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THE MUSICAL PRACTICES IN THE WEDDING TRADITION OF
ERZINCAN AND THE CHANGING REPERTOIRE OVER TIME*

Erzincan’in Diigiin Geleneginde Miizik Pratikleri ve Zamanla Degisen Repertuvar

Dr. Ogr. Uyesi Aysegiil DINC**
Dr. Ogr. Uyesi Levent UNLU***

ABSTRACT

A detailed examination of the musical practices specific to Erzincan's wedding tradition and the transfor-
mation of its repertoire over time requires field-based research to better understand the region's contemporary
cultural structure. This study investigates how wedding music traditions in Erzincan have evolved over time
and in what ways they have changed. It seeks to uncover the place and function of musical elements that reflect
the cultural diversity of this geography within the broader cultural fabric of Erzincan, by closely examining
wedding music practices that stand out within the region’s rich cultural identity. The research documents long-
standing musical practices observed in Erzincan weddings, identifies changes in the repertoire, and evaluates
the impact of these changes on traditional musical expressions within the local culture. In this context, the study
employs qualitative research methods to explore the role of music within its spatial and cultural environment.
Beginning with a literature review, the research focuses on music and its related cultural structures, aiming to
interpret the dynamics of cultural transformation. This research adopts an ethnomusicological fieldwork appro-
ach and was conducted in the city center of Erzincan. Techniques such as field observations, face-to-face inter-
views, field notes, and repertoire comparisons were employed throughout the study. Data were collected from
a participant group consisting of five musicians familiar with the region's cultural structure and musical heritage;
four young individuals (two women, two men) who regularly attend weddings; and four elderly participants in
their seventies (two women, two men). The younger participants were between the ages of 18 and 25, while the
older group included individuals aged 60 and above, according to the United Nations definition. This diversity
in the participant profile enables a multidimensional evaluation of the role of music across age, gender, and
cultural contexts. The study, which aims to document the musical repertoire performed at weddings in Erzincan
from the perspectives of both musicians and listeners, focuses on structural and functional changes in the reper-
toire. Findings indicate that Erzincan-specific pieces in 4/4, 6/8, 2/4, and 9/8 meters-particularly the Erzincan
Diiz Halay: and folk dances from other regions—continue to be performed. However, local pieces such as Si-
vingin Ucu and Tavuk Bar1, which were once popular, are no longer in demand today. Participants stated that
Ankara-style dances are especially popular at weddings, and that the decline in musical diversity has led to a
narrowing of the repertoire and a limitation of the expressive range in folk dances, as well as the emergence of
short-term trends that undermine cultural continuity. In support of this, interviewees noted that dances such as
Ankara dances, Southeastern halays, kolbasti, and horon are often preferred over Erzincan-specific folk dances.
It was observed that the Erzincan wedding repertoire has expanded with musical pieces from different regions,
and is shaped by popular songs selected according to the season or timing of the wedding, with transient trends
playing a decisive role in repertoire formation. The narratives of the participants indicate a transformation pro-
cess in which the traditional understanding of performance based on collective singing accompanied by local
instruments has been replaced by individualized performances and the widespread use of digital music. Elderly
participants recalled that, in the past, folk songs were sung collectively with drum and zurna in the Erzincan
city center; in Kemaliye, solo performances accompanied by clarinet, ciimbiis and darbuka were more promi-
nent, while in weddings where asma davul and zurna were not present, ‘dem ¢evirme’ folk songs were perfor-
med. According to the common opinion of the participants, nowadays, music is mostly performed by a soloist
accompanied by an electronic org or the songs brought by the wedding guests on portable memory sticks are
played through a computer. Older participants emphasized that they find this new form of performance quite
noisy and that individual participation in the music has become almost impossible. The study revealed that the
wedding music repertoire in Erzincan has undergone a transformation not only in terms of content, but also in
terms of performance style, function and level of cultural representation. The collective forms of singing that
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appeal to the collective memory in traditional music have been replaced by individualized performances and
standard repertoires carried over digital media. This transformation is not only a technical change, but also a
redefinition of social relations, intergenerational transmission and the ceremonial function of music. Participant
statements show that the music performed at weddings is no longer a tool that carries local cultural memory as
in the past; instead, it has become more consumption-oriented and appeals to periodical tastes. In this respect,
weddings in Erzincan provide a dynamic social ground that shows both how the traditional is transformed in
the contemporary context and how cultural identity is reconstructed through music.
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OZ

