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Preface

We are delighted to present a special issue
dedicated to Martin Stokes. Aside from his
importance for the field of musicology, his
specific studies on Turkish music are the
main reason we chose him and his works
for this special issue.

Prof. Stokes first came to Turkey for field
research as a student from the Anthropology
Department at Oxford University in the
1980’s. Ever since then, he has never cut
his ties with Turkish music and Turkey. As
an anthropologist and ethnomusicologist,
he has carried out much field research and
published the data obtained from these
studies.

The article entitled ‘Hazelnuts and Lutes’
is a pioneering study for the research on
musical culture in the Eastern Black Sea
region of Turkey. Stokes examines the
musical culture of the area from original
perspectives, looking at the relationship
between economy and music. Stokes
highlights farming hazelnuts as the main
economic activity, and discusses musical
life in relation to it.

In 1992, he published the seminal work,
The Arabesk Debate: Music and Musicians
in Modern Turkey. This book is among the
pioneering works on this issue. In it Stokes
examines the different facets of the arabesk
phenomenon, considering its historical and
sociological perspectives. He carries out a
sociological analysis of the period’s musical
life of the 1980s, a period of rapid changes
for Turkish society, by looking into the
historical and social origins of this music
genre. He also examines the interaction
between Arabesk and social classes,
focussing on the relationship between
rapid urbanisation and music. In addition to
this, he explores other phenomena such as
arabesk and economy, arabesk and arabesk
musicians in the culture industry.

Vi

2019, 7(2)

In 1994, Stokes published an article that was
appreciated by the musicology community
all over the world. This article was the
introduction to Ethnicity, Identity and
Music: The Musical Construction of Place.
Here, Stokes emphasizes three phenomena:
the formation of identity, music and place.
He underlines the transitive interaction
between these three phenomena.

After these works, Stokes investigated
other phenomena of Turkish musical life
in the book The Republic of Love: Cultural
Intimicy in Popular Music, published in
2010. Stokes examines the interaction
between Turkish magam Music, arabesk
and pop music in this work. He scrutinized
this phenomenon examining examples
of the musical life of three important
musicians of Turkish music history. These
are Zeki Miren, Orhan Gencebay and
Sezen Aksu. Stokes considers a large time-
span of Turkish Music, ranging from the
1950’s to 1990’s. He examines their role in
Turkey’s culture industry, the evolution of
their music in time, and the relationship
between this process and the economic
and political changes of Turkey during that
period.

Additionally, Stokes mentiones the queer
music scene of Turkey by focussing on the
specific example of Zeki Muren. Stokes also
published another article about this issue.
You will find a detailed review of the book,
written by Seyma Ersoy Cak, in this issue.

In addition to these publications, Stokes
directed his interest towards different
issues such as globalisation and music, the
history of ethnomusicological works in the
Middle East and diasporas and music.

We invited a number of respected
colleagues to contribute and many of them
accepted. After a meticulous editorial
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process, we present this to you. We would
like to say something here regarding the
content of the articles.

As you will see, two of our colleagues
prepared reviews of some of Stokes’ major
publications. These colleagues are Namik
Sinan Turan and Seyma Ersoy Cak.

This issue consists of specially written
articles written by academics working
on areas close to the centre of Stokes’
research. Although these individuals were
invited by our editorial board, Stokes also
suggested some colleagues as contributors.
After a long process, ten articles were
chosen.

One of the most important contributions is
that of Owen Wright. Prof. Wright follows
the traces of Iranian Music in the work
of three individuals. Two of them were
travellers, Chardin and Kaempfer, who
spent some years in Iran during the second
half of the 17th century. The other is Jean
Benjamin De Laborde. De Laborde was not
a traveller, but gave extensive information
about Iranian music in an encyclopaedia
chapter entitled “De la Musique des
Persans & des Turcs”. Unlike Chardin and
Kampfer’ accounts, De Laorde’s work was
text-based.

Wright examines three main aspects:
observations on music heard, instruments,
and theoretical descriptions. Additionally,
he addresses the social context of
these phenomena in the light of these
observations. In particular, the part related
to music theory presents some new and
interesting data for colleagues working
in the field. In addition, Wright briefly
mentions remarks concerning music made
by other travellers to Iran such as Cornelius
Le Brun (1652-1726), Michele Membré
(1509-94) and Adam Olearius (1603-71).

Another valuable researcher, Rachel
Harris has contributed to this issue with
an article entitled “Text and Performance
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in the Hikmat of Khoja Ahmad Yasawi”.
She provides very important information
about the musical form of hikmat among
the Uyghur communities of Xinjiang. The
hikmat are verses from the Diwan-1 Hikmat,
an important Sufi book attributed to
Khodja Ahad Yasawi. Harris shares valuable
data about the performance of hikmat in
mourning and healing ceremonies, based
on her observations and other sources.
Additionally, she traces to the role of
the hikmat in Uygur society of Xinjiang.
She also explores their melodic aspects.
Finally, she mentiones their performance
among the Uyghur diaspora.

Jonathan Shannon has also contributed to
this issue with a highly interesting article
entitled “From Silence into Song: Affective
Horizons and Nostalgic Dwelling among
Syrian Musicians in Istanbul™ This article
begins with the story of his Syrian musician
friend Abdu Karim. When Jonathan Shannon
met him, he learned that he had not sung
since he was forced to emigrate to Turkey.
At the time of the interview, he had been
in Turkey for over a year. When he asked
for the reason, Abdu Karim said he was not
in the mood for singing.

But after two years, Dr. Shannon heard
that Abdu Karim had started to sing again.
When they met again in Istanbul, Shannon
saw that Abdu Karim’s musical taste and
ear had returned but his musical vision
had taken shape according to his new
living conditions. For instance, when they
listened to a Turkish ney player he used the
Turkish word hizin instead of the Arabic
huzn.

In this essay, he analyzes the phenomenon
of Syrian musicians turning silence into
song again, as in the case of Abdu Karim.
In this context, he examines the re-
contextualization and reformation of
music in an immigrant musician’s new
living space. The questions he posed were
as follows:



“What roles might music play in how
Syrians like Abu Karim navigate new
socio-economic, political, moral and
affective terrains in Istanbul? How might
music serve as a source of comfort and
nostalgic remembrance in conditions of
displacement, or even as a touchstone for
contestation over collective memory and
the meanings of belonging?”

In addition to these issues, he examines
the role of music in the promotion of a
transnational identity. This article not only
contains very valuable information about
these issues but it also provides important
data about the musical life of Syrian
musicians in Istanbul and their musical
understanding that had changed due to
their new situation.

The other article is entitled, ‘Music and the
political: adialogue with Martin Stokes.’ The
author of this article is Dafni Tragaki. Tragaki
traces Stokes’ ideas about the political
aspects of music and musical phenomena
and components. In the first question, the
author discusses with Stokes his view about
phenomena such as post-theoreticism,
trans-disciplinarity and their position in
the discipline of ethnomusicology. Stokes
eloquently answers this question referring
to the changing theoretical structures of
ethnomusicology. Particularly interesting is
his idea about the dialectic between what
he refers to as ethnomusicologists’ “local
concerns” and “metropolitan theory”.

In this interview, Tragaki and Stokes further
emphasize other terms regarding politics
and music such as musical cosmopolitanism,
sentimentalist theory and sentimentalist
theorizing. In addition to these, Tragaki
dedicates space to Stokes’ important book
The Republic of Love. In this interview,
Tragaki asks questions about how Stokes
explored political phenomena such as
authoritarianism or political change in
the experience of love (love song). One
observation is particularly significant: it
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is not hard to see the political potency
of love song in this broad theoretical and
historical context.

Another remarkable contribution to this
issue is the heartwarming interview by
Firat Kutluk. Firstly, Kutluk askes Stokes
about the expression ‘the musical citizen’
, tracing the idea back to ancient Greece
where “a good music produces good
citizens”. Kutluk explores the current
situation in the UK in this light.

Kutluk quotes from Stokes’ work and he
askes whether he thought Western societies
were still concerned about good music
needing to be in the hands of the right
people. Stokes offers valuable thoughts
about British music policy and the changing
vision of British elites and decision makers
concerning music policy in his answer.

Another question begins with the
statement that musical preference can be
the criterion of a being good citizen. Martin
Stokes emphasizes the current situation
of the UK’s education system and gives
some examples of how music contributes
to debates about citizenship in the UK
System.

Kutluk further mentions Stokes’
aforementioned major works, The Arabesk
Debate and The Republic of Love and
he asks him what other changes he had
noticed in Turkish musical life, beyond
those described in these books? Could he
describe the main features of this change?
Stokes answers this question by referring
to the period of social change during the
military coups and the chaos of the 1970s
and the emerging neoliberal order in 1980s.

The interview has a friendly tone especially
towards the end of the article. Stokes
mentioned how his Turkish music interest
began. In the last part of the text, he shares
a beautiful reflection about his journey
that is part of the title of this article as
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well; "It turned a youthful adventure into a
lifelong project, lifelong learning™.

In addition to all of these issues, you will
find Stokes’ answers to questions about
cultural intimacy, the role of music in
the handling of mid-life crisis, change of
musical taste over the years (for Stokes)
and musical censorship in the UK.

Our colleague Seyma Ersoy Cak contributes
to this project with an article entitled "The
Development Process of Ethnomusicology
Discipline, Preliminary Studies Carried
Out In Turkey And Examination of Martin
Stokes’ Research On Popular Music.” Dr.
Cak firstly provides information about the
foundation of the discipline of comparative

musicology in the world in the 19th
century. Afterwards, Cak explained
how this discipline transformed into

ethnomusicology after the 1950’s.

Cak also mentiones pioneering studies
regarding ethnomusicology and musical
folklore in the late Ottoman and early
Turkish Republic periods. Additionally, she
referred to the work of some important
scholars (who have researched Turkish
Musical folklore), such as Mahmut Ragip
Gazimihal, Halil Bedi Yonetken, Bela
Bartok, Ursula and Kurt Reinhard, and
Irene Markoff.

In addition to that, she directly discussed
Stokes’ academic individuality and his
works about Turkish popular music. In her
article, she described Stokes as the first
European ethnomusicologist who focused
his work (in the areas of anthropology
and ethnomusicology) on Middle Eastern
popular music, explained Arabesk’s musical
statement based on its cultural base, and
examined the reflection of socio-cultural
and musical elements on Turkish popular
music.

After discussing Stokes’ work in the general
area of Turkish Music , she exhaustively
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investigates Stokes’ two books, The Arabesk
Debate and The Republic of Love. Unlike
the other colleagues who have examined
these books, she specifically scrutinizes
the theoretical framework of these works.

Another important article in this issue
is the one written by the musicologist
Ulas Ozdemir. This article is entitled
“Authority of notation, notation of
authority: deconstruction of notation-
centered official folk music in Turkey”.
At the beginning of the article, Ozdemir
focuses on the phenomenon of authority.
He gives various definitions of authority
made by different social scientists such as
Weber, Focault and Arendt. Then he gives
information about deconstructivism that is
one of the main aspects of postmodernism
and an approach to understanding the
relationship between text and meaning
originated by Jacques Derrida.

Ozdemir also traces the phenomenon of
folk from the same theoretical sources
and the role of authority defining what
is ‘folk’ and what belongs to the folk.
After referring to the pioneering work of
important academics, he shares his own
idea relating to how folk music is associated
with the village life and the role of official
authorities.

He then moves on to the role of folk music
collecting tours, the creation of a principle
of authority in folk music studies. Then,
discusses the use of notation in Turkish folk
music as an instrument of official Turkish
music authority. Additionally, he traces
the authority of Western notation from
late Ottoman to early Republic eras. He
examines how the use of notation affects
the classical Ottoman music education
system (mesk) and how it caused the
simplification of Turkish repertoire.

He also focuses in his study on authenticity
and authentic performance phenomena.
Ozdemir provides valuable information



about the effect of notation on the
authenticity of Turkish folk music. In
addition to this, he discusses how notation-
centred Turkish folk music came to be and
how the TRT became its main institution.

In the final section, he examines these issues
from the perspective of deconstructivism
and tries to detect the contradictions that
characterize notation-centered Turkish
folk music.

Another contributor of this issue is Ozlem
Dogus Varli. Her article is entitled, “On The
Ethnomusicologist’s Symbolic Organisation
of Time and Space: What If Ali’s Casette
Player Was Destroyed?”. At the beginning
of the article, she briefly mentions Stokes’
works and publications, the importance
of these works for Turkish music, and the
discipline of ethnomusicology. Following
this, she mentions his research in Turkey.
She especially focuses on his work in
Eastern Black sea valleys. She scrutinises
Stokes’ article entitled, “Hazelnut and
Lutes”. She mentions how Stokes analysed
the relationship between musical and
economic aspects and how economic
changes and migration affect musical life
as a cultural aspect. According to him,
after changes in economic situations and
the beginning of migration from Eastern
Black sea to different cities of Turkey and
to foreign countries, musical life and the
culture of music changed. Stokes analysed
this issue using the case study of Ali’s tape.
He stated that after many people moved to
different places, especially Germany, many
tapes were gifted to relatives and friends.
Afterward, amateur recording by tapes
became common habit. These recordings
had important role for transportation and
transmission of music as a cultural aspect.
The destruction of Ali’s tape was shown as
the reason this process may have stopped.
Varli scrutinises all of these statements of
Stokes with the help of some theories in
the social sciences, such as transnational
culture and cultural transmission.

The other article of this special issue is
entitled “The Impact of Turkish Orientalism
on the Arabesk Debate: Self Orientalism,
Occidentalist Fantasy and Arabesk Music”.
The writer of this article is Onur Gunes
Ayas.

Firstly, Ayas draws attention to the
different understandings of arabesk among
the Turkish elites and intellectuals on the
one side and the artists, the producers
and audiences of arabesk on the other
side. Although intellectual critics drew
attention to the sociological and political
aspects of arabesk music and the Arabic
musical elements in it, the other group
does not show interest towards these
issues. They never consider themselves
as musicians playing Arabic music. Ayas’
thesis is constructed on the idea that
self-orientalism is one of the important
reasons behind this state of affairs. In this
section, he discussed orientalism and self-
orientalism. He referred to some of the
leading social theorists on the issue, such as
Arif Dirlik. Ayas especially focused on how
orientalists define the non-Western world
as ‘the other’ and how self-orientalists of
the non-Western world internalized this
discourse and defined their own cultures
according to the Eastern image that was
built by Orientalists. Additionally, he
refers to an important passage from Dirlik
regarding the reason why orientalists
need self-orientalism. “Orientalism
requires participation and the complicity
of “Orientals™ for its legitimation and
hegemony. ~ Ayas mentiones the existence
of self-orientalism in the Ottoman and
early Republican modernizers, adding that
this can be named ‘Turkish orientalism’
since it has some distinctive aspects.

Afterwards, he explores the main aspects
of Turkish-orientalism and its history. He
highlightes that, interestingly, the reaction
of the Westernizing elites to Alaturka
music (Ottoman magam music) in the early
Republican period was almost the same as
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the reactions of some Westernized elites
to arabesk in the 1980’s. The main reason
for this reaction is that they thought both
of these music genres contained Oriental/
Arabic elements. Arabic culture was related
to degeneration and primitivity in their
world view. That is why the Westernized
elites who were also Turkish nationalists
never opposed external Western elements
in Turkish pop music but fundamentally
opposed arabesk music. They identified
arabesk  music with  degeneration,
primitivity and evil foreign intrusion.
Following this, Ayas examines Turkish
orientalism as an unique combination
of Westernism and Turkish nationalism
which saw the oriental elements in
Turkish culture as foreign intrusions and
defined a Westernized Turkish image for
the ideal citizen of the Republic. He also
analyses how this approach was reflected
in the arabesk debate. Another critique
on the part of Ayas is that nearly all the
studies about Arabesk Music are based
on sociological and political analyses.
According to him, Martin Stokes is the first
researcher who focused on the musical
aspects of the Arabesk music. In ‘The
Arabesk as the Object of the Self-orientalist
discourse’, he primarily addresses the
discourse that associated arabesk music
with the problematic aspects of Eastern
culture (according to self-orientalists)
such as sadness, obedience unquestioning,
laziness, and so on.

In the section entitled, ‘Turkish Music,
Arabic Music and the Arabesk’, he states
that identifying Arabesk with Arabic music
is not so reliable statement. Although this
genre draws from Arabic Music, it is mainly
built on elements from Turkish Folk and
Magam music. The denial of the relationship
between Arabic music and arabesk by
nearly all of Arbesque performers supports
Ayas’ statement. Additionally, there is
no arabesk performer that has an Arabic
music background. On the contrary,

Dr. Hikmet Toker
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nearly all of them have Turkish folk or
art music background. In the conclusion,
Ayas mentiones the historical evolution
of arabesk music and the relationship
between this genre and various political
conjunctures. Additionally, he analyzes
both positive and negative discourses on
arabesk from a critical perspective and
argues that the pro-arabesk ideas were
based on some versions of self-orientalism
too.

The last article of this issue is entitled “An
old pesrev living in the “piyasa”: Kanbos
Naziresi™ , by Mehmet Ugur Ekinci. Ekinci
focuses on the Kambos naziresi that is one
of the most well-known Ottoman Pesrevs
in Ussak makam. This pesrev is nearly 250
years old but after the begining of the
20th century it could not find place for
itself in the classical Ottoman repertoire.
It was instead generally played during
performances that were referred to as
piyasa music. The interesting point here is
that when the pesrev was composed, there
was no phenomenon such as piyasa music.

By examining the historical trajectory of
this pesrev from various primary sources,
Ekinci reaches some conclusions about the
transmission and performance of Ottoman-
Turkish music. These conclusions not only
make us more sceptical of the categorical
boundaries between the “classical” and
“piyasa” styles of performance, but also
provide clues for a better understanding
of their similarities and differences. They
also underline the difficulty of finding an
overall and rational explanation as to why
a musical piece is favoured in a musical
setting.

Finally, we hope that this issue, the result of
hard and meticulous work for the purpose
of publication, will be useful to those who
are perhaps unfamiliar with Stokes work,
but who are working in related scientific
areas.

Dr. Fikri Soysal
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Abstract

Less well explored than the material supplied by European observers of Ottoman musical
practice, that relating to the Safavid realm is nevertheless instructive, both for the glimpses
it gives of music as a social activity, especially in Isfahan, of the instruments used, and for
what it reveals about the attitudes of the observers. The contributions of two of the most
perceptive seventeenth-century European commentators are surveyed here, together with
the attempts of an eighteenth-century encyclopaedist to grapple with a Persian theoretical
text, reflecting a nascent concern with indigenous theory as Enlightenment thinkers develop
an interest in exploring the music of other cultures while at the same time becoming more

self-confident in their assumptions of European musical superiority.

Keywords

persian music, historical musicology, ethnomusicology, orientalism

Within  the thickening  humus  of
postcolonial re-evaluations of the cultural
entanglements between Europe and the
wider world is a particular layer concerned
with the various musical traditions of the
Middle East. Its assessments of Western
perceptions, reactions, and various forms
of exploitation have, perhaps inevitably,
been frequently coloured by Said’s critique
of Orientalism' and, as might be expected,
its concerns have largely been with the
modern period and, crucially, with the
consequences of the imposition by Western
colonial powers of control over much of the
Arab world.? For this, the symbolic, even
if transient, beginning is Napoleon’s 1798
Egyptian foray, especially given the major
scholarly outcome that resulted from it,
Villoteau’s monumental attempt to come to
grips with the musical present and past of
Egypt.® Despite being by that time already
well advanced in South Asia,* Western
involvement elsewhere in the Middle East
was less immediate and less direct, but

although the Ottoman Empire was still
not, in the nineteenth century, subjugated
and subaltern, increasing recognition, and
exploitation, of its military weakness and
the parlous state of its economy meant
that it, too, could readily be assigned to
the same category of cultural inferiority as
the similarly enfeebled polities to the east,
increasingly subject to Russian and British
pressure (in Persia) or under their direct
control (in the Caucasus, Central and South
Asia).

However, from the fifteenth century until
the eighteenth, one would assume that
rather different assessments and attitudes
prevailed. Persia was still recognized as
a major power, while the Ottomans were
perceived more immediately as a direct
and potent military adversary, with the
bloodthirsty lustful Turk rampaging through
the popular imagination. For this period,
investigation has naturally tended to dwell
upon a literature produced within and
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affected by a context of power relationships
dominated by an overriding concern with
the Ottoman Turks.®> Persians, in contrast,
were more distant and no threat, and their
characteristics were generalized in quite
different terms: not for nothing do we find
Montesquieu choosing Lettres persanes
rather than Lettres turques as the vehicle
for his critical observations. Indeed,
Persia could be courted as a possible
ally in anti-Ottoman coalitions and as a
potential commercial partner that might
help develop trade routes circumventing
Ottoman territory.

As aresult, it would hardly be unexpected to
find a degree of asymmetry in the reactions
of European travellers and observers,
mainly commercial and/or diplomatic
agents, to the cultural worlds of the Persians
and the Ottomans.® Yet as far as music is
concerned what is striking is as much what
they have in common as the differences
between them; it suggests, rather, that
the possible emergence of a more nuanced
and varied spectrum of reactions is held
back by the pervasive effect of prejudices
that result in categorizations of a negative
nature. Nevertheless, among the more
perceptive we encounter a respectful, if
sometimes puzzled, recognition of alterity
that, on occasion, can lead to a profounder
understanding, demonstrated in particular
in the mid eighteenth-century by the
more dispassionate nature of Fonton’s
exploration of the Ottoman tradition.’

Within the narrower confines of musicology,
similar qualifications may be made with
regard to the eighteenth-century flowering
of a primarily text-based scholarly
endeavour to construct a universal
panorama of music, one that expanded
beyond its inevitable ancient (Biblical,
Greek) to modern (European) trajectory to
incorporate accounts of an increasing range
of other traditions, from East Asia to Africa
to South America. It pays, however, little
heed to the cultural relativism associated
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with one strand of Enlightenment thought
and stresses, rather, the value-laden
teleological intersection of the diachronic
and synchronic axes, the locus of the
Western achievement of polyphony and
functional harmony, against which the
music of both ancient times and distant
but contemporary places is ultimately to
be regarded as deficient.® This ideological
attitude was, indeed, sufficiently pervasive
for it to lurk behind the later nineteenth-
century emergence of vergleichende
Musikwissenschaft and re-emerge in the
twentieth-century  archaeological and
evolutionary approaches to other cultures,
viewed as either static repositories of
the past or harbingers of the more highly
developed and complex Western present.’
Nevertheless, an  eighteenth-century
theorist and historian such as De la Borde,
concerned with textual traditions rather
than the observation of practice, stands
alongside Fonton as someone capable of
a more objective assessment at least of
Middle Eastern theoretical approaches,
a representative case being that of
questions of pitch organization: in the
light of contemporary debates on tuning
systems, they occupied what was for him
familiar territory—he was, after all, a
student of Rameau—and were perfectly
comprehensible, because fundamentally
analogous, developing a common
Pythagorean legacy.

Between the Ottoman Empire and Persia, it
was the former, given its relative proximity
and the fraught nature of relations with it,
that inevitably attracted the greater share
of attention. It was a constant presence on
the European stage—theatre, masque and
opera—its threat exorcised through buffo
costume or comedic distortion and, with
specific respect to music, the creation of
a particular set of sonic tropes refracting
increasingly distant recollections of the
mehter, the Ottoman military band. It
also yielded observations from numerous
visitors, feeding an increasing market for
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travel literature. Most demonstrate various
degrees of overt prejudice and hostility:
the Turk, with some reservations made by
those familiar with the sound of Mevlevi
flutes,™ is generally categorized, whether
performer or listener, as ignorant and
uncouth, satisfied with discordant din.
The result is a depressing catalogue of
persistent negativity ushered in towards
the end of the fifteenth century by Tinctoris
(c1435-1511), writing only shortly after the
shock of the fall of Constantinople in 1453.
It continued through the sixteenth and
seventeenth centuries" and culminated
in the scornfully dismissive remarks of
Marchese Febvre (Michele Febure da Novi,
c1630-post 1687)."” In contrast, no such
judgments are made by his contemporary
Giovanni Battista Donado (1627-99),
who actually supplements his pioneering
1688 survey of Turkish literature with
transcriptions of three songs—but at
the same time he adds, as a clear if not
explicitly articulated signal of deficiency,
a blank bass stave beneath. The only
dissenting voice of significance prior to the
eighteenth century comes from another
contemporary, Charles Perrault (1628-
1703), who presents a sophisticated debate
accepting misunderstandings on both sides
but at the same time recognizing technical
excellence: Perrault’s protagonist praises
a particular Persian instrumentalist and
notes the greater subtlety of the single
melodic line of the music of the Ancients
and the ‘Orientals’." We thereby approach
the possibility of a balanced evaluation
that could be viewed as part of a more
objective pre-Enlightenment ethnography,
and one from which it is only a step to
the fuller involvement of Fonton, whose
declaredly comparative survey of Ottoman
music remarks on difference while largely
avoiding verdicts of inferiority.™

For Persia the number of witnesses is,
inevitably, smaller. Loquacious voyagers
there certainly are,”™ but few do more
than remark upon, say, the presence of

singers and dancers at a feast or wedding
ceremony, without adding anything more
specific, so that there is in consequence no
insistent background noise of denigration
against which, or emerging from which,
the major informative voices can be heard.
They are those, first, of two contemporary
but very different figures, Jean Chardin'
(1643-1713) and Engelbert Kaempfer
(1651-1716). By profession a jeweller, like
his father, Chardin first went to Persia in
1666, and on a second journey arrived
in Isfahan in 1673, staying there for four
years. He was both widely travelled in the
provinces and familiar with the life of the
capital, including the palace, where he
had business with senior officials and also
served as an intermediary with foreign
missions. A keen and inquisitive observer,
his voluminous account of the country and
its people is invaluable for its insights as
well as its factual content."

In contrast, Kaempfer was a pastor’s son
who studied in various North German
universities and qualified as a doctor. In
1681 he went to Uppsala and became
attached to a Swedish diplomatic mission
to Persia that reached Isfahan in 1684.
He stayed for the best part of two years,
but rather than return with the mission to
Sweden took a post with the Dutch East
India Company and moved to Bandar Abbas,
where he remained for a further two years,
suffering various bouts of illness, before
embarking in 1688 and eventually arriving
in Japan in 1690. Given its inaccessibility,
he is perhaps better known for his detailed
reporting on Japan, where he stayed for
two years, particularly noteworthy being
his pioneering account of its flora, but
his material on Persia is equally detailed,
extensive, and valuable, containing much
on society and geography as well as
botany.'® His record of aspects of musical
practice during the final quarter of the
seventeenth century is largely congruent
with the corresponding parts of Chardin’s
generally more diffuse observations, and
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to reduce repetition can be interwoven
with them. So, too, with the remarks of
other keen observers who wrote detailed
reports of their travels to and through
Persia, notably Adam Olearius (1603-71)"
and Cornelius Le Brun (1652-1726),% the
former, especially, being not far behind in
the alertness of his responses to whatever
music he heard.

Among them all, it is only Chardin who
ventures into the world of theory and
structure. However, stumbles would be
more accurate, as he confesses to finding
himself lost, and it is not until a century
later that we arrive at a fuller and more
informative account of aspects of Persian
(and Turkish) theory. Derived from
secondary sources rather than first-hand
observation or contact with an expert
informant, it appears in the chapter on
the music of the Persians and Turks in an
encyclopaedia by Jean-Benjamin de la
Borde (1734-97).2' His work provides a
sharp contrast in tone and content to that
of Chardin and Kaempfer, and his life, too,
could hardly have been more different:
as well as a stay-at-home scholar and a
prolific opera composer he was a court
intimate and a fermier général, and as one
of this hated class of tax-collectors ended
up, not surprisingly, on the scaffold.

The material they provide may be
considered under three broad heads:
observations on music heard; instruments;
and theoretical description. With regard
to the social contexts of performance,
experienced at first hand, a prominent
place is given, not surprisingly, to the
presence and impact of the ceremonial and
military band.? In terms of sound, though,
nothing specific is said by most witnesses:
the appeal is to a familiar military and
ceremonial world of trumpets and drums
to which the reader may be expected to
assimilate the unknown.? The exceptions
are Kaempfer, for whom it is an infernal
racket, a point he makes repeatedly, and
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Le Brun, whose reaction is also negative.?
On a more cheerful note, Chardin describes
the spring new year celebration at Isfahan,
ushered in by artillery and musketry when
given the signal, established by astrolabe
readings, that the equinox has arrived,
followed by the military ensemble, which
performed before the palace gate on each
day of the eight-day long celebration,
the atmosphere being one of a fair, with
dancing, fireworks and entertainment.?
Kaempfer refers to an even longer
performance stint for a coronation, the
ensemble having to play over twenty
days, the number corresponding to the
age of the ruler. Incidental references of
the same nature, if for mercifully briefer
periods, may also be found elsewhere:
Michele Membré notes the sounding of
drums (nagara) for three days and nights
both for a diplomatic encounter and for
the rather more gruesome occasion of the
display of severed heads on the gibbet in
the city square.?

In addition, as part of his account of the
palace, Kaempfer mentions the quarters
of the naqqara-hana, placed between the
palace workshops (for metalwork, the mint,
and the painters’ atelier) and the stables,
and his more immediate concern with the
power structure and habits of the court?
leads him to provide a catalogue of court
officials that concludes with the master of
music, the calci basi.? His responsibilities
cover, in addition to the ceremonial
ensemble, the entertainment provided by
dancers, singers, players, reciters, poets,
actors, pantomimes, and wrestlers.3°

Mention is also made of feasts and
receptions accompanied by music. Membreé,
for example, describes being present at a
feast entertained by a young singer and
an instrumental ensemble, and commends
the quality of the singing.?' For insight into
the morphology of the grander occasions
it is, though, to Chardin and Kaempfer
that we need to turn. In Chardin’s case
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the reference is to a marriage celebration
organized by the governor of Erivan®
where, on entering the courtyard area,
he found wrestlers and swordsmen
(gladiateurs) entertaining the guests. After
an hour of this, the ground was covered
with felts and carpets, and there entered a
large ensemble of musicians and dancers of
a type maintained by provincial governors,
which performed for more than two hours
without, he graciously adds, inducing
boredom. The corresponding passage in
Kaempfer is rather fuller, consisting of
an extensive account of hospitality and
entertainment that is located not in the
city but in a countryside palm grove, and it
begins by waxing lyrical about the ‘innate’
preference of the rural inhabitants for
pure water and an absence of intoxicants.3?
The composition of the entertainment in
what follows is, compared with Chardin’s
marriage feast, more complex and rather
more factually explicit, with a different
sequence of events, but rather than an
account of a particular occasion it is
presented as typical, in parts, indeed,
almost a catalogue: it should be regarded
not as a record of a particular event but
as a conflation of possibilities synthesizing
elements from various social contexts.
Mention is made of female dancers
(saltatrices), but the emphasis is at first on
the delivery of various verbal genres, both
secular and religious.3* Eventually, though,
seriousness gives way to frivolity, provided
either by a mimic (taqlidji) or an actor,
or by a juggler (hoqqa-baz), provoking
amusement and laughter, and when we
reach sunset thoughts turn to dancing—
although not by the guests themselves,
who do not indulge in this form of activity.
Rather, it is an entertainment provided
by itinerant troupes of professional
dancers (raqqas), both men and women.?
Kaempfer expresses admiration for their
agility and suppleness, but when he turns
to the accompanying music there is a
grinding change of rhetorical gear, the
tone set immediately by an introductory

‘alas’: it is strange, exotic, and delight is
taken in the dissonant combination of a
variety of instruments.?¢ Reinforced here
by exclamation marks, the sarcastic tone
continues through the characterization of
the most important instrument, the shawm
(sornay), as cackling,”” and drowning
out the others with grunting sounds,® a
verdict depressingly reminiscent of the
forms of denigration found in reactions
to Turkish music, although thereafter the
descriptions becomes more neutral as
Kaempfer proceeds to a catalogue of other
instruments.

For Chardin, too, dance is an entertainment
provided by others, naturalized for the
reader by being compared to a theatrical
performance or, more precisely, to opera.*’
Called upon for major social occasions,*
such performances are described by Chardin
in explicitly operatic terms, as a narrative
in which each act deals with episodes in
a love story: initial enchantment; pursuit
and rejection; and final reconciliation.
He concurs with Kaempfer in praising
the agility and suppleness of the dancers
but disagrees in the assignment of roles:
dance is a female preserve, while playing
instruments is an almost exclusively
male domain. Both Olearius and Bembo,
on the other hand, note participants of
both genders dancing at weddings, but
separately.

A more insistent concern for Chardin
with regard to dance, though, is sex.®
Comments on the lasciviousness of the sung
text are linked to judgments about Persian
views on male continence (or the lack of
it), and on the moral status of dancing.
It is viewed as immodest, even shameful,
especially because female dancers are also
prostitutes: the twenty-four dancers of
the Shah’s troupe are characterized as the
most famous courtesans in the country, and
Chardin goes on to discuss their organization
and travel arrangements and ends, after
describing a visit to their quarters, with
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a moralizing dismissal of their life style®
before moving on to prostitution in general.
The connection is also made by Le Brun,
who refers to a ban on les danseuses, &
les femmes de méchante vie.** For women
with unblemished reputation we need
to turn to the harem, where Kaempfer
informs us that various artistic activities
are practised, including singing, playing
string instruments, and dance.®

A social context of a quite different order
in which musical elements are present is
glimpsed through Le Brun’s account of the
Muharram processions of mourning for the
victims of Karbala.* One includes half-
naked groups with blackened faces singing
lamentations accompanied by castanets,
while another involves handsomely
apparelled horses followed by singers,
instrumentalists and dancers holding up a
canopy. Halting at times, they throw, while
singing, straw over their heads, calling out
‘Hoseyn, Hoseyn’.# Otherwise, the religious
domain is, when not silent, amorphous:
there is no mention of Quranic cantillation
or, more surprisingly, of the call to prayer
beyond remarking on its volume. Nor is
there mention of other elements of the
urban soundscape such as vendor’s cries, or,
with the significant exception of Kaempfer,
of music heard in the countryside (where
travellers were mainly passing through,
being more concerned with the number of
leagues covered).

Given his emphasis on theoretical issues, but
more especially the lack of any possibility
of direct observation, it is hardly surprising
to find that social contextualization is
absent from the information provided later
by De la Borde. He does, nevertheless, fill
a gap left by the other major witnesses by
outlining the contents of what he calls a
normal (régulier) concert, one given, it
may be assumed, in a majles containing
a culturally sophisticated audience.” The
leader of the ensemble is the singer, who is
at the same time the percussionist, playing
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either a frame drum or a pair of small
kettle drums.” It is he who decides on the
mode, signalled by his use of its scale and
modal contour in his initial improvisation.>°
After this he sings four verses, which must
accord with the character of the mode,
the instrumentalists following in imitation.
They then play, in the same mode, a
pichreu (pisraw), said to be a small piece
and described, rather confusingly, as a kind
of ritornello consisting of a first couplet,
a repeat and a refrain. The singer then
performs either three short besté or one
long kiar (the orthography suggesting
a Turkish rather than a Persian source
for these terms), which are normally by
Maragi, identified as the famous Coya (<
hoja) Abdelkader d’Isfahan—a new city
for him, incidentally—and, in a classic
example of posthumous aggrandizement,
as the composer of more than two thousand
such pieces. In conclusion, several further
pieces in the same mode are performed,
after which comes an interval and then
a second sequence in another mode, and
if one wishes to prolong the concert a
maximal third can be added.

All this suggests structural analogies not
just with a familiar concert format but
also, more specifically, with European suite
forms and their unity of key and standard
sequences of movements. At the same time,
it hardly gives the reader any insight into
the structure, let alone the character, of
the vocal pieces, although given the acute
difficulties inherent in communicating the
nature of an unfamiliar idiom without at
least the help of transcription this was,
perhaps, only to be expected, just as
is De la Borde’s silence with regard to
the for him unheard voice. It is Chardin
who provides some help here, venturing
a characterization of Persian singing as
clear, firm and gay,> with a preference for
strong, high voices, to which two further
but less obvious characteristics are added,
humming (fredon), possibly a reference to
the prolongation of nasal obstruents, and
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a rumbling sound (les grands roulemens).
There is no polyphony: singers take turns,
usually accompanied by plucked and bowed
string instruments. >

The various accounts given of Persian
instruments also sometimes suffer from
isolation in similar ways. As artefacts
they could certainly be described in some
detail, with specifications of materials
and dimensions but, in most instances,
little is said about how they were played,
how they were or were not combined in
performance, and even less about the
sounds they produced. An interest in
specificity with regard to a physical object
is shown, for example, by Le Brun,* who
cites among the main instruments of the
Shah’s ensemble, first, the gqarna(y),**
giving precise measurements: some have
a circumference of five inches at the top
and four feet at the bottom and are seven
feet six inches in length, requiring a stand.
The sound, he adds, is extraordinary.
Measurements are likewise given for the
kus, a drum five feet two inches in length
and with a circumference of nine feet nine
inches: it is only used in battle, the players
being mounted on camels. Less detail is
given for the other instruments, which
include, as the most frequent, the kamanja
(described curtly as an espece de violon).
Some, indeed, are just listed as lexical
equivalences: harpe, plusieurs sortes de
fldtes, and clavessins, presumably referring
to the santur but doubtless interpreted by
the innocent reader as a harpsichord.

Asimilarly vivid sketch is given by Olearius,
who likewise begins with the garnay, but
expressing a decidedly negative reaction
to its sound (a horrible roaring), while
the remainder of the ensemble—shawms,
horns, trumpets and various drums—
is merely deafening.®® The same bias
towards wind and percussion is exhibited
by Chardin, who begins his survey®® with
the kettle drum (timbale), the cylindrical
drum (tambourin), made of copper or

brass, the frame drum (tambour de basque,
with incidental praise of the performance
skills involved), and a barrel drum (une
sorte de tambourin long), attached to a
belt and played by a hand on each face.
Size, again, was worth noting: some kettle
drums are three feet in diameter, like a
hogshead (muid) cut in half, and, being too
heavy even for camels, are pulled along
on carts.”” With wind instruments there
is again an emphasis on the military side,
and upon size. Among the straight cornets,
which serve as horns and trumpets,
some are incredibly large: the smallest
are some seven to eight feet in length.
The bore is very narrow a foot from the
mouthpiece, widening out to two inches at
the mouthpiece, and at the other end is
nearly two feet. Not surprisingly, we are
told that the player finds it difficult to
hold up and may buckle under the weight.
It can be heard from far off and, although
gruff and muffled (rude et sourd) by itself,
combines well with others, providing what
he perceives as a bass line. Mention is
made of other types resembling hunting
horns and clairons,®® while the cor des
Turcs is said to be in common use but very
difficult to play because of the amount of
breath required. Otherwise he just gives
us names, hautbois, flate, fifre, flageolet,
and a disparaging comment about how they
sound together.>

The strings, likewise, are reduced to little
more than a name list: rebec, harpe,
épinette(!), guittare, tétracorde (i.e.
Cahartar), violon, tamboura, defined as a
sort of ladle (poche), a gourd at the end
of a neck, used like the lute, and kenkeré,
an Indian interloper, as is confirmed by the
accompanying illustration, which is of a
vina. Strings are of either twisted raw silk
or brass wire (fil-d’archal): gut is avoided
for religious reasons. Finally, percussion
instruments are mentioned: cymbals,
castanets® and, interestingly, a rare item of
tuned percussion, porcelain or brass bowls
of different sizes struck with two long thin
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sticks.®' Chardin compares the resulting
sounds favourably to a clock chime and
notes that they are much livelier.

For a concert performance of the kind he
outlines, De la Borde states that at least
six types of instrument are required:
‘ud, qanun, nay, kamanja and, rather
unexpectedly, nefir (glossed as demi
hautbois), seemingly, then, a small shawm,
and 1klik, a Turkish term glossed as a long-

Wright, O.

necked lute.®?

Instruments were, then, at a basic level,
inert physical objects to be inventoried
and visually represented, almost, in the
case of Kaempfer, like exhibits in a cabinet
of curiosities, yet it is also Kaempfer
who provides the richest commentary on
several.®® Interestingly, his arrangement
(fig. 1) places together at the top those
associated with the ensemble that had

Figure 1
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the most immediate impact upon foreign
visitors to Isfahan or other major cities,
its wind component, shawm, trumpets
and horn framing various percussion
instruments, some integral to the naqqgara-
hana, but several not. This contrasts with
the rather unexpected narrative framework
within which the extensive and detailed
accompanying text is set, his account of
the entertainment provided during the
summer exodus to the palm groves. What
makes it clear that this is a conflation is
the indiscriminate addition of both military
band and urban art-music instruments to
whatever might have been locally available
in order to provide a comprehensive survey.
Indeed, his description of the donbak, for
example, a goblet-shaped drum, references
its use in both rural and urban contexts.

Kaempfer begins his account with (1) the
shawm, sorndy, described, as already
noted, in disparaging terms, and then
enters percussion territory with (2) small
tinkling bells, qualified as ‘like ours’,
and (3) large cymbals, sanj, described in
some detail as having a wide rim around
a smaller centre and, held at the boss,
able to make alternately soft and loud
clashes. His following treatment of various
drum types is sometimes curt, sometimes
detailed: he is concerned with shape
and, if approximately, dimensions, but in
some cases adds information on materials,
playing technique, comparative dynamics
and even, on occasion, performance
context. First is (4) a small barrel drum,
dombal (? = tambal), which he considers
an import from either India or Europe (!),
then (5) dohol, which Europe has in turn
copied for military use, some examples
being so large that they can barely be
carried. This is followed by the surprising
comment that they are all played not with
beaters but softly with hands and fingers,
producing gentle and agreeably different
sounds as they alternately strike the two
heads—a perfect encapsulation of the
playing technique of an Indian-derived

barrel drum of the dholak type, but surely
not accurate in relation to the larger
dohol. The following account of (6) the
donbak—depicted as unrealistically small
in relation to the others—is equally precise
and extends also to aspects of performance
context (Fig. 1).

Made of earthenware, it has a light structure
of the form and size of an earthenware jar,
set above a short base; it is held by the
player under the arm, and the mouth or
opening is covered by a tightly stretched
parchment or bladder. In the context of
folk festivities it is reinforced by clapping,
so that in combination they give further
rhythmical dynamism to the dancers; and
in an urban setting, as part of an ensemble,
it accompanies the cahartar, which is
played either alone or with other string
instruments.® Chardin also refers to finger
clicking,® used by singers to encourage the
dancers: the noise they make is just as loud
as the strong clear sound produced by the
bone castanets of the dancers themselves.

The frame drum (7), def, is then
characterized as soft-sounding and
described, again, with great precision. It
is similar in size, shape and its light weight
to a sieve, four hand-spans in compass, its
single face having a very thin skin stretched
over it, and gently struck by the fingers to
produce the sound. Four or five pairs of
small sonorous concave brass discs are set
on rods inserted in the thin wooden rim,
and when the frame drum is struck they
collide against each other like cymbals. In
contrast, if rings are set around the frame,
producing a sound that is soft and muffled
(confusus est & remissior), the instrument
is called (8) a dayera.

At this point Kaempfer inserts the account
of the singer’s role, discussed above,
before listing a variety of instruments
used for social and private pleasure, for
war, and in public squares for signalling
the time of celebrations. First come the
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remaining percussion instruments, then
wind, and finally strings, with in each
group variations in the amount of detail
given. The percussion (¢tabl) group includes
(9) the kus, a large kettle drum played
with two curved beaters, (10) a pair of
small kettle drums, nagqara, and even (11)
a falcon drum, fablbaz, used in hunting.
The brass (nafir) group consists of (13, 14)
two straight trumpets, garnay, the shorter,
more delicateinsound, being half the length
of the other, which produces a deafening
noise, and (15) a bronze horn of the same
size as (14). Among string instruments,
the most common lute type is (16), which
has a long neck and a small oval table,®
while (17), a lute with double courses, is
considered superior.¢” Also commended for
its mild tone and superiority when played
well is the kamanja, the first of (18, 19)
the two spike fiddles to be shown; both are
described in some detail. The depiction
of the remaining three (20-22) is rather
approximate and the descriptions not
wholly helpful: 20 is said to be a zither
with an unusual shape, the other two
harps, ¢eng, 21 with six strings and hence
easy for beginners, and 22 a rarer type,
rectangular in shape. However, both are
said to be played with bent sticks or with
feathers (i.e. plectra), and so rather than
harps are more likely to be impressionistic
representations from memory of santur and
ganun. Of wind instruments, left to last,
only (23) the panpipes, musigar, receives
a cursory accompanying comment (it has
eight tubes to blow in), while flutes are
expressly omitted in order not to prolong
the narrative.

Being also concerned to set music-making
in a social and ethical context, Chardin
reports that learning an instrument is
disapproved of, and that music is avoided
by the pious. The result is that as an art
it is neither as polished nor as advanced
as in the West, a slightly subtler form
of denigration than that used by most
observers of the Ottoman scene, but
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one equally secure in its assumption of
Western superiority: the terms require no
explanation and the notion of progress
is a given. Instrumentalists are poor and
shabby, and apart from those patronized
by the Shah are not worth hearing. Dance
is narrative and a performance may last (a
surely exaggerated) three to four hours; it
is also even further down the moral scale,
and here Chardin displays an interest in
sexual (im)morality that verges on the
prurient, even, indeed, the hypocritical: a
performance includes lascivious episodes,
and is only performed by vile prostitutes—
it is as if the notion of a courtesan culture
were alien to both him and his readers.

His separate chapter on music, from which
the above material on instruments and
dancing is taken, forms part of a wide-
ranging Description des Sciences et des
Arts libéraux des Persans. It is followed by
a chapter on mathematics, but awareness
of the relationship between the two
does not extend to any transmission of
aspects of musical theory connected with
number. Chardin is, in fact, quite candid
in admitting that as he had no informant
to help him while in Persia the one text
he had managed to obtain remained
obstinately beyond his understanding. He
describes it as full of complex tables and
diagrams, which points to it being a work
in the Systematist tradition, but not one of
the more expansive ones, as he describes
it as a small work taking some three hours
to read. Its Systematist credentials are
confirmed by the accompanying table,®
which contains, above a short example of
notation, various diagrams, not all exactly
copied, one a set of interlaced semicircles
marking the consonant intervals of the
rast octave and another (fig. 2) an equally
familiar circular representation of the
fourth and fifth relationships in the same
octave. However, no explanation is given,
so that for the reader these diagrams
remain impenetrable, and Chardin himself
confesses not to understand them: all that
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he has managed to extract from this work
is that there are nine pitches, that there
are vocal and instrumental tablatures, and
that the method of learning is governed by
complex rules. Expressing the hope that he
will eventually find the time to discover
more, he adds that there are further
tablatures in chessboard format, the biggest

Figure 2

having 306 cells, some marked by notes,
the others blank.® The following remarks
about modes are somewhat impressionistic,
yielding only the information that some
are named after cities, others after body
parts (!), and yet others after everyday
objects (!), after which comes a statement
that the forty-eight tons are named after
cities.”® His conclusion, because there are
so few learned musicians, just the ten to
a dozen who are all in the Shah’s employ,
is that theory is an area of confusion. It
is one leaving the reader in no position
to disagree. The chapter is then rounded
off by the reiteration of a familiar theme:
good singers are few because of the moral
obloquy surrounding the profession, which
is left to prostitutes and mountebanks.

Far more informative, even if also beset
with interpretative problems, is De la
Borde’s Chapter XIX, De la Musique des
Persans & des Turcs. It begins with a

succinct definition of music according to
les Orientaux, a term that clearly includes
its ostensible subjects (for whom Levantin
sometimes appears as an equivalent)
but seems to exclude Arabs, Indians and
Chinese, whose traditions are covered
in separate chapters. The definition
covers pitch, referring to a sequence
of consonant intervals,”" and temporal
organization, referring to the controlling
role of percussion instruments.”? There is
no allusion, as with Kaempfer and Chardin,
to the absence of harmony (De la Borde
saves this for the chapter on Arab music),
but as the crucial teleological distinction
of the development of polyphony as a
distinctively Western attainment had
already been stressed at the beginning of
the book, silence too can be interpreted as
a marker situating these traditions within
the underdeveloped inheritance of the
ancient world.

The next sentence then refers to music as a
science, here clearly more than just elegant
variation, and states that it had always
been strongly present in Persia: the lack of
a parallel reference to Turks is telling, but
does not foreshadow a specifically Persian-
oriented approach for the chapter as a
whole. Greater historical precision follows
with an anchorage in the fifteenth century:
music is said to have flourished even more
between 800 (/1400) and 900 (/1500)
under Sultan Ssharot (= Shahrukh Mirza,
r. 1405-47), the son of Tamerlane (Timur,
r. 1370-1405), and Sultan Khasembigra (=
Hosayn Baygara, r. 1469-1506). There is
a reference to several works having been
written during this century, and moreover
to their availability,”” which one would
assume to indicate an awareness of the
Timurid constellation of Systematist
treatises, but it appears, rather, that
whatever Persian texts De la Borde was
able to consult were Safavid, and of a
different type. Unfortunately, there is no
extant treatise known to be by the one
author mentioned, a certain Abu ’l-Wafa’,
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whose work is said to form the basis for
almost all of De la Borde’s account, and if
his chapter does indeed largely reflect the
contents of a single treatise it is one that in
certain respects is puzzlingly different from
the remaining literature.” Further, as Abu
’|-Wafa’ is also named as the author of the
text that Chardin struggled with it would
seem too much of a coincidence for it not
to be the same work, yet it is difficult to
reconcile their listing (and understanding)
of the contents: they appear, rather, to
be extracting information from different
sources, so that exactly what was available
to them remains a mystery.”

When compared to earlier accounts which,
apart from Chardin’s inclusion of his
unsuccessful attempt to grapple with a
text, are all derived largely from personal
experience and observation, this exclusive
reliance on written sources constitutes a
crucial difference. What we are presented
with is an attempt to outline the basic
structures of the system in question as
presented in its own theoretical literature,
or at least in one representative specimen
thereof, and there are, inevitably perhaps,
attendant problems of communication:
even for the most alert of readers the
picture would be blurred, and little would
be communicated to the less assiduous
beyond the notion of an idiom characterized
by modal and rhythmic complexity. After
his brief introductory remarks, De la
Borde plunges into an account of the
scalar system, beginning with a display
of the abjad series of alphanumerical
symbols used by Systematist theorists to
define pitch steps. They are then set out
both over an octave on a monochord (fig.
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3) and as a fretting for a lute with five
courses. On the monochord the expected
L (limma) and C (comma) intervals are
arranged in ascending order yielding, in
the lower tetrachord, the standard order
LLC, LLC, L. This order is not, however,
repeated in the upper tetrachord, where
we have LC L, L CL, L, with the same L
C L disposition in the disjunctive whole
tone above. However, dissatisfied with this
arrangement, De la Borde gives a second
line purporting to provide a correction,
according to which the lower tetrachord
also becomes LCL,LCL, L.®

There is, though, no reflection of
Systematist definitions in the following
survey of modes, which begins with the
assertion that the whole tradition is based
upon twelve ‘father modes’.”” However, we
are thenimmediately told that each of them
has alongside it two further modes, termed
collatéraux,” related to their higher and
lower registers respectively, echoing a
derivational typology characteristic of post-
Systematist sixteenth- and seventeenth-
century texts.” The total number of
modes is thus 36, although one might have
expected 42, with the addition of the six
modes of the avaz group, which do not
disappear from the categorization of the
modes until the early eighteenth century,
but fail to be mentioned here. Unknown
to the Greeks, these derived modes are
Persian, having the names of the towns in
which they originated, and, passing over
the Turks in silence, De la Borde adds the
comment that the Arabs, too, have several
modes unknown to the Greeks.

A further reference to the Greeks, but

Figure 3
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this time a positive parallel, accompanies
the statement that the Persians claim
that each of their modes has a particular
character. The twelve magam modes are
then named and grouped according to a
typology first exemplified by al-Urmawi,®
but given here with later adjustments and
also a reformatting, so that instead of
three unequal groups there are now four
groups of three modes each:

1) rast, nava and ‘ossaq are warlike: Tartar,
Turkish and Ethiopian musicians, wild in
nature (dont [’humeur est sauvage),®
sing almost exclusively in these. When
the Turkish army leaves Istanbul to go on
campaign, the shawms, fifes and trumpets
play in rast, and the Persians use it for
singing heroic and bellicose sahnama texts,
for which they also occasionally turn to
‘o0ssaq, following ancient practice.

2) busalik, hosayni and esfahan are learned
(savans), used for difficult compositions.®

3) hejaz, zangula and ‘eraq (le Babilonien)
are joyful, and used at weddings and
celebrations. They are combined with the
bellicose modes if there is a triumphant
return from war. It is said that Shah ‘Abbas
was cured by a concert in ‘erag from a
mortal illness brought on by melancholy:
one of the melodies was called (’air de la
santé (sehhat-nama).®

4) bozorg, zirafkand and rahavi are sad.
The Turks use them for their amorous
romances and in their prayers for the dead.

None of the 24 derived modes is named:
they are merely said to have more or less
the same character as the ones from which
they are derived, presumably then, those
listed in relation to the above groups of
three. It is only towards the end of the
chapter that we encounter further relevant
snippets of information, mention being
made there of seven notes, some specified
as initial, finalis and dominant, and of

each of the seven (notional) fret positions
having the name of the mode of which it is
the finalis.

Further material is neverthess to be found—
but in the chapter on Arab music, where
De la Borde is clearly indebted, amongst
others, to Sams al-Din al-Saydawi, some of
whose diagrammatic mode definitions he
reproduces. Here the twelve magam are
divided into four principal (usd/) and eight
derived (furd‘) modes, and they are at last
complemented by the six avaz modes, each
one derived from two magam. Individual
characterizations are given, among which
the reader might be puzzled to learn that
‘eraq, used in the other chapter to cure
Shah ‘Abbas from his mortal sickness,
here stirs up the passions and disturbs the
soul. There is, further, mention of what
is termed the ghiah, the seven ‘number’
modes where -gah is suffixed to the Persian
numerals 1-7, each one after the first
beginning on a successively higher degree
in the scale. To these there is no reference
in the chapter on the Persians and Turks,
nor to the factual observation (accurate
for the seventeenth century) that hosayni
is the most commonly used mode among
the Turks. Since De la Borde claims that the
Arab modes are borrowed from the Persians
and taken over with their original names
one might have expected him to amplify his
account of the Persian modes accordingly,
or at least provide an appropriate cross-
reference, but the two chapters remain
quite different in character, and were
doubless conceived independently.

With the modes thus summarily dismissed,
rhythm (mesure) is introduced and covered
in a rather more thorough fashion, so
that whereas the reader is given no
information on the intervallic structure
or other characteristics of the individual
modes, leaving them as mere names, we
are presented with a detailed and rather
painstaking account of six exemplary
rhythmic cycles. The disparity suggests
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either a deliberate selectivity on De la
Borde’s part or the use of a different
source. He begins by referring to the term
iga‘ (cavalierly translated as combinaison)
and mentions the existence of 28 kinds,
much in excess of the canonical 17
cycles of Persian texts of the period and
possibly therefore derived from a different
perception, although not one documented
in the extant literature.® His notation
system, taking the notion that the smallest
and basic value is a time unit too short to
be divisible (symbolized by a semiquaver),
distinguishes five discrete note lengths of
1 to 5 time units, symbolized as a, b, c,
d, e, the last being deemed the longest
possible. This is, however, misleading, for
the introductory section concludes with a
set of equations in which the relationship
between the successive letters is not x,
x+1, x+2 ... but x, 2x, 4x ...: a = semiquaver,
b = quaver, c = crotchet, d = minim, e =
semibreve, and it is these values that
are used in the following definitions. In
addition, he notes a contrast between
diim, associated with the right hand and
symbolized by x, and tek, associated with
the left and symbolized by u, and he also
recognizes the right-left combination
teka, with a duration of two time units,
symbolized by — (the Turkish forms diim
etc. are used for ease of comparison).

The definitions themselves are preceded
by the outline of a standard concert format
presented above, and by two examples of
notation, to be considered below. There
is then an introductory remark in relation
to the 28 cycles (manieres de battre la
mesure), called circulation (presumably
dawr), noting the practice of transmitting
song texts with merely the addition of the
name of the cycle, this being a sufficient
indication for the musicians, all of whom
know the cycles by heart. Descriptions are
then provided of the structure of six cycles,
with in each case several complementary
types of definition being provided. Not
all of these are congruent with each
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other, thus presenting sometimes severe
interpretative problems, although no
doubt set aside by the average reader in
favour of taking the transnotated version
as authoritative, with its familiar symbols
(crotchet, quaver, etc.) laid out on the
central line of the stave. However, given
that De la Borde makes a determined and
thorough attempt to present the durations
and percussion patterns characterizing
each cycle, to transnotate the durations
and, for the benefit of a classically educated
readership, to naturalize the structure by
providing Greek prosodic equivalents, a
more detailed examination of his account
is in order.

The first example is mokammer (an odd
distortion of mohammes), its definition
consisting first of:

cbbcccccbbccbbccbbbb

where ¢ = 2b, so that if the relative lengths
are represented by numerals (with b = 1)
and the following symbolization of the
drum strokes is added below with, beneath
that, the writing out of the drum strokes
that is then given for clarification, we will
have:

2 112 222 2112 211 2 2 11 11
X —X UX XU —-XU— XU — -

diim teka diim tek diim diim tek teka diim tek teka diim tek teka teka

This yields a total of 30 time units, but in
the following transnotation the final tek
is represented not by a crotchet but by a
minim, yielding:

2112222 2112 2112 4 1111

diim teka diim tek diim diim tek teka diim tek teka diim tek @ & teka teka

thereby raising the total to 32, and providing
a version that corresponds very closely to
the form recognized by Cantemir. But De la
Borde is not quite finished: dealing as he
is with a contemporary tradition, he feels
impelled to add a classical equivalent
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(la mesure des anciens), articulated in pro-
sodic terms: dactyl + 2 spondee + dactyl +
spondee + anapaest + 2 pyrrhic, which yields:

—uvy/——/——/—uu/——/uu—/uu/uu/

This runs in parallel to the drum
mnemonics for most of its length, but
complete correspondence would require
the insertion of an equivalent of tek &
@ before the final two pyrrhics. For this
there is no exact terminological match,
hence, presumably, the omission, but it
might have been usefully approximated to
by a spondee, thereby reducing the degree
of confusion from which a diligent reader
would otherwise undoubtedly suffer.

If the definition of mohammes is not
easy to untangle, problematic in a rather
different way is the following account of
semay (= sama‘i), interest in which would
doubtless have been whetted by the
initial information that it was used by the
Dervishes in their dance. The definitions
give, first, four iterations of

c bb ¢ d

X — X U

and this distribution is confirmed by the
transnotation:® if b ( = quaver) = 1 we
arrive in both at a total of 10 time units.
Reference to the Ottoman tradition would
lead to the expectation of a description
relating to cycles of 6 and/or 10, and the
appearance here of only the latter is a
little unexpected, as a 10 time-unit form
is first recorded in Cantemir’s notations of
the turn of the eighteenth century.

However, what we find there is a structure
of two balanced halves, so that the
relationship between the two accounts is
not at all straightforward. An alignment
of sorts could be achieved by rotation,
staggering the cycle onset:

Cantemir dim o dim tek @ tek @ dim tek &%
3+ 2 + 2 + 3

De laBorde2 + 1 +
1+ 2+ 4

so that we have, in effect, 3 + 3 + 4, but its
artificiality is emphasized by the lack of fit
in the percussion mnemonics, which consist
of dum teka dum tek. More problematic
still is the relationship between the initial
definition, a seemingly clear 2 + 1 + 1 + 2
+ 4, and the mesure des anciens, given as:

2 spondee + trochee + anapaest + trochee +
anapaest; trochee + anapaest + cesura

This equatesto — —/ ——/ —u /uu —/
—uv/vu—/;—u/uvu—1/1/, and bears
no relation to the previous definition. One
might conjecture a reordering by which
the final 4 is represented by the initial two
spondees, but there is then a threefold
iteration of trochee + anapaest, which
possibly relates to the remaining 2 + 1 + 1
+ 2 but can hardly be meant to stand for it,
as it could be rendered exactly by trochee
+iamb. Equally inexplicable is the function
of the semicolon: it might suggest a cycle
division, but then so, presumably, does
the caesura too, resulting in a puzzling
asymmetry.

After this it is relief to turn to the account
of dotiyeck (the orthography hinting at
a splicing of doyak and diiyek), much
easier to decode, and congruent with the
seventeenth-century Ottoman (and, we
may assume, Persian) form. It is defined as
three occurrences of cd cd d, where if c =
2 then d = 4, so that we have:

cdcdd
24244
X U U X U

This corresponds exactly to Cantemir’s diim
tek @ tek dum & tek & .¥ Also provided
is a description of doiiyeck double (cifte
diiyek), consisting of two iterations of:

aabaabcbbb
1121124222

— X — XUXXU
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which gives an apparent total of 18 time
units. Reference to the transnotation (fig.
4) suggests, however, that 20 might have
been intended, as its final term is 4 instead
of 2:

It also suggests, by using semiquavers as
=Fdd T e

]

—4 _——=

Figure 4

the shortest value, that the difference
between cifte diiyek and diiyek was one
of tempo as much length, but that still
leave a gap between 8 and 10.% Ottoman
sources, however, stick with 8, cifte diiyek
merely adding extra percussions to diyek.
Although not mentioned by Cantemir, it
is recorded by both Ali Ufuki and Evliya
Celebi. The notation given by the former
corresponds to Fonton’s drum mnemonics
and to the different ones given by Evliya
Celebi,® assuming only an unmarked final
time unit in the latter:

dim tek <
tir taka tir tak tir

tek diim dium tek tek
tir tak @

The next cycle illustrated is sofyan, used,
it is said, by clerics (Religieux) when
praying publicly for the sovereign. Of
this, the simplest and clearest definitions
are the last two, which state that for
the Greeks it consists of four dactyls: —
vu/ —uvu/ —uvu/ —uu/, and give
the precisely equivalent four iterations of
crotchet + two quavers in the preceding
transnotation. It is, therefore, to be
identified unproblematically with the four
time-unit Ottoman cycle, articulated as
dim @ tek tek. These definitions are
preceded by five iterations of / x — /, but
with the obvious reading of each as 2 1 1
confounded by the accompanying letter
code above, which gives five iterations of ¢
a b, presumably an error for c b b.

The final cycle to be described is deur (=
dawr). We are given, first:
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ccccddddbbbb

XXUXUUXX — —

and these relative values are maintained
in the transnotation (with b = quaver),
while their order is changed toccdcdd
cdbbbb. The chez les Grecs equivalent
is spondee, trochee, spondee, trochee,
2 pyrrhic, etc., where the pyrrhics can
reasonably be taken to correspond to
the final b b b b, thus leaving the ‘etc.’
to designate, if anything, a repeat of the
cycle. But if b = 1, it is difficult to see how
the sequence — — / —uv/ ——/—u/u
u / v u /, which, considered in isolation,
appears to yield a total of 18, could be
made to correspond to the total of the
other two versions where, whichever the
order, the result is a 28 time-unit cycle.
This is undoubtedly what was intended,
as there is an evident correspondence
with the Ottoman devri kebir, perceived
in the seventeenth century as a cycle of
14, and in the stroke indications it requires
only the assumption of a missing left-hand
stroke to achieve an exact match with the
Ottoman dum/tek articulation. The result,
though, is a distribution of relative length
that, although similar, corresponds to
neither of the versions given exactly. Even
more distant is the ‘classical’ definition,
and to make it fit further and more radical
adjustments would need to be made, one
possibility, even if evidently unsatisfactory,
being to regard the long syllable in certain
positions as of variable length and a
marker, rather, of timbre, associated in
most instances with dum:

diim diim tek dim & tek O tek diim dim tek & teke teke /

x x u x u u x x [u ] - -

2 2 2 4 4 2 2 2 4 11 11

[c ¢ c d d c c ¢ d b b b b]
_ U /=

- /- /- /

With dawr, then, the reader with no
knowledge of the Ottoman devri kebir
would experience considerable difficulty
in reconciling these various versions and,
even if of a lesser order, similar problems
have been seen to occur elsewhere,
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eroding somewhat the value of this
account or, rather, pointing up its nature
as a rather strenuous effort to domesticate
an unfamiliar form of description. Yet
even if clear and comprehensible readings
do not always emerge from the rather
complex layering that is employed, it is
nevertheless to be applauded as a valiant
attempt to communicate, with a varied
selection of cycles ranging from four to
thirty-two time units, the nature of the
often complex structures making up the
world of seventeenth-century Ottoman and
Persian rhythmic practice.

The chapter draws towards its end,
after the section on rhythm, with an odd
diversion to what is stated to be an Indian
instrument, called aoud indien, which
resembles the lute with its two-octave
range but is an Indian invention, with five
courses (although the previous ‘ud also
had five courses). The courses are double,
the reason given not being to increase
sonority but to provide insurance, allowing
the player to continue if one of the two
strings snaps. That this was a potential
problem appears from the following rather
unconvincing discussion of tuning and string
thicknesses. The tuning is first given as F Bb
eb ab db’ (the previous lute was equally
tuned in fourths), and it is stated that the

thickness of each string should therefore
be three quarters that of the next lower-
pitched string, with the consequence that
the bass string would be too low and the top
string too high, resulting in it snapping. The
remedy is to tune the third string down an
octave (!), and the upper two at successive
fourths therefrom, so that we now have
F Bb Eb Ab db. There is, finally, a faint
and inconsequential echo of the earlier
theoretical tradition, a slightly confused
reference to al-Urmawi1 (incidentally now
a Persian) and the resemblance between
fourth and fifth. He is, though, almost
correctly quoted as saying that when the
fourth, e.g. G ¢, is sounded one seems to
hear the fifth, c g.”

However problematic certain aspects
of their treatment of theory might be,
both De la Borde and Chardin provide the
reader with another potential insight into
musical practice by including examples of
notation. In this respect Chardin is unique
among seventeenth-century observers, and
although the one transcription he supplies
(fig. 5)°" is rather slight, it compares
favourably with the contemporary Turkish
examples included by Donado, and adds
to the text a somewhat approximate and
flowery translation:
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From this the original text can be

recuperated fairly readily:

5L wle 5331 b Lz )1 Cawd 5o
oenls Gly b Jw Hlael 355 Ws
It deviates somewhat from the setting of
two lines (four hemistichs) in one of the
classical metres, with an aaba rhyme
scheme, that might be expected in an
art-music composition. Here we have four
segments all with the same rhyme, the first
three consisting of two feet of the form
/ — —u —/ (mustaf‘ilun) and the fourth of
a single foot, followed by a fifth segment
with a different rhyme and different
prosody, suggestive of the beginning of a
strophic text, perhaps to be associated
with a more popular and musically less
complex genre. The translation given:

Votre teint est vermeil comme la fleur de grenade.
Votre parler un parfum dont je suis I'inseparable amy
Le monde n’a rien de stable tout y passe.

Aportez des fleurs de senteur pour ranimer le Coeur
de mon Roy

elaborates what might be rendered more
literally and prosaically as:

Tu tiens dans la main une branche de grenade
De toi se répand le parfum de l'ami

Le monde na aucune importance

Apportez des hyacinthes pour mon roi

It thereby renders certain otherwise
puzzling transitions somewhat less abrupt,
although with perhaps excessive freedom
at the outset. As it suggests, the last two
segments may be taken together, thus
resulting in four phrases for which the
melody provides corresponding divisions.
They exhibit, within an overall compass
of a ninth, a gradual extension of range,
rising to a in the third before descending
for the first time to the lower tetrachord
in the fourth to cadence on G, the
previous phrases terminating on d, ¢, and
d respectively. Nothing untoward, then,
to the European ear, and one could well
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imagine an experimental performance.
The equal length of the phrases, of twelve
(crotchet) time units,” likewise suggests a
balanced structure, particularly given the
parallelism between the endings of the
second and fourth (where the final falling
thirds would sound suspiciously odd to a
Persian ear).

Two further music examples of notation are
contained in De la Borde’s chapter, placed,
rather surprisingly, before his account
of the rhythmic cycles rather than after.
Chardin’s song could be readily understood
and received as something assimilable,
but these two examples, in contrast, not
being presented in Western notation, are
far less approachable, and although just as
interesting as his survey of theory, are in
places equally as baffling.®® The first is an
instrumental piece described, somewhat
approximately, as a piece moresque for the
march of the Grand-Seigneur—presumably
the Ottoman Emperor rather than the
Persian Shah—to be played on fifres,
possibly to be understood as zurna, and
a composition evidently belonging to the
repertoire of the military band (mehter or
naqqara-hana). We are also informed that
it is in rast and in mesure double, to which
corresponds the representation in terms of
minims in the brief excerpt (fig. 7) that is
transnotated beneath the original, which
has the heading pischreu, immediately
glossed—in a reminder that, presumably
reflecting his source, De la Borde does
not discuss forms—as retournelle pour
la simphonie, where simphonie may be
understood as suggesting an ensemble (i.e.
a military band). The heading is also to
be construed in the light of the previous
mention, in the outline of the concert
format, of a pichreu (pisraw), described as
a kind of ritornello consisting of a premier
couplet, a reprise and a refrein, the aab
format of which seems to require at least
a following c(c)b to justify the use of the
terms refrein and ritornello.

The notation itself (fig. 6) consists of a
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20x14 grid, distantly reminiscent therefore
of the sophisticated method of notation
devised in c. 1300 by Qotb al-Din Sirazi
and consequently suggesting the possibility
of a later but no longer extant text using
a simplified version. Each cell contains a
pitch specification using the letter symbols
introduced at the beginning of the chapter,
so that, to take only the basic pitches of
the rast scale, we have:

a d f h yayc ye yh ka kcke
dw h yayj yh yh kakj kh
EF+ G AB ¢ de f+tg

6 7-1 23 45 6 7-1

De la Borde’s symbols

corresponding to Systematist @
D

=5

equivalent to

The four sections are each terminated by
the sign ®, to be read as a punctuation and,

a rest or a continuation of the pitch of the
preceding time unit. The sign © also occurs
within the last two sections, and here it is
best read as a rest. Two sections are called
refrein, but the second is not a repeat of
the first, so that the precise meaning of
the term is unclear; not is it clear why the
first section should be called Ter couplet
when there is no second, and when giving
(in fig. 7) a transnotation of this section, up
to the first punctuation sign, which occurs
in the eighth slot of the second line, De la
Borde’s heading is Traduction du premier
couplet refrein, further complicating the
terminology.

This first section is much the shortest,

except possibly at the very end. as either 2and was presumably meant to be
1 Couplet.) # | YAy A yflyhlyglyh) b \yalya) h)\yal i |yh|yhlyg|yelyalh] g g
Hgf}?i;..;.i h|hlyal hig|lh|Clyalyclyelyelyelya ..ay__aiqyll kalyh
_|yelzelyalyelyely clyalyelyaly clyelyal % |y of y eyl yely clydlze
~|yalye yayayfxy:'rkuﬁ!_y(ycya hlhig|h yal & hiyalye
h ya?&yay/xﬂyﬁﬁﬁya yh| h A}ET yaly<| h|yal g
Reprife. .. .| A TT_y_u v g | A (Dy_hkanﬂj\rgiy_cya h lﬁkdkd]’l
vg|yelyal hlyhlyglyclyglyhlkalyhlyglyhlyg yhlka|ke|yhl keikd
Ka|yh Ea|yh| @|yglyeclyal # | & | % |yalye| 4 |ya| g | & | % | Alya
k| gk |yalyh kalyh|y y/!ﬂ_y__gﬂ?ka}—ﬁ.—kakvk_ska ke
Refrein. . ..y Al kalyglyhlyclyelyalyclyelyal A iyciyelyelyh S|y el yelye|ye
ye|lya|lyalka|yh hlyeclye yeyyhlye y;'yc}_c}*e,yaya kelkaj ke
ﬁn;ﬁycyc_y_cyc_uﬂk.znﬂﬁ;yﬁycytycyc
yalyalyh| h lyclyclye' @]y yc_ycyeyc-_y_cyayab)
Figure 6
PVl i
b yhe whe YR yh o e e
Yhe vg wbE . p b oya, yh. ybi

=Pt

Figure
repeated. The following refrein is a
natural continuation and corresponds

structurally to the miilazime section of
an Ottoman pesrev, with a clear cadence
on the finalis, thus making refrein an

7

appropriate label, assuming that it would
recur later. Repetition would presumably
have been possible. The remaining two
sections correspond equally well to the

Ottoman second and third hane, the
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second modulating and the third returning
to rast. Repetition of the second, termed
reprise, would also presumably have been
possible, but whether repeated or not
the melodic logic of its ending denies the
expected return to the preceding refrein:
it requires, rather, a continuation into the
final section, the second refrein (for which
this label seems singularly inappropriate).
The structure of the whole is thus couplet
(A) + refrein 1 (B) + reprise (C) + refrein 2
(D) + refrein 1.

Therhythmicarticulationisnotimmediately
obvious. If we assume that each slot in the
grid has the duration of one time unit, the
totals for the various sections are:

couplet 28 (x2 = 56); refrein 1 80; reprise
72; refrein 2 80 (assuming that the final
punctuation mark incorporates the value of
the three final empty cells) or 76 (assuming
that it does not and is itself without
duration).

The difference between the totals suggests
as the most obvious candidate a cycle of
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four time units, the cycle totals then being
7 (x2 = 14); 20; 18; and 20 or 19. However,
we should also consider the possibility of a
cycle of eight (doyak/diiyek), conditional
upon the couplet being repeated and with
the repeat beginning half way through the
cycle. Refrein 2, likewise, if interpreted
as consisting of 76 time units, would,
unless repeated, also end with half of
a cycle of eight. This is a seemingly
unlikely arrangement, but is one for which
Cantemir’s notations provide precedents,®*
and the transcription proposed in fig. 8 is
articulated in terms of segments of eight
time units.

By comparison with rast as manifested
in the seventeenth- and eighteenth
century Ottoman repertoire®™ the modal
morphology of this composition exhibits
some unusual features. One would expect
the initial exposition to concentrate on
the pentachord 1 2 3- 4 5, with 1 and 5
prominent, and with the likely addition
of the flanking notes 7 and 6, the former

i

2
iw

==

Figure 8
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most frequently in the cadential flexure 1
7 1. This feature is clearly present, but the
preceding descent replaces 4 with 44, and
even more uncharacteristic is the opening
phrase which, after a wholly orthodox 1 - 5
leap, contains not only the atypical flexure
5 44 5 but also precedes it with yf = 4+:
4 fails to appear in the couplet at all.”®
It is introduced, though, in refrein 1, the
melodic movement of which conforms to
expectations, with medial cadences on 2
before 1 is reached at the onset of the final
cadence area, which echoes that of the
preceding couplet and recurs within the
body of the oddly-titled following reprise.
This is a modulatory section which uses
44 throughout in place of 4, and from an
Ottoman perspective would be classified
as nigriz, recognized by Cantemir as a
member of the modulatory family of rast.
It also ventures into the upper register,
with a final tentative exploration of the 5 6
7- 1’ tetrachord, 7- having been cancelled
out on its first appearance by 7. The final
refrein 2 drifts back to home territory, with
4% soon being replaced by 4, but cadences
on 2, preparatory to the return to refrein
1, with which the piece ends.

However elementary such a modal
characterization, it would probably elude
a scholarly eighteenth-century readership,
which would have no access to the Ottoman
corpora of notations to elicit comparative
data and, rather more basically, would
almost certainly not have the patience to
take De la Borde’s transnotation further.®”
It is, in fact, rather odd that he should
have failed to proceed with this himself,
and equally not to have provided at least
an equivalent sample from the second
notation, a vocal piece this time, again
in rast and with the remark mesure
double, suggesting a moderate tempo. It is
categorized as a kyar (kar), characterized
in the concert format outlined above
(where it is cited as kiar) as a relatively
lengthy song form that comes after the
pisraw. What we have here is rather brief

and surely incomplete: if really a kar it
could only be the beginning.

The notation (fig. 9) consists in this instance
of pairs of horizontal lines of text, the
lower giving the syllables sung, the upper
the alphanumerical pitch indications, a
peculiarity of which is that except for its
first and one subsequent occurrence yc (=
B-) is written as y¢, but with no indication
of what the diacritic might indicate. The
vertical alignment of the entries in each
pair gives a good idea of the positioning
of pitches in relation to the text, and
indicates a predominantly syllabic style
of setting. The distribution is sometimes
reinforced by the addition of commas,
although these do not appear to have been
inserted systematically, and there are
no vertical lines, as in the instrumental
notation, to create a grid that would give
greater precision and, more importantly,
supply data allowing the rhythmic cycle to
be established. At most one might guess
that the pairs of lines, with their similar
amounts of text and syllable, were of
approximately the same duration.

Even if a degree of uncertainty surrounds
the formal labels in the previous piece,
they do give clear indications with regard to
section divisions, but here there are none,
leaving the structure of the song undefined,
and a cursory survey of the pitch symbols
reveals fewer repeating sequences that
could be construed as cadential. Taking
account of these, the transnotation in fig.
10 may be proposed.

No explanation is given of the standard
textual layering encountered in a Kar,
consisting of a) an initial passage of
nonsense syllables ending in b) meaningful
but formulaic phrases, after which c) the
verse setting begins. The reader thus has no
means of knowing about this conventional
organization, still less of where one ends
and the next begins. In fact, the first three
lines consist of nonsense syllables (a) and
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d h k ya bk ya yc ya
Darttara dillillar dyr tannanny tanadir na. bis.
B >k yc ya yh yc ya yh ye yh yc
Dir dir zan tillillarn Tanna dir dir ran
ya, ycs; ya.,kh., ya yc,ya, bk ya, yc ya ye¢ ya
Dir dir iany zillillany tanna dir dir tan

h_ya_)u;_yalx

S-S T

b, ya, ycya, yc. bk, yk, ye,yc,

@ ha hey y arem aha I:E- dg—::crn ak aha
#ka, ta yc, kR, k, ya yc ya, k, yh
ba ke’y yar 1o Schahi dgemm E.};aj des
B kR ya yo.ya,h o d d g &k k&
cobould allaky —~ Dowr on mufthaciiac
ya. k. ya.ycya hycye yh y¢ ya )
be! boii y zulfan megazki on Suse oi
ye ka yh  yc i I_z—“j:: ya yc yc ya -
d.;a_-n—c" OI;L pest Tu-r.;:c'um__— taradilla
ya k d d g h k. ya.k. ya,yc.,ya

“dirna ahhanna Schouzit ila L‘J.;jzn
b ycye yh.ye o yc,ka, yh,yc
Larayrou tha dguwmala  Saimy
h h ya ya,yc.,yc ya ya, h. .
tuad:;;_“:a};zdzla dirua.

Figure 9

the next line and a half of formulaic phrases
involving the standard var (‘friend’) and
can (‘soul’) (b). The verse arrives at last
in the middle of the fifth line, but with no
indication of what it might be, being this
time left untranslated—understandably
so, given the problems it raises. The
beginning announces itself as in Persian,
but it lacks rhyme and appears prosodically
irregular, and becomes increasing difficult
to decipher®® before arriving, after a brief
passage of nonsense syllables, at the
much more straightforward second part, a
recognizable fragment of Arabic verse with
a clear metrical structure.”

