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Toplumsal cinsiyet (gender) iliúkileri içerisinde, hâkim yapının (ataerkil) argümanlarının yanında 
cinsiyete dayalı ötekileútirilme beraberinde kendine özgü yaúam pratiklerini getirir. Söz konusu yaúam 
pratiklerinin uzantılarını sosyal yaúamın her anında gördü÷ümüz gibi, fikir ve sanat üretimlerinde de 
açık bir úekilde gözlemleriz. 1970’li yıllardan bu yana, söz konusu cinsiyete dair ötekileútirmenin 
merkezinde yer alan kadın ve kadın üretimi olan sosyal mefhumlarla ilgili edinilen yetersiz bilgilerle 
mücadele, kadın hareketlerinin etkisi ile tüm sosyal bilimlerde oldu÷u gibi etnomüzikoloji ve 
performans sanatlarının da temel ilgi alanları içine girmiútir. Her alanda kadına dair tespitler yapılma 
gereksinimleri, geleneksel toplum yapısında oldu÷u kadar, modern ve postmodern toplum yapılarında 
da var olan cinsiyete dayalı ötekileútirmelerden kaynaklanmakta olup, toplumsal yapı örüntüleri 
içerisinde dezavantajlı grup haline gelen kadınların müzik üretimi, müzik performansları ile günlük ve 
özel ritüeller içerisinde yer alıú yollarının çeúitli katmanlar üzerinden ele alınması gereklili÷ini de ortaya 
çıkarmaktadır. Toplumsal cinsiyet (gender) odaklı araútırmaların ekseninde yatan en önemli 
faktörlerden biri olan “toplum içerisinde kadın kimli÷i” bu sempozyumun odak noktasını oluúturacaktır. 
Sempozyum vasıtasıyla sanat ve düúünce tarihinin çok katmanlı olarak yeniden yazılması ve inúa 
edilmesi, disiplinler arası bir etkileúim ve üretim ile irdelenmesi için bu alanda çalıúan araútırmacıları, 
sanatçıları bir araya gelmeye, tartıúmaya ve bilgiyi paylaúmaya davet ettik. Böylece sempozyum içeri÷i 
72 sözlü sunum ve 15 performanstan oluútu.  

KADINLAR DÜNYAYI ÇALIYOR / SÖYLÜYOR proje baúlı÷ı,  yalnızca müzik yapmak gibi 
bir algı uyandırsa da, kadınların özgürce üretecekleri fikir dünyaları ile, özgürce söyleyecek söz 
bellekleri ile, özgürce çalıp söyleyecekleri úarkılarıyla yer küreyi, dünyayı, topra÷ı daha güzel, 
yaúanılır bir hale büründüreceklerine olan inancımızla birlikte, yaúayan her bireyin, yaúam 
hakları çerçevesinde, cinsiyete dayalı ayrım yapılmaksızın var olmalarına olan inancımızın 
metaforik bir isimlendirmesidir. 

Tüm katılımcılarımıza ve sempozyum takipçilerine çok teúekkür ediyoruz. 

Prof. Dr. Özlem DOĞUù VARLI 
Sempo]\Xm Bilim/D�]enleme KXrXlX BaúkanÕ 
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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. Özlem DOĞUù VARLI 
Head of Scientific/Organization Committee 



Bilim Kurulumuzda bulunan, oa÷rÕ metni yazÕmÕnda katkÕ sunan, sempozyum KadÕnlar D�nyayÕ 
dalÕyor/S|yl�yor enstr�man ve vokal performanslarÕyla yer alan, kÕymetli araútÕrmalarÕnÕ ve bilgi birikimlerini 

bizlerle paylaúan t�m katÕlÕmcÕlara, bilim-sanat emekoilerimize binlerce teúekk�r 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 DhZENLEME KURULU 
gzlem Do÷uú VarlÕ 
ùeyma Ersoy dak 

Okan Murat gzt�rk 
Ersen VarlÕ 

Onur G�neú Ayas 
Polen Cengiz 
C�neyt Arslan 
Murat Coúkun 

Turgay YÕldÕrÕm 
Mehmet Uzun 

Sempozyum Google Meet �zerinden geroekleúecek olup, aynÕ anda Etnom�zikoloji Derne÷i Youtube 
sayfasÕndan 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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İtaatkâr Bedenler mi, Özerk Bireyler mi? Erkek Egemenliğinin Dayattığı Kalıplardan Özgürleşmek 

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

Özet 

İnsanlar dişi ve erkek olarak doğarlar, erkeksi ya da kadınsı olarak değil. Kadınsı olmak verili toplumsal 
cinsiyet rollerinin bedende oynanmasıdır. Bir başka deyişle “kadını oynamak”, dişil bedenin belli bir disipline 
sokulmasının gerektirdiği pratiklerin öğrenilmesini ve benimsenmesini içerir. Bu disipline edici pratiklerin belki 
de başında kadınlara dayatılan güzellik ideali gelir. Güzellik ideali, tıpkı kadınlık ve erkeklik kimlikleri gibi 
toplumsal ve kültürel olarak yaratılır. Yani toplumdan topluma ve zaman içinde değişiklik gösterir. Ancak 
değişmeyen şey, kadınların daima belirli bir güzellik idealine ve standardına tabi olmaya zorlanmalarıdır. 
Kadınlar ve erkekler arasında bildiğimiz tarih boyunca egemen olan cinsiyet eşitsizliği, kadını bedenle 
özdeşleştirip onu eril bakışın nesnesi yaptığı için kadınlar aslında kendilerinin tanımlamadığı bir güzellik ve 
kusursuzluk idealinin peşinden koşarken sürekli bir eksiklik ve yetersizlik duygusunun kıskacındaki itaatkâr 
bedenlere ve mutsuz bilinçlere dönüşürler. 

Anahtar Kelimeler: Toplumsal cinsiyet rolleri, disiplin pratikleri, güzellik ideali, eril bakış, mutsuz bilinç. 

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 Kadın Sanatçılar: Dünden Bugüne Dünya 
 Ve Türkiye Deneyimi 

Ahmet Makal 
(Ankara Üniversitesi Siyasal Bilgiler Fakültesi) 

Özet 
Toplumsal yaşamın hemen her alanının olduğu gibi, klâsik müzik dünyasının da cinsiyetçi bir veçhesi 

var. Kadın müzisyenler yaşamları boyunca, erkek müzikçilerin karşılaştığı tüm sorunlar yanında, sadece kadın 
olmalarından kaynaklanan özel sorunlarla da karşı karşıya kalıyorlar. Bu sorunlar ana hatlarıyla, kadınlara karşı 
ayrımcılık güden belirli bir değerler sistemi ile onun parçası olan önyargılardan ve bu önyargılarla beslenen 
uygulamalardan kaynaklanıyor. Bu eşitsizlikleri kadın besteciler, şefler ve orkestra sanatçıları itibariyle 
gözlemek mümkün. Biz çalışmamızda bu cinsiyetçiliği kadın orkestra sanatçıları düzleminde, dünya ve Türkiye 
örneğinde, değişik boyutlarıyla ve tarihsel bir perspektiften değerlendirmeyi amaçlıyoruz. Bu bağlamda, 
başlangıç olarak değişik ülkelerde senfonik orkestralarda konuya ilişkin yaşanan sorunlar ile kadınların yerini, 
zaman içerisinde gözlenen gelişmeler itibariyle değerlendiriyoruz. Bu değerlendirmelerimiz ortaya koymaktadır 
ki, geçmişte sadece erkeklerden oluşan orkestralar giderek artan kadın sanatçı istihdamıyla birlikte önemli bir 
dönüşüm geçirmektedirler ve istisnaî bazı orkestralar dışında kadın sanatçıların oranı giderek artmaktadır. 
Çalışmamızın ana eksenini ise dünya ülkeleri deneyimi ışığında kadın orkestra sanatçıları açısından ülkemizde 
yaşanan gelişmeler oluşturmaktadır. Bu çerçevede, başlangıçtan bu yana Cumhurbaşkanlığı Senfoni Orkestrası 
başta olmak üzere, orkestralarımızda kadın müzisyenlerin yeri konusunda yaşanan sorun ve gelişmeleri, değişik 
boyutlarıyla ve karşılaştırmalı biçimde ortaya koymaya çalışıyoruz. Çalışmamızda, konuya ilişkin nicel verileri 
ve diğer bilgileri sunan basılı kaynaklar dışında, esas olarak bu orkestralarda değişik dönemlerde çalışmış 
sanatçılarımızla yaptığımız sözlü tarih çalışmalarına ağırlık veriyoruz ve onların bugüne kadar yeterince 
değerlendirilmemiş deneyimlerinden faydalanarak, konuyu farklı boyutlarıyla irdeliyoruz. 

Anahtar Kelimeler: Toplumsal Cinsiyet ve Müzik, Kadın Müzisyenler, Kadın Orkestra Sanatçıları, Türk Kadın Orkestra 

Sanatçıları, Perdeleme / Kör 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. 



 

 

KadÕn Orkestra ùeflerine Yönelik Cinsiyetçi Söylemler 
 

Yasemin Ata 
 

(Sinop Üniversitesi, GSF) 
Özet 
Cinsiyetçilik, kabaca toplumsal cinsiyete dayalı ayrımcılık olarak ele alınır. Bu anlamdaki ayrımcılık, her 

ne kadar toplumsal cinsiyetin tüm görünür versiyonlarına yöneltilen bir tutum olsa da cinsiyetçiliğin kavram olarak 
geçmişten bu yana en fazla kullanım bulduğu durumlardan biri şüphesiz erkek egemen toplumda kadının politik, 
ekonomik ve sosyal açıdan zayıf ve güçsüz konuma itilerek pekçok alanda fırsat eşitliğinden yoksun 
bırakılmasıdır. Bu tutum toplumsal kurumlar ve toplumsal ilişkiler aracılığıyla erkeğin “üstün” statüsünü 
koruyabilmesine yönelik bir dizi inanç ve uygulama sistemi olarak varlığını sürdürür. Erkek ve kadının hiyerarşik 
konumunu “belirleyen” cinsiyetçi anlayışın sürdürülmesindeki en önemli etkenlerden biri de belirli klişe ve 
kalıpyargılar üzerinden üretilen sözlü veya yazılı metinlerden oluşan ‘kullanımdaki dil¶; yani söylemdir. Söylem, 
gücü eline geçirerek iktidarlaşmak üzere önemli bir aracı olarak, “cinsiyetçiliği doğrudan veya dolaylı biçimde 
(yeniden) üretir.  

 
Müzikal pratikler, yüzyıllar boyunca, toplumsal grupları cinsiyet, ırk ve sosyal sınıfa göre farklılaştıran 

tabakalaşma ilkelerine göre düzenlenmiştir. Kadınların batı sanat müziği tarihinde hem bestecilik hem de çalgı 
performansında erkeklerden daha geri plandaki konumlanışı çoğu araştırmada cinsiyetçiliğin batı sanat 
müziğindeki uzun mirasına işaret edecek örneklerle somutlaşır. Kadınları geri plana iterek uzaklaştırma eğiliminin 
batı sanat müziği için en belirgin görüldüğü konum ise şüphesiz çoğunlukla erkeklere atfedilen liderlik, güç, 
iktidar, otorite, tanrısallık, despotluk gibi imgeleri çağrıştıran orkestra şefliğidir. Toplumsal cinsiyet rollerini inşa 
eden tüm söylemler gibi orkestra şefliği üzerine kadın ve erkeğin konumuna yönelik kullanılan dil de podyumda 
maskülen liderliği bir norm olarak görme eğilimini güçlendirerek, podyumun erkeklere ait bir mecra olduğu 
algısına dayalı cinsiyetçiliği yeniden üretir. Bu çalışmada dünyanın önde gelen erkek orkestra şeflerinin dolaşım 
ağı geniş medya organlarında yer bulan ve kadın orkestra şefleri ve orkestra şefliğinde kadının konumuna yönelik 
söylemleri, toplumsal cinsiyet çalışmalarında sıklıkla başvurulan eleştirel söylem çözümlemesi ile ele alınacaktır. 
 
Anahtar kelimeler: Orkestra úefli÷i, kadÕQ úefleU, toplumsal cinsiyet, cinsiyetçi söylem. 

 
 

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 
 

Füsun Deniz Özden 
 

(Beykoz Üniversitesi) 
Özet 

Antik Yunan dünyası'nın en büyük kadın şairi olarak bilinen Sappho, İ.Ö. IV. Yüzyılda Lesbos 
Mythilene (Midilli) adasında yaşamıştır. Tarih boyunca lehçesi ile ünlü Lesbos geleneğine bağlıdır. Bu geleneği 
aynı yüzyılda dört telli lire üç tel ekleyen Terpandros başlatmıştır. Lirik şiir en basit anlamda lir eşliğinde 
söylenen şiir olarak tanımlanır. Sappho destandan lirizme geçmiştir. Genellikle aşklarını, nefretlerini, 
sevdiklerine karşı duyduğu ihtirasını, rakiplerine karşı kıskançlıklarını konu alan şiirleri, zarif fakat aylak, geçici 
zevklerin ve aşkların yaşandığı bir toplum olan Lesbos toplumu ve ortamını yansıtsa da daha çok kendi 
duyarlıklarını dile getirdiği için bugünkü anlamıyla "lirizmin" başlangıcı kabul edilebilir. Sappho betimleyici şiir 
yazmayıp kendisine özgü bir dil kurmuştur. Bu tragedyaya geçişin izlerini taşıyan bir dildir ve vezin ilkesi 
üzerine kurulmuş olması müzikle ilişkisini göstermektedir.  

Lirik diyebileceğimiz yaklaşımlarıyla Sappho'nun kendisinden yüzyıllar sonra etkisini 
duyumsayabileceğimiz yapıtlar üretmiş olan bir grup sanatçı, geleneksel ahlak kurallarını hiçe sayan, 
romantizmin tehlikeli ucunda, dizginlenemeyen coşkuyla hareket ettikleri için "Sapphic" sıfatı ile Tanrı 
Dionysos ile ilişkilendirilebilir. Resim sanatında Pre-Raphaelitler ile eş zamanlı olan 19. yüzyıl şairlerini 
Sappho'nun ardılları olarak tanımlayabiliriz.  

Pre-Raphaelitler’den şair ve ressam Dante Gabriel Rosetti'nin soneleri İngilizce'de en çok müzikal 
olanlardandır. "Şehvet Okulu"na ait olarak tanımlanmış ve eleştirilmiştir. Toplumsal sorunlara ilgi göstermeyen 
Rosetti’ye göre şiir duygulara dayalı olmalıdır ve ressam olduğu için de ressam gözüyle yazılmışlardır. 
Rosetti’nin İtalya ile ilişkisi edebiyat alanının dışına çıkmamıştır. Dante'nin "İlahi Komedya"sının görsel temsili 
olan 1863'te yaptığı "Beata Beatrix" Londra Tate Galerisindedir. Rosetti'nin en az altı yıl üzerinde çalıştığı bu 
resim Dante'nin "Yeni Yaşam'ındaki Kutsanmış Beatice'i göstermektedir. Dante'nin "Vita Nuova" (Yeni Yaşam) 
sını ve XIV. yüzyıl İtalyan şairlerinin yapıtlarını 1845-1864 yılları arasında İngilizce'ye çevirmiştir. Rosetti aşk 
ve güzellik üzerine yazdığı şiirleri "The House of Life" (Yaşam Evi)nde toplamıştır. Yüzonbir parçadan oluşan 
ve kimi sone dizileri gibi belirli bir tek konuyu işlemeyen bu soneler, ilk 59'u "Youth and Change" (Gençlik ve 
Değişim) son 52'si "Change and Faith" (Değişim ve Kader) olarak iki bölüme ayrılır. Birinci bölümün hemen 
tümü aşkla ilgili 2. bölümde ise değişik konular ele alınmıştır. Şiirlerini toplam 30 yılı aşkın bir sürede 1847-81 
yılları arasında yazmıştır. Waughan Williams Rosetti'nin "Yaşam Evi" şiirlerinden Silent Noon, Hearts Heaven 
ve Love Sight'ı bestelemiştir. Daha sonra 1960'larda Maurice Johnstone Heart's Heaven ve Love Sight'ı 
düzenlemiştir. "Arts and Crafts" ruhunu ve tabii Rosetti'nin ruhunu yansıtırlar. Başta Rosetti olmak üzere 
arkadaşlarının da ruh ve bedeni ustaca bütünleştirmesi; ruh kadar bedeni de şiirlerine ve resimlerine konu 
yapmaları bize Sappho'nun etkilerini düşündürmektedir. 

Sappho kadın hakları için uğraş vermiştir. Bir kadın okulu kurması bunun kanıtıdır. Rosetti'nin de 
kadınların gelişmesi için özellikle Londra yakınlarında yaptığı çalışmalar yadsınamaz. Yüzyıllar sonrasında 
“arkaik” Yunan Dünyasını bir Ege adası- Lesbos lirizmiyle bize yaşatan Sappho ve yine bir ada-Britanya’da 
Londra’nın hem Victorya Dönemi hem de kenar mahallelerinden 19. yüzyıl 2. yarısının etnik-yerel yaşamını, 
lirik bir biçimde yansıtan Rosetti ve müzikleriyle Waughan Williams bu çalışmada ele alınacaktır. 
 
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.	
 
 



T�rki\e¶deki doksesli KorolarÕn KadÕn ùefleri

 ølknXr g]al G|nc� 
(Gazi Üniversitesi Gazi E÷itim Fak�ltesi  

G�zel Sanatlar E÷itimi B|l�m� M�zik E÷itimi ABD) 

Gülay Laçin 
(DiyarbakÕr G�zel Sanatlar Lisesi Koro Ö÷retmeni) 

Özet 
19. Y�]\Õl¶a kadaU geoen V�Uede eUkek egemen biU WoSlXmXn bakÕú aoÕVÕ\la, o d|nemleUde YaU olan

biUook kadÕn VanaWoÕ, beVWeci Ye \oUXmcX kendi alanlaUÕnda \eWeUince de÷eU g|UmemiúWiU. CinVi\eW fakW|U�nden 
dola\Õ a\UÕ WXWXlan kadÕn m�]iV\enleU ikinci Slanda bÕUakÕlmÕúWÕU.   

G�n�m�] koúXllaUÕ de÷eUlendiUildi÷inde iVe eVki ba÷na], WXWXcX d�ú�ncenin oa÷daú biU bakÕú aoÕVÕ\la \eU 
de÷iúWiUdi÷ini V|\lemek m�mk�nd�U. YaSWÕ÷Õ oalÕúmalaUla kadÕn kimli÷ini Ye kaSaViWeVini heU alanda oldX÷X gibi 
VanaW alanÕnda da iVSaWlanmÕúWÕU. KadÕnÕn m�]ik alanÕndaki \eUi Ye |nemi incelendi÷inde alanÕnda X]man biUook 
VanaWoÕ, m�]ik e÷iWimciVi kadÕnlaU kaUúÕmÕ]a oÕkmakWadÕU. BX oalÕúmada; m�]i÷in heU alanÕnda \eWkin olan 
kadÕnÕn, ookVeVli koUo úefli÷i alanÕndaki dXUXmXnXn WeVSiW edilmeVi amaolanmÕúWÕU.  

dalÕúmada koUo Ye koUo úefli÷i ile ilgili \a]ÕlÕ ka\naklaU incelenmiúWiU. A\nÕ ]amanda WoSlXmVal cinVi\eW 
Ye m�]ik ba÷lamÕnda T�Uki\e¶deki Konservatuvar, E÷iWim Fak�lWeleUinin M�]ik E÷iWimi Anabilim DalÕ Ye G�]el 
Sanatlar Fakültelerinin Müzik B|l�mleUinde, úX an iWibaUi\le ookVeVli koUo oalÕúmalaUÕ \�U�Wen kadÕn koUo 
úefleUinin WaUamaVÕ \aSÕlmÕúWÕU. NiWel biU aUaúWÕUma olan bX oalÕúmada WeVSiW edilen kadÕn koUo úefleUine ankeW 
X\gXlanaUak YeUileU WoSlanmÕúWÕU. Elde edilen YeUileU WablolaúWÕUÕlaUak \oUXmlanmÕúWÕU.  KadÕn koUo úefleUine 
X\gXlanan ankeWWen elde edilen YeUileU do÷UXlWXVXnda koUo \|neWiminde kadÕnÕn Uol�, eWkinlili÷i, oalÕúmalaUÕ, 
\aúadÕklaUÕ olXmlX-olXmVX] dXUXmlaU WeVSiW edilme\e oalÕúÕlmÕúWÕU. BX alanda \aSÕlmÕú ilk oalÕúma olmaVÕ 
dola\ÕVÕ\la |nemlidiU. BX oalÕúmanÕn kendini bX alanda \eWiúWiUmek iVWe\en gelece÷in kadÕn koUo úefleUine ÕúÕk 
WXWaca÷Õ d�ú�n�lmekWediU. 
Anahtar Kelimeler: Koro, Koro ùefi, KadÕn Koro ùefi. 

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 Me]opoWam\a¶da KadÕn M�]is\enler 
 

Nazan SÜNBÜL 
            (T.C. MiOOi E÷iWiP BaNaQOÕ÷Õ) 

 
 

Özet 
ønsanlÕ÷Õn ilk d|nemlerinden itibaren Yar oldX÷X bilinen m�]ik gibi m�]i÷in icracÕlarÕ olan 

müzisyenlerin ve müzisyenlik olgusunun da çok erken dönemlerden itibaren meYcXt olmasÕ beklenmektedir ki 
Eski Me]opotam\a X\garlÕ÷ÕnÕ olXútXran SXmer, Akad, Babil Ye AsXr toplXmlarÕna ait m�]ik k�lt�r�ne dair bilgi 
Yeren temel ka\naklarÕ olXútXran oalgÕ kalÕntÕlarÕ, fig�ratif eserler Ye oiYi \a]ÕlÕ Yesikalar,  Eski Me]opotam\a¶da 
kXrXmsal olarak m�]is\enli÷in meYcXt oldX÷XnX Ye s|] konXsX mesle÷in hem kadÕn hem de erkekler tarafÕndan 
icra edildi÷ini g|stermektedir. 

 
Eski Me]opotam\a¶da m�]is\enler, a÷ÕtlarÕ seslendiren GALA Ye a÷Õt dÕúÕndaki úarkÕlarÕ seslendiren 

NAR olmak �]ere temelde iki ana sÕnÕftan olXúmakla birlikte her bir m�]is\en sÕnÕfÕ kendi ioinde hi\erarúik bir 
\apÕ, koro Ye\a solo gibi �retilen m�]i÷in t�r� Ye icra edilen oalgÕ\a g|re a\rÕ adlandÕrma Ye grXplara sahiptir. 
M.g IV. Ye I. bin aralÕ÷Õnda Eski Me]opotam\a¶da si\asi Ye k�lt�rel olarak YarlÕk g|stermiú s|] konXsX 
X\garlÕklara ait Yesikalar, m�]i÷in kadÕn icracÕlarÕnÕn, iki ana m�]is\en sÕnÕfÕna mensXp pek ook kademe Ye 
po]is\onda \er almalarÕnÕn \anÕ sÕra bi]]at kadÕnlardan olXúan m�]is\en sÕnÕflarÕnÕn da meYcXt oldX÷XnX 
göstermektedir.  

 
Anahtar Kelimeler: EVNi Me]RSRWaP\a¶da KadÕQ M�]iV\eQOeU, M�]iV\eQOiN, M�]iV\eQ SÕQÕfOaUÕ, M�]iN K�OW�U�.  
 

 
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 4th millennium BC to 1st 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. 
 



Geçmişin Eğlendirici Kadınları ve Müzik: 
Antik Yunan’ın Hetaıraları 

Alev Türkan Özcan 
(Akdeniz Üniversitesi, Güzel Sanatlar Fakültesi) 

Sibel Paşaoğlu Yöndem 
(Akdeniz Üniversitesi, Güzel Sanatlar Fakültesi) 

Özet 

Cinsiyet (sex), biyolojik ve fizyolojik farklılıklara dayalıdır. Toplumsal cinsiyet (gender) ise, biyolojik 
belirlenimcilik üzerinden kadın ve erkeğe atfedilmiş, toplumdan topluma farklılık gösteren, sosyal rol ve 
sorumlulukları ifade eden bir kavramdır. Tarih öncesi toplumlarda birey, toplumsallaşma ve aktarım üzerine 
araştırmalar gerçekleştirmek, toplumsal cinsiyet kavramının güncel bir araştırma alanı olarak ele alınmasından 
öte, geçmişteki izlerin günümüz ile olan bağlantılarının tarihsellik olgusu üzerinden değerlendirilmesinin 
önemini ortaya koymuştur. Elde edilen bulgular neticesinde, kökleri tarih öncesi dönemlere uzanan müzik ve 
sosyo-kültürel yaşam içerisinde yer alan müzik bağlantılı belli pratikler, bunlara ilişkin bellek ve aktarım, 
işlevsel kültürün ürünleri olarak karşımıza çıkmaktadır. Geçmişten günümüze, kadın ve erkeğe atfedilen 
toplumsal rol ve statüler, sorumluluklar, müzikte de cinsiyet temelli bir algının olduğuna işaret etmektedir. Kadın 
ve erkeğin icrada kullandıkları çalgıların farklılık göstermesi, kadın/erkek ayrı gerçekleştirilen ritüel ve 
kutlamalar ve buna bağlı olarak şekillenen belli müzikal pratikler, müzikal performansın çoğu toplumda kadınla 
doğrudan ilişkilendirilen biçimi ile “iffet” olgusu üzerinden değerlendirilmesi vb. gibi sayılabilecek müzik ve 
cinsiyet temelli pek çok örnek bilinmektedir. 

Hetaira’lar Antik Yunan’da erkek eğlencelerinde onlara “eşlik” eden ya da erkeklerle “arkadaşlık” edip 
eğlendiren, iyi eğitimli, bir tür üst sınıf “hayat kadınları” olarak tanımlanmaktadır. Milattan önce yedinci yüzyıla 
kadar uzanan geçmişte varlıkları bilinen bu kadınlar, okuma-yazma ve eğitimden yoksun bırakılan, idealize 
edilerek toplum tarafından “iffet”li kabul edilen, sosyal yaşamın getirdiği her tür toplantı, eğlence ve şölenlerden 
uzak, evi ile sınırlandırılmış kapalı bir yaşam süren “özgür” kadınlara bir tezat oluşturmuş tarihi kadın 
figürlerindendir. Dönemin toplumsal normları çerçevesinde, yaygın sosyo-kültürel algının, aile, soy ve de 
androsentrik bakış açısıyla şekillendirilmiş toplumsal yapının devamlılığını sağlamakla sınırladığı “İdeal kadın” 
imgesinin aksine; “Hetaira” kimliği ile kadın, bir yandan yadırganır, hor görülür ve hatta yargılanırken, diğer 
yandan artık eğitim alma olanağına, çeşitli müzikal performanslar gerçekleştirebilme, dans edebilme 
özgürlüğüne sahip kılınmıştır. 

Bu çalışmanın konusunu, aldığı retorik, felsefe, edebiyat, müzik ve dans eğitimiyle birlikte, erkekleri 
sosyal yaşamda eğlendirme ve eşlik etme görevi ile sınırlandırılmış olan hetairalar oluşturmaktadır. Bu 
bağlamda çalışma ile ilgili olarak alanyazın tarama gerçekleştirilmiş, döneme dair bilgilere yer veren çeşitli 
edebi eserler, bilimsel araştırma, görsel ve dokümanlara ulaşılmıştır. Geçmişin kadın portreleri arasında 
alışılagelmişten farklı ve de belli açılardan ayrıcalıklı biri olarak hetaira figürü, müzik ve toplumsal cinsiyet 
ilişkisi üzerinden ele alınmış, elde edilen bulgular doğrultusunda açıklama ve değerlendirmeler 
gerçekleştirilmiştir.   

Anahtar Kelimeler: Antik Yunan, Hetaira, Müzik, Toplumsal Cinsiyet, Kadın Çalışmaları. 



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 Dönemi’ne Ait Şah Tahmasb Şehnamesi'nde 
Kadın ve Müzik 

Farshad Nasırı Babelanı  
(Bursa Uluda÷ hniversitesi T�rk Dili ve Edebi\atÕ) 

Özet 
Bu araútÕrmada FirdeYsi ùehnamesi¶nin en de÷erli n�shasÕ olarak bilinemkte olan Tahmasbۺ Ye\a ùah 

Tahmasb ùehnamesi¶nde \er alan min\at�rl� resimlerdeki d|nem kadÕnlarÕnÕn ha\at tar]Õ Ye m�]i÷in konumu 
incelenmiútir. øúbu oalÕúma temelli bir araútÕrma olup \|ntemi ise aoÕkla\ÕcÕ Ye tarihseldir. Bilgiler k�t�phane 
araútÕrmalarÕ\la toplanmÕútÕr. ùah Tahmasb ùehnamesi¶nde \er alan 3 min\at�r�n anali]i sa\esinde SafeYi 
D|nemi¶nde |]ellikle I. Tahmasb Sultan ]amanÕnda sanatoÕ kadÕnlarÕnÕn oalgÕ oalma \eteneklerini |÷renmiú 
olu\oru]. Bu araútÕrma ile birlikte ùah Tahmasb ùehnamesi¶nin |nemini |÷renip \ine bunun akabinde geroekleúen I. 
Tahmasb Sultan¶Õn t|Ybesi �]erine øran¶daki si\asal, sos\al Ye k�lt�rel ha\atÕn nasÕl etkilendi÷ini Ye |nceki 
d|nemlere na]aran kadÕnlarÕn ne denli kÕsÕtlamalara maru] kaldÕklarÕnÕ |÷reni\oru]. Bundan dola\Õ s|] konusu 
d|nemlerde m�]ik haram ilan edildi Ye sanat camiasÕ a÷Õr ]orluklarÕ tehamm�l etme\e mecbur bÕrakÕldÕ. M�]i÷in 
\asaklanmasÕna Ye akabinde kadÕnlarÕn faali\et etme kÕsÕtlamasÕna neden olan Tahmasb Sultan¶Õn t|Ybesine ra÷men 
s|] konusu ùehname eserinin en de÷erli n�shasÕnda kadÕnlarÕn harp/arp Ye def/tef oalma resimlerini g|rebili\oru].  

Anahtar Kelimeler: Safevi D|nemi, ùah Tahmasb, TahmasbР ùehnamesi, KadÕnlar, Safevi D|nemi M�]i÷i. 

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 

Za\ of Zomen¶s life and the position of music in Shahnameh Tahmasbi, Zhich is considered to be the most Yaluable 
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 Zomen¶s talent in pla\ing the musical instruments during the reign of I. Shah Tahmasp in the SafaYid 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. 



SeloXklXlardan G�n�m�]e KendiWÕnlak dalgÕlarÕn KadÕnlarca øcrasÕ 

Feyzan GÖHER 

(Ni÷de Ömer Halisdemir hniversitesi, T�rk Musikisi Devlet KonservatuvarÕ) 

Özet 

dalgÕ VeoiPleUiQiQ Sek oRk ke] R oalgÕ ile |]deúleúWiUilPiú ciQVi\eWe g|Ue \aSÕldÕ÷Õ, bugün pek çok 
aUaúWÕUPa WaUafÕQdaQ alWÕ oi]ilPiú biU kRQXdXU. AbeleV Ye PRUWeU¶ÕQ 1978¶de oalgÕ VeoiPleUiQde ciQVi\eW aoÕVÕQdaQ 
steUeRWiSleúPe\i YXUgXlaPaVÕQÕ WakibeQ bX kRQXda geQiú |UQeklePleUe da\alÕ oalÕúPalaU geUoekleúWiUilPiúWiU. g\le 
ki ba]Õ oalgÕlaUda %90¶a YaUaQ biU ciQViyet WaUafÕQdaQ WeUcih edilPe RUaQÕ ile kaUúÕlaúÕlPÕúWÕU (|UQe÷iQ aUS Ye fl�W 
ioiQ %90 kadÕQ icUacÕ; elekWUR Ye baV giWaUda %81 eUkek icUacÕ gibi). BX dXUXPXQ RlXúPaVÕQda ciQVleU aUaVÕQdaki 
fiziki g�o faUklÕlÕ÷Õ kÕVPeQ eWkili RlVa da (WahWa Ye bakÕU �flePeli WeUcihiQde RldX÷X gibi), aVÕl RlaQ oeúiWli QedeQleUle 
geleQekVelleúPiú icUacÕ kiPli÷idiU.  

T�P WRSlXPlaUda RldX÷X gibi T�UkleUde de oalgÕ VeoiPleUiQde ciQVi\eWiQ eWkiVi YaUdÕU. gUQe÷iQ aoÕk aUS 
tipindeki çeng, naif sesi ve zarif icra biçimi ile daha oRk kadÕQlaUa \akÕúWÕUÕlPÕú; VeUaPik dekRUlaUÕQdaQ 
minyatürlere kadar pek çok eserde kadÕQlaUÕQ eliQde WaVYiU edilPiúWiU. GeoPiú d|QePleUde oalgÕ VeoiPleUiQde, o 
müzik türünde Ye icUa alaQÕQda faali\eW g|VWeUeQ baVkÕQ ciQVi\eW (diQi Ye aVkeUi P�]ikWe eUkekleUiQ egePeQli÷i 
gibi); bilhaVVa halk ioiQde kadÕQlaUÕQ \alÕWÕlPÕúlÕ÷Õ, XVWadaQ |÷UeQPe iPkkQÕQÕQ RlPa\ÕúÕ gibi faUklÕ dXUXPlaUdaQ 
söz etmek mümkündür. DRla\ÕVÕ\la kadÕQlaU keQdi aUalaUÕQdaki e÷leQceleUde, XVWaVÕQa eUiúileUek |÷UeQilPeVi daha 
g�o RlaQ di÷eU oalgÕlaU \eUiQe, keQdiWÕQlak/idiRfRQik Ye\a g|QWÕQlak/PePbUaQRfRQik/deUi YXUPalÕ eQVWU�PaQlaUÕ 
icUa eWPiúleUdiU. BX WiS oalgÕlaU, daQV edeQ kadÕQlaUca da WeUcih edilPiúWiU. 

BX oalÕúPada SeloXklX VeUaPik dekRUlaUÕQdaQ OVPaQlÕ PiQ\aW�UleUiQe Ye g�Q�P�] X\gXlaPalaUÕQa 
uzanan biU \elSa]ede, keQdiWÕQlak oalgÕlaUÕ icUa edeQ kadÕQlaU Ye icUa RUWaPlaUÕ |UQekleQdiUileUek \RUXPlaQacakWÕU. 
AUaúWÕUPa, oifW-eú SaUoalÕ keQdiWÕQlak gUXbX ile VÕQÕUlaQdÕUÕlPÕúWÕU ki bX VÕQÕfa heP WahWa (oalSaUa, kaúÕk gibi) heP 
de metal (parmak zili, zilli maúa gibi) oalgÕlaU dâhildir.    

Anahtar Kelimeler: Toplumsal Cinsiyet, ÇalgÕ Seoimi, KenditÕnlak ÇalgÕ, 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 µAllƗhX µakbaU¶ 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 Whe µSRXndingV¶ 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. WRmen¶V 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 

Ritüel AlanlarÕnda Ses Cinsiyetleniúi 

Özet 
SeVlendiUme 1: DeUinden \ankÕlanan, ]engin, kaUmaúÕk oan WÕnÕlaUÕnÕn, kRmúX mahalleleUdeki di÷eU oan 

kXleleUinden gelen oanlaUla UekabeW edeUek, \XkaUÕdan biU kenW mahalleVinde oÕnla\ÕS Ye SaWlamaVÕ. 
SeVlendiUme 2: G�ol� Ye cÕ]ÕUWÕlÕ biU bR÷a] Wemi]leme, kÕVa biU VeVVi]lik Ye VRnUa, \akÕnlaUdaki di÷eU 

minaUeleUden gelen VeVleUle heWeURfRnik X\Xm ioinde \ankÕlanan 'AllƗhX' akbaU 'kelimeleUini YXUgXla\an neW Ye 
güçlü biU eUkek VeVinin g|÷e dR÷UX \�kVelmeVi. 

KiliVe oanlaUÕ ile camileUden gelen e]an VeVleUi ben]eU iúleYleUe VahiSWiU. TRSlXlXklaUÕnÕ WRSlanma\a 
oa÷ÕUÕUlaU. MenVXSlaUÕna neUede RlXUlaUVa RlVXnlaU dXa eWmeleUini haWÕUlaWÕUlaU. G�n� d�]enli aUalÕklaUa bölerek, 
WRSlXlX÷Xn g�ndelik ibadeWleUini \aSmaVÕ ioin ikiVinin kaUúÕlÕklÕ RlaUak kXUXcX RldX÷X \RllaUÕ kendi �VlXSlaUÕ\la 
ifade edeUek menVXSlaUÕnÕ ibadeWhaneleUe oa÷ÕUÕlaU. A\nÕ ]amanda, oan Ye e]an VeVleUinin kamXVal cinVi\eW 
alanÕnda eUil biU \aSÕda RlmaVÕ bX kRnXda d�ú�nme\i VeoenleUe oR÷XnlXkla dinleUde lideU RlaUak hi]meW eden 
eUkekleUin \anÕ VÕUa ha\aWlaUÕ kXWVal kiWaSlaUda anlaWÕlan eUkekleUi haWÕUlaWmakWadÕU.  