Erzincan’daki diigiin gelenegine 6zgii miizik pratiklerinin ayrintili bigimde incelenmesi ve repertuvarda
zaman i¢inde yasanan doniisiimlerin ortaya konmasi, bélgenin giincel kiiltiirel yapisini anlamlandirmak agisin-
dan yerinde (saha temelli) arastirmalar1 gerekli kilar. Bu ¢alisma, diigiin miizigi geleneklerinin tarihsel siiregte
nasil evrildigini ve hangi yonlerden degisime ugradigini analiz etmeyi amaglar. Calisma, Erzincan’in zengin
kiiltiirel kimligi iginde one ¢ikan diigiin miizigi pratiklerini derinlemesine ele alarak, bu cografyanin kiiltiirel
cesitliligini yansitan miizikal unsurlarin Erzincan’in genel kiiltiirel yapisi i¢indeki yerini ve islevini anlamay1
hedefler. Erzincan diigiinlerinde uzun siiredir siirdiiriilen miizikal pratikleri belgelemeyi ve zamanla degisen
repertuvari ortaya koymay1 amaglayan arastirma, bu degisimlerin yoresel kiiltiiriin geleneksel miizik uygulama-
larma etkisini degerlendirmeye calisir. Bu baglamda c¢alisma, miizigin mekansal ve kiiltiirel baglam igindeki
varligini anlamaya yonelik nitel aragtirma yontemlerine dayanir. Literatiir taramasiyla baslayan siire¢, miizik ve
iliskili kiiltiirel yapilar tizerine odaklanarak, kiiltiirel doniisiim dinamiklerini dikkate alir. Etnomiizikolojik alan
calismasi yontemi kullanilan arastirma, Erzincan il merkezinde yiiriitiilmiistiir. Saha uygulamalar1 kapsaminda
alan gozlemleri, yiiz yiize goriigmeler, alan notlar1 ve repertuvar karsilagtirmalari gibi teknikler kullanilmustir.
Veriler, bolgenin kiiltiirel yapisina ve miizik mirasina hakim bes miizisyen; diigiinlere diizenli olarak katilan
dort geng (iki kadin, iki erkek); ve yetmisli yaglarda dort yash bireyden (iki kadin, iki erkek) olugan bir katilime1
grubundan elde edilmistir. Geng katilimcilar 18-25 yag araligindayken, yash grubu Birlesmis Milletler Niifus
Aragtirmalar1 Fonu’nun tanimina uygun bi¢cimde 60 yas ve lizerini kapsar. Katilimcer profiline yonelik bu gesit-
lilik, miizigin yas, cinsiyet ve kiiltiirel baglam igerisindeki roliinii ok boyutlu bicimde degerlendirmeyi miim-
kiin kilar. Erzincan’daki diigiinlerde ¢alinan miizik repertuvarini miizisyenlerin ve dinleyicilerin bakis agisindan
belgelemek, repertuvarin yapisal ve islevsel degisimlerini ortaya ¢ikarir. Arastirmada, Erzincan’a 6zgii 4/4, 6/8,
2/4 ve 9/8 6lgiilerindeki eserlerin, 6zellikle Erzincan Diiz Halay1 ve farkli yorelerden gelen halk oyunlarinin
halen mevcut oldugu; ancak gegmiste popiiler olan Sivingin Ucu ve Tavuk Bar gibi yoresel pargalarin giinii-
miizde talep gérmedigi saptanmistir. Katilimeilar, diigiinlerde 6zellikle Ankara havalarinin yayginlagtigmi; mi-
zikal gesitliligin azalmasinin, halk danslarinda repertuvarin daralmasina ve ifade olanaklarinin sinirlanmasina
yol agtigini, ayrica kiiltiirel siirekliligi etkileyen gegici egilimleri beraberinde getirdigini belirtmislerdir. Goriis-
meciler bu durumu dogrular nitelikte, Erzincan’a 6zgii halk danslar1 yerine Ankara oyunlari, Giineydogu halay-
lar1, kolbasti ve horon gibi danslarin tercih edildigini ifade etmislerdir. Erzincan diigiin repertuvarmm farkl
yorelerden gelen miiziklerle genisledigi, diigilin tarihi ve hatta ayina gore secilen popiiler sarkilarla sekillendigi
ve gegici trendlerin repertuvar iizerinde belirleyici bir rol oynadigr anlasilmistir. Katilimeilarin anlatimlar, ge-
leneksel calgilarla kolektif sdylemeye dayali icra anlayisinin yerini, bireysel performanslara ve dijital miizik
kullanimina birakan bir doniisiim siirecine isaret etmektedir. Yash bireyler, gegmiste Erzincan merkezde davul-
zurna esliginde kolektif olarak sdylenen tiirkiilerin yer aldigini; Kemaliye’de ise klarnet, ciimbiis ve darbuka
esliginde solist performanslarinin 6ne ¢iktigini, davul-zurnanin yer almadig: diigiinlerde ise dem g¢evirme tiir-
kiilerinin sdylendigini ifade etmislerdir. Katilimeilarin ortak goriisiine gore, giiniimiizde ise miizik ¢ogunlukla
elektronik org esliginde bir solist tarafindan icra edilmekte ya da diiglin sahiplerinin tasmnabilir bellekle getir-
dikleri pargalar bilgisayar araciligiyla ¢alinmaktadir. Yash katilimeilar, bu yeni icra bigimini oldukg¢a giiriiltilii
bulduklarin1 ve miizige bireysel katilimin neredeyse imkansiz hale geldigini vurgulamislardir. Arastirma, Er-
zincan’daki diiglin miizigi repertuvarinin yalnizca igerik olarak degil, ayn1 zamanda icra bigimi, islevi ve kiiltii-
rel temsiliyet diizeyi agisindan da doniisiime ugradigini ortaya koymustur. Geleneksel miizikte ortak bellege
hitap eden kolektif s6yleyis bigimlerinin yerini, giiniimiizde bireysellesmis icralar ve dijital medya tizerinden
tagman standart repertuvarlar almistir. Bu doniisiim, sadece teknik bir degisim degil; ayn1 zamanda toplumsal
iligkilerin, kusaklar arasi1 aktarimin ve miizigin torensel islevinin yeniden tanimlanmasi anlamina gelmektedir.
Katilimer ifadeleri, diigiinlerde icra edilen miizigin artik gegmisteki gibi yerel kiiltiirel hafizay: tasiyan bir arag
olmaktan uzaklastigini; bunun yerine daha ¢ok tiiketim odakli, donemsel begenilere hitap eden bir yapiya bii-
rindiigiinti gostermektedir. Erzincan’daki diigiinler, bu yoniiyle hem geleneksel olanin giincel baglamda nasil
doniistigiini hem de kiiltiirel kimligin miizik araciligiyla nasil yeniden yapilandigini gosteren dinamik bir sos-
yal zemin sunmaktadir.