Being just the first part of a more extended
composition, it is not surprising to find here
that the range is narrower than before,
concentrating on the lower pentachord of

rast, and especially the trichord 1 2 3-,
with extensive prolongations of 2 before
cadencing on 1. There is no sign of 44, so
prominent in the instrumental piece, and 5
is normally followed by 3- in descent. The 1
- 5 base is, as before, extended to include
6, and there are three instances of a phrase
initial 6 (7) 1. Phrase structure in relation to
the first text-setting section is also clearly
segmented, with its onset on 1 following 6
3-, and its final phrases ending 5 3- and 6
5 3- respectively. The setting of the second
text section is virtually identical with the
second half of the first, and the concluding
nonsense syllable passage slightly expands
the cadential 3- 2 1 descent.

Had De la Borde’s two pieces been
presented in a form readily accessible to
late eighteenth-century scholarship they
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Figure 10

(The text here is hybrid, making only

could have added to an increasing if still
slender body of published material that,
in parallel to the ‘Hindoostani airs’ and
other available examples of Indian music in
notation, might have enabled the beginnings
of a comparative stylistic analysis of
Middle Eastern idioms.'® However, as De

selected changes to the original.)

la Borde failed to undertake the necessary
preliminary task of transnotating them in
their entirety they remained condemned
to obscurity and irrelevance. There is
something one might think unintentionally
appropriate about him ending his chapter
not with further exploration of these
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notations but, rather, with a fragment
of the theoretical literature that deals if
not with mistaken identity then at least
with ambiguity. To this may be related
the general theme of what was heard or
misheard, how it was interpreted, how
accurately verbalized, and how received
by an educated readership that could
only place it approximately in relation to
known idioms and ideas, ideas that would
also readily accommodate the generalized
racial stereotypes within which the major
sources frame their accounts. Kaempfer,
for example, includes an incidental and
somewhat formulaic comparison between
Persians and Turks: the latter take primacy
in valour and warfare, the former in more
peaceful pursuits,'® while Chardin makes
the contrast more blatant: the latter have
a brutal ferocity, the former are sensitive
and civilized.'” He can, indeed, be quite
savage in his sweeping generalizations,'®
but for the Persians steers towards a set
of contrasts that could be summarized
as innate ability and civilized values
ultimately vitiated by overindulgence. It
is therefore not surprising to find, within
his observations of social behaviour, that,
associated with dance, music is confined
within a moral matrix of lasciviousness
and prostitution, and with the kind of
theoretical knowledge expected of art-
music practitioners restricted to a mere
handful of court musicians. This is hardly
the kind of picture to tempt a European
readership to explore further, and in any
case his chapter on theory could hardly
whet any nascent curiosity. Set against
the breadth and vividness of the first-
hand descriptive material encountered
elsewhere, it is something of a
disappointment, dealing with an area that
he is quite open about finding obscure:
whether or not the confession is thought
disarming in its frankness, it still leaves the
reader at a loss. Despite evidence being
given of a wide range of instruments in use,
the overriding impression is of music as a
despised profession with very few expert

2015,7(2) Wright, O

performers, and as he finds the one example
of its theoretical literature available to him
for the most part impenetrable, the idiom
of Persian music is also represented as
complicated and poorly understood, with
only confused and inconsistent information
being conveyed. He does, though, make the
crucial observation of what he considers
a vital deficiency, the lack of multipart
harmony, a leitmotif touched upon, as has
been seen, by all major witnesses, if with
differing degrees of emphasis.

Theoretical statements are absent from
Kaempfer’s descriptions, but the same
deficiency is certainly noted on more than
one occasion. However, in one passage
there is actually compensatory praise,
for as a counterbalance to the lack of
polyphony (the melody moves only in unison
and at the octave, he notes), he is at pains
to acknowledge a seemingly instinctive
knowledge of rhythmic complexities
that in the West require lengthy study to
master. Another such passage deserves
more detailed exploration. It deals with
the musical component of the reception
of an ambassador, where there are
fifteen musicians in two groups, including
wind, strings, and percussion as well as
a singer, and the description juxtaposes
positives and negatives to produce an
uneasy equilibrium. The initial statement
that they performed together a strange
melody (peregrinum consonabant melos),
with delicate (levi compuncta digito)
drumming and intermittent vocal passages
is followed by a response to the rhetorical
offer of an assessment (De concentu si
judicium expectas?). It begins with the
roundly dismissive: it was more din than
concord, subject to no rules of harmony
(Strepitus potius quam concentus erat,
nullis harmonice regulis adstrictus). Yet
at the same time it was neither inelegant
nor disagreeable (non inconditus tamen
& ingratus); the singing voice excepted,
it was actually quite pleasant and gentle
(sat suavis, & submissus) and, in a final
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backhanded compliment, conversation was
not disturbed. '™ The passage then compacts
these contrasts as it moves from the
earlier rejection to a grudging acceptance,
conceding that these different strange
sounds might yet sweetly caress ears and
minds (aures & animos demulceret).'®

With instruments, in contrast, we enter
the more factual world of material
culture: they are measurable objects made
of specific materials, allowing accurate
description without, however, excluding
value judgments. Precision is certainly
provided by some observers but, it is worth
remarking, highly selectively: various types
of percussion and brass instruments receive
detailed attention, with exact dimensions
given and other particulars of structure
noted together, in one or two cases, with
remarks about playing technique, the
physical difficulty involved, and the impact
of the sound. Kaempfer’s reaction to the
ceremonial band is of a piece with those
of earlier travellers hearing its Ottoman
equivalent: it is, for him, an infernal
racket, and his valuable and wide-ranging
survey of instruments is marred by its initial
derogatory comments about the shawm.
Elsewhere the amount of information
diminishes rapidly. The European names
of various wind instruments are simply
given as equivalents by both Chardin and
Kaempfer, yielding little beyond a basic
distinction between the double-reed
shawm and end-blown flutes: there is no
attempt to characterize sound or discuss
aspects of technique in this area. Flute
types, it may be noted, are conspicuously
absent from Kaempfer’s etching, so that it
is only later, with Fonton and De Blainville,
that we arrive at accurate depictions, the
latter representing a set of five Turkish ney
of different sizes, from davudi to girift.'%
A similar reticence attends Kaempfer’s
treatment of string instruments,
subserviently huddled together at the
bottom of his graphic assemblage and
in some cases rather incompletely or

impressionistically rendered, while the
corresponding text again has nothing on
materials, construction, tuning systems,
and technique. In the absence of even
the slightest comparative approximation,
the idiom remains unfathomable. Beyond
the unpleasant din of the military band
instruments, the silence is pierced by
little more than occasional recognition
of the pleasingly discreet sounds string
instruments could produce, by castanets
and finger clicking, and sundry remarks
from Chardin on tuned bowls and voice
quality.

Overall, despite differences in approach
and narrative technique, the information
Kaempfer conveys is largely congruent
with that supplied by Chardin, and the
reactions of Olearius and Le Brun are
likewise similar to theirs, the general
tone being coloured by a preponderance
of negative assessments over positive.
The basic message conveyed is that in
Persia music is neither held in high regard
nor, with few exceptions, performed with
skill: it may sometimes please, but is, by
comparison with the norms of Western
art-music, deficient. The curiosity of the
general reader is hardly whetted, while for
the specialist the impression is created of
an idiom that is at best less sophisticated,
even if the only dimly perceived theoretical
framework underpinning it might be
of potential comparative or historical
interest.

For a more substantial response to any such
interest, however, more than a century
needs to pass. With access to Fonton’s
unpublished account of the Ottoman
tradition restricted, European scholars had
to wait until the publication of the general
historical surveys by De Blainville (in 1767)
and De la Borde (in 1780). The former need
not detain us, and in any case has nothing
specifically on Persia.'”” De la musique
des Persans et des Turcs, in contrast,
despite the various and often serious
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interpretative difficulties with which it
confronts the reader, does begin to shed
some light on hitherto unexplored aspects
of theory, whatever the awkwardness of
the presentation. In his parallel chapter
on Arab music, De la Borde assumes that
the Arab modal repertoire is indebted to
the Persian, so that it is rather surprising
that the sources available to him regarding
the former were not drawn upon to
flesh out his rather sketchy account of
the latter, but he was clearly content to
present them separately with no attempt
at integration, the result being that the
two chapters are interestingly contrasted
in content and character, and are usefully
read in combination, even if, the modes
apart, there is no indication of the extent
to which the content of one might also be
valid for the other. Considered in isolation,
De la musique des Persans et des Turcs
is oddly unbalanced in its coverage, and
while, perhaps inevitably, not yet free
of preconceptions about progress and
comparative short-fallings, it does deal
factually with tuning systems and makes a
determined attempt to tackle an area that
only Fonton among previous scholars had,
unbeknownst to him, explored in depth.'®
In so doing, it succeeds in providing
information not hitherto available,
sketching in theoretical aspects relevant
to the understanding of musical practice,
and supplementing them with examples of
notation. Nevertheless, in that the former
are difficult to disentangle and the latter
largely impenetrable they are forceful
reminders of the perennial and almost
insurmountable problem of engaging in any
profound way with a distant and unfamiliar
idiom."®

Among the various seventeenth-century
eyewitnesses it is Chardin and Kaempfer
who stand out. The richness of their
observations of Safavid society and manners
has not been surpassed, and if their
evaluations of Persian musicianship are less
than dispassionate it would be captious to

2015,7(2) Wright, O

expect them not to reflect the assumptions
of superiority ineradicably present in the
prejudices of their time. De la Borde’s
contribution, if not as substantial, is still a
valuable complement to their descriptions
of the social contexts within which musical
activity took place. However tentative its
exploration of the textual tradition, his
account can justly be regarded a precursor
to the nineteenth-century musicological
exploration of Middle Eastern sources
that includes, for the Persian tradition,
Kiesewetter."® It begins, though, with
Villoteau in Egypt and his more strenuous
attempt to tackle not just theory but also
the various performance traditions he
encountered, for an evaluation of which
we may now refer to Martin Stokes. "'
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For nineteenth-century scholarship see Philip
V. Bohlman, ‘The European discovery of music
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in 19th-century music history’, The Journal of
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a little further afield, for Central Asia see e.g.
T.C. Levin, ‘Music in modern Uzbekistan: the
convergence of Marxist aesthetics and Central
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much to say in problematizing Lane’s Modern
Egyptians, passes over in silence its substantial
treatment of music.
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Norton (eds), The Renaissance and the Ottoman
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between Fonton and Enlightenment thought see
Sebastian Klotz, ‘Tartini the Indian: perspectives
on world music in the Enlightenment’, in Philip V.
Bohlman (ed.), The Cambridge history of world
music, Cambridge: Cambridge University Press,
2013, pp. 277-97.

A view by no means confined to musicologists:
a representative formulation is that of Louis-
Mathieu Langlés (1763-1824) commenting on the
music of the Orientaux: un art qui paroit, a la vérité,
condamné, dans toute I'’Asie, a une éternelle
enfance. Au reste, il me semble que les Arabes
et les Persans nous ont conservé la musique des
anciens Grecs et Romains ... Toute idée de semi-
ton, d’accompagnement, et conséquemment
d’harmonie, étoit inconnue, je crois, aux Anciens,
comme elle I'est aux Orientaux modernes (in a
footnote to Jean Chardin, Voyages du chevalier
Chardin en Perse et autres lieux de lorient ... :
enrichi d’un grand nombre de belles figures ..,
vol. IV, pp. 300-1 (Paris: Le Normant, 1811).
Julien Tiersot provides a classic example of turn-
of-the-century imperial arrogance, asserting
dogmatically Que ces arts soient inférieurs au
nétre, concédons-le, ou plutdt affirmons-le, and
that European music has acquired une supériorité
a laquelle n’ont pu atteindre les peuples des

10.

11.

12.

13.

14.

15.

16.

17.

18.
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autre parties du monde (Notes d’ethnographie
musicale, Paris: Librairie Fischbacher, 1905, vol.
I, p. 1). Indicative also is that the New Oxford
History of Music of 1957 yokes together ‘ancient
and oriental’ in its first volume, which begins,
further, with a chapter on ‘primitive music’.

In particular Pietro della Valle (1586-1652),
who comments: quei flauti, che chiamano nai ...
non si puo creder quanto dolce suono rendano.
(Viaggi di Pietro della Valle e il pellegrinaggio
descritti da lui medesimo in lettere familiari
all’erudito suo amico Mario Schipano divisi in tre
parte cioé: la Turchia, la Persia e ’India, vol. 1,
Brighton: Garcia, 1843, pp. 47-50.)

With Postel (1510-81), Schweigger (1551-1622),
Praetorius (1571-1621), Caus (1576-1626) and
Thévenot (1633-67).

Teatro della Turchia, Venice: Steffano Curti,
1684, its tone set by its subtitle: La potenza
degli Ottomani sopragrande, le loro tirannie, gli
insulti, e perfidie tanto contra li stranieri, quanto
verso i suoi popoli. The passage in question is in
Cap. XIX, Art.lll Dell’ ignoranza de’ Turchi circa
U’arti, p. 189.

Charles Perrault, Paralléele des Anciens et
des Modernes en ce qui regarde les arts et les
sciences..., Paris, 1688, pp. 258-74.

Except, predictably, with regard to harmony
(Neubauer, ‘Der Essai’, pp. 292-3). He also (p.
296) regards the lack of a system of notation as a
grave disadvantage.

For a comprehensive list see Jeanne Chaybany,
Les voyages en Perse et la pensée francaise au
XVllle siécle, Tehran: Ministére de l’information,
1971. Further general surveys are Gholamali
Homayoun, “Iran in europaischen Bildzeugnissen
vom Ausgang des Mittelalters bis ins achtzehnte
Jahrhundert”, doctoral dissertation, Cologne
University, 1967, and S. Schuster-Walser, Das
Safavidische Persien im Spiegel europaischer
Reiseberichte (1502-1722).

Also known as Sir John Chardin, having settled
in London and being knighted by Charles Il in
1681.

Chardin’s Voyages were first published in part in
1686. References here are, though, to the ten-
volume 1811 edition (see fn. 8).

Amoenitatum exoticarum politico-physico-
medicarum Fasciculi V, Quibus continentur Variae
Relationes, Observationes et Descriptiones
Rerum persicarum & ulterioris Asiae, multa
attentione, in peregrinationibus per universum
Orientum, collectae, ab Auctore Engelberto
Kaempfero, D. Lemgoviae [= Lemgo], Typis
& Impensis Henrici Wilhelmi Meyeri, Aulae
Lippiacae Typographi, 1712. Of its more than 900
pages a little over half are devoted to Persia.
They have recently been translated into English:
Engelbert Kaempfer, Exotic attractions in Persia,
1684-1688. Travels and observations, translated
and annotated by Willem Floor & Colette Ouahes,
Washington DC: Mage Publishers, 2018.There is



RAST MUSICOLOGY JOURNAL

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

also a German translation of the first fascicule:
Engelbert Kaempfer, Am Hofe des persischen
GroBkonigs 1684-1685, hrsg. Walter Hinz,
Tubingen, Basel: Horst Erdmann Verlag, 1977.
For general contextualization see Bertold Spuler,
‘Fremde Augen: Uberlegungen zu Engelbert
Kampfers Reisebeschreibung’, Materialia Turcica
7/8, 1981-2: 325-35.

Vermehrte  Newe  Beschreibung  Der
Muscowitischen und Persischen Reyse, Schleswig,
1656, Neudruck Tibingen: Max Niemeyer Verlag,
1971.

Voyages de Corneille le Brun par la Moscovie,
en Perse, et aux Indes Orientales, Amsterdam:
Freres Wetstein, 1718. Like others, he was
interested in ancient remains, and called both
Chardin and Kaempfer to task for inaccuracies in
their descriptions of Persepolis.

Essai sur la musique ancienne et moderne, Paris,
1780.

Kaempfer (Fasc. 1, §IV, p. 130) notes that the
ensemble plays in the sovereign’s honour at
sunset and two hours before dawn, to which
Olearius (Beschreibung, p. 555) adds that it
sounds daily at sunset throughout the country for
provincial governors and grandees (chanen und
grosse Herren). Kaempfer states further that
the salaries of the forty musicians concerned are
paid out of revenues from the gavval, people
associated with brothels, including flute players
as well as prostitutes (Hoc vocabulum significat
voluptuarium genus hominum, veluti scorta,
choraulas & quoscunque facientes quaestum in
lupanariis).

As clearly expressed by Chardin: les timbales,
les cors et les trompettes font retentir U’air de
leurs sons (Voyages, vol. Il, 267).

We thus have horrendo sonitu dissonos boatu
& clangores edunt (Fasc. 1, Relatio Il 83, p. 39);
aures humanas satiant clangore intolerabili
(Fasc. 1, Relatio V 82, pp. 76); and incondito
strepitu (Fasc.1, Relatio IX 84, p. 130). Allied to
sheer volume, then, is the lack of perceptible
order, expressed explicitly in Nullam illi sonorum
concordiam edere edocti sunt (Fasc. 1,Relatio
V 82, p. 75), while the sound of particular
instruments is characterized in negative terms:
his illi edunt boatum vastum, inconditum &
tremulum; illis screatum, instar rudentium
asinorum (ibid.).

Voyages, vol. |, p. 151: leurs Karamas ou
trompettes, qui ..font une mélodie fort
desagréable a mon gré.

Voyages, vol.lll, p. 267: avec des danses, des
feux et des comedies. Exactly what forms of
entertainment are intended by comedies is not
clear.

Relazione di Persia (1542): Ms. Inedito
dell’Archivio di Stato di Venezia/pubblicato da
Giogio R. Cardona, Naples: Instituto universitario
orientale, 1969, p. 42.

The first fascicule is entitled Relationes de
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Aulae Persica statu hodierno.

Fasc. 1, Relatio VI, p. 87. Kaempfer provides
the original Persian terms of these offices, but
sometimes a little distorted, in this case 32l
<4, transliterated as tfjahehtfji bafji.

Ibid. saltatrices, cantatrices, lusores, recitatores
historiarum, actores, Poétae, histriones,
luctatores.

Relazione, pp. 43-4: In la sua tavola aveva
instrumenti, cioe tambura e psaltir e flauti,
tambuchi, e una liretta, e uno zovene molto
bello, che cantava con li instrumenti molto
bene.

Voyages,vol. Il, pp. 202-5.

Amoenitatum, Fasc. IV, Relatio IX §2, pp. 738-
9. The context is his later stay in Bandar Abbas
and the need to escape from the unendurable
summer climate and various unpleasant illnesses
and to survive the accompanying afflictions of
the journey (heat, brackish water, scorpions,
spiders, flies). The passage rises rhapsodically
to 6 felices & frugales hospites! Such abstinence
was, however, by no means the norm: Membré,
for example, mentions guests slumped in a stupor,
and that he occasioned surprise by not getting
drunk himself (Relazione, p. 44). Kaempfer
appears to be elaborating an Arcadian vision of
rural sobriety as against urban indulgence.

A declamation of the romance of Leyli and
Majnun in a strongly rhythmic manner (arguto
rhythmo), presumably with emphasis on the
scansion of the verse; a story-teller (gessa-h‘an)
recounting the deeds of ancient Persian heroes
such as Rustam and Bahram; and a darvis telling
of the marvellous attributes of ‘Ali and other
Imams or execrating ‘Omar’s usurpation of the
caliphate. In the absence of such narrators, a
village elder may eulogize famous men or narrate
wars and prominent events in the province. Then
a religious scholar willtake apophthegms from
texts such as Sa‘di’s golestan or Hafez’s divan as
subjects for silent reflection.

The gratuitous-seeming comment is added that
they come from inland towns (mediterraneis
egressi urbibus). Physicality is also stressed
by Olearius as part of the entertainment
accompanying a banquet (Beschreibung, p. 426):
Unter wdrender Mahlzeit wurde musiciret mit
Lauten/Geigen/Handpaucken und singender
Stimme/ welches eine frembde und wilde
Harmonie gab/ darbey etliche seltsam Tdntze
von den zween Knaben/ auch sonst allerhand
Lust und Kurtzweil getrieben wurde.
hem, quam peregrina est! quam graté dissonans
& instrumentorum varietate delectabilis! (Fasc.
IV, Relatio IX §2, p. 740), where dissonans could
mean no more than ‘differently sounding’, but in
context presumably implies a lack of harmony.

Primas inter instrumenta tribuimus tibiis
gingrinis <&, Surnai.

Quee gruniente sono pree ceteris aures affatim
implent.
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Voyages, vol. I, pp.206-7. Again, the suppleness
of the dancers is praised: elles ont une agilité
de corps incomparable ...Elles dansent sur une
main et sur un genou en cadence, et elles
entremélent leur danse de cent tours d’agilité
surprenans. Musicians and dancers are les mimes
ou les comédiens des Orientaux, ou pour mieux
dire, ce sont leur opera (because they sing only
verse texts).

grands festins qu’on appelle megelez (= majles).

Olearius, Beschreibung, p. 607. Ambrogio
Bembo, Viaggio e giornale per parte dell’Asia
di quattro anni incirca fatto da me Ambrogio
Bembo nobile Veneto, ed. Antonio Invernizzi,
Turin: CESMEO, 2005, p. 347.

Not that he was alone in this: Olearius
(Beschreibung, p. 594) remarks on dance as
erotic stimulant: sie erfordern in ihren Gelagen
Tdntzer und Tdntzerinnen/ welche mit gar
leichtfertigen geilen Geberden tanzen/ und
ihnen Appetit erwecken miissen.

They earn well but spend too lavishly to remain
rich, and so: il ne leur reste de tout ce gain
déshonnéte qu’unrepentir de [’acquisition,
lequel est plus grand que le regret de
[’avoir dissipé. Even if unconvincing, this is
sufficiently lapidary in formulation to recall La
Rochefoucauld, for example the more mordant:
Les viellards aiment a donner de bons préceptes,
pour se consoler de n’étre plus en état de donner
de mauvais exemples.

Voyages, vol. 1, p. 199.

Aemonitates, Fasc.1, Relatio XIV §2, p. 204:
Alice canere, chordas tangere, tripudiare.
Voyages, vol. 1, pp. 218-9.

Kaempfer (Amcenitatum, Fasc.1, Relatio XI §3,
p. 159) also refers to these mourning ceremonies,
but mentions only dancing.

Essai, pp. 168-9. No source is given for this
account.

Persian naqqgara, Turkish kudim, not named
but described as two small copper drums, a
foot in diameter, with a parchment skin. In the
Persian and Turkish art-music traditions the
singer no longer takes on the additional role
as percussionist but, using a frame drum, does
maintain this function in the Azeri tradition.

Il en donne le signal en faisant un chant composé
tout de suite, sur les sept notes du mode sur
lequel il veut que l’on joue. Il faut cependant
qu’il appuie principalement sur la premiere, sur
la dominante & sur la finale.

To which he adds the comment Comme on
représente le chant dorien, presumably a
reference to the supposed character of this
mode.

Taking luth et viole to be generic rather than
referring specifically to ‘ud and kamanja.
Voyages, Vol. 1, p. 200.

Le karama, qui approche de la trompette.

Beschreibung, pp. 424-5. Da sahe und hérte
man frembde Feld-spiel und Music. lhrer 4.
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. bliesen Instrumente/ so von Kupffer als
Scalmeyen formiret, bey 4. Elen lang/ deren
Aufigang im diametro bey einer Elen/ werde
Kerrenai genannt. Diese hielten sie im blasen
gen Himmel/ und machten mehr ein grausam
Gebriille/ als einen anmuthigen Thon. Neben
diesen waren auch Surnatzi oder gemeine
Schalmeyer. Item viel Heerpduker/ so die
Paucken als ldnglichte Topffe vor sich iiber die
Pferde hangen hatten. Item etlich mit langen
Krumhérnern/ Handpauken und dergleichen...
Als wir zur Stadtmaur naheten/ stunden auff
derselben auch viel Heerpaucker/Schalmayer
und Trompeter/ welche neben andern Sengern
ein solch Jubelgeschrey macheten/ daf} man
kaum sein eigen Wort horen kunte.

Voyages, vol. IV, pp. 305-8.

An illustration of the Ottoman equivalent of
the camel-mounted types appears in Costumes
turcs, I, fol. 70, School of Oriental and African
Studies MS 60368.

Le Brun (Voyages, vol. |, p. 279) has a separate
brief paragraph on the trompete persane,
unhelpfully described as of the same form as
the trompete hebraique but about twice the
size, and also to be found near the Ganges in the
kingdom of Maduré (which, though, is rather far
from the Ganges).

Mais il s’en faut beacoup qu’ils en jouent avec
tant d’harmonie qu’on fait chez nous, probably
indicative of an unrealistic expectation of
polyphonic interaction.

On which he comments: Les danseuses mettent
a la main des os, dont elles se servent, comme
les Bohémiennes font des castagnettes, qui
rendent un son clair et fort ; je pense que les
castagnettes ont été faites sur ces os-la.

Called tasat (M), they are an element of Maragi’s
inventory of instruments (jami‘ al-alhan, ed.
Babak Hazrad'i, Tehran: farhangestan-e honar-e
jomhuri-ye eslami-ye Iran, 1387/2009, p. 226).

But defined by Rauf Yekta Bey as an ancient
bowed spike-fiddle with two strings tuned a
fifth apart (‘La musique turque’ in Encyclopédie
de la musique (Lavignac), vol. |, Paris: C.
Delagrave, 1922, p. 3012b). It is not mentioned
in Mohammad Reza Darvisi, dayerat al-ma‘aref-e
sazha-ye iran, vol. 1, Tehran: mo’assasa-ye
farhangi-honari-ye mahur, 1380/2001, which
covers chordophones. The kamanja type of spike
fiddle, as illustrated below by Kaempfer, was
more resilient in the Persian tradition than in
the Turkish, where it yielded to various imports,
one illustrated by de Blainville (reproduced by
Feldman, who discusses the various mutations in
Music of the Ottoman court: makam, composition
and the early Ottoman instrumental repertoire
(Intercultural Music Studies, 10), Berlin: VWB
- Verlag fur Wissenschaft und Bildung, 1996,
pp-128-33).

Amocenitatum, Fasc. IV, Relatio IX §2, pp. 740-5).

The degree of specificity is best judged by
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65.

66.

67.

68.

69.
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quoting the whole passage: levis structurae,
cocta ex argilld, figurd & capacitate ollarum
fictilium, nisi quod fundus in brevem
appendicem producitur, qud pulsantis axillam
gestate replent, oris vero hiatus vesicd vel
membranuld tensd obducto. HG6c vel solo
genere, quasi ruricolis vernaculo, festivitates
suas celebrant palmicolae, sociatis plausibus
& volarum collisionibus, quibus concinentes
convivae saltantium in scend vigorem & metra
promovent. Civili symphoniae interdum subsonat
cithara tetrachordoides s, Tsjaartaar, vel sola,
vel aliis organis polychordoidibus conspirans.

See on this Ciro Lo Muzio, ‘The Persian ‘snap’:
Iranian dancers in Gandhara’, in Reinhard
Strohm (ed.), The music road. Coherence and
diversity in music from the Mediterranean to
India (Proceedings of the British Academy 233),
Oxford: Oxford University Press, 2019, pp. 71-86.

Instead of setar, Kaempfer opts for Greek,
calling it tpixopdog.

No name is given, but despite the length of the
fingerboard as drawn it is likely that this is the
short-necked lute, ‘ud.

Omitted from the 1811 edition but to be found
in the 1711 edition (Amsterdam: Jean Louis de
Lorme), vol. Il, pl. 26, after p. 114.

This suggests a form of notation analogous
to that developed by Qotb al-Din Sirazi (but
not adopted by his Systematist successors) in
which the number of columns is the number
of time units in the rhythmic cycle. For 306,
however, the most likely factors are 9x34 and
18x17, neither of which would readily fit with
a notational grid of this type. It is difficult to
relate the various specifics of this whole passage
about diagrammatic representation to any
known treatise.

The first statement is uncontroversial, as city
and province names (e.g. esfahan, ‘eraq) are
frequent, but the other two are baffling. Chardin
refers here to ‘notes de musique’, but rather
than discrete pitches it seems from the context
(une grande Table en figure de Globe, divisé en
quatre cercles, coupez par quarante lignes, ce
qui fait cent soixante Notes) that mode names
are intended. As the total of 160 is far in excess
of the number found in other treatises, it may be
assumed that the four circles are cosmologically
grounded (representing the seasons and humours)
and that mode names will recur in different
positions. In schematic terms, it is reminiscent
of the mode circle in the kitab fi ma‘rifat al-
angam wa-8arhiha by al-Saydawi (Thérese B.
Antar, ‘Traduction et commentaire d’un traité
de musique arabe; livre de la connaissance des
tons et leur explication de ’auteur Shams al-Din
Muhammad al-Saydawi al-Dimashqgi’, these de
doctorat, Université de Paris Sorbonne, 1979), a
work known to De la Borde.

Une disposition de sons séparés par intervales
agréables a Uoreille.
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Soumis aux mouvemens des tymbales ou du
tambour, to which latter term is appended a
footnote defining it as a form of tambourine
(tambour de basque) used to mark the rhythmic
cycle (mesure).

Ce sont ces ouvrages qui sont venus jusqu’a
nous.

For example, the inclusion of examples
of notation hardly tallies with the skimpy
treatment of the modes; and the account of
scale, largely absent from Safavid treatises, is
derived from earlier Systematist models, while
the description of the rhythmic cycles clearly
reflects seventeenth- to eighteenth-century
norms.

The one text known to have been translated, by
Petis de la La Croix le pere, is Maragi’s maqasid
al-alhan.

The reason for the dissatisfaction, a comma
discrepancy, is spelled out in a lengthy and
not exactly user-friendly footnote attached
to the detailed following account of how the
intervals are arrived at. This is done, exactly as
in Systematist texts, by octave, fifth, fourth and
whole-tone steps. The coverage of intervals is
completed by showing the method of subtracting
one from another.

One would have expected rather ‘mother’
(umm), this being the term used for primary
entities, although usually, in relation to the
modes, designating just one or a small subset
rather than the whole group of twelve.
Presumably corresponding to jawanib. From De
la Borde’s seemingly contradictory statements
one might conclude that the source is is a text
like the tagsim al-nagamat wa-bayan al-daraj
wa-’l-Su‘ab wa-’l-magamat, in which the magam
and the two modes derived from it are placed at
the head of a modulatory sequence.

Seee.g. Angelika Jung, Quellen der traditionellen
Kunstmusik der Usbeken und Tadschiken
Mittelasiens (Beitrage zur Ethnomusikologie
23), Hamburg 1989 and William Sumits, ‘The
evolution of the magam tradition in Central Asia:
from the theory of 12 magam to the practice
of shashmagam’, London University PhD thesis,
2011.
kitab al-adwar, ed. Hasim Muhammad al-Rajab,
Baghdad: mansirat wazarat al-tagafa wa-’l-
"i‘lam, 1980, p. 157.

The characterization of al-Urmaw’s first group
is similar. It contained, though, busalik in place
of rast, and the change is indicative of the
primacy increasingly accorded to rast, normally
the first mode to be introduced in the sixteenth-
and seventeenth-century literature.

With the added comment that they were
preferred to all others by Hosayn Baygara.

Atitle recorded in the late seventeenth-century
Persian and Ottoman repertoires (by Gorgi and
in Slileymaniye MS Bagdatli Vehbi Efendi 1002).
Their versions are related but, unfortunately,
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neither notes the identity of the mode, so that
there is nothing to indicate how likely they are
to be later versions of the same composition.

The same total, interestingly, is given by Sulzer
(Neubauer, ‘Der Essai’, p. 270), but without
mentioning a source.

Accepting as an error the substitution of a
crochet for the two quavers in the first iteration.

A hypothetical reconstruction. For the various
forms of semai and the complex relationship
between them see Mehmet Ugur Ekinci, ‘Not
just any usul: semai in pre-nineteenth-century
performance practice’, in Rachel Harris and
Martin Stokes (eds), Theory and practice in the
music of the Islamic world, London and New
York: Routledge, 2018, pp. 42-72.

The transnotation, with crotchets and minims,
corresponds exactly, but the final attempt at a
classical (chez les Grecs) restatement in prosodic
terms looks odd at first sight: 2 iamb + 2 trochee
+ spondee + 2 iamb + cesura. Nevertheless, it
corresponds well enough to three iterations
if the final caesura is equated with the final
quarter of the cycle, so that we have:

/ — u/
tek

- /v - u / -

— /U - /U - /1

dim ¢ tek ¢/ dimtek @ tek dim ¢ tek @/

88.

89.

90.

91.

92.

93.

94.

The classical (chez les Grecs) equivalent is in
this case rather cursory: 2 anapaest + dactyl +
cesura, etc. This yields uu — /uu — / — uu /
+ 7 so that the latter part of the cycle is unclear:
the two anapaests correspond to the repeated
semiquaver + semiquaver + quaver of the
transnotation, but the dactyl is hardly a precise
rendition of the following crotchet, and how
‘une césure, &c.’ might relate to the following
two quavers and crotchet is a mystery.

See, for all these versions, Neubauer, ‘Der
Essai’, p. 270.

kitab al-adwar, p. 60: if one hears first c then G
it is as if hearing c then g.

Omitted from the 1811 edition, it is to be found
in the 1711 three-volume edition (Amsterdam:
Jean Louis de Lorme, vol. Il, p. 114).

Assuming that the (presumably phrase initial)
rest sign 5 has the value of one time unit. The
other symbols in the middle of the second stave
are probably repeat signs.

As with other aspects of De la Borde’s chapter,
the source from which they derive remains a
mystery: the rare examples included in Timurid
Systematist texts (those by Maragi and Bana’i)
are articulated differently, and the extant
Safavid literature is devoid of notations.

Examples are nos. 65, 66, 70 and 221 in
Demetrius Cantemir, The collection of notations,
iz text. Transcribed and annotated by O. Wright
(SOAS Musicology Series, 1), London: School of
Oriental and African Studies, 1992, and see the
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discussion on p. 138.

On which see Owen Wright, Demetrius Cantemir,
The collection of notations, ii: commentary.
(SOAS Musicology Series), Aldershot: Ashgate,
2000, pp. 237-56.

As this is the only occurrence of yf in the whole
piece one would wish to regard it as an error, but
it is difficult to see it as a misprint for either yg
(= 4¢) or ye (= 4).

Nor, almost certainly, did Tiersot a century later.
His dismissal of De la Borde’s notations as being
dans la catégorie des chose négligeables (Notes,
p. 83), is in consequence unlikely to stem from
any serious consideration of these two examples.

The beginning can be identified as olaes olis
‘you, imperial majesty’ and the ending of the
first line as o) ¢ s» 354« of ‘he who is enamoured
of the scent of [your] curls’, but the intervening
passage is unclear, despite some words being
obvious, and what follows, transcribed as
mezaghi on Sust oli dgane’ on pest, is even more
obscure.

Transcribed as ahhanna Schougit ila Djavin
Lacaytou fiha dgumala Salmy, it can be readily
identified with: e Jles led il Jla U sl oal
‘l yearn for the places where | encountered
Salma’s beauty’ (which is semantically linked
to what precedes through the pair musawwagq/
sawq, with the root sense of ‘longing’). Settings
of this hemistich, but as the first text to be set,
also appear in an Ottoman composition and in
another in the modern Arab repertoire. One is
also, by an odd coincidence, bilingual, switching
thereafter to Persian; the other is a muwassah,
and by an equally odd coincidence both, in full
orin part, are attributed to Maragi. However, the
two are quite different in structure and style;
and in neither case can the melody be related
to that recorded by De la Borde. Nor is there any
trace of a corresponding composition among the
Maragi materials in earlier song-text collections,
although the muwassah does, nevertheless,
creep into the august pages of Die Musik in
Geschichte und Gegenwart as one of the only
two compositions by Maragi recognized there. |
am grateful to Saeid Kordmafi for drawing may
attention to this piece and supplying me with
notations (as well as, and especially, for kindly
setting figs 8 and 10) and for his suggestions with
regard to the Persian text.

In addition to Donado, contributions were made
on the Ottoman side by Chabert (who actually
supplies an accompanying bass line for a Mevlevi
composition), and Toderini. De la Borde includes
in his Greek chapter a typically Ottoman aksak
semai, and also provides Arab examples, while
De Blainville (mis)copies a song in saba from
Fonton and gives a variant of his dance grecque,
including a mehter march section.

The full list (pp. 76-7) gives the Persians
superiority in spheres of knowledge, manners,
dress and physique: Turcis autem Persae
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fortitudine & arte bellicad cedunt, superant eos
prudentia civili, scientiis, morum humanitate,
decore vestium & corporis elegantia.
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indication of his general attitude, maintained
despite his awareness of Fonton, to whose
manuscript he had access, even borrowing from

102. Chardin broadly concurs with Kaempfer, his music examples (for further details see Behar
adding other refined qualities: Les Perses ont 1987, pp. 34-5, and Neubauer 1999, pp. viii-ix,
de Uesprit, de la vivacité, de la finesse, du 308-9, also for the publication history of the
jugement et de la prudence ... leurs moeurs son Essai). It is a pity that he did not make better
douces et civiles, et leur esprit a de la capacité use of it.
et de la lumiere. (Voyages, vol. IX, 385). Indeed, 108. Pétis de la Croix le pére, translator of Maragi,
he devotes much of a chapter (Voyages, vol. Ill, is also credited with having written an essay on
ch.11 Du naturel des Persans, de leurs meoeurs Persian music. This, though, appears to be lost,
et de leurs coutumes) to expatiating on their and there is no evidence that De la Borde had
positive and negative attributes. access to it.

103. Notably in his characterization of the 109. One that had been succinctly expressed some
Mingrelians, which amounts to condemning nine hundred years before by Ishaq al-Mawsill:
them as indulging in every vice imaginable and kayf yubsir al-¢inaG’ man nasa’ bi-huraséan la
possessing no redeeming features whatsoever yasma‘ min al-gina’ al-‘arabt illa ma la yafhamuh
(Voyages, vol. I, pp. 170-1). Its tone is doubtless (‘How can someone conceive of [Arab] music
explained in large part by him having been robbed who grew up in Khorasan, unable to understand
while passing through Mingrelian territory. whatever he heard of it?’), kitab al-agani, Cairo:

104. A point also made by Pietro della Valle of a dar al-kutub, vol. 10, p. 120.
similar event: vi fu sempre continua musica, di ~ 110. Even if, ironically, under the Arab flag: Raphael
strumenti e di voci, che, senza impedire il parlar Georg Kiesewetter, Die Musik der Araber nach
della conversazione, cantavano e sonavano Originalquellen dargestellt, Leipzig: Breitkopf
bassamente (Viaggi, p. 315). The reticent nature und Hartel, 1842, repr. in facsimile, Wiesbaden:
of such Tafelmusik is also remarked upon by Dr. Martin Sandig oHG, 1968.

Olearius. 111. ‘The Middle East in music history: an
105. Fasc. 1, XVI 84, p. 229. ethnomusicological perspective’, in Reinhard
106. [Charles-Henri] De Blainville, Histoire générale, Strohm (ed.), The music road. Coherence and

critique et philologique de la musique, Paris: diversity in music from the Mediterranean to

Pissot, 1767, pl. XVI, after p. 64. India (Proceedings of the British Academy 233),
107. It does, though, contain a chapter on the music Oxford: Oxford University Press, 2019, pp. 21-38.

of the Turks. This begins with the off-putting La
Musique des Turcs n’est qu’un reste informe de
celle des anciens Grecs, which give a sufficient

iran bakis acilari: Chardin, De la Borde, Kaempfer

Ozet

Osmanli miizik pratigi hakkinda Batili gézlemciler tarafindan saglanan materyallerden daha az
arastirilsa da, Safevi Devleti ile ilgili gozlemciler tarafindan saglanan bilgiler, materyaller, hem
miizigi bir sosyal aktivite olarak ele almasi, 6zellikle isfahanda kullanilan enstriimanlari gdstermesi
ve hem de gozlemcilerin tavirlarim1 ortaya cikarmasi acisindan  bilgilendirici mahiyettedir. Bu
makalede, 17. Yuzyilda yukarida bahsedilen hususta en cok katkist  bulunan gozlemcilerden
ikisinin calismalan, bir 18. yy ansiklopedi yazarimin iran miizik teorisi kaynaklarin anlama ugrasis1,
aydinlama donemi dusinurlerininin yerel teoriyle ilgilenmeye baslamasi ve baska  toplumlarin
miziklerine duyduklan ilginin  gelismesiyle beraber Avrupanin miizikal acidan Ustiinliige sahip
oldugunu varsayarak daha 6zgiivenli olmalari, hususlariyla birlikte incelenmektedir.

Anahtar kelimeler
iran miizidi, tarihsel miizikoloji, etnomiizikoloji, oryantalizm
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Kutluk: 1 want to begin with the term
‘musical citizen’. You begin your last
article' with these sentences:

“Many if not most societies believe that good music
produces good citizens. In the Western tradition,
we have been familiar with the idea since the time
of Plato. The idea is an enduring one, certainly very
much alive today”

You suggest this idea is still strong and
alive today and this is a surprise for me.
Could you please describe the situation at
presentin the UK?

Stokes: The classical idea has been
revived in many shapes and forms in the
modern West, but most influentially and
importantly | think in Paris at the time of
the Exposition Universelle of 1889. The
organizers of this had a clear conception of
citizenship - one that needed to be rescued
from the turmoil of the revolutionary
period and its aftermath - and a clear
conception of the arts - indeed, the global
arts, in fostering such ideals. In my own
country, the idea has a long and connected
history. The immediate post-war years,
the 1950s, saw a reenergized discourse
of culture in the service of citizenship,
accompanying the building of key bits of
post-war national cultural infrastructure in
the UK - the South Bank Centre in London,
the BBC and so forth. The idea was under

1 - Martin Stokes, “The Musical Citizen”,
Etnomiizikoloji Dergisi, (ed. Firat Kutluk), v. 2,
p. 15-30, 2018.

attack in the Thatcher years; ‘culture’
reduced to the entertainment industries
and the market, and the state only
considered responsible for the education
and infrastructure required to produce
engineers and entrepreneurs. But | would
still describe it as a strong one. One only
has to look at the current discussions about
music and arts education in schools, about
how underfunded they are, about how they
are increasingly becoming the preserve of
the wealthy, to see how strong the idea
still is.

Kutluk: You also underline that:

“...Many societies, over history, and across the world,
have also believed that good music needs to be in the
hands of the right people, because the dangers of bad
music are obvious to them?”

Are some still afraid that good music needs
to be in the hands of the right people?

Stokes: The fears in the UK at the moment
are twofold; on the one hand that the
‘elites’ have embraced a neoliberal
conception of the world and with it an
idea that culture is primarily a matter of
entertainment and distraction, and the
conviction that the state no longer has a
responsibility to support cultural life. This
has meant the dismantling the architecture
of arts education in state schools, the
system of subsidies that maintains the arts
and music nationally, and the state media
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institutions, primarily the BBC. So, on the
one hand, amongst progressive liberals,
there is a distinct anxiety that ‘culture’,
understood as being protected and
preserved by the state, is most certainly
in the hands of the wrong people. On the
other hand there is the growing view that
the current cultural institutions have a
tendency to corruption or to misuse their
authority. We see this, for instance, in the
much-publicized scandals that periodically
blow up around orchestras, music schools
and the like - corruption, sexual abuse of
students, and so forth. And we see it in
the common view that state-subsidized
institutions of culture are run by Marxists
and liberals who use them to promote ther
- anti-national and cosmopolitan - political
agendas. This is a view one associates with
the political right in the UK - a view that is
now at boiling point thanks to Brexit. So,
yes, | think many, at least in democratic
western societies, are concerned that
cultural leadership has a tendency to fall
into the wrong hands -an ‘enemy’ whose
conception of culture is believed to be
narrowly utilitarian or instrumental -
financial, political, ideological, what have
you. It’s a way we have, | suppose, of
maintaining in our mind’s eye the supposed
purity of art, and the (equally pure) virtues
of championing it. A precarious position,
needless to say. But it does say something
about the strength of the underlying
sentiment that good music makes for good
citizens, good democracy.

Kutluk: Dmitry Kabalevsky also suggests
that music preference is an important
criterion of being a good citizen. He
was the Secretary of the USSR Union Of
Composer and made the opening speech
of 1970 conference in Moscow. The title of
his speech is Ideological Principles of Music
Education in the Soviet Union. He asks:
“What role should music play in the general
education school?” And he answers:

teachers,
came to

“After serious
educators,

discussion, our major
musicians, psychologists,

2019, 7(2) Kutluk, F.

unanimous opinion that Soviet pedagogical principles
must develop the views of progressive Russian 19th
and 20th century educators on a new basis enriched
by Marxist-Leninist materialist philosophy...We
know our young people, we believe in them, in their
moral strenght, their asthetic, moral and ideological
potential, and we know that they never fall prey to this
‘aggression’ of musical entertainment. But neither can
we underestimate the danger of this aggression.”

Do you think that we should ask this
question: What role should music play in
the general education school?

Stokes: If the only role that can be imagined
for music in general education is one of
teaching students how to be obedient
and not to question authority, or simply
teaching them tor venerate the past,
rather than believe in the future, then |
would rather it was not taught in schools at
all. Unfortunately | encountered much of
this in my own music education, and | think
it persists. As far as Kabalevsky’s comments
are concerned, his concern about where a
legitimate high art ends and where ‘musical
entertainment’ begins is one we would
have to rethink today. The line between
‘proper culture’ and ‘entertainment’
has become quite significantly blurred.
I’d want children to understand that
important things are going on, socially
and politically speaking, in those areas of
culture we often label rather dismissively
as ‘entertainment’, and I’d want them
to take ‘entertainment’ seriously, and
learn to approach it critically, rather
than assume, along with many of their
teachers, that their job is to ignore it, or
perceive in it only threat and ‘aggression’.
It’s a big question. Obviously | think we
learn the key things in life through music;
understanding, sympathy, co-ordination,
powers of persuasion, organisational
skills, and so forth, as well as learning to
understand eros, desire, the human need
for pleasure and happiness. How better
to learn how to be a grown-up, socially
capable human being? John Blacking was
right on this. Perhaps it’s a statement of
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the obvious, but, yes, | would want to see
music being taught as a central discipline
in any public education system, not an
optional extra, as is the case, in practice,
in much of the UK’s schooling system at the
moment. If it can’t be taught well, though,
and in an enlightened fashion, maybe we
should wonder whether we really want it to
be taught at all, in schools at least. Perhaps
we should let school students learn music
in other ways and then come to university,
unencumbered by problematic attitudes,
to learn to think about it critically and
creatively.

Kutluk: You know this is also a very
common idea that has been held by
ruling elites throughout the Republican
era. Whilst some music is certainly ‘bad’
and ‘worthless’, everyone who listens to
this music is cultured, enlightened and
intellectual. Today, this is not valid as
before but | may say all of the decisions
made about music in this country are
political. You are a well known writer by
Turkish readers and academicians. Besides
your books The Arabesk Debate: Music

and Musicians in Modern Turkey and The
Republic of Love: Cultural Intimacy in
Turkish Popular Music, you had been in
Turkey for many times since 80’s. So you
are witness of musical evolution of Turkey.
Could you please describe the headlines of
this change?

Stokes: From my perspective, if one is
just to focus on the late Ottoman and
Republican era in Turkey, I’d want to
underline the process of westernization;
the, in some ways separate, in some ways
conjoined, process of developing a national
culture; the hegemony of the market,
which we can date to the 1950s; the period
of military coups that caused so much
chaos and cultural confusion in the 1970s;
the emergence of a liberal order in the mid
1980s under Turgut Ozal, and with it the
disintegration of the idea of a state whose
responsibility it is to arbitrate national
culture; and then the present period, and
its forging of religious values in the public
sphere. Each of these periods could |
suppose be said to have produced a music
politics; each has produced music that has

Figure 1
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in some sense exceeded, or overflowed
these particular periods. Arabesk, for
instance.

Kutluk: | have no idea about the thoughts
and anxieties of the English ruling elites.
What do they like and in what ways are
they similar to their Turkish counterparts?

Stokes: At the moment, a period of real
political crisis caused by Brexit, a key
question is ‘who are the elites’? Because
there are several social groups that might
be described in that way. Those who want us
out of Europe claim they are ‘the people’,
and anybody that opposes them - business,
the intellectuals, the bankers, the media,
and parliament - are ‘elites’, or represent
‘elite’ viewpoints and interests. There is
much of this around the world, as we all
know. It is nonsense, a way of manipulating
people in elections and referendums,
and a way of hiding the interests of
those extremely powerful people and
corporations who want to fragment the
regulatory power of the state. | think an
important difference between the UK
and Turkey is that the UK has only rarely,
and in only in relatively distant historical
times, made efforts to define and regulate
national culture. Some might say that,
with the swing to the right in our country,
such efforts are underway again. But the
problem is that we have no sustained history
of defining and regulating national culture
by the state, not least because we are a
multi-nationstate, anyway. We have quite
separate Scottish, Irish, and Welsh national
cultures alongside an ‘English’ culture,
which | and others tend to think of as a
meeting place for other national cultures
rather than something culturally distinct
itself. It’s very hard to say what ‘English
culture’ is, and | for one (as somebody who
usually identifies as ‘English’) am quite
happy to leave things that way! So the
contrast with Turkey, where the state has
had an enshrined role to play in producing
and regulating ‘national culture’ is obvious

2019, 7(2) Kutluk, F.

enough. Perhaps a simplistic answer to
the question is that our ‘elites’, at least
as conventionally defined, have only
rarely assumed a role in defining and safe-
guarding ‘English’, or ‘British’, or ‘United
Kingdom’ values - all of which, as I've
suggested, mean quite different things -
and whenever they attempt to do so, they
tend to be quickly - and heavily - criticised
by the public at large.

Kutluk: Do they feel that censorship in
music should exist?

Stokes: Efforts to censor music, or indeed
anything else, do not sit comfortably with
our essentially liberal political culture.
Forms of censorship undoubtedly exists,
though. We have no first ammendment, as
they do in the USA, guaranteeing freedom
of speech. In the UK there is a lot you can’t
say, or sing, legally speaking, particularly
if it incites people to violence, or racial
or religious hatred, or defames or libels
individuals. And various state entitites
will make their own decisions about what
can and cannot be broadcast or staged.
So there are many ways in which the
broadcasting or performance of music can
be curtailed in our country - by media,
by local government and other agencies.
During my lifetime I’ve seen attempts to
control punk rock, for instance (associated
with noisy political protest during the
Thatcher years), rave (associated, by its
critics, with drugs), ‘UK drill’ (associated,
by its critics, again, with gangs in London),
grime (associated with Black subcultures),
and particular songs (the BBC refusing to
air ‘Ding Dong The Witch is Dead’, an old
song that topped the charts when Margaret
Thatcher died, for instance). So, yes, we
are not short of people who believe they
have a responsibility to control music for
the sake of social order, public decency
and so forth.

Kutluk: When did you decide to get
interested in Turkey and Turkish music?
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Stokes: | came to Turkey first in 1981. |
was a backpacking tourist, just out of high
school. It was a strange time to come here,
as anybody remembering the period will
know. It was my first experience of travel,
really, too. | came back to take a language
course the next year at the Yabanci Diller
Okulu at Istanbul University (I still have
my diploma somewhere...), and then for
another couple of years worked as a tourist
guide in my vacations. By 1984 | had started
research, and then there began a few years
in which | was mainly living in Istanbul. As
to what made me interested in Turkey and
Turkish music, | would say primarily, at that
stage, the experience of travel outside of
Europe, the excitement of discovery, the
awakening of interest in other worlds. But
no less important was the vitality of the
musical worlds | encountered, the pleasures
of learning your beautiful language, the
warmth and hospitality of everybody | met.
It turned youthful adventure into a lifelong
project, a lifelong learning.

Kutluk: And kanun?

Stokes: | learned some baglama first,
actually. | had some great teachers and
mentors in Turkish folk music worlds,
Ibrahim Can amongst them; | also went to
Yavuz Top’s music centre (dernek), then
in Aksaray. | picked up the kanun as my
route into the classical music tradition,
learning from Tuncay Gilensoy. | have been
very lucky in my mentors here. | will have
disappointed all of them in attaining only
very modest levels of capability on these
instruments, but the truth is that | have
learned primarily in order to be able to
listen, and understand, better. As time has
gone on, and particulalry in the process of
making a musical life for myself in London
over the last decade or so, | discovered
that there were not many kanun players
around and that | could make myself quite
useful amongst the various communities of
makam-based music in this city - Turkish,

but also Greek, Egyptian, and so forth. So
that has kept me going. I’'m not a good
player but I’m good enough to accompany
talented singers, and that makes me happy.

Kutluk: Let’s talk about Republic of Love.
Your theoretical concerns are love and
intimacy, the global city and neoliberal
transformation.Shall we begin with cultural
intimacy?

Stokes: Cultural intimacy describes a way
of theorizing the social imaginary on the
small scale, with reference to love and the
couple. Such social imaginaries encode a
kind of democratic aspiration - love should
make both partners equal, or more equal.
But also it is the vehicle for certain kinds of
authoritariansm. The nation comes to be
understood, in these authoritarian systems,
to be modelled on the (imagined, nuclear)
family, the national economy modelled
on an (imagined) domestic budget. it is
a scalar imaginary, which is to say one
that takes the norms of social interaction
from one level and applies them to others
over greater (or lesser) scale. There’s a
certain politics at play in scaling up and
scaling down. But it is an ambivalent
technique, as Michael Herzfeld and others
have pointed out. In part because much
in contemporary cultural worlds (‘’global
cities’ for instance) disrupt these intimate
social imaginaries with their sheer size and
diversity. And in part because there is a
kind of social critique incipient in the act
of imagining social and political relations
in terms of love, a quite radical and
destabilising one. Song is where ideologies
of love take shape, and are transmitted
with a particular force, and thus where
key cultural struggles take place. This was
the idea at the heart of The Republic of
Love.

Kutluk: Inthisbook, theword ‘elitist’caught
my attention. | think | have never seen
before such a kind of classification. Secular
elitises, Kemalist elites, cultural elites,
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dominant republican elites, techno-
political elites and mercantile elites...
Stokes: | agree, it’s a vague term, and
we’ve already spoken about the difficulties
of defining ‘elites’ in the UK. It’s a matter
of perspective, to a certain extent; elites
are always ‘others’ in our present, pseudo-
democratic populist times.

Kutluk: | began the preface of my book In
Which Direction is Music Heading? Cultural
and Cognitive Studies in Turkey with these
words:

“How should a 30 year-old handle a mid-life crisis?
Mine was not difficult to overcome, but it left me
with new habits of making andlistening to music. My
changing musical preferences were actuallyreflecting
my changing identity. I was shocked when I played
Richard Marx’s “Now and Forever”. I told my friends
about this experience andrealized that they don’t
have such problems. It was becoming hard to listento
Mozart or the masters of the Romantic era, and I was
drifting far awayfrom Queen, but I couldn't explain
myself. This was the first time I found myself so close
to the problem ofcultural elitism. When I met people,
including academicians, who classifymusical genres
by their values, I thought of doing a study using some
kindof lie detector that can identify music genres
which are liked. Of course, Istill haven’t succeeded
because there is no software that can measuremusical
tastes!”

Did you feel such a problem in your life, |
mean that’s not a problem of course, but
some see it like that.

Stokes: My midlife crisis started in my
mid- teens and shows no signs of passing
forty years on! The pain of falling in and
out of love with music - like all falling in
and out of love - is intense, isn’t it? One
wants to imagine that one’s repertoire
of musical pleasures grows and grows as
one’s wisdom, experience and intelligence
grows, but things turn out differently.
| guess you just get out of the habit of
listening to certain things, and the skills -
skills of listening and taking pleasure - fall
away through non-use. | used to love jazz,
for instance; indeed, | used to play jazz
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bass, and knew the classic bebop albums by
heart. | stopped playing (because of some
trivial problem in my little finger) and then
stopped listening, and now feel a vague
sense of shame whenever, in conversation,
| try to muster the energy and enthusiasm
to join in a conversation about John
Coltrane or Sonny Rollins or Keith Jarret or
Chick Corea. They used to mean so much to
me, and now they don’t, and it’s not their
fault. For me that is saddening rather than
shocking, but | agree, one wonders just
how one can change so much. What we
really want is an algorithm that processes
musical dislikes rather than likes. It is what
we hate that defines us far more than
what we love, surely? I’m sure Spotify or
somebody else is working on some kind of
negative recommender system. | mean “if
you hated this, you’ll most certainly hate
X, y, or z”. We seem to find it easier to
talk about the music that fails to endorse
our sense of values, for example, Arabesk!,
and the problems that we associate with
such music, rather than what our musical
values actually are - which so often just go
without saying, or are assumed to do so.

Kutluk: Over the last years, | have a longing
for the past. It’s natural | know but mine is
diffrent maybe. When | read the book of
Furedi, Where Have All the Intellectuals
Gone, | feel an element of psycho-pleasure
in the recognition that we have some of
the same problems. When | talked with
Philip Tagg, he asked me somethingabout
their profile, a question mainly concerned
with Syrian migrants. | gave him some
information and asked him, how about the
UK? His answer is shocked me:we are worse
than you! And he meant it! Do you ever feel
the absence of intellectals?

Stokes: | compare the UK to France on this
matter. France has an extraordinary culture
of public intellectuals, and we don’t. We
envy them for this - the passionate and
intense nature of the public debates and
arguments - the rock-star status of the
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intellectuals themselves- all of which is
significantly absent from UK intellectual
culture. We compensate, you might say,
by being deeply francophile. To be a true
intellectual, for us, is to look, and sound,
French - no matter how much we might
acknowledge the importance of Germany,
Italy, the USA and Canada’s heavyweight
scholars and writers. You can see where
I’'m going with this, probably. We need
desperately need independent and critical
voices, we desperately need intellectual
icons to focus and mobilise, capable of
leading public conversation, of making
politics and culture vivid, meaningful
and alive. And | have no problem with
thinkers being glamorous and wealthy and
objects of public interest - why on earth
not? But what | think we need, far more
than public intellectuals on television
and in the newspapers, is, in my view:
functioning and durable and democratic
educational systems, principled politicians
to defend them, competent administrators
to run them, educated citizens prepared
to pay their taxes and fund them, devoted
teachers to staff them. I’d want both public
intellectuals and educators, of course, but
if | had to chose, for me the latter, every
time. And it’s the latter that | fear for.

Stokes: | thank you Firat.

Kutluk: Obviously the road is much longer!
Martin thank you very much for accepting
my invitation and for sparing your time.
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Ozet

“Dogu”nun “Bat1” tarafindan temsil edilmesinin yol actig1 iktidar iliskisine ilk dikkat cekenlerden biri
olan Said, Oryantalist soylemin toplumlar ve kilturler arasindaki esitsiz iliskileri nasil mesrulastirp
“Sark” susturdugunu basariyla gosterdi. Ancak “Sarklilar” uUretimine bizzat katilmazlarsa, bu
soylemin nasil mesruiyet ve hegemonya kazanacagini ve nasil kendine 6zgii sekiller alabilecegini
aciklamayi ihmal etti. Bati dis1 toplumlarin kendi “Dogu” ve “Bat1” imgelerini yaratarak kimliklerini
insa ettikleri bu 6znellik alaniniifade etmekicin, daha sonra “kendini Sarklilastirma”, “Garbiyatcilik”
veya“Oz-Oryantalizm” gibi kavramlar retildi. Tiirk modernlesmesi bu kavramlarla ifade edilmeye
uygun bir Tirk oryantalizmi soylemi yaratti. Turkiye’nin modernlesme siirecine onciiluk edenler
bir yandan bazi Oryantalist kliseleri icsellestirdiler, bir yandan da Batili Oryantalizmin Tirkler
hakkindaki onyargilarina karst miicadele ettiler. Bu iki tutumu uzlastirmak icin Turkliigiin Batiyla
uyumsuz, istenmeyen, “Sarkli” goriinen 6zelliklerinin yansitilacagi bir “ic 6teki” yarattilar. ideal
Tirk kimligini de bunun zidd1 olarak tanimladilar. Erken Cumhuriyet déneminde Tiirk miizigi Dogu-
Bati-Tirkliik licgeninde yeniden tanimlanirken Osmanli miizigi bir Sarkli 6teki olarak temsil edildi.
Bu miizige yonelik tutumlar zamanla yumusasa da, 1970’lerin sonundan itibaren bu kez Arabesk
miizik benzer bir soylemin hedefi oldu. Arabesk, ideal Tiirk kimliginin antitezi olarak tanimlandi
ve olumsuz bir Sark-Arap imgesiyle 6zdeslestirildi. Tiirk oryantalizminin Urettigi ikili karsitliklar
Arabesk tartismalarinda tim taraflarca farkli sekillerde yeniden uretildi ve halen de uretilmeye
devam ediyor. Bu makale, Erken Cumhuriyet donemi miizik tartismalariyla Arabesk tartismalarin
birbiriyle iliskilendirerek, Oryantalist kliselerin Tlrk miiziginin gercek macerasin1 anlamamizi nasil
zorlastirdigin1 gostermeyi amaclamaktadir.

Anahtar kelimeler
0z-oryantalizm, garbiyatcilik, arabesk, kemalist oryantalizm, tiirk miizigi

Giris

Tirkiye’de Arabesk miizigi iretenlerin
ve dinleyenlerin tanmimladigi Arabeskle,
entelektiiellerin ~ tanimladigi  Arabesk
arasinda carpici bir karsitlik vardir. Bunu
ilk fark eden yorumculardan biri olan
Martin Stokes Tirkiye’de Arabesk mizikle
ilgili iki alg1 arasinda kategorik bir ayrnim
yapmak gerektigini ileri siirer. Entelektiel
yorumcular Arabeski tarihsel, politik ve
sosyolojik acidan tanimlarlar ve Arabeskin

Arap etkisindeki bir melez kiiltur olusuna
ozel bir onem atfederler. Onlara gore
Arabesk devletin “sekiler ve Batili bir
gelecek ugruna islami ve Arap gecmisi
unutma cabalarinin karaya oturmasim”
temsil eder. “Dogulu” bir kimligin ifadesidir.
“Modernlesme ve kentlesme surecinin feci
sonuclarindan biri”dir. Bu miizigi sevenler
icinse Arabesk aski, gurbeti, ayrnligi, biylik
sehirdeki baz1 Umitsiz hayalleri temsil eder
(2000, 217). Onlar icin Arabesk her seyden

2091



Tiirk Oryantalizminin Arabesk tartismalarina etkisi: kendini Sarklilastirma, Garbiyat¢i fantezi ve

Arabesk miizik

once tutkuyla sevdikleri bir mizik turidur.
Bu miizigi sevenlerin,en azindan Arabeskin
ilk déneminde ona Dogu/Bati, islami/laik,
muhafazakar/sekiiler, Turk/gayri-Turk,
yerli/yerli olmayan gibi politik-ideolojik
ikili karsitliklar icinde bir anlam yukledikleri
soylenemez. Bu miizigi Sarklilastirarak ona
politik bir anlam yiikleyenler ve onu belli
ideolojik varsayimlara gore yorumlayanlar
entelektieller ve siyasi yorumculardir.
Once kiicimseyerek ve dislayarak,
cok sonralart da vyine politik riizgarin
etkisiyle yicelterek. Halbuki bu miizigi
dinleyenlerin tercihleri bu ikili ayrimlarin
hicbirine  indirgenemez. Bu migzigin
bizzat yaraticilan bile, zaman zaman
entelektiellerin bu miizige vyikledikleri
anlam1 kavramakta zorlanmistir. Bilhassa
Ferdi Tayfur gibi kendilerini entelektuel
ifade olanaklarindan yoksun hisseden
sanatcilar, Arabeske yoneltilen elestiri ve
suclamalara cevap vermek soyle dursun,
bunlarla ne denilmek istedigini bile
anlayamamstir. Ornegin Ferdi Tayfur 1980
yiinda Milliyet Sanat dergisinin Arabesk
dosyasi icin (yeni dizi, sayi: 9) gorusiine
basvuruldugunda, yaptigi miizigin nicin
Arap miizigi sayildigina veya Tiirk miizigini
nasil yozlastirdigina anlam veremedigini
soyler. Cocuklugunda kulaklar1 annesinin
agitlariyla  dolmustur, bir de Hint
filmlerinin muzikleri ilgin¢c gelmistir ona.
Sonra da baglamasin eline alip miizigini
yapmistir. Neyi bozdugunu, Araplardan ne
aldigim anlayamamaktadir. Yine de “Biiylk
ustatlarimiz  oyle diyorsa tartismaya
kiltirim yetmez” diye alttan almayi da
ihmal etmez. Nitekim Martin Stokes bu
donemde vyirittliigli saha arastirmasinda
insanlarn Arabesk hakkinda konusturmakta
cok zorlandigim soyler. Ciinkii Arabeskle
ilgili olumlu seyler soyleyecek bir dil yoktur,
konustugu kisiler arasinda Arabeskin tek
dile getirilis bicimi Tirk degerlerine bir
tehdit olusturuyor olmasidir (2012: 185).
Bu miizigin dinleyicileriyse cogunlukla
bu tip yorumlarla ilgilenmez bile. Murat
Belge’nin deyisiyle (2011: 343) kitlelerin
“Batililasmaci elitlere kizip benimsedigi”

bir miizik degildir Arabesk, gercekten
sevdikleri ve kendilerini ifade ettigine
inandiklan icin yoneldikleri bir muiziktir.

Dolayisiyla “Araplik” veya “Sarkhilik”,
esasen bu miizigi icra edenlerin veya
dinleyenlerin  benimsedigi  bir  kimlik
degildir, onlara disaridan atfedilen bir
ozellik, hatta bir damgalama seklidir.
Arabesk tartismasinda basvurulan
tanimlama ve siniflandirmalar, genellikle
ampirik incelemelerden ziyade ideolojik
varsayimlara dayanir. Bu miizigin melodik
ve vyapisal unsurlariyla iliskili olmasi
gereken Arap taklidi olma suclamasi bile,
miizikolojikincelemelerledile getirilmemis,
Oryantalist soylemin kliselesmis Arap/Sark
imgesiyle iliskilendirilmistir. Turkiye onemli
bir Arap niifusu barindirmaktadir ve Arap
dinyasiyla cok uzun zamandir komsudur.
Dolayisiyla bu miizik iddia edildigi gibi Arap
mizigi olsayd1 bile Tiirkiye’nin popiiler
miuizikleri arasinda bir yer edinmesi gayet
dogal olurdu. Ancak Arabeskin ulastig
yayginlik derecesini diisiindiiglimiizde, bu
mizigin tercih edilmesinde Tirkiye’nin
Arap nufusunun veya Arap etkisinin birinci
dereceden etkili oldugunu diisinmek
mimkin degildir.  Uzun willar devlet
tarafindan desteklenmemesine ve kiltirel
mesruiyetten yoksun birakilmasina ragmen,
bu kadar tutulabilmesi icin Arabeskin en
azindan Turk muzik kulturinun bazi temel
unsurlarina dayaniyor olmasi gerekir. Ancak
Arabeske iliskin ilk donem tartismalarinda
bu iliskinin 1srarla reddedildigini, hatta
incelenmeye bile deger bulunmadigim
goriiriz. Oyle ki Arabeskin entelektiiel
yorumcularinin ve miuzik otoritelerinin
onemli bir kismi, onu bir muzik olarak
gormeyi bile reddetmislerdir. Ornegin
Onder Senyapili bir miizik ansiklopedisinin
“Arabesk” maddesinde bu turd bir muzik
olarak ele almayacagini pesinen belirtir: “Bu
ansiklopedide... Arabeske toplum bilimleri
acisindan bakilmis ve muzikle ilgisi buna
gore degerlendirilmistir.” (1985: 79, akt.
Ozbek, 2010, 16). Arabesk bir ansiklopedi
maddesinde bile sanki bir polemik
yazisindaymis  gibi “yabancilasmanin
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miizigi” olarak tanimlanmaktadir.

Milliyet Sanat dergisinin 1 Ekim 1980 tarihli
9. sayisinda, Turkiye’nin mizik kamuoyunu
olusturan genis bir kesimin goruslerinin
kaydedildigi “Arabesk Olay1” baslikli dosya
muzik otoritelerinin Arabeske bakisini
gormek icin iyi bir belgedir. Ornegin Cemal
Resit Rey, Turkiye’nin en cok dinlenen muizik
tird olan Arabesk hakkindaki goruslerinin
sorulmasi Uzerine “Boyle sacma sapan bir
soruya cevap vermeyi” ofkeyle reddeder.
Schumann’in Arabesque tarzindaki besteleri
sorulsa belki cevap verebilecegini soyler,
ama bizdeki Arabesk denen “sacmaligin”
o “gercek Arabesk”le ne ilgisi olabilir?
Aynm dosyada fikrine basvurulan Nevzat
Atlig’a gore Arabesk Tirk miizigiyle, eski
mizigimizle, folklorumuzla hicbir alakasi
olmayan uydurulmus bir muziktir ve bu
uydurma mizik ylzinden ciddi miuzik
tehdit altindadir. ilhan Usmanbas’a gére
Arabesk “cevre kirliligi”nden baska bir sey
degildir. Vedat Nedim Tor’e goreyse “zevk
soysuzlugudur, insan1 insanliktan cikaran
bir muzik”tir.

Kimse Arabeski bir miizik olarak incelemeye
tenezziil etmedigi icin Stokes’un deyisiyle
(2012, 147) “Turkiye’deki Arabesk elestirisi
icin ana cerceveyi sosyoloji saglar.” Ama
bu elestirilerin cogu, gercek sosyolojik
analizlere dayanmaz, genellikle belli
ideolojik varsayimlara sosyolojik kavramlar
kullanarak mesruiyet kazandirmayi
amaclar. Az sayida sosyologun disinda,
Arabesk Uzerine Uretilen soylemlerin cogu,
sosyolog olmayan entelektieller tarafindan
uretilmis sosyolojik gorinumli ideolojik
damgalamalardir. Bilhassa populer mizik
alaninda “kotu muzik” olarak damgalanan
muzik tdrlerinin  sosyolojik gorunimlu
aciklamalarla  dislanmaya  calisilmasi,
aslinda Tirkiye’ye 6zgii degildir. Ornegin
daha cok Avrupa ve Amerika’daki ornekler
uzerinden hareket eden Simon Frith “kotu
miizik” yargisinda degerlendirme élcitiiniin
cogu zaman miizikolojik degil “sosyolojik”
oldugunu soyler. Yani elestirilen aslinda
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belli muziksel unsurlardan cok, kotu bir
uretim sekli (kapitalizm) veya kotu bir
davranistir (seks, siddet vs. ) ancak bir yer
degistirmeyle bu yargi miizigin kendisine
yansitilir (Frith, 2004, 15). Turkiye’de de
Arabesk, “Tirk ruhunun olumsuz, oziinde
Dogulu bir yoninin... hizli ve plansiz
gelismeden kaynaklanan sorunlarin... Dogu
edilgenliginin, kotiimserliginin zamansiz bir
ifadesi” olarak gorilmustur (Stokes, 2012,
145-147).  Nitekim Senyapili’nin miuzik
ansiklopedisinde Arabesk icin ongordigi
sifatlarin, “Dogu motifli” ve “kuralsiz”
olmasi disinda (ki burada da ideolojik bir
ima vardir) neredeyse hicbiri miizige iliskin
degildir: Arabesk “soz agirlikli”, “kentli
kilturine sirt cevirmeye, dusmanlik
beslemeye” baslayan nifusun “bu uyum
kuramama olgusunu dile getirmek,
haykirmak, bosaltmak... gereksinimini”
saglayan bir “yigin  kilturi”, “kisisel
duzeyde hastalikli bir geri cekilme, ice
donme, toplumsal uzaklasma gibi olumsuz
davranislar isleyen”, “kaderci bir aglama

kalturd” olarak tammlanmistir  (akt.
Ozbek, 2010,18).
Bunlarin  bir kismi  Batidaki popiler

kiltur elestirilerini hatirlatir ve ardinda
belli simfsal onyargilar vardir.  Ancak
burada Batidaki muhafazakar elitistlerin
elestirilerinde oldugu gibi salt sinifsal bir
kiiciimseme s6z konusu degildir. Kendini
yuksek kulturin muhafizi olarak goren bir
Batili muhafazakar elitist, popiiler kiltiri
ne kadar elestirse de, onu kendi toplumuna
yabanci, “disaridan” gelmis bir kultur
olarak gormez. Nihayetinde, onun goziinde
bu “yoz kultur” olsa olsa yuksek kulturu
bozan ayaktakiminin bayagi kiltiridir.
Turkiye’de ise Araplikla o0Ozdeslestirilen
Arabesk mizik, disaridan gelmis “yabanc1”
bir unsur olarak gorulmus ve ideal Tirk
kilturinin antitezi olarak tanmimlanmistir.
Buna gore Arabesk muzik Turk kilturuyle
hicbir ilgisi olmayan, adeta dagdan gelip
bagdakini kovan bir diismandir. Fazil Say’a
birkac yil once “Arabesk dinlemek vatan
hainligidir” dedirten iste bu perspektifti.
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Hatirlanacag lzere, Fazil Say kendi sosyal
medya hesabindaki ofkeli aciklamalarinda
ve akabinde verdigi cesitli roportajlarda
“Ortadogu isi”, “Uclincli siif”, “felsefi
olarak bir yilisikligi ve tembelligi temsil

eden” bir mizik olarak tammladig
Arabeskin  “aydinligin, cagdashigin ve
sanatciigin  sirtina  kilfet” oldugunu,

“Turk halkinin  Arabesk yavsakligindan
utandigim”, hatta “Arabesk dinleyenin
vatan haini” oldugunu ifade etmisti.” Bu
sozlerdeki duygusal ton ve asirnlik bir yana
birakildiginda, Hanioglu’nun da tespit
ettigi gibi(2012), burada aslinda cok
eskiye dayanan bir zihniyet kalibinin, Tirk
oryantalizminin Sark’a ve Tirk kimligine
iliskin temel soyleminin tekrarlandigi
gorulmektedir. Cuinkl bu sadece elitist bir
sanatcinin, bir yuksek kultur yaraticist ve
icracisinin popdler kiltire kars1 onyargisini
yansitsaydi, Batidan Tirkiye’'ye giren
sayisiz popiler miizik tirli de pekala bu
ofkenin hedefi olabilirdi. Mesela “hafif
Bat1i miizigi” denilen tiriin en bayagi
orneklerinin bile, bu cevre tarafindan
benzer bir tepkiyle karsilasmadigin
biliyoruz. Halbuki Arabeskin “kotlu muzik”
olarak kodlanmasinda onun “Ortadogu isi”
olusuna oncelikli bir onem verilmistir.

ilginc olan, bilhassa Cumhuriyet’in
ilk yillarindaki alaturka-alafranga
tartismasinda Arabeskcilerle benzer bir
muameleye maruz kalmis olan alaturka
camiasinin da bir zamanlar kendisine
yoneltilen suclamalarin hemen hemen
aynisint  Arabeske yoneltmis olmasidir.
Gercekten de Arabeski ideal Tiirk kimliginin
antitezi olan bir Sarklii Oteki olarak
tanimlayan ve onu Sarkla iliskilendirilen
cesitli sifatlarla (uyusukluk, kadercilik,
aglama ve inleme, yasam sevgisinden
yoksunluk vs.) ozdeslestiren soylemler,
aslinda Cumhuriyet’in ilk yillarinda klasik
Tirk mizigine kars1 Uretilen soylemlerin
neredeyse harfiyen yeniden uretilmesine
dayanir. Buna karsin, sanat miizigi camiasi
da tipki halk miizigi camiasi gibi Arabeski
Turk muzik kultirinin disinda, yabanci

ve dusman bir unsur olarak gormustur.
Kisacas1 Arabesk, daha once catisan
taraflarin (Baticilar, klasik Tirk miizigi ve
halk miizigi cevresi) sozciilerini kendisine
kars1 birlestirmeyi basarmistir. Ne var ki
Arabeske karsi1 kurulan bu genis entelektiiel
koalisyonun ideolojik kabulleriyle gercekler
arasinda ciddi bir catisma vardir. Zira
Arabesk, bir anda Turkiye’nin en yaygin
olarak dinlenen muzik tiiri haline gelmistir.
Dolayisiyla Arabeske yonelik olarak her
kesimden entelektiielin gelistirdigi bu
dismanca soylem, adeta bir topyekiin
kendini Sarklilastirma (Oz-Oryantalizm)
sekline donusmustdr.

icinde Tirk miizig@ine ve Bati1 miizigine ait
bircok unsur yer almasina karsin “Sarkhi”
veya “Arap” olarak damgalanan bu miizigin
Tirkiye’deki yayginligi, baslangicta gelip
gecici bir rlizgar olarak gorilmistii. Bir
tirli gecmeyince, bir sure sonra yokmus
gibi davranildi. Genis kitlelerin begenisinin
bu sekilde yok sayilmasi, kulturelci ikilikler
uzerinden politika yapmayr benimseyen
poplilist sag siyasetin de isine geldi ve
bu sefer, tersinden bir ozculikle Arabesk
miuzik, vyerlilikle ve kimi zaman olumlu
anlamda “Dogulu” ve “islami” kimlikle
iliskilendirilip yuceltildi. Boylelikle Arabesk
mizige ideolojik amaclarla yiiklenen
anlamlar katilastinlmis oldu. Bu kiilturelci,
ozcli yliceltme, Arabeskin Tirkiye’nin resmi
kilturinin merkezine yerlesirken bile,
yaniltici bir sekilde, merkezdeki hegemonik
elite karst cevredeki “Dogulu” halk
gliclerinin temsilcisi olarak resmedilmesine
imkan sagladi. Bu ise Arif Dirlik’in isaret
ettigi gibi, toplumdaki ekonomik-sosyal
esitsizlikleri yok sayarak, bunlari Dogu-Bati,
yerli/yerli olmayan ikiliklerinin yedegine
alan, toplumu homojenlestiren ve kendi
iktidar tasarimina meydan okuyan her
unsuru “yabanci giic” olarak damgalayan bir
iktidar stratejisine hizmet etti. Bu acidan,
her ne kadar bugiin Arabesk tartismasinin
cercevesi degismis olsa da, bugiiniin yeni
kilturelci iktidar stratejilerini mumkun
kilan, duntin Turk Oryantalizmiydi.
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Kendini Sarklilastirma, Garbiyat¢1 Fantezi
ve Tiirk Oryantalizmi

Bilindigi gibi Oryantalizm (Sarkiyatcilik),
Edward Said’e kadar Batinin Dogu hakkinda
bilgi edinme cabalarim ve bu cabalar
sonucunda ortaya c¢ikan bilgi yiginim
ifade eden bir kavramdi. Elbette ki
Oryantalistlerin calismalari ayn1 zamanda
“Dogu”nun  “Bat1” tarafindan temsil
edilmesini de iceriyordu, ancak bu temsilin
yol actigr iktidar iliskisine bilhassa dikkat
ceken Said oldu. Daha da onemlisi Edward
Said “temsilin, nesnesini yansitmaktan
ziyade ona mevcudiyet kazandirdigin1 6ne
siiren bir disiince gelenegine dayanarak”
(Mollaer, 2019, 145)  gunumuzdeki
anlamiyla “Dogu”nun “Bat1” tarafindan
kurgulanmis oldugunu ileri siirdii. Bat,
urettigi bu hayali Dogu imgesinin aynasinda
kendini tammladi.  Butin insanlik icin
ideal oOzellikleri kendisinin temsil ettigini
varsayarak, Dogu toplumlarim bu “ideal”
ozelliklerden yoksun oluslanyla, olumsuz
bir sekilde tarif etti. Bu imgenin insa
edilmesinde de cesitli ikili karsitliklardan

faydalandi. Mesela Batiy1 akil, ozgurluk,
ilerleme, degisim, rasyonel diisiinme
yetenegi, bilim, dinamizm, caliskanlik,

demokrasi, hosgoru ve benzeri olumlu ve
Ustlin degerlerle oOzdeslestirirken, Dogu
toplumlarini irrasyonellikle, duygusallikla,
dinamizmden ve ilerleme kabiliyetinden
yoksun bir duraganlik ve tembellikle,
zorbalikla ve zorbaliga itaat kiiltlriyle,
kadercilikle ozdeslestirdi.