YXkaUÕdaki "SeVlendiUmeleU"de kamXVal alanlaUÕn eUkek RlaUak cinVi\eWlendiUilmeVine daiU aoÕklama 
b�\�k biU |loe÷i ifade edi\RU RlVa da, kadÕnlaUÕn ba]Õ UiW�elleU ba÷lamlaUda kendi VeV ifadeleUi\le kXUdXklaUÕ akWif 
Ye biliúVel kamXVal cinVi\eW alanlaUÕ meYcXWWXU. AV\a Ye AYUXSa'dan Ye d�n\a dinleUinden kaUúÕlaúWÕUmalÕ Yaka 
oalÕúmalaUÕndan \aUaUlanaUak, kadÕnlaUÕn VRn Wahlilde kadÕn RlaUak \aUaWWÕklaUÕ WRSlXmVal cinVi\eW alanlaUÕnÕ 
SeUfRUmanV aUacÕlÕ÷Õ\la g|] |n�ne VeUi\RUXm. KadÕn VanaWoÕlaU, bX alanlaUa VahiS oÕkaUken, kendi \aúamlaUÕ Ye 
WRSlXlXklaUÕ hakkÕnda \RUXm Ye fikiU be\an eWme fÕUVaWlaUÕ \akalamakWadÕU. NRUmalde dX\Xlma\an / Ye\a 
dX\XlmaVÕna i]in YeUilme\en kadÕnlaUÕn kUiWi]e edilmeVi SeUfRUmanVlaU Va\eVinde biUa] daha \XmXúaU Ye 
kadÕnlaUÕn kamXVal SeUfRUmanVÕna geWiUilen kÕVÕWlamalaU UiW�elleU ioinde eVneWiliU Ye\a i\ileúWiUiliU. 

Anahtar Kelimeler: Ritüel, çan sesi, ezan sesi, toplumsal cinsiyet, sonik cinsiyetlenme 



"UnXWXlmXú Bir Kasabadan" KadÕn Sesleri: Tirebolu'da Gündelik 
Hayat Gösteriminin Sözlü Tarihi 

Arzu Öztürkmen 
(BR÷a]ioi Üniversitesi Tarih Bölümü) 

Özet 
Bu çalÕúma, Türkiye'de bir Do÷u Karadeniz kasabasÕ olan Tirebolu'da kadÕnlarÕn günlük yaúamÕnÕn 

tarihi bir etnografyasÕdÕr. 1994-1996 yÕllarÕ arasÕnda toplanan sözlü tarih anlatÕlarÕna dayanan araútÕrma, 
kadÕnlarÕn günlük yaúam deneyimleri üzerinden yerel de÷iúim kavramÕna odaklanÕr. AnlatÕlar, kadÕnlarÕn ev ve 
kamusal alanlarÕyla ilgili önemli ipuçlarÕnÕ inceler. Kiúisel hatÕra mekanlarÕ ve gündelik hayat pratiklerine dair 
hatÕralarÕ ortaya koyar. Esasen pek çok Tirebolulu kadÕn úapkalarÕ, úÕk kÕyafetleri ve østanbullu "tarzlarÕ" ile veya 
kamusal alanda gösterdikleri "iktidar alanlarÕyla", ata binmeleri ve düzenledikleri sosyal toplantÕlarla hatÕrlanÕrdÕ. 
Geçmiúleri ne kadar farklÕ olsa da, bu kadÕnlar kayÕnvalideleriyle yaúayan ve dar mahallelerde ikamet eden 
gelinler olarak, sÕnÕrlÕ alanlarda biriktirdikleri duygularÕnÕ ayrÕntÕlÕ bir úekilde paylaútÕlar. Evliliklerinin ilk 
yÕllarÕnda, kasaba içindeki hareketleri tamamen kayÕnvalidelerinin kontrolünde olurdu. Bedenlerinin gör�n�rl�÷� 
daha da sorunluydu. Genç gelinlerin ³gelinlik tutmak´ adÕ verilen bir ritüel kapsamÕnda evlendikten sonraki ilk 
hafta "sessiz kalma" gelene÷ini  sergiledikleri görülürdü. Buna göre, kayÕnvalideleri izin verene kadar 
konuúmazlardÕ, ve bu süreç daha sonra yapÕlan ev ziyaretlerinde de devam ederdi. KadÕn bedeni, bir anlamda, 
evlilik öncesi tehdit altÕndayken, evlilik sonrasÕ kayÕnvalidelerinin kurallarÕ çerçevesine bir içine kapanma 
alanÕna dön�ú�rd�. 
Anahtar Kelimeler: Etnografya, sözlü tarih, Tirebolu, günlük \aúam tarihi, kadÕn 

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 ³style,´ wearing hats, chic outfits, and Istanbulite costumes, or for 
their ³power´ 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 ³keeping silent´ among young brides.  In the first week 
of after the marriage, some brides women would ³perform 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 

Özgecan Karadağlı 
(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 women²wives, sisters, slaves, and concubines²were 
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 Hümâyun’un Kadın Müzisyenleri: Görünüşün Çok Ötesinde 

Özet 

Özellikle BatÕ¶da OsmanlÕ ømparatorlu÷u¶nun Harem-i Hümâyun¶u genellikle cinsel arzu ve úehvetle 
iliúkilendirilmiútir. YakÕn zamana kadar Harem kurumuna karúÕ bu yapÕlandÕrÕlmÕú oryantalist bakÕú açÕsÕ inatla 
edebiyatta ve 19. yüzyÕlÕn erotik görsel sanatlarÕnda kendini  göstermeye devam etmiútir. Bu çalÕúma, OsmanlÕ 
m�zikal gelene÷inin ihmal edilmiú bir alanÕ olan kadÕn müzisyen ve bestecilerini incelerken, döneme ve kuruma da 
alternatif bir bakÕs açÕsÕ sa÷lamaktadÕr. Hanedan mensubu bu kadÕnlarÕn ço÷u ± eúler, kÕzkardeúler, köleler, ve 
cariyeler ± içinde müzi÷in de bulundu÷u çeúitli alanlarda özenle e÷itilirler hatta bazÕ kadÕnlar Saray musiki gelene÷i 
dahilinde hem icracÕ hem de besteci olarak kalfa veya usta derecesine ulaúmÕúlardÕ.   KadÕnlar orkestrasÕ ve kadÕn 
besteciler maalesef hala Harem tarihinin ve yapÕsÕnÕn çok da aúina olunmayan bir alanÕ olarak kendini göstermekte. 
Harem mensubu bir çok kadÕn, e÷itiminin ve hatta hayatÕnÕn büyük bir kÕsmÕnÕ Harem-i Humayun¶da geçirmiú 
olmasÕna ra÷men, ømparatorlu÷un orta sÕnÕf úehirli Müslüman kadÕnlarÕnÕn da müzi÷e, sanata ve musiki icrasÕna 
eriúiminde kolaylÕk sa÷lamÕútÕr. 19.yüzyÕlÕn sonunda kadÕnlar, besteci, úarkÕcÕ, icracÕ ve hatta orkestra úefi olarak 
müzik yapÕmÕnÕn çok do÷al parçasÕ haline geldiler. Harem sisteminin iúleyisi, hiyerarúik yapÕsÕ, bu kadÕnlarÕn 
sanatsal yaratÕm ve katkÕlarÕ incelenirken, bu çalÕúma, Harem kadÕnlarÕnÕn sadece e÷lence amaçlÕ cinsel obje 
olmadÕklarÕnÕ, aksine iyi e÷itim görmüú müzisyenler, besteciler ve icracÕlar oldu÷unu ve bu kadÕnlarÕn saygÕyÕ ve 
ilgiyi hakkettiklerini savunmaktadÕr.   

Anahtar Kelimeler: KadÕn m�]iV\enleU, OVmanlÕ HaUemi, kadÕn beVWecileU, OVmanlÕ m�]ik gelene÷i 



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

Philip V. Bohlman 

(University of Chicago / Hochschule für 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 itself²from music as object to musician as subjectivity, from text to 
context, from authenticity to hybridity²is 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 
RQ eWKQRPXVLcRORg\, OeadLQg WR QRWKLQg VKRUW Rf a SaUadLgP VKLfW LQ WKe fLeOd¶V SedagRgLcaO aQd dLVcXUVLYe 
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 subtitle²³KeUV, WKeLUV, RXUV, RWKeUV´²illustrating 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 
PXVLc RXWVLde WKe WeVWeUQ caQRQ aV ³aUea VWXdLeV´ WR fRUPXOaWLQg QeZ W\SRORgLeV Rf eWKQRPXVLcRORg\. I WKeQ 
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 
UeSUeVeQWaWLRQaO WUaQVfRUPaWLRQ Rf PXVLc¶V RQWRORgLeV UegLRQaOO\, ZLWK VSecLaO fRcXV RQ WKe EaVWeUQ 
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 everyone²and to no one. However we celebrate 
WKe SaUadLgP VKLfW LQ RXU fLeOd¶V SedagRgLcaO SUacWLceV, Ze aOVR cRPSOLcaWe WKe Za\V LQ ZKLcK WKe bXUdeQ Rf 
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. 



Hikâye Yazma- KadÕnlarÕnki, OnlarÕnki, Bizimki, Di÷erlerininki 

Küresel Etnomüzikolojide Temsili An 

Philip V. Bohlman 

(Chicago Üniversitesi / Hochschule für Musik, Theater und Medien Hannover) 

Özet 

BX aoÕOÕú NRQXúPaVÕ fÕUVaWÕQÕ, eWQRP�]LNRORMLdeQLQ RUWa\a oÕNWÕ÷Õ V�UeoWeQ bX \aQa \aúaQaQ cLQVL\eWoL 
ROa\OaUÕ, bXQOaUÕQ d�Q\a oaSÕQda P�]L÷LQ WePVLOLQde \RO aoWÕ÷Õ UadLNaO Ye deYULPcL d|Q�ú�P ba÷OaPÕQda 
a\ÕSOa\aUaN de÷eUOeQdLUL\RUXP.  NeVQe ROaUaN P�]LNWeQ |]Qe ROaUaN P�]LV\eQe, LoeULNWeQ ba÷OaPa, |]g�QO�NWeQ 
PeOe]OL÷e d|Q�ú�P�Q NeQdLVL, g�Q�P�]de eWQRP�]LNRORgOaU WaUafÕQdan iyi biliniyor. Bunun tek nedeni, 
aOaQOaUÕQÕ WaQÕPOa\aQ Ye d�Q\a P�]L÷LQLQ RQWRORMLVLQL \eQLdeQ \aSÕOaQdÕUaQ ROa\OaUdaNL dLVLSOLQeU KeVaSOaúPaOaU 
LoLQ NULWLN ROPaVÕ de÷LOdL. DLMLWaO WeNQRORMLQLQ RUWa\a oÕNPaVÕ Ye LQWeUQeWLQ N�UeVeO eULúLPL\Oe, KLobLU úe\ eskisi 
gLbL ROPa\acaNWÕ. DaKa fa]Oa dLQOe\LcL\e daKa fa]Oa P�]LN VXQXOdX; d�Q\a P�]L÷LQLQ KLNa\eOeUL Ye WaULKOeUL KÕ]Oa 
oR÷aOÕ\RUdu ve bunlarÕQ VaKLSOL÷L VÕQÕUVÕ]dÕ. TePVLOL aQ, eWQRP�]LNRORML �]eULQde beQ]eU úeNLOde deULQ bLU eWNL\e 
VaKLSWL Ye aOaQÕQ SedagRMLN Ye V|\OePVeO X\gXOaPaOaUÕQda bLU SaUadLgPa de÷LúLPLQdeQ baúNa KLobLU úe\e \RO 
aoPadÕ. 

AoÕOÕú NRQXúPaP, WePVLOL aQÕQ KeP aNadePLV\eQOeU KeP de P�]LV\eQOeU ROaUaN NadÕQOaUÕQ NaWNÕOaUÕ 
eWUafÕQda bLUOeúWL÷L bLU eQWeOeNW�eO WaULK ROaUaN RUWa\a oÕNÕ\RU. BeQ, aOW baúOÕ÷ÕPdaNL d|UW W�U VaKLSOL÷L ³NadÕQOaUÕQ, 
RQOaUÕQ, bL]LP, dL÷eUOeULQLQ´- NXOOaQaUaN, KeU bLULQL bLU YaNa oaOÕúPaVÕ\Oa NÕVaca |UQeNOe\eUeN, geoLcL bLU |\N� Ye 
tarih tipolojisi öneriyorum. 

1) PedagRMLN aQ Ye YeUOL oaOÕúPaOaUÕQ WePeOOeUL

2) Sürgün Ye \eULQdeQ edLOPe aQÕ

3) VeUgOeLcKeQde MXVLNZLVVeQVcKafW / NaUúÕOaúWÕUPaOÕ P�]LNRORML

4) SEM ve ICTM için temel an

5) Akademik Organizasyon NXUPa aQÕ

6) DR÷X ANdeQL] Ye KX]e\ AfULNa'da cLQVL\eWOeQdLULOPLú SRS�OeU P�]L÷LQ \�NVeOLúL

7) Temsili devrim

DevrLPL, WePVLOL SUaWLNOeU LoLQdeNL dLVLSOLQVeO bLU \eQLdeQ d�]eQOePe\e, BaWÕ NaQRQX dÕúÕQda "aOaQ 
oaOÕúPaOaUÕ" ROaUaN P�]LN \a\ÕQOaPaNWaQ \eQL eWQRP�]LNRORML WLSRORMLOeUL fRUP�Oe eWPe\e geoLúe ba÷OÕ\RUXP. 
DaKa VRQUa RdaN QRNWaVÕQÕ SedagRML\e Na\dÕUÕ\RUXP, BaWÕ NaQRQX dÕúÕQdaNL P�]LN |÷UeWLPLQdeNL KÕ]OÕ b�\�Pe\L 
WePVLOL aQa eúOLN edeQ de÷LúLNOLNOeUe aWfedL\RUXP. SRQ aQOaUÕP, |]eOOLNOe DR÷X ANdeQL]'e RdaNOaQaUaN, bL]L 
P�]L÷LQ RQWRORMLOeULQLQ b|OgeVeO ROaUaN g�Q�P�]e Ye WePVLOL d|Q�ú�P�Qe geWLUL\RU. 

Sonuç olarak, WePVLOL aQÕQ eWQRP�]LNRORML |\N�OeULQL KeUNeVe Ye KLo NLPVe\e aLW ROabLOeceN NadaU UadLNaO 
bLU úeNLOde d|Q�úW�U�S d|Q�úW�UPe\ece÷L NRQXVXQda bLU VRUX VRUX\RUXP. BXQXQOa bLUOLNWe, aOaQÕPÕ]ÕQ SedagRMLN 
X\gXOaPaOaUÕQdaNL SaUadLgPa de÷LúLNOL÷LQL NXWOX\RU ROVak da VaKLSOLN \�N�Q�Q Ye faUNOÕOÕ÷ÕQ WePVLOLQLQ, N�UeVeO 
PeVeOeOeUOe NULWLN KeVaSOaúPaOaUOa KeU ]aPaQNLQdeQ daKa |QePOL KaOe geOdL÷L úX aQda, WaULKVeO X\gXOaPa 
SROLWLNaPÕ]daQ Ya]geoPePePL]L geUeNWLUdL÷L \ROOaUÕ da LoLQdeQ oÕNÕOPa] bLU KaOe geWLUL\RUX]. 



Toplumsal Cinsi\et KalÕplarÕ Ve Profes\onel BaúarÕ: Klasik M�]ik OrkestralarÕndaki T�rk KadÕn 
Orkestra ùefleri 

Ecenur Güvendik 
(ODTÜ Toplumsal Cinsiyet ve KadÕn ÇalÕúmalarÕ) 

Özet 
KadÕnlarÕn klasik m�]ik orkestralarÕndaki konumu, toplumsal cinsi\ete da\alÕ temsiller ve orkestra 

úefli÷i alanÕndaki erkek egemen \apÕlanmadan dola\Õ dÕúarÕda bÕrakÕlmÕútÕr. Bu makale, T�rki\e |rne÷ine 
odaklanarak, kadÕnlarÕn klasik m�]ik orkestralarÕnda orkestra úefi olarak \etersi] sa\Õsal temsilini 
sorunsallaútÕrmaktadÕr. BatÕ'daki klasik m�]ik sekt|r�nde orkestra úefi olan kadÕnlarÕn durumunun anali]inden ve 
toplumsal cinsi\et perspektifinden hareket eden aoÕkla\ÕcÕ oeroevelerden \ola oÕkarak; bu makale T�rk kadÕn 
klasik m�]ik úeflerinin e÷itim ve kari\er \ollarÕnÕ 'Klasik m�]ik orkestralarÕndaki kadÕn orkestra úeflerinin sa\ÕsÕ 
neden daha a]dÕr' ve 'Bu mesle÷e dkhil olmak iste\en kadÕn m�]is\enlerin cinsi\ete da\alÕ dene\imledi÷i 
a\rÕmcÕlÕklar onlar ioin bu erkek egemen alanda u]un s�ren mesleki baúarÕ ve tanÕnma aoÕsÕndan ne gibi 
problemler \aratmaktadÕr' sorularÕnÕ \anÕtlamaktadÕr. Makalenin ioeri÷i, T�rk kadÕn orkestra úeflerinin \anÕ sÕra 
ba]Õ erkek orkestra úefleri ile \apÕlan g|r�úmeleri, hem |]nel dene\imlerini hem de bu ]orluklarÕn oluúmasÕnÕ 
sa÷la\an cinsi\etoi dinamikleri ve sonuolarÕ\la ilgili kendi algÕ ve aoÕklamalarÕnÕ anali] etme\e da\anmaktadÕr. 
Makale, BatÕ orkestralarÕndaki cinsi\et dinami÷ine ben]er úekilde, resmi, kurumsal engellemerin varlÕ÷Õna ek 
olarak kadÕnlarÕn klasik m�]ik orkestralarÕ ioindeki a]ÕnlÕk konumunun toplumsal cinsi\et temelli |nemini 
vurgula\an bir di]i sos\al, k�lt�rel ve kurumsal fakt|rle úekillendi÷ini ileri s�rmektedir. Bunlar toplumsal 
cinsi\ete da\alÕ kalÕplar, roller ve beklentiler, meslekte kadÕnlar ioin rol modellerinin a] olmasÕnÕn etkisi ve 
orkestralardaki orkestra úefinin kimli÷i ve konumu ile \akÕndan iliúkili eril normlardÕr. 

Anahtar Kelimeler: KadÕn Orkestra ùefleri, Toplumsal Cinsiyet KalÕplarÕ, BatÕ Klasik M�zi÷i, øú HayatÕndaki 
KadÕnlar, Erkeklik NormlarÕ. 

Gender Stereot\pes And ProfessÕonal AchÕeYement: TurkÕsh Women Conductors In ClassÕcal MusÕc 
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 anal\sis 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 µWh\ there has been a 
scarcit\ of women among conductors in classical music orchestras¶ and µWhether and in what wa\s 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 minorit\ 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. 



TaUihWeQ G�Q�m�]e dRk SeVli M�]ikWe ø] BÕUakaQ KadÕQ BeVWecileU 

Gökçe Altay Artar 

(BXUVa UlXda÷ hniYeUViWeVi DeYleW KRnVeUYaWXYaUÕ) 

Özet 
da÷laU bR\X kendiVine \�klenen WRSlXmVal miV\Rn, URl Ye inanolaU nedeni\le aUka Slanda kalma\a haWWa 

kimi zaman yok olmaya mahkûm edilmiú kadÕn, bilim Ye felVefe alanlaUÕnda RldX÷X gibi, VanaWWa da W�Ul� 
m�cadeleleU YeUmiúWiU. EUkek egemen WRSlXmlaUda hak ve özgürlükler aUa\ÕúÕ ioeUiVinde biU YaURlXú ga\eVi 
VeUgile\en kadÕn, aUalaUÕnda m�]ik VanaWÕnÕn da RldX÷X Sek oRk alanda eWkin Rlma oabaVÕ VeUgilemiú Ye bX oaba 
g�n�m�]e de÷in X]anmÕúWÕU. BaúlangÕoWa e÷iWimden \RkVXn bÕUakÕlan kadÕn, ]amanla ka]andÕ÷Õ haklaU 
dR÷UXlWXVXnda e÷iWim Rlana÷ÕnÕ elde eWWikWen VRnUa, beVWecilik VanaWÕnda da ka\da de÷eU ilerlemeler g|VWeUmiúWiU. 
B|\lelikle kadÕn, m�]ikVel \aUaWÕcÕlÕ÷Õn �VW�n biU ifadeVi Rlan beVWecilik VanaWÕnda da, WÕSkÕ di÷eU VanaWlaUda RldX÷X 
gibi \eWkinli÷ini kanÕWlamÕúWÕU. 

Bu oalÕúmada eVki oa÷laUdan günümüze kadÕn beVWecileUin \eUi Ye |neminin \anÕ VÕUa baWÕlÕ WeknikleUle 
eVeUleU YeUen kadÕn beVWecileUin \aUaWWÕ÷Õ VRV\al algÕ (social perception) irdelenecektir. Bu kapsamda, Sümerli 
Enheduenna, RUWaoa÷da bilinen ilk kadÕn beVWeci Hildegard von Bingen, R|neVanV¶Wa Casulana Maddalena, Barbara 
Strozzi, Barok dönemde Jaquet de la Guerra, 19. \�]\Õlda ClaUa SchXmann, Fann\ MendelVVRhn HenVel, 19. \�]\Õl 
sonunda Alma Mahler, Amy Beach, 20. \�]\Õlda FUanVÕ] AlWÕlÕlaUÕ¶nÕn Wek kadÕn �\eVi olan Germaine Tailaferre, 
AmeUika¶da XlWUa-mRdeUniVW beVWecileU aUaVÕnda \eU alan RXWh CUaZfRUd SeegeU, øngilWeUe¶de 12-WRn Wekni÷ini 
kullanan ilk besteci Elizabeth LXW\enV Ye halen akWif RlaUak beVWe oalÕúmalaUÕna deYam eden SRfia GXbaXdXlina, 
Kaija SaaUiahR gibi kadÕn  beVWecileUe \eU YeUilecekWiU.  

Anahtar Kelimeler: KadÕn beVWecileU, çok sesli müzik 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 



TaffaQeO¶iQ PaUiV KRQVeUYaWXYaUÕ FO�W E÷iWiPiQe 
KaWkÕOaUÕ Ba÷OaPÕQda FUaQVÕ] KadÕQ BeVWeciOeU 

EPeO DR÷aQ U÷XUOX 
(ZRQgXOdaN B�OeQW EceYLW hQLYeUVLWeVL DeYOeW KRQVeUYaWXYaUÕ) 

Özet 
 1669 yılında kurulan École Royale de Chant (Kraliyet Şan Okulu) ve Institut National de Musique 
(Ulusal Müzik Enstitüsü)’nün birleşmesi ile 1795’te tamamen devlet fonları ile desteklenerek açılan ilk müzik 
okulu olan Conservatoire National Supérieur de Musique de Paris (Paris Konservatuvarı), Fransa’da müzik 
eğitiminin ayrılmaz bir parçası olmasının yanı sıra Fransız Flüt Ekolünün oluşması ve günümüze kadar olan 
gelişim sürecinde de en etkili müzik kurumlarının başında gelmektedir. 

Claude Paul Taffanel, Paris Konservatuvarı’nda flüt profesörlüğü yapmaya başlamasının ardından flüt 
repertuvarını Fransız bestecilerinin yeni eserleri ile güncellemiş ve sınırlı olan nefesli repertuvarını genişletmek 
konusunda konservatuvar yönetimini ikna etmiştir. Cécile Chaminade, Jeanine Rueff, Ginette Keller, Thérèse 
Brenet ve Betsy Jolas gibi Fransız kadın besteciler, öğrencilerin mezuniyetlerinde icra ettikleri (solo de 
concours) yarışma eserleri bestelemişlerdir. Bu eserler, ton, vibrato, artikülasyon gibi Taffanel’in öncülüğünü 
yaptığı Fransız flüt ekolünün yapı taşlarını vurgulamaları bakımından önemlidirler. 

19. yüzyılın ilk çeyreğinden 20. Yüzyılın sonlarına kadar Paris Konservatuvarı’nda flüt yarışma eserleri 
erkek besteciler tarafından bestelenmiştir. Cécile Chaminade, 1902’te flüt yarışma parçası bestelemek için 
görevlendirilen ilk kadın besteci olmuştur. Flüt için bestelenen Concertino Op. 107, flüt repertuvarının ve 
bestecinin bilinen en önemli eserlerinden birisi olmuştur. Cécile Chaminade’ın ardından 1954 yılında Jeanine 
Rueff, 1968 yılında Ginette Keller, 1974 yılında Thérèse Brenet ve 1977 yılında Betsy Jolas’ın besteledikleri 
eserlerle bu süreç devam etmiştir. 

Bu çalışmada, Paris Konservatuvarı, bu kurumdaki flüt eğitim geleneği, Taffanel ile birlikte flüt 
eğitiminde meydana gelen yenilikler ve bu bağlamda Fransız kadın bestecilerin bu sürece katkılarının 
irdelenmesi amaçlanmaktadır. 

Anahtar Kelimeler: FO�W, FUaQVÕ] FO�W ENRO�, PaULV KRQVeUYaWXYaUÕ, TaffaQeO, FUaQVÕ] KadÕQ BeVWecLOeU. 

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 École 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, Thérèse 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, Thérèse 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. Y�]\Õl¶da µKadÕn Besteci¶ Olmak: Clara Schumann 
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(Akdeni] hniYersiWesi DeYleW KonserYaWXYarÕ) 

 
Özet 

 
Feminist Müzik TeRUiVi aOaQÕQda \aSÕOaQ baúOaQgÕo oaOÕúPaOaUÕ toplumsal cinsiyet (gender) üzerine 

\R÷XQOaúÕU Ye iOk baúOÕkOaU ³KadÕQ BeVWeciOeU´ \a da ³KadÕQÕQ M�]ikWeki YeUi´ bioiPiQde úekiOOeQiU. BX 
baúOÕkOaUa geUekoe ROaUak P�]ik WaUihi kiWaSOaUÕQda kadÕQ beVWeciOeUiQ \eU aOPaOaUÕQdaki ekVikOik Ye kadÕQÕQ 
P�]ikWe hak eWWi÷i de÷eUi bXOaPaPaVÕ gösterilebilir. ³CiQVi\eWe da\aOÕ iúOeU´ VÕQÕfOaPaVÕQÕQ \aSÕOdÕ÷Õ biU WRSOXPda 
beVWeciOik Ye \RUXPcXOXk gibi SURfeV\RQeO X÷UaúÕOaU, 19. \�]\ÕO kadÕQÕ ioiQ WaUWÕúPaOÕ biU dXUXPdXU. KadÕQ 
beVWeciOeU kRQXOX oaOÕúPaOaUÕQ |QeP ka]aQPaVÕQÕQ QedeQi bXdXU. BiQgeQ, Clara Schumann, Strozzi, Smyth ve 
SeegeU gibi kadÕQ beVWeciOeU kRQXVXQda iOk oaOÕúPaOaU \a\ÕPOaQÕU (KXWOXk, 2016). BX oaOÕúPaOaUÕQ WePeOiQde 
besteciQiQ eVeUOeUiQiQ QiWeOi÷iQdeQ ]i\ade, verilen mücadele bXOXQPakWadÕU. KadÕQÕQ hak eWWi÷i de÷eUi 
kazanabilmek ioiQ YeUdi÷i X÷Uaú aQa WePa ROaUak beOiUiU. BeQ]eU biU dX\aUVÕ]OÕ÷ÕQ ka\ÕW eQd�Vtrisinde de 
g|U�Od�÷�Qe VÕkoa dikkaW oekiOiU. KadÕQ beVWeciOeUin eser ka\ÕWOaUÕQÕQ \aSÕOPaPaVÕ, ROa÷aQ RUkeVWUa 
SURgUaPOaUÕQda \eU YeUiOPePeVi \a da kadÕQ VeVOeQdiUiciOeUiQ VekW|Ude geUi SOaQda bÕUakÕOPaVÕ gibi kRQXOaU 
WaUWÕúPa\a aoÕOÕU. Clara (Wieck) Schumann, her zaman konunun ilgi çeken isimlerinden biridir. EúiQiQ Romantik 
Dönem¶in önde gelen bestecilerinden biUi ROPaVÕ\Oa kiPi kaSÕOaUÕQ keQdiViQe daha UahaW aoÕOdÕ÷Õ vurgusu yaSÕOÕU. 
Oysa müzisyen bir aileden gelmektedir ve ilk müzik e÷iWiPiQi profesyonel bir piyanist ve pedagog olan 
babaVÕQdaQ aOPÕúWÕU. Kendisi de P�]ik \aúaPÕ bR\XQca kRQVeU Si\aQiVWi, e÷iWici Ye beVWeci kiPOi÷i\Oe P�]ik 
WaUihiQiQ ROa÷aQ�VW� \ÕOdÕ]OaUÕQdaQ biUi ROaUak |Qe oÕkPÕúWÕU. 
 

Bildiri, Clara SchXPaQQ¶ÕQ kiPOi÷iQde 19. y�]\ÕO P�]ik \aúaPÕQda kadÕQÕQ \eUiQe RdakOaQPa\Õ ve bestecinin 
P�]i÷i\Oe iOgiOi biOgi YeUPe\i aPaoOaPakWadÕU. 
 
Anahtar sözcükler: Clara Schumann, Toplumsal Cinsiyet, Müzikte KadÕn, KadÕn Besteciler 
 
 

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

Abstract 
 
The iQiWiaO SURceVV iQiWiaWed fRU FePiQiVW MXVic TheRU\ fRcXVeV RQ geQdeU aQd Whe fiUVW WiWOeV µWRPaQ 

CRPSRVeUV¶ RU µWRPaQ'V POace iQ MXVic¶ Wake VhaSe. 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. 
PURfeVViRQaO RccXSaWiRQV VXch aV cRPSRViWiRQ aQd iQWeUSUeWaWiRQ iQ a VRcieW\ ZheUe Whe cOaVVificaWiRQ Rf ³ZRUkV 
baVed RQ geQdeU´ iV a cRQWURYeUViaO 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 

 
 
 
 
 
 
 



OVPaQlÕ¶da KadÕQ ve M�]ik øliúkiViQiQ UQXWXlPXú TaUihi:  
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Özet 

Dilhayat Kalfa, OVmanlÕ D|neminde RefWar Kalfa¶dan Vonra bilinen ikinci kadÕn beVWecidir. YaúamÕ 
hakkÕnda çok a] bilgi\e Vahip oldX÷XmX] Dilha\aW Kalfa¶nÕn Harem-i HXma\Xn¶da ook i\i bir müzik e÷iWimi 
aldÕ÷Õ eVerlerinden anlaúÕlmakWadÕr. 19. \�]\Õldan |nce \aúamÕú olup da, eserlerinin kÕVmen de olVa g�n�m�]e 
XlaúWÕ÷Õ Wek kadÕn beVWeci Dilha\aW Kalfa¶dÕr. EYckrk peúreYi ile Va] VemaiVi en Veokin eVerleri olarak 
görülmektedir. Evc, mahur ve rast besteleri de faVÕl reperWXYarÕnÕn en be÷enilen eVerleri araVÕndadÕr. 

Sözl� gelene÷e da\anan OVmanlÕ m�]i÷ine aiW eVerlerinin oo÷X ka\bolmXú, noWalarÕ g�n�m�]e 
XlaúmamÕúWÕr. OVmanlÕ¶da harem Ye kadÕn m�]iV\enlerle ilgili elimi]de deWa\lÕ \a]ÕlÕ belge bXlXnmadÕ÷Õ için, 
|]ellikle o d|nemdeki icracÕ Ye beVWecilerin iVimlerini WeVpiW eWmek g�oleúmekWedir. BX ka\naklarÕn WamamÕnÕn 
erkek egemen bir bakÕú aoÕVÕ\la \a]ÕldÕ÷Õ d�ú�n�ld�÷�nde, bu \aklaúÕmdan ba÷ÕmVÕ] ³yeni´ bir Warih \a]ÕmÕnÕn 
da gereklili÷i orWa\a oÕkmakWadÕr. BXnXn \anÕnda m�]ik Warihinde beVWecilik Ye \araWÕcÕ icracÕlÕk daha çok 
erkeklerle iliúkilendirilmiú, kadÕnlar beVWecilik Ye icracÕlÕk e÷iWimine \|nlendirilmemiúWir. KadÕnlarÕn, do÷XúWan 
geldi÷i kabXl edilen \araWÕcÕlÕkWan \okVXn oldXklarÕ, hiobir ]aman deha Vahibi b�\�k bir VanaWoÕ olama\acaklarÕ 
iddia edilmiú, bX \|n�\le m�]ik bir erkek VanaWÕ olarak geliúmiúWir. B�W�n bX WarWÕúmalar de÷erlendirildi÷i ]aman,  
Dilha\aW Kalfa gibi bir beVWecinin eVerlerinin g�n�m�]e kadar XlaúmaVÕ dikkaWe de÷erdir. BX oalÕúmada T�rk 
m�]i÷ine ook de÷erli eVerler ka]andÕran Dilha\aW Kalfa¶nÕn T�rk m�]i÷indeki \eri �]erinde dXrXlmXú Ye EYcara 
makamÕndaki eVerleri oekirdek anali]i \|nWemi\le incelenmiúWir. Genelde Warih, |]elde m�]ik Warihi \a]ÕmÕnÕn, 
kadÕnÕn g|r�n�rl�÷�n� g|lgele\en eril bir gelene÷in i]lerini WaúÕdÕ÷Õ rahaWlÕkla V|\lenebilir. BX alanda \apÕlacak 
oalÕúmalar m�]i÷e dair unutturulan ³kadÕn´ Wemelli bir geomiúinin de Yar oldX÷XnX WoplXma duyumsatacak ve 
geomiúe dair bX akWarÕmÕn V�reklili÷ini Va÷lamada önemli bir rol üstlenirken, kadÕn m�cadeleVine de güç 
verecektir. 

Anahtar Kelimeler: Dilhayat Kalfa, OVPaQOÕ, KadÕQ, BeVWecL, EYcaUa. 
 

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. Evcârâ peshrevi and saz semai are seen as his most excellent works. Evc, mahur and rast 
compoViWionV are alVo among Whe moVW popXlar ZorkV of Whe faVÕl reperWoire. 

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 ³new´ 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 WhiV VWXd\, Dilha\aW Kalfa¶V place in 
Turkish music is emphasized and her works in Evcârâ 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 
³Zoman´ baVed paVW WhaW iV made Whe forgeW aboXW 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. 



Günümüzde Türk Müzi÷i øcrâ Eden Kadın Sazendelerin Sanat Alanındaki Temsiliyetlerinin 
Genel De÷erlendirilmesi 

 
Güniz ALKAÇ 

Bursa Uluda÷ Üniversitesi Devlet Konservatuvarı  
 

Özet 
OVPaQOÕ WRSOXPX VRV\aO bakÕPdaQ geQeO ROaUak ³aWaeUkiO´ d�]eQde \aSÕOaQPÕúWÕU. M�]i÷iQ de bX 

\aSÕOaQPa geUe÷i ³eUkek egePeQ´ d�]eQde geOiúiP g|VWeUdi÷i g|U�OPekWediU. HkObXki T�Uk M�]i÷i geOeQe÷iQde 
kadÕQ heU ]aPaQ P�]ikOe io ioe ROPXúWXU. g\Oe ki kadÕQ P�]ik icUacÕOaUÕ OVPaQOÕ SaUa\Õ¶Qdaki P�]ik 
faaOi\eWOeUiQde, úehiU ha\aWÕQda geOiúeQ faVÕO P�]i÷iQiQ ³iQceVa]´ WakÕPOaUÕQda, úehiU e÷OeQce P�]i÷iQde, úehiUde 
icUk ediOeQ haOk P�]i÷iQde Va]Õ\Oa, VeVi\Oe Ye beVWeciOik \|Q�\Oe P�]ikaO faaOi\eWOeUiQi V�Ud�UP�úOeUdiU. ³Ne YaU 
ki, geUek P�VÕkv ka\QakOaUÕ, geUekVe P�VÕkv dÕúÕ geQeO ka\QakOaU kadÕQOaUÕQ OVPaQOÕ WaUihi bR\XQca g|VWeUdikOeUi 
P�VÕkv faaOi\eWOeUiQiQ kaSVaPÕQÕ Ye geUoek bR\XWOaUÕQÕ \aQVÕWPakWaQ X]akWÕU.´ (AkVR\; 2008, 64) KadÕQÕQ T�Uk 
M�]i÷i geOeQe÷iQdeki P�]ikaO kiPOi÷i hakkÕQda biOgi aOPak ioiQ VÕQÕUOÕ da ROVa \a]ÕOÕ Ye WaVYiUi beOgeOeUdeQ 
fa\daOaQÕOPakWadÕU. BaúOaQgÕoWa WRSOXPdaki iVOkPv d�]eQ geUe÷i ROXúaQ haUePOik ±VeOaPOÕk ha\aWÕ kadÕQ Ye 
eUke÷i VRV\aO ha\aWWa ROdX÷X kadaU P�]ik icUk RUWaPOaUÕQda da biUbiUiQdeQ a\ÕUPÕúWÕU. BX dXUXPda kadÕQOaU keQdi 
e÷OeQceOeUiQi \aUaWPa iVWe÷i\Oe oaOgÕ oaOPa\Õ |÷UeQPiúOeUdiU. AQcak geOeQek kXUXOdXkWaQ VRQUa kadÕQ Ye eUkek 
P�]iV\eQOeUiQ kaUúÕ kaUúÕ\a- \aQ \aQa geOecek úekiOde biU aUada P�]ik icUa eWWikOeUi de g|]OeQPektedir.  
   BX biOdiUide g�Q�P�]de VÕQÕUOÕ RUWaPOaUda T�Uk M�]i÷i icUa faaOi\eWOeUiQi V�Ud�UebiOeQ kadÕQ Va]eQdeOeUiQ icUa 
eWWikOeUi VaQaW RUWaPOaUÕQdaki kRQXPOaUÕ kadÕQ ROPaOaUÕ QRkWaVÕQda iQceOeQeUek geQeO biU de÷eUOeQdiUPe 
\aSÕOPa\a oaOÕúÕOPÕúWÕU. AUaúWÕUPa\a YeUi Va÷OaPak aPacÕ\Oa \aSÕOaQdÕUÕOPÕú g|U�úPe fRUPX ha]ÕUOaQPÕú Ye bX 
fRUP g|Q�OO� ROaUak aUaúWÕUPa\a kaWÕOaQ oaOÕúPa gUXbXQa X\gXOaQPÕúWÕU. EOde ediOeQ bXOgXOaU ÕúÕ÷ÕQda oeúiWOi 
PecUaOaUda T�Uk M�]i÷i icUk edeQ kadÕQ Va]eQdeOeUiQ ioiQde bXOXQdXkOaUÕ dXUXPOaU WeVSiW ediOPe\e oaOÕúÕOPÕúWÕU.  
 