Anahtar Kelimeler

Erzincan, gelenek, diigiin miizigi, miizik pratikleri.
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Introduction

Traditions, serving as reflective portals into the inner world and worldview of a na-
tion, stand as a substantial wellspring of cultural richness. These cultural facets are integ-
ral instruments for delving into the historical trajectory of a people, encapsulating the
evolution of thoughts and ideas since antiquity. Birth, marriage, and death, deemed the
pivotal rites of passage in human life, underscore the profound significance of these cul-
tural practices (Aydemir 2013). Through the embrace of traditions rooted in recurrent
rituals during each spring and harvest season, individuals have imbued marriages with a
sacred significance. Over time, marriage ceremonies have assumed a sanctified status,
evolving into ritualistic events. While the components of these rituals may undergo chan-
ges, the core essence has been faithfully transmitted across generations, persisting into
the present day (Cetin 2008: 113). Consequently, wedding ceremonies bear the mantle of
cultural carriers within society, unveiling the distinctive attributes and temporal transfor-
mations of the community. Dikici and Sener (2022) posit that contemporary wedding
ceremonies in Erzincan encapsulate both traditional practices and instances of deviation,
change, and transformation. Despite the pervasive influence of change and modernization
in wedding traditions since the 2000s, a complete severance from tradition has not mate-
rialized. Traditional and modern practices coalesce, crafting a multifaceted tableau in
wedding ceremonies. Weddings, extending beyond sociological, historical, and psycho-
logical dimensions, provide a fertile ground for research in diverse fields such as family
sociology, historical inquiry, social psychology, and particularly music, given their intri-
cate connection with music, dance, and dramatic practices.

