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Dergi Hakkinda

Etnomiizikoloji Dergisi, Turkiye'de kar amaci gutmeyen bir kurulus olan
Etnomuzikoloji Dernegi tarafindan yayinlanan hakemli bilimsel dergidir.
Dergi etnomuzikoloji alaninda yapilan nitelikli aragtirmalari yayinlamay:
amaglamaktadir. Yayinlanan makaleler, etnomuzikoloji ve ilgili alanlarda
guncel teorik bakis agilarini ve aragtirmalari igerir.

Etnomuzikoloji Dergisi yilda iki (2) kez yayinlanmaktadir. Derginin ya-
yin dili Turkge ve Ingilizcedir. Dergi igerisinde etnomuzikoloji, muzikoloji
ve ilgili diger disiplinlerde orijinal aragtirmalara dayali teorik makaleler, yuk-
sek lisans tezlerinden makaleler, roportajlar, yayinlanan kitaplar ve muzik
kayitlar1 hakkindaki makalelerin yer almasi hedeflenmektedir. Daha once ya-
yinlanmis makalelerin tercimeleri dikkate alinmamaktadir. Katkida bulu-
nanlarin dernegin uyesi olmasi gerekmemektedir. Makale ve roportajlar, der-
ginin daha once ilan edilmis temasina uygun olmalidir. Dergiye gonderilecek
yazilar, dernek sayfasinda yer alan yazi kurallarina uymak zorundadir. Der-
giye gonderilen yazilar cift tarafli kor hakem yontemi ile incelenmektedir.
Makalelerin editorluk sureci ise su sekildedir: Editor ve editor kurulu (genel),
teknik editor (yazi kurallari), hakemler (igerik), editor ve yazi kurulu (nihai
karar). Yazma kurallarina uymayan yazilar, teknik editor incelemesinden
sonra duzeltilmesi i¢in yazara gonderilebilir.

Dergide yayinlanan metinlerin telif hakki Etnomuzikoloji Dernegi'ne ait-
tir. Yazarlar yazilarini gonderdiklerinde bu kurali kabul etmig sayilirlar.

Dergimiz, Asos Index tarafindan taranmaktadir.



About Journal

As the peer-reviewed scientific journal Ethnomusicology Journal (Tur-
key) pubhshed by Association of Ethnomusicology which is a non-profit or-
ganization in Turkey. Journal aims to publish advanced researches in the eth-
nomusicology field. Its articles represent current theoretical perspectives and
research in ethnomusicology and related fields.

Ethnomusicology Journal has been published two times a year. The pub-
lication language of the journal is Turkish and English. The journal can inc-
lude ethnomusicology and in other branches of musicology are articles on
the basis of original research-based or theoretical articles, articles from post-
graduate theses, interviews, reviews about published books and music recor-
dings. Translations of previously published articles are not considered. Cont-
ributors do not have to be members of the association. Articles and interviews
should be in accordance with the previously announced theme of the journal.
Writings to be submitted to the journal must comply with the following wri-
ting rules. Writings sent to the journal will be examined with double-blind
peer-reviewing system. The editorial order of the manuscripts is as follows:
Editor in Chief and editorial board (general), technical editor (writing rules),
referees (content), Editor in Chief and editorial board (final decision). Any
manuscript that does not comply with the writing rules can be sent to the
author for correction after a technical editor review. Written articles that are
found to be corrected can be re-evaluated. The copyright of the texts publis-
hed in the journal belongs to the Association of Ethnomusicology. The aut-
hors are deemed to have accepted it when they sent their writings.

The journal is scanned ASOS Index.
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Editérden

Etnomuzikoloji Dergisi ugunct yilinin ikinci sayisini ¢ikararak yayinla-
rinda 6. say1ya ulagti. Altinct sayi, bir 6nceki sayida oldugu gibi etnomuziko-
loji disiplinin kendi i¢indeki tartigmalari, yeni yaklagimlari, alan kavramu ve
alan aragtirmasi ile ilgili yeni metot onerilerinin uygulanmaya caligildig eski-
yeni alan ¢aligmalarina ¢agrida bulundu. Yalnizca etnomuzikologlara degil,
yakin disiplinlerden de makalelerin degerlendirmeye alindig1 altinci sayida,
Etnomuzikoloji Derneginin “Dunyada ve Turkiye’de Etnomuzikolojinin
Dunt, Bugunt, Yarimi” temals, 29-30 Mayis 2020 tarihleri arasinda duizenle-
digi cevrimici etnomuzikoloji sempozyumu acilis konusmacisi (keynote)
Prof. Dr Jeff Todd TITON’nun “Within Ethnomusicology, Where Is Ecomu-
sicology? Music, Sound, and Environment” baglikli yaklagimlari tizerine kri-
tik yaptig1 sunum da yer almakta.

Oncelikle belirtmek gerekir ki, 2020 yilinin buyuk global salgininin yan-
simalar1 birgok alanda oldugu gibi sosyal disiplinlerde fazlasiyla kendini gos-
termektedir. Caligma metodolojileri, veri toplama teknikleri, neden-sonug
iligkileri sorgulamalar1 ve degisen yagsam bigimleri tum sosyal bilimlerde ol-
dugu gibi etnomuzikoloji 6zelinde de ¢esitli tartismalar ve aragtirmalar: onu-
muze sermekte. Duinyada degisim anlar1 ve yansimalarini muzik baglamlan
uzerinden okuma refleksini hizli bir sekilde gostermis ve gostermekte olan
etnomuzikoloji, mevcuda yonelik tespit, yorumlama, kayda gecirme ve uy-
gun teorik cerceve ile aciklamaya yonelik ¢caligmalara elinizdeki sayida dikkat
cekilmektedir.

Feyzan Goher tarafindan yapilan “Kiltier Uriinlerinin Mekansal Degisimi
Sibirya Turklerinde Tarim ve Hayvanalik Kultirinden Mizik Kulturine
Gegen Calgilar” 1simli ¢alisma, Titon’un ¢izdigi kuramsal dunya ve kritigi
destekler nitelikte bir icerige ve alan verilerine sahip olmasi ile 6nem arz eder.
Nikos Andrikos, “Towards A Re-Approach of Makam Theory Based on
Practice and Repertoire: The Case of The Segah Phenomena” ¢aligmasinda
segah perdesi ve makami tartigmalarinda yeni bir yaklagim ortaya koyarken,
Rohan Iyer Kent kimligi icerisinde sokak stili Siter performansini kulturel
kimlik boyutuyla ele almaktdir. Samarpita Chatterjee (Mukherjee) & Sabya-
sachi Sarkhel ise “An Introduction to Dhrupad Performance Platforms of In-
dia” isimli ¢alismasinda, Hindistan muziginin en onemli performans bigim-
lerinden olan Dhrpad’lar iizerine yapugi incelemede, geleneksel bir form olan
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Dhrupad’larin yeni performans platformlar1 Uzerine gozlemlerini yansitir.
Art arda gelen son ¢ makalede goruldugu uzere, aragtirmacilar geleneksel bir
muzik yapisinin ganumuz muzik dinleme, algilama, uretme, tuketme, sey-
retme gibi dinamiklerdeki degisiklik halini ve tartigmalarini yansitmaktadir-
lar. “‘Musikide Inkilabi Populer Muzikle Yapmak’: Barig Mango ve Armonize
Edilmis Turkuler” baglikli Okan Murat Ozturk tarafindan yazilan makalede
ise ayni zamanda pop muzik ikonlarindan olan Baris Mango’ nun eser ve per-
formanslarini, modernlegsme, batililagma gibi sosyolojik olgular cercevesinde
kritize edildigi gorulur. Son olarak ise yasanilan salgin doneminin yol actig1
muzigin performansinin festivallere yansimasini “Covid-19 Pandemisinin
Muzik Festivallerine Mekansal Etkisi: “Virtual Festival” baglikli makalesinde
Ayca Boyacioglu oldukga guincel bir konu izerinden degerlendirme yapmak-
tadur.

Ayrica, 6. say1 hakemlerimiz, Oya Leventoglu, Cenk Guray, Cenk Cela-
sin ve Irene Markoff’tan olugsmaktadir. Dergimize katkida bulunan tum ya-
zarlarimiza ve hakemlerimize tesekkur eder, bir sonraki sayimizda birbirin-
den degerli caligmalarla alana katkida bulunmay: cani gonulden temenni ede-
rim.

Prof. Dr. Ozlem DOGUS VARLI
6. Say1 Editoru



From The Editor

Ethnomusicology Journal has published the second issue of its third year
and reached the 6th issue in its publications. The sixth issue, as in the previous
issue, has called for the old-new fieldworks in which the discussions within
the discipline of ethnomusicology, new approaches and field concept as well
as suggestions for new methods related to fieldwork are tried to be addressed.
The sixth issue where the articles of not only the ethnomusicologists but also
those from close disciplines have taken been into consideration, has given
place to the presentation, " Within Ethnomusicology, Where Is Ecomusicol-
0gy?¢ Music, Sound, and Environment”, which was delivered by Prof. Dr. Jeff
Todd TITON, keynote speaker in the online ethnomusicology symposium,
"Past, Present, Future of Ethnomusicology in the World and Turkey" orga-
nized by the Association of Ethnomusicology on 29-30 May, 2020, and
which featured the criticism on the approaches of ecoethnomusicology- eco-
musicology.

First of all, it should be noted that the repercussions of the great global
pandemic of 2020 are very evident in social disciplines, as in many areas.
Study methodologies, data collection techniques, questioning of cause-effect
relationships and changing lifestyles reveal various discussions and researches
in ethnomusicology, as in all social sciences. Ethnomusicology, which has
quickly exhibited and is still exhibiting the reading reflex of the moments of
change and reflections in the world through musical contexts, draws atten-
tion with the studies that explain the present situation by identification, in-
terpretation, recording and appropriate theoretical framework as indicated
by the issue at your hand.

The work titled "Spatial Change of Cultural Products: Instruments passed
from Agriculture and Livestock Culture to Music Culture in Siberian Turks "
by Feyzan Goher is important with its content and field data that support the
theoretical world and criticism that Titon has put forward. In his work “To-
wards a Re-Approach of Makam Theory Based on Practice and Repertoire:
The Case of the Segah Phenomena”, Nikos Andrikos introduces a new ap-
proach to the segah pitch structure and makam discussions, while Rohan Iyer
addresses street-style within the urban identity and Siter examines the per-
formance with the dimension of cultural identity. Samarpita Chatterjee
(Mukherjee) & Sabyasachi Sarkhel, in their study which is titled as “An In-
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troduction to Dhrupad Performance Platforms of India” and examines the
Dhrupads, one of the most important performance styles of Indian music,
reflect their observations on the new performance platforms of a traditional
form, Dhrupads. As can be seen in the last three successive articles, they re-
flect the changes and discussions of a traditional musical structure in the dy-
namics of today's music, such as listening, perceiving, producing, consuming,
observing music. In the article titled "Making Music Revolution with Popu-
lar Music": Barig Mango and Harmonized Folk Songs" written by Okan Mu-
rat Ozturk, it is seen that the works and performances of Barig Mango, who
is also one of the icons of pop music, are criticized within the framework of
sociological phenomena such as modernization and westernization. Finally,
Ayca Boyacioglu evaluates the reflection of the performance of the music
caused by the epidemic period on the festivals in his article titled "The Spatial
Effect of the Covid-19 Pandemic on Music Festivals:" Virtual Festival" on a
very current topic.

Also, the journal referees of the 6th issue include Oya Leventoglu, Cenk
Guray, Cenk Celasin and Irene Markoff. I would like to thank all our authors
and referees who contributed to our journal, and I sincerely wish to contrib-
ute to the field with valuable studies in our next issue.

Prof. Dr. Ozlem DOGUS VARLI
6™ Issue Editor
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Within Ethnomusicology,
Where Is Ecomusicology?
Music, Sound, and
Environment:

Jeff Todd Titon”

Abstract

Does ethnomusicology have a role to play in the conversations swirling
around the current environmental crisis? By virtue of our training and
experience as ethnomusicologists, do we have skills, knowledge, and exper-
tise that gives us credibility in the embattled public sphere? Do we have
standing, as ethnomusicologists, to contribute any wisdom to policy-ma-
king about the environment? Ethnomusicologists who have engaged with
ecomusicology do bring to these conversations an understanding of sound,
music, nature, culture and the environment. Ecomusicology as a field coa-
lesced about ten years ago as the ecocritical study of music. Borrowing
from literary ecocriticism, musicologists examined relationships among
composers, compositions, nature, and the cultural production of music.
Directly after the publication of a manifesto in the Journal of the American
Musicological Society in 2011, ecomusicology attracted scholars
worldwide not only from musicology but also from ethnomusicology, or-
ganology, acoustics, anthropology, and ecological science. Ecomusicology
also attracted composers, performers, journalists, and environmental acti-
vists with interests in music. At the first ecomusicology conference, in
2012, the wide variety of approaches to this new field were on display. Wit-
hin a few years, the definition of ecomusicology had expanded to become
the study of sound, music, culture, nature, and the environment in a time
of environmental crisis. More recently, ecomusicologists have begun to
explore the “eco-” prefix, not as ecocriticism but as ecology. Ever since
William K. Archer’s pioneering observations about music and ecology in
1964, ethnomusicologists and musicologists have propsed an ecological fra-

" Etnomiuzikoloji Dernegi-Tiurkiye tarafindan ¢evrimigi olarak diizenlenen II. Ulus-
lararas1 Etnomuzikoloji Sempozyumu’nda sunulmugtur. / This article firstly was
presented at the 2th International Ethnomusicology Symposium(online) held by
Association of Ethnomusicology -Turkey.

" Prof. Emeritus of Music, Brown University, USA
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ming of the cultural production of music, drawing on such fields as cultural
ecology, ecological psychology, and human ecology. This scholarship is
pre-dates the field of ecomusicology. Ecomusicology, however, adds eco-
logical scientists to the conversation about music and ecology, it emphasi-
zes the physical as well as the cultural environment, and it also brings a new
sense of environmental crisis combining scholarship with activism. Acous-
tic dimensions of the environment have thus far received little considera-
tion in discussions of such issues as climate change, industrial pollution,
environmental justice, and habitat loss. An ecomusicological approach to
the place of music and sound in the environment enables ethnomusicolo-
gists to contribute their knowledge to these ongoing discussions, while it
also grounds environmental activism in scholarship.

Etnomuzikoloji Icinde, Ekomuzikoloji Nerede? Muzik, Ses ve Cevre

Ozet

Etnomuzikolojinin mevcut cevresel kriz etrafinda donen konugmalarda bir
rolu var mi? Etnomuzikolog olarak egitim ve deneyimimiz sayesinde, bize
kamusal alanda guvenilirlik kazandiran beceri, bilgi ve uzmanligimiz var
mi1? Etnomuzikologlar olarak gevre ile ilgili politika gelistirmeye herhangi
bir bilgelik katmak i¢in ayakta duruyor muyuz? Ekomuzikoloji ile ugrasan
etnomuzikologlar bu konugmalara ses, muzik, doga, kultur ve cevre anla-
yisin1 getirmektedir. Bir alan olarak ekomuzikoloji, yaklasik on yil once
muzigin ekokritik caligmasi olarak birlegti. Ekoritizim terimini edebiyattan
odung alan muzikologlar besteciler, besteler, doga ve muzigin kulturel tre-
timi arasindaki iligkileri incelediler. Amerikan Muzikoloji Dernegi Dergi-
si'nde 2011 yilinda bir bildirinin yayinlanmasindan hemen sonra, ekomu-
zikoloji dunya ¢apinda sadece muzikolojiden degil, etnomuzikoloji, orga-
noloji, akustik, antropoloji ve ekolojik bilim igindeki insanlarini cezbetti.
Ekomuzikoloji ayrica muzikle ilgilenen besteciler, sanatcilar, gazeteciler ve
cevre aktivistlerini de cezbetti. Ilk olarak 2012 yilindaki ekomuzikoloji
konferansinda, bu yeni alana dair ¢ok cesitli yaklagimlar sergilendi. Birkag
yil icinde, ekomuzikolojinin tanim, gevresel bir kriz doneminde ses, mu-
zik, kultur, doga ve cevre caligmalari olarak genisletilmigti. Daha yakin za-
manda, ekomuzikologlar ekokritizm olarak degil ekoloji olarak “eko-"
onekini kesfetmeye bagladilar. William K. Archer'in 1964'te muzik ve eko-
loji hakkindaki onct gozlemlerinden bu yana, etnomuzikologlar ve muzi-
kologlar, kulturel ekoloji, ekolojik psikoloji ve insan ekolojisi gibi alanlara
dayanarak muzigin kulturel tretiminin ekolojik bir cergevesini ortaya koy-
dular. Bu bilgi, ecomusicology alanindan once gelir. Ekomuzikoloji, muzik
ve ekoloji konusundaki sohbete ekolojik bilim insanlarini ekler, fiziksel ve
kultarel cevreyi vurgular ve aymi zamanda bursu aktivizm ile birlegtiren
yeni bir cevresel kriz hissi getirir. Ekomuzikoloji, muzik ve ekoloji konu-
sundaki sohbete ekolojik bilim adamlari ekler, Kulturel cevreyi oldugu ka-
dar fiziksel cevreyi de vurgular ve ayni zamanda bu bilimi aktivizm ile bir-
lestiren yeni bir gcevresel kriz duygusu getirir. Iklim degisikligi, endustriyel
kirlilik, cevre adaleti ve habitat kayb: gibi konularin tartigilmast i¢inde gev-
renin akustik boyutlar ¢cok az dikkate alinmigtir. Muzik ve sesin ortamdaki
yerine dair ekomuzikolojik bir yaklagim, etnomuzikologlarin bu devam
eden tartigmalara bilgileri ile katkida bulunmalarimi saglarken, ayni za-
manda bilimde cevresel aktivizmi de temel almaktadir.



Within Ethnomusicology, Where Is Ecomusicology? Music, Sound, and Environment*

The novel coronavirus pandemic brought an immediacy to the gradually
intensifying environmental crisis. Scientists now agree that habitat pressures
that put different species that are not naturally close to each other in the same
environment, are causing unusual behavior among plants and animals. One
result is the proliferation of novel viruses.! Nonhuman nature, it would seem,
keeps sending human beings messages, whether in the dreadful sounds of cli-
mate change, or now in the wake of the terrible COVID-19 pandemic that
threatens millions of lives worldwide. On the other hand, scientists have cal-
led attention to the positive environmental effects of the mass confinements,
quarantines, and lockdowns. Much less carbon dioxide is going into the at-
mosphere because many fewer people are traveling by air. Shipping noise in
the oceans is down, and whales and dolphins are communicating more freely.
Environmentalists are hoping that the post-virus economy will accelerate the
conversion to renewable energy systems.

Does ethnomusicology have a role to play in the conversations swirling
around the current environmental crisis? Of course, ethnomusicologists tra-
ditionally exercise what rights we have to speak out as private citizens, but
does ethnomusicology as a field have a role to play> What, after all, are the
relations between music and environment? By virtue of our training and
experience as ethnomusicologists, do we have skills, knowledge, and exper-
tise that give us credibility in the embattled public sphere? Do we have stan-
ding, as ethnomusicologists, to contribute any wisdom to policy-making
about the environment? We may recall the difficulties faced by the President
of the Society for Ethnomusicology when interviewed on a radio talk show
and asked to defend the Society’s position statement condemning the use of
music for torture.” The host was skeptical that an academic society speciali-
zing in music understood anything about how wars ought to be waged.

What ethnomusicology might do to help mitigate the climate crisis was
the question addressed in the President’s Roundtable at the annual confe-
rence of the Society for Ethnomusicology in 2018. Most of the six scholars
who spoke to that question, myself included, considered the relations
between the environment and music within the more inclusive category, so-

Frutos, Roger, Marc L. Roig, Jordi Serra-Cobo, and Christian A. Devaux.
“COVID-19: The conjunction of events leading to the pandemic and lessons to
learn for future threats.” Frontiers in Medicine, 2020. doi: 10.3389/fmed.202
0.00223.

* Philip Bohlman interviewed by Hugh Hewitt, Feb. 9, 2007. https://www.hugh-
hewitt.com/philip-bohlman-representing-the-guys-and-dear-god-dont-call-
them-gals-at-the-society-for-ethnomusicology-on-the-use-of-music-as-torture/

197
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und.’ Some said that among the skills ethnomusicologists brought to the table
were people skills, developed over the course of ethnographic fieldwork. A
few of the speakers had backgrounds in ecological science, and one advocated
for partnerships between ethnomusicologists and ecological scientists to
study the environmental adaptations indigenous peoples have made that co-
uld be useful in mitigating the climate crisis, thus lending some credibility to
our contributions to the policy conversations about the environment. Some
spoke about ethnomusicology’s longstanding interest in the relationships
between music, ritual, and the environment, especially in traditional hunter-
gatherer and horticultural social groups where indigenous groups sought to
influence the forces of nature to provide an abundance of food. Yet it was
also plain that should ethnomusicologists bring to the environmental table
the indigenous ecological knowledges of music and ritual, some policy-ma-
kers would respond that they wished to base their environmental interventi-
ons in science, not superstition.

Five of the six speakers on the President’s Roundtable were active parti-
cipants in an emerging multidisciplinary field, called ecomusicology. Ecomu-
sicology is a “crisis field” poised to address issues of music and the environ-
ment in a time of environmental crisis. Ethnomusicologists have played an
important, but not dominant, role in developing ecomusicology. Among the
study groups within the Society for Ethnomusicology, one is devoted to eco-
musicology. In the remainder of this presentation I will discuss this new field
which combines scholarship, creative work, and environmental activism, for
ecomusicology appeals to an increasing number of ethnomusicologists con-
cerned with music and the environment. Indeed, ecomusicology attracts mu-
sicologists, ethnomusicologists, environmental activists, acousticians, anth-
ropologists, composers, performers, ecological scientists, and scholars in the
field of sound studies. Each brings different perspectives, concerns, ques-
tions, methodologies, and analyses to the discussion of music and environ-
ment. There is a study group within the Society for Ethnomusicology devo-
ted to ecomusicology. There is, also, a study group within the American Mu-
sicological Society devoted to ecomusicology. By design there is no society
for ecomusicology, but ecomusicologists have held two major conferences in
this decade, we have a journal called Ecomusicology Review, and a listserv.

The field of ecomusicology coalesced in this second decade of the current
century, under the guiding hand of musicologist Aaron S. Allen. As an un-
dergraduate at Tulane Allen had pursued a double major in music and envi-
ronmental studies. As a PhD student in musicology at Harvard he was direc-

? The participants were musicologists Aaron S. Allen and Denise Von Glahn, anth-
ropologist Mark Pedelty, and ethnomusicologists Ruth Hellier-Tinoco, Jennifer
Post, and myself. The roundtable was moderated by SEM President-Elect Timothy
J. Cooley.
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ted to a traditional dissertation topic on Beethoven, while his professors left
him to pursue his interests in music and the environment on his own time.
Those interests blossomed after he began a teaching career in the department
of music at the University of North Carolina at Greensboro and sought out
other scholars interested in music and the environment.

Allen was centrally involved in four landmark ecomusicological publica-
tions in the 2010s. The first was a colloquy of articles under the heading eco-
musicology published in 2011 in the Journal of the American Musicological
Society, and the second was an entry defining ecomusicology in the Grove
Dictionary of American Music, available to scholars since 2011 but published
in 2014. Allen introduced the colloquy and wrote the Grove entry. Both pub-
lications were aimed at musicologists, and both drew on Alexander Rehding’s
seminal review article, where he discussed recent works on music and nature
under the heading “Eco-Musicology.”* In them Allen defined ecomusicology
as “the study of music, culture, and nature in all the complexities of those
terms. Ecomusicology considers musical and sonic issues, both textual and
performative, related to ecology and the environment.” After acknowled-
ging, as Rehding had discussed, that the meanings of music, culture, and na-
ture were complex, unstable and contested, Allen went on to explain that the
“eco” in ecomusicology was not a reference to ecology per se but, rather, to
ecocriticism, a branch of literary criticism that developed in the late 20th cen-
tury that emphasized relations between authors, literature, and the environ-
ment. Therefore, ecomusicology was best understood as ecocritical musico-
logy, emphasizing relations between composers, music literature, and the en-
vironment.’

However, Allen soon recognized that defining ecomusicology as eco-cri-
tical musicology was too restrictive. True, he had taken pains to reference
Charles Seeger’s definition of musicology as the study of music in all its ma-
nifestations, rather than primarily as the study of Western art, or classical,
music. Besides, the discipline of musicology had opened up in the past thirty
years as the so-called “new musicologists” expanded the canon by exploring
musical theatre, jazz, rock, soul, and hip-hop music, as well as by elevating
the careers of women and people of color who had been neglected as compo-
sers and performers. Musicology, like other academic disciplines, attempted
to attract minorities into graduate school and as faculty members. Surely
there was room for ecomusicology in the musicological tent. In his Grove
Dictionary definition, Allen recognized ecomusicology’s cross-disciplinary
appeal to studies in soundscape and acoustic ecology, as well as biomusico-

* Rehding, Alexander. “Review Article: Eco-Musicology.” Journal of the Royal Mu-
sical Association, vol. 127, no. 2, 2002, pp. 305-320.

> Allen, Aaron S. “Ecomusicology: Ecocriticism and Musicology.” Journal of the
American Musicological Society, vol. 64, no. 2, 2011, p. 393.
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logy (the study of animal sound communication), and an ethnomusicology
that went beyond ethnographic description and interpretation to issues that
were “political and critical.”® At the first ecomusicology conference, which
took place in October, 2012 in New Orleans, the majority of attendees were
musicologists. However, one could not help noticing that scholars, activists
and scientists who did not identify as musicologists were present as well, and
that some were presenting their own research as ecomusicology. These inc-
luded ethnomusicologists drawing on their field’s long ethnographic enga-
gement with music and cultural ecology. They included applied ethnomusi-
cologists interested in harnessing concepts of sustainability to music and cul-
tural policy. They included composers and performers whose music engaged
directly with the environment. They included scientists interested in bio-
music. They included public intellectuals and journalists synthesizing rese-
arch in music and the environment.

After the 2012 ecomusicology conference Allen and his British colleague
Kevin Dawe determined to put together a book reflecting varieties of ecomu-
sicological scholarship. Drawing partly on presentations from the 2012 con-
ference but not limited to them, Current Directions in Ecomusicology (CDE)
was published by Routledge in 2016 and became the third ecomusicology
landmark of the decade. This ambitious and eclectic work was divided into
parts: Ecological Directions, Fieldwork Directions, Critical Directions, and
Textual Directions. The book foregrounded four major, though not mutually
exclusive, perspectives: ecological, ethnomusicological, (eco)critical (inclu-
ding ethics, as well as postmodern and critical theory), and textual (i.e., enga-
ging primarily with texts, usually from a musicological standpoint). “There
is no one ecomusicology but many ecomusicologies constituting a dynamic
field,” Allen and Dawe wrote.”

Drawing on my own experiences at the 2012 conference, I came to view
ecomusicology as a crisis field and defined it a little more broadly than Allen
had done, as “the study of music, sound, culture, nature and the environment
in a time of environmental crisis.”® Allen and I had been corresponding about
music, sustainability, ecology and the use of metaphors in ecomusicology
since February of 2012. I had been writing about music and ecology decades
prior to the invention of the term ecomusicology. Allen had critiqued my
2009 article in which I developed ecological approach to musical sustainabi-

¢ Allen, Aaron S. “Ecomusicology (ecocritical musicology)” Grove Dictionary of
American Music, 2™ edition.

7 Allen Aaron S., and Kevin Dawe, eds. Current Directions in Ecomusicology. Rout-
ledge, 2016, p. 1.

® Titon, Jeff Todd. “The Nature of Ecomusicology.” Misica e Cultura revista da
ABET, vol. 8, no. 1, 2013, pp. 8-18. Originally the keynote address for the 2013
conference of the Brazilian Society for Ethnomusicology, in Joao Pessoa, Brazil.
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lity, based on applying principles borrowed from conservation biology to
music and sustainability, for using ecology as a metaphor by bringing it out
of the physical environment and into the world of cultural policy.’ I had also
employed ecology as a metaphor, he said, in my 1984 claim that music cultu-
res could be understood as ecosystems.” Allen, in other words, made the im-
portant distinction between ecology as metaphor and ecology as science. He
acknowledged that in my more recent work I employed ecology directly in
relation to the physical environment when I appealed on scientific grounds
for a sound commons for all living creatures."! However, the term sound
commons is itself a metaphor, and in the sciences as in the humanities metap-
hors have powerful explanatory qualities and are impossible to avoid, even in
mathematics.'” Darwin cheerfully admitted that his phrase, “struggle for exis-
tence,” was a metaphor.” The tensions between the objective world of science
and the subjective realm of metaphor greatly troubled Henry David Thoreau,
the subject of my own contribution to CDE. I view them as creative rather
than destructive tensions.

The music/ecology metaphor was the object of critique in two articles,
one written by Brent Keogh and the other by Keogh and Ian Collinson."
They critiqued not only ecomusicology but also ethnomusicology, arguing
that their use of the music/ecology metaphor was both misleading and also a

? Titon, Jeff Todd. “Music and Sustainability: An Ecological Viewpoint.” The World
of Music, vol. 51, no. 1, 2009, pp. 119-137. Allen, Aaron. “Sounding Sustainable; or,
The Challenge of Sustainability,” 49-51. In Cultural Sustainabilities: Music, Media,
Language, Advocacy, edited by Timothy J. Cooley, 43-62. Urbana: University of
Illinois Press, 2019.

19 Titon, Jeff Todd, and Mark Slobin. “The Music Culture as a World of Music.” In
Worlds of Music, edited by Jeff Todd Titon. Schirmer Books, 1984, p. 9. When I
wrote that music cultures could be understood as ecological systems, I meant both
that music cultures were like ecological systems, and also that they were ecological
systems.

! Titon, Jeff Todd. “A Sound Commons for All Living Creatures.” Smithsonian
Folkways Magazine (Fall-Winter 2012). https://folkways.si.edu/magazine-fall-
winter-2012-sound-commons-living-creatures/science-and-nature-world/mu-
sic/article/smithsonian

12 Manin, Yuri. Mathematics as Metaphor. American Mathematical Society, 2007.

B In On The Origin of Species, first edition, chapter 3, Darwin wrote: “I use the term
Struggle for Existence in a large and metaphorical sense, including dependence of
one being on another, and including (which is more important) not only the life of
the individual, but success in leaving progeny. .. ”

" Brent Keogh, “On the Limitations of Music Ecology.” Journal of Music Research
Online 4 (2013). http://www.jmro.org.au/index.php/mca2/article/view/83. Brent
Keogh and Ian Collinson, “’A Place for Everything and Everything in Its Place™:
The (Ab)uses of Music Ecology. MUSICultures 43, no. 1 (2016), 1-15.
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distraction from more important inquiries into music as cultural production.
At the same time, a critique by ethnomusicologist Anna Maria Ochoa Gau-
tier argued that ecomusicologists had failed to draw upon an important ear-
lier strand in ethnomusicology exemplified by Steven Feld’s concept of aco-
ustemology, referring to societies like the Kaluli of Papua New Guinea where
sound played an outsized role in determining what humans could know and
how they could know it—i.e., in social epistemologies.”

Rather than responding immediately to these critiques, Allen and I deci-
ded it would be best at first to respond indirectly, by demonstrating, in a
special issue of a journal, the variety of ecological approaches to music and
sound. A call for articles resulted in fifty-five proposals, far more than we
thought we would receive. In 2018 twelve of those articles were published, in
a special issue of the journal MUSICultures.'® This was the fourth landmark
in ecomusicology in this decade. Topics included the indigenous ecological
knowledges and their relations to music and sound; human-animal cross-spe-
cies interactions involving sounds and symbols; new age atmospheric music
and the environment; ecological psychology and phenomenology of musical
performance; music-culture ecosystems and the sustainability of symphony
orchestras; and ecocritical musicology with an emphasis on compositions
from an ecological standpoint.

In the Introduction to this special issue, Allen wrote that ecology provi-
ded ecomusicology with both a problem and an opportunity. For Allen, the
problem of ecology was “the invocation of ecology to mean something other
than what ecological scientists mean by it.” The opportunity, however, was
in ecology’s ability to inform “other realms of inquiry that resonate with mu-
sic and sound studies.”"” In my Afterword to this special issue, I wrote about
two problems iz contemporary ecology that presented difficulties for eco-
musicologists. One was the change, in the past century, from the balance-of-
nature paradigm to the disturbance-and-change paradigm. However, most
ecomusicologists consider still nature and the environment to trend toward
an ideal state of balance or equilibrium. The second problem is the ongoing
debate, within ecological science, between population ecologists, who work
from the bottom up, and ecosystem ecologists, who apply a systems appro-

1> Gautier, Ana Marfa Ochoa. “Acoustic Multinaturalism, the Value of Nature, and
the Nature of Music in Ecomusicology.” Boundary 2, vol. 43, no. 1, pp. 107-141.
DOI10.1215/01903659- 3340661.

16 Allen, Aaron S., and Jeff Todd Titon, eds. MUSICultures, vol. 45, nos. 1-2, 2018.
Special issue on Ecologies.

17 Allen, Aaron S. “One Ecology and Many Ecologies: The Problem and Opportunity
of Ecology for Music and Sound Studies.” MUSICultures, vol. 45, nos. 1-2, 2018,
p- 1.



Within Ethnomusicology, Where Is Ecomusicology? Music, Sound, and Environment*

ach and work from the top down.'® In the mid-20" century ecosystem eco-
logists gained the advantage and held it for several decades, but their mathe-
matical models were not nearly as accurate as had been hoped, and as a result
ecosystem ecology is no longer at the center of the field of ecology. Nevert-
heless, the ecosystem remains the principal metaphor with which ecomusico-
logists think about sustainability and music cultures although, to be sure, the
music-culture models that ecomusicologists have employed are descriptive,
not mathematical.

