Violin Performance

Violin performance itself involves various technical difficulties associated with the instrument being
fretless and stringed. Turkish music violin education, on the other hand, adds an extra difficulty to being a
traditional performer, as it is tried to be built on a structure that cannot be established in terms of both methodology
and grip technique. Along with these, the social problems experienced as a female performer may also appear as
a third layer of difficulty above the Turkish Music violin performer.

This study, which will be created based on the experiences and experiences for determining the situation
and at the same time based on the literature review, has a descriptive character based on the situation assessment.
In the study, both the method problem in Turkish music violin education and the handicaps this situation has
created in performing will be addressed; as well as the problems and obstacles faced by women performers will
be mentioned. In this sense, although the research has a two-way subject network, integrity will be pursued in
terms of examples and solution proposals.

In this study, which is a descriptive, qualitative study, will be emphasized the reasons of female Turkish
music violin students and their performers not progressing in traditional performing, technical problems, major
problems they face in methodological and social areas, difficulties, social obstacles and problems that occur with
and after them and solutions to overcome.

Keywords: Violin performance, Turkish Music, gender, female performance, women artist.



Indie Miizikte Kadin Miizisyenliginin Yiikselisi ve
Degisen Kadin imgesi

Gokmen Ozmentes
(Akdeniz Universitesi Giizel Sanatlar Fakiiltesi)

Ozet

Miizik kiiltiirel/toplumsal degisim ve hareketliliklerle ¢cok gii¢lii iligkileri olan bir sanattir. Bu iligki kimi
zaman miizigin bu degisimleri tetikleyen bir aygit, kimi zaman da bu degisimlerden etkilenen bir temsil araci
olmasini i¢eren kargilikli bir goériiniimde gergeklesir. Miizigin degisim hareketlilikleriyle kurdugu bu giiglii iliski
popiiler miizikte sanatsal/gelencksel miizik tilirlerine kiyasla c¢ok daha kisa siirede ve somut olarak
goriilebilmektedir. Degisime direnme ve kiiltiirel muhafazakarligi yer yer yasamsal bir amaca yiikselten
sanatsal/geleneksel miizikler biiyilk anlati ve miraslarin devami olarak modern bir sdylemin kendini
elitlestirmesi amaciyla da kullanilmaktadir. Ancak kiiltiirel cogulculuk, farkliliklarin erimesi, cesitlilik ve
miizikal etkilesimlerin bir yasam alani olarak popiiler miizik postmodern séylem ve araclarin iretildigi ana
mecralardan birine de doniismiistiir. Popiiler miizikte kadin cinselligi, 6zellikle de kadin bedeninin metalasmasi,
biiyiik kiiltiir, biiytik anlatilar, yiice ahlak gibi sGylemleri birer birer par¢alama yetenegine sahip popiiler miizige
yoneltilmis negatif elestirilerin temel noktalarindan biri olmustur. Ancak medya ve miizik teknolojisinde son 10
yilda yasanan sarsici yenilikler popiiler miizik sektdriindeki tim iiretim ve tiiketim bigimlerini degistirmis, bu
baglamda kadinlarin miizik sektoriindeki rolleri de farklilasmigtir. Covid-19 pandemisinde iyice hizlanan bu
degisimlerin en net goriildigii popiiler miizik tiirlerinden biri indie miizik olmustur. Bu calismadaki ana tez
sudur: popiiler miizik endiistrisinde, dzellikle ana akim pop miizikte, kadin bedeninin bir meta olarak iiretimi ve
gosterimine yonelik elestirel bir damarin belirginlestigi go6zlenirken indie miizik Orneginde kadin
miizisyenliginin gorliniirligii ve saygmliginda artis goriilmektedir. Bir bagka deyisle indie miizik sadece
ekonomik boyutta degil, feminist elestirilerin pratige dokiildiigii ve kadin miizisyenliginin giiclendigi alternatif
bir damara doniismiis durumdadir. Bu teze iligkin argiimanlar sdyle siralanabilir: 1) popiiler miizikte, 6zellikle
pop miizikte, biiyiik yildizlar dénemi neredeyse sona ermistir, 2) smirsizca ¢ogalarak amalgam bir yapiya
biirlinen miizik tiirlerindeki cesitlilik hayran gruplarinin par¢alanmasina ve paylasilmasina neden olmustur, 3)
indie miizik 80’ler ve sonrasinda yiikselen “dans ve sov” odakli pop miizige bir alternatif olarak
“miizisyenlik/sarkicilik” odaginda giiclenmektedir, 4) homestudio olanaklar1 isitsel ve gorsel kayitlarin yari
profesyonel ortamlarda iiretimine olanak vermis ve miizik endiistrisinde bilyiikk yapimci sirketlere olan
bagimlilig1 azaltmis, indie miizigin 6niinii agmustir, 5) biiyiik sahne sovlart ve dans koreografilerine dayali pahali
prodiiksiyonlar yerine miitevazi ev ve gevre kosullarinda {iretilen, giindelik yagsamin siradanligini igeren miizik
videolar1 ¢ogalmistir, 6) bu baglamda kadmin bedeni iizerinden iretilen cinsellik ve gorsellikte belirgin bir
azalma bag gdstermistir, 7) bu degisimde nitelikli miizik egitimi almig kiiltiirel/miizikal kapital birikiminin
popiiler miizige gecisinin rolii biiyliktiir, 8) indie miizik diinyada ve Tiirkiye’de yeni “kaliteli miizik”
siniflamasinda yer aldigindan ve egitim seviyesi yiiksek bir dinleyiciye hitap ettiginden kadin miizisyenligi
acisindan yeni olanaklar sunmustur, 9) ancak kadin imgesi ve bedeninin istismarini azaltan bu degisimde
feminist teori ve pratiklerin kamusal alandaki yaygin etkisi ya da akademik ortamlardaki giiciinden ¢ok teknoloji
odakli toplumsal/kiiltirel degigimlerin etkisi daha giligliidiir. Ancak, indie miizik Orneginde kadin
miizisyenliginin gozle goriiniir artisina ragmen miizik endiistrisinde cinsiyet odakli esitsizliklerin ¢oziildiigii
s0ylenemez. Bu konuda daha aliacak ¢ok yol vardir.

Anahtar  Kelimeler: Indie Miizik, Kadin Miizisyenligi, Kadin imgesi, Kiiltiirel Degisim, Cinsiyet
Esitligi/Eyitsizligi.

The Rise of Female Musicianship and The Changes of
Female Image in Indie Music

Abstract

Music is an art that has strong relations with cultural/social change and dynamism. This relationship
sometimes takes place in a reciprocal appearance that includes music being a device that triggers these changes,
and sometimes a means of representation affected by these changes. This strong relationship that music
establishes with the mobility of change can be seen in a much shorter time and concretely in popular music
compared to art/traditional music genres. Art/traditional music, which occasionally elevates the resistance to
change and cultural conservatism to a vital purpose, is used as a continuation of great narratives and legacies in
order to elitize itself of a modern discourse. However, as a living space for cultural pluralism, dissolution of
differences, diversity and musical interactions, popular music has also turned into one of the main mediums
where postmodern discourse and tools are produced. Female sexuality in popular music, especially the
commodification of the female body, has been one of the main points of negative criticism towards popular



music, which has the ability to shatter discourses such as great culture, great narratives, and supreme morality
one by one. However, the shocking innovations in the media and music technology in the last 10 years have
changed all the production and consumption forms in the popular music sector, and in this context, the roles of
women in the music sector have also changed. One of the popular music genres in which these changes, which
accelerated in the Covid-19 pandemic, were most clearly seen, was indie music. The main thesis in this study is
as follows: In the popular music industry, especially in mainstream pop music, a critical vein towards the
production and display of the female body as a commodity is observed, while the visibility and dignity of female
musicians in indie music is increasing. In other words, indie music has turned into an alternative vein where
feminist criticisms are put into practice and female musicianship is strengthened, not only in an economic
dimension. Some arguments for this thesis can be listed as follows: 1) the big star era in popular music,
especially pop music, is almost over, 2) the diversity of music genres that have become amalgam by increasing
limitlessly, has caused fan groups to be divided and shared, 3) indie music is getting stronger with a focus on
"musicianship/singing" as an alternative to "dance and show" focused pop music that rose in the 80s and beyond.
4) The homestudio facilities have enabled the production of audio and visual recordings in semi-professional
environments and reduced the dependence on major production companies in the music industry and paved the
way for indie music. 5)instead of expensive productions based on big stage shows and dance choreographies,
music videos produced in modest home and environmental conditions and produced in the ordinariness of daily
life have increased, 6) in this context, a significant decrease in sexuality and visuality produced through the
female body has started, 7) The role of the transition of the cultural / musical capital with qualified musical
education to popular music plays a big role in this change, 8) since indie music is included in the new "quality
music" classification in the world and in Turkey and appeals to an audience with a high level of education, it has
become a new opportunities for female musicians, 9) however, in this change that reduces the abuse of the image
and body of women, the effect of technology-oriented social/cultural changes is stronger than the widespread
effect of feminist theories and practices in the public sphere or their power in academic settings. However,
despite the visible increase in female musicianship in the indie music example, it cannot be said that gender-
based inequalities in the music industry have been resolved. There is still a long way to go in this regard.

Keywords: Indie Music, Female Musicianship, Female Image, Cultural Change, Gender Equality/Inequality.



Toplumsal Cinsiyet Ve Rock Miizik:
Punk Rock’ta Kadinin Konumlanisi

Aykut Baris Cerezcioglu
(Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesi)

Ozet

Toplumsal cinsiyet ¢aligmalar: toplumsal cinsiyet ingasini erkek egemenligin koruyan ve iireten bir arag
olarak ele alir. Kadmin toplumdaki ikincil konumlandirilisinin eril tahakkiim kodlar1 ¢ergevesinde anlamaya
calisan bu literatiir, cinsiyet esitsizligi ve egemen diizene cinsiyet baglaminda direnisin toplumsal
diizenlemelerine yogunlasir. Sosyal hayattaki pek cok alanin “erkek alanlar1” olarak isaretlenmesini elestiren
calismalar, miizik pratiklerinde var olan benzer goriiniimleri de ele alir. Genel olarak erkek egemen bir miizik
tiiri olarak isaretlenen rock miizik, uzun yillar kadmi ikincil konuma yerlestirir. Kadin icracilarin rock miizik
pratiklerindeki varlig1 sinirli olur. Kadinlar rock miizik scene iginde genellikle hayranlik ve takipgilik gibi miizik
dis1 alanlarda varlik gosterir. 1970lerin punk rock akimi ise pek ¢ok yerlesik toplumsal koda karsi ¢iktig1 gibi
toplumsal cinsiyete dayali esitsizliklere de direnis gosterir. Punk rock, rock miizigin erkek egemen goriiniimiine
karsi, kadin miizisyenleri ¢algi icrasi olarak konumlandirirken miiziksel {iretim igerisinde de goriiniir kilar. Tiir
boylelikle rock scene’de toplumsal cinsiyete dayali da bir direnis alan1 olusturur.
Bu caligmanin amaci tarihsel olarak rock miizik igerisinde kadmin konumunu gézden gegirmek ve punk rock’in
yerlesik toplumsal cinsiyet kodlarina iligkin gelistirdigi direng pratiklerini alamaya ¢aligmaktir. Caligmada miizik
endiistrisi, ana akim medya, endiistriyel kapitalizmin iiretim bigimleri gibi pek ¢ok yerlesik koda karsi ¢ikan
punk rock’in toplumsal cinsiyet hiyerarsisine simgesel kars1 taaruz alanlar1 saptanmaya ¢alisilacaktir.

Anahtar kelimeler: Punk Rock, Toplumsal Cinsiyet, Kadin, Hegemonya, Eril Tahakkiim, Popiiler Miizik.

Gender and Rock Music:
Position of Woman in Punk Rock

Abstract

Gender studies discuss the gender consturction as a tool of that protects and produces male domination.
This literatiire, which tries to understand th secondary positioning of women in society within the framework of
masculine domination codes, focuses on social arrangements of resistance to gender inequality and the
domination order in the context of gender. Studies that criticize the marking of many areas in social life as
“men’s fields” also deal with smilar views that exist in music practices. Rock music, which is generally markd as
male-dominated music genre, places women int the secondary position for many years. The presence of female
performers in rock music practices would be limited. Women often show presence in non-musical areas such as
fan and follower within the rock scene. The punk rock movement in the 1970s, on the other hand, resisted gender
inequalities as well as many established social codes. While punk rock positions femaile musicians as
instrumental performances against the male-dominated appearence of rock music, it also makes them visible in
musical production. Thus the genre creates a gender-based area of resistance in the rock scene.

The aim of this study is to reviwe the position of women in rock music historically and try to understand
the resistance practices developed by punk rock regarding established gender coder. In this study, it will be to
identify symbolic areas of attack against the gender hierarchy of punk rock, which oppoeses many established
codes such as music industry, mainstreammedia, industrial capitalism.

Keywords: Punk Rock, Gender, Woman, Hegemony, Male Dominance, Popular Music.



Tiirkce Rap Miizikte Kadin Oznelliginin Miiziklerarasi insasi

_ Sevilay Cinar
(Ankara Haci Bayram Veli Universitesi Tiirk Miizigi Devlet Konservatuvart)

Ozet

Yerel miizik dinamiklerinin goriildiigii Tiirkge rap miizik; yapimcilartyla, medya temsilleriyle diinyadaki
bir¢ok 6rneginde oldugu lizere erkekler tarafindan yiiriitiilmekte; sokaklar, parklar, bodrum katlar1 ya da yeralt1
olarak tabir edilebilecek mekanlarin agirlikta oldugu erkek egemen kiiltiir ortamlarinda temsil edilmektedir. Her
ne kadar eril kiiltiir ortamina vurgu yapilsa da, sayilar1 erkek MC’ler ile karsilastirilacak cogunlukta olmasa da, bu
miizigi temsil eden kadin MC’lerin {irettikleri eser ornekleri, temsil bi¢imleri ve sdylemleri, kadin 6znelligini
ortaya koyarken; ritim kaliplarinda- miizik climlelerinde yerel miizik verilerini kullanma bigimleri,
miiziklerarasihgin 6zgiinliigiinii belgelemektedir. Oyle ki sdylemsel verilerin yam sira miiziksel verilerin temsili,
yerelin temsiliyle ortiigmektedir. Bu noktada; Kadin MC’lerin Tiirk¢e rap miizik tarihinde varolus seriivenleri
nelerdir? Tiirkge rap miizigini temsil bicimleri nasildir? Yerel miizik 6gelerini nasil kullanmaktadirlar? Kadin
MC’ler agirlikli hangi konulari islemektedirler? Kadin MC’lerin 6zgiin séylemleri nelerdir? vb. sorularina yanitlar
aranirken; otoriteye direnen hip-hop kiiltiiriinde kadinin varolma g¢abasi ve sdylemi iizerine odaklanan galisma
icerisinde, kadinlarin rap miizigini temsil etme bigimleri ve {iretim siiregleri sorgulanmaktadir. Tiirk¢e rap miizik
tarihindeki kadin MC’leri inceleyen bu galisma, kadin MC’lerin rap miizikle ne ifade ettiklerini ve rap miizigin
onlar i¢in ne ifade ettigini, miiziksel ve elestirel sdylem analizleriyle ortaya koyarken; feminist kuramin yani sira
popiiler kiiltiir kuramu ile perspektifini genisleterek verilerini sunmaktadir.

Anahtar Kelimeler: Kadin MC, Tiirk¢e Rap, Hip-Hop Kiiltiirii, Yerel Sound, Miiziklerarasilik.

Intermusical Construction of Female Subjectivity in Turkish Rap Music

Abstract

Turkish rap music where local musical dynamics seem at play is pursued by men in terms of both its
production and its media representation as in many contexts around the world and is represented in male-dominated
cultural milieu such as streets, parks, basements, or places that can be described as underground. While there is an
emphasis of male domination and their numbers are not comparable to those of male MCs, however, the samples
of work produced by female MCs representing this genre of music, their forms of representation, and their
discourses reveal female subjectivity, and the ways in which they resort to local musical data in rhythmic molds
and musical sentences document the authenticity of intermusicality, so much so that the representation of not only
discursive data but also musical data overlaps with the representation of the local. At this point, we seek answers
to questions such as through what struggles female MCs have emerged in the history of Turkish rap music, what
their modes of representing Turkish rap music are, what issues they primarily address, and how they utilize local
musical elements, and we take this study, which focuses on women’s struggle for existence in hip-hop culture and
on the discourse of women, as an opportunity to question the ways in which women represent rap music and their
processes of production. This study on Turkish female MCs relies on musical and critical discourse analysis to
bring to light what female MCs convey through rap music and what rap music means for them, and it extends its
perspective with popular culture theory in addition to feminist theory in presenting its data.

Keywords: Female MC, Turkish Rap, Hip-Hop Culture, Local Sound, Intermusicality.



Giiniimiiz Popiiler Miiziginde Kadin: Cardi B ve Hip Hop Feminizm

M. Kadir Nohut”

Ozet

Uretim ve dagitim araclarinin degismesi modern toplumlarin insa edilmesinde 6nemli rol oynamistir.
Degisen bu araglar, zamanla biyiik tiretimler yaparak genis kitlelere ¢esitli metalar1 rahatga ulagtirabilecek
seviyelere gelmistir. Aslinda her dénem var olan popiiler kavrami, araglarin farklilasmasiyla etki ¢apini
genigleterek kitleler tizerinde etkili olacak igerikler iliretmeye baglamistir. Popiiler ayn1 zamanda varlik alanin
daha da genisletmek igin farkli donemlerde alt kiiltiir driinlerini de kullandig1r goriilmektedir. Alt kdiltiir
nesnelerini diinya ¢apinda insanlarin takip ettigi akim ve {irlinlere doniigtiirmektedir.

Giiniimiiz ana akiminda ¢okga yer kaplayan hip hop, 70’li yillarin sonunda Bronx mensgeili partilere
katilan alt gelir grubuna mensup Afrika kokenli Amerikalilarca ortaya ¢ikartilmis bir eglence bicimiydi. Bugiin
diinyaya satilan iiriin ayrica kendine has karakterler iireterek insanlarin ilgisini cezbetmektedir. Bu
karakterlerden Cardi B yakin zamanda oldukca popiiler olmustur. Sansasyonel hareketleri, miistehcen klip ve
sarki sozleriyle giindemde siirekli yer bulan isim ayrica tirettigi igerikleriyle hip hop feminizm olarak anilmaya
baslanan baslikta kendisine atifta bulunulan bir kigiye doniisme evresindedir. Erkek egemen bir yapiya sahip
olan hip hop ayrica kadinlar iizerinde olusturdugu algiyla tartismali olmus bir miizik tarzidir. Kadm hip hop
sarkicilart 6zellikle Cardi B, son dénem galismalartyla bu tarzda popiiler kadinlar olarak sozii ele gegirmeye
baglamiglardir.

Mevcut olay; popiiler kiiltiir- popiiler miizik igerikleri, miizik iiretim sekillerinin degisimi, popiiler
miizikte kadimin kendini ifade edisi, hip hopun feminizm anlayis1 basliklarindan beslenerek zaman zaman
elestirel bir bakis agisiyla sonuca ulagsmay1 hedeflemektedir.

Anahtar Kelimeler: Popiiler, Cardi B, Hip Hop, Uretim, Modernizm, Feminizm.

Women in Today’s Popular Music: Cardi B
and Hip Hop Feminism

Abstract

The change of the production and distribution tools has been playing an important role in the building
of the modern society. These changed tools became to a level that can easily deliver various commodities to
large masses by making large productions over time. In fact, the popular concept, which exists in every period,
has started to produce contents that will be effective on the masses by the expanding the scope of the effect with
the differentiation of the tools. It is seen that the popular also used subculture products in different periods to
further expand the area of existence. It transforms subculture objects into trends and products followed by
people around the world.

Hip hop, which occupies a large place in today’s mainstream, was a kind of entertainment created by
African Americans from the lower income group who attended Bronx-origin parties in the late 70’s. Today, the
product sold to the world also attracts the attention of people by producing unique characters. Cardi B, one of
these characters has become very popular lately. Cardi B, who is constantly on the agenda with her sensational
movements, obscene clips and lyrics, is in the phase of the transforming into a person who is referred to as hip
hop feminism with her content. Hip hop, which has a male dominated structure, is also a music style that has
been controversial with the perception it creates on woman. The female hip hop singers, especially Cardi B,
with their recent works become to take over as popular women in this style.

Current event: 1t aims to reach conclusions with a critical point of view from time to time, feeding on
popular culture-popular music contents, change of the music production styles, women’s self-expression in

popular music and hip hop’s sense of feminism.

Keywords: Popular, Cardi B, Hip Hop, Production, Change, Modernism, Feminism.
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Sosyo-Kiiltiirel Degismeler Isiginda Tiirkiiniin Kentlesmesi ve
Bir Kadin Icraci: Selda Bagcan

Siileyman Fidan
(Gaziantep Universitesi TMDK)

Ozet

Insanin cevresiyle kurdugu anlaml iliskiler biitiinii olan kiiltiir bu iliski bicimlerinin degismesiyle
siirekli gilincellenmis, yeni formlar kazanmis ve kusaklar arasinda taginmistir. Ekonomik iiretim-tiiketim
araglarindaki degismeler, teknolojiyle birlikte gelisen ulagim ve iletisim imkanlariyla kentlesme gibi siirecler,
onemli kiiltiirel doniigiimlere de sebep olmustur. Bu ¢ercevede Bati’da ve Tiirkiye’de s6z konusu degisimlerin en
somut yansidig1 alanlardan birisi miizik kiiltiiriidiir. 19. yiizyilin son ¢eyreginde Avrupa ve Amerika’da yasanan
ses kayit ve aktarim teknolojilerindeki gelisim, plak endiistrisini kisa zamanda genis cografyaya yaymuistir.
Boylece geleneksel miizigin dijitallesme seriiveni baglamistir. Insanin kent/teknoloji agirhikli yeni cevresiyle
kurdugu iliskilerine bagli olarak dogan sanatsal beklentileri geleneksel miizik boyutunda bu yolla karsilanma
stirecine girmistir. Gelenekten beslenen icracilarin tarz, enstriiman ve performans bakimindan iretici/yaratici
tavirlar siireci gekillendirmistir.

1950 sonrasi Tiirkiye’sinde siyasi ve teknolojik degismelerin sosyo-kiiltiire]l yasama yansimalarini,
tiirk{i kavraminda ve icrasinda ortaya ¢ikan algi degisimi Selda Bagcan kimligi lizerinden okumak miimkiindiir.
Bu baglamda bir 6rnek olarak Selda Bagcan, modern kentli kadin kimligine sahip olmakla birlikte Tiirkiye’deki
kiilttirel iklime bagli olarak yeni roller de iistlenmistir. Gitarinin yanina baglama eklenirken gelenegin de giir, tiz
ve parlak sesi olmustur. Yine Bati’nin da etkisine bagli olarak sekillenen sosyal ve siyasal ¢alkantilar, darbeler
ve kiiltiirel akimlar, Bagcan’1 kent ortaminda bir kadin sanatgi tipi olarak etkileyen unsurlar olmustur. Bagcan,
yerel miiziklerin “Anadolu folk, Anadolu pop, Anadolu rock” ekseninde ve son olarak elektronik miizikal
destekle DJ’ler tarafindan olusturulan “cover” tiirkiilerin aranan bir sesi haline getirmistir.

Bu ¢aligmada kentlesme ve teknolojiye bagli olarak ortaya cikan sosyo-kiiltiirel degismelerin miizik
kiiltiirtine yansimalari; icraci, iiretim/yaratim, enstriiman, performans ve dinleyici/izleyici baglaminda Selda
Bagcan iizerinden tartigilacaktir. Calismada bir kadin icraci temsilinde Tiirkiye’de kentlesme boyutuyla mekan
ve teknoloji boyutuyla iletisim agisindan insanin yeni kiiltiir ¢evresindeki edebi/miizikal/estetik duyarlilik ve
beklentilerini ortaya c¢ikartan sartlari irdelemek amaglanmaktadir. Konuyla ilgili literatiir taramasi yapilarak
toplanan veriler ¢oziimlenip degerlendirilecektir.

Anahtar Sozciikler: Toplumsal Degismeler, Tiirkii, Anadolu Pop, Kadin.

Urbanization of The Ballad on The Light Of Socio-Cultural Changes and a Woman Performer: Selda
Bagcan

Abstract

Culture, which is the body of meaningful relationships that people establish with their environment, has
been constantly updated with the change of these forms of relationship, gained new forms and moved between
generations. Processes such as changes in economic production-consumption tools, transportation and
communication facilities developed with technology, and urbanization have also led to important cultural
transformations. In this context, music culture is one of the areas where these changes are reflected most tangibly
in the West and Turkey. The development of sound recording, and transmission technologies experienced in
Europe and America in the last quarter of the 19th century spread the record industry to a wide geography in a
short time. Thus, the digitalization adventure of traditional music started. The artistic expectations of the people,
which were born in connection with the relations they established with the city / technology-oriented new
environment, have entered the process of meeting in this way in the dimension of traditional music. The
productive / creative attitudes of the performers who are fed by tradition have shaped the process in terms of
style, instrument and performance.

It is possible to read the reflections of political and technological changes on socio-cultural life in
Turkey after 1950, and the change of perception in the concept and performance of the ballad through the
identity of Selda Bagcan. In this context, as an example Selda Bagcan has taken on new roles depending on the
cultural climate in Turkey, although she has a modern urban female identity. While the baglama was added to
the side of her guitar, she was also the loud, sharp and bright voice of the tradition. Social and political
turbulences, coups and cultural movements, which are shaped by the influence of the West, have been the factors



affecting Bagcan as a female artist type in the urban environment. Bagcan has become the sought-after voice of
local music in the axis of "Anatolian folk, Anatolian pop, Anatolian rock" and finally, "cover" folk songs created
by DJs with electronic musical support.

In this study, the reflections of socio-cultural changes arising due to urbanization and technology on
music culture will be discussed over Selda Bagcan in the context of performer, production / creation, instrument,
performance and listener / audience. In this study, it is aimed to examine the conditions that reveal the literary /
musical / aesthetic sensitivities and expectations of a person in the new cultural environment in terms of space
with the dimension of urbanization and communication with the dimension of technology in Turkey in the
representation of a female performer. The collected data will be analyzed and evaluated by making a literature
review on the subject.

Keywords: Social Changes, Turku/Ballad, Anatolian Pop, Woman.



Kadin Miizikologlarin Kadin ve Miizik Uzerine Cahsmalar:

Aslihan ISILTAN
(ITU Lisansiistii Egitim Enstitiisii)

Ozet

19. yiizyilda miizigin tek basina bilimi olmasi amaciyla ortaya ¢ikan miizikolojide uzunca yillar Avrupa
temelli klasik miizik bestecilerinin biyografileri ve eserleri tarihsel ve analitik yontemlerle ¢alisiimus,
kargilagtirmali yontemle de etnografik verilerin notasyonu ve analizi yapilmigtir. Sosyal bilimlerle
disiplinleraras1 yetismis ve galisan bazi miizikologlarin 1980°lerde “eski miizikoloji”yi elestirilerek miizigin ¢ok
yonlii ve disiplinlerarast ¢aligilmas1 gerektigini vurgulamasiyla elestirel yontemli “Yeni Miizikoloji” ortaya
¢ikmustir.

Yeni Miizikoloji’nin kapsaminda, ¢ogu sosyolojinin ¢aligma konusu olan, ‘sinif, 6teki, kimlik, diaspora,
g0¢, ideoloji, iktidar, beden’ vb. kavramlar miizikle iliskilendirilerek ¢alisiimaya baglanmustir.

Sayilan kavramlarin yani sira, Yeni Miizikoloji’nin elestirel ve disiplinlerarasi karakterini yansitan
Feminist Caligmalar, miizikoloji disiplinine yontem ve teori bakimindan 6zgiin yaklagimlar getirmigtir. Miiziksel
metinlerin inceleme caligmalarindaki Toplumsal Cinsiyet olgusu, verili kabul edilen diisiince sistemlerine
elestirel perspektifte sorgulamalar hazirlamistir. Miiziksel yapilarin teori, analiz, metin ve sdylem bakimindan
cinsiyet ve cinsellik anlatim stratejileri ¢er¢evesinde ve odaginda calisilmasi, alanda elestirel yaklasima
baslangic etkisi olusturan 6rnekler arasindadir.