Anahtar Kelimeler: T�rk Makam M�zi÷i, KadÕn, Sazende, øcrkcÕ 
 

 
 

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

 
Abstract 
The Ottoman society had ³SaWUiaUchaO´ VWUXcWXUiQg iQ geQeUaO. IW cRXOd be VeeQ WhaW baVed RQ WhiV 

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 
cRPSRVeUV iQ PXVicaO acWiYiWieV Rf Whe OWWRPaQ SaOace, iQ ³VWUiQged iQVWUXPeQWV´ eQVePbOeV Rf faVÕO PXVic 
deYeORSed iQ ciW\ Oife, iQ eQWeUWaiQPeQW PXVic Rf ciWieV, aQd iQ fROk PXVic SeUfRUPed iQ ciWieV. ³NeYeUWheOeVV, bRWh 
musical sources and non-musical general sources are far from reflecting the scope and true dimensions of 
PXVicaO acWiYiWieV Rf ZRPeQ WhURXghRXW OWWRPaQ hiVWRU\.´ (AkVR\; 2008, 64) IQ RUdeU WR fiQd iQfRUPaWiRQ RQ 
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 Maqam Music, Women, Musician, Performer 
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Özet 
Türk Müzi÷i gelene÷inde, ö÷renim ve aktarÕm yöntemi olarak “meúk” önemli bir yer tutar. Her ne kadar 

yüzyÕllar içinde ebced ve Hamparsum notasÕ gibi nota yazÕm sistemleri kullanÕlmÕú olsa da “meúk” en önemli 
aktarÕm sistemi olmuútur.  

 Günümüzde halen belli ölçüde devam eden meúk sistemi; kulaktan ö÷renmeye, ezber ve tekrarlamaya 
dayanÕr. Meúk; “Türk müzi÷inde uygulanan, kulaktan ö÷renme ve ö÷retme yöntemi"; meúk etmek ise; 
"ö÷retmenin çaldÕ÷Õ veya söyledi÷i yapÕtÕ dinleyerek ö÷renmek ve ezberlemek"1 úeklinde ifade edilmektedir. 
Ancak Türk müzi÷inde meúk gelene÷inin çok daha geniú içeri÷i bulunmaktadÕr. Meúk sisteminde usul(ritm) 
konusu önemli bir baúlÕktÕr. “Meúk edilen eserin uslüyle birlikte ö÷renilmesi esastÕr.”2 Usul, melodi ve güfte 
iliúkisiyle örülmüú ustalÕklÕ eserler meúk usulü ile günümüze kadar gelmiútir. Usta çÕrak iliúkisi içinde, Türk 
müzi÷ini iyi bilen, icrada ustalaúmÕú bestekâr ve icracÕlarla yapÕlan bu müzikli toplantÕlar aracÕlÕ÷Õyla, henüz 
konservatuarlarÕn kurulmadÕ÷Õ yÕllarda birçok icracÕ ve bestekâr yetiúmiútir. Özellikle 19.yüzyÕl sonlarÕndan 
itibaren solistik icranÕn öne çÕkmasÕyla birlikte üslup, tavÕr ve yorum kavramlarÕ da önem kazanmÕútÕr. 

Bu çalÕúmanÕn konusu; gelene÷in içinden yetiúmiú kadÕn ses icracÕlarÕndan Sabite Tur Gülerman’Õn 
Selahattin PÕnar eserleri örnekleminde icra analizi ve öne çÕkan tavrÕdÕr.   Sabite Tur Gülerman gibi klasik Türk 
Müzi÷i üslubunu benimseyenlerce kabul görmüú, aynÕ zamanda batÕ tekniklerini de ustaca kullanan hanende 
sayÕsÕ oldukça azdÕr. Öyle ki Selahattin PÕnar gibi bol süslemeli ve motifli eserler besteleyen bir bestekârÕn 
eserlerinde ustaca bir teknikle hem notayÕ uygulamÕú, hem de kendince ekledi÷i motif, çarpma vb. yöntemler ile 
esere ayrÕ bir de÷er kazandÕrmÕútÕr.  Sabite Tur Gülerman’Õn bu tavrÕ klasik Türk Müzi÷i üslubunu 
benimseyenlerce be÷eni kazanmÕú ve örnek gösterilmiútir.  

Bu çalÕúmada nitel araútÕrmalara özgü tarama yöntemi kullanÕlacak ve Selahattin PÕnar besteleri 
örnekleminde Sabite Tur Gülerman’Õn tavrÕ üzerine elde edilen sonuçlar yorumlanacaktÕr.  

 
Anahtar Kelimeler: T�Uk M�]i÷i hVOXbX, TaYÕU, SeOahaWWiQ PÕQaU BeVWeOeUi, SabiWe TXU G�OeUPaQ TaYUÕ. 
 
 

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

 
Abstract 
In the Turkish Music tradition, "meúk" 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, “meúk” has 
been the most important transmission system. 

The “meúk” system, which still continues to a certain extent today; It is based on learning by ear, 
memorization and repetition. Meúk; 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"3  . However, there is a 
much wider content of the meúk tradition in Turkish music. Method (rhythm) is an importanttopic in the meúk 
system. Procedure is imperative to practice.  “It is essential to learn the composition that has been practiced, in a 
rhythm.”4 The masterful Works knitted with the relation of method, melody and lyrics have survived to the 
present day in meúk 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. 

 
1 Vural Sözer; Müzik Ansiklopedik Sözlük, 4. BaskÕ, Remzi Kitabevi, østanbul, 1996, s.465 
2 Cem Behar; Aúk OlmayÕnca Meúk Olmaz, Geleneksel OsmanlÕ/ Türk Müzi÷inde Ö÷retim ve 
øntikâl, YapÕ Kredi YayÕnlarÕ, østanbul, 2003, s. 16 
3 Vural Sözer; Müzik Ansiklopedik Sözlük, 4. BaskÕ, Remzi Kitabevi, østanbul, 1996, s.465 
4 Cem Behar; Aúk OlmayÕnca Meúk Olmaz, Geleneksel OsmanlÕ/ Türk Müzi÷inde Ö÷retim ve 
øntikâl, YapÕ Kredi YayÕnlarÕ, østanbul, 2003, s. 16 



The subject of this study; It is the performance analysis and singing style of Sabite Tur Gülerman, one 
of the female vocal performers who grew up with in the tradition, in the sample of Selahattin PÕnar works. Sabite 
Tur Gülerman 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 PÕnar, 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 Gülerman 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 Gülerman in the sample of Selâhattin PÕnar compositions will be interpreted. 

 
Keywords: Turkish Music Style, Singing techniques,  Compositions by SeOahaWWiQ PÕQaU, Singing Techniques of 
Sabite Tur Gülerman. 



 

Kant¶Õn Estetik KuramÕ Ba÷lamÕnda Türk Makam Müzi÷i Eserlerinin Estetik Analizine Yönelik Bir 
Model Örne÷i: Faize Ergin – “Bade-ø Vuslat øçilsin Kâse-ø Fa÷furdan´ 

Göknil Biúak Özdemir 

(øTh T�Uk MXVikiVi DeYleW KRQVeUYaWXYaUÕ) 

Özet 

Bu oalÕúmada, Kant¶Õn estetik kuramÕna ba÷lÕ olarak T�rk Makam M�]i÷i eserlerinde estetik analiz 
yapabilmeye yönelik bir model |nerisi oluúturulmuútur. Bu modele örnek olarak da Tanburi Fai]e Ergin¶in 
ùedaraban makamÕndaki ³Bade-i vuslat içilsin kâse-i fa÷furdan´ adlÕ eserinin estetik anali]i \apÕlmÕútÕr. Türk 
Makam M�]i÷i¶nin |nde gelen kadÕn bestekarlarÕndan olan Tanburi Fai]e Ergin¶in ilk bestesi olma |]elli÷i 
taúÕ\an bu eser, ³m�kemmellik |rne÷i´ ve ³úaheser´ olarak de÷erlendirilmektedir. Bu oalÕúma a\nÕ ]amanda bir 
müzik eserinin hangi ölçütlerle ³g�]el´ olarak de÷erlendirildi÷ine cevap aramaktadÕr. Estetik, ioinde g�]elli÷i 
barÕndÕran, geroekli÷i sanatla ifade eden bir bilimdir. Ancak yöntemlerinin belirlenmesi oldukça güçtür. Zamana 
ve yere göre de÷iúmektedir. Bir sanat eserini ³g�]el´ \apan de÷erleri, estetik |]elliklerini anali] etmek ioin 
birtakÕm parametreler belirlemek gerekmektedir. Bu da bir kurama da\anarak oluúturulan bilimsel yöntemlerle 
geroekleúebilir. Kant anla\ÕúÕnda estetik, g�]eli de÷erlendirme ve \argÕlama \etisi\le oluúmaktadÕr. O¶na g|re, 
estetik bir sanat eserinde, imgeleme ve anlama yetisinin uyumu söz konusudur. Sanatsal de÷erlendirmeler \argÕ, 
deha, \�ce ve g�]el kavramalarÕnÕ aoÕklÕ÷a kavuúturma\a oalÕúarak \apÕlmalÕdÕr. Estetik \argÕnÕn ölçütü ise 
nitelik, nicelik, iliúki ve kiplik \argÕlarÕdÕr. Kant¶Õn estetik kuramÕ, \apaca÷ÕmÕ] eser analizinde, tarihi süreçte 
oldu÷u gibi bug�n de bize ÕúÕk tutacaktÕr. Bu oalÕúma, T�rk Makam M�]i÷i eserlerinde, bundan sonra \apÕlacak 
estetik analizi oalÕúmalarÕna |rnek niteli÷indedir. 

Anahtar Kelimeler: EVWeWik, KaQW, T�Uk MakaP M�]i÷i, Fai]e EUgiQ, WaQbXU, beVWeci 

 

A Sample Model of Aesthetic Analysis of Turkish Makam Music Creations in The Context of Kant¶s 
Aesthetic Theory: Faize Ergin – “Bade-i Vuslat øçilsin Kase-i Fa÷furdan´ 

 

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 ³Bade-i vuslat içilsin kase-i fa÷furdan´ b\ Tanbur Pla\er Fai]e Ergin in ùedaraban 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 ³e[ample of perfection´ and ³masterpiece´. This stud\ also e[plores 
the criteria used to assess a musical piece as ³good´. Aesthetics is a science that contains beaut\ 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 artZork ³good´, 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 theor\ of aesthetics Zill 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 Maqam Music, Faize Ergin, tanbur, composer 

 

 

 



 
-BiU KadÕn øcUacÕnÕn G|]�nden- 

T�Uk M�]i÷i Keman øcUaVÕnda KaUúÕlaúÕlan SRUXnlaU 
 

Canan Sezgin Geylan 
(Kültür ve Turizm Bakanlığı Türk Müziği Keman Sanatçısı) 

 
Özet 
Keman icrasÕ baúlÕ baúÕna enstr�manÕn perdesiz ve yaylÕ oluúu ile iliúkili çeúitli teknik zorluklar 

barÕndÕrmaktadÕr. T�rk m�zi÷i keman e÷itimi ise hem metodolojik hem tutuú tekni÷i açÕsÕndan oturtulamamÕú bir 
yapÕ �zerine inúa edilmeye çalÕúÕldÕ÷Õndan, geleneksel icracÕ olma yoluna fazladan bir zorluk katmaktadÕr. Bunlarla 
birlikte bir kadÕn icracÕ olarak yaúanan sosyal problemler de Türk M�zi÷i keman icracÕsÕnÕn �zerinde bir üçüncü 
zorluk katmanÕ olarak karúÕmÕza çÕkabilmektedir. 

Durum saptamasÕna y|nelik yaúantÕlardan ve deneyimlerden yola çÕkÕlarak, aynÕ zamanda literat�r 
taramasÕna dayalÕ olarak oluúturulacak bu çalÕúma, durum tespitine dayalÕ betimsel bir karakter taúÕmaktadÕr. 
ÇalÕúmada hem T�rk m�zi÷i keman e÷itiminde metot sorununa ve bu durumun icracÕlÕkta yarattÕ÷Õ handikaplara 
de÷inilecek; hem de kadÕn icracÕlarÕn karúÕlaútÕ÷Õ sorunlardan, engellerden bahsedilecektir. Bu anlamda araútÕrma, 
iki y|nl� bir konu a÷Õna sahip olmakla birlikte, |rnekler ve ç|z�m |nerileri açÕsÕndan b�t�nc�ll�k g|zetilecektir. 

Betimsel karakterli, nitel bir çalÕúma olan bu araútÕrmada kadÕn Türk M�zi÷i keman  |÷rencilerinin ve 
yorumcularÕnÕn, geleneksel icracÕlÕkta ilerleyemeyiúlerinin nedenleri, teknik problemler, metodolojik ve sosyal 
alanlarda karúÕlaútÕklarÕ belli baúlÕ sorunlar, zorluklar, beraberinde ve sonrasÕnda yaúanan sosyal engeller, 
problemler ve bunlarÕn aúÕlmasÕna y|nelik çözüm önerileri üzerinde durulacaktÕr.   
 
Anahtar Kelimeler: Keman İcrası, Türk Müziği, Toplumsal Cinsiyet, Kadın İcrası, Kadın Sanatçı. 

 
- 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 M�]ikWe KadÕn M�]is\enli÷inin Y�kseliúi Ye 
De÷iúen KadÕn ømgesi 

 
Gökmen g]menWeú 

(Akdeniz Üniversitesi Güzel Sanatlar Fakültesi) 
 

 Özet 
M�]ik k�lW�Uel/WoplXmVal de÷iúim Ye haUekeWlilikleUle ook g�ol� iliúkileri olan biU VanaWWÕU. BX iliúki kimi 

]aman m�]i÷in bX de÷iúimleUi WeWikle\en biU a\gÕW, kimi ]aman da bX de÷iúimleUden eWkilenen biU WemVil aUacÕ 
olmaVÕnÕ ioeUen kaUúÕlÕklÕ biU g|U�n�mde geUoekleúiU. M�]i÷in de÷iúim haUekeWlilikleUi\le kXUdX÷X bu g�ol� iliúki 
popüler müzikte sanatsal/gelenekVel m�]ik W�UleUine kÕ\aVla ook daha kÕVa V�Uede Ye VomXW olaUak 
g|U�lebilmekWediU. De÷iúime diUenme Ye k�lW�Uel mXhafa]akâUlÕ÷Õ \eU \eU \aúamVal biU amaca \�kVelWen 
sanatsal/gelenekVel m�]ikleU b�\�k anlaWÕ Ye miUaVlaUÕn deYamÕ olaUak modeUn biU V|\lemin kendini 
eliWleúWiUmeVi amacÕ\la da kXllanÕlmakWadÕU. Ancak k�lW�Uel oo÷XlcXlXk, faUklÕlÕklaUÕn eUimeVi, oeúiWlilik Ye 
m�]ikal eWkileúimleUin biU \aúam alanÕ olaUak pop�leU m�]ik poVWmodeUn V|\lem Ye aUaolaUÕn �UeWildi÷i ana 
mecUalaUdan biUine de d|n�úm�úW�U. Pop�leU m�]ikWe kadÕn cinVelli÷i, |]ellikle de kadÕn bedeninin meWalaúmaVÕ, 
b�\�k k�lW�U, b�\�k anlaWÕlaU, \�ce ahlak gibi V|\lemleUi biUeU biUeU paUoalama \eWene÷ine Vahip pop�leU m�]i÷e 
\|nelWilmiú negaWif eleúWiUileUin Wemel nokWalaUÕndan biUi olmXúWXU. Ancak medya ve müzik teknolojisinde son 10 
\Õlda \aúanan VaUVÕcÕ \enilikleU pop�leU m�]ik VekW|U�ndeki W�m �UeWim Ye W�keWim bioimleUini de÷iúWiUmiú, bu 
ba÷lamda kadÕnlaUÕn m�]ik VekW|U�ndeki UolleUi de faUklÕlaúmÕúWÕU. Covid-19 pandemiVinde i\ice hÕ]lanan bX 
de÷iúimleUin en neW g|U�ld�÷� pop�leU m�]ik W�UleUinden biri indie müzik olmXúWXU. BX oalÕúmadaki ana We] 
úXdXU: popüler müzik endüstrisinde, |]ellikle ana akÕm pop m�]ikWe, kadÕn bedeninin biU meWa olaUak �UeWimi Ye 
gösterimine yönelik eleúWiUel biU damaUÕn beliUginleúWi÷i gözlenirken indie m�]ik |Une÷inde kadÕn 
m�]iV\enli÷inin g|U�n�Ul�÷� Ye Va\gÕnlÕ÷Õnda aUWÕú görülmektedir. BiU baúka de\iúle indie m�]ik Vadece 
ekonomik bo\XWWa de÷il, feminiVW eleúWiUileUin pUaWi÷e d|k�ld�÷� Ye kadÕn m�]iV\enli÷inin g�olendi÷i alWeUnaWif 
biU damaUa d|n�úm�ú dXUXmdadÕU. Bu We]e iliúkin argümanlar ú|\le VÕUalanabiliU: 1) popüler müzikte, özellikle 
pop m�]ikWe, b�\�k \ÕldÕ]lar dönemi neredeyse Vona eUmiúWiU, 2) VÕnÕUVÕ]ca oo÷alaUak amalgam biU \apÕ\a 
b�U�nen m�]ik W�UleUindeki oeúiWlilik ha\Uan gUXplaUÕnÕn paUoalanmaVÕna Ye pa\laúÕlmaVÕna neden olmXúWXU, 3) 
indie müzik 80¶leU Ye VonUaVÕnda \�kVelen ³danV Ye úoY´ odaklÕ pop m�]i÷e biU alWeUnaWif olaUak 
³m�]iV\enlik/úaUkÕcÕlÕk´ oda÷Õnda güçlenmektedir, 4) homeVWXdio olanaklaUÕ iúiWVel Ye g|UVel ka\ÕWlaUÕn \aUÕ 
profesyonel ortamlarda �UeWimine olanak YeUmiú Ye m�]ik end�VWUiVinde b�\�k \apÕmcÕ úiUkeWleUe olan 
ba÷ÕmlÕlÕ÷Õ a]alWmÕú, indie m�]i÷in |n�n� aomÕúWÕU, 5) b�\�k Vahne úoYlaUÕ ve dans koreografilerine da\alÕ pahalÕ 
prodüksiyonlar \eUine m�WeYa]Õ eY Ye oeYUe koúXllaUÕnda �UeWilen, g�ndelik \aúamÕn VÕUadanlÕ÷ÕnÕ ioeUen müzik 
YideolaUÕ oo÷almÕúWÕU, 6) bX ba÷lamda kadÕnÕn bedeni �]eUinden �UeWilen cinVellik Ye g|UVellikWe beliUgin biU 
a]alma baú g|VWeUmiúWiU, 7) bX de÷iúimde niWelikli m�]ik e÷iWimi almÕú k�lW�Uel/m�]ikal kapiWal birikiminin 
pop�leU m�]i÷e geoiúinin rolü büyüktür, 8) indie m�]ik d�n\ada Ye T�Uki\e¶de \eni ³kaliWeli m�]ik´ 
VÕnÕflamaVÕnda \eU aldÕ÷Õndan Ye e÷iWim VeYi\eVi \�kVek biU dinle\ici\e hiWap eWWi÷inden kadÕn m�]iV\enli÷i 
aoÕVÕndan \eni olanaklaU VXnmXúWXU, 9) ancak kadÕn imgeVi Ye bedeninin iVWiVmaUÕnÕ a]alWan bX de÷iúimde 
feminiVW WeoUi Ye pUaWikleUin kamXVal alandaki \a\gÕn eWkiVi \a da akademik oUWamlaUdaki g�c�nden ook Weknoloji 
odaklÕ WoplXmVal/k�lW�Uel de÷iúimlerin etkisi daha güçlüdür. Ancak, indie m�]ik |Une÷inde kadÕn 
m�]iV\enli÷inin g|]le g|U�n�U aUWÕúÕna Ua÷men müzik endüstrisinde cinVi\eW odaklÕ eúiWVi]likleUin o|]�ld�÷� 
söylenemez. Bu konXda daha alÕnacak ook \ol YaUdÕU.  

 
Anahtar Kelimeler: IQdie M�]ik, KadÕQ M�]iV\eQli÷i, KadÕQ ømgeVi, K�lW�Uel De÷iúim, CiQVi\eW 
EúiWli÷i/EúiWVi]li÷i. 
 

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 Müzik:  
PXQk RRck¶Wa KadÕQÕQ KRQXmlaQÕúÕ 

 
A\kXW BaUÕú deUe]ciR÷lX 

(Dokuz Eylül Üniversitesi Güzel Sanatlar Fakültesi) 
 

Özet 
ToplXmsal cinsi\et oalÕúmalarÕ toplXmsal cinsi\et inúasÕnÕ erkek egemenli÷in korX\an Ye �reten bir arao 

olarak ele alÕr. KadÕnÕn toplXmdaki ikincil konXmlandÕrÕlÕúÕnÕn eril tahakk�m kodlarÕ oeroeYesinde anlama\a 
oalÕúan bX literat�r, cinsi\et eúitsi]li÷i Ye egemen d�]ene cinsi\et ba÷lamÕnda direniúin toplXmsal 
d�]enlemelerine \o÷XnlaúÕr. Sos\al ha\attaki pek ook alanÕn ³erkek alanlarÕ´ olarak iúaretlenmesini eleútiren 
oalÕúmalar, m�]ik pratiklerinde Yar olan ben]er g|r�n�mleri de ele alÕr. Genel olarak erkek egemen bir müzik 
t�r� olarak iúaretlenen rock m�]ik, X]Xn \Õllar kadÕnÕ ikincil konXma \erleútirir. KadÕn icracÕlarÕn rock m�]ik 
pratiklerindeki YarlÕ÷Õ sÕnÕrlÕ olXr. KadÕnlar rock m�]ik scene ioinde genellikle ha\ranlÕk Ye takipoilik gibi m�]ik 
dÕúÕ alanlarda YarlÕk g|sterir. 1970lerin pXnk rock akÕmÕ ise pek ook \erleúik toplXmsal koda karúÕ oÕktÕ÷Õ gibi 
toplXmsal cinsi\ete da\alÕ eúitsi]liklere de direniú g|sterir. PXnk rock, rock m�]i÷in erkek egemen g|r�n�m�ne 
karúÕ, kadÕn m�]is\enleri oalgÕ icrasÕ olarak konXmlandÕrÕrken m�]iksel �retim ioerisinde de g|r�n�r kÕlar. T�r 
b|\lelikle rock scene¶de toplXmsal cinsi\ete da\alÕ da bir direniú alanÕ olXútXrXr.  
BX oalÕúmanÕn amacÕ tarihsel olarak rock m�]ik ioerisinde kadÕnÕn konXmXnX g|]den geoirmek Ye pXnk rock¶Õn 
\erleúik toplXmsal cinsi\et kodlarÕna iliúkin geliútirdi÷i direno pratiklerini alama\a oalÕúmaktÕr. dalÕúmada m�]ik 
end�strisi, ana akÕm med\a, end�stri\el kapitali]min �retim bioimleri gibi pek ook \erleúik koda karúÕ oÕkan 
pXnk rock¶Õn toplXmsal cinsi\et hi\erarúisine simgesel karúÕ taarX] alanlarÕ saptanma\a oalÕúÕlacaktÕr.  
 
Anahtar kelimeler: Punk Rock, Toplumsal Cinsiyet, KadÕn, Hegemonya, Eril Tahakküm, Popüler Müzik. 
 
 

Gender aQd RRck MXVÕc: 
 PRVÕWÕRQ of Woman in Punk Rock 

 
Abstract 

 Gender studies discuss the gender consturction as a tool of that protects and produces male domination. 
This literatüre, 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 
³men¶s fields´ also deal Zith smilar YieZs that e[ist in mXsic practices. Rock mXsic, Zhich 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.  
 
 



T�rkoe Rap M�zikte KadÕn gznelli÷inin M�ziklerarasÕ ønúasÕ 
 

Sevilay dÕnar 
(Ankara HacÕ Bayram Veli hniversitesi T�rk M�zi÷i Devlet KonservatuvarÕ) 

 
 

Özet 
Yerel m�zik dinamiklerinin g|r�ld�÷� T�rkoe rap m�zik; \apÕmcÕlarÕ\la, med\a temsilleri\le d�nyadaki 

birook |rne÷inde oldu÷u �]ere erkekler tarafÕndan \�r�t�lmekte; sokaklar, parklar, bodrum katlarÕ \a da \eraltÕ 
olarak tabir edilebilecek mekknlarÕn a÷ÕrlÕkta oldu÷u erkek egemen k�lt�r ortamlarÕnda temsil edilmektedir. Her 
ne kadar eril k�lt�r ortamÕna vurgu \apÕlsa da, sa\ÕlarÕ erkek MC¶ler ile karúÕlaútÕrÕlacak oo÷unlukta olmasa da, bu 
m�zi÷i temsil eden kadÕn MC¶lerin �rettikleri eser |rnekleri, temsil bioimleri ve s|ylemleri, kadÕn |znelli÷ini 
orta\a ko\arken; ritim kalÕplarÕnda- m�zik c�mlelerinde yerel m�zik verilerini kullanma bioimleri, 
m�]iklerarasÕlÕ÷Õn |zg�nl�÷�n� belgelemektedir. gyle ki s|\lemsel verilerin \anÕ sÕra m�ziksel verilerin temsili, 
yerelin temsiliyle |rt�úmektedir. Bu noktada; KadÕn MC¶lerin T�rkoe rap m�zik tarihinde varoluú ser�venleri 
nelerdir? T�rkoe rap m�zi÷ini temsil bioimleri nasÕldÕr? Yerel m�zik |÷elerini nasÕl kullanmaktadÕrlar? KadÕn 
MC¶ler a÷ÕrlÕklÕ hangi konularÕ iúlemektedirler? KadÕn MC¶lerin |zg�n s|\lemleri nelerdir? vb. sorularÕna \anÕtlar 
aranÕrken; otorite\e direnen hip-hop k�lt�r�nde kadÕnÕn varolma oabasÕ ve s|ylemi �zerine odaklanan oalÕúma 
ioerisinde, kadÕnlarÕn rap m�zi÷ini temsil etme bioimleri ve �retim s�reoleri sorgulanmaktadÕr. T�rkoe rap m�zik 
tarihindeki kadÕn MC¶leri incele\en bu oalÕúma, kadÕn MC¶lerin rap m�zikle ne ifade ettiklerini ve rap m�zi÷in 
onlar ioin ne ifade etti÷ini, m�ziksel ve eleútirel s|ylem analizleri\le orta\a ko\arken; feminist kuramÕn \anÕ sÕra 
pop�ler k�lt�r kuramÕ ile perspektifini geniúleterek verilerini sunmaktadÕr.  

 
Anahtar Kelimeler: KadÕn MC, T�rkoe Rap, Hip-Hop K�lt�r�, Yerel Sound, M�ziklerarasÕlÕk.  
 
 
 

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 Ze take this stud\, Zhich focuses on Zomen¶s struggle for e[istence 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.  
 



G�Q�P�] PRS�leU M�]i÷iQde KadÕQ: CaUdi B ve Hip Hop Feminizm 
 

M. Kadir Nohut* 
 

 
Özet 
hreWim Ye da÷ÕWÕm araolarÕnÕn de÷iúmeVi modern WoplXmlarÕn inúa edilmeVinde |nemli rol o\namÕúWÕr. 

De÷iúen bX araolar, ]amanla b�\�k �reWimler \aparak geniú kiWlelere oeúiWli meWalarÕ rahaWoa XlaúWÕrabilecek 
VeYi\elere gelmiúWir. AVlÕnda her d|nem Yar olan pop�ler kaYramÕ, araolarÕn farklÕlaúmaVÕ\la eWki oapÕnÕ 
geniúleWerek kiWleler �]erinde eWkili olacak ioerikler �reWme\e baúlamÕúWÕr. Pop�ler a\nÕ ]amanda YarlÕk alanÕnÕ 
daha da geniúleWmek ioin farklÕ d|nemlerde alW k�lW�r �r�nlerini de kXllandÕ÷Õ g|r�lmektedir. Alt kültür 
neVnelerini d�n\a oapÕnda inVanlarÕn Wakip eWWi÷i akÕm Ye �r�nlere d|n�úW�rmekWedir.  

 
G�n�m�] ana akÕmÕnda ookoa \er kapla\an hip hop, 70¶li \ÕllarÕn VonXnda Bron[ menúeili parWilere 

kaWÕlan alW gelir grXbXna menVXp Afrika k|kenli AmerikalÕlarca orWa\a oÕkarWÕlmÕú bir e÷lence bioimi\di. BXg�n 
d�n\a\a VaWÕlan �r�n a\rÕca kendine haV karakWerler �reWerek inVanlarÕn ilgiVini ce]beWmekWedir. BX 
karakWerlerden Cardi B \akÕn ]amanda oldXkoa pop�ler olmXúWXr. SanVaV\onel harekeWleri, m�VWehcen klip ve 
úarkÕ V|]leri\le g�ndemde V�rekli \er bXlan iVim a\rÕca �reWWi÷i ioerikleri\le hip hop femini]m olarak anÕlma\a 
baúlanan baúlÕkWa kendiVine aWÕfWa bXlXnXlan bir kiúi\e d|n�úme eYreVindedir. Erkek egemen bir \apÕ\a Vahip 
olan hip hop a\rÕca kadÕnlar �]erinde olXúWXrdX÷X algÕ\la WarWÕúmalÕ olmXú bir m�]ik War]ÕdÕr. KadÕn hip hop 
úarkÕcÕlarÕ |]ellikle Cardi B, Von d|nem oalÕúmalarÕ\la bX War]da pop�ler kadÕnlar olarak V|]� ele geoirme\e 
baúlamÕúlardÕr. 

 
Mevcut olay; popüler kültür- popüler müzik içerikleri, m�]ik �reWim úekillerinin de÷iúimi, pop�ler 

m�]ikWe kadÕnÕn kendini ifade ediúi, hip hopXn femini]m anla\ÕúÕ baúlÕklarÕndan beVlenerek ]aman ]aman 
eleúWirel bir bakÕú aoÕVÕ\la VonXca Xlaúma\Õ hedeflemekWedir. 

 
Anahtar Kelimeler: Popüler, Cardi B, Hip Hop, Üretim, Modernizm, Feminizm. 
 

WRPeQ iQ TRda\¶V PRSXlaU MXVic: CaUdi 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, Zhich occXpieV a large place in Woda\¶V mainVWream, ZaV a kind of enWerWainmenW creaWed b\ 

African Americans from the lower income group who attended Bronx-origin parWieV in Whe laWe 70¶V. Toda\, Whe 
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: ÕW aimV Wo reach conclXVions with a critical point of view from time to time, feeding on 

popular culture-popXlar mXVic conWenWV, change of Whe mXVic prodXcWion VW\leV, Zomen¶V Velf-expression in 
popXlar mXVic and hip hop¶V VenVe of feminiVm. 

 
Keywords: Popular, Cardi B, Hip Hop, Production, Change, Modernism, Feminism. 
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Sosyo-K�lW�Uel De÷iúmeleU IúÕ÷ÕQda T�Uk�Q�Q KeQWleúmeVi ve  
BiU KadÕQ øcUacÕ: Selda Ba÷caQ 

 
Süleyman Fidan 

(Gaziantep Üniversitesi TMDK) 
 

Özet 
øQVaQÕQ oeYUeVi\le kXUdX÷X aQlamlÕ iliúkileU b�W�Q� RlaQ k�lW�U bX iliúki bioimleUiQiQ de÷iúmeVi\le 

V�Uekli g�QcelleQmiú, \eQi fRUmlaU ka]aQmÕú Ye kXúaklaU aUaVÕQda WaúÕQmÕúWÕU. EkRQRmik �UeWim-tüketim 
aUaolaUÕQdaki de÷iúmeleU, WekQRlRji\le biUlikWe geliúeQ XlaúÕm Ye ileWiúim imkkQlaUÕ\la keQWleúme gibi V�UeoleU, 
|Qemli k�lW�Uel d|Q�ú�mleUe de VebeS RlmXúWXU. BX oeUoeYede BaWÕ¶da Ye T�Uki\e¶de V|] kRQXVX de÷iúimleUiQ eQ 
VRmXW \aQVÕdÕ÷Õ alaQlaUdaQ biUiVi m�]ik k�lW�U�d�U. 19. \�]\ÕlÕQ VRQ oe\Ue÷iQde AYUXSa Ye AmeUika¶da \aúaQaQ 
VeV ka\ÕW Ye akWaUÕm WekQRlRjileUiQdeki geliúim, Slak eQd�VWUiViQi kÕVa ]amaQda geQiú cR÷Uaf\a\a \a\mÕúWÕU. 
B|\lece geleQekVel m�]i÷iQ dijiWalleúme VeU�YeQi baúlamÕúWÕU. øQVaQÕQ keQW/WekQRlRji a÷ÕUlÕklÕ \eQi oeYUeVi\le 
kXUdX÷X iliúkileUiQe ba÷lÕ RlaUak dR÷aQ VaQaWVal bekleQWileUi geleQekVel m�]ik bR\XWXQda bX \Rlla kaUúÕlaQma 
V�UeciQe giUmiúWiU. GeleQekWeQ beVleQeQ icUacÕlaUÕQ WaU], eQVWU�maQ Ye SeUfRUmaQV bakÕmÕQdaQ �UeWici/\aUaWÕcÕ 
WaYÕUlaUÕ V�Ueci úekilleQdiUmiúWiU.  

 
1950 VRQUaVÕ T�Uki\e¶ViQde Vi\aVi Ye WekQRlRjik de÷iúmeleUiQ VRV\R-k�lW�Uel \aúama \aQVÕmalaUÕQÕ, 

W�Uk� kaYUamÕQda Ye icUaVÕQda RUWa\a oÕkaQ algÕ de÷iúimi Selda Ba÷caQ kimli÷i �]eUiQdeQ RkXmak m�mk�Qd�U. 
BX ba÷lamda biU |UQek RlaUak Selda Ba÷caQ, mRdeUQ keQWli kadÕQ kimli÷iQe VahiS Rlmakla biUlikWe T�Uki\e¶deki 
k�lW�Uel iklime ba÷lÕ RlaUak \eQi URlleU de �VWleQmiúWiU. GiWaUÕQÕQ \aQÕQa ba÷lama ekleQiUkeQ geleQe÷iQ de g�U, Wi] 
Ye SaUlak VeVi RlmXúWXU. YiQe BaWÕ¶QÕQ da eWkiViQe ba÷lÕ RlaUak úekilleQeQ VRV\al Ye Vi\aVal oalkaQWÕlaU, daUbeleU 
ve külW�Uel akÕmlaU, Ba÷caQ¶Õ keQW RUWamÕQda biU kadÕQ VaQaWoÕ WiSi RlaUak eWkile\eQ XQVXUlaU RlmXúWXU. Ba÷caQ, 
\eUel m�]ikleUiQ ³AQadRlX fRlk, AQadRlX SRS, AQadRlX URck´ ekVeQiQde Ye VRQ RlaUak elekWURQik m�]ikal 
deVWekle DJ¶leU WaUafÕQdaQ RlXúWXUXlaQ ³cRYeU´ W�Uk�leUiQ aUaQaQ biU VeVi hkliQe geWiUmiúWiU. 

 
BX oalÕúmada keQWleúme Ye WekQRlRji\e ba÷lÕ RlaUak RUWa\a oÕkaQ VRV\R-k�lW�Uel de÷iúmeleUiQ m�]ik 

k�lW�U�Qe \aQVÕmalaUÕ; icUacÕ, �UeWim/\aUaWÕm, eQVWU�maQ, SeUfRUmaQV Ye diQle\ici/i]le\ici ba÷lamÕQda Selda 
Ba÷caQ �]eUiQdeQ WaUWÕúÕlacakWÕU. dalÕúmada biU kadÕQ icUacÕ WemViliQde T�Uki\e¶de keQWleúme bR\XWX\la mekkQ 
Ye WekQRlRji bR\XWX\la ileWiúim aoÕVÕQdaQ iQVaQÕQ \eQi k�lW�U oeYUeViQdeki edebv/m�]ikal/eVWeWik dX\aUlÕlÕk Ye 
bekleQWileUiQi RUWa\a oÕkaUWaQ úaUWlaUÕ iUdelemek amaolaQmakWadÕU. KRQX\la ilgili liWeUaW�U WaUamaVÕ \aSÕlaUak 
toplanaQ YeUileU o|]�mleQiS de÷eUleQdiUilecekWiU. 

 
Anahtar Sözcükler: Toplumsal De÷iúmeleU, T�Uk�, Anadolu PoS, KadÕn. 
 
 

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 
ideQWiW\ Rf Selda Ba÷caQ. In this context, as aQ e[amSle Selda Ba÷caQ haV WakeQ RQ QeZ URleV deSeQdiQg RQ Whe 
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 



affecWiQg Ba÷caQ aV a female aUWiVW W\Se iQ Whe XUbaQ eQYiURQmeQW. Ba÷caQ 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 

mXVic cXlWXUe Zill be diVcXVVed RYeU Selda Ba÷caQ iQ Whe cRQWe[W Rf SeUfRUmeU, SURdXcWiRQ / cUeaWiRQ, iQVWUXmeQW, 
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. 



