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ABTRACT

Music is an inseparable part of the Gypsy life. Gypsy communities in Turkey, especially in the Marmara and Aegean
regions, have preserved their unique musical culture while integrating it with regional music. Known as “Gypsy music" or
“Romani music,” this genre blends with local styles like “karsilama” and “zeybek."” Despite this, the term “Gypsy music” is
not widely accepted in Turkey. Gypsies have enriched regional music by adapting it to their own musical perception. This
study highlights the complex interaction between Gypsy music and Turkish music, emphasizing its universal influence.
Gypsy musicians innovate by blending traditional sounds with contemporary influences, particularly in modern Turkish
genres like pop and electronic music. The research also reveals the significant role of Gypsy music in fostering social
cohesion. Digital platforms accelerate the evolution and dissemination of Gypsy music, allowing access to global music
scenes. Additionally, the study examines educational pathways for passing down musical skills and traditions through
generations. This study demonstrates that Gypsy music is not a static tradition but a living and evolving art form. It serves
as a vital tool for cultural expression, identity formation, and social interaction.
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Muizik, Roman yasaminin ayrilmaz bir parcasidir. Tirkiye'de Roman (Cingene) miizigi, lilkenin zengin kiiltlir mozaiklerinden
birini olusturan 6nemli bir muzik tirddur. Bu muzik, yaygin olarak Roman olarak bilinen kesim tarafindan icra edilir ve genis
bir cografyada farkh alt turlerde kendini gosterir. Roman muzigi, Turk halk mizigi geleneginin etkisi altinda gelismis ve
kendine 6zgu melodileri, ritimleri ve danslariyla dikkat cekmistir. Bu muzik turu, genellikle enstriimantal olarak icra edilen
karakteristik bir melodiye sahiptir. Zengin ritimleri, canli tempolari ve duygu yikli melodi gizgileri Roman muzigini diger
tirlerden ayirir. Roman muzigi genellikle davul, klarnet, akordeon ve keman gibi enstrimanlarla ¢alinir. Bu enstriimanlar
muzigin karakteristik tonunu ve enerjisini yaratan énemli unsurlardir. Dans da Roman muzigi performanslarinin ayrilmaz
bir parcasidir. Ritmik ve coskulu danslar mazigin canliigini ve ifade guclnu artirir. Tlrkiye'de yasayan Roman topluluklari
arasinda, ozellikle Marmara ve Ege bodlgelerinde yasayanlar arasinda, ortak miuzik turleri vardir. Bu tirler ¢ogunlukla
bolgede “Karsilama” olarak bilinen dans muzigi ile i¢ icedir. Bu muzik tirline “Cingene muzigi" ya da “Roman muzigi”
denmesinin nedeni hem sozlerin hem de melodilerin Roman tarzi muzigin tim 06zelliklerini gdstermesidir. Kendine 6zgl
Marmara ve Ege Roman mizik kiltliird ve bunun altinda yatan 6zellikler iyi bilinmesine ragmen, “Cingene muizigi"” terimi
Tirkiye'de tam olarak kabul gérmemektedir. “Cingene muzigi" terimi genellikle Turkiye'nin batisinda yasayan Roman