Feminist teorisyenlerin yaklasim, anlayis ve degerlendirmeleriyle ilk 6rnekleri goriilen elestirel yontem,
Yeni / Elestirel Miizikoloji’nin analiz ve degerlendirme alanlarmi, tarihsel yontemli yaklasimlardan
farklilagtirmistir.

Kadinlik (feminity), cinsiyet (gender), cinsellik (sexsuality/eroticism) caligmalari, tarihsel, toplumsal,
kdltiirel, ekonomik ve politik zeminde sinif, 6teki, kimlik, ideoloji, iktidar, beden vb. kavramlariyla da iliskili
olarak Yeni Miizikoloji kapsaminda basindan beri ¢alisilmaya baglanmistir. Ayrica bu ¢alisma konulari Feminist
Miizikoloji bashgi altinda da anilmaktadir.

19. yiizyilda “eski miizikoloji”’de etnografik miizik aragtirmasi yapan kadin arastirmacilar, -kimisi resmi
gorev geregi- sadece miizik kaydi toplayip transkripsiyon ve analiz yapmislardir. 20. yiizyildaki kadin
miizikologlarin da ¢ogunlukla “eski miizikoloji” ¢ercevesinde calistigi, bazilarinin dogrudan kadin ve miizik
¢alismalariin oldugu belirlenmistir. Yeni Miizikoloji’de 6ncii ¢aligmalar yapan kadin miizikologlar ise ayni
zamanda Feminist Miizikoloji’nin de Onciileri olmusglardir. Ancak dogrudan bu kadin miizikologlarin
kadinlar/kadinlik ve miizik lizerine hangi c¢alismalar1 yaptiklarinin, atiflar disinda, 6zel olarak arastirilmadigi
goriilmektedir. Bu baglamda bu aragtirmada, o6ncili kadin miizikologlarin kadin ve miizik {izerine ¢aligmalari
betimsel diizende durum saptamaya yonelik olarak arastirilmistir. Tarihsel yontemli bu arastirmanin verileri,
dokiiman analizi teknigiyle toplanmis ve betimsel veri analizi teknigiyle ¢oziimlenmistir.

Anahtar Kelimeler: Kadin, Kadin Miizikologlar, Yeni Miizikoloji, Feminist Miizikoloji, Disiplinlerarast.

Woman Musicologists’ Studies On Woman And Music

Abstract

In musicology, which emerged in the 19" century with the aim of being the only science of music alone,
studies have been carried out on the biographies and works of European-based classical music composers for
many years by using the historical and analytical methods, and notation and ethnographic data analysis have also
been made through the comparative method. The “New Musicology” through the critical method has emerged as
some musicologists, who were trained and worked interdisciplinary with social sciences, criticized "old
musicology" in 1980s and emphasized that music should be studied in a versatile and interdisciplinary way.

In the context of the New Musicology, the studies were started to be conducted together with social
science concepts such as class, other, identity, diaspora, immigration, ideology, power, and the body, etc. by
associating them with music.

In addition to the concepts listed, Feminist Studies that are reflecting the critical and interdisciplinary
character of the New Musicology have brought original approaches to musicology discipline in terms of method
and theory. The Gender Phenomena in the musical text analyzing studies has created questioning with a critical



perspective against the taken for granted ways of thinking. The study on musical structures within the framework
and focus on gender and sexuality expression strategies in terms of theory, analysis, text and discourse is among
the examples that have an initial impact on the critical approach in the field.

The critical method, whose first examples were seen through the approach, understanding and
evaluation of feminist theorists, has differentiated the analysis and evaluation aspects of the New/Ceritical
Musicology from the historical methodology approaches.

From the very beginning, the feminity, gender, sexsuality/eroticism studies have been included to the
scope of New Musicology studies in relation to the concepts of class, other, identity, ideology, power, the body,
etc. on historical, social, cultural, economic and political grounds. These study topics are also referred to under
the title of Feminist Musicology.

In the 19% century, women researchers who conducted ethnographic studies on "old musicology" - some
did it for official duty - only collected music records and transcribed and analyzed them. It was determined that
women musicologists in the 20" century mostly worked within the framework of "old musicology" too, but some
of them conducted direct women and music studies. Female musicologists pioneering the works in New
Musicology have also become the pioneers of Feminist Musicology. However, except for citations, it is seen that
what studies these women musicologists did directly on women/feminity and music have not been specifically
investigated. In this context, in this study, on woman and music studies of pioneering women musicologists were
investigated as descriptive due diligence. The data of this research with historical method was collected by
document analysis technique and analyzed by descriptive data analysis technique.

Keywords: Woman, Woman Musicologists, New Musicology, Feminist Musicology, Interdisciplinary.



Yeni Miizikoloji Perspektifinde Kadinin Miiziksel Varhg:

' ) Seyma Ersoy Cak
(Istanbul Medipol Universitesi, Giizel Sanatlar Tasarim ve Mimarlk Fakiiltesi)

Ozet

Miizik, antikite ve Antik Cag’dan beri farkli uygarliklarin temsilcileri tarafindan teori ve pratik
yonleriyle incelenen bir alan olarak varlik gdstermistir. Arastirmalarin alt dallara gore smiflandirilmasi ve
yontemlere dair ¢ergceve olusturmasi bakimindan 19. ylizyilin son ¢eyreginde Avrupa’da sekillenen ‘miizikoloji’
disiplini, baslangicta ¢izdigi smurlart giderek genisletme ¢abasiyla dinamik bir yapi ortaya koymustur. 1980
sonrasi siiregte kiiltiirel ¢aligmalar, elestiri, estetik ve miizikte hermendtik yaklagimlari, “yeni miizikoloji” ya da
“elestirel miizikoloji” perspektifinin gelismesinde etkili olmustur. Ingiliz, Amerikan miizikoloji aragtirmalarinda
once “elestirel” daha sonra “yeni miizikoloji”, eklektisizmin yani sira elestirel teori, postkolonyalizm, toplumsal
cinsiyet ve feminizmden hareketle aragtirmalar yapilmasii saglamak amaci tasimaktadir. Miizigi toplum ve
kiiltiirel baglarla anlamlandirmak kaygisini tagiyan bu siireg, tarihsel miizikolojinin pozitivist bakisina elestirel
yaklasim getirirken, gelisen arastirma yontemlerine insan ve toplum bilimsel perspektifin eklemlenmesini
saglamistir. Miizik arastirmalarinda antropoloji, sosyoloji, tarih, felsefe ve feminizm iligkisine 6nem vererek,
postmodern estetikle ortlisen son siire¢, etnomiizikoloji sahasiyla da kesisen bir yapiya sahiptir. Bu baglamda,
toplumsal cinsiyet ve feminist miizikoloji aragtirmalarinin 1990 sonrast siirecte ivme kazandigi sdylenebilir.

18.ylizy1l sonlarinda tarihsel doniisiimler ve sanayi devrimi ile yeniden sekillenen toplum yasaminda;
makinelesmis fabrikalar, kamusal diinya ve evin 6zel diinyasi, daha dnce hi¢ olmadigi kadar birbirinden ayrilmis
ancak kadinin yine o6zel alanla smirlandirilmast s6z konusu olmustur. Toplumsal cinsiyet teorilerinin
miizikolojinin elestirel diisiince ve feminizmle kurdugu iliski sayesinde Avrupa ve Amerika miizikoloji
arastirmalarinda kadinlarin klasik miizikteki varlifindan, diinyanin cesitli bolgelerinde bulunan kadin
miizisyenlerin miizikal ifade bi¢imlerine dek genis bir yelpazede yapilan aragtirmalar, Tiirkiye miizikolojisinde
de yer bulmaya baglamistir. Son yillarda kadinin, Osmanli donemi miizik yasaminda varligi ve/veya
Anadolu’nun cesitli bolgelerinde kadinin miizikal performansi iizerine yapilan arastirmalar artarak, degisen
rolleri tespit edilmeye baslanmistir. Bu arastirmada, yeni/elestirel miizikoloji 15181inda kadinin miiziksel varligiyla
ilgili literatiir galismalar1 incelenmis, Tiirkiye’de yapilan kadin ve miizik arastirmalari hakkinda analitik
yaklagimlarda bulunulmustur.

Anahtar Kelimeler: Yeni/Elestirel Miizikoloji, Kadin Arastirmalar, Kadin Miizisyenler, Feminist Miizikoloji,
Toplumsal Cinsiyet.

Women’s Musical Presence in the New Musicology Perspective

Abstract

Music has existed as a field that has been studied in theory and practice by the representatives of
different civilizations since antiquity and ancient ages. The musicology discipline, which took shape in Europe in
the last quarter of the 19th century in terms of classifying the researches according to sub-branches and creating
a framework for the methods, revealed a dynamic structure with an effort to expand the boundaries that it
initially drew. Post-1980 cultural studies have influenced the development of criticism, aesthetics and
hermeneutic approaches in music, “new musicology” or “critical musicology” perspective. In British and
American musicology research, first "critical" and then "new musicology" aims to provide research based on
critical theory, postcolonialism, gender and feminism as well as eclecticism. This process, which is concerned
with making sense of music with social and cultural ties, brought a critical approach to the positivist view of
historical musicology, and enabled the articulation of human and social scientific perspectives to developing
research methods. The last process that coincides with postmodern aesthetics has a structure that also intersects
with the field of ethnomusicology, giving importance to the relationship of anthropology, sociology, history,
philosophy and feminism in music research. In this context, it can be said that gender and feminist musicology
research gained momentum in the post-1990 period.

In the social life reshaped by the historical transformations and industrial revolution at the end of the
18th century; The mechanized factories, the public world and the private world of the home have been separated
from each other as never before, but women are again restricted to the private sphere.
A wide range of researches, from the relation of social gender theories musicology with critical thought and



feminism, to the presence of women in classical music in European and American musicology studies, to the
musical expression forms of women musicians from various parts of the world, have started to take place in
Turkish musicology. In recent years, researches on the presence of women in the musical life of the Ottoman
period and / or the musical performance of women in various regions of Anatolia have increased and their roles
that are not mentioned have begun to be determined. In this study, literature studies on the musical existence of
women were examined in the light of new / critical musicology, and analytical approaches were made on women
and music studies conducted in Turkey.

Keywords: New/ Critical Musicology, Women's Studies, Female Musicians, Feminist Musicology, Gender.



“Bellek Kopriisii” Baglaminda Yunanistan’daki Tiirkce Konusan Kadin Miibadillerin Miizikal
Belleklerinin Degerlendirilmesi

Mehmet SOYLEMEZ
(Gaziantep Universitesi Tiirk Miizigi Devlet Konservatuvari)

Ozet

1923 yilinda Tiirkiye ve Yunanistan arasinda Lozan Antlasmasindan 6nce imzalanan bir s6zlesme ile
Tiirkiye’de yasayan Ortodoks Hristiyanlar ile Yunanistan’da yagayan Miisliimanlar i¢in adina “Miibadele” ad1
verilen bir slire¢ baglamig oldu. Karsilikli niifus degisimine dayanan bu sézlesme ile iki tlilke arasinda sayilari bir
buguk milyona yakin insan yer degistirmistir. Tiirkiye’de “miibadil” olarak ifade edilen bu insanlar taginma,
barinma, beslenme, egitim gibi onlarca sorunla siirekli bag etmek zorunda kalmislardir.

Yunanistan’daki miibadiller ile yapilan goriismelerde en ¢ok dert yanilan sorun kiiltiirel uyum olmustur.
Bu kiiltiirel uyumu en sert sekilde hisseden miibadil topluluk hi¢ kuskusuz konustuklari tek dil Tiirk¢e olanlar
olmustur. Ozellikle I¢ Anadolu ve civarindan gelen Tiirkofon (Tiirkce konusan) Rumlar gerek yerli halkla
gerekse de siyasi erkle iletisimde ¢ok sorun yasamis ve miibadelede en fazla Gtekilestirilen guruplardan
olmustur. Miibadillerin tamamina olan olumsuz bakis agis1 Tiirk¢e konusanlara kars1 ¢ok daha sert olmustur.
Genellikle biiyiik sehirlerin yanlarinda olusturulan mahallelere ya da eski Tiirk kdylerine yerlestirilen miibadiller
buralarda alt guruplari da olan bir topluluk olarak yasamaya baslamislardir. Daha disa doniik olarak yasayan
erkekler, egitim-6grenim gibi nedenlerle devlet kurumlar ile daha i¢li dish ¢ocuklar ve evde kalip ev islerini
yapma veya yasllara bakma islevini iistlenen kadimlar miibadelenin alt guruplarmi teskil etmislerdir. Ozel
alanlarda, daha ige doniik yasayan kadinlar Tiirk¢eyi daha yogun kullanan taraf olmuslardir. Bunun yaninda
Anadolu’dan getirdikleri miizikal bellegi korumuslar ve yeni vatanlarinda yeni tiirkiileri bu bellege katmiglardir.
Bu caligmada Yunanistan’da miibadil koylerinde alan aragtirmasi yapilarak, Neokeseria, Askities ve
Alexandropoli’ye gidilmis ve goriismeler yapilmistir. Yunanistan’da yasayan Tiirkofon miibadil kadinlarin
miizikal bellekleri ve sarki sdyleme gelenekleri iizerine durulmus, ayrica Tiirk¢e konusan kadinlarm sarki
soylemek iizerine diisiinceleri ve hangi durumlarda miizigi kullandiklar1 gibi bilgileri de derlenmistir. Geleneksel
olarak hala Anadolu’dan getirilen kiiltiirii yasamaya devam eden bu kadinlarin belleklerinde hala kadinin
toplumsal yeri konusunda oldukga biiyiik sorunlarin varligi devam etmektedir.

Calisma igerisinde bu sorunlarin varligi ve miibadelenin kadm kimliginde olusturmus oldugu etkiler
miizikal kiiltiir izerinden incelenmistir.

Anahtar Kelimeler: Tiirkiye, Yunanistan, Miibadele, Kadin Bellegi, Miizik.

Assessment of the Musical Memory f Turkish-Speaking Refugee Women in Greece, in The Context of the
"Memory of Bridge"

Abstract

Between Turkey and Greece in 1923 with a contract signed before the Lausanne Treaty with Orthodox
Christians living in Turkey for Muslims living in Greece "exchange" it was begin a process called. With this
contract based on mutual population exchange, nearly one and a half million people were displaced between the
two countries. These people transporting, housing, nutrition, education as they stayed in dozens of having to
constantly dealed with the problem.

In the negotiations with the immigrants in Greece, the most troubling problem was cultural adaptation.
Especially Turcophone (Turkish speaking) Greeks coming from Central Anatolia and its surroundings had a lot
of problems in communicating with both the local people and the political power, and they became one of the
most marginalized groups in the exchange. The negative attitude towards all of the refugees has been much
harsher towards Turkish speakers. The immigrants, who were generally settled in the neighborhoods created next
to the big cities or in the old Turkish villages, started to live here as a community with subgroups. Men who live
more extrovert, children more closely connected with state institutions for reasons such as education and
training, and women who have the function of staying at home to do housework or to care for the elderly
constitute the subgroups of the exchange. In private spheres, more introverted women used Turkish more
intensely. In addition, they preserved the musical memory they brought from Anatolia and added new folk songs
to this memory in their new homeland. In this study, field research was conducted in the settled villages in



Greece, Neokeseria, Askities and Alexandropoli were visited, and interviews were made. The musical memories
and singing traditions of Turkophonic exchange women living in Greece were emphasized, and information such
as the thoughts of Turkish-speaking women on singing and the situations in which they used music were also
compiled. In the minds of these women, who continue to experience the culture traditionally brought from
Anatolia, there are still serious problems regarding the social place of women.

In the study, the existence of these problems and the effects of exchange on female identity were
examined through musical culture.

Keywords: Turkey, Greece, Population Exchange, Women's Memory, Music.



1970’li Yillarda Tokat, Turhal ve Zile’deki Kadin Calgicilar

Necdet Kurt
(Azerbaycan Milli llimler Akademisi)

Ozet

Gelenekler ve meslekler, zaman ve mekana baglh olarak degisimlere ugrar. Bazi gelenek ve meslekler
ise zamana kars1 yenik diiser ve tamamen yok olur. Yok olmayan ancak zamana karsi degisim ve doniisiimle
devam eden mesleklerden biri de eglence ve diigiin miizisyenligidir. Bu meslekteki degisim ve doniisiimiin ana
nedenleri ise; dinsel inanclar, yasanilan sosyal ¢evredeki degisiklikler, toplumdaki sosyolojik degisiklikler,
teknolojideki degisimler, miizik endiistrisindeki degisiklik ve ilerlemeler ve ekonomik nedenler gibi durumlardir.

Diiglinler Anadolu’nun ¢esitli yerlerinde, ydrelere gore olusmus gelenekler gercevesinde yapilirlar.
Dolayistyla her bolgede yapilan diiglinlerde ortak uygulamalar ¢ogunlukta olsa da geleneklere bagli farkli
uygulama ve eglence sekilleri de goriilmektedir. Bu bildiride de Tokat, Turhal ve Zile’de 1960’11 yillardan, 80°1i
yillara kadar devam eden ancak giiniimiizde bazilarinin uygulamasi ortadan kalkmis, bazilart ise oldukga sekil
degistirmis olan nisan, ¢eyiz asma, kina gecesi, kina hamami, gelin hamami gibi uygulamalardaki kadin
miizisyenleri, yore halkinin ifadesiyle “kadin ¢algicilari” halk nezdindeki yerlerini ve islevlerini inceleyecegiz.

Anahtar Kelimeler: Tokat, Turhal, Zile, Kadin Calgicilar.

Female Musicians in Tokat, Turhal, and Zile in the 70s

Abstract

Traditions and professions change depending on time and place. On the other hand, some traditions and
professions, succumb to time and completely vanish. Entertainment and wedding musicianship is one of the
professions that do not disappear but continue to change and transform over time. The main reasons for the
change and transformation in this profession are; religious beliefs, changes in the social environment,
sociological changes in society, changes in technology, changes and advances in the music industry, and
economic reasons.

Weddings are held in various parts of Anatolia within the framework of traditions formed according to
the regions. Therefore, even though general practices are common in weddings held in each region, different
practices and entertainment forms depending on traditions are also seen. In this article, the perception of 'women
instrumentalists'; as the local people call them, in the society and their functions in the events in Tokat, Turhal,
and Zile such as engagement, trousseau hanging, henna night, henna bath, bridal bath, which continued from the
1960s until the 80s, but some of them have disappeared and some have changed shape today are the subjects of
research.

Keywords: Tokat, Turhal, Zile, Women Instrumentalists.



Being A Single Female Roma Musician In
a Traditional Society — Bajsa’s Story

Velika Stojkova Serafimovska
(Institute for folklore Marko Cepenkov)

Abstract

The proposed paper will tell the life story of Bajsa Arifovska, a female Macedonian Roma musician, and
her path from her rural origin of troubled family to a Macedonian well recognized musician of traditional folk
instruments. Through her journey as a Roma women musician, she has experienced different stereotypes, prejudice,
conflicts and discriminations that she is still overcoming, while music was and still is her only savory and escape.
The paper will elaborate her path and her sacrifice, but also her influence as a musician on many other folk
musicians in the Macedonian folk scene, her role as a teacher of traditional instruments, as well as her role in
encouraging young Roma musicians (female and male) in overcoming the traditional stereotypes of a female Zurla
or Tapan player. Today Bajsa is a member of the Macedonian National Ensemble of Folk Dances and Songs Tanec,
a composer and an activist for female Roma rights.

Being a friend with Bajsa for many years, my elaboration will have a descriptive approach of many mutual
conversations regarding music, societal challenges, traditional values and deep psychological struggles as a single
female Roma musician in her everyday life.

Keywords: Bajsa Arifovska, Macedonian Roma music, gender, women player

Geleneksel Bir Toplumda Bekar Kadin Roman
Miizisyen Olmak - Bajsa’nin Hikayesi

Ozet

Makale, Makedon Roman bir kadin miizisyen olan Bajsa Arifovska'nin yasam Oykiisiinii ve onun kirsal
kokenli sorunlu bir aileden, gelencksel halk g¢algilari icra eden Makedon bir miizisyene olan yolunu anlatacak.
Roman bir kadin miizisyen olarak yolculugunda, miizik onun tek hevesi ve kagisiyken, hala iistesinden geldigi farklt
kaliplari, Onyargilari, ¢atigmalart ve ayrimciliklart deneyimledi. Makale onun yolculugunu ve fedakarligini
detaylandiracak, ayn1 zamanda bir miizisyen olarak Makedon halk sahnesindeki diger birgok halk miizisyeni
iizerindeki etkisini ve geleneksel enstriimanlar 6gretmeni olarak roliinii anlatacaktir. Ayrica kadin veya erkek geng
Roman miizisyenleri -bir Zurla veya Tapan icracisi olarak- geleneksel kliselerin iistesinden gelmeye cesaretlendiren
roliinden bahsedilecektir. Bugiin Bajsa, Makedonya Ulusal Halk Danslar1 ve Sarkilar1 Toplulugu Tanec'in bir tiyesi,
bir besteci ve Roman kadin haklar aktivistidir.

Bajsa ile uzun yillar arkadas oldugum icin, giinliik hayatinda bekar bir Roman kadin miizisyen olarak
miizige, toplumsal zorluklara, geleneksel degerlere ve derin psikolojik miicadelelere iliskin bircok karsilikli

konusmay1 betimleyici bir yaklasimla ele alacagim.

Anahtar Kelimeler: Bajsa Arifovska, Makedonya Roman miizigi, toplumsal cinsiyet, kadin icracilar



Emilia Comisel and Her Contribution to Romanian Ethnomusicology

Ioana Baalbaki
(University of Arts Targu Mures)

Abstract

Formed under the guidance of the Romanian ethnomusicologist Constantin Brailoiu, within the
Bucharest Conservatory, Emilia Comisel became his collaborator at the Folklore Archive within the Romanian
Composers Society, mastering, perpetuating and developing the research methods used by her mentor. After
Constantin Brailoiu's emigration to Geneva, where he was to establish the Archives internationales de musique
populaire, Emilia Comisel became a teacher at the Bucharest Conservatory, teaching Folklore for three decades,
and becoming the most appreciated and well-known lady of Romanian Ethnomusicology. To this day, her
folklore course published between 1962 and 1966 is one of the most important books on the structure and genres
of the Romanian traditional music.

She carried out extensive research on children's folklore, on the folklore of the Balkan peoples and on
the folklore of the Tinutul Pddurenilor, in the latter region following in the footsteps of Béla Bartok. Together
with the field research, the results of which were published in national and international journals, Emilia
Comisel constantly dealt with the cultural heritage left by Constantin Brailoiu, coordinating the publication of
the first 6 volumes of Brailoiu’s complete works, in a bilingual Romanian-French edition.

The present study aims to celebrate Emilia Comisel for her extensive activity as a researcher and
pedagogue and for the cultural heritage left behind after 75 years of work in the field of traditional music.

Keywords: Emilia Comigel, Romanian Ethnomusicology, women researher, women ethnomusicolog

Emilia Comisel ve Romanya Etnomiizikolojisine Katkisi

Ozet

Emilia Comisel, Biikres Konservatuar1 biinyesinde kurulan Romanya Besteciler Toplulugu
biinyesindeki Folklor Arsivi'nde Romen etnomiizikolog Constantin Brailoiu’nun rehberliginde kendisi
tarafindan kullanilan arastirma yontemlerinde ustalasip bunlan siirdiirerek ve gelistirerek Brailoiu’nun 6nemli
bir ekip arkadasi oldu. Constantin Brailoiu’'nun, Archives Internationales de Musique Populaire’i kuracagi
Cenevre’ye gogiinden sonra, Emilia Comisel Biikres Konservatuari’nda otuz yil boyunca Folklor dgretmenligi
yaptt ve Romanya Etnomiizikolojisinin en begenilen ve en taninmis kadin temsilcisi oldu. 1962-1966 yillart
arasinda yayinlanan folklor dizisi bugiine kadar Romanya geleneksel miiziginin yapisi ve tiirleri iizerine en
onemli kitaplardan biridir.

Béla Bartok'un izinden giden ikinci bdlgede gocuk folkloru, Balkan halklarinin folkloru ve Tinutul
Padurenilor folkloru {izerine, sonuglart ulusal ve uluslararasi dergilerde yayinlanan saha aragtirmasiyla birlikte
kapsamli arastirmalar yapti. Emilia Comisel, Constantin Brailoiu'nun biraktig1 kiiltiirel mirasla stirekli olarak
ilgilendi ve Brailoiu’nun tamamlanmis ¢alismalariin ilk alti cildinin iki dilli sekilde (Romence-Fransizca)
yayinlanmasini koordine etti.

Bu calisma, Emilia Comisel'i bir aragtirmaci ve pedagog olarak kapsamli faaliyeti ve geleneksel miizik
alaninda 75 yillik ¢calismanin ardindan geride biraktig1 kiiltiirel miras nedeniyle anmay1 amaglamaktadir.

Keywords: Emilia Comisel, Romanya Etnomiizikolojisi, kadin arastirmaci, kadin etnomiizikologist



Ileana Szenik: A Subjective Approach to Her Work from Volumes
Traditional Carol in Transylvania — Musical Typological Catalogue

Andra Patras
(Gheorghe Dima Music Academy of Cluj-Napoca)

Abstract

The present communication aims to depict the work of Ileana Szenik (1927- 2019). Her books and articles
legacy represent true models of Ethnomusicology research. She was one the most prolific researcher in
Ethnomusicology in Romania, and also a professor at the “Gheorghe Dima” Music Academy in Cluj. Her
professional life was dedicated to collecting music from the field, to researching musical folklore and to educating.
We intend to present one her most important works, which is Traditional carol in Transylvania — Musical
typological catalogue. The volumes have two authors Ioan Bocsa which was the coordinator of the project and
Ileana Szenik which was responsible with musical typological classification. The collection includes carols melody
from three important sources: carols that were collected by teams coordinated by bought authors in the field (in a
period between 30 years); carols that were published in the most important collections of author forefathers (starting
from the beginning of the 20 Century); and also materials which exist in the Sound Archive of the “Gheorghe Dima”
Music Academy and the “Folklore Archive of the Romanian Academy Society” in Cluj. In total, the two volumes
contain approximately 7500 melodies arrange according to the musical criteria. [leana Szenik’s was to perfect and to
complete the system of musical typological classification with the entire musical material. Her work was very
appreciated in all aspects; we can summarize in one sentence that she create a school of research with solid
principals.

Keywords: lleana Szenik, Transylvania, carol, Ethnomusicology

Ileana Szenik: Transilvanya’da Geleneksel Noel flahileri — Miizikal Tipolojik Katalog Kitap
Ciltlerindeki Calismarina Oznel Bir Yaklasim

Ozet

Bu bildiri, Ileana Szenik'in (1927-2019) calismalari1 anlatmayr  amaglamaktadir. Kitaplart ve
makaleleriyle biraktig1 mirasi, Etnomiizikoloji arastirmalarinin olmasi gereken modellerini temsil ediyor. Szenik,
Romanya'daki Etnomiizikoloji alanindaki en iiretken aragtirmacilardan biriydi ve ayn1 zamanda Cluj'daki “Gheorghe
Dima” Miizik Akademisi'nde profesordii. Mesleki yasami sahadan miizik derlemeye, miizikal folkloru arastirmaya
ve egitmeye adanmistir. Bu ¢alismayla, onun en 6nemli eserlerinden biri olan Transilvanya'da Geleneksel Noel
Ilahisi - Miizikal tipolojik katalogn sunmay1 planhyoruz Kitaplarin projenin koordinatorii Ioan Bocsa ve miizikal
tipolojik siniflandirmadan sorumlu Ileana Szenik olmak iizere iki yazart bulunuyor. Koleksiyon, li¢ 6nemli
kaynaktan olusan ilahilerin melodisini icermektedir: Alandaki yazarlar tarafindan koordine edilen ekipler tarafindan
derlenen ilahiler (30 yillik bir siire ig¢inde), yazar atalarinin en 6nemli koleksiyonlarinda yayinlanan ilahiler (20.
yiizyilin basindan itibaren) ve ayrica Cluj'daki “Gheorghe Dima” Miizik Akademisi'nin Ses Arsivi ve Romanya
Akademisi Toplulugu Folklor Arsivi'nde bulunan materyaller. Toplamda iki ciltten olusan kitap, miizikal kriterlere
gore diizenlenmis yaklasik 7500 melodi icermektedir. Ileana Szenik’in kismi, miizikal tipolojik smiflandirma
sistemini tiim miizik materyali ile iyilestirecek ve tamamlayacakti. Caligmalari her yoniiyle ¢cok begenildi; saglam
yoneticileri olan bir aragtirma okulu yarattigini da tek bir ciimleyle 6zetleyebiliriz.