KadÕn MüzikologlarÕn KadÕn ve Müzik Üzerine ÇalÕúmalarÕ 
 

AslÕhan IùILTAN 
(øTh Lisans�sW� E÷iWim Enstitüsü) 

 
Özet 
19. \�]\ÕOda P�]i÷iQ WeN baúÕQa biOiPi ROPaVÕ aPacÕ\Oa RUWa\a oÕNaQ P�]iNRORjide X]XQca \ÕOOaU AYUXSa 

WePeOOi NOaViN P�]iN beVWeciOeUiQiQ bi\RgUafiOeUi Ye eVeUOeUi WaUihVeO Ye aQaOiWiN \|QWePOeUOe oaOÕúÕOPÕú, 
NaUúÕOaúWÕUPaOÕ \|QWePOe de eWQRgUafiN YeUiOeUiQ QRWaV\RQX Ye aQaOi]i \aSÕOPÕúWÕU. SRV\aO biOiPOeUOe 
diViSOiQOeUaUaVÕ \eWiúPiú Ye oaOÕúaQ ba]Õ P�]iNRORgOaUÕQ 1980¶OeUde ³eVNi P�]iNRORji´\i eOeúWiUiOeUeN P�]i÷iQ oRN 
\|QO� Ye diViSOiQOeUaUaVÕ oaOÕúÕOPaVÕ geUeNWi÷iQi YXUgXOaPaVÕ\Oa eOeúWiUeO \|QWePOi ³YeQi M�]iNRORji´ RUWa\a 
oÕNPÕúWÕU.  

YeQi M�]iNRORji¶QiQ NaSVaPÕQda, oR÷X VRV\RORjiQiQ oaOÕúPa NRQXVX ROaQ, µVÕQÕf, |WeNi, NiPOiN, diaVSRUa, 
göç, ideoloji, iktidar, beden¶ vb. kavramlar P�]iNOe iOiúNiOeQdiUiOeUeN oaOÕúÕOPa\a baúOaQPÕúWÕU.  

Sa\ÕOaQ NaYUaPOaUÕQ \aQÕ VÕUa, YeQi M�]iNRORji¶QiQ eOeúWiUeO Ye disipOiQOeUaUaVÕ NaUaNWeUiQi \aQVÕWaQ 
FePiQiVW daOÕúPaOaU, m�]iNRORji diViSOiQiQe \|QWeP Ye WeRUi baNÕPÕQdaQ |]g�Q \aNOaúÕPOaU geWiUPiúWiU. M�]iNVeO 
PeWiQOeUiQ iQceOePe oaOÕúPaOaUÕQdaNi TRSOXPVaO CiQVi\eW ROgXVX, YeUiOi NabXO ediOeQ d�ú�Qce ViVWePOeUiQe 
eOeúWiUeO SeUVSeNWifWe VRUgXOaPaOaU ha]ÕUOaPÕúWÕU. M�]iNVeO \aSÕOaUÕQ WeRUi, aQaOi], PeWiQ Ye V|\OeP baNÕPÕQdaQ 
ciQVi\eW Ye ciQVeOOiN aQOaWÕP VWUaWejiOeUi oeUoeYeViQde Ye Rda÷ÕQda oaOÕúÕOPaVÕ, aOaQda eOeúWiUeO \aNOaúÕPa 
baúOaQgÕo eWNiVi ROXúWXUaQ |UQeNOeU aUaVÕQdadÕU.  

FePiQiVW WeRUiV\eQOeUiQ \aNOaúÕP, aQOa\Õú Ye de÷eUOeQdiUPeOeUi\Oe iON |UQeNOeUi g|U�OeQ eOeúWiUeO yöntem, 
YeQi / EOeúWiUeO M�]iNRORji¶QiQ aQaOi] Ye de÷eUOeQdiUPe aOaQOaUÕQÕ, tarihsel yöntemli \aNOaúÕPlardan 
faUNOÕOaúWÕUPÕúWÕU.  

KadÕQOÕN (feminity), ciQVi\eW (geQdeU), ciQVeOOiN (Ve[VXaOiW\/eURWiciVP) oaOÕúPaOaUÕ, WaUihVeO, WRSOXPVaO, 
N�OW�UeO, eNRQRPiN Ye SROiWiN ]ePiQde VÕQÕf, |WeNi, NiPOiN, ideRORji, iNWidaU, bedeQ Yb. NaYUaPOaUÕ\Oa da iOiúNiOi 
ROaUaN YeQi M�]iNRORji NaSVaPÕQda baúÕQdaQ beUi oaOÕúÕOPa\a baúOaQPÕúWÕU. A\UÕca bX oaOÕúPa NRQXOaUÕ FePiQiVW 
M�]iNRORji baúOÕ÷Õ aOWÕQda da aQÕOPaNWadÕU.  

19. \�]\ÕOda ³eVNi P�]iNRORji´de eWQRgUafiN P�]iN aUaúWÕUPaVÕ \aSaQ NadÕQ aUaúWÕUPacÕlar, -kimisi resmî 
g|UeY geUe÷i- Vadece P�]iN Na\dÕ WRSOa\ÕS WUaQVNUiSVi\RQ Ye aQaOi] \aSPÕúOaUdÕU. 20. \�]\ÕOdaNi NadÕQ 
P�]iNRORgOaUÕQ da oR÷XQOXNOa ³eVNi P�]iNRORji´ oeUoeYeViQde oaOÕúWÕ÷Õ, ba]ÕOaUÕQÕQ dR÷UXdaQ NadÕQ Ye P�]iN 
oaOÕúPaOaUÕQÕQ ROdX÷X beOiUOeQPiúWiU. YeQi M�]iNRORji¶de |Qc� oaOÕúPaOaU \aSaQ NadÕQ P�]iNRORgOaU ise a\QÕ 
]aPaQda FePiQiVW M�]iNRORji¶QiQ de |Qc�OeUi ROPXúOaUdÕU. Ancak dR÷UXdaQ bu NadÕQ P�]iNRORgOaUÕQ 
NadÕQOaU/NadÕQOÕN ve müzik �]eUiQe haQgi oaOÕúPaOaUÕ \aSWÕNOaUÕQÕQ, aWÕfOaU dÕúÕQda, |]eO ROaUaN aUaúWÕUÕOPadÕ÷Õ 
görülmektedir. BX ba÷OaPda bX aUaúWÕUPada, öncü NadÕQ P�]iNRORgOaUÕQ NadÕQ ve müzik üzerine oaOÕúPaOaUÕ 
betimsel düzende durum saptamaya yönelik olarak aUaúWÕUÕOPÕúWÕU. TaUihVeO \|QWePOi bX aUaúWÕUPaQÕQ YeUiOeUi, 
dRN�PaQ aQaOi]i WeNQi÷i\Oe WRSOaQPÕú Ye beWiPVeO YeUi aQaOi]i WeNQi÷i\Oe o|]�POeQPiúWiU.  
  
Anahtar Kelimeler: KadÕn, KadÕn Müzikologlar, Yeni Müzikoloji, Feminist Müzikoloji, DisiplinlerarasÕ. 

 
Woman Musicologists’ Studies On Woman And Music 

Abstract 
In musicology, which emerged in the 19th 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 
beeQ Pade WhURXgh Whe cRPSaUaWiYe PeWhRd. The ³NeZ MXVicRORg\´ WhURXgh Whe cUiWicaO PeWhRd haV ePeUged aV 
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/Critical 
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 19th 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 20th 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 Müzikoloji Perspektifinde KadÕnÕn Müziksel VaUlÕ÷Õ 
 

ùe\ma EUVo\ dak 
(østanbul Medipol hniversitesi, G�]el Sanatlar TasarÕm ve MimarlÕk Fak�ltesi) 

 
 
Özet 
Müzik, antikite ve AnWik da÷¶dan beri farklÕ X\garlÕklarÕn Wemsilcileri WarafÕndan Weori Ye praWik 

\|nleri\le incelenen bir alan olarak YarlÕk g|sWermiúWir. AraúWÕrmalarÕn alW dallara g|re sÕnÕflandÕrÕlmasÕ ve 
\|nWemlere dair oeroeYe olXúWXrmasÕ bakÕmÕndan 19. \�]\ÕlÕn son oe\re÷inde AYrXpa¶da úekillenen µmüzikoloji¶ 
disiplini, baúlangÕoWa oi]di÷i sÕnÕrlarÕ giderek geniúleWme oabasÕ\la dinamik bir \apÕ orWa\a ko\mXúWXr. 1980 
sonrasÕ süreçte k�lW�rel oalÕúmalar, eleúWiri, estetik ve müzikte hermenötik \aklaúÕmlarÕ, ³\eni m�]ikoloji´ \a da 
³eleúWirel m�]ikoloji´ perspekWifinin geliúmesinde eWkili olmXúWXr. øngili], Amerikan m�]ikoloji araúWÕrmalarÕnda 
|nce ³eleúWirel´ daha sonra ³\eni m�]ikoloji´, eklekWisi]min \anÕ sÕra eleúWirel Weori, posWkolon\ali]m, WoplXmsal 
cinsiyet ve feminizmden hareketle araúWÕrmalar \apÕlmasÕnÕ sa÷lamak amacÕ WaúÕmakWadÕr. M�]i÷i WoplXm Ye 
k�lW�rel ba÷larla anlamlandÕrmak ka\gÕsÕnÕ WaúÕ\an bX s�reo, Warihsel müzikolojinin po]iWiYisW bakÕúÕna eleúWirel 
\aklaúÕm geWirirken, geliúen araúWÕrma \|nWemlerine insan Ye WoplXm bilimsel perspekWifin eklemlenmesini 
sa÷lamÕúWÕr. M�]ik araúWÕrmalarÕnda anWropoloji, sos\oloji, Warih, felsefe Ye femini]m iliúkisine |nem Yererek, 
postmodern esWeWikle |rW�úen son süreç, etnomüzikoloji sahasÕ\la da kesiúen bir \apÕ\a sahipWir. BX ba÷lamda, 
toplXmsal cinsi\eW Ye feminisW m�]ikoloji araúWÕrmalarÕnÕn 1990 sonrasÕ süreçte ivme kazandÕ÷Õ söylenebilir.  

 
18.\�]\Õl sonlarÕnda tarihsel d|n�ú�mler Ye sana\i deYrimi ile \eniden úekillenen WoplXm \aúamÕnda; 

makineleúmiú fabrikalar, kamXsal d�n\a Ye eYin |]el d�n\asÕ, daha |nce hio olmadÕ÷Õ kadar birbirinden a\rÕlmÕú 
ancak kadÕnÕn \ine |]el alanla sÕnÕrlandÕrÕlmasÕ s|] konXsX olmXúWXr. Toplumsal cinsiyet teorilerinin 
m�]ikolojinin eleúWirel d�ú�nce Ye femini]mle kXrdX÷X iliúki sa\esinde Avrupa ve Amerika müzikoloji 
araúWÕrmalarÕnda kadÕnlarÕn klasik m�]ikWeki YarlÕ÷Õndan, d�n\anÕn oeúiWli b|lgelerinde bXlXnan kadÕn 
m�]is\enlerin m�]ikal ifade bioimlerine dek geniú bir \elpa]ede \apÕlan araúWÕrmalar, Türkiye müzikolojisinde 
de \er bXlma\a baúlamÕúWÕr. Son \Õllarda kadÕnÕn, OsmanlÕ d|nemi m�]ik \aúamÕnda YarlÕ÷Õ Ye/Ye\a 
AnadolX¶nXn oeúiWli b|lgelerinde kadÕnÕn m�]ikal performansÕ �]erine \apÕlan araúWÕrmalar arWarak, de÷iúen 
rolleri WespiW edilme\e baúlanmÕúWÕr. BX araúWÕrmada, \eni/eleúWirel m�]ikoloji ÕúÕ÷Õnda kadÕnÕn m�]iksel YarlÕ÷Õ\la 
ilgili liWeraW�r oalÕúmalarÕ incelenmiú, T�rki\e¶de \apÕlan kadÕn Ye m�]ik araúWÕrmalarÕ hakkÕnda analitik 
\aklaúÕmlarda bXlXnXlmXúWXr. 
 
Anahtar Kelimeler: Yeni/Eleútirel M�]ikoloji, KadÕn AraútÕrmalarÕ, KadÕn M�]isyenler, Feminist M�]ikoloji, 
Toplumsal Cinsiyet. 
 
 

Women¶V MXVical 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 
hermeneXWic approaches in mXsic, ³neZ mXsicolog\´ or ³criWical mXsicolog\´ perspecWiYe. In BriWish 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 Köprüsü” Bağlamında Yunanistan’daki Türkçe Konuşan Kadın Mübadillerin Müzikal 
Belleklerinin Değerlendirilmesi 

 
Mehmet SÖYLEMEZ 

(Ga]iaQWeS hQiYeUViWeVi T�Uk M�]i÷i DeYleW KRQVeUYaWXYaUÕ) 
 
 

Özet 
1923 \ÕlÕnda T�rki\e Ye YXnaniVWan araVÕnda Lo]an AnWlaúmaVÕndan |nce im]alanan bir V|]leúme ile 

T�rki\e¶de \aúa\an OrWodokV HriVWi\anlar ile YXnaniVWan¶da \aúa\an M�Vl�manlar ioin adÕna ³M�badele´ adÕ 
Yerilen bir V�reo baúlamÕú oldX. KarúÕlÕklÕ n�fXV de÷iúimine da\anan bX V|]leúme ile iki �lke araVÕnda Va\ÕlarÕ bir 
bXoXk mil\ona \akÕn inVan \er de÷iúWirmiúWir. T�rki\e¶de ³m�badil´ olarak ifade edilen bX inVanlar WaúÕnma, 
barÕnma, beVlenme, e÷iWim gibi onlarca VorXnla V�rekli baú eWmek ]orXnda kalmÕúlardÕr.  

 
YXnaniVWan¶daki m�badiller ile \apÕlan g|r�úmelerde en ook derW \anÕlan VorXn k�lW�rel X\Xm olmXúWXr. 

BX k�lW�rel X\XmX en VerW úekilde hiVVeden m�badil WoplXlXk hio kXúkXVX] konXúWXklarÕ Wek dil T�rkoe olanlar 
olmXúWXr. g]ellikle øo AnadolX Ye ciYarÕndan gelen Türkofon (T�rkoe konXúan) Rumlar gerek yerli halkla 
gerekVe de Vi\aVi erkle ileWiúimde ook VorXn \aúamÕú Ye m�badelede en fa]la |WekileúWirilen gXrXplardan 
olmXúWXr. M�badillerin WamamÕna olan olXmVX] bakÕú aoÕVÕ T�rkoe konXúanlara karúÕ ook daha VerW olmXúWXr. 
Genellikle b�\�k úehirlerin \anlarÕnda olXúWXrXlan mahallelere \a da eVki T�rk k|\lerine \erleúWirilen m�badiller 
bXralarda alW gXrXplarÕ da olan bir WoplXlXk olarak \aúama\a baúlamÕúlardÕr. Daha dÕúa d|n�k olarak \aúa\an 
erkekler, e÷iWim-|÷renim gibi nedenlerle deYleW kXrXmlarÕ ile daha ioli dÕúlÕ oocXklar Ye eYde kalÕp eY iúlerini 
\apma Ye\a \aúlÕlara bakma iúleYini �VWlenen kadÕnlar m�badelenin alW gXrXplarÕnÕ Weúkil eWmiúlerdir. Özel 
alanlarda, daha ioe d|n�k \aúa\an kadÕnlar T�rkoe\i daha \o÷Xn kXllanan Waraf olmXúlardÕr. BXnXn \anÕnda 
AnadolX¶dan geWirdikleri m�]ikal belle÷i korXmXúlar Ye \eni YaWanlarÕnda \eni W�rk�leri bX belle÷e kaWmÕúlardÕr. 
BX oalÕúmada YXnaniVWan¶da mübadil köylerinde alan araúWÕrmaVÕ \apÕlarak, Neokeseria, Askities ve 
Alexandropoli¶\e gidilmiú Ye g|r�úmeler \apÕlmÕúWÕr. YXnaniVWan¶da \aúa\an T�rkofon m�badil kadÕnlarÕn 
m�]ikal bellekleri Ye úarkÕ V|\leme gelenekleri üzerine dXrXlmXú, a\rÕca T�rkoe konXúan kadÕnlarÕn úarkÕ 
V|\lemek �]erine d�ú�nceleri Ye hangi dXrXmlarda m�]i÷i kXllandÕklarÕ gibi bilgileri de derlenmiúWir. GelenekVel 
olarak hala AnadolX¶dan geWirilen k�lW�r� \aúama\a deYam eden bX kadÕnlarÕn belleklerinde hala kadÕnÕn 
toplumsal \eri konXVXnda oldXkoa b�\�k VorXnlarÕn YarlÕ÷Õ deYam eWmekWedir.  

 
dalÕúma ioeriVinde bX VorXnlarÕn YarlÕ÷Õ Ye m�badelenin kadÕn kimli÷inde olXúWXrmXú oldX÷X eWkiler 

m�]ikal k�lW�r �]erinden incelenmiúWir.   
 

Anahtar Kelimeler: Türkiye, Yunanistan, Mübadele, KadÕQ Belle÷i, M�]ik. 
 
 
 
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¶OL YÕOOaUda TRNaW, TXUhaO Ye ZLOe¶deNL KadÕQ daOgÕcÕOaU 
 

Necdet Kurt 
(A]eUba\caQ MLOOL øOLPOeU ANadePLVL) 

 
 Özet 
 

GelenekleU Ye meVlekleU, ]aman Ye mekkna ba÷lÕ olaUak de÷iúimleUe X÷UaU. Ba]Õ gelenek Ye meVlekleU 
iVe ]amana kaUúÕ \enik d�úeU Ye Wamamen \ok olXU. Yok olma\an ancak ]amana kaUúÕ de÷iúim Ye d|n�ú�mle 
deYam eden meVlekleUden biUi de e÷lence Ye d�÷�n m�]iV\enli÷idiU. BX meVlekWeki de÷iúim Ye d|n�ú�m�n ana 
nedenleUi iVe; dinVel inanolaU, \aúanÕlan VoV\al oeYUedeki de÷iúiklikleU, WoplXmdaki VoV\olojik de÷iúiklikleU, 
Weknolojideki de÷iúimleU, m�]ik end�VWUiVindeki de÷iúiklik Ye ileUlemeleU Ye ekonomik nedenleU gibi dXUXmlaUdÕU.  

 
D�÷�nleU AnadolX¶nXn oeúiWli \eUleUinde, \|UeleUe g|Ue olXúmXú gelenekleU oeUoeYeVinde \apÕlÕUlaU. 

Dola\ÕVÕ\la heU b|lgede \apÕlan d�÷�nleUde oUWak X\gXlamalaU oo÷XnlXkWa olVa da gelenekleUe ba÷lÕ faUklÕ 
X\gXlama Ye e÷lence úekilleUi de g|U�lmekWediU. BX bildiUide de TokaW, TXUhal Ye Zile¶de 1960¶lÕ \ÕllaUdan, 80¶li 
\ÕllaUa kadaU deYam eden ancak g�n�m�]de ba]ÕlaUÕnÕn X\gXlamaVÕ oUWadan kalkmÕú, ba]ÕlaUÕ iVe oldXkoa úekil 
de÷iúWiUmiú olan niúan, oe\i] aVma, kÕna geceVi, kÕna hamamÕ, gelin hamamÕ gibi X\gXlamalaUdaki kadÕn 
m�]iV\enleUi, \|Ue halkÕnÕn ifadeVi\le ³kadÕn oalgÕcÕlaUÕ´ halk ne]dindeki \eUleUini Ye iúleYleUini incele\ece÷i]. 
 
Anahtar Kelimeler: TRNaW, TXUhaO, ZLOe, KadÕQ daOgÕcÕOaU. 
 

 
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 ± BajVa¶V 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 
 
 
 
 
 
 
 

GelenekVel BiU TRSlXmda BekaU KadÕn RRman  
Müzisyen Olmak - BajVa¶nÕn Hika\eVi 

 
Özet 
Makale, Makedon Roman bir kadÕn m�]is\en olan Bajsa ArifoYska'nÕn \aúam |\k�s�n� Ye onXn kÕrsal 

k|kenli sorXnlX bir aileden, geleneksel halk oalgÕlarÕ icra eden Makedon bir m�]is\ene olan \olXnX anlatacak. 
Roman bir kadÕn m�]is\en olarak \olcXlX÷Xnda, m�]ik onXn tek heYesi Ye kaoÕúÕ\ken, hala �stesinden geldi÷i farklÕ 
kalÕplarÕ, |n\argÕlarÕ, oatÕúmalarÕ Ye a\rÕmcÕlÕklarÕ dene\imledi. Makale onXn \olcXlX÷XnX Ye fedakarlÕ÷ÕnÕ 
deta\landÕracak, a\nÕ ]amanda bir m�]is\en olarak Makedon halk sahnesindeki di÷er birook halk m�]is\eni 
�]erindeki etkisini Ye geleneksel enstr�manlar |÷retmeni olarak rol�n� anlatacaktÕr. A\rÕca kadÕn Ye\a erkek geno 
Roman müzisyenleri -bir ZXrla Ye\a Tapan icracÕsÕ olarak- geleneksel kliúelerin �stesinden gelmeye cesaretlendiren 
rolünden bahsedilecektir. BXg�n Bajsa, Makedon\a UlXsal Halk DanslarÕ Ye ùarkÕlarÕ ToplXlX÷X Tanec'in bir �\esi, 
bir besteci ve Roman kadÕn haklarÕ aktiYistidir. 

 
Bajsa ile X]Xn \Õllar arkadaú oldX÷Xm ioin, g�nl�k ha\atÕnda bekar bir Roman kadÕn müzisyen olarak 

m�]i÷e, toplXmsal ]orlXklara, geleneksel de÷erlere Ye derin psikolojik m�cadelelere iliúkin birook karúÕlÕklÕ 
konXúma\Õ betimle\ici bir \aklaúÕmla ele alaca÷Õm. 

 
Anahtar Kelimeler: Bajsa Arifovska, Makedon\a Roman m�]i÷i, WoplXmVal cinVi\eW, kadÕn icracÕlar 
 



 

 

Emilia Comi܈el and Her Contribution to Romanian Ethnomusicology  
 

Ioana Baalbaki 
(University of Arts Tkrgu MureЮ) 

 
Abstract 
FRUPed XQdeU Whe gXidaQce Rf Whe RRPaQiaQ eWhQRPXVicRORgiVW CRQVWaQWiQ BUăiORiX, ZiWhiQ Whe 

BXchaUeVW CRQVeUYaWRU\, EPiOia CRPi܈eO becaPe hiV cROOabRUaWRU aW Whe FROkORUe AUchiYe ZiWhiQ Whe RRPaQiaQ 
Composers Society, mastering, perpetuating and developing the research methods used by her mentor. After 
CRQVWaQWiQ BUăiORiX'V ePigUaWiRQ WR GeQeYa, ZheUe he ZaV WR eVWabOiVh Whe Archives internationales de musique 
populaire, EPiOia CRPi܈eO becaPe a WeacheU aW Whe BXchaUeVW CRQVeUYaWRU\, WeachiQg FROkORUe fRU Whree 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 Яinutul Pădurenilor, in the latter region following in the footsteps of Béla Bartók. Together 
with the field research, the results of which were published in national and international journals, Emilia 
CRPi܈eO cRQVWaQWO\ deaOW ZiWh Whe cXOWXUaO heUiWage OefW b\ CRQVWaQWiQ BUăiORiX, cRRUdiQaWiQg Whe SXbOicaWiRQ Rf 
Whe fiUVW 6 YROXPeV Rf BUăiORiX¶V cRPSOeWe ZRUkV, iQ a biOiQgXaO RRPaQian-French edition. 

The SUeVeQW VWXd\ aiPV WR ceOebUaWe EPiOia CRPi܈eO fRU heU e[WeQViYe acWiYiW\ aV a UeVeaUcheU aQd 
pedagogue and for the cultural heritage left behind after 75 years of work in the field of traditional music.  

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

Emilia Comi܈el Ye Roman\a Etnom�]ikolojisine KatkÕsÕ 
 

Özet 
EPiOia CRPi܈eO, B�kUeú KRQVeUYaWXaUÕ b�Q\eViQde kXUXOaQ RRPaQ\a BeVWeciOeU TRSOXOX÷X 

b�Q\eViQdeki FROkORU AUúiYi¶Qde RRPeQ eWQRP�]ikRORg CRQVWaQWiQ BUăiORiX¶QXQ UehbeUOi÷iQde keQdiVi 
WaUafÕQdaQ kXOOaQÕOaQ aUaúWÕUPa \|QWePOeUiQde XVWaOaúÕS bXQOaUÕ V�Ud�UeUek Ye geOiúWiUeUek BUăiORiX¶QXQ |QePOi 
biU ekiS aUkadaúÕ ROdX. CRQVWaQWiQ BUăiORiX¶QXQ, Archives Internationales de Musique Populaire¶i kXUaca÷Õ 
CeQeYUe¶\e g|o�QdeQ VRQUa, EPiOia CRPi܈eO B�kUeú KRQVeUYaWXaUÕ¶Qda RWX] \ÕO bR\XQca FROkORU |÷UeWPeQOi÷i 
\aSWÕ Ye RRPaQ\a EWQRP�]ikRORjiViQiQ eQ be÷eQiOeQ Ye eQ WaQÕQPÕú kadÕQ WePViOciVi ROdX. 1962-1966 \ÕOOaUÕ 
aUaVÕQda \a\ÕQOaQaQ fROkORU di]iVi bXg�Qe kadaU RRPaQ\a geOeQekVeO P�]i÷iQiQ \aSÕVÕ Ye W�UOeUi �]eUiQe eQ 
önemli kitaplardan biridir. 

Béla Bartók'un izinden gideQ ikiQci b|Ogede oRcXk fROkORUX, BaOkaQ haOkOaUÕQÕQ fROkORUX Ye ܉iQXWXO 
PădXUeQiORU fROkORUX �]eUiQe, VRQXoOaUÕ XOXVaO Ye XOXVOaUaUaVÕ deUgiOeUde \a\ÕQOaQaQ Vaha aUaúWÕUPaVÕ\Oa biUOikWe 
kaSVaPOÕ aUaúWÕUPaOaU \aSWÕ. EPiOia CRPi܈eO, CRQVWaQWiQ BUăiORiX'QXQ bÕUakWÕ÷Õ k�OW�UeO PiUaVOa V�UekOi ROaUak 
iOgiOeQdi Ye BUăiORiX¶QXQ WaPaPOaQPÕú oaOÕúPaOaUÕQÕQ iOk aOWÕ cildinin iki dilli úekiOde (Romence-FUaQVÕ]ca) 
\a\ÕQOaQPaVÕQÕ kRRUdiQe eWWi.  

BX oaOÕúPa, EPiOia CRPi܈eO'i biU aUaúWÕUPacÕ Ye SedagRg ROaUak kaSVaPOÕ faaliyeti ve geleneksel müzik 
aOaQÕQda 75 \ÕOOÕk oaOÕúPaQÕQ aUdÕQdaQ geUide bÕUakWÕ÷Õ k�OW�UeO PiUaV QedeQi\Oe aQPa\Õ aPaoOaPakWadÕU. 

 
Keywords: Emilia Comiúel, Romanya Etnom�zikolojisi, kadÕn araútÕrmacÕ, kadÕn etnom�zikologist 



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

 
Andra Patraú 

(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 aW WKH ³GKHRUJKH DLPa´ MXVLc AcadHP\ LQ 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. TKH YROXPHV KaYH WZR aXWKRUV IRaQ BRcúa 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 LQ WKH SRXQd AUcKLYH RI WKH ³GKHRUJKH DLPa´ 
MXVLc AcadHP\ aQd WKH ³FRONORUH AUcKLYH RI WKH RRPaQLaQ AcadHP\ SRcLHW\´ LQ COXM. IQ WRWaO, WKH WZR YROXPHV 
contain approximately 7500 melodies arrange according to the musical criteria. IOHaQa S]HQLN¶V ZaV 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: Ileana Szenik, Transylvania, carol, Ethnomusicology 
 

Ileana Szenik: Transilvanya’da Geleneksel Noel ølahileri – Müzikal Tipolojik Katalog Kitap 
Ciltlerindeki ÇalÕúmarÕna Öznel Bir YaklaúÕm   

 
Özet 
Bu bildiri, Ileana Szenik'in (1927-2019) oaOÕúPaOaUÕQÕ aQOaWPa\Õ  aPaoOaPaNWadÕU. KLWaSOaUÕ YH 

PaNaOHOHUL\OH bÕUaNWÕ÷Õ PLUaVÕ, EWQRP�]LNRORML aUaúWÕUPaOaUÕQÕQ ROPaVÕ JHUHNHQ PRdHOOHULQL WHPVLO HdL\RU. S]HQLN, 
Romanya'daki Etnomüzikoloji alaQÕQdaNL HQ �UHWNHQ aUaúWÕUPacÕOaUdaQ bLUL\dL YH a\QÕ ]aPaQda COXM'daNL ³GKHRUJKH 
DLPa´ M�]LN ANadHPLVL'QdH SURIHV|Ud�. MHVOHNL \aúaPÕ VaKadaQ P�]LN dHUOHPH\H, P�]LNaO IRONORUX aUaúWÕUPa\a 
YH H÷LWPH\H adaQPÕúWÕU. BX oaOÕúPa\Oa, RQXQ HQ |QHPOL HVHUOHULQdHQ biri olan Transilvanya'da Geleneksel Noel 
ølahisi - Müzikal tipolojik katalog¶X  VXQPa\Õ SOaQOÕ\RUX].KLWaSOaUÕQ  SURMHQLQ NRRUdLQaW|U� IRaQ BRcúa YH P�]LNaO 
WLSRORMLN VÕQÕIOaQdÕUPadaQ VRUXPOX IOHaQa S]HQLN ROPaN �]HUH LNL \a]aUÕ bXOXQX\RU. Koleksiyon, üç önemli 
Na\QaNWaQ ROXúaQ LOaKLOHULQ PHORdLVLQL LoHUPHNWHdLU: AOaQdaNL \a]aUOaU WaUaIÕQdaQ NRRUdLQH HdLOHQ HNLSOHU WaUaIÕQdaQ 
dHUOHQHQ LOaKLOHU (30 \ÕOOÕN bLU V�UH LoLQdH), \a]aU aWaOaUÕQÕQ HQ |QHPOL NROHNVL\RQOaUÕQda \a\ÕQOaQaQ LOaKLOHU (20. 
\�]\ÕOÕQ baúÕQdaQ LWLbaUHQ) YH a\UÕca COXM'daNL ³GKHRUJKH DLPa´ M�]LN ANadHPLVL'QLQ SHV AUúLYL YH RRPaQ\a 
ANadHPLVL TRSOXOX÷X FRONORU AUúLYL'QdH bXOXQaQ PaWHU\aOOHU. TRSOaPda LNL cLOWWHQ ROXúaQ NLWaS, P�]LNaO NULWHUOHUH 
J|UH d�]HQOHQPLú \aNOaúÕN 7500 PHORdL LoHUPHNWHdLU. IOHaQa S]HQLN¶LQ NÕVPÕ, P�]LNaO WLSRORMLN VÕQÕIOaQdÕUPa 
VLVWHPLQL W�P P�]LN PaWHU\aOL LOH L\LOHúWLUHcHN YH WaPaPOa\acaNWÕ. daOÕúPaOaUÕ KHU \|Q�\OH oRN bH÷HQLOdL; Va÷OaP 
\|QHWLcLOHUL ROaQ bLU aUaúWÕUPa RNXOX \aUaWWÕ÷ÕQÕ da WHN bLU c�POH\OH |zetleyebiliriz. 
 
Anahtar Kelimeler: Ileana Szenik, Transilvanya, carol, etnomüzikoloji 
 
 

 
 

 



 
 

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 3rd 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 Góralska (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. 
 
 

 
La\Qe RedPRQd¶XQ MiUaVÕ: KadÕQ BeQdiU øcUacÕlaUÕQÕQ 

DijiWal El ø]leUi 
 
Özet 
Kendini adamıú bir kadın perküsyoncu olan Layne Redmond, hayatını 2013'teki ölümüne kadar kadın 

ruhani gücüyle iliúkili olarak bendirlerin tarihini ve mitolojisini araútırmaya adadı. Perküsyoncu kadınların 
heykellerini, oymalarını ve resimlerini gösteren görüntüleri toplayarak Güney Avrupa ve Orta Doğu'daki 
müzeler, kitaplar ve tarihi mekanlarda bu kadınların tarihini yeniden inúa etti. Topluluklarının refahı için 
gösterdiği çeúitli faaliyetlerin yanı sıra, büyük ana tanrıçanın yaúamın sembolü, doğanın, aúkınlığın, bilginin ve 
üremenin kaynağı olmasıyla ilgiliydi. Binlerce yıl kadınlar, rahibeler, peygamberler, insanlar ve manevi güçler 
arasındaki iletiúimin aracıları olarak hareket etmiúlerdi. MS 3. yüzyıl civarında Frigya, Yunanistan ve øtalya'da 
Kybele olarak tapınılan Ulu Ana, manevi gücünü kaybetti. Hıristiyanlık ve erkek egemen sosyal sistemler, davul 
çalma ritüelleri de dahil olmak üzere kadın güçlerini ezmeye doğru ilerledi. Diğer iúlevsel değiúikliklerin yanı 
sıra davullar, savaú bağlamında erkek faaliyetleri için kötüye kullanıldı. 
 Antik tarihten ilham alan Layne Redmond, özel ritüeller bağlamında kadın davul icrasının gücünü 
yeniden canlandıran kendi davul çalan kadın çevrelerini (meleklerin çetesi) yarattı. Usta bir davulcu ve yeniden 
canlanan kadın bilincinin yaratıcısı olarak, yolunu izleyen birçok insan için bir idol oldu. Takipçilerinden 
bazıları deneyimlerini paylaúmak ve tanıtmak için dijital topluluklar kurdu. Facebook grupları “Layne 
Redmond’un Küresel Dostları ve hayranları” ve “Davulcular Kadın Olduğunda” bunlar arasındadır. 
 Bu gruplar içinde, Redmond’un “When the Drummers Are Women” kitabına ve bir kadın davulcu 
olarak kendi deneyimlerime dayanarak, çağdaú kadın bendir icracısının niyetlerinin kategorilerini analiz etmek 
niyetindeyim. Kadın davulcular temelde müziğe, iyileútirme yöntemlerine, kadınların güçlendirilmesine, ruhani 



 
 

kavramlara veya davul çalmanın diğer yönlerine mi odaklanıyor? Toplumda ne tür bir kimlik yaratabilirler? 
Gelecek nesiller için hangi rol modellerini yaratıyor ve temsil ediyorlar? 

 
Magdalena Góralska (2020) ve Deborah Lupton (2020) tarafından açıklanan dijital etnografinin çeúitli 

ikilemlerini göz önünde bulundurarak, bu, davulcu kadınlarla ilgili yeni araútırma projeme ilk bakıúlardan biri 
olacak. Metodik olarak Sanat Temelli Araútırma ve Eylem Araútırmasını Dijital Etnografya ve Etnomüzikoloji 
ile birleútireceğim. 

 
Anahtar Kelimeler: Frame Davullar, KadÕQ G�oleQdiUme, PeUk�V\RQ, Etnomüzikoloji, DijiWal AUaúWÕUma. 
 



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.  
 

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

x  Performance has informed and educated people during crises.  
x Music has become a medium for truth telling when speech was not possible.   
x Music making has been deployed as a critical tool of persuasion. 
x Music is engaged to combat post-traumatic stress disorders (PTSD) that frequently manifest within 
x  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. 

 

BaWÕ AfUikaOÕ KadÕQOaU: SaYaú Ye PaQdePide De÷iúiPiQ TePViOcisi Performans  

 

Özet 

Son kÕrk \ÕldÕr, Liber\a Ye Amerika Birleúik DeYleWleri'ndeki kadÕn VanaWoÕ WoplXlXklarÕ hem X]Xn bir io 
VaYaúla hem de Ebola ValgÕnÕ\la baú eWWiler. BX ]or ola\lardan \ola oÕkarak, oradaki kadÕnlarÕn, m�]i÷i g�ol� bir 
\aúam V�rmenin Ye de÷iúim \araWmanÕn anahWarÕ haline geWirme \ollarÕnÕ ele alÕ\orXm. Liber\a'nÕn VaYaú Ye ValgÕn 
dönemlerinde orWa\a oÕkan WemalarÕ bir ara\a geWiri\orXm. 

� Liber\a kadÕnlarÕ hem pandemi hem de VaYaú VÕraVÕnda kendilerini Ye i]le\icileri |n plana oÕkarmak ioin 
úarkÕ V|\lediler, danV eWWiler Ye oeúiWli performanVlar Vergilediler. 

� PerformanVlar, kri] anlarÕnda inVanlarÕ bilgilendirdi Ye e÷iWWi. 

� M�]ik, konXúmanÕn m�mk�n olmadÕ÷Õ dXrXmlarda geroe÷i V|\lemenin bir aracÕ haline geldi. 

� M�]ik \apÕmÕ, kriWik bir ikna aracÕ olarak konXúlandÕrÕldÕ. 

� A\rÕca m�]ik, VaYaú Ye pandeminin ardÕndan Liber\a WoplXlXklarÕnda VÕklÕkla orWa\a oÕkan WraYma VonraVÕ 
VWreV bo]XklXklarÕ (PTSD) ile m�cadele eWmek ioin kXllanÕlÕr. 