vatandaslarla iliskilendirilmektedir. Ancak diger bolgelerde yasayan Romanlarin yerel muzik kultlrlyle tam bir uyum icinde
oldugu gorulmektedir. Turkiye'nin bati bolgeleri disinda yasayan Roman sanatgilar hem yerel repertuari hem de Uslubu
tamamen benimsemis ve profesyonel yerel muizisyenlerin Ozelliklerini kazanmislardir. Turkiye'deki Romanlar yeni bir
melodik tarz yaratmamislar, ancak ¢ok ¢esitli melodilere sahip olan Turkiye'deki bolgenin melodik yapisina uygun melodileri
entegre etmislerdir. Bolgenin muzikal yapisini zenginlestirmis ve yerel sarkilari kendi muzik algilarina uyarlayarak icra
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etmislerdir. Tarzlari Marmara Bolgesi'nde “Karsilama havasi”na yakinken, Ege Bolgesi'nde yaygin dans muizigi tarzlarindan
biri olan “Zeybek havasi”"ndan esinlenmislerdir. Duygulari gu¢lu bir sekilde aktaran Roman ezgileri, agitlari da icerir. Roman
sarkilarinda aktariimak istenenler Ustu kapal degil dogrudan sdylenir. Lirizm ya da herhangi bir siir ekoliine baghlik kaygisi
yoktur. Mizige uydugu surece herhangi bir kelime sarkiya donustirdlebilir. Romanlar distndukleri gibi yasadiklari ve
yasadiklari gibi konustuklari i¢in, ancak Roman vatandaslar edebi kaygilar gitmeden bdyle bir sarki s6zi akisi Uretebilir.
Hatta s6z Uretmek yerine hemen akillarina gelen sdzlere muzik besteliyorlar. Melodi ve muzik, sdzleri geri plana ittigi icin
bu sarkilarda derinlik, anlam zenginligi ve ifade glicli aramak yanlis olur. Roman muzigi zaman i¢inde farkli muzik turleriyle
etkilesime girmis ve gesitli modern unsurlarla zenginlesmistir. Geleneksel 6gelerini koruyan bu muzik ayni zamanda
yenilik¢i ve evrenseldir. Turkiye'deki Cingene muzigi, modern muzik turleriyle olan etkilesimiyle de dikkat cekmektedir.
Pop, elektronik muzik ve hip-hop gibi cagdas muzik tirlerinde Cingene melodileri ve ritimleri siklikla kullaniimaktadir.
Bu, Cingene muziginin evrimini ve modern muzikle entegrasyonunu gostermektedir. Kiresellesmenin etkisiyle, Cingene
muzisyenler dinya capindaki muzik sahneleriyle etkilesim kurmus ve bu da muziklerini daha da zenginlestirmistir.
Dijital platformlar sayesinde Cingene muzigi daha genis kitlelere ulagsmakta ve farkl kultirel etkilerle zenginlesmektedir.
Egitim yollari ve muzikal becerilerin nesilden nesile aktariimasi da énemli bir arastirma konusudur. Cingene topluluklari
icinde muzik egitimi hem resmi hem de gayri resmi yontemlerle aktarilmakta ve bu, muzikal geleneklerin devamliligini
saglamaktadir. Turkiye'nin kultirel cesitliligine 6nemli bir katkida bulunan Cingene mduzigi, dinleyicilere coskulu ve
duygusal bir mizik deneyimi sunmaktadir. Tlrkiye'de Cingene muzigi derin kdklere sahip geleneksel bir muzik ttridur.
Romanlar tarafindan yasatilan bu muzik, kendine 6zgu enstrimantasyonu, ritmik karmasikhdi ve canl performanslariyla
Tirk mizik sahnesinde dnemli bir yer tutmaktadir.