The cultural dimensions of weddings necessitate an ethnomusicological perspective
for a comprehensive evaluation of wedding ceremony/ritual music. Ethnomusicology, di-
recting its focus towards exploring music as a cultural phenomenon, extends its gaze be-
yond European polyphonic music systems, grounded in the premise that music serves as
a direct mirror reflecting society (Yildiz 2013: 18). The contours of ethnomusicology
were delineated with the publication of 'The Anthropology of Music’ by anthropologist
and ethnomusicologist Alan P. Merriam in 1964. Proposing a methodology for music
ethnography, this approach centers on the assumption that music, as a carrier and conve-
yor of culture, is shaped by the values, behavioral patterns, and beliefs of the individuals
belonging to a specific cultural milieu. This assumption encompasses not only the musical
material but also the anthropological production process of music, intertwining musico-
logy and anthropology. Consequently, the contemplation and exploration of music de-
mand a shift from the desk to the space where music is conceived.

The cultural perspective dismisses ‘desk-bound ethnomusicology' due to the recog-
nition that analyzing materials collected by individuals unfamiliar with the field, especi-
ally musicologists, may yield deficiencies in evaluations. Direct engagement with the fi-
eld enables researchers to establish intimate contact with culture and apply an emic app-
roach (Yildiz 2013: 17-18). The emic approach provides an avenue to assess thought
structures, world perceptions, and the meaning attributed to cultural objects by the local
community, particularly in conjunction with music, shaping their behaviors. Consequ-
ently, researchers have the opportunity to redefine music through the 'local perspective'
(Soylemez 2020: 9).

With the evolving landscape of ethnomusicology, the contemporary approach de-
mands a departure from mere desk-based examinations, urging scholars to immerse them-
selves in the heart of culture. In essence, materials should be scrutinized within their con-
textual milieu, living cultures observed firsthand, and a dialogue established with local
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communities — succinctly put, a journey into the field is imperative. Titon conceives fi-
eldwork not solely as observation and compilation but as an experiential and comprehen-
sive understanding of the musical practices as living expressions. The contemporary focus
of fieldwork revolves around questioning music performance as an integral facet of living
practice. The roots of fieldwork as a method can be traced back to the studies conducted
by anthropologist Bronislaw Malinowski on the Trobriand Islands during the First World
War (Titon 2020: 158-159). Initially, there existed a tradition of researchers exploring the
music of cultures beyond their geographical residences. However, over time, the identity
of researchers underwent a transformation, leading to a shift in preference towards studies
conducted through short-term travels within regions familiar to researchers, as opposed
to the notion of exploring 'exotic' areas in overseas countries (Yildiz 2013: 23-24).

This transformation has provided researchers with the opportunity to focus on their
own localities, turning familiarity with the community into a valuable advantage. Con-
sequently, delving into the field, observing the music practices within the wedding tradi-
tion of Erzincan, and scrutinizing the repertoire's persistence or evolution over time as-
sume a pivotal role in comprehending and interpreting the prevailing culture by acquiring
firsthand data.

Aligned with the study's objective, the research problem is formulated as follows:

“Has the repertoire performed in the wedding tradition of Erzincan changed from
the past to the present?”

Sub-problem statements further elucidate the research scope:

- Has the repertoire performed in the wedding tradition of Erzincan changed over
time from the perspective of musicians engaged in wedding performances?

- What are the perspectives of elderly women and men attending Erzincan weddings
regarding the music performed and the existing repertoire, as they compare them with
their past experiences?

- What are the viewpoints of young participants attending Erzincan weddings regar-
ding the music performed and the existing repertoire?

The research questions aim to identify the ongoing music practices and changing
repertoire within the wedding tradition of Erzincan, while assessing the impact of this
evolution on the traditional music practices ingrained in the region's culture. Additionally,
the transcription of music compiled from the participants during the research aims to cap-
ture variant melodies. The identification, recording, and evaluation of changes in cultural
continuity, the types of music featured in weddings, the instruments employed, and the
shifting repertoire will contribute to unraveling the music identity, music practices, and
socio-cultural fabric of the Eastern Anatolia Region and Erzincan province. This endea-
vor, in turn, will enhance our understanding of the evolution of current practices and cul-
ture over time.