Arif  Dirlik (2005, 164) Oryantalist
epistemolojinin bir kiltlrelci ozciiliige
dayandigini tespit eder. “Hem mekansal
hem de zamansal olarak homojenlestiricidir.
Mekansal olarak... Sarkli damgasi yiyen
Asyali toplumlarin arasindaki farkliliklan
yok sayar. Zamansal olarak da... zamana
bagh olarak uretilen ve yeniden dretilen
yasamsal bir deneyim olan kulturin
yerine zaman dis1 bir kultiirel 6z koyar.
Kiltirelcilik, diger bir deyisle, toplumsallik
ve tarih disi... bir kultur kavramina yol
acar.” Edward Said bu kiiltiirel 6zciliigiin
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tahakkiim kurucu ozelligini ifsa etmekte
cok basarli olmakla birlikte, kanitlamaya
calistigi temel hipotezlerinden birinde
onemli bir aksaklik goze carpar. Sark
temsillerinin Sarklilar1 nasil sessizlige itip,
onlarin kendilerini temsil etme olanaklarim
nasil ellerinden aldigim ispat etmeye
calisan Said, Sarklilar uretimine bizzat
katilmazlarsa, bu soylemin nasil mesruiyet
ve hegemonya kazanacagini aciklamakta
zorlanir. Dirlik’in deyisiyle (2005, 182)
“Sarkiyatciigin ~ mesruiyet  kazanmasi
icin Sarklilarin katilimina ihtiya¢c vardir.”
Bu vylizden de “Sarkiyatciigi Avrupa
modernliginin kendi basina yarattigr bir
urin olarak gormek yerine, Avrupalilarin
Avrupali olmayanlarla karsilastigl... temas
bolgelerinin bir uriind olarak gormek daha
mantiklidir. ” Edward Said bir yandan Sark’in
Oryantalistler tarafindan olusturulmus bir
fantezi oldugunu, bir yandan da yanlis
temsil edildigini soyler. Bu bir acmazdir.
Ahiska (2005, 98) “Oteki” 6zne tarafindan
kurulan negatif bir onermeyse (Ozne
olmayan) Oteki’nin kendi tarihinden ve
oznelliginden soz edilemeyecegini, bu
esitsiz iliskide “Dogu”nun bir yokluktan
oteye gidemeyecegini soyler. “Ancak Dogu
yalnizca Batii 0zne tarafindan temsil
edilmez.” Oteki konumunu doldurup kendisi
de konusmaya baslar. Budaona biralan acar.
Nitekim Said’in Oryantalizmi elestirirken,
farkinda olmadan “Dogu”yu susturdugunu
ileri suren elestirilere hak veren Stokes
(2000, 214-215), Oryantalizmin “Dogulu”
otekilerinin de aslinda somurgeci temsilleri
bizzat yeniden durettiklerini, onlarn kendi
yerel iktidar miicadelelerine hizmet edecek
sekilde saptirdiklarini, bu temsillere uyum
veya direnc gosterdiklerini, nuanslar
yarattiklarin1 ve bunlara orijinal halleriyle
pek ilgisi kalmayan yeni seyler eklediklerini
soyler.

Ahiska Dogululuktan kacma ve Batili olma
seriivenini yansitan bu oOznellik alanin
Garbiyatcilik olarak tamimlar. Garbiyatci
ozne, kendi icindeki baska otekileri
susturarak, Batiiigt ve Dogululugu bu
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siirecte yeniden dretir. Kisacast “Dogu”
toplumlarinda kendi Bati ve Dogu imgelerini
olusturan bir oznellik alam s6z konusudur.
Dirlik’e gore (2005, 168-9 ve 1975)
‘Sarklilar’’ Avrupali soylemin nesneleri
olarak degil de, bu soylemin ortaya
cikisinda faal rol oynayan kimseler olarak
resme kattigimizda “Batililasmis Cin”den
ziyade “Cinlilesmis Bati dusincesi”’nden
soz etmeye baslamis oluruz. Batililasmis
milliyetci o6zne “ulusal topraklar boyunca
tim farklarm homojenlestirip gecmisteki
farkli zamansalliklar siler” ve “bu islem

sirasinda, bir takim ozellikler ulusun
simgesi haline getirilirken, ulusal ben-
imgesiyle tutarsizhk arz eden diger

ozellikler, disaridan zorla iceri sokulduklan
gerekcesiyle silip supurulir.” Dolayisiyla
Bat1 dis1 diinyada Bat1 ve Dogu imgelerinin
duzenlenmesi, milli kimlik insasiyla
yakindan iliskilidir. Bu karmasik oznellik
alam Batililasmis elitin, zaman zaman
Batiyla nasil sert bir sekilde kars1 karsiya
gelebildigini de aciklar. Ornegin Dirlik’in
(2005, 185) “kendi kendini Sarklastirma”
olarak tammladig Oryantalizmi
icsellestirme siireci, “Bati egemenligine
karsiseferberlikamacina da hizmet edebilir,
ancak bunu yaparken Oryantalizmin tarihsel
varsayimlarint  icsellestirerek  Batinin
ideolojik hegemonyasini da pekistirir. Aym
zamanda ulusun icindeki farkliliklar yok
ederek icsel hegemonyanin ekmegine yag
surer.”

Dolayisiyla kendini Sarklilastirma ayni
zamanda bir iktidar stratejisidir. Bu iki
sekilde olur. Birincisi Avrupamerkezci ve
Oryantalist soylemde “Batiyla Bati disi
toplumlar arasinda varsayilan zamansal
hiyerarsi (Avrupa ileri, digerleri geri)”, lilke
icine yansitilarak, “Batililasmis elitle henuz
Batililasmamis olan toplum” arasinda
kurulur. “Batienileridedir, yerli Batililasmis
elit onun gerisinde, heniiz Batiilasmamis
olan toplum da en geride. Bu zamansal
ve zihinsel hiyerarsi” kacinilmaz olarak bir
siyasi hiyerarsi dogurur. “Tasiyic1 elitler,
erken Batililasmis bir toplumsal-siyasal

grup olarak, kendi toplumlarindaki ‘henuz
Batililasmamis’ veya Batililasmaya direnen
unsurlarn oryantalist soylem cercevesinde
otekilestirirler. Oteki imgesini insa ederken
ayn1 zamanda kendi ayricalikli konumlarini
da mesrulastirmis olurlar. Batili ve Dogulu
degerler arasinda bir degerler hiyerarsisi
tesis eden Oz-Oryantalist ©zne, Batili
degerleri bir ideoloji olarak kullanarak
kendi otoritesini saglamlastirir. Bu ideoloji
cercevesinde farkliliklan yok ederek Batili
degerlerle uyumlu, homojenlestirici bir
milli kimlik yaratmaya calisir (Bezci ve
Cifci, 2012 ve Ayas, 2018: 181-185). Bunun
ikinci versiyonuysa tam tersi bir yonelime
sahiptir. Bu sefer kendini Sarklilastiran
yonetici elit, kendisinin en yiksek dizeyde
temsil ettigi ve milletle biitiinlesmesinin
bir ifadesi olarak gordigi “Sarkli”
unsurlara olumlu degerler (mesela yerlilik)
atfeder, toplum icindeki ekonomik-sosyal
ayrimlart yok sayarak bu “Sarkli” degerler
uzerinden toplumu homojenlestirir. Kendi
ayricalikli konumuna meydan okuyan her
tavrn da “bu topraklara yabanci1”, milletin
birligini zedeleyen “Batili” bir unsur olarak
damgalar. Ornegin ChenXiamoei (1995) bu
noktada Cin orneginden hareket ederek
“icerideki siyasi baskiy1 temellendirmek
amaciyla Bat1  temsillerini  kullanan
resmi Garbiyatcilik” ile “baskiya direnisi
mesrulastirmaya hizmet eden resmi
olmayan Garbiyatciligi” birbirinden ayirir
(Dirlik, 2005:179-180).

Ahiska’min  Garbiyat¢1 fantezi, Dirlik’in
kendini Sarklilastirma olarak tanimladig
bu oznellik alanini, her ikisinin farkl
vurgularim birlikte iceren Oz-Oryantalizm
(Self-Orientalism) kavramiyla (Bezci
ve Cifci, 2012) karsilayabiliriz. 0z-
Oryantalizm temas bolgelerindeki Batic
elitin kendi toplumunun degerlerinden
sliphe etmesiyle baslar. Yeni benimsedigi
degerleri mesrulastirma ihtiyac1 hisseden
modernlesmeci elit, icinden ¢cikmis oldugu
toplumun bircok degerini, geri kalmis,
islevini yitirmis, ise yaramaz, hatta
tedavi kabul etmez derecede hastalikh
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olarak damgalar. Ancak bir yandan da bu
imgenin kaynag1 olan Batili rakipleriyle
bir gerilim ve catisma icindedir. Turkiye
gibi llkelerde Batililasma cogunlukla Bati
emperyalizminin tehdidine kars1 devleti
glclendirme amaciyla ortaya cikmistir,
dolayisiyla bu  sirecin  Batililasmac
elit arasinda Batiya kars1 bir biz bilinci
yaratmasi kacinilmazdir. Hem modeli hem
de “Oteki”si olan Batinin bulanik aynasinda
kimligini kaybetmekten korkan Batici elit,
kendi icinde bir “Sarkli ic oteki” yaratarak,
ulusal kimligin istenmeyen unsurlarini
buraya yansitir ve “Sarkli kir”lerinden
arinmis saf bir etnik kimlik insa etmeye
cabalar.  Boylelikle Batili oryantalizmin
yerli kultur hakkindaki onyargilari bu
“Sarkli ic oteki”ye yansitilarak, Bati
karsisinda milli kimligin serefi kurtarilmis
olur. Batililasmaya cogu zaman neden
milliyetci bir soylemin eslik ettigini anlamak
istiyorsak buraya bakmamiz gerekir.

Cumbhuriyet modernlesmesinde milli kimlik

kurgusundan ihrac edilmesi planlanan
“Sarkli”  unsurlarin  gonderildigi  yer
cogunlukla Osmanli gecmisidir, zaman

zaman Ustii ortiili bicimde islam’dir ama
her zaman Arap dunyasidir. Cunki ayni
anda Batili ve Turkli olma formuliinu
hayata gecirmenin  yolu, Turklugin
istenmeyen ozelliklerinin yansitilacagi bir
Ucuinct ayna bulmaktir. Bu Uclnci ayna
hem Batililigin hem de Tirkligiin antitezi
olarak tamimlanmalidir ki, ona bakarak,
kendimizi onun tam ziddinda, hem
Batii hem Turk olarak hayal edebilelim.
Dolayisiyla Cumhuriyet modernlesmesinde
Batililasmakla Turklesmek birbirini
tamamlayan unsurlardir ve her ikisinin
de oOzunde  Sarklilktan  kurtulmak
vardir. Sarklililk da cogu zaman Araplikla
ozdeslestirilmistir. Bunun en ozlu ifadesini
Nadir Nadi’ninyerinde birifadeyle “devletin
basyazan” olarak tammladigi Falih Rifki
Atay’in sozlerinde buluruz. Batililasma
sirecinde  “ilk defa  Tirkluglimize
kavustuk” diyen Atay’a gore (1969, 446)
“Garplilasmak ayn1 zamanda Araplasmaktan
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kurtulmak, Turklesmek demektir.” Baska
bir yerde ise Latin harflerine gecisi “Turk
kafasini Arap kafasindan kurtarma devrimi”
olarak adlandirnr (Atay, 2012,189) Zaten
Atay Turk derken Batili Turk’u kasteder:
“Tiirk Cumhuriyeti, Osmanli imparatorlugu
kuramlarin1 ve yasalarini, ‘Turk demek,
Batii Turk demektir’ ilkesine gore
temizleyip yeniden dizenlemistir”(Alp,
2001, 19). Alfabeden miizige, kiyafetten
sapkaya, Batili kilturel unsurlarin her
biri zamanla Turklestirilmis, makbul
vatandastigin ve Tirklugiin  ayrilmaz
ozelikleri  olarak gorulmustur.  Tipki
Dirlik’in Cin icin soyledigi gibi “Batililasan
Turkiye”den cok, belki de “Turklestirilen
Bat1”dan s6z etmek daha dogru olur.
Zira Batidan alinan her kultirel unsur
Turklestirilerek milli kulturin bir parcasi
haline getirilmeye calisilmistir.

Kemalistler “Batii olam Turk olana
donustururken misyoner heyecanlar
tasirlar” (Yildiz, 2010, 116). Turkiye’nin

miuizik reformlarinda da onemli bir etkisi
olan meshur Sarayburnu Nutku’nda veya
sapka konusmalarinda bunu apacik bir
sekilde gormek mumkundir.  Ataturk’in
meshur Sarayburnu konusmasi, hem Harf
inkilab’’m baslatan konusmadir, hem de
Musiki inkilabi’nin habercisi olmustur. Her
iki inkilap da, yiizlerce yildir kullanmilmakta
olan kultirel unsurlarin terk edilerek
yerine Batili muadillerinin alinmas1 fikri
tizerine kuruludur. Harf inkilab1 bin yildir
kullanilmakta olan Arap alfabesi yerine
Latin alfabesinin, Musiki inkilab1 ise yine
bin yildir icra edilmekte ve dinlenmekte
olan makama dayali miizik yerine tonal,
senfonik miizigin benimsenmesi olarak
ozetlenebilir  Buna  karsin  Ataturk
Sarayburnu’nda Latin harflerini “hakiki
Turk vyazis1” olarak tanimlarken Bati
mizigini de “Turk’ln fitratina daha uygun”
bir miizik olarak resmeder. Tipki sapka
konusmalarinda  Turklerin  kiyafetinin
Tirk’e yakismadigim vurgulamasi gibi,
burada da Sark miziginin ve yazisinin
Tirkluglin oziine uygun olmadigini ima
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eder. Bir caz toplulugunun yan sira,
Eyup Musiki Cemiyeti’nin ve Muniretu’l
Mehdiye’nin konserleri dinlendikten sonra
yapilan konusmaya bizzat sahit olan
Atay’a gore (1969, 442), Sarayburnu’nda
“Ataturk millete iki sey sOylemistir: Yazin
Arap yazisi degildir. Musikin bu sahnedeki
musiki  degildir.” Peki, Tirk vyazisi
hangisidir oyleyse? Bunu da bir anekdotla
anlatir Atay. Atatiurk Sarayburnu’nda
konusmasini Latin harfleriyle kaleme alir,
kalabaliktan bir genci cagirp okutmak
ister, genc okuyamayinca da soyle der: “Bu
arkadasimiz hakiki Tiirk yazisin1 bilmedigi
icin sasirmistir.” Zira Ataturk’e gore hakiki
Turk yazisi Latin yazisidir.

“Tirk demek Batili Tirk demek” olduguna
gore, sadece Batiyla uyumlu olan veya
uyumlu oldugu farz edilen unsurlar Tirk
olmaya lay1ik demektir. Olmayanlarsa zaman
zaman bir utanc kaynagi olarak goriiliir. Bu
acidan, Fazil Say’in Arabeskten utanmasi,
bir Turk olarak onu kendi toplumuna
yakistiramamasinin  bir ifadesidir.  Milli
gururu onarmanin yolu, “Batili gozler
altinda” bizi utandirmayacak bir Turkiye
yaratmaktir. Buna ne kadar o©nem
verildigini gormek icin, Avrupa kamuoyuna
Batili bir Turkiye resmi sunmak amaciyla
1933-1949 arasinda Turkiye Cumhuriyeti
Matbuat Umum Midirligli tarafindan
49 say1 cikanlan La Turquie Kemaliste
adli  propaganda dergisini incelemek
yeterlidir. Devrin en ileri yayincilik ve
fotograf teknikleri kullamlarak hazirlanan
dergide, sadece Tirkiye’nin Batili oldugu
varsayilan resimlerine yer verilmis, bu
imaja zarar verebilecegi diisliniilen her sey
Batili gozlerden saklanmistir. Yalmz burada
paradoksal bir duruma da isaret etmek
gerekir. Bu ideal Turk imgesi yaratilirken,
onemli olan Batili gozlerin gercekten bizi
nasil gordigu degil, bizim onlarin bizi
nasil gordigini disiindliigiimiizdii.  Bu
durumu aciklamak icin Ahiska Zizek’e
basvurur. Zizek’e gore ‘ben’ baskalarinin...
beni nasil gordiigini  diistindiigimdyir.
Bu anlamda “Turkluk Batinin ‘biz’i

nasil  gordugiini  dustinduglimizdiir...
Bu ozdeslesmede bilmemek islevseldir;
aslinda Tirk kimliginin ne oldugunun ve
Batimin Tirk’e nasil baktiginin bir tirld
tam olarak bilinememesi... modernlesme,
Batililasma uzerine konusan, yazan butun
seckinlere ve aydinlara Tirk kimligini
yeniden ve yeniden tarifleme, bunun
uzerine konusma/yazma imkan1 vermistir”
(Ahiska, 2005, 84). Bu Garbiyatc1 fanteziyi
uretenler bazen bizzat Batili gozlemcilerin
kendisiyle kars1 karsiya da gelebilirler.
Mesela Orhan Pamuk’un da tespit ettigi gibi
(2003, 228-9), Batili gezginler istanbul’da
genellikle Batii olmayan, “egzotik”
seyleri goriip yazmay1 severler, halbuki
onlarin sevdigi seyler, sehre hakim olmak
isteyen Batililasmaci hareket icin uzun
yillar bir utanc kaynagi olmustur. Asagilik
duygusu, ille de Batilinin tahakkiim kurucu
bakisindan kaynaklanmak zorunda degildir.
Boyle bir bakisin varsayilmasi yeterlidir.
Bu ugurda ask ve nefret birbirine girebilir.
Ofke nesneleri birden ziddina déniiserek
bir asagiik duygusu ve utanca, bu da
ozlenen esit iliskiyi kurmak icin bu
nesnelerin benimsenmesine yol acabilir.
Falih Rifki Atay, Batis Yillari’'nda (2012,
32) “puttan sonra gavurlugun baslica
alameti” olmasina karsin Mduslumanlarin
Osmanli’nin son doneminde sapka oniinde
bir asagilik duygusuna kapildigim ve bu
eziklikten ancak Sapka inkilab1 sonucunda
kurtulabildiklerini soyler. Baska bir deyisle
kendilerini  Batililarla esit konumda
gorebilmek icin, onlar tarafindan Sarkli gibi
gorunmediklerinden emin olmak isterler.
Bu anlamda, Turkleri emperyalist Bati
karsisinda utandiran “Sarkli” unsurlardan
arindirmayi amaclayan Batililasma
hareketi, bir milli gururu onarma
stratejisine donusmustur.

“Bat1” dis1 toplumlarin yerli oryantalistleri
icin her zaman, ulusun istenmeyen
ozelliklerinin yansitilacagi daha doguda
bir “Oteki” bulmak mumkiindir. Nasil ki,
kendileri de Batili oryantalizm tarafindan
Sarklilastinlan (Todorova, 2003) Balkanlarin
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yeni ulus-devletleri icin, kendi iclerindeki
bu “Sarkli oteki” Osmanli gecmisi veya
Turkliukse, Turkler icin de Araplardir.
Baz1 Yunanlar nasil ki rembetiko mizigini
Sarkla ve  Turklukle iliskilendirerek
yasaklamislarsa, onlarin  Turkiye’deki
ideolojik akrabalarn da Osmanli miizigini
ve bilhassa Arabeski Sarkla ve Araplikla
iliskilendirerek dislamislardir. Cumhuriyet
doneminde “Arap kimligi, eski kimligin
uzantis1 olarak guncellestirilip, dissal bir
Oteki imgesi islevini gérmiistiir” (Bora,
2003, 42).

Donemin Batici aydinlan bir yandan yeni
Tirkiye’nin Arapsizlasmis olarak dogusuna
sukrederler, bir yandan da Araplari ihanetle
suclarlar. Makbul olan ve 0zlenen sey sayet
Arapsiz bir Turkiye ise Araplarin neye
ihanet etmis oldugunu anlamak giictir.
Cumhuriyet’in uluslararas1 hukuk alaninda
yasadigiilk toprak sorunlarinda Arap cemaat
liderlerinin Batiyla isbirligi egiliminde
olmasi, diinya savasindaki “Arap ihaneti”
temasinin diri tutulmasina yardim etmistir.
Ancak burada da esas tepki Bora’nin tespit
ettigi gibi Batili “efendilere” degil onlarin
Arap “usaklarina” yonelmektedir (Bora,
2003, 43).

Nitekim Orhan Kologlu (1999, 255),
kabahati Araplarda bulmakla birlikte,
Cumhuriyet’in ilk yillarinda “Bir zamanlar
en blyuk dusman sayilan Yunanlilarin
yerini Araplarin almasi”’ndan soz eder.
Bunun kilturel  hayattaki  sonucu,
Turk kdlturanin  Batiilasma projesiyle
uyusmayan unsurlarinin  Sarkli  olarak
damgalanmas1 ve dogrudan ya da dolayl
olarak Arap imgesiyle iliskilendirilmesidir.
Bu hususun Arabesk tartismalarinin
sekillenmesinde, hatta dogrudan Arabesk’in
tanimlanmasinda son derece bilyik bir
etkisi olmustur. Ancak Arabeske gelmeden
once, son bir kez Cumhuriyetin ilk yillarina
donmemiz ve Dogu-Bati-Turklik licgeninde
Tirk miziginin nasil yeniden tanimlanip
siniflandirildigint gérmemiz gerekiyor.

2019, 7 (2) Ayas, G.

Dogu-Bati-Tiirkliik Ucgeninde Miizik ve
Kimlik

Cumhuriyet’in Gokalp’e dayanan
miuizik politikalarinin en iyi ozeti Orhan
Tekelioglu’nun (2006, 102) formiiliinde
karsiriza cikar: “Disman dogu misikisi,
kaynak halk misikisi, model Bat1 misikisi ve
armonisi, erek ise milli masiki”. Bu formdil
uyarinca, Turk miiziginin kimligi, Dogu-Bati-
Turkluk tUcgeninde yeniden insa edilmistir.
Gokalp’e gore (1923, 130) “Avrupa musikisi
girmeden evvel, memleketimizde iki
tur musiki vardi: Bunlardan biri Farabi
tarafindan Bizans’tan alinan Sark musikisi,
digeri ise Tirk musikisinin devami olan
halk melodilerinden ibaretti.” Sarayda ve
sehirlerde hakim olan miizik “Sark musikisi”
olsa da, Gokalp’e gore bu miuzik bize ait
degildi. Kaynag1 “lziici bir yeknesakliga
sahip oldugu icin” hayatin akisina uymayan
eski Yunan musikisi olan bu mizik, Farabi
tarafindan “Arapcaya, oradan Acemceye
ve Osmanlicaya naklolunmustu. ”"Gokalp’e
gore “ceyrek seslerden olusan”, dolayisiyla
“tabii degil sun’i” olan Sark musikisi, hem
bize yabanci hem de “hasta” bir musikiydi.
“Halk musikisi harsimizin, Garp musikisi
yeni medeniyetimizin musikisi oldugu
icin her ikisi de bize yabanci degildi.”
Oyleyse yapilmas1 gereken belliydi: Sark
musikisinden kurtulmak ve miizigimizi
bu “hasta musiki”den arindirmak ve
Anadolu’dan  toplanan  ezgileri  Bati
teknigiyle isleyerek modern bir milli miizik
yaratmak.

Tirkiye’de  mizige iliskin  Uretilen
soylemlerde Edward Said’in (1978: 206)
acik, gizli ve icsellestirilmis oryantalizm
olarak tarif ettigi tutumlarin hepsini gormek
mimkindir. Resmi miizik soylemi acik
oryantalizme basvurmustur. Cunku “Bat1”
mizigi ve “Dogu” miizigini acik bir hiyerarsik
karsitlik icinde resmeder, birincisine olumlu
ikincisine olumsuz degerler atfederek, bu
cercevede iretilmis her miizigi bu apriori
degerler lizerinden yargilar. Bir miizigin
“Sarkl1” unsurlara sahip olmasini, olumsuz
bir degerlendirme icin yeterli sayar. Gizli
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oryantalizme basvurmustur. Clinki Bati
mizigine has ozellikleri, uretildikleri
toplumsal ve tarihsel baglamdan kopararak
dogal, evrensel, bilimsel ve benimsenmesi
kacinilmaz bir paket program olarak
gosteri.  Bu gizli oryantalizm Bati
miiziginden “beynelmilel”, “cihansiimul”,
“evrensel”, “yeni musiki”, “terakki
etmis musiki”, “fenni musiki”, “hakiki
musiki” (Oztiirk, 2016: 61) gibi isimlerle
bahseder. Bu, ayni zamanda icsellestirilmis
oryantalizmi de icerir. Clnku bu oryantalist
soylemi uretenler, kendi muziklerine Batili
oryantalizmin gozliigiiyle bakarlar. Tirk
muzik kultird icinde, Batili oryantalizmin
onyargilarin1 yansitabilecekleri bir “Sarkli
ic oteki” yaratirlar. Mizige kaliplasmis
ve tarihsizlesmis bir Dogu-Bati ayrimina
dayanan hiyerarsik  ikili  karsitliklar
uzerinden bakarlar.

Bu konuda dergi ve gazete sayfalarinda
uretilen muazzam killiyatta belli basl
birkac tema on plana cikar. Mesela Bati
miziginin  bilimsel esaslara dayanan
cagdas ve evrensel bir mizik oldugu,
“Sark musikisi” olarak tanimlanan Turk
miizigininse hem bilimsel esaslardan
yoksun, hem degisime kapali, hem de yerel
nitelikte bir miizik oldugu fikri siklikla
islenir.  Ornegin 1926’da Dariilelhan’in
Tirk mizigi bolimiinin kapatilmasi ve
Tirk mizigi egitiminin yasaklanmasinin
ardindan Riyaset-i Cumhur Orkestras1 Sefi
ve Musiki Muallim Mektebi Mudurd Zeki
Ungor (1926), soyle bir aciklama yapar:
“Odasinin  birinde medeniyet miizigi,
digerinde en basit kavaidi bile olmayan
bir musiki ‘gecilen’ bir egitim kurumu
olmaz. ” Zeki Bey’e gore konservatuarlar
“ilme, fenne ve metoda istinat eden”
kurumlardir, halbuki Sark musikisi “fennen
izah edilemeyen” bir sanattir. Dolayisiyla
konservatuarda Sark miizigine yer olamaz,
sadece Bat1 miizigi egitimi verilmelidir. Tirk
inkilab’na bakislarda Peyami Safa (2010:
136, 162) da tam bunu soyler: “Polifoni
musbet ilim ve hendese kafasina isaret
eder.” Avrupa’nin actigr bilim kafasindan

giremedigimiz  icin  bizim  sanatimz
“primitif”tir. Avrupalilasmak riyazilesmek
demektir, bunun da kacinilmaz sonucu
Batinin polifonik miizigini benimsemektir.
Bu dogrultuda Mahmut Ragip Gazimihal
(1931) gibi yerli mizikologlar ansiklopedik
metinlerde mizigimizi “fikir hayat1 ve
tarzlar geri kalmis memleketlerin iptidai
miuzikleri”  arasinda  simflandirmistir.
Benzer sekilde Halil Bedii Yonetken (1926)
bu miizigi Batinin ve insanligin coktan
geride biraktigr bir tarih dilimine ait bir
miizik sayar. Yonetken’e gore Avrupa’nin
modern caglar Oncesindeki “monodi”
evresine tekabul eden bir miuziktir bu.
Yeri ancak tarih kitaplaridir. Bat1 miizigini
benimsemek bilimin ve cagin geregi
olarak disunildigl icin Tirk miizigini
korumaya ve devam ettirmeye yonelik
her tir caba da bir “irtica girisimi” olarak
damgalanmistir. Rauf Yekta Bey gibi diinya
miuizik literatirune girmis eserleri olan
biri bile, Tirk mizigini savundugu icin,
mirteci olmakla suclanabilmistir. Resmi
gorusun gazetelerdeki temsilcileri, yeni
Turkiye’nin muzik kultirinde Osmanli’dan
devraldigimiz miizige yer verme adina ileri
surulen her fikri “musiki irtica1” olarak
gormus, “alaturkanin 1slah edilmesini”
savunmay1l “medresenin 1slahini, seriye
mahkemesinin 1slahini, mecellenin
1slahin1 ~ dusunmekle bir”  tutmuslardir.
1970’li yillarda bile Cumhurbaskanligi
konser salonunda Itri konseri verilmesini
“irticanin hortlamas1” olarak goren Suna
Kan veya 1980’lerde devlet okullarina Tirk
mizigi dersleri konmas1 fikrini “irticanin
sarksiz olarak geri donmesi” olarak
adlandiran Ahmet Adnan Saygun, bu sabit
fikrin etkisinin ne derece uzun sirdigiini
gostermektedir.

Turk miiziginin Sarklilastirilarak
dislanmasinda ileri/geri, bilimsel/bilime
dayanmayan, rasyonel/irrasyonel  ve
benzeri ayrimlar yaninda, Oryantalizmin
Sark imgesinin  kliselesmis kaliplarina
da bolca yer verilmistir. Ornegin Uc
Medeniyet’te Ahmet Agaoglu (2012, 84-5)
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bu miizigi “Biitin Dogu’da oldugu gibi...
yiyip icmek veya bir koseye cekilip ibadet
etmek”ten ibaret bir hayatin miizigi olarak
goriir. Dogu istibdat (despotizm) demektir,
bu yizden “ta oteden beri mithis bir
istibdadin baskisina ugrayan” Dogulular
olarak, “ruhumuzdan tasip gelen sesler...
mahzun, uzintald, iniltiler halini almis”tir.
“Neyin butin ahenkleri, sazin biitin
sikayetleri, udun biitiin ahlari, Dogunun o
yuzyillarca ezilmis ruhunun birer iniltisidir.”
Bu iniltili muzik “bize ferahlik yerine
Uzuntid, heyecan yerine sikint1 ve keder”
verir. Donemin gazetelerinde muzikle ilgili
olarak yayinlanan Kkarikaturlerin onemli
bir kisminda, Tirk mizigi uyutucu, insani
kedere bogan, aglama ve inlemelerden
ibaret bir mizik olarak resmedilirken
butin bu ozellikler bir cirpida Sarklilikla
ozdeslestirilir.  Mesela Tiurk Ocaklan
Baskanligi da yapmis olan milletvekili
Hamdullah Suphi Tannover, alaturkayr “diz
cokmiis Dogu milletlerinin miizigi” olarak
tanimlar. Asya’nin her yerinde mabutlarin
oturduklarini, Eski Yunan’da ve Roma’da
ise ayakta olduklarini soyledikten sonra
tercihini soyle belirtir: “Ben, oturmus,
bagdas kurmus Allahlar tarafindan asirlardir
dizcokmusmilletleriuyusturanicikarasevda
dolu musikiden Turk milleti kurtulsun
istiyorum.” ismail Hakki Baltacioglu’nun
(1934: 152) dilindeyse aym klise su sekli
alir: Bir tarafta Dogunun “oturdugu yerden
kimildatmayan... ataleti, esareti, miskin
kanaati aczi telkin eden... sakat musikisi”
ile diger tarafta Batinin “canli, hareketli,
ahlaki, medeni musikisi”. Bu kesin hikim
ders kitaplarina kadar girmistir. Ekrem
Zeki Un’lin kaleme aldigi 1963 tarihli lise
mizik ders kitabinda Tirk mizigi “kisinin ic
aleminde daima ucuz hazlar, kadere boyun
egme egilimi yaratan... basit ve iniltili
bir muzik” olarak tammlanir. 1980’lerin
basinda Arabeske iliskin tanimlamalarda
kullanilan sozcuiklerle, 1930’larda Tiurk
mizigine iliskin tanimlamalarda kullanilan
sozcukler arasinda carpici bir benzerlik
vardir.?
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Tirk miizigi hakkindaki olumsuz kanaat,
genellikle Batili oryantalizmin Bati disi
miuizik gelenekleri hakkindaki bu kliselerini
yansiti.  Bununla birlikte  Garbiyatci
fanzteziyle Batii gozun yargilarinin
uyusmadig1 pek cok durum da vardir. Mesela
Tirk mizigi reformlarina damsmanlik
etmesi icin cagnlan ilk yabanci uzman
olan Joseph Marx, klasik Tirk mdiziginin
ozglinliiglinii ve gliclinii teslim etmis ve bu
mizige mutlaka sahip cikilmasini gerektigini
soylemisti. Ancak, Marx’in gorusu bile,
anlasildigi  kadanyla yeterince“Batili”
goriilmedigi icin olacak, yoneticiler ve
aydinlar tarafindan begenilmemis, Marx
iilkesine geri génderilmistir. Oyle ki Marx’in
Tirk miizigi lehindeki goriislerinin yarattig
1iman havanin bir urintu olan Peyami
Safa’nin yonettigi 1932 yilindaki meshur
“Musikimiz Hangi Yola Girmeli?” baslikli
genis katiimli anketinde, konusmacilar
egitimde Tirk miizigine de yer verilmesi
gerektigini ifade edince Falih Rifki Atay
hemen tartismaya miidahale etme geregi
duyar.  Atay’a gore (25 Aralik 1932,
Cumhuriyet) “karar verilmistir, Turk
cocuklarina Garp musikisi 6gretilecektir”.
Peyami  Safa’nmin  anketinde  Joseph
Marx’in goruslerinden ilhamla savunulan
fikirler Atay’a gore “musiki irtica1 namina
bir tezahurat”tir. Cinucen Tanrikorur
(2004: 89) buna benzer bir tavra Avrupa
baskentlerindeki buyukelciliklerimizde de
rastlandigina dair ornekler verir. Avrupali
muzik dinleyicisi ve mizik otoriteleri
klasik Turk mizigi sanatcilarim blyiik bir
hiirmet gostererek konser vermeye davet
ettiklerinde bile, baz1 Turk elcilikleri, bunu
Turkiye’nin Batili imajina zarar veren bir
sey olarak gormus ve bu etkinliklere sahip
ckmamistir. Oz-Oryantalizmin paradoksal
tabiatinin en carpici bir sekilde ortaya
ciktigr durumlardan biridir bu. Batililar
veya Batida yasayanlar Tirk kulturinin
“Sarkl1” unsurlarina olumlu baktiginda, bu
bakis Oryantalizmin Sarklilastirict “turist”
bakis1 olarak elestirilir. Tanil Bora’nin
deyisiyle (2017: 92-3), bu vyaklasimda,
Batidan daha hakiki Batili, Bat1 degerlerine
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daha sadik Batili olma iddiasin1 yansitan bir
ekstra-Batiilasma s6z konusudur. Ornegin
Gurer Aykal 1983’teki Arabeskle ilgili bir
roportajinda’, yurtdisinda yasayanlarin BBC
Turkce servisinden Arabesk muzik sarkilan
istedigini soyleyen BBC spikerlerine (Tayfun
Ertan ve Serpil Erdemgil), bunun normal
oldugunu ciinkii yurtdisinda yasayanlarin
Turkiye’ye turist gibi baktiklarini soyler.
Aykal’a gore insanlar bazi seylerin ozlemini
cektikleri icin bu miizigi dinlemektedir.
Aykal “kendi lilkesinde olsa hic isteyecegini
zannetmiyorum” dese de durumun hic de
boyle olmadigim biliyoruz. Tirkiye’de
yasayanlarin Londra’da yasayanlardan bile
daha “Batililasmis” bir miizik kulagina
sahip olabilecegine inanmak, ancak bdyle
ekstra-Batililasmaci bir ideolojiyle mimkin
olabilir.

Batii goziin Oz-Oryantalist imgelerle
catisanyorumlaridacoguzaman buideolojik
onyargilan degistirmez. Martin Stokes’un
Arabeske iliskin calismasinda aktardigi saha
gozlemleri bu vyarglyr dogrulamaktadir.
Stokes’un Arabeski calisirken Turkiye’de
yardimina basvurdugu miizik otoritelerinin,
hocalarin veya mizisyenlerin, adeta ona,
bir Batili bilim adami olarak Arabeskle ilgili
bir calismayr “yakistiramamis” olduklari
sezilir. Kanun calmay1 6grenmek istemesi
bile hocalarn arasinda sert elestirilere
konu olur (2012: 40). Birkac yil once
Turkiye’deki bir konferansinda da bir
iranli dinleyicinin, onu bizim gibi ilkelerin
Batililasma ihtiyacim anlayamayan,
“makbul olmayan”(!) bir Batili olarak
elestirdigine sahit olmustum. Bu cevrelerde
Batili goziin makbul sayilabilmesinin sarty,
ideal vyerli miizik kimliginin Batili bir
cercevede tahayylul edilmesi cabalarim
desteklemesidir. Batililarin Tirk miizigini
nasil gordiigiinden cok, bizim onlarin Tirk
mizigini nasil goriiyor olabilecegine dair
tahayyiiliimiz 6nemlidir. Clinki resmi Tirk
mizik kimligi bu muhayyel bakisi hayal
ederek insa edilmistir, bazen Batililarin fiili
bakisiyla karsi karsiya gelse bile.

Resmi soylemin Batili oryantalizmle karsi
karsiya geldigi onemli bir nokta daha vardir.
Resmi soylemi sekillendirenler “Sark
musikisi” hakkindaki Bati kaynakli bazi
onyargili hilkiimleri ve kaliplasmis imgeleri
yeniden Uretmekle birlikte, Tiirk miizigini
bu imgeden ayirmak konusunda titizdirler.
Bu konuda mesela Nurullah Atac’in
radikal Batici tutumuyla, Kemalislerin
oryantalist milliyetciligi arasinda onemli
bir fark vardir. Nurullah Atac (1955) Tirk
miziginden sirf Sark musikisi oldugu icin
nefret ediyor, ama bu miizigin Tiirk miizigi
olduguna da kabul ediyordu. Atac’a gore
madem ki Batililasmak istiyorduk, demek
ki Batili degildik, Oyleyse Batili olmak icin
kendi miizigimizden vazgecmemiz de gayet
dogaldi. Batililasmak icin Batiy1 oldugu
gibi kabul etmeli, kendi kultirumuizu
oldugu gibi reddetmeliydik. Halbuki
Kemalistlerin ~ Oryantalist = milliyetciligi
Tirk mizigi “zannettigimiz” bu “Sark
musikisi” disinda ve onunla uyusmayan
hakiki bir Tirk mizigi oldugunu iddia
eder.* Dolayisiyla Tiirk miizigindeki Sarkli
unsurlar, yabanci kulturlerin etkisine, dis
mihraklara, “hakiki” Tirk mdizigini ihmal
eden kotu niyetli kisilerin yanlislarina, kotu
ve Sarkli bir miizik zevkini istismar ederek
para kazanmak isteyen plak sirketi ve
gazino sahiplerinin cikarci davranislarina
baglanir. Hakiki Tirk miizigininse “Sark
musikisi” ile uyumsuz oldugu, aksine Bati
mizigiyle pek cok ortak noktasi bulundugu
ileri suiriilmustiir. Ornegin Tirk Tarih Tezi
ve Pentatonizm tartismalan®, Turk halk
mizigine klasik Tirk mizigi disinda bir
koken bulmak ve halk miizigiyle Bati
mizigi arasinda ortak bir koken icat
etmek icin kullanilmistir. Buna gore Turk
mizigi Orta Asya kokenli bir Pentatonik
miziktir. Arap-iran miizigiyle bir ilgisi
yoktur, aksine Pentanonizm tonalitenin
henuz eksik ve gelismemis bir halini temsil
ettigi icin, Batimin coksesli tonal miizigine
de kaynaklik etmis olabilir. Bu ugurda
sirf ideolojik varsayimlarnn dogrulamak
adina, Tirk halk mizigindeki makamsal
unsurlar yok sayilmis, zorlama cabalarla
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Pentatonik unsurlar aranmaya calisilmistir.
Pentatonizm  Arabesk  tartismalarinda
bile giindeme gelmistir. Ornegin Onat
Kutlar (1980) Tirk miizigiyle Arap miizigi
arasindaki akrabaligi Pentatonizm tezine
referansla sorgular, yine buradan hareketle
Bat1 miizigiyle Tiirk miizigi arasinda tarihsel
bir akrabalik oldugunu ima eder.

Pentatonizm tezi, yeterli veriyle
desteklenemedigi icin terk edilse de, Tirk
miziginin farkli kollarina farkli kokenler
bulma yoniundeki ideolojik varsayimlar,
devlet kurumlarinda klasik Tiirk miizigi ve
halk miiziginin yapay bir sekilde ve kati
sinirlarla birbirinden ayrilmasina yetmistir.
Ornegin iki miizik farkli nota anlayislaryla
yazilmis, halk mizigindeki makamsal
unsurlarin  gortilmesini  zorlastiracak bir
notalama ve egitim metodu benimsenmis,
klasik Tiirk miizigiyle 6zdeslesmis tanbur,
ney, ud, kanun, klasik kemence, keman
gibi sazlar, halk miizigi icrasindan
dislanmistir. Halkevlerinde “Sark musikisi”
ile ozdeslesmis bu sazlarin kullanim
yasaklanmistir. Stokes’un TRT halk miizigi
bolumiindeki hocalarinin kanun calmayi

ogrenmek istediginde siddetle karsi
cikmalarinin  sebebini burada aramak
gerekir. Bu kat1 ayrimlar, Turk sanat

mizigi olarak adlandinlan tiiri de sinirli
bir repertuar ve orkestraya hapsetmistir.
Mesela halk mizigi sazlan Tirk sanat
mizigi  topluluklarindan  dislanmistir.
Tirk miziginin sehirli ve kirsal kollarim
temsil eden en temel sazlarnn bir arada
kullanilmasin1 ~ zorlastiran  bir  surectir
bu. Arabesk sanatcilarinin baglamayla,
kemani, neyi, udu bir arada kullanmasinin
bir anda nasil hem asinalik hem yenilik hissi
yaratabildigini anlamak icin bu arka plam
mutlaka bilmek gerekir.

Klasik Tirk miiziginin onde gelen sozciileri
de, kimliklerini bu ideolojik cerceve icinde
insa etmislerdir. Bir yandan resmi soylemin
suclamalarina cevap verip kendilerini
savunmaya calisan bu insanlar, bir yandan
da “Sarkliliktan” arindirilmis, hatta kendi
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“Sarkli otekilerini” yaratan ve etnik bir
Tirklik tammina dayanan bir Tirk mizigi
kimligi insa etmeye calismislardir. Ornegin
baslangicta  komplekssiz ~ bir  sekilde
kullanmakta olduklarnn “Sark musikisi”
terimini zamanla terk ettiklerini, hatta
bunu bir hakaret olarak algilamaya
basladiklarin1  goriiriiz. Halbuki daha
birkac yil once aralarinda en “Batic1”
sayilan Ali Rifat Cagatay bile Sark Musikisi
Cemiyeti’ne baskanlik edebiliyor, Rauf
Yekta Bey, Tirk miziginden rahatlikla
“Sark musikisi” olarak bahsedebiliyordu.
Sadettin Arel (1990), zekice bir hamleyle,
Tirk miizigini “Sark musikisi” veya “Bizans
musikisi” olarak damgalayan resmi
soyleme kars1, aslinda biitiin bu miiziklerin
Orta Asya’dan getirdigimiz klasik Tirk
musikisinin yayilmas1 sonucunda olustugunu
ileri siirmustiir. Ancak bunu yaparken iran
ve Arap mizik geleneklerini kiicimsemis,
bu mizik geleneklerinin Tirk miiziginin
bozulmus ve yozlasmis bir versiyonu
oldugunu iddia etmistir. Arel’e gore “musiki
nedir bilmeyen... misiki adina layik bir
sanatlarn bulunmayan Araplar” miiziklerini
tamamen Turklerden almislardir.  Ancak
“asirlarca  evvel” Misir’'da  yerlesen
“msikimiz “Araplarin elinde ve dilinde
bozula bozula, darala darala, kicule kicule
adeta soysuzlasmistir.” Nitekim 6grencisi
ve sadik takipcisi Yilmaz Oztuna, Tirk
mizigindeki bozulmayr da bu bozulmus
Arap miiziginin Tuirkiye’deki etkisine baglar.
Zaten Arel’e gore Tirk miizigi yiizind artik
Batiya donmelidir. Doguda bu “bozulmus”
ve “soysuz” musikiden baska bir sey bulmak
imkansizdir. Dahasi, Arel ve takipcileri aynm
yargilan bizzat Tirk miziginin bugiinki
hali icin de ileri sirmekten cekinmezler.
“Mulsikimizin  simdiki halini midafaa
etmek hatirrmdan bile gecmez” diyen
Arel ruhunun ihtiyaclarim Bati miizigiyle
karsiladigim ifade eder. Oztuna’ya gore de
mesela Sadettin Kaynak, Arap miiziginin
de etkisiyle Tirk miizigini bozan dejenere
mizigin temsilcisidir. Tirk miizigine iliskin
uretilen bitin bu ideolojik soylemlerin
ortak noktasi, Tiurk miziginin glincelligini
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ve gundelik hayattaki ifade bicimlerini yok
saymalari, kicumsemeleridir.

Mollaer’in (2018: 19) harika bicimde tespit
ettigi gibi “modern Tirkiye tarihindeki
Batic1 medeniyet anlayisi ve ona karsi
tepkiyle bicimlenen sag medeniyet
tasavvuru gindelik hayattan uzaklikta
birbiriyle yansirlar. Yarstikca somut bir
medeniyet yaklasimindan uzaga diiserler.”
Gerci Batici medeniyet tasavvuru daha
gelecege donik olmasiyla giincelligi
yakalamaya daha miusaitmis gibi gorunur.
Mesela Turk Besleri yeni bir baslangicy,
kiltiirin glincelligini temsil eder. Ama
her zaman Batili muadilleriyle kiyaslandig
icin Garbiyatc1 fantezinin beklentilerini
karsilayamaz. Bu da “ideal” Tiirk miiziginin
stirekli gelecege ertelenmesine yol acar.

Muhafazakar anlayis ise aynm seyi Tirk
miizigindeki yenilik cabalarim ve giincel
arayislan  reddederek, “hakiki” Turk
miizigini gecmise postalamak suretiyle
tekrar eder. Baticilar Turkiye’deki hafif
Bat1 miizigine, Tirk halkinin kulaklarim
coksesli  miizige alistirma  gorevini
ustlenecek bir kopri olarak kicumseyici
bir onayla yaklasirlarken, muhafazakar
elitistler glincel Tiirk mizigi calismalarin
yozlasma ve bozulma olarak gormus ve
gecmisin  ideolojik bekcisi  misyonunu
ustlenerek THM ve TSM’yi kati kaliplar
icine hapsetmislerdir. Nitekim Orhan
Gencebay’1n Tiirk Sanat Miizigi ve Tiirk Halk
Mizigi’ndeki tikanma olarak adlandirdigi
sey, tam da buradan kaynaklanir.

Kisacas1 Arabeski dislamak icin gelistirilen
soylemlerde kullanilan ideolojik unsurlarin
hepsi daha 1930’larda, hem de tartismanin
neredeyse butiin taraflaninin acik veya
ortulu kabulleri haline gelmis durumdadir.
Dolayisiyla 1970’lerin sonu ila 1980’lerin
basinda, bu  0z-Oryantalist sdylem
unsurlarinin, daha da genis bir koalisyon
tarafindan Arabeske karsi seferber edilmesi
aslinda pek de sasirtic1 degildir.

Oz-Oryantalist Soylemin Bir Nesnesi
Olarak Arabesk Miizik

Arabeskin ne olup ne olmadigina, ne
zaman ortaya ciktigina, hangi toplumsal
dinamiklerin bir triinii olduguna vb. iliskin
simdiye kadar pek cok sey yazilip cizildi.
Bu yazida bu tartismalara girmek yerine,
sadece Arabeskin kendini Sarklilastirma
(Oz-Oryantalizm) ve Garbiyatci fantezinin
bir nesnesi olarak nasil tamimlandigina
odaklanacagim. Her seyden once Arabesk,
baslangicta olumsuz anlamda Arap
diinyasiyla ve Doguyla iliskilendirilerek
tamimlandi. Doguyla Arabesk arasinda
kurulan ozdeslik genellikle bir damgalama
bicimindeydi ve aym anda hem Batia
hem Tirkci kabullere dayaniyordu.
Oncelikle  Arabesk  miizik, icindeki
“Dogulu” ezgilere indirgendi, bu ezgiler
de, Oryantalist bakisin tammladig
sekliyle, “Dogu” toplumlarinin kliselesmis
ozellikleriyle  oOzdeslestirildi.  “Dogulu”
ezgilerle, kadercilik, boyun egme, aai,
bikkinlik, uyusukluk, tembellik ve benzer

ozellikler arasinda apriori 0zdeslikler
kuruldu. “Kurallan belirlenmemis”,
yani akil-mantik-bilim dis1 bir miuzikti

bu, “tek tutarli ozelligi icinde Dogulu
ezgilerin yakinma, inleme, aci cekme gibi
gelistirilmemis tepki ve duygulan dile
getirecek sekilde kullanilmas1” idi (Kutlar,
1980). Arabeskin bu sekilde tek bir hakim
duyguya indirgenerek kiicimsenmesi, iki
acidan  Oryantalizmin  homojenlestirici
ve stereotiplestirici bakisin1 yansitiyor ve
bu yoniiyle gercegi carpitiyordu. Birincisi
Arabesk uslubu kullanan butiin mugzikleri
keder ve aciyla ozdeslestirmek, bu uslubu
biraz olsun taniyan herkesin sayisiz
ornekle ciiriitebilecegi olclide yanlis bir
genellemeydi. ikincisi, Arabeskin hiiziinlu
yant agir basan bir miizik oldugunu kabul
etsek bile, benzer bir hiiznin en koyu
tonlarim1 yansitan Batili miuzikler, mesela
Romantik repertuarin onemli bir kismi,
ask acisim isleyen operalar veya Blues ve
Caz aym olciitlerle degerlendirilmiyordu.
Dolayisiyla toptanci ve homojenlestirici
bir bakisla, ayrintih bir analize ve

2104



RAST MUZiKOLOJi DERGISI

diger miziklerle kiyaslanmasina gerek
gorulmeksizin, Arabesk Uslup icinde
siniflandirilan bitiin muzikler Oryantalist
kliselerin icine yerlestirildi.

Bir yandan da Arabeske damgasini vurdugu
distinilen “Dogulu” ezgilerin Tirkliigiin
hakiki miizik kiltiiriine yabanci oldugu
vurgulandi. Tirkliikle Batililik, Dogululukla
Araplik ve kimi zaman Kurtlik’ arasinda bir
ozdeslik kurularak tablo tamamlandi. Arap
ezgilerine dayanma iddias1 veya suclamasi
disinda butin iddialar aslinda ideolojik
varsayimlara dayaniyordu. Ancak garip
olan suydu ki biitiin bu varsayimlar dogru
kabul edilse bile, Arabeskle ilgili varilan
sonuclarin dogru olmast icin Arabeskin
Arap miizigi oldugunun kanitlanmasi
gerekiyordu. Bu ise ancak miizikolojik bir
incelemeyle miimkiindii. Halbuki sosyolog
Meral Ozbek’in de dikkat cektigi gibi (2010,
24), bu miizigin Arap miizigi oldugu, mizikal
yapisi geregi insanlara kaderciligi asiladig
gibi en temel iddialar hakkinda yapilmis
hicbir muzikolojik calisma yoktu. Mesela
Ozbek bu acig1 kitabinda Gencebay’la uzun
bir soylesi yaparak ve baz1 secme sarkilari
hem Gencebay’a hem de Yeni Turku
grubundan Selim Atakan’a muzikal acidan
yorumlatarak kapamaya calisir.  Martin
Stokes, bu miizigi etnomiizikolojik acidan
inceleyen, iliskide oldugu diger tiirlerle
kiyaslayan, bu muzikte kullanilan calgilarin
ve diger elemanlarin miizikolojik analizini
yapan ilk kisi oldu. Nazife Gungor (1990)
ve Ertan Egribel’in (1984) Arabeskle ilgili
calismalarinda miuzikolojik bir analize
rastlanmaz. Arabesk, bu tip calismalarda
bir miizik olarak degil, Tiirkiye’nin yasadigi
baz1 temel sosyal problemlerin bir ifadesi
olarak ele alinmistir. Arabesk miizigin
belli basli eserlerini, kokenlerini 1930’lara
kadar dayandirmak suretiyle, notalar
uzerinden bir analize tabi tutan ilk eser
icin Ugur Kiciikkaplan’in 2013 yilinda
yayinlanan kitabin1 beklemek gerekecektir.
Kucukkaplan (2016) “Turkiye’nin  Pop
Miizigi” baslikli calismasinda ise, gerek pop
miuizik parcalarina iliskin nota analizleriyle
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gerekse pop mizik dinyasinin onemli
isimleriyle yaptig1 kapsamli miilakatlarla,
genellikle “Arabesk” olarak adlandirilan
uslup ve motiflerin pop miizik Uzerindeki
etkisini mizikolojik acidan izlemeye imkan
saglayacak genis bir malzeme sunmaktadir.
Yine de, dogusundan bunca yil sonra bile,
Arabesk Uslubu, iliskide oldugu diger
turlerle kiyaslamali olarak inceleyen ciddi
ve detayli bir mizikolojik analizin yapildig
soylenemez.

Kucukkaplan’in (2013: 190-1 ve 238-40)
gerek Gencebay uslubuna iliskin analizleri
(meselaGencebay’inBatiteknigindecalinan
yaylilara ve bazi armonik diizenlemelere
basvurmasi, vurmali calgilarn ritmi daha
belirgin ortaya cikaracak sekilde kullanmasi
-ki Devlet Klasik Tirk Miizigi Korosu Tiirk
miziginin iki temel unsurundan biri olan
usul vurulmasindan vazgecmisti- baglamada
yoresel Usluplarin yan sira kendine ozgu
denemeler yapmasi, baglamada gitar
gibi akorlar basmasi vs.) gerekse Arabesk
miuizikte kullanilan calgilara ve kullanim
bicimlerine iliskin olarak tablo haline
getirdigi bulgular ve Arabesk sarkilarda
makam kullanimina iliskin yaptig1 analizler
bu mizigin Dogu-Bat1 veya Tiirk-Arap
karsitligina indirgenemeyecek kadar renkli
ve cogul bir Gslubu temsil ettigini ve
Tirk mizik kiltirinin gilincelligi icinde
kavranmasi gerektigini ortaya koymaktadir.
Kiiclikkaplan’in Tiirk mizigindeki dontisimii
1930’lardan itibaren tarihsel, sosyal ve
miuizikolojik  boyutlarnyla analiz eden
calismasi, Arabesk denen uslubun ortaya
ctkmasinin - adeta kacinilmaz oldugunu
gostermektedir. 1970’lerin sonu ve bilhassa
1980’lerde Turkiye’nin en populer ve
yaygin muzik turu olan Arabesk, bazilarinin
zannettigi gibi, yabanci mihraklarin koti
niyetli faaliyetleriyle Turkiye’ye sokulmus
bir yabanci uriin degil, Tiirkiye’nin kiiltiirel
yapisint yansitan bir miizik uslubudur.
Tirkiye ne kadar “Dogulu” ise o kadar
“Dogulu”, ne kadar “Batili” ise o kadar
“Batili”dir. Nitekim Arabesk sanatcilarinin
meseleye ideolojik bir Dogu-Bati ayrimi
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cercevesinden bakmadiklari, “Batili” veya
“Dogulu” miizikal unsurlarindan rahat bir
sekilde faydalanabildikleri gorilmektedir.
Oyle ki bu unsurlar arasindaki kontrasti
bariz bir sekilde gozler oniine seriyormus
gibi gorunen eserlerde bile, bu ayrimin
altimm cizmekten baska niyetlerin soz
konusu oldugu goriilir.  Mesela Stokes
Gencebay’1n Diinya Déntiyor sarkisini analiz
ederken (2000, 229) her ne kadar Dogu-Bat1
arasindaki ikili karsitlik sarkinin yapisina
damgasin1 vurmus goriinse de, bestecinin
sarkinin anlamim bu basit ikili karsitliga
indirgemeyi reddettigini vurgular. Aksine
Dogu ve Batiy1 temsil eden unsurlar sarkida
birbirlerinin yapisokimunu Ustlenmektedir.
Stokes muzisyenlerin entelektiel
yorumcularin zannettiklerinden cok
daha karmasik bir dinyada yasadiklarim
vurgular. Arabesk Dogu-Bat1 karsitligina
indirgenemez. Oyle ki “Diinya doniiyor”da
Gencebay ironik yaklasimiyla bu kategorileri
gecersizlestirmekte ve hayatin bu sinirh
temsil sistemleri icine sikistirllamayacak
kadar zengin ve karmasik oldugunu
gostermektedir.

Tiirk Miizigi, Arap Miizigi ve Arabesk

Arabeskin Arap miizigi etkisini de icinde
tasidigi  acikti, ama  Arabeski Arap
mizigine indirgemek mimkiin degildir.

Tirkiye’de Arabeski hala Tirkce soz
yazilmis Arap mizigi sananlar vardir.
Bu izlenimin yerlesmesinde, Arabesk

uslubun ilk ornekleri arasinda sayilan
Suat Sayin’in Arap miizigine ilgi duymasi
ve Ahmet Sezgin’in s0z ve miizigi Sayin’a
ait Sevmek Glinah mi isimli parcasinin
daha sonra Misirli Abdilvehhab’dan alinan
bir ezgiye dayandiginin ortaya cikmasi
etkili olmustur. Yine Gencebay’in Deryada
Bir Salim Yok adli parcasi da calgilan
kullams biciminden, bilhassa genis bir
yayli orkestrasinin ve geleneksel sazlan
yogun olarak kullanimindan dolay1 Arap
miziginden alinma damgasi yemis ve Tirk
mizigindeki bu tip yeni arayislar Arabesk
olarak damgalanmaya baslamistir. Hey
dergisinde yayinlanan ilk roportajinda

Gencebay “sahsen Arap miizigini” sevdigini
ve etkilendigini belirtmekle birlikte,
“taklitcilik” suclamasini siddetle reddeder
ve “yaptigim eserlerin degil aymim, bir
benzerini getirsinler, serefim Uzerine soz
veriyorum bu meslegi birakinm.” diye
meydan okur (Tunca, 2013: 67). Arabesk
uUsluptaki sarkilar arasinda Arap miiziginden
alinmis  parcalar oldugu  dogrudur.
Ozyildinrm  (2013: 217-219) kitabinda
bunlarin bir kismini listeler. Ancak binlerce
0zglin beste yaninda nispeten kicuk bir
yekdn tutan bu uyarlamalarin Arabeski Arap
mizigi olarak damgalamaya yetmedigini
soyler. Ustelik Arabesk uslubun etkilendigi
yabanc1 kaynaklar Arap mizigiyle simirh

degildir. Stokes (2000, 218) Mustafa
Keser’in  Sinatra ve NatKing-Cole’un
“pamuk gibi yumusak” sarki soyleme

tarzim taklit etmeye calistigini, Arabesk
orkestralarinda baglama calanlarin elektro
gitar ve sitar icralarindan etkilendiklerini,
darbuka icralarinin ise sadece Misir ve
Hint ritmlerinin degil Latin ritmlerinin
de etkisini tasidigim o6nemle vurgular.
Kucukkaplan(2013: 238) Arabesk sarkilarin
altyapisinda “kok akorlardan olusan
basit yapidaki armonilerin calinmasinda”
piyano ve klavyeden, “armoniyi olusturan

fonksiyonlarin, parcanmin ritmik yapisin
vurgulayacak sekilde calinmasinda”
bas gitardan, “yayli grubu icerisinde

ozellikle armoni esliginin orta partilerini
olusturan uzayan seslerin calinmasinda”
viyolonselden, “pizzicatolarin bolca yer
aldig1 parcalarda giiclii bir tin1 elde etmek
icin” kontrbastan faydalamldigini, Arap
mizigi etkisine ornek olarak gosterilen
yayli orkestralarinda da “parcanin yapisina
gore bazen Bati tekniginin, bazen de Arap
tarz1 yay tekniginin” kullanildigin1 soyler.
Ancak Arap miizigi disindaki bu etkiler
genellikle gormezden gelinmistir.  Keza
Tirk sanat mizigi ve Tirk halk mizigi
unsurlart da bu miizikte yogun bir sekilde
kendisini gosterir.

Arabeski  Arap  etkisine
Turk modernlesmesine 0zgu bir

indirgemek
Oz-
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Oryantalizmin birinci ifadesiyse, bu Arap
etkisini diger etkilerden (mesela Bati
miizigi etkisinden) farkli olarak otomatik
bir sekilde “zararli”, “Tirk mizigini
bozucu” bir etki olarak kodlamak da ikinci
ifadesidir. Nitekim gerek Arabesk sanatcilar
gerekse Arabeske daha yumusak bir tavir
alan yorumcular bu damgalamadaki cifte
standarda tepki gostermislerdir. Mesela
bizzat Gencebay’in kendisi Hey Dergisi’nde
yayinlanan ilk roportajinda (1971) soyle
sitem eder: “Bizde Batinin etkisinde
kalinarak yapilmis eserler tenkit edilmez de
Dogudan etkilenen eserler tenkit edilir. Bu
sadece bizde boyledir... Beatles Hindistan’a
gidip Hint miizigini inceledi ve Sitar’1
kendine saz olarak aldi. Bu hicbir zaman

orada tepki ile karsilanmadi.”(Tunca,
2013, 67). Arabeskle ilgili ilk olumlu
degerlendirmelerden birini kaleme

almis olan Ergoniiltas da, Kiicukomer’in
analizlerinden ilhamla, Arabesk miizige
kitlesel yonelisi “emperyalizmin dayattig
Batililasmaya kars1 Dogucu-islamci tepki”
olarak yorumlar ve ayni soruyu tersinden
sorar (1980, 16): “Arap taklidi kotu de Bati
taklidi niye koti degil?”. Gercekten de
o zamana kadar Avrupa’da meshur olmus
sarkilara Turkce s0z yazilmasi uzerine
kurulu olan aranjman miizik bile Arabesk
kadar tepki gormemistir. Batidan gelen
etkiler, mesela dogrudan Batidan alinmis
muzik turleri (mesela Rock) bir elestiri
konusu degilken, Arap etkisi Turk miizigini
bozan baslica etken sayilmistir.  Arap
etkisi sadece Avrupa miizigi karsisinda
degil diger miizikal etkiler karsisinda da
olumsuz bir kefede goriilmiistiir. Ornegin
Gultekin Oransay on dokuzuncu yizyildan
itibaren Avrupa miiziginden, Ulah/Rumen
longalarina, Rum/Elen  sirtolarindan,
Rum taverna musikisine, Azeri ve Hint
miizigine kadar bircok etkiden so6z eder,
ama bunlarin hicbiri Arap etkisi kadar
tepki gormemistir (Ozbek, 2010, 153).
Bir karsilastirma yapmak icin, daha yakin
tarihli bir ornek olarak,Arabeske benzer
bir sekilde Akdeniz mizik geleneklerindeki
makamsal unsurlardan ve bu cografyaya
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0zgl calgilardan genis bir sekilde
faydalanan Yeni Tiirki grubunun algilanisina
bakabiliriz. Arap etkisinden ziyade Yunan
etkisinin daha 6n planda oldugu bu mizik,
Arap etkisini bir olumsuzluk olarak goren
entelektiiel yorumculardan benzer bir
tepki gormemistir.  Dogu-Bat1 ayriminin
iliskisel, keyfi ve degisken niteligine isaret
eden bir durumdur bu. Avrupa’nin dogusu
olan Balkanlar ve oradan gelen kiltirel
etkiler, Turkiye’nin Batis1 olarak “Batili”
bir gostergeye donusebilir.  Avrupa’da
“Dogulu” tinlayan Yunan miizigi Turkiye’de
“Batili” tinlayabilir.?

Bu durum, baska bir acidan da, Erken
Cumbhuriyet doneminin milli kimlik insas1
surecinde Arap imgesinin temel “oOteki”
olarak Yunan veya Batii “oteki”nin
yerini almasiyla iliskilidir. Nitekim Arap
mizigi etkisi Cumhuriyet’in ilk yillarindan
itibaren bir fobidir. Bunun en carpici
ifadelerinden birini radyolardaki Tirk
mizigi yasag1 sirasinda, bu yasagin
beklenmedik sonuclarina dikkat ceken
milletvekili Ahmet Talat Onay’in (1936)
sozlerinde bulmak mumkindir. Onay,
1936 yiinda Cankirn’da yayinlanan Duygu
gazetesinde Radyo muduri Vedat Nedim
Tor’e hitaben bir acik mektup kaleme alir.
Mektup radyolardaki Tiirk miizigi yasaginin
haftada bir geceligine Osman Pehlivan’in
turkileriyle delinmeye basladigi giinlerde
yazilmistir.  Onay, bu karardan uUmitlenen
halkin, Tirk mizigi programlarinin
sadece baglamayla ve haftada bir geceyle
sinirlanmas1 karsisinda son derece uzilip
“zehirden sifa beklercesine Misir, Hayfa
ve Bari merkezlerini Arapca; Kirim, Erivan
merkezlerini -sozim ona- Turkce havalar
icin” aramaya basladiklarini soyler. “Kur’an
dinlemek, bahusus bir Arap agzindan
dinlemek arzusu o kadar artmistir ki en
mutaassibindan en laike kadar herkes
Misir’in - Kur’anini, olmazsa mavallarin
dinlemek” icin Misir radyosunu acmaktadir.
“Calinan parcalar icinde butun butun
klasik Turk musikisinden alinmis parcalar
da vardir”. Haftada bir kez bile istanbul
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ve Ankara radyolar1 aranmamaktadir,
kazara Bati mizigi cikarsa “kes sunu”
diye kapatilmaktadir. Hatta Bat1 miizigine
kulagi alistk olanlar bile misafirlerine
ayip olmasin diye evlerinde Bati miizigi
dinletmemektedir. Talat’a gore acil onlem
alinmazsa Arap zevki Tirkiye’de iyice
koklesecek, Musiki inkilabr’yla ulasilmak
istenenin tam zidd1 gerceklesecektir.
Mesut Cemil Bey de bir yazisinda benzer bir
kiyaslama yapar. Mesrutiyette fese karsi
kinlerini ortaya koymak icin fesin puskulinu
koparttiklarin1 hatirlatir ve radyolardaki
alaturka yasagim bu tepkiye benzetir. Ne
var ki bu yasak yuziinden “bir surid komsu
Sark Ulkelerinin radyolarindan alaturkanin
emmizadesi” dinlenmeye baslamistir ki
Mesut Cemil’e gore bu, “basimiza bu sefer
puskulsuz fes yerine kirli bir takke” gecmesi
demektir (Kiyak, 2018: 249).° Peyami
Safa ise “Misir radyosu” (1936) baslikli bir
yazisinda Turk halkinin “Misir radyosundan
gelen Arap sesini kendi sesi zannetmeye
devam etmesinden” sikayet eder ve “Misir
radyosunun Turk samiasina her gece
yaptig1 bu Arap asisinin tesirlerinden halki
uzaklastirmak” gereginden soz eder. Ciinki
Safa’ya gore “heniiz dogmayan Avrupai ve
muasir Turk musikisi yerine halkin Arap
musikisi ile gidalanmas1 ve zevkini terbiye
etmesi eski alaturka musikimizden bin kat
daha zararlidir.”

Ne var ki baz1 vyetkililerin boyle bir
korkuyu biraz abartili bulduklan ve
aslinda biraz daha 1srar edildigi takdirde
halkin Bat1 miizigine alisacagim umduklar
anlasilmaktadir. Mesela 1940°’ta Turk
radyolarinda Tirk miizigine ayrilan yerin
azligindan sikayet edenlere Hasan Ali
Yicel cok rahat bir sekilde soyle cevap

verebilmektedir:  “Radyosunu  cevirdigi
zaman opera dinlemek isteyen onu
dinler, isteyen Misir’t acip calinmakta

olan herhangi bir pesrevi ve saz semaisini
dinler. Hic kimseye mutlaka bunu dinleyin
demiyoruz.” (Yeni Adam, 30 Mayis 1940).
Kiltlr politikalarinin en etkili agizlarindan
biri, Ustelik kendisi de bir Tirk miizigi

bestekar ve bu kiltiirii yakinen bilip seven
bir Mevlevi muhibbi olmasina karsin, Turk
mizigi dinlemek isteyenleri Misir radyosuna
yonlendirmektedir. Peki gercekten Misir
radyosu yaygin bir sekilde dinlenmekte
miydi? Bununla ilgili kesin verilere sahip
degiliz. Ancak bazi tanikliklar Tiirkiye’de
Misir radyosuna, toplumun her kesiminden
belli bir ilginin oldugunu gostermektedir.
Mesela Vedat Yildinmbora cocuklugunda
izmir’de Arap radyolarindan Ummii Giilsim
dinlediklerini anlatir (Ozbek, 2010, 143).
Ozyildinm 1946’da gazetede tefrika edilen
bir hikayede siradan bir halk adami olan
kahramanin aksam eve gidip Ummii Giilsiim
dinledigini nakleder, hatta Mersin’in
Turkmen koylerinde tek kelime Arapca
bilmeyen Yériik koylilerin bile Ummii
Gilsiim dinlediklerine dair birinci agizdan
tanikliklar aktarir (2013, 75 ve 210).

Tirk mizigindeki Arap etkisi ve bunun bir
sonucu olarak Arabeskin dogusu konusunda
ilk isaret edilen kaynak Misir radyosuysa
ikincisi de bilindigi gibi Misir filmleridir.
Misir  filmleri  1936’da  gosterilmeye
baslanmis, Oztuna’min verdigi rakama gore
1948’e kadar 130 Misir filmi gosterilmistir.
Halkin yogun ilgisinden dolay1 6nce Arapca
gosterim yasag1 getirilir, ardindan esi
benzeri gorulmemis bir karar alinarak,
filmlerdeki Arapca sarkilarin da Turkce

soylenmesi  sart kosulur. 1948’deyse
Misir’dan film ithali tamamen yasaklanir
(Ozyildinm, 2013, 148). Bu vyasagin

oncesinde filmler genis bir kitle tarafindan
izlenmekteyken, gazetelerde bunu bir
tehdit olarak algilayan pek cok yaziya
rastlariz. Mesela Yusuf Ziya Ortac “tefli
dimbelekli ve zilli gobekli Arap filmleri”nin
Tirkcelestirilmesinin yeterli olmayacagim
soylemis, “her sinemada bir Arap filmi var...
bu yeni dusmandan korkmaliyiz” diyerek
daha kesin tedbirler alinmasini istemistir
(Ozyildinm, 2013, 175). Oztuna Tiirk
musikisinin Arap musikisi etkisine girmesi
ve yozlasmasini Sadettin Kaynak’in bu
Misir filmleri icin yaptigi bestelere baglar
(Ozy1ldinm, 2013, 188), halbuki filmlerde
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cogunlukla Misirli Abdiilvehhab’a ait olan
sarkilar yerine yapilan yeni bestelerin hepsi
ozglindur, sadece teknik zorunluluktan
dolay1 sureleri aymidir. Bardakci (2010)
dogrudan Abdiilvehhab’tan naklen eserlerin
0zgiin oldugunu dogrular, Abdiilvehhab’in
ifadesiyle imam, yani Sadettin Kaynak
bestelemis, Munir (Nurettin) okumustur.
Yani Arapca gosterimin yasaklanmasindan
sonra bu filmlerde icra edilen muzik, Turk
bestecileri tarafindan bestelenip Turk
icracilar tarafindan okunan Tiirk miizigidir.
Ancak Tirk miiziginin bir sekilde Sarkla,
hele ki Araplikla iliskilendirilmesi cogu
kisiyi irkiltmeye yetmektedir.

Mesela Tirk halkinin Arap filmlerine
gosterdigi ilgi de baz1 zorunluluklarla
aciklanmaya calisitmistir. Buna gore
ikinci Diinya Savas1 sirasinda Amerika ve
Avrupa’dan film ithali kesilince, vatandas
mecburen Misir filmlerine mahkim olmus,
bu da Arap etkisini artirmistir.  Halbuki
veriler bu iddianin pek de dogru olmadiginm
ortaya koyar. Berktas’a gore (2010: 127)
1938-1944 arasinda istanbul sinemalarinda
gosterime giren Arap filmlerinin orani
yalmizca yiizde 3’tiir (akt. Ozyildinim, 2013,
176). Amaoran dusiik olmasina karsinilginin
yiiksek oldugu anlasilmaktadir.  Aslinda
bunda sasacak bir sey yoktur. Neredeyse
bin yildir cok yakin bir cografyada yan
yana yasamis iki kavmin, Amerikan veya
Avrupa kulturine kiyasla birbirlerinin
kilturune daha cok yakinlik hissetmesi
kadar dogal ne olabilir?  Gencebay’in
da roportajlarinda sirekli vurguladigi
gibi Araplar ve Turkler yuzlerce yil ayni
imparatorlukta  birlikte  yasamislardir
ve Dbirbirlerinden etkilenmeleri gayet
dogaldir.  Bu tarihsel birliktelik Tirk
miiziginin terminolojisine, makam ve
usul isimlerine kadar apacik bir sekilde
takip edilebilir.  Elbette ki istanbul’un
musikisiyle Arap cografyasindaki musiki
birbirinden farklilasmis, kendine 0zgu
makam anlayislari, formlar ve Uslup
ozellikleri kazanmistir. Dolayisiyla her
iki mizik geleneginin bagimsizliklarini,
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ozgunluklerini korumaya calismalan
gayet dogal ve faydalidir. Mesela Kuran-1
Kerim  okuyusunda istanbul  kiraati
ile Misir kiraati arasinda ciddi farklar
vardir ve Misir kiraatinin hizli yayilisi
karsisinda istanbul kiraatinin kaybolacag
yonundeki endiseler haklhidir.  Ancak bu,
iki miizik gelenegi arasindaki ortak tarihsel
tecribeyi ve benzerlikleri gormekten bizi
alikoymamalidir.  Ornegin, klasik Tiirk
miziginin  6zgunliglinii ve “safiyetini”
koruma konusundaki titizliginden kimsenin
sliphe etmeyecegi Rauf Yekta Bey’e gore
(1986: 19, 22) “Arap musikisiyle Turk
musikisi  arasindaki...  farklilasmanin...
yegane sebebi... lisan aynliklarinin neticesi
olan uslup ve eda farki”dir ve “bu milletlerin
nagmelerinin tesekkiiliine dahil olan sesler...
ayn1 kalmaktadir.” Yine Rauf Yekta Bey’in
Esatiz-i Elhan’da Zekai Dede’nin hayatinm
anlatirken aktardig1 bir anekdot eskilerin
de bunu pekala boyle gordiigiine isaret
eder. Rauf Yekta Bey’in aktardigina gore
(2000, 23) ismail Dede Efendi, ogrencisi
Zekai Dede’ye daha ilk derslerinde soyle
demistir: “Arap musikisinin haiz oldugu
sanayi ve dakaik-i fenniyeye vakif olmayan
zevata musikice tekemmiul etmis nazanyla
bakilamaz.” Nitekim Zekai Dede 1851-
1858 yillarim Misir’da gecirir ve burada
hem Arap miuzisyenleri etkiler, hem de
onlardan etkilenir. Zekai Dede’den baska
Enderuni Ali Bey, Veli Efendi ve Melekset
Efendi gibi Ustatlar Misir’a gitmis ve on
dokuzuncu yuzyilin ikinci yarisinda Misir ve
istanbul musikileri arasinda kayda deger
bir etkilesim yasanmistir.  Bu etkilesim
yirminci yiuzyilda da devam etmistir ve
Arabesk tartismalarinda iddia edildiginin
aksine iki yonludir. 1920’li yillarda heniz
Ummii Giilsiim parlamadan 6nce Kahire’nin
en Unlu muzisyenleri olan Fethiye Ahmed
ve Tevhide Arapca klasik sarkilarn Tuirk
usuliinden etkilenerek seslendirdiklerini
bizzat ifade etmislerdir. Ummii Giilsiim’iin
farkli bir Uslupla ortaya cikisindan sonra da
Fethiye Ahmed, Turk muzik kilturine cok
daha yakin bir ses diinyasina sahip olan
Suriye ve Filistin’de uzun yillar popiilerligini
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korumustur. Serif Muhittin Targan Bagdat
Guzel Sanatlar Akademisi’nin  musiki
bolumunu kuran kisidir ve pek cok Arap
muzisyen yetistirmistir Burada Mesud
Cemil, Cevdet Cagla, Hilmi Rit gibi pek
cok onemli isim ders vermis, pek cok
sanatc1 miizigini icra etmistir. (Ozyildinm,
2013, 77-78 ve 85, 86). Garip olan sudur
ki, tipki Turkiye’deki milliyetcilerin Arap
miizigi etkisinden sikayet etmesi gibi, Arap
milliyetcileri de Tirk mizigi etkisinden
sikayet  etmislerdir.  Niyazi  Berkes,
Turkiye’de  Batici-milliyetci  aydinlarin
Arap miizigi diye disladiklart miizigin baz
Arap llkelerinde de Tirk mizigine cok
benziyor dile elestirildiginden bahseder.
Berkes’in su gozlemleri Oz-Oryantalizmin
Turkiye ve Misir’da cok benzer soylemler
urettigini carpici bir sekilde ortaya koyar:
“Aydin ve ilerici kisiler Bat1 miizigini
sokmaga calisiyor. Bunlarin  basinda,
sonradan tanistigim ve ileride ad1 gececek
olan Dr. Hiiseyin Fevzi var. Bati miiziginin
taraftarlarimin  tezleri bizdekilerin ayni.
Yalmz bir noktada ilging bir fark var.
Bizdekiler, eski mizik Tirk miizigi degil,
Araplardan gelme diyorlardi. Misir aydinlan
bunun tersini soyluyorlar. Bu miizik bizim
ulusal miizigimiz degil, basimiza Tirklerin
sardig1 bir bela, diyorlar.” Berkes tipki
Tirkiye’deki gibi Misir’da da Bat1 miizigini
yerlestirmeye yonelik devlet destekli pek
cok caba olsa da, halkin cok buyik bir
cogunlugunun, hatta pek cok profesoriin
bile Bat1 miizigi dinlemedigini sdyler. Her
yerde Abdiilvehhab ve Ummii Giilsiim
dinlenmekte, universiteli genc kizlar “Bati
miizigi istemeyiz. O bizim miizigimiz degil.
Biz sarkilarimizi istiyoruz” demektedirler.
Berkes “Abdilvehhab ile siddetli bir
tartismaya giren mizikolog Mahmud
Serif”in, “Bu bizim ulusal miizigimiz
degil, Turk miizigi” diye yirtindigim,
ama kimsenin  soziini  dinlemedigini
soyler (1969, 59-60). Daha da ilginci,
yazinin baslarinda andigimiz Sarayburnu
konusmasinda Arap miizigine  ornek
olarak gosterilen Muniretil Mehdiye’nin
de Misirda “Turk usuli” soyleyen

muganniyeler arasinda sayilmasidir. Velhasil
iki Ulkedeki modernlesme siirecine onculuk
edenlerin Oz-Oryantalist yaklasimlari,
milli kulturlerine derinden yerlesmis olan
bu ortak miizik gelenegini “yabanci miizik”
olarak damgalamalarina yol acmistir.