Anahtar kelimeler: ¢ingene muizigi, Roman dans miizigi, Roman muzik enstrumanlari, ritm, melodi

1.INTRODUCTION

Music is an inseparable and indispensable part of the Gypsy life. Throughout various periods in history and
across different geographic regions, Gypsies have faced discrimination and marginalization, yet they have
managed to express themselves through music. “Many researchers studying Gypsies agree that no other
ethnic group is as talented in or enjoys music as much as the Gypsies do” (Vossen, 1983, p. 129). This article
will comprehensively examine different aspects of music as a profession and as an integral part of the Gypsy
life. A significant portion of the research is based on interviews with renowned Gypsy musicians in Turkey.

It is known that among Gypsies, music is performed not for the sake of art but to provide an income. However,
as they love to have fun and dance, they also enjoy themselves while entertaining the audience. In this
way, their irregular lives are reflected in their music. Globally, Gypsies have taken on roles in entertainment
and festivities. To fulfill these roles, Gypsies continuously develop their versatility, word craftsmanship, and
singing abilities (Bartdk, 1947, p. 241-242; Gazimihal, 1953, p. 8; Streiger, 1927, p. 513).

Gypsies are despised and marginalized worldwide. The poor conditions they live in have always been areason
for society to isolate them. Music has created a power of resistance against the hardships of the Gypsy life.
Music, a way of expressing emotions through sound, has become the greatest passion of the Gypsies (Ozkan
& Polat, 2005, p. 473). Embracing music as a profession has made the Gypsy life more meaningful. It can
be understood that Gypsies perform music both as a profession and as a means of livelihood. At the Turkish
Radio and Television Corporation, Gypsy musicians are predominantly seen playing musical instruments
rather than participating as vocal singers in the classical Turkish music choir. Mimicking the sounds of nature
and adding emotions and colors are easy tasks for a Gypsy. In fact, Gypsies who are proficient in making
and tailoring music contribute to the music of the country they live in and produce new kinds of Gypsy music
(Duygulu, 1995, p. 294).

The influence of Gypsy music is not limited to Turkey. The roots of Spanish Flamenco music show significant
Gypsy influence. When Gypsies migrated to Spain, they blended their music with local styles, significantly
contributing to the development of Flamenco. This demonstrates the universal impact and adaptability of
Gypsy music.

In Turkey, especially in the Marmara and Aegean regions, a specific type of music is prevalent among the
Gypsies. This music is often mixed with a type of music called "karsilama.” In this sense, songs in Turkish and
the Gypsy languages address and describe many aspects of life. Since the lyrics reflect the characteristics of
the Gypsy lifestyle, this art form is called “romani” or “Gypsy"” music. Despite having a unique culture and form
of music in the Marmara and Aegean regions, the term “Gypsy music"” is still not widely accepted in Turkey.
Particularly, Turkish Art Music, Turkish Classical Music, and Romanian music performed in these regions by

576 Online Journal of Music Sciences, 2024, 9(2), 575-585



Turkish gypsy music and examples from different regions

Gypsies support the view that Gypsies have a different culture. Gypsies interpret this music according to their
own identity and the requirements of the music market. While their music employs the tempo and metric rules
of Turkish music, they also perform another kind that is unique to them. This music is entirely formed by the
Gypsy spirit and reflects the Gypsy behavior. Although the term “Gypsy music” is often used in public, it is still
not used in music literature (Duygulu, 1995, p. 40).

Gypsy music serves not only as a means of entertainment but also as a form of social and cultural resistance.
Gypsies have used music to preserve and transmit their identity and cultural heritage in the face of
discrimination and marginalization. Particularly in the Balkans and Eastern Europe, Gypsy music has enriched
the region’s musical landscape by contributing to both local folk music and popular music genres.

Music is not only a profession or a means of entertainment for Gypsy communities but also a crucial tool for
social solidarity and the preservation of their cultural identity. Gypsies imitate the sounds of nature in their
music and express their emotions through it, developing a form of resistance against the difficulties they face.
In Turkey, Gypsies are especially concentrated in the Marmara and Aegean regions. Gypsies in these regions
have created a unique musical culture blended with local music. This music reflects the Gypsy lifestyle and
cultural identity through its lyrics and melodies.

Over time, Gypsy music has also interacted with modern music genres. Gypsy melodies and rhythms have
increasingly been used in modern music genres such as electronic music and hip-hop. This shows the
evolution of Gypsy music and its integration with modern music.

The instrumental structure of Gypsy music is also noteworthy. Instruments such as the violin, accordion,
clarinet, and drum are frequently used in Gypsy music. These instruments combine with the unique rhythms
and melodies of Gypsy music to create a distinctive sound. Since the 19th century, Gypsy orchestras have
played a significant role in the classical music scene in Europe. Gypsy musicians have inspired famous
composers of the time, leading them to incorporate Gypsy melodies into their works.

The term “"Gypsy music” is generally associated with Gypsies living in western Turkey. However, in other
regions of Turkey, Gypsy music blends with local music. Gypsy musicians in regions outside western Turkey
perform their art in full harmony with local music, raising local musicians who perform at a professional level.
The main reason why Gypsy music, except in the western regions, is mixed with local music and considered
a minor branch of local music is that Gypsies constitute a small proportion of the population in these regions.