Method

Ethnomusicology, drawing its methodology primarily from cultural anthropology,
relies on ethnography and ethnology. Ethnography serves as the cornerstone for recoun-
ting experiences shaped through field encounters. The ‘field’, as conceptualized by Rice,
is viewed as a space of experience, framing field research as an epistemological process
(Quoted from by Y1ldiz 2013: 28). Philip Bohlman accentuates four paradigmatic repre-
sentational practices within ethnomusicology: scientific observation, experiment, field
research, and a reciprocal understanding of ourselves in the other and the other in oursel-
ves (Quoted from Bohlman by Yildiz 2013: 23). Helen Myers further emphasizes the
evolution of ethnomusicological methods toward the examination of music compositions
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and the processes of musical creation and performance, underscoring the intrinsic scrutiny
of repertoire compilation processes (Quoted from Myers by Ozgiin 2013: 34).

This study, with its overarching goal to comprehend music within the context of its
creation and to document the material inseparable from cultural processes, adopts the
ethnomusicological fieldwork method categorized within qualitative research methods.
The research commenced with an extensive literature review pertaining to the music un-
der scrutiny and the cultural context to which it belongs. The ethnomusicological fi-
eldwork method, necessitating an immersive journey into the field, encompassed inter-
views, field note-taking, and repertoire comparisons. Face-to-face interviews served as
the primary mode for data collection.

The study group is comprised of five (5) musicians well-versed in the culture and
music of the Erzincan province, four (4) young individuals-two females and two males-
who regularly participate in weddings, and four (4) elderly individuals-two females and
two males-in their seventies. The age range for the young participants was delineated as
18-25 years, while the elderly category encompasses individuals aged 60 and above, as
defined by the United Nations Population Research Fund. All participants have lived their
entire lives in the city center of Erzincan and identify themselves as residents of Erzincan.
Additionally, the musicians were selected from individuals who have completed at least
fifteen years in the profession.

Findings

The interviews conducted with musicians actively involved in performing at wed-
dings and participants of various ages in Erzincan aimed at unraveling the current reper-
toire and documenting its evolution over time. According to RP1, the wedding repertoire
revolves around characteristic tunes and dances from the Erzincan region, complemented
by pieces representing regional dances from various parts of Turkey. He articulates, “In
Erzincan, we have Erzincan bars first, followed by halays, 4/4s, 6/8s, 2/4s, and 9-beat
halays.” RP2 echoes a similar sentiment, noting that in local weddings, pieces from dif-
ferent regions of Turkey find their place. Describing their repertoire, he elaborates, “First,
we start with a welcome, perform Ankara-style dance music [Ankara traditional spoon
dance tune], and then, of course, it varies. Since our region mainly involves halays, so-
metimes we start directly with halay. Later on, we have 6/8 halay, 2/4 slow halay, 2/4
accelerated halay, ‘Erzincan Diiz Halayt” according to the person's request, and also 4/4
halay, of course.”

RP3, emphasizing the evolution of their repertoire, states, “Now, if we start from the
very beginning, there is an entrance, the entrance of the bride and groom. In the past, we
used to play an entrance dance, but for the last 3-4 years, they want something else. They
bring which song they want, saying, ‘Let this be our entrance song, and this be our dance
song,’ with a flash drive. We, like every musician, have a laptop, and we save it on that
laptop. The entrance and dance are their choices, and they want the original, and it is
played that way. After that, now in the repertoire, after entering, it can be different here.
Sometimes, there are only women at the wedding. Men are outside, and women are inside.
If it's like that, the repertoire is different. If men and women are mixed, the repertoire is
different. For example, sometimes only men are present, such as in henna nights; they
belong to men, and they can be very different. Therefore, our repertoire range becomes
quite broad.” He emphasizes that the primary determinants of the repertoire are the wed-
ding hosts and guests.

An integral aspect to observe is the determinant feature of changing generations'
preferences, the addition of popular music to the repertoire, and the shift towards using
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pre-recorded music in electronic environments instead of acoustic performances. Elderly
individuals interviewed for this study express a clear awareness of the changes in the
repertoire. They provide valuable insights into the current repertoire by comparing it with
their past experiences, not only documenting a fading culture but also facilitating an un-
derstanding of the present culture in comparison with the past.