Arap miizigi uzmam Racy (2007, 14-16)
iki muzik arasindaki ortak ozellikleri
soyle listeler: iki miizikte de bazi temel
calgilar ortaktir, benzer isim dizgeleri
kullamlir, ikisinin de odaginda makamsallik
vardir, cok sayida usul veya ika kullanmlir,
iki mizik gelenegi de taksim veya gazel
tirli dogaclamalara acik yapilara sahiptir,
heterofonik yapidadir, sarki sozlerine
terennim ifadeleri eklenir, belirli beste
turleri ve muzikal formlar ortaktir, son
olarak her ikisinde de sarki sozlerinde
ortak tema asktir. Racy bizzat Kkisisel
tanikliklarina dayanarak, ailesinin eski
fonografindan Arap devirleri ve kasideleri
yaninda Turk pesrevleri, taksimleri ve
gazelleri dinledigini anlatir.  Eski Arap
muzisyenlerinin Cemil Bey, Tatyos Efendi,
Nikolaki, ismail Hakki Bey ve diger Osmanli
bestecilerinin eserlerini icra ettiklerinden,
Turkce yayin vyapan kanallardan saz
esliginde Tirk ask tirkiileri dinlediginden
bahseder ve Tiurk ve Arap muzik dinyasi
arasindaki Uslup benzerliklerine dikkat
cekerek “iki miizigin faydalandig1 duygusal
bilesenlerin cografi ve dilsel sinirlar astigr”
sonucuna varir. Bu da gayet dogaldir.
Cunku Melih Duygulu’nun (2018: 13-17)
“Tirkiye’nin halk miizigi makamlar”ni ele
aldig1 son kitabinda da vurguladigi gibi,
sadece Tirkler ve Araplar degil, Yunan,
Roma, Misir, Bizans, Pers, Hint, Ermeni,
Siryani vb. devlet ve toplumlar da ic
Asya, Ortadogu ve Akdeniz Havzasi’nin
timiine yayilan makam miiziginin cesitli
varyantlariyla kendilerini ifade etmislerdir.
Bu genis cografyada “sesin islenme bicimi”
ve “ortak ses kullamim tarzlarn” acisindan
bir “makam miizigi koridoru” ve etnik ve
dinsel kimliklerin lzerinde bir “miiziksel
ust kimlik” olusmustur. Elbette ki bu Ust
kimligin altinda kendine o6zgili Usluplanyla
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birbirinden farklilasan “makam/ses
bolgeleri” vardir, ancak ne kadar farklilassa
da hepsi ayn1 “ses havuzu”ndan beslenirler.

ideal Tiirk Kimliginin Antitezi Olarak
Arabesk

Ancak bu tarihsel etkilesim, Batili
cercevede bir yeni ulusal kimlik insa etmek
isteyenlerin veya bunun hali hazirda insa
edilmis olduguna inananlarin unutmak
istedigi gecmisi temsil eder. Arabesk miizik,
icindeki “Dogulu” unsurlara indirgendigi
ve Tirk ulusal kimligi de Batili bir kimlik
olarak tammlandig1 icin, tipki Dirlik’in
tespit ettigi gibi (2005, 175), “ulusal ben-
imgesiyle tutarsizlik arz ettigi” dustiniilen
her ozellik gibi, Arabesk de “disaridan
zorla iceri sokuldugu gerekcesiyle silip
supurulmeye” calisilmistir.  Cuinki  Turk
toplumunun “Dogulu” o&zellikleri “coktan
beri yok olmasi gerekirken, bir takim kotu
niyetli kisilerin cabalariyla yapay olarak
yasatilan ‘anakronik’ 6geler” (Belge, 2011:
252) olarak goriilmistiir. Ornegin Unsal
Oskay (2004: 24) Arabesk miizigi “Ortacag
karanliginin ve Dogu despotizminin yol
actigr caresizlik ve aczin ifadesi” olarak
yorumlar. Ortacag’in ifadesi olan bu
mizigin Ortacag’dan yiizyillarca sonra
dinlenmeye devam etmesi de Oskay’a gore
Tirkiye’de Ortacag kalintilarinin halen
yok edilememesinden kaynaklanmaktadir.
Elbette ki Oskay bu Ortacag kalintisi
mizigin Turklige yabanci oldugunu iddia

ediyor degildi. Onun ki daha evrensel
bir sablonun izlerini tasiyordu. Turk
oryantalizminin Arabesk soylemiyse

Arabeski kotu niyetli dis ve ic mihraklarin bir
urind olan yabanci bir muzik olarak gorur
ve Tirkliige yakistiramaz. Bunu 1980°li
yillarin bitin tartismalarinda gozlemlemek
mimkiindir.  Ornegin Arabeskle ilgili bir
mini oturumda (Nokta, Say1 26, 1982) Nur
Yoldas Arabeskin “bize yabanci bir muzik”
oldugunu soyler. Ciinkii Arabesk “Arap
gibi” demektir, yozlasmanin baslangicidir...
Bizim miizigimizle hicbir alakasi yoktur.
Tamamiyla bir kultirsizlesme”dir. Benzer
sekilde Haluk Levent (1998: 14, 45, 46)
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Kemalist bir soylemin egemen oldugu
anilarinda miizigindeki yurtseverlik bilincini
surekli olarak vurgularken Arabeskin
Turkiye’ye “yabanci bir kultir olarak
girdigini” soyler. Hatta kendisi bile bastan
bu miizigi “bize ait bir seymis gibi, sanki
kendi kulturimuzmus gibi algilamistir”.
Cocuklugundan beri Pink Floyd, The
Doors, Queen, Led Zeppelin, The Police,
John Baez, Paul Mc. Cartney dinleyerek
bliyiduglinli  soylerken bir “yabancilik”
vurgusu yapmayan Levent, Arabeske
ayirdigi boliimde 1srarla bu miizigin Tirk
kilturune yabanci olusunun altini cizer. Ne
var ki bu kultirimize yabanci mizik baz
pazarlamacilarin mahareti sayesinde hizla
Turkiye’de pazarlanmistir. Ayn1 temaya
Girer Aykal’in yukanda sozini ettigimiz
BBC roportajinda da (1983) rastlanz.
Aykal’a gore Arabesk “bir isi en yoz bicime
getirerek insanlarin cebindeki paray
sizdiran kurnaz beyinlerin cikarttiklar bir
turdur... Turk insanina yakismayan bir seydir,
Turk zevkine de yakismaz... Yalnmzca zevk
somurusu yapar. Zevk somirusu de belirli
kapitali beraberinde getirir. Buglin Arabesk
budur... Nasil gida maddeleri bozuksa...
toplattiriliyorsa, bu da toplattinlmalidir.
Ciinki insan sagligina zararlidir. ” 1989’da
Tirk sagimin en itibarli fikir dergilerinden
biri olan Tiirkive Ginliigli dergisinin
“Gecis Doneminin ‘Limpen Sacayaginda’
Bir Gunah Kecisi: Arabesk” baslikli (say1
5, Agustos 1989) Gzel sayisi icin verdigi
roportajda Yilmaz Oztuna bu fikri en uc
noktasina kadar gotiiriir. Oztuna’ya gore
Arabesk bir ticaret ve sanayi haline gelmis,
milyarderler yaratmistir. Arabeskin ardinda
“anti-Turk unsurlar”, “Asala, bolucu gucler
ve bunlarin destekleyicisi yabanci mihraklar
vardir. ”Oztuna (2006:195) baska bir yerde
ise “Arabesk adiyla baslayan Kirt musikisi
salgin1”’ndan ve bu salginin yol actigr kiltiir
tahribatindan bahseder.

Gurer Aykal, kendisine cozim onerisinin
ne oldugu soruldugunda egitim sisteminde
Beethoven, Mozart gibi bestecilerin ve
biraz da Turk bestecilerinin (yani Saygun,
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Rey gibi besteciler kastediliyor) cocuklara
tanmtilmasin1 Onerir.  Hafif (pop) mizige
gelince, cokseslilige gecis icin faydal
oldugunu savunur. Ciinkii “bizim miizigimiz
tonal sistem degilse de, onlar tonal
sistemi Tirk kulagina yerlestirme cabasi
icinde”dirler, dolayisiyla Tirk kulagim
Bat1 miizigine alistirma misyonunu yerine
getirebilirler.’ Aslinda bu goriis Arabesk
veya klasik Tirk miizigi hakkindaki Oz-
Oryantalist soylemin butiin paradokslarim
da icinde barindirmaktadir. Bir yandan
Arabeski Turk milletinin zevkine uygun
olmayan bir miuzik olarak tanmmlar, bir
yandan da kotu niyetli kisilerin halkin
zevkini somirerek milyonlarca kaset
sattigindan sikayet eder. Demek ki bu
muzik bir yonuyle halkin zevkine hitap
etmektedir ki birileri ondan para kazanmay1
dusunebilmektedir. Aykal, bir yandan Bati
miziginin Tirk zevkine uygun oldugunu
varsayar, bir yandan da Tiirk miiziginin Bat1
miiziginin tonal sistemine uygun olmadigin
kabul ederek Tirk kulagim Bati miizigine
alistiracak tedbirler onerir. Bu tutarsizlik
Arabesk miizik icindeki Tirk miizigine ait
unsurlarin goruilmesini de engellemistir.

Ornegin bir Arap miizigi olarak damgalanan
Arabesk miizigin en onde gelen bestecileri
ve icracilarimin  birinci  calgist  Arap
dinyasinda calinmayan baglamadir.
Gencebay bizzat baglama virtliozudur.
Mislim Girses mizige Adana’da baglama
calip halk miizigi icra ederek baslamistir.
Ferdi Tayfur bestelerini baglamayla
yapar. ibrahim Tatlises tiirkii icra ederek
kendini duyurmustur. Neredeyse hepsinin
kokeninde bir Tirk halk miizigi gecmisi
vardir. Arabesk orkestralarinda calanlar
biiyik bir cogunlukla Tirk halk miizigi
veya Tirk sanat mizigi sanatcilandir.
Ornegin Stokes (2012: 172, 181) Misliim
Girses’le birlikte diger Arabesk starlarina
da beste veren Ali Osman Erbasi’nin TRT
sanatcilarinin  halk miizigi kasetlerinde
baglama calip prodiktorlik yaptigina
isaret eder ve Arabesk miizigin besteci,
yapimc1 ve icracilarinin onemli bir kisminin

egitimli ve sehirli mizisyenler oldugunu
belirtir. Oyle ki varoslarda dinlenen bir
gecekondu miizigi oldugu iddia edilen
Arabesk miizigi, varostan ziyade sehir
merkezlerinde, hatta TRT halk miizigi
bolimiinde daha cok duydugunu soyler.
Gencebay’in miizigi incelendiginde farkli
bolgelere ait Tirk halk miizigi tavirlarinin
ve ritmik kaliplarinin yaygin bir sekilde
kullamldigr goriilir. Sarki sozlerinde de Tiirk
halk siirinin soyleyis tarzi ve kaliplarina
cokca rastlanir. Benzer bir durum Arabeskin
Tirk sanat miizigiyle iliskisi acisindan
da gecerlidir. Stokes (2012: 242-3, 259),
Arabesk parcalarinin  sehirli bir muzik
olarak halk miiziginden farkini ifade etmek
icin tirkd degil sarki diye adlandinldigina
dikkat ceker.  Bilindigi gibi sarki Tirk
sanat mizigi kategorisine ait bir formdur.
Daha da onemlisi bu sarkilarin makamsal
yapisinda Tiirk sanat miiziginin ozellikle
piyasaya hitap eden eserlerinin etkisi bariz
bir sekilde gozlenir. Stokes’a gore, Turk
sanat mizigi hocalar ne kadar aksini iddia
etse de, bircok Arabesk miizik bestecisi
makamlan iyi bilmekte ve ne yaptiklarin
bilerek beste yapmaktadirlar. Kuciikkaplan
da Arabesk parcalarda makam kullanimiyla
ilgili analizlerinde benzer bir sonuca
ulasmistir.  Ayrica Arabesk orkestralarinda
Cingene (Roman) miizisyenlerin agirligina
da bilhassa dikkat ceker (2013: 164,
179-180).  Cunku Cingene muzisyenleri
neredeyse istisnasiz bir sekilde sehir miizigi
yaparlar ve ud, kanun, klarnet gibi Tirk
sanat mizigi enstriimanlarini icra ederler.
Elbette ki Tirk sanat miizigi kategorisi
icinde klasik musikiyle piyasaya donuk Turk
sanat mizigi arasinda ciddi farklar vardr,
ama her ikisi de ortak bir gelenegin ve ses
dinyasinin parcasidir. Dolayisiyla sehirde
eglenceye donik Tirk sanat miziginin
baslica icracilan olan Cingene muzisyenler,
Arabesk orkestralarinda calarak Tirk sanat
mizigiyle Arabesk arasinda da bir kopri
kurulmasin saglamislardir.

Arabesk muzik, baska miuzikal etkilerin
(mesela Bat1 mizigi ve Arap miizigi)
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yaninda Tirk halk mizigi ve Tirk sanat
mizigiyle de vyakindan iliskili olmasina
karsin bunlarin hicbirine indirgenemez.
Onu Tirk sanat miizigi veya Tirk halk
mizigi kategorileri icine sokmak miimkiin

degildir. Bu yuzden de Arabeskciler,
sinirlant ka1 bir sekilde c¢izilmis ve
resmi kurumlarin mesruiyet kalkaniyla

korunmakta olan bu tirleri yozlastirmakla,
bozmakla suclanmistir. Suclamanin ilk
muhatabi olan Gencebay Ozbek’le yaptigi
uzun roportajda (2010: 233-4) buna anlam
veremedigini soyler. Clinkii onun yaptig
mizik zaten ne Tirk halk miizigidir, ne
de Tirk sanat mizigi. “Yozlastirmak bir
yerde bozmak anlamina” geldigine ve
Gencebay “herhangi bir halk miizigi veya
sanat miizigi parcasina... dokunmadigina”,
sadece kendi bestelerini yaptigina gore bu
turleri nasil bozmus olabilir? Mesele “Turk
kulagim yozlastirmak”, baska bir deyisle
Turk zevkini bozmak ise Gencebay’a
gore “asil alaturkayla alafranga arasinda
muazzam bir fark vardir, bozacaksa” Bati
miziginin “bozmas1 gerekirdi.” Halbuki
kendisi boyle bir fikre katilamayacagini,
Bati mdigzigini dislayan bu tip bir
tutuculugun dogru olmadigim soyler. Peki,
Arabeskciler neden Tirk halk miizigi ve
Tirk sanat mizigi tirlerini siirdiirmek
yerine yeni bir arayisa girme ihtiyacim
duymuslardir?  Gencebay’a gore “kendi
dogal gelisme yollar1 tikanan geleneksel
miziklerimizden cagdas ihtiyaclara cevap
veren bir muzik cikamamistir.” Cinku
bunlar kat1 kaliplara sikistinlmis, yapilacak
her tir yeniligin oniine set cekilmistir.
Arabesk bir “cikis saglamak icin” yapilan
“bir deneme”dir ve amaci1 “modern kentli

Tirk mdizigi”ni yaratmaktir. Anadolu’nun
cesitli kasabalarindan ve koylerinden
gelip Istanbul’a yerlesmis insanlardan

ya lIstanbul’un geleneksel miizigi olan
alaturkayl, ya “yeni medeniyetimizin”
miizigi olan Bat1 miizigini benimsemeleri,
ikisi de olmuyorsa kendi yerel muziklerini
surdurmelerini beklemek ne kadar insafli
olur?  Mesela Onat Kutlar (1980: 18)
Arabeskle ilgili erken donem yazilarindan
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birinde, bu mizigin “hicbir yoreye ya
da kesime ait olmadigim”, Istanbul’da
yasayan gocmenleri birlestiren bir muzik
oldugunu tespit eder. Bunun neden
olumsuz bir sey oldugunu anlamak giictdir.
Miislim Giirses’in veya ibrahim Tatlises’in
ancak yoresel turkulerini soyledikleri
zaman mesru kabul edilmesi, bu kaliplar
disina ciktiklarindaysa mizigimizi
yozlastirmakla suclanmalar1 Turkiye’deki
sosyolojik  donistimin  anlasilamadigim
gosterir. Zira bu insanlar artik koylu-
tasrali degil, sehirlidir, istanbulludur
ve Istanbullulara hitap eden bir miizik
yapmay1 istemektedirler. Bu miuzik ister
istemez hem geldikleri cevre kulturlerden
hem de merkezin kiiltiriinden kaynagin
alan yeni bir muzik olacaktir. Aslinda
istanbul’un sehir miizigi her zaman merkez
ve cevre kulturlerinin etkilesimine acik
bir mizik olmustur. Ancak merkezi kiiltire
duyulan inancin gucli ve kurumlasmis
oldugu donemlerde daha ziyade cevre
merkezi taklit ediyordu. Halbuki yasanan
demografik donusim cevrenin merkeze
o kadar hizli ve yogun dalgalar halinde
gelmesine yol acti ki, merkezi kultur
cevrenin kulturund kendi icinde eritemedi.
Resmi Batililasma politikalariyla gecmisten
devralinan merkezi sehir miizigi gelenegine
inancin ve kurumsal destegin zayiflamasiyla
da artik merkezi kiilturi temsil ettikleri
iddiasindakiler, tipki Sorokin ve Toynbee’nin
daha onceki benzer medeniyetler icin de
soyledikleri gibi, standartlarnn belirleme
giiclerini kaybettiler. Ornegin Zeki Miiren
kariyerinin basinda yukselmek icin kendini
klasik musiki Ustatlarina begendirmeye
calisirken, 60’larda ve 70’lerde cevrenin
taleplerini karsilamaya donuk bir uslup ve
repertuara yoneldi (Ayas, 2018: 315).

Bunda merkezi kiiltiirii temsil eden elitlerin
yeniolan her seye sipheyle bakan ve yasayan
kiiltlire sirt ceviren muhafazakarliginin da
pay1 vardir. Tirk miizigi cevrelerinde yeni
olana kars1 bu ényargiy1 da, 0z-Oryantalist
paradigmadan ayn disinmek mumkin
degildir.  Oz-Oryantalist  paradigmanin
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dayandig1 kiiltiirelci dusiinme sekli, Arif
Dirlik’in deyisiyle (2005: 164) “toplumsallik
ve tarih dist... bir kultur kavramina yol acar.
Bu kultur kavrami, kultirun siregiden
tarihsel bir faaliyet... olarak Uretilmesinde
rol oynayan toplumlarin arasindaki ve
icindeki iliskileri gizler.” “Sarkli toplumlar...
ayn1 anda ..hem uygarliktaki basarilan
nedeniyle hayranlik duyulacak nesneler
hem de gecmise ait fosillesmis kalintilar
olarak” ortaya cikarlar. “Sarkiyatcilikta
tarihin yerine kiiltir konuldugu icin, bu
toplumlar fosillesmis kalintilara donusdur;
zira onlarin artik ‘gercek’ bir tarihsellikleri
yoktur... bugiinlerinin gecmislerinin yeniden
uretilmesinden baskaca bir sey olmamasi
sebebiyle gercek bir cagdasliklan da.”
Tirk miizigi deyince aklimiza gecmise ait
kaliplasmis bir repertuarin tekrarlanmasinin
gelmesi, halk miiziginin de belli bir tarihte
derlenip tasnif edilmis bir anonim turku
repertuariyla ozdeslesmis olmasi, Turk
miziginin  glincel imkanlarn {izerinde
dusunmemizi engelleyen bu paradigmanin
izlerini tasr. ideal Tiirk kiiltiirinii gecmiste
donduran veya gelecege ait bir Utopya
haline getiren Oz-Oryantalist paradigma ve
Garbiyatci fantezi, yasayan Turk kulturiinu
anlamamiz1 engellemistir.

Sonug¢
Bu makale daha cok Arabesk miizigin Dogu-
Bati-Turkluk uUcgeninde tanimlanmasi,

damgalanmast ve dislanmasinda Turk
oryantalizminin etkisine odaklanmaktadir.
Ancak bugiin farkli bir konjonktiirle kars
karstya oldugumuzu da énemle vurgulamak
gerekir.  Buglin Arabesk, her ne kadar
akademik  kurumlar tarafindan hala
kilturel mesruiyete sahip bir sanatsal Uslup
olarak kabul edilmese de, resmi kultiiriin
bir parcasi haline gelmistir. Bagimsiz bir tir
olarak gucunu yitirmesine, hatta busbuttin
buharlasmasina karsin, belirsizleserek
butin turlerin icine nufuz etmis, boylelikle
hegemonik bir glc kazanmistir.  Bir
zamanlar Arabeske kapilarin1  kapatan
TRT buglin Arabesk uslubun baslica
hamisidir. Bilhassa TRT Miizik, neredeyse

butin farkli tur ve Usluplan Arabesk
uslup icinde eriten bir homojenlestirme
aygitina donusmek Uzeredir. Yeni yonetici
elit Arabeski dislamak bir yana, Arabesk
begenisiyle gurur duymaktadir. Arabeskten
hoslanmamak, siyaseten,“halkina yabanci
bir Batic1 elit” damgasi yemenin yeter
sart1 haline gelmistir.  Arif Dirlik’in Cin
hakim simflarinin  iktidar stratejilerini
tarif etmek icin kullandigr olumlayict
kendini Sarklilastirma tutumunu daha cok
andiran bir Arabesk temsili glindemdedir.
Bunda bir parcast olmak istedikleri
Batidan bilhassa Soguk Savas sonrasinda
cesitli sebeplerle dislanan yonetici elitin
yasadigl hayal kinkligimin da bir roli
vardir. Nitekim iren Ozgiir Arabesk miizigin
devlet katinda kazandig1 itibarla, Bati
tarafindan dislandigin1 hisseden yonetici
elitin  Tirkiye’nin  “Dogulu”  koklerini
yeniden kesfetmeye doniuk bir ideolojik
soylem arayis1 arasinda bir iliski kurar
(Ozgiir, 2006: 175-6, 186). Arabesk, bir
sembolik deger olarak, yiikselen yeni orta
ve Ust siniflarin eski elite kars1 gelistirdigi
kilturel hegemonya micadelelerinde de
kullamlmistir. Busayede o kadar hegemonik
bir nitelige birlinmistir ki sosyolog Ali
Akay (2002), Tirkiye’nin yeni hakim sinifim
bile “Arabesk burjuvazi” olarak adlandirr.
Baska bir deyisle Turkiye’yi  Sarkli
degerlerle, Sarki dislanmis ve yoksul cevre
kiltiirleriyle, onlarn da Arabesk begeniyle
ozdeslestirme soylemi gerceklikten uzak

oldugu gibi yeni tahakkim iliskilerini
kilturelci  ikiliklerin  perdesi  altinda
gizlemeye hizmet etmektedir. Nitekim

Arabeskin ilk doneminde bile Martin
Stokes, sahadaki gozlemlerine dayanarak,
bu miizigin gecekonduyla, sehrin dislanmis
kalabaliklariyla veya Tiirkiye’nin “Dogulu”
unsurlaryla ozdeslestirilmesinin  yanlis
oldugunu tespit eder. 1990’lardan itibaren
ise Arabesk yonetici elitin siyaseten
mesru  gordugli bir mizik olmakla
kalmayip, kapitalist dinya ekonomisiyle
entegrasyonu savunan hakim sag siyasetle
ozdeslesmistir. Yine bu donemde Arabesk
biraz daha “Batii” miizikal altyapilar
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kullanarak daha melez bir tintya kavusmus
ve pop miuzikle butunlesmistir.  90’larin
pop miizik patlamasi, Arabeski de icine
alan bir melez miizie isaret eder. Oyle
ki Arabeskin mi poplastigi yoksa popun
mu  Arabesklestigini soylemek zordur.
Kozanoglu’nun deyisiyle (1995: 147-9) “yeni
muhafazakar degerlerle catismayacak
kadar yerel, Dogulu”, ama bir yandan
da “Biz de Avrupaliyiz, Amerikalilardan
da farkimiz yok” dedirtebilecek kadar
yabanci bir ses” vermesi istenen bir
muziktir bu. “Bati’nin buyuk zincirlerinin
artik Tirkiye’de de faaliyet gosterdigi...

Bati’daki supermarketlerde  bulunan
cesitlerin Tirkiye’de de bulunabildigi...
bununla da ideolojik olarak cok

ovinuldigiu” bir donemde “bakin bizde de
var” dedirtebilecek kadar “Batili”,yabanci
pop miizigin egemenligine karst “iste
biz de Turkce muzik dinliyoruz ve
utanmiyoruz” dedirtecek kadar da yerli
bir miizik. Kozanoglu’nun tespiti, dislayic
kategoriler olarak Dogu/Bati ayriminin
artik eski onemini kaybettigini ama daha
once Dogu ve Batiyla 6zdeslestirilmis
olan miuziksel unsurlarin bu kez daha
farkli ideolojik amaclara hizmet eden
gostergeler olarak kullanilmaya devam
ettigini gostermektedir.

Arabesk Turk miuzik kulturinun cesitli
etkilesimler sonucu aldig1 bicimlerden
yalmzca biridir. Tipki 90’larin pop miizigi
gibi, entelektiiel acidan disik begeni
kamularina hitap eden bir miziktir ve
yiiksek begeni kamular tarafindan tercih
edilmemesi, begenilmemesi gayet dogaldir.
Ancak bu durum yoz veya Turk kiltirline
yabanct bir miizik oldugu anlamina
gelmedigi gibi, “yerli”/“milli”/“Dogulu”
degerlerin “hakiki” ifadesi veya
Tiirkiye’nin tek yerli popliler miizigi oldugu
anlamina da gelmez. Arabesk mizigin
bizzat kendi seriiveni ve doksanlarda
yasadigl donistim, Tirkiye’deki miizik
tartismalarinin taraflarim ozci kimlikler
icine hapsetmenin ne kadar yanlis
oldugunu gostermektedir.  Giinlimiizde

2019, 7 (2) Ayas, G.

Bauman’in tanimladig
modernite ve kuresellesme, birbirinden
izole edilmis oOzcu kilturel kimliklerin
surdurulmesini daha da zorlastirmaktadir.
Ancak miizige iliskin soylemler hayatin
akisim halen geriden takip etmektedir.
Fazil Say orneginde gordigimiiz gibi, pek
cok kisi Arabesk hakkindaki yargilarim
Oryantalist kliseler disinda ifade edecek
bir dil bulmakta zorlanmaktadir. Arabeski
yargilamak icin nasil 1930’larin Kemalist
oryantalizmi yeniden giindeme geliyorsa,
yuceltmek icin de onun tersine cevrilmis
bir versiyonu olan kendini Sarklilastirma
soylemi devreye girmektedir. ikincisine
canak tutan birincisidir ve ne kadar zit
gorunurse gorunsun, iki soylem de birbirini
beslemektedir. Arabeskin bir yonuyle
resmi kiiltliriin bir parcas1 haline geldigi
giinimiizde,onu Oz-Oryantalizmin nesnesi
olarak tartismanin artik giincelligini
yitirdigi dusundlebilir. Halbuki Arabesk
tartismast  halen Turk oryantalizminin
cizdigi cerceveden biisbiitiin uzaklasmis
sayllmaz. Tirkiye’nin milyonlarca Suriyeli
Arap milteciyi misafir etmekte olusu,
kilturelci karsitliklan keskinlestiren
bir Oryantalist soylemin glic kazanmasi
icin elverisli sartlar yaratmaktadir. Turk
oryantalizminin etkisindeki Arabesk
tartismalarini, bu  konjonktir icinde
yeniden dusinmek gunimuzin sorunlar
icin de bize yeni ufuklar acabilir.

sekliyle akiskan

Kaynaklar

Agaoglu, A.  (2012).
istanbul: Dogu Kitabevi.
Ahiska, M. (2005). Radyonun Sihirli Kapisi
Garbiyatcilik ve Politik Oznellik. istanbul:
Metis Yayinlari.

Akay, A. (2002). Kapitalizm ve Pop Kultur.
istanbul: Baglam Yayinlar.

Alp, T. (2001) Turklestirme(Gunumiz
yazi ve diline aktaran: Ozer Ozankaya).
Ankara: T. C. Kiltir Bakanligr.

Arel, S. (1990). Turk Musikisi Kimindir.
Ankara: Kiltiir Bakanligi Yayinlari.

Arslan, F. (2015). Vahitname Musikisinas-
Halkbilimci Vahit Liitfi Salc1. istanbul: Mavi

Uc Medeniyet.

2115



Tiirk Oryantalizminin Arabesk tartismalarina etkisi: kendini Sarklilastirma, Garbiyat¢i fantezi ve

Arabesk miizik

Yayincilik.

Atac, N. (1955). “Prospero ile Caliban
I-II”. Varlik. Sayi: 422, 423, 424.
Atay, F. R. (1969). Cankaya.
Dogan Kardes Matbaacilik.

Atay, F. R. (2012). Batis Yillar. istanbul:
Pozitif Yayinlar.

Ayas, G. (2014). “Kemalist Oryantalizm
ve Osmanli-Tlrk Mizigi”.  Muhafazakar
Disiince. Sayi: 40.

Ayas, G. (2014). Musiki inkilab1’min
Sosyolojisi: Klasik Tirk Miizigi Geleneginde
Siireklilik ve Degisme. istanbul: Dogu
Kitabevi.

Ayas, G. (2015). Barbar Bati: Bir Aimé
Césaire Kitab1. Istanbul: Dogu Kitabevi.
Ayas, G. (2015).  Muzik Sosyolojisi:
Sorunlar-Yaklasimlar-Tartismalar. istanbul:
Dogu Kitabevi.

Ayas, G. (2018). Mizigi Bogan Giiriilti:
ideolojinin Kiskacindaki “Musiki”. Istanbul:
ithaki Yayinlar.

Baltacioglu, i. H. (1934). Sanat. istanbul:
Semih Lutfi Kitabevi.

Bardakci, M. (2010). “Arabesk ve
Abdilvahab”. Habertirk. 27 Temmuz.
Belge, M. (2011). Tarihten Giincellige.
istanbul: iletisim Yayinlari.

Berktas, E. (2010). 1940’h Yillanin Turk
Sinemasi. Istanbul: Agora Yayinlari.

Bezci, B ve Cifci, B. (2012). “Self-
Oryantalizm: icimizdeki Modernite ve/veya
icsellestirdigimiz Modernlesme”. Akademik
incelemeler Dergisi. Cilt: 7. Sayi: 1.
Bora, T. (2003). Tiirk Sagimn Uc Hali.
istanbul: iletisim Yayinlari.

Bora, T. veSen, B. (2009). “Sakli Bir Ayrisma

istanbul:

Ekseni:  Rumelililer-Anadolulular/‘Suyun
Ote Tarafi’'ndan Gelen...”. Modern
Turkiye’de Siyasal Dustince: Donemler

ve Zihniyetler. Cilt 9 (ed. Laciner, O. ).
istanbul: iletisim Yayinlari.

Bora, T. (2017). Cereyanlar: Turkiye’de
Siyasal Ideolojiler. istanbul: iletisim
Yayinlari.

Chen, Ixamoi (1995). Occidentalism: A
Theory of Counter-Discourse in Post-Mao
China. Oxford: Oxford UniversityPress.

Dirlik, A. (2005). Postkolonyal Aura:

Kiiresel Kapitalizm Caginda Uciincii Diinya
Elestirisi (Cev. Galip Dogduaslan). istanbul:
Bogazici Universitesi Yayinlan.

Duygulu, M. (2018). Turkiye’'nin Halk
Miizigi Makamlan. istanbul: Pan Yayincilik.
Egribel, E. (1984). Nicin Arabesk Degil.
istanbul: Siirec Yayinlari.

Ergoniiltas, E. (1980). “Arabesk Mizigin
Kitlelerce  Benimsenmesinde  icerdigi
Motiflerin Toplumun Yapisiyla Denk Dismesi
Onemli Rol Oynamistir”. Milliyet Sanat
Yeni Dizi. Say1 9. Dosya: Arabesk Olay1, 1
Ekim 1980.

Frith, S. (2004). “What is Bad Music? ”.
Bad Music: The Music We Love to Hate (Ed.
Christopher Washburne ve Maiken Derno).
New York: Routledge.

Gazimihal, M. R. (1931). “Umumi Musiki

Bilgileri”. Milli Mecmua. Say1:124-5, 1
Mart 1931.
Gokalp, Z. (1923). Tirkcilugin Esaslar.

Ankara: Matbuat ve istihbarat Matbaasi.
Gungor, N. (1990). Sosyo-Kiiltiirel Acidan
Arabesk Muzik. Ankara: Bilgi Yayinlar.
Hanioglu, S. (2012). “Arabesk, Vatan
Hainligi, Tiurk Oryantalizmi”. Sabah. 25
Kasim 2012.

Kahraman, H. B. (2002). “icsellestirilmis,
Acik ve Gizli Oryantalizm ve Kemalizm”.
DoguBat1. Sayi: 20.

Kiyak, H. (2017). Yuzyillik Metinlerle
Tanburi Cemil Bey. istanbul: Kubbealt:
Nesriyat.

Kiyak, H. (2018). Mizrabi, Yay1 ve Kalemiyle
Mesud Cemil. istanbul: Kubbealt1 Nesriyat.
Kologlu, O. (1999). Bir Cagdaslasma
Ornegi Olarak Cumhuriyetin ilk On Bes Yili
1923-1938. istanbul: Boyut Kitaplari.
Kozanoglu, C. (1995). Pop Cag Atesi.
istanbul: iletisim Yayinlari.

Kutlar, O. (1980). “Arabeskin Yozlastinci
Etkilerini Silebilmek icin Kitleleri Ortak
Bir Duyarlilikla Kavrayan Yeni Bir Mizik
Olusturmak Gerekiyor”. Milliyet Sanat Yeni
Dizi. Say1: 9. Dosya: Arabesk Olay1. 1 Ekim
1980.

Kiiciikkaplan, U. (2013). Arabesk. istanbul:
Ayrint1 Yayinlan.

Kucukkaplan, U. (2016). Tiurkiye’nin Pop

2116



RAST MUZiKOLOJi DERGISI

Miizigi. istanbul: Ayrinti Yayinlari.

Levent, H. (1998). Kedi Kopriisii. istanbul:
Gendas Yayinlar.

Mollaer, F.  (2019). Kimlik, Taninma
Mucadelesi ve Sarkiyatcilik: Edward Said’in
izinde. istanbul: Metis Yayinlar.

Mollaer, F. (2018). Yerliciligin Retorigi.
Ankara: Phoenix Yayinevi.
Onay, A. T. (1936). “Acik Mektup”.

Cankir’’da Duygu. 25 Nisan ve 2 Mayis.

Oskay, U. (2004). Yikanmak Istemeyen
Cocuklar Olalim. istanbul, Yapi Kredi
Yayinlari.

Ozbek, M. (2010). Popiiler Kiiltiir ve Orhan
Gencebay Arabeski. istanbul: iletisim
Yayinlan

Ozgiir, 1. (2006). “Arabesk Music in Turkey
in the 1990’s and Changes in National
Demography, Politicsand Identity”. Turkish
Studies. VII/2. s. 175-190.

Oztuna, Y. (2006). Tiirk Musikisi: Akademik
Klasik Turk Sanat Musiki’sinin Ansiklopedik
Sozliigli. Ankara: Orient Yayinlari.

Oztirk, 0. M. (2016). “Milli Musiki
Utopyasi: ‘Halk Ruhunu Garp Fenniyle
Terkib Etmek’”. illiizyon: Cumhuriyet’in

Klasik Muzik Seriiveni. Ed. Firat Kutluk,
istanbul: H20 Yayinlari.
Ozyildinm, M. (2013). Arap ve Tiirk

Musikisinin XX. Yizyil Birlikteligi. istanbul:
Baglam Yayincilik.

Pamuk, O. (2003). istanbul Hatiralar ve
Sehir. istanbul: Yap1 Kredi Yayinlari.

Racy, A. J. (2007). Arap Dunyasinda Muzik
Tarab Kultiru ve Sanati(cev. Serdar Arguin).
istanbul: Ayrint1 Yayinlari.

Rauf Yekta (1986). Turk Musikisi (cev.
Orhan Nasuhioglu). istanbul: Pan Yayinlar.
Rauf Yekta (2000). Esatiz-i Elhan. istanbul:
Pan Yayinlar.

Safa, P (1936).
Cumhuriyet. 6 Agustos.
Safa, P. (2010). Tiirk inkilabina Bakislar.
Ankara: Ataturk Arastirma Merkezi.

Said, E. (1978). Orientalism. New York:
Vintage Books.

Stokes, M. (1998). “Imagening the ‘South’:
Hybridity and Heterotopias on the Turkish-
Syrian Border”. Border Identities(eds.

“Misir Radyosu”.

2019, 7 (2) Ayas, G.

H. Donnanand T. Wilson). Cambridge:
Cambridge University Press. pp. 263-287.

Stokes, M. (2000). “East, West, and
Arabesk”.  Western Music anditsOthers:
Difference, Appropriation and

Representation in Music(eds. G. Bornand
D. Hesmondhaugh). Berkeley: University
of California Press, pp. 213-233.

Stokes, M. (2012). Turkiye’de Arabesk
Olayi(cev. Hale Eryilmaz). istanbul:
iletisim Yayinlan.

Senyapili, 0. (1980). “Yigin Toplumu,
Yigin Kiltiirli ve Arabesk Miizik”. Tiirkiye
Yazilan. Sayi: 42. Eyldl. s. 4-11.

Senyapili, 0. (1985). “Arabesk”. Miizik
Ansiklopedisi. Cilt I. Ankara: Uzay Ofset
Ltd.

Senyapili, T. (1980). “Gecekondu Yasami
ve Arabesk”. Turkiye Yazilan. Sayi: 42.
Eylal. s. 14-17.

Tanrikorur, C. (2004). Tirk Miizik Kimligi.
istanbul: Dergah Yayinlar.

Todorova, M. (2003). Balkanlar’1 Tahayydil
Etmek. cev. Dilek Sendil. istanbul: iletisim

Yayinlari.

Tunca, H. (2013). Hulusi Tunca ile
Yetmisler. istanbul: Esen Kitap.

Ulunay, Refi Cevat (1920). “Tanburi

Cemil Konseri: Biyuk Bir Eser-i Himmet”.
Alemdar. 21 Tesrinisani.

Ungér, Z. (1926). “Viyolonist Zeki Bey’in
Musiki Anketimize Verdigi Cevap”. Yeni
Ses. Sayi: 225. 14 Tesrin-i Evvel 1926.
Yaran, Azer (1981). “Aktarma Sarkilardan

Arabesk Miizige”. Tirkiye Yazilan. Sayi:
51. Haziran.
Yildiz, A. (2010). Ne Mutlu Tuirkim

Diyebilene. istanbul: iletisim Yayinlari.
Yoldas, N. ve Karabocek, N. (1982). Mini
Acik Oturum. Nokta. Say1: 26.

Yonetken, H. B. (1926). “Musikide Teknik
ve Orijinalite”. Hayat. Cilt: 1,Say1: 5, 30
Aralik.

Dipnotlar

1. Fazil Say’in “Arabesk yavsakligindan
utantyorum” ve  “Arabesk vatan
hainligidir” sozlerinin yer aldig1 iki
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haber icin bkz. https://www.ntv.com.
tr/turkiye/arabesk-yavsakligindan-
utaniyorum,WLfHQ4LJw0ePkf9WOW
RaRg ve http://www.hurriyet.com.
tr/gundem/arabesk-sevmek-vatan-
hainligidir-21918428.

Bu yazinin kapsami bu elestirileri
cevaplandirmaya miisait degil. Ancak
buradaki temel hatanin Bati dis1
muzik geleneklerini tarihsizlestirme
ve homojenlestirme egilimi oldugunu
soyleyebiliriz. Bat1i dist  muzik
gelenekleri de tipki Bati miizigi
diyerek aynmi cuvala doldurdugumuz
muzikler gibi, gerek farkli milletler
arasinda, gerek her bir milletin
mizik geleneginin  kendi icinde,
gerekse bu muzik geleneklerinin farkl
donemleri arasinda buyuk bir cesitlilik
barindinr.  Kederli ve agir miizikler
gibi, hareketli, coskulu miuzikler
de, dans mizikleri de, eglence
muzikleri de, isyan muzikleri de, “Sark
musikisi” olarak homojenlestirilen
bu dinyanin bir parcasidir.  Bunca
uslubu, donemi, formu, tird hizne,
kedere ve kadercilige indirgemek
ancak Oryantalist kliselere gozu kapali
inanmanin bir sonucu olabilir.

https://www. youtube. com/watch?
v=jJ5lrOjigsA&t=263s

Hakiki Tiirk miiziginin sehirlerde veya
sehir merkezlerine yakin koylerde degil
ancak Gizli Bektasi topluluklarinin
miziklerinde duyulabilecegini iddia
eden Vahit Lutfi Salci’ya gore “Arapca
ve Acemce sozlu musiki parcalarinin
Uzerine Turk musikisi yazmak buyuk
hata”dir. Bu isi ustlenen Rauf Yekta
Bey bu miizik yasak edilince “basindan
sarigl atilan softalara” donmiistir.
1933 yiinda Misir’da Sark Musikisi
Kongresi’ne  davet edildigimizde,
hiikkimetin bu daveti reddettigini
hatirlatan Salci, Rauf Yekta Bey’in
kendi cebinden buraya gittigini
soyleyerek onun bir Turk musikisi Gstadi
degil, sanat1 da sahsiyeti de topraga
gomulmus olan bir Sark musikisi Ustadi

5.
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oldugunu soyler (Arslan, 2015: 186).

Tirk miziginin kokeni tartismalarina
iliskin literatiiriin degerlendirilmesi ve
bu tartismalarin ideolojik arka plam
hakkinda daha genis bir analiz icin bkz.
Ayas, 2018 (213-280).

Sarkliik ve Garpliliga iliskin kimlik
tamimlamalarinin ne kadar oynak, keyfi
ve girift olduklarinin bir kanitina Ali
Rifat Cagatay’in Nihavend takimiyla
ilgili bir elestiri yazisinda rastlanz.
Huseyin Kiyak’in Yuzyillk Metinlerle
Tanburi Cemil Bey (2017: 85-91)
kitabinda yer verdigi bu yazida Refi
Cevad Ulunay (1920: 3) Cemil Bey icin
duzenlenen konserde icra edilen Ali
Rifat Cagatay’in yeni Nihavend takimini
“Arap musikisi” izlenimi uyandirdig
icin elestirir. Halbuki bu fasil genellikle
Cagatay’in Bati etkisinde bestelenmis
eserlerine ornek gosterilir  Ne var
ki Ulunay “O fasilda ben Sark’imi, o

glizel Sark’1mi bulamadim” diyerek
fastin ~ Sarkliigim  doyuramadigim
soyler. Baska bir deyisle Misir’dan,

yani Sark’tan gelen Garp etkisine karsi
cikar. Misir’da Batililasma bizden once
basladigina gore aslinda buna sasmamak
gerekir. Ancak ayni etki 1930’larda
veya 70’lerde olumsuz anlamda “Sark
etkisi” olarak gorilecektir.

Ornegin Oztuna (2006: 195) Tiirkiye’de
“Arabesk adiyla bir Kirt musikisi
salgin1”ndan soz eder.

Stokes (1998: 270-1), Arabesk
mizisyenlerin  cografi olarak da
Turkiye’nin  dogusundan, bilhassa
gineyinden  geldiklerini  vurgular.
Stokes’a  gore  Arabeskin  giiney
ile ozdeslestirilmesi Turklukle
ozdeslestirilen  Anadolu  kirsalinin

aksine, Araplik ve Kirtliigiin baskin
oldugu melez bir Sarkli 6teki imgesine
isaret eder ve gocle yakindan iliskilidir.
Tanil Bora ve Bayram Sen ise (2009:
1149-1162)  dogrudan  Arabeskten
bahsetmeseler de, Batili Turk ile
ozdeslesmis Rumelililer ile Anadolulular
arasindaki sakli bir ayrisma eksenine
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dikkat cekerler. Arabeskin yayginlik
kazandig1 donemde Anadolu’nun cesitli
yerlerinden, bilhassa Giineydogu’dan
istanbul’a gdécenlerin gériiniirligiiniin
artmasi, bu sakli ayrisma eksenini de
glin ylzune cikarmis, mesela basinda
stk stk “her yeri kaplayan kebap
kokusu” ile Arabesk timsi arasinda
iliski ~ kurulmustur. Balkanlardan
gelen miuzikal etkinin Arabeske Arap
taklidi oldugu gerekcesiyle olumsuz
yaklasanlar arasinda benzer bir tepkiye
konu olmamasinin veya tamtersine
Arabeski  sahiplenenler tarafindan
yeterince  “yerli”  gorulmemesinin
altinda bu Rumeli-Anadolu ayriminin
da etkisi olabilir. Siyasete konu olan
karsibkli  damgalamalar bu ayrima
bagli imgelerin katilasmasina hizmet
etmistir. Mesela Bora ve Sen (2009)
sag muhafazakar siyasetin “suyun ote
tarafindan gelen elit” soylemiyle bu
kiiltlirelci aynmi nasil koriikledigini
carpici orneklerle anlatir.

Ayn1 Mesud Cemil 1932’de Rauf
Yekta Bey ile birlikte Misir’da bir
Kopt Kilisesi’nde  duyduklari  bir
ayin musikisinin, Latince ve Arapca
giftesi disinda Osman Dede’nin bir

ayininden farki olmadigim soyler.
Hatta “o kilisede veya falan yerdeki
sinagogda belki de yarin bizim

radyoda nesredecegimiz klasik koro
melodilerinden birisi soylenmektedir”
diyerek iki miizik gelenegi arasindaki
yakinlig1 acik bir sekilde ortaya koyar.
(Kiyak, 2018: 371)

Pop miizige yiiklenen bu ideolojik
misyon, 90’larda popun Arabesklesmesi
veya Arabeskin poplasmasiyla birlikte
farkli bir tartismanin dogmasina yol
acti. Arabeskin popiilaritesine kapilan
pop miizigi sanatcilar, mesela Sezen
Aksu ve Kayahan, eserlerinde Arabesk
motiflere daha c¢ok yer verdikce
ihanetle suclandilar. Kayahan’in bu
suclamalara karsi,Arabeskin kokiinu
kazimakla ve herkese pop dinlettirmeyi
basarmakla ovinmesi (Meric, 2006:
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96.), pop miizige vyiiklenen misyon
hakkinda bir fikir verir.



Tiirk Oryantalizminin Arabesk tartismalarina etkisi: kendini Sarklilastirma, Garbiyat¢i fantezi ve

Arabesk miizik

The impact of Turkish Orientalism on Arabesk debate:
self-Orientalism, Occidentalist fantasy and Arabesk music

Extended Abstract

Edward Said was one of the first writers who
drew attention to the power relationships hidden
in the Orientalist representations of the East.
In his famous book he brilliantly demonstrated
in what ways the Orientalist discourse served
to justify the unequal relationships between
European and non-European people and how
it silenced the “Orientals” by paralyzing their
ability to represent themselves. However, as
some critics rightly noted, “Orient” is not only
represented but also speaks for itself. Non-
Western people create their own images of
West and East and define their identity by using
these mirrors. After all, as Arif Dirlik notes,
Orientalism requires the participation and
complicity of “Orientals” for its legitimation
and hegemony. So it cannot be properly
understood unless being analyzed at the same
time as a discourse created by non-Western
people. For this reason, Orientalism should
be seen as the product of the contact zones
in which Western and Eastern elite encounters
rather than a discourse created solely by the
West. These contact zones are the media
through which non-Western elites builds their
national identity by creating their own images
of East and West. This nation-building process
may even lead to sharp conflicts with Western
imperialism, which turns the entire process to
something like Westernization against West.

Terms such as Self-Orientalism or Occidentalism
have been coined to conceptualize this area of
subjectivity in which non-Western elites built
their self image with reference to East/West
dichotomy. Turkey’s complicated modernization
experience gave rise to a mentality that we
can best understand in these terms. We can
call it Turkish Orientalism. To legitimize their
Westernization project, the pioneers of Turkish
modernization internalized the Eurocentric
conceptualization of the world and embraced
the depictions of the “East” as the low-other
of the West. However, as ardent nationalists,
they also opposed the negative judgments of
Western Orientalism about Turks who were seen
as an Oriental Other by the West. To reconcile
these two attitudes, they created an interior

Other into which they would store up all the
undesired, “Oriental” elements of Turkishness
which were thought to be incompatible with
the Western models. Therefore they defined
the ideal Turkish identity as something opposed
to these “Oriental” elements of Turkishness.
This “Oriental” Other was mostly identified
with Ottoman past, sometimes with Islam and
always with Arabic world. On the other hand,
so-called “genuine” Turkishness was redefined
as something compatible with West and an
antithesis of everything “Oriental” including
Arabs. For example Falih Rifki Atay, rightly
defined by Nadir Nadi as “the leader writer of
the Turkish State”, depicted Westernization
as Turkification, more precisely being freed of
Arabization.

This formula was put into practice in the field
of music as well. In early republican period,
while Turkish music being redefined in the
mirror image of the West-East-Turkishness
triangle, the Ottoman musical tradition was
dismissed as the Oriental Other. According to
official policy, the model was Western music;
the enemy was Eastern music which was to a
large extent synonymous with the traditional
urban music of Turkey, the source of national
music was Anatolian folk songs which, unlike
Ottoman art music, was considered to be
compatible with Western models. And the
goal was to create a modern Turkish music
which was expected to be both Western and
national in character. In other words, pioneers
of the music reform divided the musical culture
of Turkey into two conflicting part by a self-
Orientalizing strategy, sweeping aside the
“Oriental” musical elements inconsistent with
the national self-image as foreign intrusions.
So Ottoman musical legacy was seen as a non-
Turkish cultural element related to Byzantine
and Arabic elements in the past and expelled
from national music culture. Labels used to
define this music during the alaturka-alafranga
debate reflects all the degrading Orientalist
clichés such as being irrational, unscientific,
drowsy, fatalist, obsolete, submissive to
despotism etc. Accordingly, this living urban
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music tradition was relegated to the past as a
fossilized relic while sometimes appeared as an
object of admiration for its past civilizational
achievements. For this reason Turkish music was
frozen down in itsold forms and symbolically
put into museum in official institutions.

The discourses and labels used to degrade
Arabesk music were almost the same as the
ones that once used to degrade and dismiss
Alaturka or classical Turkish music. But this
time intellectual spokesmen of the three
officially recognized genres (Turkish art
music, Turkish folk music and Western type
polyphonic music) united against Arabesk to
define it as an antithesis of the ideal Turkish
identity. The cultural dichotomies of Turkish
orientalism were and are still being reproduced
by all parts of the discussion in different ways.
Unlike its producers and listeners, intellectual
commentators identified Arabesk with its so-
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called Arabic/Oriental elements, reducing the
emotions invoked by this music to an unhealthy
melancholy and its message to fatalism.
Arabesk artists were also condemned to spoil
Turkish music by distorting its traditional forms
and patterns. In this article, it is argued that
this reductionist and homogenizing approach
has its source in Turkish orientalism which
substitutes cultural essences for culture as lived
experience, therefore freezing the ideal culture
in the past or addressing itto a utopian future.
This mentality has restrained us to see Arabesk
music as a lived cultural experience having
arisen from the complex historical relationships
between Turkish (art and folk), Arabic, Western
and other musical elements rather than a
degeneration of the genuine Turkish culture. In
this respect, this article traces the impact of
self-Orientalism and Occidentalism in Arabesk
debates from past to present in a historical
perspective.

self-orientalism, occidentalism, arabesk, kemalist orientalism, turkish music
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Ozet

Bir ulus devleti olarak dogan Tirkiye’de resmi halk miizigi calismalari nota-merkezli olarak
baslamistir. 19. ylizyilda Osmanli’da gelisen ve 20. yiizyilda Turkiye’ye devredilen bu yaklasimla,
halk miizigi bir nesne olarak algilanarak nota yoluyla sabitlenmistir. Ozellikle resmi kurumlarda
halk miizigi faaliyetlerini slirdiiren otoriteler, notalar araciligiyla kendi mesru zeminlerini insa
etmislerdir. Boylece notanin otoritesi, otoritenin notasina donismustir. Bu makalede, Tirkiye’de
resmi halk miiziginin nota-merkezli icat ve insasi, Derrida’nin yapisokiim disiincesiyle elestirel
olarak ele alinmistir. Bu sayede, resmi ve nota-merkezli yaklasimin celiskileri, otoritelerin nota
yoluyla gizledigi veya disarida biraktigi unsurlar ile halk miiziginde standardizasyon sorunlar ortaya
konmustur.

Anahtar kelimeler
tiirk halk miizigi, halk miizigi, etnomlizikoloji, otorite, notasyon, yapisokim

Otorite konusu, felsefe ve sosyoloji konulmus ve sahsi nitelikte olmayan bir
basta olmak Uzere sosyal bilimlerin duzendir” (Weber, 2005, s. 41).
cesitli  disiplinlerinin  onemli tartisma

konularindan birisidir. Otorite kavrami,
her ne kadar gunluk hayatta kabul edilmis
glicle ya da guce sahip olmakla esitlense
de, bu tammlama toplumsali aciklama
baglaminda yetersiz goriinmektedir (Esgin,
2014, s. 20). iktidar ve otorite iliskisi
acisindan, otorite, iktidarin en belirgin
kaynaklarindan birisi olsa da iktidarn
kendisi degildir (Esgin, 2014, s. 22). Max
Weber, otoriteyi gonullu kabule dayali bir
“egemenlik” olarak, “guc” kullanmaktan ve
“etki”de bulunmaktan ayirir (Weber, 2005,
s. 35); otorite mesruiyet temelinde isler ve
“yasal”, “geleneksel”,“karizmatik”olarak
uc saf bicimi bulunur (Weber, 2005, s.
40). Weber’e gore,“mesru egemenlik
durumunda uyulmasi gereken sey, yasalarla

Weber’in dedigi gibi otorite gii¢c kullanmaz,
ancak somut, guvenceli ve istikrarli bir
glcu olsun ister; bu yuzden “otoritenin
iktidar kosullarim1 yorumlama, bir guc
imgesi tanimlamak suretiyle denetim
venufuz kosullarina bir anlam verme cabasi
oldugu soylenebilir” (Sennett, 1992, s.
29). Hannah Arendt de zorlamanin gecerli
oldugu yerde otoritenin iflas edecegini, bu
yuzden otoritenin bir tanimi yapilacaksa,
bunun hem argimana dayanan iknayla
hem de gice dayanan zorlamayla karsitlik
icinde olmasi gerektigini belirtir (Arendt,
1996, s. 129). Yani otoritenin oldugu yerde,
bir cesit kendiliginden “razilik” durumu
da vardir. Otoritenin akla uygunlugu, onu
mesru ve gecerli kabul eden, onunla uyum
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saglayan bir uzlas1 seklinde gerceklesir
ve bu uzlasi, akilcl temelde insa edilmis
kabullenistir (Esgin, 2014, s. 32). Bu
durum, Michel Foucault’nun kullandigi
“tabiyet” kavraminda da karsimiza cikar
(Cegin ve Ozpolat, 2016, s. 686): “Tabiyet
bir iktidar formu olup 6znenin dissal bir
otorite tarafindan tahakkiim altina alindig
sureci betimler. (...) tabiyet ayn1 zamanda
bir ozne-olus bicimidir (...). Zira iktidarin
boyun egdirecegi, tabi kilacagi uysal bir
bedenin varligina ihtiyac duydugu gibi,
0zne de itaat edecegi sesi arar.”

insanlarin, sanat, bilim, din, ekonomi ve
siyaset gibi farkli hayat alanlari, kendilerine
ait  kurallar, duzenlilikler ve otorite
bicimlerine sahip farkli yasam alanlarn
olusturma egilimlerini degerlendiren Pierre
Bourdieu’nun yaklasimina gore, “bir alanda
mucadeleye katilanlar, mevcut alanda
etkili olan ozgll sermaye bicimi uUzerinde
tekel kurma ve iktidar alaninda farkl
otorite tarzlan arasindaki kur degerlerine
ve alt-Ust iliskisini belirleme gucuni elde
etme gayesiyle birbirleriyle mucadele
ederler” (Palabiyik, 2011, s. 135-136).
Dolayisiyla iktidarin “yeri”, bu micadele
alanlarindan herhangi bir yer olabilir.
Bourdieu’nun otorite baglaminda bir baska
onemli kavrami olan “sembolik siddet”,
toplumsal diizenin kamuoyunca dogal
karsilanip tartisilmayan tezahdrlerinin,
bedenlerin  toplumsal yapimina bagl
olan sembolik bir iktidar tarafindan
uretilmesidir. Gérard Mendel’e gore bu
yaklasim, otoriteyle iliskili su kavramlan
ve diisiiniirleri birlestirmektedir: ideoloji
ve yanlis biling (Marx), bilincdis1 (Freud),
temsillerin toplumsal insas1 (Durkheim),
mesrulastirma (Weber), beden teknikleri
(Mauss), toplumsal olarak dayatilmis
otokontrolun icsellestirilmesi (Elias), eril
tahakkiim (Francoise Héritier) (Mendel,
2005, ss. 28). Gorildigu Ulzere, otorite
kavrami gunimize kadar cokanlamli bir
havuz icinde yorumlanmistir. Bunlarin
icinden genel bir tamim yapmak zor olsa
da, otorite “tabi olanlarin itaatini saglayan
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iktidar cesitliligi” olarak nitelenebilir

(Mendel, 2005, ss. 30).

Arendt’e gore modern diinyada otorite
diye bir sey artik yoktur (Arendt, 1996,
s. 127). Oysa otoritenin kaynaklarinin
ginumuz kosullarinda yok olmak icin
hicbir gerekcelerinin olmadigin1 savunan
Mendel (Mendel, 2005, ss. 33), Arendt’in
glic konusundaki yorumlarina imtinayla
yaklasarak, otoritenin giic baglaminda uzak
durdugu seyin giinimiiz kosullarinda yeni
kapsami oldugunu belirtir (Mendel, 2005, ss.
32). ister giic kullansin, ister kullanmasin,
glinumuzde otorite, tanimlanmay1
oldukca zorlastiracak sekilde bir yandan
miphemleserek diger yandan cesitlenmis
ve toplumsal yasamin hemen her alanina
mesrulasarak yayilmistir (Esgin, 2014, s.
52). Bu acidan otoritenin her tirden mesru
araclarin1  yeniden ele almaya ihtiyac
vardir. Bunun icin, oncelikle otoritenin
kendi icinde yapisokimu gerekmektedir.

Otoritenin Yapisokiimii

Postmodern terimi, 1940’1 ve 1950’li
yillarda yer yer yeni mimari ya da
siir  bicimlerini  betimlemek  lzere

kullanilmasina karsilik, 1960’li ve 1970°li
yillardan itibaren farkli kultur ve toplum
teorisyenleri, modernizm  kulturinden
radikal kopuslar1 ve yeni postmodern sanat
bicimlerinin ortaya cikisimm tartismaya
basladi (Best ve Kellner, 2011, s. 24).
Ancak postmodernizme iliskin soylemler
tim dinyada 1980°li yillarda dolasma girdi
(Best ve Kellner, 2011, s. 32). Yapisokim
(deconstructivism), postmodernizmin
en onemli ayaklarindan birisi olan
postyapisalci dusuncenin sinirlarini
zorlayan bir oneri olarak Jacques Derrida
tarafindan 60’1 yillann  sonlarindan
itibaren gelistirilmis bir disinme bicimidir.
Temel olarak felsefedeki otoriter yapilarin,
ozellikle sozmerkezciligin (logocentrism)
elestirisi olarak gorllebilecek yapisokiim
(Newman,2006, s. 196), her ne kadar
baslangicta felsefi ve edebi metinlerin
yapisal sorgulanmasini icerse de, zamanla
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postyapisalct  ve  postmodern teoriyi
takip eden pek cok disiplin tarafindan
kullanilan bir kavram haline gelmistir.
postyapisalciligi Newman su sekilde ozetler
(Newman, 2006, s. 45): “Postyapisalcilik,
modernligin birliklerine ve biitiinliiklerine
-0zcu kategorilerine, akilcr hakikatine
ve ahlaka mutlak inancina ve bunlarin
baglandig1 tahakkiim pratiklerine- karsi
bir ya da bir dizi direnme stratejisidir. (...)
modernligin simirlanint  aciga c¢ikarmak,
sorunlarinin ve paradokslarinin maskesini
distirmek icin modernligin sdylemi icinde

isler. Bize bir cozimden c¢ok sorunu
gosterir.”
Derrida, yapisokimuin en onemli

kavramlarindan birisi olan “hakikat”in,
cogul, cesit cesit, hatta celisik oldugunu
vurgulayarak, “Aslinda kendinde hakikat
gibi bir sey yoktur, yalmzca onun asiriligi
vardir. Benim icin, benim hakkimda olsa
bile, hakikat coguldur” der (Derrida, 2008,
s. 168). Benzer bir sekilde Max Stirner
de tek bir hakikat olmadigini ve bireysel
bakis acilarinin coklugu kadar bircok
hakikatin var oldugunu belirtir; bu acidan
hakikat, otorite, hegemonya ve tahakkim
iliskilerinin icinde oldugu iktidar oyununda
tim taraflanin  kullandigr bir silahtir
(aktaran Newman, 2006, s. 148). Kendi
aralarinda cesitli gorus farkliliklan olsa da,
postyapisalc disiiniirlerin ortak vurguladig
sey, “gercekligin parcaboliik, farklilasmis
ve cogul karakteri”dir (Altuntek, 2009, s.
144).

Tum dusunce sistemlerinin belli bir temel
uzerinde insa edilen anlamlar hiyerarsisine
dayandigint ve bu sistemlerin tutarl
goriinmesine ragmen aslinda kendi icinde
celiskileri oldugunu diistinen Derrida, bu
karsitliklarin sonucunda hiyerarsik yapilarin
ortaya ciktigini ve ikili karsitliklarin aslinda
birbirini disinda degil, birbirinin icinde
var oldugunu gosterir (Altuntek, 2009,
s. 147; Almond, 2012, s. 45). Derrida’nin
yapisokumu, Bati felsefesi ve kiltirunu

yoneten iki kutuplu karsitliklarin (6zne/
nesne, gorunus/gerceklik, soz/yaz1 vb.)
Urettigi hiyerarsileri ortaya cikarip onlar
sokiime ugratarak, bir metni parcalarina
ayirnir (Best ve Kellner, 2011, s. 38).
Clnku postmodernist acidan “metin”
sadece yazili bir eser degildir; yasanilan
her sey (bir savas, bir devrim, bir politik
hareket, kisisel bir iliski, bir tatil vb.) bir
metindir ve postmodernizmin amaci metni
parcalayarak, celiskilerini ve onkabullerini
ortaya ¢ikarmaktir (Altuntek, 2009, s. 146).
Postyapisalct  teori cogunlukla felsefe,
kiltur teorisi ya da psikanalize odaklanir ve
postmodernlige iliskin bir aciklama sunmaz,
postmodern tartismalara mudahale etmez
(Best ve Kellner, 2011, s. 50). Newman’in da
yukarida belirttigi lizere, yapisckiimciilerin
bir ¢cozimden cok soruna odaklanmalar,
cogunlukla onlara yoneltilen elestirinin
temel dayanagi olmustur. Yapisokiimciiler,
sokiime ugrattiklart anlam  sistemini
yeniden insa edip hiyerarsik ve hegemonik
bir baska yapiyr kurmamak icin sorunu
aciga cikarmakla ugrasirlar (Altuntek,
2009, s. 147). Dolayisiyla yapisokim her
tir “metin”i okumak icin gelistirici bir
yontemdir (Rutli, 2016, s. 64): “Yapisokim
herhangi bir metne ya da yapiya disaridan
midahale ederek onu ortadan kaldiran
ya da ona zarar veren bir yontem degil,
metnin kendi kendisini ortadan kaldiran
dinamiklerin ortaya cikisina eslik eden ve
metnin icinden isleyen alternatif bir okuma
olarak degerlendirilmelidir.”

Postmodernizm, cesitli alanlara uzanan
teorik cikmazlara cevaplar  bulmak
icin, dusuncede ihtiyac duyulan bir
paradigma degisikliginin on plana ¢iktig
1980’lerde, mizigi ve mizikolojiyi
etkilemeye basladi (Scott, 2006, s. 157).
Ozellikle  postyapisalciligin  etkisiyle,
(etno)miizikoloji disiplininin “yap1”
merkezli model arayislan ve tartismalan,
glinumuzde postkolonyal calismalardan
toplumsal cinsiyet tartismalarina,
feminist miuizik teorisinden postmodern
miuizik arastirmalarina kadar genis bir
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alam kapsayan calismalara evrilmistir.!
Elestirel ve yeni miizikologlar, mizigin
toplumsal degerini arastirmak arzusuyla
pek cok metodolojik ve analitik amaci
devreye sokarak, Derrida’nin yapisokimd,
Foucault’nun soylem cozimlemesi ve
Kristeva’min  psikanalitik kavrayis1 gibi
postyapisalct ve postmodern pek cok
yaklasimdan yararlandilar (Scott, 2006, s.
169).

Ayrica etnografik calismalarda,
ozellikle postmodern yaklasimlarin
temel yontemlerinden birisi  olarak
karsimiza cikan 0z-dustunumsellik
(self-reflexivity), dustnumsellikteki
(reflexivity) diyalektik bag1 kirarak,

arastirmacinin kendi kisisel deneyimlerini
de betimlemeye dahil ettigi icebakis ve
oznellik vurgusuyla nitelik kazanmistir
(Altuntek, 2009, s. 149). Bu yaklasim,
glinimuz (etno)muzikoloji calismalarinda
da karsimiza cikar: Yeni miizikolojiden
uygulamali  etnomiuzikolojiye, tarihsel
etnomizikolojiden ekomuzikolojiye
kadar gunumuzde surdirulen etnografik
muzik arastirmalarinda 0z-dustniimsellik
giderek daha da on plana cikmaktadir.?
Dolayisiyla (etno)miuzikoloji disiplini de
kilturel calismalarin yayiimina paralel
olarak kavramsal diinyasin1 genisletmekte

ve postyapisalct otorite  tartismasim
kendi alanina tasiyarak, 0zne/nesne
konumlanmasini, “hakikat”  arayisim

yeniden ele almaktadir.?

Miizik ve Otorite iliskisi Baglaminda Halk

Miizigi

“Halk”, 18. yuzyiin sonlarinda -J. G.
Herder basta olmak Uzere- bir grup
Alman’in  kesfedip icat ettigi; 19.

yuzyilda modernizm tartismalan ile ulus
devletlerin yayilmasina paralel olarak,
farkli ideolojiler ve vyaklasimlara gore
homojenlestirici bir sekilde kullanilan
bir kavramdir (Burke, 1996, s. 23): “Halk
dogaldi, basitti, cahildi, icglidiseldi,
akilar  degildi, kokleri geleneklerdeydi,
bulunduklan bélgenin topragina baglilardi

2019, 7 (2) Ozdemir, U.

ve bireysellik duygusundan yoksunlardi
(birey toplumda kaybolmustu)”. Yani halk
kavrami, seckinlerin bir kesfi olarak ortaya
cikmistir. Bu acidan halka dair soz soyleme,
tanimlama ve tasarruf hakki, seckinler ile
onlarin onciiliik ettigi ulus-devlet aygitinda
olmustur.*

Halkbilimci Alan Dundes, “halk”in en
az bir ortak faktoru paylasan herhangi
bir insan toplulugu oldugunu, ancak
baglayic1 faktoriin ne oldugunun Gnemli
olmadigini; dil veya din gibi ortak herhangi
bir seye sahip veya herhangi bir nedenle
bir araya gelmis insan topluluklarinin
kendilerinin olarak adlandirdiklarn bazi
geleneklerinin olmasinin 6nemli oldugunu
belirtir (Dundes, 2005, s. 128). Max Stirner
ise toplumun kurmaca bir birlik olarak
hicbir 6zii olmadigini, halkin ise iktidar
tarafindan yaratilmis bir butiinlik olarak
hicbir benligi olmadigim vurgular (aktaran
Newman, 2006, s. 123). Bu yaklasim, ulus
devlet insa sureclerinde ortaya cikan halk
kavramiyla da ortusur. Antonis Liakos,
Etienne Balibar’in ulus devlet yaklasiminda
“halk”n nasil ortaya ciktiginm soyle ozetler
(Liakos, 2008, s. 61): “Ulusal devlet,
ulusu, ya zaten var olan, fakat isleyisini
ve anlamin devralip degistirdigi kurumlar
yoluyla ya da kendisinin yarattigi kurumlar
yoluyla insa eder. (..) bireyler, ulusal
bireyler olarak olusturulur. Ulus devlet,
adina hareket ettigi ve ulusu mesrulastiran

r »

halkr ‘Uretir’.

“Halk”in ortaya c¢ikisi, onun belli bir
kiltlirinin olup olmadigr tartismasiyla
da ilgilidir. Halk kulturd konusu, ozellikle
“populer kultur” tartismalarina paralel
olarak kavramsallastiritir.  Stuart Hall,
popliler kiiltirlin  hicbir sabit icerigi
olmadig1 gibi, bununla iliskili hicbir belirli
oznenin, halkin da sabit olmadigim ve
halkin her zaman durdugu yerde, kiiltiiriine
dokunulmamis olarak geride durmadigim
belirterek, “sanki biz onlan kesfedebilir
ve tekrar sahneye cikarabilirsek, hep
dogru vyerde, belirlenen vyerde durup
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icerilebileceklermis gibi orada bir yerde
durmuyorlar” der (Hall, 1997, s. 22).
Halk ve popller olan, butun toplumsal
kategorilerin sinirlarin1 asan, durmadan
degisen bir dayamismalar dizisidir (Erol,
2005, s. 67).

“Halk”la birlikte gelisen “halk mizigi”
kavrami da, egitim gormemis koyliilerin
mizigi olarak  betimlenir:  Ortacag
dinyasinin sona erisinin isareti olarak
ortaya cikan uluslarin kultir yasaminin
onemli ve esinlendirici parcast olarak
kabul edilen halk miizigi, okul gormemis
siradan insanlarin mizigi olarak kabul
edilir (Finkelstein, 1995, s. 30). Hatta Béla
Bartok’a gore, hic egitim gormemis bir
insan toplulugu tarafindan ictepisel olarak
yaratilan koyli mizigi, bilincsiz olarak
is goren dogal giicler tarafindan viicuda
getirilmistir (aktaran Finkelstein, 1995,
s. 31). Bu yaklasimla, halk miziginin koy
yasamiyla iliskilendirilmesi ve egitimsiz/
bilincsiz koyluler tarafindan ortaya ¢ikarilan
urunler olarak kabul gormesi, 19 yiizyildan
20 ylzyila devredilir ve bu soylem, 20.
yuzyil boyunca hem arastirmalarda hem de
icralarda surdurulur.’

Jeff Todd Titon, halk miizigindeki sozlii
iletimin, cogunlukla halk miziginin,
resmi egitim ve yazili nota yerine, taklit
ve ornek yoluyla bizzat kisinin kendisi
tarafindan oOgrenildigi anlamina geldigini
belirtir (Titon, 1997, s. 95). Halk miiziginin
gunluk bir muzikal yaratim olarak surekli
icat edildigini vurgulayan Mark Slobin ise
halk miziginin bir dizi sarki veya melodi
olmadigini; onu, insanlarin mevcut miizik
“kaynaklarn”nm alarak ve onlardan en iyi
sekilde yararlanmak icin “stratejiler”
gelistirdikleri daha c¢ok bir “calisma”
pratigi olarak gordiigiinii belirtir (Slobin,
2011, ss. 2-3). Bu acidan halk miizigi
surekli yenilenen bir bicime sahiptir. Philip
Bohlman, halk miiziginin yenilenen ve farkli
kilturel uzamlara acilan yapisint soyle
aciklar (Bohlman, 2015, s. 110): “Halk
miziginin anlatisal ve cografi nitelikleri

(...) bir toplulugun halk miizigi tarafindan
yaratilan, acilan ve ardindan temsil edilen
kilturel uzamlara performans yoluyla
metaforik olarak adim atmasina olanak
saglar.”

Ulus devlet tahayyilunde onemli bir islevi
olan halk miizigi, aym zamanda devletin
kurulus dustincesine uygun olarak icat
edilir ve bu siirecte devlet ideolojisi icin
cok onemli bir islev gorur (Stokes, 1998b,
s. 161): “Politikada darbenin yaptigi
seyi politik cikar gozetmeyen manevi
bir varlikmis gibi sunabilecek bir sey
araciligiyla yapmak, yani ortak bir kiiltiirel
deneyim ve tarih duygusu yaratmak ve bunu
telkin etmek”. Ancak halk miizigi lizerinden
ulusal tarzin tanimlanmasi ve insasi
zorlu bir surectir: Tanimlama isini kimin
yapacag1 ve miizik aletlerinin yapilarinin
degistirilmesi, miizisyenlerin egitilmesi,
arsiv ve repertuarlarin olusturulmasi gibi
zahmetli isleri para karsiiginda kimin
yapabilecegi veya kime giivenebilecegi
sorular cevaplanmak zorundadir (Stokes,
1998c, ss. 132-133). Dolayisiyla ulusal insa
stirecinde, halk miiziginin kurumsallasmasi
ve standardizasyonu meselesi onemli bir
konudur. Bunun icin modern ulus devletin
kilturel kurumlar devreye girerek, “koy
dinyasim” anlama, tanimlama ve ona
hayat verme isini Ustlenir (Bohlman, 2015,
s. 105). Bu isi Ustlenen kurumlar ve kisiler,
resmi olarak kabul edilen halk miiziginin
otoritesi kabul edilir.

Ornegin, 1955 vyiiindan 1979 yilinda
vefatina kadar Tirkiye’de sayisiz bolgede
alan calismas1 yapip bunlann yayinlayan
Kurt Reinhard, Béla Bartok’un 1936 yilinda
Tirkiye’de yaptigi derleme calismalan
Uzerine yazdigr kitabin sonsoziinde, Béla
Bartok, Ahmet Adnan Saygun (ve onlarla
geziye katilan Necil Kazim Akses, Ulvi
Cemal Erkin) gibi “musiki otoritelerinin titiz
sorularn ile gozlemleri; turku soyleyenlerin,
saz calanlarin kendi dogal cevrelerinde
dinlenmesi; mevcut musiki folklorunun
oldukca kisith bir alanda elden geldigince
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eksiksiz bir tablosunu elde etme amac1”
ile sahada olduklarin1 aktarir (Bartok,
1991, s.220). Yani Reinhard, kendisi gibi
alana cikan ve “merkez”i temsil eden
arastirmacilart “musiki otoritesi” olarak
gormektedir.®

Mizik ve otorite iliskisi baglaminda halk
mizigiyle ilgili ele alinmas1 gereken bir
baska konu, “otantisite” (authenticity)
ya da sahicilik meselesidir. Mizikal
seslerin  herhangi  bir  birlesiminde
olmadigi  varsayimindan yola cikilan
otantisite, kiltlrel ve dolayisiyla tarihi
bir konumdan yapilan veugruna miicadele
edilen bir yorumlama cabasidir. Bu yuzden
bir performansta otantikligin var olup
olmadigr sorusu, bizim “kim” oldugumuza
bagli bir konumlanmadir (Moore, 2002,
s. 210). Ozellikle folklor ve etnografi
alaninda yapilan calismalarda temel bir
tartisma konusu olan otantisite, miizigin
“icinde” 0zgil ve otantik oldugu iddia
edilen, kimlige dair isaretleri tanimlamaya
yonelik sorularin cevabi olarak kullanilan
bir terimdir. Bu acidan, “biz” ve “onlar”
arasindaki farklarnn korumak icin miizigin
nasil kullanmildigi ve bu simirlarin neden
gerektiginin ispat1 olarak karsimiza c¢ikar
(Stokes, 1998c, s. 128).

Otantizmin on plana ciktig1 bir baska durum,
miizik uyanms1 (music revival) soylem ve
sureclerinde karsimiza cikar: Mesruiyetini
sahici olma soylemi ile “eski”, “orijinal” ya
da “0z” kiiltiire tarihsel baglilik referansiyla
temellendirilen otantisite, belli bir mizik
kiltirinin uyams sirecinde onculuk
yapanlarin uyanisci ideolojileri ve kisisel
tercihleriyle uyumlu bir bicimde, yeni bir
estetik kodla bicimlenmis miizikal uslubun
“yeni bir otantisite” olarak sunulmasidir
(Erol, 2009, ss. 142-143). Mizik uyanmsi
sureclerinde otantisite tartismalar, yeni
otorite tartismalarim da beraberinde
getirir: Folklorcularin mizigin geleneksel
ya da yeniden icat olarak ayr bicimlerde
gordukleri,muzikologlarin tarihsel olarak
icranin dogrulugunu tartistigi, icracilarin
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muziklerinin  devlet politikalarnn ile
iliskilendigi vb. durumlarda, miizik uyanist
onculeri otantizm soylemiyle gecmisi
cagirarak muhafazakarik ve koruma
soylemiyle degisim ve yeniligi gizlemeye
calisirlar (Hill ve Bithell, 2014, s. 19).7
Ancak otantizm soylemiyle, “miizigi belirli
tanmimlanabilir 6zellikleri olan degismez bir
‘0z’ olarak degil de, az sayida belirgin ya da
toplumsal olarak anlamli kesisme noktasi
olan, genis bir pratik ve anlamlar alam
olarak” gormek gerekir (Stokes, 1998c, s.
129).

Otantizm konusu ozellikle miuzikolojik
acidan, Foucault’un kullandigi anlamiyla
glic ve bilgiyi birlestiren en Ust diizey bir
disiplin eylemi olarak karsimiza cikar:
Muzikolojinin  ideolojik bir yaklasimla
Bat1 notasyonu merkezli bir miizik evreni
yaratarak daha sonra onu kontrol etmeyi
basarmasiyla, notasyon zaman ve mekanin
coktiigi elverisli bir yol haline gelir; boylece
Batili olmayanlan evrensel diizlemde siler
(Bohlman, 1993, s. 424). Dolayisiyla hem
miuizik yazin1 hem de mizikolojinin kendisi
ideolojik islevler gorerek, guc ve otorite
iliskilerini kurarak onu kalici kilabilirler.
ideolojik bir islevi olan miizik, Athusser’e
gore ideolojik bir aygit, Pierre Bourdieu’ya
gore kilturel sermayeyi tanimlayan bir alan,
Adorno basta olmak lzere Frankfurt Okulu
teorisyenleri icin ise kultur endustrisinin
glicli araclarindan birisidir (Aktaran Esgin,
2014, ss. 60-61). Otoritenin muzik adina en
temel mesru dayanagi notadir.