Even though there are Gypsies in the southeastern and central Anatolian regions, since the Gypsy population
is not dominant, their music is intertwined with local music rather than being a distinct genre on its own.
However, in cities like Mersin, due to the dense Gypsy population, the Gypsy music culture is influential. In
these cities, Gypsies have preserved and developed their musical culture while also contributing significantly
to local music (Glven, 2009). The music in these cities, while intertwined with local culture, has retained its
unique characteristics, showcasing the flexible and multi-layered nature of Gypsy music.

Gypsy musicians often play and sing spontaneously without adhering to a specific set of notes. This
improvisational ability gives them unique freedom and creative expression. In particular, Gypsy musicians’
improvisational skills have been highly admired in jazz music.

In conclusion, Gypsy music is an expression of the social and cultural resistance, identity, and solidarity of the
Gypsies. This article comprehensively examines the contributions of the Gypsies to music, the significance of
music for them, and the various aspects of Gypsy music in Turkey.

1.1. Purpose of the Research

This research aims to reveal the music samples of our Roma citizens, who have been living together for
centuries and who are a part of the Turkish people, according to different regions, the changes in music
and melodies according to the regions and the extent to which they are influenced by the music of the local
people. Music, which is the way of life of Gypsies, essentially contains deep information about their lives.
They express their joys, sorrows, longings and even all the experiences of their daily lives through these
songs. The music of these warm-blooded, cheerful people has a lively and cheerful style in accordance with
their temperament.
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1.2. Importance of Research

Although Gypsy music contains mostly dance and game airs with 9/8 rhythm, it is also an indication that
they are masters of adapting all kinds of music to themselves. Roma music people have also made great
contributions to Turkish music. Famous Turkish musicians such as Mustafa Kandirali, Baki Duyarlar, Sukru
Tunar have reflected Turkish gypsy music properly in the genre called "oyun havalari”. Introducing these
musicians properly reveals the importance of this study. Likewise, it is also important to identify the styles
developed by Roma musicians specific to different regions.

2. METHOD

This research adopted a qualitative research method aimed at gaining in-depth knowledge about Gypsy
music. An ethnographic approach was followed during the data collection process, involving the observation
of Romani musicians in their natural living environments and the use of participant observation techniques.
The primary data source for the research was fieldwork. Face-to-face interviews were conducted with
Romani musicians from different regions, gathering information across a wide spectrum, from the historical
development of the music to its contemporary practices. These interviews employed in-depth questioning
techniques to understand the personal experiences of the musicians, their musical knowledge, and the local
musical context.

Additionally, a historical document analysis was conducted as part of the research. Written materials, sheet
music samples, and audio recordings related to Romani music were obtained by reviewing the TRT repertoire,
state choirs, and the archives of Turkish music ensembles. These documents were examined to understand
the historical development of the music, its transformations over different periods, and the influences it has
undergone.

Finally, through the method of comparative musicology, musical samples from different regions were analyzed
to identify the regional variations and common characteristics of Romani music. These analyses aimed to
reveal the geographical distribution of the music, the impact of cultural differences on the music, and the
musical similarities.

This research adopted a multiple-method (triangulation) design aimed at examining Gypsy music in a holistic
manner. The combined use of qualitative research, historical document analysis, and comparative musicology
methods enhances the reliability and validity of the study.

The purpose of this research is to reveal the richness and diversity of Romani music, identify its musical
characteristics, and trace its historical development. In line with this objective, research questions were
formulated and data collection tools were developed. During the data analysis process, thematic analysis and
content analysis techniques were employed.

The sample group of the research consists of Romani musicians living in various regions of Turkey. Purposeful
sampling was used in this study. In this method, participants who could best answer the research questions
were selected. The sample size was increased until data saturation was reached. The historical documents
examined within the scope of the research include all examples of Romani music found in the TRT repertoire,
state choirs, and the archives of Turkish music ensembles.

3. FINDINGS

Gypsies in Turkey perform dance music in 9/8 beat. This section includes examples of Roma music from
different regions. Here, information is given about gypsy music, the style, meaning, theme of Gypsy songs
and the musical instruments of Romani musicians.