RP4, one of the elderly individuals interviewed, recounts that weddings used to be
segregated for men and women. However, during the period when he got married in 1977,
men and women began celebrating together. He states, “Back then, since there were no
wedding halls, weddings took place in the streets. Men would be on the streets, and wo-
men would be either in houses or in the backyard of the bride’s house for both henna
nights and weddings.” He emphasizes that the repertoire for women and men was distinct
in weddings with separate celebrations. The repertoire for men, accompanied by drum
and zurna, or if the wedding host is from Kemaliye, with clarinet, climbiis, and darbuka,
would be performed. RP4 describes this situation: “Sometimes, there would be clarinet
in our time. We called it ‘girnata’. Gunata, darbuka, and ciimbiis would be present at
weddings. When there was dancing, it would be drum and zurna. If it’s indoors, this is
played; if'it’s outdoors, drum and zurna are played. Generally, in our Kemaliye region,
it’s usually the clarinet. Erzincan bar area is more about halay. The music of the bar is
drum and zurna. The guy playing clarinet would also have a vocalist next to him. It’s
mostly folk rhymes. He puts music to them.” RP4 also mentions that during the wedding
of a prominent Kemaliye family, when the bride was being escorted, clarinet, ciimbiis,
and darbuka were used instead of drum and zurna. In wedding traditions where drum and
zurna are used for bringing out the bride, the zurna player first plays an improvised, mo-
urnful piece to try to make the bride's side cry. After the bride comes out, jokingly and
with a smiling face, they say to the girl’s family, “We 've taken your daughter; let’s see
your faces,” and then the long sections of the following melody, compiled from RP4, are
played.
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Figure 1. Tavuk Bari

Reflecting on the past, the elderly individuals highlight a shift in performance prac-
tices. In bygone times, as recounted by RP5, weddings had a communal aspect where all
attendees actively participated in singing and dancing. He reminisces, “Previously, men
and women were not together at weddings, but now they are together in the halls. In the
past, the people present at the weddings would sing and dance. Now, musicians play and
sing.” The transition is evident in the shift from collective participation to a more perfor-
mance-oriented approach led by musicians.

During this era, specific soloists were not a prevalent feature; instead, the entire wed-
ding assembly would collectively engage in singing the songs together. An illustrative
example of this communal singing is found in circle-dance songs (deme-gevirme tiirkii-
leri), such as “Sivingin Ucu.” This particular song holds a significant place in the memo-
ries of RP4, RP5, RP6, and RP7, all recalling its prominence during their youth.

RP4 provides a vivid description of “Sivingin Ucu” and its significance:
H =

L
=
I

|

P——

:

=SSEE
Figure 2. Sivingin Ucu
Changing Landscape of Wedding Repertoire: A Reflection on Old and New

T
|
-

i

\RTE

L 108

| | |
T T T
P -
- -

L1000

| T
| |
- T
r i

Ty L=}
¥

1 1
S Ea=

http://www.millifolklor.com 105


http://www.millifolklor.com/

Milli Folklor, 2025, Y1l 37 Cilt 19, Say1 146

In the interviews with musicians and young individuals, a noticeable shift in the
wedding repertoire, particularly the absence of traditional circle-dance songs like “Si-
vingin Ucu”, was identified. RP7 reflects on this change and draws comparisons between
current and past repertoires: “Even if there is drum and zurna in today’s weddings, they
come, play for five minutes, and leave. Neither clarinet nor drum and zurna are left. This
happened because of popular culture. Old customs are being forgotten. Everyone dances
to the same song now”. He highlights the impact of popular culture on diminishing old
customs, expressing concern about the homogenization of wedding music.

The elderly individuals, who have witnessed the evolution of wedding repertoires
from the past to the present, share a sentiment of dissatisfaction with these changes. RP5
expresses a sense of disconnect with the contemporary wedding music scene:
“Nowadays, the music at weddings seems too noisy to us. We go for courtesy. We say
okay, the tradition has been fulfilled, and we immediately leave. The music gets so loud.
1t feels like noise”. Their recollections emphasize a perceived loss of emotional connec-
tion with the music played at weddings, as they no longer encounter pieces that evoke the
feelings they experienced in the past.