Anahtar Kelimeler: lleana Szenik, Transilvanya, carol, etnomiizikoloji



Layne Redmond’s Legacy: Digital Handprints of Female
Frame Drummers

Karin Bindu
(The Department of Social- and Cultural Anthropology in India
Department of Music Science, University Vienna)

Abstract

Layne Redmond, a devoted female master drummer, dedicated her life to research about the history and
mythology of frame drums in relation to the female spiritual power until her death in 2013. By collecting images,
which show statues, carvings, and paintings of drumming women in museums, books and historical sites in
Southern Europe and the Middle East, she reconstructed the history of drumming women. Beside various
activities for the welfare of their communities, their roles had been related to the devotion of the great mother
goddess as symbol of life, as source of nature, transcendence, knowledge, and procreation. Thousands of years
women had acted as priestesses, prophetesses and agents of communication between humans and spiritual
forces. Around the 3 century A.D., the Great Mother, worshipped as Kybele in Phrygia, Greece, and Italy, lost
her spiritual power. Christianity and male dominated social systems moved towards oppressing female powers
including ritual drumming. Among other functional changes the drums have been misused for male activities in
the context of war.

Inspired by the ancient history Layne Redmond created her own circles of drumming women (“the mob
of angels”), who re-enacted the power of female drumming in the context of new specific public and private
rituals. As master drummer and creator of a revitalized female consciousness she remained an idol for many
people following her path. Some of her followers founded digital communities to share and promote their
experiences. The Facebook groups “Layne Redmond’s Global Friends and fans”, and “When the Drummers Are
Women” are among those.

Within these groups I intend to analyse the categories of contemporary female frame drummer’s
intentions based on Redmond’s book “When the Drummers Are Women” and on my own experiences as a
female drummer. Are female drummers basically focused on music, on healing methods, empowerment of
women, on spiritual concepts or on other aspects of drumming? What kind of identity could they create in
society? Which role models are they creating and representing for future generations?

Considering various dilemmas of digital ethnography described by Magdalena Géralska (2020) and
Deborah Lupton (2020) this will nevertheless be one of the first glimpses into my new research project about
drumming women. Methodically I will combine Art Based Research and Action Research with Digital
Ethnography and Ethnomusicology.

Keywords: Frame Drums, Female Empowerment, Percussion, Ethnomusicology, Digital Research.

Layne Redmond’un Mirasi: Kadin Bendir icracilarinin
Dijital El izleri

Ozet

Kendini adamis bir kadin perkiisyoncu olan Layne Redmond, hayatin1 2013'teki 6liimiine kadar kadin
ruhani giiciiyle iliskili olarak bendirlerin tarihini ve mitolojisini arastirmaya adadi. Perkiisyoncu kadimlarin
heykellerini, oymalarin1 ve resimlerini gdsteren goriintiileri toplayarak Giiney Avrupa ve Orta Dogu'daki
miizeler, kitaplar ve tarihi mekanlarda bu kadinlarin tarihini yeniden insa etti. Topluluklarinin refahi igin
gosterdigi cesitli faaliyetlerin yani sira, biiylik ana tanriganin yasamin sembolii, doganin, askinligin, bilginin ve
iremenin kaynagi olmasiyla ilgiliydi. Binlerce yil kadinlar, rahibeler, peygamberler, insanlar ve manevi giiler
arasindaki iletisimin aracilar1 olarak hareket etmislerdi. MS 3. yiizyil civarinda Frigya, Yunanistan ve Italya'da
Kybele olarak tapinilan Ulu Ana, manevi giiclinii kaybetti. Hiristiyanlik ve erkek egemen sosyal sistemler, davul
¢alma ritiielleri de dahil olmak iizere kadin giiglerini ezmeye dogru ilerledi. Diger islevsel degisikliklerin yan
sira davullar, savas baglaminda erkek faaliyetleri i¢in kotiiye kullanildi.

Antik tarihten ilham alan Layne Redmond, ozel ritiieller baglaminda kadin davul icrasinin giiciinii
yeniden canlandiran kendi davul ¢alan kadin ¢evrelerini (meleklerin getesi) yaratti. Usta bir davulcu ve yeniden
canlanan kadm bilincinin yaraticist olarak, yolunu izleyen bir¢ok insan i¢in bir idol oldu. Takipgilerinden
bazilart deneyimlerini paylasmak ve tanitmak igin dijital topluluklar kurdu. Facebook gruplart “Layne
Redmond’un Kiiresel Dostlar1 ve hayranlart” ve “Davulcular Kadin Oldugunda” bunlar arasindadir.

Bu gruplar i¢inde, Redmond’un “When the Drummers Are Women” kitabina ve bir kadin davulcu
olarak kendi deneyimlerime dayanarak, ¢agdas kadin bendir icracisinin niyetlerinin kategorilerini analiz etmek
niyetindeyim. Kadin davulcular temelde miizige, iyilestirme yontemlerine, kadinlarin giiglendirilmesine, ruhani



kavramlara veya davul ¢almanin diger yonlerine mi odaklaniyor? Toplumda ne tiir bir kimlik yaratabilirler?
Gelecek nesiller i¢in hangi rol modellerini yaratiyor ve temsil ediyorlar?

Magdalena Goralska (2020) ve Deborah Lupton (2020) tarafindan agiklanan dijital etnografinin ¢esitli
ikilemlerini géz oniinde bulundurarak, bu, davulcu kadinlarla ilgili yeni arastirma projeme ilk bakislardan biri
olacak. Metodik olarak Sanat Temelli Arastirma ve Eylem Arastirmasii Dijital Etnografya ve Etnomiizikoloji
ile birlestirecegim.

Anahtar Kelimeler: Frame Davullar, Kadin Gii¢lendirme, Perkiisyon, Etnomiizikoloji, Dijital Arastirma.



West African Women: Performing as Agents of Change in War and Pandemic
Ruth M. Stone
(Indiana University)
Abstract

For the last forty years, communities of women performers in Liberia and the United States have endured
both an extended civil war and the Ebola pandemic. Drawing on those difficult events, I consider the ways
in which these women have made music key to living through the situation in strength and to creating change.
I bring themes that have emerged in the war and pandemic periods of Liberia into juxtaposition.

e Liberian women have sung, danced, and performed to center themselves and their audiences during both pandemic
and war.

e  Performance has informed and educated people during crises.

e  Music has become a medium for truth telling when speech was not possible.

e  Music making has been deployed as a critical tool of persuasion.

e  Music is engaged to combat post-traumatic stress disorders (PTSD) that frequently manifest within

e Liberian communities following war and pandemic.
Of these five themes, the first demonstrates how music simply helps participants return to a state of calmor the status quo.
The subsequent themes progress to the fifth and final theme that accomplishes a healing of deep-seated pain produced
by the war and pandemic. Performance proves to be a potent and powerful force that women deploy deftly and creatively.
Music achieves a special purpose as these women move their audiences away from the tortuous pain that the calamities
have created and help them to achieve healthier and happier lives.

Bat1 Afrikalh Kadinlar: Savas ve Pandemide Degisimin Temsilcisi Performans

Ozet

Son kirk yildir, Liberya ve Amerika Birlesik Devletleri'ndeki kadin sanat¢i topluluklart hem uzun bir i¢
savasla hem de Ebola salginiyla bag ettiler. Bu zor olaylardan yola ¢ikarak, oradaki kadinlarin, miizigi giiglii bir
yasam siirmenin ve degisim yaratmanin anahtari haline getirme yollarini ele aliyorum. Liberya'nin savas ve salgin
donemlerinde ortaya ¢ikan temalar bir araya getiriyorum.

* Liberya kadinlar1 hem pandemi hem de savas sirasinda kendilerini ve izleyicileri 6n plana ¢ikarmak icin
sarki sOylediler, dans ettiler ve ¢esitli performanslar sergilediler.

* Performanslar, kriz anlarinda insanlar1 bilgilendirdi ve egitti.
* Miizik, konugmanin miimkiin olmadigi durumlarda gergegi sGylemenin bir araci haline geldi.
* Miizik yapimi, kritik bir ikna araci olarak konuslandirildi.

* Ayrica miizik, savas ve pandeminin ardindan Liberya topluluklarinda siklikla ortaya ¢ikan travma sonrasi
stres bozukluklar1 (PTSD) ile miicadele etmek i¢in kullanilir.

Bu bes temadan ilki, miizigin katilimcilarin sakin duruma veya statilkoya donmesine nasil yardimci
oldugunu gosterir. Sonraki temalar, savas ve pandeminin neden oldugu derin yaralarin iyilesmesini saglayan besinci
ve son temaya baglantyor. Performans, kadmlarin ustaca ve yaratict bir gii¢ oldugunu kanithiyor. Bu kadinlar,
izleyicileri felaketlerin yarattig1 ¢alkantili acidan uzaklastirdigr ve daha saglikl/mutlu yasamlar elde etmelerine
yardimei oldugu siirece miizik 6zel bir amaca doniismektedir.



Tiirk Kadin Cocuk Sarkilar1 Bestecileri

Ilknur Ozal GONCU
(Gazi Universitesi Gazi Egitim Fakiiltesi)

) Hande YILMAZ
(Gazi Universitesi Egitim Bilimleri Enstitiisti
Giizel Sanatlar Egitimi Béliimii)

Ozet

Egitim birgok kademeden olusur. Oncelikle egitimi verilecek alanda planlama yapilir ve derslerde
konulara gore kazandirilmak istenen kazanimlar belirlenip bu kazanimlar1 6grencilere en etkili sekilde
aktarabilmek icin uygun yontem ve teknikler bulunur. Miizik egitiminde de farkli yas gruplarina gore uygun
yontem, teknik ve egitim araglari kullanilmaktadir. Cocuklarin miizik egitiminde en ¢ok kullanilan materyaller
cocuk sarkilaridir. Tiirkiye’de g¢ocuk sarkilari, aktarma sarkilarla baslayip, dykiinme ve anonim (tekerleme,
saymaca, ninni, halk tiirkiileri) sarkilarla devam etmistir. Daha sonra kendi 6zgiin bestelerimizin de eklenmesiyle
¢ocuk sarkilar1 dagarcigimiz olusmustur. Cocuk sarkilari eski bir ge¢mise sahip olmakla birlikte ancak
cumhuriyet doneminde iizerinde arastirmalar yapilmaya baslanmis ve asil gelisimini gostermeye baslamistir.
Ozellikle erkek bestecilerin agirlikta oldugu gézlemlenmistir. Kadin bestecilerin azinlikta oldugu ve daha yakin
tarihlerde eserler yapmaya basladiklar1 goriilmiistir.

Bu galigmanin amaci, ¢ocuk sarkilari yazan Tiirk kadin bestecileri tanitmak ve ¢ok degerli iiretimler
yaptiklarin1 gostermektir. Cocuk sarkilar1 bestesi konusunda cumhuriyet déneminden giliniimiize yapilmis
nitelikli birgok calisma vardir. Fakat son yillarda sayis1 artmis olsa da yeterli degildir. Ozellikle de kadin
bestecileri inceledigimizde oldukca az caligma oldugu goriilmiistiir. Bu sebeple arastirma, ¢ocuk sarkilartyla
ilgili sadece kadin bestecilere yonelik ve onlar1 tanitmak amaciyla yapilmis ilk c¢aligma olmasi bakimindan
onemlidir. Caligmada yer alan kadin besteciler sadece literatiir taramasi sonucu bilgilerine ulagilabilen
bestecilerle sinirlidir. Calismanin sonunda bir 6neri sunulmus olup, beste yapma g¢aligsmalarinin, etkinliklerinin,
senliklerinin, yarigmalarinin, festivallerinin daha fazla ve sik yapilmasi bu alanda ¢aligsacak kisileri tesvik etmesi
bakimindan 6nemli oldugu goriilmiistir.

Anahtar Kelimeler: Tiirk Kadin Besteciler, Tiirk Kadin Cocuk Sarkilart Bestecileri, Cocuk Sarkilarr.
Turkish Female Children's Songs Composers

Abstract

Education consists of many levels. First of all, planning is made in the field to be taught and the
achievements to be gained in the lessons are determined according to the subjects. In music education,
appropriate methods, techniques and educational tools are used for different age groups. Children's songs started
with transfer songs and continued with conventional and anonymous songs (rhyme, chanting, lullaby, folk
songs). With the addition of our own original compositions, our repertoire of children's songs has been formed.
Although children's songs have an ancient past, research on children's songs began during the Republican period
and began to show its true development after this period. It has been observed that especially male composers are
predominant. It has been observed that female composers are in the minority and they have started to produce
works more recently.

The aim of this study is to introduce Turkish female composers who write children's songs and show
that they have produced very valuable productions. There are many qualified works on the composition of
children's songs from the republic period to the present day. Although the number of these studies has increased
in recent years, it is not sufficient. Especially when we examined female composers, it was seen that there were
very few studies. For this reason, our research is important in that it is the first study of children's songs aimed
only at female composers and intended to promote them. The female composers who took part in the study are
limited to the composers whose information can be reached as a result of the literature review. At the end of the
study, a proposal was presented and it was seen that composing works, events, festivals, competitions, feasts
were more and more important in terms of encouraging people to work in this field.

Keywords: Turkish Female Composers, Turkish Female Children's Songs Composers, Children's Songs.



Nemeth Kuartet Ozelinde Tiirkiye’de Oda Miizigine Sosyo-Psikolojik Bir Bakis

) Gonca GORSEYV KILIC
(Ordu Universitesi Miizik ve Sahne Sanatlar: Fakiiltesi Calgi Egitimi Béliim)

) Ugur TURKMEN
(Afyon Kocatepe Universitesi Devlet Konservatuvar: Miizik Boliimii)

Ozet

Ulkemizde en ¢ok dinlenen klasik miizik tiirleri arasinda yer alan oda miizigine yénelik ilginin son
yillardaki artis1 dikkat cekicidir. Yeni oda miizigi gruplarinin kurulmasi, gesitli kurum ve kuruluglarin
programlarinda oda miizigi gruplarina siklikla yer vermesi, oda miizigine yonelik gesitli yarisma ve
festivallerin diizenlenmesi bu tiiriin icrasina ivme kazandirmis ve dinleyicilerin oda miizigine yonelik ilgisini
artirmistir. Oda miizigi tiirleri icinde ise bir¢cok farkli forma rastlanilmasina ragmen, akla gelen ilk
olusumlarm basinda kuskusuz yayl kuartetler gelmektedir. Ulkemizde de son yirmi yil igerisinde kurulan
yayli kuartetler arasinda birgok grup yurt i¢i ve disinda gergeklestirdikleri diizenli performanslarla ulusal ve
uluslararasi diizeyde 6nemli basarilara imza atmislardir.

Bu arastirma ulusal ve uluslararasi sanat ortamlarinda iilkemizi basariyla temsil eden dnemli oda
miizigi gruplarindan Nemeth Kuartet’in olugum siirecini ve temel dinamiklerini sosyal psikoloji baglaminda
ele almay1 amaglamaktadir. Dort kadin sanatgidan olusan Nemeth Kuartet, iilkemizde istikrarli bir sekilde
sanat hayatini siirdiirebilen az sayida oda miizigi grubu arasinda gosterilmektedir. Bir durum ¢aligmasi olan
bu arastirmada literatiir taramasi ve goriisme teknigine basvurulmustur. Grup iiyeleriyle yapilan yari
yapilandirilmis goriismede c¢esitli sorular yoneltilmis, elde edilen veriler nitel arastirma yontemlerine
basvurularak yorumlanmigtir

Anahtar Kelimeler: Oda Miizigi, Nemeth Kuartet, Sosyal Psikoloji.

A Socio-Psychological Overview Of Chamber Music In Turkey “Nemeth Quartet”

Abstract

It is remarkable that the interest in chamber music, which is among the most listened classical music
genres in our country, has increased in recent years. The establishment of many new chamber music groups,
the frequent inclusion of chamber music groups in the programs of various institutions and organizations,
various competitions and festivals for chamber music have accelerated the performance of chamber music
and increased the audience of this genre. Although there are many different forms among chamber music
genres, string quartets are among the first to come to mind. Among the string quartets established in our
country in the last twenty years, many groups have achieved significant success at national and international
level with their regular performances in Turkey and abroad.

This study aims to examine the formation process and basic dynamics of Nemeth Quartet, one of the
important chamber music groups that have successfully represented our country in national and international
area in recent years, in the context of social psychology. Consisting of four female artists, Nemeth Quartet is
among the few chamber music groups that have been able to actively pursue their artistic life in national and
international platforms for a long time. In this study, which is a case study, literature review and interview
technique was used. In the semi-structured interview with the group members, various questions were asked,
and the data obtained were interpreted by using qualitative research methods.

Keywords: Chamber Music, Nemeth Quartet, Social Psychology.



Kadinlarin Yas Siirecindeki Rollerine Psikanalitik
Bir Yaklasim: Agitlar

‘Songiil Bulmus
(Mardin Artuklu Universitesi Deviet Konservatuvari)

Ozet

Agit, 6liim ve miizik iliskisi acisindan olduk¢a kapsamli bir konudur. Oliimle gerceklesen kaybin ardindan
kendi 6liim gerceginin agirligr altinda yasamaya devam edecek olan insanlar, yas siirecinde kendi acisina duyarli ve
sabirli bir diger insanin varligina ihtiya¢ duyar. Yas, insanlarin yasanilan kayiptan dolay1 giindelik yasmalarina yeniden
uyum saglamalarinda yasanilmasi gereken dnemli bir siiregtir. Bu agidan agitlar, insanlarin kayipla basa ¢ikmasinda ve
yas siirecini tamamlayip yasamina yeniden devam edebilmelerinde 6nemli bir yere sahiptir.

Yas siirecine dair biitiin duygusal tepkileri betimleyen agitlar, sézel ifade bigiminin yani sira, aynt zamanda
icraya bagl bir tirdiir. Agitlarin ya da yasin temsiline toplumsal cinsiyet temelinde baktigimizda bu icralarda
cogunlukla kadinlari gérmekteyiz. Toplumda cinsiyet duygularla yakindan baglantili olarak diisiiniilen, dolayisiyla
duygularin ya da duygulanmanin biiyiik 6l¢lide ‘kadmnlarin isi’ olarak goriildiigii bir mesele olagelmistir. Bu agidan
acinin kadin temsilinde ifade edilisi ve bunun kolektif olarak paylasimi agitlar 6zelinde dikkate deger bir konudur.

Agitlara W. Bion’un annenin kapsayici ve donistliriici 6zelligine atifta bulundugu psikanalitik yaklasim
iizerinden baktigimizda, yasin temsilinde kadmlarin 6zellikle anne islevini iistlenerek yas tutan diger insanlarin
duygulariyla 6zdeslestigini ve ardindan yasanilan aciyr bir sarki formuna (agit) doniistiirerek insanlarin yas siirecini
tamamlamalarin1 ve yagamini yeniden diizenlemelerini sagladiklarini sdyleyebiliriz. Bu noktadan hareketle bu ¢alisma,
agitlardan yola ¢ikarak, kadmlarin bu miizikal tiirdeki roliinii psikanalitik bir yaklasimla incelemeyi dngérmektedir.

Anahtar Sozciikler: Agit, Yas, Terapétik Etki.

A Psychoanalytic Approach To Roles of Women In The
Process of Mourning: Laments

Abstract

Lament is a quite comprehensive issue in terms of the relationship between death and music. People, who cope
with the overwhelming reality of death after the loss, need the presence of another person who is patient and sensitive to
their own pain. Mourning is an important process by which people adapt to a loss. Mourning is also influenced by
rituals such as laments for coping with loss.

Laments, describing all emotional responses to the process of mourning, are not only verbal but also a type of
musical performance. When we look at the representation of laments on the basis of gender, we generally see women. It
is largely considered that gender is closely related to feelings and women are affiliated with sensuality. In this respect,
expression of pain and its collective sharing by women is an important issue specific to laments.

When we look at the laments in terms of the psychoanalytic approach in which W. Bion refers to containing
and transforming ability of mother, it can be said that women identify with the feelings of others in the representation of
mourning. By transforming grief into a lament, they encourage people to complete mourning process and then resume
daily life. From this point of view, this study aims to examine the role of women in this musical genre with a
psychoanalytic approach.

Keywords: Lament, Mourning, Therapeutic Effect.



Bir Marsta Bulusan iki Osmanli Kadin Sanatgisi:
Fehime Niizhet Ve Leyla (Saz) Hanim

Nesrin Karaca
(Bursa Uludag Universitesi Fen Edebiyat Fakiiltesi)

Ozet

Cokmekte olan Osmanli Devletini kurtarmak iizere hemen her alanda yapilan diizenlemeler ve degisiklikler
kadmi ve dolayistyla aile hayatini da yakindan etkilemistir. II. Mesrutiyet’e kadar devam eden bu siirecte Istanbul,
Izmir, Bursa, Selanik gibi gelismis sehirlerde 6nemli bir egitimli kadin kadrosu ortaya ¢ikmaya baslamis, bu
“dzgiirliik¢ii” ortamindan en fazla yararlanan, hatta coskuyla karsilayanlar Istanbul’daki kadinlar olmustur. Bu
yondeki cabalarin ozellikle siirdiiriildiigli alanlardan biri kadmin egitimi olmus, kadinlara yonelik egitim
kurumlarmin acilmasi, kadinlara yonelik ve kadinlarin ¢ikardigi yaymlarin hizlanarak artmasi kadinin ¢alisma
hayatina girmesine de imkan saglamistir.

Déneminin siyasal, sosyal ve kiiltiirel hareketliligi icinde, dncii kadilar tanimlamasinin pek bilinmeyen bir
ismi olan Fehime Niizhet Hanim (1840-1925); siir, tiyatro ve hitabeleriyle ortaya koydugu edebi kisiliginin
yaninda dénemin sosyal dinamikleri i¢inde toplum sorunlarina egilerek, olusumlarin i¢inde yer alan bir kisiliktir.
Mesrutiyet’ten Cumhuriyet’e uzanan siiregte, 6ncii bir kadin kimligi ile karsimiza ¢ikan ve dénemin_sosyal, siyasi
ve edebi hareketliligine uygun olarak pek ¢ok faaliyetin i¢inde yer alan Fehime Niizhet Hanim; Servet-i Flinun
toplulugunun en geng iyesi, edebiyatimizda “kadin sairi olarak iinlenen Celal Sahir Erozan’in annesi ve
Cumhuriyet Gazetesi eski sahiplerinden Berin Nadi’nin de babaannesidir.

Abdiilmecid, Abdiilaziz, V.Murat, II. Abdiilhamit, Mehmed Resat ve Mehmed Vahdettin ile Cumhuriyet
donemlerini goren, Leyla Hamim’in (Saz) (1850-1936) donemin edebiyat ve sanat adamlarinin toplandig: bir
sanat ortamidir. Bestekar ve ayn1 zamanda Osmanli’nin son donem kadin divan sairlerinden olan Leyla Hanim'in
degisik formlarda besteledigi klasik eserler kadar Cumhuriyet'in ilk yillarinda ¢ok sevilmis olan Gelbolu Mars1
olarak da bilinen bir marsa da (Yaslh Gittim Sen Geldim) imza atmis oldugunu goriiyoruz. Siirlerinde klasik tarz
kadar sade bir Tiirkge ile yazilmus lirik bir zevke yonelmis olmasi, toplumla i¢ige yasamayi seven ve bunu basaran
yOniiniin yansimasidir. Sozlerinin ¢ogunu kendisi yazmig oldugu bestelerinin sayisi ikiyiizli agkindir. Oturdugu
koskiin yanmast en ¢ok notalarinin kaybolmasina yol agmis, sarkilarinin biiyiik bir kismu yanip kiil olmus,
giliniimiize ancak 52 eseri ulagabilmistir.

Calismada; II. Mesrutiyet’in hemen ardindan giiftesi Fehime Niizhet Hanim’a ait Leyla Saz tarafindan
bestelen “Milli Sarki / Neside-i Zafer Mars:” olarak bir donem icra edilen Hicazkar makamindaki mars odaginda,

bu iki sanatkar kadin kimliginin kollektif tiretimleri ve kiiltiir tarihimiz i¢indeki yeri degerlendirilecektir.

Anahtar Kelimeler: Osmanli Kadini, siir, beste, Fehime Niizhet, Leyla (Saz), Mars



Beden, Dans ve Performans AraciligiylaKamusalin isgali: Nezaket Ekici

_ Zeynep Nagihan Kahveci
(Ankara Universitesi Dil ve Tarih Cografya Fakiiltesi)

Ozet

Giindelik hayatta kadin bedeninin mekansal sinirliliklarinin kamusal ve 6zel alan ayrimi {izerinden
kuruldugu goriilmektedir. Boylesi bir sinirliligr belirleyen kadin bedeninin “kutsal” ve “mahrem” olduguna dair
anlatinin varligidir. Kadinin bedeninin “gdriiniir olmamas1” vurgusuna ragmen ulus devletlerin modernlesme ve
savas anlatilarinin pek ¢ogunda “ideal olanin” kadin bedeni iizerinden cisimlestirildigi gériinmektedir. Tiim bu
anlatilar, “ideal kadin bedeni”nin nasil olmasi gerektigini anlatmaktadir. Kadin bedenine dair mekansal siirlarin
isgali konusunda performans sanati énemli bir yere sahiptir. izleyicilerin 6niinde canli olarak gergeklestirilen
performans sanat1 1960’11 yillarda ortaya ¢ikmistir. Performans sanati ile bedenini kullanarak kamusal alani iggal
eden kadin performans sanatc¢ilarindan birisi de Nezaket Ekici’dir. Ekici, 1970 yilinda Kirsehir’de dogmus, iic
yasindan itibaren Almanya’da yasamaya baslamistir. Tiirkiye’de dogup Almanya’da biiyiimesi yani Tiirk-Alman
kimligini bir arada deneyimlemesinin, ayn: zamanda kendi ifadesiyle “tutucu” bir ¢evrede yetismis olmasinin
Ekici’nin performanslarmin sekillenmesinde etkili oldugu sdylenebilir. Bedenini kendisini ifade etme yolu
olarak kullanan Ekici’ye gore, ilk performanst 16-17 yaslarindayken herkesin oniinde diskoda dans etmis
olmasidir. Bu g¢alismada da Ekici’nin s6ziinii ettigi ilk performansinin izlerinin bulunacagi ve odagina dansi
aldig: ii¢ performansi iizerinde durulacaktir. Bunlardan ilki Flamenko figiirlerinden esinlenerek hazirladigi 2012
yilinda gergeklestirdigi “Imagine”, ikincisi 2019 yilinda Berlin’de sergiledigi “Wellspring”, sonuncusu ise 23-29
Mart 2020 tarihleri arasinda Instagram canli yanini araciligiyla gerceklestirdigi “Monday to Sunday”
performansidir. Sonuncu performans kamusal alani fiziksel mekandan dijital platforma tasimasi ve Cin’in
Wuhan kentinde ortaya ¢ikip diinyayr etkisi altina almis olan COVID-19 kiiresel salgin doneminde
gerceklestirilmesi olmasi nedeniyle ayri bir neme sahiptir. Bu performanslarla Ekici’nin kendisini ifade etme
aract olan bedeni ile dans ederek kadina dair mekansal sinirliliklart nasil esnettigine, “kutsal” ve “mahrem”
olarak goriilmesi gereken kadin bedenine dair anlatiyr nasil “tersyiiz” ettigine kamusal-6zel alan ayrimi,
toplumsal cinsiyet rolleri ve performans kavramlari iizerinden bakilmaya ¢aligilacaktir.

Anahtar Kelimeler: Kamusal Alan, Beden, Performans, Dans, Toplumsal Cinsiyet.