3.1. Gypsy Songs

Gypsies generally perform local music arbitrarily, but within their music “roman havasi” holds an important

place. The term “roman havasi” is mostly used to define an instrumental tune with 9 partial rhythms to
complete a repertoire. However gypsies have their own repertoire with lyrics and music in Turkish and gypsy
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languages. Gypsies mostly sing their songs in Turkish, but occasionally they add words from their own
language (Duygulu, 1998, p. 501).

Gypsies in Turkey define their music with 9/8 beat dance music, and through this musical structure, they
emphasize the fun and dance part of it. Today, thanks to technology, this dance and fun type of gypsy music
is performed all over Turkey in weddings and special occasions. Because of their fast and 9/8 beat music,
they are demanded in many occasions. The gypsy music type which is called as “roman oyun havasi” in
Turkey has become popular and found a growth space after 1960s and been embraced by the entertainment
and recording industry. Moreover, it became a tool for the gypsies to express their identity as well (Akgdil,
2009, p. 46).

Itis known that in the Thracian region of Turkey, where gypsy population is high, they keep their music unique
and perform naturally. Even though music is an indispensable part of gypsy life, it is a fact that gypsies are
able to adapt their music within the local communities’ music and cultural values (Arayici, 2008, p. 236).
The most distinctive part of gypsy music is 9 beat rhythm dance, but some of their music is very emotional
(Aydin, 2016, p. 2269). Main theme of “Gll Ali" song is emotional, but connection part reflects dance and
entertaining style of gypsy culture. This music type is an example indicating that gypsies do not only reflect
dance rhythms to their music but they engrave their sorrows and happiness into it as well. Figure 1 presents
the musical notation of “Gul Ali," a distinctive composition from the Marmara Region that encapsulates the
emotional depth characteristic of Romani music:

Figure1
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Considering the fact that gypsies have not developed a written culture, their songs emerge as verbal ways
of describing themselves. Even though these verbally expressed cultural elements in songs can be seen as a
way of describing their culture, it cannot be taken as community literature.
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These songs can only be taken as a product of a culture when they are performed in “gypsy (Romanian)”
way. Combined with gypsy identity, gypsy songs in Turkish are a repertoire that can live within only in gypsy
culture. Constructed with western 9 beat rhythms and adding gypsy behavior to this music and dance, this
repertoire called is “roman havasi”. Especially a dance type called "karsilama” which is seen widely in Aegean
and Marmara regions is similar in many ways to 9/8 beat gypsy music of “roman havasi” or “roman gaydasi".
Famous Turkish musicians such as Mustafa Kandirali, Baki Duyarlar, Stikri Tunar properly reflect Turkish
gypsy music in their genre called “oyun havalari”.

In gypsy songs the message is told directly rather than looking for any indirect ways. In lyrics, there is no
concern over being poetic or relating to any school of poetry. As long as words fit the music, any words can
be turned into a song. This is because gypsies live as they think, and they talk as they live. Only gypsies can
achieve this success of making smooth lyrics without considering any school of literature. In fact, instead
of writing song lyrics, they make music according to whatever comes to their mind. Since the rhythm and
melody in songs covers the lyrics, it would not be right to look for depth and richness in meaning of the words.

Short phrases in lyrics and many repetitions of the same line make gypsy song's structure as a repeating
loop. The prosody and syllables of words show similarities with some kind of Turkish folk music. However,
rhymes, syllables and prosody are not considered carefully in gypsy songs, and especially in Turkish ones
there are irregularities (Duygulu, 2006, p. 49-50). The composers most of the time rebuild the rhythms and
lyrics of the songs. In this manner, it is not possible to talk about any rules on many gypsy works. This
structural defectiveness in songs touches the meaning and shape of the work closely (Képrli, 2003, p. 93).
Defectiveness in song structure affects possible continuous song tradition in a negative way. Since the lyrics
are made with simple words using simple structures, they are easily erased from memories. The lyrics, in
other words the poetic part of the songs, are the most important elements that pass a song from generation to
generation. Otherwise as seen in gypsy lyrics, the poetic part of a song is forgotten and constantly replaced
with new words. This constant change prevents the stability of poetic permanency, but it always requires
continuous production. This continuous change in songs is in parallel with the gypsy life style which is
unstable, fast and nomadic. One of the famous gypsy song lyrics is as follows;