Certainly the music/ecology metaphor has its limitations when yoked to
the abandoned balance of nature ecological paradigm, as it was for most of
the previous century. Yet the contemporary science that accounts for ongo-
ing relations among organisms and environment retains the idea that these
constitute systems, however temporarily stable their equilibria may be after
regime changes. In the same way, music-culture ecosystems may be described
in terms of non-totalizing, dynamic relations among the parts and emergent,
unpredicted consequences in the behavior of the whole. Ochoa Gautier’s ar-
gument that research by Feld and others foregrounded relations between mu-
sic and the environment is certainly correct, while it is also true that much of
the research in Indigenous societies during the previous century focused on
the ritual uses of music to ensure that nature would provide sufficient food
and water for survival. However, this scholarly research appears chiefly as
cultural ecology adapted to the study of music, rather than as proto-ecomu-
sicology. Moreover, when first published, it lacked the present sense of a pla-
netary environmental crisis even though the Environmental Movement had
begun some thirty years earlier with the work of Rachel Carson in the 1950s.
More recently, Feld and others have revisited this early research from more
of an applied standpoint, both with a sense of crisis and a view toward cultu-
ral and environmental sustainability; but they do not identify their work as
ecomusicology.” he broad and growing appeal of music and ecology promp-
ted Allen and me to turn the special issue of MUSICultures into a book: “So-
unds, Ecologies, Musics.” In this book we intend to further clarify the chal-
lenges posed and opportunities offered when sound and music are considered
from ecological perspectives. In the book we seek to address two principal
questions: (1) What is the place, and the role, of music and sound in this crisis
of the so-called Anthropocene? and (2) How might ecological thinking help

'8 Titon, Jeff Todd. “Ecomusicology and the Problems in Ecology.” MUSICultures,
vol. 45, nos. 1-2, 2018, pp. 260-261.

% Feld, Steven. Sound and Sentiment: Birds, Weeping, Poetics and Song in Kaluli
Expression. 3" edition, with a new Afterword. Duke University Press, 2012. Origi-
nally published in 1982. See also Seeger, Anthony. Why Suya Sing: A Musical Anth-
ropology of an Amazonian People. University of Illinois Press, 2004. Originally
published in 1987. See also Roseman, Maria. Healing Sounds from the Malaysian
Rainforest: Temiar Music and Medicine. University of California Press, 1991.

203



2,04 Etnomiizikoloji Dergisi / Ethnomusicology Journal (Turkey) Yil/ Year: 3 Say\/ Issue: 2 (2020)

ecomusicologists to understand, and mitigate, this crisis? We invited a half-
dozen additional authors to contribute, and after gathering up abstracts and
submitting a book proposal, last winter we signed an advance contract with
Oxford University Press. Authors (including co-editors Allen and Titon) are
in the midst of writing our contributions. We are hopeful that within a few
years the book will be published.

Ecomusicology coalesced at the beginning of the current decade as the
ecocritical study of music. That is, the “eco” in ecomusicology referred to
ecocriticism. Today, the “eco” also refers to ecology. The expanding “eco”
invites ecologists under the ecomusicological tent, and it also encourages eco-
ethnomusicologists to adopt an ecological perspective. This ecological pers-
pective from ecomusicology offers ethnomusicologists an opportunity to
contribute more directly and authoritatively to the public discourse surroun-
ding the environmental crisis, and to do so from a point of view that foreg-
rounds the sounding universe in which humans and other animals are conti-
nuing to adapt their musical and sonic communication in response to changes
in habitat and climate.

Acknowledgments: 1 am grateful to Ozlem DOGUS VARLI for inviting
me to speak, and for the arrangements that she and others in the Turkish As-
sociation of Ethnomusicology made to enable this Symposium to happen.
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Kiiltiir Uriinlerinin Mekansal
Degisimi
Sibirya Tiirklerinde Tarim ve

Hayvancilik Kiiltiirinden Miizik
Killtiiriine Gecen Calgilar

Feyzan Goher

Ozet

Kultur urunlerinin mekansal degisimi, genellikle bir nesne ya da olgunun
degisen yagam sartlar1 ile eski kullanim alanini terk ederek, yeni mekanlara
aktarimi veya ige yaramaz hale gelisi agisindan ele alimir. Ancak bu kuram,
kultur urunlerinin farkli uygulama sahalari arasindaki gegisi ile olugan sim-
gesel etkilesimi ve kultar Urtinunun “ayni anda” birden ¢ok alanda kulla-
nimda olmasini da inceler. Betimsel karakterli bu ¢aligmada, tarim ve hay-
vancilik kultar truni olup, mekansal degisim yasayarak muzik kultaruine
gecmis Sibirya Turk calgilar1 konu edilmektedir. Caligma, Guney Sibirya
bolgesinde yer alan Tuva ve Kuzey Sibirya Bolgesinde bulunan Saha (Ya-
kutistan) Ozerk Cumhuriyetleri 0zelinde yurutulmugtur. Makalede, sozu
edilen bolgelerde gergeklestirilen alan aragtirmalari esnasinda uygulanan
yar1 yapilandirilmig gorusme teknigi ve katilimer olarak gozlem teknigi so-
nucu elde edilen veriler ile literatur taramasi sonuglarindan faydalanilmig-
tir.

Anahtar Kelimeler: Mekansal Degisim, Sibirya Turk Muzigi, Tuva, Saha
(Yakutistan), Organoloji.

Spatial Change of Cultural Products
The Music Instruments that Passed from Agriculture and Livestock
Culture to Musical Culture in Siberian Turks

Abstract

The spatial change of cultural products is generally considered in terms of
the changing living conditions of cultural products and their position in
new spaces, change or becoming useless. However, this theory also exami-
nes symbolic interaction and the use of cultural products in more than one

" Prof. Dr., Nigde Omer Halisdemir Universitesi TMDK, Muzikoloji ABD ogretim
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field "simultaneously". In this descriptive study, Siberian Turkish instru-
ments that were previously a product of agriculture and animal husbandry
and passed into musical culture by experiencing spatial changes are discus-
sed. This study has been carried out specifically for Tuva in the Southern
Siberia region and the Sakha (Yakutia) Autonomous Republics in the
Northern Siberia Region. In this article, the semi-structured interview
technique applied during the field studies carried out in the mentioned re-
gions and the data obtained as a result of the observation technique as a
participant and the results of the literature review have been used.

Keywords: Spatial Change, Siberian Turkish Music, Tuva, Sakha (Yakutia),
Organology.

Giris

Zamanin akiciligi i¢cinde farklilagan toplumun ihtiyaglari, kultur alanlar
ve kultur urunleri izerinde bitmeyen bir degisime neden olur. Buna kulturel
evrim ad1 verilir. Kulturel evrim, sosyal ekolojiye bagli olarak surekli degisim
gosterir. Bu degigsimler uizerine odaklanan evrimsel yaklagimlar, kultur iceri-
ginin degisebilecegi aktarim mekanizmalarini inceleyerek kulturel degisimin
nasil oldugunun anlagilmasini saglar. Ekolojik yaklagimlar ise kulturel degi-
simin nedenine dair i¢cgoru saglar. Ekolojik ve kulturel evrimsel yaklagimlar-
dan gelen tamamlayici veriler, kulturlerin ve kultur Grtinlerinin degisim sure-
cini birlikte netlegtirebilir (Varnum ve Grossmann, 2017, s.1). Kulturel degi-
simle birlikte, farkli uygulama alanlarindaki olgular, anlamlar ve arag geregler
de degisime ugrar.

Kulturlerin dugtnsel ve duyusal agilardan dongusel dinamikleri ve sosyal
farklilagma olgusuna iliskin, pek ¢ok ¢aligma mevcuttur. Yaganan toplumsal
degisimler, kimi biliminsanlarinca kulturel evrim modeli ile ya da odaklanmug
teorik aragtirmalarla agiklanmaya caligilirken; kimi biliminsanlari ise kulturel
degisimi tanimlayici ayrintilara odaklanmak yerine, uzun vadeli degisim yon-
lerini tasvir eden veya degisimin ana kaynaklarin: stilize eden tekrarlayan ka-
liplarla ortaya koymaya gayret ederler (Wuthnow, 1992, 5.256). Kulturel de-
gisim akigi icinde ele alinabilecek teorilerden olan sembolik etkilegimcilik, in-
san etkilesimlerini hem ¢evredeki nesnelerden, hem de digerlerinin eylemle-
rinden anlam turetme sureci olarak kavramsallastirir (Denzin, 1969, 5.925).
Sembolik etkilesim, farkli topluluklar arasinda olabilecegi gibi, farkli kultur
alanlari arasinda nesnelerin anlam tagiyiciligi ile de gerceklesebilir.

Kulturun mekansal degigsimler Uizerinde etkisi, genellikle kulturel urunle-
rin degisen yagam sartlari ile yeni mekanlarindaki konumu, degisimi veya ise
yaramaz hale gelisi agisindan ele alinir. Ancak bu kuram, kultur trainlerinin
farkli uygulama sahalar1 arasindaki gegisi de barindirir. Bu gegisle birlikte,
kultur urunun daha onceki kullanim mekanindaki varligi sona erebilir; veya-
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hut kultur urunu, farkli veya nispeten benzer gorevler yuklenerek, iki ya da
daha ¢ok alanda varligini devam ettirebilir. Bu aktarim sonucu, mekanlar arasi
gecis yapan nesne veya olgu, simgesel 0zelligini kaybedebilir, kismen ya da
tamamen tagtyabilir yahut Uzerine yeni anlamlar yuklenebilir.

Bu noktada “mekan” kavrami uzerinde durmak yerinde olacakur. Top-
lumsal iligki aglarinin, dugunsel ve kulturel imgelerin sahnesi olan “mekan”
olgusu, ayni zamanda yasanan toplumsal stureglerin ve kulturel degisimlerin
de temel ogelerinden birisidir. Insanlarin eylemleri ve etkinlikleri i¢in gerekli
bir donatim, bir hammadde olan mekan (Solak, 2017, 5.27), bu etkinliklerin
gerceklegebilmesi icin ortam ve aletlerin Uretildigi bir alandir. Kulturel duzey,
bilgi birikimine ve bilginin uretimine dayali oldugu gibi, bunlarin mekanla
olan iligkisine de baglidir. (Cegen, 1985, 5.122). Bu ¢alismada mekan, cesitli
kulturel aktivitelerin gergeklesim faaliyet alani olarak ele alinmugtir.

Betimsel karakterli bu ¢alismada mekansal degisim yagayarak, tarim ve
hayvancilik kulturunde kullanilan birer aletken, muzik kulturune calg: olarak
gecmis nesneler konu edilmektedir. Caligma, Guney Sibirya bolgesinde yer
alan Tuva ve Kuzey Sibirya Bolgesinde bulunan Saha (Yakutistan) Ozerk
Cumhuriyetleri 0zelinde gerceklestirilmigtir. Makalede, sozu edilen bolge-
lerde yurutulen alan aragtirmalari’ esnasinda uygulanan yar1 yapilandirilmig
gorusme teknigi® ve katilimer olarak gozlem teknigi® sonucu elde edilen veri-
ler ile literatur taramasi sonuglarindan faydalanilmistur.

Muzigi sosyal ve kulturel baglamlarda inceleyen etnomuzikoloji, entelek-
tuel koklerini ve yontemlerini muzikolojiden oldugu kadar kulturel antropo-
lojiden de alir. Antropolojinin kalbi addedilen etnografi, bir toplulugunun
hayatinin ana unsurlar1 olan yasayis, orf, adet ve gelenekleri inceler ki, iki
veya daha fazla kultur arasinda mukayeseli ¢aligmalar yapan etnolojiden bu
noktada ayrilir (Kutukoglu, 2011, 5.10). Bu aragtirmada her ne kadar iki farkls
Turk toplulugunun gelenck ve yasayislari incelense de aralarinda bir kargilag-
tirma soz konusu degildir; butuncul bir yaklagim izlenmigtir.

Alan aragtirmasina baglanmadan once, gidilecek bolgenin kulturel dokusu, muzikal
gecmigi, gunumuzdeki muzik uygulamalar: incelenmis; alanda bilgi sahibi olan ki-
lavuz kigiler tespit edilerek, baglantiya gecilmistir. Kilavuz kigiler, gidilecek alana
hakim olan ve topluluk uzerinde etkisi bulunan bireylerden secilmistir. Gorugme-
lerin gergeklestirildigi kaynak kisiler, kilavuzlarin ve saha ¢aligmas1 oncesi aragtir-
malarin yonlendirmesi ile belirlenmistir.

Alan aragtirmalarinda uygulanan derinlemesine gorugmelerde “odaklanmig”, bir
diger ifadeyle “yar1 yapilandirilmig” gortugsme turtnun tercih edilmesi onerilir
(Punch, 2014, 5.165-167).

Sosyal bilimlerde aragtirmacinin rolti agisindan gozlemler, “katilimer olarak goz-
lem” ve “tam gozlem” olmak Uzere ikiye ayrilabilir (Punch, 2014, 5.167). Spradley’e
gore etnografik gorusme ile kaulimecr gozlem, etnografik betimlemeyi uretir
(Spradley, 1980, 5.46). Bu caligmada da etnografik veri toplama yontemi olarak ka-
tilimer olarak gozlem teknigi tercih edilmistir.
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Giiney Sibirya Tiirk Miiziginde Tanm Kiiltiirinden Miizik Kiiltiiriine Gecen Calgilar

Sibirya’nin kuzey bolgelerinde ¢ok cetin hava sartlari nedeniyle tarim kul-
turt daha ziyade guney bolgelerde varlik gosterebilmigtir. Altay-Sayan Dag-
lar1 arasinda bulunan Tuva, yuksek siradaglara, genis yaylara sahip, sert ka-
rasal iklimin hukum surdugu bir bolgede yer almaktadir.

Tuva’da yetigtirilen tarim urunleri arasinda tahillar, baklagiller, patates,
cesitli sebzeler ve kavun yer almaktadir. Tarim gerceklestirilen 6,5 bin hektar
alanin %65’inde yem bitkileri, tahil ve baklagiller yetistirilmektedir (Bige-
ool, Oyun ve Irgit, 2016, s.61). Bilhassa tahil, Tuva mutfaginda ¢cok 6nemli
bir yere sahiptir. Hayvansal gidalardan sonra en fazla tuketilen yiyecekler,
tahilla yapilanlardir.

Fotograf Grubu 1. 5 Ekim 2019'da Tuva Ulusal
Miizesi éniinde gerceklesen kutlamalardan®

Kultur unsurlari, toplumsal yagamin ana mekani olan dogadan (Meydan
Yildiz, 2018, 5.173) ve doga ile ilikili pratiklerden etkilenmektedir. Tuva’da
“Taraa Doyu Bayrami” olarak adlandirilan hasat genligi de, tahillarin ve ta-
hilla yapilan yemeklerin sergilendigi bir etkinliktir. Tuva’da Naadim’dan
sonra daha az yayginliga ve dneme sahip pek ¢cok festival ve etkinlik olmakla

* Fotograflar: Bepxosnbiii Xypau ([lapnament) Pecny6anku Toisa (Tuva Cumhuri-
yeti Yuksek Khural (Parlamento), Url: http://www.khural.org, Erisim Tarihi:
10.10.2019
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beraber, “Taraa Doyu” isimli gastronomik bayram, konumuz geregi d6nem
arz etmektedir. Geleneksel Tuva mutfagindan yemeklerin, tahillarin sergilen-
digi ve bu konudaki yarigmalarin yapildigy, fuar, sergi ve satiglarin duzenlen-
digi bayram, ekim ayinin baginda gerceklesmektedir.

Tuva’nin tarim kultart ile ilgili folklorik mirasinin korunmasinin amag-
landig1 etkinliklerde tahillar, yerel ekim sekilleri, geleneksel yemekler tanitilir
(Naksil 2016).

Buryatya, Hakasya, Mogolistan gibi komgu ulkelerin de katlimiyla, ¢ift-
lik temsilcileri, tarim kooperatifleri, el sanatkarlari, gida ureticileri, turizm
endustrisi temsilcilerinin kauldigi bu bayramin muzikoloji i¢in 6nemli olan
tarafy, tarim kultizrimim mizige yansiyisinin bir gostergesi olmasidir. Tuva’da
kisa 1r turune dahil olan is turkuleri, tarim hayatina eglik eden, caligmay1 daha
zevkli kilan, hayata dair ve tarima dair sozler barindiran eserlerdir. Bu sark:
turt, tarimla ugrasan tim toplumlarin halk sarkisi repertuvarlarinda yer alir.
Ancak Tuvalar tarim hayatini siradigi bagka bir sekilde de muzige aktarmis-
lardir. Tipki Samanist inanglardan beslenen animistik dunyay1 muzige tagi-
malar1 gibi, tarim hayatini da son derece yaratici bir slupla yorumlamuglar;
tahillar1 ayiklarken ve oguturken kullandiklar: aletleri, muzige dahil etmigler-
dir. Bu tarim egyalari, tahillar1 ezmekte kullanilan sogaas (sohu), say sogaajt
(havan) ve tahillarin ayiklanmasinda faydalanilan despi (tepsi)’dir. Agagida
solda, Naadim Senliginde fotografladigimiz Tuva tarim egyalari gorulmektedir.

1. Despi, 2. Das, 3. Bilgaas, 4. Sogaas, 5. Bala, 6.
Ayak/tavak, 7. Khol deerbezi, 8. Deerbe tudazi

Fotograf Grubu 2. ve Cizim 1. Tuva'da tarim aletleri®

> Fotograflar: F. Goher ve T. Vural, Naadim Senligi, Tuva 2017; Netra...
HeTpagunyuonHas TexHosorus, 2012 s.52.
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Bu aletler i¢cinde tarim ve ayni zamanda yemek kulturunde yer alan
“despi” yani tepsi, en yaygin kullanima sahip olandir. Despi (tepsi), festivale
de adini1 veren taraa ve dalgan gibi milli yemeklerin sunumunda, ayrica et ser-
vislerinde kullanilir. Bu tepsiye tahillar da konur ve ayiklanir (KK2). Asagi-
daki fotograflar, despinin yemek servislerinde kullanilmasini gostermektedir.

=

f'-.-,'. § .r'\\.' L -

1 J=8

Fotograf Grubu 3. Despinin Yemek Sunumunda Kullanilisi-Naadim2017

Kizil’da gorulme gergeklestirdigimiz Dog. Dr. Margarita Kungaa: “Tep-
siye dar1, bulgur vb. Urtinler konur. Bu alet, zaman i¢cinde muzikte de kulla-
nilmaya baglanmustir. Kisi sanki tepside dar1 ayikliyormusg gibi yapar. Muzi-
gin ritmine gore sallar, tahillar1 hafifce yukari dogru ziplatir” ifadelerini kul-
lanmigtir (KK1)°. Asagida solda Kungaa’nin Tuva Geleneksel Kultur Merke-
zinde tepsinin muzikte kullanigini anlatrken fotografi; ortada geleneksel mu-
zikte tepsinin kullaniligy; sagda ise tarimda kullaniligi gorulmektedir.

¢ KK-+say1 ifadesi ile belirtilen kaynak kisilere iliskin bilgiler igin Kaynakgaya baki-
niz.
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Fotograf Grubu 4. Despinin miizikte
ve tahil ayiklamada kullaniisi”

Tuva insani doga ile i¢ ice yasamuis; doganin sundugu tim malzemeleri ok
cesitli amaglar i¢in kullanmuigtir. Ruzgar seslerini, at kosuglarini barindiran
Tuva muziginde ¢algilarin morfolojik 6zellikleri de doganin bir pargasi olma
felsefesini yansitir. Ayrica tarim kulturunde yer alan aletlerin vurmali ve sal-
lamali ¢algi olarak kullanilmasi, bolge muzik kulturuntun gunluk hayat ile ay-
rilmaz bagini gozler onune sermekte; kultur urunlerinin mekansal degisimine
ornek olmaktadir. Genel olarak idiofon ¢algilar simifina dahil edilebilecek
olan bu enstrimanlardan diger ikisi sogaas (sohu)® ve say sogaaji (havan)dir.

Tahillari, tohumlari ezmekte kullanilan sogaas ve say sogaaji, ginumuzde
Tuva Ulusal Orkestrasinin kullandig calgilarindan olmuglardir. Bunlar, tim
icralarda degil; bazi eserlerde kullanilmaktadir. Bilhassa Tuva kulturunun one
¢ikartilmasi amagl olarak duizenlenen etkinliklerde despi gibi sogaas ve say
sogaaji orkestrada yer almaktadir. Taraa Doyu Festivali de bu etkinliklerden

7 Fotograflar: F. Goher ve T. Vural, Tuva Ulusal Kiltur Merkezi, Kizil 2017; Huva-
naak — Kamlarin Kehaneti Takviminden, Cadaana 2017.

® Sohu: Tahil dovmeye yarayan buyuk tag dibek (Url: tdk.gov.tr, Erigim Tarihi:
02.04.2020)
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birisidir (KK3). Bu anlamda ¢algilarin tarim kulturunt simgeleme ozellikle-
rinin devam ettigi gorulmektedir.

Ust kismindan tutularak sarkinin ritmine gore vurulan sogaas isimli sohu-
nun tokmagi “bala” olarak adlandirilir (Netra...2012, s.52-54). Fotograf
Grubu 5’te soldan iki fotografta, Tuva Ulusal Orkestrasinin ¢algi deposunda
fotografladigimiz sogaaslar ve geleneksel Tuva motifleri ile boyanmis ornek-
ler sunulmaktadir. Sol ve sagdaki sogaaglara, Tuva’da sik kullanilan bir motif
olan mutluluk dugumu motifi/sonsuzluk simgesi iglenmistir.

Baglangi¢ ve bitig noktalari belli olmayan bu sekiller, “mutluluk veya uzun
omur dugumu” olarak bilinirler. Budizm ile iligkilendirilen bu sekillerin ka-
rakteristik 0zellikleri, kalem kaldirilmadan, tek hamlede ¢izilebilmeleridir.

Cizim Grubu 2. Mutluluk / Uzun Omiir
Dagtimleri

Fotograf Grubu 5. Sogaas Ornekleri ®

® Fotograflar: F. Goher ve T. Vural, Tuva Ulusal Kiltur Merkezi, Kizil 2017; Mon-
gus Arjaana Andreevna Meroguyeckas paspaGoTka — «OpHameHT "AsK X333u
(Metodik Geligime-Suslemeler “Ayak Heezi”)
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Sogaas, asil yapilis amacini yansitir ve haurlatir sekilde muzikte yer al-
maktadir. Onun muzikte kullanimi, Tuva’min tarim kulturune gonderme
yapma amaghdir. Her ne kadar kulturel mekanlar aras: bir degisim yaganmig
olsa da, simgesel bir etkilesim s6z konusudur ve nesnelerin ilk kullanilma sa-
hasi animsatilmaktadir.

Ulusal ¢algilardan olusan orkestralara ya da dortla muzik grubuna (igil,
dospuluur, bizaangi, davul) eslik ederken calinabilen sogaas, Taraa Doyu
Bayraminda ritmik gosteri amaciyla, koreografik danslarda da kullanilmak-
tadir. Agagida solda sogaas ve despinin muzik ve dansta yer aligy; sagda ise
geleneksel orkestra ¢algilar: ile birlikte goruntimleri sunulmaktadir. Bu nes-
nelerin muzikte kullanimi ile tarim ve muzik kulturt igigelestirilmektedir.
Sogaas ve despi, iki kultur alani arasinda bir kopru vazifesi gormekte ve etki
alanini guglendirmektedirler.
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Fotograf Grubu 6. Sogaasin Miizik

ve Dansa Esligi *°

19 Fotograflar: Munucrepctso ky/bTypsl Pecny6auku Thiba (Tuva Cumhuriyeti
Kultur Bakanhig: Ulusal Muze Arsivi, Fotograf: S. Elovikov); BepxoBHubiit Xypan
(Mapnament) Pecny6auku TeiBa, Url: http://www.khural.org, Erisim Tarihi:
10.10.2019
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Bilhassa Tuva tarim kulturunun ve Tuva’nin geleneksel 6zelliklerinin vur-
gulanmak istendigi etkinliklerde, muzik aletine dontugen bir diger ¢alg1 ise ha-
vandir. Tuva’da say sogaaji ismi verilen havanin tokmagina ise sogaaj daji de-
nilmektedir (Netra...2012, s.54). Muzigin ritmine gore havanin tokmag vu-
rulmaktadir. Bu aletin muzikte kullanilmasi da tipks, sogaas ve despi gibi hem
kultur runlerinin mekansal degisimine ornektir, hem de bu aktarim esna-
sinda tarim ve muzik kulturt arasinda bir bag yaraulmaktadir.

Fotograf Grubu 7’nin sol kisminda, Tuva Ulusal Orkestrasinin ¢alg: de-
posunda fotografladigimiz say sogaaji; ortada ve sagda ise havan olarak kul-
lanilan ornekler sunulmugtur. Ahsap ya da tastan yapilabilen say sogaaji, to-
humlarin ve ¢ay yapraklarinin ezilmesinde kullanilmaktadir. Ismi de
“cay/say” kelimesinden gelmektedir.

Fotograf Grubu 7. Say Sogaaji Ornekleri 11

Turk dunyasinda gunluk yasantida kullanilan pek ¢ok alete yan anlamlar
yuklenmigtir. Bu durum, Turk insaninin dunyaya bakigini, algilayigini ve
hurmetini gostermektedir. Derin anlamlar yuklenen pek ¢ok nesneden birisi
de havan ve tokmagidir. Abakan’da gorugme gergeklestirdigimiz kultur tarihi
aragtirmacisi ve lutiye P. Topoev’e gore (2017), Guney Sibirya Turkleri i¢in
havan ve tokmak, gecmisten gelen kutsal anlamlar tagir. Doguran, ureten disil
imgelerle iligkili olan havan, “ay”1 sembolize eder. Tipki Hakas Yaradilig ef-
sanesindeki “her seyin pistigi kazan” gibi, havanin da kutsal, buyula bir ma-
nast vardir. Tokmak ise erkegi temsil eder. Havan ve tokmak, yasam iksirini
oguten, icice geciren simgelerdir. Topoev, Hakas kopuzunun yuvarlak kas-
nag1 ve alundaki ¢ikintili kisminin; ayrica kam davulu ile tokmaginin da kadin
(yumurtalik) ile erkegi (sperm), ve bu sekilde yaradilig olgusunu temsil ettik-

! Fotograflar: F. Goher ve T. Vural, Tuva Ulusal Kultur Merkezi, Kizil 2017; Url:
http://www.khural.org, Erigim Tarihi: 10.10.2019
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lerini iddia etmektedir (KK4)"”. Muzik aletlerinin yaradilis hikayelerinde
konu aligi, onlarin kutsallagtirilmig yan anlamlari ile baglantilidir.

Giiney ve Kuzey Sibirya Tiirk Miiziginde Hayvancilik Kiiltiiriinden Miizik Kiiltiiriine
Gecen Calgilar

Kurkleri ile 1sitan, etleri, sutleri ile besleyen, derilerinden tuylerine kadar
faydalanilan, tagiyan, ceken, insana en yakin dost olan hayvanlar, tim mede-
niyetler i¢in son derece onemli olmustur suphesiz. Ancak Turkler bu fayda-
lara karg1 oylesine minnet duymusglardir ki, hayvanlari Tanri’nin birer hedi-
yesi olarak kabul etmis; inang sistemlerinin, kulturlerinin bagkogesine tagi-
miglardir. Gereksiz avlanmayi, hayvanlarin canini yakmay: yasaklamiglar;
takvimlerinden, tamgalarina kadar hemen her yerde, yan anlamlar yukledik-
leri hayvan simgelerini kullanmiglardir. Turk sanat denildiginde temel ve en
kuvvetli stillerin baginda hayvan uslubu gelmektedir. Hayvan uslubu, Turk
muziginin de temel stillerinden birisidir (Goher Vural, 2020, s.vii). Hayvanlar
Turk muzigine gesitli goruntumleri ile yansimisgtir. Bu goruntumler, hayvan
materyali kullanilarak yapilan calgilar, hayvan resimleri barindiran veya hay-
van formlu yapilan ¢algilar, melodilerde ve ritmik yapida hayvan seslerinin
taklidi gibi alt bagliklar halinde siralanabilir. Ancak burada uzerinde durmak
istedigimiz konu, hayvancilik kulturunde kullanilip, dogrudan muzik kulta-
rune gegen araglardir.

Turk kulturunde hayvanciligin yayginligi, cobanlarin hayal dunyas: ile
birlestiginde, hayvancilik kokenli baz1 araglarin zaman i¢inde mekansal degi-
sim yoluyla muzik kulturune girmesine ve ¢algi olarak kullanilmasina neden
olmugtur. Orta Asya ve bilhassa Sibirya muziginde tabiatin ve hayvanlarin
sesini duyurma istegi, bu tip calgilarin varligini arttirmigtir.

Burada kastedilen asil yapilis amaglari hayvancilikta kullanilmak olan fa-
kat zamanla muzik kulturune de gegmis araglardir. Ornegin Tuva’da guntu-
muzde muzik aleti olarak kullanilan konguroonun (¢an, ¢ingirak), ortaya ¢i1-
kis tarihine goz atildiginda, bunun eskiden sadece hayvancilikta kullanilan bir
esya oldugu gorulur. Tuva’nin 6nde gelen muzikologu Suzukei’nin bu konu-
daki ifadeleri soyledir: “Eskiden halkimiz kongurooyu at surusunun bagin-
daki aygirin, koyunlarin bagindaki tekenin, ineklerin bagindaki boganin, ker-
vancilar kervanin en onuindeki devenin, gog edenler gocun bagindaki aygirin
boynuna takiyorlardi. Boynuna ¢ingirak takilan hayvan hangi yone giderse
digerleri de onu takip etmigtir. Bundan oturt cobanlar dumanly, firtinali gin-
lerde veya ormanda kaybolan hayvan surusunu, ¢ingirak sesini takip ederek
buluyorlardi. Zaman i¢inde bu ziller, sarkilara, melodilere eslik ederken de
calinmaya baglandi1 (KKS5).

> Topoev’in bu iddiasin1 Hakas kopuzu tizerinden anlatist igin bkz. Fotograf Grubu
8.
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Fotograf Grubu 8. V. Siiziikei (Kizil) ve P. Topoev (Abakan) G6riisme Esnasi 3

Cingiraklar evcil hayvanlarin turt ve buyuklugune gore gesitli boyutta
yapilmigtir. Ornegin, buyukbag hayvanlarin (atlar, inekler, yaklar) boynuna
buyuk; koyun ve kegilerin boynuna kuguk ¢anlar takilmigtir.

Bu tur ¢ingiraklarin, hayvan pirlerinin isimlerini tagimalar: boguna degil-
dir. Mesela, buyukbas hayvanlara takilan ¢ingirak, “Kambar Ata konguro-
osu”; kugukbag hayvanlara takilan ¢ingirak “Colpon Ata konguroosu” ismini
tastyordu. Bu alet oncelikle kaybolan hayvani bulmak i¢in lazimken; diger
taraftan halk arasindaki inanca gore konguroo, hayvanlar: afetten, illetten ve
nazardan koruma gorevi de Ustlenmekteydi (Suzukei, 2007, s.64).

Cizim Grubu 3. Cilaacin ve Kingiraa, Konguraa ve Konguluur (soldan sagfa)l4

Turk dunyasinda kam (saman) davullarina da gesitli metal parcalar takilir.
Bunlar hem kam davulu ¢alarken farkl: sesler ¢ikmasini; hem de basta demir

B Fotograflar: F. Goher ve T. Vural, Tuva Beseri ve Uygulamali Sosyal ve Ekonomik
Aragtirmalar Enstitust, Kizil 2017 ve Topoev Muzik Atolyesi, Abakan 2017.
Y Cizimler: V. Yu. Suziikei.
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olmak tzere metallerin sahip olduguna inanilan gugten faydalanmayi saglar.
Dungure (kam davuluna) takilan metaller demir, bakir, bronz ve piring ola-
bilir. Kingiraa, kamlarin elbiselerinin arkasina baglanan kirmizi1 veya sar1 ba-
kirdan yapilmus, i¢ci bos borulardan olugmus bir ¢algidir. Alt ucu genis, st
dar olan metal borularin uzunlugu 10-15 cm’dir. Bu borularin 3 veya 5 tanesi
demet halinde asilirlar ve birbirlerine carparak, i¢ci bog metal nesnelerin ka-
rakteristik sesini yayarlar (Suzukei, 2009, s.1). Davula takilan zillere ise sar1-
gaza ogu ismi verilir. Tuva’nin bir diger 6nemli muzikologu Z. Kirgis’a gore
bu zillerden ¢ikan seslerin, iyilestirici guct olduguna, insan ruhunu etkiledi-
gine inanilir (Kirgis 2007, 5.23). Bu ziller Altay ve Saha kamlarinin kiyafet ve
davullarinda da yer almaktadir. Sozu edilen zil ve ¢anlarin da hayvancilik kul-
turt ile baglanuli oldugunu dusunmekteyiz.

Fotograf Grubu 9. Kam davullari ve kiyafetlerinde
Ziller-Altay ve Saha, erken XX. yy.l5

'® Fotograflar: F. Goher ve T. Vural, Novosibirsk Yerel Tarih ve Doga Muzesi.
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Saha Yeri kamlarinin bilhassa sirtina asilan bu ziller, diger metal objelerle
birlikte gorsel oldugu kadar isitsel anlamda da etkileyicidir. Kam torenini
gerceklestirdigi sirada hareket ve dans ettiginde ¢ikan sesin fazlaligi torenin
etkileyiciligini arttirmaktadir.