Occupation of the Public Through Body, Dance and Performance:
Nezaket Ekici

Abstract

It is seen that the spatial limitations of the female body in daily life are established over the distinction
between public and private spheres. What determines such a limitation is the existence of the narrative that the
female body is "sacred" and "confidential". Despite the emphasis on the "unseenness" of the woman's body, in
many of the nation-states' modernization and war narratives, it seems that the "ideal" is embodied through the
female body. All these narratives describe how the "ideal female body" should be. Performance art has an
important place in the occupation of the spatial boundaries regarding the female body. Performance art,
performed live in front of the audience, emerged in the 1960s. Nezaket Ekici is one of the female performance
artists who occupy the public space by using her body with her performance art. Ekici was born in 1970 in
Kirsehir and started living in Germany from the age of three. It can be said that the fact that she was born in
Turkey and grew up in Germany, that is, she experienced a Turkish-German identity together, and that she grew
up in a "conservative" environment with his own words, was effective in shaping Ekici's performances.
According to Ekici, who uses her body as a way of expressing herself, her first performance was when she was
16-17 years old when she danced in a disco in front of everyone. In this study, traces of Ekici's first performance
will be found and three performances in which she focused on dance will be emphasized. The first of these is the
"Imagine" that she performed in 2012, which was inspired by the flamenco figures, the second was the
"Wellspring" she performed in Berlin in 2019, and the last one was the "Monday to Sunday" performance
between 23-29 March 2020 through the live broadcast of Instagram. The last performance is of particular
importance as it moves the public space from the physical space to the digital platform and takes place during
the COVID-19 pandemic, which emerged in Wuhan, China and took the world under it. With these
performances, how Ekici stretches the spatial limitations of women by dancing with his body, which is a means
of expressing himself, and how he "reverses" the narrative about the female body that should be seen as "sacred"
and " confidential", the distinction between public and private spheres, gender roles and will be looked at
through performance concepts.

Keywords: Public Sphere, Body, Performance, Dance, Gender.



1926 Tiirkiye’sinden Kadin ve Politikaya Dair Bir Portre: Dansci Refet Siireyya’nin Tiirk Miizigi
Aleyhtarhginin Bilinmeyenleri

Okan Murat Oztiirk
(Ankara Miizik ve Giizel Sanatlar Universitesi Miizik Bilimleri ve Teknolojileri Fakiiltesi)

Ozet

1926, Tiirkiye’de, Sanayi-i Nefise Enclimeni’nin kurulus yilidir. Bu enciimen, Dariilelhan olarak anilan
okulun adin1 Istanbul Konservatuari olarak degistirmis ve bu konservatuvarda sadece Bat1 miizigi egitimi verilmesini
kararlagtirmistir. Boylece konservatuarda onceden Sark musikisi adiyla egitim veren Tirk miizigi bolimi de
kapatilmistir. Ayni y1l, Yeni Ses basta olmak tizere gesitli gazeteler Tiirk miizigi (Alaturka) ve Bat1 miizigi (Alafranga)
hakkinda aktif bir kampanya baslatmig ve gelisen hararetli tartismalar, kamuoyunun iki uzlasmaz kampa bdliinmesine
yol agmistir. Bu tartigmalara katilan isimler arasinda Refet Siireyya isimli bir kadin 6zellikle dikkat ¢eker. Siireyya,
Bat1 miiziginin ‘bila kayd-u sart’ alinmasi ve Sark musikisinin kesin olarak terk edilmesi gerektigini savunmustur.
Notre Dame de Sion Fransiz Lisesi mezunu olup, Berlin Stern Konservatuari’nda tahsil yapan Siireyya, Reis-i Cumhur
Mustafa Kemal’in yakin c¢evresinde bulunan isimler arasinda yer alir. Aleyhte goriislerini agikladigi yil, bizzat
cumhurbagkaninin destegiyle gérev aldigi izmir Kiz Lisesi’nde miizik 6gretmeni olarak ¢aligmaktadir. Siireyya, donem
gazetelerinde bir miizisyen veya miizik 6gretmeninden ziyade, bir ‘dans¢i’ ve ‘artist’ olarak anilmakta; Maksim
Gazinosu’nda yapacagi gosterilere iligkin muhtelif haberlere rastlanmaktadir. Bu bildiri, Refet Siireyya ve ¢evresindeki
isimleri temel alarak 1926’da Tiirk miizigi aleyhinde yasanan tartigmalara odaklanmaktadir. Burada, Siireyya’nin,
stirecin kanaat 6nderleri ve siyasi aktorleriyle yakin iligkilerinin bilinmeyen yonleri, doneme ait ¢esitli kaynak, belge
ve beyanlar iizerinden ortaya konulmakta ve Tiirk miiziginin yasaklanmasi kararmin arkasindaki kisi, olay ve fikirler,
kadin ve siyaset baglami iizerinden tartigmaya agilmaktadir. Ulasilan sonug, Tiirk miiziginin yasaklanmasi ve
aleyhindeki tartigmalarin resmi bir program dahilinde gergeklestigini ve bu resmi goriigiin topluma yayilmasinda Refet
Siireyya’nin, 6zellikle de bir kadin olarak, etkin bir gorev iistlendigini agik¢a gostermektedir.

Anahtar Kelimeler: Refet Siireyya, medeniyet degistirme, Tiirk miizigi, Bati miizigi, politika.

A Portrait Relating to Women and Politics from Turkey of 1926: The Unknowns of Radical Opposition of
Dancer Refet Siireyya to Turkish Music

Abstract

1926 is the year of foundation of the Commission of Fine Arts in Turkey. This commission changed the name
of the school called Dariilelhan to Istanbul Conservatory and decided to give only Western music education in this
conservatory. Thus, the Turkish music department, which previously taught under the name of Oriental music in the
conservatory, was also closed. In the same year, various newspapers, especially Yeni Ses, started an active campaign
on Turkish music (Alaturka) and Western music (Alafranga), and the heated debates that put forward caused the public
opinion split into two irreconcilable camps. Among the names participating in these discussions, a woman named Refet
Siireyya attracted particular attention. Siireyya argued that Western music should be adopted unconditionally and
Oriental music should be abandoned. Siireyya, who graduated from Notre Dame de Sion French High School and
studied at the Berlin Stern Conservatory, was among the names in the close circle of President Mustafa Kemal. She
worked as a music teacher at Izmir Girls’ High School, where she was appointed with the personal support of the
President in the year she expressed her opposite views. Siireyya referred as a ‘dancer’ or ‘artist’ rather than a ‘musician’
or ‘music teacher’ in that period’s newspapers. There were various reports about the dance shows she performed at
Maksim Casino that year. This paper focuses on the debates against Turkish music in 1926 based on Refet Siireyya
and the names around her. Here, the unknown aspects of Siireyya’s close relations with the opinion leaders and political
actors of the process are revealed through various sources, documents and statements of the period. Thus the people,
events and ideas behind the decision to ban Turkish music open to discussion through the context of women and
politics. The result clearly shows that the prohibition of Turkish music and the debates against it took place within an
official program and that Refet Siireyya played an active role in spreading this official view to the public, especially
as a woman.

Keywords: Refet Siireyya, change of civilization, Turkish music, Western music, politics.



Performatiflik ve Miiziksel Temsil: Karnavalesk Bir Performans Olarak “Huysuz Virjin”

Hale Yilancioglu Bicer
(Dokuz Eyliil Universitesi Giizel Sanatlar Enstitiisti)

Ozet

Caligmanin ana kavrami olan, Judith Butler’mn toplumsal cinsiyet ve queer caligmalari kapsaminda
ortaya koydugu “performatiflik” kavrami, toplumsal cinsiyet ve kimlik baglaminda kullanilan 6nemli bir
kavramdir. Butler’a gore beden, cinsiyeti ya da toplumsal cinsiyeti belirleyen bir alan degildir. Beden,
kimliklerin sahnelendigi bir alan, bir sahnedir (2009: 86; akt. Kinesc¢i, 2018: 58). Kimlikler degiskendir ve bu
noktada kendilerini performanslarla ifade ederler. Calismanin ikincil kavrami olan “karnavalesk™ ise, Rus kiiltiir
bilimci Bakhtin tarafindan, edebiyat calismalarindan yola ¢ikarak teorize edilmisitir. Karnavalesk, Ortacag
karnavallarinin heterojen yapisiyla baglantili olarak olusturulmus, yine Bakhtin’e ait olan diyalog kavramiyla
birlikte isleyen bir kavramdir. Ortagag karnavallarinin en belirgin 6zelligi, karnaval alaninda ‘icraci-izleyici’
ayriminin ortadan kalkmasi ve karnavala katilan herkesin ‘diyalog’ yoluyla bu rolleri degiserek uygulamasidir
(Cerezcioglu, 2015: 10). Ustelik izleyici, bu pratigin sekillenmesinde ve yonlendirilmesinde de biiyiik rol
oynamaktadir.

Tiirk performans sanatgist Seyfi Dursunoglu tarafindan 1960’larin sonunda ortaya ¢ikarilan, “Huysuz
Virjin” karakteri, performatiflik ve karnavalesk kavramlarini ayni performans igerisinde barindirarak, ¢alismanin
ornek olayr olmustur. Huysuz Virjin, bir erkek performangsinin kadin kostiimiiyle gergeklestirdigi miizik, dans
ve seyirciyle dogaglamaya dayali karsilikli diyaloglardan olugan heterojen bir performanstir. Bu ¢alismanin
amaci, Huysuz Virjin performansini toplumsal cinsiyet ve kimlik kapsaminda performatiflik kavrami yardimiyla;
performansin heterojen ve Ortagag karnavallarina gonderme yapan yapisim ise karnavalesk kavrami ile
anlamaya c¢alismaktir.

Anahtar Kelimeler: Performatiflik ve Miizik, Karnavalesk Performans, Huysuz Virjin, Toplumsal Cinsiyet,
Popiiler Miizik.

Performativity and Musical Representation: ""Grumpy Virgin"
As a Carnivalesque Performance

Abstract

The concept of “performativity”, which is the main concept of the study and put forward by Judith
Butler within the scope of gender and queer studies, is an important concept used in the context of gender and
identity. According to Butler, the bodt is not a field that determines sex or gender. The body is a space a stage,
where identities are staged. Identities are variable and at this point they express themselves through
performances. The secondary concept of this study, the carnivalesque was theorized by the Russian cultural
scientist Bakhtin, based on the literary studies. Carnavalesque is a concept created in connection with in the
heterogeneous structure of medieval carnivals and Works togethar with the concept of dialogue which also
belongs to the Bakhtin. The most distinctive feature of medieval carnivals is the elimination of the “performer-
audience” distinction in the carnival area and everyone participating in the carnival practice these roles by
changing through “dialogue”. Moreover, the audience plays a major role in shaping and guiding this practice.

The character of “Huysuz Virgin” which was created by the Turkish performance artist Seyfi
Dursunoglu at the and of the 1960s, has been an exemplary case of the work by incorporating the concepts of
performativity and carnivalesque int the same performance. Huysuz Virjin is a heterogeneous performance
composed of music, dance and improvisational dialouge with the audience, performed by a male performaer in a
femaile costume and charachter. The aim of this study is to analyze the performance of Huysuz Virjin with the
help of performativity within the scope of gender and identity; to try to understand the heterogeneous natiire of
the performance which refers to the medieval carnivals with the concept of carnivalesque.

Keywords: Performativity And Music, Carnivalesque Performance, Huysuz Virjin, Gender, Popular Music.



Miizikte Toplumsal Cinsiyet Kapsaminda
Emek ve Sinif Meselesi

) Giilcan Ertan Hacisiilleymanoglu
(Karabiik Universitesi Fethi Toker Giizel Sanatlar ve Tasarim Fakiiltesi)

Ozet

Bu makalede miizikte emek ve simif konulart toplumsal cinsiyet baglaminda kadin miizisyenlere
odaklanmistir. Miizik endiistrisi, emek siirecinin liberal alanlarindan biridir ve yasadaki yeni liberal politikalarin
diizenlenmesi sonucunda, artik tamamen hesap verilemez bir alandir. Cinsiyetgiligin sektdrde 'metalastirict’ diizeyde
oldugunu sdylemek miimkiin. Prekarya, her tiirlii is giivencesinden yoksun, nitelikleri g6z ard1 edilen, her an issizlik
tehdidiyle kars1 karsiya kalan kisilerin yarattifi, gegici isler disinda bir iste galisamayan bir "anti-sinif" olarak
goriilityor. Bu tanimdan 6ne ¢ikan ilk sey, prekaryada yer alan insanlarin hayatlarini siirdiirebilmek icin emeklerini
satmaktan baska careleri olmadigidir. Konunun odak noktas1 6zellikle miizik is¢iligi de dahil olmak {izere emektir;
Amag, miizik sanat¢isinin ¢alismalarinin bahsedilen tiirlerdeki diger emek tiirleriyle nasil diyalog halinde oldugunu
ve 1rk/ulus/etnik kéken ve smifin bazen karsi karsiya gelse bile nasil birbirine bagl oldugunu gostermektir. Is nedir,
kimler caligir, kime para 6denir ve patronlariniz kimdir gibi sorular, irk/ulus/etnik kéken ve sinifin birlikte nasil
calistigimi diisiinmek igin bazen sasirtici ve belki de {itopik olan yararli bakis agilar1 yaratir. Cinsiyet ayriminin yani
sira yas ve glizellik gibi segici unsurlarin sektérde ¢ok baskin olmasi, kadin miizisyenlerin kazanglari, giivenlikleri ve
mesleklerinin gelecegi konusunda siirekli kaygi duymalarimi kaginilmaz kiliyor ve toplum tarafindan uygun
goriilmeyen mesleklerinin diizenli bir evlilik hayati veya uzun siireli iligki siirdiirmelerini zorlastirdiginin
anlasilmasini sagliyor. Sonug olarak, bir alt sinif olarak yok sayilan bu meslek grubu, ekonomi, cinsiyet, istismar,
ahlak gibi birgok agidan incelenmis ve mevcut sorunlari tespit edilmistir.

Anahtar Kelimeler: Emek, Sinif, Miizik, Cinsiyet, Istismar.

Labor and Class Issue Within The Scope of
Social Gender in Music

Abstract

In this article, labor and class issues in music focus on female musicians in the context of gender. The music
industry is one of the liberated areas of the labor process, and as a result of the regulation of new liberal policies in
the law, it is now a completely unaccountable area. It is possible to say that sexism is at a 'metamorphative' level in
the industry. Prekarya is seen as an "anti-class" who lacks all kinds of job security, whose qualifications are ignored,
who faced with the threat of unemployment at any time, who cannot work in a job other than temporary jobs. The
first thing that stands out from this definition is that people in Prekarya have no choice but to sell their efforts to
survive. The focus of the subject is labor, especially music workmanship; The aim is to show how the music artist's
work is in dialogue with other types of labor in the genres mentioned, and how race/nation/ethnicity and class are
sometimes interconnected, even bring prolific results when confronted. Questions such as what is work, who works,
who is paid and who are your bosses create useful perspectives that are sometimes surprising and perhaps utopian to
see race/nation/ethnicity and how class work together. The fact that selective elements such as age and beauty, as
well as gender discrimination, are dominant in the industry makes it inevitable that female musicians are constantly
concerned about their earnings, safety and the future of their professions, and that their professions, which are not
considered suitable by society, make it difficult for them to maintain a regular married life or long-term relationship.
Consequently, this professional group, which is ignored as a subclass, has been examined in many respects such as
economy, gender, abuse, dignity, morality which brought into light current problems of them.

Keywords: Labor, Class, Music, Gender, Abuse.



Senlikli Eylemlerde Direnisin Ritmi

. Diler Ozer
Istanbul Teknik Universitesi MIAM)

' Selda Orztiirk
Istanbul Teknik Universitesi TMDK)

. Belma Ogul
(Istanbul Teknik Universitesi TMDK)

Ozet

20. yiizyilda 1960’lara dek siiren klasik toplumsal hareketlerin anti-kapitalist sinif siyaseti
niteligi ile 1960°1ardan bugiine degin gelen hareketleri “yeni” yapan eylem g¢okluklar (etnik ve kiiltiirel
hak temelli hareketler, azinlik hareketleri, eko-politik hareketler, savas ve irkeilik karsitt hareketler,
queer ve kadin hareketi, vb) arasinda 6nemli farklar bulunmaktadir. Yeni toplumsal hareketler
baglaminda etnisite, 1k, cinsiyet, cinsel yonelim, kisisel deneyim gibi meseleleri 6zel alanin disina
¢ikararak bir miicadele ekseni olusturan bir dizi “kimlik hareketi’nin ortaya ¢iktigini gériiyoruz.

Kimlik temelli miicadelelerde 6zellikle “gelenegin” kimlik insa siireglerinde 6nemli bir kaynak olarak
devreye sokuldugunu sdyleyebiliriz. Bu baglam i¢inde miizik “hakikatin tasiyicis1” olarak énemli bir
direnig giicline doniigiiyor. Ve artik anlami tagiyan sadece ses ve sozler degil; form, melodi, tin1 ve
ritim gibi diger miizikal 6geler de bu anlami olusturmada rol oynamakta. Ornegin, “def” enstriimaninin
Kiirt hareketinin yarattigi baglam i¢inde, 6nemli bir kimlik temsili haline gelmesi gibi.

“Eylem” dendiginde aklimiza klasik olarak yiiriiylisler ve marslar gelir. Klasik toplumsal hareketler
baglaminda, miicadeleyi ve is¢i-emekei sinifini yansittigi diisliniilen eylem bigimi, militer ¢agrisimlar
da olan disiplinli bir siki durus esliginde yiiriiyiis ve marslar olmustur. Marslar kolektif soylemeyi
iceren, kitleler arasinda birlik hissiyatini giliglendiren, yani hareketin kolektif kimliginin insdsinda
giiclii bir form olarak kullanilagelmistir. Ote yandan, yeni toplumsal hareketler baglaminda, 6zellikle
2000°1i yilardan itibaren miicadele alaninda baskin eylemlilik bi¢imi olarak senlikli protestolar ortaya
cikmistir. “Senlik”in en 6nemli 6gesi de miizik, ses, hareket ve danstir. Bu tip yeni eylem bi¢imlerinde,
kolektiviteye tesvik eden gii¢lii bir form olarak, ritim 6gesi ve ritim odakli miizikler 6ne ¢ikmaktadir.
Bu calisma kapsaminda 2000’li yillarin “senlikli eylemleri’ndeki “miizik, toplumsal cinsiyet ve
direnis” baglaminda ritim c¢algilari ve ritim kaliplarmin eylemler acisindan islevlerini ve kullanim
bigimlerini, ritim 6gesinin kullanim bi¢imini ii¢ 6rnek iizerinden inceleyecegiz. Diinyadan “Rhythms of
Resistance” grubu, Tiirkiye’deki “Direnisin Ritimleri” ve “Ritim Kolektif” grubu drneklerinden yola
cikarak; 2000’li yillarda gergeklestirilen 8 Mart Diinya Kadinlar Giinii, 25 Kasim Kadina Yonelik
Siddetle Miicadele Giinii, 14 Subat Sevgililer Giinii ve Onur Haftasi eylemlerine odaklanacagiz.

Anahtar Kelimeler: Karnavelesk, senlikli eylemler, direnis ve ritim.

The Rhythm of Resistance in Festive Actions

Abstract

There are important differences between the anti-capitalist and class-based character of the
classical social movements that lasted until the 1960s in the 20th century and the multitudes of actions
that made the movements 'new' since the 1960s such as ethnic and cultural rights-based movements,
minority movements, eco-political movements, queer and women’s movements, anti-war and anti-
racism movements, etc. In the context of new social movements, we see the emergence of a series of
"identity movements" that form an axis of struggle by removing issues to the public sphere such as
ethnicity, race, gender, sexual orientation, and personal experience from the private sphere.
We can say that in identity-based struggles, especially "tradition" is used as an important resource in
identity construction processes. In this context, music is important as the "carrier of truth" and it turns
into a force of resistance. And now, beyond lyrics, other musical elements such as melody, harmony
and rhythm and even timbre gain importance. For example, the instrument def (a kind of frame drum
with jingles) has become a symbol in representation of identity in the context created by the Kurdish
movement.
When we say "action", we usually associate it with marches. In the context of classical social
movements, the mode of action, which is thought to reflect the working class, has been marches
accompanied by a disciplined firm stance with military connotations. In this sense, anthems have been



used as a powerful form of collective singing, strengthening the sense of unity among the masses, that
is, building the collective identity of the movement. On the other hand, in the context of new social
movements, festive protests have emerged as the dominant form of action in the field of struggle,
especially since the 2000s. As the name implies, the most important elements of "festival" are music,
sound, movement and dance. In these new forms of action, rhythm element and rhythm-oriented music
stand out as a powerful form that encourages collectivity.

Within the scope of this study, we will examine the functions of rhythm instruments and rhythm
patterns in terms of actions in the context of "music, gender and resistance" in the "festive acts" of the
2000s, and the way of using the rhythm element through three examples: Based on the examples of
"Rhythms of Resistance" group from the world, "Rhythms of Resistance" and "Rhythm Collective"
groups in Turkey; we will focus on the actions of International Women's Day on March 8th, Day of
Combating Violence Against Women on November 25th, Valentine's Day and Pride Week, held in the
2000s.

Keywords: Carnivalesque, festive actions, rhythm and resistance.



inanc ve Miizik Iliskisinde Kadin

Nazan SARAL
(Samsun Devlet Klasik Tiirk Musikisi Korosu)

Ozet

Insanoglu ilkgaglardan itibaren yasam seriiveninde, korunakli bir yerde barinmaya, yemeye-igmeye,
atese, suya vb. kisacasi hayatta kalabilmesi i¢in zaruri seylere ihtiyag duymustur ve bu ihtiyaclarmi bir sekilde
gidererek neslinin devamliligina da imkan bulmustur.

Zaman igerisinde bu zaruri ihtiyaclarinin yani sira ait oldugu toplumun degerleri icerisinde yer alan
kiiltiir-sanat-miizik-edebiyat gibi kiiltiirel miraslarint da korumus ve gelecek kusaklara aktarimi noktasinda
renklendirmistir.

Genellikle metin analizlerine dayanan eserlerde; klasik din 6gretilerinin, toplumsal cinsiyet esitligi
agisindan ¢eliskili oldugu, ataerkil ve erkek merkeziyetci yaklasimlar igerdigi ve erkek otoritesine dayanan,
temelinde erkek iistiinliigii fikrini olusturan, kadinin 6telendigi, itaatkar bir sekilde 6zel alan ile sinirlandirildigi
bir toplumsal cinsiyet diizeni sergiledigi ifade edilmektedir.

Tarihsel siire¢ igerisinde sekillenen dini Ogretilere elestirisel bir bakig agisi ile yaklagan feminist
teologlar; gelencksel sembolizm ve geleneksel din dilinde cinsiyet ayrimeciliginin bulundugunu iddia ederek
bunun istesinden nasil gelinebilecegi, kadinlara 6zgii dini ihtiyaglara cevap verebilecek bir maneviyata nasil
sekil verilebilecegi ve kadmlar i¢in adaletin nasil olusturulacagi hususunda ¢aligmalar yapmaktadirlar.

Anahtar Kelimeler: Miizik, Kadin, Inang, Kiiltiirel Kimlik, T oplumsal Cinsiyet.

Women in Belief and Music Relationship
Abstract

Since the ancient times, the mankind has required to have vital needs such as shelter, nourishment, fire,
water etc. and have found the opportunity to access them and continue their lincage.

In time, in addition to the vital needs, the mankind keeps their cultural heritage such as culture, art,
music, literature within their social values and elaborate on them while transferring to the next generations.

Within the art pieces based on text analysis; it is mostly stated that there was a gender equality climate
through which the classical religious doctrines conflict with gender equality, are cover patriarchal and
malestream approaches and support male privilege over women submissiveness.

Through claiming that there is a gender discrimination in traditional symbolism and religion language,
the feminist theologists who approached the religious doctrines from a critical perspective make studies on how
to overcome the gender discrimination, how to shape a spirituality that meet the women specific religious needs
and how to set up justice in historical process.

Keywords: Music, Woman, Religion, Cultural Identity, Gender.



Tiirk-islam Tasavvuf Miiziginde Kadinin Temsili
(Neyzen Kadinlar)

Saadet YANARDAG
(Ankara Haci Bayram Veli Universitesi Tiirk Miizigi Devlet Konservatuvar)

Ozet

Toplumsal hayatin diizenlenmesinde etkin bir role sahip olan dinler, farkli bigimlerde de olsa
kutsal bir diigiincenin sesini sekillendirmede ¢ogunlukla miizigi kullanmaktadir. Bu bakimdan din ve
miizik sosyal yasamin ayrilmaz bir pargasidir. Hayatin iginde bilgelik kazanmis, diigiince ufku genis,
erdemli kisiler yetistirmeyi ve zihnin maneviyata yonelmesini hedefleyen tasavvufi yasam tarzim
benimseyen birgok tarikat yapisi ortaya ¢ikmistir. Bu tarikatlar arasinda, miizigi ritiielleri igerisinde
siklikla kullananlardan birisi de Mevleviliktir. Mevlevi dergdhlar miizigin dgretilip icra edildigi yerler
olmustur. Bu dergahlarda yetisen; bestekarlik, nazariyatcilik ve egitmenlik alaninda musikimize
katkilar sunan tasavvuf ehli neyzenler, kiiltlirin aktariminda onemli figiirler olarak karsimiza
ctkmaktadir. Ancak bu figiirler arasinda kadin temsilcilere rastlanilmamaktadir. Toplumsal yapi i¢inde
“Kadm”, “din” ve “miizik” olgular birlikte degerlendirildiginde iktidar ve toplumsal cinsiyet iliskisi
icinde kadimin konumlandirildig1 yeri gérmek miimkiindiir. Ayrica, icra edilen miizigin tiirii ile hitap
ettigi kitle, kadinlarin o miizik pratigi igerisinde varlik gosterip gosteremeyeceginin de ipuglarini
vermektedir.

Bu baglamda; “Mevlevi ayini mutriban heyetinde neyzen kadinlar neden goérev
almamaktadir? Bu kiiltiirel yap1 iginde neyzen kadinlarin varligindan bahsetmek miimkiin miidiir?
Mevlana ihtifali’nde neyzen kadinlar ‘ney’ iiflerler mi ya da iiflemisler midir?” sorularinin
cevaplanmasi amacglanmaktadir. Nitel arastirma yontemiyle yiiriitilen bu c¢alismada, mesleki
tecriibeleri dikkate alinarak amagh orneklem ile segilen bes kadin neyzenle yari kurgulu goriisme
yapilmistir. Mevlana’nin 6liim yildoniimii (Seb-i Arus) toreni olarak adlandirilan Mevlana ihtifali’nde
ve Mevlevi mukabelelerinde, neyzen kadinlarin gorevlendirilme durumlarina dair 6nemli verilere
ulastlmistr.

Anahtar Kelimeler: Tiirk-Islam Tasavvuf Miizigi, Mevlevilik, Neyzen Kadinlar, Toplumsal Cinsiyet.

Representation of Woman in Turkish-Islamic Sufi Music
(The Neyzen Women)

Abstract

Religions, which have an active role in the organization of social life, mostly use music in
expressing a sound of a sacred thought, albeit in different ways. In this respect, religion and music are
integral parts of social life. Many sects who adopt Sufism have emerged with the purpose of raising
virtuous people with broad thinking who have gained wisdom in life and guiding the minds towards
spirituality. Among these sects, one of those who frequently use music in their rituals is the Mevlevi
order. Mevlevi dargahs were places where music was taught and performed. Sufi Neyzens who were
brought up in these dargahs appeared as important figures in the transmission of culture by
contributing to our music in the field of composition, theory, and teaching. However, there are no
female representatives among these figures. When the facts of "woman", "religion" and "music" are
evaluated together in the social structure, it is possible to see where women are positioned in the
relationship of power and gender. In fact, the genre of the music performed and the audience it
addresses give clues about whether women can exist in that musical practice or not.

In this context, these questions are aimed to be answered: “Why do the Neyzen women not
take part in the mutriban of the Mevlevi ritual? Is it possible to talk about the existence of Neyzen
women in this cultural structure? Do women play ey’ or have they ever played ey’ before in the
Mevlana Ihtifal?” In this study, which was conducted with qualitative research method, semi-
structured interviews were conducted with five female Neyzen who were selected with a purposeful
sampling considering their professional experiences. As a result of this research, important data about
position of Neyzen women in the Mevlana Ihtifal, which is called the ceremony of death anniversary
of Mevlana (Seb-iArus) have been collected.