Alayim kizima bir kutu boya
Boyasin kendini boydan boya
Ooo mastika mastika

000 sise dolu mastika

Ooo sigarasi malbora

Alayim kizima bir kangal sucuk
Dogursun bana boy boy ¢ocuk
Repetation

Gypsies have succeeded to develop a new kind of music in different parts of the World thanks to their tailoring
and commentating skills, but in Turkey they failed to achieve that. Instead, they developed a unique style of
performing without any care or rules. Not having a unique music, Gypsies perform musical genres such as
arabesque, and classical Turkish music. From time to time, they play and sing the local music of the region
they reside. Their music is heading for tavern and bar genre, the usual motifs of which are love, betrayal,
money, daily events and separation from beloved ones. Sometimes reflection of poverty and overwhelming
life conditions constitute the core of their songs (Ozkan, 2000, p. 66).

It is true that Gypsies in Turkey have not been able to make a new music style of their own, but they combine
their melodies with the music of the country, which is already rich in different kind of tones. Gypsies contribute
to the local music, and they perform this music on their own way. While they are highly under the influence
of the music called "karsilama” in the Marmara region, in Aegean region they are inspired by a type of dance
music called “zeybek havasi”. These types of music may not totally have the characteristics of the gypsy
music, but since the rhythm and melody of these genres fit well into the life styles and emotions of gypsies,
they have been influencial on their music. On the other hand, it is known that gypsy music contributed to
these local genres as well. In fact, gypsies adopt local music as theirs and perform them as in the Aegean
Region dance music “zeybek havasi” (Avci, 2004, p. 22). The musical notes of the Bergama Zeybek are as
follows as seen in Figure 2;
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Figure 2
Bergama Zeybedi (TRT Dijital Arsivi, 2023)

S ergame BERGAMA ZEYBEGI Voe AYTAS
=———m —
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The lyrics of Gypsy songs are also affected by local folk music in Turkey. An example is a song from Afyon
region, which became famous throughout Turkey. Lyrics of this song "Erzurum’dan ¢evirdiler yolumu. Bes on
polis bagladilar kolumu. Ne baglarsin polis benim kolumu. Ben bilirim karakolun yolunu” actually influenced
Gypsy songs, and the lyrics were modified as "Aksaray'dan ¢evirdiler yolumu. Bes on polis bagladilar kolumu.
Balat islemez dogru Fener. On paraya nane seker” (Duygulu, 1995, p. 244).

3.2, Style, meaning and theme of gypsy songs

Gypsy songs show similarities with the local lyric structure and language. This similarity is evident in both
Turkish and gypsy songs. The main reason why gypsy songs are categorized differently is due to their
structural form, and content variety which differ from Turkish Folk music. Since gypsies name their songs
with their lyrics, the music without lyrics is called "Roman havasi”, “gingene havasl”, "kerizci havasi”.

When we look at the basic structure of gypsy lyrics, the connection and bent parts become visible. Gypsies
sing without considering what language they sing, and they call each of the lined lyrics "kita” and connections
as "baglanti”. The smallest lyric structure consists at least two lines, but mostly they are 3, 4, and 5 lines.
Sometimes in the same song there might be different line structures; song, for instance, can start with two
line structure and may turn into different ones.