Guney Sibirya’da dini ve dindis1 muzige, hayvan kulturunden gecmis ¢al-
gilar gibi Kuzey Sibirya halk muziginde de benzer kokene sahip calgilardan
soz etmek mumkundur. Saha’da aariktar ismi verilen ¢algi, halk muziginde
etkin olarak kullanilmaktadir. Kalin deri bir seride hayvanlarin da boynuna
asilan ¢ingiraklarin takilmasi ile yapilan aariktar, buyukbag hayvanlarin boy-
nuna takilan ve muzikte de kullanilan ¢uoraannar ile kam kiyafetlerine asilan
metal ziller agagidaki fotograflarda sunulmaktadir.

Fotograf Grubu 10.

Cuoraannar - Ziller Aariktar ve icrasi Saman kiyafeti zilleri*®

16 Fotograflar: F. Goher ve T. Vural, Kangalas 2017; Yakutistan Arkeoloji ve Etnog-
rafya Muzesi, Yakutsk 2017.
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Yukarida solda “cuoraannar” ismi veri-
len, i¢lerinde metal bir dili bulunan kuguk
can bicimli ziller gorulmektedir. Ortada
“aariktar” isimli ¢ingirak yer almaktadir.
Yukarida orta altta Sitim Muzik Grubu
uyelerinin birisinin; solda ise German Kha-
taliev’in bu ¢algiy1 icrast sunulmustur. Bu
calgi, Guney Sibirya Turkleri arasinda da
calinmaktadir.

Fotograf 11. Khatalievin aariktar icrasr*’

Fotograf Grubu 10 ve Fotograf 11°de Saha Yeri’nde tespit edilen metal
sallamali ¢algilara ornekler sunulmusgtur. Bu calgilarin da hayvancilik kultara
ile olan baglar1 agiktir. Yukarida ornekleri sunulan ¢algilarin benzerleri, Turk
dunyasinda yaygin olarak gorulur. Dini muzikte (Samanistik veya Budist) ya
da halk muziginde kullanilan bu ¢algilar, hayvancilik kulturunden muzik kul-
turtine aktarilmig; mekansal degisim yasamig urtnlerdir. Hayvancilik kul-
turt, muzigin gunluk yasamdaki yaygin konumu, ¢obanlarin hayalgucu, ta-
biatin ve hayvanlarin sesini muzikte duyma istegi, bu tip ¢algilarin kullani-
min1 arttirmaktadir. Burada simgesel bir etkilesim soz konusudur. Ancak ta-
rim kulturunden aktarilan galgilarda goruldugu gibi iki kultur alani arasinda
net bir bag kurma iglevi kismen zayiflamigtir. Cunku bu ¢algilar, uzun yillar
icinde muzik kulturunde dogal bir kullanima sahip olmustur.

Tuva’da hayvanlarin cesitli organlarinin ¢algi yapiminda kullanilmas:
onemli bir gelenektir. Bunlardan birisi boganin yumurtaliklarindan yapilan
harguk / hapgik adli calgidir. Ilk olarak sigir yetistiricilerinin ortaya koydugu
bu ¢algi, boga yumurtaliginin icine kuiguk hayvanlarin toynagi, boynuz par-
calar1 ya da agik kemikleri konulmasiyla olugturulur ve sallanarak ses elde
edilir. Muzisyen Aydas Mongus, harcugun sadece ritim araci olarak degil, ge-
lenegi yansitmas: bakiminda da muzikte yer almasinin ¢ok onemli oldugunu
belirmigtir (KK6). Kurutulmus boga yumurtasinin eskiden sivilari aktarmak
icin kepge vazifesi gordugu dusunulebilir. Gunimuzde ise tek kullanim sa-
has1 muziktir.

7 Fotograf: F. Goher ve T. Vural, Khataliev ¢algi koleksiyonu-miizik okulu, Yakutsk
2017.
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Fotograf Grubu 12. Aydas Mongus'un harcuk calgisini anlatisi™®

Fotograf Grubu 13. Soldan saga: Boynuzdan yapilan siksir, muos tongsuur (Saha), toynaktan
yapilan duyuglar ve boga boynuzu kasnakli bizaangi ( Tuvay™

Fotograf Grubu 12 ve 13’te hayvancilik ile ugraganlarin icat ettigi, zamanla
halk muziginde yaygin olarak kullanilan bazi ¢algilar gorulmektedir. Ancak
bu calgilar, makalenin ana konusunun diginda kalmaktadir. Cunku ayni
formla, farkl bir kultur urunu olarak yagamamaktadirlar. Dolayisiyla bu ka-
dar ornek sunulmakla yetinilecektir. Hayvanlarin cesitli organlarindan olug-
turulan calgilar® ve Turk muziginde hayvan uslubuna® iligkin yuzlerce ornek

18 Fotograflar: F. Goher ve T. Vural, Tuva Ulusal Kultir Merkezi, Kizil 2017.

' Fotograflar: F. Goher ve T. Vural, Kizil ve Yakutsk 2017; F. Goher ¢algt koleksi-
yonu.

% bkz. Feyzan Goher Vural, “Hayvanlarin Cesitli Organlarinin Ana Govde Ya Da
Yardimer Unsur Olarak Kullanildigr Turk Calgilar1”, Turan-Sam, 10/37, 2018,
$.289-295.

*! bkz. Feyzan Goher Vural, Orta Asya ve Sibirya Turk Muziginde Hayvan Uslubu,
Konya 2020.
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vermek mumkundur.

Yukarida sunulanlarin yani sira av kulturunden muzik kulturune gegmis
uflemeli calgilar mevcuttur. Tuva’da amirga, Hakasya’da pirgi, Saha’da ayaan
ismini alan ¢algilarin kullanimlarina iligkin olarak “Turk Kulturunde Av Es-
nasinda Kullanilan Calgilar” baglikli calismamiz kaleme alinmigtir®. Bu cal-
gilar ekseriyetle erkek geyikleri av sahasina ¢ekmek amaciyla disi geyik sesi
¢ikaran buyuk borulardir. Zaman i¢inde halk muziginde kullanilmaya bag-
lanmigtir. Ayrica avda kullanilan yaylardan olusturulan muzikal yaylar, oh
saa kul/oksay (Saha), caa-homus (Tuva), kulturler aras1 gecisle muzik aleti
olmus calgilardandir. Bunlarla birlikte kogeerjik isimli kimiz kabina oykune-
rek olugturulmus sallamali ve telli calgilar ise yiyecek-icecek kulturu ile mu-
zik kultarunun iligkisine ornek olarak sunulabilir.

s B

Fotograf Grubu 14. Pirgi (Hakasya), Oh Saa Kul (Saha), Kogeerjik (Tuva)®

Son s6z

Betimsel karakterli bu calismada, kultur urtnlerinin farkli uygulama sa-
halar1 arasindaki gegisi; muzik kulturt Grunlerinin toplumsal yagamin ana
mekani olan dogadan ve doga ile iligkili pratiklerden etkilenisi; mekansal de-
gisim yasayarak, tarim ve hayvancilik kulturunde kullanilan birer aletken,
muzik kulturune calg: olarak gegmis nesnelerin ozellikleri ve kulturler ara-
sinda sagladiklar1 sembolik etkilesim ele alinmgtir.

Guney Sibirya bolgesinde tarim kulturunden muzige aktarilmig calgilar
icinde despi (tepsi) gibi sogaas (sohu) ve say sogaaji (havan) tespit edilmigtir.
Tuva tarim kulturunun one ¢ikartilmasi amagh olarak duzenlenen Taraa
Doyu gibi etkinliklerde, bu aletler orkestra ve muzik gruplarinda yer almak-

** bkz. Feyzan Goher Vural, “Turk Kulturinde Av Esnasinda Kullamilan Calgilari”,
Tiirk Dinyast Arastirmalary, 11/18, 2018.
» Fotograflar: F. Goher ve T. Vural, Abakan ve Maya 2017; Suzikei, 2009, s.6.
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tadir. Burada her ne kadar kulturel mekanlar arasi bir degisim yasanmus olsa
da, simgesel bir etkilesim s6z konusudur ve nesnelerin ilk kullanilma sahasi
animsatilmaktadir. Bu nesnelerin muzikte kullanimi ile tarim ve muizik kul-
turt igigelestirilmektedir. Calgilar, iki kultur alani arasinda bir kopru vazifesi
gormekte ve etki alanin1 guclendirmektedirler.

Turk kulturunde hayvanciligin yayginligi, cobanlarin hayal dunyas: ile
birlestiginde, hayvancilik kokenli bazi araglarin zaman i¢cinde mekansal degi-
sim yoluyla muzik kulturine girmesine ve ¢algi olarak kullanilmasina neden
olmugtur. Orta Asya ve bilhassa Sibirya muziginde tabiatin ve hayvanlarin
sesini duyurma istegi, bu tip ¢algilarin varligini arttirmigtir. Dinl muzikte (Sa-
manistik veya Budist) ya da halk muziginde kullanilan zil ve ¢ingirak tipi cal-
gilar, hayvancilik kulturinden muzik kulturune aktarilmig; mekansal degisim
yasamug urunlerdir. Ancak tarim kulturunden aktarilan galgilarda goruldugu
gibi iki kultur alani arasinda net bir bag kurma iglevi kismen zayiflamistr.
Cunku bu calgilar, uzun yillar icinde muzik kultarunde dogal bir kullanima
sahip olmustur.

Kulturel evrim surecinde tarim ve hayvancilik kulturu ile birlikte, av ve
yeme-igme kulturunden muzik kulturune aktarilmig calgilar, muzigin diger
alanlarla olan yakin iligkisini, hayatin her alanina yayilisin1 gostermektedir.
Bu kullamimlar, bolge muzik kulturunun gunluk hayat ile ayrilmaz bagim
gozler onune sermektedir. Bazi calgilarda, ilk ortaya ¢iktiklar: kultur meka-
nin1 yansitan simgesellik veya mitolojik koklerden beslenen yan anlamlar tes-
pit edilebilmektedir.
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Towards a Re-Approach of
Makam Theory Based on
Practice and Repertoire:The
Case of the Segah
Phenomena

Nikos Andrikos’

Abstract

This paper attempts to highlight the necessity of establishing a connection
between performance and theory in the field of Ottoman Urban Music. In
specific, it is crucial for theoretical thought to have a direct reference to and
depend on interpretative practices and repertoire. In the contemporary the-
ory of Ottoman Music phenomena, one can witness a contradiction be-
tween the description of Makams and their performance. In this paper, the
phenomena that belong to the wider category of Segab are examined as case
study. Thus, a more functional way of approaching and comprehending the
aforementioned modal phenomena is proposed. Methodologically, the an-
alytical model that is suggested draws numerous explanatory examples
from masterpieces as well as historically important renditions (repertorial
and improvisational), that belong to the family of Segah makam

Key Words: Nazariyat, Makam, Segah, Icra, Repertuvar, Music Theory,
Modality, Segah, Performance, Repertoire

Introduction

The main goal of the theoretical management of modal music traditions
such as Ottoman Urban Music is the systematic presentation of a number of
phenomena that are detected in the repertoire as well as in performance. Mo-
reover, the theory does not carry an autonomous existence independent of
musical practice, because its substance emerges as a product of a reflective
procedure, that comes after the performance and musical creation. So, it can

" Assistant Professor, Department of Music Studies, University of Ioannina, Greece,
nikoandr@uoi.gr
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be said, that there is a dynamic-dialectical relation between practice and the-
ory. The construction of theoretical thought is dependent on the practice,
seeking to “rationalize” and systematically present the whole executive real-
ity that is detected in the field of performance. Simultaneously, contemporary
theory can also affect performance, especially when the performers perceive
it in a dogmatic-absolute manner, pursuing to confirm its rules in practice.
The elaboration of theoretical thought is orientated towards the analysis, cat-
egorization and interpretation of the melodic phenomena that are present in
the compositional material and performance practices. The contribution of
music theory to the modal systems of the East relates to the educational pro-
cedure that is followed especially by contemporary literary communities.
Thus, theoretical works and treatises are used as useful pedagogical tools that
can facilitate the comprehension, recognition and practical application of me-
lodic movements and behaviors.

Practice and Theory in contemporary Ottoman Music treatises

As stressed above, theoretical thought can be considered useful if it is
based on the material of the repertoire, its interpretative management in the
performance as well as in the improvisational practices. So, the “designation”
and explanation of stereotypical phraseology, interpretative nuances and the
overall behavior of the intervallic material, contribute to the attempt of un-
derstanding the individual-idiosyncratic sonic “environments” of every
Makam. However, an obvious contradiction between the theoretical descrip-
tion of Makams and their performance can be detected in contemporary trea-
tises of Turkish Music. In addition, the extended use of tools originating from
Western music theory (Ayangil 2007, 2008, Ozkan 2005, 2006, 2014: 14-16,
2018) creates a lot of misconstructions that impede the understanding and
feeling of the deeper ontological constitution of Modality.

In contemporary treatises the main methodological “size” that is pre-
ferred is the scale, which generally has the form and function of the octave.
So, although the theoreticians present phenomena by describing melodic pro-
gressions and depicting their most characteristic elements in the Western
staff, they nevertheless remain dependent on the notion of the scale. How-
ever, the use of the octavic scale as the absolute “reference size” creates a
plethora of misunderstandings not only in the theoretical but also in the prac-
tical field (Skoulios 2010, Andrikos 2010, Andrikos 2018, Hatzimihelakis
2016: 33, Ozturk 2018). According to Western music theory, the octavic scale
refers to a stable-unchangeable intervallic size that is repeated identically be-
yond its edges. When studying carefully not only the repertoire but also the
improvisational practices of Ottoman Music, one will clearly understand that
the melodic progression does not follow the octavic model, because it is con-
structed using micro-melodic formulas and melodic types that are generally
of a non-extensive form. Furthermore, every modal phenomenon possesses

225



2.2, FEtnomiizikoloji Dergisi / Ethnomusicology Journal (Turkey) Yil/ Year: 3 Say\/ Issue: 2 (2020)

its individual “feeling” (Cesnz) that cannot possibly be described through the
concept of the octavic scale. A lot of other elements, such as the melodic pro-
gression (Seyir), the characteristic cadences, the stereotypical phrases, the
specific roles that the degrees play (“Ranking-Hierarchy of Degrees”), the
melodic attractions, the intervallic flexibility, etc, construct the ontological
core of Eastern Modality (Andrikos 2018, Skoulios 2007). According to these
axes, the use of a “determined” scale does not seem sufficiently appropriate
for the description and systematic presentation of modal phenomena.
Despite the wide acceptance of the scale by Turkish theoreticians, the sim-
ultaneous use of octavic subunits like tetrachords and pentachords is also
very common, due to their introduction by Rauf Yekta Bey. However, these
subunits are not approached as micro-structural melodic substances in whose
framework numerous melodic phenomena can occur. Usually, the recogni-
tion of different types of octavic subunits does not display an attempt to “iso-
late” specific melodic regions for a detailed examination. On the contrary,
tetrachords and pentachords are presented as “cut off parts” of an octavic
scale and not as autonomous melodic “environments”. The edges of the sub-
units actually depend on the melodic progression as well as on the gravity
that the stable and influential degrees carry. At this point it is useful to stress
that even these subunits should not be seen as absolute-unchangeable forms,
because numerous melodic attractions and interpretational ornaments can re-
form their intervallic construction (Andrikos 2018: 55). Furthermore, i ex-
tremis even the highest degree of a subunit (that would theoretically be stable)
can be executed lower than its natural position, for example in cadential
phrases from the dominant to the basic tonic. Hence, according to this reality,
any theoretical acceptance of “reference units” must be seen as a methodo-
logical convention, that facilitates the comprehension of Modality. Moreo-
ver, the most scientifically valid results of intervallic measurements can
emerge through the modern tools of computational ethnomusicology. How-
ever, even through this methodology, an absolute octavic model for each
modal phenomenon that will contain stable intervallic quantities cannot pos-
sibly be constructed. This fact is connected to the inadequacy of the octavic
scale to theoretically express the intervallic pluralism-flexibility of Ottoman
Music. Furthermore, the computational calculations prove the changeability
as well as the intervallic adaptability of the wider phraseological and stylistic
context. Thus, the same performer, in the execution of a particular piece,
might use different intervallic versions even within a particular phrase, ac-
cording to the melodic progression, the phrase’s character, the stylistic profile
of the piece, the execution’s tempo, their interpretative idiosyncrasy, etc. This
must not be comprehended as a discrepancy that disputes the theoretical va-
lidity of Ottoman music. On the contrary, the ability to replace intervals ac-
cording to the wider sonic context is one of the most important features, lo-
cated in the ontological core of Eastern multi-modal systems. Besides, the
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notion of Cesni in the Ottoman Music culture is so crucial that even modal
phenomena that consist of the same intervallic material, due to the differen-
tiation of their melodic progression-character (Seyir), are considered as au-
tonomous Makams (Signell 1986: 51-60, Tanrikorur 2005: 142-144, Zeren
2003: 103-112). Furthermore, the most characteristic element of Ottoman
Music that is the “refined” (intervallic and ornamental) management-attrib-
ution of the melodic material is very difficult -if not impossible- to be de-
scribed-annotated only through the use of the theoretical unit of the octavic
scale and the subunits that are produced from it.

Case Study: The Segah makam Family

At this point, it is useful to examine how the phenomena that belong to
Segah category are managed through the modern theory of Ottoman music.
The instance of Segah was selected as the most appropriate-indicative, be-
cause its theoretical perception seems to have been constructed inde-
pendently of the repertoire’s and performance’s idiosyncratic elements.

The common tendency in the modern theory of Segab focuses on recog-
nising the existence of a pentachord that begins from Segab and ends on Evc
Perdesi (Rauf Yekta Bey (1922), 1986: 72). This approach-comprehension of
Segah was generally followed by contemporary theoreticians who despite ac-
cepting the degree of Neva as dominant (Gugli) (Ezgi 1933: 87, Ozkan 2006:
299, Aydemir 2010: 58, Kutlug 2000: 411, Arel 1991: 293), they recognize the
abovementioned Pentachord of Segah (Segah-Evc) as a main subunit. More-
over, due to the lowering of 1 coma of Segah, the fourth and fifth degrees
must be symmetrically reduced by 1 coma, in order to produce a complete
tetrachord and pentachord respectively.

Fig. 1. The Segah Pentachord

Following the modern theory of the concept of Ambitus in the frame of
the octavic scale, contemporary treatises present a scale that extends from

Segah to Tiz Segah.
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Fig. 2. The scale of makam Segah
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The recognition of an octavic scale for Segah makam requires the de facto
acceptance of a Segah Pentachord (Segah-Evc) followed by a Hicaz Tetra-
chord (Evc-Tiz Segah) (Ozkan 2006: 297, Yilmaz 2007: 226). This compre-
hension creates two important discrepancies between theory and practice.
The first relates to the octavic substance of Segab that is not compatible with
its repertorial melodic behavior. In reality, even in the extreme-rare instances
when the melody reaches the “eighth degree”, its pitch is lowered resulting
in the non-completion of octavic scale. Thus, the phenomenon of Segah, like
all the modal behaviors that are produced from it, does not follow the concept
of the octave.

Fig. 3. Segah Saz Semaisi, Necdet Yasar'

If the melodic material insists to “feature” the upper region through char-
acteristic phrases, the autonomous phenomenon of Segah on the degree of
Tiz Segah appears. The characteristic elements of the basic region, such as the
position of the leading tone, are transferred to the new tonal center in the
upper region.
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Fig. 4. Segah Saz Semaisi, Nayi Osman Dede

The second problem that emerges from the octavic approach of Segah,
relates to the existence of Hicaz in the region from Evc to Tiz Segah. If one
cuts off this part of the scale it is obvious that a Hicaz Tetrachord arises.
However, apart from the intervallic material, nothing else (phraseology, gen-
eral sonic sense, idiomatic behavior) encourages the comprehension of this

! The music scores come from https://neyzen.com/ney_klasik_eserler.html (last app-
roach: 8/8/2020).
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part as Hicaz. Actually, in the field of performance it is very hard to find
melodic movements that justify the incorporation of this region to the Hicaz
category. Perhaps the unique instance that relates to Hicaz “environments”
is the establishment of Hicaz subunits on 77z Segah with a descending me-
lodic progression, as is the case of makam Evgara.

Pre pief
O am—

Fig. 5. The Hicaz Tetrachord on Evc

The theoretical inaccuracies analyzed above do not leave unaffected phe-
nomena that are produced from Segah, such as the makam Hizzam and Mis-
tear. The acceptance of the Pentachord (Segah-Evc) unavoidably leads to the
recognition of the corresponding subunits in Hizzam and Miistear. So, the
pentachordic subunits that emerge are the Pentachords of Hitzzam and Mis-
tear respectively.
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Fig. 6. The Huzzam Pentachord Fig. 7. The MUstear Pentachord

Furthermore, the execution of the Segah Pentachord (Segah-Evc) without
the 1-coma reduction of the fourth degree is possible. When Hitseyni Perdesi
takes the place of the lowered degree, a complete (tam) Ferahnak Pentachord
is constructed (Ozkan 2006: 298).

Fig. 8. The Ferahnak Pentachord

Fikret Kutlug criticizing the abovementioned comprehension supports
the recognition of a Rast Pentachord from Rast to Neva and a full octavic
scale of Hicaz Hismayun from Neva to Tiz Neva (Kutlug 2000: 197-203). In
this case, although he accepts the construction of the second subunit on the
Dominant (Neva), does not recognize the Perde of Segah as the basic tonic
that has the “privilege” to product the whole modal phenomenon. Kutlug’s
approach is characterized by the antinomy/paradox of the differentiation of
the basic tonic and the subunits’ base in the funtamental region.
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The acceptance of the pentachordic subunit form Segah to Evc leads de
facto to the recognition of a variety of pentachords, because of Evc’s flexibil-
ity. So, if Acem Perdesi is preferred instead of Evc, two different versions of
non-complete pentachords (ekszk besli) can arise, their content depending on
the position of Hiseyni. When the fourth degree maintains its 1 coma lowe-
ring, then the eksik Segah Pentachord emerges (Ozkan, 2006: 298). In the
cases when the fourth degree is executed in its natural position the Penta-
chord of eksik Ferahnak is created (Ozkan 2006: 298).

Fig. 9. The non-completed Segah Pentachord
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Fig. 10. The non-completed Ferahnak Pentachord

The concept of non-complete subunits that is presented above can also be
detected in the case of makam Miistear, in the cases that Acem is preferred
instead of Evc (Ozkan 2006: 308).

Fig. 11. The non-completed MUstear Pentachord

If one attempts to present all the pentachords that are produced from the
basic tonic of Segah, they will notice a multi-structural modal behavior in the
region from Segah to Evc/Acem.

According to this methodology, the modern theory of Turkish music also
accepts a variety of subunits like Ugsak on Neva (Ozkan 2006: 297, 298, Ay-
demir 2010: 58, Kutlug 2000: 411), Rast on Cargah (Ozkan 2006: 298), Fe-
rabhnak on Dik Hisar (Ozkan 2006: 313) and Nikriz on Dik Hisar in the frame
of Hizzzam (Ozkan 2006: 313).
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Fig. 12. Ussak on Neva
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Fig. 15. Nikriz on Dik Hisar

However, examining both the repertoire and recorded material (live per-
formances and discography) of the Segah category, it is easy to realize that
modal behaviors like Ussak on Neva®, Rast on Cargah or Ferahnak on Dik
Hisar are not detected. The acceptance of a plethora of subunits that have no
connection to the repertoire and practice, proves that despite the acceptance
and utilization of tetrachords and pentachords, their meaning is not based on
the Makam’s character but emerge because of the segregation of the octavic
scale.

As stressed above, the basic “mission” of the theory is the interpretation
and systematic presentation of the practice. Moreover, theoretical thought
can be recognized as successful/useful only when it facilitates the procedure
of comprehending modal phenomena. So, theory combined with the neces-
sary experiential relation with masters in the field of performance, can be
considered as a useful tool that, especially in the contemporary era, attempts
to contribute to the whole educational (formal/informal) procedure. Further-
more, treatises and theoretical essays can be considered as media that along
with the discography, music scores, internet, radio, etc, construct intermedi-
ary conditions that form indirect/secondary orality (Ong 2019: 9, 193-197).

? This phenomenon is detected only in the cases that the technique of Modulation is
utilized. Thus, the 1-coma lowered second degree alone does not suffice for the
construction of the Cesni of Ussak, because this makam requires the adittional
lowering of the second degree through stereotypical phrases, especially in cadences.
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The utility of the Genera as theoretical tool

At this point, the acceptance of different Genera (I'vn) according to their
intervallic character can be useful for the comprehension of Segah’s modal
behavior. In contemporary Greek-Orthodox Ecclesiastical (Byzantine) Mu-
sic, the Genera division can be considered as one of the most crucial princi-
ples of the aforementioned modal system (Chrysanthos 1832: 94-117, Karas
1982). In the frame of the Octaechia system, the following Genera are recog-
nized:

Mild Diatonic that contains “major” Tones (7anini), and intervals that
are located between Tone and Pythagorean Lemma (Bakiye), like Kircirk and
Biuyitk Micenneb. The employment of these intervals refers to the general
scale, because they emerge after the natural segmentation of the basic scale,
without any kind of equal temperament. Furthermore, the mild diatonic ge-
nus is characterised by intervallic flexibility, according to the phenomenon
of melodic attractions.

Tense Diatonic that contains “major” Tones (7anini) and Pythagorean
Lemmas-Bakiye.

Tense Chromatic that contains augmented semitones like Kiicitk
Miicenneb at the edges of tetrachords and an extended “major” Tone’ in the
middle of the subunit.

Mild Chromatic that contains chromatic semitones (wider than the Py-
thagorean lemma and between the size of Kiicitk and Biryitk Miicenneb) and
extended “major” Tones smaller than those detected in the tense Chromatic
genre (Skoulios 2012: 21). The most important element in the attribution of
the Mild Chromatic Genus is the phenomenon of intervallic “fluidity”. As
the chromatic semitones get bigger, the size of the intermediate extended
Tone is reduced. Thus, the unstable degrees can expand or contract according
to the melodic progression. The general behavior in descending phrases is the
sense of the “weak” degrees “melting” towards the basic tonal center (An-
drikos 2018: 50). Respectively, in ascending phrases the powerful degrees at-
tract the unstable ones, so the latter tend to a pitch augmentation to be able
to “reach” the stable degrees (Andrikos 2018).

Moreover, Enbarmonic “environments” can be detected, especially in the
cases of the use of intervals smaller than the Pythagorean Lemma (like Eksik
Bakiye) combined with “hyper-major” Tones.

? The extended “major” Tones that are used in the Chromatic Genus, also called
Augmented Seconds -Arzzk Ikilli- (Signell 1986: 23) or Augmented Tones -Arzik
Tanini- (Kutlug 2000: 58), are bigger than the “Major” Tone and smaller than the
trisemitone.
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Table 1. Genera and intervallic divisions of seconds

DIATONIC GENUS

ild /\

“major” Tones, intervals bigger “major” Tones and Pythagorean Lemmas
than the Pythagorean Lemma,
and smaller than the “major” Tone (Neutral intervals),

Tense

CHROMATIC GENUS

ild /\

Tones, Augmented Tones, Tones, Augmented Tones

Flexible/extended chromatic semitones approaching the trisemitone, intervals
bigger (Neutral intervals) than the semitone
such as the Apotome

Tense

ENHARMONIC “ENVIRONMENTS”

|

Tones, intervals smaller than the Pythagorean Lemma, augmented “hyper-major” Tones

At this point the special role that the intervals between the Tone and the
semitone play should be highlighted. These intervals, that are usually charac-
terized as neutral seconds (Skoulios 2017: 118, Skoulios 2018) covering a
wide intervallic spectrum/range can be recognized as a crucial feature of the
subcategories that belong to the mild Genera.

Table 2. Classification of Genera® and subunits

GENUS Trichord Tetrachord Pentachord

Mild Diatonic Segah, Ussak (in the | Ussak Rast, Huseyni
case of Saba)

Tense Diatonic Buselik, Kurdi

Mild Chromatic Hicaz Hicaz

Tense Chromatic Hicaz Hicaz, Nikriz

* For a detailed presentation of the existence of the Genera in Ottoman Music, see
(Skoulios 2017: 111-121, Skoulios 2018).
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At this point it is worth mentioning, that the categories presented above,
must not be understood as solid-negative to any interaction, substances. On
the contrary, any modal entity can construct a dynamic relation with another
one, if this is required by the melodic material. Thus, the Tense Chromatic
genus can acquire an intervallic attribution that simulates the mild chromatic
intervallic behavior, in the cases where the chromatic semitones are increased,
“narrowing” the extended “major” Tone in the middle of the tetrachord.
Likewise, the tense diatonic is possible to incorporate intervals like Kicirk
and Biryink Micenneb using them instead of Tanini and Bakiye. In this case,
the penetration of the mild diatonic genus into the tense one is detected.
Moreover, the Pethagorean Lemmas of tense diatonic can become smaller
(like Eksik Bakiye) simultaneously affecting the “major” Tones, rendering
them hyper-major Tones. This whole procedure refers to intervallic grada-
tions that belong to enharmonic melodic environments.

Towards to a theoretical re-approach of the Segah phenomena

Returning to the main issue of this paper, the crucial question is related
with the ability of constructing a more functional theory about the Segah
phenomena. Investigating the historical material (written and sonic, reper-
toire and recordings) about Segah, the necessity of the recognition of the de-
gree of Neva as dominant became obvious. This reality encourages the ac-
ceptance of the Segah Trichord® that extends from the basic tonic to the dom-
inant (Segah-Neva), as the main subunit of the whole phenomenon.

0

i

ANSV4
dJ '
Fig. 16. The Segah Trichord

Besides, the conjunction of the subunits must be detected at the point of
the dominant, where the basic region’s subunit ends, and the subunit of the
upper region starts.

Thus, above Neva two possible scenarios can appear:

1). Pentachordic melodic developement with the use of Dik Hisar Perdesi,
that despite an inflexible intervallic behavior, refers to the mild chromatic ge-
nus.

> Regarding the need of the acceptance of the trichordic subunit in the frame of Ot-
toman Music theory, see also (Ederer 2011).
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Fig. 17. The pentachordic developement that refers to the Mild Chromatic genus
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Fig. 18. Segah Pesrev, Yusuf Pasa

2). Pentachordic melodic developement with the use of Hizseyni Perdesi.
In ascending phrases the Pentachord of Rast is used, whereas in descending
ones the Perde of Acem is used (Acemli movement). This phenomenon that
is called diatonic behavior (diaroniki symperiphora) must not be understood
as a simple replacement of Evc by Acem. Especially when the performance’s
tempo allows it, an emphatic attraction through a descending glissando that
begins from Evc -sometimes from Gerdaniye- and ends on Acem Perdesi, is
executed.

[ & an Y I : I [ ! I I I I
AN 2 — LI —
oJ
Fig. 19. The phenomenon of diatonic behavior
_
] | - r —

Fig. 20. Segah Pesrev, Yusuf Pasa

e

Fig. 21. Segah Saz Semaisi, Necdet Yasar

In the instances that the melody only reaches the third degree of the sub-
unit that is constructed on Neva and returns to the basic region, the Perde of
Acem is used.
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Y

Fig. 22. Segah Pegsrev, Yusuf Pasa

In the instance of makam Hiizzam, following the Trichord of Segah, a
tetrachodic or alternatively pentachordic entity of the mild cromatic genus is
developed. The aforementioned pentachord is depicted in music scores using
the accidentals of Hicaz. However, the pitch of the second degree is executed
higher than that of Hicaz, so the 1 coma higher perde of Hisar (“Hitzzam
degree”) or even the Perde of Dik Hisar are preferred (Ozkan 2006: 312, Ay-
demir 2010: 70, Kutlug 2000: 202). Consenquently, the aforementioned se-
cond as well as the third degree of the subunit are characterised by flexibility
that depends on the melodic progression.

Neva Hisar/HUzzam/(I Dik Hisar #Evc Gerdaniye
\ Hiseyni w \
The range of the second degree T The range of the third degree T

Fig. 23. The Mild Chromatic Tetrachord

Following the mild Hicaz’s fourth degree, the phenomenon of diatonic
behavior is observed. In this case the changable/flexible degree is the Perde
of Tiz Segah. When the melody only reaches the third degree of the upper
region and returns to the basic area of mild Hicaz, the degree that is used is

the Perde of Sunbile.
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Fig. 25. Hizzam Saz Semaisi, Refik Fersan
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The case of makam Mistear is easier to comprehend if one takes into ac-
count the Octaechia Theory about Chroes (Efthimiades 1988: 238-244, Karas
1982, Vol I1: 143-147, Skoulios 2012: 27). In the Parasimantiki notation sys-
tem, the signs (charaktires) of Chroes are used in order to change the pitch
only of specific degrees of a region that has an absolute reference to a power-
ful degree. The impact of the Chroes does not extend beyond the main region.
In the instance of Miustear, only the degrees of Ditgah and Cargab are affec-
ted, because they must be executed with sharp (Kirdi and Nim Hicaz). Ac-
tually, due to the permanent sharp of Segah’s leading tone, the Chroa of Miis-
tear is nothing more than a trichordic subunit of Segah with an aug-
mented/sharpened second degree. Moreover, according to a treatise that is
attribute to Chrysanthos, Miistear is characterized as “trigenus” Chroa
(Giannelos 2013: 87,93, 94, 241). According to this term, Miistear contains all
the three Genera. The mild diatonic because of the use of Segah Perde that
belongs to the category of the main natural perdes, depicted on the tanbur
diagram. The existence of the chromatic genus is justified due to the utiliza-
tion of the Perde of Nim Hicaz that can be perceived as the “key” that un-
locks the “gate” towards chromatic environments. Moreover, the existence
of the enharmonic “condition” is detected in the region between the leading
tone and basic tonic, where according to Chrysanthos an interval that is equal
to ¥4 of the “whole Tone” is constructed (Giannelos 2013: 87, 241)°.

o) |

3 Fr
Fig. 26. The Chroa of Mustear

Above the degree of Neva, the scenarios that are detected in makam Segab
are also present in makam Miistear, because the Chroa of Miistear has no
influence in the upper region.