Keywords: Turkish-Islamic Sufi Music, Mevlevi Order, Neyzen Women, Gender.



inanc ve Miizikte Kadin
Baciyan - Yedi Kadin Miizisyenin Miizikal Ve Kolektif Yolculugu

Ash Biiyiikkoksal Istanbul Teknik Universitesi MIAM
Seda Seyrek Houbakht Ankara Universitesi DTCF

Ozet

Bu sunum/icrada, Anadolu’daki kadin orgiitlenmesi geleneginden ilham alarak bu mirasi
giincel bir yorumla miizikal olarak ifade eden Baciyan miizik grubunu anlatacagiz. Baciyan grubunun
temel ilham kaynagi, 13. Yiizyilda Anadolu’daki dort temel teskilattan (Ahiyan-1 Rum, Abdalan-1 Rum
ve Gaziyan-1 Rum) biri olan Baciyan-1 Rum olmustur. “Bac1”, ‘kizkardes’, “Rum” ise ‘Anadolu’
anlamina gelmekte olup, bu teskilat, kadinlarin ekonomik, sosyal, dini ve askeri alanlara aktif
katihimini saglamis olmasiyla 6nem tasimaktadir. Ayrica, Anadolu’nun siirekli degisen sosyo-politik
atmosferinde genis kitlelere yayilan bir dayanigsma mekanizmasi olusturmus; bunu yaparken de kendi
sosyo-kultirel ve dini-manevi kodlarini kullanmustir.

Cesitli kiultiirlerden gelen yedi kadin miizisyenin kurdugu Baciyan, yine gelenekten hareket
ederek bir kolektif olarak islemektedir. Baciyan miizik grubu, -Alevi/Bektasi, Mevlevi agirlikli olmak
lizere- Anadolu mistik miizikleri, Fars miizigi ve siiri, Ibranice ilahiler gibi cesitli mistik kiiltiirlerin
repertuarlarindan beslenerek bu mirast yorumlamakta ve evrensellestirmektedir. Bu mirasin
koklerinden biri de Anadolu asiklik gelenegine dayanmaktadir. Grup 2017°de Tiimata’nin diizenledigi
114 giin ve gece siiren sema bulugmasinda organik olarak bir araya gelmis ve konser, rdportaj ve
program davetleriyle yoluna devam etmistir.

Sunumda o6nce kisaca Baciyan-1 Rum’un tarihgesine deginecegiz. Bugiine geldigimizde Baciyan
grubunun bu miras1 kolektif ve bireysel olarak nasil yorumladigindan bahsedecegiz. Grup iiyeleriyle
yapilan roportajlara ve kisisel deneyimlerimize dayanarak yedi kadin miizisyenin Baciyan
biinyesindeki yolculugunu inang ve miizikte kadin ¢ergevesinde degerlendirecegiz.

Sunumun ikinci boliimiinde iki grup iiyesi olarak Baciyan repertuarindan 6rnekler sunacagiz.

Anahtar Kelimeler: Bacian- Rum, Mistik Muzik, Tasavvuf Musikisi, Cok Kulturltlik, Anadolu,
Kadin Orgiitlenmesi, Kolektif.

Women In Relation to Faith and Music
Baciyan - The Musical and Collective Journey of Seven Women Musicians

Abstract

In this lecture/performance demonstration, we will be presenting Baciyan, a music group and
a collective of seven musician women from diverse cultures, to demonstrate a current musical and
artistic interpretation of the heritage of the traditional collectivity among women in Anatolia.

Baciyan’s main inspiration has been the organization Bacryan-1 Rum, which was one of the
main four societal organizations in 13" century Anatolia, along with Ahiyan-1 Rum, Abdalan-i Rum,
and Gaziyan-1 Rum. Bact meaning sister and Rum meaning Anatolia, the organization provided the
active participation of women in the economic, social, religious, and military spheres. Moreover, it
established a widespread solidarity system in the ever-changing socio-political atmosphere of Anatolia,
utilizing its own socio-cultural and religious/spiritual code system.

The Bactyan music group interprets and universalizes this traditional heritage with a repertoire
enriched by diverse mystic traditions; such as Turkish traditional and Sufi music, Persian music and
poetry, and Hebrew mystical songs. Another deep-rooted origin of their heritage is the asiklik tradition
in Anatolia (the wandering musicians as wisdom keepers). The group was organically formed in order
to serve the Sema gathering held for 114 days & nights in 2017 and continued their path with the
invitations for concerts, interviews, and programs.

After briefly presenting a short historical background of Baciyan-1 Rum, we will talk about
the groups’ interpretation of this heritage, both collectively and individually. Based on the interviews
with the group members and personal accounts, we would like to present Baciyan’s unique journey of
seven women musicians nurtured by diverse mystic traditions in the context of faith and music. In the
second part of the presentation, we (as two group members) will perform examples from the group’s
repertoire.

Keywords: Bacian-1 Rum, Mystic Music, Sufi Music, Multiculturalism, Anatolia, Organization Of Women,
Collectivity.



Anadoluda Devirsel Ibadet Sistemlerinin Olusumunda Bereket Kiiltiiniin ve Ana Tanrica Tapiniminin
Etkisinin Degerlendirilmesi

Ezgi Tekin Arici
(Nigde Omer Halisdemir Universitesi, Tiirk Musikisi Devlet Konservatuvari)
Cenk Giiray
(Hacettepe Universitesi Ankara Devlet Konservatuvart)

Ozet

Insanlar en eski dénemlerden beri insanin yaradilisi ve yazgisi, dogum ve &liim dongiisii, doga ve
evrenin igleyisi gibi konulara dair anlam arayisi i¢inde olmuslardir. Bu anlam arayisinda insan kendi bilgisi ve
kavrayisinin Gtesinde bir Tanrisal giiclin var olduguna inanmustir. Dolayisiyla, “bilinmez” olani agiklamak ve
Tanrilarla irtibat kurmak i¢in diizenlenen ayin ve tapimimlar ¢ogu kez doga, evren veya kozmolojik unsurlarla
iligkilendirilmistir. Anadolu’daki “devirsel ibadet sistemleri’nin kokenleri sayilabilecek bu anlayis, ozellikle
Anadolu ve ¢evre cografyalarda uzun siire etkili olan Friglerin Ana Tanriga tapinimlari {izerinden takip edilebilir.
Anadolu kokenli Ana Tanriga kiiltlerinde dongiisel bir iligki i¢cinde kavranan zaman, yasam ve 6liim, tarimsal
iretim gibi olgularin kadinin disil 6zellikleriyle iligkilendirildigi anlagilmaktadir. Dongiisel ya da devirsel bir
anlayis1 igeren inang sistemlerinin Ortagag Islam diinyasi da dahil olmak iizere pek gok inang sistemi iginde
Tanriyla ve evrenle iliski kurma noktasinda énemini uzun siire korudugu goriilmektedir. Nitekim, miizik de
evrenle irtibat kurma ve Tanrisal bilgelige ulasma noktasinda merkezi bir rol iistlenmistir. Anadolu Kdkenli Ana
Tanrica kiiltlerindeki kadin ve bereket sembollerinin aktarildigt Demeter-Pershephone mitleri, Dionysos gizem
tapinimlar1 da dongiisel inang sistemlerinin bereket kokenli en eski drnekleri arasindadir. Bu ¢aligmanin amaci,
Anadolu kokenli tapinim torenlerinde kadin ve bereket semboliiniin ‘devirsel ibadet sistemleri’ i¢inde miizik
iizerinden ve miizik yoluyla nasil aktarildigini ortaya koymaktir. Bu amaca ulagsmak icin “Ana Tanrigca” kokenli
“bereket” kiiltiiniin bdylesi devirsel ibadet sistemlerindeki yansimalari Antik donem Anadolu kaynaklarindan
baslayarak takip edilmeye calisilacak ve bugiinkii uygulamalarin kdkenleri {izerinde fikir yiiriitiilecektir.

Anahtar Kelimeler: Ana Tanrica Kiiltii, Bereket, Kadin ve Miizik, Devirsel Inang Sistemleri.

Evaluation of The Impact of Fertility Cult And Mother Goddess Worship in The Formation of Cyclical
Worship Systems In Anatolia

Abstract

Since ancient times, people have sought meaning in matters such as human creation and destiny, the
cycle of birth and death, nature, and the functioning of the universe. In this search for meaning, man believed
that there was a divine power beyond his knowledge and comprehension. Therefore, rituals and worships
organized to explain the "unknown" and to communicate with the Gods are often associated with nature, the
universe, or cosmological elements. This understanding, which can be considered to lie beneath the "cyclical
worship systems" in Anatolia, can be followed through the Mother Goddess worships of Phrygia, which has been
effective for a long time, especially in Anatolia and surrounding geographies. It is understood that the
phenomena such as time, life and death, agricultural production, which can be perceived as having a circular
relationship with the cults of the Anatolian Mother Goddess, are associated with the feminine characteristics of
the woman. It is seen that belief systems, which include a circular or cyclical understanding, have long
maintained their importance in establishing relations with God and the universe within many belief systems,
including the medieval Islamic world. As a matter of fact, music has also played a central role in communicating
with the universe and reaching the divine wisdom. Demeter-Pershephone myths and Dionysus mystery
worships, in which symbols of women and fertility had been conveyed in the cults of the Mother Goddess of
Anatolian Origin, are among the oldest examples of cyclical belief systems of fertility origin. The aim of this
study is to reveal how the symbol of women and fertility is conveyed through music in 'cyclical worship systems'
in Anatolia. For achieving this goal, the reflections of the cult of "fertility" in such cyclical worship systems
originating from the "Mother Goddess" will be tried to be followed starting from the Anatolian sources of
antiquity and ideas will be carried out on the origins of today's practices.

Keywords: Mother Goddess Cult, Fertility, Women and Music, Cyclical Belief Systems.



Mersin Cemevi’nde Toplumsal Cinsiyet ve Cemde Kadin Zakir

Fulya Soylu Bagceci
(Nigde Omer Halisdemir Universitesi Tiirk Musikisi Devlet Konservatuvart)
Mine Senol Atici
(Nigde Omer Halisdemir Universitesi Sosyal Bilimler Enstitiisii)

Ozet

Alevi diisiincesinde batini ve tasavvufi &gretilerin temel karakteri, insanin ruhsal gelisimi, manevi
bilgiden pay almasi, Tanri, insan ve tabiat unsurlar iizerinden agiklanabilecek bir evren algisi iizerinedir.
Evrendeki biitlin farkliliklarin 6zlindeki birlige vurgu yapan vahdet kavraminin da bir yansimasi olarak bu
diisiince geleneginin teolojik altyapisinda 1k, millet, dil, din gibi toplumlart ve kiiltiirleri birbirinden ayrigtiran
her tlirli farkliliga birlik esasinda yaklasmak tartismasiz bir konudur. Toplumsal yapilanma ve Ogretilerin
yasamsal deneyimlere aktarilmasi noktasinda da Alevi geleneginin 6zellikle cinsiyet rollerinin dagilimi agisindan
siinni yapilanmalara oranla daha esitlik¢i bir tutum sergiledigi goriiliir. Bu konu hem geleneksel Alevilik hem de
gliniimiiz orgiitlenmeleri {izerine yapilan arastirmalarda 6n plana ¢ikmis ve Alevilikte kadin konusu esitlik¢i
arglimanlarla ortaya konulmustur. Ancak esitlik¢i perspektif dinsel, toplumsal ve kiiltiirel pratikler {izerinden
incelendiginde ataerkil yapilanmanin egemen karakterinin hakim oldugu ve esitlik iddiasinin hem inang
diisiincesiyle hem de kadina yonelik cizilen imajla paralellik gostermedigi goriiliir. Ozellikle cem ritiiellerinde
dedelik, zakirlik, asiklik ya da ozanlik gibi post makaminda yonlendirici misyonlara sahip olabilen kadinlarin
sayisinin yok denecek kadar az olmasi, daha ziyade sakaci, siiplirgeci ve lokmaci gibi hizmetlerin kadinlar
tarafindan yliriitilmiis olmasi, cinsiyet rollerinin dagiliminda esitlikgi bir tutumun benimsenmediginin
gostergeleridir. Caligmada 1990’11 yillardan itibaren kent merkezlerinde dernek ve vakiflarla kurumsallasan ve
yeniden insa edilen bir Alevi birligi sunan orgiitlenmelere odaklanilmistir. Alevi Kiiltiir Dernekleri Mersin
Cemevi kapsaminda yiiriitiilen alan ¢alismasi1 dogrultusunda cem ritiielleri ve icra pratikleri iizerinden cinsiyet
rollerinin paylasiminda benimsenen kosullarin nasil sekillendigine yonelik cevaplar aranmistir. Bu gergevede
basta bu dernekte gorev alan zakirlerle ve on iki hizmette gorev alan kisilerle gorlismeler yapilmis, dernek
faaliyetleri, cem torenleri ve diger kiiltiirel organizasyonlara katlim saglanmistir. Dolayisiyla etnografik bir
arastirma siireci yuriitiilmiis ve elde edilen veriler igerik analiziyle ¢oziimlenmistir.
Anahtar Kelimeler: Alevilikte Kadin, Zakirlik Gelenegi, Toplumsal Cinsiyet, Kadin Zakir.

The Gender in Mersin Cemevi and The Female Zakir at Cem

Abstract

The basic character of the esoteric and sufic teachings in Alevi thought is about a universal perception
which can be explained on the basis of the elements of human’s spiritual development, his getting a share of the
immaterial knowledge, God, human being and nature. On the theological base of this thought tradition, also as a
reflection of the concept of uniqueness highlighting the unity of the essence of all the differences in the universe,
it is an unarguable matter to approach every kind of differences like ethnicity, nation, language and religion
which dissociate the societies and cultures from each other on the basis on the unity. Also on the point of
conveying the social structuring and teaching to vital experiences, the Alevi tradition is seen while exhibiting
more equitable attitude compared to the sunni structures especially in terms of distribution of gender roles. This
matter has come into prominence in the researches done on both the traditional Alevism and modern-day
organizations, and the matter of female in Alevism has been put forth with the equitable arguments. Nonetheless,
when the equitable perspective is analyzed on the basis of religious, social and cultural practices, it is seen that
the dominant character of the patriarchal structure prevails and the assertion of equality are seen not to have
parallels with both the thought of the belief and the image made towards the female. The fact that especially the
number of the women who can have the directive missions on the post positions such as dede, zakir or bard at
cem rituals is hardly any; rather the services such as water bearer, cleaner, dough nut distributor is carried out by
the women are the indicators of the fact that an equitable attitude to the distribution of the gender roles isn’t
adopted. In this study, since 1990s it has been focused on the organizations which offer an Alevi unity having
institutionalized and reconstructed with the associations and foundations in the city centers. In accordance of the
field work having been carried out within the scope of The Alevi Culture Associations Mersin Cemevi, the
answers for how the conditions in sharing the gender roles on the basis of the cem rituals and the performance
practices are shaped are sought. Within this framework, the interviews are had with the zakir having assigned in
initially this association and the people having assigned in twelve services, the participation in the association
activities, cem rituals and the other cultural organizations are encouraged. Therefore, an ethnographic study
process is carried out and the data obtained are analyzed with the content analysis method.
Keywords: Female in Alevism, The Zakir Tradition, Gender, Female Zakir.



Kadin Ogrencilerin Miizik Begenisi Uzerine Nicel Bir Arastirma

Yasin Tiiziinoglu
(Yildiz Teknik Universitesi, Insan ve Toplum Bilimleri Boliimii)

3 Onur Giines Ayas
(Yildiz Teknik Universitesi, Insan ve Toplum Bilimleri Boliimii)

Ozet

Bourdieu’niin kiiltiirel ayrimlara iligkin teorisi ilk olarak toplumsal siniflar arasindaki farkliliklart
degerlendirmek icin ortaya kondu. Daha sonra gelen ¢aligmalar, miizik zevklerindeki cinsiyet farkliliklart da
dahil olmak iizere toplumdaki neredeyse tiim farkli kiimeleri ele almak adina teorinin kullanimini genisletti.
Omek olarak, bazi ¢aligmalar, kadinlarin “elit hepgil” begeniye sahip olma olasiliginin daha yiiksek oldugunu
gozlemledi. Bununla birlikte, sonraki bazi c¢aligmalarin bulgular1 da tam tersini gosterdi. Bu c¢aligma ise
Tiirkiye'nin 6nde gelen iiniversitelerinden birini inceleyerek bu alana yeni bakis acilar saglamaktadir. Veriler,
Yildiz Teknik Universitesi'nin 1876 grencisinden toplanmistir. Anketimizde, katilimcilarn hangi tiirii ne kadar
sevdigini veya hangi tiirden ne kadar nefret ettigini 6lgmek i¢in 15 miizik tiirli tanimlandi (tamami kukla
degisken olarak kodlandi). Ek olarak, anket, kiiltiirel tiiketim, aile ge¢misi ve demografik 6zellikler hakkinda
farkli sorulari da igererek miizik zevklerinin kapsamli bir sosyal haritasint sunmaktadir. Tiirleri kiimeledikten ve
¢esitli matris manipiilasyonlar1 kullandiktan sonra, c¢alisma, elitlere hitap eden miizik tiirlerini begenme
konusunda cinsiyetler arasinda bilyiikk bir fark olmadigini gdstermektedir. Fakat, diinya miizigi elit tiirler
kiimesine dahil edilip kontrol edildiginde, daha fazla kadin katilimcinin elit tiirlere egilim gosteren gruba dahil
oldugu goriilmektedir. Calisma, ayn1 zamanda, elit tiirlere egilimli kadin katilimcilarin, diger tiirlere erkek
katilimcilardan daha fazla tolerans gostermedigini de ortaya koymaktadir. Verilerin en 6ne ¢ikan sonucu, kadin
katilimcilarin geleneksel miizigi erkek katilimcilardan neredeyse iki kat daha az tercih etmesidir. Bu bulgu, bu
tire dahil edilen baz1 geleneksel eril kodlarin kadinlara hitap etmediginin bir gdstergesi olarak yorumlanabilir.
Ayrica, popiiler miizik egilimli erkek 6grencilerle karsilastirildiginda, ayni kiimedeki kadin 6grencilerin, bazi
calismalarda eril kodlarla da iligkilendirilmekte olan rock miizik yerine pop miizigi tercih etme egiliminde
oldugu goriilmektedir.

Anahtar Kelimeler: Miizik Begenisi, Kiiltiirel Ayrimlar, Cinsiyet Farkliliklari.

A Quantitative Study on Music Tastes of Female University Students
Abstract

Bourdieu’s theory on cultural distinctions was first introduced to evaluate gaps between different social
classes. Subsequent studies expanded the use of the theory to handle nearly all of the different clusters in society,
including gender differences in music tastes. As an example, some studies previously observed that female
participants were more likely to be highbrow omnivores. However, the findings of some subsequent studies
showed quite the opposite. This study provides new insights into the field, examining the case of one of the most
prominent universities in Turkey. We collected the data from 1876 students of Yildiz Technical University. In
our questionnaire, we have defined 15 music genres to gauge how much the participants like or hate any of the
genres -all of them coded as dummy variables-. In addition, the questionnaire includes different questions on
cultural consumption, family background and demographic features and presents a comprehensible social map of
music tastes. After clustering the genres and utilizing matrix manipulations, the study has shown that there is not
a big difference between genders as to liking highbrow genres. Yet, when the world music genre is included in
the highbrow category, it is observed that more female participants are included in the highbrow inclined cluster.
The study also shows that highbrow inclined female students do not show more tolerance than male students for
the other genres. The most striking result of this data is that female respondents prefer traditional music almost
twice less than male respondents. This finding might be an indicator of the fact that some traditional masculine
codes inscribed in this genre do not appeal to women. In addition, when compared with popular inclined male
students, female students in the same cluster tend to prefer pop instead of rock music which has also been
associated with masculine codes in some studies.

Keywords: Music Taste, Cultural Distinctions, Gender Differences.



Tiirk Rap Miiziginde Kadinin Temsil Sorunu

Resul BAGI
(Nigde Omer Halisdemir Universitesi Tiirk Musikisi Devlet Konservatuvari)

Ozet

Hip-hop kiiltiirii “popiiler bir kiiltiir, bir vicdan hareketi ve sanatsal ifadeler” olarak tanimlanabilir. Hip-
hop Kkiiltiiriiniin baglangicini belirlemek i¢in kesin bir tarih vermek zor olsa da ABD'de hip-hop'un dogusunun
1975'li yillara dayandigini sOyleyebiliriz. Ortaya ¢ikis nedeninin temelini, 6zellikle yoksul mahallelerdeki
genclerin kars1 karsiya kaldig1 zorlu kosullara baglayabiliriz. S6zlerinde bulunan kadinlara karsi asir1 diismanlik
ve siddet iceren unsurlar nedeniyle rap miizigin kadin sunumuna ydnelik pek ¢ok elestiri bulunmaktadir. Kadin
diismani olmakla bilinen rap miiziginde kadinin tasviri nem arz etmektedir. Rap miiziginin merkezinde cinsiyet
ile ilgili su temalar dikkat ¢ekicidir; sozler, erkek ve kadin 6zelliklerine iliskin mesajlar icerir ve kadinlar igin bir
dizi davranig normunu benimseyen temalar vardir. Ayrica rap miizigi kiiltiir ve miizik endiistrisi normlari,
toplumsal cinsiyet iliskileri ve miizigin ilham merkezini olusturan yerel mahalle kosullar1 baglaminda
degerlendirilmelidir. Popiiler miizikte kadmlarin genellikle erkeklerden alt sinifta olduguna dair streotipleri
gormek miimkiindiir. Rap miizik videolarinin igeriklerinde kadinlar1 kiigiimseyici —akilli olmayan cinsel obje-
figiirlerine gogunlukla rastlamak miimkiindiir. Kadmlarin Tiirk rap kliplerinde temsili iizerine yapilacak ¢aligmada
Rap miizik kliplerinde, kadinlar1 sadece kadin miizisyenler degil aym1 zamanda erkek miizisyenler agisindan da
kadin temsillerini tespit etmeye ¢alisacagiz. Bu baglamda, iki unsur 6nem tasimaktadir: birincisi genel olarak Tiirk
rap miizik videolarindaki kadinlarin imajlarindaki bozulmalar ve kadinlarin cinsel nesneler olarak temsili, ikincisi
rapgilere ait miizik videolarnda kadinlarin imajlarinin diizeltilmesi baglaminda kendilerini asagilayici sahnelerin
dikkati ¢ekmesi.

Bu ¢aligmada rap miizik videolarinin iletebilecegi kadin-nesne imajini analiz ederek, Tiirk rap kliplerinde
kadmin temsili incelenecektir. Temsilin nasil isledigini anlamaya caligmak i¢in 2015-2021 yillar1 arasinda
yaymlanan 10 Tirk rap klibi analizi incelenecektir. Caligma gorsel-isitsel belgelerin analizinden olusan nitel
arastirma yontemi kullanilacaktir.

Anahtar Kelimeler: Rap miizik; kadinin temsili, cinsiyet.
The Problem of Representation of Women in Turkish Rap Music

Abstract

The hip-hop culture can be defined as a ‘popular culture, conscientious movement and genre of artistic
expressions.” Although it is difficult to tell exactly when the hip-hop culture was born, it might be suggested that
the birth of hip-hop dates back to 1975 in the United States. Its emergence was most probably fuelled by the
difficult circumstances surrounding youngsters especially in poor neighbourhoods. There has been considerable
criticism against the representation of women in rap music because of the extremely hostile and violent expressions
about women in lyrics. In rap music that is notorious for its hostility towards women, the description of woman is
remarkable. The following themes on gender which are central to rap music are particularly striking: The lyrics
include messages about the characteristics of men and women and there are such themes that can be interpreted as
adoption of a number of behavioural norms for women. Also, rap music needs to be evaluated within the context
of'social gender relations and the local conditions that is the primary source of inspiration for this music. In popular
music, it is often possible to see stereotypes of women that belong to a lower social class than men. Most rap music
videos involve a humiliating representation of women, and the woman is degraded to a sexual object without any
sign of intelligence. In the study to focus on representation of women in Turkish rap music videos, we will try to
identify the representation of women from the perspective of female musicians and male musicians as well. In this
context, there two key points: The first one is about the distortion of the woman image in the overall Turkish rap
music videos and the representation of women as sexual objects and the second one is related to the humiliating
scenes in music videos of rappers that are supposedly intended to improve such image.

In this study, the representation of women in Turkish rap music videos will be evaluated through the
analysis of the image of woman as an object that might be conveyed through rap music videos. A total of 10
Turkish rap music videos released between 2015 and 2021 will be analysed with a view to understanding how the
representation works. The study will be based on a qualitative research covering the analysis of audio-visual
materials.

Keywords: Rap music; representation of women, gender.



Saflik Efsanesi ve K-pop Endiistrisinde Kadinlarin Objelestirilmesi

) Hayriye Giilay Malkog ]
(Bogazi¢i Universitesi Siyaset Bilimi ve Uluslararasi Iliskiler Boliimii)

Ozet

Jessica Valenti’nin Saflik Efsanesi kitabinda kadinlarin geng, saf ve el degmemis olmasini Amerika
kapsaminda tesvik eden uygulamalardan bahsettigi “saflik miti” diger ataerkil toplumlarda da karsimiza
¢ikmaktadir. Bu toplumlardan biri olan Giiney Kore’de 6zellikle 21.yy’in basindan beri kiiltiirel degisim ve
kiiresel yayilim gosteren Kore Pop Dalgasinda adeta birer fabrikada iiretilen genc kadin idoller gdrsel medya
yoluyla metalagtirilmis ve cinsel objelestirilmislerdir. Saflik mitinin kapsami icerisinde cinsel muglakliga
hapsedilmis kadin idollerin ¢ok kii¢iik yaslardan beri oyuncak bebeklestirilmeleriyle bedenlerinin ve hayatlarinin
kontrolii ellerinden alinmustir. Saflik mitinin disina ¢ikan bazi kadin idoller toplumsal baski ve ¢evrimici tacizle
kars1 karstya kalarak depresyon ve intihara siiriikklenmiglerdir.

Anahtar Kelimeler: Saflik Efsanesi, Kore Pop Dalgasi, Kiz Endiistrileri, Cinsel Muglaklik/Ikilem, Sosyal Baski
ve Intihar.

The Myth of Purity and the Objectification of Women in the K-pop Industry

Abstract

The purity myth which Jessica Valenti asserts in her book "The Purity Myth” mentions the practices
that encourage women to be young, pure, and untouched in the American context also appears in other
patriarchal societies. In South Korea, one of these societies, young female idols produced in girl factories has
been commodified and sexualized through visual media, especially in the Korean Pop Wave, which has been
culturally changing and spreading globally since the beginning of the 21st century. Within the scope of the myth
of purity, female idols imprisoned in sexual ambiguity have been dollified since very young ages, and the control
of their bodies and lives have been taken away from them. Female idols who digress from the purity myth have
faced social pressure and online harassment which led them to depression and even suicide.

Keywords: The Purity Myth, Korean Wave, Girl Industries, Sexual Ambiguity, Social Pressure and Suicide.



Caz Miiziginde Kadinin Yeri

Nagme Yarkin
(Istanbul Universitesi Deviet Konservatuart)

Ozet

Kadinin genel olarak sanat liretiminde, 6zelde caz miiziginde kapladigi alan, toplum diizenini 6rgiitleyen
sosyo-ekonomik, kiiltiirel ve siyasi dinamiklerin belirledigi bir tarihsel siirecte incelenebilir. Bu makalede,
gectigimiz yiizyil boyunca caz miiziginde kadinin yerinin bu dinamiklerin de etkisiyle nasil sekillendigi ve bugiin
bu yerin neresi oldugu islenecektir.

Ataerkil diizen ylizyillar boyunca kadinin rollerini tanimlayip sinirlandirmigtir. 20. yilizyilin en 6nemli
sanat dallarindan biri olarak ortaya ¢ikmis olan caz miizigi, teori ve pratikte yeni dnermeler getirmesine ragmen,
ataerkil gelenegin kosullarinda yasamaya devam etmistir. Cazin kok saldigi bolgelerde kadmin en fazla sarki
sOyleyen bir haz nesnesi ve bir eglence iiriinii olarak sahnede yer almas1 durumu, diinyadaki pek ¢ok sey gibi II.
Diinya Savast ile birlikte degismis; erkeklerin savasa gitmesi kadinlarin hem miizik hem toplumsal alanda
gOriiniirligiini ve giiclinli artirmigtir. Savasin bitmesi ve sanayilesme ile beraber yiikselen kadin hareketlerine
ragmen, kadinin bir meta olarak géziikmesi, ge¢misten gelen kadin prototipi ve algisi onyillar boyunca siirmiistiir.
Caz miiziginde kadmnlar enstriiman segimlerinden, giydikleri kiyafetlere kadar, toplumun beklenti ve arzusu
yoniinde hareket etmisler ve bu yonde bir kadin algis1 olusmustur. Ancak 20. yy’in sonlarina gelindiginde caz
miizigine ait farkli enstlirmanlari ¢alan kadinlarin sayilari artmis ve onlardan gesitli caz kitaplarinda bahsedilmeye
baslanmistir. Giiniimiizde ise, i3 olanaklar1 agisindan esitlik tam olarak saglanabilmis olmasa da,
konservatuarlardaki caz miizigi boliimlerinde ve diger egitim alanlarinda erkek ve kadin 6grencilerin estilenmeye
baslamasi ve kadin 6grencilerin enstriimanlarini cinsiyetleri tizerinden degil, istekleri lizerinden se¢meleri ile bu
konuda bir farkindalik gelismektedir. Gelisen miizik endistrisinin getirdigi olanaklar ve egitim kurumlarindaki
cesitlilik sayesinde, toplumsal cinsiyetin, miizisyen kimligi tizerinde kurdugu hakimiyet zayiflamaktadir.
Makalenin bir ikinci amaci ise bu siire¢ boyunca caz sahnesinde karsimiza ¢ikan giiclii kadinlar: tanitarak, somut
verilerle bu siireci desteklemektir.