Miizik Otoritesinin Yazili Bir Dayanag
Olarak Notasyon

Miizigin yazi ile ifade edilmesi, diinyanin
dort bir yaninda yuzyillardir kullanilan
cesitli nota yazim bicimlerinin ortaya
cikmasina neden olmustur. Bu yazimlar
genel olarak “fonetik” ve “grafiksel”
olarak iki ana grupta toplanmistir: Fonetik
isaretler, seslerin butun ozellikleriyle
gosterildigi isaretlerle, harf, hece, kelime
isaretleri ve numaralandirmaya dayali
sistemleri kapsar. Grafiksel isaretler ise
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cizgi, nokta, egri vb. geometri sekilleri ile
ifade edilir (Tohumcu, 2006, s. 1). Hangi
sekilde olursa olsun, miizigin yaziya ile
ifadesi bir “metin” ortaya cikarir: “Metin
olarak tinlayan bir muzik Uizerine diistinme/
yazma/konusma formu olarak ‘yapay’
bir dile gereksinim vardir” (Erol, 2009, s.
188). Diinya tarihinde miizigin metin olarak
yazilma seriiveni kisaca soyle ozetlenebilir
(Tohumcu, 2006, s. 4):

“Miizigin yazi ile ifadesi en az 3000 yil 6ncesine kadar
uzanmaktadir. (...) M.O. 1400den M.S. 10. yiizyila kadar
miizigi yazmak amaci ile alfabetik ifade sistemlerinin
olusturuldugunu  soyleyebiliriz.  Sistemlerin  bazilar1
tabulatura seklinde ve ilk 6nce Doguda ortaya ortaya gikarak
gelismistir. (...) Diinya neumatik sistemi, 9. ve 12. yiizyillar
arasinda Bati1 Avrupa, Bizans, Dogu Avrupa, Japonya ve
tahminen Tibette olugmustur. Neumatik notasyon; 15.
yuzyillda Korede, 16. yiizyilda Bati tabulaturalarinda, 18.
yizyilda Japonyada ve daha sonralar1 19. ve 20. ytizyillarda
artan popiilaritesi ile tim diinyada gelismistir.

Ozellikle etnomiizikoloji alaninda notasyon,
transkripsiyon ve inceleme amachi olmak
uzere, yani muzikal-kultirel sembolik ve
iletisim sistemleri icin kullamlmistir. Bu
acidan, miuzisyenlerin icra ettikleri sesleri
recetelendiren notasyon (prescriptive) ile
miizigi betimleyen (ve transkripsiyonunu
yapan) notasyon (descriptive) birbirinden

aynlir (Ellingson, 1992, s. 153).8 Ancak
muzik  arastirmalarimin salt  notaya
indirgenmesi, miizigin bilimsel olarak

incelendigi tiim alanlar icin 6nemli bir
sorun teskil eder. Bir muzik kulturine ait
ses diinyasini salt nota uzerinden anlamak
ya da anlatmak mimkiin degildir. Yani
herhangi bir notasyonu, sozel ya da isitsel
bir gelenege sahip olmaksizin yorumlamak
veya asina olunmayan/bilinmeyen bir muzik
tlrdntn notasyonunu okumak caresizliktir
(Erol, 2009, s. 190). Bu yuzden, o kilture
ve ses evrenine dair bilgiye ihtiyac vardir.

Bir muzik kulturiinde sesle ilgili bilgi, o
muzik kulturinde “muzik” olarak gorilen
seyle ilgilidir, yani direkt notayla ilgili
degildir. Bu baglamda, 6zci tanimlamalar
ve “evrenselci” bir soylemle miizige
yaklasan etnomuzikoloji ve metin-merkezli
mizikoloji calismalarinin aksine, mdizigin

icinde bulundugu toplulugun onu nasil
gordugiine odaklanilmas1 gerekmektedir
(Stokes, 1998c, s. 127). Etnomuzikoloji
disiplininin  gelisim sureciyle birlikte
transkripsiyonun, disiplinin ayirt edici
isareti olarak bize muzik hakkinda ne
bildigimizi ve nasil bildigimizi anlatan
bir araca donistugiinli belirten Titon,
bu siirecte miizigin de “nesne”lestigini
belirtir; ancak guinimuzde etnomuzikolojiyi
olusturamin  transkripsiyon degil, saha
calismast oldugunu da vurgular (Titon,
2008, s. 25): “Muzik kopyalanmak icin
nesnellestirildi, toplandi ve kaydedildi;
ve transkripsiyon analiz ve karsilastirmaya
olanak tamdi. Transkripsiyon - yani,
bir muzik parcasin1 dinlemek ve Bati
notasyonuna yazmak - sadece disiplinin
becerisi haline gelmekle kalmadi, ayni
zamanda yasanmis deneyimi‘yazdi’, yasam
diinyasini ortadan kaldirdi.”

Gorlldugu  lzere, mizigin  notayla
iliskisi aym1 zamanda ontolojik bir
konudur.®  Mizigin ontolojik olarak var
olusu tartismasi, onun bir “nesne” gibi
algilanmasina neden olur. Bu ontolojinin,
ozellikle Bat1 miiziginde bir nesne olarak
(t)uretilmesinin en temel sebebi, miizigin
nota yazist Uzerinden algilanmasiyla
ilgilidir. Bohlman, ozellikle Batililarin
kendilerinden olmayan “oteki” diinyanin
mizigine yaklasimlarini elestirirken, bunun
en onemli nedenini miizigin bir nesne olarak
goriilmesi olarak degerlendirir (Bohlman,
2015, s. 28): “Batili bakis acisindan, diinya
mizigi ontolojileri tercime edilemezmis
gibi gorunur; bunun nedeni, Bati’nin en
temel ontolojik kategorilerinin miizigi sanki
bir nesneymis, kendi basina anlama sahip
bir ‘sey’mis gibi ele almalandir. Miizigi
bir nesne olarak algilamak (...) diinyadaki
bircok muizik kulturine yabancidir.”

Miizigin nesne olarak gériilmesini, yine Bati
merkezli olarak “hayali nesne” seklinde
tanimlayan Nicholas Cook, notanin islevini
ise saklama, iletisim ve kavranis araci
olarak uc sekilde ozetler (Cook, 1999, 76).
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Ancak sesleri simgeleme ile icracilarin
sesleri cikarmak icin yapmak zorunda
olduklari simgeleme arasindaki farkin
onemini vurgulayan Cook (Cook, 1999, s.
82), porteli Bati notasyonu kullaniminin
baz1 kilturlerin muzikleri ile notasyon
arasinda catisma yaratabilecegini, ancak
eger porteli Bati notasyonu Batili olmayan
mizigi carpitiyorsa, Batili miizigini de
carpitiyor olabilecegini belirtir (Cook,
1999, s. 87)."" Cook, temel olarak -konuya
bestecilik merkezli yaklastigi icin- Batili
notasyonundan yana olsa da, ozellikle
etnomiizikologlarin miizigi yaziya dokmede
Batili notasyon disinda teknikler aramalar
ve Bati merkezli nota yazimina temkinli
durmalarint da destekler. Cook’un “hayali
nesne” betimlemesinin en onemli nedeni,
ozellikle Bat1 miizigi estetiginde, miizigin
kagit lizerinde “hareket eden” bir varlik
olarak kabul edilisi ve “bukilemeyen
zamanin akisina bagli bir deneyimi” bu
hayali nesneye donustirmesidir (Cook,
1999, ss. 102-103)."

Bu noktada, notayr bir metin/yaz1 olarak
ele aldigimzda, tam da Derrida’nin
elestirisine denk gelecek sekilde, her nota
aslinda yapisal bir mizik imlemesinde
bulunur: “Metin (tekst) yazili kelimelerdir
ve bu kelimelere genellikle bir tiir otorite
atfedilir. (...) Edebiyat iizerine calisan
akademisyenler icin metin edebi bir
calismayken, tarihciler icin tarihi birbelge,
muizikologlar icinse notaya dokulmdus bir
muzik eseridir” (Titon, 2006, s. 148).
Ancak bir metnin anlami sabit degil, aksine
degisken, celiskili ve belirsizlik doludur
(Moran, 2002, s. 202). Miizik baglaminda
notaya aktarilan metinsel bilgi, -ozellikle
halk miizigi derlemecilerinin iddialarinin
aksine- bir mizik kiltiriniin “0z”lntdegil,
onun Uzerinden insa edilen “yap1”y1 (ve
ideolojiyi) imler; oysa onlar da metin
olarak celiski ve belirsizliklerle doludur. Bu
durum, ideoloji baglaminda durmaksizin
yeniden uretilen bir toplumsal celiskiyi
gosterir (Balibar ve Macherey, 2002, s.
56). Eger ulus devlet acisindan “ortak

2019, 7 (2) Ozdemir, U.

dil” celiskili bir siyasal birligin yeniden
uretilmesi ise (Eagleton, 2009, s. 61), ulus
devletin altinda yaratilan halk miiziginin
nota yazimi da miizik baglaminda celiskili
bir “ortak dil”in yeniden uretimidir."

Dolayisiyla notalarin da, tipki diger yazili
metinler gibi ideolojik islevleri vardir.
Reinhard’in yukanda bahsettigi “musiki
otoriteleri”, Stokes ve Bohlman’in yine
yukarida bahsettikleri resmi “tamimlama”
gorevini, ideolojik bir metin haline gelen
notaya dokerler. Yani notalar, tam da
metinler gibi “gorunir olan”dir; oysa bir
metinde onemli olan onun “soylemedigi
sey”dir (Macherey, 2019, ss. 117-118).
Miizigi koruma iddias1 olan notanin, aciga
vurdugu kadarim gizledigi unutulmamalidir
(Cook, 1999, s. 81). Konumuz baglaminda
notanin disinda kalan “sey”, ideolojinin
aciga ciktigr yerdir: “Yazar her zaman
konustugu seyi soylemiyor olsa da, ille
de soyledigi seyden konusmuyordur”
(Macherey, 2019, s. 118). Bir metin
yalmzca dili kullanma bicimiyle degil,
kullandig1 6zel dille de genel ideolojiye
baglanir (Eagleton, 2009, s. 61). Bu acidan
metinler, Althusser’in 1srarla uzerinde
durdugu ideolojinin tanimladig1 “6zne”ye
seslenerek, onlarin “ozne”  olarak
algilanmasini saglar ve onlar olustururlar
(Balibar ve Macherey, 2002, s. 62). Ancak
otoritenin nota yoluyla “gizledigi” sey, tam
da ses/icra ve yazi/nota arasindaki gerilimi
isaret eder.

Osmanli’dan Tiirkiye’ye Bati
Notasyonunun Otoritesi
Osmanlidoneminden giinumuz Tirkiye’sine,
miizigin notaya alinmasi ve icranin nota
temelli olmasi meselesi hem Osmanli/
Tirk mizik kiltiri hem de halk mizigi
cevrelerinde onemli bir tartisma konusu
olmustur.™ Ozellikle Osmanli doneminde
mizik egitiminin temeli olan mesk yontemi,
yazi yerine soz ile aktarim araci olarak
yuzyillar boyunca bu mizik kiltirinin
kusaklar arasinda tasinmasini saglamistir.
Cem Behar, meski sadece bir egitim arac
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ya da pedagojik bir teknik olarak gormez,
Behar’a gore mesk gelenegin bizzat
kendisidir (Behar, 2019, s. 81). Meskin
temel dayanagi, hafiza merkezli bir aktarnim
olmasidir. Sadece Osmanli/Turk miuzik
kiltlirii icin degil, genel olarak Bati1 disi
geleneksel muzik kilturlerinde de “hafiza”
ya da “hafizayla muzik yapma kulturi”
cok onemli bir dayanak olarak, bizzat cogu
gelenegin ta kendisi olmustur (Oztiirk,
2009, s. 15). Yani, “miuzik sisteminin bekasi
mesk yoluyla mizik degil, oncelikle hafiza
uretilmesine bagliyd1” (Behar, 2019, s.
19).1

Modernlesmenin tipik 6zelliklerinin basinda
gelen, yazili kilturin yayginlasmasi ile
bilginin standartlastirilarak yonetilebilir ve
paylasilabilir kilinmas1 durumuna paralel
olarak ozellikle 19. yuzyilda Osmanli’da
nota yayinciigi yayginlasmistir (Alimdar,
2016, s. 435)." Nota yayinciligi ile notaya
baglh egitim ve icranin gelismesine dair
cesitli sebeplerilerisirilsede, Osmanli’dan
Tirkiye’ye geleneksel miizik egitiminde,
-ozellikle eserlerin  korunamadigi ve
kayboldugu iddiasiyla- mesk yonteminden
giderek uzaklasilmis, nota-merkezli egitim
ve icra on plana cikmistir. 19. yizyildan
itibaren notanmin yayginlasmasi, meskin
anlamin1 da degistirmis, o&zellikle 20.
yuzyilin baslarindan itibaren artan bir
sekilde hem eser bestelemek hem de
eserleri icra ve intikal ettirmek amaciyla
nota kullanmimi yayginlasmistir  (Behar,
2019, s. 213). Diger yandan Osmanli/Tirk
miiziginin Bat1 notasyonuna aktariminin
nasil yapilacag1 konusu glinimiize kadar
tartisilsa da, bu tartisma artik Batili nota
kullanimina ya da meske dair bir tartisma
degildir (Ayas, 2014, ss. 339-340): “Rauf
Yekta Bey’den baslayarak H. Sadettin Arel,
Suphi Ezgi ve Salih Murat Uzdilek gibi isimler
Erken Cumhuriyet doneminde, geleneksel
Tirk miziginin kimligini bozmadan Bati
notasiyla uyumlu bir nazariyat gelistirmek
icin kafa yormuslardir. Sonunda Arel ekolu
denilen nazariyat anlayisi (...) yaygin kabul
gormustur.”

Yasami boyunca Turk miiziginin
modernlesmesi ve oOzellikle ses-perde
sisteminin standartlasmas1 konusunda caba
harcayan ve kendinden sonraki doneme
buyuk bir iz birakan Huiseyin Sadettin
Arel’in cok sesli Tirk miizigi hayalini
tartisan Cinucen Tanrikorur, bu baglamda
nota yazim konusunun, aslinda Antik Yunan
filozoflar1 Pithagoras’la Aristoksenes’ten
beri insanligin sonuclandiramadig1 bir
mesleki kamplasma icgiidiisiinden, yani
“kulakcilar” ile “hesapcilarin” (ya da
“ameliyatcilarla  nazariyatcilarin”)  bir
cekismesi  olarak siirdigini  belirtir
(Tannkorur, 1998, s. 254). Walter
Feldman’a goreyse vyirminci vyiizyildan
once, Osmanli Turkleri hicbir zaman
mizikal yapilarinin olusturdugu repertuarin
tarihsel benzersizligini tam olarak kabul
etmemis, -tipki Arel’de goriildugl lizere-

tarihin ~ O0zgilinligini  mitin  genelciligi
ile dengelemeyi tercih etmislerdir. Bu
acidan Turkiye’de klasik repertuarin

yerel kavramsallastirmasi her zaman hem
tarihi hem de mitolojik-ideolojik unsurlan
icermistir (Feldman, 1990, s. 104). Yani
bu miizigin Osmanli miizigi mi ya da klasik
Tiirk miizigi mi oldugu tartismasinda oldugu
uzere, bu konuda otorite ve otantisite
tartismalanyla iliskili bir konumlanmaya
gore sekillenmistir. Dolayisiyla bu durum,
Osmanlilik ile Turklik mitolojileri arasinda
bir catisma dogurmustur (Feldman, 1990,
s. 105).

Osmanli/Turk miiziginde Bati etkisiyle,
“modifiye edilmis Bati notasina gecis,
bu notayla uyumlu modern bir Tirk
mizigi nazariyet sisteminin yaratilmasi
ve makam-usul kaliplarindaki basitlesme
ve standartlasma surecleri” yasanmis ve
Batili unsurlar zamanla gelenek tarafindan
icsellestirilerek nerdeyse gelenegin asli
unsuru haline gelmistir (Ayas, 2014, s.
328). Ayni durum Tirkiye’de resmi kabul
gormiis halk miizigi icin de gecerlidir. Bati
notasyonunun kullaniminda, her ne kadar
miuzik kiiltiirlerinin stirdiriilmesi, gelenegin
korunmasi vb. teknik ve pratik amaclar
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gilidiildliyse de, Bat1 nota sisteminin diger
temel ve bitunleyici ozellikleri kabul
edilmemistir (Ayas, 2014, ss. 333-334;
Ayangil, 2008, s. 402)."” BuyuzdenOsmanli/
Tirk mizigi ve halk mizigi gelenekleri
baglaminda, ne resmi politikalara uygun
olarak “coksesli” muzikler istenilen sekilde
uygulanabilmis, ne de “gelenek” olarak
var sayilan ve Batili unsurlarla “otantik”
olarak korundugu iddia edilen bu miizik
kiiltiirlerinin tam da -Derrida’nin belirttigi
gibi- cogul, cesit cesit, hatta kendi icinde
birbiriyle celisik olarak donusumu/icrasi
engellenebilmistir.’® Kald1 ki bu durum,
“yazi”’ya gecirilmeden once aslinda her
iki gelenek icin de gecerli bir konu olarak,
yani icramin “mutlaklastinlmamasi” ve
yapildigi anda “canli” olarak yasamasi
acisindan onemlidir (Ayas, 2014, s. 335).
Yani paradoksal olarak, modern musiki
otoritelerince “otantik” olarak kabul edilen

icralar, aslinda gecmiste de “otantik”
degildir.  Dolayisiyla nota (zerinden
otantizm iddiasi, ozellikle sozlu kultirin
egemen oldugu miizik kiltirlerinde

neredeyse imkansizdir (Behar, 2019, s.
118): “Uc ya da dort asir 6nce bestelenmis,
cesitli mesk silsilelerinden gecmis ve ancak
on dokuzuncu yizyil sonlaryla yirminci
ylizyil baslarinda notaya alimp kagida
dokulebilmis bir eserin ‘aslina uygun’
oldugu iddiasinin tamamen anlamsiz oldugu
da apacik ortadadir.”"®

Notayla ilgili bir baska tartisma konusu,
notay1 yazan ile yazili notay1 yorumlayan,
yani miizigi icra eden arasindaki gerilimdir.
Yani Derrida’nin soz/yazi gerilimine benzer
bir baska durum, Osmanli/Tirk mizigi
baglaminda nota yaziminda da gorilir
(Popescu-Judetz, 2007, s. 14). Turkiye’'de
uzun yillar alan calismas1 yaparak, 1975
yiinda “Folk Music Instruments of Turkey”
adli  basyapiti yazan etnomizikolog
Laurence Picken, 1952 yilinda Musiki
Mecmuasi’nda yayinlanan bir yazisinda,
Turk musikisinin muhafazasinin sadece
yazili notalarla olamayacagini, notanin
faydas1 olmakla birlikte bunlarin sadece
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yazili kayitlar oldugunu ve ses haline
gelinceye kadar cansiz olduklarini belirtir
(Picken, 1952, s. 22). Mizik egitimi ve
icrasinda hafizanin oneminin altim1 cizen
Picken, Turk musikisi icrasinda Avrupa
notasinin kullanimina dair de su serhi duser
(Picken, 1952, ss. 23-24):

“Notadan okuyup ¢almanin bir ¢ok nahos neticeleri vardir:
evveld yazidan okumak hicbir vakit ezber sdylemek kadar
tesirli olamaz. Ciinkii ezber ¢alarken icract daha uzun
ciimleleri zihninden gegirebilir. Eser héfizada bir biitiin
olarak hazirdur, sayfalari tedricen agilir. Gergi nota yazilarina
ve tablatiirlere nisbetle simdiki porteli nota yazisi daha
kolay okunabiliyorsa da zannimca, Tiirk musikisini notadan
¢almak yalmizca anmaneye aykirihk bakimindan yanls
olmakla kalmaz, ¢alinan parcaya da zarar verir. Notadan
okumak icranin giizelligini ihlal eder. (...) Ciinkii nota ile
calmak, ezberlemekten kolaydir. (...) Bir gelenegin degisiksiz
mubhafazasi ancak teferruata azami itina gostermekle kabil
olur. Bana kalirsa, umumiyetle Avrupa notasinin ve yabanci
sazlarin kullanilmasi daha simdiden Tirkiyede toplu ¢alis
ve okuyusun mahiyet ve tatbikatini bagkalagtirmaya dogru
gidiyor. O derecede ki icranin an'anevi sartlar1 unutulmaya

baglamigtir”
Picken’in “teferruata azami itina” ve
“baskalasma”ya dair serhi, resmi halk

mizigi icrasi icin de gecerlidir. Osmanli/
Tirk miizigi ve resmi Tirk halk miiziginin
notayla serliveni zaman zaman birbiriyle
yakinlassa da, farkli yollardan ilerlemistir.
Osmanli/Turk miiziginde nota-merkezli
yayin, icra, egitim calismalan ve bunlarin
farkli yollardan empozesi, acik “otorite”
arayisinin arenasidir (Behar, 2019, s. 112,s.
127,s. 130,s. 138). Ancak halk miiziginde
bu konu, resmi Tirk halk miizigini icat
eden otoritelerce netlestirilmis ve daha
sonra TRT Tirk Halk Miizigi Repertuan
ile tasdiklenmis, dolayisiyla halk miizigi
notalart tartismasiz  kabul gormustur.
Yani klasik gelenegin aktif uyumu ile
halk miziginin pasif uyumu arasinda
bir ayrim yapmak gerekir: “Klasik Tuirk
mizigi gelenegi, halk miizigindeki gibi
resmi politikay1 vyiriiten kiltir elitleri
tarafindan disandan sekillendirilen ‘pasif’
bir ‘hammadde’den ziyade, canliigin
surdiren, sehir kulturinin merkezinde yer
alan ve buyuk ustalan tarafindan uretimi
devam eden hegemonik bir gelenektir”
(Ayas, 2014, s. 393).% Bu noktada,
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Tirkiye’de resmi kiltlir politikalaryla
sekillenen resmi halk miiziginin olusumuna
bakmak gerekmektedir.

Tiirkiye’de Resmi Halk Miiziginin insas
Benedict Anderson, 19. yizyilda Cek,
Fin ve Macar seckinlerin dil, folklor ve
miuizikle ilgili arastirmalarinda, “derinlerde
bir yerde oteden beri kendilerinin
olagelmis bir seyi ‘yeniden kesfetmek’
olarak” yorumladiklarin1 belirterek, bu
calismalarda ortaya cikan milliyetciligin,
tarihlendirebilecegi bir kokeni olmasa
bile bunu sanki koklu bir tarihsellik olarak
sundugunu  aktarir  (Anderson, 2009,
ss. 216-217). Aym yuzyilda folklor ve
karsilastirmali  miuzikolojiden beslenen,
daha ozelde ise Ingiltere ve Dogu
Avrupa’da halk miuziklerinin derleme,
notalama, analiz etme ve karsilastirma
yapma yontemleriyle incelendigi“miizik
folkloru”  yaklasiminin  devami  olan
arastirmalar, -analiz, karsilastirma ve
etnografik kismi eksik olsa da- Turkiye’de
20. yuzyiin baslarindan itibaren gelisecek
olan resmi halk miizigi calismalarinin da
habercisidir. Bu calismalarin diger ortak
ozellikleri su sekildedir (Titon, 2008, s.
29): “Milliyetcilik ideolojisi, sosyal baglami
incelemeye etnografik bir vurgu, dinya
capinda geleneksel ve nesli tukenmekte
olan miizigin korunmasini iceren etik bir
boyut ve miizigin devlet okulu miifredatinin
bir parcasi haline geldigi ve yetiskinlere de
sunuldugu bir egitim yoni.”

19. yuzyilda Avrupa’sinda“halk sarkilan
geleneksel ve kurumlan olmayan daginik
halklar icin dayamisma ruhunu diriltmek
amaciyla kullanilabilir” dusuncesine
oldukca uygun olarak, aydinlardan gelen
“ulus” fikrinin halka empoze edilmesini,
yani halk sarkilari ile insanlar birlestirmeyi
amacliyordu (Burke, 1996, s. 27). Bir ulus
devlet olarak kurulan Turkiye’de ise 1920’li
yillarla baslayan ve 1930’larda yayginlasan
muzik politikalar, halkl birlestirici ve
kolektif duygulan seferber edici sekilde
inkilaba hizmet edecegi disiiniilen bir

arac olarak ortaya cikti (Ustel, 1994, s.
42).7" 1920’li yillann ilk yarisinda, temel
olarak Ziya Gokalp’in “hars-medeniyet”
ikilemi, daha sonra “alaturka-alafranga”
catismasina  donusmus ve  1930°lu
yillarda ortaya cikan “musiki inkilab1”nin
sonuclarindan birisi olarak “alaturka-
alafranga” catismasi, ikincisi lehine
coziime kavusturulmustur (Ustel, 1994, s.
47).

Cumbhuriyetin kurulusundan itibaren
stirdlirilen resmi miizik politikalanyla,
hars/medeniyet, alaturka/alafranga,
geleneksel/modern, gelismis/gelismemis
vb. zorlama ikilikler yaratilarak, halk
kulturinin parcali ve celisik yapist dikkate
alinmadan, tam da Derrida’nin karsi ciktig1
zitliklar olusturulmus ve bunlar zamanla
birer tahakkime donusmustir (Balkilic,
2015, ss. 43-44).22 Ancak bu ikiliklerle
ilgili celiskiler, bizzat kultur politikalarinin
temeli olan Gokalp’in dustincelerinde
goriilur: Kilturd, folklora ve miizecilige
indirgeyen Gokalp, kiltiirel degerin asil
kaynag olarak gordiigii halki ise giderilmez
bir ilkellik ve cocuksuluk haline mahkum
ederek, bir yandan halki “6z”iin kaynag
olarak goriir, ancak diger yandan o ozi
isleyecek “teknik ve usul”un seckinlerden
gelecegini belirtir (Kocak, 2009, s. 778).2
Gokalp’in, Osmanli’nin son donemlerinden
yola cikarak yazdigi ve Avrupa’nmin 19.
yuzyil tartismalarindan etkilenen fikirleri,
cumhuriyetin kurulusundan itibaren uzun
yillar kultur politikalarinda etkili olur.
“Musiki inkilab1”, Gokalp’in yaklasimlarina
uygun olarak, Osmanli miiziginin
dislanmasi, Bat1 miiziginin aktarilmasi, ve
halk miiziginin derlenip standartlastirilmasi
seklinde iic 6nemli ayaga sahiptir (Ayas,
2014, s. 392).

1930’lu  yillarda Paul Hindemith, Béla
Bartok, Joseph Marx gibi Batili musiki
otoriteleri, “iktidarin muzik alaninda
yapmay1 tasarladigi ‘inkilap’ta Batili
Ulkelerin deneyim ve birikimlerinden
yararlanmak amaciyla yabanci mizik
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adamlarinin goruslerini almak zihniyetinin
bir uzantis1” olarak Turkiye’ye davet edilir
(Ustel, 1994, s. 52). Bu donemde miizigin
standardizasyonu ve kurumsallasmasi icin
pek cok adim atiir. 1917 yilinda kurulan
Dariilelhan’in 1925 yilinda istanbul
Konservatuari’na, 1924 vyilinda kurulan
Musiki  Muallim Mektebi’nin ise 1936
yiinda Ankara Devlet Konservatuari’na

donismesiyle, mizik egitimi alaninda
hareketlilik artmis, halk muzigi
derlemelerinde ise yogun bir faaliyet

baslamistir. Konservatuarlar disinda resmi
faaliyetlerin diger ayag, 1926 yilinda
baslayan radyo yayinlarinin geliserek 1964
yiinda Tiirkiye Radyo Televizyon Kurumu’na
doniismesiyle ortaya ¢ikan TRT olacaktir.?*
Devlet Konservatuarlar ve TRT gibi resmi
kurumlarin dar sinirlari olsa da, halk miizigi
teorisiyle pratiginin resmi, kentli modeli
ve onu destekleyen soylemler buralarda
uretilmis, surdurulmustur (Stokes, 1998a,
s. 45). Yani bu kurumlarda, “musiki
inkilab1’na uygun faaliyetler on willar
boyunca devam ettirilmistir. Bu faaliyetler
kisaca, Turk kultur mirasinin korunmasi,
arabesk tehdidine karst durmak, mizik
icrasinda sistemli/bilimsel bir yaklasim
gelistirilmesi ve Turk mizik reformunu
gelistirecek mizisyenlerin yetistirilmesi
cabalann olarak ozetlenebilir (Stokes,
1998a, s. 75).%

Resmi Halk Miiziginin Nota - Merkezli
Standardizasyonu

Halk miiziginin derlenmesi ve bunun notayla
iliskilendirilmesi konusunda ilk makalelerin
yazarlarindan olan Rauf Yekta Bey, 1898
ve 1899 yilinda ikdam gazetesine yazdig
yazilarda, turkilerin notaya alinarak
yayinlanmasindan bahseder (Deniz, 2018,
ss. 256-257).% Bu baglamda Tirkiye
Cumhuriyeti’nin  ilk resmi derlemesi,
1923-1926 yillann arasinda Musa Sireyya
baskanliginda Dariilelhan heyeti tarafindan
hazirlanan iki bin kadar anket fisinin Milli
Egitim Bakanlig1 tarafindan Anadolu’ya
gonderilmesiyle yapilir. Bu anket fislerinde
yer alan sorularda, kasaba ve koylerde
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okunan halk sarkilarinin  notalarinin
yazilip gonderilmesi ve eger varsa eski
nota kitaplarina dair bilgilerin yazilmasi
oncelikli  konular olmustur (Kolukirik,
2015, s. 62-63). Nitekim bu derlemelerden
elde edilen notalar, Darilelhan’in yayin
olarak “Anadolu Halk Sarkilari” adiyla iki
cilt halinde basilmistir. 1925 yilinda anket
calismast devam ederken, Milli Egitim
Bakanligi biinyesinde alan calismasina
dayali ilk resmi derleme ise Dariilelhan’da
keman egitmeni olan Seyfettin Asal
ve viyolonsel egitmeni kardesi Sezai
Asaf tarafindan gerceklestirilmistir.
Gezide derlenen eserler, 1926 yilinda
“Yurdumuzdan Nagmeler” ismiyle
basilmistir. Bu calismada ses kayit cihazi
kullanilmamis; alanda yazilan notalar, Asaf
kardeslerin Bat1 notasyonu bilgisine gore
aktarildigindan ciddi elestirilere maruz
kalmistir (Kolukink, 2015, s. 64).

Darilelhan’in  resmi derlemeleri, 1926
yiindan itibaren ses kayit cihaziyla
yapilmaya baslanir. Ancak Kurt Reinhard,
Dariilelhan’in sahada ses kayit cihaziyla
yapilan bu derlemelerinin yayinlandig
3-13. defterlerinde yer alan notalarin, ses
kayitlarindan degil, derleme mahalinde
kulaktan yazildigimi belirtir ve bu yilizden
bunlar glivenilir bulmaz (Bartok, 1991,
s. 218). Diger yandan gramofonla yapilan
derlemelerin notalarinin, “Tirk miizigi”
usul ve makam sistemine gore mi, yoksa
Bat1 miizigine gore mi yazilacagi konusu
da bir baska tartisma konusu olmustur
(Oztiirk, 2006, s. 159). Ornegin Mahmut
Ragip Gazimihal, 1928 yilinda yazdig
“Anadolu Tirkiileri ve Musiki istikbalimiz”
adli kitabinda, -Gokalp’in Batici fikirlerine
uygun olarak- halk turkilerinin notaya
alinirken, o giine kadar “makam ve usul
kundaklarindan azade bir sekilde yasayan”
Anadolu ezgilerinin Bati  tonalitesine
uygun bir sekilde izah edilmesini
onerir (Gazimihal, 2006,s. 89). Nitekim
Dariilelhan defterlerindeki nota yaziminda,
baslangicta Rauf Yekta Bey onciiliiglinde
makam merkezli bir yaklasim olsa da, daha
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sonra Gazimihal’in dusuincelerine uygun
olarak tonalite merkezli bir notasyon tercih
edilmistir.? Ancak her iki durumda da
miizigin nota-merkezli olarak distiniilmesi,
hem nota yaziminda ciddi sorunlarla
karsilasilmasina, hem de Stokes’un
yukarida belirttigi lizere, miizigin alindig
kaynak tarafindan “ne” olarak algilandigi,
sosyal-kiiltiirel baglam ve icra pratiklerine
dair herhangi bir etnografik bilginin
aktarilmamasina neden olmustur.

Ayn1 donemde halk miizigi derlemelerine
katilan Ahmet Adnan Saygun ise, 1937’de
yayinlanan “Rize Artvin ve Kars Havalisi
Turkua Saz ve Halk Oyunlan Hakkinda Bazi
Malimat” ve 1938 vyilinda yayinlanan
Darulehan defterlerinin 15. ve son cildi olan
“Yedi Karadeniz Turkusu ve Bir Horon”adli
iki  kitaplarinda, Laurence Picken’in
yukandaki  “teferruata azami itina”
serhini hatirlatan bir sekilde, “turkilerin
notaya alimsinda her itibarla azami
itinay1 gostermeye gayret ettigini” belirtir
(Saygun, 1938, s. 6). Saygun, Dariilelhan’in
15. defterine yazdig1 giris yazisinda,
turkilerin tesbitinde La karar perdesinde
karar kilmasin1 su sekilde aciklar(Saygun,
1938, s.7): “Anadolu’da soylenen tlrkulerin
ekseriyeti La karar perdesi ile hicbir
anzaya luzum kalmaksizin yazilabilir. (...)
La kabul edildigi takdirde, sanat musikisini
ayni perde Ustinde biten makamlan ile
bir transpozisyon ameliyesine ihtiyac
hissetmeksizin mukayeseler yapilabilir”.
Ayrica Saygun, yine aym yazida belirttigi
uzere, komali sesler icin de Suphi Ezgi’nin
1936’da yayinlanan “Nazari ve Ameli Tirk
Musikisi”eserinde yer alan arnza isaretlerini
-baz1 kiiciik degisikliklerle- kullanmistir
(Saygun, 1938, s.9).

Yayinlarinda nota yazimi ve yerel sivenin

transkripsiyonuna  hassasiyet  gosteren
Saygun, karsilastirmali muizikolojiye
olan yakinligiyla tim diinyada erken

donem  “etno-miuzikoloji”arastirmacilan
arasinda yer alsa da, gelisen
etnografi ve Kkiltiirel baglam odakl

etnomiuzikoloji calismalarindan zamanla
uzaklasir(Yukselsin, 2011, ss. 264-265).
Ancak Saygun, hem halk tirkulerini hem
de Bati disi muzik geleneklerindeki halk
sarkilarimm  notaya almak konusunda,
uluslararast bir transkripsiyon modeli
ortaya koymaya calisir. Bat1 notasyonunun
yeterli olmadigi Bati  dist  mizik
geleneklerinin notaya alinmasinda, yer yer
yine Suphi Ezgi’nin sisteminden yararlanan
Saygun’un, 1948 yiinda UNESCO’ya
sundugu ve basta olumlu tepkiler alan bu
uluslararasi girisimi zaman icinde unutulur
(Yukselsin, 2011, s. 259). Oysa Saygun,
halk miizigi derlemelerinden ortaya cikan,
aciklama bilgileri ve nota yazimi eksik/
hatal1 transkripsiyonlarin aksine, oncelikle
sahada kaydedilerek derlenen malzemenin
detayli “kimlik karti”min c¢ikarilmasini,
daha sonra da nota yazimi konusunda
titizlikle calisilmas1 gerektigini 1srarla
vurgular (Saygun, 1974, s. 5): “Halk ezgileri
ancak gercekten bilimsel bir sekilde notaya
gecirilirlerse ise vyararlar. Bu bakimdan
tampere sistem cok yetersizdir. (...) Oyleyse
halk ezgilerini miimkiin oldugu kadar dogru
bir sekilde kagida gecirmeye imkan verecek
bir notalama sistemi bulmamiz lazim.”

Tirkiye’deki halk miizigi derlemelerinde,
Saygun’un “bilimsel” analiz icin notanin
itinayla kullanilmasina yonelik yaklasimi,
La karar perdesi disinda kabul gormemistir.
Cumhuriyet’in erken donemlerinde halk
mizigiyle ilgili notali yayinlar yapan
Mahmut Ragip Gazimihal, Ferruh Arsunar,
Vahit Lutfi Salci, Sadi Yaver Ataman,
Muzaffer Sansozen ve Veysel Arseven
gibi cesitli arastirmacilar her ne kadar
nota yaziminda farkli yaklasimlara sahip
olsalar da, zamanla halk miizigindeki
nota yazimi, Saygun’un karar perdesini La
tizerinden disilinduigli sekle donlsmdistiir.?®
Diger yandan Saygun’un Suphi Ezgi’den
aldig1 ariza isaretleri yerine, Muzaffer
Sansozen’in diyez ve bemollere rakamlar
koyarak komali seslerin  belirtilmesi
yaklasimi resmi halk miizigi nota yaziminda
standart hale gelmistir (Sarisozen, 1952, s.
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2; Senel, 2018, s. 42; s. 422). Onur Akdogdu,
Sarisozen’in bu yaklasimini ve baglamaya bu
sisteme gore perde takilmasini elestirerek,
bu kullanimin bir mantiginin olmadigini,
bunun gecmiste kullanilan onyedili dizge ile
hicbir ilgisinin bulunmadigini, buna ragmen
bir “miras” anlayisiyla korundugunu
belirtir (Akdogdu, s. 29; s. 43; s. 45).
Sarisozen’le beraber calisan ve derleme
gezilerine katilan Halil Bedi Yonetken
de, Sarisozen’in bu rakamlarn kullanma
mantigin1 anlayamadigim belirtir (Senel,
2018, s. 371).2 Ancak Sarisozen’in halk
miizigi alanindaki otoritesi, kendisinden
sonraya tam da Akdogdu’nun dedigi gibi
“miras”olarak devredilir.*°

Muzaffer Sarisozen, glinumize kadar
hem elestirilerin hem de ovgulerin
baslica hedefi olarak, hic siphesiz
“Turk halk mizigi”nin icat ve insa

edilmesinde yer alan en aktif kisilerin
basinda gelmektedir.3' Dariilelhan’da Bati
notasyonu ve keman egitimi alan Sarisézen,
daha sonra derleme calismalarinin basina
gececegi Ankara Devlet Konservatuari
ile unli VYurttan Sesler programlarini
yayinlayacagl radyoda, yani resmi halk
miizigin olusum silsilesindeki en onemli
uc kurum olan Dariilelhan, Ankara Devlet
Konservatuari ve TRT’nin oncislu radyoda
yer alarak, tam da “musiki inkilab1”nin
temel amaclarindan birisi olan “halk
miiziginin derlenip standartlastiriimasi”m
gerceklestiren kisidir (Yukselsin, 2005,
s. 88). 1942 vyilinda Ankara Radyosu
biinyesinde calismalarina baslayan Yurttan
Sesler, Ankara Devlet Konservatuvari adina
yapilan derlemelerden olusan ve Muzaffer
Sarisozen’in oOnciliigiinde notaya alinan
binin Uzerinden eseri, yine nota yoluyla
ogrenip icra etmistir (Senel, 2009, ss.
98-100). Yurttan Sesler korosu, zamanla
diger radyolara vyayilmis, daha sonraki
donemlerde ise Universite korolar,
Kiltir Bakanligi korolari, belediye ve
halk egitim merkezleri korolar1 vb. pek
cok benzer koronun ortaya cikisina etki
etmistir (Alpyildiz, 2011, s. 91). Boylelikle
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resmi halk mizigi, notalar araciligiyla
“sabitlenmis” icralarla “estetize edilerek”
tim Tirkiye’ye yayilmistir.32 Ancak Yalgin
Tura’yagore, “ayr bir musiki turtiimiscesine
ortaya cikanlan sézde ‘Tirk halk miizigi’
her gecen giin biraz daha yozlastirlarak
yayginlastinlmaya calisiltmis”tir  (Tura,
2017, s. 368).

Resmi halk miiziginin en onemli dayanagi
olan resmi notalar ise 1972 yilinda TRT
Miizik Dairesi Baskanligi’min kurulmasiyla
yayinlanmaya baslamistir (Senel, 2009, ss.
104).3 Bu kurulda, oncelikle Sarisézen’in
derledigi notalar TRT Tirk Halk Mizigi
Repertuari’na aktarilmis, daha sonra diger
radyolarda calinan eserler “anonimlik”
kistasina gore yine repertuara alinmis veya
repertuardan tamamen cikarilmistir (Senel,
2009, ss. 102-103; s. 104).3* Sarisozen’in
baslica takipcilerinden Nida Tufekci ve
Yurttan Sesler’de yetisen diger 6grencileri,
once TRT’de, daha sonra resmi halk
miziginin oldugu hemen her egitim ve icra
kurumunda onun izini sirmus, bu notalar
yoluyla resmi halk miiziginiicra etmistir.
Ozellikle Sansozen’in silsilesine baglanan
baglama icracilar, -Talip Ozkan gibi
resmi alan1 terk etmemislerse- cogunlukla
derlemecilik ve egitimcilik vasiflariyla
resmi halk miizigi otoriteleri olarak kabul
gormislerdir (Oztiirk, 2012, s. 4):%

“Muzaffer Sarisozen, ozellikle halk miizigi adina tartigmasiz
tek otoritedir ve galan séyleyen tiim icracilar agisindan onun
takdir ve onay1 belirleyici durumdadir. Bu siire¢ bir model
olarak alindiginda radyo gevresi agisindan Nida Tiifek¢inin
de son derece merkezi bir konumda oldugu agikea goriilebilir.
(...) Tiifek¢inin takdirini kazanarak baglama icras1 alaninda
etkili konumlara gelen pek ¢ok ismin, Tiifek¢inin benzeri
bir takdir sistemini iglettikleri goriiliir. Talip Ozkan, Cogkun
Giila, Arif Sag, Mehmet Erenler, Musa Eroglu, Yavuz Top
gibi tistad ve hocalarin hepsi, giiniimiiz baglama icracilarinin
neredeyse tamaminin istadlik zincirine eklenmesinde

takdirleriyle etkili ve belirleyici olmuslardir”

Ayas’in da belirttigi gibi, hem Osmanli/
Tirk miiziginde hem de halk miiziginde,
“notanin hakimiyet kazanmasi eserlerin
standartlasmasiyla birlikte yorum ve
icrada ozgurlik alaninin da daralmasin
beraberinde getirmistir” (Ayas, 2014, s.

2135



Notanin otoritesi, otoritenin notasi: Tiirkiye’de nota-merkezli resmi halk miiziginin yapisokimii

335). icramin temel dayanaklar olan vokal
ve sazlarin kullanimda da benzer bir siirec
yasanmis, bir yandan koro temelli bir icra
yaratilirken, diger yandan standart hale
getirilmis sazlarla eslik giliclendirilmeye
calisilmistir.®® Ayrica resmi calismalarin ilk
glnunden bugiline kadar, kaynak kisiler,
halk ozanlar veya yerel icracilar “mahalli/
yoresel sanatc1” olarak degerlendirilmis,
Turkiye’de icra edilen halk miziklerinin
“asli” unsuru (yani “ozne”si) olarak kabul
gormemislerdir. Kaynak kisilerin sazlarn ve
icralar, standardizasyonun gerceklestigi
resmi kurumlarin disinda ya da kiyisinda
tutulmustur. Yani nota bilmeyen ancak
“6z”lin kaynagina sahip bu kaynak kisiler,
tam da Gokalp disincesine uygun olarak
seckinlerin  “teknik” bilgisiyle o oz
islemesini izlemek zorunda kalmistir.
Mesela Neset Ertas, TRT’de ancak mahalli
bir sanatci olarak yer alabiliyorken,
onun eserlerini soyleyen ve “nota
bilen” sanatcilar onun Urettigi eserleri,
-paradoksal olarak-bir yandan Gokalp’ci
dislinceye uygun sekilde, diger yandan
ise iddia edilen “0z”e tam ters sekilde
islemislerdir (Parlak, 2013, s. 581):%

“TRT yayincilig1 ierisindeki icra anlayisi, notasyon mantigt
yoniinden de aymi dogrultuda bigimlenmekle kalmamus,
cesitli nedenlerle bir ¢ok sorun da notalarla taginmigtir. Hizli
dretim kaygilar ile ezgilerin kisaltilmasi, basitlestirilmesi,
ifade bozukluklari, ozensizlikten kaynaklanan yanls
yazimlarin yaninda, kimi icracilarin kendi kulaginda kalan
ezgileri, orjinalinde varmus gibi eserin bir yerlerine uydurma
bir sekilde monte etmeleri, Ertagin eserlerine iliskin TRTde

goriilen disiik nitelikteki icranin ana nedenleridir”

Dogaclamaya acik vyapisiyla vokal ve
calgisal acidan cesitli ozgin ozellikler
tastyan Ertas’in miiziginin notaya alinirken
tam da yukanda Picken’in soyledigi gibi
“teferruata azami itina” gerektirdigini,
diger tiirli var olan 6zensiz TRT notalarinin
“baskalasma”ya en acik kanitlar oldugunu
aktaran Erol Parlak, “nota bu yonuyle
turkinun basit bir diizeye indirgenmesi olup
bu sekilde kagida gecirilmesi son derece
sakincalidir” der (Parlak, 2013, s. 582).
Benzer bir durum, Dogu Karadeniz’den
derlenen eserlerin nota ve icrasinda gorulur.

Bu bodlgede yapilan miizigin 6zginlugii, TRT
icrasiyla “baskalasir” (Stokes, 1998b, ss.
158-159):

“TRT icrasi, kemencenin saund dokusunu ve
icra hizim degistirmistir. Bunun ‘olduriici’
etkileri, icramin ta derinliklerine kadar
girmistir. Tirk miizikologlarin benimsedigi
notasyon kurallarinin gerektirdigi iki ya da
uc vurustan olusan kombinasyona tam olarak
indirgenemeyecek derecede hizli olan
melodinin akict ama kuralsiz bicimde ikiye
boliinmesi Agasar miiziginin karakteristik
ozelligidir. Bu ikili birimler, 9/8’lik, 7/8’lik
ve 5/8’ligin ilgili bolinmeleri boyunca
degisir, dyle ki onlarn bastan sona 7/8’lik
ya da 5/8’lik bir Anadolu usulli olarak
notaya cekmek miizigin oOzgiinligiine
haksizlik olacaktir -ve maalesef, TRT arsiv
notasyonu ve icrasinin amaclan icin buna
ihtiyac vardir.”

Bu orneklerde oldugu gibi, hangi kaynagin
ve icranin “otantik” oldugu, notanin
icraya nasil bir katkist oldugu sorusu
ortaya cikmaktadi.® Diger yandan TRT

notalarinda, yazim eksikleri (donanim,
metronom, devam isareti vb.), sozlu
eserlerde yoresel agiz Gzelliklerinde

eksikler, usul-olci karisikligi ile san ve saz
aranagmelerinin yazimi sorunu gibi pek
cok yanlislik ve eksiklik goriilmektedir.®
Ozellikle cevre iilkelere yakin bolgelerde
yasayan topluluklardan derlenen eserlerde
tonal/modal yapi1, form/melodik vyap,
usul, giifte ve isimlendirme sorunlan acik
olarak tesbit edilmistir.*

Nota-merkezli halk miiziginde bir baska
sorun,“beste” konusudur. TRT repertuan
olusturulurken temel  olarak  halk
mizigi eserleri “anonim”lik kriteriyle
secildiginden, eserler anonim olmasalar bile
anonimmis gibi repertuara kaydedilmistir.
Asiklarin  mahlasinin  gectigi, yani soz
sahibi acik olan eserler basta olmak uzere,
mizigi beste olarak bilinen eserler de
anonim olarak kabul edilmistir. Yani TRT
halk miizigi repertuarinda yer alan sayisiz
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eserin soz yazari ve bestecisi acik olarak
bilinmesine ragmen, ne telif haklarinin
korunmas1 ne de eser aciklamalari ve
nota yazimindaki yanlislarin dizeltilmesi
adina bugiine kadar herhangi bir adim
atilmamistir.' Dolayisiyla, “otantik” halk
mizigini derlediklerini, koruduklarin1 ve
bunun egitimini verdiklerini iddia eden
otoritelerin, derleme aciklamalarina kendi
bilgilerini yazmalari ve bunlarnn buyuk
kisminda telif hakki olmasina ragmen bunu
gormemezlikten gelmeleri halen sirduriilen
bir yanlistir (Kaplan, 1991, ss. 158-169).
Diger yandan, pek cok tiirkiiniin notasinda,
hem kaynak kisi, hem derleyen, hem de
notaya alan olarak Muzaffer Sarisozen’in
adinin kaydedilmesinde goriildigu Uzere,
eserlerin hangi kistaslarla repertuara
alindig1 (veya alinmadigi), kimin neye
gore kaynak kisi oldugu konusu da
tutarsizbiklarla doludur (Kaplan, 1991,
ss. 180-181). Bu konudaki tek tutarlilik,
resmi ve mesru musiki otoritelerinin
bunlara karar vermesi ve bunu notayla
tasdiklemesidir.#? Ayrica nota yazimindaki
diger sorunlar da halen diizeltilmeyi
beklemektedir (Turung, 2016, s. 396):
“Notalardaki yazim-duyum farkliliklar;
metronom, artikiilasyon, nians (dinamik)
isaret ve terimlerinin kullanilmamasi; nota
yaziminda vokalin esas alinip calgi notasi
yazilmamas1 gibi TRT repertuvarindaki
geleneksel mizik notalarinin genelinde
karsimiza cikan sorunlar da ele alinip
cozume kavusturulmayr bekleyen konular
arasindadir”. Notalarda yer alan bir diger
sorun ise, soz yazimlariyla ilgilidir.*®

Gorildigu lzere, resmi halk miziginin
otoritelerince yazilan nota, eserlerin
derlendigi kaynaklar1 asarak onlardan
daha oncelikli bir pozisyona sahip olmus,
deyim yerindeyse miizigi yaziya gecirip
“dondurmustur” (Behar, 2019, s. 133).
Yani otoritelerin notalari, notanin kaynag
olan icra ve icracilardan daha cok deger
gormiis; resmi kurumlar halk miizigini bu
kaynaklar yerine nota-merkezli olarak
kabul ve tesvik etmis, bunun disinda kalan
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her tir icra, calgi, tavir, ritmik yapi, vb.
ozellikler otoritelerce dislanmistir. Boylece
halk miiziginde amaclanan “tiirdeslik”,
farkliiklarin yok oldugu bir tek tiplesme
yaratmis; nota ise bunun yazili belgesine
doniusmustar.

Sonug¢
19. yluzyilda Osmanli’da geliserek 20.
yuzyilda Turkiye’ye devredilen nota-

merkezli mizik disiincesi, mizigin bir
“nesne” olarak algilamip nota yoluyla
“sabitlendigi” bir yaklasima sahiptir. Egitim
ve icra amacli bir sistemlestirme iceren bu
yaklasimla, geleneksel miizigin “hafiza”
temelli aktarnmi  da  durdurulmustur.
Cumhuriyet doneminde kurumsallasma
ve standardizasyon faaliyetlerine paralel
olarak gelisen bu sistemlestirme sireci,
halk miziginin de nota-merkezli olarak
sabitlenmesiyle insa edilmistir. “Turk
halk miizigi” olarak adlandinlan bu
sistemlestirme islemi icin yapilan resmi
derlemeler, miizigin “yeniden kesfi” icin
onemli sayida kaynak saglamis, bu sayede
notalar araciligiyla standardize edilmis
halk miizigi olusturulmustur.

Tirkiye’de resmi halk muzigi
derlemelerinde nota yazimi, baslangicta
eserlerin korunmasi ve bir araya getirilmesi
amaciyla, daha sonra ise icraya yonelik
kullanmistir. Hemen hemen hicbir kurumsal
derlemede etnografik calismanin gerekleri
yerine getirilmemis, cogunlukla derleme
yapilan yerdeki resmi kurumlara -zaman
zaman zorla- getirilen kaynak kisilerden
eserler kaydedilip bunlarin notaya alinmasi
temelli  bir yaklasim sergilenmistir.
Dolayisiyla miizigin kaynak kisiler icin
“ne” anlama geldigini oOgrenmek icin
herhangi bir cabaya girilmemis, derlenen
tirkiiler notaya alinarak halk miizigine
dair her turli erk ve otorite derleyicilerin
eline gecmistir. Bu derlemelerden ortaya
ctkan notalar araciligiyla giinimiize kadar
halk miizigi icras1 ve egitimi resmi olarak
surdurualmustur.
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Resmi halk miziginin nota-merkezli
standardizasyonu, Derrida’nin yapisokiimle
gostermeye  calistigi  sekliyle, kendi
icinde celiskiler barindinr. Turkiye’de
halk miizigi gelenekleri, nota-merkezli
dislincenin tiirdes olarak empoze ettiginin
aksine cogul, cesit cesit, hatta birbiriyle
celisiktir. Bu yiizden resmi halk miizigi
otoritelerinin mesru dayanagi olan notalan
ve nota-merkezli anlayist sorgulamak
gerekmektedir. Hem yazili bir metin olarak
notanin ideolojisini, hem de notanin
“gizledigi” ve “disarida” biraktigi seyleri
yeniden disiinmek ihtiyac1 dogmaktadir.
Bu durumda, resmi halk miizigi otoritesinin
kaynag1 olan “halk” ve “halk miizigi”ni
de nota-merkezli disunceden farkli bir
yaklasimla ele almak gerekmektedir. Eger,
TRT Tirk Halk Miizigi Repertuar1 olarak
“sabitlesen” resmi notalarin kaynagi,
nota bilmeyen “halk” ise, o zaman halk
adina nota yoluyla miizigin korundugu ve
“otantik” bir sekilde icra edildigi iddiasina
sahip kurumlarda “halk”in neden “mahalli/

yerel unsur” olarak kabul edildigini
sorgulamak gerekmektedir. Ayrica
“halk”tan alinan miuziklerin “otantik”

olarak aktanldigr iddia edilen notalardaki
tim yanlis, eksik, uydurma, vb. yazimin
neden diizeltilmedigi; halen bu notalarla
neden egitim ve icramin sirdirildigu de
cevaplanmay1 bekleyen sorular arasindadir.

Son bir yanlis anlasilmaya mahal vermemek
icin, bu makalenin nota karsiti olmadigim
eklemek gerekir. Yazili ve sozli kultur
arasindaki iliskiyi tartisan Ong’un dedigi
gibi, “dustinme sureclerimizi sekillendiren

metinlerden kurtulamayiz, ancak
metinlerin zayif noktalarin1 anlayabiliriz”
(Ong, 2007, ss. 198-199). Dolayisiyla

bu makalede, bir “metin” olarak resmi
halk miizigi notasyonunun zayif yanlan,
celiskileri ve hatalan tartisilmistir. Yani,
notayr daha verimli bir “arac” olarak
kullanmak icin bir perspektif sunulmustur.
Buradaki temel tartisma, Tirkiye’de insa
edilen resmi halk miiziginin olusumunun
nota-merkezli kiinmasi ve bunun egitim,

icra, akademik yazin, vb. alanlara olumsuz
yansimasidir.  Bu konunun yapisokumu
yapilmadikca, notanin halk miiziginde nasil
verimli kullanilabilecegine dair calisma
yurutmek neredeyse imkansizlasmaktadir.
Bu acidan, hem analize hem de icraya
yonelik nota yazimi konusunun yeniden
ele alinmas1 gerekmektedir. Yani notanin
bir “arac” olarak kullanilarak bir “fetis”e
donistiriilmemesi  ve eger illa Bati
notasyonu kullanilacaksa bunun her tir
gereginin yerine getirilmesi onemlidir.
Diger tirlisii, bugiine kadar halk miizigi
nota yaziminda uygulanan tum yanlislarin
tekrarindan oteye gitmeyecektir.

Ayrica Turkiye’de tirdes olmayan halk
mizigi geleneklerinin icrasi ve egitiminde,
giinimiize kadar vyapilandinlmis “resmi
halk miizigi”ni yeniden ele almak icin
her tiir arsive acik erisimin saglanmasi
ve bunlarin yeniden degerlendirilmesine
ihtiyac vardir. Ancak bunu yeni bir “yap1”
kurmak icin degil, halihazirda insa edilmis
olan “yap1”lan arsivsel kaynaklarla analiz
etmek icin degerlendirmek lazimdir. Bu
acidan miizigin her tiir otoritesini de
tartismak gerekmektedir.Sonu¢ olarak,
Martin Stokes’un dedigi lizere, “mizigi
maniplile etmeye ve denetlemeye yonelik
cabalar, her defasinda basansizlikla
sonuclanmistir” (Stokes, 1998b, s. 162). Bu
yiizden, bu makalede nota-merkezli resmi
halk miiziginin yapisokiimii énerilmistir.
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Dipnot

1. Etnomiizikolojide yapisal model
tartismalar icin bkz. Kaplan (2005,
ss. 87-111). Postkolonyal miuzik

arastirmalan konusunda bkz. Born ve
Hesmondhalgh (2000). Feminist muzik
teorisi konusunda bkz. Ozkisi (2013).

2. Yeni (etno)miizikoloji tartismalan
icin bkz. Stobart (2008). Uygulamali
etnomuzikoloji konusunda bkz. Pettan
ve Titon (2015). Tarihsel etnomiizikoloji
konusunda bkz. McCollum ve Hebert
(2016). Ekomuzikoloji konusunda bkz.
Allen ve Dawe (2016).

3.  Etnomuzikoloji alaninda, postmodern
ve postkolonyal perspektiften teorik
tartismalar icin bkz. Stone (2008, ss.

2019, 7 (2) Ozdemir, U.
195-219).
4.  Avrupa’da “halk kultlird”nun ortaya

10.

11.
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cikist Uzerine kapsamli bir arastirma
icin bkz. Burke (1996).

Ulkemizden bir 6rnek olarak, Arif
Sag’in “ilkel” ve “koylii” olarak kabul
ettigi “mithis” halk miizigi icracilanyla
ilgili yorumlari icin bkz. Ozdemir (2018,
s. 373).

Bu otoritelerin kabuli konusunda
ornek doktora bir tezi icin bkz.
Buyukyildiz (2004). Bu tezde, TRT
radyolar ve bazi ozel radyolarin Tirk
halk miizigi programlarina iliskin
bazi halk miizigi otoritelerinin ve
yoneticilerinin  gorusleri  alinmistir.
Tezde “halk miizigi otoritesi” olarak
yazilan kisiler, konservatuar mudurd,
konservatuar halk miizigi toplulugu
sefi, TRT istanbul Radyosu miidiirleri
ve TRT halk miizigi icracilan ve bazi
konservatuar hocalarindan olusan gibi
isimlerdir (Buyukyildiz, 2004, s. 147; s.
216). Dolayisiyla Reinhard’in bahsettigi
“musiki otoriteleri” akademik yazinda
da boyle kabul edilmektedir.

Tirkiye’de halk mizigi uyamslan
ve otantisite soylemleri lzerine
bkz. Erol (2009, ss. 73-84; ss. 142-
153). Aynica “profesyonel” Turk halk
miuizisyenlerinin gelenek ve yenilik
arasinda miizikal uygulama ideolojileri
uzerine bkz. Markoff (1990).

Ellingson, en iyi transkripsiyon
tekniginin, belki detranskripsiyonu
teknik bir prosediir olarak degil de,
etnomduzikolojinin  karmasik sekilde
uzmanlastigr bir yansimast olarak
gormek oldugunu aktanr (Ellingson,
1992, s. 146).

Muzik Uzerine ontolojik tartismalar
icin bkz. Bohlman (1999); Erol (2009;
ss. 11-68); Donmez (2014).

Nitekim Batili notasyonu kullanmaya
baslayan Osmanli/Tirk miizigi cevreleri
de notaya “cansiz bir nesne” olarak
yaklasmistir (Behar, 2019, s. 134).

Bu baglamda Max Weber, Bati’da
armonik mizigin gelisiminin onkosulu
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12.

13.

14.

15.

16.

17.

18.

olarak muzik notasyonunu gosterir
(Weber, 1958, s. 80). Weber’in mizik
sosyolojisine gore, notanin gelismesi,
toplumsal degisimin rasyonel bir
sonucudur (Esgin, 2014, s. 70).

Suphesiz, yapisokumcillerin “yazi”dan
kasti, aslinda matbaayla iliskili
yayinlanmis ya da basili metindir (Ong,
2007, s. 154). Yani nota baglaminda da
bu makale boyunca tartisilan ornekler,
yayinlanmis/basilmis notalardir.

Titon’a gore notlandinlmis haliyle
muzik, metinlesen dilden farkhdir:
“Metinlesen dil, makul bir ceviri
turddur; dustiincenin malzemesi olarak,
dusunceyi temsil eder. Notalandirlmis
haliyle muzik, vasat bir ceviri turudur;
gerceklestirilmesi cok daha zordur”
(Titon, 2006, s. 162).

Tarihsel olarak notanin Turk
miziginde kullanim1 {izerine bkz.
Popescu-Juedtz (2007, ss. 17-55). Bati
miizigi notasyonunun Tirk miiziginde
kullanimi  konusunda bkz. Ayangil
(2008). Ayrica Tirk miiziginde notanin
seslendirilisi Uzerine bkz. Tura (2017,
ss. 280-287).

Behar’in hafiza konusunda bir baska
calismasi icin bkz. Behar (2015, ss.
161-176). Ayrica mesk ve usta-cirak
geleneklerinin  karsilastinldigr  bir
calisma icin bkz. Aslan (2007).

19. yuzyilda, Osmanli’da nota
yayinciligi  konusunda bkz. Alimdar
(2016, ss. 435-477).

Notanin, Osmanli/Tirk miziginde
temel olarak hatirla(t)mak icin
kullamlmas1 ve Bati miiziginde nota
tzerinde vyazili olan suslemelerin
Osmanli/Tirk  miiziginde irticalen
yapilmasi uzerine bir calisma icin
bkz. Kacar (2005). Aym konunun fasil
sarkiciigr  baglaminda  incelendigi
bir baska calisma icin bkz. Turgay ve
Ayangil (2016).

Gunes Ayas bu durumu soyle aciklar

(Ayas, 2014, s. 341): “Gelenek
Arel sisteminin ‘Batililasmaya’
donuk taraflarim reddetmis,

19.

20.

21.

22.

23.

24.

25.

26.
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‘modernlesmeye’ donuk taraflanni,
daha dogru bir ifadeyle gelenegin
varligin1 siirdiirmesine hizmet eden
pratik taraflarin1 benimsemistir.”

Bu konuda daha detayli aciklamalar
icin bkz. Behar (2019, ss. 116-123).

Nota yazim baglaminda su notu da
dismek gerekir (Behar, 2019, s. 139):
“Nota kullanilmasi eserleri butliniyle
standartlastirip sabitlestirememis,
dolayisiyla da yazili muzik metinleri
Osmanli/Tiirk miizigi diinyasinda kalic
bir hegemonya kuramamistir. Notalama
islemi eserler icin farkli bir aktarim ve
degisim siirecinin baslangic noktasi
olmustur sadece.”

Turkiye’de, erken Cumhuriyet
doneminde halk miiziginin toplumsal
bir muhendislik olarak insa edilmesi
Uzerine kapsamli bir calisma icin bkz.
Balkilic (2015). Turkiye’de folklorun
gelisiminin  milliyetcilik baglaminda
ele alindig1 bir baska calisma icin bkz.
Oztiirkmen (1998).

Resmi miizik politikalarinda, gelenek
ve modernligin sahte bir ikilik olarak
ortaya konulmasi uzerine bir tartisma
icin bkz. Ayas (2015, ss. 214-225).

Bu baglamda “halk”tan derlenen
ezgilerin Batili “teknik”lerle islenmesi
yaklasiminin, Turkiye’de bestecilik
alaninda nasil karsilik buldugu lizerine
bir kapsamli tartisma icin bkz. Oztiirk
(2016).

Konservatuar ayaginin bir baska 6nemli

adimi ise, 1976 yilinda faaliyetlerine
baslayan ITU Tiirk Musikisi Devlet
Konservatuari’dir.

Muzik reformuyla iliskili bir baska
onemli konu, dil reformunun miizige
etkisi meselesidir. Nota tartismasinin
sinirlarint asan bu konuda yorumlar icin
bkz. Stokes (1998a, ss. 54-61); Balkilic
(2015, ss. 156-159; ss. 156-159).

19. ylzyiin sonundan itibaren
yerli ve yabanci pek cok derlemeci
Osmanli topraklarinda halk miizigi
derlemeleri yapmistir. Bunlar arasinda,
ses kaydi yap(a)mayan Gomidas
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27.

28.

29.

30.

Vartaped’in Tirkce, Ermenice ve
Kurtce derlemeleri ile ses kaydi ile
yapilan ilk derlemeler olan Hubert
Pernot’un 1898 yilinda Sakiz adasi
ve Felix von Luschan’in 1902 yilinda
Gaziantep/Zincirli derlemeleri temel
olarak nota-merkezli yayinlanmistir.
Bu derlemeler konusunda bkz. Senel
(1999). Tirkiye’de resmi halk miizigi
derleme calismalarinin = 100 yillik
oykiisti icin bkz. Oztiirk (2018). Ayrica
Cumhuriyet doneminde Tirkiye’de
halk miizigi calismalari konusunda bkz.
Altinay (2004).

Konuyla ilgili olarak Dartlelhan’in 1.
ve 13. defterlerinde yer alan Erzurum
tlrkilerinin notalarinin karsilastirildig
bir calisma icin bkz. Feyzi (2015).

Halk miziginin nota yazimiyla ilgili
en onemli tartismalardan birisi olan
perde meselesi, baglamanin ana saz
olarak kabuliiyle birlikte baglama
uzerinden disunulmus ve standardize
edilmeye calisilmistir. Halk miizigi ve
baglamada perdeler konusunda bir
inceleme icin bkz. Akdogdu (1992).
Ayrica Sarisozen’in 1927-1962 tarihleri
arasinda yayinlanmis olanveya el
yazisiyla yazdig1 nota orneklerindeki
yazim farklarini karsilastirmak icin bkz.
Senel (2018, ss. 467-580; ss. 658-714).

Yonetken bir baska yazisinda,
Sarisozen’in  “Turk Halk Musikisi
Usulleri” (Sarisozen, 1962) kitabindaki
usul-olcl sorununu da elestirir (Senel,
2018, s. 378). Bu calismayla ilgili diger
elestiriler icin bkz. Senel (2018, ss. 382-
393); Oztiirk (2006, ss. 168-169).Veysel
Arseven de 1957 yilinda yazdigr bir
yazida, Sarisozen onciiliigiinde yapilan
derlemelerde toplanan ezgilerle ilgili
bilimsel incelemelerin yapilmadigini,
Sarisozen’in bastirdig1 kitaplarin her
zaman tartisma konusu olabilecegini
ve bu konunun bir kisinin isi olmadigin
belirtir (Arseven, 2004, s. 83).

Bu konuda, “Turk Halk Musikisi
Usulleri” kitabinin  Kiiltiir Bakanligi
tarafindan yayinlanmasi teklifiyle ilgili
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yazilan elestirel bir rapor ve bu rapora
karsi, Neriman Altindag Tiifekci ile
Nida Tufekci’nin -Sarisozen otoritesini
cok iyi oOzetleyen- cevabi icin bkz.
Senel (2018, ss. 394-407).

Muzaffer Sarisozen hakkinda kapsamli
ve gincel bir calisma icin bkz. Senel
(2018).

Resmi halk miizigi derlemelerinde
estetik tartismalan icin bkz. Balkilic
(2015, ss. 105-109; ss. 159-163).
Nitekim Sansozen’e gore, derlenen
turkiler icinden iyisi kotiusunden
ayiklanmali ve bunlar “asli ve esasi
bozulmadan” glizellestirilmelidir
Balkilic (2015, s. 147). Ancak buna
ragmen derlenen eserler iizerinde pek
cok miidahale yapildigi ve tirkiilerin bu
sekilde notaya alindig1 aciktir (Balkilic,
2015, ss. 150-156). Yukarida da bahsi
gectigi lzere, aym durum Avrupa’da
yapilan calismalarda da gorulmektedir
(Burke, 1996, ss. 33-34).

TRT repertuarina girmis on dokuz
bin civarinda Osmanli/Tirk mizigi
ve bes bin civarinda Tirk halk miizigi
notasin1 incelemek icin bkz.:http://
trtnotaarsivi.com/[Erisim Tarihi:
10.04.2019] http://www.notaarsivleri.
com/ [Erisim Tarihi: 10.04.2019]

Senel’e gore, TRT repertuarina
Sarisozen adina tescillenen notalara

imtinayla yaklasmak gerekir.
Diger yandan Senel, Sarisozen’in
sadelestirilmis olarak kullandigi

notasyonda, akademik degerde tesbit
notalart kullanmamasinm ve calgilarin
dogal polifonik tinilarin1  ortaya
cikarmay1 amaclayan notalar1 goz ardi
etmesini eksiklik olarak goriir (Senel,
2018, s. 458).

Uzun yillar Turkiye’de alan calismasi
yapan ve 1976 yiinda TRT’den ayrilarak
Paris’e yerlesen Talip Ozkan’in 2010
yiindaki vefatina kadar &grencisi
olan Fransiz etnomiizikolog Jérome
Cler, Ozkan’in TRT icin repertuar
hazirlayan memur miuzisyenlere karsi
koylilerin tarafinda oldugunu belirtir
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(Cler, 2010, s. 26). Nitekim, TRT’nin
1967 derleme gezisinde gorev alan
Ozkan, bu derlemeyle ilgili raporunda
kaynak kisilere yapilan muameleyi
agir elestirmistir  (Oztiirk, 2016,
s. 30). Resmi derlemeler sirasinda
yasananlarla ilgili benzer anlatilar icin
bkz. Balkilic (2015, ss. 163-167).

Baglama acisindan konunun tartisildig
bir calisma icin bkz. Ozdemir (2018).
Diger yandan tek tiplestirilen baglama,
bu calginin kullanilmadigr farkli miizik
kilturleri icin de tahakkim aracina
donismustur. Konuyla ilgili Karadeniz
bolgesinden ornek bir calisma icin bkz.
Stokes (1998a, ss. 94-108; 1998b).

Neset Ertas’in TRT ile macerasi ayri
bir arastirma konusudur. Ozellikle Nida
Tufekci tarafindan dejenere bulunarak
bir donem TRT’den wuzak tutulan
Ertas’in, TRT’ye sitemini iceren bir
konusmas1 icin  bkz.:https://www.
youtube.com/watch?v=10e08e54WmU
[Erisim Tarihi: 10.04.2019]

Bu konuda ornek bir calisma icin bkz.
Hashas (2017). Ayrica hangi notanin
“otantik” oldugu konusunda giincel
bir tartisma icin bkz.:http://www.
enpolitik.com/haber/288600/haydar-
haydarin-notasini-kim-yazdi.html
[Erisim Tarihi: 10.04.2019]

Bu konuda ornek bir calisma icin
bkz. Eke (2007). Usul ve metronom
sorunlar konusunda bir baska calisma
icin bkz. Celik (2017). Aynica kaynak
kisisi  bilinen eserlerin notalarinin
orijinal ses kayitlarla karsilastirildigi
bir baska calisma icin bkz. Bastepe ve
Yalcin (2018).

Bu konuda ornek bir calisma icin bkz.
Turunc (2016).

Konuyla ilgili kapsamli bir tez calismasi
icin bkz. Kaplan (1991). Aynica diger
ornekler icin bkz. Turunc (2016, ss.
383-385). Halk miiziginde anonimlik
ve beste konularinda bkz. Atilgan
(1992); Tura (2017, ss. 75-79). Konunun
telif boyutu icin bkz. Kaplan (2002).
Turkiye’de TRT notalart merkezli

42.

43.
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halk miziginin, kiiltlir politikalan ve
telif haklart baglaminda incelendigi
kapsamli bir tez calismasi icin bkz.
Fossum (2017).

Diger yandan tipki Osmanli/Tirk
miziginde oldugu gibi, notaya gecirilen
eser, bestelendigi anmin ifadesini ve
tasarimin1  degil, notaya gecirildigi
anin icrasin temsil eder (Behar, 2019,
s. 110). Dolayisiyla eserlerin telif
haklarinin yanm sira, notaya gecirilen
eserin “sabitlenmesi” hakki da aslinda
otoriteye ait degildir.

Bu konuda bir calisma icin bkz.
Birdogan (1992). S6z yazimi konusunda
ibretlik bir baska ornek olarak,
kendisi de aslen Sivasli olan Muzaffer
Sarisozen’in “Yurttan Sesler” kitabinda,
Sivasli ozan Pir Sultan Abdal adinin “Bir
sultan aptalim” seklinde yazilis1 icin
bkz. Sarisozen (1952, s. 83).
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Authority of notation, notation of authority: deconstruction
of notation-centered official folk music in Turkey

Extended Abstract

The authority that spreads all over life is
basically the legitimacy of subordination and
obedience. The power, hegemony, domination
and authority relations appear everywhere in
the arena of the main struggle for power. In the
context of music, the existence of authority
exists in all fields such as music education,
music performance, music research and music
criticism. These areas are also built with cultural
hegemony, domination and power relations.
The legitimate basis of authority in the area of
power ensures the obedience of those who are
subject to it. Notation is the fundamental basis
of authority in the field of music as a written
text.

People who define the “folk” and its music with
the nation state building processes establish
their authority through their own legitimate
grounds with this definition. In other words,
the relationship between folk music and
authority is constructed within the meanings
and values that are imposed on the music in the
name of power, as well as the discourses and
performances of the individuals and institutions
that define the music. However, in this process,
there is a problem between the efforts of the
standardization of music and the attempt to
maintain the authentic characteristics of folk
music: On the one hand, the idea of collecting
with an ideological approach and defending the
authenticity, on the other hand, standardizing
and introducing it to universal values, contains
contradictions within itself.

In the context of folk music, the “folk”, which
is the subject of ideology, becomes a source of
the aesthetics imposed by notation. Although
this aesthetic is seen as reflecting the “essence
of the folk” on the one hand, on the other
hand it creates its own aesthetics and ideology
by the metamorphosis. In this process, the
notation becomes a written text that includes
an ideology of the Western, modern, rational
thought that is intended to be achieved
through the construction of the nation state,
and is accepted as an official document of how
music and hence culture will be shaped. Thus,
notation-centered music thought is invented.

But here, the tension between the sound/
performance and the text/notation is revealed.
This situation is not only seen in Ottoman/
Turkish music or Turkish folk music, but also in
non-Western world music cultures.

The notation-centered idea,emerged in the 19th
century in the Ottoman Empire and transferred
to Turkey in the 20th century, has an approach by
which the music is perceived as an “object” and
is “fixed” by notation.The memory-based oral
transfer of traditional music has been halted by
this approach, which includes a systematizing
system of education and performance. This
systematization process, which developed
in parallel with the institutionalization and
standardization activities during the early
Republican period of Turkey, was built by fixing
folk music on a notation-centered basis. The
official collections and compilations for this
systemization process, called “Turkish folk
music”, provided a significant number of sources
for the “rediscovery” of music, thereby creating
standardized folk music through notations.

The notation utilized in the official collecting
of folk music in Turkey, was initially used to
conserve the compiled folk songs and later
used for performance. The requirements of
ethnographic study weren’t fulfilled in almost
no official fieldworks.The collectors didn’t make
any effort to understand “what” music means
to the sources. They only transcribed the songs
that they compiled into notations and took hold
the power and authority related to folk music.In
this respect, no official fieldwork with scientific
quality has been done in Turkey for folk music,
conversely the collected materials have only
been “captured”. Folk music performance and
education have been officially carried on until
today through these notations ensued from
these collectings.

The notation-centered standardization of
official folk music involves contradictions, as
Derrida tries to demonstrate by deconstruction.
Folk music traditions in Turkey, contrary to what
the notation-centered approach imposed as a
homogeneous thought, are plural, various, and
even conflictual with each other. Therefore, it is
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necessary to interrogate the notations and the
notation-centered understanding, which are the
legitimate basis of official folk music authorities.
As a written text, there is a necessity to rethink
the ideology of the notation, as well as what
the notation is “hiding” and “excluding”. In
this case, “folk” and “folk music”, which are
the source of the official folk music authority,
should be taken into consideration in a different
way from notation-centered thought.Therefore,
in this article, the deconstruction of notation-
centered official folk music is proposed.

Keywords
turkish folk music, folk music, ethnomusicology, authority, notation, deconstruction
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As a musical genre in Turkey, the arabesk
has been discussed since the late 1960s
in its different ways. While the studies,
which address the issue in a musicological
and sociologic way or through the lens of
anthropology,reveal social and cultural
sources living on music, they present
interpretations on  politics, cultural
planning, social action and reaction in
Turkey within a historical framework.
Especially, Meral Ozbek’s eye-opening
study, specific to the arabesk of Orhan
Gencebay, has a look at the arabesk music
within the lively dynamics of the relation
with this environment without being
isolated from social-class atmosphere in
which it is produced, performed, listened,
appeals to and from the cultural climate
and zeitgeist. She reveals that it cannot
be reduced to “delaying culture” or
“illiberalness”, which is articulated in the
language of the elite. Another attention
grabbing study, which acts along with the
awareness that the arabesk is not only a
word but a voice as well and examines its
forms of handling, is the book titled “The
Arabesk Debate” by Martin Stokes.! Martin
Stokes is an esteemed person who achieved
remarkable studies concerning historical
course of music within pop culture in
Turkey and deals with representation
forms of music in the area of performance
in addition to music sociology. His study

1 Martin Stokes, The Arabesk Debate: Music and
Musicians in Modern Turkey, Clarendon Press
Oxford, New York 1992, 265 s.

involves point of view of an expert who
aims to carry out sociologic analyze of
music during the rapid period of change
in the 1980s to address an issue which has
remained on the agenda among official and
popular music institutions in Turkey since
the 1960s. Contrary to the representatives
of different ideological approaches on
the evaluation of case of the arabesk in
Turkey, an external point of view helps him
to represent a calmer and an objective
approach.

Becoming a classic now, study of Martin
Stokes brings a lens to the adventure of
Turkish music in the last two centuries.
While he evaluates modernization process
over its effects to the social and cultural
institutions, he points out what kind of
cultural reactions are given by the official
intervention during the process from
closure of janissary band to termination of
Turkish music broadcast in the radios. He
analyzes the arabesk along with cultural
and official process of change. Especially, in
the introduction and in the first part titled
“Discovery of People and Their Music”
include this historical process, which is
important in terms of determination of
continuity and disengagements. In the
same way, influence of the Republic and
Ziya Gokalp on the founder staff of the
new and volume of transforming influence
of the revolutions in social life regime is
reinterpreted as music-based. Although
what conveyed in this part was pointed
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out in the previous studies, it still provides
a consisted framework for the following
parts.