BX beú Wemadan ilki, m�]i÷in kaWÕlÕmcÕlarÕn Vakin dXrXma Ye\a VWaW�ko\a d|nmeVine naVÕl \ardÕmcÕ 
oldX÷XnX g|VWerir. Sonraki Wemalar, VaYaú Ye pandeminin neden oldX÷X derin \aralarÕn i\ileúmeVini Va÷la\an beúinci 
Ye Von Wema\a ba÷lanÕ\or. PerformanV, kadÕnlarÕn XVWaca Ye \araWÕcÕ bir g�o oldX÷XnX kanÕWlÕ\or. BX kadÕnlar, 
i]le\icileri felakeWlerin \araWWÕ÷Õ oalkanWÕlÕ acÕdan X]aklaúWÕrdÕ÷Õ Ye daha Va÷lÕklÕ/mXWlX \aúamlar elde etmelerine 
\ardÕmcÕ oldX÷X V�rece m�]ik |]el bir amaca d|n�úmekWedir. 



Türk Kadın Çocuk Şarkıları Bestecileri 
 

İlknur Özal GÖNCÜ 
(Gazi Üniversitesi Gazi Eğitim Fakültesi) 

 
Hande YILMAZ 

(Gazi Üniversitesi Eğitim Bilimleri Enstitüsü 
Güzel Sanatlar Eğitimi Bölümü) 

 
Özet 

Eğitim birçok kademeden oluşur. Öncelikle eğitimi verilecek alanda planlama yapılır ve derslerde 
konulara göre kazandırılmak istenen kazanımlar belirlenip bu kazanımları öğrencilere en etkili şekilde 
aktarabilmek için uygun yöntem ve teknikler bulunur. Müzik eğitiminde de farklı yaş gruplarına göre uygun 
yöntem, teknik ve eğitim araçları kullanılmaktadır. Çocukların müzik eğitiminde en çok kullanılan materyaller 
çocuk şarkılarıdır. Türkiye’de çocuk şarkıları, aktarma şarkılarla başlayıp, öykünme ve anonim (tekerleme, 
saymaca, ninni, halk türküleri) şarkılarla devam etmiştir. Daha sonra kendi özgün bestelerimizin de eklenmesiyle 
çocuk şarkıları dağarcığımız oluşmuştur. Çocuk şarkıları eski bir geçmişe sahip olmakla birlikte ancak 
cumhuriyet döneminde üzerinde araştırmalar yapılmaya başlanmış ve asıl gelişimini göstermeye başlamıştır. 
Özellikle erkek bestecilerin ağırlıkta olduğu gözlemlenmiştir. Kadın bestecilerin azınlıkta olduğu ve daha yakın 
tarihlerde eserler yapmaya başladıkları görülmüştür.  

Bu çalışmanın amacı, çocuk şarkıları yazan Türk kadın bestecileri tanıtmak ve çok değerli üretimler 
yaptıklarını göstermektir. Çocuk şarkıları bestesi konusunda cumhuriyet döneminden günümüze yapılmış 
nitelikli birçok çalışma vardır. Fakat son yıllarda sayısı artmış olsa da yeterli değildir. Özellikle de kadın 
bestecileri incelediğimizde oldukça az çalışma olduğu görülmüştür. Bu sebeple araştırma, çocuk şarkılarıyla 
ilgili sadece kadın bestecilere yönelik ve onları tanıtmak amacıyla yapılmış ilk çalışma olması bakımından 
önemlidir. Çalışmada yer alan kadın besteciler sadece literatür taraması sonucu bilgilerine ulaşılabilen 
bestecilerle sınırlıdır. Çalışmanın sonunda bir öneri sunulmuş olup, beste yapma çalışmalarının, etkinliklerinin, 
şenliklerinin, yarışmalarının, festivallerinin daha fazla ve sık yapılması bu alanda çalışacak kişileri teşvik etmesi 
bakımından önemli olduğu görülmüştür. 
 
Anahtar Kelimeler: Türk Kadın Besteciler, Türk Kadın Çocuk Şarkıları Bestecileri, Çocuk Şarkıları.  
 

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 g]elinde T�rki\e¶de Oda M�]i÷ine Sosyo-Psikolojik Bir BakÕú 

 
Gonca GÖRSEV KILIÇ 

(Ordu Üniversitesi Müzik ve Sahne SanatlarÕ Fak�OWeVi daOgÕ E÷iWiPi B|O�P) 
 

U÷ur TÜRKMEN 
(Afyon Kocatepe Üniversitesi Devlet KRQVeUYaWXYaUÕ M�]ik B|O�P�) 

 
Özet 
hlkemi]de en ook dinlenen klasik m�]ik t�rleri arasÕnda yer alan oda m�]i÷ine y|nelik ilginin son 

yÕllardaki artÕúÕ dikkat oekicidir. Yeni oda m�]i÷i gruplarÕnÕn kurulmasÕ, oeúitli kurum ve kuruluúlarÕn 
programlarÕnda oda m�]i÷i gruplarÕna sÕklÕkla yer vermesi, oda m�]i÷ine y|nelik oeúitli yarÕúma ve 
festivallerin düzenlenmesi bu türün icrasÕna ivme ka]andÕrmÕú ve dinleyicilerin oda m�]i÷ine y|nelik ilgisini 
artÕrmÕútÕr. Oda m�]i÷i türleri içinde ise birook farklÕ forma rastlanÕlmasÕna ra÷men, akla gelen ilk 
oluúumlarÕn baúÕnda kuúkusu] yaylÕ kuartetler gelmektedir. Ülkemizde de son yirmi yÕl ioerisinde kurulan 
yaylÕ kuartetler arasÕnda birçok grup yurt içi ve dÕúÕnda geroekleútirdikleri d�]enli performanslarla ulusal ve 
uluslararasÕ d�]eyde |nemli baúarÕlara im]a atmÕúlardÕr. 

Bu araútÕrma ulusal ve uluslararasÕ sanat ortamlarÕnda ülkemizi baúarÕyla temsil eden önemli oda 
m�]i÷i gruplarÕndan Nemeth Kuartet¶in oluúum s�recini ve temel dinamiklerini sosyal psikoloji ba÷lamÕnda 
ele almayÕ amaolamaktadÕr. D|rt kadÕn sanatoÕdan oluúan Nemeth Kuartet, ülkemizde istikrarlÕ bir úekilde 
sanat hayatÕnÕ s�rd�rebilen a] sayÕda oda m�]i÷i grubu arasÕnda g|sterilmektedir. Bir durum oalÕúmasÕ olan 
bu araútÕrmada literat�r taramasÕ ve g|r�úme tekni÷ine baúvurulmuútur. Grup �yeleriyle yapÕlan yarÕ 
yapÕlandÕrÕlmÕú g|r�úmede oeúitli sorular y|neltilmiú, elde edilen veriler nitel araútÕrma y|ntemlerine 
baúvurularak yorumlanmÕútÕr 
 
Anahtar Kelimeler: Oda M�]i÷i, Nemeth Kuartet, Sosyal Psikoloji. 
 

 
 

A Socio-Ps\chologÕcal OvervieZ Of Chamber Music In Turke\ ³Nemeth 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. 



 

 

Kadınların Yas Sürecindeki Rollerine Psikanalitik  
Bir Yaklaúım: Ağıtlar 

 
Songül Bulmuú 

(Mardin Artuklu Üniversitesi Devlet KonVerYaWXYarÕ) 
 

Özet 
A÷ıt, ölüm ve müzik iliúkisi açısından oldukça kapsamlı bir konudur. Ölümle gerçekleúen kaybın ardından 

kendi ölüm gerçe÷inin a÷ırlı÷ı altında yaúamaya devam edecek olan insanlar, yas sürecinde kendi acısına duyarlı ve 
sabırlı bir di÷er insanın varlı÷ına ihtiyaç duyar. Yas, insanların yaúanılan kayıptan dolayı gündelik yaúmalarına yeniden 
uyum sa÷lamalarında yaúanılması gereken önemli bir süreçtir. Bu açıdan a÷ıtlar, insanların kayıpla baúa çıkmasında ve 
yas sürecini tamamlayıp yaúamına yeniden devam edebilmelerinde önemli bir yere sahiptir.  

Yas sürecine dair bütün duygusal tepkileri betimleyen a÷ıtlar, sözel ifade biçiminin yanı sıra, aynı zamanda 
icraya ba÷lı bir türdür. A÷ıtların ya da yasın temsiline toplumsal cinsiyet temelinde baktı÷ımızda bu icralarda 
ço÷unlukla kadınları görmekteyiz. Toplumda cinsiyet duygularla yakından ba÷lantılı olarak düúünülen, dolayısıyla 
duyguların ya da duygulanmanın büyük ölçüde ‘kadınların iúi’ olarak görüldü÷ü bir mesele olagelmiútir. Bu açıdan 
acının kadın temsilinde ifade ediliúi ve bunun kolektif olarak paylaúımı a÷ıtlar özelinde dikkate de÷er bir konudur.  

A÷ıtlara W. Bion’un annenin kapsayıcı ve dönüútürücü özelli÷ine atıfta bulundu÷u psikanalitik yaklaúım 
üzerinden baktı÷ımızda, yasın temsilinde kadınların özellikle anne iúlevini üstlenerek yas tutan di÷er insanların 
duygularıyla özdeúleúti÷ini ve ardından yaúanılan acıyı bir úarkı formuna (a÷ıt) dönüútürerek insanların yas sürecini 
tamamlamalarını ve yaúamını yeniden düzenlemelerini sa÷ladıklarını söyleyebiliriz. Bu noktadan hareketle bu çalıúma, 
a÷ıtlardan yola çıkarak, kadınların bu müzikal türdeki rolünü psikanalitik bir yaklaúımla incelemeyi öngörmektedir. 

 
Anahtar Sözcükler: A÷ÕW, Yas, Terapötik 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.  



BiU MaUúWa BXOXúaQ øNi OVPaQOi KadiQ SaQaWoiVi:  
Fehime Nüzhet Ve Leyla (Saz) Hanim 

 
Nesrin Karaca 

(Bursa Uludağ Üniversitesi Fen Edebiyat Fakültesi) 
 

Özet 
 
d|NPHNWH ROaQ OVPaQOÕ DHYOHWLQL NXUWaUPaN �]HUH KHPHQ KHU aOaQda \aSÕOaQ d�]HQOHPHOHU YH dH÷LúLNOLNOHU 

NadÕQÕ YH dROa\ÕVÕ\Oa aLOH Ka\aWÕQÕ da \aNÕQdaQ HWNLOHPLúWLU. II. MHúUXWL\HW¶H NadaU dHYaP HdHQ bX V�UHoWH øVWaQbXO, 
ø]PLU, BXUVa, SHOaQLN JLbL JHOLúPLú úHKLUOHUdH |QHPOL bLU H÷LWLPOL NadÕQ NadURVX RUWa\a oÕNPa\a baúOaPÕú, bX 
³|]J�UO�No�´ RUWaPÕQdaQ HQ Ia]Oa \aUaUOaQaQ, KaWWa cRúNX\Oa NaUúÕOa\aQOaU øVWaQbXO¶daNL NadÕQOaU ROPXúWXU. Bu 
\|QdHNL oabaOaUÕQ |]HOOLNOH V�Ud�U�Od�÷� aOaQOaUdaQ bLUL NadÕQÕQ H÷LWLPL ROPXú, NadÕQOaUa \|QHOLN H÷LWLP 
NXUXPOaUÕQÕQ aoÕOPaVÕ, NadÕQOaUa \|QHOLN YH NadÕQOaUÕQ oÕNaUdÕ÷Õ \a\ÕQOaUÕQ KÕ]OaQaUaN aUWPaVÕ NadÕQÕQ oaOÕúPa 
Ka\aWÕQa JLUPHVLQH dH LPNaQ Va÷OaPÕúWÕU. 
 

D|QHPLQLQ VL\aVaO, VRV\aO YH N�OW�UHO KaUHNHWOLOL÷L LoLQdH, |Qc� NadÕQOaU WaQÕPOaPaVÕQÕQ SHN bLOLQPH\HQ bLU 
ismi olan FehiPe N�]heW HaQÕP (1840-1925); úLLU, WL\aWUR YH KLWabHOHUL\OH RUWa\a NR\dX÷X HdHbL NLúLOL÷LQLQ 
\aQÕQda d|QHPLQ VRV\aO dLQaPLNOHUL LoLQdH WRSOXP VRUXQOaUÕQa H÷LOHUHN, ROXúXPOaUÕQ LoLQdH \HU aOaQ bLU NLúLOLNWLU. 
MHúUXWL\HW¶WHQ CXPKXUL\HW¶H X]aQaQ V�UHoWH, |Qc� bLU NadÕQ NLPOL÷L LOH NaUúÕPÕ]a oÕNan ve dönemin sosyal, siyasi 
YH HdHbL KaUHNHWOLOL÷LQH X\JXQ ROaUaN SHN oRN IaaOL\HWLQ LoLQdH \HU aOaQ FHKLPH N�]KHW HaQÕP; SHUYHW-i Fünun 
WRSOXOX÷XQXQ HQ JHQo �\HVL, HdHbL\aWÕPÕ]da ³NadÕQ úaLUL³ ROaUaN �QOHQHQ CHOaO SaKLU EUR]aQ¶ÕQ annesi ve 
Cumhuriyet Gazetesi eski VaKLSOHULQdHQ BHULQ NadL¶QLQ dH babaaQQHVLdLU. 
 

Abd�OPHcLd, Abd�Oa]L], V.MXUaW, II.Abd�OKaPLW, MHKPHd RHúaW YH MHKPHd VaKdHWWLQ Lle Cumhuriyet 
dönemlerini gören, Le\Oa HaQÕP¶ÕQ (Saz) (1850-1936)  dönemin edebiyaW YH VaQaW adaPOaUÕQÕQ WRSOaQdÕ÷Õ bir 
VaQaW RUWaPÕdÕU. BHVWHNaU YH a\QÕ ]aPaQda OVPaQOÕ¶QÕQ VRQ d|QHP NadÕQ dLYaQ úaLUOHULQdHQ olan LH\Oa HaQÕP'ÕQ 
dH÷LúLN IRUPOaUda bHVWHOHdL÷L NOaVLN HVHUOHU NadaU CXPKXUL\HW'LQ LON \ÕOOaUÕQda oRN VHYLOPLú ROaQ GHObROX MaUúÕ 
olarak da bilinen bLU PaUúa da (YaVOÕ GLWWLP ùHQ GHOdLP) LP]a aWPÕú ROdX÷XQX J|U�\RUX]. ùLLUlerinde klasik tarz 
kadar sade biU T�UNoH LOH \a]ÕOPÕú OLULN bLU ]HYNH \|QHOPLú ROPaVÕ, tRSOXPOa LoLoH \aúaPa\Õ VHYHQ YH bXQX baúaUaQ 
yönüQ�Q \aQVÕPaVÕdÕU. S|]OHULQLQ oR÷XQX NHQdLVL \a]PÕú ROdX÷X bestelHULQLQ Va\ÕVÕ LNL\�]� aúNÕQdÕU. OWXUdX÷X 
N|úN�Q \aQPaVÕ HQ oRN QRWaOaUÕQÕQ Na\bROPaVÕQa \RO aoPÕú, úaUNÕOaUÕQÕQ b�\�N bLU NÕVPÕ \aQÕS N�O ROPXú, 
J�Q�P�]H aQcaN 52 HVHUL XOaúabLOPLúWLU. 

 
daOÕúPada; II. MHúUXWL\HW¶LQ KHPHQ aUdÕQdaQ güftesi FehimH N�]KHW HaQÕP¶a aLW LH\Oa Sa] WaUaIÕQdaQ 

bestelen “Milli ùarkı / Neúide-i Zafer Marúı” olarak bir dönem icra edilen HLca]NaU PaNaPÕQdaki PaUú Rda÷ÕQda, 
bX LNL VaQaWNaU NadÕQ NLPOL÷Lnin kollektif üretimleri ve kültür tarihimiz içindeki yeri dH÷HUOHQdLULOHcektir. 

 
Anahtar Kelimeler: OVPaQOÕ KadÕQÕ, úLLU, bHVWH, FHKLPH N�]KHW, LH\Oa (Sa]), MaUú 
 
         
 



Beden, Dans ve Performans AracÕlÕ÷Õ\laKamXValÕn øúgali: Ne]akeW Ekici 
 

Zeynep Nagihan Kahveci 
(Ankara hniYerViWeVi Dil Ye Tarih Co÷raf\a Fak�lWeVi) 

 
Özet 
G�QdeOLN Ka\aWWa NadÕQ bedeQLQLQ PeNkQVaO VÕQÕUOÕOÕNOaUÕQÕQ NaPXVaO Ye |]eO aOaQ a\UÕPÕ �]eULQdeQ 

NXUXOdX÷X J|U�OPeNWedLU. Böylesi bLU VÕQÕUOÕOÕ÷Õ beOLUOe\eQ NadÕQ bedeQLQLQ ³NXWVaO´ Ye ³PaKUeP´ ROdX÷XQa daLU 
aQOaWÕQÕQ YaUOÕ÷ÕdÕU. KadÕQÕQ bedeQLQLQ ³J|U�Q�U ROPaPaVÕ´ YXUJXVXQa Ua÷PeQ XOXV deYOeWlerin PRdeUQOeúPe Ye 
VaYaú aQOaWÕOaUÕQÕQ SeN oR÷XQda ³LdeaO ROaQÕQ´ NadÕQ bedeQL �]eULQdeQ cLVLPOeúWLULOdL÷L J|U�QPeNWedLU. T�P bX 
aQOaWÕOaU, ³LdeaO NadÕQ bedeQL´QLQ QaVÕO ROPaVÕ JeUeNWL÷LQL aQOaWPaNWadÕU. KadÕQ bedeQLQe daLU PeNkQVaO VÕQÕUOaUÕQ 
LúJaOL NRQXVXQda SeUIRUPaQV VaQaWÕ |QePOL bLU \eUe VaKLSWLU. ø]Oe\LcLOeULQ |Q�Qde caQOÕ ROaUaN JeUoeNOeúWLULOeQ 
SeUIRUPaQV VaQaWÕ 1960¶OÕ \ÕOOaUda RUWa\a oÕNPÕúWÕU. PeUIRUPaQV VaQaWÕ LOe bedeQLQL NXOOaQaUaN NaPXVaO aOaQÕ LúJaO 
edeQ NadÕQ SeUIRUPaQV VaQaWoÕOaUÕQdaQ bLULVL de Ne]aNeW ENLcL¶dLU. ENLcL, 1970 \ÕOÕQda KÕUúeKLU¶de dR÷PXú, �o 
\aúÕQdan itibaren AOPaQ\a¶da yaúaPa\a baúOaPÕúWÕU. T�UNL\e¶de dR÷XS AOPaQ\a¶da b�\�PeVL \aQL T�UN-Alman 
NLPOL÷LQL bLU aUada deQe\LPOePeVLnin, aynÕ ]aPaQda NeQdL LIadeVL\Oe ³WXWXcX´ bLU oeYUede \eWLúPLú ROPaVÕQÕQ 
ENLcL¶QLQ SeUIRUPaQVOaUÕQÕQ úeNLOOeQPeVLQde eWNLOL ROdX÷X V|\OeQebLOLU. Bedenini kendisini ifade etme yolu 
ROaUaN NXOOaQaQ ENLcL¶\e J|Ue, LON SeUIRUPaQVÕ 16-17 \aúOaUÕQda\NeQ KeUNeVLQ |Q�Qde dLVNRda daQV eWPLú 
ROPaVÕdÕU. Bu oaOÕúPada da ENLcL¶QLQ V|]�Q� eWWL÷L LON SeUIRUPaQVÕQÕQ L]OeULQLQ bXOXQaca÷Õ ve Rda÷ÕQa daQVÕ 
aOdÕ÷Õ �o SeUIRUPaQVÕ �]eULQde dXUXOacaNWÕU. Bunlardan ilNL FOaPeQNR ILJ�UOeULQdeQ eVLQOeQeUeN Ka]ÕUOadÕ÷Õ 2012 
\ÕOÕQda JeUoeNOeúWLUdL÷L ³IPaJLQe´, LNLQcLVL 2019 \ÕOÕQda BeUOLQ¶de VeUJLOedL÷L ³WeOOVSULQJ´, VRQXQcXVX LVe 23-29 
MaUW 2020 WaULKOeUL aUaVÕQda IQVWaJUaP caQOÕ \aQÕQÕ aUacÕOÕ÷Õ\Oa JeUoeNOeúWLUdL÷L ³MRQda\ WR SXQda\´ 
SeUIRUPaQVÕdÕU. SRQXQcX SeUIRUPaQV NaPXVaO aOaQÕ IL]LNVeO PeNkQdaQ dLMLWaO SOaWIRUPa WaúÕPaVÕ Ye dLQ¶LQ 
WXKaQ NeQWLQde RUWa\a oÕNÕS d�Q\a\Õ eWNLVL aOWÕQa aOPÕú ROaQ COVID-19 N�UeVeO VaOJÕQ d|QePLQde 
JeUoeNOeúWLULOPeVL ROPaVÕ QedeQL\Oe a\UÕ bLU |QePe VaKLSWLU. BX SeUIRUPaQVOaUOa ENLcL¶QLQ Nendisini ifade etme 
aUacÕ ROaQ bedeQL LOe daQV edeUeN NadÕQa daLU PeNkQVaO VÕQÕUOÕOÕNOaUÕ QaVÕO eVQeWWL÷LQe, ³NXWVaO´ Ye ³PaKUeP´ 
ROaUaN J|U�OPeVL JeUeNeQ NadÕQ bedeQLQe daLU aQOaWÕ\Õ QaVÕO ³WeUV\�]´ eWWL÷LQe NaPXVaO-|]eO aOaQ a\UÕPÕ, 
toplumsal cinsiyet rolOeUL Ye SeUIRUPaQV NaYUaPOaUÕ �]eULQdeQ baNÕOPa\a oaOÕúÕOacaNWÕU.  

 
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 
KÕUúeKLU aQd VWaUWed OLYLQJ LQ GeUPaQ\ IURP WKe aJe RI WKUee. IW caQ be VaLd WKaW WKe IacW WKaW VKe ZaV bRUQ LQ 
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. 
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Özet 
1926, Türkiye’de, Sanayi-i Nefise Encümeni’nin kuruluş yılıdır. Bu encümen, Darülelhan olarak anılan 

okulun adını İstanbul Konservatuarı olarak değiştirmiş ve bu konservatuvarda sadece Batı müziği eğitimi verilmesini 
kararlaştırmıştır. Böylece konservatuarda önceden Şark musikisi adıyla eğitim veren Türk müziği bölümü de 
kapatılmıştır. Aynı yıl, Yeni Ses başta olmak üzere çeşitli gazeteler Türk müziği (Alaturka) ve Batı müziği (Alafranga) 
hakkında aktif bir kampanya başlatmış ve gelişen hararetli tartışmalar, kamuoyunun iki uzlaşmaz kampa bölünmesine 
yol açmıştır. Bu tartışmalara katılan isimler arasında Refet Süreyya isimli bir kadın özellikle dikkat çeker. Süreyya, 
Batı müziğinin ‘bila kayd-u şart’ alınması ve  Şark musikisinin kesin olarak terk edilmesi gerektiğini savunmuştur. 
Notre Dame de Sion Fransız Lisesi mezunu olup, Berlin Stern Konservatuarı’nda tahsil yapan Süreyya, Reis-i Cumhur 
Mustafa Kemal’in yakın çevresinde bulunan isimler arasında yer alır. Aleyhte görüşlerini açıkladığı yıl, bizzat 
cumhurbaşkanının desteğiyle görev aldığı İzmir Kız Lisesi’nde müzik öğretmeni olarak çalışmaktadır. Süreyya, dönem 
gazetelerinde bir müzisyen veya müzik öğretmeninden ziyade, bir ‘dansçı’ ve ‘artist’ olarak anılmakta; Maksim 
Gazinosu’nda yapacağı gösterilere ilişkin muhtelif haberlere rastlanmaktadır. Bu bildiri, Refet Süreyya ve çevresindeki 
isimleri temel alarak 1926’da Türk müziği aleyhinde yaşanan tartışmalara odaklanmaktadır. Burada, Süreyya’nın, 
sürecin kanaat önderleri ve siyasi aktörleriyle yakın ilişkilerinin bilinmeyen yönleri, döneme ait çeşitli kaynak, belge 
ve beyanlar üzerinden ortaya konulmakta ve Türk müziğinin yasaklanması kararının arkasındaki kişi, olay ve fikirler, 
kadın ve siyaset bağlamı üzerinden  tartışmaya açılmaktadır. Ulaşılan sonuç, Türk müziğinin yasaklanması ve 
aleyhindeki tartışmaların resmi bir program dahilinde gerçekleştiğini ve bu resmi görüşün topluma yayılmasında Refet 
Süreyya’nın, özellikle de bir kadın olarak, etkin bir görev üstlendiğini açıkça göstermektedir. 
 
Anahtar Kelimeler: Refet Süreyya, medeniyet değiştirme, Türk müziği, Batı müziği, politika. 
 
 

A Portrait Relating to Women and Politics from Turkey of 1926: The Unknowns of Radical Opposition of 
Dancer Refet Süreyya 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 Darülelhan 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 
Süreyya attracted particular attention. Süreyya argued that Western music should be adopted unconditionally and 
Oriental music should be abandoned. Süreyya, 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 İzmir Girls’ High School, where she was appointed with the personal support of the 
President in the year she expressed her opposite views. Süreyya 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 Süreyya 
and the names around her. Here, the unknown aspects of Süreyya’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 Süreyya played an active role in spreading this official view to the public, especially 
as a woman. 
 
Keywords: Refet Süreyya, change of civilization, Turkish music, Western music, politics. 



Performatiflik ve Müziksel Temsil: Karnavalesk Bir Performans Olarak “Huysuz Virjin” 
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Özet 
daOÕúPaQÕQ aQa NaYUaPÕ ROaQ, JXdLWh BXWOeU¶ÕQ WRSOXPVaO cLQVL\eW Ye TXeeU oaOÕúPaOaUÕ NaSVaPÕQda 

RUWa\a NR\dX÷X ³performatiflik´ NaYUaPÕ, WRSOXPVaO cLQVL\eW Ye NLPOLN ba÷OaPÕQda NXOOaQÕOaQ |QePOL bLU 
NaYUaPdÕU. BXWOeU¶a g|Ue bedeQ, cLQVL\eWL \a da WRSOXPVaO cLQVL\eWL beOLUOe\eQ bLU aOaQ de÷LOdLU. Beden, 
kLPOLNOeULQ VahQeOeQdL÷L bLU aOaQ, bLU VahQedLU (2009: 86; aNW. KLQeúoL, 2018: 58). KLPOLNOeU de÷LúNeQdLU Ye bX 
noktada kendilerini performanslarla ifade ederleU. daOÕúPaQÕQ LNLQcLO NaYUaPÕ ROaQ ³karnavalesk´ ise, Rus kültür 
bLOLPcL BaNhWLQ WaUafÕQdaQ, edebL\aW oaOÕúPaOaUÕQdaQ \ROa oÕNaUaN WeRUL]e edLOPLúLWLU. KaUQaYaOeVN, OUWaoa÷ 
NaUQaYaOOaUÕQÕQ heWeURMeQ \aSÕVÕ\Oa ba÷OaQWÕOÕ ROaUaN ROXúWXUXOPXú, \LQe BaNhWLQ¶e aLW ROaQ dL\aORg NaYUaPÕ\Oa 
bLUOLNWe LúOe\eQ bLU NaYUaPdÕU. OUWaoa÷ NaUQaYaOOaUÕQÕQ eQ beOLUgLQ |]eOOL÷L, NaUQaYaO aOaQÕQda µLcUacÕ-L]Oe\LcL¶ 
a\UÕPÕQÕQ RUWadaQ NaONPaVÕ Ye NaUQaYaOa NaWÕOaQ heUNeVLQ µdL\aORg¶ \ROX\Oa bX UROOeUL de÷LúeUeN X\gXOaPaVÕdÕU 
(Çere]cLR÷OX, 2015: 10). hVWeOLN L]Oe\LcL, bX SUaWL÷LQ úeNLOOeQPeVLQde Ye \|QOeQdLULOPeVLQde de b�\�N URO 
R\QaPaNWadÕU.  

 
T�UN SeUfRUPaQV VaQaWoÕVÕ Se\fL DXUVXQR÷OX WaUafÕQdaQ 1960¶OaUÕQ VRQXQda RUWa\a oÕNaUÕOaQ, ³HX\VX] 

VLUMLQ´ NaUaNWeUL, SeUfRUPaWLfOLN Ye NaUQaYaOeVN NaYUaPOaUÕQÕ a\QÕ SeUfRUPaQV LoeULVLQde baUÕQdÕUaUaN, oaOÕúPaQÕQ 
|UQeN ROa\Õ ROPXúWXU.  HX\VX] VLUMLQ, bLU eUNeN SeUfRUPaQoVÕQÕQ NadÕQ NRVW�P�\Oe geUoeNOeúWLUdL÷L P�]LN, daQV 
Ye Ve\LUcL\Oe dR÷aoOaPa\a da\aOÕ NaUúÕOÕNOÕ dL\aORgOaUdaQ ROXúaQ heWeURMeQ bLU SeUfRUPaQVWÕU. BX oaOÕúPaQÕQ 
aPacÕ, HX\VX] VLUMLQ SeUfRUPaQVÕQÕ WRSOXPVaO cLQVL\eW Ye NLPOLN NaSVaPÕQda SeUfRUPaWLfOLN NaYUaPÕ \aUdÕPÕ\Oa; 
SeUfRUPaQVÕQ heWeURMeQ Ye OUWaoa÷ NaUQaYaOOaUÕQa g|QdeUPe \aSaQ \aSÕVÕQÕ LVe NaUQaYaOeVN NaYUaPÕ LOe 
anlamaya oaOÕúPaNWÕU.  
 
Anahtar Kelimeler: Performatiflik ve Müzik, Karnavalesk Performans, Huysuz Virjin, Toplumsal Cinsiyet, 
Popüler Müzik. 

 
 

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

 
Abstract 
The cRQceSW Rf ³SeUfRUPaWLYLW\´, ZhLch LV Whe PaLQ cRQceSW Rf Whe VWXd\ aQd SXW fRUZaUd b\ JXdLWh 

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 PRVW dLVWLQcWLYe feaWXUe Rf PedLeYaO caUQLYaOV LV Whe eOLPLQaWLRQ Rf Whe ³SeUfRUPeU-
aXdLeQce´ dLVWLQcWLRQ LQ Whe caUQLYaO aUea aQd eYeU\RQe SaUWLcLSaWLQg LQ Whe caUQLYaO SUacWLce WheVe UROeV b\ 
changing thURXgh ³dLaORgXe´. MRUeRYeU, Whe aXdLeQce SOa\V a PaM|U UROe LQ VhaSLQg aQd gXLdLQg WhLV SUacWLce. 

 
The chaUacWeU Rf ³HX\VX] VLUgLQ´ ZhLch ZaV cUeaWed b\ Whe TXUNLVh SeUfRUPaQce aUWLVW Se\fL 

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 natüre 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.  
 



M�]ikWe TRSlXPVal CiQVi\eW KaSVaPÕQda  
Emek ve SÕQÕf MeVeleVi 

 
Gülcan EUWaQ HacÕV�le\PaQR÷lX 

(KaUab�N hQiYeUViWeVi FeWhi TRNeU G�]eO SaQaWOaU Ye TaVaUÕP FaN�OWeVi) 
 

Özet 
BX makalede m�]ikte emek Ye sÕnÕf konXlarÕ toplXmsal cinsi\et ba÷lamÕnda kadÕn müzisyenlere 

odaklanmÕútÕr. M�]ik end�strisi, emek s�recinin liberal alanlarÕndan biridir Ye \asadaki \eni liberal politikalarÕn 
d�]enlenmesi sonXcXnda, artÕk tamamen hesap Yerileme] bir alandÕr. Cinsi\etoili÷in sekt|rde 'metalaútÕrÕcÕ' d�]e\de 
oldX÷XnX s|\lemek m�mk�n. Prekar\a, her t�rl� iú g�Yencesinden \oksXn, nitelikleri g|] ardÕ edilen, her an iúsi]lik 
tehdidi\le karúÕ karúÕ\a kalan kiúilerin \arattÕ÷Õ, geoici iúler dÕúÕnda bir iúte oalÕúama\an bir "anti-sÕnÕf" olarak 
g|r�l�\or. BX tanÕmdan |ne oÕkan ilk úe\, prekar\ada \er alan insanlarÕn ha\atlarÕnÕ s�rd�rebilmek ioin emeklerini 
satmaktan baúka oareleri olmadÕ÷ÕdÕr. KonXnXn odak noktasÕ |]ellikle m�]ik iúoili÷i de dahil olmak �]ere emektir; 
Amao, m�]ik sanatoÕsÕnÕn oalÕúmalarÕnÕn bahsedilen t�rlerdeki di÷er emek t�rleri\le nasÕl di\alog halinde oldX÷XnX 
Ye Õrk/XlXs/etnik k|ken Ye sÕnÕfÕn ba]en karúÕ karúÕ\a gelse bile nasÕl birbirine ba÷lÕ oldX÷XnX g|stermektir. øú nedir, 
kimler oalÕúÕr, kime para |denir Ye patronlarÕnÕ] kimdir gibi sorXlar, Õrk/XlXs/etnik k|ken Ye sÕnÕfÕn birlikte nasÕl 
oalÕútÕ÷ÕnÕ d�ú�nmek ioin ba]en úaúÕrtÕcÕ Ye belki de �topik olan \ararlÕ bakÕú aoÕlarÕ \aratÕr. Cinsi\et a\rÕmÕnÕn \anÕ 
sÕra \aú Ye g�]ellik gibi seoici XnsXrlarÕn sekt|rde ook baskÕn olmasÕ, kadÕn m�]is\enlerin ka]anolarÕ, g�Yenlikleri Ye 
mesleklerinin gelece÷i konXsXnda s�rekli ka\gÕ dX\malarÕnÕ kaoÕnÕlma] kÕlÕ\or Ye toplXm tarafÕndan X\gXn 
g|r�lme\en mesleklerinin d�]enli bir eYlilik ha\atÕ Ye\a X]Xn s�reli iliúki s�rd�rmelerini ]orlaútÕrdÕ÷ÕnÕn 
anlaúÕlmasÕnÕ sa÷lÕ\or. SonXo olarak, bir alt sÕnÕf olarak \ok sa\Õlan bX meslek grXbX, ekonomi, cinsi\et, istismar, 
ahlak gibi birook aoÕdan incelenmiú Ye meYcXt sorXnlarÕ tespit edilmiútir. 

 
Anahtar Kelimeler: EPeN, SÕQÕf, M�]iN, CiQVi\eW, øVWiVPaU. 
 

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. 
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Özet 
20. \�]\ÕOda 1960¶OaUa deN V�UeQ NOaVLN WRSOXPVaO KaUeNeWOeULQ aQWL-NaSLWaOLVW VÕQÕI VL\aVeWL 

QLWeOL÷L LOe 1960¶OaUdaQ bXJ�Qe de÷LQ JeOeQ KaUeNeWOeUL ³\eQL´ \aSaQ e\OeP oRNOXNOaUÕ (eWQLN Ye N�OW�UeO 
KaN WePeOOL KaUeNeWOeU, a]ÕQOÕN KaUeNeWOeUL, eNR-politik KaUeNeWOeU, VaYaú Ye ÕUNoÕOÕN NaUúÕWÕ KaUeNeWOeU, 
TXeeU Ye NadÕQ KaUeNeWL, Yb) aUaVÕQda |QePOL IaUNOaU bXOXQPaNWadÕU. YeQL WRSOXPVaO KaUeNeWOeU 
ba÷OaPÕQda eWQLVLWe, ÕUN, cLQVL\eW, cLQVeO \|QeOLP, NLúLVeO deQe\LP JLbL PeVeOeOeUL |]eO aOaQÕQ dÕúÕQa 
oÕNaUaUaN bLU P�cadeOe eNVeQL ROXúWXUaQ bLU dL]L ³NLPOLN KaUeNeWL´QLQ RUWa\a oÕNWÕ÷ÕQÕ J|U�\RUX].  
 
KLPOLN WePeOOL P�cadeOeOeUde |]eOOLNOe ³JeOeQe÷LQ´ NLPOLN LQúk V�UeoOeULQde |QePOL bLU Na\QaN ROaUaN 
deYUe\e VRNXOdX÷XQX V|\Oe\ebLOLUL]. BX ba÷OaP LoLQde P�]LN ³KaNLNaWLQ WaúÕ\ÕcÕVÕ´ ROaUaN |QePOL bLU 
dLUeQLú J�c�Qe d|Q�ú�\RU. Ve aUWÕN aQOaPÕ WaúÕ\aQ Vadece VeV Ye V|]OeU de÷LO; IRUP, PeORdL, WÕQÕ Ye 
ULWLP JLbL dL÷eU P�]LNaO |÷eOeU de bX aQOaPÕ ROXúWXUPada URO R\QaPaNWa. gUQe÷LQ, ³deI´ eQVWU�PaQÕQÕQ 
Kürt hareketinin yaUaWWÕ÷Õ ba÷OaP LoLQde, |QePOL bLU NLPOLN WePVLOL KaOLQe JeOPeVL JLbL.  
 