Anahtar Kelimeler: Caz, kadin caz miizisyenler, caz tarihi, toplumsal cinsiyet.
Women in Jazz Music

Summary

The space occupied by women in art production in general and jazz music in particular can be examined in a
historical process determined by the socio-economic, cultural and political dynamics that organize the social
order. In this article, it will be discussed how the place of women in jazz music has been shaped by these
dynamics during the last century and where this place is today.

The patriarchal system has defined and limited the roles of women for centuries. Jazz music, which
emerged as one of the most important branches of art in the 20th century, continued to live under the conditions
of the patriarchal tradition, although it brought new propositions in theory and practice. In regions where jazz is
rooted, women take place on the stage as an object of pleasure and entertainment. It changed like many things in
the world with the I World War; men's going to war increased women's visibility and power in both music and
social spheres. Despite the rise of the women's movements with the end of the war and industrialization, the
appearance of women as a commodity, and the women prototype and perception from the past have continued
for decades. In jazz music, women have acted in the direction of society's expectations and desires, from their
instrument choices to the clothes they wear, and a woman perception has been formed in this direction.
However, by the end of the 20th century, the number of women has increased playing different instruments in
jazz music and they started to be mentioned in various jazz books. Today, although equality in terms of job
opportunities has not been fully achieved, male and female students in jazz music departments in conservatories
and other education areas have started to equate and female students choose their instruments based on their
wishes rather than their gender.Owing to the opportunities brought by the developing music industry and the
diversity in educational institutions, the dominance of gender over the musician identity is weakening. The
second aim of this article is to present this process with concrete data by introducing the powerful women we
come across in the jazz scene during this process.

Keywords: Jazz, women jazz musicians, jazz history, gender



Ana Akim Anlati Neden Maco?
Handan Oztiirk

(Istanbul Film Akademi ve Adakademi Sinema Béliimii)

Ozet

Miizik, opera, bale, sinema, resim, performans sanati hepsi anlatinin degisik formlari... Yani ana akim
anlat1 siire¢ icinde bircok forma doniistii. Oyle goriiniiyor ki daha baska formlara da gebe! Ne var ki bu bicimsel
zenginlige ragmen anlatidaki cinsiyet¢i rollerin dagilimi ve islenmesi hep ayni kaldi. Modern edebiyat ve
arthaus sinema donemde kadar esas olarak ayni kalan bu unsur, kadimi patriarkal ve mago bir dil {izerinden
kurguladi. Hikayeyi erkek kahraman ve onun yolculugu iizerinden anlatan bu dil, kadin1 da bu anlat1 iginde
giderek aragsallastirdi.

Insanlar algilamaya baslar baslamaz anlatmaya basladi. Ancak anlatimin form, bigim kazanmaya
basladig1 klan hayatinin giinliik déngiisiinde belirleyici eylem avcilik daha ileriki donemlerde de yagmacilik
oldugundan esas olarak anlat1 da savas hikayeleri iizerine kuruldu. Yani klan iginde yasanan en giiglii ¢atismalar
tizerinden... Ciinki anlatiy1 dinlenir ve ilging kilan giinliik hayat dongiisii i¢cinde yasanan ¢atigmalar oldugu icin
ve ¢atigmalarin en biiyiigiinii de av ve yagma eylemi olmasindan 6tiirii bu eylemlerin ana aktorleri olan erkekler
anlatinin ana kahramani olarak anlatinin bas kosesine yerlesti. Boylelikle olaylar ve anlatilar erkek
kahramanlarin yolculugu olarak kurgulanip anlatildi. Bugiin bu yapiya Kahramanin Yolculugu diyoruz. Bugiin
ana akim sinemada daha yiiksek bir farkindalikla kullanilan bu yapimin esaslar gozetilerek cekilen filmler
olaganiistii gise yapan filmler.

Tabi ki kadinlarin payma da diisen bir anlat1 tiirii vardi! Bu gergekle, gercegin fanteziyle kirilarak
yaratilan Tanrigalar mitiydi. Bu nedenle arkaik donemde her ne kadar bu mit kadin dogurganligina bir yiicelik
atfettigi gibi goriinse de bu bir bakima “Ey tanricalar size taptyoruz daha ne istiyorsunuz. Liitfen fantezi
diinyamizdaki yerinizi alin ve yerylizii islerini ve yer yiiziine dair anlatilar1 bize birakin” haline doniistii. “Diinya
isleri bize, Tanrisallik size” bakig acis1 esasinda bir giizelleme gibi gelen ana tanrigalar donemi sonrasinda
anlatinin en biiyiik handikab1 oldu. Kadin yalnizca dini ritiiellerde ve metinlerde ana kahraman(protagonist) iken
diinyaya dair anlatilan hikayelerdeyse ana kahraman erkekler oldu. Bu hikayelerde kadinlarsa ya anti kahraman
ya da ikincil kahraman olarak iglendi. Bu durum, hangi formda olursa olsun hangi dénemde gecerse gegsin ana
akim anlatinin biitiin formlarinda kadina dair okumalarin temel kodlarini olusturdu.

Anahtar Kelimeler: Sinema, patriarkal, ana akim, kadin

Why is Mainstream Narrative Macho?
Abstract

Music, opera, ballet, cinema, painting, performance art are all different forms of narration... In other
words, mainstream narration has transformed into many forms in the process. It looks like is's pregnant with
other forms too! However, despite this formal richness, the distribution and treatment of the sexist roles in the
narration remained the same. This element, which remained essentially the same until the modern literature and
arthaus cinema period, constructed the woman through a patriacal and macho language. This language, which
tells the story through the male hero and his journey, made the woman increasingly instrumental in this
narration.

As soon as people began to perceive, they started telling. However, as the decisive action in the daily
cycle of clan life, where the narration began to take form, hunting was also looting in later periods, the narration
was mainly based on war stories. In other words, it is through the strongest conflicts within the clan... Because it
is the conflicts in the daily life cycle that make the narrative restful and interesting, and because the biggest of
the conflicts is the act of hunting and looting, the men, the main actors of these actions, have settled in the center
as the main hero of the narration. Thus, events and narratives were constructed and narrated as the journeys of
male protagonists. Today we call this structure the Hero's Journey. The films shot in consideration of the



principles of this structure, which is used with a higher awareness in mainstream cinema today, are extraordinary
box office movies.

Of course, there was a type of narration that also had their share of women! It was the myth of
Goddesses created by breaking reality with fantasy. Therefore, even though this myth in the archaic period
seems to attribute a greatness to female fertility, it is in a way “O goddesses we worship you, what more do you
want. Please take your place in our fantasy world and leave the earth affairs and the narratives about the earth to
us 7. The point of view of "World affairs to us, Godliness to you" became the biggest handicap of the narrative
after the period of mother goddesses, which seemed like a beauty in essence. While women were only
protagonists in religious rituals and texts, men were the main heroes in stories about the world. In these stories,
women were treated as either anti-heroes or secondary heroes. This situation constituted the basic codes of the
readings about women in all forms of mainstream narrative, regardless of its form and period.

Keywords: Cinema, patriarchal, mainstream, woman



Sarki Séyleyen Kadin imgesi: Bir Abject Olarak Insan Sesinin Miizikte Modernite Ekseninde Cinsiyetli ve
Cinsiyetci Kavranma Bi¢imleri

_Giilce Ozen Giirkan
(Yildiz Teknik Universitesi Miizik ve Sahne Sanatlari)

Ozet

20. Yizyil oncesinde genel olarak, 20. ve 21. yiizyilda ise agirlikli olarak, Bati miiziginde kadinin
varligma dair vurgu, enstriiman ¢alma, besteleme ya da miizigi alimlayiciyla bulusturan diger islevlerden once,
sesinde ve sarki sdyleme yetisinde olagelmistir. 20. yiizyilin ortalarma kadar, diger aktiviteleri gibi miizik
aktiviteleri de ev igine sikistirilan Batili “makbul” kadinin, ev icinde calinabilecek bazi enstriimanlar1 6grenmesine
izin verilmis, profesyonel anlamda miizige dahil olusu ise, biiyiik oranda sesiyle siirlandirilmistir. Bununla
birlikte, Modernite etkisinde gelisen Bat1 sanat miizigi geleneginde, insan sesi de diger miizik enstriimanlarina
getirilen standartlasmaya tabi tutularak, tin1 alan1 daraltilmis, elde edilen standart tin1 alaninda daha genis bir perde
aralig1 elde edebilmek adina, beden, kimi zaman kastrasyona varan igslemlerden gegirilerek kontrol altina alinmustir.
Bir yandan sesi ve bedeni kapatilip kamusal alandan diglanan, diger yandan enstriiman gibi erkekle tanimlanan bir
alana girmesindense miizige profesyonel anlamda sesiyle dahil olmasi tercih edilen kadin, tipk1 anneligi 6viilerek
caligma hayatindan diglanmasi gibi, ses alanindaki varligi 6viilerek, “yiiksek” miizigin asil unsuru olarak goriilen
enstriman alanindan biiyiik oranda dislanmigtir. Kadma oldugu kadar sesin kendisine de yonelik olan bu
otekilestirme, 20. ve 21. yiizyilin birgok popiiler miizik performans pratiginde de, enstriiman ¢alanin miizik, sarki
sOyleyenin ise gosteri alanina dahil edilmesi ile kendisini gdstermektedir.
Bu bildiride, Bat1 sanat miiziginde insan sesinin ne tamamen kabul edilen ne de tamamen diglanan bir 6ge olarak
konumu, Julia Kristeva’nin abject kavramiyla birlikte ele almacaktir. Bununla birlikte, kadinin miizikte kendi
sesiyle, yani dogrudan bedeniyle varligina taninan alanin, modernitenin getirdigi zihin-beden, erkek-kadin, ben-
oteki gibi ikiliklerle diisiinme pratikleriyle iliskisi incelenecektir.

Anahtar Kelimeler: Modernite, insan sesi, kadn sesi, abject, miizikte kadn.

The Image of a Singing Woman: The Gender and Sexist Conceiving Forms of the Human Voice as an
Abject in the Axis of Modernity in Music

Abstract

Before the 20™ century in general, and predominantly in 20" and 21* centuries, the emphasis on women’s
existence in Western music is not on instrument playing, composing, or the other functions that bring the music
and its audience together, but on their voices and singing abilities. Until the middle of the 20" century, the
“appropriate” western women, whose musical activities (like almost all their activities) were incarcerated into the
house, were allowed to learn particularly the instruments which can be played at home; their professional inclusion
in music was substantially narrowed down to their voices. In the meantime, in the Western art music tradition that
progresses under the influence of Modernity, voice, just like the other instruments, was subjected to standardization.
As a result, its timbral extent was narrowed down, and to increase its pitch limits, the body was brought under
control sometimes to the extent of applying procedures like castration.
On the one hand, women were secluded and excluded from the public sphere, and, on the other hand, they were
preferred to be professionally included with their voices instead of breaking into the instrumental area, which is
considered to belong to men. Just as their exclusion from the work-life by praising their motherhood, they were
substantially excluded from the instrumental sphere, which is considered as the core element of the “higher” music,
by praising their voices. Thinking of many popular music performance practices of the 20™ and 21% century, this
alienation towards both women and the voice itself can be observed in the form of identifying the singer more as
a part of the show than the music.
In this paper, the standing of voice in Western art music as an element neither entirely accepted nor thoroughly
refused will be discussed in the light of Julia Kristeva’s term, abject. In the meantime, the relationship between
the musical space assigned to the existence of women with directly their bodies as voices and the dualities of
Modernity like mind/body, men/women, and self/other will be examined.

Keywords: Modernity, voice, women’s voice, abject, women in music.



Ermeni ve Kadin Kimligi ile Besteci Sirvart Karamanukyan: Miizik-Kadin, Miizik-Kimlik-Kadin Analizi
Meral Sengiiler

(Meral Sengiiler Ustiin Zekalilar / Yetenekliler Enstitiisii)

Ozet

Osmanli doneminde Anadolu’da, Cumhuriyet doneminde Tiirkiye’de yasayan Ermeniler’in etnik ve
miiziksel kimlikleri siyasi ve politik sorunlarin gdlgesinde kalmis bir konudur. Tiirkiye Ermenilerinin miizik
pratikleri ve miiziksel kimlikleri incelendiginde “miizik ve kimlik”, “miizik ve kadin” bagliklar1 dikkati ¢eker.
Ozellikle Ermeni miiziginde kadin miizisyen, kadin besteci roliiniin ne denli az oldugu ortaya ¢ikmaktadir.
Gayrimiislim miizisyenlerin ve bestecilerin 6zellikle Tiirk Sanat Miizigi tiiriinde eserler ortaya koyduklari goriiliir.

Bu baglamda Tiirkiye Ermenilerinden énemli bir isim “Sirvart Karamanukyan”, bir istanbul Ermenisi olarak
miiziksel kimligi ve Ermeni kadini olmasi ile 6ne ¢ikmaktadir. Konservatuar egitimi almig ve Cemal Resit Rey ile
calismis olan Karamanukyan, Ermenice ¢ocuk sarkilar1 ve Klasik Bati formunda eserler bestelemistir. Yapmis
oldugu uluslararasi kiiltiir alisverisindeki roliiniin yamsira Tiirkiye ve Istanbul Ermeni toplumunda kadinmn yeri ile
ilgili 6nemli bir drnek olusturmaktadir.

Bu bildiride Sirvart Karamanukyan ve eserleri hakkinda bilgi aktarilacak, Ermeni kadin besteci ve miizisyen
kimligi iizerinden miizik-kimlik, Ermeni toplulugunda kadin kimligi ve kiiltiirel kimlik etkilesimleri iizerinden
analizler yapilacaktir. Yapilan analizler ile hem literatiire hem de etnomiizikoloji arastirmalarina katki saglanmasi
hedeflenmektedir.

Anahtar Kelimeler: Sirvart Karamanukyan, Ermeni Kimligi, Miiziksel Kimlik, Kadin Kimligi

Composer with Armenian and Female Identity Sirvart Karamanukyan: Music-Woman, Music-Identity-
Woman Analysis

Abstract

The ethnic and musical identities of Armenians living in Anatolia during the Ottoman period and in
Turkey during the Republican period were overshadowed by political and political problems. “Music and identity”,
“music and woman” are considered when the musical practices and musical identities of the Armenians of Turkey
are examined. Especially in Armenian music, it becomes clear how little the role of a female musician and a female
composer is. It is seen that non-Muslim musicians and composers put forward works, especially in the genre of
Turkish Art Music.

In this context, an important name from the Armenians of Turkey, “Sirvart Karamanukyan”, stands out
for her musical identity as an Istanbul Armenian and being an Armenian woman. Karamanukyan studied at the
conservatory and worked with Cemal Resit Rey, composing children's songs in Armenian and works in classical
Western form. In addition to its role in international cultural exchange, Turkey and Istanbul are an important
example of the place of women in the Armenian community.

In this statement, information about Sirvart Karamanukyan and his works will be transmitted, music-
identity through the identity of Armenian women composers and musicians, analysis will be made through the
interaction of women's identity and cultural identity in the Armenian community. It is aimed to contribute to both
literature and ethnomusicology research with the analysis carried out.

Keywords: Sirvart Karamanukyan, Armenian Identity, Musical Identity, Female Identity



Miizisyen ve Kadin Olarak Alma M. Schindler Mahler ve Fanny Mendelssohn Hensel

Hazan KURTASLAN & Ezgi 0ZYORUK
(Akdeniz Universitesi Giizel Sanatlar Fakiiltesi)

Ozet

Bati Miizik Tarihine bakildiginda kadin miizisyenler erkeklere oranla daha azdir. Bunun baglica
sebeplerinden biri kadimnlarin daha az egitim almis olmalar1 seklinde agiklanabilir. Ozellikle yirminci yiizyil
oncesi Bati Miiziginde erkek egemen yapinin hakim oldugu goéz oniine alinirsa kadinlarin miizik egitimine
erigmesi kisithidir. Fakat Alma M. Schindler Mahler ve Fanny Mendelssohn Hensel basarilarini bu sinirlamalarin
oOtesine tasimis iki kadin piyanist ve besteci olarak literatiirde yer almislardir. Bu iki miizisyen de erken yasta
ailelerinin destegiyle piyano egitimi alarak miizige ilk adimlarini atmiglardir. Bu iki kadin piyanist aldiklari
miizik egitimi sonucunda geng¢ yaslarda bestecilik yonlerini de ortaya koyan eserler iiretmiglerdir. Fanny
Mendelssohn Hensel on {i¢ yagindayken gerceklestirdigi ilk resitalinde Bach’in “Well-Tempered Clavier” eserini
basariyla icra etmis, bu resitalden bir yil sonra ise babasmin dogum giinii onuruna “Thr Tone, Schwingt Euch
Frolich” adl ilk sarkisini bestelemistir. Alma M. Schindler Mahler ise gocuklugundan itibaren resim, piyano,
kompozisyon ve kontrpuan dersleri almaya baglamis ve heniiz 15 yasindayken yiize yakin Lied bestelemistir. Bu
veriler iki miizisyenin de yasadiklart donemde iistiin yetenekli olduklarini géstermektedir.

Caligmada Fanny Mendelssohn Hensel ve Alma M. Schindler Mahler’in toplumsal cinsiyet bakimindan
miizikle olan iligkileri, basarilari, eserleri, egitimcilikleri, icracilik ve bestecilik yonleri ve incelenmistir. Bu
nedenle aragtirmada biyografi analizi deseni kullanilmistir. Veriler dokiiman incelemesi yoluyla toplanmuis,
betimsel analiz yoluyla ¢oziimlenmistir. Arastirmadan elde edilen sonuglara gore iki kadin miizisyenin de
bestelerinin oldugu, piyanist kimligiyle konserler verdigi, kadin olmaktan kaynakli mesleklerini icra etmekte
sikintilar yasadiklari ortaya ¢ikmistir.

Anahtar Kelimeler: Miizik, Kadin, Toplum, Alma M. Schindler Mahler, Fanny Mendelssohn Hansel.

Alma Schindler Mahler and Fanny Hensel Mendelssohn
as Musician and Woman

Abstract

Considering the Western Music History, female musicians are less than men. One of the main reasons
for this can be explained by the fact that women have less education. Considering that the male-dominated
structure is dominant in Western Music before the twentieth century, women's access to music education is
limited. However, Alma Maria Schindler Mahler and Fanny Mendelssohn Hensel, who took their success
beyond these limitations, took place in the literature as pianists and composers. These two musicians took their
first steps in music by taking piano training at an early age with the support of their families. As a result of their
musical education, these two female pianists produced works that also reveal their composition aspects at a
young age. Fanny Mendelssohn successfully performed Bach's "Well-Tempered Clavier" in her first recital at the
age of thirteen, and one year after this recital, she composed her first song named "Thr Tone, Schwingt Euch
Frolich" in honor of her father's birthday. Alma M. Schindler Mahler, on the other hand, started taking painting,
piano, composition and counterpoint lessons since childhood and composed nearly a hundred Lied when he was
only 15 years old. These data show that both musicians were gifted during their lifetime.

In this study, Fanny Mendelssohn Hensel and Alma M. Schindler Mahler's relations with music in terms
of gender, achievements, works, teaching, performing and composing aspects were examined. For this reason,
biography analysis design was used in the research. The data were collected through document analysis and
analyzed through descriptive analysis. According to the results obtained from the study, it was revealed that both
female musicians had their compositions, gave concerts as pianists, and had difficulties in performing their
profession due to being a woman.

Keywords: Music, Woman, Society, Alma M. Schindler Mahler, Fanny Mendelssohn Hansel.



Why Women Sing: Female Performance In Traditional Societies

Razia Sultanova
(Cambridge University)

Abstract

Female performance in traditional societies has always been a phenomenon that presented a real
challenge for women-singers. It is common for famous female performers to have had a difficult but remarkable
destiny. In Central Asia, the female role in society is mostly associated with the fulfilment of family duties and
childbearing commitments. However, we can find a number of cases of famous women-singers, who on their
path to success, recognition and fame, each had to overcome the limitations imposed by traditional societies in
profound ways. Four prominent Central Asian female singers of the 20th and 21st century form the focus of my
presentation: Berta Davydova (1922-2007, Uzbekistan), Munojan Yulchieva (b.1960 in Uzbekistan), Jamala (b.
1983 in Kyrgyzstan) and Manizha (b.1991 in Tajikistan). Bringing attention to performers of both classical and
popular genres of music, I am going to demonstrate that any genre featuring female performances has its
particular challenges and demands and that in order to achieve a successful career, women-singers have always
needed to take a risk. All four women had entered the hall of fame in the history of music with their outstanding
destinies as celebrated musical performers. Their background - always controversial - was the reason for
developing their singing career. All four have achieved fame thanks to their determination and dedication to
singing and hard work, but they have had to overcome many difficulties arising from their national conservative
surroundings. Therefore, their popularity and victories are to be recognised as heavily contextual. Whether by
their own will or by force, those women had entered music history as heralds of changing societies, entering the
strictly gender-biased area of performance, that had previously belonged to male singers. The 21st century has
proven that Central Asian women-performers can go even further, shedding light upon and exposing current
social conflicts and prejudices through their musical performance, as is seen in this day and age, in
the Eurovision song contest, which as a globalised product of modern media, has become an arena for Central
Asian young female pop singers Jamala and Manizha. These women form their authentic image by contributing
to the broader social and political history of their nations.

What are the features of traditional societies in the past and present? Why is being a female performer is
very difficult in those societies? Why do women-performers become the centre of social key problems? In this
presentation, I will exemplify those questions and their effect on world cultures.

Kadinlar Neden Sarki Soyliiyor: Geleneksel Toplumlarda Kadin Performansi

Ozet

Geleneksel toplumlarda kadin performansi, her zaman kadin sarkicilar i¢in gergek bir zorluk olusturan
bir fenomen olmustur. Unlii kadin sanatgilarin zor ama dikkate deger hayatlari olmasi yaygindir. Orta Asya'da,
toplumdaki kadinin rolii ¢ogunlukla aile gorevlerinin yerine getirilmesi ve ¢ocuk dogurma beklentileriyle
iligkilidir. Bununla birlikte, basari, taninma ve sohrete giden yolda her biri geleneksel toplumlarin dayattigt
sinirlamalarin derin yollarla tistesinden gelmek zorunda kalan bir dizi tinlii kadin sarkici bulabiliriz. 20. ve 21.
ylizyilin 6nde gelen dort Orta Asyali kadin sarkicisi sunumumun odak noktasini olusturuyor: Berta Davydova
(1922-2007, Ozbekistan), Munojan Yulchieva (Ozbekistan'da d. 1960), Cemala (d. 1983, Kirgizistan) ve
Manizha (b.1991 Tacikistan). Sunumumda hem klasik hem de popiiler miizik tiirlerinin icracilarina dikkat
¢ekerek, kadin performanslarinin sergilendigi her tiiriin kendine 6zgii zorluklar ve talepleri oldugunu ve basarili
bir kariyere ulagmak i¢in kadin sarkicilarin her zaman risk almasi gerektigini 6rneklerle agiklayacagim. Dort
kadin da miizik tarihi sahnesine iinlii miizik sanatcilar1 olarak olaganiistii hayat hikayeleriyle girmislerdi. Her
zaman tartigmalara yol agan gec¢misleri sarkicilik kariyerlerini gelistirmelerinin sebebiydi. Dordii de sarki
soyleme ve siki caligma noktasindaki kararliliklari ve bunlara bagliliklart sayesinde iin kazandi, ancak ulusal
muhafazakar cevrelerinden kaynaklanan birgok zorlugun iistesinden gelmek zorunda kaldilar. Bu nedenle,
popiilerlikleri ve zaferleri, daha ¢ok bu baglamda degerlendirilmelidir. Bu kadinlar, kendi iradeleriyle ya da
zorla, tam anlamiyla toplumsal cinsiyete dayali performans alanina giren ve daha 6nce erkek sarkicilara ait olan
anlayisin degistigi toplumlarin miijdecileri olarak miizik tarihine girdiler. 21. yiizyil, Orta Asyali kadin
sanat¢ilarin bugiin goriildigii gibi miizik performanslariyla mevcut toplumsal ¢atigsmalara ve onyargilara 151k
tutarak daha da ileri gidebileceklerini kiiresel ve modern medyanin {iriinii olan ve Orta Asyali gen¢ kadin pop
sarkicilar1 Jamala ve Manizha i¢in bir miicadele alan1 haline gelen Eurovision sarki yarigmasinda kanitladi. Bu
kadinlar, uluslarimin sosyal ve politik tarihine genis katkida bulunarak 6zgiin imajlarin1 olusturdular.

Gegmiste ve glinlimiizde geleneksel toplumlarin 6zellikleri nelerdir? Bu toplumlarda kadin icraci olmak
neden ¢ok zor? Kadin sanatgilar neden sosyal sorunlarin merkezi haline geliyor? Bu sunumda, bu sorulari ve
diinya kiiltiirleri Gizerindeki etkilerini 6rneklendirecegim.



Tiirk Halk Miizigi Kadin Saz Sanatcilar: ve Devlet
Miizik Kurumlarindaki Yeri

Arslan AKYOL
(Tiirk Halk Edebiyati Bilim Uzman)

Ozet

Cumhuriyetin kurulmasi ile yeni bir aydinlanma doénemine girilmistir. Kulluktan yurttashiga gecilen
yeni donemle birlikte, gliniimiiz “medeni” Avrupa’sindaki bir¢ok iilkeden daha 6nce, Tiirk kadinina se¢cme ve
secilme hakki basta olmak bir¢ok haklar vermistir. Geng Tiirkiye Cumhuriyeti, pek ¢ok meslek dalinda
kadmlarin da olmasina olanak saglamisg, bu cabalar sonucunda Tiirk kadini birgok meslekte s6z sahibi olmus,
miizik ve glizel sanatlar alaninda da sanatcilar yetismistir. Bunun dogal sonucu olarak hem ses hem de ¢algi
dalinda bir¢ok Tiirk kadin sanat¢1 adini diinyaya duyurmay1 basarmistir. Glinlimiizde de devletin pek ¢ok miizik
kurumunda kadin saz sanatgilari kadrolu olarak calismaktadir. Ancak devletin sanat kurumlarinda Tiirk
miiziginin iki dalindan biri olan geleneksel Tiirk sanat miizigi dalinda ¢ok sayida kadin saz sanatgisi istihdam
edilirken, Tiirk halk miizigi dalinda kadrolu higbir sanatginin olmamasi dikkat ¢ekici ve diigiindiiriictidiir. 1976
yilindan itibaren kurulmaya baglanan Tiirk miizigi konservatuvarlar ve Tiirk miizigi bolimii olan fakiiltelerin
birbiri ardina agilmasina ragmen, bu yiiksekdgretim kurumlarinin kadrolarinda bile ¢ok az sayida kadin ¢algi
egitimcisine yer verildigi goriilmektedir. Kadin saz sanatgilarinin bu sahada ¢ok az sayida yer almasinin altinda,
halk miizigindeki erkek egemen anlayisin yan sira, toplumun kadina bigtigi rol, ¢alisma kosullari, sosyolojik,
ekonomik ve kiiltiirel nedenlerin oldugu kisisel gozlemlerim ve bircok akademisyen tarafindan da tespit
edilmistir. Tiim miizik egitimi veren okullarin ve sanatg1 istihdam eden devlet kurumlarinin, bu konuda ortak bir
caligma yaparak kadin saz sanat¢ilarinin bu sahada da yer almalarini saglamalari gerekmektedir.