Another common phenomenon that is deteted in all the modal entities
that belong to the Segah family, is the developement of Segah environments
on different degrees. In particular, the phenomenon of Segah (Trichord of
Segah) can be constructed -apart from the basic tonic of Segah- on the deg-

¢ In this case Chrysantos possibly implies the higher than Kiirdi Perde execution of
the leading tone. According to the contemporary practice of Ottoman Music Chry-
santos’ aspect could be characterized as exaggerated. However, the interval
between the leading tone and the basic tonic of Misstear is frequently presented as
enharmonic by the treatises of Ecclesiastical Music.

237
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rees of [rak’, Evc and Tiz Segah. The main consenquence of this modal be-
havior is the effect on the pitch of the leading tone, that in all of these instan-
ces must be executed sharpened.

= 4 A —
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Fig. 27. Segah on Irak, Segah Saz Semaisi, Unal Ensari
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Fig. 29. Segah on Tiz Segah, Segah Pesrev, Yusuf Pasa

Technical and stylistic elements of Segah’s performance that are not described by
Theory

Ottoman Urban Music belongs to the major oral music cultures of the
East. As an oral tradition it requires long-lasting experiential learning close
to exponents of this music genre. The pre-modern educational method for
learning Ottoman Music was based on the practice of repetition and memo-
rization that is known as Mesk (Behar 2014). During the 20th century the
procedure of Megk was combined with tools that refer to modernity, such as
the use of the Western staff, methods for instrument-learning, treatises, re-
cordings, etc. Although Ottoman music maintains its oral character -one of
its most distinguishing elements- in the contemporary era its written-literary
aspect seems to be reinforced. Besides, the contribution of theoretical essays
and books in the theoreticalization of Ottoman Music is obvious due to their
role as absolute reference for performers, music teachers, scholars and stu-

7 In this case the sharp on the leading tone is maintained.
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dents. However, contemporary theoretical thought in Turkey has not ade-
quately described important aspects of performance practices that are related
to its multi-interpretative character. Actually, this wide variety of “elegant”
interpretative elements ensures the oral dimension of Ottoman Music as well
as its stylistic pluralism.

At this point, some instances of executive practices that belong to Segah
family’s phenomena will be briefly presented. The attribution of these nu-
ances in the field of the performance must be considered as very crucial for
the creation of the idiosyncratic sonic environment of the modal entity of
Segah.

1). Especially in vocal executions or performances with fretless instru-
ments, the use of an emphatic-agressive vibratto or trill before the final ca-
dence contributes to the creation of the impression of the leading tone’s
proximity to the basic tonic. (ex. Ney Segah Taksimi, Aka Gunduz Kutbay,
https://youtu.be/Z0_M4Y35BuQ 01:28-01:32%, 02:17-02:21, Segah Ud Tak-
simi, Cinugen Tanrikorur, https://youtu.be/r3F5]Oj;7HQ 03:22-03:27).

2). In descending phrases from Segah to Rast, the leading tone is executed
discreetly-without emphasis through a characteristic glissando. Actually, the
substance of the leading tone is “hidden” in the glissando’s ornament. (ex.
Kemenge Segah Taksimi, Aleko Bacanos, https://youtu.be/g3uDLZjXpIY
00:23-00:24, Ney  Segah  Taksimi, Aka  Gunduz  Kutbay,
https://youtu.be/Z0_M4Y35BuQ 00:27-00:28).

3). In the instances that the melody reaches the third degree above Neva,
the Perde of Acem can be executed “sensitively ”-without stress indirectly fea-
turing the interval of the Pythagorean Lemma between Hiuseyni-Acem. (ex.
Kemenge Segah Taksimi, Aleko Bacanos, https://youtu.be/g3uDLZjXplY
00:42-00:44, Ney Segah Taksimi, Niyazi Sayin, https://youtu.be/1C7SNG-
DfM4o0 00:36-00:38). A corresponding behavior can be present on the Perde
of Sunbiile in Segah (ex. Ney Mistear Taksimi, Aka Gunduz Kutbay,
https://youtu.be/raXp8inlySI 00:58-01:00) as well as in Hizzzam makam. (ex.
Ud Hitzzam Taksimi, Cinugen Tanrikorur, https://youtu.be/zkEieHr1uiE
05:38).

4). Frequently, in the frame of Segah the second degree above Neva has
the tendency to be executed higher than its natural position interacting with
Acem (ex. Kemengce  Segah Taksimi, Aleko Bacanos,
https://youtu.be/g3uDLZjXplY 00:42-00:46, Hitzzam Gazel Hicran-i elem
sine-i  pur  hunumu  daglar,  Sidettin = Kaynak,  https://yo-
utu.be/i2TwBnT7VIU 01:03-01:06, 02:58-03:02), (ex. Kemenge Segah Tak-
simi, Aleko Bacanos, https://youtu.be/g3uDLZ;XpIY 01:35-01:36, 01:39), or
independently of it. (Kemence Segah Taksimi, Aleko Bacanos,
https://youtu.be/g3uDLZjXpIY 01:10-01:12, Huzzam Gazel Ben aglar idim

® Last approach of the whole internet material: 13/8/2020.
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her gece ol yarim uyurdu, Sadettin Kaynak, https://youtu.be/zoujYktaaxQ
01:20-01:27). The corresponding modal behavior can also be detected in the
second degree above Gerdaniye. (ex. Segah Gazel Nigeh giilcin-i hasret
damenim pur-har-1 mibnetdir, Hafiz Kemal, https://youtu.be/vzD1zAlge7g
01:47).

5). When the descending movement begins from Gerdaniye and ends on
Newva, the first “attack” of the phrase can be lower than its natural position.
This practice can be considered as antinomic because Gerdaniye would have
to be stable as the “peak” of the Neva-Gerdaniye subunit. However, the low-
ered attribution of Gerdaniye prepares the emphatic glissando ending on
Acem in the frame of the descending phrase until Neva. The reduced attrib-
ution of Gerdaniye is usually combined with a grace note-appoggiatura ot
the lower (Evc) or the higher degree (Mubayyer). (ex. Segah Gazel Kalbim
zemini ask, Munir Nurettin Selcuk, https://youtu.be/Ztyr53MKa78 01:18-
01:22, Segah Gazel Ab eyledigim serv-i hiramanim icindir, Sadettin Kaynak,
https://youtu.be/EHOv4;3dAWO0 00:39-00:42). Furthermore, the reduction
of Gerdaniye -through an emphatic glissando- can be detected in cadential
mild chromatic phrases in the frame of Hizzam. (ex. Ud Huzzam Taksimi,
Cintgen Tanrikorur, https://youtu.be/zkEieHr1uiE 06:28-06:30, Kemence
Hiizzam Taksimi, Anastas, https://youtu.be/FhV6DL03BIU 00:46-00:48).

6). The attribution of the mild chromatic genus’ flavor, with the exception
of extremely idiomatic and individual instances, is generally congruent with
the wider melodic movement, following the concept of the “phenomenon of
attractions”. So, when melodic themes are limited to the region of the first to
third degree, the intervals acquire a mild nuance. This becomes more obvious
in the frame of the characteristic suspended cadences (asma kararlar) on the
second degree. Thus, the chromatic semitone expands, while the pitch of Evc
is lowered, in this way creating a “narrow” augmented Tone. (ex. Hitzzam
Gazel Hicran-u elem sine-i pir hunumu daglar, Sadettin Kaynak, https://yo-
utu.be/i2TwBnT7VIU 00:41-00:51). On the contrary, when the melodic pro-
gression relates to the fourth degree, the augmented Tone is extended even
further, according to the intervallic management that mutatis mutandis is pre-
ferred in the tense chromatic genus. (ex. Ud Hizzzam Taksimi, Cinugen Tan-
rikorur, https://youtu.be/zkEieHr1uiE 05:38-05:50). The preference of the
mild intervallic management of Hi#zzam’s Hicaz is justified -according to the
phenomenon of symmetry- due to the mild Diatonic character of the basic
region.

7). In contrast to the practices of Segah, the leading tone in Hizzam is not
highlighted before the final cadence on the basic tonic (Kutlug 2000: 203).
Even when the leading tone is used, its incorporation in the whole cadential
phrase is accomplished through a specific, fast and “hidden” (in the resonance
of the basic tonic) tr2ll (ex. Ud Hizzam Taksimi, Cinucen Tanrikorur,
https://youtu.be/zkEieHr1uiE 07:01-07:02).
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8). Especially in cadential phrases of Misstear from Neva to Segah, the
Perde of Nim Hicaz is not executed with stress, but implied through a des-
cending glissando. Usually, the sense that is created due to this emphatic glis-
sando is that Neva is lowered and the final cendence is completed on Segah
by-passing Nim Hicaz. (ex. Tanbur Mustear Taskimi, Mesud Cemil Bey,
https://youtu.be/KPw2IQHCZhE 03:00-03:01, Ney Miistear Taksimi,
Hayri Tumer, https://youtu.be/eC22-KOiMVg 02:20-02:21).

Conclusion

The contemporary theory of Ottoman Music, usually applying methodo-
logical tools that come from Western music culture, fails to analyze and desc-
ribe a number of important phenomena that occur in performance and are
also detected in repertoric material. Moreover, the use of the octavic scale, as
well as the implementation of its concept in the utilization of subunits, creates
a plethora of contradictions between theory and practice. The theoretical
management of Segah family can be understood as an indicative case of this
issue. In the field of this paper the application of Genera’s theory is proposed
in order to facilitate the comprehension of the general modal behaviors that
are detected in the category of Segah phenomena. Furthermore, the ac-
ceptance of this theoretical concept, contributes to the reduction of the quan-
tity of the necessary subunits, while simultaneously describing elegant nu-
ances and intervallic behaviors that are detected in performance. Concluding,
this paper attempted to highlight the necessity of a re-approach of Ottoman
Music’s Modality through the utilization and comprehension of the material
that comes directly from repertoire as well as from performance practices.
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Street-Style Siter Playing
and Regional Urban Identity

Rohan lyer

Abstract

This is a study of Central Javanese street-style siteran music (ensemble for-
med around a central zither) performed by ngamen (buskers). I transcribe
and analyse an excerpt of an interpretation of a classic piece of Central Ja-
vanese art music to illustrate the musical differences between gamelan siter
playing and street-style siter playing. I then discuss how musical specifici-
ties of, and repertoire choice by, ngamen are connected to issues of urba-
nisation and regionalisation in Central Java. This study demonstrates how
gamelan musicians and ngamen operate within different interpretative fra-
meworks based on performance context. I argue that this results in an
inexhaustible variety of music making outside gamelan circles where nga-
men are allowed to express their regionalised urban musical identity. This
paper contributes to the scholarship on a genre of Central Javanese music
marginalised by the gamelan, by using techniques of transcription and
analysis to address pertinent sociocultural topics.

Key Words: Siteran, Ngamen, Transcription, Urbanisation, Regionalisa-
tion

Introduction

The siter is a Javanese zither that is most commonly associated with its
role in the Central Javanese gamelan ensemble playing karawitan (Central
Javanese art music). It is one of the specialist decorating instruments that
plays at the highest level of density with a unique timbre that cuts through
the homogeneity of the various metallophones. However, due to its periphe-
ral role in the ensemble, it occupies a low status and is easily dispensable. A
niche context for the siter is found on the streets of Java where ngamen (bus-
kers) perform in siteran ensembles in which the siter barung (big siter) is the
leading melodic instrument.

In his article discussing certain issues in gamelan scholarship, Tenzer
(1997, p. 172) notes how the process of musical transcription has ‘languished’
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in ethnomusicology. Amongst the plethora of literature focused on the Cent-
ral Javanese gamelan, a significant portion of earlier writings that use transc-
ription concerns the inner workings of the music itself. For example, Beck’s
(1990) PhD thesis is dedicated to the performance style of one musician on a
specific instrument of the gamelan ensemble, containing tabulated results of
different musical patterns and variations played from several transcribed ren-
ditions of pieces. Similarly, Sutton (1993) uses transcription not only to il-
lustrate relationships of musical content between several instruments, but
also to analyse the frequency with which certain melodic phrases occur. Ta-
king such studies into account, Tenzer’s comment could be understood to
imply that gamelan scholarship has moved on from the use of quasi-scientific
transcription and analysis methods, which strove to document and explain
playing styles and the inner workings of the music.

Indeed, later works such as Sumarsam’s (1995) first book place more im-
portance on the cultural evolution of gamelan to provide a deeper sociologi-
cal and anthropological contextualisation for the music. However, some
scholars have managed to successfully incorporate transcription as a primary
means (rather than for mere illustration purposes) by which to support an
argument bridging the technicalities of music and pertinent theoretical issues.
For example, Perlman (2004) makes extensive use of musical transcription
and analysis to study how three Javanese musicians (Suhardi Sumarsam and
Supanggah) theorise the concept of ‘inner melody’ in gamelan music. Fol-
lowmg on from this trend, I aim to 1ntegrate transcription and analysis tech-
niques with pertinent sociocultural issues regarding regionalisation and ur-
banisation in Java.

Literature that concerns the sizer in Central Java is scant, especially com-
pared to research about the related kacapi zither, which holds a more promi-
nent musical and social status in West Java. Indonesian language publications
available on the siter follow the trend of using transcription to illustrate mu-
sical techniques, playing style and role of the instrument in the gamelan en-
semble. For example, Marsono and Sri Hendarto’s (1983) Yogyakarta arts
academy primer for gamelan siter playing and Harmony’s (2012) dissertation
draw links between playing style and gamelan theory. English language pub-
lications are also sparse but follow a similar trend. Steptoe (1995) and Hughes
(1997) offer rudimentary practical introductions to gamelan and ngamen siter
playing respectively with some basic contextualisation of performance styles
and instrument techniques. I intend to add to scholarship on the sizer by using
specificities of musicality not only to delve deeper into street-style siter pla-
ying, but also to explore the musical and cultural status ngamen hold in soci-
ety.

I first transcribe an excerpt of ngamen siteran and use it as a foundation
upon which to illustrate its distinct style compared to gamelan siter playing.
This reveals the importance of context in performativity and the different fra-
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meworks of interpretation gamelan siter players and ngamen use. I then dis-
cuss how these musical aspects and repertoire choices are connected to issues
of urbanisation and regionalisation. By doing so, I argue that street- style sizer
playing is an important outlet to represent part of the inexhaustible variety
of music making outside gamelan circles, which affirms a sense of regionali-
sed urban identity for ngamen. This research brings together the study of
musical specificities and cultural identities by using transcription and analysis
techniques within a genre of music marginalised by the gamelan in Central
Javanese ethnomusicological scholarship. The author is a siter and siter ba-
rung player with experience performing in gamelan and siteran contexts.

‘Ketawang Puspawarna’: Transcription and Analysis

I study a recording of ‘Ketawang Puspawarna’ (Central Java Musicians,
1976), a classic piece of karawitan repertoire heavily associated with the ‘re-
fined’ court styles of Mangkunegaran (Surakarta) and Pakualaman (Yogya-
karta). The popularity of this piece is demonstrated by the countless means
through which it is interpreted and performed. Vetter’s (1981) study into the
performance practice of Central Javanese music illustrates how this piece va-
ries in interpretation not only between these two courts, but also from this
street-style version. However, this recording is unique as the piece is rarely
played by ngamen, who prefer vocal-centric genres such as langgam, jineman
and popular songs (Hughes, 1997, p. 14). Furthermore, the place this piece
occupies in the Central Javanese karawitan musical canon has resulted in it
being used to illustrate exemplar gamelan siter realisations in some of the afo-
rementioned literature (Harmony, 2012, pp. 47- 53; Marsono and Sri Hen-
darto, 1983, pp. 61-2).

Hence, this is a good opportunity to focus on the specificities of street-
style siter playing to compare with gamelan siter playing. I illustrate how the
differences between these styles reveal not only different frameworks of per-
formative interpretation between ngamen and gamelan musicians, but also
the importance of performance context.
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Top line: balungan

playefd by bsss strings Circle around note:
of siter barung gong note as played on
(sou;:jasno‘ztr?&f:nl}ower gong bumbung
Dot above note: higher (blown bamboo gong)
\ pentatonic octave /

¥
Yooty

52166666 'eizsaisa ! ize.s6is .i.iziss |

 Crry p—1 O I E T
/

/ : 4

’
I [
Bottom two lines: usual siter
patterns in higher register; * Dot below note: lower
Divided between right and pentatonic octave

left hand through my

intuition Boxed material: one balungan (skeletal melody) beat;

Four balungan beats = one gatra (metrical unit);
Four gatras = one gongan (gong phrase)

Figure 1 - Guide to understanding the transcription

I have transcribed the first cycle of the piece excluding the first round of
the ompak (like the ngelik, a structural section of the piece), which is only
played twice at the very beginning. References to individual beats of the ba-
lungan will be made using the following shorthand: gongan.gatra.beat (i.e
1.4.4 = first gongan, fourth gatra, fourth beat). This siteran recording only
includes one zither, the siter barung, unlike other recordings that may also
include the smaller siter panerus (used in gamelan ensembles), which is pitc-
hed a pentatonic octave higher.
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Figure 2 - Siter panerus used in gamelan ensembles
http://collections.nmmusd.org/Gamelan/9880/9880gamelansiterwithbox portraitLG.jpg

Figure 3 - Siter barung used in this recording: photographed by Roger Vetter, used with permis-
sion
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Ketawang Puspawarna (Slendro Manyura)

Ompak (second time)
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Figure 4 - ‘Ketawang Puspawarnd’ transcription: gongan one
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Figure 5 - ‘Ketawang Puspawarnd’ transcription: gongan two
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Figure 6 - ‘'Ketawang Puspawarnd’ transcription: gongan three
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Figure 7 - ‘Ketawang Puspawarnd’ transcription: gongan four
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In contrast to gamelan siter playing, the ganti slenthem technique, where
the balungan is played on the bass strings of the siter barung along with the
usual patterns in the higher register (Hughes, 1997, pp. 14-5), is used. There
are certain instances where the ganti slenthem version of the balungan is rat-
her sparse, for example:

/ . . . 2\

No.. . . N |
|56i2i... .i.56i.3 6i.56i26 53.i2i.2 ||
\"'0 I~2 2*5}753*30 00"30a» . 2.@1212;/%

-----

.5.6.5.3 .1.561.3 56126.56 ...12121 H
\2.6.612. 21653.3. .....3.. 212.612. )

Figure 8 - Gatrds 3.1 and 3.2 - ‘Ayu Kuning’

Another version of the balungan from an online bank of karawitan nota-

tion is more suggestive of this special phrase 6132 6321 called ‘Ayu Kuning’:

Ompak ) »
2 . 3 . 2 .1 . 3 .2 < 1 . ]
Ngelik - -
. 6 - 23 2 i 3 2 6 5 2 3 5 (3
e . 3 2 5 3 2 1 . 3 . 2 e 1.

2.3.2.'1_'-3-5-1-]

Figure 9 - One version of the balungan for ‘Ketawang Puspawarnd’ (Boston Village Gamelan);
boxed material refers to the ‘Ayu Kuning’ phrase

Although the ganti slenthem is quite sparse, a hypothetical balungan line
can be extrapolated from the seleb (final) notes in the siter barung’s patterns
to the individual balungan beats: 3362 3361. The initial emphasis on 3, use of
6 as a pivot note and the seleh of each gatra still reflect the essence of ‘Ayu
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Kuning’. Therefore, the potential difficulty of the ganti slenthem technique
requires ngamen to make appropriate musical changes to the balungan that
gamelan siter players would not need to consider.

The seleh 2’s in this recording consistently end on a 2. In a Yogyakarta

arts academy primer for gamelan siter playing, most selebh 2’s in this tuning
and mode (slendro manyura) end on a kempyung (‘fifth’ interval) 2:

TN
* 2.2.
5 s« 3.5 \
5.1 .3.6 >
\

5.53 2.2. 4
[ L A
165 2 =126 Seleh 2's ending

53 ~ 5 with a kempyung 2/6
e @ 2 e L ﬂ
.;.6 .5‘6 / <

.3 .1 éi.s, /
6.12 .12. /
’ L] '] I
2.1 .3.6 )
2321 235, /

(X))}
n
ro
-
ny
.

3

Figure 10 - Extract from Marsono and Sri Hendarto (1983, pp. 37-8); marked patterns illustrate
kempyung endings for seleh 2's in slendro manyurd (tuning and mode of ‘Ketawang Puspawarnd

in this recording); unmarked patterns end on a 6; n.b. no endings on 2
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Textbook playing would also require the siter barung, as the instrumental
melodic leader in this context, to signal the transition to the ngelik in 1.4.3
and 1.4.4 using a ‘Duduk’ pattern:

/ : GN

| ..5..2.. s..5.i.6 |
123.12.2 3.216-6. )

Figure 11 - Example of a ‘Duduk’ pattern typically played by the gendeér barung (instrumental me-
lodic lead in some gamelan contexts) to signal the transition to the ngelik section

Instead of a ‘Duduk’, the transition is signalled through the repeated 6’s
in 1.4.1 and is understood by all the musicians. Whilst different from conven-
tions in gamelan siter playing, the stylisation of patterns indicates a shared
musical knowledge within an alternate ngamen-specific framework.

/ -
"32165666

QY""G'G

Figure 12 - Passage 1.4.1: repeated 6's to signal ngelik section

Basic imbal (interlocking) patterns in gamelan siter playing clearly alter-
nate notes played by each hand. However, several of the imbal figures from
the street-style recording are heavily embellished.

N N
dieiisi || .i.isize || i2.izi2i |
ceen212. ) 2.21515./)’5 ..61212.

Figure 13 - Passages 1.2.4, 1.4.4 and 2.2.4: exploration of neighbours to the seleh notes in the
left-hand and repetition of short patterns leading to the seleh note in the right hand fill up most
beat subdivisions
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Figure 14 - Basic gamelan imbal from ibid., pp. 7-9; clear alternation between hands in boxed
material with subtle variations in unboxed material

Repeated gantungan (hanging patterns to delay the seleb) phrases are
ngracik (single melodic line) phrases as opposed to imbal commonly used in
gamelan siter playing.
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A/ .
"iis..sis

%{. «35...

Figure 15 - This gantungan phrase can be found in passages 1.1.1, 2.1.1 and 4.1.1 and is an
example of ngracik
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Figure 16 - Typical gantungan phrases from (ibid., pp. 25-6); boxed material indicates basic im-
bal patterns and unboxed material illustrates subtle variations

Hughes (2004, pp. 267-8) notes the importance of a model in the process
of musicians’ improvisation. The siter barung player consistently produces a
series of patterns to different seleh that are similar to each other and unlike
those of a gamelan sizer player’s. This suggests that these musicians engage
with notably distinct frameworks of interpretation when performing.

e, N 2\,

dizize | ...izizi | i..izis |
2.21@1@./ﬁ 212.612. ) 2.21612. p

Figure 17 - Similar variants on patterns to different seleh: 1.4.4 (6), 3.2.4 (1) and 3.3.4 (2)
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.3.3 5616 65.. .23, e3.. +356
2.61 a ® 9 0 .'32 ‘Til1 2.21 2.'.

Figure 18 - Exemplar seleh patterns for 6, 1 and 2 from Marsono and Sri Hendarto (1983, pp.
18-9); illustrative of the differing ways to approach the seleh

The leadership roles of the siter barung in this comparatively small en-
semble may restrict the player’s freedom, flexibility and individuality in pat-
tern realisation at certain moments compared to the gamelan siter player. Ne-
vertheless, dissociation from court rules affords the opportunity for idi-
osyncratic stylisations.

This analysis has identified several musical differences between street-
style and gamelan siter playing with regards to instrument technique, formu-
lation of cadential patterns, interpretation of special phrases and general pla-
ying style. In addition to stylistic differences, this also highlights the impli-
cations of performance context on the scope of performative interpretation.

Regional Urban Ngamen Identity

The members of this ngamen group come from the localities of Klaten and
Prambanan, situated outside the court cities of Surakarta and Yogyakarta
(Central Java Musicians, 1976, Liner Notes). Researching street music in
Yogyakarta, Richter (2012, pp. 77-9) looks at how social, economic and cul-
tural aspects of identity reflect the differing music tastes of street guides and
becak (cycle rickshaw) drivers: the former more globalised, the latter more
regionalised. Ngamen siteran groups most commonly play campursari (term
encapsulating several Javanese regional music styles), music associated with
the middle and lower stratum of Central Javanese society (Supanggah, 2003,

p- 4). However, they may use the same detailed framework of patterns to
interpret karawitan classics like ‘Ketawang Puspawarna’. It is notable that
this ngamen group makes a transition to irama rangkep (where densities of
balungan are halved and decoration doubled, resulting in a livelier feel) later
on in the track. This is a very unusual way to interpret ‘Ketawang Pus-
pawarnd’ and is a technique more commonly found when performing lang-
gam. Thus, in contrast to the dichotomy between globalisation and regionali-
sation that Richter poses, this act of a musical group associated with regional
genres performing a piece of karawitan represents an urbanisation of traditi-
onal court music.

However, this choice of repertoire also sheds light on the relationship
between ngamen musicians and karawitan. Researching street vendors in
Yogyakarta, Gibbings (2016, pp. 79-80) discusses the concept of ‘citizenship
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as ethics” and the changes these individuals have to make in order to legitimise
their belonging in the city. For example, some street vendors renovated their
stalls to fit in with the government’s greenery agenda, so that they would not
be viewed as ‘polluting’ the streets (ibid., pp. 84-7). A glance of the other
tracks on ‘Street Music of Central Java’ (Central Java Musicians, 1976) reveals
that the entire album comprises of karawitan repertoire. Extrapolating on
Gibbings’ findings regarding street vendors, these renditions of pieces of ka-
rawitan by ngamen could represent an attempt of self-legitimisation. Sup-
pangah (2003, p. 14) illustrates how the existence of karawitan is in danger
amongst Central Javanese community musicians as it is considered ‘out of
date, old fashioned or belonging to the old generation’. Therefore, this album
works to affirm the place of ngamen music making in the Central Javanese
community by showcasing the relevance of traditionally highly valued court
music. Thus, these street-style renditions of karawitan can be regarded as an
emblem of Central Javanese ‘musical citizenship’.

Nevertheless, whilst repertoire choice connects the music of ngamen to
that played by gamelan ensembles, regional variety is a core trait of this ur-
banisation. In their article discussing the political agency of street vendors in
Indonesia, Gibbings et al. (2017, p. 247) study how a particular organisation
used the concept of an ‘imagined community’ to provide the ‘disjointed
group’ of street vendors across the archipelago with a collective voice in so-
ciety. Such actions not only empower groups of marginalised individuals, but
also risk homogenising them. In the context of ngamen siteran, it is highly
plausible that musicians from different regional localities have their own dis-
tinct methods of performative realisation, possibly even varying between in-
dividuals from the same regional locality due to lack of standardised practice.
Therefore, whilst renditions such as this of ‘Ketawang Puspawarna’ illustrate
the urbanisation of karawitan repertoire, the regionalisation that results in
distinctive specificities of performativity should not be generalised as a ho-
mogenous ‘street-style’. Instead, the term should be used to refer to the co-
untless number of interpretations of Central Javanese music that exist outside
of court music styles.

Conclusion

This study of a classic karawitan piece interpreted by a street-siteran
group has demonstrated how transcription techniques can be used not only
to analyse aspects of musical style, but also to understand the sociocultural
implications of the performance context of the music. In terms of playing
technique, interpretation of musical conventions and differences in patterns
demonstrate how street-style sizer playing differs from that of gamelan siter
playing. An understanding of conventions in gamelan music is adapted to
suit a ngamen-specific framework that is grounded in performance context.
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This allows for a creation of a distinctive, sophisticated sizeran style that is
not bound by the strict rules of court playing, thus reflecting the flexibility
of performance practice in Java. The interpretation of pieces from the ka-
rawitan repertoire by ngamen illustrates an urbanisation of highly revered
Central Javanese court music amongst the larger local community. By incor-
porating this sort of repertoire within a performance context that favours lig-
hter campursari pieces, a symbolic cultural connection is made between dif-
ferent social classes through music. This sort of urbanisation sheds light on
the collective group of ngamen who may each contribute to this trend thro-
ugh varied regionalised or individualised musical interpretations. Therefore,
through the same means by which Morat (2013, pp. 337-8) discusses the ‘col-
loquial’ renditions of popular songs by street barrel organists in Berlin,
street-siteran groups construct and affirm a regional urban identity through
distinct ngamen specific languages of siter playing compared to gamelan siter
players.

This study has made connections between musical transcription, methods
of analysis and sociocultural issues regarding ngamen who perform siteran, a
significantly understudied genre of Central Javanese music. Further research
into street music can extrapolate on Morat’s (ibid., p. 335) observation on the
commercialisation and democratisation of the popular music industry in an
Indonesian context, by studying ngamen interpretations of genres such as
kroncong, dangdut and langgam.
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Abstract

Dhrupad an ancient form of music was initially performed in the Hindu
temples. Later on, Dhrupad musicians were patronized in the royal courts
by the Rajputs and Mughals. With time, Dhrupad started disappearing in
society during the early part of the 20" century due to the increased popu-
larity of other forms of music and loss of royal patronage. Dhrupad became
absent in music concerts, and Kheyal music started dominating music con-
certs. Collective efforts of many people, musicians, organizations, and pat-
rons initiated the Dhrupad concerts in Jaipur and Varanasi, as a step for the
revival of Dhrupad in the 1970s. Before this time the All India Radio also
took initiatives towards the promotion of Dhrupad. Slowly other Dhrupad
sammelans were arranged across India. There were few Dhrupad artists of
Dagar Tradition with a high level of artistry, who were not intimidated by
adversities and, with their persistence and dedication, continued to serve
authentic Dhrupad music to audiences through music concerts, as a concert
artist and music concert organizer. Afterward, artists from other Dhrupad
traditions played similar roles; as a result, in the last few decades, there had
been an explosion of Dhrupad festivals/concerts across India. These festi-
vals are organized by societies/organizations/academies (government/pri-
vate) under the leadership of eminent Dhrupad masters. This study deline-
ates an account of the significant Dhrupad concerts across India and, based
upon the present concert scenario, concludes that Dhrupad seems to have
been able to get back to the Hindustani Classical music audience.
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Introduction

Dhrupad is one of the most ancient forms of music found in North India.
It is a part of Indian culture. Dhrupad can be either vocal, instrumental, or
pakhavaj (two-headed barrel drum). A glance into the developmental History
of Dhrupad finds the mention of four different styles or Bani’s in Dhrupad
music — Gauhar, Dagur, Khandar, and Nauhar, prevalent in Gwalior, Dangar
region, Khandar region, and Nauhar community respectively. A common
view is that these Bani’s owe their names to the languages used in the region
from which they arose (Raja, 2011). It is said that Gauhar Bani was founded
by Miyan Tansen. Brij Chand, a resident of Dagar, founded the Dagar Bani.
Raja Samokhon Singh belonging to Khandar, founded the Khandar Bani, and
Sri Chand, a resident of Nouhar, founded the Nauhar Bani (Mukherjee,
1986). Experts claim that the roots of the four Banis lie in the Suddha, Vinna,
Besora, Gouri, and Sadharani Geeti system of the ancient time. The essence
Gauhar Bani, Dagur Bani, Khandar Bani, and Nauhar Bani is the elucidation
of shanta rasa (peaceful and quiet mind), madhurya (melodiousness), vira rasa
(dynamism/strength) and adbhut rasa (marvelous sentiment) respectively
(Raja, 2005). The word rasa denotes feeling or emotion.

Gharanas in Dhrupad Tradition
The handing down of the wealth of Dhrupad from Guru to Shishya had

been continuing throughout ages by Guru-Shishya parampara (teacher-dis-
ciple tradition). The prime stylistic lineages or gharana’s found in Dhrupad
are portrayed below briefly (Beohar, 1986; Mitra, 1989; Raja, 2011; Sanyal,
1986; Sharma, 2006; Sinha Thakur, 1970; Sinha, 2017) -

The Dagar Gharana - It is believed to be the oldest tradition of Dhrupad
with its roots lying in the 16 century. It practiced Dagar bani. This tradition
claims its link with Swami Haridas of the 15" century. Behram Khan had
been the most renowned musician of this lineage in the 18" and 19' centuries.
In the 20" century, the most prominent representatives of this tradition had
been the Dagar Brothers, who belonged to the 19th generation of the Dagar
tradition. The Dagar brothers included the eight Dagars, Ustad Nasir
Moinuddin Dagar and Ustad Aminnudin Dagar (Senior Dagar Brothers), Us-
tad Nasir Zaheeruddin Dagar and Ustad Nasir Fayyazuddin Dagar (Junior
Dagar Brothers), their cousins Ustad Zia Mohiuddin Dagar and Ustad Zia
Fariduddin Dagar, and the other cousin Ustad Rahim Fahimuddin Dagar and
Ustad Sayeeduddin Dagar.