In fact in many songs, gypsies do not follow any rules and they perform freely according to their mood.
Common themes of their songs are mostly on daily life events, love, and fun. They sing with no consideration
of literary rules or with very little and simple ones. They sing in a way that seems as if they were talking.
Therefore, there isn't any complete gypsy song literature and work that is organized and well-structured to
put on notes. Here are a couple of examples of these works:
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Kirmiziyi severler

Birbirini doverler

Romalar boyledirler
Calgisiz yasayamaz olurler
ille de Roman olsun

ister camurdan olsun

O da Allah’in kulu

Her ne olursa olsun

Al beni, sar beni, sev beni dostuuum, hoba, eeey, yavas...
Kara Ali geldi dugine
Zurnayi aldi eline

Oyle giizel oynadi ki
Doyamadim tadina

Galsana Kara Ali, ¢al ¢al ¢al
Sipalinin askina

Barolarin asgkina
Romanlarin askina
Gacilerin askina cal, oooh"

Itis common that gypsies change the lyrics as well as the music in their songs. It can be regarded as the style
of the gypsy musician. Therefore, the syllable counts in lyrics of the songs are in a constant change. The
reason for this constant change could be due to the fact that sometimes inappropriate lyrics are substituted
with the melody, thus altering the whole structure of the songs.

Gypsies perform Classical Turkish music at the west coast of Turkey, but their music is never recognised as
real art music by the musicologists. This is because the gypsy singers and song writers perform with their
own style and as a result, the outcome is mixed with many other styles (Duygulu, 1995, p. 296). Gypsy music
composers generally remain anonymous in a folk style. (Duygulu, 1998, p. 502).

3.3. The instruments of the Gypsy musicians

Gypsies are mostly known as players of the musical instrument rather than being singers. They play many
different instruments to perform their art, depending on the region they live in. The instruments played in
Marmara and Aegean regions are similar, therefore these instruments have become a shared value for them.

In 15th and 16th centuries, gypsies who migrated from Anatolia to Europe did not have a certain musical
instrument that was unique to them, but it is known that they mostly played the drum and the shrill pipe around
Kosovo region during 1335 (Hoerburger, 1954, p. 20; Sinclair, 1908, p. 13).

The drum and the shrill pipe are traditional Turkish musical instruments. Gypsies who lived within the border
of Ottoman Empire not only performed their music with Turkish musical instruments but they performed
Turkish music as well. They were mostly keen on playing the instruments rather than performing classical
Turkish music (Ozkan, 2008, p. 37). As a matter of fact, besides managing their residential issues, some
regulations on music playing and performing were established during Ottoman era (Akdag, 1975, p. 103;
Halacoglu, 1991, p. 109).

Today, instruments called "ince saz"” such as; violin, revelry, kanun, clarinet, goblet drum and oud are main
ones used in gypsy music. Despite having other instruments, drum and shrill pipe still hold a special place.
Also in central Anatolian gypsy music, "baglama” stands out as the main instrument. The best indicator
for the fact that gypsies got affected by different countries' musical instruments is this variety of musical
instruments they play. It is known that Manus gypsies got violin from German culture, Spanish gypsies got
Arabic originated “Spanish guitar” from Spain, and they adopted wind instruments and baglama (instrument
with three double strings) from Turks (Martinez, 1994, p. 109). Instruments used in Turkish music such as;
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baglama, kanun, clarinet, goblet drum and oud are played in a different way in the hands of gypsy performers
(Duygulu, 1998, p. 501).

Especially among young gypsies, the genre "arabesque” is the most popular. Kibariye, Sibel Can, Mislim
Gurses, Gulli and Adnan Senses are the most famous singers performing arabesque music.

Most of the gypsy musicians play instruments in orchestras. At times some names become famous. Some
examples for these are; the shrill pipe master Kara Huseyin, Luleburghazli Kucuk Hasan, the clarinet players
Mustafa Kandirali, Selahattin Erkose, Alaattin Erkose, Silivrili Dika, the violin player Turan Askin, and composers
Baki Duyarlar, Haydar Tatliyay, Sukru Tunar (Duygulu, 1995, p. 297).

In the Ottoman era, first information about gypsies was given by Evliya Celebi. In his “Seyahatname” he talks
about the gypsies among the musicians while passing in front of the Sultan. “Cingene sultan” is one of those
men. Also in Seyahatname, he explains some of the musical instruments that gypsies played. “Cogur” which
is a small, rounded, shorthanded instrument with frets very closely designed and five individual entrance is
one of them (Evliya Celebi, 1928, p. 307, 309).