Anahtar Kelimeler: Tiirk Halk Miizigi, Kadin Saz Sanat¢ilari, Devlet Miizik Kurumlari, Calgt Egitimi.

Turkish Folk Music Female Instrumentalists and
Their Place In State Art Institutions

Abstract

With the establishment of the Republic, a new era of enlightenment has begun. With the new period
from servanthood to citizenship the Republic has given many rights to Turkish women, especially the right to
vote and be elected, before many countries in today's civilized Europe. The young Republic of Turkey made it
possible also for women to be in many professions. As a result of these efforts, Turkish women had a say in
many professions and artists were trained in the field of music and fine arts. As a natural result of this, many
Turkish women artists have succeeded in making their names known to the world, both in singing and musical
instruments. Today, female instrument artists work as permanent staff in many music institutions of the state.
However, while many female instrument artists are employed in the branch of traditional Turkish art music,
which is one of the two branches of Turkish music in the art institutions of the state, it is remarkable and
thought-provoking that there are no permanent staff in the branch of Turkish folk music. Despite the opening of
Turkish music conservatories and faculties with Turkish music departments, which have been established since
1976, it is seen that there are very few female instrument educators even in the staff of these higher education
institutions. It has been determined also by myself and many academicians that the role society gives to women,
the working conditions, sociological, economic and cultural reasons, besides the male dominant understanding in
folk music, are behind the fact that female instrumentalists are very few in this field. All music education schools
and state institutions employing artists should collaborate on this issue and ensure that female instrumentalists
take part also in this field.

Keywords: Turkish Folk Music, Female Instrumentalists, State Music Institutions, Instrument Education.



Tiirkiilerde Kadln Temasi
Erzurum ili Ornegi

Ahmet Selcuk Bayburtlu
(Swrnak Universitesi GSF)

_ Duygu Ulusoy Yilmaz
( Sivas Cumhuriyet Universitesi Egitim Fakiiltesi GSEB Miizik Egitimi)

Ozet

Ureten kadinlarin gerek bireysel, gerek toplumsal cinsiyete iliskin sorunlar karsisinda seslerini
duyurmaya baglar hale gelmesine paralel olarak, kadim1 konu alan sosyal ¢aligmalar da yogunlagsmaya
baslamistir. Halk biliminden sosyolojiye, psikolojiden miizikolojiye kadar farkli disiplinlerde toplumsal cinsiyet
ve kadin temasini ele alan —6zellikle- kiiltiirel ¢alismalarda bunun yansimalarini gérmek miimkiindiir. Kiiltiiriin
isitsel boyutu olan miizik alaninda da kadina iliskin ¢alismalarin artmaya basladig1 goriiliir. Popiiler miiziklerin
yanu stra kiiltiiriin s6zlii ve isitsel yansimasi olan tiirkiilerde de bu kapsamda ¢aligma hareketliligi dikkati ¢eker.

Toplum yasamini, olaylara bakis agisini gegmisten giiniimiize tagtyan kiiltiirel bir miras olan tiirkdiler,
sozlerindeki temalardan, motiflerden yola ¢ikarak toplumunun 6ziine iligkin bilgi edinmemizi saglayan 6nemli
veri kaynaklaridir. Bu arasgtirmada, bu degerli kaynaklardan yola ¢ikarak, gecmisten giiniimiize kadina bakis
acisinin nasil oldugu sorusuna Erzurum tiirkiileri 6rnekleminde yanit aranmaktadir. Bu kapsamda, dokiiman
analizi yontemi kullanilarak Erzurum yoresine ait 308 tiirkii detayli olarak incelenmis, s6zlerinde kadin temasi
iceren 167 tirkii saptanmistir. 153°i kirik hava, 14’4 uzun hava olan bu tiirkiilerin; makam, usul, agiz
ozelliklerine gore dagilimi yapilmistir. Tiirkiiler, kadina iligskin semboller, hitap sekilleri, kadina uygun gériilen
roller agisindan incelenmis, tiim veriler 151ginda yo6renin toplumsal yapisi iginde kadinin konumu, kadina bakis
acisi tablo ve grafikler seklinde gosterilerek yorumlanmistir.

Anahtar Kelimeler: Kadin, Toplumsal Cinsiyet, Halk Sarkisi, Tiirkii, Miizikoloji.

Women's Theme in Turkish Folk Songs
Example of Erzurum Province

Abstract

Parallel to the fact that productive women started to be heard in the face of both individual and gender-
related problems, social studies on women have also started to intensify. It is possible to see the reflections of
this in cultural studies -especially- dealing with gender and the theme of women in different disciplines from
folklore to sociology, from psychology to musicology. In the field of music, which is the auditory dimension of
culture, it is seen that the studies related to women have started to increase. In addition to popular music, folk
songs, which are the verbal and auditory reflection of the culture, draw attention in this context.

Folk songs, a cultural heritage that carries the social life and the perspective of events from the past to
the present, are important data sources that enable us to obtain information about the essence of society based on
the themes and motifs in their words. In this study, based on these valuable resources, an answer is sought in the
sample of Erzurum folk songs to the question of how the perspective of women is from the past to the present. In
this context, using the document analysis method, 308 folk songs of Erzurum region were examined in detail,
and 167 folk songs containing a woman theme in their lyrics were determined. Of these folk songs, 153 of which
are “rhythmic melody” and 14 of which are “free-rhythmic melody”; It has been distributed according to the
features of magam, method and dialect. The folk songs were examined in terms of symbols related to women,
forms of address, roles deemed appropriate for women, and in the light of all the data, the position of the woman
in the social structure of the region and her perspective on women were interpreted in the form of tables and
graphs.

Keywords: Woman, Social Gender, Folk Song, Song, Musicology.



Barak Yoresi Kadin Agitlarinda
Tespit Edilen Temalar

Mirag¢ Cakur
(Gaziantep Universitesi Sosyal Bilimler Enstitiisii)
Mehmet Ali Zarifoglu
(Bursa Uludag Universitesi Sosyal Bilimler Enstitiisii)

Ozet

Barak ovasi olarak adlandirilan yer giintimiiz Tiirkiye cografyasinin Giineydogu Anadolu bolgesinde
yer alan Gaziantep ilinin giineyinde, Sanlurfa ile Gaziantep arasinda kalan bir ovadir. Ovanin igerisinde bir¢ok
koy ve yerlesim yeri bulunmaktadir. Bu yerlesim yeri adini icerisinde yasayan Barak Tiirkmenlerinden almistir.
Farkl1 toplumlarda ¢esitli sekillerde goriilebilecegi gibi Barak Tiirkmenlerinin de kendi kiiltiir daireleri igerisinde
kendine 6zgii 6liim adetleri vardir. Bu adetlerden birisi genel olarak bir kadin sdylemi olarak karsimiza ¢ikan
agitlardir.  Agitlar, toplumsallastifinda kiiltiirel bellek icerisinde yer edinebilen toplumsal ya da bireysel
konularin iglendigi siirsel yapilar olarak karsimiza g¢ikar. Tarih ve mekan seyri igerisinde dogal olarak
toplumlarin yasayis sekilleri farklilik géstermis bu baglamda da agitlarda islenen konular da gesitlenerek
glinimiize ulasmistir. Agit kelimesinin TDK’ ya gore bir anlami; “6lenin iyi niteliklerini, 6limiinden sonra
duyulan acty1 dile getiren s6z veya ezgi” dir. Agitlar genel olarak Sliim ile iliski olsa da zaman ve mekan
icerisinde ¢esitli konulari da biinyesinde barindirmistir. Buna 6zet olarak gelin kinasinda baba evinden ayrilisi ya
da yasanilan maddi ve manevi sikintilar gosterilebilir. Barak ydresi miizik kiiltiirii igerisindeki agitlar genel
olarak kadin sdylemi olarak dikkat ¢ekmektedir. Agit, miizik gelenekleri agisindan zengin bir yapiya sahip olan
Barak Tiirkmen kiiltiirii igerisindeki kadin sdylemlerinden sadece birisidir. Geg¢miste konar goger bir yasam
tarzina sahip olan Barak Tiirkmenlerinde Agit yakma gd¢ siireci igerisinde de bir yer edinmistir. Yorede,
gerceklesen Olim torenlerindeki agitlarin yani sira 6limden uzun zaman sonra da dogacglama agitlara, farkli
olarak da bireyin yasadigi maddi ve manevi sikintilari konu edinen temalara rastlanilabilir. Bu baglamda
bildiride alandan yeni derlenen agitlardan ve literatiire daha Onceden kazandirilmis agitlardan &rnekler
sunulacak, agitlarin temasi iizerinde durularak sosyokiiltiirel baglamda ele alinacaktir.

Anahtar Kelimeler: Barak, Agit, Oliim, Gog.

The Themes That Are Detected in Barak
Region Women Laments

Abstract

The place called Barak plain is a plain located between Sanlurfa and Gaziantep in the south of
Gaziantep province, located in the Southeastern Anatolia region of modern Turkey. It is a plain in the south of
Gaziantep province, between Sanliurfa and Gaziantep. There are many villages and settlements in the plain. This
settlement got its name from the Barak Turkmens who lived in it. As can be seen in various ways in different
societies, Barak Turkmens also have their own custom of death within their cultural circles. One of these
customs is lamentation, which generally comes across as a female discourse. Lamentations appear as poetic
structures in which social or individual issues are processed, which can take place in cultural memory when
socialized. In the course of history and place, naturally, the ways in which societies live have differed, and in this
context, the issues committed in lamentations have diversified and survived to the present day. A meaning of the
word lament according to TDK is “a word or melody that expresses the good qualities of the deceased, the pain
heard after his death”. Although lamentations are generally related to death, they have also included various
topics in time and place. As a summary the departure from the father's house in the bride’s henna or the material
and spiritual difficulties experienced can be shown. Lamentations in the music culture of the Barak region attract
attention as women's discourse in general. Lament is just one of the women's discourses in Barak Turkmen
culture, which has a rich structure in terms of musical traditions. In the past, lamenting also gained a place in the
migration process for Barak Turkmen, who had a nomadic lifestyle. In the region, in addition to the lamentations
at the death ceremonies that take place, improvised lamentations long after death, as well as themes that are the
subject of material and spiritual problems experienced by the individual. In this context, the statement will
present examples of newly compiled lamentations from the field and lamentations previously acquired in the
literature, and will be discussed in a socio-cultural context with an emphasis on the theme of lamentations.

Keywords: Barak, Lament, Death, Migration.



Kaybolmakta Olan Yoriik Kiiltiiriiniin
Yasayan Sesi: Giilay Diri

) Pmar Kasapoglu Akyol
(Ankara Universitesi, Dil ve Tarih Cografya Fakiiltesi)

Ozet

Gegim Oriintiileri hayvanciliga dayanan, kislak ve yaylaklar arasinda hayvanlariyla birlikte diizenli gog
eden “Yoriikler”, Anadolu goger kiiltiiriinlin 6nemli temsilcilerinden olmustur. “Yoériikler” ve bu topluluklarin
“Yoriik kiiltiirii” yasanan degisim ve doniisiim siiregleriyle hizla kaybolmakta ve hayatimizdan ¢ekilmektedir. Bu
durum kendilerine 6zgili bir¢ok kiiltiirel deneyim ve pratiklerin bir baska ifadeyle somut ve somut olmayan
kiiltiirel miraslarinin da kayb1 anlamima gelmektedir. Nitekim, 2003 Yilinda UNESCO tarafindan kabul edilen
“Somut Olmayan Kiiltiirel] Mirasin Korunmasi1 Sozlesmesi’nin “koruma yaklasimlar’” baglaminda Tiirkiye
Ulusal Envanteri'ne “Yaylacilik Gelenegi” adi altinda kaydedilen unsur, bu kiiltiiriin korunmasina yonelik
¢abalar ifade etmektedir.

Yoriik kiltiirin bilgi, beceri, yarati ve deneyimlerle dolu zengin diinyasinda halk kiiltiiriiniin temel
unsurlarindan biri olan miizigin de énemli bir yeri bulunmaktadir. Yoriikk miiziginin yasayan temsilcilerinden
birisi de Kiiltiir ve Turizm Bakanlig: tarafindan kendisine “mahalli sanat¢1” unvani verilen, yerel ve ulusal
alanda yapmakta oldugu c¢aligmalarla éne ¢ikan “Ibradi (Antalya)” yoresi yerel sanatgist Giilay Diri’dir. Bu
alanda bir gelenek tasiyicisi ve aktaricisi olan Giilay Diri ayn1 zamanda kiiltiirel bellegin 6nemli bir sozli
kaynag1 konumundadir.

Bu bildiride, kaybolmakta olan bir kiiltiiriin miizigi ve bu miizigin yasayan temsilcisi araciligiyla
gelenegin aktarimi konu edilecektir. Yerel kadin sanat¢i Giilay Diri ile 2018-2021 yillart arasinda farkli
zamanlarda yiiz yiize, telefonda ve internet lizerinden (Zoom araciliftyla) gergeklestirilen derinlemesine
goriismeler sonucunda elde edilen veriler degerlendirilmeye caligilacaktir.

Anahtar Kelimeler: Yoriikler, Somut Olmayan Kiiltiirel Miras (SOKUM), Geleneksel Miizik, Gelenek Aktaricisi,
Giilay Diri.

The Living Voice Of The Disappearing
“Yoriik” Culture: Giilay Diri

Abstract

Nomadic Yoriiks, whose livelihood patterns are based on animal husbandry, and who migrate regularly
between winter and plateaus (kislak-yaylak) with their animals, have been among the important representatives
of Anatolian nomad culture. “Yoriikler” and “Nomadic Yoriik culture” of these communities are rapidly
disappearing and withdrawing from our lives with the processes of change and transformation. This situation
means the loss of many cultural experiences and practices unique to them, in their tangible and intangible
cultural heritage. As a matter of fact, in the context of "safeguarding approaches" of the "Convention for the
Safeguarding of the Intangible Cultural Heritage" adopted by UNESCO in 2003, "Transhumance Tradition"
recorded in the Turkey's National Inventory as efforts to safeguard this culture.

In the rich world of yériik culture full of knowledge, skills, creations and experiences, music, which is
one of the basic elements of folk culture, has an important place. One of the living representatives of yoriik
music is Giilay Diri, a local artist of the "Ibradi (Antalya)" region, who stands out with her local and national
works and was given the title of "local artist" by the Ministry of Culture and Tourism. Giilay Diri, who is a
tradition carrier and transmitter in this field, is also an important oral source of cultural memory.

In this paper, the music of a disappearing culture and the transmission of tradition through its living
representative will be the subject. It is tried to be evaluated the data obtained as a result of in-depth interviews
(face-to-face, over the phone and over the internet (via Zoom)) with local female artist Giilay Diri, at different
times between 2018-2021.

Keywords: Nomadic Yoriiks, Intangible Cultural Heritage (ICH), Traditional Music, Tradition Transmitter,
Giilay Diri.



Tarihi Kaynaklar Isiginda Kadin ve Misiki

Gamze Kopriilii
(Tokat Gaziosmanpasa Universitesi Deviet Konservatuvari)

Ozet

Miisiki alaninda etnomiizikoloji ¢alismalari igerisinde yer bulan cinsiyet kavrami, kadinin misiki
kimliginin ortaya konulmasi bakimindan énemli ¢aligma alanlari sunar. Ancak c¢aligmalara bakildiginda kadinin
ozellikle misiki alaninda varliklarini ortaya koyacak kaynaklarin yetersizligi ve azligi dikkati ¢eker. Diger
alanlarda oldugu gibi masiki alaninda da erkek egemen bir anlayis metodunun ortaya konmasi, gerek Tiirk
mdisikisinde gerekse diger diinya misikilerinde bunu agik¢ca goézler Oniine sermektedir. Disiplinler arasi
caligmalara bakildiginda da gerek edebiyat gerekse sanat tarihi, mimari, tarih vb. alanlarda kadmin kimligi ve
varlig1 tizerine aydinlatici ¢aligmalara pek rastlanmaz ve kadin kimligi iizerine yapilan ¢aligmalarin ge¢misi ise
cok ta geriye gitmez.

Bu caligma disiplinler arasi bir ¢aligma olup gorsel kaynaklar esas alinarak hazirlanmistir. Resim sanati
icerisinde yer alan minyatiir sanat1 ve ge¢mis donemlerde ¢alismalar sonucu ulasilan tarihi eserler arastirilmstir.
Elde edilen bulgular ile gegmis donem igerisinde yer alan kadin figiiriiniin gérseller tizerinden mdsiki alaninda
gostermis olduklar1 faaliyetler ile kimliginin ve konumunun ortaya konulmasi amaglanmistir. Geriye doniik
arasgtirma modelinin uygulandig1 caligmada analiz yontemi ile durum tespitine gidilmistir. Tarihi kaynak
niteligine sahip minyatiirler ve kazilar sonucu elde edilen tarihi eserler igerisinde musiki icrd eden kadin
figiirlerine ait bulgular ile kadinin da igerisinde bulundugu -6zellikle saray kiiltiirii- kiiltiir anlayiginin ortaya
konmasi 6nem arz etmektedir. Caligma ulagilabilinen gorseller ile sinirlidir.

Anahtar Kelimeler: Kimlik, Misiki, Kadin, Minyatiir, Tarihi Eser.

Women and Music in The Light of Historical Resources

Abstract

The concept of gender, which is included in ethnomusicology studies in the field of music, offers
important fields of study for revealing the musical identity of women. However, when looking at the studies, the
insufficiency and scarcity of resources that will reveal the existence of women, especially in the field of music,
draw attention. As in other fields, putting forward a male-dominated understanding method in the field of music
clearly reveals this both in Turkish music and in other world music. Considering the interdisciplinary studies,
both literature and art history, architecture, history and so on. There are hardly any enlightening studies on the
identity and existence of women in the fields, and the history of studies on women's identity does not go far
back.

This study is an interdisciplinary study and has been prepared on the basis of visual resources.
Miniature art included in the art of painting and historical artifacts obtained as a result of studies in the past have
been researched. With the findings obtained, it is aimed to reveal the identity and position of the female figure in
the past period with the activities in the field of music through visuals. In the study in which the retrospective
research model was applied, the situation was determined with the analysis method. Among the historical
artifacts obtained as a result of historical source miniatures and excavations, it is important to reveal the
understanding of culture, especially the palace culture, in which the woman is included with the findings of
female figures performing music. The study is limited to the visuals that can be reached.

Keywords: Identity, Music, Woman, Miniature, Historical Artifact.



Sanat, Kimlik ve Kadin

Hatice Selen TEKIN
(Sakarya Universitesi, Deviet Konservatuart)

Ozet

Kadm, toplumun, dolayisiyla sanatin en Onemli konularindan biridir. Cilinkii yasamin niteligini
belirleyen biitiiniin i¢inde kadinin durusudur. Kadin toplumun temel dinamiklerindendir. Sanat, kadin ve toplum
ic icedir.

Sanat, insanin, duygu ve diislincelerini belli bir disiplin i¢inde ve estetik kaygiyla disa vurmasidir.
Kadin 6ziinde yer alan estetik bilingle bilimde, edebiyatta, siirde, romanda, miizikte sanatin her kolunda yer
alabilir ve kendini ifade edebilir. Ama bu ifadelendirme toplumun 6zgiirliikei, esitlik¢i, demokratik, hiimanist
niteligini yansitma ve toplumun kimligini bu ¢er¢evede yaratan bir bigimde olmalidir.

Kadinin dogas1 geregi sanata yonelmesi ve kimligini sanatla beslemesi onu ayricalikli bir konuma
getirir. Toplumun olusumunda temel dinamik olan kadiin sanatsal bir orgiiyle kimligini donatmasi, i¢inde
bulundugu topluma, ilerleme, zenginlik ve refah getirir.

Sanat, herseyden dnce gerekliliktir. “Sanat insanm diinyay1 taniyip degistirebilmesi igin gereklidir”* ve
“sanatin kendisi bir toplum gergegidir’2. ErnstFisher, sanatm bireyleri toplumlari aydinlatan bilyiileyici bir giig
oldugundan, sanat¢inin da bunu yansitan bir biiyiicii oldugundan s6z eder. Sanatin oldugu yerde diisiinme idrak
etme ve aydinlanma vardir.

Sanat1 agiklayan en birincil konu ise estetizmdir. Sanat estetizmden ayr1 tutulamaz. Estetizmin olmadig:
yerde sanattan sz edilemez. Sanat ile estetizm arasinda kopmaz bir bag bulunur. Ciinkii sanatin oldugu yerde
estetik kaygilar vardir. Kadindaki estetizm kaygis1 yapisal olarak yaptigi islerle biitiinlesir ve birer kompozisyon
anlatan sanat eserleri ortaya c¢ikarabilir. Kadin her ne kadar geri planda birakilmis olsa da tim tarihinde bu
yapisal durusunu sergilemistir.

Sanat estetik smirlarini zorlayacaksa, kadinst estetizm de sanata tutunmayi zorlamak durumundadir.
Estetizmden kopuk kadin olamazsa, sanatta estetizmden kopuk olamaz. Kadinin sanatla baglantis1 ve kimligini
tanimlamasi tam da burada ortaya ¢ikar.

Bu ¢aligmada “sanat, kimlik ve kadin” konusu, Kimlik, tamimlama, taninma, yalin kimlik, giydirilmis
kimlik, yabancilasma ve ozgiirlesme kavramlar cercevesinde degerlendirilecek, sonucglar bu cercevede
yorumlanacaktir.

Anahtar Kelimeler: Kadin, Kimlik, Kadin Kimligi, Sanat, Estetizm.
Art, Identity and Woman

Abstract

Woman is one of the most important subjects of society and therefore of art. Because what determines
the quality of life is the posture of the woman in the whole. Woman is one of the fundamental dynamics of
society. Art, women and society are intertwined.

Art is the expression of human feelings and thoughts in a certain discipline and with aesthetic concern.
With the aesthetic consciousness in the woman, she can take place and express herself in every branch of art in
science, literature, poetry, novels, and music. However, this expressions hould be in a way that reflects the
libertarian, egalitarian, democratic, humanist character of the society and creates the identity of the society
within this frame work.

As a woman's natural orientation towards art and nurturing her identity with art makes her a privileged
position. The woman, who is the basic dynamic in the formation of society, brings progress, wealth and
prosperity to the society she lives in by filling her identity with an artistic knitting.

Art is first and foremost a necessity. "Art is necessary for man to know and change the world"3 and "art
itself is a reality of society"“. Ernst Fisher mentions that art is a fascinating force that enlightens individuals and
societies, and that the artist is a sorcerer who reflects this. Where there is art, there is thinking, understanding and
enlightenment.

The primary subject that explains art is aestheticism. Art cannot be separated from aestheticism. Where
there is no aestheticism, art cannot be mentioned. There is an inseparable link between art and aestheticism.

'EmnstFisher;”Sanatin Gerekliligi”, Sézciikler Yayinlari, Istanbul, 2016, s. 29
2A.0.e, s. 64
3 ErnstFisher;”Sanatin Gerekliligi”, Sozciikler Yayinlari, Istanbul, 2016, s. 29
4A.ges. 64



Because where there is art, there are aesthetic concerns. Women's concern for aestheticism integrates with their
structural work and can reveal works of art describing a composition. Although the woman is left in the
background, she displayed this structural stance throughout her history.

If art is topush the boundaries of aesthetics, it has to force the clinging to art in feminine aestheticism. If
there is no woman who is disconnected from aestheticism, she can not be disconnected from aestheticism in art.
It is here that the connection of the woman with art and the definition of her identity emerges.

In this study, the subject of "art, identity and women" will be evaluated within the framework of the
concepts of identity, identification, recognition, plain identity, clothed identity, alienation and emancipation.
Results will be interpreted in thiscontext.

Keywords: Woman, Identity, Female Identity, Art, Aestheticism.



Kadin Miizik Ogretmenlerinin Karsilastiklar
Etik Sorunlara Bir Bakis

Safiye Yagci
(Afyon Kocatepe Universitesi Devlet Konservatuvart)
Emel Funda Tiirkmen
(Canakkale Onsekiz Mart Universitesi Devlet Konservatuvart)

Ozet

Kadinlar giiniimiizde her alanda ¢aligmakta ve iiretici niifusun 6nemli bir boliimiini olusturmaktadir.
Miizik alaninda da oldukg¢a fazla sayida kadin sanat¢1 sahne, egitim ve miizikal iiretimleri ile miizik kiiltiiriimiize
katkida bulunmaktadir. Miizik egitimi, profesyonel, amator ve genel miizik egitimi boyutlariyla genis bir alani
kapsamaktadir. Okul dncesinden akademik diizeye her boyutta gorev alan kadin miizik dgretmenlerinin de bu
alanda oldukca degerli katkilarda bulundugu bilinmektedir. Ote yandan insanin iiretim ve tiiketim igerisinde
bulundugu her alanda etik kavramlarin irdelenmesi ve diizenlenmesi ¢aligmalarin daha saglikli yiirtitiilmesi ve
calisanlarin ¢alisma kosullarinin en iyi sekilde gelistirilebilmesi agisindan biiyiik nem tagimaktadir.

Bu c¢aligmada, kadin miizik &gretmenlerinin, ilk, orta ve lise diizeylerinde c¢alistiklari kurumlarda
karsilastiklar etik sorunlar irdelenmeye c¢alisilmistir. Bu sorunlar, kurum yoneticileri, meslektaglari, 6grencileri,
mesleginin uygulamasi ile ilgili etik sorunlar basliklarinda ele alinmig, kadin miizik egitimcilerinin yagadiklar
sorunlar, s6z konusu basliklar altindaki degerler dikkate alinarak irdelenmeye calisilmigtir. Arastirmada etik
sorunlar, kadin miizik 6gretmenleri agisindan incelenmis, etik degerler ise, Nihal Tunca (2012) tarafindan
gelistirilen “Ilkogretim Ogretmenleri I¢in Mesleki Degerler Olgeginin  Gelistirilmesi ve ilkogretim
Ogretmenlerinin  Mesleki Degerlerinin  Belirlenmesi” &lgeginde yer alan temalar dikkate alinarak
olusturulmugtur. Tunca (2012)’nin 6l¢egindeki, degerlere yonelik davraniglar arastirmaya uyarlanmis ve miizik
Ogretmenlerinin etik sorunlari bu degerlere gore tespit edilmeye calisilmigtir. Arastirma, kadin miizik
Ogretmenlerinin sorunlarina odaklanmasi ve sorunlarmin tespitine katkida bulunmasi acilarindan 6nemlidir.

Anahtar kelimeler: Kadin Miizik Ogretmenleri, Kadin Ogretmenler, Etik Sorunlar:, Miizik Ogretmenleri ve Etik.

An Overlook to the Ethical Problems Faced by
Female Music Teachers

Abstract

Today, women's identity works in every field and constitutes an important part of the productive
population. In the field of music, many female artists contribute to our music culture with their performances,
educational and musical productions. It is known that female music teachers have also made valuable
contributions in this field. On the other hand, examining and organizing ethical concepts in every field where
human beings are involved in production and consumption is of great importance in terms of conducting
healthier studies and improving the working conditions of employees in the best way.

In this study, the ethical problems faced by female music teachers in their institutions were tried to be
examined. These problems were discussed under the headings of institution managers, colleagues, students,
ethical problems related to the practice of their profession, and these problems experienced by female music
educators were tried to be examined by taking into account the values under these headings. In the study, ethical
problems were examined in terms of female music teachers, and ethical values were formed by taking into
account of the themes included in the "Development of the Occupational Values Scale for Primary Education
Teachers and Determination of the Occupational Values of Primary School Teachers" scale developed by Nihal
Tunca (2012). Values-oriented behaviors in the scale of Tunca (2012) were adapted to the research and the
ethical problems of music teachers were tried to be determined according to these values. The research is
important in terms of focusing on the problems of female music teachers and contributing to the determination of
their problems.

Keywords: Female Music Teachers, Female Teachers, Ethical Problems, Music Teachers and Ethics.