The sociologists add weight and their
approaches on the sociological basis of
music in the studies dealing with the
arabesk in Turkey, which may sometimes
lead to inadequacies for the analysis of a
music genre. However, musical creation
is a process that necessitates a technical
analysis as well as a sociologic one. The
study of Stokes fills a quite significant gap
on that sense. The third part comes up
with the analysis of modal constructions
such as magam and melodic pattern, and
determines boundaries of interaction
between folk and classic music while it
examines reconstruction of Turkish folk
music. Thus, effects of redefinitions
forms of individualism in the performance
of music are discussed over examples.
Based on his observation at the various
music sources in istanbul during the
1990s, Stokes analyses styles based on
decorative patterns that can be expressed
through traditional instruments such as
baglama and beats of spectrum. In this
way, analysis of systematized techniques,
except for the ones in the TRT (Turkish
Radio and Television) and the State
Conservatory, can be carried out through
performance practices. This part has
a particularly contributive property to
determine relationship between the forms
of performance and presentation, which is
produced under the market conditions of
urban musicianship, and the arabesk.

In the fourth part, in which historical and
social sources of music is analyzed, thesis
submitted by the literature on the subject
is discussed. Reflections of Egyptian music,
which gained popularity in Turkish theaters
in the 1930s and 1940s, on the urban
music are examined in the way of various
approaches. Squatting, “dolmus”culture
and pathological indicators emerging
from Istanbul’s rapid urbanization, which

is prevalent among liberal-intellectual
criticisms, are open to questioning in this
part. However, it also draws attention
to an explicit political dimension that
alienation of the arabesk and its negative
effects is associated with religious reaction
and policies of the Ozal government.
Performers of the arabesk music, their
relationship with social ties and audience
subject are among the subjects discussed
in the fourth part. The book of Stokes puts
forward thesis that sheds light on change
of the audience subject in the 1990s.
Noting that association of this music with
shanty house is not clarified in an exact
sociological way over the producers of the
music and its audience, Stokes considers
that as a metaphorical allegation. Contrary
of this allegation, he underlines that the
arabesk is a music genre which is listened
by various spheres of the society.

Having a profound academic knowledge
about  Turkish, Stokes reveals a
successful analysis concerning technical
characteristics of the arabesk as a music
genre. He sheds light on the issue within a
wide scope from the studios producing the
arabesk to the composers and performers,
and from the film sector to the night clubs
based on his long field study in the 1980s
along with his personal experiences. His
findings about quality of the relationship
between political culture and the arabesk
are remarkable. According to the author,
the arabesk is a newly music which
should be considered within the scope of
its occurrence, technology of recording
industry in Turkey and its organization, and
its consumption can be understood in the
context of a society that jumps into the
rapidly urbanized and industrialized world
economic system. However, its language is
not new. From an external point of view,
Stokes highlights that there are obvious
continuities between the arabesk and the
sema in terms of general syntax of dance
and lyrics. The author is aware that this is
speculative, though. Therefore, he builds
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his thesis on these following parallelisms.
First of all, he points out textual similarity
between the sema and the arabesk lyrics.
Laying emphasis on similarity level of
the arabesk and popular Islam inside the
hegemony of periphery, Stokes highlights
common points between vecd [ectasy]
in sema and trance of the arabesk. In
my opinion, one of the most remarkable
similarities he put forward about the
common points on which the arabesk and
the sema meet is the feature of expression
and reveal of their objection to official
discourse on the individual and the society.

Squaring the circle, Martin Stokes evaluates
the arabesk under its social and economic
background in the network of political
relationships. Although he reveals a text
on musicology apparently, he analyzes
effects of cultural roots of change process
of Turkish society in the last two centuries
up to date via music.
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Abstract

In this chapter | discuss an aspect of Uyghur religious practice, which is at the time of writing
under severe threat in the Uyghur homeland. | trace the patterns of circulation of sung hikmat,
considering the ways that these Turkic language prayers link the Uyghur communities of Xinjiang
to other parts of the Turkic speaking world through the circulation of written and published texts.
| draw on recent debates on the relationship between orality and literacy, and consider how they
help us to think about hikmat as they were performed in ritual contexts in Uyghur communities
until very recently. | argue that oral and textual traditions of hikmat interact constantly and closely,
creating "feedback loops" of transmission and performance. This perception impels a reassessment

of our assumptions around projects of canonization of Central Asian performance traditions.

Keywords

hikmadt, yasawi, text, performance, sufism, uyghur

The sung performance of hikmat is firmly
embedded in community life amongst
the Turkic speaking Muslim Uyghurs of
Central Asia. They play a part in rituals
of mourning and healing, and as part of
regular spiritual practice in both men’s and
women’s gatherings. They are an integral
part of what practitioners term tarikat yol
(the way of the tarigah or Sufi orders).
Hikmat are maintained and transmitted
through performance traditions which are
widespread across Uyghur communities,
transmitted from master to apprentice
(ustaz-shagit) in continuous chains of
transmission through families or ritual
specialists. The Uyghur tradition of reciting

hikmat is linked across space to traditions
maintained in Uzbek communities in the
Ferghana valley. All of these traditions
are believed to derive from a collection of
texts which are attributed to the medieval
Central Asian Sufi sheikh, Khoja Ahmad
Yasawi, whose shrine lies in the town of
Turkistan in southern Kazakhstan. These
texts, gathered together in collections
named the Diwan-i Hikmat, circulated in
manuscript form across Central Asia well
into the twentieth century, and they have
more recently circulated more widely in
printed book form, released by publishers
from Istanbul and Ankara to Kazan,
Tashkent, Almaty and Uriimchi.
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In this chapter | trace the patterns of
circulation of hikmat, considering the
ways that these Turkic language prayers
link the Uyghur communities of Xinjiang to
other parts of the Turkic speaking world. |
draw on recent debates on the relationship
between orality and literacy, and consider
how they help us to think about hikmat
as they are performed in ritual contexts
in Uyghur communities today. | ask: to
what extent, and in what ways do oral
traditions of hikmat transmission and
performance interact with the textual
circulation of hikmat? It has traditionally
been assumed that these oral practices
were passed down through linear chains of
transmission, taught directly by teacher to
pupil. If written texts were involved, these
were assumed to be equally localized,
written by individual learners to serve as
personal aide-memories (Light 2008). |
challenge the common assumption that
the hikmat performed in ritual contexts in
Uyghur communities are isolated, locally
maintained, discrete traditions. Instead, |
argue that these Uyghur traditions of ritual
performance encompass more diverse and
complex forms of circulation which bridge
the oral and textual spheres, and traverse
international  borders.  Contemporary
Uyghur reciters of hikmat are rooted in
the oral tradition but they also engage
actively with circulating texts, and they
have re-appropriated the transnationally
circulating print tradition and re-vivified
it within the performative context of their
rituals.

Hikmat in a healing ritual

One afternoon in the late summer of
2012, twelve women including two buwi
ritual specialists paid a visit a household
in the Uyghur village of Yantaq in southern
Xinjiang. Their purpose was to perform a
khatma ritual for Hurriyat Hajim, who was
recovering from a back operation. This was
her second operation, which had involved
a long journey to the regional capital
Uriimchi, several weeks in hospital, and

2019, 7(2) Harris, R.

several months immobile in bed. Now she
was slowly moving around the home on
crutches and beginning to take back some
of the burden of household chores. She
was a devout woman who had completed
the hajj a few years previously, but she did
not regularly participate in khatma rituals.
On this occasion though, her sister-in-law
who was a keen participant in khatma
had arranged a visit from the buwi ritual
specialists. It was quite normal for villagers
to combine recourse to institutional
medical support with religious rituals to
promote healing.

The bulk of the khatma ritual was devoted
to the repeated recitation of short Arabic
prayers and supplications and short ayat
from the Qur’an. After the completion of
each cycle of prayers, the women blew
noisily into a bowl of water, “Ffsheeuw!”
This transferred the spiritual benefits and
healing properties of the recitation into the
water (ayat su), which would be carefully
preserved by the sick woman and sipped
regularly over the coming weeks. As the
women recited the Arabic prayers, several
“came to the boil” emotionally; they wept
noisily and one began to hyperventilate.
After around an hour the women moved
into spoken Uyghur language prayers for
Hurriyat Hajim’s recovery. This section
of the ritual concluded with a surah from
the Qur’an, and finally a melodious and
rhythmic hikmat, sung in unison by all the
women present.

Aghzingning nimi gashqgay, amin
Kozum nuri ochkay, amin
Tupraq ichiga kochkay, amin
Wayran qilur bu 6lum, amin

It will dry the saliva in your mouth
You will enter into the dust
Extinguish the light in your eyes
Be fearful of death

Qul Khoj’ Ahmad san oyghan, amin
Yoqtur bu sozlar yalghan, amin
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Tupraq ichida galghan, amin
Wayran qilur bu olum, amin

Awake Khoja Ahmad, slave of God
These words are no lies

You will be left in the dust

Be fearful of death

Saraylirini buzup, amin
Bostanlirini kochurup, amin
Hamimizga barawar, amin
Kalgan olum amasmu, amin

Palaces will be destroyed
Orchards moved away

It is the same for us all
Death will come, will it not?’

The performance of this hikmat formed a
great contrast to the overlapping wash of
sound and the emotionally charged style of

the celebrated Central Asian saint who
most likely lived in the late twelfth
century.? Yasawi is popularly known
throughout Central Asia as a Sufi sheikh
and a mystic poet, author of the Diwan-i
Hikmat. His shrine lies in the town now
known as Turkistan in southern Kazakhstan.
In the twelfth century this was the town of
Yasi, the place where Yasawi is said to have
studied under the probably mythical figure
of Sheikh Arslan Baba. Yasawi’s shrine
has been an important religious center
and pilgrimage site at least since the
monumental mausoleum that still stands
today was built on the orders of Amir Timur,
founder of the Timurid dynasty, at the end
of the fourteenth century. A smaller shrine
to Arslan Baba lies outside the town.

Yasawi’s biographical details are obscure
and contested in the historical record, and
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' 'Fig. 1. Transcription of a hikmat,

the preceding Arabic language recitation.
The women’s voices sounded out confident
and strong, easily keeping together to a
strong pulse. Although the lyrics reflected
on the inevitability of death, and its power
to erase all earthly things, the mood was
not one of fear and apprehension, but was
confident and calm. Singing the hikmat
seemed to serve the purpose of bringing
the women back down from the excitement
of the khatma, and providing resolution
after the emotional upheavals they had
experienced.

Khoja Ahmad Yasawi
The reference in this sung text to Qul
Khoj’Ahmad denotes Khoja Ahmad Yasawi,

led by Nisakhan, Yantaq Village, 2012.

even his relationship to the Yasawi Sufi
order and what we know of its silsila or
spiritual genealogy is not straightforward.
The Yasawi as an organized Sufi order did
not survive competition from the rival
Central Asian Nagshbandi, which restricted
Yasawi activities and later appropriated its
legacy and subordinated it to Nagshbandi
interests. But the Yasawi tradition has had
lasting and far-reaching influence in the
realm of popular religious practice and
the shaping of communal identities across
Central Asia, including contemporary
Xinjiang. Its broader legacy includes many
aspects of religious practice maintained
today, including styles of zikr, aspects of
shrine veneration, and narratives of the
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spread of Islam in the region. It also had
lasting influence on notions of communal
identity. The Yasawi tradition’s political and
social role was not expressed through a Sufi
order as such, but through intimate bonds
with local communities. In this tradition
of social organization, whole Vvillages
or nomadic communities were formally
recognized as disciples of hereditary
sheikhs linked with the Yasawi tradition,
and they regarded their affiliation to
such lineages as a central feature of their
communal solidarity and identity (DeWeese
1996a, 1996b, 1999, 2006). Yasawi’s shrine
has historically and today served as a major
pilgrimage destination for Central Asian
Muslims. Hereditary sheikhs served as
guardians of Yasawi’s shrine and officiated
over large-scale zikr rituals there, which
continued until Stalin’s purges of the 1930s
(Privratsky 2001). Pilgrimage revived in the
1990s, and Muslims from across Central
Asia began to visit the shrine in order to
access the saint’s miraculous powers.
Popular versions of the Diwan-i Hikmat in
Kazakh, Uzbek and Turkish languages were
sold at the shrine, and oral stories about
the life and miracles of Yasawi circulated
and were retold at the shrine.

The Diwan-i Hikmat refers to manuscript
collections of Turkic language Sufi mystic
poetry attributed to Yasawi, which have
circulated, historically and today, in
multiple forms from Turkey to Xinjiang. The
oldest manuscript collection is believed to
date to the seventeenth century (Azmun
1994). There are significant divergences
between different extant versions of the
Diwan-i Hikmat, in terms of content,
number of poems, as well as aspects of
wording and style. Larger collections
contain over a hundred hikmat, shorter
collections include around thirty poems.
They are identified with Yasawi through
the inclusion of his name within the poem
in the manner of Central Asian poetry. The
name appears in different forms, primarily
Qul Khoj’ Ahmad (Ahmad, Servant of God),
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or Miskin Ahmad (Poor Ahmad).

The opening series of hikmat in the written
collections recount in highly formulaic
fashion the life of Yasawi, listing his
spiritual achievements in every year of his
life verse by verse up to the age of 63 (the
age of the Prophet at his death) after which
he retires to an underground existence in a
cave. A nineteenth manuscript collection
of hikmat from Kashgar and one recorded
performance from Turpan, as well as
various versions published in Xinjiang, all
adhere closely to this narrative structure.
According to legend, Yasawi lived on for a
total of 125 years. In popular belief, and in
much of the relevant scholarship up to the
late twentieth century, it was uncritically
assumed that the Diwan was actually the
work of Yasawi (de Weese 2006; 2011).
But some hikmat are panegyrics, obviously
written by Yasawi’s followers; there are
anachronistic references to Yasawi’s tomb,
and scholars have now generally accepted
that the Diwan dates from after Yasawi’s
lifetime, and was likely composed by his
disciples and later followers of the Yasawi
tradition. Variations in the signature, the
style of poetic meter, the type of Turkic
Chagatay language used with its extensive
inclusion of Persian vocabulary, and the late
date of surviving manuscripts, all suggest
that the Diwan-i Hikmat is a compilation
of poetry post-dating Yasawi, and probably
composed by multiple authors over a
substantial period of time (Light 2008: 75).

Hikmadt in circulation

Traditions of hikmat as a living performance
practice have been maintained in Xinjiang
to the present day and they occur in diverse
contexts. Ethnographers in the 1990s and
early 2000s documented numerous groups
performing hikmat in both women’s and
men’s halga-sohbat gatherings in rural
Uyghur communities right across the
region (Liu 2010; Mijit 2012).3 Some of
these performances of hikmat, associated
with rituals of Sufi groups based around
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Kashgar, were absorbed into sections of
the canonical musical repertoire of the
Uyghurs, the Twelve Mugam, and recorded
in twentieth century anthologies of Mugam
poetry (Light 2008). Hikmat texts are also
found embedded within the performances
of dastan: sung tales of lovers, religious
figures and warriors from the Central Asian
narrative tradition, performed in bazaars
and at shrines by acknowledged bards
(dastanchi) who accompany their sung
narratives on stringed instruments (Kadir
2010: 96). In terms of their lyric structure
and content hikmat are also diverse. The
repertoire overlaps with other sung forms
such as monajat or mashrap but there is
an identifiable core style, with a step-
wise melody descending to a sustained
note corresponding to a single line of the
text, syllabic delivery and strong pulse. As
the translated texts show, they typically
feature themes of death and judgment,
and are often identified within the text
by reference to the putative author, Khoja
Ahmad Yasawi. Crucially, their performance
should be affectively powerful, able to
provoke weeping, and this affective force is
especially centered on the long, sustained
notes at phrase ends, and the thrilling
timbre in which reciters deliver them.

The oral circulation of hikmat is not confined
to Uyghur communities in Xinjiang. We
know that hikmat are also sung as part of
contemporary Sufi meetings for Uzbek men
across the border in Uzbekistan’s Ferghana
valley. Pasilov and Ashirov describe a ritual
they observed in 2004, noting that:

.. at the end of every zikr they say in the manner
of a sing-song or only sing the moral-ethical verses
of Yassavi (d. 1162), Mashrab (d. 1711), Khazini, or
Mazdub Namangoni, with the purpose to give moral
forces to participants of the zikr (2007: 172).

Hikmat also form part of the contemporary
practice of Uzbek women ritual specialists
(otin) in Uzbekistan’s Ferghana valley. We
can trace these performance traditions
back to the early twentieth century
through the accounts of travelers and

early ethnographers. The Russian scholar
Troitskaya described regular women’s
rituals taking place in Tashkent in the
1920s:

The Ishan-bu, wife of an ishan, recited in a loud
voice the zikr qadiri (jahariyya) accompanied by her
assistants Haifa and Otin, dressed in white. Every zikr
ritual followed a precise structure, beginning with the
first surah of the Quran and the salavat for Ghavsuli
Agzam (praise for a Muslim scholar), followed by
zikr based on the chorzarb (« four beat »), rhythmic
repetition of the profession of faith, «La ilaha illa
Tlah». Then the women dance in a circle to the poems
of Mashrab and Ahmad Yasavi, before reciting from
surah 112 to end the ritual (Troitskaya 1928, cited in
Sultanova 2005).

The brief notes on style and meaning
contained in these quotes highlight the
similarities between practices in different
parts of Central Asia across a period of over a
century. The “moral force” noted by Pasilov
and Ashirov parallels my description of the
affective work done by reciting hikmat.
The metric formula for zikr (chorzarb or
four beats) noted by Troitskaya is also
found among Uyghur groups. Charzarb
describes the regular four beats of the
recited declaration of faith which begins
the zikr: LA-i - LA- ha - ILL - a’ll - AH.
This is followed by the duzarb (two beats):
ILL - a’ll - AH, and the gathering culminates
with the yekzarb (one beat): the repeated
exhalation of the syllable HU (Zhou 1999).
We have even earlier explorer’s accounts
of listening to hikmat in the Uyghur region.
The German explorer and archaeologist
Albert von le Coq recorded a hikmat in
Qarakhoja town near Turpan in 1904.
He wrote that it probably derived from
the region of West Turkestan, now the
territory of contemporary Uzbekistan and
Kazakhstan, perhaps making the link to the
shrine of Yasawi (Bellér-Hann 2000: 34). In
fact, the patterns of circulation are more
complex than he imagined.

Manuscript and more recently print
versions of the Diwan-i Hikmat circulate
still more widely, part of a rich tradition
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of hagiographical Central Asian literature
relating to Yasawi (De Weese 2006).
In the Uyghur branch of this tradition,
manuscript copies of the Diwan-i Hikmat
were common. At least seventeen copies of
the Diwan are held in the Uriimchi archive,
and a nineteenth century manuscript from
Kashgar resides in the archive in Lund*
suggesting that the Diwan was one of the
most widely circulated texts in the region,
after the Qur’an. Unofficially published
collections of hikmat still circulated in
Uyghur bazaars in the 2000s, and many
men and women who participated in
khatma or halga-sohbat rituals kept their
own notebooks in which they transcribed
or copied versions of the hikmat that they
wished to learn or remember.

The nineteenth century manuscript
collected in Kashgar and preserved in the
Lund archive provides a vivid example of
pre-modern manuscript versions of the
Diwan. This version adheres to the core
narrative structure of the Diwan-i Hikmat,
with its verse by verse description of the
spiritual advances made by Yasawi in each
year of his life. This manuscript version is
steeped in concepts and terminology drawn
from philosophical traditions of Sufism,
and it represents the life story of Yasawi
as a Sufi journey towards unity with the
Divine. Ishq (love or passion for the divine)
is a central concept in these verses, where

Fig.2. Opening lines of a nineteenth century
manuscript copy of a hikmat.>
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it is represented as key to the journey of
the Sufi follower.

Bir subhdam nida kildi qulaghim

Zikr et dedi zikri néytib yiirdiim muna
Ishgsizlarni kérdiim ersi yolda qaldi

Ol sibabdin ishq dukkanin qurdum muna

One morning at dawn the Call came to my
ears

Remember God [recite zikr], it said, and |
began to remember Him

| saw those lacking in love left behind on
the road [the Sufi path]

For this reason | built the shop of love

On birimdé rdhmat dérya tolub tashti
Allah dedim shdytan méndin yiraq qashti
Hay u hdwés ma'u manlik turmay kochti
On ikimda bu sirlarni kérdiim muna

At the age of eleven, my mercy brimmed
over like the ocean

| spoke the name of Allah and Satan fled
far from me

Ah worldly desires, together as one wepass
them by without pausing

At the age of twelve | saw these secrets ...

The emphasis on spiritual love and secret
knowledge displayed in this text is notably
lacking in the modern print tradition of
Yasawi. In fact, there is a yawning gulf
between the meanings ascribed to Yasawi
and his poetry in the world of print and
their meanings in the oral, performative
tradition. Turkish scholars have shown
great interest in Yasawi and the Diwan-i
Hikmat since the early twentieth century,
seeing in him a literary forefather of the
Turks: the first known poet to have written
in a Turkic language. Several versions of
the Diwan derived from diverse sources
from Central Asia have been published in
Turkey, often with translations into modern
Turkish (Azmun 1994). Much of this work
fell into the Turkic nationalist framework
established by the early twentieth century
work of the influential scholar Mehmet
Fuad Koprulu. Koprilu’s life project was to
establish a grand narrative of the shared
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cultural heritage of the Turkic peoples,
and he situated the roots of Anatolian
literature in these early Central Asian
traditions. In Kopruli’s understanding,
the Diwan-i Hikmat was a piece of Islamic
missionary literature, which promoted a
simplified form of Sufism to suit the simple
needs of the Central Asian Turks. In this
Turkic literary genealogy, Yasawi served
as a precursor for the more sophisticated
work of later Sufi poets such as Yunus Emre
(Koprdlii 2006).

The twentieth century brought a series of
unlikely twists in this literary history. The
figure of Yasawi also acquired symbolic
power in the writings of the Jadidists,
the Central Asian Muslim modernizers of
the late nineteenth and early twentieth
centuries, who depicted him as a nationalist
and a proletarian, and even as a socialist
poet. During the early Soviet period,
Yasawi’s name became linked politically
and ideologically to the Jadidists, and
when Stalin’s persecution of the Jadidists
began, Yasawi also fell out of favor and was
officially labeled a feudal bourgeois and
an apostle of reactionary dogma. Yasawi’s
reputation was subsequently revived in
post-Soviet Central Asian scholarship, but
in these re-readings the religious mysticism
of the tradition was downplayed in favor of
astrongly nationalist and religiously diluted
interpretation better fitted to the political
ideologies of the new Central Asian nations
(Zarcone 2000).

Modern  Uyghur scholars were also
interested in Yasawi’s hikmat. In 1984,
not long after the end of the Cultural
Revolution, an important and influential
version of the Diwan-i Hikmat, edited by
Nijat Mukhlis, appeared in the pioneering
literary magazine Bulaq. It is remarkable
that this edition, and all the subsequent
published versions available in modern
Uyghur translation, are not based on the
living traditions of hikmat practiced in
Uyghur communities, but on nineteenth

and twentieth century collections of
hikmat texts previously published in
Turkey. The 1985 Bulaq version is based on
an 1879 Ottoman publication (Muxlis 1985;
Kadir 2010: 96), while the most recent
Uyghur published collection (Yessewi 2012)
contains translations into modern Uyghur by
Abdureshid Jelil Qorlug of 101 hikmat from
various published versions of the Diwan-i
Hikmat from Turkey and Uzbekistan. The
Uyghur intellectuals who promoted Yasawi
were much more interested in the Turkic
nationalist, Jadidist vision of Yasawi
forged in circulation between Ankara
and Tashkent which portrayed Yasawi as
literary forefather of the Turks, than they
were in the oral traditions of the tarikat yol
with its performative enactment of huzn
being practiced right under their noses.
However, this divergence of interpretation
did not stop the followers of the tarikat yol
from subsequently re-appropriating and re-
vivifying the print tradition of the Diwan-i
Hikmat within their performative ritual
practice.

Text and performance

If we want to understand the relationship
between these textual and performance
traditions of hikmat, it is instructive to
consider the wider scholarship on literacy
and orality. Ruth Finnegan cautions
against the binary division of the world
into “oral” and “literate” societies with
fundamentally differing social and mental
characteristics. For Finnegan (2014), this
approach is underpinned by technological
determinism, and it fails to grasp the
diversity of ways in which different
communications technologies (speech,
writing systems, print or digital) develop
in different historical circumstances. More
recent studies generally accept that most
literary performance traditions develop out
of patterns of interaction between written
texts and oral performance, effectively
collapsing the opposition between these
two modes of creativity (Novetzke 2015;
Widdess 2015). As the early twentieth
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century Uyghur scholar Mohammad Ali
Damollah explains:

When reading, the greatest thing is the fact that one
has to put one’s heart and soul into it and read with
all one’s heart. If one does it only with one’s eyes, little
comes out of it. Many times, when someone’s mind is
somewhere else but his eyes are with the script, other
words emerge from his mouth (Scharlipp 1998: 110-
112).

Literacy in nineteenth century Xinjiang
- or Altishahr as it is more appropriately
termed in that period - was more common
than the views of contemporary European
travelers, and the prevalent narratives
of the liberation of the region by the
CCP might suggest (Bellér-Hann 2008).
Community schools (maktab) supported
by charity, shrines and mosques were
widespread across the region, and they
taught their pupils to read Qur’anic
Arabic as well as Persian and East Turki
(the precursor of modern Uyghur) texts.
Madrassahs provided higher learning in the
form of Arabic-based Islamic education.
Mohammad Ali Damollah’s comments
immediately suggest two important things
about reading (oqumaq) in the Uyghur
tradition: a deep-rooted respect for
literacy, and an assumption that reading
generally meant reading aloud. Both of
these understandings are linked broadly to
Islamic norms, and they are confirmed in
the Uyghur tradition of hikmat. Similarly,
when discussing their rituals, the village
women | worked with always spoke of
“reading” hikmat (hikmat oquymiz) in the
same way that they always read the Qur’an
(Qur’an oquymiz) regardless of whether
an actual text is present or whether the
reading is sounded or silent; there is no
separation in Uyghur, as there is in English,
between “reading” and “reciting.”

Rian Thum (2014) describes numerous
contexts for the performance of the
written word in early twentieth century
Altishahr. Professional dastanchi story-
tellers recited poetry from written texts,
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there were regular public reading of Turki
romances and epics at barber shops, in
the bazaar, or at mashrap gatherings, and
religious Arab and Persian texts were read
daily at mosques. At the shrines of the Sufi
saints, pilgrims listened to readings and
purchased copies of tazkirah manuscripts
that recounted the life of the saint. In
many cases, the oral performance of
these texts was highly musical.® Thum'’s
account builds up a picture of texts whose
primary purpose was to be activated in
performative contexts and which were
thoroughly embedded in social relations.

“For this reason | entered the cave”

In summer 2009, another group of women
gathered in a family home in a small town
near Turpan in eastern Xinjiang. They were
led a woman named Hadicham, who was
given the title Khalpat (from the Arabic
honorific title Khalifa). She sat on a
spacious raised brick bed in the courtyard
of the house, flanked by a small group of
her followers. They were dressed formally
in white headscarves and waistcoats over
their dresses in the manner of older village
women across the region. A small table was
placed on the bed before them, covered
with a tablecloth and laden with bowls
of fresh and dried fruit, nuts, and tea,
and sangza: crisp, fried strands of dough
arranged in spirals and piled high on a
platter. As always, these ritual practices
intersect with forms of hospitality.
Hadicham Khalpat recited in a low-pitched,
nasal style with a forceful, ringing delivery.
She established an insistent rhythm, rocking
slightly forwards and backwards, and
slapping her knee to underline the regular
duple beat. The other women began to rock
in time with her. She sang a repeated five-
line melody with a regular six measures per
line, which descended consistently to the
same sustained repeated note. Stylistically
her performance was clearly related to the
hikmat recited by the women in Yantaq
Village. After the first verse, the women
seated beside her began to recite the zikr.
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As the song unfolded, their chant became
gradually louder, a deep, noisy inhaling and
exhaling: “ah - HUM - ah - - ah - HUM - ah
- .” They continued to rock back and forth,
but maintained a relatively restrained
decorum, conscious of the camera.

Hadicham Khalpat’s performance has a
surprisingly close relationship with the
textual tradition of the Diwan-i Hikmat.
She began her hikmat, singing:

Aya dostlar hisbi halim bayan #yliy

Shu sawabtin hidqtin qorqup ghargha kirdim’
Chin dartlikte bu s6zldrni bayan ayldy

Shu sawabtin hidqtin qorqup ghargha kirdim

Oh friends I will tell you about my situation
Thus I withdrew into the cave

With painfilled words I tell my story

Thus I withdrew into the cave

The core, repeated line of this verse, “For
this reason | hid myself from others and
entered the cave” (Shu sawabtin haqtin

are quite different. The Sufi mysticism
of the nineteenth century text has been
replaced by an emphasis on daily prayer
and the everyday duties of a pious Muslim.
Hadicham Khalpat’s performance is closely
related to recent published collections of
hikmat. She recites:

Ghar ichidé keche-kunduz ta’t gildim
Negli namaz oqup uni adét qildim

Hérnd japa chiksd anga taqét gildim

Shu sdwabtin hdqtin qorqup ghargha kirdim

In the cave I worshipped night and day
I recited my daily prayers regularly

If I felt weary I persevered

Thus I withdrew into the cave

This oral rendition is a very close match
with a 2012 collection which contains
translations into modern Uyghur of
hikmat from versions of the Diwan-i
Hikmat previously published in Turkey and
Uzbekistan (Yessewi 2012):
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Fig. 3. Transcription of a hikmatrecited by Hadicham near Turpan 2009.

gorqup ghargha kirdim) is, as we have
seen, an important recurring motif in the
Diwan-i Hikmat denoting a key trope in
the story of Yasawi’s life: his retreat from
the world at the age of 63. This broad
structuring theme is shared with the
early manuscript version discussed above,
but the religious sensibilities of this text

Ghar ichidé keche-kunduz tadt qildim
Téatdwwu namaz oqup uni adit qildim
Hirna japa chdkséd anga tagat gildim

Ol sidwibtin hiqtin qorqup ghargha kirdim

Hadicham’s language is virtually identical
with the print version, varying in some
sections only where substitutes everyday
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vocabulary for the more literary language
of the published version, and adds refrains
(hu-Allah) to fit the rhythm of the zikr.
It seems evident that she has based her
performance on the 2012 published text. As
| noted above, this published text deviates
considerably from the nineteenth century
manuscript version from Kashgar which
is so strongly imbued with Sufi ideals. In
contrast, the 2012 print version is almost
completely cleansed of esoteric themes,
and portrays Yasawi’s spiritual journey
principally in terms of adopting the regular
practice of a pious lifestyle. This shift in
emphasis suggests its debt to the twentieth
century literary history of Yasawi. It is
fascinating that Hadicham Khalpat has
directly adapted the cleansed print version
- co-opting the authority of the printed
word - and re-inserted it back into a Sufi-
inflected zikr ritual. It demonstrates that
there is no simple opposition between
tradition and modernity; these supposedly
opposing poles are always in close
conversation with each other, enabled by
complex circuits of transmission involving
manuscripts, print and performance.

Hikmat in the Uyghur diaspora

The road from Almaty stretches out
eastwards in a straight line all the way to
the border town of Zharkent. In the Soviet
period it was known by the Russian name of
Panfiloy, and Uyghurs name it Yarkand using
the Uyghur pronunciation. Long mountain
ranges, branches of the Heaven Mountains,
shadow the road on both sides. When we
took this road in summer 2015 there were
frequent police speed checks close to
Almaty, but regulation faded as we headed
further east towards the Xinjiang border
and our driver accelerated to 130km/hour
over the cracked and pitted road surface.
As the gravel flew it became clear why
so many cars on the road had cracked
windscreens. At regular intervals | spotted
small gravestones bearing the image of a
young man. It took me a while to link the
driving practices to the gravestones.
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Closertotheborderagleaming new road was
under construction, a project financed and
implemented by the Chinese government.
We pass by a newly built railway station,
again constructed with Chinese expertise
and money, anticipating greater cross-
border economic activity impelled by
China’s Belt and Road Initiative. This
economic stimulus was not overtly visible
in Zharkent, which was still an old-style
Central Asian town. The streets were laid
out in a grid pattern; most of the houses
were single story with sloping corrugated
iron roofs and thick whitewashed walls,
privately built and surrounded by small
plots of land where people kept hens,
sheep and noisy guard dogs. Cows and
donkeys wandered untended down the
town streets. The majority of the cars on
the road were the tiny, rickety Soviet-era
Lada, some of them carrying astonishing
loads of everything from cut hay and
melons to furniture.

Just outside Zharkent town lay Panjim,
a former Soviet kolkhoz collective farm
(like the communes across the border
in Xinjiang), now a “pure” (sap, mono-
ethnic) Uyghur village. It boasted a small
mosque that broadcast the azan five times
daily, and two large wedding halls - one for
summer weddings, one for winter - which
seated up to 250 people. In this village
lived a remarkable group of some twenty
elderly Uyghur haji women. Most of them
had arrived in Kazakhstan as children in the
late 1950s during China’s communization
drive, fleeing persecution under the “four
olds” campaign.

Since the opening of the border in the
1990s and the increase in trade between
China and Kazakhstan many Uyghur
families in this area had profited from
the opportunities for trade and haulage.
The area had seen a corresponding rise in
religious piety. These elderly women living
in a remote village accessed by a single-
lane road deeply pitted by potholes, many

2161



Text and Performance in the Hikmdt of KhojaAhmadYasawi

of them walking with some difficulty, were
not one-off haji; they had all been on the
hajj at least three times. As | sat with
them and asked about their pilgrimage
experiences they shouted competitively
across the room, “I’ve been four times!”
“Me too!” “I’ve been six times!” They met
weekly, taking turns to host the gathering,
to perform a kind of neo-khatma. Like the
women’s groups in Xinjiang they wore white
clothing and gathered around a tablecloth
heavily laden with food, but theirs was
a re-invention of the ritual. The familiar
sequence of orally transmitted repeated
short Arabic prayers had been replaced
with reading from a published text: the
Uyghur translation of the Qur’an. Gone was
the musicality and emotional force of the
khatma as | had experienced it in Yantaq
Village, replaced by a dutiful engagement
with the textual content of the Qur’an. It
was a striking change.

After reading the translated Qur’an, and
some personal prayers offered to the host
of that week’s gathering, Adilam Hajim led
the group singing a hikmat. This text was
rather childlike - indeed one could imagine
it being taught to young children - and its
content and lyric structure was remote

from the verses of the Diwan-i Hikmat,
although it included the signature Qul
Khoj’Ahmad. Musically, with the low pitch,
strong pulse, and descending melody, with
extended melisma at end of the third line
of each verse, it was clearly related to the
group sung style of hikmat led by Nisakhan
in Yantaq Village, which | described above.

Beshingdiki nimé digdnda

Taji dowlit digdyman

Qolungdiki nima digénda

Aziz Muhimmit digdyman (hdq Allah)

What is in your head, they say
The kingdom of glory, I say
What is in your hand, they say
Beloved Muhammad, I say

Aghzingdd nima diganda

Kelimi shahadet digdyman
Qolungdiki nima digénda

Heyri sahawit digdaymin (4y Allah)

What is in your mouth, they say
Surah Fatiha and the Shahadah, I say
What is in your hand, they say
Charity I say.®

The group’s leader Adilam Hajim unusually
for Uyghurs in Kazakhstan had retained
the ability to read and write Uyghur in

neo-khatma ritual, photo by the author.

Fig. 4. Uyghur women in Panjim village, Kazakhstan, pause for refreshments in the middle of their
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the Arabic script as well as the Russian
Cyrillic. When we asked her how she came
to participate in khatma rituals and recite
hikmat she gave a familiar litany of loss
and grief: the persecution of her family in
the 1950s, the disruption and hardships of
migration, the deaths of loved ones, and
personal illness. Since the 1990s she had
gone back to visit Ghulja several times,
and while there she sought out women’s
ritual gatherings. However, the zikr that
Adilam had adopted was a modified
version, one that had been cleansed of
excessive emotion: neither ishq nor huzn
were manifest in their gatherings. Adilam
explained:

We used to recite Allah-hu. We would crawl on the
floor and embrace and comfort each other and wish
that the other’s wishes would come true, but now
we've stopped doing these things. We said to each
other if people see us it might be embarrassing. We
were afraid. When you fully engage in zikr you can’t
control yourself.

Adilam’s words suggest the influence of
reformist Islam on popular attitudes to
religious practice in this area. They had
led this group of women to reject the
embodied, emotionally saturated styles of
religious practice that Adilam remembered
from her youth, and to replace them
with practices that emphasized textual
meanings and emotional restraint. Even in
the lyrics of the hikmat they recited, the
emphasis was fully on the centrality of
reading the Qur’an in religious practice:

Qur’an tangrim hadisi
Uchmagq bolur rolchisi
Isradt otdp kuchisi
Chiraq bolur bu Quran

The Quran is God’s story
It is a role model for all
Its followers offer prayers
The Quran is a light

Qul Khoj’ Ahmad ghapilmin
Ghapil kishini tonurméan
Mundin artuq bahtim yoq
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Oqur bolsa bu Qur'an

Poor foolish Khoja Ahmed
know that foolishperson
have no other pleasure
Beside reading the Qur'an

Here again, the name of Qul Khoja Ahmad
makes a slightly incongruous appearance -
a passing nod to forgotten Sufi traditions in
this otherwise fully revivalist performance.
This kind of close engagement with the
recited Qur’an within the Uyghur Islamic
revival, is something | will explore more
fully in the next chapter.

During her visits to Ghulja, Adilam also
collected hikmat texts. She brought to the
gathering a lined schoolchild’s notebook,
with a series of prayers and hikmat neatly
copied in the Uyghur Arabic script. “We
read hikmat; we copy them from other
people’s books, and we learn and recite
them,” she said. Just as we found in
Hadicham Khalpat’s performance in Turpan,
one hikmat copied in Adilam’s book was an
almost identical match to the print version
of the Diwan recently published in Xinjiang
(Yessewi 2012: no.63). Just a few subtle
changes suggested that Adilam had not
copied it directly from the published text,
and that this was a text which had been
adapted for oral performance: the addition
of the name of Allah at line endings, a few
letters altered.

Fig. 5. Page from Adilam’s notebook, containing
the lyrics of a hikmat.
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Séhérlarda qopup yighlap du’a gilsam Allah
Dostlar khojam meni banddam digdymu Allah
Yash ornigha ganlar tukup dua qilsam Allah
Dostlar khojam meni banddam digdymu Allah

I rise at dawn and pray in tears
The Khoja is my companion
Weeping tears of blood I pray
The Khoja is my companion

This correspondence between Adilam’s
version and the published version offers
more evidence of the close relationship
between local traditions of copying and
performance, and the textual tradition
that has travelled from Central Asia to
Turkey and back. It seems evident that
Adilam has copied this hikmat from the
notebook of another reciter in Ghulja who
has taken a published text and adapted
it for performance. Here again we find
circulation and cross-fertilization between
the textual and oral traditions, and we
find the influence of revivalist approaches
to religious practice: the emphasis on
everyday pious practices of daily prayer
and fasting blending seamlessly with
references to the companionship of the
saint.

Circuits of transmission

It is interesting to consider this kind of
movement from published texts back
into locally maintained traditions of
ritual performance in the light of existing
literature on the twentieth century
canonization of Uyghur literary and musical
traditions (Harris 2008; Light 2008).
Nathan Light writes extensively of the
work of twentieth century Uyghur scholars
who edited and revised the lyrics used
by folk performers of the Twelve Mugam,
both for publication and for use in stage
performances by the new professional
troupes. These lyrics were drawn from the
Central Asian poetic tradition of writers
including Ali Shir Nawa’i and Baba Rahim
Mashrab: a tradition soaked in Sufi imagery
and ideals, and one that frequently
intersects withritual performance practices

(Kadir 2010; Harris 2017). However, the
process of oral transmission and adapting
these lyrics to performance meant that
there was sometimes a considerable gap
between published and sung versions of
these texts. Light highlights the anxieties
of those twentieth century Uyghur scholars
as they considered the international
scholarly reception of the Mugam texts
they intended to publish. How could they
reveal to the world that the poetic texts
as sung in their classical Uyghur tradition
deviated from published versions based on
other strands of the Central Asian literary
tradition?

The dominant perspective among institutionally
trained ‘experts’ was that illiterate folk’ performers
had preserved the muqam tradition, but it was time
to take it off their hands and return it to the entire
Uyghur people, to whom it rightfully belonged. In
the process the distortions introduced by the folk
performers should be set right. The muqam tradition
was thus being treated much like a manuscript
tradition: scholars thought of it as fragile and easily
lost through poor copying and limited distribution.
Thus it was in need of editing to correct flaws and
then publication of an authoritative edition to prevent
further losses. (Light 2008: 225)

As | discussed at the beginning of this
chapter, this notion of a “correct” or
“authentic” version of an early historical
text is widely acknowledged to be
deeply problematic. Much of the poetry
associated with the Twelve Mugam
tradition is attributed to poets for whom
we have no single authoritative source for
their writing. In the texts attributed to
Yasawi, as we have seen, multiple versions
circulate transnationally and they respond
to the social and political climate in which
they were adapted and performed. The
historical evidence suggests that it is
highly unlikely that their putative author
had anything to do with them other than
serve as inspiration for their creation, and
indeed for their ongoing performance and
re-creation.

What can the kind of ethnographic
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research | have described contribute to
our understanding of the ways in which
the oral circulation of hikmat interacts
with the textual circulation of the Diwan-i
Hikmat? Nathan Light argues that the oral
tradition of hikmat differs profoundly from
the written tradition ascribed to Yasawi.
For him, the hikmat now found in the
verses of the Mugam were more likely part
of a discrete oral tradition maintained by
Sufi groups in Kashgar, and quite unrelated
to the published textual tradition of the
Diwan-i Hikmat (Light 2008: 80). Other
researchers diverge from Light’s assessment
of a gulf between oral and text traditions.
Drawing on her extensive field research
around the region, Uyghur ethnographer
Aynur Kadir proposes a much more flexible
Yasawi-based tradition. Hikmat occupy
such a large percentage of the Uyghur
tradition of recited poetry, she argues,
obviously they cannot all be attributed to
one author. The early tradition established
by followers of Yasawi formed the basis of a
poetic style that continues to be extended
and enriched by numerous anonymous
poets whose creative practice has been
subsumed under the name of Yasawi (Kadir
2010: 97).

This view of a more diverse and flexible
tradition is consistent with Thum’s (2014)
discussion of “community authorship”
and “textual drift” in the Uyghur tazkirah
manuscript  tradition. Thum suggests
that through processes of copying - as
copyists over a period of centuries edited,
abbreviated, corrected names, misread,
and added new praise sections into their
texts - a great diversity of versions of the
tazkirah manuscripts accumulated. This
process rendered these texts flexible, and
able to change over time to reflect the
changing needs of a community of readers.
| argue that in order to fully understand
these historical processes of “textual
drift” it is crucial to take into account the
complex interactions between text and
performance. As the examples of Adilam
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in Kazakhstan and Hadicham in Turpan
suggest, modern print versions of the
texts are also fully integrated into these
processes. Aynur Kadir provides evidence of
the ways that another print publication has
provided an important interface between
the printed and oral circulation of hikmat
in the Uyghur tradition. She describes a
fieldwork encounter with an elderly man
in Turpan who claimed to have followed
the tarikat yol for fifty years. He told her
that his strongest desire was to meet Nijat
Mukhlis, the man who had published the
Diwan-i Hikmat in Bulag magazine in 1984,
a publication which had provided him with
a rich resource for his own ritual practice
(Kadir 2010: 98).

Many hikmatchi (reciters of hikmat)
crave “correct” versions of practice to
strengthen their performance. They regard
the versions enshrined in the medium of
print as possessing greater authority, and
therefore as having greater potential to
release spiritual power in performance.
Their appropriation of the published
versions is enabled and facilitated by the
living tradition of musical performance,
which provides a framework into which
performers can slot new texts, as long
as these texts lie within the stylistic
boundaries of the tradition in terms of
their poetic form and structure. Instead
of thinking of separate oral and written
traditions then, we should recognize
the existence of more diverse, complex
forms of circulation, crisscrossing the
oral and textual spheres, and crossing
international borders. Hikmat performers
refer to published versions as well as
the handwritten notebooks of hikmat
they directly inherit, and they adapt the
published texts to the musical framework
that they have learned orally.

The possibility of this kind of movement
from  published texts back into
locally maintained traditions of ritual
performance suggests that we need to
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revise our assessments of the process of
canonization in Uyghur literary and musical
traditions. It is pleasing to think that this
work of canonization - far from being a
final, authoritative sealing of tradition,
may in fact be merely one more link in
the chain of oral transmission. We may
more productively conceive of “feedback
loops” (Novak 2013), in which traditions of
manuscript copying and oral performance
intersect and feed into each other in
circuits of transmission. The advent of print
versions fits seamlessly into these circuits,
not in any way disrupting the cycles of
movement between text and performance,
but instead enabling faster moving and
more far flung loops of feedback, as Turkish
scholars in Ankara rework manuscripts
sourced in Turkistan, Uyghur scholars in
Uriimchi translate these texts from the
eighteenth century Turki into modern
Uyghur, and ritual specialists in Turpan
and Ghulja adapt these translations into
a form that fits the musical structure of
their performance tradition. Texts that are
meant by nationalist scholars to “fix and
ossify” can in fact be revivified in the hands
of performers who retain the framework
of the performance tradition, and re-
animated with the affective power of ritual
performance. Thus revised and enriched,
and enshrined in a reciter’s notebook, the
hikmat is then set in motion in a new cycle
of transmission.
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Endnotes

1. From a hikmat sung as part of a
khatma, Yantaq village, August 2012.
Singing led by Nisakhan. Recorded by
Rachel Harris. Translated by Rachel
Harris and Aziz Isa.

2. There is no historical evidence to
support the popularly cited date of
his death (1166-7). Devin deWeese
suggests that the historical Yasawi
most likely lived a half century later.

3. We have a comprehensive picture of
performance style through the work of
the musicologist Zhou Ji who recorded
and transcribed performances of
hikmat from dozens of locations around
Xinjiang (Zhou 1999).

4. Gunnar Jarring Collection of
Manuscripts from Eastern Turkestan
in the Lund Library, https://www.
alvin-portal.org/(accessed 20 February
2019).

5. Manuscriptcollected by Gunnar Jarring,
c. 1930, believed to be of nineteenth
century origin, source unknown. Lund
Library (folio 7r),https://www.alvin-
portal.org (accessed 20/02/2019). |
am grateful to Iskandar Ding for his
generous help with transliterating and
translating these verses.

6. See recordings made by Rahile Dawut
and her team at shrine festivals in
southern Xinjiang, http://www.
soundislamchina.org/?p=1521.

7. Verse 1, Recited by Hadicham.
Recorded near Turpan 2009. A section
of the recording can be accessed
here:  http://www.soundislamchina.
org/?p=1411. For comparison with a
printed text, seeYessewi 2012: 53.
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8. Hikmat led by Adilam Hajim, recorded
by Rachel Harris, Panjim village,
Kazakhstan, August 2015.

Uygur miizikal ve edebi yapilarinda Hoca Ahmed Yesevi
hikmeti

Bu béliimde kendi vatanlarinda agir tehdit altinda gerceklesen Uygur dini pratiginin bir yoni
tartisilmaktadir. Sincan Uygur topluluklarini, Tirk dilinde yazilmis ve yayinlanmis dualar
vasitasiyla diinyamin Tiirkce konusan diger bolgelerine baglayan ilahilerde ki hikmet dolasim
desenleri incelenmektedir. Sifahi iletisim ve okuryazarlik arasindaki iliskiye dair son tartismalar
ele alinmakta, Uygur topluluklarindaki dini toren seklinde gerceklestirilen uygulamalarin hikmet
hakkinda dusinmemize nasil yardimc olduklar ortaya konulmaktadir. Sifahi ve metinsel hikmet
geleneklerinin aktarim ve icra geri bildirim dongileri olusturmak suretiyle surekli ve yakindan
nasil etkilesime girdigi tartisilmaktadir. Bu algi, Orta Asya performans geleneklerini kutsallastirma
yaklasimlar1 hakkindaki varsayimlarimizi yeniden degerlendirmemize neden olacaktir.

Anahtar kelimeler
hikmet, ahmet yesevi, metin, performans, tasavvuf, uygur
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Abstract

What roles might music play in how Syrian migrants in Turkey navigate new socio-economic,
political, moral and affective terrains? How might music serve as a source of comfort and
nostalgic remembrance in conditions of displacement, or even as a touchstone for contestation
over collective memory and the meanings of belonging? This article explores the contradictions
of lived experience among Syrian migrant musicians in Istanbul. Based on ethnographic
research Istanbul since 2015, this article analyzes the growing Syrian musical culture in
Istanbul, focusing on shifts in the relationship of Syrians to their urban environment, changes
in their understanding of future horizons (afaq), and how this produces new forms of affective
engagement both with their homeland and with their new home. Focus on a single artist reveals

the contours of more significant shifts occurring among Syrians in Turkey more generally.
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Introduction: From Silence to Song

In 2015 | caught up with my friend Abu
Karim, whom | had known from my earlier
field research in Syria in the 1990s. Abu
Karim had once managed and performed
in a well-known ensemble in Aleppo that
had toured globally, but with the onset
of the Syrian revolution in 2011, and the
blockade and bombing of Aleppo in 2012,
the situation in the city deteriorated
significantly and | lost contact with him. |
feared the worst.

To my delight in late 2014 | received a
friend request from him on Facebook
from his new home in Istanbul. The

following summer | traveled to visit him.
We met near the Eminoniu harbor near
the Golden Horn and walked around
the old market area. He recounted his
migration story as we strolled. His house
in Aleppo, located near the radio station
and perched strategically on a promontory
overlooking the Old City, was severely
damaged from attacks by both rebel and
government forces in 2013. After fleeing
his home and living for a few months with
relatives elsewhere in the city, he decided
to migrate with his family to Istanbul. The
route was arduous and required that they
pass numerous checkpoints, then traverse
rugged terrain on foot to the Turkish
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border. “What normally would take us an
hour or maybe an hour and a half took us
over 13!” he told me. “It was one of the
most difficult times of my life. You cannot
imagine (matatsawwar)!” [Indeed | could
not.] From the border they took a series
of taxi and bus rides to Gaziantep, thence
to Istanbul, where they joined relatives
who’d made the journey previously.

Later we went to his home in the Sultangazi
neighborhood about an hour and a half
from Eminonid. We settled on his sofa, and
once the obligatory coffee was served, he
sang a few songs. He first warmed up with
a layali (improvising a melody to the words
yalayl, ya ‘ayn/ Oh night, O eye) before
launching into a mawwal (a colloquial
poem set to an improvised melody) about
someone who had come home after a long
absence. When he finished he wept a little.
His youngest son, who had been standing
in the doorway to the room, reacted with
surprise. “This is the first time Baba has
sung in our home!” he said. | was surprised.
By that time they had been in Istanbul
for over a year, were a family with many
vocalists and musicians among them, and
he yet had not sung once in that time.
“Laysh? Why?” | asked. Abu Karim shrugged
his shoulders, looked down at his hands in
his lap, and exhaled. “Ya Abu Nadim,” he
said to me, using my Arabic honorific. “It’s
too painful for us. | haven’t felt moved to
sing since leaving Aleppo.” He admitted to
occasionally listening occasionally to the
Egyptian diva Umm Kulthum on YouTube
when the mood struck, but that was about
it. The son joined in to say, “We feel
sadness (huzn) when we hear the music
on the TV or Internet, so we turn it off.
It’s too painful (fi alam) to listen.” This
sentiment was echoed by his other children
and by others who came by later that
evening. Many worked long hours to survive
and claimed not to have the time or the
emotional energy to listen to Arab music
after a long day. They were too absorbed
with the news or with maintaining contact

with family and friends in Syria via social
media. Pain (’alam) and sadness (huzn)
were not only important markers of their
affective condition in Istanbul in those
early months, but also affective states that
stymied or indeed silenced their musicality.

However, by 2016 things had begun to shift
for Abu Karim. One evening | was sitting
at home in New York when | received a
message from him. It was a video from
an Arabic-language television show in
Turkey that featured an interview with
him about Arab music. Later that year he
was interviewed again on the same show
and was asked to sing, and he obliged with
a layali and qgasida(a classical ode set to
music). In the coming months, we would
share YouTube videos of well-known and
lesser-known artists from Syria and Egypt
commenting on the music and vocal styles
using the familiar responses of the Arab
tarab culture: Ya Salam!Allah!Ya ‘Ayni! and
so on. It seemed as if Abu Karim was getting
his musical ears back. When 1 visited the
following summer (2017), he had begun to
prepare Ramadan events of Islamic song
(inshaddini) with a Turkish counterpart.
We went to the Turkish artist’s studio in
Uskiidar, and when the man performed
a moving improvisation on the ney, Abu
Karimgave me knowing looks, then when it
was done told him in broken Turkish that it
made him feel hiiziin - using that multivalent
Turkish affective term for melancholia and
nostalgic engagement (linked to the Arabic
huzn but,as we will explore below, with
very different connotations).

Thus, over the course of a year and a
half, Abu Karim went from a (mainly self-
imposed) silence to singing,not only at
home but on television and soon in public.
His evident newly-rediscovered pleasure in
singing marked a turn away from silence
- and silencing - to the joyful and yet
melancholic sounds of song. It also marked
a move from an absence of affective
engagement with Istanbul, expressed as
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a condition of pain and sadness (huzn),
to a more nostalgic attachment to place,
expressed via the Turkish word hizin.
His movement from silence to song,
from huzn to hiiziin, can be understood,
| argue, as a recontextualization of the
affective discourses of Aleppo in Istanbul
that corresponds with a transformation in
the relationship of Syrian migrants to the
city. The turn from huzn to hizin marks
not only an affective and linguistic shift
but an ontological shift in the relationship
of Syrians like Abu Karim to their new
environments.

In this essay | analyze Abu Karim’s
movement back to song as a vehicle for
understanding broader transformations in
the lifeways of Syrian migrant musicians
in Istanbul. | ask: What roles might music
play in how Syrians like Abu Karimnavigate
new socio-economic, political, moral and
affective terrains in Istanbul? How might
music serve as a source of comfort and
nostalgic remembrance in conditions of
displacement, or even as a touchstone for
contestation over collective memory and
the meanings of belonging? In attempting to
answer these and related questions, | begin
by outlining the conflict that generated
so many millions of forced migrants from
Syria, then review the musical culture of
Aleppo and its reinterpretationin Istanbul.
Based on a close reading of Abu Karim’s
experiences and those around him, |
turn to an analysis of the growing Syrian
musical culture in Istanbul, paying special
attention to shifts in their relationships
to the urban environment, changes in
their understanding of future horizons
(afaqg), and how this produces new forms
of affective engagement both with their
homeland and with their new home. Focus
on a single artist reveals the contours of
more significant shifts occurring among
Syrians in Turkey more generally.

Background: Homeland Insecurity
In March 2011, following the Arab Spring
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uprisings in Tunisia, Egypt, Yemen, and
Libya, the Syrian people began their
own revolution against a longstanding
authoritarian regime. Although theuprisings
began as peaceful demonstrations, they
were metby the heavy-handed and even
barbaric responses of the Syrian regime.
Faced with increasingly violent repression
of dissent the protests became increasingly
violent themselves, with armed militias
forming and eventually coalescing into
the various opposition groups. The
consequences of these developments for
the social life and physical infrastructure
of the nation have been catastrophic,
with over 500,000 Syrians killed, and over
11 million displaced internally and into
camps and cities in neighboring countries
- some 50% of the pre-war population of
23 million. Nearly 4 million now reside in
Turkey, which has been a primary staging
ground for massive migration to Europe.
In addition to the conflict’s enormous
human toll, many urban areas in Syria have
suffered from severe damage, including
large swaths of the historic city of Aleppo
as a result of intensive bombing raids by
Syrian and Russian forces; the remnants of
its once proud population were left with
little access to running water, food, and
electricity.

Prior to the war, musical performance
was a powerful medium in Syria for the
expression of deeply felt sentiments about
home and served as an important context
for the creation and experience of forms
of cultural intimacy. Though closely tied to
the broader Ottoman-Arab musical system,
music in Syria accentuated such concepts as
tarab (a heightened sense of emotion often
translated as “musical rapture”) and hanin
(a form of deep longing akin to nostalgia)
were central to the experience of music
in Syria; together they promoted a “tarab
culture” (Racy 2004) in which musicians
and skilled audiences would negotiate what
it could mean to be a modern Syrian in
times of rapid socio-cultural and political-
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economic transformations (Shannon 2006).

As a result of the revolution and its ongoing
aftermath, the core of Syrian musical and
social life has shifted both within Syria, from
rebel-controlled areas to regime-controlled
sectors (mainly to the capital, Damascus,
and Latakia, on the Mediterranean
coast), and from Syria to other countries,
including Lebanon, Jordan, Egypt, Tunisia,
and Turkey, but also France, Germany, the
UK, Holland, Sweden, and even across
the Americas. These movements raise
numerous questions: As the musicians shift
terrain, how do the core elements of their
musical culture transform? Because tarab
and other affective terms in the urban
musical lexicon of Syria can be understood
as vehicles for the reproduction of social
relationships of intimacy (Shannon 2006),
what happens when these social relations
are rent, and the music reverberates in
new settings? Can there be homes for tarab
and new Syrian tarab cultures outside of
Syria?

Music Cultures in Exile

In what follows | explore how the affective
lexicon of Syrian music assumes new
valences in Istanbul, allowing Syrians there
to engage in a nostalgic remembrance of a
lost and even at times imagined homeland,
as well as to come to terms with life in a
new one. The interrelationships among
music, affect, and nostalgia have long
been staples of ethnomusicological and
anthropological scholarship. Numerous
scholars have demonstrated the important
role of music in negotiating transnational
identities in conditions of displacement
and forced migration (Aksoy 2014, Baily
1999, Reyes 1999). Migrants not only
adapt to new situations but recreate and
transform the contexts into which they are
inserted by larger structural forces (Malkki
1995, Peteet 2005, Sanford 2006). In such
situations, communities employ various
strategies for cultural survival and revival
(Impey 2006, Pettan and Titon 2019).

Given its powerful links to communal
memory formation (Bithell 2006, 2015,
Shelemay 2006, 2011), “musicking” (Small
1998) serves as an important locus for
understanding how communities adapt
to new circumstances, develop new
understandings of history, revive older
traditions, and reimagine themselves. In
the face of dislocation, artists and others
may cultivate their musical repertoires as
means of securing a connection to home,
and as a result effect the preservation and
or revival of the music (Hill &Bithell 2014).

In doing so, these artists call attention
to how their musical practices assist in
the their home-making and place-making
moves, ones that are deeply embedded
in affective discourses concerning home.
Recent work on music and affect offers
important insights into how musical
cultures encode and construct forms of
belonging that sometimes reaffirm but
more often than not often challenge
nationalist ideologies (Gill 2017, Gray
2013, Kapchan 2008, Stokes 2010).
Acts of musical performance become
conduits for channeling and challenging
ideologies and practices of place-making,
memorialization, nostalgia, and forms of
subjectivity. Moreover, they also engage
with forms and practices of nostalgia (Boym
2001, 2007) that are themselves embedded
in specific understandings of temporality
and historical awareness.

Of course, Syrian musicians in Istanbul
understand “home” in a variety of ways,
some contradictory and often dependent
on age, musical background, and individual
personality. In what follows | explore their
musical forms of home and place-making
through a focus on a particular artist from
Aleppo. His conceptualization of home
in Istanbul, and how he beganto perform
this musically, can, | suggest, be made
more legible through attention to changing
understandingsof future horizons (afaq).
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The Musicians

With the increase in Syrian migration to
Turkey has come a concomitant rise in
the number of Syrian musicians in the
major cities. Istanbul has a large and
vibrant Syrian musical scene with several
ensembles performing both on the street
and in a variety of commercial contexts.
They range in age from about 20 to 65 years
of age, with most being in their mid to late
20s. Abu Karim is in his early 60s and hails
from a mercantile family in Aleppo with
modest roots. All of the street performers
are men, reinstating in Istanbul a gendered
division of labor found in the homeland.
The few Syrian women vocalists | met in
Istanbul who were trained in traditional
music were unwilling to perform either
on the street or in most public venues
because of cultural values that would make
such performance unacceptable for them;
some did participate in all female choirs
or in recording projects. Most Syrians live
far from the city center in working-class
neighborhoods such as Sultangazi (where
Abu Karim lives), often in apartments
with extended families of over a dozen
individuals. A handful live closer to the city
center or in middle-class neighborhoods
on the European side of the city such as
Aksaray, Findikzade, Fatih. They often
share apartments with other young
men, reside with their families, or, less
frequently, live alone.

Like Abu Karim, the majority of Syrian
musicians arrived in Istanbul from Aleppo
beginning in the summer of 2014, when
the Syrian regime began a long blockade of
Aleppo and over a period of many months
dropped barrel bombs indiscriminately
on their city. Others arrived since 2016
from Damascus (often via Beirut), Homs,
Idlib, and elsewhere in Syria, when
conditions were such that they felt they
could find better opportunities or what
several described as more open horizons
(afaq) than in their homeland - especially
economic horizons. For Istanbul is a city of
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work for a population that describes itself
as “shaghil”- working. Many Syrians find
employment in the numerous textile and
shoe factories that have sprouted in the
working-class neighborhoods of Istanbul.
Of the nearly 4 million Syrians in Turkey,
fewer than 4% reside in camps,and most of
those in Istanbul are covered by the Turkish
state’s Temporary Protection Regime,
which grants Syrians identification cards
(kimlik) and other documents that allow
access to schools, employment, medical
care, and other forms of assistance; over
50,000 have already been naturalized
as Turkish citizens, with plans for up to
300,000 more (al-Jablawi 2018).

The typical street ensemble mirrors the
traditional Arabian takht to include‘ud,
violin, percussion, vocals, often ganunand
guitar. They typically perform on or near
Istiklal Caddesi, the pedestrian road
through downtown Beyoglu on the European
side of the city that is a major venue for
street performers. They also sometimes
perform in Taksim Square or beneath the
Galata Tower toward the bottom end
of Istiklal Caddesi. These same groups
often find employment on Bosphorus boat
cruises, especially during holidays, and at
weddings. Others perform as soloists or
in smaller ensembles in restaurants and
cafes around the city.Several younger
musicians have begun performing with
Turkish artists but on the whole the Syrians
remain among themselves, and even
musicians from Aleppo will tend to perform
only with other Aleppans, reinstating in
Istanbul preferences (and biases) from the
homeland.

Onlyasmall number of the most experienced
Syrian musicians perform on the street or in
the other commercial outlets. Most Syrian
street performers tend to be young (in their
20s or early 30s) and less experienced;
many were not in fact musicians in Syria
and had little if any formal training prior to
their arrival in Istanbul and took up music
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as a means to earn a living. Many older
Syrian artists who do not perform on the
streetclaim, like Abu Karim, not to have
the emotional energy to perform, but also
do not feel the direct financial incentive
to do so, having arrived in Istanbul with
savings and relying on family networks to
ensure financial stability. Others echoed
Abu Karimand claimed that to perform on
the street would be akin to begging, and
while he did not judge others for doing so,
he preferred to stay at home rather than
perform in environments that he felt would
compromise his dignity; another older
singer from Aleppo said he would never
perform on the street, even if he needed
the money. It was not dignified to do so.
Interestingly, many of the younger street
performers also expressed this sentiment
and would not actively solicit funds from
street audiences (though they were pleased
to passively accept donations).

In addition, the silence of older artists in
Istanbul was also a product of their virtual
silencing, for in addition to the perceived
moral opprobrium of street performance,
they faced significant challenges in the new
context of Istanbul. Whereas many younger
Syrian musicians gained fluency in Turkish
relatively quickly and have since found
additional employment in agencies, hotels,
and other establishments where their
linguistic skills can be put to work, older
Syrians face challenges in gaining fluency in
the Turkish language. They also expressed
to me a lack of social integration due to
the broad dispersal of Syrians in a variety
of Istanbul’s neighborhood, discrimination
by some Turks, distrust of other Syrians,
and an overbearing sense of loss. These
factors conspired to silence them in their
new home. There were few opportunities
for older Syrians to make use of their
musical skills to earn a living or provide
entertainment for their countrymen in
the initial months following their arrival
in Istanbul. However, by 2016 some had
begun to offer private instruction at home

or in small schools or institutes that they
founded to serve the growing needs of the
Syrian community for musical education.

Belonging and Longing through Music
Many Syrians | interviewed, including some
musicians, claimed that they did not often
or even ever listen to music at home; this
marked a change from Syria, where music
could be heard around the day in most
homes. | already mentioned Abu Karim’s
musical silence in 2015. His hesitation to
listen to music was mainly affective - it was
“too sad” for him to do so - rather than
technological (like almost all the Syrians
| met, he had a smartphone and a laptop
with which he could listen to music). Many
argued that they were too busy with work
and then too exhausted upon returning
home to actively listen to anything other
than the news, or the occasional Umm
Kulthum song. They sometimes tuned in on
a day off, or when in a public setting like a
café. The former Pages Bookstore Café, in
the Edirnekap1 neighborhood, was until its
closure in 2017 a de facto cultural center
for many Syrians, and both in the bookstore
and its small garden Syrians would gather
to listen to music, both recorded and, on
many Saturday evenings, live.

During this period of relative silence or
silencing, an important factor in how many
Syrians | interviewed related sonically
to their new homeland was how they
understood their future and what they saw
as their horizons (afaq). “Horizons” was
a commonly heard word among Syrians
discussing their lives in Istanbul and the
possibility of seeking asylum in Europe
or America; they felt as if their horizons
in Syria were closed, those in Istanbul
somewhat more open, but (despite lack of
knowledge) that Europe or America would
offer much wider horizons for opportunity.
A young oud player suggested that he
and his family would apply for asylum in
Canada, because there they would have
open horizons, compared to Turkey. Older
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ones felt as if Europe also offered better
horizons for their children. Many expressed
to me the sentiment that their horizons in
Turkey were limited (mahduda), closed
(mughliga), or narrow (daiqa).

The spatial-temporal dimension of their
experiences — how they saw their past,
present, and future horizons in Istanbul,
Syria, or elsewhere— offers important
insights into how they imagine and recreate
home in conditions of displacement. Many
Syrians, when asked, said they would return
to their homes in Syria as soon as the conflict
ended. However, their responses often
changed in response to their understanding
of their horizons. For example, in 2015, Abu
Karim said he’d return “bukra” (tomorrow)
if the conflict stopped. However, by 2017
(a few months after the Syrian regime had
reestablished control over the city) | found
that he had put his home in Aleppo up for
sale; though damaged beyond repair, the
property remained valuable, and he felt he
could get a good price for it. “I thought
you wanted return to Aleppo?” | asked.
“Well, yes, we all would, but even though
the war seems to have stopped, there will
be revenge killings for years and there’s
no work. So we’ll stay. Maybe someday
my children will return.” | later asked his
young sons if they would go back, and both
said it would be difficult: there are no
jobs, the infrastructure was significantly
destroyed, but at least in Istanbul they had
regular if not well-paid employment. Not
coincidentally, at this time Abu Karimbegan
exploring collaborations with other Syrian
(more precisely, Aleppan) and Turkish
singers for concerts of religious song. This
reflected not only his growing comfort in
Istanbul (economic and cultural) but also
his resignation to staying there for the long
term because his home and world in Aleppo
was lost. That resignation, however, was
in part the impetus for him to resume
a musical life in exile. It marked the
beginning of his move from silence back to
song.
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For younger Syrian musicians, the
prospects of a continued migration to
Europe also dried up in 2016 with the EU-
Turkey accord restricting immigration.
However, | was curious to note a few cases
of Syrian musician who had returned from
Europe, after enduring often perilous
journeys by boat and on foot, and where
several had obtained coveted asylum
status. When | askedJaber, a guitar player
who had returned after almost 2 years in
Germany why he came back to Istanbul,
he said (in English) it was because he felt
“more free” in Istanbul. Why? According
to him, the culture, food, architecture,
and social relations in Istanbul were much
more similar to what he’d known in Syria
than what he encountered in Germany.
A young oud player also returned from
Germany, where he had been settled in a
remote town and felt alienated from his
homeland and from the host society with
which he felt he had little in common. Like
many Syrianswho left Turkey, he felt hanin
(longing) for Istanbul in ways that mirrored
how they described Syria when | had first
met them in Istanbul. Their short stay in
Turkey initially was understood mainly in
terms of narrower horizons: survival for
a time, then a return home or escape
to greener pastures in Europe. Today,
over eight years into the conflict, these
horizons have shifted. Turkey, despite its
political vagaries, is now their home, and
Europe remains an uncertain possibility,
especially for older Syrians. As a result of
these regional political-economic shifts,
these Syrians reorient themselves to life in
Turkey.

Over the course of my research, and as
time has passed, | noticed how some
families | visited at home listened more
to Arab and especially Syrian music than
before.This reflects, | believe, a shift
toward acceptance of their displacement
and a more operational use of music as an
affective tool for momentary recreations
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of a lost homeland. It could also reflect
headline fatigue, as in the early months
of their displacement much of their time
was spent monitoring news feeds and
maintaining contact with families via social
media. At the same time, their lives in
Turkey have become more stable, partly in
response to Turkish government initiatives
aimed at regularizing the situation of
Syrians in Turkey, even including granting
citizenship to some, and partly due to
greater fluency in Turkish, and greater
integration into the numerous Syrian
communities the city. Even Abu Karim, once
reticent to sing because it was too painful,
had already sung on an Arabic-language
news program in Istanbul and was gearing
up to resume performing on a limited
scale. It is also interesting that when |
first met up with him in Istanbul in 2015,
| invited him to visit the Galata Mevlevi
Museum (Galata Mevlevihanesi) since he
had taken me to “Sufi” inspired mosques in
Aleppo 20 years earlier. He went along, but
reluctantly for he claimed that Sufism was
“bid‘a” - an unauthorized innovation, and
foreign to Islam. This was in line with more
conservative views of Sufism circulating in
Turkey and around the Arab world. However,
by 2017 not only did | find him listening
what might be called “Sufi music” at home
but he was also preparing to collaborate
on a concert of “Sufi” songs with Turkish
and Arab-American artists, inspired by
the mawlawiyya/mevlevi rite (mainly for
tourist consumption, | should note). He
even shared a video of himself singing a
religious song (tawshih) accompanied by a
percussionist.

He also began, like several older Syrians
in Istanbul, to speak of tarab, that
special emotional state of rapture and
enchantment that is a key concept in
the musical aesthetics of Syria but which
had been missing in their early years in
Istanbul. In our online exchange of video
recordings of Arab music, and in our
listening sessions together, Abu Karim

evinced a clear movement back to his
former musical self, using the familiar
lexicon of the Aleppantarabculture in his
responses. While sad and remorseful about
the ongoing violence in his homeland, and
faced with the near certainty that he will
never return home, Abu Karim nonetheless
had transitioned away from silence.
His move back to song and its broader
affective range marked an important shift
in his understanding of Istanbul as a new
and possibly permanent home - a home
for emotional, affective attachment, for
the experience of tarab, indeed a second
Halab (Aleppo). In this affective economy,
the imperial center and the province
switch roles, with a movement from Aleppo
being a “little Istanbul” to Istanbul being
a“little Aleppo” (and in the context of
the emergence of multiple “Little Syria”
neighborhoods in Istanbul, this is not far
from reality). This switch is captured by
a common proverb in Aleppo which has
assumed greater importance in Istanbul:
“If Istanbul were to be destroyed, Aleppo
would rebuild it” (in hadamat Istanbul,
halab rahta‘mirha). It speaks both to the
“Halabo-centric” worldview of Istanbul’s
Aleppan residents, but also to their new
claims to Istanbul as a home, a new Aleppo,
in a sense theirs.

Music, Historicity, and Nostalgic Dwelling
in Little Aleppo

By reinvesting Istanbul with the affective
registers of Aleppo, Syrians like Abu Karim
are enacting what Amanda Lagerkvist
(2013) calls “nostalgic dwelling.”Like
Lagerkvist’s subjects, many Syrians look
back longingly to their homeland, investing
the past with the grandeur of a Golden
Ageoften via reified representations of Syria
as a land of tolerance, plenty, and harmony
(kanithilweh, bas halarahitkullshi, “It was
beautiful but now everything’s gone,” was
a familiar turn of phrase). In her important
writings on nostalgia in European contexts,
Svetlana Boym (2001) refers to this
desire to regain the past as “restorative
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nostalgia.” This form of nostalgia is closely
allied to nationalist projects and can be
seen in moves to restore what was lost,
for example in conflict, through acts of
memorialization that aim to instantiate a
future based on a selective reading of the
past. She contrasts this with “reflective
nostalgia,” a more meditative rumination
on the passage of time rather than a quest
to regain what was lost. “Restorative
nostalgia,” she argues, “evokes national
past and future; reflective nostalgia is more
about individual and cultural memory” in
the present (2001, 49). It does not, unlike
restorative nostalgia, aim “to rebuild the
mythical place called home” (2001, 50).

Over the course of the nearly three years
during which time | conducted research
with Syrians in Istanbul, | noticed a shift
away from a more restorative nostalgic
discourse - of a desire to return and rebuild
homes and regain a “lost paradise” - to
a more reflective, clear-eyed view of the
limitations of their homeland, its internal
contradictions, and the near impossibility
of recovering remnants of that vision given
the ongoing conflict. Not only Abu Karim
but a broader swatch of Syrians (musician
and others) relinquished the idea of - the
hope for - a return home. At the same time,
they made investments of time, money,
and affective labor in making a home in,
and of, Istanbul: learning Turkish, finding
steady employment, starting families,
earning university degrees, even gaining
citizenship.

The move from restorative to reflective
orientations toward home and loss was
often articulated in terms of reorientations
of their future horizons (afaq). With
their turn from restorative to toward
reflective nostalgia, and toward the type
of meditative, mournful yet pragmatic
“nostalgic dwelling” (Lagerkvist 2013)
that it entails, Syrians like Abu Karim
talked about future horizons that were
less oriented to a glorious past, or even
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to an equally utopian future, but toward
uncertain yet realistic if more limited
plans in Turkey. Their horizons were
constricted by the realities of a reflective
orientation to the past and future. While
never ruling out entirely a return to Syria,
they acknowledged the current impasse,
the unlikelihood that older Syrians would
have the resources to rebuild lives or that
younger Syrians would willingly relinquish
the relative freedoms they enjoy Turkey to
commit to uncertain futures back “home.”
In a way, their discourse of horizons
mapped neatly onto what Francois Hartog
(2015) calls a “presentist” understanding
of history. That is,ratherthan being guided
by utopian visions of the past and future
(what Hartog calls classical and modern
“regimes of historicity”), these Syrians
understood their past as increasingly
inaccessible, their future as no longer
reassuring. In a global moment of
accelerated cultural flows (and, one might
add, increasing anxieties and despair), the
present is experienced as simultaneously
an emancipation from and a walling off,
an enclosure, from the forces of history. In
this presentist enclosure, the past can only
be consumed as a unreturnable loss, and
the future looms as dark, indeterminate.
Bust just a Boym suggests that the move
from restorative to reflective nostalgia
is also the movement from mythology to
narrative, from national stories to personal
stories of past, present, and future (2001,
50), so this movement for Syrians like Abu
Karim marked a transition from silence to
song. The pain remains, but rather than
silencing, it is a necessary condition for the
return to song.

This resonates very nicely with the discourse
of hiiziin explored so eloquently by Orhan
Pamuk (2005) in his memoir of a fading
Ottoman Istanbul, and by Denise Gill in her
work (2017) on the trope of melancholia and
loss in Turkish classical music today. Derived
from the Arabic huzn (sadness), hiizlin
encompasses a broader affective domain,
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evoking sorrow, grief, and melancholy
(Gill 2017, 13). For Pamuk, huziin evokes
a feeling of alienation from the past, but
also ironically a sought-after and hopeful
way of approaching life characteristic
of urban (and urbane) Istanbulites. For
Pamuk,hiizin constitutes “a state of
mind that is ultimately as life-affirming
as it is negating” so that “the failure to
experience huziin ... leads [one] to feel it”
(2005, p. 82).For Gill’s musicians, inspired
by Sufi ontologies, hiiziin is a collective
spiritual anguish, an alienation from the
divine that promotes a shared mood of
darkness among artists eager to maintain
a to-them dying (even dead) tradition. But
as with Pamuk, it is also a desired state.
For this reason, a common greeting among
these musicians is, Allah derdini arttirsin
(“May god increase your pain”; Gill 2017,
1), suggesting that the pain of alienation
(from God, from the past) is not merely
another nostalgic discourse of modernity
but rather a productive and necessary
condition for the performance of Turkish
classical music today. The notion that “all
is finished” (hepsi bitirdi)inspires not a turn
from practice, but rather a commitment
to an affective community and musical
tradition that they work hard to maintain.
In other words, for these musicians hiizin,
as an expression of reflective nostalgia, is a
sine qua non for Sufi-inspired music-making
and storytelling.

It was telling, then, that in that afternoon
visit at the workshop in Uskiidar mentioned
above, Abu Karim used the Turkish word
hiiziin to discuss his feelings after the ney
improvisation by the Turkish artist (who is
affiliated with the same larger universe of
musicians analyzed by Gill). This moment
marked a transition from the Arabic huzn
toward the Turkish hiiziin, from an affective
impasse to an affective license to create,
via a musical act that grounded both artist
and the informal audience in a charged
space of memory and belonging (a musical
atolye in a conservative neighborhood). It

is these spaces and the everyday practices
that inform and inhabit them, or to borrow
the language of affect theory, circulate in
them (Stewart 2007), that | explore in the
larger project on which this work is based.
For senses of home are created through
small gestures, choice words, and (often)
melancholic sounds.

On one hand, we might interpret Abu
Karim’s use of “hiizin” as simply been
his attempt to translate the Arabic huzn
(sadness) in the context of a conversation
with a Turkish interlocutor. On the other,
| also think it captures the sense of loss
and philosophical pain that Gillexplored
with Turkish classical musicians; it also
resonates with the broader national
register of sentiment explored by Stokes
(2010) in the context of Turkish popular
music since the 1950s. For Abu Karim
and for many other older Aleppans, their
city is irretrievablygone, their traditions
dispersed. Like Gill’s musicians, these
Syrians engage in a new affective discourse
of longing and loss - of melancholia -
that Arabic words such as huzn, ghurba
(homesickness), and hanin (longing)
attempt to capture, but which find greater
resonance for them in the Turkish hizin.
Abu Karim’s turn to song marks a shift in
his horizons and anacceptance they he will
never going back, that Aleppo is “rahit”
(gone, analogous to the Turkish bitirdi).
His adoption of the Turkish word marked
not only a greatly fluency in the language,
but an accommodation to the city, a re-
appropriation of the extensive connotations
of an Arabic-derived term to express a new
relationship of belonging. As with Gill’s
musicians, it was Abu Karim’s experience
of huziin that enabled his return to song.