The gypsy music type called “roman havasi” which is mixture of Turkish music and its own authentic style,
exotic dance and rhythm is used only as dance music. Beside this genre, gypsies prefer to perform specifically
in Huseyni, Ussak, Hicaz, Rast and Nihavend styles.

It is obvious that gypsies live in scattered places all around the world; therefore, they do not have a common
music language. However, it is commonly accepted that almost all gypsy groups around the world are talented
for playing musical instruments and performing music (Martinez, 1994, p. 109). Since the country borders
separated gypsy groups, these groups followed different paths in the performing of music. (Gronemeyer
& Rakelmann, 1988, p. 192). In addition to the frequently used instruments such as; the clarinet, the violin
and the goblet drum, gypsies enjoy using traditional Turkish musical instruments; even Turkish folk music
instrument “baglama” and “cogur” are played skilfully in the hands of gypsies.

4. DISCUSSION, CONCLUSION AND RECOMMENDATIONS

The present study underscores the intricate interplay between the Gypsy musical identity and the broader
Turkish musical landscape. Gypsy musicians in Turkey have demonstrated a remarkable capacity both to
preserve and adapt their musical traditions in response to their sociocultural environment.

A core finding is the predominance of the 9/8 rhythmic structure in Gypsy dance music, which has become
an integral part of Turkish popular culture. This musical form, originating from Gypsy traditions, has been
widely adopted and transformed, reflecting the dynamic nature of musical exchange. Furthermore, the study
reveals a nuanced relationship between Gypsy music and regional Turkish musical styles. While maintaining
a distinct sonic identity, Gypsy musicians have effectively incorporated elements of local genres such as
karsilama havasi and zeybek havasi. This process of musical hybridization has enriched the overall Turkish
music repertoire.

The results suggest that Gypsy music in Turkey is not merely a static tradition but a living and evolving art
form. It serves as a vehicle for cultural expression, identity formation, and social interaction. The ability of
Gypsy musicians to navigate between their heritage and the dominant musical culture is a testament to their
resilience and creativity.

Moreover, the study highlights the significant role of Gypsy music in fostering social cohesion within Gypsy
communities. Through music, Gypsies maintain their cultural heritage and strengthen communal bonds,
providing a sense of belonging and identity amid societal challenges.

The study also points to the innovative aspects of Gypsy music, particularly in how Gypsy musicians blend
traditional sounds with contemporary influences. This innovation is evident in the increasing integration of
Gypsy elements into modern Turkish music genres, such as pop and electronic music. The cross-genre
collaborations not only broaden the appeal of Gypsy music but also demonstrate its versatility and enduring
relevance.
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Another important finding is the impact of globalization on Gypsy music. As Gypsy musicians engage with
global music scenes, they bring back diverse influences that further enrich their musical repertoire. This
exchange not only enhances the cultural diversity within Turkey but also positions Turkish Gypsy music within
a global context, contributing to a broader understanding of world music.

Future research could delve deeper into the specific sociohistorical factors that have shaped Gypsy music
in different regions of Turkey. Additionally, comparative studies with other Gypsy populations could provide
valuable insights into the broader patterns of musical adaptation and transmission.

Exploring the impact of digital media on the dissemination and evolution of Gypsy music could also offer new
perspectives. Digital platforms allow for a wider reach and greater experimentation, enabling Gypsy musicians
to share their work with global audiences and collaborate across borders. This digital transformation might
significantly influence the future trajectories of Gypsy music.

Finally, investigating the educational pathways for Gypsy musicians can provide a better understanding of
how musical skills and traditions are passed down through generations. Such studies could reveal the informal
and formal methods of music education within Gypsy communities and their influence on the perpetuation
and innovation of musical traditions.

In conclusion, Gypsy music in Turkey represents a dynamic and adaptive cultural expression that continues to
thrive amid changing social and cultural landscapes. It stands as a testament to the resilience, creativity, and
cultural richness of the Gypsy communities, enriching the broader musical tapestry of Turkey and beyond.
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