 ³E\OeP´ deQdL÷LQde aNOÕPÕ]a NOaVLN ROaUaN \�U�\�úOeU Ye PaUúOaU JeOLU. KOaVLN WRSOXPVaO KaUeNeWOeU 
ba÷OaPÕQda, P�cadeOe\L Ye LúoL-ePeNoL VÕQÕIÕQÕ \aQVÕWWÕ÷Õ d�ú�Q�OeQ e\OeP bLoLPL, PLOLWeU oa÷UÕúÕPOaUÕ 
da ROaQ dLVLSOLQOL bLU VÕNÕ dXUXú eúOL÷LQde \�U�\�ú Ye PaUúOaU ROPXúWXU. MaUúOaU NROeNWLI V|\OePe\L 
LoeUeQ, NLWOeOeU aUaVÕQda bLUOLN KLVVL\aWÕQÕ J�oOeQdLUeQ, \aQL KaUeNeWLQ NROeNWLI NLPOL÷LQLQ LQúkVÕQda 
J�oO� bLU IRUP ROaUaN NXOOaQÕOaJeOPLúWLU. gWe \aQdaQ, \eQL WRSOXPVaO KaUeNeWOeU ba÷OaPÕQda, |]eOOLNOe 
2000¶OL \ÕOaUdaQ LWLbaUeQ P�cadeOe aOaQÕQda baVNÕQ e\OePOLOLN bLoLPL ROaUaN úeQOLNOL SURWeVWROaU RUWa\a 
oÕNPÕúWÕU. ³ùeQOLN´LQ eQ |QePOL |÷eVL de P�]LN, VeV, KaUeNeW Ye daQVWÕU. BX WLS \eQL e\OeP bLoLPOeULQde, 
NROeNWLYLWe\e WeúYLN edeQ J�oO� bLU IRUP ROaUaN, ULWLP |÷eVL Ye ULWLP RdaNOÕ P�]LNOeU |Qe oÕNPaNWadÕU.  
BX oaOÕúPa NaSVaPÕQda 2000¶OL \ÕOOaUÕQ ³úeQOLNOL e\OePOeUL´QdeNL ³P�]LN, WRSOXPVaO cLQVL\eW Ye 
dLUeQLú´ ba÷OaPÕQda ULWLP oaOJÕOaUÕ Ye ULWLP NaOÕSOaUÕQÕQ e\OePOeU aoÕVÕQdaQ LúOeYOeULQL Ye NXOOaQÕP 
biçimlerini, ULWLP |÷eVLQLQ NXOOaQÕP bLoLPLQL �o |UQeN �]eULQdeQ LQceOe\ece÷L]. D�Q\adaQ ³RK\WKPV RI 
ReVLVWaQce´ JUXbX, T�UNL\e¶deNL ³DLUeQLúLQ RLWLPOeUL´ Ye ³RLWLP KROeNWLI´ JUXbX |UQeNOeULQdeQ \ROa 
oÕNaUaN; 2000¶OL \ÕOOaUda JeUoeNOeúWLULOeQ 8 MaUW D�Q\a KadÕQOaU G�Q�, 25 KaVÕP KadÕQa Y|QeOLN 
ùLddeWOe M�cadeOe G�Q�, 14 ùXbaW SeYJLOLOeU G�Q� Ye OQXU HaIWaVÕ e\OePOeULQe RdaNOaQaca÷Õ]. 
 
Anahtar Kelimeler: KarnaYeleVk, úenlikli e\lemler, direniú Ye riWim. 
 

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-SROLWLcaO PRYePeQWV, TXeeU aQd ZRPeQ¶V PRYePeQWV, aQWL-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. 

 



İnanç ve Müzik İliúkisinde Kadın 
 

Nazan SARAL 
(SamVXQ DeYleW KlaVik T�Uk M�VÕkvVi KRURVX) 

 
 
Özet  
 
ønsano÷lu ilkça÷lardan itibaren yaúam serüveninde, korunaklÕ bir yerde barÕnmaya, yemeye-içmeye, 

ateúe, suya vb. kÕsacasÕ hayatta kalabilmesi için zaruri úeylere ihtiyaç duymuútur ve bu ihtiyaçlarÕnÕ bir úekilde 
gidererek neslinin devamlÕlÕ÷Õna da imkân bulmuútur.  

Zaman içerisinde bu zaruri ihtiyaçlarÕnÕn yanÕ sÕra ait oldu÷u toplumun de÷erleri içerisinde yer alan 
kültür-sanat-müzik-edebiyat gibi kültürel miraslarÕnÕ da korumuú ve gelecek kuúaklara aktarÕmÕ noktasÕnda 
renklendirmiútir.  

Genellikle metin analizlerine dayanan eserlerde; klasik din ö÷retilerinin, toplumsal cinsiyet eúitli÷i 
açÕsÕndan çeliúkili oldu÷u, ataerkil ve erkek merkeziyetçi yaklaúÕmlar içerdi÷i ve erkek otoritesine dayanan, 
temelinde erkek üstünlü÷ü fikrini oluúturan, kadÕnÕn ötelendi÷i, itaatkâr bir úekilde özel alan ile sÕnÕrlandÕrÕldÕ÷Õ 
bir toplumsal cinsiyet düzeni sergiledi÷i ifade edilmektedir. 

Tarihsel süreç içerisinde úekillenen dini ö÷retilere eleútirisel bir bakÕú açÕsÕ ile yaklaúan feminist 
teologlar; geleneksel sembolizm ve geleneksel din dilinde cinsiyet ayrÕmcÕlÕ÷ÕnÕn bulundu÷unu iddia ederek 
bunun üstesinden nasÕl gelinebilece÷i, kadÕnlara özgü dini ihtiyaçlara cevap verebilecek bir maneviyata nasÕl 
úekil verilebilece÷i ve kadÕnlar için adaletin nasÕl oluúturulaca÷Õ hususunda çalÕúmalar yapmaktadÕrlar. 

 
Anahtar Kelimeler: M�]ik, KadÕQ, øQaQo, K�lWürel Kimlik, Toplumsal 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 lineage. 
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. 

 
 
 



Türk-İslam Tasavvuf Müziğinde Kadının Temsili 
(Neyzen Kadınlar) 

 
Saadet YANARDAĞ 

(Ankara HacÕ Bayram Veli hniversitesi T�rk M�zi÷i Devlet KonservatuvarÕ) 
 

Özet 
ToplXmVal ha\aWÕn d�]enlenmeVinde eWkin biU Uole Vahip olan dinleU, faUklÕ bioimleUde de olVa 

kutsal bir d�ú�ncenin VeVini úekillendiUmede oo÷XnlXkla m�]i÷i kXllanmakWadÕU. BX bakÕmdan din Ye 
m�]ik VoV\al \aúamÕn a\UÕlma] biU paUoaVÕdÕU. Ha\aWÕn ioinde bilgelik ka]anmÕú, d�ú�nce XfkX geniú, 
eUdemli kiúileU \eWiúWiUme\i Ye zihnin maneYi\aWa \|nelmeVini hedefle\en WaVaYYXfi \aúam WaU]ÕnÕ 
benimVe\en biUook WaUikaW \apÕVÕ oUWa\a oÕkmÕúWÕU. BX WaUikaWlaU aUaVÕnda, m�]i÷i UiW�elleUi ioeUiVinde 
VÕklÕkla kXllananlaUdan biUiVi de MeYleYilikWiU. MeYleYi deUgkhlaUÕ m�]i÷in |÷UeWilip icUa edildi÷i \eUleU 
olmXúWXU. BX deUgkhlaUda \eWiúen; beVWekkUlÕk, na]aUi\aWoÕlÕk Ye e÷iWmenlik alanÕnda mXVikimi]e 
kaWkÕlaU VXnan WaVaYYXf ehli ne\]enleU, k�lW�U�n akWaUÕmÕnda |nemli fig�UleU olaUak kaUúÕmÕ]a 
oÕkmakWadÕU. Ancak bX fig�UleU aUaVÕnda kadÕn WemVilcileUe UaVWlanÕlmamakWadÕU. ToplXmVal \apÕ ioinde 
³KadÕn´, ³din´ Ye ³m�]ik´ olgXlaUÕ biUlikWe de÷eUlendiUildi÷inde ikWidaU Ye WoplXmVal cinVi\eW iliúkiVi 
ioinde kadÕnÕn konXmlandÕUÕldÕ÷Õ \eUi g|Umek m�mk�nd�U. A\UÕca, icUa edilen m�]i÷in W�U� ile hiWap 
eWWi÷i kiWle, kadÕnlaUÕn o m�]ik pUaWi÷i ioeUiVinde YaUlÕk g|VWeUip g|VWeUeme\ece÷inin de ipXolaUÕnÕ 
vermektedir. 

BX ba÷lamda; ³MeYleYi a\ini mXWUiban he\eWinde ne\]en kadÕnlar neden görev 
almamakWadÕU? BX k�lW�Uel \apÕ ioinde ne\]en kadÕnlaUÕn YaUlÕ÷Õndan bahVeWmek m�mk�n m�d�U? 
Mevlâna øhWifali¶nde ne\]en kadÕnlaU µne\¶ �fleUleU mi \a da �flemiúleU midiU?´ VoUXlaUÕnÕn 
ceYaplanmaVÕ amaolanmakWadÕU. NiWel aUaúWÕUma \|nWemi\le \�U�W�len bX oalÕúmada, meVleki 
WecU�beleUi dikkaWe alÕnaUak amaolÕ |Uneklem ile Veoilen beú kadÕn ne\]enle \aUÕ kXUgXlX g|U�úme 
\apÕlmÕúWÕU. MeYlana¶nÕn |l�m \Õld|n�m� (ùeb-i AUXV) W|Ueni olaUak adlandÕUÕlan Mevlâna øhWifali¶nde 
Ye MeYleYi mXkabeleleUinde, ne\]en kadÕnlaUÕn g|UeYlendiUilme dXUXmlaUÕna daiU |nemli YeUileUe 
XlaúÕlmÕúWÕU.  

 
Anahtar Kelimeler: Türk-øslam Tasavvuf M�zi÷i, Mevlevilik, Neyzen KadÕnlar, 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 WhiV conWe[W, WheVe qXeVWionV aUe aimed Wo be anVZeUed: ³Wh\ 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 µney' or have they ever played µney¶ 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. 
 



İnanç ve Müzikte Kadın 

 

Bacıyan - Yedi Kadın Müzisyenin Müzikal Ve Kolektif Yolculuğu 

 

Aslı Büyükköksal  İstanbul Teknik Üniversitesi MIAM  

Seda Seyrek Houbakht Ankara Üniversitesi DTCF 

 

 

Özet 

Bu sunum/icrada, Anadolu’daki kadın örgütlenmesi geleneğinden ilham alarak bu mirası 

güncel bir yorumla müzikal olarak ifade eden Bacıyan müzik grubunu anlatacağız. Bacıyan grubunun 

temel ilham kaynağı, 13. Yüzyılda Anadolu’daki dört temel teşkilattan (Ahiyan-ı Rum, Abdalan-ı Rum 

ve Gaziyan-ı Rum) biri olan Bacıyan-ı Rum olmuştur. “Bacı”, ‘kızkardeş’, “Rum” ise ‘Anadolu’ 

anlamına gelmekte olup, bu teşkilat, kadınların ekonomik, sosyal, dini ve askeri alanlara aktif 

katılımını sağlamış olmasıyla önem taşımaktadır. Ayrıca, Anadolu’nun sürekli değişen sosyo-politik 

atmosferinde geniş kitlelere yayılan bir dayanışma mekanizması oluşturmuş; bunu yaparken de kendi 

sosyo-kültürel ve dini-manevi kodlarını kullanmıştır. 

Çeşitli kültürlerden gelen yedi kadın müzisyenin kurduğu Bacıyan, yine gelenekten hareket 

ederek bir kolektif olarak işlemektedir. Bacıyan müzik grubu, -Alevi/Bektaşi, Mevlevi ağırlıklı olmak 

üzere- Anadolu mistik müzikleri, Fars müziği ve şiiri, İbranice ilahiler gibi çeşitli mistik kültürlerin 

repertuarlarından beslenerek bu mirası yorumlamakta ve evrenselleştirmektedir. Bu mirasın 

köklerinden biri de Anadolu aşıklık geleneğine dayanmaktadır. Grup 2017’de Tümata’nın düzenlediği 

114 gün ve gece süren sema buluşmasında organik olarak bir araya gelmiş ve konser, röportaj ve 

program davetleriyle yoluna devam etmiştir.  

Sunumda önce kısaca Bacıyan-ı Rum’un tarihçesine değineceğiz. Bugüne geldiğimizde Bacıyan 

grubunun bu mirası kolektif ve bireysel olarak nasıl yorumladığından bahsedeceğiz. Grup üyeleriyle 

yapılan röportajlara ve kişisel deneyimlerimize dayanarak yedi kadın müzisyenin Bacıyan 

bünyesindeki yolculuğunu inanç ve müzikte kadın çerçevesinde değerlendireceğiz. 

Sunumun ikinci bölümünde iki grup üyesi olarak Bacıyan repertuarından örnekler sunacağız.  

 

Anahtar Kelimeler: Bacıyan-I Rum, Mistik Müzik, Tasavvuf Musikisi, Çok Kültürlülük, Anadolu, 

Kadın Örgütlenmesi, Kolektif. 

 

Women In Relation to Faith and Music 

Bacıyan - The Musical and Collective Journey of Seven Women Musicians 

 

Abstract 

In this lecture/performance demonstration, we will be presenting Bacıyan, 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.   

Bacıyan’s main inspiration has been the organization Bacıyan-ı Rum, which was one of the 

main four societal organizations in 13th century Anatolia, along with Ahiyan-ı Rum, Abdalan-ı Rum, 

and Gaziyan-ı Rum. Bacı 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 Bacıyan 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 aşıklık 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 Bacıyan-ı 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 Bacıyan’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: Bacıyan-I Rum, Mystic Music, Sufi Music, Multiculturalism, Anatolia, Organization Of Women, 

Collectivity. 



Anadoluda Devirsel øbadet Sistemlerinin Oluúumunda Bereket Kültünün ve Ana Tanrıça Tapınımının 
Etkisinin Değerlendirilmesi 

 

Ezgi Tekin Arıcı 
(Ni÷de Ömer Halisdemir Üniversitesi, T�rk Musikisi Devlet KonservatuvarÕ) 

Cenk Güray 
(Hacettepe Üniversitesi Ankara Devlet KonservatuvarÕ) 

Özet 
ønsanlar en eski d|nemlerden beri insanÕn yaradÕlÕúÕ ve ya]gÕsÕ, do÷um ve |l�m d|ng�s�, do÷a ve 

evrenin iúleyiúi gibi konulara dair anlam arayÕúÕ ioinde olmuúlardÕr. Bu anlam arayÕúÕnda insan kendi bilgisi ve 
kavrayÕúÕnÕn |tesinde bir TanrÕsal g�c�n var oldu÷una inanmÕútÕr. DolayÕsÕyla, ³bilinme]´ olanÕ aoÕklamak ve 
TanrÕlarla irtibat kurmak ioin d�]enlenen ayin ve tapÕnÕmlar oo÷u ke] do÷a, evren veya ko]molojik unsurlarla 
iliúkilendirilmiútir. Anadolu¶daki ³devirsel ibadet sistemleri´nin k|kenleri sayÕlabilecek bu anlayÕú, |]ellikle 
Anadolu ve oevre co÷rafyalarda u]un s�re etkili olan Friglerin Ana TanrÕoa tapÕnÕmlarÕ �]erinden takip edilebilir. 
Anadolu k|kenli Ana TanrÕoa k�ltlerinde d|ng�sel bir iliúki ioinde kavranan ]aman, yaúam ve |l�m, tarÕmsal 
�retim gibi olgularÕn kadÕnÕn diúil |]ellikleriyle iliúkilendirildi÷i anlaúÕlmaktadÕr. D|ng�sel ya da devirsel bir 
anlayÕúÕ içeren inanç sistemlerinin Ortaoa÷ øslam d�nyasÕ da dahil olmak �]ere pek ook inano sistemi ioinde 
TanrÕyla ve evrenle iliúki kurma noktasÕnda |nemini u]un s�re korudu÷u g|r�lmektedir.  Nitekim, m�]ik de 
evrenle irtibat kurma ve TanrÕsal bilgeli÷e ulaúma noktasÕnda merke]i bir rol �stlenmiútir. Anadolu K|kenli Ana 
TanrÕoa k�ltlerindeki kadÕn ve bereket sembollerinin aktarÕldÕ÷Õ Demeter-Pershephone mitleri, Dionysos gizem 
tapÕnÕmlarÕ da d|ng�sel inano sistemlerinin bereket k|kenli en eski |rnekleri arasÕndadÕr. Bu oalÕúmanÕn amacÕ, 
Anadolu k|kenli tapÕnÕm t|renlerinde kadÕn ve bereket sembol�n�n µdevirsel ibadet sistemleri¶ ioinde m�]ik 
�]erinden ve m�]ik yoluyla nasÕl aktarÕldÕ÷ÕnÕ ortaya koymaktÕr. Bu amaca ulaúmak ioin ³Ana TanrÕoa´ k|kenli 
³bereket´ k�lt�n�n b|ylesi devirsel ibadet sistemlerindeki yansÕmalarÕ Antik d|nem Anadolu kaynaklarÕndan 
baúlayarak takip edilmeye oalÕúÕlacak ve bug�nk� uygulamalarÕn k|kenleri �]erinde fikir y�r�t�lecektir.   
 
Anahtar Kelimeler: Ana TanrÕoa K�lt�, Bereket, KadÕn ve Müzik, Devirsel ønano 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 Kadın Zakir 
 

Fulya Soylu Bağçeci 
(Ni÷de Ömer Halisdemir Üniversitesi T�rk Musikisi Devlet KonservatuvarÕ) 

Mine Şenol Atıcı 
(Ni÷de Ömer Halisdemir Üniversitesi Sosyal Bilimler Enstitüsü) 

  
Özet 
AleYi d�ú�ncesinde batÕni Ye tasaYYufi |÷retilerin temel karakteri, insanÕn ruhsal geliúimi, maneYi 

bilgiden pa\ almasÕ, TanrÕ, insan Ye tabiat unsurlarÕ �]erinden aoÕklanabilecek bir eYren algÕsÕ �]erinedir. 
EYrendeki b�t�n farklÕlÕklarÕn |]�ndeki birli÷e Yurgu \apan Yahdet kaYramÕnÕn da bir \ansÕmasÕ olarak bu 
d�ú�nce gelene÷inin teolojik alt\apÕsÕnda Õrk, millet, dil, din gibi toplumlarÕ Ye k�lt�rleri birbirinden a\rÕútÕran 
her t�rl� farklÕlÕ÷a birlik esasÕnda \aklaúmak tartÕúmasÕ] bir konudur. Toplumsal \apÕlanma Ye |÷retilerin 
\aúamsal dene\imlere aktarÕlmasÕ noktasÕnda da AleYi gelene÷inin |]ellikle cinsi\et rollerinin da÷ÕlÕmÕ aoÕsÕndan 
s�nni \apÕlanmalara oranla daha eúitlikoi bir tutum sergiledi÷i görülür. Bu konu hem geleneksel Alevilik hem de 
günümüz örgütlenmeleri �]erine \apÕlan araútÕrmalarda |n plana oÕkmÕú Ye AleYilikte kadÕn konusu eúitlikoi 
arg�manlarla orta\a konulmuútur. Ancak eúitlikoi perspektif dinsel, toplumsal ve kültürel pratikler üzerinden 
incelendi÷inde ataerkil \apÕlanmanÕn egemen karakterinin hakim oldu÷u ve eúitlik iddiasÕnÕn hem inano 
d�ú�ncesi\le hem de kadÕna \|nelik oi]ilen imajla paralellik g|stermedi÷i g|r�l�r. Özellikle cem ritüellerinde 
dedelik, ]akirlik, aúÕklÕk \a da o]anlÕk gibi post makamÕnda yönlendirici mis\onlara sahip olabilen kadÕnlarÕn 
sa\ÕsÕnÕn \ok denecek kadar a] olmasÕ, daha ]i\ade sakacÕ, s�p�rgeci Ye lokmacÕ gibi hi]metlerin kadÕnlar 
tarafÕndan \�r�t�lm�ú olmasÕ, cinsi\et rollerinin da÷ÕlÕmÕnda eúitlikoi bir tutumun benimsenmedi÷inin 
göstergeleridir. dalÕúmada 1990¶lÕ \Õllardan itibaren kent merke]lerinde dernek Ye YakÕflarla kurumsallaúan Ye 
\eniden inúa edilen bir AleYi birli÷i sunan örgütlenmelere odaklanÕlmÕútÕr. Alevi Kültür Dernekleri Mersin 
CemeYi kapsamÕnda \�r�t�len alan oalÕúmasÕ do÷rultusunda cem ritüelleri ve icra pratikleri üzerinden cinsiyet 
rollerinin pa\laúÕmÕnda benimsenen koúullarÕn nasÕl úekillendi÷ine \|nelik cevaplar aranmÕútÕr. Bu çerçevede 
baúta bu dernekte g|reY alan ]akirlerle Ye on iki hi]mette g|reY alan kiúilerle g|r�úmeler \apÕlmÕú, dernek 
faali\etleri, cem t|renleri Ye di÷er k�lt�rel organi]as\onlara katlÕm sa÷lanmÕútÕr. Dola\ÕsÕ\la etnografik bir 
araútÕrma s�reci \�r�t�lm�ú Ye elde edilen Yeriler ioerik anali]i\le o|]�mlenmiútir.  
Anahtar Kelimeler: Alevilikte KadÕn, Zakirlik Gelene÷i, Toplumsal Cinsiyet, KadÕn 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 

Zhich can be e[plained on the basis of the elements of human¶s spiritual deYelopment, 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 Zomen 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. 
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Özet  
 
BRXUdieX¶Q�Q k�OW�UeO a\UÕPOaUa iOiúkiQ WeRUiVi iOk ROaUak WRSOXPVaO VÕQÕfOaU aUaVÕQdaki faUkOÕOÕkOaUÕ 

de÷eUOeQdiUPek ioiQ RUWa\a kRQdX. Daha VRQUa geOeQ oaOÕúPaOaU, P�]ik ]eYkOeUiQdeki ciQVi\eW faUkOÕOÕkOaUÕ da 
dahil olmak üzere toplumdaki neredeyse tüm faUkOÕ k�PeOeUi eOe aOPak adÕQa WeRUiQiQ kXOOaQÕPÕQÕ geQiúOeWWi. 
gUQek ROaUak, ba]Õ oaOÕúPaOaU, kadÕQOaUÕQ ³eOiW heSoiO´ be÷eQi\e VahiS ROPa ROaVÕOÕ÷ÕQÕQ daha \�kVek ROdX÷XQX 
g|]OePOedi. BXQXQOa biUOikWe, VRQUaki ba]Õ oaOÕúPaOaUÕQ bXOgXOaUÕ da WaP WeUViQi g|VWeUdi. BX oaOÕúPa iVe 
T�Uki\e'QiQ |Qde geOeQ �QiYeUViWeOeUiQdeQ biUiQi iQceOe\eUek bX aOaQa \eQi bakÕú aoÕOaUÕ Va÷OaPakWadÕU. VeUiOeU, 
YÕOdÕ] TekQik hQiYeUViWeVi'QiQ 1876 |÷UeQciViQdeQ WRSOaQPÕúWÕU. AQkeWiPi]de, kaWÕOÕPcÕOaUÕQ haQgi W�U� Qe kadaU 
VeYdi÷iQi Ye\a haQgi W�UdeQ Qe kadaU QefUeW eWWi÷iQi |OoPek ioiQ 15 P�]ik W�U� WaQÕPOaQdÕ (WaPaPÕ kXkOa 
de÷iúkeQ ROaUak kRdOaQdÕ). Ek ROaUak, aQkeW, k�OW�UeO W�keWiP, aiOe geoPiúi Ye dePRgUafik |]eOOikOeU hakkÕQda 
faUkOÕ VRUXOaUÕ da ioeUeUek P�]ik ]eYkOeUiQiQ kaSVaPOÕ biU VRV\aO haUiWaVÕQÕ VXQPakWadÕU. T�UOeUi k�PeOedikWeQ Ye 
oeúiWOi PaWUiV PaQiS�OaV\RQOaUÕ kXOOaQdÕkWaQ VRQUa, oaOÕúPa, eOiWOeUe hiWaS edeQ P�]ik W�UOeUiQi be÷eQPe 
kRQXVXQda ciQVi\eWOeU aUaVÕQda b�\�k biU faUk ROPadÕ÷ÕQÕ g|VWeUPekWediU. FakaW, d�Q\a P�]i÷i  eOiW W�UOeU 
k�PeViQe dahiO ediOiS kRQWURO ediOdi÷iQde, daha fa]Oa kadÕQ kaWÕOÕPcÕQÕQ eOiW W�UOeUe e÷iOiP g|VWeUeQ gUXba dahiO 
ROdX÷X g|U�OPekWediU. daOÕúPa, a\QÕ ]aPaQda, eOiW W�UOeUe e÷iOiPOi kadÕQ kaWÕOÕPcÕOaUÕQ, di÷eU W�UOeUe eUkek 
kaWÕOÕPcÕOaUdaQ daha fa]Oa WROeUaQV g|VWeUPedi÷iQi de RUWa\a kR\PakWadÕU. VeUiOeUiQ eQ |Qe oÕkaQ VRQXcX, kadÕQ 
kaWÕOÕPcÕOaUÕQ geOeQekVeO P�]i÷i eUkek kaWÕOÕPcÕOaUdaQ QeUede\Ve iki kaW daha a] WeUcih eWPeVidiU. BX bXOgX, bX 
W�Ue dahiO ediOeQ ba]Õ geOeQekVeO eUiO kRdOaUÕQ kadÕQOaUa hiWaS eWPedi÷iQiQ biU g|VWeUgeVi ROaUak \RUXPOaQabiOiU. 
A\UÕca, SRS�OeU P�]ik e÷iOiPOi eUkek |÷UeQciOeUOe kaUúÕOaúWÕUÕOdÕ÷ÕQda, a\QÕ k�Pedeki kadÕQ |÷UeQciOeUiQ, ba]Õ 
oaOÕúPaOaUda eUiO kRdOaUOa da iOiúkiOeQdiUiOPekWe ROaQ URck P�]ik \eUiQe SRS P�]i÷i WeUcih eWPe e÷iOiPiQde 
ROdX÷X g|U�OPekWediU. 

 
Anahtar Kelimeler: M�zik Be÷enisi, K�lt�rel AyrÕmlar, Cinsiyet FarklÕlÕklarÕ. 
 
 
 
 

A Quantitative Study on Music Tastes of Female University Students 
 

Abstract 
 
BRXUdieX¶V WheRU\ RQ cXOWXUaO 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 
SURPiQeQW XQiYeUViWieV iQ TXUke\. We cROOecWed Whe daWa fURP 1876 VWXdeQWV Rf YÕOdÕ] TechQicaO UQiYeUViW\. IQ 
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. 



T�Uk RaS M�]i÷iQde KadÕQÕQ TemVil SRUXQX 
 

ReVXl BAöI 
(Ni÷de Ömer Halisdemir Üniversitesi T�rk Musikisi Devlet KonservatuvarÕ) 

 
Özet 
Hip-hRS k�OW�U� ³SRS�OeU biU k�OW�U, biU YicdaQ haUekeWi Ye VaQaWVaO ifadeOeU´ ROaUak WaQÕPOaQabiOiU. Hip-

hRS k�OW�U�Q�Q baúOaQgÕcÕQÕ beOiUOePek ioiQ keViQ biU WaUih YeUPek ]RU ROVa da ABD'de hiS-hRS'XQ dR÷XúXQXQ 
1975'Oi \ÕOOaUa da\aQdÕ÷ÕQÕ V|\Oe\ebiOiUi]. OUWa\a oÕkÕú QedeQiQiQ WePeOiQi, |]eOOikOe \RkVXO PahaOOeOeUdeki 
geQoOeUiQ kaUúÕ kaUúÕ\a kaOdÕ÷Õ ]RUOX kRúXOOaUa ba÷Oa\abiOiUi]. S|]OeUiQde bXOXQaQ kadÕQOaUa kaUúÕ aúÕUÕ d�úPaQOÕk 
Ye úiddeW ioeUeQ XQVXUOaU QedeQi\Oe UaS P�]i÷iQ kadÕQ VXQXPXQa \|QeOik Sek oRk eOeúWiUi bXOXQPakWadÕU. KadÕQ 
d�úPaQÕ ROPakOa biOiQeQ UaS P�]i÷iQde kadÕQÕQ WaVYiUi |QeP aU] eWPekWediU. RaS P�]i÷iQiQ PeUke]iQde ciQVi\eW 
iOe iOgiOi úX WePaOaU dikkaW oekicidiU; V|]OeU, eUkek Ye kadÕQ |]eOOikOeUiQe iOiúkiQ PeVajOaU ioeUiU Ye kadÕQOaU ioin bir 
di]i daYUaQÕú QRUPXQX beQiPVe\eQ WePaOaU YaUdÕU. A\UÕca UaS P�]i÷i k�OW�U Ye P�]ik eQd�VWUiVi QRUPOaUÕ, 
WRSOXPVaO ciQVi\eW iOiúkiOeUi Ye P�]i÷iQ iOhaP PeUke]iQi ROXúWXUaQ \eUeO PahaOOe kRúXOOaUÕ ba÷OaPÕQda 
de÷eUOeQdiUiOPeOidiU. PRS�OeU P�]ikWe kadÕQOaUÕQ geQeOOikOe eUkekOeUdeQ aOW VÕQÕfWa ROdX÷XQa daiU VWUeRWiSOeUi 
g|UPek P�Pk�Qd�U.  RaS P�]ik YideROaUÕQÕQ ioeUikOeUiQde kadÕQOaUÕ k�o�PVe\ici ±akÕOOÕ ROPa\aQ ciQVeO Rbje- 
fig�UOeUiQe oR÷XQOXkOa UaVWOaPak P�Pk�Qd�U. KadÕQOaUÕQ T�Uk UaS kOiSOeUiQde WePViOi �]eUiQe \aSÕOacak oaOÕúPada 
RaS P�]ik kOiSOeUiQde, kadÕQOaUÕ Vadece kadÕQ P�]iV\eQOeU de÷iO a\QÕ ]aPaQda eUkek P�]iV\eQOeU aoÕVÕQdaQ da 
kadÕQ WePViOOeUiQi WeVSiW eWPe\e oaOÕúaca÷Õ]. BX ba÷OaPda, iki XQVXU |QeP WaúÕPakWadÕU: biUiQciVi geQeO ROaUak T�Uk 
raS P�]ik YideROaUÕQdaki kadÕQOaUÕQ iPajOaUÕQdaki bR]XOPaOaU Ye kadÕQOaUÕQ ciQVeO QeVQeOeU ROaUak WePViOi, ikiQciVi 
UaSoiOeUe aiW P�]ik YideROaUÕQda kadÕQOaUÕQ iPajOaUÕQÕQ d�]eOWiOPeVi ba÷OaPÕQda keQdiOeUiQi aúa÷ÕOa\ÕcÕ VahQeOeUiQ 
dikkati çekmesi.  
 

BX oaOÕúPada UaS P�]ik YideROaUÕQÕQ iOeWebiOece÷i kadÕQ-QeVQe iPajÕQÕ aQaOi] edeUek, T�Uk UaS kOiSOeUiQde 
kadÕQÕQ WePViOi iQceOeQecekWiU. TePViOiQ QaVÕO iúOedi÷iQi aQOaPa\a oaOÕúPak ioiQ 2015-2021 \ÕOOaUÕ aUaVÕQda 
\a\ÕQOaQaQ 10 T�Uk UaS kOibi aQaOi]i iQceOeQecekWiU. daOÕúPa g|UVeO-iúiWVeO beOgeOeUiQ aQaOi]iQdeQ ROXúaQ QiWeO 
aUaúWÕUPa \|QWePi kXOOaQÕOacakWÕU.  

 
Anahtar Kelimeler: Rap m�zik; kadÕnÕn temsili, cinsiyet.  
 

The Problem of Representation of Women in Turkish Rap Music  
 

Abstract 
The hip-hRS cXOWXUe caQ be defiQed aV a µSRSXOaU cXOWXUe, cRQVcieQWiRXV PRYePeQW aQd geQUe Rf aUWiVWic 

e[SUeVViRQV.¶ AOWhRXgh iW iV difficXOW WR WeOO e[acWO\ ZheQ Whe hiS-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.  
 



 
SaflÕk EfVaneVi Ye K-SRS End�VWUiVinde KadÕnlaUÕn ObjeleúWiUilmeVi 

 
Hayriye Gülay Malkoç 

(Bo÷a]ioi hniversitesi Siyaset Bilimi ve UluslararasÕ øliúkiler B|l�m�) 
 

Özet 
JeVVica ValenWi¶nin SaflÕk Efsanesi kiWabÕnda kadÕnlaUÕn geno, Vaf Ye el de÷memiú olmaVÕnÕ AmeUika 

kaSVamÕnda WeúYik eden X\gXlamalaUdan bahVeWWi÷i ³VaflÕk miWi´ di÷eU aWaeUkil WoSlXmlaUda da kaUúÕmÕ]a 
oÕkmakWadÕU. BX WoSlXmlaUdan biUi olan G�ne\ KoUe¶de |]ellikle 21.\\¶Õn baúÕndan beUi k�lW�Uel de÷iúim Ye 
k�UeVel \a\ÕlÕm g|VWeUen KoUe PoS DalgaVÕnda adeWa biUeU fabUikada �UeWilen geno kadÕn idolleU g|UVel med\a 
\olX\la meWalaúWÕUÕlmÕú Ye cinVel objeleúWiUilmiúleUdiU. SaflÕk miWinin kaSVamÕ ioeUiVinde cinVel mX÷laklÕ÷a 
haSVedilmiú kadÕn idolleUin ook k�o�k \aúlaUdan beUi o\Xncak bebekleúWiUilmeleUi\le bedenleUinin Ye ha\aWlaUÕnÕn 
konWUol� elleUinden alÕnmÕúWÕU. SaflÕk miWinin dÕúÕna oÕkan ba]Õ kadÕn idolleU WoSlXmVal baVkÕ Ye oeYUimioi Waci]le 
kaUúÕ kaUúÕ\a kalaUak deSUeV\on Ye inWihaUa V�U�klenmiúleUdiU.   
 
Anahtar Kelimeler: SaflÕk Efsanesi, Kore Pop DalgasÕ, KÕ] End�strileri, Cinsel Mu÷laklÕk/økilem, Sosyal BaskÕ 
ve øntihar. 
 

The Myth of Purity and the Objectification of Women in the K-pop Industry 
 
Abstract 
The SXUiW\ m\Wh Zhich JeVVica ValenWi aVVeUWV in heU book "The PXUiW\ M\Wh´ menWionV Whe SUacWiceV 

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 Müzi÷inde KadÕnÕn Yeri  
 

Na÷me YarkÕn 
(øVWaQbXl hQiYeUViWeVi DeYleW KRQVeUYaWXaUÕ) 

 
Özet 
KadÕnÕn genel olarak sanat üretiminde, özelde ca] m�]i÷inde kapladÕ÷Õ alan, toplum d�]enini |rg�tle\en 

sosyo-ekonomik, kültürel ve siyasi dinamiklerin belirledi÷i bir tarihsel s�reote incelenebilir. Bu makalede, 
geoti÷imi] \�z\Õl bo\unca ca] m�]i÷inde kadÕnÕn \erinin bu dinamiklerin de etkisi\le nasÕl úekillendi÷i ve bugün 
bu \erin neresi oldu÷u iúlenecektir.  
 

 Ataerkil düzen yüz\Õllar bo\unca kadÕnÕn rollerini tanÕmla\Õp sÕnÕrlandÕrmÕútÕr. 20. \�]\ÕlÕn en |nemli 
sanat dallarÕndan biri olarak orta\a oÕkmÕú olan ca] m�]i÷i, teori Ye pratikte \eni |nermeler getirmesine ra÷men, 
ataerkil gelene÷in koúullarÕnda \aúama\a deYam etmiútir. Ca]Õn k|k saldÕ÷Õ b|lgelerde kadÕnÕn en fa]la úarkÕ 
s|\le\en bir ha] nesnesi Ye bir e÷lence �r�n� olarak sahnede \er almasÕ durumu, d�n\adaki pek ook úe\ gibi II. 
D�n\a SaYaúÕ ile birlikte de÷iúmiú; erkeklerin saYaúa gitmesi kadÕnlarÕn hem m�]ik hem toplumsal alanda 
görün�rl�÷�n� Ye g�c�n� artÕrmÕútÕr. SaYaúÕn bitmesi Ye sana\ileúme ile beraber \�kselen kadÕn hareketlerine 
ra÷men, kadÕnÕn bir meta olarak g|]�kmesi, geomiúten gelen kadÕn prototipi Ye algÕsÕ on\Õllar bo\unca s�rm�útür. 
Ca] m�]i÷inde kadÕnlar enstr�man seoimlerinden, gi\dikleri kÕ\afetlere kadar, toplumun beklenti Ye ar]usu 
\|n�nde hareket etmiúler Ye bu \|nde bir kadÕn algÕsÕ oluúmuútur. Ancak 20. \\¶Õn sonlarÕna gelindi÷inde ca] 
m�]i÷ine ait farklÕ enst�rmanlarÕ oalan kadÕnlarÕn sa\ÕlarÕ artmÕú Ye onlardan oeúitli ca] kitaplarÕnda bahsedilmeye 
baúlanmÕútÕr. Günümüzde ise, iú olanaklarÕ aoÕsÕndan eúitlik tam olarak sa÷lanabilmiú olmasa da, 
konservatuarlardaki ca] m�]i÷i b|l�mlerinde Ye di÷er e÷itim alanlarÕnda erkek Ye kadÕn |÷rencilerin eútilenme\e 
baúlamasÕ Ye kadÕn |÷rencilerin enstr�manlarÕnÕ cinsi\etleri �]erinden de÷il, istekleri �]erinden seçmeleri ile bu 
konuda bir farkÕndalÕk geliúmektedir. Geliúen m�]ik end�strisinin getirdi÷i olanaklar Ye e÷itim kurumlarÕndaki 
oeúitlilik sayesinde, toplumsal cinsi\etin, m�]is\en kimli÷i �]erinde kurdu÷u hakimi\et ]a\ÕflamaktadÕr. 
Makalenin bir ikinci amacÕ ise bu s�reo bo\unca ca] sahnesinde karúÕmÕ]a oÕkan g�ol� kadÕnlarÕ tanÕtarak, somut 
verilerle bu süreci desteklemektir.  