Conclusions: Sounding Home

In this essay | hope to have shed light on
the exigencies of life in Istanbul for migrant
Syrian musicians. Through analysis of how
one Syrian musician in Istanbul transitioned
from a state of silence into a regained
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state of song, | argue that music-making
in contexts of displacement needs to be
understood in relationship to performers’
and audiences’ understandings of home,
which is to say, their temporal-spatial
orientations both to Syria and to Turkey.
That Abu Karim was able to find his voice
again is also, | suggest, a story of how many
Syrian artists in Istanbul have come to invest
the city with their own affective regimes,
drawing on Arab terms such as taraband
haninbut moving toward an adoption of
elements of the Turkish affective register,
including the important term hiziin. The
movement from huznto hiiziin, from silence
to song, reflects a broader transformation
of Aleppan musicians’ engagement with
their past, their understandings of future
horizons, and their concepts of home. As
they move into a heavily overdetermined
affective sphere explored on the local level
by Gill (2017), and on the national level
by Stokes (2010), they come to reinvest
Istanbul with the affective language
of Aleppo, finding tarab in conditions
displacement. At the same time they also
begin to reimagine their new home through
the affective registers of Istanbul - sensing
and creating as they do a new Aleppo,
but with a melancholic twist. For the vast
cosmopolitan megalopolis in this affective
engagement becomes not only a stage for
the performance of forms of nostalgia,but
at the same time a new Aleppo. Attention
to musical practices can help illuminate
these transformations in worldview and, at
the same time, the affinities of worldview
and place can illuminate musical practices.
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About Conversation

The following conversation is what was humorously called a “jammin’ article”, which was an
attempt to improvise a mostly theoretical dialogue on a variety of themes broadly defining Martin
Stokes’ oeuvre until today. It is a sort of “free improvisation” produced in the course of spontaneous
and rather intimate dialogic writing, as it developed as a non-prescriptive and open-ended
process: there was no preset structure or any sort of detailed discussion about our writing strategy,
neither any sophisticated editing. Moreover, it is in no way, neither has it aspired to become, an
exhaustive overview of the plethora of issues pertaining Martin Stokes’ work, which besides would
be impracticable given the article’s economy of words. Most important, such an overview would
inevitably be incomplete, as Martin Stokes continues to be a prolific and highly impactful scholar
and researcher. Instead, what follows is a specific knot of questions and reflections born out of
the residuum of reading and digesting Stokes ever since the early stages of my ethnomusicological
studies - questions and reflections also intuitively sculptured in the course of our “jamming”. | am
deeply thankful to Martin Stokes for accepting my proposal.

Keywords
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DT: In your entry for Grove Music on Line
you wrote that “ethnomusicologists might
be described as living in a post-theoretical
environment, one shared by many in the
social sciences and humanities”." This is,
| think, a very promising starting point for
critically re-thinking ethnomusicological
epistemologies at a time when disciplinary
boundaries and certainties are increasingly
questioned. All the while, for its more
rigorous critics, ethnomusicology “lacks
its own theory”, a critique, one could
say, which perhaps also encapsulates
implicit disciplinary politics. What sort
of future challenges and prospects, more
or less optimistic,does post-theoreticism
and trans-disciplinarity-and what kind
of trans-disciplinarity-currently pose for
ethnomusicology and its theories? Do you

think that the impact of post-theoreticism
as a theoretical condition could promote
ethnomusicology’s institutional position,
interface and sustainability within the
academia and potentially amplify its
resonance outside the field of music studies
and in what ways?

MS: When has ethnomusicology ever ‘had
its own theory’, and why do we, or at least
some, feel the pressure to provide it now?
The discipline, as | have always seen it at
least, has to be understood in terms of
dialectic between our local concerns and
what we might call ‘metropolitan theory’
- trans-disciplinary reading that animates,
excites and enlivens across disciplinary
fields. There have certainly been periods
of retrenchment, but then, more
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characteristically, periods of engagement
with, for example, structural linguistics,
postcolonial theory and post-structuralism,
cognitive science, histories of the senses.
Both are | think necessary, in the sense that
if we are committed to understanding the
relationship between these assemblages
we call ‘music’ (or ‘sound’ - an equally
provisional label) and these assemblages
we call ‘culture’, we need both, obviously,
and shouldn’t worry too much about
‘pushing back’ if the pendulum seems to
be swinging too far in one direction or
another. What is good, and exciting, is that
the pendulum never quite swings back the
same way...

The problem with the (dialectical) picture
I’ve just painted is that it is a bit self-
contained, andtendstoprivilegeaparticular
kind of conversation between what I’'m
calling local concerns and metropolitan
theory, perhaps an Anglophone, and
university-based one. Ethnomusicology is
done elsewhere, both geographically and
professionally, of course. And it is one
that probably reflects a certain moment
in time, too, the mid-1980s, when | was
doing my PhD and starting my academic
teaching life at Queen’s Belfast. This was
the ‘cultural studies’ moment, whose
tone was set by volumes like the Laurence
Grossberg and Cary Nelson Marxism and the
Interpretation of Culture volume of 1987.
We had to read up on our Marx and Freud
pretty quickly, check out the Birmingham
school classics (Resistance  Through
Rituals, for instance), get our heads
around Foucault and poststructuralism. |
had a bit of a head start, coming out of
my PhD work, with its own quite heavy
(anthropological) investment in Bourdieu
and in the Writing Culture debates. Having
done so, conversation at Queen’s, as at
many other places, flowed between the
Politics department, the English and other
Humanities departments, anthropology,
sociology and area studies. We called that
conversation ‘theory’, and opposed it, in

our no doubt youthful and arrogant way,
with what we imagined to be unreflective,
business-as-usual, previous-generation
disciplinary practice. It was wildly exciting.
It seemed iconoclastic in some ways, but
we were, of course, guided by older and
wiser people who had their own answers to
what it all meant for music study - Simon
Frith and Richard Middleton among them,
if | had to name two, but of course there
were others.

That generational energy slightly ran out
of steam around 2000, which was when |
wrote about ‘post-theoreticism’ in the New
Grove. At least, that was how it seemed
to me then. One could explain it in part
in generational terms (the 80s cultural-
studies generation now in tenured jobs,
‘youth’ now middle-aged); in part in terms
of a retrenchment (traditional music
departments absorbing anthropologists
like me, and ethnomusicologists, without
necessarily becoming any less traditional
- indeed, often intimating that their
ability to absorb people like me validated
their conservatism); in part the growing
absurdities and stifling orthodoxies of
identity politics (a door opened by a certain
kind of 1980s cultural studies, though,
please note, not one | would identify
myself with); and in part in terms of a
search for the next big thing that would
define a generational shift.

That came with the cognitive turn in
the early 2000s, accompanied by its own
generation-busting rhetoric, straw-manning
and what have you. It was interesting to
me in the ways in which the cognitivists
teamed up with the music theorists
and analysts in music departments,
and thus gained traction. The return it
noisily announced to a depoliticized and
dehistoricised empiricism and, somewhere
in the mix, to ‘the music itself’ all rang very
false to me. It worked with strategically
under-informed understandings of what
anthropologists mean by the word ‘culture’
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(and, consequently, ‘ethnography’ as
a methodology). And it has seemed

insufficiently attentive to the politics of
big data approaches elsewhere. | said
words to this effect at an AAWM meeting
in London, in a plenary panel involving
lan Cross and Rick Cohn, and | put them
in far more polemic terms than | perhaps
needed to. I'm slightly embarrassed to
recall that occasion now. But the reaction
to those words in the discussion (and
emails) afterwards indicated that many
shared these views, and that opinions
were hardening against the conjoined drift
towards a certain kind of cognitivism, a
certain kind of ‘empiricism’, a certain kind
of embrace of big-data.

Now we are in the throes of the ontological
turn. Even if | rather feel obliquely
critiqued by this literature, | feel, as
an ethnomusicologist, in recognizable
and worldly theoretical territory once
again. Those associated with it have
picked up some of the energies delivered
to our discipline(s) by sound studies,
and taken them in new and challenging
critical directions. Once again, we are
unabashedly political, urgent and talkative
(and writerly!) in tone, and expansive, if
no longer attempting to generalize (let
alone universalize) in our global frame of
reference. Both the ‘sustainability’ and the
‘amplification’ of our disciplinary voices
are well served by this turn, surely. There’s
plenty | would want to argue about with
where we find ourselves now, but | am
suddenly feeling very positive again.

DT: | agree that sound studies is a
theoretically energizing and challenging
field, one that could also mobilize
the disciplinary re-mapping of certain
strands of ethnomusicology within the
academia. | think that the work of an
earlier generation - your generation - of
scholars that you described whose work
bridged anthropology, critical theory
and ethnomusicology or musicology also
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largely contributed to the formation of a
solid ground for sound studies to develop,
while further investing ethnomusicology’s
theoretical and disciplinary legitimacy.
Your writings, for instance, have launched
a number of key analytical concepts and
topics for the cultural study of popular
music: cosmopolitanism and globalization,
musical agency, gender and the nation,
sentimentalism and the public sphere,
mass-mediation, migration, citizenship,
democracy and social justice...Admittedly,
the majority of your work has been
- and still is - highly influential for
ethnomusicologists, and no less for music
scholars attracted to ethnomusicological
thought. These publications and lectures,
notably the Bloch lectures and the IMR
distinguished lecture series, promoted
ethnomusicology’s networking with the sort
of critical perspectives opened by scholars
like Anna Tsing, Edward Said, Roland
Barthes, Laurent Berlant, Michael Herzfeld,
among others, advancing its creative
engagement with post-structuralist and

postcolonial theory, semiotics, cultural
critique and political philosophy.
Obviously, the polyvalent analytical

frameworks featuring your work supplied
the sculpturing of an ethnomusicology that
remains restlessly alert to the political.
What is more interesting, | think, is that
such critical engagement with the political
is not simply a matter of interpreting
music within its political context. There
is a detour, in other words, away from the
sort of schematic “text-context” analysis,
where the “text” (music) is supposedly
interactively shaped by the “context”
(culture) - that is another situation,
perhaps, of misreading “culture” (and
“music”, may | say), don’t you think?
In the conclusion, for instance, of your
article “On Musical Cosmopolitanism” you
stressed: “Musical cosmopolitanism may
well be understood...as the product of
certain kinds of intentionality and agency,
which we might appropriately understand
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politically and culturally. But to neglect
the element of pleasure and play [my
emphasis] in the global circulation of
musical practice would, it seems to me,
also be to make a serious mistake. If we
were to embrace these elements more fully
we might extend our understanding of the
“political” and the “cultural” in useful and
interesting ways”.2 My impression is that
there is a call for a theoretical shift in this
argument, at least, in the way we think the
political/cultural and its agencies through
music. Of the way we think of music itself,
too, | guess...

MS: Yes, there’s a familiar problem here
of text and context, text understood as an
assemblage or accumulation of polyvalent
or ambiguous signs, made ‘political’ by its
context. I’d say we are well beyond that,
were it not for the frequency with which
one still occasionally hears appeals to ‘the
music itself’, and which one can perhaps
excuse as an antidote to the reductive
reflexes that often twitch when we talk
about ‘the politics of music’. Power
circulates, and circulates everywhere, as
Foucault taught us to recognize. There is
no point trying to pin down ‘the politics’ to
any particular site, or space when we are
talking about music, or anything else.

The quote you have (kindly) dug up is, at
least for me, an important one. To neglect
pleasure and play in musical transmission
and innovation is inexcusable. That’s
why | think it helps to be a musician,
studying music - we know something,
deep down, about the pleasure and play
of things, and can recognize it when we
see it. A politics is already there, in the
deployment and distribution of bodies,
voices, sounds, technologies. How often,
though, it starts out as ‘fun’ (think of rap
and hip-hop, for instance, particularly as
it traveled outside the United States),
and ends up unmistakably ‘political’, as a
voice of protest, agitation, education, in
the summoning of crowds, in the shaping
of political slogans and language more

generally. A kind of ‘territorialisation’ |
guess, if we want to look at it in Deleuzian
terms, a process we have to attend to
carefully. But to fail to see the politics in
play before that process of territorialisation
is a basic error.

I was lucky enough to study with Michael
Gilsenan at Oxford (shortly before he left
for New York). Though not a term he would
have used, if disciplinary practice did not
acknowledge ‘metropolitan theory’, in his
view, it would be lost, and | never lost that
outlook on life. As an anthropologist | was
used to orienting myself to anthropological
theory and all that was happening to it in
the 1980s. And | guess I’ve always been a
slightly chaotic and hyperactive reader.
Excitable is probably the right word. That
was probably why my voice was a slightly
unusual one in those days. | would rather
say | was deepening a groove established
by others. If that’s how it’s seen, it’s a role
I’m happy to have played. But of course
people were finding their way to Said and
others through other routes...

DT: | like the musical/performative
metaphor you used for describing your
own theoretical input: “deepening the
groove established by others”. To my view,
the Stokes’ “groove” created a radical
theoretical scene, at least in the field of
ethnomusicology, where the exploration
of the political in popular music was
staged next to “affect”/”sentimentalism”,
“voice”, “citizenship”, “public sphere”,
“nation”. In “The Republic of Love”
(2010) all the above concepts are brought
into synergy for further complicating the
understanding of love’s politics through an
intriguing, may I say, launching of Herzfeld’s
“cultural intimacy” in ethnomusicology.
Such a political concept of love, as Michael
Hardt, among others, argued (Hardt 2011)3,
invited us to reconsider conventional
understandings of “love-song” as a form of
cultural production supposedly detached
from, even empty of political interest,
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understandings apparently sustaining a
modern logic of separating passions from
reason, and to focus, instead, on love as
a transformative force, one encapsulating
the potential for subjective/social change,
resistance and critique - love as an
immersive, and contingently saturating,
space of tension. The eroticization of
power and its voicing by musical icons
mediating and massively distributing
love-song’s affective economies in the
public sphere (as exemplified in “The
Republic of Love”) opened the space for
ground-breaking sensibilities, may | say,
of affective subjectification in sound
and of the engendering of citizenship in
popular culture, which largely remained
rather peripheral in music studies until
then. “Talk about love engages power
directly, not evasively” as you concluded
in the book’s introductory chapter (Stokes
2010, 33). And | found much-challenging
your suggestion for a common theoretical
framework for considering a “pan-Islamic
culture of love stretching from Spain to
India” (ibid., 28)...

MS: This is a more persuasive way of
expressing something | was indeed trying
to frame in The Republic of Love. Love is
a way of imagining the social relationship
at a variety of scales - the sexual, the
domestic, the national, the cosmic. There
are many cultural variables of course.
But everywhere it seems to me one sees
a mutability of scale in such imaginaries.
‘Democracy begins with two’, as Luce
Irigaray put it. In other words, the power
of love is a kind of scalar power; if we get
it right at one level, there’s the possibility
we can get it right at others. This is the
radical hope, the utopianism of love. On
the other hand, this is also how it gets
entangled with authoritarianism - one of
Michael Herzfeld’s key points. A great deal
of violence, injustice, and repression is
accompanied by appeals to love, to ‘our
ways of loving’, as well as resistance to
such appeals. Luc Boltanski understands
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love as a kind of ‘social competency’.
Typically it takes political crisis of one kind
or another to bring questions about how far
such ‘competencies’, understood as more
or less authoritative ways of representing
love, might extend, and across what kind
of social or political terrain, and this make
it central to rather significant scenes of
political debate and contest. The 17th
century in western Europe, and indeed the
Ottoman world (to bear in mind Walter
Andrews and Mehmet Kalpakli’s book, The
Age of Beloveds), was one such moment. The
sexual revolutions of the 1960s in the west,
the global neoliberal/populist turn late in
the 20th century yet another. Music is not
just a good way of sensing this, critically,
but, | feel, a rather central component
of such imaginaries in many cultures and
historical moments. Why? Because it, too,
operates in space of scalar indeterminacy
and thus scalar contest. Music’s affects are
so often imagined as moving between the
highly intimate to the cosmic and spiritual
with ‘the political’ ambiguously in the
middle. In western culture, Rousseau, in my
reading, sets this kind of scalar imaginary
in motion when he asks why, in the Essai sur
’Origine des Langues, Swiss soldiers should
be moved to such melancholy by the song
‘Ranz des Vaches’, whilst he, though highly
sympathetic to Alpine culture, should not.
If music doesn’t set our feelings in motion
via sympathetic vibrations expanding across
the universe, what is it, then, that makes
music emotionally powerful on such a small
scale, and, seemingly, within such distinct
and localized boundaries? There are many
other components to the western complex,
but he poses a question that has never been
quite settled, in my view, about how far
music’s affects range, and on what scale.
It is not hard to see the political potency
of ‘love song’ in this broad theoretical and
historical context. As you recognize, it was
an idea | tried to develop in The Republic
of Love, and now one I’'m trying to extend.
My Bloch lectures at Berkeley, which I’'ve
still got to write up, were an attempt to
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do that.

DT: | think that the sort of theoretical
insights effectively probed in The Republic
of Love and the Bloch lectures can
further contribute to a break away from
a disembodied analysis of music and its
social worlds, away from the sort of “pure
theory” determining what is knowable
in music (as Steven Feld also noticed).
By taking seriously the politics of desire
and pleasure performed in sound we
apparently open a pathway for a more
“sensuous musicology” to rephrase Paul
Stoller’s words. The Republic of Love
provided a platform for “feeling theory”
and for immersive cultural critique, |
believe, and no less one for rethinking
music’s disciplinarization and for exploring
new sensibilities of popular music and its
economies of knowledge. A platform for re-
framing, eventually, musicology in pursuit
of a radical disciplinary cosmopolitics,
may | say, which is apparently a challenge
kaleidoscopically met in The Musical
Citizen IMR lectures (2017), where you put
on a firm basis a set of critical questions
and reflections upon popular music in the
light of citizenship and affect theories,
neoliberal governmentality, mediation
and the public sphere...* Do you think
that it might be worth trying, perhaps,
a more politically imaginative and, at
the same time, sentimental theory for
ethnomusicology (at least)?

MS: At the moment | can only offer a
sentimentalist’s theorising, rather than a
sentimental theory for ethnomusicology.
Maybe that’s all I’'ll ever be able to
do, or anybody, perhaps. Let’s think of
sentimentalism today, as a provocation
of theory, rather than theory itself...
One route is to seek perspective on
the emotion-fuelled politics of the day.
Anger, betrayal, the quasi erotic thrill of
seeing career politicians and their experts
humbled, undone by events, the system
failing, the rule book torn up. I’m talking

about Brexit, but | could be talking about
many other things in many other parts of
the world. The gilets jaunes, for instance.
To be able to deconstruct this rage, to see
it as legible, in some sense, to understand
it as a form of communication, to refuse,
as intellectuals, to ‘other’ it, is a step
towards the perspectival middle ground,
and thus effective contestation, if we
are to avoid a replay of the 1930s. This
would be a sentimental provocation, in a
critical sense. Another would be to think
about scale. The equation that looked
settled a decade ago - the right favours
social imaginaries of the small scale
(nation, family, conjugal coupledom, small
town life), the left the large-scale (the
regional bloc, the city, internationalism
and cosmopolitanism) now looks much
less settled. A sentimental challenge, if
you will, would involve rethinking these
relationships between large and small and
their affective linkages. Music, as I’ve often
argued, is where, in the modern world, we
do emotional perspectivalism, where we
think through emotional scale. It is where
we might see subtle but serious quests, as
| put it in my title for my Bloch Lectures
at Berkeley a while back, borrowing
Boltanski’s formulation, ‘for love and
justice’.

DT: This is a loud challenge, Martin, also
prioritizing a theoretical imperative for
an intrinsically political and sentimentally
engaged ethnomusicology, one at a
constant state of disquiet and critically
probing its own certainties (“the large” and
“the small”, “the popular” and “the art”,
or else), a kind of scholarship pressingly
needed in late liberal Europe and across
the world. Thank you.

Endnotes
1. “Contemporary Theoretical Issues”, p.
49

2. Stokes, Martin, 2007: 14.

3. Hardt, Michael. “For Love or Money”.
Cultural Anthropology 26 (4): 676-682.

4. Available at http://www.the-imr.uk/
distinguished-lecture-series
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Ozet

Etnomuzikoloji alaninda hem saha calismasi, hem de teorik yaklasimlar noktasinda onemli bir yere
sahip olan Martin Stokes’un, Tirkiye ve Orta dogu cografyasi lizerine yapmis oldugu calismalari ayn
bir dneme sahiptir. Tlrkiye lizerine yaptig1 arastirmalarin ilki olarak degerlendirebilecegimiz Dogu
Karadeniz saha calismasi icerisinde, bolgenin ekonomik kosullarina bagli olarak, biiyiiksehir veya
yurtdisina yapilan gocler sonucu meydana gelen kiiltiirel degisimi gozlemlemistir. Kiltiirel kimligin
popiiler aktarim araclarindan olan kaset ve kasetcalar lizerinden vermis oldugu bilgilendirmeden
yola cikarak, Stokes’un etnomiizikoloji sahasina kazandirmis oldugu yeni teorik yaklasimlarin
bazilarina vurgu yapmaya calistim. Ayni zamanda kendisiyle 2011 yilinda gerceklestirmis oldugum
post-doctora projesi sirasinda Tirkiye saha calismasi arsivinin aktariminda taradigim fotograf
arsivinden bir kismina da calisma icerisinde yer vermis bulunmaktayim.

Anahtar kelimeler
zaman, mekan, kimlik, miizik, dogu karadeniz, kiiltiirel degisim

Tirkiye’de saha calismasi yaptigi yillarda katkilarnin, Tirkiye etnomiizikolojisinin

kendisini yakindan tamiyanlarin salt THM
veya TSM ile ilgili bir calisma ¢ikaracagin
sandiklan anda, Turkiye’de dile
getirilmesi dahi sakincali goriilen Arabesk
mefhumunu “Arabesk Olay1” adli kitapla
yayinlamasi, aynm1 zamanda Tirkiye’'de
etnomizikoloji disiplinine kimin nasil, ne
kadar mesafesi veya yakinligi olacaginin da
belirleyicilerinden biri olmasi bakimindan
ayn bir yer gormeyi hak eder. Tiirkiye’nin
yam sira Ortadogu iizerine yazdigi kitap,
kitap bolumleri, makalelerin icerikleri
benzer sekilde saha calismalarinin egitimini
aldig1 sosyal antropoloji kuramlarindan
beslenen etnomizikoloji kuramlan ile
cercevelenmistir. Etnomuzikoloji’nin
disiplinlerarasi calisma prensibi ile birlikte
kendine ozgi kuram ve yaklasimlar
belirleme  siirecine  yapmis  oldugu

ivme kazanmasinda onemli rol oynadig
kesindir.

Etnomiizikoloji denildiginde ise en yalin ve
anlasilir sekilde, Stokes’un da tanimladig
lizere; etnomiizikoloji miizigin kiltiir ve
toplum icinde calisilmasidir. Merriam’in
Muzik Antropolojisi (1964), calismasinda
music as culture, music in culture olarak
formiile ettigi yaklasimin, music in culture
(kultur icinde mizik) modeli Uzerinden
tanimlarken, ilk yillarda etnomiizikolojinin
eskide kalmis bir egilimi olan kendi
kiltirinin disinda bir kiltirin - mizigi
uzerine saha calismasi yapma kuralina
uygun calismalar gerceklestirmis oldugunu
goriruz. Turkiye bu sahalardan biridir.
Etnomiizikolojide uzun sureli sahada
olma kurali geregi ilk olarak Tirkiye’de
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iki yil sure ile kalirken, saha kayitlarim
inceldigimde gordiugiim odur ki, Giilhane
konserlerinden, donemin popller
mizik ikonlarina kadar o yapmis oldugu
roportajlar, Turkiye’nin populer miuzik
tarihine 151k tutacak niteliktedir. Ancak bu
calisma icerisinde, Turkiye’de cok fazla
bilinmeyen ve daha cok Arabesk, Turk
Popiiler Miizigi tarihi ikonlarn calismalar
ekseninde degerlendirilen yapisinin
disinda, Dogu Karadeniz -6zellikle Trabzon-
bolgesinde yapmis oldugu saha calismasi,
etnomuzikoloji metodolojisi ile yapilan
saha calismalardan ilki oldugu soylenebilir.

Sahadan yapmis oldugu kayitlar
inceledigimde atma tirkii geceleri, inek
canlarinin sesi ve yayladaki ayak seslerine
kadar alanin dogal sesini kaydetmis olmasi
dikkat cekicidir. Kim bilir alanin sesi
niteligindeki kayitlari, 2012 yilinda bu sefer
bir sempozyumda sunum yapmak Uzere
geldigi Trabzon’da, o yillarin “Arap Bahar”
olarak adlandinlan siirecin getirdigi Tahrir
Meydam gibi benzer hareketlerin oldugu
meydanlara o6zgli yaptigi “The Crowd
and its Music: Affect, Sonic Texture and
Social Process” incelemenin, ginumiz
sounsdscape calismalarinin 1987 yilindaki
past-tezahiri olabilir. 2018 yilinda
Etnomiizikoloji Dergisinin Mizik ve Politika
temali Uclinci sayisinda  yayinlanan
“Musical Citizen” baslikli makalesinde,
“etnomugzikoloji, tarihsel olarak, kurumsal
bir bakis acisiyla, muzikal katiim1 hayal
etmenin baska yollarin1 da eklemistir. ....
etnomuzikologlar gecelerin, kalabaliklarin
icinde, gilindelik eglence ve protesto
mekanlarinin yani sira, daha resmi olarak
tanimlanmis miizik yerlerinin, sehirlerin
ses dalgalart ve akisina vyeni vyollar
yerlestirmenin ve katilmanin yeni yollarim
bulmamizi onerdi..” diyerek biriktirdikleri
tizerine geldigi en son ¢ikarimlardan birini
paylasmistir (2018: 106).

1987, Dogu Karadeniz alanmyla ilgili
yazmis oldugu Findiklar ve Sazlar: Dogu
Karadeniz Vadisindeki Kiiltiirel Degisime

iliskin ~ Gozlemler baslikli  makalesini
olusturmasina yonelik verileri toplamaya
basladigr yildir Stokes’un. Bélgenin liretim
ve gelir kapilarindan en onemlisi olan findik
ile bolge miiziginin araclarindan olan sazlar
arasindaki ekonomik iliski gostergeleri, ayn
zamanda miizigin bicimlenisi, degisimine
etki eden  faktorleri  netlestirmesi
bakimindan onemlidir. Calismasini
inceledigimizde goririiz ki bolgede siiren
uzun soluklu yaptig1 alan arastirmasinin
sonucu olarak, cografyanmin, cografik
ekonominin, gunlik yasamin, ritiellerin,
mizigin bilesenleri ile ilgili bircok ince
detay icermektedir. Karsilastigi mevhum
ile ilgili aynntili yazimi, Dogu Karadeniz
havzasinin  karakteristik muzik unsuru
olan kaide ile ilgili yaptigi tammlamada
kendisini gosterir; “genel olarak kaidenin
lic 6geden olustugu soylenebilir; bir acilis
motifi, sayma olarak bilinen ve konusur
gibi okunan govdeyi tasiyan tekrar kalib1,
ve cogu kez inici bir dizisel hareket olan
kapanis motifi. Sarkici nefes vermek ya da
ilham almak icin bir sure durma ihtiyac
duyarsa, dogaclamasini bir bitirme motifi
ile kapatarak, bir sure icin, idareyi kemence
birakma ya da vokal bolumler arasinda
bir tekrarlik bosluk birakma gibi yollara
basvurabilir. Diger bir yol da sarkicinin nefesi
tikendiginde sdylemeyi birakip sarkiy1 bir
baska sarkiciya devretmesidir”(1998:156)
seklinde aciklamaktadir. Goriildiigu iizere
kaide  tanimlanmasinda,  performansi
detaylandirmasi, yore miuzisyenlerinin
bolgeye 0zgu davranis bicimlerini anlatmasi
bakimindan mizik etnografyasi yazmanin
ornek calismalar arasina girer. Soz konusu
anlatim biciminin belli bir yaklasimin
olgunlasmasina zemin hazirlar nitelikte
oldugunu soylemek gerekir. Oyle ki
performanst detaylandirmasi, 2016 yilinda
Uludag Universitesi Devlet Konservatuvar
tarafindan duzenlenen “Muzikte
Performans” konulu sempozyumda
“Performansta Duygusallik Teorisi” baslikli
metni yazmasina kadar uzanir. Metinde,
performansta duygusallik konusunu Misir’li
sarkict Abd al-Halim Hafiz Uzerinden
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irdeler. (bkz: 2016:17)

Tam da bu degerlendirmesiyle
etnomizikolojinin tarihsel surecleri
icerisindeki yaklasim degisimlerinin ve

etnomuzikolojinin arastirma sahasina giren
yeni calisma alanlarinin hemen hemen
her birine dokunan bir etnomizikolog
olmas1 baglaminda, Mantle Hood’un
“bi-musicality” onermesine paralel
bir yaklasim icerisinde olmas1 dikkat
cekicidir. Turkiye’de alan arastirmasi
yaptig1 donemlerde baglama ve kanun
calgilarimm  6grenmis hatta o donemde
yabanci bir arastirmacinin Tirk Miizigini
ogrenmesinin  ilging  bulunmasinin  da

etkisiyle TRT’de baglama ile bir Trabzon

Sekil 1: 1987 yilinda TRT’de baglama ile bir
Trabzon tiirkisu seslendirirken

turkusu seslendirmistir.

Ozellikle Dogu Karadeniz’de yapmis oldugu
calismanin  saha calismast kayitlanm
inceledigimde, gozlemledigi topluluk icin
pek de ilging gorulmeyen,ancak muzik
etnografyasi olusturmada belirleyici olan,
en ince detaylan dahi kayit ettigini gormek
mumkundur.  Etnomuzikologun  detayli
bir etnografya yazmasinin on kosulu olan
sireclerin nasil olmasi gerektigine ornek
teskil edecek niteliktedir.

Dogu Karadeniz miiziginin 6zelliklerinin
kiltirel  baglamin1  anlattigi  sirada,
neyin nasil, ne bicimde icra edildiginin

2019, 7 (2) Dogus Vvarli, O.

betimlenmesinden cok neden ve hangi
sekillerde calindigina dair bulgu ve
degerlendirmeler icerir. Trabzon-Agasar’da
Dik horon dansinin oynanis bicimini anlatis
sekli bunun gostergesidir; “Dik horon,
icrast kollarin iyice yukar kaldirnlmasi
ve dansin son anlarinda iyice asagiya
inmesini gerektirdigi icin, sadece erkekler
tarafindan yapilir. Yasli kadinlarin bile bu
dans1 yaptigin1 gordiigiim halde, bu dansin
kadinlar icin yakisiksiz oldugu belirtiliyor.
ikinci tiir, sadece kadinlar da dans edebildigi
icin boyle isimlendirilen - fakat genelde
karma icra edilen- kiz horonudur. Bu dans,
melodi lizerindeki dagilim kaydenin temel
olcusuniin ikiye bolinmesine tekabil eden
ve on vurusta bir agir adim atilan ve saga
dogru yumusak, kisa ve kesik bir devinimden
ibarettir...” (1998:155) derken oOncesinde

horon havalarinin Dogu Karadeniz’in
vadilerindeki rolini masaya yatirmaya
baslamistir bile. Dansin  karakteristik

figurlerini betimlerken, dans icerisindeki
toplumsal cinsiyet hiyerarsisinin  nasil
yansidigini kisaca ama belirleyiciligini ifade
etmesi, sozinl ettigimiz neden, nasil’1
karsilar niteliktedir. Dogu Karadeniz’e
ozgu kultirel dokulan irdelerken, ozellikle
bolge ekonomisinin degisimi ile miizik-
mekan, modernite-mekan baglamlarina da
etnomiizikoloji perspektifinden baktigim
goriiriz. 1994 yiinda, kaleme aldig
Etnisite, Kimlik ve Mizik’e Giris: Mekanin
Miizikal insas1 (Introduction to Ethnicity,
Identity and Music: The Musical Construction
of Place) baslikli yazisinda, modernite ve
mekan iliskisini aciklarken yapmis oldugu;
“Miizik ve dans, mekansal hiyerarsilerin
sorgulanmasinin ~ ve  donustirilmesinin
araclarinisaglar... Mizik insanlara kimlikleri
ve mekanlar, ve bunlan birbirinden ayiran
sinirlart tamimanin araclarini sunar; miizigin
toplumsal olarak anlamli  olmasinin,
timuyle olmasa bile biiylik olclide, bundan
kaynaklandigin1 savunacagim” seklindeki
yaklasimi, mekanla birlikte modernitenin
getirmis oldugu toplumsal ve Kkiiltiirel
yasamlar gozlemleri sonucudur. Ozellikle
1950’lerden sonra kirsaldan kente ve
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yurtdisina cikislarin arttigi yillarda, dogu
karadeniz havzasinda findik Uretimine
gecilmesinin ardindan bolgeden ekonomik
ve egitim amacli gociin baslamasi ile
birlikte, giden, geride kalan, gidip-
gelen seklindeki cok yonlu yasam akislan
bolgeye ait miizik gelenegine etki etmistir.
Stokes, bolgede kiiltiirel degisime iliskin
gozlemleri aktarimi sirasinda bahsettigi
Ali’nin  teybi, “sahip olunan mekanin
sinirlarint - asmanin, yeni  yoriingeler
cizmenin bir arac1” konumundadir. Tamda
bu gidis-gelislerden biri olan isci olarak
gidilen Almanya donusunin bir getirisi olan
kaset ve teyp, modern yasamin icerisinde
kulturel kimliklerine ait olan unsurlarn
tasima, aktarma, sirekliligini saglamanin
yani sira “Gemainsahft-Gesellschaft” arasi
gecisin de simgeleri konumundadir. 80’li
yillarin geleneksellesmis olan, kolektif
kimligi olusturan, canli tutan, mizikli
muhabbetlerin, daha sonrasinda dinleme
yoluyla bellegi ayakta tutmaya hizmet eden
kasete kaydetme aliskanligidir. Kasetler
gecmisteki mekani canlandirir ve toplulugu
her an yasadiklar1 yere yakin tutar. Oyle
ki koy kahvelerinde, canli performansta
soylenen atma turkid metinlerinin, canl
performans aninda kaydedilmis ornekleri
yanstinlir. Iste bu noktada Ali’nin teybi
onemli konumdadir. Ancak Ali, kasetcalarim
kirarak parcalamistir. Stokes “Muhabbetler
stk stk teybe kaydedilir Bu kasetler
arkadaslar arsinda cogaltilir ve buucuz kaset
bozuluncaya dek, kahvelerde ve Salpazar
ve sahil arasinda isleyen minibuslerde
bikincaya kadar calimir. Durum boyle
olunca, Ali’nin teybi parcalamasi ozellikle
yanki getirdi” der (1998:156). Ali’nin ozel
bir nedenden dolay1 kirdig1 teyp, yukarida
sozlinli ettigimiz slirecin sembolik de olsa
sekteye ugramasi, coziilmesi demektir.
Bireyin kiiltiirel kimligine dair ozelliklerinin
anlamlar diinyasina ufak capli bir darbedir.
Ayn1 zamanda toplulugun mahremine ait
olanin vyitip gitmesi anlamina gelir. Aym
zamanda miuzik endustrisinin yayma araci
olan kaset ve kaset calar, bir aksam
Besiktas’tan Kadikdoy vapurunda, grup

vaktinin tim hasmetiyle gokyuziinden
tarihi yarimadanin tum mahremiyetini
aciga cikarircasina  batisim  izlerken,
istanbul’la arasinda mahremiyet iceren
duygularini ifade eden Stokes, Turkiye’nin
kilturel mahremini populer muzik tizerinde
analiz etmis olmasinin oncesinde, zaman

ve mekan baglaminda arabulucu gibidir.

Asagida yer alan fotograflar Martin
Stokes’un Dogu Karadeniz’deki saha
calismasina  yonelik  kisisel  gorunti

Sekil 2: Dogu Karadeniz Yayla Senlikler
(Martin Stokes arsivi)

Sekil 3: Yaylada horon (Martin Stokes arsivi)

Sekil 4: Yaylada c1kist (Martin Stokes arsivi)
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arsivinden taranmistir.
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On The Ethnomusicologist’s Symbolic Organisation of Time
and Space: What If Ali’s Casette Player Was Destroyed?

Abstract

Martin Stokes, has an important place in
the context of fieldworks and theoretical
approaches in the field of ethnomusicology, and
his fieldworks among Turkey the Middle East
cultures has a special importance as well. could
assess as the first one on Turkey in the field of
study observes cultural changes occurring of
depending on the economic conditions. So, he
observed cultural changes occurring as a result
of migration from migration to big cities or to
abroad depending on the economic conditions
during Eastern Black Sea fieldwork, we can
appreciate as the first fieldwork in Turkey.

| aimed to make this study a means of establishing
a bond with him both in terms of technique and
meaning, as we have done research in the same
geography in our doctoral thesis studies.

In this article, | have tried to emphasize some
of the new theoretical approaches, Stokes has
introduced in the field of ethnomusicology, with
Ali’s tape, which Stokes mentioned in his article
titled “Hazelnut and Lutes, Perceptions of
Change in a Black Sea Valley”, is metaphorically

Keywords

based on the information given by the cassettes
and cassette player, which are one of the
popular transfer tools of cultural identity.

Also, | have included Stokes’ fieldwork photos
from Black Sea region as the first time in this
study.

time, place, identity, music, east black sea, cultural change
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Ozet

20.yuzyilda Avrupa’da gelisen muzik bilimi; tarihsel, sistematik, karsilastirmali muzikoloji gibi ana
alanlardaki arastirmalar ile kendi yontem ve tekniklerini olustururken, antropoloji, tarih ve filoloji
basta olmak uzere sosyal bilimlerdeki metotlardan faydalanarak, disiplinlerarasi arastirmalara acik
bir saha olarak gelismistir. 1900’lerin basinda Avrupa disi ve/veya sozlii gelenege dayali kiiltiirlerin
muziklerini arastiran karsilastirmali muzikoloji, 1950 sonrasi surecte etnografik yonteme yapilan
vurgu ve 1960 sonrasi gelisen milliyetcilik, etnisite, diaspora, toplumsal cinsiyet gibi kavramlar
ile herhangi bir toplumun muzik ve dans unsurlarini arastiran genis perspektife sahip bir disiplin
(etnomuzikoloji) olarak tanimlanmaya baslanmistir. Yuzyilin ikinci yarisindan sonra kulturun bir
parcasi olarak cozimlenen muzikal unsurlar, cesitli bolgelerde yapilan arastirmalar ile literatire
kazandiriirken, Avrupali ve Amerikali miizik bilimciler tarafindan yapilan Osmanli/Tirk mizigi
calismalarinin da bu siirecte basladig1 goriilmektedir. Etnomiizikoloji disiplinini sistemlestiren
Avrupa ve Amerikali etnomuzikologlar kimlerdir? Etnomuzikoloji disiplininin Turkiye’deki gelisim
stireci nasildir? ve bu baglamda Avrupali etnomiizikolog Martin Stokes’un Tirk popiiler miizik
arastirmalar1 nelerdir? gibi sorularn yamtlamayi amaclayan bu calismada, etnomizikoloji teriminin
tarihsel sureci, Turkiye’de yapilan ilk halkbilim/etnomiizikoloji calismalar1 ve etnomizikolog
kimligi ile Martin Stokes’un Tirk popiiler miizigine dair arastirmalar konu edilmistir. Avrupa
merkezinde 19. yuzyilin sonunda sistematize edilen muzikoloji disiplininin alanlan, gelisim sureci
ve yapilan ilk arastirmalara dair bilgiler 1s181nda Tiirkiye’de miizik folkloru ve etnomiizikolojinin
tarihsel gelisimi degerlendirilmis, sozlii eserler ve halk miiziklerine yonelik arastirmalar yapan
oncii halkbilimci/etnomiizikologlardan bahsedilmis ve 1980 sonrasinda Tirkiye’de yaptigi alan
calismalariyla bilinen Martin Stokes’un yazmis oldugu Tiirkiye’de Arabesk Olay1 ve Ask Cumhuriyeti

Anahtar kelimeler
etnomdiizikoloji, martin stokes, tiirkiye, popliler miizik, muizikoloji

1885 wyilinda Guido Adler’in' (1855- miziklerinin etnografik amaclarla
1941) Umfang, Methode und Ziel der karsilastirmali  olarak  arastinlmasina
Musikwissenschaft (Muzikolojinin  yonelik (Grove Music Dictionary) acilim

Amaci, Kapsami ve Metodolojisi) baslikhi etnomizikolojiye giden yolda Onem
mizikoloji disiplinini sistematize ettigi tasimaktadir. 1950’lerde Jaap Kunst’un
makalesinde; tarihsel ve sistematik olarak (1891-1960) Musicologica: A Study of the
ikiye ayirarak, sistematik muzikolojinin Nature of Ethnomusicology, its problems,
icerisinde  ‘karsilastirmali  miuzikoloji’ methods, and representative personalities?
tabiriyle acikladigi, farkli kiiltiirlerin ~ (Mizikoloji:  Etnomlizikolojinin  Dogas,
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problemleri, metodlan ve temsilci
kisilikleri) baslikli yazis1 ise etnografik
amaclara vurgu yaparak, etnomiizikoloji
teriminin  kullaniminin  yayginlasmasinda
etkili olmustur. Antropoloji basta olmak
uzere sosyal bilimlerdeki cesitli disiplinlerin
yontem ve metotlarindan faydalanan alanin
oncul arastiricilari; Berlin Karsilastirmali
Muzikoloji Okulu uyelerinden psikolog
Carl Stumpf (1848-1936), fizik¢i Franz
Boas (1858-1942), Amerikan ekoliinden
fizikci Eric von Hornbostel (1877-1935),
antropolog George Herzog (1901-1983) ve
Alan P. Merriam (1923-1980), dilbilimci
ve muzisyen Charles Seeger (1886-1979)
ingiliz matematikci Alexander J. Ellis
(1814-1890) gibi farkli disiplinlerdeki bilim
insanlarn olmustur. Ellis’in, “Londra’daki
Toplum Sanatlan” toplantisinda “On the
Musical Scales of Various Nations” baslikli

yazistyla acikladigi ‘centler sistemi’,
cesitli bolgelerde kaydedilen miuziklerin
frekanslarim  acgiklayabilmesi  acisindan

fonografin kesfinden sonra alandaki en
onemli bulus olarak kabul edilmektedir.
Sistem, -esit araliklardaki yar tonlarin
yuzde birini olcen- araliklarn ve onlar
arasindaki frekanslarnn tanimlayan, oktavi
1200 cente, her yarim tonu 100 esit
parcaya bolebilen bir yapida oldugundan,
bu sayede Avrupa dis1 bolgelerde kullanilan
her turlu frekans olculebilir (Stock, 2007:
308) hale gelmistir. Carl Stumpf’in (1848-
1936) Bellakula Kizilderililerinin sarkilarim
arastirdig1 ilk karsilastirmali  miizikoloji
calismasinin  ardindan, Otto Abraham
ve Erich M. von Hornbostel’in Tirk halk
ezgilerini®* arastiran ve Kkarsilastirmalar
yapan calismalar1 (1904) ve Hornbostel’in
mizigin tim  ve duyumu (zerine
arastirmalart alanin ilkleri arasindadir.

Avrupa dist ve/veya sozlli gelenege
dayali kilturlerin  muziklerini arastiran
karsilastirmali  muzikoloji, 1950 sonrasi
surecte etnografik yonteme yapilan vurgu
ve 1960 sonrasi gelisen milliyetcilik,
etnisite, diaspora, toplumsal cinsiyet gibi
kavramlar ile hemen her toplumunda yer

alan mizik ve dans unsurlarini arastiran
genis perspektife sahip bir disiplin olarak
etnomduzikoloji terimi ile tammlanmaya
baslanmistir. 20. yuzyilin basinda kiltirun
bir parcasi olarak cozimlenen muzikal
unsurlar, dinyanin bircok bolgesinde
yapilan arastirmalar ile gelismistir. Bu
surecte, Avrupali ve Amerikali muzik
bilimciler tarafindan yapilan Osmanli/
Tirk mizigi calismalan da baslamistir.
Etnomiizikoloji disiplinini sistemlestiren
Avrupa ve Amerikali etnomiuzikologlar
kimlerdir?  Etnomiuizikoloji  disiplininin
Turkiye’deki gelisim sureci nasildir? ve

bu baglamda Avrupali etnomiizikolog
Martin Stokes’un*  Tirk populer miuzik
arastirmalann  nelerdir? gibi  sorulan
yanitlamay1 amaclayan bu calismada,

etnomiuzikoloji teriminin tarihsel sureci,
Turkiye’deki ilk halkbilim/etnomiuzikoloji
calismalan ve etnomiizikolog kimligi ile
Martin Stokes’un Tirk popiiler mizigine
dair arastirmalan incelenmistir.

Etnomiizikoloji disiplininin gelisim siireci
20.yuzyilda gelisen miizik bilimi; tarihsel,
sistematik, karsilastirmali  mduzikoloji
gibi ana alanlardaki arastirmalarin artisi
ile arastirma yontem ve tekniklerini
saglamlastirmis, antropoloji, tarih ve
filoloji basta olmak Uizere sosyal bilimlerdeki
metodlardan faydalanarak, disiplinlerarasi
arastirmalara acik bir saha olarak
gelismistir. Antik Yunan kaynaklarindan
Aristides Quintilianus’in On Music (Peri
mousikes)® adli eserinde bahsettigi miizigi
teori ve pratik olarak ikiye ayiran bakis
acisiyla gelismeye baslayan, 1770 yilinda
Nicolas Etienne Framery’min  (1745-
1810), Tableau de la musique et de ses
branches, (Muzik ve dallar); 1777 yilinda
Johann Nikolaus Forkel’in (1749-1818),
Uber die Theorie der Musik, (Miizik Teorisi
Hakkinda) ve 1869-76 yillarinda Francois-
Joseph Fétis’in (1784-1871), Historie de
la musique, (Mizik tarihi) calismalan ile
olusan birikim uzerine Guido Adler, 1885
yiinda Musikwissenschaft (muzikbilim)
semasint olusturmustur. Adler yazisinda,
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muzik bilimini tarihsel ve sistematik
miuizikoloji olarak aywrirken, karsilastirmali
muzikolojiyi  ‘etnografik amaclar icin
farkli muzik turlerinin incelenmesi ve
karsilastinlmas’  seklinde  tanimlamis
ve bu alam, sistematik miuzikolojinin
alt dallardan biri olarak belirlemistir.
1885 yilinda ‘miizikoloji’ baslig1 altinda
karsimiza cikan ‘karsilastirmali muzikoloji’
(comparative  musicology) 1950’lerden
sonra “etno-muzikoloji” (1950-56) ve
sonrasinda “etnomtuzikoloji” olarak kabul
edilmistir. 1985 yilinda Joseph Kerman’in
(1924-2014) “kiiltirel mizikoloji”® (Chase,
1972: 220), ve Steven Feld’in (1949--)
“sosyo-muzikoloji” gibi terim onerileri
nadiren kullamlmissa da, gunumuzde
ve ozellikle Turkiye’de yaygin olarak
etnomuzikoloji  teriminin  on  planda
oldugu goriilmektedir. Bu siirecte, “ilkel”
(primitive) olarak adlandirlan kabilelere
ait yerel ya da antik miizikler, Avrupa-disi
muzikler ve halk miuzikleri; arastincinin
kendi kultura disindaki muzikler,
sozlu gelenekle yasayan tum miuzikler,
“Tokyo’nun etnomiuzikolojisi” gibi yerel
muzik ornekleri, belirleyici ozelliklerinden
dolayr nufusu artmis gruplarin mduzikleri
or; “Amerika’daki “siyahi” miuzik gibi
tanimlamalar etnomiizikolojinin calisma
sahas1 icerisinde yer almaya baslamistir
(Nettl, 2005: 4). Baz1 tanimlara gore tim
cagdas miizikler bu disiplinin calismalarina
dahilken, son kertede tum insan yaratim
muzik cesitlerinin  ve populer miuzik
turlerinin etnomiizikoloji arastirmalarina
dahil edilmis oldugu bilinmektedir.

Karsilastirmali mduzikoloji alanm icin en
onemli araclardan biri 1877 yilinda Thomas
Edison’un icat ettigi fonograftir. Diger
makinelerden farkli olarak sesi yeniden
Uretebilme ozelligine sahip bu alet,
saha calismalarina anlam kazandirmasi
bakimindan  karsilastirmali  miuizikoloji
ve/veya etnomuzikoloji alanm icin Onem
tasimaktadir.  Fonografin ~ kullanimiyla
gerceklestirilen ilk kayitlar, 1890 yilinda
Jesse Walter Fewkes (1850-1930) tarafindan

2019, 7 (2) Ersoy Cak, S.
Passamaquoddy Yerli Amerikalilan ile
gerceklestirilmistir (Science, 1890).

Bu sirecte elde edilen ses kayitlarinin
arsivlenmesi icin Carl Stumpf (1848-1936)
tarafindan Berlin Universitesi’nin Psikoloji
Enstutlsi’nin bir parcast olarak 1900
yiinda Berlin Fonograf Arsivi kurulmustur.
Berlin  School of  Ethnomusicology
bolumunun iki onemli uyesinden biri
olan Erich von Hornbostel’in (1877-1935)
1905’den 1935 yilina kadar baskanligim
yurittlig calismalar ile bu arsivde, 13,000
silindir kayit elde edilmistir. Eric von
Hornbostel ile Fransizca, ingilizce ve Arap
dilleri uzerine calisan Robert Lachmann
(1892-1939), 1923-1932 vyillan arasinda
Berlin fonograf arsivine 13 koleksiyon
dahilinde yaklasik 500 silindir kazanmasina
katkida bulunmustur (Lampert, 2008:
385, 386, 400). Bu sayede, 1938 yilina
kadar 10.300 kayit, wax silindir olarak
arsivlenmistir. Bu arsivlerin %42,7’si Afrika,
%18,4’U Asya, %14,6’s1 Okyanusya, %12,6’s
Avrupa ve %11,7’si Amerika bolgesine aittir
(Simon, Bohlman, Baumann, Michel, Krader
ve Qureshi, 1990: 113).

1950°li yillarda Jaap Kunst’un
Ethnomusicology  adli calismasindaki
onerisi ve Alan Parkhurst Marriam (1923-
1980), Bruno Nettl (1930-) gibi alanin oncu

isimlerinin  araciigiyla, etnomiizikoloji
arastirmalann  ozellikle  Avrupa  disi
bolgelerde  uzmanlasan karsilastirmali

miizikologlara yeni bakis acilar sunmustur.
Merriam’in etnomugzikolojiyi, muizik
antropolojisi olarak diizenleme istegi,
mizigi etnomiizikolojinin 6znelerinden biri
olarak kabul ederken, miizigin davranisi ve
mizigin kavramsalligina da vurgu yapmuistir.
Bu baglamda, miizigin toplum ve kiiltlriin
biitiiniinden ayrilamaz bir unsur oldugu
fikri ortaya c¢ikmistir. John Blacking’in
(1928-1990) yaklasiminda ise kiltur, muzik
icin baslica bir baglam degildir, daha cok
toplumdaki diger temel insan aktiviteleriyle
iliskili olan miuzikal pratiklerin Urunudur.
Steven Feld ve Anthony Seeger’in (1945-
-) yeni calismalan ise muzik ve dil
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arasindaki iliskinin tekrar kuramlastirilmasi
uzerinedir. Bunun yani sira, etnomuizikoloji
beseri ve miizikolojik calismalarla olan
tarihsel bagim koparmaz. Bu yillarda
bircok miizikal 6zne ornek calismalar da
yapilmistir. Or; Manttle Hood‘un’ (1918-
2005) ‘bi-miizikalite’ kavrami ile bir diger
kiltliriin miizigini 6grenmenin tek yolunun
onun miiziginin icrasin1 yapabilmek oldugu
vurgulanirken, diger taraftan organolojik
arastirmalar ~ miuzikal  enstrumanlarin
entegrasyonunu ele almaktadir (Hood,
1960). Popliler miizik ise etnomuzikolojinin
postmodern  donem  yaklasimlarindan
biridir. Bunun yan sira postmodern etki ile
etnomiizikologlar yeni tarihcilik ve diger
post-yapisalc1 teorilere donus yaparlar
(Grove Music Dictionary). 1990’ yillarda
ise Society for Ethnomusicology dernegi
yapilan arastirmalarin gelismesinde onemli
bir rol almistir.

Tiirkiye’de Folklor, Halkbilim ve
Etnomiizikoloji Arastirmalarinin Gelisim
Siireci

Folk-lore terimi, 1846 yilinda ingiliz William
John Thorns tarafindan kullanildiginda,
toplumlarin gorenek, inanc, sihir, rituel
gibi kaydedilmeyen gelenekleri uzerine
yapilan calismalar olarak tammlanmistir
(Krappe, 2018). Turkiye’de 1913 yilinda
folklor teriminin yeni bir bilim dal
olarak adlandirilmasindan c¢cok daha
once yazilan folklorik eserlerde mizikal
unsurlara rastlandigt  goriilmekte, bu
unsurlar muzik folklorunun baslangici
olarak disiiniilmektedir. Bu baglamda,
Turk halk kulturii malzemesini derleyici,
gelecek nesillere aktaric1  nitelikte
degerlendirilebilecek; Orhun  Abideleri
(8.yuzyl), Yusuf Has Hacib’in Kutadgu Bilig
(11.ylizy1l), Kasgarli Mahmud’un Divanii
Lagati-t-Tirk (11.ylizyil) Dede Korkut Kitab1
(14-15.yuzy1l), Zahiriddin ~ Muhammed
Babur’un Baburname (16.yiizyil), Katip
Celebi’nin  Cihannima, Kesfu’z-Zunun,
Mizanii’l-Hakk fi ihtiyari’l-Ahakk (17.ylizy1l)
ve Evliya Celebi’nin Seyahatname (17.
yuzyil) gibi eserleri, Turk folklorunun yazili

metinlerdeki ilk ornekleri arasindadir. Bu
kaynaklarin yani sira vak’anivis tarihleri,
fetihnameler, mahkem-i ser’iye sicilleri,
hazine-i evrak kayitlan, tahrir defterleri,
menakipnameler, velayetnameler,
sehrengizler, fetva dergileri, letaif (fikra)
kitaplar, durlib-1 emsal (atasozii) dergileri,
sirnameler, conkler, mecmualar, futlivvet-
nameler, kiyafetnameler, siikifenameler,
falnameler, salnameler, nevsaller,
divanlar, mesneviler, minyatiirli kitaplar
da Tirk folkloruyla ilgili degerli bilgiler
icermektedir. Turkiye’de folklorun bir
bilim dali olarak tanimlanmasinin ardindan
muzik alanmindaki ilk yazilar yazilmaya
baslanmistir. Musa Siireyya Bey’in 5 Mart
1918 tarihli Yeni Mecmua’da Canakkale
ozel sayisinda yer alan makalesinde
halk turkulerimizi derleyip notaya alma
konusunda yazdigi ve Selim Sirr1 Tarcan’in
Sehbal dergisinin 94. sayisinda (Nisan 1913)
yayinlanan “Zeybek” baslikli, Turk Halk
Oyunlan konusu hakkindaki makaleler bu
alanin ilklerindendir (Tan, 1997: 21, 24).

Turkiye’de bir disiplin sahas1 olarak
gelismeye  baslayan muzik folkloru
calismalan, sozli gelenegin  yaziya

donusturilmesi ve nota vyaymlan ile
halkbilim ve/veya etnomiuzikoloji olarak
tanmimlanabilecegimiz  miizik  bilimsel
girisimleri beraberinde getirmistir. 20.
yuzyilin basinda spesifik olarak diinyanin
cesitli bolgelerindeki sozlu geleneksel
miuizikler uzerinde halk ezgileri, calgilar
vb. unsurlarin  calisildigi  bu alan,
teknolojinin de gelisimiyle populer miizik
tlrlerinin ve her cesit miizigin arastirildig
icerigiyle kapsamin1 genisletmistir. Bu
cografyamin  kiltlir yapisinda var olan
halk ezgileri, calgilar ve danslar uzerine
yapilan arastirmalar, Avrupa’dan bir sire
sonra Turkiye’de yapilan saha derlemeleri
ile baslatiltmistir. 1917 yilinda kurulan
Dariilelhan  kurumu, Musa  Siireyya
baskanliginda iki bin kadar anket fisini
(1923) Anadolu’nun c¢esitli bolgelerinde
gorev  yapmakta olan G&gretmenlere
gondermis, uc yil siren bu calismalardan
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sonra 85 nota, iki defter olarak 1926
yilinda yayinlanmistir. Sahaya gidilmeden
tamamlanan bu calismanin cok verimli
olmadigi ve bir fonograf ihtiyaci hasil oldugu
dusunilmis ve Cemal Resit Rey tarafindan
getirtilen fonograf ile 1927 yilinda ilk
derleme gezisi baslatilmistir. ilk gezide yer
alan Yusuf Ziya Bey, Rauf Yekta, Durrl Bey
ve Ekrem Besim’den olusan heyet, Adana,
Gaziantep, Urfa, Nigde, Kayseri ve Sivas
illerini kapsayan ve 51 gun suren derleme
gezi faaliyeti sonucunda 250 tane turku
derlemistir (Kolukirik, 2014: 483, 487). 1926
yiindan 1929 yilina dek her yil tekrarlanan
saha calismalan sonraki sirecte Ankara
Devlet Konservatuvan tarafindan (1937-
1952) yuritilen derleme calismalan ile
devam ettirilmis ve binlerce eser bu sayede
repertuvara kazandirilmistir. Turkiye’nin
cesitli bolgelerinde gerceklestirilen
derleme calismalarindan elde edilen nota
killiyati, basta TRT kurumu olmak Uzere
cesitli egitim kurumlarinin ve derneklerin

repertuvarint  olusturan temel kaynak
niteligindedir. Bu siirecte, Muzaffer
Sarisozen®  (1900-1963), Nida Tifekci®

(1929-1993), Halil Bedi Yonetken™ (1899-
1968), Mahmud Ragip Gazimihal" (1900-
1961) ve Sadi Yaver Ataman' (1906-
1994) yapmis olduklari alan calismalar,
derleme ve nota tespitleriyle notasyon
ve icraya yonelik toplanan malzemeyi
gelistirirken, yazinsal alanda da eserler
vermis miuzikolog/etnomiizikologlardandir.
Bu surecte, kendi ulkesinin halk ezgilerini
derleyerek calismalar yaptigi bilinen
ve Tirkiye’ye davet edilerek derleme
calismalarina katilan ilk isim, Bela Bartok
3 olmustur. 1936 yilinda Anadolu halk
ezgilerini derlemek icin Turkiye’ye gelen
Macar besteci, piyanist ve etnomiizikolog
Bela Bartok (1881-1945), Ahmet Adnan
Saygun™ ve  beraberindeki heyetle
Anadolu’daki derleme gezisine katilmis,
bu calismalarda Tiirk halk miizigi ve Macar
halk miizigi arasindaki iliskiyi incelemistir.
1950’lerde ise Ursula Reinhard ve Kurt
Reinhard Turkiye’de uzun yillar yaptiklari
alan calismalan ile tamnmis diger
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etnomuzikologlar arasindadir.  Reinhard
cifti bu arastirmalarinin sonucunda Musik
der Turkei: Die Kunstmusik adli kitaplarin
1984 yiinda yayinlamslardir. ilk dénem
halkbilim/etnomuzikoloji ~ calismalaryla
Anadolu bolgesinde halk sarkilarn Uzerine
arastirmalar yapan Reinhard’larin yam
sira halk miizigi teorisi, calgilar ve halk
oyunlan Uzerine incelemelerde bulunan
ve The Ideology of Musical Practice and
the Professional Turkish Folk Musician:
Tempering the Creative Impulse™ adl
makalesiyle alana katki saglayan bir diger
etnomiuzikolog ise Irene Markoff olmustur.

Halk ezgilerini derleme ve notaya alma
sureciyle baslayan calismalarin disinda,
Turkiye’de icra edilen miziklerin tarihsel
ve teorik serencamina dair arastirmalar
yapan Avrupali ve Amerikali miuzik
bilimciler, 20. yuzyiin basinda literature
katki saglayan eserler ortaya koymustur.
Bu siirecte, Tirk makam miizigi ve tarihi
tizerine calismalar yapan ingiliz miizikolog
Owen Wright, Osmanli Donemi miizigine
dair yazdigi Words Without Songs. A
Musicological Study of an Early Ottoman
Anthology and its Precursors' (1992) adl
kitab1 ve ‘Under the Influence? Preliminary
reflections on Arab music during the
Ottoman period’ ve Aspects of historical
change in the Turkish classical repertoire’"”
adli makaleleri ile Turk miuzikolojisine
katki saglayan ilk mizikologlar arasindadir.
Bir diger ingiliz miizikolog Henry George
Farmer ise Turkish Instruments of Music in
the Seventeenth Century. As Described the
Siyahatnama of Ewliya Chelebi®® (Glasgow
1937) adli kitabinda Evliya Celebi’nin
Seyahatname’sindeki sazlarla ilgili
kisimlan birtakim ilavelerle genisletilmis
olarak ingilizce’ye cevirmis (Okten, 1995:
174) ve ayrica Studies in Oriental Musical
Instruments™ (1931) adli calgilan anlattig
kitab1 ile Turk organoloji sahasina katki
saglamistir. Tirk miizik calgilar, Osmanli
Sarayr muzik yasami, muzisyenleri, mizik
formlan ve 17., 18. yilzyillarda mizik
teorisini detayli olarak anlattig1 Music of the
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Ottoman Court (Berlin, 1996) adli kitab1 ile
Walter Feldman ise bu siirecte Tirk muzik
tarih, teori ve organoloji alanmina katki
saglayan Avrupali bir diger mizikologtur.
Bu surecte dinyanin cesitli merkezlerinde
oldugu gibi Tiirkiye’de de halkbilim/
folklor olarak adlandirilan calisma sahasi
universitelerde kurulan boluimler, dernekler
ve akademik dergilerle etnomizikoloji
terimine gecisi hizlandirmisti.  1930°lu
yillardan itibaren alana ¢ikma, kayit alma
ve ardindan notaya aktarma sureclerini
iceren sozlu gelenek arastirmalan ve
kurumsal olarak baslatilan halk ezgilerini
derleme calismalan, Turkiye’de yapilan ilk
halkbilim/etnomuzikoloji ~ calismalaridir.
Yuzyilin ikinci yarisinda sosyal bilimlerde
gelisen teori ve Kkultur, topluluklar ve
muzikleri, etnisite, milliyetcilik, diaspora
ve kiresellesme, 1rk, toplumsal cinsiyet,
hegemonya ve goc gibi yeni kavramlarin
arastirmalara dahil edilmesiyle calisma
alanlarn  gelistirilmistir.  Martin  Stokes
gibi son  kusak etnomuzikologlarin
arastirmalarinda kullandig1 bu kavramsal
bakis, popliler miiziklerin ve populer muzik
icracilarimin  kulturel yapr icerisindeki
cozumlemelerini iceren postmodern donem
etnomuzikoloji  arastirmalandir. 1980
sonrasi surecte Turk populer muizik turleri
ve mizisyenlerin kiiltirel baglamda ele
alinmasin saglayan calismalariyla taninan
ingiliz etnomiizikolog Martin  Stokes,
Tirkiye’de vyaptigi saha calismalarinin
ardindan 1992 yilinda yazdig1 The Arabesk
Debate: Music and Musicians in Modern
Turkey ve 2010 yilinda yazdig1 The Republic
of Love kitaplan ile Turkiye muzik bilim
alaninda taninmis onemli isimlerden biri
olmustur.

Martin Stokes’un Tiirkiye’deki Popiiler

Miizik Arastirmalar
Martin Stokes, sosyal antropoloji ve
etnomuzikoloji sahasindaki calismalarim

Orta Dogu popliler miizikleri {zerine
yogunlastiran ve arabesk kavraminin
kilturel koklerinden yola ¢ikarak muzikal
ifadelerini anlatan, sosyo-kiltiirel ve

mizikal unsurlarin Tirk popiiler miizigine
yansimalarint  inceleyen ilk  Avrupali
etnomiizikologtur. 1994 vyilinda yazdig
Ethnicity, Identity and Music, The Musical
Construction of Place (Etnisite, Kimlik
ve Muzik, Mekanin Mizikal Yapilanmasi)
ve Nationalism, Minorities and Diasporas
(Milliyetcilik, Azintiklar ve Diaspora) adli
calismalarinda miuzikal kimlik, etnisite,
milliyetcilik, diaspora gibi 1960 sonrasi
etnomiuzikoloji sahasinda arastirmalara
dahil edilen kavramlar baglaminda popiiler
miizik ve miuzisyenleri arastirmistir. Turk
mizigi Uzerine yazdig1 Shedding Light
on the Balkans: Sezen Aksu’s Anatolian
Pop? baslikli kitap boélimii, The Tearful
Public Sphere: Turkey’s Sun of Art, Zeki
Miren?', Beloved Istanbul: Realism and
the Transnational Imaginary in Turkish
Popular Culture?? ve East, West, Arabesk?
baslikli makaleleri, The Republic of Love
adli son kitab1 ve Turkish Popular Music
in Global Perspective?* adli kitap boliimii
Tirk mizik tarihi ve popller mizigi
hakkinda  yaptig calismalarindandir.
1980 sonras1 Turkiye’nin cesitli bolgeleri
ve ozellikle istanbul’da yaptigi saha
calismalarinin  sonucunda kaleme aldig
The Arabesk Debate: Music and Musicians
in Modern Turkey (Turkiye’de Arabesk
Olay1, 1992) adli kitap sosyal antropoloji
ve mizikoloji 1s181nda  Tirkiye’deki
arabesk miizigin durumunu inceledigi
ve yayginlasan bu mizik turi hakkinda
yapilan ilk degerlendirmeler arasinda kabul
edilmektedir. Bazi miuzikologlarin, ‘Turk
sanat ve Turk halk miizigini etkileyen bir
yozlasma sirecinin sonucunda dogmus bir
miizik’ olarak degerlendirdikleri arabesk
mizigi kiiltiirel bir olgu olarak inceleyen
Stokes, arabesk miizik besteci ve icracilan
uzerinde calismalar yapmis ve cesitli
tespitlerde bulunmustur.

Tiirkiye’de Arabesk Olay1

19. yizyiin sonlarina dogru Tirk sanat
miziginin uzun bir sadelesme siirecine
girdigi, Hac1 Arif Bey’in kurdugu ‘romantik’
sarki okulunun so6z ve melodi acisindan basit
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ve 6-8 siralik bir sarki formunun olusturdugu
bir tiriin hakimiyeti s6z konusu oldugu
soylenebilir. Bu siirecte, klasik formlarin
zayiflamasi, Tlrk miizigi tarihcilerinin Tirk
sanat miiziginin ‘Romantik Okulu’ dedikleri
okulla ve Haci Arif Bey’in gelistirdigi, Sevki
Bey’in poplilerlestirdigi sarki formuyla
baslamistir (Stokes, 1994).

Stokes, Tiurkiye’nin modernlik deneyimini
gelenektenmoderne, kirdan kente, dogudan
batiya dogru ilerleyen tek yonli bir yolmus
gibi degerlendiren neo-oryantalist bakis
acisin elestiren, arabeskin resmilestirildigi
bu donemi, sosyal antropoloji Uzerinden
ele almistir. Turkiye’nin sosyal, kilturel ve
siyasi ortamin kitabin onsiiziinde belirttigi

gibi ‘disandan bir bakisla disaridakiler
icin’ hazirlamisti. Her ne kadar Turk
popu ve arabesk baglantisinin daha

kuvvetlendirilebilecegini ve sanat miiziginin
hayli kansik olan resmilestirme sirecinde
eksik kalan degerlendirmeler oldugunu
belirtmis olsa da, 1988 yilinda istanbul’da
bir yil siiren ve sonrasinda gidis-gelislerin
oldugu saha calismasi sonucunda yazmis
oldugu bu kitap; Tirkiye’de gelismeye
baslayan miuzikoloji ve etnomizikoloji
sahas1 arastirmacilari acisindan hemen
ilk orneklerden? olmasi sebebiyle detayli
olarak incelenmesi gereken bir calismadir.

Stokes’un Turk miizik tarihini etnografik
yontem temelinde ele aldigi, siyasi,
ekonomik ve kilturel baglamda
degerlendirmeler iceren arastirmalarinda;
arabeski nasil tanimladigini, calismalarinin
amacin1 ve etnografik yontemi kullanis
bicimini anlayabilmek onemlidir. Arabesk
mizigi, Tirkiye’de godcmenlerin yasam
tarz1 (giyim, yemek ve daha fazlasi) ile
bagdastiran, kirsal kiltlirdeki melankoli,
agit ve kederden koklerini alan bir
otantisite olarak degerlendiren bakis
acisina karsilik, benzer miuzik turlerinin
Orta Dogu ve Balkanlarda 1940-50’lerde,
Kuzey Bati Avrupa sehirlerinde ise
1960-70’lerde  goriildiigiinii  belirterek
(Stokes, 2007: 9), milliyetcilik, Glineydogu
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sorunlan ve Tirk devletinin son yillardaki
hiper-liberallesmesi disinda birakilanlarin
yasamlarina iliskin tartismalar soz konusu
oldugunda, arabeskin resmilestirilmesini
bu siirecin bas1 olarak degerlendirmistir.
Hiper-liberalizm doneminde ortaya c¢ikan
asin  kutuplasmanin yansimasi ile bir
tarafta rock muzik, bir tarafta arabesk
muzik vardir. Medya ve gunlik hayat
baglantisini, miizigin kamusal kiiltiirel
boyutunu gostermek icin  etnografik
yontemi kullanan Stokes, arabeski hem bir
miizik formu, hem bir yasam bicimi olarak
tanimlamis, popiler muzik malzemesinin
kiltiirel bir alan icerisine yerlestigi
etnografik yontem ile Turkiye’de kent
hayatinin deneyimlerine dair bulgulara
yer vermistir. Popiiler olan, halkin iirettigi
hicbir miizigin, “belli bir sosyal gruba ya
da simf Kkiltliriine atfedilemeyecegi”ni
belirterek, Adorno’nun “her miuzik tuird,
toplumun bitiiniinde var olan celiskilerin
ve gerginliklerin izlerini tasir” ifadesini
dile getirmis (Stokes, 1992: 21), ayrica
Turkiye’de  arabesk  olaymnin;  Turk
sosyologlar ve gazeteciler tarafindan
politik ve ideolojik konulan tartismak icin
kullamldigini, ayrica devlet projelerinde,
kilturel ve ekonomik katiimdan dislanmis
oldugunu soylemistir. Stokes’dan oOnce
Egribel (1984) ve Giingor’iin (1990) de
kanaat getirdigi gibi arabesk, Tirkiye’yi
modern ve Avrupai bir topluma cevirecek
devlet reformlarina karst cikan bir
tepkinin sonucu olarak ortaya c¢ikmistir.
Turkiye’nin akademisyen tarihcileri Niyazi
Berkes ve Serif Mardin’in fikirlerinden de
faydalanarak, toplumun Osmanli kiltur
mirasindan yoksun birakildigi dénemde,
yerini dolduracak duzeyde bir seyin
koyulamamis olmasindan dolay1 arabesk
gibi  kultirel ve miuzikal unsurlarin
dogduguna isaret ederken, politik olarak
sag kanatta arabeskin demokratik 6zgiirliik
ifadesi oldugunu belirtmistir. Sosyo-kiiltiirel
baglamda arabesk ve gecekondu yerlesim
alanlan arasindaki baglantiya benzer
olarak koylu-kentli gocmenler ile farklh
duzeylerde iliskiler kurulmaktadir. Stokes,
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arabeskin gecekonduyla bagdastirilmasinin,
mizigi kimin Urettigi ve kimin dinledigi
ustune isabetli bir sosyolojik aciklama
olarak degerlendirilmemesi gerektigini
belirtir. Bu fikir kabul edilirse, kultiriyle
ve de aliskanliklariyla ‘populer’ nosyonuna
tipatip uyan bir muzik tiketici simfi
arama ve tanimlama cabalari, sosyolojik
olarak anlamsizlasacaktir (Stokes, 1992:
182). Arabeskin giicle bagdastirilmasi,
bu mizigin toplumsal degisiminin sebebi
yerine, gostergeleriyle baglant1 kurulmasi
anlamindadir.  Arabesk  muzik icra
edenler ya da dinleyenlerin hepsi tlkenin
glineydogusundan goc etmis olmadigindan,
bu miizigin gocmen olsun olmasin sehirdeki
diger kisileri de etkileyebilecegi gbz 6niinde
bulundurulmalidir. Turkiye’de arabeskin,
“kultur”’den tamamen ayrilabilen, hastalikli
duygusunun ve duyarliigin alan olarak
goriildiigiine” (Stokes, 1992: 32) vurgu
yapan Stokes, bu miizigin Tirkiye’deki
gelisim siirecini ibrahim Tatlises, Ferdi
Tayfur, Orhan Gencebay, Bergen, Musliim
Gurses, Coskun Sabah, Emrah, Mahsun
Kirmizigil, Ceylan, Burhan Bayar gibi
miuzisyenler Uzerinden ele almis, arabesk
sarki sozleri, anlatilar ve sarkilarin muzikal
analizlerini aktarmistir.

Ask Cumhuriyeti

2010 yiinda yayinladigi The Republic of
Love: Cultural Intimacy in Turkish Popular
Music (Ask Cumhuriyeti Turk Popller
Miziginde Kiltiirel Mahrem?¢) adli bir
diger kitabinda, Tirkiye’de 1950’lerin
basindan itibaren medyay1 mesgul eden ii¢
onemli solist miuzisyenden bahsetmistir.
Bunlardan biri, queer? gece kuliibii yildizi
Zeki Miiren, digeri Tiirkiye’de yaptig1 saha
arastirmasinin da konusu olan arabesk
miizigin mucidi olarak tammladigi Orhan
Gencebay ve Uclncusu popun divasi
olarak taclandirdigi Sezen Aksu’dur.
Sohretleri ve hemen her yerde temsili
de olsa bulunuslariyla, muzik kariyerleri
ve mizikal eser analizleri Uzerinden
inceledigi bu isimleri, popliler miizik
kapsaminda donemsel degisimleri temsilen

kilturel mahrem ile iliskilendirmis, modern
Turkiye’ye atifta bulunarak 1950 sonrasi
siyasi ve kiiltlrel degisimleri ele almistir.
Stokes, arabesk miizigin yiikselisini;
‘kamuoyundaki ulusal duygusallik tUzerine
arabesk adi verilen populer mizik
tirinin merkeze alinmasi ve bu duygu
yogunlugunun  bir  yansimasi  olarak’
tanimlarken, zamansallik icinde kitlelerin
hislerine terciman olmus toplumsal bir
ikona doniusen, sarkilariyla ve yaptiklaryla
kisilerin kendilerini ifade edisini belirleyen
bir yap1 icerisinde hatta kulturel akisa
damgasim1  vuran bir sarkicinin  ve
sarkilarinin, bu sirec¢ icinde hayranlarinin
ya da genel olarak kamunun tepkilerine
gore de degisip, donistlugiine isaret
etmistir (Stokes, 2012: 23). inceledigi iic
sanatciy1 ‘ozel alamin, kisiselligin, iktidar
tarafindan sekillendirilme ve bunun gerek
bireyde gerekse kamusalliktaki sonuclarini
irdeleme’ olarak kuramsallastirdig
kilturel mahrem cercevesinde ele almistir.
Populer miizik turlerinin vicut bulma,
etki, kimlikler, sehirlesme ve makropolitik
donusum itibariyle tarihsel bir perspektifte
kavranmasina yonelik bir amacla yazdig
kitabinda, kitle iletisim araclarinin yaydigi
populer kultur ve ozel olarak da popler
mizigin Turkiye’de kamusal yasamin
devamliliginda onemli bir rol oynadigina
vurgu yapmistir.

Zeki Muren’in “queer bir duygu insanm ve
model yurttas” olarak tanimlandigi kitapta,
muizik tarihinde onemli donusumleri
yansitan bir figuir olarak ‘cinsiyet’ temsili de
irdelenmistir. Stokes, 1950’lerde yasanan
siyasi donusumin miizikal temsilcisi olarak
ele aldig1 Zeki Miren’den bahsederken,
‘O nasil yasadiysa oyle oldu: halkin gozu
onunde, ona has bir duygusal celiskiyi
ifade ederek’ ifadesiyle, miizik yasami
ve icrasina yonelik cesitli tespitlerde
bulunmustur. Sadettin Kaynak tarafindan
Nihavend makaminda bestelenmis, Vecdi
Bingol’in sozlerini yazdigi “Menekselendi
Sular” adli fantezi turundeki sarkiy1 sozel ve
miuizikal acidan incelemis ve Zeki Muren’in
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farkli ses tinis1 ve icra bicimi uzerinde
kuramsal fikirler gelistirmistir. Muren’in
ilk donem icrasindan farklilasan, arabeske
yonelen tavrina ve duygu yogunluklu
ifadesel anlatimina dikkat cekmistir.
Ayrica, film aktorliigii ve gazino solistligi
imajindaki ironik durumun ve cinsiyet
temsili bakimindan farkliiginin kimi zaman
bu mecralar izerinden yarattigi zitligi
tartismistir. Miren’i devrimci politikayla
ozdeslestiren duygusal filmler ve miuzik
tarzlarimin yerel dolasiminda buyuk rol
oynayan donusumiin temsilcisi bir sanatc
olarak incelemistir.

1970 sonras1 surecte, Tirk devletinin
‘modern’ olma cabalarinin icerisinde
arabeskin kurucularindan Orhan

Gencebay’in?® yasami ve mizik kariyerini
ele almistir. Kitapta, 1960’larin basinda
TRT’de genc bir saz ustasi olarak duyulan
Gencebay’in, ‘Bir Teselli Ver’ (1969) adl
ilk sarkis1 ile piyasaya ciktigi ve ardindan
film sektoriine girerek Unlendigi siirec
anlatilmistir. Gencebay arabeskinin altinda
yatan politik gorisiu anlama c¢abasinda
kilit rol oynayan “Batsin Bu Dinya” adl
sarkinin muzikal analizi yapilmistir. Muzikal
anlamda, calgisal sound, ritmik yenilikler ve
muizisyenlerin mahareti acisindan oviilen bu
icranin, vokal acidan elestirdigini belirten
Stokes, Gencebay’in (kendisiyle yaptig
goriismede) kendi miizigini; ‘arabesk diye
serbest calismalar’, “Turkiye’deki ortak
bir muzik kulturd... bir serbestlik, ozgurluk
hissi, gunluk yasamak, diinyayr tasimak”

manasinda ifadelerle tammladigim
soylemistir. Tirk popiiler miizigindeki
deneycilik  akimlar ve modernite

arayislarinin 1srarla yanlis anlasildigi, TRT
gibi ulusal kurumlarin Tirk miziginde
modernligin yegane belirleyicisi olmadigi,
kozmopolitligin Tirk mizik kiltiriinde
derin koklere sahip oldugu ve ilerici bir giic
olarak goriilmesi gerektigini, son olarak
da arabeskin sadece 1980’lerde resmi
kanallarin gudumindeki populer dindarlik
egilimi  itibariyle yorumlanamayacagin
belirtirken, daha derin ve daha “insani”
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koklere sahip oldugu seklindeki savlarina
dayanan ve Gencebay’in anlatisindaki
Turk modernitesinin  baskin  soylemini,
alt yapida kendisine mal etme egilimine
dikkat cekmistir (Stokes, 2012: 148,
153). Modernlik arayis1 (oncesinde sikca
yasandig1 gibi) siddete varmadan nasil
“Turklestirilebilir?”. Bu nasil gercekten
demokratik ve poptller bir talep olarak
one surulebilir? Bu arayis Turkiye’'nin
bolgesel komsulanyla diyalog ve kulturel
alisveris kurmasin1 nasil kapsayabilir? gibi
belirledigi sorulara, ‘Gencebay projesinin’
popiler mecrada ve populer tarihsel
deneyimde temel bulan, kamuoyuna mal
olmus miizik alternatifleri sunmus oldugu
seklinde cevaplar vermistir. Gencebay’in,
Turkiye’ninelitleriile 1980’lerile 1990’larin
basinda kisa bir siireligine bir araya gelen
halk siniflar1 arasinda bir diyalog kurulmasini
sagladigin ileri siirmiis, 1980 darbesinden
sonra devreye giren hiperliberalizm, ulusal
aidiyet ve vyurttashik degerleri ile ilgili
sorularin kokten degisiklige ugramasina
yol acmistir ifadesiyle, bu siirecte ozel
ve kamusal alanda kamuoyu tarafindan
yeni bir cerceve olusturulurken, toplumsal
cinsiyetle ve cinsellikle ilgili meselelerin
bir kez daha one cikarildigini ifade etmistir
(Stokes, 2012: 157).