The changing repertoire not only affects the listeners but also compels performers to
adapt and develop their skills to meet the demands of the new pieces. RP1 clarifies that
musicians guide themselves towards what is wanted by the audience, indicating a respon-
sive approach to the evolving preferences: “In the culture of the people, traditions, or
well-known dances, or things brought by the family, therefore, it leads towards creating
such a repertoire. We guide ourselves more towards what is wanted and select pieces in
that direction”. This implies that musicians, rather than being the drivers of change, are
responsive to the desires and expectations of the audience.

RP3 emphasizes the influence of popular and temporary trends on wedding music,
stating: “Nowadays, usually current songs are selected. Every year, for example, since
we started initially, there are the hit songs of that season”. He highlights the cyclical
nature of wedding music trends, with specific songs becoming popular during certain
periods. This underscores the dynamic nature of the wedding repertoire, shaped by con-
temporary influences and the preferences of the audience.

RP8 further reveals the preference for incorporating current and popular songs into
the wedding repertoire, especially in settings dedicated to wedding performances: “The
reason | create it in its current form is this: | am a stage artist as well. We perform on the
stage, not just at weddings, but when we divide it into two, in the scenes we use only for
weddings, we prefer a repertoire of current songs. Whatever is current and popular at
the moment, we prefer them more”. This reflects a deliberate choice to align the repertoire
with current musical trends, catering to the preferences of the audience.

RP3 notes significant changes in the wedding repertoire over the years, emphasizing
a shift towards a more pop-oriented style: “Oh, there have been very significant chan-
ges... but generally, like Ankara dance tunes, like ¢iftetelli, the dance songs were different
back in those years; okay, the rhythm is the same, but as we have come to this day, we
see that there are very big differences”. Despite the transformation, regional elements
persist in the repertoire, although they are no longer exclusive to Erzincan.

In conclusion, the findings illuminate the complex interplay between tradition and
modernity in the context of wedding music. The changing repertoire reflects broader cul-
tural shifts, influenced by popular culture, contemporary trends, and audience preferen-
ces. Musicians navigate this dynamic landscape by adapting to evolving tastes while still
retaining regional elements. The perspectives of both listeners and performers provide
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valuable insights into the multifaceted nature of cultural change within the realm of wed-
ding traditions.

Cultural Shifts in Wedding Music: The Rise of Ankara Sound and Changing
Repertoire Dynamics

Satir and Karahasanoglu (2015) introduce the concept of ‘Ankara sound’ as a popu-
lar genre gaining prominence in social settings, including weddings, henna nights, and
other gatherings. This genre, characterized by the fusion of electro baglama and darbuka,
is seen as a departure from the traditional aesthetics set by TRT (Turkish Radio and Te-
levision Corporation). The Ankara sound, while criticized for distorting the melodic and
rhythmic structure of traditional music, is acknowledged for its reconstructive aspect, em-
bodying the spirit of the contemporary era.

In Erzincan, the prevalence of the Ankara sound in weddings reflects a complex
interplay between local culture and nationwide trends. The influence of one city's musical
culture on another is common, yet the dominance of the Ankara sound raises concerns
about the potential erasure of local cultural products. RP9 laments the shift away from
Erzincan's traditional bar and halaystyle music, replaced by a growing preference for ¢if-
tetellis and welcoming dances. He reflects on the decline of interest and passion for the
region’s cultural heritage, marking a stark departure from customs and traditions.

Older individuals, interviewed in the study, emphasize the disappearance of traditi-
onal music as a significant obstacle to the practical continuation of folk dances associated
with Erzincan. The three-legged version of the halay dance remains a familiar choice,
reflecting a preference driven by familiarity rather than a diverse range of dance forms.
The elderly individuals, although keenly aware of the changes, express their lack of inf-
luence on the evolving repertoire. Musicians, on the other hand, adapt to the changing
landscape, responding to audience preferences rather than initiating the change.

Conversely, young participants actively contribute to the repertoire change, showca-
sing a preference for a diverse range of songs. RP10, RP11, RP12, and RP13 mention
their familiarity with various songs played at weddings, encompassing Halay, Roman
havasi, pop tunes, and regional-specific dances. They note the blend of traditions and
customs, attributing it to influences from different regions facilitated by social media and
the increasing trend of marrying individuals from diverse backgrounds.

The emergence of ‘Bride To Be’ parties as an alternative celebration signifies a shift
in wedding customs, especially among the younger generation. These events, featuring
Arab music, belly dances, and pop songs, showcase a departure from traditional wedding
festivities. The music for these parties is often arranged by event planning companies,
indicating a standardized, nationwide trend that transcends regional boundaries.