The Darbbhanga Gharana - Its root lie in the 18" century and is believed
to be founded by two brothers Radha Krishna and Karta Ram, who were the
court musicians of the Royal family of Darbhanga. However, the descendants
of this family had ‘Mallick’ as their surname. This tradition is linked to Gau-
har Bani. After independence, the most prominent musicians of this tradition
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have been Pandit Ramchatur Mallick and Pandit Vidur Mallick.

The Bettiab Gharana - The most prominent influence on this Gharana
was that of Pyar Khan of Seni Gharana and Haider Khan. This tradition star-
ted in the royal courts of Bettiah in West Champaran primarily flourished in
the 19 century, though its roots are older. This Gharana emphasizes Khan-
dar Bani, but practices bandishes from all the Banis. The two brothers Anand
Kishor Sinha and Naval Kishor Sinha of the royal family became excellent
Dhrupad singer and composer. Post-independence, Pandit Indrakishor
Mishra and Pandit Falguni Mitra became a celebrated musician.

The Bishnupur Gharana - Before the end of the 18 century, Dhrupadiya
Ustad Bahadur Khan of Seni Gharana, who was a descendant of Mian Tansen
and a musician of Mughal court, settled down in Bishnupur, West Bengal as
the court musician of the royal family. Ustad Bahadur Khan passed on his
legacy to his disciples, and the tradition continued. Musicians of this Gharana
are equally well Kheyal performers and instrumentalists. The musicians of
this Gharana composed lots of Dhrupad, Kheyal, and other genre music.

The Talwandi Gharana - This tradition represents Khandar Bani and is
associated with North-West India. Nayak Chand Khan and Suraj Khan of
emperor Akbar’s time is believed to have founded this Gharana. They were
disciples of Swami Haridas. Contemporary musicians of this tradition are
very few, and they reside in Pakistan.

The Mathura Gharana - This tradition is associated with Haveli Sangeet,
the Dhrupad practiced at Vaishnava temples in the Braja region.

Dhrupad Singing Style

A Dhrupad composition contains sthai, antara, and sanchari, and abhog.

Sthai (Base)- The performer comes back to this melody section after
executing all the individual components. This section employs the middle oc-
tave’s tetrachord as well as notes of the lower octave.

Antara - This is an intermediate section and lies between sthai and sanc-
hari. This section employs middle octaves’ second tetrachord beside using
notes of the higher octave.

Sanchari - This section is sung by the singer in any of the desired register.

Abhog- This section features the name of the writer/composer of the
composition.

Dhrupad singing begins with slow, medium, and brisk tempo Nom Tom
alap. Nom Tom alap is alap performed employing Om, Num, Ta, Na Ri, and
other consonants/syllables having no meaning. The alap is a slow introduc-
tory section that is presented in the absence of any percussion accompani-
ment. The syllables used in alap are thought to be the abstract form of the
mantra — Hari Om Ananta Narayan Tu Hi Taran Taarini Tvam. The alap
leads to jod (steady rhythmic section) and jhala (fast-paced conclusions) sec-
tions before starting the main composition. There is a minimal scope of doing
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raga vistaar (elaboration) in the song. Dhrupad lays stress in the maintenance
of purity of ragas (melodic format/mode) and swaras (notes). Alankars (spe-
cific pattern of a combination of notes) and taans (fast melodic passage) are
avoided. Using Meend (gliding from one note to other) and Gamak (fast
meend, generally spanning two to three notes), the song is sung 2, 3, 4, and 6
times. Different time modes are used in the performance —Adi, Kuari, Biari,
one and half times, three fourth time, and so on. The Pada or verse of Dhru-
pad is sung with percussion accompaniment. The preferred taalas (rhythm
styles) for Dhrupad performance are generally Choutaal (12 beats), Jhaptaal
(10 beats), Tevra (7 beats), Rudrataal (11 beats), Brahmatal (14 beats), Soola-
taal (10 beats), and others.

Dhrupad - As Temple Music

In the later part of the Vedic period (3000-1200 BC), verses set to musical
rhythms and a melodic tune, known as Samganas, were sung. Gradually this
gave way to Prabandha Gana (Prabandha = structure and Gana = song/ san-
geet), which were composed in Sanskrit and sung in temples. Prabandha Gana
rose to popularity between the 11" to 13th centuries. From Prabandha Gana,
a much simpler form of music known as Dhruvapada evolved in the 14% cen-
tury, which was written in Braj Bhasha in the beginning, and then later in
Hindi language (Kumar, 2003; Mutatkar, 1956; Raja, 1999). It is said that the
recasting of the divisions of Prabandha Gana gave rise to the different com-
ponents of typical dhrupad composition.

The word Dhrupad is a Hindi word derived from the Sanskrit words
Dhruva and Pada. Dhruva means constant/dependable/unchangeable, and
Pada means verse (Selina, 1997), that is, short poetry performed with music.
There seems to be a connection between dhrupad and devotion. Many Dhru-
pads are in the form of Lord Shiva prayers. Others are in praise of the empe-
ror or filled with eroticism. It is believed that initially, Dhrupad may have
been a part of the ritualistic music of temples (Ratanjankar, 1956). In ancient
times Dhrupad was practiced in front of deities of Hindu culture by wonde-
ring saints such as Haridas Swami and others out of sheer devotion in search
of the truth. In Mathura-Vrindaban, the tradition of Dhrupad singing in
temples persists (Landgarten, 1991).

Dhrupad - As the music of Royal Courts

The spread and practice of Dhrupad were achieving considerable heights
in the 15" century, during the reign of Raja Man Singh Tomar, the Rajput
ruler of Gwalior. Prominent musicians like Nayak Machhu, Nayak Bakshu,
Nayak Pandaviya, Mohammed Lohang, Nayak Karn, and Baiju Bawra were
among the galaxy of accomplished musicians at the court of Raja Man Singh
Tomar. The prime task of musicians was to perform in music programmes

265
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organized in the court of the king to keep him entertained. Raja Man Singh
had been instrumental in commissioning his musicians with the task of the
detailed documentation of Dhrupad music in the Sanskrit treatise “Man Ku-
tuhal”. Before Raja Man Singh, Allaudin Khilji (1296-1316), also provided
patronage to Dhrupadiya Nayek Gopal and his disciple Nayak Baiju (Kaul,
1982; Jaideva, 1976; Mittal, n.d.; Roy, 1964; Widdes, 1994).

After the death of Raja Man Singh, due to political invasions, the court
musicians of Gwalior went away to different places to seek the patronage of
other kings. It is said that Nayek Bakshu, after spending some time in the
court of Raja Man Sings son Vikramaditya, became the court musician Raja
Keerat Singh of Kalinjar. Then he was ultimately patronized by Sultan Baha-
dur Shah of Gujarat. Nayek Bakshu is known to compose Bahaduri Todi to
please Bahadur Shah (Chattopadhyay, 2016).

After Gwalior, another vital seat of Dhrupad practice was Rewa of
Madhya Pradesh. It is here where the musically talented Mian Tansen (1491-
1583) served Baghela Rajput, Raja Ramchandra Singh Baghela as his court
musician. The invitation of the Mughal emperor Akbar (Reign 1542-1605) to
Mian Tansen of Rewa to become one of his Navratnas at his royal court in
Delhi marked the start of a golden era of Dhrupad music (Raja, 1999). Tansen
remained Akbar's court singer till he breathed his last. Many ragas were in-
vented by Mian Tansen for composing Dhrupad, such as Todi, Darbari Ka-
nada, Bageshri, Miyan Ki Malhar, Miyan Ki Sarang, and so forth. Tansen is
believed to have lightened the lamps at Akbar's court by singing Deepak raga.
Tansen had four sons, Surat Sen, Seerat Sen, Taranga Sen, and Vilas Khan.
Vilas Khan was appreciated and honoured by Akbar for his exceptional sin-
ging skills. After Akbar's demise, Jahangir (1605-1627) became the emperor
of Delhi, and musician Vilas Khan adorned the royal court with other musi-
cians. After Jahangir, Shahjahan (1625-1658) ascended the throne, and musi-
cians like Lal Khan (son-in-law of Vilas Khan), Khushal Khan became his
court musicians. Shahjahan was such a great patron of music, and he commis-
sioned the compilation of verses of Nayek Bakshu under the scholarly trea-
tise titled “Sahasrasa”. It is essential to mention that during the 15" -17* cen-
tury, Sultan Ibrahim Adil Shah II in Bijapur, nurtured and patronized North
Indian Dhrupad style. He was himself a great musician and compiled his 59
verses in Kitab -i- Nawras, the book of nine rasas. The form of Dhrupad
presented by Adil Shah had only sthai, antara, and abhoga and generally eli-
minated sanchari, which was incorporated in Dhrupads sung by others
(Chattopadhyay, 2016; Dey, 1993).

As the Mughal emperor slowly faded away, many Dhrupad musicians
migrated to small princely states in seek of patronage. This lead to the deve-
lopment of new seats of Dhrupad practice in Eastern parts of India, such as
Darbhanga, Bettiah of Bihar, and Bishnupur of Bengal in the 18" century. By
the 19" century, the popularity of Dhrupad was eclipsed by the rising popu-
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larity of other genres of Hindustani music, which became deeply embedded
in the mind of fairly every musician (Chattopadhyay, 2016; Raja, 1999).

Transitioning of Dhrupad from Royal Courts to Concerts/ Festivals

The early part of the 20th century witnessed struggle by the people to get
independence from British rule. The patronage provided by noblemen and
royals to musicians was slowly declining, and dhrupad performers experien-
ced a tough time to continue practicing the art form after independence. By
the 20* century middle onwards, Dhrupad was almost like a forgotten art
form, primarily owing to the changing musical taste of musicians as well as
audiences. However, there were a handful of families who practiced Dhrupad
over the centuries, thereby preserving the art form (Selina, 1997). After the
era of Dhrupad performance in temples, royal courts/ princely states were
gone, Dhrupad singing mostly survived amidst senior artists within these fa-
milies. Additively, around the mid-1970s, there was almost the absence of
context for Dhrupad performance across major cities of India. Dhrupad per-
formers were not called for public music concerts, a growing new context for
the performance of Hindustani Classical music. It was that music concerts
during such time focussed its attention on other popular genres of Hin-
dustani music such as Kheyal (Widdes, 1994). Kheyal means imagination, and
it evolved from Dhrupad music by the 18 century (Sharma, 2008), and pro-
vided the performers an enormous scope for improvisation and ornamenta-
tion, even though it required the following of the chosen raga. However, soon
the situation was about to change with the creation of appropriate dedicated
Dhrupad performance platforms. Music concerts/ conferences developed
prominently as new platforms for all sorts of Hindustani Classical music.
These mixed types of concerts, as well as dedicated Dhrupad performance
concerts, provided the Dhrupad performing artists who lost royal/aristocra-
tic patronage, the context to thrive. Thus music concerts were vital to the
spread and development of Dhrupad and other forms of Hindustani music.
The next section of this study mentions notable music concerts that have
contributed or are contributing to the growth of Dhrupad in India.

Dhrupad - As a Concert Music/ Festival, Post Independence

Baba Behram Khan Dagar Dhrupad Samroh, Jaipur: In 1972, the Da-
gar brothers, to promote music in memory of their great grandfather Behram
Khan, an eminent Dhrupadiya, who was the court musician of Bahadur Sah
Zafar and Ranjit Singh, organized the Baba Behram Khan Dagar Dhrupad
Samroh in Jaipur. This Dhrupad sammelan is very prestigious and is still ac-
tive. In the 1980s, a branch of the Dhrupad society was registered in Delhi
(Dhrupad, An Invocation, n.d.), which organizes different Dhrupad
events/sammelans. Sayeeduddin Dagar served as the president of the Dhru-
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pad Society of Jaipur.

Dhrupad Festival/ Mela, Varanasi: In 1975, Sangit Natak Akademi, New
Delhi, which is India’s national academy for music, dance and drama, thro-
ugh Dr. Lalmani Mishra, a famous sitarist as well dean of the Department of
Performing Arts, Banaras Hindu University started the Dhrupad Festival/
Mela in Varanasi. In the later years, the initiative was supported by Maharaja
Banaras Vidya Mandir Nyas, Bhavaprabhapadma Sansthan, and Sankat Moc-
han Foundation. Since then, the festival has become an annual event and had
been held continuously, without any break. The features of the festival reflect
the religious roots of Dhrupad. The festival is organized at Tulsi Ghat, a place
in Varanasi on the banks of sacred river Ganges where Tulsidas is thought to
have written his Ramayana. Moreover, the festival is arranged during
Shivratri, which is one of the most prominent Hindu festivals dedicated to
the deity Lord Shiva. Now the open ground where the festival is organized
is often referred to as Dhrupad Tirth, a pilgrimage of Dhrupad. It is a three
to four-day vocal, and instrumental music festivals were young, as well as
noted and celebrated Dhrupadiya musicians from all traditions of Dhrupad
from across India perform. Currently, the main organizer of this festival is
Pandit Vishwambhar Nath Mishra, who is the Mahant of the Sankat Mochan
Temple and the festival is inaugurated by Maharaja Anant Narayan Singh of
the royal family of Benaras (Bhatt, 1995; Dhrupad News, 1986; Khanna,
2018; Kumar, 2016). This festival has become one of the most sought-after
Dhrupad presentation platforms in the country.

Dhrupad Sammelans in Vrindaban: Around the early 1980s, a few
Dhrupad concerts have also been organized independently by Sangit Natak
Akademi, New Delhi, at Vrindaban, under the leadership of Dr. Prem Lata
Sharma, a distinguished musicologist, who headed the Musicology Depart-
ment of Banaras Hindu University and later became the Vice-Chancellor of
the Indira Kala Sangeet Vishwavidyalaya, Khairagarh. Starting from 1982, for
a number of years, in Vrindavan, Chaitanya Prema Sansthan’s Shri Srivatsa
Goswami organized dhrupad sammelan’s during the time of Holi festival.
Brajakala Gurukul of this Sansthan or organization appointed Pandit Vidur
Mallick in 1983 to promote Dhrupad teaching and events in Vrindaban
(Dhrupad News, 1986). Even in recent times like 2009 and later, the Sangit
Natak Akademi has arranged Dhrupad Mahotsav in Vrindaban. In 2014 at
Vrindaban, Dhrupad Dham Samaroh has been organized jointly by D.D.
Bharti Doordarshan Lucknow Kendra and Pandit Vidur Mallick Dhrupad
Academy of Allahabad.

Dhrupad Sangeet Ashram Concerts, Kolkata: In 1975, Ustad Nasir
Aminuddin Dagar laid the foundation of a Dhrupad teaching and promoting
institute at Kolkata. He named the institute after his big brother Ustad Nasir
Moinuddin Dagar Dhrupad Sangeet Ashram. Today it's one of the most re-
nowned and prestigious Dhrupad learning institute. This institute had regu-
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larly organized Dhrupad concerts in Kolkata and other places to propagate
the rich heritage of ancient Dhrupad music (Dhar, n.d.).

Dagar Saptak Festivals: The Dagar brothers of the Dagar family were
celebrated Dhrupad performers and have remarkably promoted Dhrupad in
India and around the globe. They acted as concert-organizers in association
with different Dhrupad societies and organized the annual Dagar Saptak fes-
tivals in Delhi, Calcutta, and other parts of India. The Madhya Pradesh go-
vernment continued arranging Dhrupad Samaroh from around the 1980s. In
1982 the Samaroh was titled Dagar Saptak, were only musicians of the Dagar
tradition of Dhrupad performed. The future of Dagar Saptak festivals became
bleak with the recent passing of Sayeeduddin Dagar, the last and youngest of
Dargar brothers (Barua, 2001; Dhrupad News, 1986).

Dhrupad Concerts in Madhya Pradesh: In Jabalpur of Madhya Pradesh,
a Dhrupad fest under the name ‘Mandir Aur Dhrupad’ was organized in 1987
under the supervision of Ustad Allaudin Khan Sangeet Academy, Bhopal.
Ashok Vajpeyi, Secretary, Department of Culture of Government of Madhya
Pradesh, persuaded Ustad Zia Fariduddin Dagar to start a Dhrupad Kendra
in Bhopal under the academy for educating students and for promoting dif-
ferent Dhrupad events (Sanyal, 1987). This organization is supported by the
Madhya Pradesh Government, since its establishment in 1981. Ustad Zia Fa-
riduddin Dagar remained the director of this organization until 2007, after
which other Dhrupad masters headed the organization. Dhrupad Kala
Kendra, Bhopal have been organizing Dhrupad concerts and festivals (Barua,
2001; Raja, 1998).

Dhrupad Kala Kendra in Indore, involved in Dhrupad teaching arrange
Dhrupad Samaroh, serving as a platform for Dhrupadiyas of various traditi-
ons. The Samaroh at Indore was started in the memory of Mridangacharya
Chunilal Pawar by the three Pawar brothers who themselves were musici-
ans/Dhrupad singers (Barua, 2001; Dhrupad News, 1986).

Dhrupad Sansthan Bhopal Nyas was started by the renowned Gundecha
brothers (Pandit Umakant and Ramakant Gundecha). It has hosted many
Dhrupad sammelans. This Sansthan began functioning in 1999 and provides
Dhrupad education to students from all around the world (Gurukul: Dhru-
pad Sansthan Trust, n.d.). This Sansthan in 2001 got accredited by the United
Nations Educational, Scientific and Cultural Organization’s Intangible Cul-
tural Heritage Committee.

An annual Dhrupad festival in Chanderi, Madhya Pradesh, with the name
Baiju Bawra Dhrupad Utsav, was started in 2016 by the Shri Achaleshwar
Mahadev Temple Foundation and Raza Foundation, in memory of the celeb-
rated Dhrupadiya Baiju Bawra on his death anniversary, Basant Panchami
(Sinha, 2016).

Dhrupad Concerts in Bihar: The Rajya Kala Academy of Bihar arranged
its first All India Dhrupad Samaroh in 1986 at Darbhanga. In later years also,
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this academy organized many Dhrupad fests (Rajan, 2013; Sanyal, 1987). In
Bihar from time to time, there had been many Dhrupad festivals such as —
Dumraon Gharana Dhrupad Tradition concerts, Dhrupad Samaroh in Darb-
hanga by Patna Doordarshan, Dhrupad Utsav in Gaya by Art, Culture and
Youth Department of Government of Bihar, Dhrupad festivals by Patna
Dhrupad Society and Sangeet Natak Akademi, Akhil Bharatiya Dhrupad Sa-
maroh in Patna by National Central Zone Cultural Centre of Allahabad.

Pandit Siyaram Tiwari Memorial Sangeet trust constituted in 2014 in the
memory of Padmashree Pandit Siyaram Tiwari, a Dhrupad stalwart of Darb-
hanga Gharana, organizes a biannual Dhrupad sabha festival, at Patna and
New Delhi during March and August respectively with an intention to pro-
mote, preserve and popularise Dhrupad (Pandey, 2017).

Other Dhrupad Concert’s: The one which is worth mentioning are en-
listed below -

Sangit Natak Akademi, New Delhi, has arranged dhrupad festivals at Am-
bejogai, a town in Maharastra and Nathadwara, a town in Rajasthan (Dhru-
pad News, 1986) and other parts of India.

Dhrupad Academy, New Delhi, founded by Pandit Uday Kumar Mallick
of Darbhanga lineage, recently celebrated its Silver Jubilee National Dhrupad
Samaroh, in collaboration with Bharatiya Vidya Bhavan of New Delhi at the
Bhavans auditorium (Sinha, 2018).

In memory of Pandit Vidur Mallick, a renowned Dhrupad artist of Darb-
hanga tradition, Pandit Vidur Mallick Sangeet Samaroh have been started by
Vidur Mallick Dhrupad Academy, Allahabad founded by Mallick Brothers
(Prashant and Nishant Mallick). A promotion poster of this Samaroh revea-
led that in 2019 this Samaroh had reached its twelfth year. From the past few
years, this Samaroh is being held at World Integrity Center, Dehradun, Ut-
tarakhand.

Pandit Kshitpal Mallick Dhrupad Society started by Dr. Prabhakar Pat-
hak Mallick of Dhrupad tradition of Darbhanga organizes Pandit Kshitpal
Dhrupad festival. As per the promotion poster of the society, this festival
began in 2016 as a tribute to the contribution of Archarya Kshitpal Mallick
(1834-1923), who had been the court musician of Darbhanga Royal family.
In 2019 the 4™ festival of this society was held in India Habitat Centre, New
Delhi.

Other organizations such as Raza Foundation, Indian Council for Cultu-
ral Relations of Delhi, Indira Gandhi National Centre for Arts, Ramkrishna
Mission Institute of Culture, Kolkata, and so forth also arrange dedicated
Dhrupad festivals. The Annual Dhrupad conference during the Holi festival
at Bishnupur, West Bengal, is attended by several musicians from all over the
country.

There are many mixed types of music festivals having Dhrupad as an
item. Some of these are mentioned below-
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Tansen Samaroh, Gwalior: It is a pre-eminent esteemed annual Hin-
dustani music concert that has opened its door to Dhrupadiya musicians.
Tansen Samaroh was a local festival held since 1589, to celebrate the memory
of legendary Miyan Tansen. With the support of Maharaja of Gwalior and
later government of India, this festival has developed into a renowned music
festival (Chatterjee and Sarkhel, 2020).

Sankat Mochan Sangeet Samaroh, Varanasi: Sankat Mochan Temple of
Benaras, founded by Tulsidas, is more than 400-year old and is known for
arranging music concerts during the time of Hanuman Jayanti. Initially, de-
votional songs and songs praising Rama were only sung in this temple. After
independence, Amarnath Mishra, the Mahant of Akhara Goswami Tulsidas,
who himself was a well-known pakhawaj player, ensured the participation of
classical musicians in this music concert. The efforts of Amarnath’s son Ma-
hant Veer Bhadra Mishra, guided this music concert to reach great fame (Ku-
mar, 2016; Mohan, 2017). The performance in this temple is not limited only
to the Dhrupad genre of classical music.

Swami Haridas Sangit Samaroh Festival, Vrindaban: This festival was
the brainchild of Swami D.R. Parvatikar Veena Maharaj, an eminent musician
to celebrate the memory of Swami Haridas, a spiritual, classical musician,
who is believed to be the Guru of Tansen. Veena Maharaj founded the Swami
Haridas Seva Samiti in 1964 to organize the Swami Haridas Sangit Samaroh
annually. This festival was initiated on Bihari Panchami, the day of the appe-
arance of Shri Thakur Bankey Behari. Later, Saint Shri Prasad Baba of Vrin-
daban and then Gopal Goswami use to organize this festival. Recently, Atul
Krishna Goswami was seen holding the festival at Sri Radha Sneh Bihari
temple of Vrindaban. The festival includes cultural events, and Dhrupad per-
formances are often included in the programme list (Sharma, n.d.).

Sangeet Sammelan of All India Radio

Radio broadcasting served as one of the Dhrupad performance platforms
after independence. A national concert of classical music which broadcasted
from all the stations of All India Radio (AIR) was inaugurated at AIR station,
Delhi, in 1952. Sangeet Sammelan concert of All India Radio in 1955 provided
musicians with a country-wide platform. In this programme, there were per-
formances by Dabeer Khan (a been player and eminent Dhrupad Singer),
Ram Chatur Mallick (Dhrupadiya), in addition to the performance by several
accomplished Kheyal singers and instrumentalists (G.O.1., 1955; Pradhan,
n.d.). Since then, Radio has contributed to the popularisation of Dhrupad and
other genres of Hindustani Classical music by broadcasting music concert
programmes through decades. A similar role has been played by the Door-
darshan Television channel since its inception. However, in comparison to
the past, the broadcasting of different concerts of Hindustani music in AIR
has declined in recent times, possibly due to the rise of the other entertain-
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ment mediums.

Subah-e-Banaras, Varanasi: It is a recent cultural and spiritual event that
started in 2014, in which along with Ganga Aarti, Vedic chants, Yajna, Yoga,
dhrupad items are also included in music recitals sessions. The event is orga-
nized at Assi Ghat of Varanasi and is early morning, everyday event. This
event was initiated by the district magistrate, Shri Pranjal Yadav of District
administration of Varanasi and Dr. Ratnesh Verma, Chief of Regional Cul-
tural Center of Varanasi. The event was supported and strengthened by many
eminent luminaries. Later, a committee was constituted for organizing the
event (Joshi, 2015; Subah-e-Banaras, n.d.). The event serves as a platform for
artists from all over India.

Many other general classical music concerts such as ITC Sangeet Samme-
lan of Kolkata, Sangamam annual music festival organized by Sunnad Arts,
Kalidas Samaroh in Ujjain, Ustad Rehmat Ali Khan Memorial music festival
in Bhopal, Dover Lane Music conference of Kolkata, music conferences of
SPICMCAY (Society for Promotion of Indian Classical Music and Culture
Amongst Youth) and other organizations are inviting Dhrupadiyas for per-
formance.

Conclusion

Many individuals, artists, organizations, and music patrons have played a
significant role in promoting Dhrupad in India throughout ages. However,
after the disappearance of patronage of the royal/aristocratic families/ prin-
cely states, the initiatives of organizing concerts taken by the proponents of
Dhrupad, especially of Dagar tradition, and later by others, seems to have
revived and popularised the declining tradition of Dhrupad to a decent state.
Thus Dhrupad music has done well in transiting from temple/royal courts to
music concert platforms of modern times, despite maintaining its rigid struc-
ture and originality. It may be said that, in contemporary times, Dhrupad co-
exists with Kheyal in the mainstream performance platform of Hindustani
Classical music. The marriage between the joyousness of music and the fes-
tive nature of music concerts seems to be driving the sustainability of the mu-
sic conferences for decades. However, much financial support would be
required from private and government organizations to ensure long term
functioning of the old and new Dhrupad performance platforms/ festivals.
The reach of Dhrupad may not be able to match up with popular music, but
even in today's generation, there are persons who are interested in learning
and performing this ancient art form with dedication. This is clear since, in
recent times, a lot of Dhrupad training institutes are actively functioning un-
der Dhrupad artist guided societies/organizations/academies (government
and private). Adequate and proper teaching of intricacies of Dhrupad with
illustrations by visiting Dhrupad maestros in music courses of colleges and
universities are also required for the effective progression of Dhrupad tradi-
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tion. Promoting Indian values, culture, and traditional ideology among new
generation music listeners and performers may help Dhrupad to curve a
genre-based niche for itself.
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‘Musikide inkilabi Popiiler
Miizikle Yapmak’: Baris Manco
ve Armonize Edilmis Tiirkiler-

Okan Murat Oztiirk”

Ozet

Bu makalede Barig Mango’nun, Anglo-Amerikan populer muzik tarzlari
icinde armonize edilmig turku yorumlama yonundeki ¢aligmalari, Turkgu-
lugun ‘milli musiki programi’ kapsaminda, Cumhuriyet idarecilerince ger-
ceklestirilmek istenen musiki inkilab1 hedefi cercevesinde ele alinmaktadir.
Cumbhuriyet’in etkili ideologlarindan Ziya Gokalp, Garp medeniyetine
tabi kilinmug yeni Turk toplumunun muziksel begeni ve aligkanliklarinin
degistirilmesi i¢in, Turkculer tarafindan takip edilmesi gereken milli bir
program ortaya koymustur. Bu programa gore Turk¢ulerin ilk gorevi, po-
pulist bir siyasi hareket olarak benimsedikleri halka dogru gitme anlayisi-
nin geregi olarak turkulerin derlenmesini saglamakt. Turkgulerin ikinci ve
asil vazifeleri ise, derlenen turkulerin Batt muzigini bilen besteciler tarafin-
dan uyumlu hale getirilmesini saglamaktan olugsmaktaydi. Bu iki gorev, te-
mel olarak muzikte devrim yapmak olarak anlagilmaktaydi. Medeniyet ve
toplumla beraber muzigin de devlet eliyle degistirilmesi amaglanmigti. Bu
degisimde asil amag, batili hayat tarzini toplumun genis kesimlerine yay-
maktir. Bu nedenle muizik devrimi, aslinda, muzikte batililagsmanin resmi
bir politika olarak gergeklestirilmesinin bir semboluidur. Bu nihai hedefi
saglamaya yonelik siyasi girisimler, iki karakteristik egilim dahilinde ge-
lisme gostermistir. Bunlardan ilki, Avrupa klasik muzigini temel alan ve
Tanzimat yillarindan baglayip Ikinci Dunya Savagina degin etkili olan eli-
tist, kompozitor-merkezli egilimdir. Ikincisi ise Ikinci Duinya Savag: son-
rasinda ana akim haline gelen Anglo-Amerikan populer muziklerini temel
alan, sarki yazari-merkezli, populist ve konsumerist egilimdir. Hizli bir ge-
kilde Bati'ya benzemeyi hedefleyen Batililagma surecinde, ilk agama Av-
rupa merkezcilikle gekillenirken, ikinci agamaya Amerika-merkezcilik
damgasini vurmugtur. Ikinci egilim ve agamada, Turkiye'de toplumun ve
muzigin Batulilagmasinda Amerikan yagam tarzini, kulturunt ve tuketim

" Bumakale, ilk hiliyle, Istanbul Buryiiksehir Belediyesi tarafindan dizenlenen “Cag-
das Halk Ozani Barig Mango Sempozyumu”nda (14.02.2019) sozlu bildiri olarak
sunulmustur.

” Dog.Dr. Ankara Muzik ve Guizel Sanatlar Universitesi, Miizik Bilimleri ve Tekno-
lojileri Fakultesi, Muzikoloji Bolumt, mozturk@mgu.edu.tr
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aligkanliklarini yayginlastirmaya yonelik uygulamalarin tum surece hakim
oldugu gorulmektedir. Her iki egilimde turkulerin armonize edilmesi me-
selesine islevsel acidan gosterilen populist ilginin ideolojik analizi, bu ma-
kalenin temel problemini olugturmaktadir. Cunku siyasi, ekonomik, top-
lumsal ve kulturel Batililasma agisindan bakildiginda, sadece “aparat” ola-
rak kullanilan muizik tarzinda bir degisim ortaya ¢ikmistir ve politik degi-
simin ibresi, klasik muzikten populer muzige kaymistir. Kendisini bir “as-
falt ozam” olarak tanimlayan ve Anglo-Amerikan muzik tarzlari i¢inde
kendi sarkilari yaninda armonize edilmis halk sarkilari da soyleyen Baris
Mango’nun ustlendigi kulturel misyon ile resmi ideolojinin muzik devrimi
yoluyla temin etmek istedigi sosyal degisim misyonu arasinda mukemmel
bir uyum oldugu bir gergektir. Bu benzerlik, nihai batililasma agisindan
toplumsal degisimin mumkun olan en hizli yoldan gergeklesmesini bekle-
yen resmi ideolojinin, populer muzigi daha etkili bir ara¢ olarak benimse-
yip desteklemesini saglamig gorunmektedir. Bu sartlar gergevesinde
Mango, sonug olarak, ABD-merkezli batihilasmanin Turk toplumu tarafin-
dan benimsenmesinde 6nemli bir rol oynamakla kalmayip, ayn1 zamanda
resmi muzik devriminin populer muzik araciligiyla gerceklestirilmesine de
onculuk etmigtir.

Anahtar Kelimeler: Barig Mango, populer muzik, musiki inkilab, toplum-
sal degisme, turki.

‘Making the Music Revolution with Popular Music: Baris Manco and
Harmonized Turkish Folk Songs

Abstract

In this article, Barig Mango’s efforts to sing harmonized Turkish folk songs
in Anglo-American popular music styles are discussed within the scope of
‘the music revolution’ that the Republican administrators want to realize
within the framework of ‘the program of Turkism in the field of music.’
Ziya Gokalp, one of the most influential ideologists of the Republican Tur-
key, developed a nationalist program that Turkists should follow in order
to change the musical habits and tastes of the new Turkish society subor-
dinated to the Western civilization. According to this program, the first
task of the Turkists was to ensure the collection of folk songs as a require-
ment of the understanding of going towards the people they adopted as a
populist political movement. The second and main duties of the Turkish
nationalists consisted of ensuring that the compiled folk songs were har-
monized by composers who knew Western music. These two tasks were
called the music revolution for the rulers of the new state. It was aimed to
change music by the state together with civilization and society. The main
purpose of this change was to spread the western lifestyle to large segments
of society. Therefore, the music revolution was a symbol of the concrete
goal of realizing westernization in music as an official policy. These politi-
cal initiatives for achieving the ultimate goal, in Turkey, showed an im-
provement within two characteristic trends. The first was the elitist and
composer-centered trend based on European classical music from the years
of Tanzimat to the Second World War, and the other is the populist, con-
sumerist and songwriter-centered trend based on Anglo-American popular
music styles, which became mainstream after the Second World War. In
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the process of Westernization which aims to resemble the West rapidly, the
first phase was shaped by Eurocentrism, while the second phase was
marked by Americentrism. In the second trend and phase, it seems that the
practices towards spreading the American lifestyle, culture and consump-
tion habits dominate the whole process in the Westernization of society
and music in Turkey. The ideological analysis of the functional populist
concern for the harmonization of folk songs in both trends is the main
problem of this article. Because, from the point of view of political, eco-
nomic, social and cultural westernization, there has been a change in music
style used only as apparatus and the needle of political change has shifted
from classical to popular music. It is a fact that there is a perfect harmony
between the cultural mission undertaken by Barig Mango, who describes
himself as an ‘asphalt bard” and sings harmonized folk songs beside his own
songs in Anglo-American musical styles, and the mission of social change
that the official ideology wants to achieve through the music revolution.
This similarity seems to have enabled the official ideology to adopt and
support popular music as a more effective tool, seeking to achieve social
change as quickly as possible in terms of ultimate Westernization. Under
these circumstances, Mango, as a result, did not only play an important role
in the adoption of US-based westernization by Turkish society but also led
the realization of the official music revolution through popular music.
Keywords: Baris Mango, popular music, the music revolution, social
change, folksong.
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Tirkiye’deki temel kiltivr olaylars, Tarkiye’nin genelindeki
politik, sosyolojik olaylarla bivyitk bir orantyyla cakisma
gosteriyor. Her turlis askeri mitdahale, Turkiye’de bir cont-
reaksiyon [karsi-tepki] olarak miizik tirinin ortaya cik-
masina neden olmustur. [...] Bir baska darbe, 70’lerde as-
keri mubtira. O donemde biz geldifk]. 60°li doneme contre-
aksiyon olarak Anadolu motifleri islendi bizimle. Cem Ka-
raca’lar, MoZollar yeniden giindeme geldi. U¢c Hirreller,
ben; Bizim yaptigimiz o. [...]60 iclerinde en bilincli olarak
bu isi yapanlar bizim donemimiz idi, bizdik. Biz miizikteki
motiflerimizi Anadolu’dan aldik."