 
Anahtar Kelimeler: Ca], kadÕQ ca] m�]iV\eQleU, ca] WaUihi, WRSlXmVal ciQVi\eW. 

 
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 II 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 Akım Anlatı Neden Maço? 

Handan Öztürk 

(øVWanbXl Film Akademi ve Adakademi Sinema Bölümü) 

 
Özet 
 
Müzik, opera, bale, sinema, UeVim, SeUfoUmanV VanaWÕ heSVi anlaWÕnÕn de÷iúik foUmlaUÕ... Yani ana akÕm 

anlaWÕ V�Ueo ioinde biUook foUma d|n�úW�.  g\le g|U�n�\oU ki daha baúka foUmlaUa da gebe! Ne var ki bu biçimsel 
]enginli÷e Ua÷men anlaWÕdaki cinsiyetçi rollerin da÷ÕlÕmÕ Ye iúlenmeVi heS a\nÕ kaldÕ.  Modern edebiyat ve 
arthaus sinema dönemde kadar esas olarak a\nÕ kalan bu XnVXU, kadÕnÕ SaWUiaUkal ve maço bir dil üzerinden 
kXUgXladÕ. Hikâyeyi eUkek kahUaman Ye onXn \olcXlX÷X �]eUinden anlaWan bX dil, kadÕnÕ da bu anlaWÕ ioinde 
gideUek aUaoVallaúWÕUdÕ.  

 
ønVanlaU algÕlama\a baúlaU baúlama] anlaWma\a baúladÕ. Ancak anlaWÕnÕn foUm, bioim ka]anma\a 

baúladÕ÷Õ klan ha\aWÕnÕn g�nl�k d|ng�V�nde beliUle\ici e\lem aYcÕlÕk daha ileUiki d|nemleUde de \a÷macÕlÕk 
oldX÷Xndan eVaV olaUak anlaWÕ da VaYaú hika\eleUi �]eUine kXUXldX.  Yani klan ioinde \aúanan en g�ol� oaWÕúmalaU 
�]eUinden«  d�nk� anlaWÕ\Õ dinleniU Ye ilgino kÕlan g�nl�k ha\aW d|ng�V� ioinde \aúanan oaWÕúmalaU oldX÷X ioin 
Ye oaWÕúmalaUÕn en b�\�÷�n� de av ve \a÷ma eylemi olmaVÕndan |W�U� bX e\lemleUin ana akW|UleUi olan eUkekleU 
anlaWÕnÕn ana kahUamanÕ olaUak anlaWÕnÕn baú k|úeVine \eUleúWi. Böylelikle ola\laU Ye anlaWÕlaU eUkek 
kahramanlarÕn \olcXlX÷X olaUak kXUgXlanÕS anlaWÕldÕ.  BXg�n bX \aSÕ\a KahUamanÕn YolcXlX÷X diyoruz.  Bugün 
ana akÕm sinemada daha \�kVek biU faUkÕndalÕkla kXllanÕlan bX \aSÕnÕn eVaVlaUÕ g|]eWileUek oekilen filmleU 
ola÷an�VW� giúe \aSan filmler. 

 
Tabi ki kadÕnlaUÕn Sa\Õna da d�úen biU anlaWÕ W�U� YaUdÕ! BX geUoekle, geUoe÷in fanteziyle kÕUÕlaUak 

\aUaWÕlan TanUÕoalaU miWi\di.  BX nedenle arkaik dönemde her ne kadar bu mit kadÕn do÷XUganlÕ÷Õna biU \�celik 
aWfeWWi÷i gibi g|U�nVe de bX biU bakÕma ³E\ WanUÕoalaU Vi]e WaSÕ\oUX] daha ne iVWi\oUVXnX]. L�Wfen fantezi 
d�n\amÕ]daki \eUini]i alÕn Ye \eU\�]� iúleUini ve yer yüzüne dair anlaWÕlaUÕ bize bÕUakÕn´ haline d|n�úW�.  ³Dünya 
iúleUi bi]e, TanUÕVallÕk Vi]e´ bakÕú aoÕVÕ eVaVÕnda biU güzelleme gibi gelen ana WanUÕoalaU d|nemi VonUaVÕnda 
anlaWÕnÕn en büyük handikabÕ oldu.  KadÕn \alnÕ]ca dini UiW�elleUde Ye meWinleUde ana kahUaman(SUoWagoniVW) iken 
d�n\a\a daiU anlaWÕlan hikayelerdeyse ana kahraman erkekler oldu. Bu hikayelerde kadÕnlaUVa \a anti kahraman 
ya da ikincil kahUaman olaUak iúlendi.  BX dXUXm, hangi formda olursa olsun hangi dönemde geçerse geçsin ana 
akÕm anlaWÕnÕn b�W�n foUmlaUÕnda kadÕna daiU okXmalaUÕn temel kodlaUÕnÕ olXúWXUdX.   
 
Anahtar Kelimeler: Sinema, SaWUiaUkal, ana akÕm, kadÕn 
 
 
 
 

Why is Mainstream Narrative Macho? 
 

Abstract 
 
MXVic, oSeUa, balleW, cinema, SainWing, SeUfoUmance aUW aUe all diffeUenW foUmV of naUUaWion« In oWheU 

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 
ZaV mainl\ baVed on ZaU VWoUieV. In oWheU ZoUdV, iW iV WhUoXgh Whe VWUongeVW conflicWV ZiWhin Whe clan« BecaXVe iW 
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 Wo aWWUibXWe a gUeaWneVV Wo female feUWiliW\, iW iV in a Za\ ³O goddeVVeV Ze ZoUVhiS \oX, ZhaW moUe do \oX 
want. Please take your place in our fantasy world and leave the earth affairs and the narratives about the earth to 
XV ´. The SoinW of YieZ of "WoUld 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 
 



ùarkÕ Söyleyen KadÕn ømgesi: Bir Abject Olarak ønsan Sesinin Müzikte Modernite Ekseninde Cinsiyetli ve 
Cinsiyetçi Kavranma Biçimleri 

 
Gülce Özen Gürkan 

(YÕOdÕ] TekQik hQiYeUViWeVi M�]ik Ye SahQe SaQaWOaUÕ) 
 

Özet 
20. Y�]\Õl |ncesinde genel olarak, 20. Ye 21. \�]\Õlda ise a÷ÕrlÕklÕ olarak, BatÕ müzi÷inde kadÕnÕn 

YarlÕ÷Õna dair YXrgX, enstr�man oalma, besteleme \a da m�]i÷i alÕmla\ÕcÕ\la bXlXútXran di÷er iúleYlerden |nce, 
sesinde Ye úarkÕ s|\leme \etisinde olagelmiútir. 20. \�]\ÕlÕn ortalarÕna kadar, di÷er aktiYiteleri gibi müzik 
aktiviteleri de ev içine sÕkÕútÕrÕlan BatÕlÕ ³makbXl´ kadÕnÕn, eY ioinde oalÕnabilecek ba]Õ enstrümanlarÕ |÷renmesine 
i]in Yerilmiú, profes\onel anlamda m�]i÷e dkhil olXúX ise, b�\�k oranda sesi\le sÕnÕrlandÕrÕlmÕútÕr. Bununla 
birlikte, Modernite etkisinde geliúen BatÕ sanat m�]i÷i gelene÷inde, insan sesi de di÷er m�]ik enstr�manlarÕna 
getirilen standartlaúma\a tkbv tXtXlarak, tÕnÕ alanÕ daraltÕlmÕú, elde edilen standart tÕnÕ alanÕnda daha geniú bir perde 
aralÕ÷Õ elde edebilmek adÕna, beden, kimi ]aman kastras\ona Yaran iúlemlerden geoirilerek kontrol altÕna alÕnmÕútÕr.  
Bir yandan sesi ve bedeni kapatÕlÕp kamXsal alandan dÕúlanan, di÷er \andan enstr�man gibi erkekle tanÕmlanan bir 
alana girmesindense m�]i÷e profesyonel anlamda sesiyle dâhil olmasÕ tercih edilen kadÕn, tÕpkÕ anneli÷i |Y�lerek 
oalÕúma ha\atÕndan dÕúlanmasÕ gibi, ses alanÕndaki YarlÕ÷Õ övülerek, ³\�ksek´ m�]i÷in asÕl XnsXrX olarak görülen 
enstr�man alanÕndan büyük oranda dÕúlanmÕútÕr. KadÕna oldX÷X kadar sesin kendisine de \|nelik olan bu 
|tekileútirme, 20. Ye 21. \�]\ÕlÕn birçok popüler müzik performans prati÷inde de, enstr�man oalanÕn m�]ik, úarkÕ 
s|\le\enin ise g|steri alanÕna dkhil edilmesi ile kendisini göstermektedir.  
Bu bildiride, BatÕ sanat m�]i÷inde insan sesinin ne tamamen kabul edilen ne de tamamen dÕúlanan bir |÷e olarak 
konXmX, JXlia KristeYa¶nÕn abject kaYramÕ\la birlikte ele alÕnacaktÕr. BXnXnla birlikte, kadÕnÕn m�]ikte kendi 
sesi\le, \ani do÷rXdan bedeni\le YarlÕ÷Õna tanÕnan alanÕn, modernitenin getirdi÷i ]ihin-beden, erkek-kadÕn, ben-
|teki gibi ikiliklerle d�ú�nme pratikleri\le iliúkisi incelenecektir. 
 
Anahtar Kelimeler: Modernite, insan sesi, kadÕQ VeVi, abject, müzikte kadÕQ. 
 

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 20th century in general, and predominantly in 20th and 21st centXries, the emphasis on Zomen¶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 20th century, the 
³appropriate´ Zestern Zomen, Zhose mXsical actiYities (like almost all their actiYities) Zere 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 instrXmental sphere, Zhich is considered as the core element of the ³higher´ mXsic, 
by praising their voices. Thinking of many popular music performance practices of the 20th and 21st 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 KristeYa¶s term, abject. In the meantime, the relationship betZeen 
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, YRice, ZRPeQ¶V YRice, abjecW, women in music. 



Ermeni ve KadÕQ KÕࡆmlÕࡆ ÷Õࡆ  øle BestecÕࡆ  SÕࡆrvart Karamanukyan: M�zÕࡆ k-KadÕQ, M�zÕࡆk-KÕࡆmlÕࡆk-KadÕQ AQaOÕࡆ zÕࡆ  

MeUaO ùeQg�OeU 

(Meral ùeng�ler hsW�n ZekalÕlar / Yetenekliler Enstitüsü) 

 

Özet 

OsmanlÕ d|neminde AnadolX¶da, CXmhXri\et d|neminde T�rki\e¶de \aúa\an Ermeniler¶in etnik Ye 
m�]iksel kimlikleri si\asi Ye politik sorXnlarÕn g|lgesinde kalmÕú bir konudur. T�rkiye Ermenilerinin m�zik 
pratikleri ve m�ziksel kimlikleri incelendi÷inde ³m�zik ve kimlik´, ³m�]ik Ye kadÕn´ baúlÕklarÕ dikkati oeker. 
gzellikle Ermeni m�zi÷inde kadÕn m�]is\en, kadÕn besteci rol�n�n ne denli az oldu÷u ortaya oÕkmaktadÕr. 
Gayrim�slim m�zisyenlerin ve bestecilerin |zellikle T�rk Sanat M�zi÷i t�r�nde eserler orta\a ko\dXklarÕ g|r�l�r.  

Bu ba÷lamda T�rkiye Ermenilerinden |nemli bir isim ³SirYart KaramanXk\an´, bir østanbul Ermenisi olarak 
m�ziksel kimli÷i Ye Ermeni kadÕnÕ olmasÕ ile |ne oÕkmaktadÕr. KonserYatXar e÷itimi almÕú ve Cemal Reúit Rey ile 
oalÕúmÕú olan Karamanukyan, Ermenice oocuk úarkÕlarÕ Ye Klasik BatÕ formXnda eserler bestelemiútir. YapmÕú 
oldu÷X XlXslararasÕ k�lt�r alÕúveriúindeki rol�n�n \anÕsÕra T�rkiye ve østanbXl Ermeni toplXmXnda kadÕnÕn \eri ile 
ilgili |nemli bir |rnek oluútXrmaktadÕr.  

BX bildiride SirYart KaramanXk\an Ye eserleri hakkÕnda bilgi aktarÕlacak, Ermeni kadÕn besteci Ye m�zisyen 
kimli÷i �zerinden m�zik-kimlik, Ermeni toplulu÷Xnda kadÕn kimli÷i ve k�lt�rel kimlik etkileúimleri �zerinden 
anali]ler \apÕlacaktÕr. YapÕlan anali]ler ile hem literat�re hem de etnom�zikoloji araútÕrmalarÕna katkÕ sa÷lanmasÕ 
hedeflenmektedir.  

Anahtar Kelimeler: Sirvart Karamanukyan, Ermeni Kimli÷i, M�]iksel Kimlik, KadÕn Kimli÷i  

Composer with AUPeQiaQ aQd FePaOe IdeQWiW\ SÕUYaUW KaUaPaQXk\aQ: MXVic-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 b\ political and political problems. ³MXsic and identit\´, 
³mXsic and Zoman´ are considered Zhen the mXsical practices and mXsical identities of the Armenians of TXrke\ 
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 conte[t, an important name from the Armenians of TXrke\, ³SirYart KaramanXk\an´, stands out 
for her musical identity as an Istanbul Armenian and being an Armenian woman. Karamanukyan studied at the 
conservatory and worked with Cemal Reúit 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  

 



M�]is\en ve KadÕn Olarak Alma M. Schindler Mahler ve Fanny Mendelssohn Hensel 
 

Hazan KURTASLAN & Ezgi ÖZYÖRÜK 
(Akdeniz Üniversitesi Güzel Sanatlar Fakültesi) 

 
Özet 
BaWÕ M�]ik Tarihine bakÕldÕ÷Õnda kadÕn m�]iV\enler erkeklere oranla daha a]dÕr. BXnXn baúlÕca 

Vebeplerinden biri kadÕnlarÕn daha a] e÷iWim almÕú olmalarÕ úeklinde aoÕklanabilir. g]ellikle \irminci \�]\Õl 
|nceVi BaWÕ M�]i÷inde erkek egemen \apÕnÕn hakim oldX÷X g|] |n�ne alÕnÕrVa kadÕnlarÕn m�]ik e÷iWimine 
eriúmeVi kÕVÕWlÕdÕr. FakaW Alma M. Schindler Mahler Ye Fann\ MendelVVohn HenVel baúarÕlarÕnÕ bX VÕnÕrlamalarÕn 
|WeVine WaúÕmÕú iki kadÕn pi\aniVW Ye beVWeci olarak liWeraW�rde \er almÕúlardÕr. BX iki m�]iV\en de erken \aúWa 
ailelerinin deVWe÷i\le pi\ano e÷iWimi alarak m�]i÷e ilk adÕmlarÕnÕ aWmÕúlardÕr. BX iki kadÕn pi\aniVW aldÕklarÕ 
m�]ik e÷iWimi VonXcXnda geno \aúlarda beVWecilik \|nlerini de orWa\a ko\an eVerler �reWmiúlerdir. Fann\ 
Mendelssohn Hensel on �o \aúÕnda\ken geroekleúWirdi÷i ilk reViWalinde Bach¶Õn ³Well-Tempered ClaYier´ eVerini 
baúarÕ\la icra eWmiú, bX reViWalden bir \Õl Vonra iVe babaVÕnÕn do÷Xm g�n� onXrXna ³Ihr Tone, SchZingW EXch 
Fr|lich´ adlÕ ilk úarkÕVÕnÕ beVWelemiúWir. Alma M. Schindler Mahler iVe oocXklX÷Xndan iWibaren reVim, pi\ano, 
kompo]iV\on Ye konWrpXan derVleri alma\a baúlamÕú Ye hen�] 15 \aúÕnda\ken \�]e \akÕn Lied beVWelemiúWir. BX 
Yeriler iki m�]iV\enin de \aúadÕklarÕ d|nemde �VW�n \eWenekli oldXklarÕnÕ g|VWermekWedir.  

dalÕúmada Fanny Mendelssohn Hensel ve Alma M. Schindler Mahler¶in WoplXmVal cinVi\eW bakÕmÕndan 
m�]ikle olan iliúkileri, baúarÕlarÕ, eVerleri, e÷iWimcilikleri, icracÕlÕk ve bestecilik yönleri Ye incelenmiúWir. Bu 
nedenle araúWÕrmada bi\ografi analizi deseni kullanÕlmÕúWÕr. Veriler doküman incelemeVi \olX\la WoplanmÕú, 
betimsel analiz \olX\la o|]�mlenmiúWir. AraúWÕrmadan elde edilen VonXolara g|re iki kadÕn m�]iV\enin de 
beVWelerinin oldX÷X, pi\aniVW kimli÷i\le konVerler Yerdi÷i, kadÕn olmakWan ka\naklÕ meVleklerini icra etmekte 
VÕkÕnWÕlar \aúadÕklarÕ orWa\a oÕkmÕúWÕr. 
 
Anahtar Kelimeler: M�]ik, KadÕn, ToplXm, 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 "Ihr Tone, Schwingt Euch 
Frölich" 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. 
 

KadÕnlaU Neden ùaUkÕ S|\l�\RU: GelenekVel TRSlXmlaUda KadÕn PeUfRUmanVÕ 
 
Özet 

 GeOeQeNVeO WRSOXPOaUda NadÕQ SeUfRUPaQVÕ, KeU ]aPaQ NadÕQ úaUNÕcÕOaU LoLQ geUoeN bLU ]RUOXN ROXúWXUaQ 
bLU feQRPeQ ROPXúWXU. hQO� NadÕQ VaQaWoÕOaUÕQ ]RU aPa dLNNaWe de÷eU Ka\aWOaUÕ ROPaVÕ \a\gÕQdÕU. OUWa AV\a'da, 
WRSOXPdaNL NadÕQÕQ URO� oR÷XQOXNOa aLOe g|UeYOeULQLQ \eULQe geWLULOPeVL Ye oRcXN dR÷XUPa beNOeQWLOeUL\Oe 
LOLúNLOLdLU. BXQXQOa bLUOLNWe, baúaUÕ, WaQÕQPa Ye ú|KUeWe gLdeQ \ROda KeU bLUL geOeQeNVeO WRSOXPOaUÕQ da\aWWÕ÷Õ 
VÕQÕUOaPaOaUÕQ deULQ \ROOaUOa �VWeVLQdeQ geOPeN ]RUXQda NaOaQ bLU dL]L �QO� NadÕQ úaUNÕcÕ bXOabLOLUL]. 20. ve 21. 
\�]\ÕOÕQ |Qde geOeQ d|UW OUWa AV\aOÕ NadÕQ úaUNÕcÕVÕ VXQXPXPXQ RdaN QRNWaVÕQÕ ROXúWXUX\RU: BeUWa DaY\dRYa 
(1922-2007, Özbekistan), Munojan Yulchieva (Özbekistan'da d. 1960), Cemala (d. 1983, KÕUgÕ]LVWaQ) Ye 
Manizha (b.1991 TacLNLVWaQ). SXQXPXPda KeP NOaVLN KeP de SRS�OeU P�]LN W�UOeULQLQ LcUacÕOaUÕQa dLNNaW 
oeNeUeN, NadÕQ SeUfRUPaQVOaUÕQÕQ VeUgLOeQdL÷L KeU W�U�Q NeQdLQe |]g� ]RUOXNOaUÕ Ye WaOeSOeUL ROdX÷XQX Ye baúaUÕOÕ 
bir kariyere uOaúPaN LoLQ NadÕQ úaUNÕcÕOaUÕQ KeU ]aPaQ ULVN aOPaVÕ geUeNWL÷LQL |UQeNOeUOe aoÕNOa\aca÷ÕP. D|UW 
NadÕQ da P�]LN WaULKL VaKQeVLQe �QO� P�]LN VaQaWoÕOaUÕ ROaUaN ROa÷aQ�VW� Ka\aW KLNa\eOeUL\Oe gLUPLúOeUdL. HeU 
]aPaQ WaUWÕúPaOaUa \RO aoaQ geoPLúOeUL úaUNÕcÕOÕN NaUL\eUOeULQL geOLúWLUPeOeULQLQ VebebL\dL. D|Ud� de úaUNÕ 
V|\OePe Ye VÕNÕ oaOÕúPa QRNWaVÕQdaNL NaUaUOÕOÕNOaUÕ Ye bXQOaUa ba÷OÕOÕNOaUÕ Va\eVLQde �Q Na]aQdÕ, aQcaN XOXVaO 
muhafazakâr oeYUeOeULQdeQ Na\QaNOaQaQ bLUoRN ]RUOX÷XQ �VWeVLQdeQ geOPeN ]RUXQda NaOdÕOar. Bu nedenle, 
SRS�OeUOLNOeUL Ye ]afeUOeUL, daKa oRN bX ba÷OaPda de÷eUOeQdLULOPeOLdLU. BX NadÕQOaU, NeQdL LUadeOeUL\Oe \a da 
zorla, tam aQOaPÕ\Oa WRSOXPVaO cLQVL\eWe da\aOÕ SeUfRUPaQV aOaQÕQa gLUeQ Ye daKa |Qce eUNeN úaUNÕcÕOaUa aLW ROaQ 
aQOa\ÕúÕQ de÷LúWL÷L WRSOXPOaUÕQ P�MdecLOeUL ROaUaN P�]LN WaULKLQe gLUdLOeU. 21. \�]\ÕO, OUWa AV\aOÕ NadÕQ 
VaQaWoÕOaUÕQ bXg�Q g|U�Od�÷� gLbL P�]LN SeUfRUPaQVOaUÕ\Oa PeYcXW WRSOXPVaO oaWÕúPaOaUa Ye |Q\aUgÕOaUa ÕúÕN 
tutarak daha da ileri gidebileceklerini küresel ve modern med\aQÕQ �U�Q� ROaQ Ye OUWa AV\aOÕ geQo NadÕQ SRS 
úaUNÕcÕOaUÕ JaPaOa Ye MaQL]Ka LoLQ bLU P�cadeOe aOaQÕ KaOLQe geOeQ EXURYLVLRQ úaUNÕ \aUÕúPaVÕQda NaQÕWOadÕ. BX 
NadÕQOaU, XOXVOaUÕQÕQ VRV\aO Ye SROLWLN WaULKLQe geQLú NaWNÕda bXOXQaUaN |]g�Q LPaMOaUÕQÕ ROXúWXUdular. 
 GeoPLúWe Ye g�Q�P�]de geOeQeNVeO WRSOXPOaUÕQ |]eOOLNOeUL QeOeUdLU? BX WRSOXPOaUda NadÕQ LcUacÕ olmak 
QedeQ oRN ]RU? KadÕQ VaQaWoÕOaU QedeQ VRV\aO VRUXQOaUÕQ PeUNe]L KaOLQe geOL\RU? BX VXQXPda, bX VRUXOaUÕ Ye 
dünya kültürleri üzerindeki etkilerini örQeNOeQdLUece÷LP. 



T�rk Halk M�zi÷i KadÕn Saz SanatçÕlarÕ ve Devlet  
Müzik KurumlarÕndaki Yeri 

 
Arslan AKYOL 

(T�rk Halk EdebiyatÕ Bilim UzmanÕ) 
 
 

Özet 
CXmhXri\etin kXrXlmasÕ ile \eni bir a\dÕnlanma d|nemine girilmiútir. KXllXktan \XrttaúlÕ÷a geoilen 

yeni dönemle birlikte, günümüz ³medeni´ AYrXpa¶sÕndaki birook �lkeden daha |nce, T�rk kadÕnÕna seome Ye 
seoilme hakkÕ baúta olmak birook haklar Yermiútir. Geno T�rki\e CXmhXri\eti, pek ook meslek dalÕnda 
kadÕnlarÕn da olmasÕna olanak sa÷lamÕú, bX oabalar sonXcXnda T�rk kadÕnÕ birook meslekte s|] sahibi olmXú, 
m�]ik Ye g�]el sanatlar alanÕnda da sanatoÕlar \etiúmiútir. BXnXn do÷al sonXcX olarak hem ses hem de çalgÕ 
dalÕnda birook T�rk kadÕn sanatoÕ adÕnÕ d�n\a\a dX\Xrma\Õ baúarmÕútÕr. G�n�m�]de de deYletin pek ook m�]ik 
kXrXmXnda kadÕn sa] sanatoÕlarÕ kadrolX olarak oalÕúmaktadÕr. Ancak deYletin sanat kXrXmlarÕnda T�rk 
m�]i÷inin iki dalÕndan biri olan geleneksel T�rk sanat m�]i÷i dalÕnda ook sa\Õda kadÕn sa] sanatoÕsÕ istihdam 
edilirken, T�rk halk m�]i÷i dalÕnda kadrolX hiobir sanatoÕnÕn olmamasÕ dikkat oekici Ye d�ú�nd�r�c�d�r. 1976 
\ÕlÕndan itibaren kXrXlma\a baúlanan T�rk m�]i÷i konserYatXYarlarÕ Ye T�rk m�]i÷i bölümü olan fakültelerin 
birbiri ardÕna aoÕlmasÕna ra÷men, bX \�ksek|÷retim kXrXmlarÕnÕn kadrolarÕnda bile ook a] sa\Õda kadÕn oalgÕ 
e÷itimcisine \er Yerildi÷i g|r�lmektedir. KadÕn sa] sanatoÕlarÕnÕn bX sahada ook a] sa\Õda \er almasÕnÕn altÕnda, 
halk mü]i÷indeki erkek egemen anla\ÕúÕn \anÕ sÕra, toplXmXn kadÕna bioti÷i rol, oalÕúma koúXllarÕ, sos\olojik, 
ekonomik Ye k�lt�rel nedenlerin oldX÷X kiúisel g|]lemlerim Ye birook akademis\en tarafÕndan da tespit 
edilmiútir. T�m m�]ik e÷itimi Yeren okXllarÕn Ye sanatoÕ istihdam eden deYlet kXrXmlarÕnÕn, bX konXda ortak bir 
oalÕúma \aparak kadÕn sa] sanatoÕlarÕnÕn bX sahada da \er almalarÕnÕ sa÷lamalarÕ gerekmektedir. 
 
Anahtar Kelimeler: Türk Halk M�zi÷i, KadÕn Saz SanatoÕlarÕ, Devlet Müzik KurumlarÕ, ÇalgÕ E÷itimi. 

 
 

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 InstÕtutÕons, Instrument Education.  
 



Türkülerde Kadın Teması 
Erzurum İli Örneği 

Ahmet Selçuk Bayburtlu 
(Şırnak Üniversitesi GSF) 

Duygu Ulusoy Yılmaz 
( Sivas Cumhuriyet Üniversitesi Eğitim Fakültesi GSEB Müzik Eğitimi) 

Özet 
Üreten kadınların gerek bireysel, gerek toplumsal cinsiyete ilişkin sorunlar karşısında seslerini 

duyurmaya başlar hale gelmesine paralel olarak, kadını konu alan sosyal çalışmalar da yoğunlaşmaya 
başlamıştır. Halk biliminden sosyolojiye, psikolojiden müzikolojiye kadar farklı disiplinlerde toplumsal cinsiyet 
ve kadın temasını ele alan –özellikle- kültürel çalışmalarda bunun yansımalarını görmek mümkündür. Kültürün 
işitsel boyutu olan müzik alanında da kadına ilişkin çalışmaların artmaya başladığı görülür. Popüler müziklerin 
yanı sıra kültürün sözlü ve işitsel yansıması olan türkülerde de bu kapsamda çalışma hareketliliği dikkati çeker.   

Toplum yaşamını, olaylara bakış açısını geçmişten günümüze taşıyan kültürel bir miras olan türküler, 
sözlerindeki temalardan, motiflerden yola çıkarak toplumunun özüne ilişkin bilgi edinmemizi sağlayan önemli 
veri kaynaklarıdır. Bu araştırmada, bu değerli kaynaklardan yola çıkarak, geçmişten günümüze kadına bakış 
açısının nasıl olduğu sorusuna Erzurum türküleri örnekleminde yanıt aranmaktadır. Bu kapsamda, doküman 
analizi yöntemi kullanılarak Erzurum yöresine ait 308 türkü detaylı olarak incelenmiş, sözlerinde kadın teması 
içeren 167 türkü saptanmıştır. 153’ü kırık hava, 14’ü uzun hava olan bu türkülerin; makam, usul, ağız 
özelliklerine göre dağılımı yapılmıştır. Türküler, kadına ilişkin semboller, hitap şekilleri, kadına uygun görülen 
roller açısından incelenmiş, tüm veriler ışığında yörenin toplumsal yapısı içinde kadının konumu, kadına bakış 
açısı tablo ve grafikler şeklinde gösterilerek yorumlanmıştır.  

Anahtar Kelimeler: Kadın, Toplumsal Cinsiyet, Halk Şarkısı, Türkü, Müzikoloji. 

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 maqam, 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 Y|resi KadÕn A÷ÕWlarÕnda  
Tespit Edilen Temalar 

 
Miraç ÇakÕr 

(Gaziantep Üniversitesi Sosyal Bilimler Enstitüsü) 
Mehmet Ali Zarifo÷lX 

(Bursa Uluda÷ hniYersitesi Sosyal Bilimler Enstitüsü) 
 

Özet 
Barak oYasÕ olarak adlandÕrÕlan \er g�n�m�] T�rki\e co÷raf\asÕnÕn G�ne\do÷u Anadolu b|lgesinde 

yer alan Gaziantep ilinin g�ne\inde, ùanlÕurfa ile Ga]iantep arasÕnda kalan bir oYadÕr. OYanÕn ioerisinde birook 
k|\ Ye \erleúim \eri bulunmaktadÕr. Bu \erleúim \eri adÕnÕ ioerisinde \aúa\an Barak T�rkmenlerinden almÕútÕr. 
FarklÕ toplumlarda oeúitli úekillerde g|r�lebilece÷i gibi Barak T�rkmenlerinin de kendi kültür daireleri içerisinde 
kendine |]g� |l�m adetleri YardÕr. Bu adetlerden birisi genel olarak bir kadÕn s|\lemi olarak karúÕmÕ]a oÕkan 
a÷ÕtlardÕr.  A÷Õtlar, toplumsallaútÕ÷Õnda kültürel bellek içerisinde yer edinebilen toplumsal ya da bireysel 
konularÕn iúlendi÷i úiirsel \apÕlar olarak karúÕmÕ]a oÕkar. Tarih ve mekân se\ri ioerisinde do÷al olarak 
toplumlarÕn \aúa\Õú úekilleri farklÕlÕk g|stermiú bu ba÷lamda da a÷Õtlarda iúlenen konular da oeúitlenerek 
g�n�m�]e ulaúmÕútÕr. A÷Õt kelimesinin TDK¶ \a g|re bir anlamÕ; ³|lenin i\i niteliklerini, |l�m�nden sonra 
du\ulan acÕ\Õ dile getiren s|] Ye\a e]gi´ dir. A÷Õtlar genel olarak |l�m ile iliúki olsa da zaman ve mekân 
ioerisinde oeúitli konularÕ da b�n\esinde barÕndÕrmÕútÕr. Buna |]et olarak gelin kÕnasÕnda baba eYinden a\rÕlÕúÕ \a 
da \aúanÕlan maddi Ye maneYi sÕkÕntÕlar g|sterilebilir. Barak yöresi müzik kültürü içerisindeki a÷Õtlar genel 
olarak kadÕn s|\lemi olarak dikkat çekmektedir. A÷Õt, m�]ik gelenekleri aoÕsÕndan ]engin bir \apÕ\a sahip olan 
Barak T�rkmen k�lt�r� ioerisindeki kadÕn s|\lemlerinden sadece birisidir.  Geomiúte konar g|oer bir \aúam 
tar]Õna sahip olan Barak T�rkmenlerinde A÷Õt yakma göç süreci içerisinde de bir yer edinmiútir. Yörede, 
geroekleúen |l�m t|renlerindeki a÷ÕtlarÕn \anÕ sÕra |l�mden u]un ]aman sonra da do÷aolama a÷Õtlara, farklÕ 
olarak da bire\in \aúadÕ÷Õ maddi Ye maneYi sÕkÕntÕlarÕ konu edinen temalara rastlanÕlabilir.  Bu ba÷lamda 
bildiride alandan yeni derlenen a÷Õtlardan ve literat�re daha |nceden ka]andÕrÕlmÕú a÷Õtlardan örnekler 
sunulacak, a÷ÕtlarÕn temasÕ üzerinde durularak sos\ok�lt�rel ba÷lamda ele alÕnacaktÕr.   

 
Anahtar Kelimeler: Barak, A÷Õt, Ölüm, Göç. 

 
 
 

The Themes That Are Detected in Barak  
Region Women Laments 

 
Abstract 
The place called Barak plain is a plain located betZeen ùanlÕurfa and Ga]iantep 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 
Zord lament according to TDK is ³a Zord or melod\ that e[presses the good qualities of the deceased, the pain 
heard after his death´. Although lamentations are generall\ related to death, the\ haYe also included Yarious 
topics in time and place. As a summar\ 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 Yörük Kültürünün  
Yaúa\an SeVi: G�la\ DiUi 

 
PÕnaU KaVaSR÷lX Ak\Rl 

(AQkaUa hQiYeUViWeVi, Dil Ye TaUih CR÷Uaf\a Fak�lWeVi) 
 

 
Özet  
GeoLP |U�QW�OeUL Ka\YaQcÕOÕ÷a da\aQaQ, NÕúOaN Ye \a\OaNOaU aUaVÕQda Ka\YaQOaUÕ\Oa bLUOLNWe d�]eQOL J|o 

edeQ ³Y|U�NOeU´, AQadROX J|oeU N�OW�U�Q�Q |QePOL WePVLOcLOeULQdeQ ROPXúWXU.  ³Y|U�NOeU´ Ye bX WRSOXOXNOaUÕQ 
³Y|U�N N�OW�U�´ \aúaQaQ de÷LúLP Ye d|Q�ú�P V�UeoOeUL\Oe KÕ]Oa Na\bROPaNWa Ye Ka\aWÕPÕ]daQ oeNLOPeNWedLU. BX 
dXUXP NeQdLOeULQe |]J� bLUoRN N�OW�UeO deQe\LP Ye SUaWLNOeULQ bLU baúNa Lfade\Oe VRPXW Ye VRPXW ROPa\aQ 
N�OW�UeO PLUaVOaUÕQÕQ da Na\bÕ aQOaPÕQa JeOPeNWedLU. NLWeNLP, 2003 YÕOÕQda UNESCO WaUafÕQdan kabul edilen 
³SRPXW OOPa\aQ K�OW�UeO MLUaVÕQ KRUXQPaVÕ S|]OeúPeVL´QLQ ³NRUXPa \aNOaúÕPOaUÕ´ ba÷OaPÕQda T�UNL\e 
UOXVaO EQYaQWeUL¶Qe ³Ya\OacÕOÕN GeOeQe÷L´ adÕ aOWÕQda Na\dedLOeQ XQVXU, bX N�OW�U�Q NRUXQPaVÕQa \|QeOLN 
oabaOaUÕ Lfade eWPeNWedLU.     
 

Yörük N�OW�U�Q bLOJL, beceUL, \aUaWÕ Ye deQe\LPOeUOe dROX ]eQJLQ d�Q\aVÕQda KaON N�OW�U�Q�Q WePeO 
XQVXUOaUÕQdaQ bLUL ROaQ P�]L÷LQ de |QePOL bLU \eUL bXOXQPaNWadÕU. Y|U�N P�]L÷LQLQ \aúa\aQ WePVLOcLOeULQdeQ 
bLULVL de K�OW�U Ye TXUL]P BaNaQOÕ÷Õ WaUafÕQdaQ NeQdLVLQe ³PaKaOOL VaQaWoÕ´ XQYaQÕ YeULOeQ, \eUeO Ye XOXVaO 
aOaQda \aSPaNWa ROdX÷X oaOÕúPaOaUOa |Qe oÕNaQ ³øbUadÕ (AQWaO\a)´ \|UeVL \eUeO VaQaWoÕVÕ G�Oa\ DLUL¶dLU.  BX 
aOaQda bLU JeOeQeN WaúÕ\ÕcÕVÕ Ye aNWaUÕcÕVÕ ROaQ G�Oa\ DLUL a\QÕ ]aPaQda N�OW�UeO beOOe÷LQ |QePOi bir sözlü 
Na\Qa÷Õ NRQXPXQdadÕU.  
 

BX bLOdLULde, Na\bROPaNWa ROaQ bLU N�OW�U�Q P�]L÷L Ye bX P�]L÷LQ \aúa\aQ WePVLOcLVL aUacÕOÕ÷Õ\Oa 
JeOeQe÷LQ aNWaUÕPÕ NRQX edLOeceNWLU.  YeUeO NadÕQ VaQaWoÕ G�Oa\ DLUL LOe 2018-2021 \ÕOOaUÕ aUaVÕQda faUNOÕ 
zamanlarda yüz y�]e, WeOefRQda Ye LQWeUQeW �]eULQdeQ (ZRRP aUacÕOÕ÷Õ\Oa) JeUoeNOeúWLULOeQ deULQOePeVLQe 
J|U�úPeOeU VRQXcXQda eOde edLOeQ YeULOeU de÷eUOeQdLULOPe\e oaOÕúÕOacaNWÕU. 

 
Anahtar Kelimeler: Yörükler, Somut Olmayan Kültürel Miras (SOKÜM), Geleneksel Müzik, Gelenek AkWaUÕcÕVÕ, 
Gülay Diri. 
 