In conclusion, the study sheds light on the dynamic nature of wedding music in Er-
zincan, reflecting broader cultural shifts and influences. The rise of the Ankara sound,
changes in dance preferences, and the emergence of alternative celebrations signify a
complex interplay between local traditions and nationwide trends. While the older gene-
ration mourns the loss of traditional music, the younger generation actively contributes to
the evolving repertoire, creating a multifaceted tapestry of cultural expression in the con-
text of weddings in Erzincan.

Results and Conclusion

Ethnomusicology serves as a means to comprehend, observe, and articulate the evo-
lution and transformative processes within a culture from the standpoint of its partici-
pants. Culture, as highlighted by Bora, functions not merely as a conduit for the interna-
lization of values, but extends beyond to encompass the subject's role in both constructing
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and being shaped by culture. Consequently, the examination of the subject's “construc-
tion” of experience is paramount (adapted from Ostrow, cited by Bora, 2010, pp. 113-
114). This study undertook an ethnomusicological investigation to delineate the musical
repertoire performed during weddings in Erzincan, focusing on the pivotal actors - musi-
cians and listeners. In summary, the analysis of the repertoire uncovered a persistent pre-
sence of regional compositions in Erzincan, particularly in 4/4, 6/8, 2/4, and 9/8 time
signatures, with a notable emphasis on the Erzincan Diiz Halay and various actively per-
formed folk dances. Traditional pieces like Sivingin Ucu and Tavuk Bari, once integral
to weddings, were found to have waned in popularity. The pervasive influence of Ankara-
style tunes was a unanimous observation among all participants.

Satir’s exploration of the Ankara sound revealed criticisms for deviating from aut-
henticity, with concerns raised about its impact on traditional music aesthetics. This so-
und, driven by the use of electric baglama and darbuka, was argued to compromise the
conventional musical form. However, it was acknowledged that the Ankara sound also
carried a reconstructive aspect, contributing to cultural evolution rather than adhering ri-
gidly to tradition. This dual nature prompts two key conclusions: first, the dominance of
the Ankara sound and the influx of external musical influences may compromise the qu-
alitative richness of the local repertoire in Erzincan weddings. Second, the repertoire used
in Erzincan weddings might serve as an indicator of the broader musical atmosphere pre-
vailing in the country. While cultural exchanges between cities are common within the
country’s mosaic, the risk of erasing local cultural products arises if the exported culture
becomes a favored cultural commodity, as witnessed in Erzincan. Insights from the el-
derly participants highlighted repertoire variations between Erzincan city center and Ke-
maliye, reflecting discernible differences even among districts within Erzincan.

The uniformity of music at weddings was identified as diminishing the diversity of
folk dances, indicative of the disruption in the cultural continuity of these dances against
transient values. Participants noted a shift from traditional folk dances specific to Erzin-
can to dances such as Ankara oyunlari, Southeastern halays, kolbasti, and horon, unders-
coring the impact on cultural diversity. The wedding repertoire in Erzincan was found to
incorporate music from different regions, along with popular songs from the specific year
or month of the wedding, demonstrating the significant role of temporary trends. Additi-
onally, the incorporation of the ‘Bride To Be’ celebration, traditionally specific to Ame-
rica, into wedding customs in Erzincan, serves as a noteworthy example of globalization
and cultural amalgamation. The celebration, accompanied by globally popular music and
a non-alcoholic champagne ceremony, reflects the practices of the conservative young
generation in Erzincan, resembling their Western, upper-middle-class counterparts thro-
ugh an Islamicized lens.

Interviewees highlighted a shift in the execution of the repertoire from collective
singing accompanied by drum and zurna in the past to contemporary performances typi-
cally involving an electronic organ accompanying a soloist or pre-prepared songs trans-
ferred onto a computer. The elderly participants found this modern form of execution
noisy and challenging for individual participation, particularly in loud weddings where
engagement is limited to dancing. Consequently, the joy of collectively singing together
is diminished. This evolution in the wedding repertoire presents unfamiliar music to the
elderly, while the younger generation encounters more familiar pieces. Musicians, in
adapting to changing tastes and preferences, position themselves strategically to sustain
their profession.
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