Baris Mango

Girig

Kendisini bir ‘asfalt ozani’* olarak nitelendiren Barig Manco’nun populer
muzik anlayigi icinde turkulere yaklagimi ve onlara, kendi tarzi icinde verdigi
yer, bu makalede; Cumhuriyet’in ‘musikide inkilap yapma’ dustincesine te-
mel olusturan modernlesme, Batililasma ve medeniyet degistirme suregleri
cercevesinde ele alinmaktadir. Bu baglamda Mang¢o’nun, Turkiye insaninin
gundelik hayat sartlarinda Bauli muzik tarzlarina aligkanlik kazanmasini, ya-
dirgamamasini ve benimsemesini saglamada ustlendigi rol 6nem kazanmak-
tadir. Bu roluin asil konumlandirildig: alanin Bauli anlamda ‘populer muzik’
olmasi, epigrafta yer verilen ve bizzat Mango’nun sahsi gozlem ve degerlen-
dirmesine dayanan tespitini, bu makale i¢in, temel bir hareket noktas: haline
getirmigtir. Mang¢o’nun Anadolu Rock olarak adlandirilan muzik turt icinde
konumlandirdig: kendi 6zgun muzik tarzinda turkuler ile muhtelif atasozu
ve halk tabirlerine yonelik folklorik ilgisi, burada, Turkiye’nin siyasi tari-
hinde Bat1 muziginin, yonetici elit tarafindan, toplumun donugsturulmesi yo-
nundeki politik program ve uygulamalar1 cercevesinde irdelenmektedir. Ko-
nunun Mango ekseninde degerlendirilmesinde belirtilen sureg; elitist ve po-
pulist bagliklar1 altinda iki evreye ayrilmig ve Mango’nun bu evreler agisindan
ustlendigi rolun niteligi, mukayeseli bir tartismaya tabi tutulmugtur. Garpg
Jon Turk yoneliminde muzikte Batililasmanin ‘inkilap” yoluyla gerceklesti-
rilmesi ve gerekli goruldugunde ‘Sark musikisinin yasaklanmasi™ yoluna gi-

! Yangin (2002, s. 38-39).

2 Bkz. Yuksel (1996, s. 16).

Turkiye’de ‘musiki inkilabr’ olarak anilan olay ve suregle ilgili kapsamli bilgiler igin
bkz. Ayas (2014), Oransay (1985), Tekelioglu (2001), Ustel (1993), Ustel (1994),
Ustel (1997).

Turkiye’de ‘muzik’ alaniyla sinirlandirilmig literatur icinde Ziya Gokalp ve Ata-
turk’un beyanlar1 Uzerine odaklanmug ve surekli birbirini tekrar eden bir alintilar
silsilesi mevcuttur. Oysa surecin fikri alt yapisi ve politik bakimdan takip edilen
stratejiler bakimlarindan ele alindig1 sinirli sayida yayinda, meselenin hig de, sadece
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dildigi goz onunde bulunduruldugunda, Mango’nun populer muzik alaninda
ustlendigi rolun, her seyden once dogru bir sekilde konumlandirilmas: gerek-
tigi bir gercektir. Bu baglamda Turkiye’de ‘Batlilasmanin muzikle takviye
edilmesi’ veya Batililagmada muzigin bir ‘ideolojik aygit’ olarak kullanilmasi
temel bir paradigma olarak ele alindiginda, Man¢o’nun buradaki yerinin
dogru belirlenebilmesi, bu aragtirmanin temel amaglari arasinda yer almakta-

dir.

Toplumsal Degisme ve Miizik

“Bir ulusun yeni degisikliginde ol¢u, musikideki degisikligi alabilmesi,
kavrayabilmesidir” (Kocaturk, 1999, s. 105). Ikinci Mesrutiyet’ten itibaren
Turk modernlegmesini sekillendiren Jon zihniyetin Bati medeniyetine gegisi
temin maksadiyla kendisine temel aldig: fikir, en somut ifadelerinden birini,
Ataturk’un bu sozlerinde bulmaktadir. Garp medeniyetine gegisi bir siyasi
program haline getirmis durumdaki yonetici elit, toplumun Sarkliligini belli
aligkanliklar1 ve baghiliklar: agisindan problemli gormekte; kendi Batililasma
arzusu agisindan muzikteki toplumsal aligkanliklarin, yeni tercih yonunde
degismesini istemektedir. Neticede Garpgi Jon Turk yonelimi agisindan Bati
medeniyetine gegis, asil amag ve hedeftir ve bu, siyaseten, mutlak surette be-
lirlenmis bir ‘sabite’ durumundadir.

Toplumlarin kulturel degisim ve dontusumlerinde “yonetici elit’i olusturan
tabaka veya siniflarin ekonomik ve siyasi tercih ve menfaatlerinin belirleyici

bu iki isim etrafinda ele alinamayacag: agikca ortaya konulmustur (Ayas, 2014),
(Ozturk, 2018). Tipik bir 6rnek olarak Turkiye’de muzik alanina hakim “Turk mu-
ziginin yasaklanmasi’ hadisesinin Ataturk’un 1934 TBMM agiligindaki konugma-
sina bagl oldugu 1srarla belirtilmigtir. Oysa daha 1924°te, bu somut fikri, Ustelik
Dartlelhan Mecmuasi’nda dile getiren isimlerden biri, kariyerini sanat tarihi ala-
ninda yapmus bulunan Ibrahim Alaaddin [Govsa] olur: Bugunku musikimizin
hayat ve ihtiyacimiza uygun bir terbiye vasitast oldugunu kimse iddi‘a edemez
zannederim. Hatta eski ve kiymetli bestelerimizi halka ta‘mim etmeyi ben divan
edebiyatini ibtidailerde ta‘lim kadar yanlis buluyorum. Bize genis sedirlerde bag-
dag kuranlar1 gagy ve mest eden baygin nagmeler degil, riitha heyecan ve hareket
kudreti isale eden elhan lazim. Yunan-1 kadimde milleti rehavete sevk eden nag-
mati1 men‘ettikleri gibi bizde bu nev‘iden sarkilarimizi ve bestelerimizi kabil olsa
da muskirat gibi men‘ veya takyid edebilseydik diyorum.

Bagkanligini Fahrettin Kerim Gokay’in yapug: Turkiye Icki Aleyhtar1 Gengler Ce-
miyeti’nin ‘30’lardaki ¢aba ve girigimleri, yasaklama sturecinin anahtar olaylar: ara-
sinda yer almigtir. Turkiye’yi Batulilagtirmak yonunde gelistirilen Jon Turk prog-
ramy, ‘Sark musikisiyle mucadele’yi esasli bir politika olarak zaten benimsemis du-
rumdadir. Sureg icinde Ataturk, bu fikri beyan edenlerden sadece biridir. Sark mu-
sikisinin yasaklanmasi uygulamasini asil gerceklestirenler, donemin Igisleri Bakan
Sukru Kaya ile Matbuat Umum Mudurt Vedat Nedim Tor olmustur. Yasaklama-
nin ardindan Turk muziginin radyo yayinlarinin yeniden baglamas: surecinde ise
Ataturk, agikca, ‘sozlerinin yanlis anlagildigi’ni beyan etmek zorunda kalmigtir.
Ayrintilar i¢in bkz. Oransay (1985).
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bir role sahip oldugu bilinen bir gergektir.” Toplum, kultur ve degisim konu-
lar1 tizerinde yogunlagan akademik literatur; modernlesme, Avrupalilasma ve
Batililagma olarak adlandirilan ‘yeni dunya duzeni’ne ait degisim surecinde
siyaset, iktidar, hegemonya, ideoloji, soylem, temsil, ekonomi, kimlik ve ai-
diyet gibi temel alanlarin rolu Uzerinde, alabildigine genis bir bilgi birikimi
olusturmustur.® Bu cercevede muzik alaninda meydana gelen degisimler de
bu aragtirmalarin onemli bir kismini tegkil etmektedir. Ikinci Dunya Sa-
vag’'min ardindan ozellikle populer kultur ve bunun kitlesel yayginlasma
araglarinin baginda gelen populer muizik konusuna odaklanan ¢aligmalarin da,
bu kapsamda, dikkate deger bir hacme sahip olduklarinin belirtilmesi gere-
kir.”

Turkiye’de yaganan siyasi ve toplumsal degisim sureglerinin itici unsuru,
‘medeniyet degistirme” hadisesidir. Osmanli’da Birinci Jon Turk hareketiyle
birlikte siyaseten Garp medeniyetine gecmek arzusuyla ilgili tartigma ve
olaylar, Ikinci Mesrutiyet’te somut bir program haline gelmeye baglamig ve
fiiliyatta ise Turkiye Cumhuriyeti’nin, ‘Bati uygarligi’na bagli yeni bir devlet
olarak yapilandirilmasiyla sonuglanmigtir.® Bu surecte Bati muiziginin devlet-
toplum-kultur-sanat alanlari arasindaki iligkilerde duzenleyici bir unsur ola-
rak merkeze alinmasi ve desteklenmesi, belirtilen medeniyet degisikligi hedefi
agisindan bagat bir gosterge tegkil eder. Bagta muzik egitimi alani olmak tzere
yeni devlet, olusturmay: hedefledigi ‘yeni’ ve ‘Garply’ Turk kimligi i¢in, ayn
zamanda Bati muzigine dayali bir muzik aligkanligi ve giderek de begenisi
kazanilmasi yonunde adimlar atmig; bu ugurda, Osmanli ve Sark mirasi ola-
rak gorduglt muzigi muzeye kaldirma, yasaklama veya toplumsal itibarini
duguk profilli temsiller izerinden kaybettirme yonunde stratejiler takip et-

Yonetici elitler ile toplumsal ve kulturel degisme arasindaki irtibata iligkin sosyoloji ve
siyasetbilim temelli onemli bazi ¢aligmalar icin bkz. Bottomore (1996), Czudnowski
(1983), Erkilet (2015), Kongar (1996), Pareto (2018).

Konuyu muzikoloji, sosyoloji ve antropoloji gergevesinde ele alan temel bazi kaynaklar
icin bkz. Harper-Scott & Samson (2009), Merriam (1964), Scott (2000), Silbermann
(1963), Turley (2001).

Populer kulturle baglantili meseleler uzerinde gergeklestirilmis dnemli bazi ¢aligmalar
icin bkz. Adorno (2004), Bagce (ed.) (2015), Benjamin (2012), Bottomore (2016), Bourse
ve Yucel (2017), Dellaloglu (2007), Geuss (2009), Guleng (2016), Hall (2017), Slater
(1998), Storey , Turner (2016), Williams (1976). Konunun populer muzik yontu uzerine
odaklanan baglica yayinlar igin ayr. bkz. Johns ve Rahn (1977), Middleton ve Manuel
(2001), Miles (2009), Randall (2013), Tagg (1982), Verboord & Brandellero (2016), Wells
(1987).

Konuya iligkin zengin literattirden 6nemli bazi ¢aligmalar i¢in bkz. Bora (2017), Cam
(2013), Dogan (2013), Dumont (2007), Gokalp (1987, 2007), Guler (2006), Gunduz
(2008), Hanioglu (1981, 1989, 1997), (Hanioglu M. $., 1981), (Hanioglu M. S., 1997),
Kalin (2018), Kurmus (2007), Lewis (2017), Lewis (2007), Mardin (2008), Mardin (2000),
Mardin (1991), Shaw & Shaw (2006), Toprak (2013), Tunaya (1960), Usta (2014), Yildi-
rim (2012), Zurcher (2002), Zurcher (2000).
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migtir.

Surecin baglarinda Avrupa-merkezlilige dayanan siyasi ve kulturel ko-
numlanigta Avrupa klasik muzigi, ulagilmas: ve edinilmesi gereken ‘en ideal’
muzik olarak, politik soylemde ‘evrim piramidi’nin en Ust basamagina yer-
lestirilmigtir. Bu agamada Bat populer muziklerine belli bir ¢ekinceyle yak-
lagildigina ve hatta bu muziklerin yeni devleti kuranlar tarafindan topluma
agilanmasina caligilan elit begeniye dayali Avrupa klasik muzigi acisindan
acik bir tehdit olarak goruldugune tanik olunur. 1925 yilinda devlet eliyle
yaptirilan ilk halk muzigi derlemesine iligkin rapora bakildiginda, ‘Batili-
lasma’ agisindan, bir populer muzik tarzi olan Amerikan caz muziginin
agikea ‘tehlike’ olarak nitelendirildigi goruluyor:

Cazbant: Bazi Avrupa sehirlerinde yasak edilen bu zenci musikisi vata-
nimizin henuz belli bagli bir temeli olmayan musikisinin istikbali na-
mina bir tehlikedir. Avrupa’da oldugu gibi memleketimizin en medeni
sehirlerinde sari bir hastalik gibi taammiume etmekte ve milli musiki-
mizden zevk alan pek az adam birakmaktadir (Asaf & Asaf, 2008, s. 44-
45).

‘Baulilagmak suretiyle modernlesmek’, daha dogru bir ifadeyle ‘modern-
lesmis olmak i¢cin Batiyla benzerligin temini’ meselesinde muzik, devlet poli-
tikalar1 agisindan, bir ‘ideolojik aygit” olarak gorulmus ve kullamlmigtir. Bu
nedenle dinlenilecek ve eglenilecek muzikler de dahil olmak uzere Turk top-
lumunun okullarda ‘terbiye’ edilecegi muzik konusunda da yeni kulturt inga
etmeyle vazifeli kadrolar, ‘Bati muzigi’ni merkeze alan bir politikay1 benim-
semistir. Yeni medeniyet acisindan muzik alanindaki temel mesele bir ‘inki-
lap’ olarak gorulms; elitist evrenin temel yoneliminde bu inkilap, Turk top-
lumunun Batililagtirilmas: uygulamalarindan biri olarak degerlendirilmigtir.
Bu surecte Batyla benzerligin saglanmasi icin olusturulacak ‘milli musik?’
adina Turkiye’deki belli bagli muziklere kars: gelistirilen tutumun, su sekilde
ozetlenmesi mumkundur (Ozturk, 2016):

1. Sark/Osmanli/Turk musikisi: terk edilmesi gereken, ‘bizim olmayan’
muzik;

2. Halk/koylu musikisi: ‘milli harsimiz’in Grtint, 6z muzik;

3. Bat1 muizigi: ‘yeni medeniyetimizin’ beynelmilel, evrensel, sanat muzigi.

Fikri temelleri Ikinci Megrutiyet'te atilmig olmakla birlikte Gokalp’in,
‘Turk¢ulugun muzik alanindaki programi’ olarak tanimladigi ve ‘musiki in-
kilabi’na temel alinan hareket tarzi, Erken Cumhuriyet’te fiilen takip edilir
hale gelmigtir. Halk melodileri ile Garp armonisinin ‘terkibi’ne dayanan bu
programla temelde amaglanan, yeni Garp medeniyetinin, Turk halk harsiyla
birlesiminin saglanmasidir.” Neticede yeni Turk, Garp medeniyetinin bir

° “Halk musikisi harsimizin, Garp musikisi de yeni medeniyetimizin musikileri ol-
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mensubudur ve bu yuzden de bu basit terkiple Turk toplumunun muzik ala-
ninda da hizli bir gekilde Garplilagtirilmast mumkun gorulmugtur. Gokalp’in,
Turkcalugun Esaslar: (1923) baglikli eserinde, bu formulun uygulanigindan
Garp muzigi egitimi almig kompozitorlerle beraber Turk Ocaklari mensup-
larini sorumlu tutmus olmasy, elitist evre igin tipik bir tutumu yansitir.

Gokalpgi formulde medeniyet-hars iligkisinin kurgulandigi soylemi, iger-

digi zit kutuplar itibariyla, agagidaki gibi tablolagtirmak mumkundur (Tablo
1):

Tablo 1. Ziya Gékalp’e gére ‘milli musiki'nin temel bilesenleri (Oztiirk 2016'dan).

Medeniyet Hars

beynelmilel millt

fen/teknik ruh/6z
glizidelere/seckinlere mahsus halka/avama mahsus
Garp/Avrupa Tiirk/halk/kéyli/millet
dahi sanatkdrin eseri halk dehasinin eseri
armoni melodi

Kagit ustunde kusursuz ve son derece pratik gorunen bu formulun hayata
gecirilmesi, aslinda, hi¢ de umuldugu gibi gerceklesmemistir. Derleme sureg-
lerinde kargilagilan sorunlardan daha fazlasi, Garp musikisi egitimi almig
‘kompozitor’lerin kon<uya ikna edilmesi ve eser vermelerinin tegviki stre-
cinde yasanir olmugstur. Formullendiriligindeki ‘hizlilik’, gerceklegtirilme
duzlemindeki ‘yavaglik’la mukayese edildiginde, belirtilen formulun “elitist’
evre ve model agisindan hi¢ de iglevsel olmadig, sureg i¢cinde anlagilmigtir.
Cunk ‘besteci’ etkeninin bir insan, sanat¢i, anlayis, uretkenlik ve duyarlilik
olarak formulden diglanmigligi, toplumu donugsturme yonundeki pratik for-
mulun gegersizlesmesi tehlikesini dogurmusg; bu durum da siyasi program ve
formule olan inancin degil, ama uygulanma tercihinin sorgulanmas: ve goz-
den gegcirilmesini gerektirmigtir.'” Cumhuriyetin Garp medeniyetine tabi ol-

dugu igin, her ikisi de bize yabanci degildir. O halde milli musikimiz memleketimiz-
deki halk musikisi ile garp musikisinin imtizacindan dogacakur. Halk musikimiz bize
bircok melodiler vermistir. Bunlar toplar ve Garp musikisi usulunce (armonize)
edersek hem milli hem de Avrupai bir musikiye malik oluruz. [...] Iste Turkgulugun
musiki sahasindaki programi bundan ibaret olup, bundan 6tesi milli musikarlarimiza
aittir” (Gokalp Z. , 2007, s. 160-161).

19 Sirecin etkili tanik ve mudafilerinden H. Bedii [Yonetken], 1926 yilinda, ‘rejimce bek-
lenen dahi besteci ve eser’ konusunda su serzenisi dile getirmektedir: “Higbir vaziyet
bizi garb san’aundan mustagni kilamaz. Onu anlamaga, temsil etmege ve o vasita ile
orjjinalitemizi terennum etmege mecburuz. [...] San’atkar nerdesin? Artik gel! Bu
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masini saglamaya donuk Garpgi programlarinin mudafii ve gelistiricisi konu-
munda bulunanlarin, bagta Avrupa klasik muzigine dayali ve bu yuzden de
‘kompozitor-merkezli’ Batililasma uygulamasinin sahip oldugu sorunlari,
Ikinci Dunya Savagi sonlarina kadar dogrudan tecrube edip, uygulanmasin-
daki muhtelif guglukler, hantalliklar, ‘gecikme’ler ve ‘ise yaramazlik’lara ta-
nik olmalarini saglamistir. Bu ise, siyasi program beklentilerine cevap verecek
secenekler Uizerinde yeniden dustintlmesi gerekliligini dogurmugtur."

Turk modernlesmesini sevk ve idare eden yonetici elitin, Batililagma he-
defi agisindan, her seyden evvel ‘zamani yoktur’. ‘Gecikmislik® psikolojisi ve
‘vakitsizlik’ endigesi, bariz bir ‘alarmizm’ (Bora, 2017) dogurmus durumda-
dir ve bu yuzden Batililasma yolunda yapilmasi gereken her seyin ‘bir an
once’ ve mumkun olan ‘en kestirme yoldan’ yapilmasi gerekmektedir.’> Bu
gozle bakildiginda yonetici elitin, toplumu donugturmek adina pratik bakim-
dan ‘ige yarar’ araglara siddetle ihtiyaci vardir. Batili hayat tarzi bagta olmak
uzere tum sosyal iligkiler ve ticari tuketim aligkanliklar1 gibi gundelik hayatin
en iglevsel ve somut alanlarina yonelik mudahaleler, bu baglamda, en acil ya-
pilmasi gerekenler arasinda yer almaktadir.

Tam da bu ¢ergeve ve aciliyettir ki yonetici kesimlerin Bati populer mu-
ziklerinin toplumsal degisimde ustlenebilecekleri islevsel rolun farkina var-
malarinda ve onceki ‘elitist’ tutumu terk ederek daha ‘populist’ bir ¢izgiye
yonelmelerinde etkili olur. ‘920’lerde populer muzikleri ‘tehlike’ olarak ad-
deden Avrupa-merkezci ve dayatmaci modernlesme algi ve politikasinin, ¢cok
somut bir gekilde, Ikinci Dunya Savagi’ndan itibaren merkezi Amerika’ya
dogru kaymis ve ‘yumusak gug’ fikri temelinde populer muzik ve eglenceyi
egemen kilan yeni bir sureg, tim dinamizmiyle islemeye baglamistir. Surece
dair Mango’nun kendi degerlendirmesi son derece anlamli ve dikkat ¢ekicidir:

50’lerden sonra [...] dunyanin ekseni Amerika’ya kaydh. [...] Eksen sadece
ekonomik olarak donmez [...] kultur olarak da doner. [...] Degisen den-
geyle her tarafta pitrak gibi birileri bitti. Ben de onun Turkiye’de bitmis

ezeli da’vayr ancak ‘eser’in halledecektir” (Tebis & Kahraman, 2012, s. 55-56). Rejim,
formuluni hizli bir gekilde hayata gegirecek sanatg1 ve bestecileri ve bunlarin meydana
getirecekleri islevsel eserleri beklemektedir, ama surecin uzamas, pratik seviyede, yeni
careler aranmasini zorunlu kilmaktadir.

11 «[,..] bestecinin ‘bir’ besteyi retmesi; eserin notasini yaz(dir)ip cogaltmass; eseri caldi-
racak gef, solist ve orkestra bulunmasy; provalarin yapilmasy; gerekli afis, program, da-
vetiye, pankart, vb. bastirilip dagitilmasi; konser verilmesi; konserden once ve sonra ese-
rin halka duyurulabilmesi i¢in medyatik haber ve gundem olugturulmasi, vb.” (Ozturk,
2016, 5. 37).

2 Doktor Abdullah Cevdet’in, “Bize, dogru olan degil, mifid [faydal] olan lazimdir”
(Hanioglu, 1981) sozleri ile Ataturk’uin —Avrupa muziginde terakkinin dort yuz yil str-
mus oldugunu soyleyen Vossiche Zeitung muhabiri Emil Ludwig’e hitaben, “- Bizim
bu denli beklemeye vaktimiz yoktur” (Oransay, 1985, s. 33) seklinde verdigi cevabs,
bu minvalde degerlendirmek gerekir.
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versiyonuyum. [...] Biz dunyann her tarafinda [...] 20. yuzyilin ikinci
yarisinin ortak kulturunu gelistiren kigsiler olarak bittik bir yerlerde
[...] Bu da iste bu ilahi dengenin ipuglari. (Yuksel, 1996, s. 17-18)

Boylece onceden elitist cercevede kompozitor-merkezli ve Avrupa klasik
muzigi temelli olarak sekillendirilmeye caligilan Garplilagsma uygulamalari-
nin, yeni ‘populist” durumda sarki-yazari (songwriter) temelli, populer mu-
zik odakli bir yonelime dogru evrilmesi soz konusu olmustur. Bu surecte de
tartigmasiz sekilde Anglo-Amerikan populer muzik tarzlari, kulturel alana
hakim duruma gelmistir (Fattor, 2017). Belirtilen surecte Avrupa agisindan
da Anglo-Amerikan eglence sektoruine bagl tarz ve turlerin, benzer bir yay-
ginlagma sergilemest, ilging bir eszamanlilik sergiler (Tablo 2).

Tablo 2. Tiirkiye'de elitist ve poplilist evreler arasindaki baslica farkliliklar.

Elitist Evre (‘50’lere kadar) Popiilist Evre ('50'lerden sonra)

Avrupa merkezli Anglo-Amerikan merkezli

Avrupa klasik miizigine dayalt Anglo-Amerikan popiiler miiziklerine dayali
Kompozitér odaklt Sarki-yazart odaklt

Orkestra, koro tabanlt Grup (band), solist tabanlt

Polifonik eser amaclt Homofonik sarkt amaclt
Ciddi/ytiksek/sanat mizigi Hafif/diisiik/kitle miizigi

Calgsal dncelikli Vokal éncelikli

S6zden bagimsiz Séze bagimlt

Sanat endisesine sahip ‘Satis’ endisesine sahip

Aragsal agidan Avrupa klasik muzigi ve kompozitor odakl: elitist Batili-
lasmadan, ‘sokaktaki adam’1 asil hedef olarak alan ve gundelik hayat pratik-
lerine en hizli gekilde ve hatta ‘gonullu’ surette gecisi temin edebilme potan-
siyeline sahip populer muzik ve sarki-yazari temelli modele gegiste halk sar-
kilarina gosterilen ilgideki sureklilik 6nemlidir.” Turkuler, yeni durumda, g
veya dort kigilik populer muzik gruplari tarafindan aranje edilmekte; egitim-
leri, yetismeleri, gorunusleri ve hayat tarzlar1 Batili olan gengler ve onlar et-
rafinda olusan ‘cazibeli’ medyatik imajlarla Anadolu koylusune ait turkiler,
armonize edilmig halleriyle, toplum hayatinin gundelik begeni, aligkanlik ve
pratiklerine dahil edilmektedir (Tekelioglu, 1996). Boylece bastan beri sahip
olunan alarm durumundaki gecikmislige, mumkun olan en hizli cevabin ve-
rilir olmasi da temin edilmis olmaktadir.

Gerek Frankfurt, gerekse de Birmingham okullar1 araciligiyla populer

B Musiki inkilabr’nin ‘sokakta’ ve ‘kendiliginden’ gerceklestirilir hale gelisiyle ilgili olarak
bkz. Behar ve dig. (1994), Tekelioglu (1996).
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kultar, kultur endustrisi ve kulturel ¢alismalar kapsaminda yapilan aragtirma
ve yayinlar, muzik konusunun toplumsal degisim ile siyasi yonetim arasin-
daki karmagik iligkiler aginda ustlendigi islevsel rol uizerinde kiymetli tespit-
lerin ortaya konulmasini saglamistir (Adorno, 2004), (Bourse & Yucel, 2017),
(Dellaloglu, 2007), (Hall, 2017), (Middleton & Manuel, 2001), (Miles, 2009).
Ozellikle Tkinci Duinya Savagi’nin ardindan, populer muzik alaninda ‘Ingiliz
istilast’* (British invasion) olarak anilan surece dair, kapsamli yayinlar mev-
cuttur. ‘960’lardan itibaren Amerikan muzik listelerine gosterilen ilgideki ar-
tis ve ‘folk’ temelli yeni populer akimlara yonelik ragbet, Turkiye’de de
onemli yanki bulmug; Anadolu Rock akiminin dogusunda baglica itici gug
olmustur. Bu kapsamda populer muzik ve toplumsal degisim alanlarina ba-
kildiginda, strecin, olugturulmak istenen kuresel kultur ve aligkanliklar agi-
sindan tam bir ‘endustri’ mantigiyla ele alinip isletildigi bir gergektir. Surecin
ekonomik temelleri, arkasinda sahip oldugu guglu ideolojik yapilanmayla
birlikte, tamamen kapitalist bir pazar mantigiyla sekillenmekte; sureg, belirli
monopollerin gelisim ve yonetiminde gelisme gostermektedir (Stokes, 2004).

Manc¢o’nun Tiirkiilere Yonelisi

Mango ve turkuler meselesine bakildiginda, en bagta soylenmesi gereken,
‘950’lerden itibaren Anglo-Amerikan populer muzik akimlarinin Turk top-
lumuna yansimalar1 agisindan, aslinda tam da bir ‘kurucu-baba’ (founding
father) figuruyle karg1 kargiya olundugudur. Mango, turkulerin Anglo-Ame-
rikan populer muzik tarzlari i¢inde ‘iglenmesi’ ve Turk toplumunun bu tarz
muzige ‘aligtirilmast’ strecinin bagarili bir temsil izerinden saglanmasinda,
‘onct’” roller Ustlenen sanatgilarin baginda gelmektedir. Bu baglamda
Mango’nun, alanin gerek kurulmasinda, gerekse de tarz olusumunda avant-
garde bir rol Ustlendigini agikca ifade etmek gerekir. Gerek dagarinda yer
verdigi geleneksel eserler, gerek kendine 0zgl imaj ve tarziyla Mango, Turk
insaninin Batli hayat tarzi ve aligkanliklarini, populer muzik ¢ercevesinde
benimsemesi strecinin tartigmasiz en etkili isimlerinden biri olmugtur. Onun
yorumladig: sekliyle turkuler, Turk toplumunun begeni, benimseme ve onay
verme sureglerinde, bagarili 6rnekler olarak yer almigtir. Bu baglamda erken
cumhuriyetin elitist ve kompozitor-merkezli Batililasma beklentisinin,
Mango’da, tam anlamuyla ‘bizden’, ‘modern’ ve dolayisiyla benimsenmesinde
herhangi bir ‘gugluk’ veya ‘sakinca’ bulunmayan populer bir muzik tarzi uze-
rinden gergeklesmis olduguna tanik olunmaktadir.

Mango’nun plak ve album kayitlarina bakildiginda, armonize edilmis tur-
kuler seslendirme yonundeki ¢cabalarinin, ‘960’11 yillarda bagladig: goruluyor.
1962°de Harmoniler grubuyla birlikte -girisinde Pencereden kar geliyor

* Konuyla ilgili zengin literatiirden dnemli baz1 ¢aligmalar igin bkz. Harry (2004), Miles
(2009), Philo (2015), Randall (2013).
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uzunhavasina da yer verdigi- Urfa’nin etrafi dumanl daglar turkusunu kay-
deden Mango, ‘970’den itibaren efsanevi Daglar daglar sarkisinda oldugu
gibi, ‘turku tarzinda armonik eglikli beste’lere yonelmis ve Anadolu Rock
akiminin onde gelen temsilcilerinden biri olmugtur. “1970 yili Barig
Mango’nun psychedelic rock’tan tipik Anadolu Pop sularina agildig: bir yil
oldu. [...] Mango, 70’lerin [...] Agustos ayinda ‘Daglar Daglar’ adli plagim
yayinlayarak gunumuzdeki Barig Mango algisinin temellerini de atmig oldu”
(Tireli, 2005, s. 157). Mango’nun bundan sonraki hemen tum Uretimlerinde
asil agirlik noktasini ‘turku tazinda besteler’in olusturdugu bir gercektir.
Boylece gerek dunyada, gerekse de Turkiye’de ‘muzikte halk sarkilarindan
yararlanilmasi’ uygulamalarinda one ¢ikan iki temel egilimin, Mang¢o’nun ¢a-
balarinda da somutlagtig acikea gorulur: (1.) Halk sarkilarinin ezgi, ritim ve
sozlerinde herhangi bir degisiklik yapmadan, sadece armonik eglik ilavesi yo-
luyla, ‘homofonik doku’da icra edilmesi, (ii.) Halk sarkilar1 ve hatta yerel ta-
bir ve atasozlerinden esinlenmelerle (onlart model alarak veya dykunerek), o
tarzda populer muzik sarkilar1 bestelemek.” Mango, bunlarin her ikisini de
yapmugtir (Tablo 3 ve Tablo 4).