 
The Living Voice Of The Disappearing  

³Yörük´ CXlWXUe: G�la\ DiUi 
 
Abstract 
Nomadic Yörüks, whose livelihood patterns are based on animal husbandry, and who migrate regularly 

between winter and plateaus (kÕúlak-yaylak) with their animals, have been among the important representatives 
Rf AQaWROLaQ QRPad cXOWXUe. ³Yörükler´ aQd ³NRPadLc Yörük cXOWXUe´ Rf WKeVe cRPPXQLWLeV aUe UaSLdO\ 
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 yörük 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 yörük 
PXVLc LV G�Oa\ DLUL, a ORcaO aUWLVW Rf WKe "øbUadÕ (AQWaO\a)" UeJLRQ, ZKR VWaQdV RXW ZLWK KeU ORcaO aQd QaWLRQaO 
works and was given the title of "local artist" by the Ministry of Culture and Tourism. Gülay 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 Gülay Diri, at different 
times between 2018-2021. 

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



Tarihi Kaynaklar Işığında Kadın ve Mûsikî 
 

Gamze Köprülü 
(Tokat Gaziosmanpaşa Üniversitesi Devlet Konservatuvarı) 

Özet 
M�sikv alanÕnda etnom�]ikoloji oalÕúmalarÕ ioerisinde \er bulan cinsi\et kavramÕ, kadÕnÕn m�sikv 

kimli÷inin orta\a konulmasÕ bakÕmÕndan |nemli oalÕúma alanlarÕ sunar. Ancak oalÕúmalara bakÕldÕ÷Õnda kadÕnÕn 
|]ellikle m�sikv alanÕnda varlÕklarÕnÕ orta\a ko\acak ka\naklarÕn \etersi]li÷i ve a]lÕ÷Õ dikkati oeker. Di÷er 
alanlarda oldu÷u gibi m�sikv alanÕnda da erkek egemen bir anla\Õú metodunun orta\a konmasÕ, gerek Türk 
m�sikvsinde gerekse di÷er d�n\a m�sikvlerinde bunu aoÕkoa g|]ler |n�ne sermektedir. Disiplinler arasÕ 
oalÕúmalara bakÕldÕ÷Õnda da gerek edebi\at gerekse sanat tarihi, mimari, tarih vb. alanlarda kadÕnÕn kimli÷i ve 
varlÕ÷Õ �]erine a\dÕnlatÕcÕ oalÕúmalara pek rastlanma] ve kadÕn kimli÷i �]erine \apÕlan oalÕúmalarÕn geomiúi ise 
çok ta geriye gitmez.  

Bu oalÕúma disiplinler arasÕ bir oalÕúma olup g|rsel ka\naklar esas alÕnarak ha]ÕrlanmÕútÕr. Resim sanatÕ 
ioerisinde \er alan min\at�r sanatÕ ve geomiú d|nemlerde oalÕúmalar sonucu ulaúÕlan tarihi eserler araútÕrÕlmÕútÕr. 
Elde edilen bulgular ile geomiú d|nem ioerisinde \er alan kadÕn figürünün g|rseller �]erinden m�sikv alanÕnda 
g|stermiú olduklarÕ faali\etler ile kimli÷inin ve konumunun orta\a konulmasÕ amaolanmÕútÕr. Geri\e d|n�k 
araútÕrma modelinin u\gulandÕ÷Õ oalÕúmada anali] \|ntemi ile durum tespitine gidilmiútir. Tarihi ka\nak 
niteli÷ine sahip min\at�rler ve ka]Õlar sonucu elde edilen tarihi eserler ioerisinde m�sikv icrk eden kadÕn 
figürlerine ait bulgular ile kadÕnÕn da ioerisinde bulundu÷u -özellikle saray kültürü-  k�lt�r anla\ÕúÕnÕn ortaya 
konmasÕ önem arz etmektedir. dalÕúma ulaúÕlabilinen g|rseller ile sÕnÕrlÕdÕr.  
 
Anahtar Kelimeler: Kimlik, Mûsikî, Kadın, Minyatür, 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 Kadın 

 

Hatice Selen TEKİN 

(Sakarya Üniversitesi, Devlet Konservatuarı) 

 

Özet 

Kadın, toplumun, dolayısıyla sanatın en önemli konularından biridir. Çünkü yaşamın niteliğini 

belirleyen bütünün içinde kadının duruşudur. Kadın toplumun temel dinamiklerindendir. Sanat, kadın ve toplum 

iç içedir. 

Sanat, insanın, duygu ve düşüncelerini belli bir disiplin içinde ve estetik kaygıyla dışa vurmasıdır. 

Kadın özünde yer alan estetik bilinçle bilimde, edebiyatta, şiirde, romanda, müzikte sanatın her kolunda yer 

alabilir ve kendini ifade edebilir. Ama bu ifadelendirme toplumun özgürlükçü, eşitlikçi, demokratik, hümanist 

niteliğini yansıtma ve toplumun kimliğini bu çerçevede yaratan bir biçimde olmalıdır.  

Kadının doğası gereği sanata yönelmesi ve kimliğini sanatla beslemesi onu ayrıcalıklı bir konuma 

getirir. Toplumun oluşumunda temel dinamik olan kadının sanatsal bir örgüyle kimliğini donatması, içinde 

bulunduğu topluma, ilerleme, zenginlik ve refah getirir.  

Sanat, herşeyden önce gerekliliktir. “Sanat insanın dünyayı tanıyıp değiştirebilmesi için gereklidir”1 ve 

“sanatın kendisi bir toplum gerçeğidir”2. ErnstFisher, sanatın bireyleri toplumları aydınlatan büyüleyici bir güç 

olduğundan, sanatçının da bunu yansıtan bir büyücü olduğundan söz eder. Sanatın olduğu yerde düşünme idrak 

etme ve aydınlanma vardır.  

Sanatı açıklayan en birincil konu ise estetizmdir. Sanat estetizmden ayrı tutulamaz. Estetizmin olmadığı 

yerde sanattan söz edilemez. Sanat ile estetizm arasında kopmaz bir bağ bulunur. Çünkü sanatın olduğu yerde 

estetik kaygılar vardır. Kadındaki estetizm kaygısı yapısal olarak yaptığı işlerle bütünleşir ve birer kompozisyon 

anlatan sanat eserleri ortaya çıkarabilir. Kadın her ne kadar geri planda bırakılmış olsa da tüm tarihinde bu 

yapısal duruşunu sergilemiştir.  

Sanat estetik sınırlarını zorlayacaksa, kadınsı estetizm de sanata tutunmayı zorlamak durumundadır. 

Estetizmden kopuk kadın olamazsa, sanatta estetizmden kopuk olamaz. Kadının sanatla bağlantısı ve kimliğini 

tanımlaması tam da burada ortaya çıkar. 

Bu çalışmada “sanat, kimlik ve kadın” konusu, kimlik, tanımlama, tanınma, yalın kimlik, giydirilmiş 

kimlik, yabancılaşma ve özgürleşme kavramları çerçevesinde değerlendirilecek, sonuçlar bu çerçevede 

yorumlanacaktır. 

 

Anahtar Kelimeler: Kadın, Kimlik, Kadın Kimliği, 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"4. 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. 

 
1ErnstFisher;”Sanatın Gerekliliği”, Sözcükler Yayınları, İstanbul, 2016, s. 29 
2A.g.e, s. 64 
3 ErnstFisher;”Sanatın Gerekliliği”, Sözcükler Yayınları, İstanbul, 2016, s. 29 
4 A.g.e, s. 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. 



KadÕQ M�]ik g÷UeWmeQleUiQiQ KaUúÕlaúWÕklaUÕ  
EWik SRUXQlaUa BiU BakÕú 

 
Safi\e Ya÷cÕ  

(Afyon Kocatepe Üniversitesi DeYleW KRnVeUYaWXYaUÕ) 
Emel Funda Türkmen 

(Çanakkale Onsekiz Mart Üniversitesi DeYleW KRnVeUYaWXYaUÕ) 
 

Özet 
KadÕnlaU g�n�m�]de heU alanda oalÕúmakWa Ye �UeWici n�fXVXn |nemli biU b|l�m�n� olXúWXUmakWadÕU. 

M�]ik alanÕnda da oldXkoa fa]la Va\Õda kadÕn VanaWoÕ Vahne, e÷iWim Ye m�]ikal �UeWimleUi ile m�]ik k�lW�U�m�]e 
kaWkÕda bXlXnmakWadÕU. M�]ik e÷iWimi, pUofeV\onel, amaW|U Ye genel m�]ik e÷iWimi bo\XWlaUÕ\la geniú biU alanÕ 
kapVamakWadÕU. OkXl |nceVinden akademik d�]e\e heU bo\XWWa g|UeY alan kadÕn m�]ik |÷UeWmenleUinin de bX 
alanda oldXkoa de÷eUli kaWkÕlaUda bXlXndX÷X bilinmekWediU. gWe \andan inVanÕn �UeWim Ye W�ketim içerisinde 
bXlXndX÷X heU alanda eWik kaYUamlaUÕn iUdelenmeVi Ye d�]enlenmeVi oalÕúmalaUÕn daha Va÷lÕklÕ \�U�W�lmeVi Ye 
oalÕúanlaUÕn oalÕúma koúXllaUÕnÕn en i\i úekilde geliúWiUilebilmeVi aoÕVÕndan b�\�k |nem WaúÕmakWadÕU.  

 
BX oalÕúmada, kadÕn m�]ik |÷UeWmenleUinin, ilk, oUWa Ye liVe d�]e\leUinde oalÕúWÕklaUÕ kXUXmlaUda 

kaUúÕlaúWÕklaUÕ eWik VoUXnlaU iUdelenme\e oalÕúÕlmÕúWÕU. BX VoUXnlaU, kXUXm \|neWicileUi, meVlekWaúlaUÕ, |÷UencileUi, 
meVle÷inin X\gXlamaVÕ ile ilgili eWik VoUXnlaU baúlÕklaUÕnda ele alÕnmÕú, kadÕn m�]ik e÷iWimcileUinin \aúadÕklaUÕ 
VoUXnlaU, V|] konXVX baúlÕklaU alWÕndaki de÷eUleU dikkaWe alÕnaUak iUdelenme\e oalÕúÕlmÕúWÕU. AUaúWÕUmada eWik 
VoUXnlaU, kadÕn m�]ik |÷UeWmenleUi aoÕVÕndan incelenmiú, eWik de÷eUleU iVe, Nihal TXnca (2012) WaUafÕndan 
geliúWiUilen ³ølk|÷UeWim g÷UeWmenleUi øoin MeVleki De÷eUleU gloe÷inin GeliúWiUilmeVi Ye ølk|÷UeWim 
g÷UeWmenleUinin MeVleki De÷eUleUinin BeliUlenmeVi´ |loe÷inde \eU alan WemalaU dikkaWe alÕnaUak 
olXúWXUXlmXúWXU. TXnca (2012)¶nÕn |loe÷indeki, de÷eUleUe \|nelik daYUanÕúlaU aUaúWÕUma\a X\aUlanmÕú Ye m�]ik 
|÷UeWmenleUinin eWik VoUXnlaUÕ bX de÷eUleUe g|Ue WeVpiW edilme\e oalÕúÕlmÕúWÕU. AUaúWÕUma, kadÕn m�]ik 
|÷UeWmenleUinin VoUXnlaUÕna odaklanmaVÕ Ye VoUXnlaUÕnÕn WeVpiWine kaWkÕda bXlXnmaVÕ aoÕlaUÕndan |nemlidir.   

 
Anahtar kelimeler: KadÕn M�]ik g÷UeWmenleUi, KadÕn g÷UeWmenleU, EWik SRUXnlaUÕ, M�]ik g÷UeWmenleUi Ye EWik. 
 
 

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, Eğitimci ve Besteci Kimliğiyle Meliha Doğuduyal 

 

Hazan KURTASLAN & Ezgi ÖZYÖRÜK 

(Akdeniz Üniversitesi Güzel Sanatlar Fakültesi) 

 

Özet 

Cumhuriyetin kurulmasıyla birlikte Atatürk’ün öncülüğünde pek çok sanat alanında yenileşme 

hareketleri başlamıştır. Müzik sanatındaki başlıca gelişmeler; var olan müzik kurumlarının yenilenmesi ve yeni 

kurumların açılması, Avrupa’ya eğitim almak üzere Türk öğrencilerin gönderilmesi, Avrupa’dan eğitimcilerin 

Türkiye’ye getirtilerek Batı müziğinin Türkiye’ye tanıtılması, Türk Müziğine yönelik derleme çalışmalarının 

başlatılması olarak sıralanabilir. Cumhuriyet dönemiyle birlikte Avrupa’da eğitim görmüş Türk müzisyenlerin 

bir kısmı ülkeye geri dönerek besteleriyle ve eğitimcilik yönleriyle Türk müziğine katkı sağlamışlardır. 

Bestecilik, kuramcılık ve solistlik eğitimi alan Türk müzisyenler ülkenin çoksesli müziğinin gelişimine önemli 

ölçüde katkı sağlamışlardır. Cumhuriyet döneminin yetiştirmiş olduğu son dönem bestecilerinden biri olan 

Meliha Doğuduyal, müzikle üç yaşında tanışmıştır.  Ortaokul yıllarında piyanoya başlamıştır. Daha sonra 

İstanbul Devlet Konservatuarı piyano bölümünden mezun olmuştur. Yüksek Lisans ve Sanatta Yeterlilik 

derecesini kompozisyon alanından almıştır. Daha sonra kompozisyon çalışmalarını Hollanda Lahey Kraliyet 

Konservatuarı’nın kompozisyon bölümünde sürdürmüştür. Besteci, piyanist ve eğitmen kimliğiyle uluslararası 

müzik çevrelerince takdir görmüş bir sanatçı olan Meliha Doğuduyal, Türkiye’ye döndükten sonra İstanbul 

Belediye Konservatuarı’nda korepetitör olarak, İstanbul Devlet Tiyatrosu’nun müzikallerinde piyanist ve müzik 

direktörü olarak görev yapmıştır. Bunu yanı sıra Mimar Sinan Güzel Sanatlar Üniversitesi Devlet 

Konservatuarı’nda öğretim görevlisi olarak piyano, solfej ve armoni dersleri vermiştir. Sanatçının solo 

enstrümandan orkestraya, geleneksel Türk çalgılarından elektronik müziğe, çocuk şarkılarından tiyatro ve film 

müzikleri olmak üzere çok sayıda bestesi bulunmaktadır.  

Araştırma kapsamında Doğuduyal’ın bestecilik, eğitimcilik, solistlik yönlerini ortaya koymak amacıyla 

biyografi analizi deseni kullanılmıştır. Araştırma Nitel bir araştırma olup, veriler doküman inceleme yoluyla 

toplanmış, betimsel analiz yoluyla çözümlenmiştir. Araştırmadan Doğuduyal’ın; Orkestra, Oda Müziği,Şan ve 

Piyano, Film ve Tiyatro ,Solo şarkı  ve Çocuk Koroları için Şarkılardan oluşan eserlerinin olduğu tespit 

edilmiştir. Ayrıca  akustik ve elektro akustik eserlerinin bulunduğu, bazı eserlerinin ısmarlama eser olduğu ve 

“Müzikten Söze” adlı bir kitabının bulunduğu tespit edilmiştir. 

Anahtar Kelimeler: Müzik, Piyano Eğitimi, Türk Müziği,  Besteci, Meliha Doğuduyal. 

 

Meliha Doğuduyal with Pianist, Pedegogue and Composer Identity 

 

Abstract 

With the establishment of the Republic, innovation movements in many art fields started under the 

leadership of Atatürk. 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 Doğuduyal, 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 Doğuduyal, 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 Doğuduyal'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; ıt 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 Musıc, Composer, Meliha Doğuduyal. 



 



T�Uki\e¶de KRQVeUYaWXYaU Vi\Rla E÷iWiPiQiQ BaúlaQgÕcÕ ve Vi\Rla E÷iWiP PURgUaPlaUÕQÕ U\gXla\aQ 
Akademisyenler 

Natalya KIRCA 
(Akdeniz Üniversitesi Güzel Sanatlar Enstitüsü) 

Özet 

Türkiye’de 1914 yılında ilk konservatuvar kuruldu ve Darülbedayi adı verildi. 1916 yılında yürürlüğüne 
giren Musiki Encümeni ve Darülhan Talimatnamesinin çerçevesinde önce erkekler sonra da hanımlar dört yıllık 
süren eğitim görmeye baúladılar. ølk uygulanan programda doğu ve batı müziğinin konuları bir araya 
getirilmiútir. Bir yıl sonra erkekler bölümü kapatılır, doğu müziği aletlerinin öğretimini yapan kadın bölümü kısa 
bir süre daha varlığını sürdürür. 1923 yılında Musiki Encümeni kaldırılır. 1924 yılında Ankara’da Musiki 
Muallim Mektebi açılır. Mektebin ilk müdürü Cumhurbaúkanlığı Orkestrası ùefi Osman Zeki Üngör olur.  
Musiki Muallim Mektebinde eğitim süresi dört yıldır ve son sınıf uygulamaya ayrılmıútır. Öğrenebilecek çalgılar 
keman, piyano, flüt ve viyolonseldir. Ankara’ya alman besteci Paul Hindemith’i Devlet Konservatuvarını 
kurmak için uzman olarak getirilmiútir. 1924 yılında kurulmuú olan Musiki Muallim Mektebi, 1936’ da Ankara 
Devlet Konservatuvarı’na dönüútürülmüútür.  

  Prof. Betil Baúeğmezler Ankara Devlet Konservatuvarında Jules Higny’ nin öğrencisi idi.  Daha sonra 
konservatuvara öğretim elemanı yetiútirmek üzere açılan devlet bursu aracılığıyla Londra’ya gitti. “Royal 
Collage of Music”’de F. Riddle ile dört yıl çalıútı. Daha sonra Siena’da (øtalya) “Accademia Chigiana”’da 
B.Giuranna ile çalıútı. Türkiye’ye döndükten sonra Hacettepe Üniversitesi Devlet Konservatuvarı’nda viyola 
öğretmenliği yapmaya baúladı.  

Çalıúmada Prof. Betil Baúeğmezler, Prof. Bige Bediz Kınıklı, Prof. Dr. Evren Bilgenoğlu, Prof. Burcu 
Yazıcı, Prof. Beste Tıknaz Modiri gibi viyola eğitimcilerinin viyola eğitimine yaptığı katkılar 
değerlendirilmektedir. 

Anahtar Kelimeler: Musiki Muallim Mektebi, Viyola Eğitimi, Viyola Eğitimciler. 

 

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 Darülbedayi. Within the 
framework of the Music Committee and the Darülhan 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 
Üngör, 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 Baúeğmezler 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 Baúeğmezler, Prof. Bige Bediz Kınıklı, Prof. Dr. 
Evren Bilgenoğlu, Prof. Burcu Yazıcı, Prof. Beste Tıknaz 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. 

 
BXlmacaQÕQ Ka\ÕS PaUoaVÕ :  

MakedRQ BiU KadÕQ M�]iV\eQiQ GeleQekVel dalgÕlaU h]eUiQe Bir Portresi 
 

Özet 
20. \�]\ÕlÕn ilk \aUÕVÕnda MakedRn\a'da kadÕnÕn kRnXmX, aile Ye hane halkÕ ioindeki kRnXmXna ba÷lÕ\dÕ Ye 

bX kRnXm, aWaeUkil ikameWgah, m�lki\eW Ye \aVal iliúkileU Ye Vadece kÕUValda de÷il a\nÕ ]amanda kenWVel WRSlXmda da 
gelenekVel RWRUiWe ViVWemi ile dR÷UXdan iliúkili\di. Ailede RldX÷X kadaU WRSlXmda da neW cinVi\eW Ye \aú a\UÕmlaUÕ bX 
aoÕdan oRk |nemli\di. MakedRn WRSlXmXndaki kadÕnlaU mXa]]am biU VRV\al kRnWURl baVkÕVÕ alWÕnda\dÕ Ye gelecekleUi 
de VRV\al Ye m�lki\eW faUklÕlÕklaUÕna ba÷lÕ\dÕ. KadÕn |]g�Ul�÷�ne Ye Veome hakkÕna \|nelik bX WXWXm, økinci D�n\a 
SaYaúÕ'ndan VRnUa de÷iúme\e baúladÕ, ancak bX, kadÕnÕn WRSlXmdaki kRnXmXna iliúkin algÕda biU de÷iúiklik anlamÕna 
gelmi\RUdX. BX VXnXmXn |]�, kadÕn m�]iV\enleUin gelenekVel oalgÕlaU �]eUindeki dXUXmXna iliúkin MakedRn 
bakÕúÕnÕ g|VWeUmekWiU. 20. \�]\ÕlÕn \a]ÕlÕ ka\naklaUÕnda hiobiU kadÕn m�]iV\en beWimlemeVi bXlXnmamakla biUlikWe, 
Si\anR gibi klaVik m�]ik aleWleUini oalan kadÕnlaU ioin 1920'leUin baúlaUÕna kadaU X]anan biUWakÕm bilgileU YaUdÕU, 
ancak bX kRnXda kadÕn m�]iV\eni beWimle\en SURfeV\Rnel Ye\a amaW|U heUhangi biU oalÕúma \RkWXU. 1990'laUda 
\aSÕlan JaUgXlica k|\�nde \aSÕlan biU SURje biU kadÕn WambXUa VanaWoÕVÕnÕ RUWa\a oÕkaUdÕ. Yine 2010'da MakedRn 
m�]ik VahneVinde biU ga\dacÕ kÕ] beliUdi, ancak RnlaU hakkÕnda da biU daha Wek biU oalÕúma dahi g|U�lemedi.  

 
BX makale ile, Vadece kadÕn RldX÷X \a da baúkenWe g|Ue daha k�o�k biU oeYUeden gelen biU RRman RldX÷X 

geUoe÷inden de÷il, daha oRk Tanec'in SURfeV\Rnel WRSlXlXkWa halk oalgÕlaUÕ RUkeVWUaVÕnÕn Wek kadÕn úefi RlmaVÕ, hem 
WeRUik hem de SUaWik RlaUak kXllanÕlan heU enVWU�mana hakim RlmaVÕ geUoe÷inden \Rla oÕkaUak, biUoRk kliúe\i kÕUan 
bX geno \eWenekli kadÕnÕn  SRUWUeVini meUke]e alaUak bX ekVikli÷i RUWadan kaldÕUaca÷Õ].  MakedRn\a halk k�lW�U�nde 
bir kimlik olarak WRSlXmVal cinVi\eW, MakedRn WRSlXmXnda \�]\ÕllaUdÕU h�k�m V�Uen Ye g�n�m�]de |]ellikleUi 



g|U�nen aWaeUkil mRdelin faUklÕlaúmaVÕ\la biUlikWe VRna eUme\e dR÷UX giWmeVine Ye bX anlamda biU a\dÕnlanma\a 
kaWkÕ Va÷lamakWadÕU. De÷iúen gelenekleUe |]ellikle eUkekleU WaUafÕndan g|VWeUilen kaUúÕ diUeno d�]e\ine ek RlaUak, 
WRSlXmXn kaUakWeUiVWi÷i Rlan biUoRk kÕVÕWla\ÕcÕ Ye a\UÕmcÕ mRdelin faUkÕnda RlmanÕn, RnlaUÕn deYam eden 
d|n�ú�m�ne kaWkÕda bXlXndX÷Xna Ye ioinde \aúadÕ÷ÕmÕ] k�lW�Uel, ekRnRmik, SRliWik Ye VRV\al kRúXllaUdaki 
de÷iúiklikleUin biU VRnXcX RldX÷Xna inanÕ\RUX]. 

 
Anahtar Kelimeler: Makedon\a gelenekVel m�]i÷i, kadÕn romen m�]iV\en, WoplXmVal cinVi\eW, kadÕn enVWr�maniVW  

 



 
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 Yorùbá land has a fundamental place in the organization of the society. The 
cosmology and philosophy world of the Yorùbá validate the women folds. This article intends to detail the place of 
Yorùbá women in the social organization of the Yorùbá 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 Yorùbá 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, Yorùbá 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 Yorùbá heritage with a view to re-positioning the African female fold in the 
global world. 

 
Keywords: Sàbàríkòlò, Iga Ìdúnùngánrán, Femininity, Cosmology, Ethnomusicology. 
 
 

KadÕnlaU, M�]ik ToSlXlX÷X Ye GelenekVel YoUXba ToSlXlX÷X¶nXn  
Sosyal Organizasyonu 

 
Özet 
G�ney BatÕ Nijerya'nÕn Yoruba topraklarÕnda kadÕnlar, toplumu oluúturma ve s�rd�rme iúiyle u÷raúan 

toplulu÷un bir paroasÕnÕ oluúturmaktadÕr. Bu kadÕnlar toplumu úekillendirmek ioin di]eler, ilahiler, úarkÕ metinleri, 
imgeler, anekdotlar, edebiyat ve di÷er s|]l� sanat bioimlerini kullanÕrlar. Yoruba topraklarÕnda kadÕn olgusu -tÕpkÕ 
erkek olgusu gibi- m�]ikal sanatlarÕn ayrÕlma] bir paroasÕ olarak toplumun yapÕlanmasÕnda temel bir yere sahiptir. 
Yoruba'nÕn ko]moloji ve felsefe d�nyasÕ da bu d�ú�nceyi desteklemektedir. Bu makale, onlarÕn m�]ik pratikleri 
�]erinden Yoruba toplumunun sosyal yapÕsÕ ioerisinde kadÕnÕn yerini detaylandÕrmayÕ amaolamaktadÕr. dalÕúmada 
kadÕnlara ait m�]ik topluluklarÕna odaklanÕlacaktÕr. M�]ik ve lirik ioeri÷in, toplumun sürdür�lebilirli÷i ile ilgisini 
anlamlandÕrmak amacÕyla seoilmiú ba]Õ kadÕn m�]ik topluluklarÕnÕn úarkÕ metinlerinin eleútirel incelemesi 
yapÕlacaktÕr. Makale, baúkent Lagos¶tan seçilen ba]Õ kadÕn m�]ik topluluklarÕndan elde edilmiú birincil verilerden 
bir sonuca ulaúabilmek ioin etnom�]ikolojik yaklaúÕmla arúivlere ve etnografik kaynaklara dayandÕrÕlmaktadÕr. 
økinci sÕrada hi]met eden bibliyografya verileri Yoruba topraklarÕndaki sosyal ve m�]ikal yapÕda kadÕnlarÕn, tÕpkÕ 
erkek meslektaúlarÕ gibi toplumun ayrÕlma] bir paroasÕ oldu÷unu savunmaktadÕr. ùarkÕ, dans, pandomim, úiir gibi 
ürünlerin m�]ikal |]elliklerini kullanan kadÕnlar, sa÷lÕklÕ bir toplum inúa etmenin |n koúulu olan iyi eylemlerin, 
ahlakÕn ve Yoruba¶ya ait de÷erlerin yayÕlmasÕna yardÕmcÕ olmaktadÕrlar. Bu nedenle oalÕúma, küresel dünyada 
AfUikalÕ KadÕn algÕsÕnÕ yeniden konumlandÕrmak ioin Yoruba¶nÕn k�lt�rel-m�]ikal mirasÕndaki kadÕn¶Õn daha fazla 
araútÕrÕlmasÕnÕ önermektedir. 

 
Anahtar Kelimeler: Sàbàríkòlò, Iga Îd~n�nginUin, KadÕnlÕk, Ko]moloji, EWnom�]ikoloji. 
 



     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-

IVOaPLc AUab WUade cRQWacWV. GXOf PLJUaWLRQV VLQce1970¶V fURP MaOabaU SRSXOaUL]ed a VeSaUaWe PXVLcaO JeQUe "KaWWX 
PaWWX¶" RU LeWWeU VRQJV aPRQJ WKe MaSSLOaV. RRRWed LQ KeUaOa¶V cRQQecWLRQ WR WKe GXOf, KaWWX PaWWX LV a SaUW Rf WKe 
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.JaPeeO cRPSRVed ³DXbaL KaWWX PaWWX´ LQ 1976. IW KLJKOLJKWV WKe 
emotional sufferings and psychological trauma among the wives and families of Mappila migrants working in the 
GXOf. TKe ZLYeV Rf WKRVe PLJUaQWV, ³RQe PLOOLRQ OefW beKLQd LQ KeUaOa´ (1970-2020) aQd NQRZQ ORcaOO\ aV ³GXOf 
ZLYeV´. LeWWeU VRQJV aUe WKe PL[WXUe Rf PLJUaWLRQ, ePRWLRQ, aQd PXVLc Rf WKeVe GXOf ZLYeV. TKLV SaSeU cRQVLdeUV WKe 
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 
PXVLcaO OeQV WR cRQceSWXaOL]e OeWWeU VRQJV aV WKe fOLS VLde Rf WKe ³KeUaOa MRdeO Rf DeYeORSPeQW´ aQd WR LdeQWLf\ WKe 
PXVLcaO KeUPeQeXWLcV dXULQJ WKe WLPe Rf ³WUaQVQaWLRQaO PLJUaWLRQ LQ WUaQVLWLRQ´. 

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

K|Ufe] G|o ZiQciUi Ye KaWWX PaWWX'QXQ YeQideQ Ba÷laQmaVÕ  ve Harekete Geçirilmesi 
 

Özet 
KeUaOa'QÕQ J�Qe\baWÕ NÕ\ÕVÕQdaNL M�VO�PaQ cePaaWL MaSSLOaV, øVOaP |QceVL Ye VRQUaVÕ AUaS WLcaUeWLQLQ 

WePaVOaUÕQÕQ bLU VRQXcX ROaUaN JeOLúWL. 1970¶OeUdeQ beUL MaOabaU¶daQ \aSÕOaQ N|Ufe] J|oOeUL, MaSSLOaOaU aUaVÕQda a\UÕ 
bir müzik türü olan "Kattu Pattu" Ye\a ³Letter´ úaUNÕOaUÕQÕ SRS�OeU KaOe JeWLUdL. KeUaOa¶QÕQ K|Ufe] ba÷OaQWÕVÕQa 
da\aQaQ KaWWX PaWWX, MaSSLOa úaUNÕVÕQÕQ daKa JeQLú W�U�Q�Q bLU SaUoaVÕdÕU. S|]OeU Ye PeORdLOeU J|oPeQOeU WaUafÕQdaQ 
\aSÕOaQ fedaNaUOÕNOaUÕQ NROeNWLf KafÕ]aVÕQÕ, deYOeWOeULQL JeOLúWLUPe\e \aUdÕPcÕ ROPaN Ye RUa\Õ JeOeceN QeVLOOeU LoLQ 
daKa \aúaQÕOaVÕ bLU \eU KaOLQe JeWLUPeN LoLQ oRN oaOÕúaQ LQVaQOaUÕ aQÕ\RU. hQO� úaLU S.A. JaPeeO, 1976 \ÕOÕQda ³DXbaL 
KaWWX PaWWX´\X beVWeOePLúWLU. K|Ufe]'de oaOÕúaQ MaSSLOa J|oPeQOeULQLQ eúOeUL Ye aLOeOeUL aUaVÕQdaNL dX\JXVaO acÕOaUÕ 
Ye SVLNRORMLN WUaYPa\Õ YXUJXOaPaNWadÕU. BX J|oPeQOeULQ eúOeUL, ³KeUaOa'da bLU PLO\RQ JeULde NaOdÕ´ (1970-2020) ve 
\eUeO ROaUaN ³K|Ufe] eúOeUL´ ROaUaN bLOLQL\RUOaU. LeWWeU úaUNÕOaUÕ, bX K|Ufe] eúOeULQLQ J|o, dX\JX Ye P�]L÷LQLQ 
NaUÕúÕPÕdÕU. BX PaNaOe, AUaS DeQL]L'QdeNL MaSSLOa WLcaUeWLQLQ WaULKL ba÷OaPÕQda LeWWeU úaUNÕOaUÕQÕQ WaULKVeO |QePLQL 
eOe aOPaNWadÕU. BX, HLQW ON\aQXVX oeUoeYeVLQde P�]LN Ye J|o aUaVÕQdaNL eNVLN ba÷Õ aQOaPa JLULúLPLdLU. A\UÕca, 
MaSSLOa WRSOXOX÷XQXQ VRV\R-ekonomik ve tarihsel durumunu analiz edilerek 20. \�]\ÕOÕQ LON \aUÕVÕQda Ye 
1970'lerden beri bestelenen Letter úaUNÕOaUÕ �]eULQde NaUúÕOaúWÕUPaOÕ bLU oaOÕúPa \aSÕOdÕ. BX PaNaOe, LeWWeU úaUNÕOaUÕQÕ 
"KeUaOa GeOLúLP MRdeOL" QLQ dL÷eU \�]� ROaUaN NaYUaPVaOOaúWÕUPaN Ye "JeoLú KaOLQdeNL XOXV |WeVL J|o" VÕUaVÕQda 
müzikal hermenetik WaQÕPOaPaN LoLQ bLU P�]LN PeUce÷LQdeQ \aUaUOaQPaNWadÕU. 

 
Anahtar Kelimeler: KaWWX PaWWX, GXlf kadÕQlaUÕ, WUaQVQaV\RQal g|o, MaSSila, KeUala MRdel, PXVical heUPeQeWik 
 



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

Virginia Sánchez Rodríguez 
(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 SÕrasÕnda øspanyol SinemasÕnda KadÕn M�zikal PerformansÕ (1939-1975) 

Özet 

Müzik kompozisyonu Ye SeUfRUmanV, eVaV RlaUak baWÕ medeni\eWinde eUkekleU WaUafÕndan 

geliúWiUilmiúWiU. BX geUoeklik, ]aman ]aman Vinema aUacÕlÕ÷Õ\la \anVÕWÕlmÕúWÕU,  çünkü görsel-iúiWVel med\a, 

faUklÕ WaUihVel anlaUÕn kRnfig�UaV\RnXnX Ye VRV\al kalÕSlaUÕnÕ g|VWeUebiliU. Ancak a\nÕ ]amanda - biU a]ÕnlÕk 

durumunda dahi- ba]Õ filmleU bX ba÷lamlaUda WRSlXmVal cinVi\eW URlleUi de g|VWeUiU Ye haWWa m�]ik d�n\aVÕ 

Ye kadÕnlaU aUaVÕndaki ba÷Õ RUWa\a kR\aU. 

Bu makalede, söz konusu durum göz önünde bulundurarak, |]ellikle FUancR'nXn dikWaW|Ul�÷� 

VÕUaVÕnda (1939-1975), 20. \�]\ÕlÕn RUWalaUÕnda, øVSan\a'daki kadÕnlaUÕn m�]ikal YaUlÕ÷Õna Vinema 

aUacÕlÕ÷Õ\la biU \aklaúÕm geWiUi\RUX]. HeU úe\den |nce, øVSan\Rl SRS�leU m�]i÷i eWUafÕnda kadÕnlaUÕn 

|]ellikle úaUkÕ V|\lemekle ba÷lanWÕlÕ RldX÷XnX beliUWmeli\i]. AkVine, k�lW�U ba÷lamÕnda, kadÕn fig�U�n�n 

neUede\Ve Wamamen úaUkÕ V|\lemekle Ye ba]Õ enVWU�manlaUla, |]ellikle de Si\anR ile iliúkili g|U�nd�÷�n� 

dR÷UXla\abiliUi], ki tüm verilerin R WaUihVel anÕn g|UVel-iúiWVel med\aVÕ aUacÕlÕ÷Õ\la \anVÕmaVÕ 

bXlXnmakWadÕU. 

FUancR'nXn Uejimi VÕUaVÕnda - 1939-1975 aUaVÕnda øVSan\a'\Õ \|neWen dikWaW|Ul�k ViVWemi ± müzik, 

sinemada büyük biU g|U�n�Ul�k ka]andÕ ve bu görünürlükte kadÕn fig�U� dengeVi] biU úekilde WemVil edilir. 

Yüzden fazla filmin analizinden sonra, müzikle ba÷lanWÕ nRkWaVÕnda kadÕnlaUla ilgili |ne oÕkan iki |]ellikWen 

bahsedebiliriz. BiU \andan, SRS�leU, gelenekVel Ye úehiU m�]i÷inin WanÕklÕklaUÕnda Va\ÕVÕ] úaUkÕ V|\le\en 

kadÕnlaU, öWe \andan, k�lW�Ul� m�]i÷in enVWU�manWal \RUXmX\la ba÷lanWÕlÕ kadÕnlar, a] Va\Õda   sosyal ve 

ideRlRjik de÷eUleUinin WemVilcili÷inin \anÕVÕUa  özellikle piyano SeUfRUmanVÕnda.  

Sonuç olarak, bu \a]Õda, FUancR Uejimi (1939-1975) d|neminde �UeWilen øVSan\Rl VinemaVÕ 

aUacÕlÕ÷Õ\la kadÕnlaUÕn aUaoVal \RUXmla ba÷lanWÕVÕnÕ inceli\RUX]. ølk RlaUak, \iUminci \�]\ÕlÕn RUWalaUÕnda 

øVSan\a'da kadÕnlaUÕn dXUXmXna Ye m�]i÷e Rlan ba÷lÕlÕklaUÕna biU \aklaúÕm geWiUi\RUX]. økinci RlaUak, en 

b�\�k kadÕn ba÷lanWÕVÕnÕn SRS�leU alanda úaUkÕ V|\leme Ye k�lW�U alanÕnda Si\anR oalma eWUafÕnda 

RlXúWX÷XnX g|VWeUi\RUX]. SRn RlaUak, kadÕnlaUÕn Si\anRnXn SeUfRUmanVÕ\la ba÷lanWÕlÕ g|U�nme bioimleUi 

incelenmiú Ye kadÕnlaUÕn bX enVWU�manla ana ba÷lanWÕVÕnÕn, eYdeki e÷lencenin biU SaUoaVÕ RlaUak, \ani 

heUhangi biU enWelekW�el iddiadan \RkVXn RldX÷X g|VWeUilmiúWiU. 
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