1990’l1 yillar; teknolojinin ivme kazandigi,
bant kasetler ve sonrasinda CD kayitlan
ile dinleyiciye ulasilan, ozel kanallarin
kurulmasinin ardindan 24 saat miuzik
yayin1 yapan muzik videolari ile seyircinin
kulagina oldugu kadar goziine de hitap
eden bir donem olarak muzikal anlamda
onemli bir donusum surecidir. Stokes,
bu siireci ‘Ne Aglarsin? Sezen Aksu’nun
Diva Yurttashigi’ bashigiyla, besteci, soz
yazari, yorumcu kimligiyle bir kadin
sanatc1 olarak Sezen Aksu Uzerinden
aciklamaya  calismisti.  Modernitenin
politik micadelelerini, kadin bedenlerini
bir yandan birer bilim insani, pilot ve aydin
olarak canlandiran, diger yandan da onlan
romantik ask, ask evlilikleri ve cekirdek
aile merkezli diizen yanlis1 heteroseksuel
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anlatilarla konumlandiran tasavvur ve
anlatilara basvurarak kurguladigin1 ifade
ederek ele almis (Stokes, 2012: 163);
Sezen Aksu’nun Turkiye’deki glicli konumu
ve on planda olusunu, 12 Eylul 1980 askeri
darbesinin akabinde yasanan yogun siyasi
baski, kemer sikma dénemi ve Turgut Ozal
yillarinin  basindaki liberalizmin sonucu
olarak degerlendirmistir. 1975 yilindaki
“Haydi Sansim/Gel Bana” adli ilk plaginda
yer alan aranjman sarkinin muzikal analizini
yapmistir. Bu sarkinin yayinlandigi yildaki
basansizligina ragmen, pesi sira ¢ikardig
plaklar ve 1980’lerde Onno Tung Orkestrasi
ve dizenlemeleri ile farklilasan muzikal
soundu ile popun divast haline gelen
Aksu’nun miizikal farkliiginin; sarkilarin
aranjesinde kullanilan armoni, kontrpuan
akislarnt ve karakteristik calg1 secimleri
olduguna deginmistir. Sezen Aksu’nun
artan basarisini, sesindeki donusume ve
kadin bir soz yazari olarak Aysel Gurel’in
yazdig1 ‘Firuze’ gibi yogun ve zengin bir
dil, hizinli ve kaderi temalar ile 1980
oncesi olmayan kisisel, mahrem ve kadini
konu alan sarki sozlerine baglayan Stokes,
vokal performansindaki artan duygusalligi
gecmisle arasinda belirginlesen farklilasma
istegi olarak degerlendirmistir. Aksu’nun
bu yeni piyasa imajinda belirginlesen
vokallerinin yeni tarz bir mahremiyet ve
yeni tarz bir hiziin ile devreye girdigine
isaret etmistir. Sezen Aksu’nun vokal
sanatini, cinsellik ve toplumsal cinsiyetin
icrasindaki  mahremiyet  endiseleriyle
birlestirdigini, Tirk modernligini arzulayan,
anlatan, tiketen ve kendini sekillendiren
aracillann  olarak erkeklerden ziyade
kadinlarin merkezde oldugunu belirterek
sonlandirdigini soylemektedir. Stokes, Tirk
popiler kulturtnde ikoniklesmis sanatcilan
inceledigi bu calismasinin sonucunda Zeki
Miren’in klasik gelenegin piyasa tarafindan
kirletilmesinden dogrudan sorumlu
tutulduguna dair elestirisini belirtmis,
Orhan Gencebay’in 1970’lerin baslarindaki
politik izinin disinda 1980’lerde donusen
soundunun farkedilmesi ve hor gorilmemesi
gerektigi  konusuna dikkat cekmistir.

Sezen Aksu da dahil tum bu sanatcilarin
muziklerinin, ulus, yurttastik bilinci ve
diinyada sahip olduklar yere iliskin Turklere
has anlayislarla nasil iliskiye gectigini ve
var olan anlayislan nasil donusturduklerini
aktarmistir.

Antropoloji, kultur tarihi alanlarinda
gelisen karsilastirmali yontemin etkisi ve
fonografin icadi gibi teknolojik gelismeler

sayesinde yapilan alan calismalan,
diinyada oldugu gibi Tirkiye’de de
muizik etnografisi ve etnomuzikoloji

calismalarina ivme kazandirmistir. Sozlu
gelenegin kayit altina alinmas1 repertuvar
gelisimini saglarken, etnografik yontem
ve sosyal antropoloji kavramlar kuramsal
cerceveyi desteklemistir. Makalede, Avrupa
merkezinde 19. ylzyilinsonundasistematize
edilen muzikoloji disiplininin alanlar,
gelisim sureci ve yapilan ilk arastirmalara
dair bilgiler 15181nda Tiirkiye’de miizik
folkloru/ etnomuzikolojinin tarihsel
gelisimi ve kapsam incelenmis, sozlu
eserler ve halk miuziklerine yonelik
arastirmalar yapan oncu halkbilimci/
etnomiuzikologlardan bahsedilmis, 1980
sonrasinda  Tirkiye’de  yaptigi  alan
calismalariyla bilinen ingiliz etnomiizikolog

Martin Stokes’un Turk populer miuzik
tarihi  hakkinda yazdig1 kitaplarina
dair degerlendirmeler yapilmistir.
Martin  Stokes’un  Turkiye miuzikoloji

literatlrinde onemli yer tutan Tirkiye’de
Arabesk Olay1r (1992) ve Ask Cumbhuriyeti
(2010) adli kitaplann sosyal antropoloji
kavramlar1 Uzerinden miuzikal tespitler
icermekte ve 20. yluzyiin ikinci yarisinda
popliler miizigi toplumun kiiltir tarihi
ile iliskilendirmektedir. Arabesk miizigin
Turkiye’de ortaya cikisi, gelisim sureci ve
mizisyen temsilcilerinin incelendigi ilk
kitapta, bu miizigin sosyo-kiiltiirel yapi
cercevesinde ele alinmas1 gereken bir siirec
oldugu fikrinden yola c¢ikarak, dénemin
arabesk miizik temsilcilerinin incelendigi
ve miizikal analizler ile arabesk miizigin
tanimlanmaya calisildig1 tespit edilmistir.
Modernlesme, liberallesme, siyasi tarih
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ve Turkiye’deki popiler muzik gelisiminin
iliskilendirildigi ikinci kitapta ise, 1950
sonrast miizikal degisim ve donisimiin
temsilcileri olarak uc¢ ikon belirlenmis ve
kilturel mahrem cercevesinde Turkiye’nin
muizikal donusum surecleri belirlenmistir.
1960’larda Zeki Miren, 80’lerde Orhan
Gencebay ve 90’larda Sezen Aksu’nun icra
ve performanslar ile iliskilendirilen bu
sureclerde, siyasi, ekonomik ve kultirel
farklilasmanin miizige yansimalari kuramsal
bir cercevede ele alinmistir.
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Yayinlari, istanbul 2016. Zeki Miiren
hakkinda ayrica bkz. Biyografya 3:
Zeki Miiren, Baglam Yayinlan, istanbul
2002.

28.  Aym surecte, Orhan Gencebay’in
popllerlesmesi ve arabeskin yikselise
gecmesini Turkiye’nin siyasi durumu
lizerinden degerlendirmelere katan
baska calismalar da yapilmistir.
Sosyolog Meral Ozbek tarafindan
yazilmis Populer Kultir ve Orhan
Gencebay Arabeski adli sosyo-kiiltirel
baglamda arabesk kiilturli, mizigi
ve en Unlu icracilanindan Orhan
Gencebay’1 anlattigi calisma, bu
alanda yapilmis ilk kapsamli kitaptir.
2002 yilinda Caner Isik ve Nuran Erol
tarafindan yazilmis Arabeskin Anlam
Diinyast Miislim Giirses Ornegi  adl
bir diger kitap ise 1990’larda Tirk
muzik tarihini yakindan ilgilendiren bu
meseleyi inceleyen bir diger arabesk
icraci ornegini aktaran alandaki 6nemli
calismalardandir.
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The development process of ethnomusicology discipline,
preliminary studies carried out in Turkey and examination of
Martin Stokes’ research on popular music

Extended Abstract

While music discipline systematized in Europe
in the 20th century was developing its own
methods and techniques through research in
the main fields such as historical, systematic
and comparative musicology, it developed as
an open field for interdisciplinary research by
utilizing methods in social sciences, especially
anthropology, history and philology. With the
emphasis on the ethnographic method in the
post-1950 period and with the emerging of
concepts of nationalism, ethnicity, diaspora and
gender after 1960, comparative musicology,
which explored the music of cultures based
on non-European and / or oral traditions in
the early 1900s, was defined as a discipline
(ethnomusicology) within a large perspective
which researched the music and dance elements
of any given society. After the second half of
the century, the musical elements which were
analyzed as a part of the culture were brought
into the literature by the researches conducted
in various regions, and the Ottoman / Turkish
music studies conducted by European and
American music scientists seem to have started
in this process.

As in various centers of the world, the study
field of ethnology/folklore has accelerated
the transition to the term of ethnomusicology
with the departments founded in universities,
associations and academic journals. As of
1930s, oral tradition researches including the
processes of appearing in the field, recording
and then transferring into notes and the
studies of compiling folk songs initiated
institutionally have constituted the first
ethnology/ethnomusicology activities in Turkey.
The fields of study have been extended with
the inclusion of concepts such as theory and
culture, communities and their music, ethnicity,
nationalism, diaspora and globalization, race,
social gender, hegemony and immigration,
which were developed in social sciences in the
second half of the century, in the researches.
This conceptual view adopted by the latest
generation of ethnomusicologists such as Martin
Stokes is the postmodern ethnomusicology

research including the analysis of popular music
and popular music performers within the cultural
structure. The British ethnomusicologist Martin
Stokes, who is known for his activities enabling
the Turkish popular music genres and musicians
to be approached in the cultural sense after
1980, became one of the significant names
recognized in the field of Turkish music science
with his books The Arabesk Debate: Music and
Musicians in Modern Turkey written in 1992 and
The Republic of Love written in 2010 following
his field studies in Turkey.

Stokes is the first European ethnomusicologist
focusing his studies in the field of social
anthropology and ethnomusicology on the
Middle Eastern popular music, explaining the
musical expressions of the arabesque concept
through its cultural roots and examining
the reflections of socio-cultural and musical
elements on Turkish popular music. The book
titled The Arabesk Debate: Music and Musicians
in Modern Turkey (Arabesque Case in Turkey,
1992) he wrote as a result of his field studies
in various parts of Turkey and especially in
Istanbul after 1980 is considered among the
first evaluations which examine the status of
the arabesque music in Turkey in terms of social
anthropology and musicology and have been
conducted on this music genre that has become
popular. Examining the arabesque music, which
is accepted as “music born from a degenerative
process affecting the Turkish classical and
Turkish folk music” as a cultural phenomenon,
Stokes conducted studies on arabesque music
composers and performers and made different
observations. As in Arabesque Case in Turkey
of Stokes, it is important to understand the
purpose of his studies which investigate the
history of the Turkish music on the basis of the
ethnographic method and include political,
economic and cultural evaluations and the way
he used the ethnographic method. As opposed
to the view associating the arabesque music
with the life style (dressing, eating and more)
of the immigrants in Turkey and considering it
as an authenticity based on the melancholy,
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requiem and sorrow in the rural culture, he
stated that the similar music genres were
observed in the Middle Eastern and Balkans in
1940-50s and in the cities of the Northwestern
Europe in 1960-70s, and when discussions
emerged regarding the lives of those left out
of nationalism, Southeastern problems and
the hyper-liberalization of the Turkish State in
recent years, he considered the formalization
of the arabesque as the beginning of this
process. In another book titled TheRepublic of
Love: Cultural Intimacy in Turkish Popular Music
and released in 2010, he mentioned about
three important soloist musicians who had been
keeping the media busy since the beginning of
1950s in Turkey. One of them was Zeki Miren, the
star of the queer night club, another musician
was Orhan Gencebay, who constituted the topic
of his field study in Turkey and he defined as the
inventor of the arabesque music, and the third
one was Sezen Aksu he addressed as the diva
of the pop music. He correlated these names,
who he examined over their music careers and
musical work analyses together with their fame
and presence almost everywhere, although
representatively, with the cultural intimacy to
represent the periodic changes in the popular
music, and discussed the political and cultural
changes after 1950 by referring to modern
Turkey.

Keywords

This study, which seeks to answer such questions,
examined the historical process of the term
ethnomusicology in Europe, the first studies
conducted on folklore/ ethnomusicology in
Turkey and, with his ethnomusicologist identity,
Martin Stokes’ research on the Turkish popular
music. The historical development of music
folklore and ethnomusicology in Turkey was
evaluated under the light of the information
regarding the fields of musicology discipline
that was systematized in the center of Europe
at the end of the 19th century, its development
process and preliminary research done, some
pioneering folklorists/ethnomusicologists who
did research on oral works and folk music
were mentioned, and the books The Arabesque
Incident in Turkey and Love Republic which
were written by Martin Stokes known with his
studies in Turkey after 1980 and which occupy a
significant place in the musicology literature in
Turkey were examined.

ethnomusicology, martin stokes, turkey, popular music, musicology
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After the interaction of Turkish magam
(tune) music elements with arabesque
tunes and popular music types after 1960s,
the combination of lyrics, composition
and performance were moved to different
dimensions and significant transformations
in terms of music were experienced in
the second half of the 20th century. In
the music history of Turkey, each period,
which can be separately categorized into
1960s, 1980s and 1990s, determined its
own actors representing different musical
elements it contains. From the recording
technologies used in records, cassettes
and CDs to composition techniques,
and from preferred instruments and
performing techniques to visual elements,
musical periods fed from different sources
emerged. Zeki Muren, Orhan Gencebay
and Sezen Aksu, whom Martin Stokes
masterfully chose to include in his book
published in 2010 TheRepublic of Love:
Cultural Intimacy in Turkish Popular Music
(Ask Cumhuriyeti: Tirk Popiiler Miiziginde
Kiltirel Mahrem)' with their common
characteristics of lyrics writer, composer
and soloist, are among the important
representatives of the mentioned periods.
This abstract, written for the purpose
of promoting the book, examines the
conceptualization of these iconic artists
selected as period representatives.

In_Stoke’s book, Zeki Miren, who started

1 The Turkish version of the book was published
in 2012 from Ko¢ University publications.

his stage life between the years of 1950-
85 as a Turkish music soloist at TRT Radio
Institution and later became a popular icon
with his records, as casino soloist and film
actor, is examined through the concept of
cultural intimacy in terms of his musical
performance, pronunciation, sound as
well as features such as ‘queer nightclub
star’ representation and ‘model citizen’
following his demise. The book continues
with another representative of the period,
Orhan Gencebay, described by the author
as the? ‘inventor’ of the arabesque music
which is also the subject of his field study
in Turkey, who started his music life in TRT
as a young saz (Turkish musical instrument)
master in the early 1960s. In addition
to the narration of his life through his
entering the market with his first song ‘Bir
Teselli Ver’ (1969) (Give me a Consolation)
and his gaining popularity by entering the
movie sector, Gencebay’s influence on
the arabesque culture in Turkey is also
examined. Another biographical narrative
in the book is the section where the identity
of Sezen Aksu, crowned as the ‘diva of
pop’, as female songwriter, composer
and soloist is emphasized and the view of
the popular music world of the 1990s is
conceptualized. Stokes associated these

2 As a result of his field work in Turkey in 1980,
the book that he wrote about the arabesque music
and its representatives named The Arabesque
Debate: Music and Musicians in Modern Turkey
was published in 1992 with the title The Arabesque
Incident in Turkey from fletisim publications.
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names whom he examined through their
fame and presence almost everywhere,
though in representation, and through
the analyses of their musical careers
and musical works with cultural intimacy
representing periodic changes within the
context of popular music. By referring to
modern Turkey, he also reviewed political
and cultural transformations after 1950.
Through these figures whom he reviewed
within the framework of cultural intimacy
which he conceptualized as ‘structuring
of private sphere and individualism by the
government and scrutinizing its effects on
both the individual and the public’, Stokes
emphasizes the significant role played
by the popular culture disseminated by
mass media and especially popular music
in the continuity of public life in Turkey
with a view to ensure to comprehend the
reincarnation of popular music genres,
their influence, identities, urbanization
and macro-politic transformation from a
historical perspective.

In the book where Zeki Muren is described
as a “queer emotional person and model
citizen’, his representation of gender
as a figure that reflects remarkable
transformations in the history of music was
alsoexamined.Asthemusicalrepresentative
of the political transformation in the
1950s and in line with the description ‘he
passed away as he lived: expressing an
emotional irony unique to him in front of
the public’, the ironic representation of his
musical life was emphasized. The fantastic
song composed by Sadettin Kaynak in
Nihavend magam and the lyrics written
by Vecdi Bingol “Menekselendi Sular” and
Miren’s performance were examined in
terms of lyrics and music, and theoretical
ideas regarding its different tunes and
form of performance were developed.
Miren’s attitude diverging from his early
performance and directing towards
arabesque was noted, and his highly
emotional way of expression was decorated
with theoretical approaches. The contrasts

which the ironic situation in his image as
film actor and casino soloist and his being
different in terms of gender representation
sometimes created through these media
were discussed, and various evaluations
were made as the representative artist of
the transformation that played a big role
in the local circulation of emotional movies
and music types which were identified with
revolutionary politics.

In the period after 1970, in the background
of modernization efforts of the Turkish
Republic, Orhan Gencebay?® ‘s life, one of
the founders of arabesque, and his musical
career were discussed. In his musical
analysis of the song “Batsin Bu Dinya”
(Let this world End) which plays a key
role in understanding the political view
underlying ‘Gencebay Arabesque’, Stokes
states that this performance is appreciated
in terms instrumental sound, rhythmic
innovations and musicians’ skills while it
is criticized from a vocal point of view.
And he adds that in an interview with him,
Gencebay described his music using such
expressions as “free improvisations called
arabesque”, “A common music culture in
Turkey... a sense of freedom, living the
day, carrying on the world.” Stokes argues
that experimental trends and searching for
modernity are persistently misunderstood
and that national institutions such as
TRT are not the only determiners of
modernism in the Turkish music and that

3 Within the same period, he carried out other studies
in which he included his evaluations regarding the
popularization of Orhan Gencebay and the rise
of the arabesque through the political situation in
Turkey. The bookwritten by the sociologist Meral
Ozbek named Popular Culture and Orhan Gencebay
Arabesque is the first comprehensive book in
this field, describing the arabesque culture, music
and one of its most famous performers, Orhan
Gencebay, in a socio-cultural context. Another
book written by Caner Isik and Nuran Erol in 2002
with the name The Meaning World of Arabesque,
Mislim Giirses Example is one of the significant
studies in this field examining this issue which is
closely related to Turkish music history in 1990s and
conveying another arabesque performer example.
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cosmopolitanism is deeply rooted in the
Turkish music culture and should be seen as
a progressive power. He finally points out
that the arabesque cannot be interpreted
only with the popular religious inclination
motivated by the official channels in the
1980s. Doing this, he draws attention to
the fact that, based on the arguments
that it has deeper and more humane roots,
Gencebay has a tendency to own the
dominant discourse of Turkish modernism
in his expression in the infrastructure. How
can search for modernity be made “Turkish”
without resorting to violence (as was
frequently experienced before)? How can
this really be put forward as a democratic
and popular demand? How can this search
encompass the establishment of dialogue
and cultural exchange between Turkey and
its regional neighbors? To such questions,
he responds that ‘Gencebay Project’
offered musical alternatives which found
a basis in the popular media and popular
historical experience and became public
property. In his book, Stokes proposes
that Gencebay helped establish a dialogue
between Turkey’s elite and the people
from different classes who came together
for a little while in the 1980s and early
the 1990, and he argues that Gencebay led
to a radical change in questions related
to hyper-liberalism, national belonging
and civic values which occurred after the
1980 coup. He also states that while the
public and private spheres created a new
framework in this process, gender and
sexual issues were once again brought
to the fore. While he defines the rise of
arabesque music as ‘the centralization of
popular music genre named as arabesque
based on the national sentimentality in the
public and the reflection of this emotional
intensity’, he points out that a singer and
his songs, which turned into a social icon
that interpreted the feelings of the masses
in time and even marked the cultural flow
within a structure that determined the
expression of the people with his songs and
works, changed and transformed according

2019, 7(2) Ersoy Cak, S.

to the reactions of his fans or the public in
general.

The 1990s was a period of remarkable
musical transformation when technology
accelerated, the transition from tape
cassettes to Compact Discs occurred and,
with the establishment of private channels,
the broadcasting of music videos for 24
hours a day appealed not only to the ears
but also to the eyes of the audience. Stokes
has tried to explain this process under the
title * Why do you cry? Sezen Aksu’s Diva
Citizenship’ through Sezen Aksu as a female
artist with her qualities such as composer,
songwriter and performer. He discusses
that modernity designed the political
struggles by referring to imaginations and
narratives that portrayed women’s bodies
as scientists, pilots and intellectuals on the
one hand, and on the other hand, positioned
them with romantic love, love marriages
and heterosexual narratives that supported
the core family-centered order. Stokes
evaluates Sezen Aksu’s strong position and
being in the public forefront to be a result
of intense political pressure experienced in
the aftermath of the September 12, 1980
military coup, the austerity period and
liberalism during the first years of Turgut
Ozal’s political term. He has made the
musical analysis of the arrangement song
on her first record named “Haydi Sansim /
Gel Bana“ of 1975. In spite of the failure of
this song in the year it was released, Stokes
attributes the musical distinctiveness of
Sezen Aksu who became the diva of pop
music with her different musical soundin
her successive records and arrangements
with the Onno Tunc¢ Orchestra in the 1980s
to the harmony, counterpoint flows and
characteristic instrument choices used in
the arrangements. Sezen Aksu’s increasing
success is attributed to the transformation
in her voice, to the female songwriter
Aysel Girel’s intense and rich language in
her songs such as ‘Firuze’, to the lyrics
of the personal, intimate and with sad
and fateful themes and subjects related
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to women, which did not exist before
1980. Stokes considers Aksu’s increasing
sentimentality in her vocal performance
as her desire to differ from the past. He
points out that Aksu’s vocals that became
prominent in this new market image came
into play with a new style of intimacy and a
new style of sadness. He states that Sezen
Aksu combined her vocal art with intimacy
concerns in the execution of sexuality and
gender and finalized it by expressing that
rather than men, it was women as self-
shaping mediators who desired Turkish
modernity, narrated it, and consumed it
at the very center. As a result of his study
of iconic artists in the Turkish popular
culture, Stokes expresses his criticism that
Zeki Muren was directly responsible for the
smearing of the classical tradition by the
market, and he adds that apart from his
political track in the early 1970s, Orhan
Gencebay’s soundthat was transformed in
the 1980s should be noticed and should
not be despised. He narrates how the
music of these artists including Sezen Aksu
interacted with the views unique to Turkish
people regarding nation, citizenship
awareness and their place in the world and
how these artists transformed the existing
insights.
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Ozet

Bu makalede halen Ussak makamindaki en bilinen pesrevlerden biri olan “Kanbos Naziresi” adli eser
incelenmektedir. S6z konusu eser, asgari 250 senelik bir gecmise sahip olmasina ragmen 20. yiizyil
baslarindan bu yana klasik repertuarlarda degil, “piyasa miizigi” olarak nitelendirilen fasillarda
kendine yer bulmaktadir. “Piyasa tavri” kavraminin heniiz mevcut olmadigi bir donemde ve klasik bir
formda bestelenmis olan bir eserin klasik repertuarin disinda diistiniilmesi olagandis1 bir durumdur.
Bu ozelligi bakimindan bir “aykiri vaka” olarak ele alinabilecek bu pesrevin tarihsel seriiveni
cesitli birincil kaynaklar iizerinden incelenerek Osmanli-Tiirk miiziginin aktarimi ve icra tavirlan
hakkinda bazi sonuclara ulasilmistir. Ulasilan sonuclar, “klasik tavir” ile “piyasa tavn” arasindaki
kategorik ayrimin sorgulanmasini saglamakta, bu tavirlar arasindaki ortaklik ve farkliliklarin daha
iyi anlasilmasi icin bazi ipuglar sunmakta ve bir miizik eserinin herhangi bir cevrede neden ragbet
goriip gormedigi sorusunun genel ve rasyonel bir cevabinin kolaylikla bulunamayacagin ortaya
koymaktadir.

Anahtar kelimeler
osmanli-tiirk miizidi, piyasa, tavir, icra, aktarim

Tirk mizigi gelenegindeki degisim ve
devamlilik hakkinda tarihsel-sosyolojik

dogaldir.  Son  yillarda tarihsel
muzikoloji  alaninda  Osmanli-Turk

metodolojiyle yapilmis bircok calisma
mevcuttur (ornegin Behar, 1998; Ayas,
2014). Ozellikle bestecilik ve icra
tekniklerindeki degisim ve devamliliga
iliskin calismalar (Ornegin Wright,
1988, 2007; Ekinci, 2017) ise daha cok
nota kaynaklarinin mukayesesi seklinde
yurutilmektedir. Bu iki literatlirden
birincisinde teknik analizlere,
ikincisinde ise sosyo-kiiltiirel baglama
fazla yer verilmez. Tirk miiziginin
gecmisi hakkinda aydinlatilmay1r ve
yeniden degerlendirmeyi bekleyen
cok fazla konu oldugu icin literatiirde
bu turden uzmanlasmalarin olmasi

miizigine gosterilen ilginin artmasi ve
yeni kaynaklarin kullanimi sayesinde
iki farkli literatliiri bir araya getiren
calismalarla da  karsilasilmaktadir
(ornegin Olley, 2017a). Osmanli-Tirk

miizigi  hakkindaki  bilinmeyenlerin
aydinlatilmas1  igin bunun  gibi
butunlestirici  calismalara  ihtiyac

bulundugu gibi, iki literatiir arasindaki
baglan gliclendirecek yeni yontemlerin
gelistirilmesinde de yarar vard.

Bu amac¢ dogrultusunda tekil musiki
eserlerinin birer vaka seklinde analiz
edilmesi pratik bir yontem olabilir. Bu
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sayede hem literaturdeki genelleyici
argimanlarin  saglamasi yapilabilir,
hem de yeni kesiflerde bulunulabilir.
Son yillarda uzerinde giderek daha
fazla calisma yurutulen Hamparsum
kaynaklari, bu bakimdan bizlere buyuk
bir potansiyel sunmaktadir. Zira bu nota
yazisininkullanildigi 19. yiizyil, Osmanli-
Tirk miiziginin hem icra ve bestecilik
stilinde, hem de kililtiir ve geleneginde
onemli  donisimlerin  gerceklestigi
bir donemdir. Musiki eserlerinin bu
kaynaklardaki tarihsel gecmisini takip
ederek her iki donusum hakkinda da
cikarimlar yapmak mumkin olabilir.

Bu makalede halen Ussak makamindaki

en bilinen pesrevlerden biri olan
“Kanbos Naziresi”' adli eser konu
edilecektir. Bu eser, asgari 250

senelik bir gecmise sahip olmasina
ragmen 20. yizyil baslarindan bu
yana klasik repertuarlarda degil,
“piyasa miizigi” olarak nitelendirilen
fasillarda kendine yer bulmaktadir.
“Piyasa tavn” kavraminin heniz
mevcut olmadigi bir donemde ve
klasik bir formda bestelenmis olan
bir eserin klasik repertuarin disinda
distinilmesi olagandis1 bir durumdur.
Bu ozelligi bakimindan bir “aykin
vaka”? olarak ele alinabilecek
bu pesrevin tarihsel seriveni
cesitli birincil kaynaklar uUzerinden
incelenerek Osmanli-Tiirk miiziginin
aktannmi ve icra tavirlann hakkinda
sonuclara ulasilmaya calisilacaktir.’

* Bu makalenin 6nceki bir versiyonu 2018 yilinda Ca’Foscari
Universitesi ve Giorgio Cini Vakfrnca Venedik'te diizenlenen
“Theory and Practice in the Music of the Islamic World: Study
Day in Honour of Owen Wright” bashikli sempozyumda
sunulmustur.  Caliyjmada gegen birgok Hamparsum
kaynagini tespit etmemde ve kullanmamda sagladig
bityiik katkilardan dolay: Jacob Olleye ve yardimlarindan

otirit  Ridvan  Aydinlrya  tesekkiirlerimi  sunarim.

Piyasa miizigi

italyancanin ~ Venedik  lehcesindeki
piasa’dan Tirkce’ye gecmis olan
(“Nisanyan  Sozluk”, t.y.) piyasa

sozcligli, dilimizdeki esas anlami olan
“carsi, meydan”in yaninda muzikal
baglamda da anlamlar kazanmistir. 19.
yuzyilin ortalarindan itibaren bu sozcuk
“eglence miizigi” anlamina gelen
“piyasamiizigi” seklinde kullanildig1 gibi
eglence miiziginin Uslubunu belirtmek
icin “piyasa tavr” ifadesi de kullamlir
(Oransay, 1964, s. 45). Bu donemde
istanbul’daki orta simfa hitap eden
kiraathane, gazino ve meyhane gibi
umuma acik miizikli eglence mekanlan
artmis ve buralarda icra edilen muzik
anlayis1 basli basina bir muzik turu
haline gelmistir (Behar, 1998, s. 61).

Piyasada icra edilen muzik geleneksel
miizikteki makam ve usll bilgisine
dayanmakla ve fasillar halinde
diizenlenmekle beraber hem repertuar,
hem de uslup bakimindan farkliydi.
Piyasa fasillarinda dinleyiciyi, diger
bir deyisle musteriyi sikmamak adina
uzun ve agdali eserler yerine kisa ve
kolay anlasilir olanlan tercih edilmistir.
Boylece klasik formlardaki sozlu
eserlerin agirlig1 fasillarda giderek
azalirken sarkilar repertuarda baskin
halegelmis, halk turkuleri, oyunhavalan
ve kantolar gibi klasik fasillarda yer
verilmeyen eserler de piyasa faslinda
kendine yer bulmustur. Faslin basinda
calinan pesrev kimi zaman kisaltilarak
icra edilmis, faslin sonunda ise saz
semaisinin haricinde longa ve sirto
gibi saz eseri formlar kullanilmistir.
Piyasa fasillarinda onceki yuzyillardan
kalma eserlere de vyer verilmekle
birlikte donemin muzik zevkine daha
uygun olmalarindan dolay1 19. yuzyil
ve sonrasinda bestelenmis eserler

2214



RAST MUZIKOLOJI DERGISI

agirlikli olarak tercih edilmistir. Biitlin
bu repertuar klasik/geleneksel Usluba
nazaran daha serbest, yuksek volumlu
ve suslemeli sekilde icra edilmistir.

Osmanli-Tirk  miiziginin
kultur ve Uslubunun korunmasina
hassasiyet gosteren  musikisinaslar,
piyasa fasillarinda icra edilen miizigi
bayagi ve niteliksiz bulmuslardir. Piyasa
fastinin yayginlastigi donemlerde bu
mizige getirilen baslica elestirilerden
biri yeni bestelenen sarkilarin teknik ve
estetik bakimdan kusurlu olmasi (Galib
Necib, 1920, s. 124-126) ve bircogunun
birbirine benzemesiydi (Ra’if Yekta,
1926a, s. 4). Klasik eserlerin ragbet
gormedigi (Ra’Gf Yekta, 1926c, s.
2) piyasa fasillarinin turki ve oyun
havalarina varan karma bir repertuara
sahip olmasi ve eserler icra edilirken
nazari kaidelere dikkat edilmemesi
(muhammes vyerine duyek usullinun
vurulmasi gibi) gibi durumlar da tenkit
edilmekteydi (Ra’Gf Yekta, 1899, s.
1937). Musterilerin memnun edilmesi
ugruna estetikten odiin  veriliyor
olusunu  geleneksel  musikisinaslar
uzuntu ve tepkiyle karsilamaktaydilar
(Ogiitle ve Etil, 2009, s. 436-437).

geleneksel

Geleneksel anlayis benimseyen
musikisinaslarin verdigi bu tepkilerin
sebebi miizigin bir eglence araci olarak
kullanilmasina kars1 olmalar degildi.
Buradaki temel endise ayni kisilerin
hem piyasada hem de ciddi muzik
ortamlarinda muzik icra etmeleriydi
(Oney, 1961, s. 148; Oztuna, 1974,
s. 149-151). Bu durumda maddi ve

sanatsal kaygilarla yapilan icralar
arasinda olmast beklenen ayrim
ortadan kalkmakta, geleneksel icra

usluplarinin yerini yeni ve melez bir
tavrin alma ihtimali dogmaktaydi.

2019, 7(2)

Ekinci, M. U.

Piyasa miiziginin doguracagi sonuclar
konusunda fevkalade olumsuz
goriislere sahip olan Yilmaz Oztuna,
“Sanat ve eglence musikisini icra
edenler tamamen ayrilmadikca Turk
Musikisi’nin geleceginden siiphe edilir
ve musiki tereddisi, soysuzlasmasi,
tamamlanacaktir” diyordu (Oztuna,
1974, s. 150). 20. yuzyiin modernist,
bir o kadar da muhafazakar goriisiine’

gore islev ve nitelik bakimindan
farkli  ozellikleri bulunan “sanat”
ve “piyasa” muzikleri birbirinden
keskin bir biciminde ayrilmaliyd.
Aksi  halde ikincisinin  birincisini
dejenere etmesi kacimlmazdi.

Nitekim bircok gelenek¢i musikisinas
icra esnasinda nagmelere eklenen
siislemeleri piyasalasmanin getirdigi bir
dejenerasyon olarak kabul etmekteydi.
Geleneksel icrada sadeligi esas alan
bu gorise gore her turlu susleme eseri
aslindan  uzaklastinyordu.  Ornegin
dinledigi bir konserde Acemasiran
Pesrev’in “piyasada ugradigi bin tirli
tahrifattan azade olarak” sade bir
tavirda icra edilmesini memnuniyetle
karsilayan Ralf Yekta Bey (1926b, s.
4), bu icray1 Tirk musikisinin “Uciincii
Selim asrinda haiz oldugu sadelik icinde
asalet ve metanet uslibu”nun bir
timsali olarak nitelendiriyordu. 1920’li
yillardanitibaren bu bakis acisibazinota
yayinlarinda da kendini gostermistir.
Yalnizca eserleri ilgililere ulastirma
gayesindeki bircok yayincinin aksine,
donemin konservatuar1 Dari’l-Elhan,
eserlerin aslina en uygun nushalarim
yayinlama vazifesini ustlenmistir. Cok
sayida musiki eseri kurum bunyesinde
olusturulan bir bilim kurulunun tashih
ve onayindan gecirilerek yayinlanmis,
bu sekilde uzman denetimi altinda
yapilan nota yayinlari kurumun 1926’da
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kapatilmasindan sonra da yillarca
devam etmistir (Behar, 1998, s. 85-
88; Oransay, 1973, s. 246-247, 262).
Ote yandan Darii’l-Elhan Kiilliyati’mn
yayinlanmaya basladig1 yillarda Udcu
Onnik  Zaduryan, vyayinladigi fasil
mecmualarinin  kapaginda  “Piyasa
tavrinda yazilmistir” ibaresini
kullanmaktan cekinmiyordu. Cunku
Zaduryan’a gore o donemde “en ziyade
ragbet-i umdmiyeyi celb eden” tavir
buydu (Pacaci, 2010, s. 266-268).*

Modern dénem Klasik Tiirk mizigi
calismalarimn oncu  isimlerinden
olan Subhi Ezgi ve Huseyin Sadettin
Arel de eski eserlere zaman icinde
yerlesen suslemeleri bozulma olarak
degerlendirmistir. ~ Ezgi’ye  (1933-
1953, c. 1, s. 5-6) gore “sazende ve
hanendeler tarafindan notanin adem-i
istimali, sazendelerin sazlarim yalmz
bir metotla calmayip keyfi ve usulsiiz
hareket etmeleri ve herkesin kendi
zevkine ve bilgisine gore pesrev, semat,
beste, sarkilaritagyir ve tahrif” etmeleri
sebebiyle eserler taninmayacak
hale gelmisti. Bu diislinceyle Ezgi, o
donem icra edilen eserleri geleneksel
bir tavra sahip tanbur hocasindan
ogrendigi eserlerle ve eski notalarla
kiyaslayarak “aslina yaklastirmanin”
yollarim aramistir. Muzik eserlerinin
bestekarlarin nota bilmemesi yiiziinden
bozuldugunu iddia eden Arel (1951),
bununla birlikte Ezgi’den farkli olarak
cesitli nushalarin bir arada bulunmasin
yadirgamamis ve “dogru  nilisha”
sifatiyla tek bir nishanin dayatilmasini
subjektif bir eylem olarak gormustur.
Ralf Yekta’dan miizik dersleri almis
sair ve musikisinas Asaf Halet Celebi
(1941, s. 4-5) ise piyasa tavrim1 “Todi
musikisi” ad1 altinda kucumserken
sade melodilerin gelisigiizel bir sekilde

kalabaliklastirldigindan
etmistir.’

sikayet

Kisacasi, 19. yuzyil sonlarindan
itibaren mizigin “piyasalasmasina”
bir tepki olarak gelenekci goruse
sahip  musikisinaslar  eglence ve
sanat gayesiyle vyapilan muzikleri
birbirinden kategorik olarak farkh
gormuslerdir. Bu farklilk, hem icra
edilen repertuari, hem de icra tavrim
kapsamaktaydi. Bununlaberaber, piyasa
muzisyenlerinin de zihninde bu tur
bir ayrimin varligindan soz edebiliriz.
Fakat onlar bu ayrim gelenekcilerinki
gibi ilmi degil, pragmatik bir zeminde
yapmakta, icra tercihlerini belirlerken
eserlerin aslina uygunlugunu degil,
dinleyiciler tarafindan ne kadar ragbet

bulacagini  merkeze almaktaydilar.
Bu tercihleri, piyasa fasillarindaki
pesrev repertuarinin seciminde
ve icra Uslibunda gormekteyiz.
Piyasa fastindaki pesrevler

Klasik fasillarda oldugu gibi piyasa
fasillari da pesrevle baslar. Bununla
beraber, klasik repertuarda 19.
yuzyil oncesine ait bircok pesrevin
kullanilmasina karsiik piyasada icra
edilen pesrevlerin bilylik cogunlugunun
19.ve20.yiizyilbestecilerindensecildigi
goriilir. Ornegin, Onnik Zaduryan’in
1920’li yillarda “piyasa tavrinda”
yayinladigi fasil notalarn icerisinde
tespit edebildigimiz 27 pesrevden (bkz.
Tablo 1) yalmzca ucu kesinlikle 19.
yuzyil oncesine dayandinlabilmektedir
(0, T, U).6 19. yiizyiin ilk ceyreginde
vefat eden Tanburi isak ve Tanburi
Emin Aga’ya atfedilen eserler de dahil
edilecek olursa bu say1 bese cikar.

Tabloda gorildigii lizere piyasa
fasillarindadonemingenelmuzikzevkine
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MAKAM BESTECI
A Acemasiran [baska kaynaklarda Tatar veya Tanburi Emin Aga]
B Bestenigar Numan Aga
c Ferahfeza Zeki Mehmed Aga
c Ferahfeza Tanburi Cemil Bey
D Ferahnak Zeki Mehmed Aga
E Hicazkar Tanburi Osman Bey
F Hiiseyni/Giilizar | Tatar [baska kaynaklarda Tanburi isak]
G Hiizzam Tatar
G Hiizzam Tanburi Osman Bey
H Karcigar Kemani Tatyos Efendi
I Kirdilihicazkar Kemani Tatyos Efendi
[ Kirdilihicazkar Kemenceci Usta Vasilaki
J Mahar Kanuni Edhem Efendi
K Muhayyer Tanburi Cemil Bey
L Muhayyer Salim Bey
M Nihavend Tanburi Osman Bey
N Saba Tanburi Osman Bey
0 Saba Kemani Hamza Aga
0 Segah Hizir Aga
P Sultaniyegah Kanuni Hac Arif Bey
R Stizidil Tanburi Ali Efendi
S Sedaraban Tanburi Cemil Bey
) Sehnaz Nayi Dede Salih Efendi
T Sehnaz Sultan 1. Mahmud
u Tahirblselik Kemani Riza Efendi
U Ussak (Kampos naziresi)
\ Ussak Kemani Tatyos Efendi
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hitap eden gorece yeni bestelenmis
pesrevler tercih edilmistir. Oyleki,
Kemani Tatyos Efendi, Kemenceci
Vasilaki ve Kemenceci Nikolaki gibi
piyasanin onde gelen muzisyenleri
cesitli makamlarda piyasa Uslubuna
uygun yeni pesrevler bestelemislerdir.
Bu pesrevler gunumizde dahi piyasa
fasillarinda calinirken klasik icralarda
kullanilmamaktadir.

Ote vyandan, piyasa fasillarinda
kullanilan 19. yuzyil ve sonrasina ait
bircok pesrev klasik fasillarda ve hatta
Mevlevi ayinlerinde de calinmaktadir.
Tablo 1’de adi gecen pesrevlerin
altist (A, D, F, L, S, U) Dari’l-Elhan
Killiyati’nda (yak. 1926), dokuzu (A, B,
D,G,G,L, 0, U, V)Ezgi’de (1933-1953),
ikisi de (G, N) istanbul Konservatuari’nin
(1934-1939) Mevlevi ayinleri
koleksiyonunda yayinlanmistir. O halde
19. yuzyil ve sonrasinda bestelenen
bazi pesrevler yalnzca piyasa fasliyla
ozdeslesirken bazilari ise birtakim iislGp
farklaryla da olsa geleneksel musiki
ortamlarinda da kabul gormekteydi.

Zaduryan’in basligiyla Ussak
makaminda yayinladigi iki pesrevden
biri olan Kanbos Naziresi, gliniimiizde
hala piyasa fasillarinda siklikla calinan
bir eserdir. Buna karsilik bu eser Daru’l-
Elhan, istanbul Belediye Konservatuar
ve Subhi Ezgi gibi klasik uslibu
temsil eden kurum ve Kkisilerin nota
nesriyatlarinda yayinlanmadig1 gibi
klasik fasillarda da icra edilmez. Bu
durum ilk bakista eserin -adeta Tatyos
Efendi ve Nikolaki’nin pesrevleri gibi-
“piyasa uslUbuyla” ve “piyasa icin”
bestelendiginiaklagetirebilirdi. Halbuki
eserin tarihsel gecmisine bakildiginda
boyle bir durumla karsilasilmamaktadir.

Kanbos Naziresi

Zaduryan’da “Kampos Naziresi, Eski
Ussak Pesrevi” olarak gecen pesrey,
glinumuzde Kanbosoglu  Mehmed
Celebi’ye ait olarak bilinir. Esasen
eserin bu bestekara ait gosterildigi
glincel notas1 TRT (1996-1999, c. 2, s.
552-553) tarafindan yayinlanmis olup
melodik bakimdan Zaduryan nishasiyla
ortusmektedir (bkz. Sekil 1). Zaduryan
versiyonunun  kapagindaki  “piyasa
tavrinda yazilmistir” notu dikkate
alimrsa eserin bugin bilinen sekli,
1920’lerin piyasa fasillarinda icra edilen
bir varyantinin tespit edilmis halidir.

Gunumuzde eserin bestecisi olarak
bilinen Kanbosoglu Mehmed Celebi,
Kantemiroglu’nun Osmanli tarihinde
Kamboso Mehmed Aga adiyla gec 17.
yuzyiin  Ustadlarindan biri  olarak
gecer (Cantimir, 1743, c. 2, s. 236).
Kantemiroglu’nun (yak.1700, C.
2, s. 122-3) nota koleksiyonunda
Kanboso Mehmed Celebi adina kayitl
Hafif uslOlinde bir Ussak Pesrev
bulunmaktadir. Fakat Edvar’in ilk
kisminda bulunan eser listesinde
eserin  bestecisi Neyzen Kanboso
Ahmed Celebi olarak verilmistir
(Kantemiroglu, yak.1700, c. 1, s. 137).

Bestekar, makam ve usaldeki
ortakliklar, ilk bakista Edvar’da kayitli
bu eserin ginimizde Kanbosoglu
Mehmed  Celebi’'ye ait  bilinen
Ussak Pesrev’in erken bir niishas
oldugunu  dusiindirebilirdi.  Fakat

iki eser karsilastinldiginda melodik

ana cati bakimindan tatmin edici
bir ortusme gozlemlenmemektedir.
Halbuki Kevseri Mecmiasi’nda

“Kanpos Naziresi” basligiyla kayith
bulunan (Kevseri Mustafa, yak.1720-
1760, v. 182a; Ekinci, 2016, nota no.
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USSAK PESREV

USOLU : HAFIF

MUZIK : Kanbasoglu Mehmet Celsbr

SES

SON

Sekil 1: Kanbos Naziresi, Zaduryan ve TRT nishalarimin ilk sayfalan
(sayfa 2)
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539) Ussak makamindaki ve Hafif
ustlindeki bir diger pesrev melodik
ana catist bakimindan gunumuzde
calinan pesrevle ortusmektedir.
Buradan pesrevin glinumuzde
Kanbosoglu Mehmed Celebi’ye

atfedilmesinin yanlis bir bilgi oldugu
anlasilmaktadir.  Eser, muhtemelen
17. yuzywin sonlarinda Kanboso/
Kamboso Mehmed veya Ahmed Celebi
tarafindan  bestelenmis olan bir
esere ayni makam ve usllde nazire
olarak bestelenmis, sahibi mechul bir
pesrevdir. Edvar’da nazirenin notasi
bulunmadigi gibi isminin de eser
listelerinde zikredilmedigine bakarak
eserin Kanboso’nun bestesinden bir
miiddet ileri bir tarihte bestelendigini
dusunmek yerinde olacaktir.

Kevseri Mecmiasi’ndaki sozli gecen
nusha, nota koleksiyonunun en son eseri
olarak diger notalardan farkli bir kalem
ve el yazisiyla yazilmistir. Dolayisiyla
notanin Kevseri’den sonra, hatta belki
de 19. yuzyilda yazmaya eklenmis
olma ihtimali bulunmaktadir. Yine de
yazmada Kevseri’nin kaleme aldig1 eser
isimleri arasinda “Kanpos Naziresi” bir
adli Ussak Hafif Pesrev’in bulundugunu
(KevseriMustafa, yak.1720-1760, v. 66a)
g0z onune alirsak eserin 18. yuzyilin ilk
yarisinda repertuarda mevcut oldugunu
soyleyebiliriz. Yani Zaduryan’in piyasa
tavrinda yayinladigi, 20.yiizyildaki
“ciddi” nota kaynaklarinda bulunmayan
ve adeta piyasa fasillariyla 6zdeslesmis
bu pesrev, en az 250 senelik gecmisi olan
oldukca eski bir eserdir. Oyleki eserin
ginumiz fasillarinda yaygin olarak
calinan pesrevlerin hicbiri bu kadar
erken bir tarihe dayanmamaktadir.’

19. yuzyilda olusturulmus Hamparsum

2019, 7(2)
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defterlerinde ve aym  yiuzyilin
sonlarindan itibaren karsilasilan Bati
notast defter ve yaynlarinda bu
pesrevin cok sayida nushasi bulunur. Bu
nushalardan tespit edebildiklerimizin
listesi asagida verilmistir (bkz. Tablo
2). Melodik bakimdan vyalmzca II-
[, XI-XH-X11, - XVIHI-XIX-XX  numarali
niishalar birka¢c ihmal edilebilecek
farkhibk disinda kendi aralarinda
ortisirken diger biitin  nishalar
birbirinden farklidir (bkz. Sekil 2 ve
Sekil 3). Buradan hareketle nushalarin
bliylik  cogunlugunun birbirinden
iktibas edilmeyerek mistakilen notaya
alindigim rahatlikla soyleyebiliriz. Bu
da eserin 19. yuzyil boyunca yaygin ve
popiiler oldugunun bir gostergesidir.

Notalardaki Uslip ozelliklerini ana
hatlanyla karsilastirdigimizda eserin
19. yuzyil ortalarina kadar hem sade,
hem de sislemeli bir bicimde icra
edildigini gormekteyiz (bkz. Sekil 4).
ilk nishalarda (6zellikle 1, 1I-1ll ve 1V)
karsilasilan melodi sadeligi yiizyilin
ortalarindan itibaren notalarda
gozlemlenmemekte ve sekizlik, hatta
onaltilk notalarin  baskin  oldugu
stislemelibirtaviragirlikkazanmaktadir.
Bu durum vyalmzca bu eser icin
sislemeli bir tavrin benimsendigini,
eserin sade seklinin ise ragbetten
distligiinli gosteriyor olabilecegi gibi
icra Uslibundaki genel bir degisime
de isaret ediyor olabilir. ilk ihtimalin
gecerliligi durumunda pesrevin
sade bir Usldp barindirmamasindan
dolayr 19. yuzyilin ikinci yarisindan
itibaren  musikisinaslarca  yalmzca
piyasa fasli icin uygun goriildigi ve
boylece klasik fasillarda kullanimdan
kalktig iddiasinda bulunulabilir.

Halbuki, yukarida da deginildigi lizere
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Tablo 2: Kanbos Naziresi’nin ¢esitli niishalan

NUSHA | BULUNDUGU YER TARIHi ESERIN ADI USuLU
I Kevseri Mecmiasi 18. ylizyilin ikinci | Kanbos Naziresi Hafif
yarisi / erken 19.
yy. (?)

Il Surp Takavor Ermeni Kilisesi (Olley, | 1840-1860* Kambos Naziresi Hafif
2017a’da ST1), s. 157

M istanbul  Universitesi ~ Tirkiyat | 1840-1860 (?) | Kampos Naziresi
Enstitiisu Kit. Arel 249, no. 18 (20. yy. istinsah)

1% istanbul Universitesi Nadir Eserler | 1840-1860* Kanpos Naziresi Diiyek
Y.211, s. 251-252

\% istanbul  Universitesi ~ Tirkiyat | 1840-1860* Kampos Naziresi Hafif
Enstitiisii Kit. Arel 107, s. 205-206

Vi istanbul Arkeoloji Miizeleri Kiit. 1537 | 1840-1860* Kanbos  Naziresi | Diyek

(fihristte: Emin’in)

Vil istanbul Universitesi Nadir Eserler | 1840-1860* Kanpos Naziresi Diyek
Y.214, s. 81-82

Vil Surp Takavor Ermeni Kilisesi (Olley | 1869/70* Kanboso Nazire Duyek
2017a’da ST2), s. 87-88

IX Ankara Universitesi DTCF Kiit. | 1860-1880* Kanboz Hafif
Muteferrik 355, s. 32-33 Kantemiroglu’nun

X British Library, H.1248.c.(29.) H | 1880’ler (?) ? ?
icinde icinde basili nota (bas tarafi
kayip)

X istanbul Universitesi Tirkiyat | 1880’den sonra* | Kampos Naziresi Diyek
Enstitisi Kut. Arel 109, s. 16-17

Xl istanbul Universitesi Nadir Eserler | 1880’den sonra* | Kanboso Naziresi Diyek
Y.206, s. 57

Xl Atatiirk Kitapligi Osman Ergin 86, s. | 1880’den sonra* | Kampos Naziresi Diyek
369-370

XV Milli Kiitiiphane MUS NT 1994 B 271, | Erken 20. yy. (?) | Kanpos Naziresi Cifte
sayfa no. yok Diyek

XV TDV iSAM Kiit. Ciineyd Kosal D-14/23, | Erken 20. yy. (?) | Kanpos Naziresi
s. 25-26

XVI TDV ISAM Kiit. Ciineyd Kosal D-20/35, | Erken 20. yy. (2) | Kanpos Naziresi [Duyek]
s. 82-83

XVII TDV ISAM Kiit. Ciineyd Kosal D-50/69, | Erken 20. yy. (?) | Kanboz Dlyek
s. 82-83

XVII Udi Arsak (Comlekgiyan) no. 7 Ussak | Erken 1920’ler Kampos Naziresi, | [Diyek]
Fasli Eski Ussak Pesrevi

XIX Udcu Onnik Zaduryan no. 4 Ussak | 1925 (?) Kampos NaZiresi, | [Diyek]
Fasli Eski Ussak Pesrevi

XX TRT 1999 Kanbosoglu Hafif

Mehmet Celebi

ile isaretlenmis tarihlendirmeler Olley 2017a’dan alinmistir.
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Sekil 3: Kanbos Naziresi’nin 1. hanesinin girisi, cesitli niishalar

piyasa fasillarinda calinan cesitli
makamlardaki pesrevlerden bir kismi
klasik fasillarda da kullanilmaktadir. Bu
eserlerin 20. ylzyilda “piyasa tavrinda”

yazilmis nishalariyla geleneksel tavn

yansitma iddiasindaki kaynaklardaki
sekillerini  karsilastirdigimizda  Uslap

bakimindan aralarinda kayda deger

hicbir fark olmadigin1  goriiyoruz.
Ornegin  Zaduryan’in  yayinladigi
Muhayyer ve Tahirblselik makamindaki
iki pesrev, Dari’l-Elhan ve Ezgi
tarafindan yayinlanan nushalariyla

melodi yogunlugu bakimdan neredeyse

denktir (bkz. Sekil 5 ve Sekil 6).82 Bu
ornekler karsisinda Kanbos Naziresi’nin

gecirdigi melodik dondsiimii
piyasalasmanin getirdigi bir tahrifat
olarak  nitelendirmemiz =~ mumkun

olmayacaktir. Ornekler, 19. vyiizyilda
icra Usllbunda genel bir donlstimin
gerceklestigini ve geleneksel usluptaki
musikisinaslarin da giderek onceki
yuzyila nazaran daha suslemeli bir
tavn tercih ettiklerini gostermektedir.’

Dolayisiyla Kanbos Naziresi’nin 20.
yuzyilda piyasa fasillarinda popller
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Muh 1. Hane
thammes P P epPere, e ®f Lo feop
LV -] 1 T T T T T T T 1 T 1 T T T—1 T T T T 1
—Z:&BHR&%N—@#CI"IE%!I'II’!I.?_T&. SN
T I " - 1
o
Muh 1. Hine
uhammes PR o e erZes, e L epop
v ] 14 1 T T N T T T T 1 T 1 T T T—1 T T T T T 1
—Bﬁ%mmw—@dw:!!::é%!:':.":?_ﬁ R
) T T 1
o
Muh 1. Hane
uhammes P P e re, L, L, e P e
= it T ferrter et Lt
A\SV} e 2 T I 1
o
n i o'P“F il # 1tF"P‘ # e o o o F‘ ###f‘
U"I* ;I I I I II I 1T T IIII "I.rl r IIPF 4. '! 1771 | N I I —
‘vé‘l ¢ - é ﬂ : g II‘II & |’! | 1
B
r i aoo# o _Pg]‘# R o Py I‘ ‘h ﬁ ###f‘
e (et ey =
o — T ik%:t? — | T ||’!| 1T 1
oy o P el Pesbe o, e PPLre
v ] 3| ) I I — 1T } I{II r " T T N N I A —
o= e |
D] o T— —

Sekil 6: Kemani Riza Efendi’nin Tahirblselik Pesrevi. Udcu Onnik Zaduryan no. 20 TahirbGselik
Fasli; Darii’l-Elhan Kiilliyati no. 86; Ezgi (1933-1953, c. 1, s. 208-209).

olmasina ragmen klasik fasillarda zordur. Klasik repertuarda bu eser
tercih edilmemesini gecirdigi melodik yerine Ussak makamindaki baska
doniisime ve barindirdigi melodik pesrevlerin kullanilmasi estetik bir
yogunluga baglamak icin elimizde tercih olabilecegi gibi bir teamiil de
gecerli bir sebep bulunmamaktadir. Bu olabilir. Her haliikarda bu eski pesrev
durumda geleneksel Uislibu benimseyen  19. yiizyilda gelenekci cevrelerce
musikisinaslarin  Kanbos Naziresi’ni terk edilmis ve piyasa fasillan
gormezden  gelmelerinin  sebebini sayesinde yasamaya devam etmistir.
rasyonel olarak aciklayabilmemiz Diger bir deyisle, eger piyasa fasillan
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Sekil 7: Kanbos Naziresi’nin Kevseri, TRT nushalarn ve kanun sanat¢isi Ahmet Meter’in bir icrasinin
(istanbul Fasil Toplulugu konseri, 14 Subat 2015, istanbul, https://youtu.be/c831AH5noLQ/) transkripsiyonu

Tablo 3: Kanbos Naziresi’nin farkli niishalarinin dahili boliimlenmesi

NUSHA DAHILi YAPI
A B C D E

| 1. Hane Mulazime (a) Mulazime (b) 2. Hane 3. Hane
Il 1. Hane [Teslim] Milazime 2. Hane 3. Hane
1} 1. Hane [Mulazime] 2. Hane 3. Hane 4. Hane
v 1. Hane [MUlazime] 2. Hane 3. Hane 4. Hane
Vv 1. Hane [Mulazime] 2. Hane 3. Hane 4. Hane
VI 1. Hane [MUlazime] 2. Hane 3. Hane 4. Hane
Vil 1. Hane [Mulazime] 2. Hane 3. Hane 4. Hane
Vil 1. Hane Teslim Milazime 2. Hane 3. Hane
IX 1. Hane Mdilazime 2. Hane 3. Hane YOK

X 1. Hane Teslim 2. Hane 3. Hane YOK

Xl 1. Hane Teslim 2. Hane 3. Hane 4. Hane
XIl 1. Hane Teslim 2. Hane YOK YOK
XMI 1. Hane Teslim 2. Hane YOK YOK
XV 1. Hane Teslim 2. Hane 3. Hane 4. Hane
Y 1. Hane Teslim 2. Hane 3. Hane 4. Hane
XVI 1. Hane Teslim 2. Hane 3. Hane 4. Hane
Xvil 1. Hane Teslim 2. Hane 3. Hane YOK
XVl 1. Hane Teslim 2. Hane 3. Hane YOK
XIX 1. Hane Teslim 2. Hane 3. Hane YOK

XX 1. Hane Teslim 2. Hane YOK YOK
Yaygin icra 1. Hane Teslim YOK YOK YOK
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olmasaydi bu eser muhtemelen
unutulacak ve eski el yazmalarinda

kalmis yuzlerce musiki eseri gibi
yeniden kesfedilmeyi bekleyecekti.
20. yuzyil musiki otoritelerinin
modernist  ve/veya muhafazakar
reflekslerinin bir sonucu olarak klasik
repertuardaki eserler icin nusha

farkliliklarina hosgorii gosterilmedigi ve
niishalarin tek tiplestigi bilinmektedir
(Behar, 1998, s. 85, 91). Buna karsilik
umumiyetle piyasa fasillarinda
icra  edilen Kanbos Naziresi’nin
uzerinde herhangi bir dayatma s0z
konusu degildi. Hal boyleyken eserin
19. yuzyilda vyazilmis notalarinda
gozlemlenen melodik cesitliligin 20.
yuzyil notalarinda ortadan kalkmasi
ve 1920’lerde vyayinlandig1 seklinin
glncel notalarda da aynen mevcut
olmas1 dikkat cekicidir. Kagit tzerinde
bakildiginda bu durum erken 20. yiizyil
piyasatavrininbundanbdylesabitlendigi
gibi yanlis bir dusuinceye yol acabilir.
Halbuki piyasa tavrinda hicbir eser
notadaki sekliyle icra edilmemekte,
enstriimanlarin niteligine ve icracinin
o anki hissiyatina gore esere cesitli
suslemeler girmektedir (bkz. Sekil
7). Klasik icralarda halen yaygin olan
eserin aslina sadik, dolayisiyla notaya
bagli kalma hassasiyetinden dolay
bircok eski eser 19. ve 20. ylzyillarda
notaya alinmis halleriyle sabitlesmisken
Kanbos Naziresi’nin her icrada yeni bir
versiyonu seslendirilmektedir. Yuzyillar
boyunca notaya bagli kalmaksizin
yuratulmus olan Osmanli-Turk
miiziginin geleneksel icra pratigiyle
(Behar, 1998, s. 81-84, 89) ortusen
bu durum, eserin hala yasamakta'
oldugunun bir baska gostergesidir.

Ote yandan, piyasa fasillarinda artik

2019, 7(2)

Ekinci, M. U.

yayginlasmis  bir uygulama olarak
bugiin eser oldukca yalnizca bir hane
ve teslim seklinde calinmaktadir.
Buglin calinan bu bolumler ise eserin
eldeki en eski versiyonunun 1. Hane’si
ile beraber Miilazime’sinin ilk yarisina
denk gelmektedir (bkz. Tablo 3).™
Eldeki niishalar incelendiginde eserdeki
kisalmanin 19. yuzyilin ikinci yarisindan
itibaren basladig1 ve baz1 niishalarda
son hanelerin mevcut olmadig
gorilmektedir. Bu durum eserin gitgide
muhtasar icra edilmesine bagl olarak
calinmayan hanelerin unutulmasi veya
notaya alinmaya gerek gorulmemesi
seklinde aciklanabilir.  Yayginlasan
piyasa tavrinin bu uygulamayi giderek
daha da yaygin hale getirdigi akla
gelmektedir. Nitekim eserin 1920’lerde
“piyasa tavrinda” yayinlanmis
niishalarinda (XVIII-XIX) 4. Hane, bu
nushalardan iktibas edilmis olan giincel
TRT niishasinda da (XX) 3. ve 4. Haneler
bulunmaz. Gériinen o ki, Kanbos Naziresi
piyasa fasillar1 sayesinde yasamaya
devam etmekle beraber eserin buyuk
bir bolumiu yine de unutulmaktan
kurtulamamistir.  Gunumuzde bircok
muzisyenin pesrevlerin yalmzca ilk
hane ve teslimlerini ezberlerinde
bulundurduklarin1 g6z onune alirsak
eger bugiin bu eser ilk defa notaya
alinacak olsaydi orijinal  halinin
yalmzca yuzde 401 tespit edilecek,
yuzde 60’1 ise yok olmus olacakti.

Sonuglar

Asgari 250 yilllik bir pesrev olan “Kanbos
Naziresi”ni konu edinen bu makalede
s0z konusu pesrev Uzerinden Osmanli-
Tiurk miiziginin son iki ylzyildaki icra
pratigi ve aktarinmi hakkinda baz
c¢ikanimlarda bulunulmustur.

Birincisi, pesrevin 18. yuzyildan bu
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yana notaya alinmis varyantlan,
Osmanli-Tirk miizigindeki icra tavirlar

arasindaki  cesitli ligi gozler Oniine
sermektedir. Ozellikle 19. ylzyilin
ortalarina degin eserin sade ve

stislemeli icralarimin bir arada varligini
stirdirdiigli goriilmektedir. Bu tarihten
itibaren donemin genel tavrina uygun
olarak siislemeli bir icra tavr esere
hakim olmustur. Piyasa fasillarindaki
serbest icra pratigi sayesinde eser
giinimiizde de boyle bir tavirla icra
edilmektedir.

ikincisi, 20. vyiizyil baslarinda bir
pesrevin klasik eser olarak gorulup
goriilmemesinin eserin yasina bagli
olmadigi anlasilmaktadir. Nasil ki
Osmanli-Tirk miizigi tarihi boyunca
binlerce muzik eseri repertuarda yok
olmussa 18. yuzyildan kalma bir eser
olan Kanbos Naziresi de geleneksel
uslOptaki muzik cevrelerinde
ragbetten dismustir. Eserin 19. yiizyil
boyunca cok sayida nota kaynaginda
yer aldigina bakilirsa  unutulmus
olmasindan ziyade gozardi edilmis
olmas1 muhtemeldir. Muzisyenlerin
repertuara oldukca yerlesmis bir eseri
neden gozard1 ettiklerini rasyonel
bir temelde aciklamak zordur. Bu
durumu estetik zevklerdeki degisime
ya da yeni bestelere gosterilen ilgiye
baglamak daha akla yatkin olacaktir.
Ussak makamindaki klasik fasillarda
bu eski eser yerine Tanburi Osman
Bey ve Dede Salih Efendi gibi daha
sonraki  bestecilerin  pesrevlerinin
calindigi dikkate alindiginda klasik
repertuar Uzerinde donemsel tercih
ve teamdullerin eski eserleri koruma
distincesinden daha baskin oldugu
iddia edilebilir.

Uclinciisti, Osmanli-Tiirk  miiziginde

bir eserin zaman icerisinde gecirdigi
melodik donusum sayesinde farkli
donem ve ortamlarin zevkine uygun
hale gelebildigi goriilmektedir. Piyasa
fasillarinda bilyik cogunlukla 19.
yuzyil ve sonrasina ait pesrevler
tercih edilmesine ragmen bu kadar
eski bir pesrev giliniimiize degin Ussak
makaminda en ¢ok calinan pesrevlerden
biri olmay1 surdirmustur.

Dordiincusu, bir  esere zaman
icinde eklenen melodi ve
suslemelerin dogrudan tahrifat

seklinde degerlendirilemeyecegi ve
piyasalasmayla iliskilendirilemeyecegi
gorulmustur. 20. yuzyil baslarinda
piyasa tavrinda vyayinlanmis bazi
eserler hemen hemen hicbir farklilik
olmaksizin  klasik repertuara kabul
edilirken bu kaynaklardaki notalarin
barindirdiklar1 suslemelerden dolayr
klasik tavra uygun olmadigi iddiasinda
bulunmak temelsizdir.

Besincisi, modern donem otoritelerince
bayagilik ve tahrifat ile 6zdeslestirilen
piyasa miizigi, klasik repertuarda
korunamamis eski bir eserin kismi
olarak da olsa gunumuze aktarimin
saglayabilmistir. Dahasi bu aktarim, suni
bicimde nota iizerinden degil, eserin
bilfiil icrasi yoluyla gerceklesmistir.

Bu sonuclar, glinimiizde hala zihinlerde
yerlesmis bulunan klasik tavir-piyasa
tavnn arasindaki kategorik ayrimi
yeniden sorgulamayi saglayacagi gibi,
bu tavirlar arasindaki ortaklik ve
farklibklarin daha iyi anlasilmasi icin
bazi ipuclari sunmaktadir. Bununla
birlikte, bir muzik eserinin herhangi bir
cevrede neden ragbet goriip gormedigi
sorusunun genel ve rasyonel bir
cevabinin kolaylikla bulunamayacagin
da ortaya koymaktadir. Tekil
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eserler Uzerine yurutulecek benzeri

calismalarla  Osmanli-Tirk  muzigi
geleneginin  kiiltlirel ve  teknik
boyutlarinda  gerceklesen  degisim
ve devamliliklar hakkinda mevcut
bilgilerimizin  saglamasin1  yapmak

ve yeni sonuclara ulasmak mumkin
olabilir.
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Dipnotlar

1.

Asagida gosterilecegi lzere farkli
kaynaklarda eserin adi  “Kampos”,
“Kanpos”, “Kanboz” gibi cesitli sekillerde
gecmektedir. Bu makalede Kantemiroglu
Edvan ve Kevseri Mecmiiasi’nda kullanilan
“Kanbos” imlas1 tercih edilmistir.

Sosyal arastirmalarda beklenmedik ve
genel egilime uymayan durumlar “aykin
vaka” olarak adlandintir. Bu vakalar
Uzerinde vyurutilen calismalarla mevcut
genellemelerin test edilmesi, aykirnliklarin
aciklanmasi ve yeni kesiflerde bulunulmasi
miumkiindir (Molnar, 1967).

Behar’in (1998, s. 84) isabetle vurguladig
lzere soz konusu tavir ve tepkilerin
pozitivist-ilerici ve muhafazakar yanlarin
birbirinden ayirmak cok gictir. Esasen
donemin Bati’nin etkisiyle hizla degisen
siyasi ve sosyo-kltirel iklimi karsisinda
geleneksel aydinlar bu iki soylemi bir
arada kullanmislardir. Ayas (2014, s. 245-
249) bu tutumu “ic otekilestirme” seklinde
kavramsallastirir.

Zaduryan, yayinladigr notalarin bir
kismin1 Udi Arsak Comlekgiyan’dan almistir.
Oztuna (1974, c. 1, s. 72, c. 2, s. 115)
Comlekgiyan’in notalari icin “piyasa uslbu
icinde dahi fahis sayilacak hatalar, lizumsuz
mizrab nagmeleri, notation bilgisizlikleri,
zevksizlik ornekleri ile doludur” derken
Zaduryan’inkiler icin de “umumiyetle
pek yanlistir, zayif mehazlardan alinmis
ve piyasa Uslubuyla tahrif edilmistir”
ifadelerini kullanmaktaydi.

20. yuzy1l musikisinaslarinin tslup ve niisha
farklibklarina yonelik yaklasimlar hakkinda
detayli bir tartisma icin bkz. Behar (1998,
80-97).

Yaygin kanaatin aksine, Hamparsum
kaynaklarinda “Tatar” ifadesiyle
Kinm Ham 2. Gazi Geray (1554-1607)
kastedilmemektedir. “Tatar” adiyla anilan
kisi cesitli Hamparsum defterlerinde
“Tanb{ri Tatar Usta” olarak gecmektedir
(“Corpus Musicae Ottomanicae”, t.y.).
Zaten repertuarda Gazi Geray Han’a
atfedilen bircok eser makamsal ozellikleri
bakimindan  16. yizyil nazariyatiyla
ortusmez.

TRT’nin (1996-1999) cesitli makamlarda
piyasa  fasi  seklinde  diizenlenmis
repertuarlann iceren iki ciltlik nota
yayininda bulunan diger biitiin pesrevler bu
eserden cok daha sonra bestelenmistir.

2019, 7(2)

8.

10.

1.
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Notalar Arel-Ezgi sisteminin arizalanyla
yazilmistir.

18. yuzyildan itibaren eserlerdeki
melodi yogunlugunun artmast ve buna
bagli olarak gerceklesmis olabilecek
diger vyapisal degisimler hakkinda en
etrafli degerlendirme Owen Wright (1988)
tarafindan yapilmistir. Daha sonra erisilen
yeni kaynaklarla Wright’in tedrici donusim
arglimam yeniden degerlendirilmis ve bu
surecin onemli bir asamasinin 19. yizyilda
gerceklesmis  olabilecegi  tartisilmistir
(Ekinci, 2012; Olley, 2017b). Her
haliikarda bu dondsiim Olley’in (2017b, s.
35) Hamparsum kaynaklarindan yaptigi
tespitlere gore 1840’lara gelindiginde
tamamlanmis gorinmektedir.

20. ylzyil baslarinda Tirk miziginin

icrast  hakkinda gozlemlerde bulunan
Eugene Borrel (1922, s. 152), “melodi,
icrac1 tarafindan sislenmesi kaginilmaz

bir taslaktan baska bir sey degildir... olii
durumdaki yazinin, gelenege ve iyi zevke
uygun olacak bicimde hanende veya
sazendenin keyfine birakilmis siislemelerin
yasayan ruhuyla canlandirilmasi gerekir”
diyordu (ceviri tarafima aittir -M.U.E.).

Orijinal nishadaki Milazime’nin ikinci
yansinin  19. yizyiin ilk yarnsinda 2.
Hane’ye donlismesi bu esere mahsus
olmayip pesrevlerin genelinde gerceklesmis
bir durumdur. 19. yuzyiin ilk yansinda
(Oransay bu tarihi 1830 civan olarak
belirlemistir: 1966, s. 42-43) her haneden
sonra Milazime’nin yalmizca bir kisminin
calinmasi, hatta bazi eserlerde 1. Hane’nin
sonundaki teslim melodisinin Miilazime
kabul edilip Milazime’nin ise 2. Hane kabul
edilmesi yayginlasmistir. Boylece daha az
melodi tekran yapilmaktadir. Owen Wright
(1988, s. 17-18) bu durumu melodilerin
ciceklenmesinin  beraberinde  getirdigi
agirlasmis icra temposunun siire bakimindan
dengelenmesi  olarak aciklar.  Oysaki
bu eserin Miilazime’sinde gerceklesen
kisalmanin  eserin  ciceklenmesi  ve
dolayisiyla icra temposunun agirlasmasiyla
baglantili  oldugunu eldeki notalardan
cikaramiyoruz. Aksine Miilazime’nin
kisalmasi elimizdeki en sade notalardan IlI
ve IV’te de meydana gelmis, buna karsilik
elimizdeki en suslemeli nushalardan VIlI’da
biitiin hanelerin ardindan B ve C’ye doniis
gosterilmistir.



“Piyasa”da yasayan eski bir pesrev: Kanbos Naziresi

An old pesrev living in the “piyasa”: Kanbos Naziresi

Extended Abstract

This article examines an instrumental
composition named “Kanbos Naziresi”, which
is one of the most well-known pesrevs in
makam Ussak today. Despite being at least 250
years old, this piece has for decades not been
considered as a part of the classical repertoire
of Ottoman-Turkish music, but played widely in
performances referred to as “piyasa music”. The
exclusion of a piece that belongs to the classical
compositional forms of Ottoman-Turkish music
and was composed well before the emergence
of the concept of “piyasa style” from the
classical repertoire is an unusual situation,
making this piece an interesting “deviant case”
to study. By examining the historical trajectory
of this pesrev from various primary sources,
this article aims to reach conclusions about
the transmission and performance of Ottoman-
Turkish music.

In Turkish, the word “piyasa”, which simply
means market or square, has music-related
meanings as well. Since the middle of the
nineteenth century, the phrase “piyasa music”
has been used to denote entertainment
music, while the expression “piyasa style”
is used to indicate the performance style of
this music. While employing the traditional
makam and usuls of Ottoman music and being
arranged on the model of classical fasils, the
music performed in the piyasa have differed
from classical performances in its repertoire
consisting of shorter compositions and freer,
louder, and more ornate style.

In response, conservative musicians and
musicologists of the twentieth century, who
were particularly interested in the preservation
of the traditional culture and style of Ottoman-
Turkish music, scorned this music as being vulgar
and unqualified. They particularly considered
the embellishments that were freely added to
the melody during performances as signs of
degeneration and corruption in music.

Kanbos Naziresi is a composition that was
published in the early twentieth century as

part of the piyasa music repertoire and is still
frequently played in this context. On the other
hand, it was not included in the twentieth
century notation collections representing
the “classical” style, such as those published
by the Darii’l-Elhan, the istanbul Municipal
Conservatory and Subhi Ezgi; nor it is performed
in classical fasils. At first glance, this might
have suggested that the piece was composed
exclusively for the piyasa. However, tracing the
piece from historical sources makes it clear that
this is not the case. This piece can be dated back
to the eighteenth century, and is frequently
encountered in nineteenth-century notational
sources representing the classical repertoire of
the time. From the early twentieth century on,
this piece, while being played in entertainment
music, was no longer preferred in classical
performances.

Through a comparative examination of different
versions of Kanbos Naziresi, this article
reaches a number of conclusions regarding
the performance practice and transmission
of Ottoman-Turkish music for the last two
centuries. First, the variants of this pesrev
notated from the eighteenth century onwards
demonstrate the diversity of performance styles
in Ottoman-Turkish music. Until the middle of
the nineteenth century, plain and ornamented
performances of the piece coexisted. From this
date onwards, an ornamented performance
style prevailed in accordance with the general
style of the time. Thanks to the less restrained
performance practice in piyasa fasils, the piece
is still performed in such a manner.

Secondly, whether a pesrev was considered in
the early twentieth century as a classical piece
did not automatically depend on its age. Just
like how thousands of musical works have gone
into oblivion throughout the history of Ottoman-
Turkish music, Kanbos Naziresi, an eighteenth-
century composition, ceased to be performed
in classical performances. Given that the piece
is found in many nineteenth-century notational
sources, it is more likely that it was abandoned
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rather than forgotten. Why would musicians
abandon a well-established piece is difficult to
explain on rational grounds. It is more plausible
to attribute this to a change in aesthetic tastes
or higher interest in more recent compositions.
Considering that instead of the much older
Kanbos Naziresi, pesrevs composed by later
composers, such as Tanburi Osman Bey and Dede
Salih Efendi, were incorporated in classical
fasils in makam Ussak, it is possible to claim
that preferences and conventions of the time
prevailed over musicians’ interest in preserving
an old repertoire.

Thirdly, by undergoing melodic transformation,
a composition in Ottoman-Turkish music could
adapt to the tastes of different periods and
musical settings. Although pesrevs in piyasa
fasils are usually selected among compositions
from the nineteenth century or later, Kanbos
Naziresi, an unusually older piece, could still
remain in this repertoire as one of the most
frequently performed pesrevs in Ussak.

Fourthly, melodies and ornaments added to a
composition over time cannot be automatically
considered as corruption and associated with
the piyasa style. Given no obvious differences in
early twentieth century publications between
the “piyasa” and “classical” variants of some
pesrevs, it is unfounded to claim that the
pieces published as “piyasa-style” notations are
too ornate to conform to the classical style of
performance.
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Fifthly, the piyasa music, which has been
associated by many modern authorities
of Ottoman-Turkish music with banality
and degeneration, was able to transmit to
our present time, albeit partially, an old
composition that was not preserved in the
classical repertoire. Moreover, this transmission
was not realized merely by transcription, but
through actual performance of the piece.

These results not only make us more sceptical
of the categorical boundaries between the
“classical” and “piyasa” styles of performance,
but also provide clues for a better understanding
of their similarities and differences. They also
underline the difficulty of finding an overall
and rational explanation as to why a musical
piece is favoured in a musical setting. Similar
studies focusing on individual compositions can
be useful to verify the current arguments and
reach new conclusions about continuities and
changes in cultural and technical aspects of the
Ottoman-Turkish music tradition.

ottoman-turkish music, piyasa, style, performance, transmission
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