Tablo 3. Baris Mango’nun armonize ederek seslendirdigi tiirkiiler.

yil Tarkii Grup

1962  Pencereden kar geliyor Harmoniler
Urfa'nin etraft
Kizilctklar oldu mu? (ilk versiyon)

1963  Cut cit twist / Cit ¢t cedene Harmoniler

1966  Aman avct vurma beni Les Mistigris

1968  Bebek (Elmali'dan ¢iktim yayan) Kaygisizlar
Kuzilctklar oldu mu? (ikinci versiyon)

1969  Kirpiklerin ok ok eyle Kaygisizlar
Kagizman

1970  Derule Ve

1971  Katip arzuhalim Mogollar ve Kaygisizlar bir-
Ay Osman (Sabahin yemisi) likte

1973  Lambaya piif de Kurtalan Ekspres
Gen¢ Osman (Hey koca topgu)
Géniil dagt

1974  Estergon Kalesi Kurtalan Ekspres

1> Halk sarkilarindan yararlanmak suretiyle klasik veya popiler tarzlar icinde eser veya
yorum ortaya koymaya dontk tutumlara iligkin yaklagim ve degerlendirmeler hakkinda
bkz. Nettl (1976), Ozturk (2016). Avrupa’da halk muzigi ve sanat muzigi ayriminin or-
taya ¢ikigina iliskin kapsamli bir aragtirma i¢in bkz. (Gelbart, 2007).
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1975

1976

Uzun ince bir yoldayim
Dere boyu kavaklar

Cay elinden dteye

Kurtalan Ekspres

Kurtalan Ekspres

‘Lonely man’ (Bebek tiirkiisiiniin ezgisi lzerine
ingilizce yazdigt sézlerle ikinci versiyon)

Gesi baglart
Ham meyva

1979  Gecti dost kervant Kurtalan Ekspres
Tablo 4. Manco’nun ‘tiirki tarzinda’ besteledigi eserler (baslica).
yil 45lik/Albiim Tiirkii Tarzindaki Besteleri
1970 Dadglar Daglar Dadlar daglar
1971 liste Hendek iste Deve iste Hendek Iste Deve
1972 Olim Allahin Emri Oliim Allahin emri
1973 Lambaya Puf De Kalk gidelim kiiheylan
1974  Nazar Eyle Nazar eyle
Glilme ha giilme
1975  Ben Bilirim Ben bilirim
1975 2023 Acth da baga vir
Yol verin agalar beyler
Glilme ha giilme
Kara haber
Baykoca Destant: Vur ha vur
Baykoca Destani: Durma ha durma
1976  Vur Ha Vur Vur ha vur
Cayeli’'nden dteye
1976  Baris Mancho Nick the Chopper
Emerald garden [Nazar eyle]
Lucky road [Yine yol gériinddi]
1979  Yeni Bir Gun Sart ¢cizmeli Mehmed Aga
Bir selam sana géniil daglarindan
Ne ola, yar ola
Aynalt kemer
Yeni bir giin dogdu merhaba
Ne kéy olur benden, ne de kasaba
1980 20. Sanat Yili Disco Mango Egri bugrii
Daglar daglar
Nazar eyle
Ben bilirim
iste hendek iste deve
1981  S6ziim Meclisten Disari Ali yazar Veli bozar
Hal hal
1983  Estagfurullah Halil ibrahim sofrast
1985 24 Ayar Dért kapt

287



72,8 8 Etnomiizikoloji Dergisi / Ethnomusicology Journal (Turkey) Yil/ Year: 3 Say\/ Issue: 2 (2020)

1986 Degmesin Yagl Boya Stiper babaanne
Nerede
Olmaya devlet cihanda

1988  Sahibinden ihtiyactan Nane limon kabugu
Géniil ferman dinlemiyor

1992 Mega Manco Dural Dede’nin diidiigi
1993  Sari Cizmeli Mehmed Aga Aynalt kemer
1995 Musaadenizle Cocuklar En bliyiik Mehmet bizim Mehmet

Mango’nun ozellikle 1960’lardan sonra turkulere yonelisinde, aslinda
Ikinci Megrutiyet’ten itibaren ‘Halka dogru’ politikasiyla gelisen ve nihaye-
tinde Amerikan tarzi ‘populizm’e varacak olan siyasi ve kulturel yonelimlerin
iz ve etkilerini gormek mumkundur. Genel olarak bakildiginda ‘Halka dogru’
hareketinin, bir siyasi egilim olarak Rus Narodnikleri tarafindan uygulanan
ve Ittihat Terakki ideolog ve mensuplari tarafindan da benimsenerek Osmanli
dunyasinda hayata gegirilen temel bir politika oldugu malumdur (Toprak Z.
, 1984). Ziya Gokalp, bu fikri, medeniyete sahip olan guzideler ile harsa sahip
olan halk arasinda bir tur alig-verig olarak degerlendirir. Gokalp’e gore guzi-
delerin halktan kopuk olmalari, her seyden evvel onlarin, halkin harsini tani-
mamalarindan ve ona bigane kalmalarindan kaynaklanmaktadir. Benzer ola-
rak halk da harsa sahip olmakla beraber, guzidelerin sahip oldugu medeni-
yetten yoksundur. Halka dogru fikri, boylece, guizidelerin halktan hars alma-
larina kargilik, onlara goturecekleri medeniyetle formule edilmigtir (Gokalp
Z.,1987). Bagka bir deyisle ‘halka dogru’ gidenler, aslinda Osmanli tebasin1
ve ozelde Turk halkini, bir anlamda ‘medenilestirme’ vazifesine sahiptir
(Shaw & Shaw, 2006).

Ikinci Megrutiyet’ten itibaren Garpgi, Turket ve Halkgr Jon kadrolar,
millet-halk-koylu arasinda esanlamli bir bag kurmuglar ve bu yaklagim tarzi,
sureg icinde, Cumhuriyet’in kurucu unsurlarindan biri olan ‘Halkgilik’ ilke-
sine donugmugtur. Halkgilikta, ‘sinifsiz, kaynagmis bir kutle” olarak yorum-
lanan ‘halk’, Cumhuriyet yonetimi i¢in, hukumetin temel dayanagy, ash ve
esasidir (Aydin, 2011). Bu anlamda halk kulturuine yonelik ilgiyi somutlagtir-
mak adina ilk Turk¢t cemiyetlerden baglayarak Turk Ocaklar: ve Halkevleri
bunyesinde yurutulen folklor tabanli calismalar yoluyla bu ‘halker’ ilkenin
topluma agilanmasi ve benimsetilmesi yoluna gidilmistir. Bu baglamda halk
inaniglari, edebiyati, gelenekleri yaninda turkulerin derlenmesi faaliyetleri de
bu ilke etrafinda konumlandirilmigtir. Boylece ‘Halka dogru’, ‘koyculuk’,
‘Turk¢uluk’, ‘halkeilik’, ‘korporatizm’, ‘solidarizm’, ‘koy enstituleri’, ‘folk-
lor derlemeleri’ ve nihayet “950’lerle birlikte Amerikan tarzi ‘populizm’ ha-
reket, kurumlagma ve caligmalari arasinda ilkesel bakimdan gorulen kimi ben-
zerlik ve surekliliklerin, aslinda hi¢ de tesadufi olmadigi anlagilmaktadir
(Ozden, 2006), (Toprak Z., 1977). Neticede bu yaklagim ve hareket tarzinin,
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iktidar ve kitle iligkisi acisindan hemen her kanattan politik egilimin ilgisi
dahilinde oldugu, uluslararasi seviyede de agik bir sekilde izlenebilmektedir.'®

Mango’nun ‘970 sonrasinda kendi adina bir muizik tarzi haline getirdigi ve
bestelerine temel aldig: turkulere yonelik ilgisinde de bu gercevenin gegerlilik
tasidigr agikga gorulmektedir. Genelde agik tarzi deyigler, Dogu halaylar
veya Orta Anadolu’ya mahsus oyun havalarina 0zgu melodik ve ritmik un-
surlardan istifadeyle olugturdugu bestelerinde, sonraki donemlerde, klasik
sarki ve tasavvufi Usluptaki muzik unsurlarina da rastlanir. Tarku tarzi bes-
telerinde 0zellikle Huseyni ve Neva makamlarina yonelik ilgisi, oldukga ka-
rakteristik gorunmektedir. Elbette Mango, bu makamlari, Bat1 tanperaman:
icinde degerlendirmis; bu yonuyle makamlarin geleneksel olarak gerektirdigi
Segah perdesini donugsturerek kullanmigtir. Bu tarz beste yapimini ‘980’lere
degin devam ettiren Mango, sonraki yillarda turku tarzi beste yapimina, on-
ceki kadar agirlik vermemigtir. Onun bu yoneliminde, Turkiye’de 80 sonrasi
hayatta neoliberal politikalarla birlikte giderek guglenen kuresel dunyayla
ekonomik ve kulturel bakimdan daha yogun bir irtibatin saglanmis olmasi,
belirleyici olmus gorunmektedir. Nitekim bu yillar boyunca Mango’nun bes-
telerinde kurresel populer muizik tarz ve turlerine dair orneklerle daha ¢ok
kargilagildig: da bir gergektir.

Burada kisaca deginilmesi gereken bir husus da, Man¢o’nun klasik sark:
repertuarindan seslendirdigi eserlerdir. Mango, aslinda, muzik kariyeri bo-
yunca, klasik sarki repertuarindan; Aglama degmez hayat (1969), Gamzede-
yim (1972), Bir bahar aksam: (1974), Yine bir Gilnibal (1992), Tuti-i mucize
givyem (1992) gibi eserler de seslendirmigtir. Bu egilimi, Mango’nun kimi
eserlerinin turkuler disinda klasik sark: ve hatta tasavvuf tarzindan esinlen-
mesini saglamistir. Mango’nun bu egiliminde 0zellikle annesinden kaynakli
sahsi bir ilginin var oldugunu kabul etmek gerekir.'” Ayrica populist evrede,
Turkiye’de, ozellikle Turk Sanat Muzigi olarak populerlestirilen ve yasake
zihniyete bir tur demokratik tepkiyi temsil eden egilimin de etkisi oldugu
varsayilabilir. Ayr1 bir aragtirma ve incelemeye konu olacak bu egilimi,
Mango’nun populer tarzi i¢inde sadece turkulerden beslenmedigini; ama ki-
sisel kariyerinde asil agirlik merkezini dogrudan turki yorum ve duzenleme-
leri ile turku tarzindaki bestelerinin olusturdugunu agik¢a gostermektedir.

16 Stirecin diinyaya yayiliminda oncii bir rol oynayan ABD’deki popilist siyasi yo-
nelimlerin gelisimi konusunda dikkat gekici bir degerlendirmeyi Taggart (2004, s.
34-35), M. Kazin’den aktararak, soyle yapar: “[...] bu ‘direngen ancak degisebilen
siyasal retorik tarzi’nin [...] ilerici ve solcu bir ideolojiden muhafazakar ve gerici
bir ideolojiye donusumunun gergekte de yagsandigi gibi mumkun olmasidir”. Tur-
kiye’de populizm konusunda kapsamli bir ¢aligma igin bkz. Toprak (2013).

17 Barig Mango, Turk Sanat Muzigi solistlerinden Rikkat Uyanik (1921-1992)’in ogludur.
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Sonu¢

Mango, turkulere yonelik ilgisiyle, Turkiye’de toplumun Batililagtirilmasi
ve gundelik hayat temelinde Anglo-Amerikan muzik tarzlarina aligkanlik ka-
zanmasi surecinde oncu bir rol ustlenmis, kendi kusagindaki en etkili birkag
sanatcidan biri olmustur. Kuskusuz Manco’nun sarkilarinin, melodik, ritmik
ve sozel 0zelliklerinin cok daha ayrinuli analizlere ihtiyag gosterdigi bir ger-
cektir. Ancak onun esasen turkulere yonelmesi ve bu kaynaktan beslenerek
Bauli populer tarzda muzik yapmayi benimseme strecinin, ozellikle “970’ler-
den sonraki politik geligmeler acisindan kapsamli ve mukayeseli tarzda arag-
tirilmast gerektigi de en azindan bu ¢aligmayla dikkat cekilen bir mesele ha-
line gelmigtir. Temel parametrelerine bakildiginda Mang¢o’nun ¢aligmalarinin
ve populer muzik alaninda gerceklestirdigi ‘bizden’ temsil tarzinin, Ikinci
Megsrutiyet’ten itibaren Garpg1 Jon kadrolarin toplumu Batillilagtirma yonun-
deki politikalariyla amaglar1 bakimindan buyuk capta ortustugu agikea go-
rulmektedir. Ozellikle Gokalp’in formulasyonu agisindan yaklagildiginda
Mango’nun ortaya koydugu basarili temsilin, toplumun Batlilagtirilmas: yo-
nunde gozetilen siyasi ve kulturel hedefler bakimindan mukemmel islevlerle
yuklu oldugu bir gergektir. Burada Mango’yu ozel kilan, kendisinin de bi-
lingli bir yonelimle boyle bir surecte etkin bir rol ustlenmis olmasidir. Mango,
surece yon veren temel politikay1 hassasiyetle kavramis ve toplumun Batli-
lagtirilmas1 yonundeki cabayn, sahsi ilke ve anlayisi bakimindan da dogru bu-
larak, kendi adina, bu misyon i¢inde etkin bir yer edinmistir.

Strecin baglarinda Bati muiziginin halka benimsetilmesi, Batililasma prog-
raminin temel hedeflerinden biri durumundadir. Burada tartismali olan hu-
sus, bunun klasik miizik iizerinden mi yoksa populer muzikler iizerinden mi
saglanacagidir. Bu cerceveden bakildiginda Tkinci Dunya Savagi yillarinin ar-
dindan benimsetmeyle ilgili programin, once klasik, daha sonra ise populer
alanlarin tercih edilmesi suretiyle ilerledigi agikca goruluyor. Burada halk
muzigine verilen rol ise kesin surette tanidik, asina olunan, aidiyet tagiyan ve
sonugta ‘bizden olma’ vasfini tagtyan temel bir ara¢ olma vasfiyla baglantili
durumdadir. Nitekim gunumuz kogsullarinda, kuresellesmenin yarattg: ko-
sullarda bu konunun, ‘970lerde oldugu kadar merkezi bir yer sahibi olmadig:
ve giderek de nostaljik bir egilim tagir hale geldigini; toplumsal degisim agi-
sindan degil, asil olmas: gerektigi gibi begeni kulturine mahsus bir secenek
haline getirildigini acik bir sekilde soylemek gerekir. Halk muzigi konusuna
populer cercevede onceki donemlerde gosterilen ilginin gorece azalmighg ise
hegemon hale gelen kuresel kultur ve ona bagl kitlesel muzik tarz ve turle-
rindeki yayginlagsmayla yakindan baglanulidir. Bu egilimin Mango’nun al-
bumlerine yansimalari oldugu da agik¢a gorulmektedir. Mango’nun son do-
nem albumlerinde ‘turkt tarzinda beste’lerin yeri giderek azalmig; gincel Ba-
tili populer tarzlardaki eserleri, albumlerinde yogunluk kazanir olmusgtur.
Kuresel begeninin yayginlasmasini sagladigi muzik tarz ve turleri arasinda
mahalli veya milli nitelikteki muzikler giderek tagralasmakta ve ana-akim
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muzik tarzlari icinde yer bulamamaktadir. Bu yonuyle de belirtilen uygula-
malarin (yerel, milli halk sarkilarinin armonize edilerek toplumsal degisim
acisindan kullanilmasi), yeni kuresel durumda, eskisi kadar ihtiya¢ duyulan
bir konumda bulunmadig1 da agikea tespit edilebilmektedir.
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Covid-19 Pandemisinin
Miizik Festivallerine
Mekansal Etkisi: “Virtual
Festival”

O. Ayca Boyacioglu’

Ozet

Tarihsel surecte yapilagelen festivallere goz attigimizda, mekanin muzik
festivallerinin ayrilmaz bilesenlerinden oldugu, hem somut (fiziksel) hem
de soyut kapsamda kullanilan “mekan”1n fiziksel yapisindan festival igeri-
gine gore duzenlenmesine varincaya dek kulturel, ekonomik ve toplumsal
uzammlari oldugu anlagilmaktadir. Boylelikle, mekan kavraminin festival-
ler agisindan zamansal ve fiziksel duzeyde birlestirici rolu dikkat cekmek-
tedir. Ancak yasamin her alanina giren yeni medya teknolojileri aracili-
giyla, tum muzik pratiklerinde oldugu gibi, gelenekselligin tagiyicis: atfe-
dilen festivallerde de kaniksanmig olgularin zamana ve kogullara uygun ola-
rak dontsime ugradigini gormekteyiz. Bugin deneyimlenen Covid-19
(Yeni Koronaviruis Hastaligi 2019) kuresel salgini, modern yagamin temel
aligkanliklarini iginde bulundugu cagin getirileriyle, sosyal hayatta ozel-
likle muzik pratikleri izerinden degistirmektedir. Fiziksel mekanin ulagil-
mazlig1 soz konusu iken, belirli festival organizasyonlarinin sanal ortamda
devam edebilmesi durumu; sureci gorece katlanilabilir kilarken, var olan
eglence kulturunun de belirli oranda surdurulebilirligini saglamaktadir. Bu
sayede, canli yayinla gerceklesen “Sanal Festivaller” i¢in, organizasyon ya-
pisindaki zamansal ve mekansal birliktelikten soz edilebilir. Sureg igeri-
sinde, festival ile 0zdeglesmis ve diger zamanlarda alternatifi aranmaksizin
kullanilan mekanlara baghiligin yok oldugunu ayni zamanda festival prati-
ginin merkezsizlestigini, sanal alan araciligiyla gergeklesen orneklere baka-
rak soyleyebiliriz. Covid-19 Pandemisinin simdiye dek kattigi deneyimler,
surecin muzik pratiklerine etkisinin pek ¢ok agidan analizini yapmayi
mumkun kilmaktadir. Bu vesileyle; elimizdeki egsiz secenek olan interneti
kullanarak, icinde bulunan durumu gozlemleyip, on kritigini yapmayi he-
defleyen bu ¢aligma, netnografi yontemini temel almaktadir. Bu ¢aligma ile
hedeflenen; mekan kuramlar 1s1ginda, sureg igerisindeki “Virtual (Sanal)
Festival” ornekleri araciligiyla, yeni muzik pratigi aligkanliklarini anlamaya
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caligmak ve literaturde hizla ilgi goren bu calisma alaninda yer almaktir.
Anahtar Kelimeler: Merkezsizlesme, Mekan, Virtual Festivaller, Yeni
Medya Teknolojileri, Covid-19 Pandemisi.

Spatial Effect of COVID-19 Pandemic Over Music Festivals: “Virtual
Festival”

Abstract

When we glance at prescriptive festivals, space comes out to be an insepa-
rable component of music festivals In the historical process, and a notion
to have cultural, economical and social dimensions from physical structure
of "space", used both perceptibly (physically) and discretely, to have been
adjusted according to the context of festival. Hereby, connective role of
space concept from the point of festivals points out at temporal and physi-
cal levels. Nevertheless, through the instrument of new media technologies,
that appears in every aspect of life, it can be seen that inured phenomenons
vary through time, in compliance with space and time, even for the festi-
vals, ascribed as bearers of traditionalism, as in every musical practices.
COVID-19 (Coronavirus Disease 2019) pandemic, that is experienced
nowadays, is changing basic praxes of modern life, with bringings of recent
times, in social life especially over musical practices. When inaccessibility
of physical space is at stake, ability to continue of specific festival organi-
sations on virtual platforms, not only makes the process relatively tole-
rable, but also keeps existing entertainment culture to be partially sustai-
nable. Thus, temporal and spatial unity in organizational structure can be
mentioned, for "Virtual Festivals" which broadcasted live. Looking at
examples, realized via virtual field, we can daresay that dependence on
space, identified with festival and used without looking for alternatives at
other times, dissolves within the process and also festival practice is decent-
red. Experiences provided by COVID-19 Pandemic so far enable testing
effects of process over musical practices on several counts. This study, that
aims at observing and pre-criticizing the environment, using internet, our
unique option, on this opportunity, grounds on netnography method.
Trying to understand new musical practise habits, in the light of space the-
ories, by means of "Virtual Festival" examples within the process, and ta-
king part in this field, that draws attention in the literature at a fast pace,
are targeted with this study.

Keywords: Decentralization, Space, Virtual Festivals, New Media Techno-
logies, Covid-19 Pandemic
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Girig

Yakin donemde modern insanin hayatina giren kuresel salgin, hem fiziksel
hem de dusunsel agidan gundelik yasami bagkalastirmakta, kavram gunde-
mini degistirmektedir. I¢inde yagsadigimiz durum, gunluk hayatin belki de hi¢
degismeyecegini dusundugumuz yonlerini degistirirken, simdiye kadarki bi-
rikim ile erigim alaninin sinirs1izlig1 caginda modern insanin sinirlarini mec-
buri olarak gutmektedir. Soz konusu virus sebebiyle 0zellikle kentli modern
insanlarin degisen baglica etkili kavraminin mekan oldugunu soyleyebiliriz.
Temas sinirliligi ile fiziksel alana dair yapilan duzenlemeler, hemen her sek-
toru farkli sekillerde de olsa etkilemektedir. Literaturde, postmodernizmle
birlikte tanimlama ¢abalarina girilen ve izerine tartigmalarin gorece yeni ya-
sandig1 kavram olan mekan i¢in; Covid-19 pandemi surecinde gorulen dene-
yimler, mekan kavraminin dontstugunu ve kavrama iligkin yeniden sorgu-
lama ihtiyaci oldugunu gostermektedir. Yeni medya teknolojilerin her gegen
gun modern hayatin i¢ine biraz daha fazla girmesiyle, yaganilan pandemi de-
neyiminin de etkileri ile birlikte kiresel akis son suratte seyir etmektedir. Me-
kan Uzerinden bir yandan sureci yaganabilir kilan yeni medya araglari, diger
yandan da fiziksel mekanin sontimlendigi, sanal mekanin biricikligi zorunlu-
luguna donugsturmektedir. Ayrica, mekanin zamansal ve fiziksel birlestirici
gucunun yeni medya araglarinin destegi ile sanal mekana aktarildigini pan-
demi sureci igerisinde deneyimlemek, fiziksel bir merkeze bagli kalma zorun-
lulugunu da ortadan kaldirdigini gostermektedir. Bu sebeple; yeni medya
teknolojilerinin ilerlemesi, kuresel baglantililigi arttirmasi, aymi zamanda
dunyanin pek ¢ok farkli yerindeki ekonomik, kulturel ve siyasal olaylarin et-
kilerini, bireylere daha dogrudan bicimlerde yansitmaktadir.

Suphesiz buyuk degisimler insanligin her ¢aginda mevcut fakat, icinde bu-
lunan surecin en onemli farks; bugiin yagsamin her alanina dahil edilmis olan
yeni medya araglaridir. Yeni medya araglarina ulagildigi takdirde “ulagila-
mazlik” neredeyse ortadan kalkmaktadir. Salgin surecinde vaka sayilarina
dair verilerin agilamasi ya da devlet bagkanlarinin gunluk duzenlemelere ilig-
kin agiklamalarinin sosyal medya araciligiyla aktarildigini gormek, 1960’larda
McLuhan’in medya araglari izerinden dunya igin “kuresel koy” tasviri, iyim-
ser bir yorumlama olsa da haurlara dugsmektedir (McLuhan ve Fiore, 2005).
Hal boyle iken, her turlu bilginin ag igerisindeki yayilimi durdurulamaz bir
suratle ilerlerken dogrulugu da sorgulanir haldedir. Hayatin her alanin da git-
tikce daha siki baglarla baglandigimiz teknoloji aglarina getirilen 6nemli yo-
rumlara Manuel Castells ve Jan Van Dijk’i 6rnek verebiliriz. “Ag Toplumu”
kavramini ortaya atan Castells (2008), yeni iletisim teknolojilerinin bireysel
iletisimi guglendirecegi ve toplumu heterojen hale donusturdugu dusunce-
siyle birlikte; bireylerin bu teknolojileri kendi ¢ikarlar1 dogrultusunda kulla-
narak geleneksel orgutlenme bigcimlerini degistirebilecegini vurgulamaktadir.
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Iletisim teknolojileri araciligiyla kendi ulke sinirlarini agan bireyler igin, “ku-
resel vatandaghgin” soz konusu olabilecegine de dikkat ¢ekmektedir (Cas-
tells, 2008).

“Jan Van Dijk’a gore de bireysel, grupsal ve toplumsal olmak uzere her
seviyedeki organizasyon yapisini karakterize eden sosyal ve medya aglar
altyapisina sahip modern bir toplumu ifade eden ag toplumu; toplumsal
iligkileri bedensizlestirerek gercek sanallik kulturuntu olugturmaktadir (Jan
Van Dijk’den aktaran; Degerli, 2016: 68).”

Gegmigsi, gelecegi ve bugunt yorumlama bigimlerimizin farklilasug: goz-
lemlenirken; tarihsel okumalarin gozden gegirildigi suregte, gundelik yasam
pratiklerimiz igerisinde 6nemli yer tutan muzik pratiklerinin degisimi ve bu
degisimlerin toplumsal etkileri incelenmeye deger gorulmektedir. Bu sebeple,
olusturulmaya caligilan Avrupa kaynakli muzikolog ve etnomuzikologlarin
Covid-19 pandemi donemi muzik pratikleri iizerine akademik aragtirma ag1
kurma girigimi, bu donemin akademik ¢aligma alanlarina ciddi katkis1 olaca-
gina ornektir'. Ayrica muzik pratikleri Uizerinden, psikolojik olarak da zor-
layic1 bu donemdeki dayanigma ruhunun, fiziksel olarak mesafe zorunlulugu
durumunda sosyal medya uzerinden pek ¢ok farkli ornekle saglanma cabalari
dikkate deger bir deneyimdir.

Calisma, odaklanilan virtual (sanal) muzik festivalleri araciligiyla; kultar
uretimi ve aidiyet ile geligen bir olgu olan mekanin, sureg igerisinde ne kadar
sinirsiz oldugu dugstincesiyle temellenmigtir. Bu vesileyle, metin igerisinde
merkezsizlesme, yersiz yurtsuzlagsma, cografyanin sonu gibi kuresel kavram-
lara da deginilecektir. Bu kavramlarla birlikte, gundelik hayati dogrudan et-
kileyen kavram olan mekan ile, ¢aglar boyu strekli devingen bicimde her ko-
sulda varligini surduren festival kavramlarinin pandemi surecinde gercekle-
sen yerli ve yabanci muzik festival orneklerine bakilacaktir. Bu orneklerin
hemen hepsinin sanal sanat alaninin yegane araci olan yeni medya teknoloji-
leri ve sanat alanindaki yerine dair destekleyici kavramsal tartigmaya da degi-
nilmigtir. Ayrica, Covid-19 pandemi surecinin muzik festivallerine etkisini
kavrayabilmek adina, ge¢mis pandemilere ve dogurdugu toplumsal etkilere
kisaca yer verilmistir. Sureg icerisinden yazilan bu c¢alismada, Dunya Saglik
Orgutu’nun (WHO) pandemi ilani ile 25 Mayis 2020 tarihleri arasinda sinir-
landirilip, imkanlar dogrultusunda “Covid-19” bashg: igeren, ozellikle de
kultur sanat ile alakali haberleri ve akiglar: takibi ile argivleme ¢alismasindan
yardim alinmigtur.

! “Music in times of the COVID-19 pandemic: invitation to form a network of rese-
arch projects.” (19 Mayis 2020)
Urli< https://www.surveyxact.dk/servlet/com.pls.morpheus.web.pages.CoreRes
pondentCollectLink Anonymous
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Mekan ve Merkezsizlesme

Mekan kavramuyla ilgili kisa bir literatr taramasinda bile; bu kavramin ne
oldugunu, nasil algilanmas: gerektigini, hatta nasil adlandirilmas: gerektigine
iligkin 0zellikle 1990’11 yillardan sonra yogun tartismalar goze carpmaktadr.
Dilsel farkliliklardan dolays, geviri aktarimi da ayri mesakkatli olan mekan
(Space) kavramu Turkgede; uzay, uzam, bosluk, yer ve mekan gekillerinde
gecmektedir. Kelimenin ¢cogunlukla anlamsal ilk aktarimi pozitif bilimlerden
gelen kozmik alan seklinde olsa da, artik sosyal ve dusunsel anlamda megru-
luk kazandig1 ortadir (Lefebvre, 2016: 21).

“Yerle mekanin farkli seyler oldugu dustuncesi Bati’da nispeten yenidir ve
bagta Fransiz dugunuru Henri Lefebvre olmak uzere ¢agdas baz1 yazarla-
rin eserlerine dayanmaktadir. Oysa biraz dusundugumuz (ve az buguk
Osmanlica hatirladigimiz) takdirde goruruz ki bu fark, Turkge’de ¢ok es-
kiden beri mevcut. Zira “yer” sozcugunun insanlarin hayat deneyimleriyle
herhangi bir iligkisi yoktur ama Arapga “olmak” kokuinden turetilmis olan
“mekan” sozcugu temelde “varolunmus olan” demektir, yani bir varolu-
sun nesnesi so0z konusudur. Orneklemek gerekirse, Merih gezegenin yu-
zeyl igin “yer” deriz de “mekan” demek aklimiza gelmez, ¢unku orada
yasayan oray1 mekan edinmis canlilar yoktur, ote yandan bir igyeri ya da
bir ev i¢cin mekan kelimesini kullanmakta sakinca gormeyiz, cunku bunlar
yasamla 0zdeglesmis, insanilesmis yerlerdir” (Schick’dan aktaran Kilig,
2009; 50,51).

Insanin kultur Uretimi ile anlamlandirilan mekan kaba bir cerceve ile; in-
sant belirli sinirlar ile cevreden ayiran ve igerisinde insanin eylemlerini sur-
durebilmesine elverigli kogullar1 saglayan bolge/alan olarak tanimlanabilir.
Ancak, insan ile paralel sekilde devingen ve uretken yaprya sahip bu kavram,
yeni ornekler itibariyle ara ara ele alinmaya ve revize edilmeye ihtiya¢ duy-
maktadir. Bu sebeptendir ki, yuz yili agkin suredir farkl: ellerde farkl: sekil-
lerde guindeme gelmektedir. Mekanin topraktaki Uretim, tuketim, mubadele,
nufus iligkileri gibi cografi 0zelliklerine de odaklansak, geometriksel yapisina
da odaklansak kargimiza iktidar ile bezenen sinir meselesi ¢ikmaktadir. Sinir-
larin ¢izilmesi, belirlenmesi bir merkeze yani iktidara bagli olmasi; Lefeb-
vre’nin mekanin siyasalligi analizi uzerinden desteklenmektedir. Mekani,
uretimin bir sonucu olarak dugunen Lefebvre; heterojen yapida, stratejik is-
leyen bir tarih urunt geklinde kuresellik duzleminde analizini yapmaktadir
(Lefebvre, 2016). Bugun ozellikle yeni medya teknolojilerinin ilerlemesi ve
kuresel duzeyde toplumun bagat araglar1 haline gelmelerinin getirisiyle, her
turlt ekonomik, kulturel ve siyasal olaylarin etkileri, bireylere daha dogru-
dan bi¢imlerde yansimaktadir. Dolayisiyla; dunyanin farkli yerlerindeki bi-
reylerin olaylardan etkilenme bigimleri farkli olsa da, o olayla iligkilenmek
icin olaylarin gerceklestigi mekanlarda fiziksel olarak bulunma gerekliligi or-
tadan kalkmaktadir. Bu durum da bizi, yukarida bahsedildigi gibi mekan kav-
ramini yeniden tartigmaya itmektedir. Mekan merkezli iligkilerin ve etkile-
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simlerin ortadan kalkmasi “cografyanin sonu” ya da zaman-mekan uzaklas-
mast gibi unsurlar, “merkezsizlesme” ve “yersiz yurtsuzlasma” kavramlarina
deginmeyi gerektirmektedir.

Bireylerin veya toplumlarin i¢cinde bulunduklar1 cografyanin sinirlarin
cizmeleri durumu; aidiyet, barinma, savunma ve kimlik gibi unsurlar1 besle-
yerek, iktidar1 (merkezi) yasatmaktadirlar. Bu sinirlar kompartmantalize ol-
mus bicimde akigkandirlar ancak, kuresellesmeye dayali yok edilebilirler. Ka-
rasu’nun (2016) Hardt ve Negri’den devsirdigi imparatorluk ornegi uzerin-
den cizilen sinirlarin esnemesi veya yok olmasi, ozellikle ulusal olcekteki
merkezi (iktidarlarin) sinirlarin, topraga/mekana bagli olan yapilarin giderek
islevsizlestiginin, kuresellesme ile gerceklestigini gormek mumkundur. Me-
kanin Uretimi i¢in merkezin ayrilmaz pargasi oldugunu soylemek de bu vesi-
leyle bosa ¢ikmaktadir.

“...Imparatorlukta kuresel iktidar yapilar1 soz konusudur, ancak bir ikti-
dar merkezi yoktur. Toprak temelli bir iktidar merkezi yaratmadig: gibi
sabit sinirlar1 ya da engelleri de tanimaz. Sinirlar1 olmayan, sinir tanimayan
yonetim modeli olarak imparatorlukta merkez olmayinca, dogal olarak
igerisi ya da digaris1 da yoktur. Imparatorluk ¢aginda uretim suregleri top-
raga ya da mekana bagli olmay1, dolayisiyla da fiziksel bir merkezi gerek-
tirmez. Bir merkeze sahip olmayan, her bir parcanin 6zerk oldugu uretim
sureclerinin mekansal kisitlamalardan kurtarilmas: ile uretim ag1 da mer-
kezsizlesmigtir (Aktaran Karasu, 2016;29).”

Mekanin sinirlarinin kalkmasi ile merkezsizlesme durumunun temel dina-
miklerini olugturan diger olgu da yersiz yurtsuzlagmadir. Sinirsizlagmig me-
kanlar i¢in sonug olgusu olarak kargimiza ¢ikan yersiz yurtsuzlagma hali; bir
yere aidiyet kurma haline iligkin yuz yuze paylagim veya mekanda bulunma
durumunun gerekliliginin kaybolmasidir. Boylelikle; sinirlar i¢inde kalan
iligkiler, kulturler aras1 forma donusmektedirler. Modernizmle birlikte, ileti-
sim ve ulagim teknolojilerinin gelismesinin kazandirdig: kuresel yapinin yay-
ginlagmast hem toplumsal duzlemde hem de devlet orgutlenmelerinde yere
dayali etkilegimin aginmasi ve mekanin yerelle kurdugu iligkilerinin kopmast,
yersiz yurtsuzlagsmasi durumu yayginlastig gorulmektedir. Son yillarda mer-
keze bagliligin ¢ozulmesi isnadli tezlerin yogunlugu dikkate degerdir. Bu tez-
lere gore sinirsizligin dogurdugu cesitlige, ekonomik ve toplumsal agidan k-
resellik kazanabilmek ve dunya genelinde daha rahat akis saglayabilmek i¢in
yersiz yurtsuz mekanlara ihtiya¢ duyulmaktadir (Karasu, 2016).