Piyanist, Egitimci ve Besteci Kimligiyle Meliha Doguduyal

Hazan KURTASLAN & Ezgi OZYORUK
(Akdeniz Universitesi Guzel Sanatlar Fakiiltesi)

Ozet

Cumbhuriyetin kurulmasiyla birlikte Atatiirk’iin Onciiligiinde pek c¢ok sanat alaninda yenilesme
hareketleri baslamistir. Miizik sanatindaki baslica gelismeler; var olan miizik kurumlarinin yenilenmesi ve yeni
kurumlarin agilmasi, Avrupa’ya egitim almak iizere Tiirk 6grencilerin gonderilmesi, Avrupa’dan egitimcilerin
Tirkiye’ye getirtilerek Bati miiziginin Tiirkiye’ye tanitilmasi, Tiirk Miizigine yonelik derleme ¢aligmalarinin
baslatilmasi olarak siralanabilir. Cumhuriyet donemiyle birlikte Avrupa’da egitim gérmiis Tirk mizisyenlerin
bir kismi iilkeye geri donerek besteleriyle ve egitimcilik yonleriyle Tirk miizigine katki saglamiglardir.
Bestecilik, kuramcilik ve solistlik egitimi alan Tiirk miizisyenler iilkenin ¢oksesli miiziginin gelisimine 6nemli
Olciide katki saglamislardir. Cumhuriyet doneminin yetistirmis oldugu son dénem bestecilerinden biri olan
Meliha Doguduyal, miizikle {i¢ yasinda tanismistir. Ortaokul yillarinda piyanoya baglamistir. Daha sonra
Istanbul Devlet Konservatuari piyano béliimiinden mezun olmustur. Yiiksek Lisans ve Sanatta Yeterlilik
derecesini kompozisyon alanindan almistir. Daha sonra kompozisyon ¢alismalarini Hollanda Lahey Kraliyet
Konservatuari’nin kompozisyon boliimiinde siirdiirmiistiir. Besteci, piyanist ve egitmen kimligiyle uluslararasi
miizik cevrelerince takdir gormiis bir sanatci olan Meliha Doguduyal, Tiirkiye’ye déndiikten sonra Istanbul
Belediye Konservatuari’nda korepetitor olarak, istanbul Devlet Tiyatrosu’nun miizikallerinde piyanist ve miizik
direktorii olarak gorev yapmustir. Bunu yam sira Mimar Sinan Giizel Sanatlar Universitesi Devlet
Konservatuari’nda ogretim gorevlisi olarak piyano, solfej ve armoni dersleri vermistir. Sanat¢mnin solo
enstrimandan orkestraya, geleneksel Tiirk galgilarindan elektronik miizige, ¢ocuk sarkilarindan tiyatro ve film
miizikleri olmak iizere ¢ok sayida bestesi bulunmaktadir.

Aragtirma kapsaminda Doguduyal’in bestecilik, egitimcilik, solistlik yonlerini ortaya koymak amaciyla
biyografi analizi deseni kullanilmistir. Arastirma Nitel bir arastirma olup, veriler dokiiman inceleme yoluyla
toplanmis, betimsel analiz yoluyla ¢éziimlenmistir. Arastirmadan Doguduyal’m; Orkestra, Oda Miizigi,San ve
Piyano, Film ve Tiyatro ,Solo sarki ve Cocuk Korolar1 i¢in Sarkilardan olusan eserlerinin oldugu tespit
edilmigtir. Ayrica akustik ve elektro akustik eserlerinin bulundugu, bazi eserlerinin 1smarlama eser oldugu ve
“Miizikten S6ze” adli bir kitabinin bulundugu tespit edilmistir.

Anahtar Kelimeler: Miizik, Piyano Egitimi, Tiirk Miizigi, Besteci, Meliha Doguduyal.

Meliha Doguduyal with Pianist, Pedegogue and Composer Identity

Abstract

With the establishment of the Republic, innovation movements in many art fields started under the
leadership of Atatirk. Major developments in the art of music; Renovation of existing music institutions and
opening new institutions, sending Turkish students to Europe for education, introducing Western music to
Turkey by bringing educators from Europe to Turkey, initiating compilation studies for Turkish Music. With the
Republican era, some of the Turkish musicians who were educated in Europe returned to the country and
contributed to Turkish music with their compositions and educational aspects. Turkish musicians, who studied
composing, theoretical and soloists, contributed significantly to the development of the country's polyphonic
music. Meliha Doguduyal, one of the last composers of the Republican era, met music at the age of three. She
started playing piano in his secondary school years. Later, she graduated from Istanbul State Conservatory piano
department. She received her Master's and Proficiency in Arts degree from the field of composition. Later, she
continued her composition studies in the composition department of the Netherlands Hague Royal Conservatory.
Meliha Doguduyal, an artist appreciated by international music circles as a composer, pianist and instructor,
returned to Turkey as a corpeteer at the Istanbul Municipal Conservatory and as a pianist and music director in
the musicals of the Istanbul State Theater. In addition, she gave piano, solfege and harmony lessons as a lecturer
at Mimar Sinan Fine Arts University State Conservatory. The artist has many compositions from solo instrument
to orchestra, from traditional Turkish instruments to electronic music, from children's songs to theater and film
music.

Within the scope of the research, biography analysis design was used to reveal Doguduyal's composing,
educational and soloist aspects. The research is a qualitative research, the data were collected through document
analysis and analyzed through descriptive analysis. In the research; 1t has been determined that she has works
consisting of Orchestra, Chamber Music, Singing and Piano, Film and Theater, Solo Song and Songs for
Children's Choirs. In addition, it was determined that she had acoustic and electro acoustic works, some of her
works were bespoke works and she had a book named “From Music to Words™.

Keywords: Music, Piano Education, Turkish Music, Composer, Meliha Doguduyal.






Tiirkiye’de Konservatuvar Viyola Egitiminin Baslangic1 ve Viyola Egitim Programlarim Uygulayan
Akademisyenler

_ Natalya KIRCA
(Akdeniz Universitesi Giizel Sanatlar Enstitiisii)
Ozet

Tiirkiye’de 1914 yilinda ilk konservatuvar kuruldu ve Dariilbedayi adi verildi. 1916 yilinda yiiriirligiine
giren Musiki Enclimeni ve Dariilhan Talimatnamesinin ¢ercevesinde 6nce erkekler sonra da hanimlar dort yillik
siiren egitim gdrmeye basladilar. Ik uygulanan programda dogu ve bati miiziginin konular1 bir araya
getirilmistir. Bir y1l sonra erkekler bolimii kapatilir, dogu miizigi aletlerinin 6gretimini yapan kadin boliimii kisa
bir siire daha varligini stirdiiriir. 1923 yilinda Musiki Enciimeni kaldirilir. 1924 yilinda Ankara’da Musiki
Muallim Mektebi agilir. Mektebin ilk miidiirii Cumhurbaskanlig1 Orkestras1 Sefi Osman Zeki Ungér olur.
Musiki Muallim Mektebinde egitim siiresi dért yildir ve son simf uygulamaya ayrilmistir. Ogrenebilecek calgilar
keman, piyano, fliit ve viyolonseldir. Ankara’ya alman besteci Paul Hindemith’i Devlet Konservatuvarini
kurmak i¢gin uzman olarak getirilmistir. 1924 yilinda kurulmus olan Musiki Muallim Mektebi, 1936° da Ankara
Devlet Konservatuvart’na dontistiirilmiistiir.

Prof. Betil Basegmezler Ankara Devlet Konservatuvarinda Jules Higny’ nin 6grencisi idi. Daha sonra
konservatuvara ogretim eleman: yetistirmek iizere agilan devlet bursu araciligiyla Londra’ya gitti. “Royal
Collage of Music”’de F. Riddle ile dort yil calisti. Daha sonra Siena’da (italya) “Accademia Chigiana™da
B.Giuranna ile ¢aligt. Tiirkiye’ye dondiikten sonra Hacettepe Universitesi Devlet Konservatuvari’nda viyola
ogretmenligi yapmaya basladi.

Calismada Prof. Betil Bagegmezler, Prof. Bige Bediz Kinikli, Prof. Dr. Evren Bilgenoglu, Prof. Burcu
Yazici, Prof. Beste Tiknaz Modiri gibi viyola egitimcilerinin viyola egitimine yaptigi katkilar
degerlendirilmektedir.

Anahtar Kelimeler: Musiki Muallim Mektebi, Viyola Egitimi, Viyola Egitimciler.

Academicians Applying The Beginning of Conservatory Viola Education and Training Programs in
Turkey

Abstract

The first conservatory was established in Turkey in 1914 and was named Dariilbedayi. Within the
framework of the Music Committee and the Dariilhan Instruction, which entered into force in 1916, first men
and then women began to receive a four-year education. In the first program, the subjects of eastern and western
music were brought together. A year later, the men's department is closed, and the women's department, which
teaches eastern music instruments, continues to exist for a short time. In 1923, the Music Council was abolished.
In 1924, the Music Teachers School was opened in Ankara. The first director of the school is Osman Zeki
Ungor, the Chief of the Presidential Orchestra. The education period in the School of Music Teachers is four
years and the last year is reserved for practice. The instruments that can learn are violin, piano, flute and cello.
German composer Paul Hindemith was brought to Ankara as an expert to establish the State Conservatory. The
Music Teachers School, which was established in 1924, was transformed into the Ankara State Conservatory in
1936.

Prof. Betil Basegmezler was a student of Jules Higny at Ankara State Conservatory. Later, he went to
London through a state scholarship to train lecturers for the conservatory. He worked with F. Riddle for four
years in "Royal Collage of Music". Later he worked with B. Giuranna in "Accademia Chigiana" in Siena (Italy).
After returning to Turkey, he started teaching viola at Hacettepe University State Conservatory.

The contributions of viola educators such as Prof. Betil Bagegmezler, Prof. Bige Bediz Kinikli, Prof. Dr.
Evren Bilgenoglu, Prof. Burcu Yazici, Prof. Beste Tiknaz Modiri to viola education are being evaluated.

Keywords: Music Teachers School, Viola Education, Viola Educators.



The Missing Puzzle: A Portrait of a Macedonian Woman Musician
on Traditional Musical Instruments

Ivona Opetcheska Tatarchevska
(Directorate for Protection of Cultural Heritage)

Abstract

The position of women in Macedonia in the first half of the 20th century depends on her position in the
family and household, and this position was directly related to patriarchal residence, property and legal relations and
the system of authority in traditional not only in rural, but also in urban society. Clear gender and age divisions in
the family as well as in society, were very important in this regard. Women in Macedonian society were under
enormous pressure of social control and their future also depended on social and property differences. This attitude
towards women's freedom and the right to choose began to change after the Second World War, but this did not
mean a change in the perception of the women position in society. The essence of this presentation is to show the
Macedonian view of the status of women musicians on traditional music instruments. Throughout the written
sources of 20th century, there is no description of any female musician, although for the women who play classical
musical instruments such as the piano, there are some information that date back to the early 1920s, but there is no
study or at least a description of the female musician, nor as a professional or amateurs. In the 1990s a project
revealed a female tambura player (in the village of Jargulica), in 2010 a girl bagpiper appeared on the Macedonian
music scene, but we did not see any single study about them, again.

With this paper we will eliminate this shortcoming, starting from the portrait of a young women, multi-
talented musician who broke many stereotypes, not only the fact that she is a woman, or that she is a Roma from a
smaller environment in the big capital, but mostly with the fact that in the professional ensemble Tanec she was the
only female conductor of the orchestra of folk instruments, mastering every instrument used, both theoretically and
practically. Gender as an identity in the Macedonian folk culture contributes to rounding off and illuminating the
image of the patriarchal model that ruled in Macedonian society for centuries, and whose features are visible today,
along with its departures. We believe that being aware of the many restrictive and discriminatory patterns that were
characteristic of society, in addition to the level of resistance to changing traditions (by men as privileged),
contributes to their continuous transformation, and all that as a result of changes in the cultural, economic, political
and social circumstances in which we live.

Keywords: Macedonian traditional music, women Roman musician, gender, female player.

Bulmacanin Kayip Parcasi :
Makedon Bir Kadin Miizisyenin Geleneksel Calgilar Uzerine Bir Portresi

Ozet

20. ylizyilm ilk yarisinda Makedonya'da kadinin konumu, aile ve hane halki i¢indeki konumuna bagliydi ve
bu konum, ataerkil ikametgah, miilkiyet ve yasal iliskiler ve sadece kirsalda degil ayn1 zamanda kentsel toplumda da
geleneksel otorite sistemi ile dogrudan iliskiliydi. Ailede oldugu kadar toplumda da net cinsiyet ve yas ayrimlart bu
acidan ¢ok dnemliydi. Makedon toplumundaki kadinlar muazzam bir sosyal kontrol baskisi altindaydi ve gelecekleri
de sosyal ve miilkiyet farkliliklarina baglhydi. Kadin ézgiirliigiine ve secme hakkina yénelik bu tutum, ikinci Diinya
Savasi'ndan sonra degigsmeye bagladi, ancak bu, kadinin toplumdaki konumuna iliskin algida bir degisiklik anlamina
gelmiyordu. Bu sunumun 6zii, kadin miizisyenlerin geleneksel galgilar tizerindeki durumuna iliskin Makedon
bakigint gostermektir. 20. yiizyilin yazili kaynaklarinda hi¢bir kadin miizisyen betimlemesi bulunmamakla birlikte,
piyano gibi klasik miizik aletlerini ¢alan kadinlar i¢in 1920'lerin baslarma kadar uzanan birtakim bilgiler vardr,
ancak bu konuda kadin miizisyeni betimleyen profesyonel veya amator herhangi bir ¢alisma yoktur. 1990'larda
yapilan Jargulica kdyiinde yapilan bir proje bir kadin tambura sanatgisini ortaya ¢ikardi. Yine 2010'da Makedon
miizik sahnesinde bir gaydaci kiz belirdi, ancak onlar hakkinda da bir daha tek bir ¢aligma dahi gériilemedi.

Bu makale ile, sadece kadin oldugu ya da bagkente gore daha kiigiik bir ¢evreden gelen bir Roman oldugu
gerceginden degil, daha ¢ok Tanec'in profesyonel toplulukta halk ¢algilart orkestrasinin tek kadin sefi olmasi, hem
teorik hem de pratik olarak kullanilan her enstriimana hakim olmasi ger¢eginden yola ¢ikarak, bir¢ok kliseyi kiran
bu geng yetenekli kadinin portresini merkeze alarak bu eksikligi ortadan kaldiracagiz. Makedonya halk kiiltiiriinde
bir kimlik olarak toplumsal cinsiyet, Makedon toplumunda yiizyillardir hiikiim siiren ve giiniimiizde ozellikleri



goriinen ataerkil modelin farklilagsmasiyla birlikte sona ermeye dogru gitmesine ve bu anlamda bir aydinlanmaya
katki saglamaktadir. Degisen geleneklere 6zellikle erkekler tarafindan gosterilen karsi direng diizeyine ek olarak,
toplumun karakteristigi olan bircok kisitlayici ve ayrimci modelin farkinda olmanin, onlarin devam eden
donisiimiine katkida bulunduguna ve iginde yasadigimiz kiiltiirel, ekonomik, politik ve sosyal kosullardaki
degisikliklerin bir sonucu olduguna inaniyoruz.

Anahtar Kelimeler: Makedonya geleneksel miizigi, kadin romen miizisyen, toplumsal cinsiyet, kadin enstriimanist



Women, Music ensemble, and the Social Organization
of Traditional Yoruba Society

Bayo Ogunyemi
(Department of Music Mountain Top University)

Abstract

The women fold in Yoruba land of Southwest Nigeria, forms a part of the community engaging in the
business of forming and sustaining the society. These women employ spoken verses, chants, song text, imagery,
anecdotes and other modes of oral literature and verbal arts in shaping the society. Femininity, like masculinity, as
an integral part of musical arts in Yoruba land has a fundamental place in the organization of the society. The
cosmology and philosophy world of the Yoruba validate the women folds. This article intends to detail the place of
Yoruba women in the social organization of the Yoruba society using their musical arts. Focus will be on music
ensembles own and patron by women. Critical examination of song text of some selected women musical ensembles
will be done with a view of knowing the relevance of the musical and lyrical content to the sustainability of the
society. Exploring ethnomusicological approach, the paper relies on archival and ethnographic sources to extrapolate
the primary data from some selected women ensemble in Lagos metropolis. With bibliography evidence serves as
secondary data, the paper argues that the women fold like their male counterpart are an integral part of social
formation in Yoruba land as evident in their musical arts. Women employing musical properties of songs, dance,
mime, poetry and others have helped in the propagation of good deeds, moral, Yoruba values and ethos that are pre-
requisites to building a wholesome society. The study thus recommends more musical and cultural research of the
various women cultural practices of Yoruba heritage with a view to re-positioning the African female fold in the
global world.

Keywords: Sabarikolo, Iga Idiiniingénrdn, Femininity, Cosmology, Ethnomusicology.

Kadinlar, Miizik Toplulugu ve Geleneksel Yoruba Toplulugu’nun
Sosyal Organizasyonu

Ozet

Giiney Bat1 Nijerya'nin Yoruba topraklarinda kadinlar, toplumu olusturma ve siirdiirme isiyle ugrasan
toplulugun bir pargasini olusturmaktadir. Bu kadinlar toplumu sekillendirmek igin dizeler, ilahiler, sarki metinleri,
imgeler, anekdotlar, edebiyat ve diger sozlii sanat bi¢imlerini kullanirlar. Yoruba topraklarinda kadin olgusu -tipki
erkek olgusu gibi- miizikal sanatlarin ayrilmaz bir pargasi olarak toplumun yapilanmasinda temel bir yere sahiptir.
Yoruba'nin kozmoloji ve felsefe diinyasi da bu diisiinceyi desteklemektedir. Bu makale, onlarin miizik pratikleri
tizerinden Yoruba toplumunun sosyal yapist i¢erisinde kadinin yerini detaylandirmay: amaglamaktadir. Calismada
kadinlara ait miizik topluluklarina odaklanilacaktir. Miizik ve lirik igerigin, toplumun siirdiiriilebilirligi ile ilgisini
anlamlandirmak amaciyla secilmis bazi kadin miizik topluluklarmin sarki metinlerinin elestirel incelemesi
yapilacaktir. Makale, baskent Lagos’tan secilen bazi kadin miizik topluluklarindan elde edilmis birincil verilerden
bir sonuca ulasabilmek i¢in etnomiizikolojik yaklagimla arsivlere ve etnografik kaynaklara dayandirilmaktadir.
Ikinci sirada hizmet eden bibliyografya verileri Yoruba topraklarindaki sosyal ve miizikal yapida kadimlarin, tipki
erkek meslektaglar1 gibi toplumun ayrilmaz bir parcast oldugunu savunmaktadir. Sarki, dans, pandomim, siir gibi
iiriinlerin miizikal 6zelliklerini kullanan kadinlar, saglikli bir toplum inga etmenin 6n kosulu olan iyi eylemlerin,
ahlakin ve Yoruba’ya ait degerlerin yayilmasma yardimci olmaktadirlar. Bu nedenle ¢alisma, kiiresel diinyada
Afrikali Kadin algisini yeniden konumlandirmak i¢in Yoruba’nin kiiltiirel-miizikal mirasindaki kadin’in daha fazla
arastirilmasini 6nermektedir.

Anahtar Kelimeler: Sabarikolo, Iga Idiniinganran, Kadinlik, Kozmoloji, Etnomiizikoloji.



Reconnecting and Mobilizing the Chain of Gulf Migration and Kattu Pattu

Mohamed Haseeb N
(Mangalore University, Mangalore. PSMO College Tirurangadi)

Abstract

Mappilas, the Muslim community of the southwest coast of Kerala evolved as a result of pre and post-
Islamic Arab trade contacts. Gulf migrations since1970’s from Malabar popularized a separate musical genre "Kattu
Pattu’" or Letter songs among the Mappilas. Rooted in Kerala’s connection to the Gulf, Kattu Pattu is a part of the
wider genre of Mappila song. The lyrics and melodies commemorate the collective memory of sacrifices made by
immigrants; the people who worked hard to help develop their state, and to make it a more prosperous place for
future generation to live. The famous poet S.A.Jameel composed “Dubai Kattu Pattu” in 1976. It highlights the
emotional sufferings and psychological trauma among the wives and families of Mappila migrants working in the
Gulf. The wives of those migrants, “one million left behind in Kerala” (1970-2020) and known locally as “Gulf
wives”. Letter songs are the mixture of migration, emotion, and music of these Gulf wives. This paper considers the
historical importance of letter songs, in the context of the history of the Mappila trade in the Arabian Sea. This is an
attempt to understand the missing link between music and migration within the Indian Ocean framework. Also,
made a comparative study on letter songs composed during the first half of the 20th century and since the 1970s by
analyzing the socio-economic and historical condition of the Mappila community. This paper makes use of a
musical lens to conceptualize letter songs as the flip side of the “Kerala Model of Development” and to identify the
musical hermeneutics during the time of “transnational migration in transition”.

Keywords: Kattu Pattu, Gulf wives, transnational migration, Mappila, Kerala Model, musical hermenutics

Korfez Go¢ Zinciri ve Kattu Pattu'nun Yeniden Baglanmas1 ve Harekete Gegirilmesi

Ozet

Kerala'nin giineybat1 kiyisindaki Miisliiman cemaati Mappilas, islam 6ncesi ve sonrasi Arap ticaretinin
temaslarmin bir sonucu olarak gelisti. 1970’lerden beri Malabar’dan yapilan korfez gogleri, Mappilalar arasinda ayri
bir miizik tiirii olan "Kattu Pattu" veya “Letter” sarkilarmi popiiler hale getirdi. Kerala’nin Koérfez baglantisina
dayanan Kattu Pattu, Mappila sarkisinin daha genis tliriiniin bir pargasidir. Sozler ve melodiler go¢menler tarafindan
yapilan fedakarliklarin kolektif hafizasini, devletlerini gelistirmeye yardime1 olmak ve orayi gelecek nesiller i¢in
daha yasamilas1 bir yer haline getirmek icin ¢cok ¢alisan insanlar1 antyor. Unlii sair S.A. Jameel, 1976 yilinda “Dubai
Kattu Pattu”yu bestelemistir. Korfez'de ¢alisan Mappila gogmenlerinin esleri ve aileleri arasindaki duygusal acilar
ve psikolojik travmay1 vurgulamaktadir. Bu gé¢menlerin esleri, “Kerala'da bir milyon geride kaldi” (1970-2020) ve
yerel olarak “Korfez esleri” olarak biliniyorlar. Letter sarkilar, bu Korfez eslerinin gég, duygu ve miiziginin
karigimidir. Bu makale, Arap Denizi'ndeki Mappila ticaretinin tarihi baglaminda Letter sarkilarinin tarihsel 6nemini
ele almaktadir. Bu, Hint Okyanusu ¢ergevesinde miizik ve go¢ arasindaki eksik bagi anlama girisimidir. Ayrica,
Mappila toplulugunun sosyo-ekonomik ve tarihsel durumunu analiz edilerek 20. yiizyilin ilk yarisinda ve
1970'lerden beri bestelenen Letter sarkilari iizerinde karsilagtirmali bir ¢caligma yapildi. Bu makale, Letter sarkilarint
"Kerala Gelisim Modeli" nin diger yiizli olarak kavramsallastirmak ve "gecis halindeki ulus 6tesi go¢" sirasinda
miizikal hermenetik tanimlamak i¢in bir miizik merceginden yararlanmaktadir.

Anahtar Kelimeler: Kattu Pattu, Gulf kadinlari, transnasyonal go¢, Mappila, Kerala Model, musical hermenetik



Female Musical Performance in the Spanish Cinema during the Franco’s Regime (1939-1975)

Virginia Sanchez Rodriguez
(University of Castilla-La Mancha, CIDoM-Unidad Asociada al CSIC (Spain)

Abstract

Musical composition and performance have been developed mainly by men in western civilization.
This reality, on occasions, has been reflected through cinema because the audiovisual media can show the
configuration and social patterns of different historical moments. But, at the same time -and even in the
case of a minority-, some films also show gender roles in these contexts and even present female ties to the

musical world.

Considering that circumstance, in this paper we make an approach to the female musical presence
in Spain through the cinema in the middle of the 20th century, specifically during the Franco's dictatorship
(1939-1975). First of all, we must mention that, around Spanish popular music, women have been linked,
mainly, to singing. By contrast, we can affirm that, in the cultured context, the female figure appears almost
exclusively associated with singing and with some instruments that were well regarded, especially the

piano. All this has its own reflection through the audio-visual media of that historical moment.

During the Franco's Regime -the dictatorial system that ruled Spain between 1939 and 1975- music
achieved a great visibility within the cinema and the female figure is represented unevenly. After the
analysis of more than a hundred films, we can verify the reiteration of two priority women in music links.
On the one hand, there is a great role in the case of women starring musical numbers of singings testimonies
of popular, traditional and urban music. On the other hand, there are also women linked to the instrumental
interpretation of cultured music, mainly around the piano, and, although these scenes are less numerous,

they are representative for their social and ideological value.

According to this situation, in this paper we study the connection of women to instrumental
interpretation through Spanish cinema produced during the Franco regime (1939-1975). First, we make an
approach to the situation of women in Spain in the mid-twentieth century and their attachment to music.
Second, we show that the greatest female connection to interpretation occurs around singing in the popular
sphere and the playing the piano in the cultured sphere. Finally, the way in which women appears linked to
the performance of the piano is analyzed and it is shown that the main connection of women to this

instrument occurs as a part of the entertainment at home, that is, devoid of any type of intellectual claim.

Keywords: Cinema, music, women musicians, Franco Regime, Spain.



Franco Rejimi Sirasinda Ispanyol Sinemasinda Kadin Miizikal Performansi (1939-1975)
Ozet

Miizik kompozisyonu ve performans, esas olarak bati medeniyetinde erkekler tarafindan
geligtirilmistir. Bu gerceklik, zaman zaman sinema aracilifiyla yansitilmigtir, ¢iinkii gorsel-isitsel medya,
farkli tarihsel anlarin konfigiirasyonunu ve sosyal kaliplarini gosterebilir. Ancak ayni zamanda - bir azinlik
durumunda dahi- bazi1 filmler bu baglamlarda toplumsal cinsiyet rolleri de gosterir ve hatta miizik diinyasi

ve kadinlar arasindaki bagi ortaya koyar.

Bu makalede, s6z konusu durum goz oniinde bulundurarak, 6zellikle Franco'nun diktatorliigii
sirasinda  (1939-1975), 20. yiizyilin ortalarinda, Ispanya'daki kadinlarin miizikal varligina sinema
araciligiyla bir yaklasim getiriyoruz. Her seyden once, Ispanyol popiiler miizigi etrafinda kadinlarin
ozellikle sarki soylemekle baglantili oldugunu belirtmeliyiz. Aksine, kiiltiir baglaminda, kadin figiiriiniin
neredeyse tamamen sarki sdylemekle ve bazi enstriimanlarla, 6zellikle de piyano ile iligkili gériindiigiinii
dogrulayabiliriz, ki tiim verilerin o tarihsel anin gorsel-isitsel medyas: aracilifiyla yansimasi

bulunmaktadir.

Franco'nun rejimi sirasinda - 1939-1975 arasinda Ispanya'y1 yoneten diktatorliik sistemi — miizik,
sinemada biiylik bir goriiniirliik kazand1 ve bu goriniirliikte kadin figiirii dengesiz bir sekilde temsil edilir.
Yiizden fazla filmin analizinden sonra, miizikle baglanti noktasinda kadinlarla ilgili 6ne ¢ikan iki 6zellikten
bahsedebiliriz. Bir yandan, popiiler, geleneksel ve sehir miiziginin tanikliklarinda sayisiz sarki sdyleyen
kadmlar, 6te yandan, kiiltiirlii miizigin enstriimantal yorumuyla baglantili kadinlar, az sayida sosyal ve

ideolojik degerlerinin temsilciliginin yanisira 6zellikle piyano performansinda.

Sonug olarak, bu yazida, Franco rejimi (1939-1975) déneminde iiretilen Ispanyol sinemasi
araciligiyla kadimlarin aragsal yorumla baglantisini inceliyoruz. 11k olarak, yirminci yiizyilin ortalarinda
Ispanya'da kadinlarin durumuna ve miizige olan bagliliklarina bir yaklagim getiriyoruz. ikinci olarak, en
biiyiik kadin baglantisinin popiiler alanda sarki sdyleme ve kiiltiir alaninda piyano c¢alma etrafinda
olustugunu gosteriyoruz. Son olarak, kadinlarin piyanonun performansiyla baglantili gériinme bigimleri
incelenmis ve kadinlarin bu enstriimanla ana baglantisinin, evdeki eglencenin bir pargasi olarak, yani

herhangi bir entelektiiel iddiadan yoksun oldugu gosterilmistir.

Anahtar Kelimeler: Sinema, miizik, kadin miizisyenler, Franco Rejim, ispanya