Mekan kavraminin pek ¢ok disiplince farkli ele alinma bigimleri olsa da,
calismanin 6znesi Covid-19 pandemi sureci oldugu icin ¢aligmada, surecin
kattiklariyla mekan kavramini yeniden dusinme ¢abasi mevcuttur. Sureg on-
cesine kadar gundelik sosyal yaganumizda; “Sokakta Hayat Var” soylemleri-
nin, salgin sebebiyle nispeten guvenli alan olarak belirlenen “Hayat Eve Si-
gar” cagrisina donugmesi mekan kavramina iligkin sturece dair degigimin bas-
lica gostergesidir. Fiziksel mekanin ev ile sinirlanmasi sonucu yeni medya
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teknolojileri araciligiyla, her turlu (ev, is, okul, sosyal hayat vd.) mekanin s1-
nirsiz olan sanal mekana aktarilmasi, pandemi strecinin mekan kavrami uze-
rinden en carpici ¢iktisidir. Surecin kavramsal arka planini olustururken, iler-
lemeden once pandemi kavramina da deginilecektir.

Pandemi ve Toplumsal Etkileri

Etimolojisinde Antik Yunanca kokenli Pan zav yani butun (all) ve demos
ofjuog insanlar (people) anlamina gelen iki kelimeyi barindiran “pandemi”
s0zcugl 2020 yilinin bagindan bu yana guncelligini korumaktadir. Cin’in Vu-
han kentinde Aralik 2019 da ilk vaka tespiti yapildiktan sonra, tim insanlari
etkilemesi iizerine Dunya Saglik Orgutia (WHO) Genel Sekreteri Tedros Ad-
hanom Ghebreyesus, 11 Mart 2020 tarihinde Covid-19’u “Pandemi” olarak
belirlendigini ilan etmistir’. Insandan insana dogrudan temas: veya tagiyict
kiginin bulundugu ortamda nefes alip vermesi, konugmasi, hapsirmasi, oksur-
mesit ile viruslerin ortama dagilmasi soz konusudur. Ayrica, havada ve gesitli
yuzeylere tutunabilen virusler, ortam sartlarina gore bir sure daha hayatta
kalabilmektedirler.” Bu sebeple, Covid-19 virusunun yayilmasina kars1 alinan
ilk asamadaki temel onlemlerde; enfekte kisilerin karantinaya alinmasi, en-
fekte kisilerin temas ettigi kisilerin tespiti ve takibi, kigisel hijyenin arttiril-
mas1 vb. yer almaktadir. Bu onlem caligmalari, hentz spesifik bir ilag tedavisi
veya agist bulunmayan bu virus salgini ile muicadeledeki bagar1 oranini, vaka
verilerine gore dogru orantida seyretmesini saglamaktadir.

Pandemiler; hastalik veya o0lume sebebiyet vermenin otesinde, psikolojik,
sosyal ve ekonomik olarak bir¢ok acidan toplumlarda 6nemli kalic1 izler bi-
rakmaktadirlar. Insanlik, pandemi kavramina yabanci degildir, tarihte pan-
demi ornekleri gorulmugtur (Sekil 1). Yine Dunya Saglik Orgutunun bildiri-
lerine gore, bugin devam etmekte olan iki pandemi (Hiv/Aids ve Covid-19)
ile mucadele mevzubahistir. Ancak bu calismada odaklanilan nokta, Covid-
19 pandemisinin toplum Uzerine etkisi ve bu durumun dogurdugu ozellikle
kultur-sanat alanina dair orneklerdir.

Basin agiklamasindaki verilen bilgiye gore; 114 ulkede 118 bin vakanin goruldugu
ve 4 bin 291 kiginin hayatini kaybettigini agiklanmigtir.

Url 2 < https://www.youtube.com/watch?time_continue=450&v=mqAifiM7FJo
&feature=emb_title

Salgina dair toparlayict morfolojik bilgiye buradan ulagabilirsiniz.

Url 3 <https://en.wikipedia.org/wiki/2019%E2%80%9320_coronavirus_pande-
mic
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Sekil 1 - Kronolojik olarak tarihteki dnemli pandemiler.

Temas sebebiyle bulagan s0z konusu virusun, alinan karantina onlemleri
sonucunda uygulanan “sosyal mesafelendirme” yontemi, gunluk hayat i¢in
fiziksel kogullarin sinirlarini zorlamakta ve toplumsal hayati butunuyle etki-
lemektedir. Bu yeni yagam bigimi, bireylerin sosyal davraniglarini, dolayisiyla
da toplumsal yapiy:r donusturmektedir. Karantinay: deneyimleyen birey-
lerde, sosyal medyadan ve haberlerden gozlendigi uizere, evlerine kapanma
halinde, ortaya bu suregle birlikte eklenen “atil bir zaman dilimi” ¢iktig du-
suncesidir. Birbiriyle yeni medya teknolojileri araciligiyla paylagimlar yapan,
dayanigma ruhunu tagiyan insanlar goruldugu gibi; virusun ¢ikis noktasi olan
Cin halkina yonelik nefret soylemleri seklindeki tepkiler de gorulmektedir.
Gegmis pandemi orneklerini ve olagan Ustu durumlari konu alan kitap, dizi
ve filmlere bakmak, bu atil zamani bu surecte erisime acilan veri tabanlar
uzerinden gecirmek veya dunyadaki unlt muzeleri cevrimigi sekilde sanal or-
tamda gezme deneyimi bu doneme 0zgun sosyal yasam pratiklerine ornek
teskil etmektedir. Karantina strecine ani bir gegis yapan bireylerin, hayatta
kalma durtusuyle stok yapma egilimi ile market raflarinda temel gida ve ihti-
yaglarin dengesiz bicimde tuketilmesi olugan toplumdaki panik ve guvensiz-
lik hissiyatini agikgca gostermektedir. Her acidan mucadele edilen strecin ne
kadar surecegine dair gesitli on goruler ve rapor ¢aligmalari yayinlansa da¥,
henuz ag1, tedavi edici ilag ve kesin bitig tarihi netlik kazanmamigtir.

Sanal Sanat Alaninin Sunduklar

Gunumuzde orneklerine sik¢a rastlanilan yeni medya teknolojilerini kul-
lanan sanat projeleri; geleneksel sanat ve yontemlerinden farkl: olarak, sosyal
ve sayisal verilerin 1s1g1nda teknolojiyle paralel bicimde gelismektedir. Ozel-
likle 2000’11 yillarla birlikte, gesitli sanal veya dijital sanat 6rnekleriyle yeni
yontemler kazanilmaktadir. DAPTTF® tarafindan hazirlanan “Dijital Sanat
ve Baski Sozlugu” (2005) ne gore, dijital sanat; “bir veya daha fazla dijital
islem ya da teknoloji ile yaratilan sanat” seklinde tanimlanmaktadir. (Johnson

* Harvard Universitesi 2022 ye kadar siirecegini on gosteren rapor yayinladi (Kissler,
S. M., Tedijanto, C., Lipsitch, M., & Grad, Y. ;2020).
> Agilimi “The Digital Art Practices & Terminology Task Force” seklindedir.
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ve Shaw’dan aktaran Ozel-Saglamtimur, 2005, 5.10) Kitlesel dagitimin ve etki
alanin geleneksel araglara gore daha fazla yayiliminin saglanmasi yeni medya
araclari ile gerceklesirken, kitlelere yonelik iceriklerin yaninda kisiye 0zel ige-
rik aktarimi da mevcut olmaktadir.

Covid-19 pandemisi ile fiziksel mekanin sanal mekana aktarilmas: hali,
yeni medya araglarini temel iletisimin tek araci haline getirmesi soz konusu-
dur. Telekomunikasyon agini guclendiren yeni medya araglarinin sundugu
her turlt olanagin pandemi oncesine nazaran daha yogun kullanildig: cesitli
aragtirmalarla aktarilmaktadir.® Alinan onlemler sirasinda ilk etapta tim ka-
demedeki okullarin uzaktan egitime gegmesini ve kamu agirlikta olmak tzere
bazi ig yerlerinin de ¢aliganlarini uzaktan ¢aligma sistemine gecirmesinin ola-
silig1 yeni medya araglari ve internet ag1 ile saglanmaktadir. Walter Benjamin
(1995), sanat ve teknoloji izerine, hala tartigilan makalesinde, “Sanat eserinin
teknigin yardimyyla cogaltilabilirligs, kitlenin sanatla olan iliskisini degistir-
mektedir” (1995, 5.62) seklinde sanattaki teknolojinin avantajlarini ve deza-
vantajlarini degerlendirmektedir. Benjamin yagadiklar1 ¢cagda internetin ku-
resel ag niteligindeki iglevini deneyimlememis olsa da bugun, kultur sanatta
teknolojiye muhtag¢ kilinan durumu degerlendirmede rehber niteliginde de-
gerlendirilebilir. Pandemi ile birlikte evlere kapanma halinde muzik dinleme
ve Uretme Uzerine neredeyse tum pratikler sanal alana tasginmigtir. Bu durum
ise, Benjamin’in sanat yapitinin teknigin yardimiyla ¢cogalulabilirligi, kitlenin
sanatla olan iligkisini degistirdigi ve kendi ¢ikarlar1 dogrultusunda farkls bir
aura ile deneyimlenmesine ornek tegkil etmektedir. Ozellikle sosyal medya
araglariyla surerliligi saglanan muzik pratikleri, sureg icerisinde sanat yapiti-
nin yani konserlerin biriciklikten toplu dagitim haline gelmeleri ve konserle-
rin auralarindan kaynaklanan “buradalik” ve “simdililigi” olusturan gercek-
lik duygusunu donusime ugrattgini Benjamin’in siginda soyleyebiliriz.
Sosyal medya uzerinden izlenen konserlerin, araci olan kullanici hesaplari ile
aktarilan konserleri Aura’sini yitirmis olan sanatsal Urine donugtuguntu ve
yeni medya araglarinin manipulatif kullanilmasiyla yapay bir kultur yaraul-
maktadir (Benjamin, 1995). Gunumuzde deneyimlenen surecte yeni medya
araglar ile yurutulen kultur-sanat organizasyonlarina katilim, kullanicilarin
sosyal acidan rahatlama ve dayanigma ihtiyacini gidermektedir. Kendi zevk-
lerine uygun etkinlikleri kolaylikla takip edebilen kullanicilar, internet bag-
lant1 kalitesine gore canli ya da kayith akig kalitesi de degistigi sosyal organi-
zasyon platformlarinda yorum yazabilme segenegi agik ise, “isteyene istedi-
gini yazabilme 6zgurlugunu” de sunulmaktadir. Bu sayede fiziki konserlerde
ulagilmasi gug olan muzisyenlere sinirli oranda da olsa mesaj iletme hakkini

¢ OMD Turkiye’nin aktardigina gore 1-24 Mart 2020 tarihlerinde Turkiye’de inter-
nette ortalama gunluk 7 saat, sosyal medyada ise 3 saat gegirilmektedir. (OMD Ttur-
kiye’den aktaran; IKSV “Pandemi Sirasinda Kultur Sanatin Birlestirici Guct ve
Alanin Thtiyaglar1” Raporu 27 Nisan 2020)
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dinleyicilere vermektedir. Sosyal medya uzerinden yeni medya araglariyla
aktarilan etkinlikler i¢in bu durum, organizatorler, muzisyenler ve aragtirma-
cilar i¢in kullanic1 geri bildirimi niteligi sunmaktadir.

Covid-19’un Miizik Pratikleri

Pandemi surecinde toplumun ilk tepkilerinde, durumu idrak etmeye ca-
lisma ve bununla birlikte evde gecirilecek olan yeni yagam bigcimine hazirlik
gorulmekteydi. Toplumun her agamasinda hazirliksiz yakalanilan bu duruma
gecisteki, gerek teknik altyapi yetersizligi gerekse ekonomik guvencesizlik
sorunlar1 ilk goze carpan temel sorunlar olmaktadir. Vakalarin goruldugu
baslica ulkelerden gelen ilk gunlere dair fotograflarda, marketlerdeki temel
ihtiyag raflarinin yagmalanircasina bogaldigi gorulmektedir. Bu demek olu-
yor ki, boyle bir olagan dig1 yasanan durumda bireylerin temel ihtiyag hiye-
rargi listesinde kultur-sanat ilk siralarda yer almamaktadir. Ancak, yine bu
surecte evlere kapanan insanligin, sosyallesme ihtiyacini da gesitli kultur ve
sanat araglariyla gerceklestirdikleri gorulmektedir.

Covid-19 pandemisi ile; cafe-restaurant gibi toplanma alanlarinin kapatl-
masi, konser salonlarinin, sinemalarin kisacasi her turlu fiziksel kultur sanatin
islendigi mekanlarin kapatilmasi, yeni eklenen “aul sureyi” degerlendirmek
ve sosyallegebilmek adina bireylerin dijital platformlara sure¢ oncesinden
daha fazla ilgi gostermesine sebep olmustur. Fiziksel mekanin ulagilmazlig
soz konusu iken, yeni medya teknolojilerinin kullanimu ile kimi kurumlarin
organizasyonlarinin sanal ortamda devam edebilmesi durumu; kurumlarin
kimliklerini ve var olan eglence kulturunun belirli oranda sturdurulebilirligini
saglamaktadir. Kuresel salginin donugime ugratugi sosyal pratiklerimizde
kesfedilen yeni araglar veya yontemler; aligilagelmis sosyal iligkileri yeni bir
baglam ve mekansallikla devam ettirme cabasi, dayanigma duygusunu gug-
lendirmeye katki sagladigini da gostermektedir.

Pandemi sureciyle kegfedilen veya bu suregle beraber kullanimi artan or-
neklerin, 0zelikle muzik pratikleri tizerinden siralanig1 agagidadir.

*  Oncusu Italya’da gerceklesen ilk toplumsal etkinin ornegi “Balkon

Konserleri”.

» Instagram, Facebook ve Youtube Uzerinden canli yayin olarak kon-

serlerin duzenlenmesi.

»  Festivallerin sanal ortama aktarilmas:.

*  Online muzik egitimi.

»  Sinirli Ucretsiz erigime agilan muzik uygulamalar: (Steinberg #Stay-

Home Elements Collection vb.)

»  Zoom araciligiyla canli ya da kayitli konserler, muzisyen provalar:.

»  Veri tabanlar1 ve unlti muzik arsivleri erigime agild1 (Operalar, mu-

zisyen belgeselleri, kutuphaneler vb.)

»  Eski konser kayitlar1 kamuya agildi (Berlin Filarmoni, Metropolitan
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Opera, Royal Opera House, Zorlu PSM, IKSV vb.)

»  Miuazik listelerinin paylagimi ile olugan ag’.

» Turkiye’de 23 Nisan ve 1 Mayis kutlamalari kapsaminda camlardan
es zamanli marg soyleme deneyimi.

*  Muzikoloji ve Muzik alaninda E-sempozyum, e-konferans ve online
soylesiler.

» Muazisyenlerle sanal ortamda duzenlenen gorugmeler.

*  Muzik alanindaki akademik camiada gorulen online tez savunmalar:.

*  Online partiler.

» Muzisyen “challenge”lar1.

» Instagram canli yayin ile duzenlenen, gen¢ muzisyenlere yer veren
“agcik mikrofon” programlari.

Bu deneyimler, muzigi kapsayan tum pratikler i¢in olumlu katkilars; yeni
medya araglari sayesinde daha fazla katilhimery: kapsayabilmesi veya uzaklar
yakin etmesi gibi dayanigmanin kuresellik kazanmasi tizerinden degerlendi-
rilebilir. Pandemi sureci oncesi biletlerini yuksek fiyatlara edinilebilecek ku-
rumlarin, konser argivlerini kamuya agmalar1 bu kapsayiciligi desteklemekte-
dir. Fakat bu durumun dogurdugu olumsuz taraflari da goz ardi etmemek
gerekmektedir. Salgin surecinden olumsuz yonde ilk etkilenen sektorlerden
biri de kultur-sanat/eglence sektortt olmusgtur. Turkiye’de gerceklesen sim-
diye kadar diger olagantustu hallerde (deprem, sehit, bombalar/guvenlik vb.)
oldugu gibi, pandemi surecinde de iptal edilen konserlerin muizik piyasasi
emekgilerine ekonomik yonden olumsuz etkisi buyuktur. Konser, Dugun
gibi muzik emekgilerinin en yaygin caligma alanlarinin bulundugu etkinlik-
lerin iptali ile birlikte; sokaga ¢ikmanin sinirliligi, sokak muizisyenlerini ve
gezici/gingene muzisyenler gibi gundelik ¢aligan muzik sektorundekileri gu-
vencesiz bir duruma sokmaktadir. Iginde bulunan zorlayict donemi atlatabil-
mek adina, Turkiye’deki bazi muzik ve sahne emekgileri sosyal medya pay-
lagimlari ile gergeklestirdikleri destek ¢agrilari® bu durumu ornektir. “Madem
kosullar1 degigtiremiyoruz, ayak uydurmaliy1z” dusuncesiyle sarilinan yeni
medya teknolojilerine uygun icerik uretimi, internetteki bu deryaya ulagila-
bilinmesiyle soz konusu olmasi, geligki yaratmaktadir.

Festival Mekanlari

Festivallerin, mekan kavramu gibi ¢aglar boyu insanlik ile paralel devingen
bicimde farkli sekillerde varliklarini surdurduklerinden daha once bahsedil-
misti. Bununla birlikte, Covid-19 pandemi sureci igerisinde mekan kavramu

7 Url4<https://docs.google.com/document/d/108Vd4T4dkjged2tX19sdDIEsBbu
AnYVpbcLY6ncAnbQ/edit#theading=h.nrzvkgvmnn4

® Url 5< https://www.youtube.com/watch?time_continue=2&v=hwECQbajCD0&
feature=emb_logo
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gibi festival kavraminin da gozden gegirilmesi gerekliligi dusuncesiyle temel-
lenen bu ¢aligmada, festivalin morfolojik yapisina goz atmak faydali olacak-
tir. “Festival nedir?” diye hatirlayacak olursak; periyodik bir zaman dili-
minde tekrara, ortak bir ideoloji veya kimlige ve bir temaya ihtiya¢ duyan
sosyal etkinlikler butuntu olarak tanimlayabiliriz (Falassi, 1987). Festivalin,
farkli tanimlamalarina ve orneklerine bakildiginda gunumuze kadar uzunca
bir zaman degismeyen ya da benzerlik gosteren anlami ile birlikte niteliksel
ozellikleri mevcuttur. Gunluk kultur Uretiminin diga vurumundan, kulturel
mirasin tagiyicisi rolleriyle birlikte pazarin belirli bolumlerinin ihtiyacini kar-
silayan ve ayni zamanda sosyallesme araci olan bu etkinlikler, zaman igeri-
sinde farkli formal yapilarda kargimiza ¢ikmaktadir. Baglangici itibariyle go-
rulen festival 6rneklerinin yapisinin, yaklagik 20. yuzyila kadar geleneksele
bagl bigimde islendigini soyleyebiliriz. Bir etkinlik turuntin festival olabil-
mest i¢in oncelikle, o etkinligin (en azindan duzenlenen alan i¢in) gunluk ya-
samin surdurulebilirligini etkilemesi ve rutini bozmasi gerekmektedir. Ay-
rica, festivalin geleneksel yaprya kavusturan en temel unsurlardan biri de pe-
riyodikliktir.

Festival kavraminin hem eylemsel hem de dugsunsel agidan ayrilmaz par-
cast olarak mekan kavramini dusunmek gerekmektedir. Bagta mekan: fiziki
olarak degerlendirirsek, festival etkinliginin daha aktif kilinmasi i¢in, meka-
nin kullaniminin etkin olmasi gerekmektedir. Atmosfere bagli mekansal de-
gisimler goz ontuine alinarak teknik duizenlemeler yapilmalidir. Etkinlik iceri-
gine bagli degisen alt yapisal tasarimlar (sahne duzenlemeleri, yeme-igme yer-
leri, tuvalet, info desk (bilgi masasi), ulagim duzenlemeleri vb.) yapilmalidir.
Festival etkinligi iceriginde ¢ok sayida farkli unsuru barindirdig: i¢in tum
bunlar1 organize etmek profesyonellige ihtiyag duymaktadir. Boylelikle, et-
kinligin akigini ve igerigindeki uyumu saglayabilmek adina sistematize olup
profesyonellik ¢abasi tagiyan ekiplerce yonetilmelidir. Dolayisiyla, bu etkin-
lik biciminde spontanelik s6z konusu degildir, planli olmak esastir. Gegmigte
geleneksel festival orneklerine bakarak festivalleri; kentin kultur ekonomisi
i¢in onemli gosterim, yeni Urunlerini deneyimleme, sanatin geligmesine katk:
sunma ve surdurulebilir kilma mekanizmasi olarak degerlendirebiliriz. Festi-
valler, zaman ve mekanin yeniden uretildikleri alanlardir ve mekanin psiko-
lojik/duygusal etkisi organizasyon i¢cin 0nem tagimaktadir. Gergeklestirildik-
leri mekanda toplumsal ve fiziksel etkilesimi saglarken, ekonomik canliliga
da katkida bulunurlar. Bulunduklar: yerellikteki uretime katkida bulunduk-
lar1 igin, temasal urunle birlikte mekana da hafiza agisindan etkilemektedir.
Geleneksel festival kavramindan aktarilan bir diger mekansal ozellikte; festi-
val alanini terk etmemek ve o alani dinamik kilmaktir. Bu sayede festival et-
kinliginden katilimeilar da, calisanlar da organizasyondaki etkilesimi artirip
daha fazla verim alabileceklerdir. Ancak, mekani degerlendirirken kavramin
festivallerle yeniden uretiliyor olmasini her kosulda toplumla etkilesim ha-
linde oldugu dustuncesine gore donusume ugrayabildigini unutmamak gere-
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kir. Ayrica festivaller i¢cin de muzigin; planlanmis bir toplumsal mekandaki
herhangi bir isaretleyici olmanin otesinde, mekani olugturan ve donusgturen
baglamlar olusturma gucune sahip bir olgu olarak dusunulmelidir (Stokes,
1994). Gunumuzdeki modern festival orneklerine bakildiginda, kentlesme ve
gundelik yasamin degisen ihtiyaclarinin dogurdugu sebeplerle, farklilik gos-
teren ornekler olsa da festival kimliginin devam ettigi gozlemlenmektedir.
Ozelikle yaganilan son etkileyici ornek olarak Covid-19 pandemisinin getir-
digi yeni festival aligkanliklar1 bu baglamda incelenmektedir. Sureg ile kargi-
miza ¢ikan ornekler, sanal alana aktarilan festivallerin; yalnizca mekan agisin-
dan degil, aniden surece dahil olan bu etkinlikler, festival kavramindaki planlt
ve periyodik yapiy1 da dontugume ugratmaktadirlar.

Virtual Festival Ornekleri

Covid-19 pandemi surecinin kultur — sanat alani igerisinden dikkate deger
orneklerinden birinin, muzik pratiklerinin sanal mekana aktarilmas: uzerin-
den gergeklesen; sanal (virtual) festivallerdir. Sanal alanin strecin bagat festi-
val alan1 haline dontigmesi, zaten degismekte olan mekan ve festival kavra-
mina dair belirginlesen yeni festival bigcimleri, sureg igerisinden incelenmeye
deger en garpici giktilardandir. Yukarida da tartigildig: gibi, surecin genel ola-
rak kattig1 tartigmalar; mekan, festival ve yeni medya Uzerinden ornekleri ye-
niden dusunmek seklinde degerlendirilmelidir. Covid-19 pandesinin sanal
festival ornekleri olarak surecte gerceklesen ya da programi kesinlegen yerli
ve yabanci muzik festivallerinden en belirgin ornekleri ele almaya ¢aliggim
caligmada; stireci daha verimli degerledirmek adina, simdiye dek gorulen yerli
ve yabanci, farkli agilardan ele alinabilecek ornekleri incelemeye gayret gos-
terilmistir.

Dunyadan ve Turkiye’den olmak uzere iki ana bicimde toplanilan ornek-
ler incelenmeye baglanmiguir. Surecin etkiledigi Turkiye’den ornekleri sira-
layacak olursak;

*  Geleneksel yapida gerceklesen 24. Uluslarars1 Ankara Caz Festi-
vali, onceden planlandigi tarihlerde, ilk defa denenmek uzere sa-
nal platforma (youtube kanalina) aktarilarak gerceklesmistir.

»  6.s1 gerceklesen Adiyaman Uluslararast Muzik Festivali
(Adumfest) bu yil sanal platforma aktarilarak, youtube kanal:
uzerinden gergeklesmigtir.

»  Surecin baglangi¢c asamasinda sanal alana dahil olan yeni bir festi-
val de, Evde Kal Fest. oldu. @kendinehas adli instagram hesab1
uzerinden canli yayin konserlere ek olarak, IGTV uzerinden ya-
yinlanan kayitlar hesap uizerinde kalic1 hale gelmistir.

»  Akbank Sanat, Zorlu PSM ve Is Sanat gibi kurumlar sanal plat-
formlarinda canli dinletiler duzenleyip, daha once yapilmis olan
konserlere dair kayitlar1 bu vesileyle erigime agmiglardir.
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Iksv Caz Festivali, Iksv Muzik Festivali, Iksev Avrupa Caz Fes-
tivali ve Muizik Festivalleri salgin sebebiyle ileri tarihlere ertelen-
mistir.

Iksv Caz Festivali her ne kadar fiilen gerceklestirilemese de, fes-
tivale dair sureg icinden “Vikimaraton: Turkiye’den Caz Muzis-
yenleri” adli bir sanal yarigma gerceklestirilmistir.

Tksv Muzik Festivali kapsaminda, salginin etkisinden olumsuz
etkilenen klasik bati muzisyenlerine yonelik bir destek fonu
aciklanmigtir. Kogullar1 saglayan ve secili jurinin belirledigi mu-
zisyenlerden, kisa sureli bir performans videosu istenip sonu-
cunda, 1000tl destek verilecegi agiklanmistir.

Popsav ve YoutubeTr is birligi ile gerceklesen online muzik fes-
tivali, pek cok sanatginin ve ig birlik¢inin katilimiyla, Youtube
kanallar1 ve gesitli tv kanallar1 araciligryla aktarilmigtir. Etkinlik
ile toplanan yardim, Kuresel salgindan dolayi igsiz kalan muzik
emekgilerine, orkestra elemanlarina, ses¢ilere, 1sikgilara ve rodi-
lere yonelik oldugu agiklanmugtir.

2019 yilinda “sifir auk” dustincesiyle yola ¢ikan Festtogether
festivali, 2020 yilinda Covid-19 salgini sebebi ile ortaya ¢ikan ih-
tiyaglar1 desteklemek amaci ile konserler ve sohbetlerin yer ala-
cag bir Youtube festivali duzenlenmistir. Destekler, internet
uzerinden devam etmektedir.

2017 yilindan bu yana duzenlenen elektronik muzik festivali
Bigburn’ da pandemi surecinde ilk kez Bigburn Digital adiyla,
sanal alana aktarilarak gerceklegtirilimistir.

Dunyadaki 6rneklere bakacak olursak;

Her yil buyuk etki yaratan Burning Man Festivali 2020'de Black
Rock City'yi sanal bir ortama tagtyacagini agikladi.

Surece 0zel duzenlenen One World: Together At Home tek
gunluk online festival; Global Ctizen ve WHO is birligi ile pek
cok sanat¢inin katllimryla gerceklesmistir.

Duinyaca unlu caz festivali olan Montreux Caz Festivali kendi
argivini stre¢ kapsaminda kamusal erigime agmugtir.

Haziran ayinin sonunda bu yilin programi gerceklesmesi planla-
nan Montreal Jazz Festivali Covid-19 salgini sebebi ile iptal edil-
migtir.

Kaliforniya'da gerceklesmesi planlanan geleneksel Coachella
Festivalin bu yilki programin Ekim ayina ertelendigi duyurul-
mustur.

Iskogya'da Calvin Harris, Dua Lipa, Harry Styles ve Camila Ca-
bello gibi isimleri agirlamasi planlanan BBC Radio 1 Big Wee-
kend Festivali, sanal ortama aktarilarak gergeklestirilmigtir.
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* Her yil plak ve muzik kulturuntun 6nemli ayag: olan Record
Store Day, kuresel salgin sebebiyle 20 Haziran'a ertelenmistir.

*  Barselona'nin unltu muzik bulusmasi olan, Primavera Sound Fes-
tivali Haziran ayinin bagindan, Agustos sonuna ertelenmistir.

» Kopenhag'da duzenlenen Distortion Festival ise Agustos sonuna
ertelendigini agiklamigtir.

»  Glastonbury Festivali, Tomorrowland, Miami Ultra Muzik Fes-
tivali, Roskilde Festivali, Download Festivali gibi dunyaca unlu
ve genis katilimli festivaller de simdiye kadar ulagan bilgilere
gore, bu yil i¢in festivalleri iptal ettiklerini agiklamamaglardir.

Simdiye kadar yapilan festivallerde dinleyici ve muizisyen katilimi en genis
olan dunyadan ve Turkiye’den iki festival olarak; One World : together at
home ve Festtogether’ orneklerini verebiliriz. Yap1 bakimindan birbirine
benzeyen festivaller Youtube kanali izerinden aktarilip; One World WHO
i¢in, Festtogether da pandemi surecinde olusturulan Turkiye’deki ihtiyag lis-
tesine yonelik yardim toplamaktadirlar. Siber guvenlik sirketi Kaspersky’nin
acikladigi rapora' gore dunyaca unltt DJ’ler uizerinden sanal alanda aktarilan
bazi pargalar igerisinde zararli dosyalarin gizlendigi kesfedilmesi durumu, sa-
nal alana aktarilan etkinliklere dair kullanicilar i¢in ayrica bir endige tegkil
etmektedir. Ayrica, bu festivallerin kaliteli aktarimi i¢in 1yi bir internet erigim
aginin yani sira, iyi bir kulaklik/ses sistemi veya aktarici araglara ve uygun
alana ulagilmasi gerektigi de belirtilmelidir.

Sonu¢

Geligmekte olan yeni iletisim teknolojilerinin fiziki olarak ceperledigi bu
cagda, yeni medya araglarinin sosyal yagsami da etkiledigi, hatta donugtur-
dugt aciktir. Yeni toplumsal iligki ve iletigim bigimlerimiz, her gecen gun za-
manin teknolojik ve sosyolojik olgusuyla degismektedir. Tarih icerisinde me-
kan kavraminin ve ona atfedilen anlamlarin da sabit degil, devamli olusum
icerisinde kendini yenileyen bir yapida oldugu gorulmektedir. Kavram ve
yap1 bakimindan kapsayiciligiyla, ¢aglar boyu en etkili kulturel uretim bigimi
olan festival kavraminin; devingen 0zelligi sayesinde buguniin kosullarina
uygun bicimde kabuk degistirerek varligini korudugunu deneyimlemekteyiz.
Tum bu kavramlari gozden gegirilmesini saglayan bir deneyim olarak, Covid-

® Yap1 bakimindan agiklayici olmasi bakimindan Festtogether festivalinin tanitim vi-
deo linkini ekliyorum.
Utl 6< https://www.youtube.com/watch?time_continue=1&v=DmbHGA3Iql4&
feature=emb_title

10 Url 7<https://usa.kaspersky.com/about/press-releases/2020_kaspersky-reveals-
top-dj-names-used-to-hide-malware
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19 pandemi surecinin kulturel gostergesi olan “Virtual Festivaller” incelen-
migtir. Gunun her turlt teknolojik imkanini degerlendiren bu sanal ortam
festivalleri; incelendigi uzere festival ve mekan kavramina anlamsal katkilar
saglamaktadir. Sturecin gosterdigi festival orneklerinin kavramsal en onemli
ciktist da; fiziksel mekanin ulagilamazligi durumunda yeni medya araglariyla
akigin devamliligi saglanirken, fiziksel mekani yok etme girisimi olarak nite-
lendirilecek merkezsizlesmedir.

Simdiye dek gorulen orneklerin gosterdigi uzere; cogunlukla diger za-
manlarda gorece ulagilmasi gug ve pahali biletlere sahip festivallerin, sanal
alana aktarilip, daha “ulagilabilir” olmasi dinleyiciler agisindan sevindirici
olsa da, surecin uzamasi halinde sanal etkinliklerin biletli ticarete dontusme
ithtimali akillara takilmaktadir. Gerek onceden planlanmig festival organizas-
yonlarinin sanal alana taginmasi, gerek se sureg igerisinde kesfedilip, suire¢ i¢in
bizzat Uretilmig sanal alana dair ornekler; muzisyenler agisindan da gorece
islerini devam ettirebilmelerini ve “piyasadan silinme” durumlarini kontrol
altina almay1 saglamaktadir. Organizasyonlarin surerliligini saglayan bu et-
kinlikler; fiziksel kogullarin sinirlandigi pandemi surecinde, hem muzik ure-
ticileri (muzisyenler) hem de dinleyiciler i¢in, ancak yeni medya araglarina
ulagabildigi takdirde endustri icerisinde konumlandiklari bir duzen olugmak-
tadir. HenUz aktarildig: araglara ulagilabilindigi takdirde kamuya acik olan
cogu ornegi yalnizca kulturel bir hizmet olarak gormek eksik ve romantik bir
dugstunce olarak kalacaktir. Orneklerin ayni zamanda, endustriyel igleyisin
donugime uygun bicimde konumlandirilabilecegi kuresellesme refleksivite-
sini gosterdigine de deginmek gerekmektedir. Yine Benjamin (1995) 1s1ginda
surecteki ornekleri degerlendirecek olursak; yardim sebebiyle organizasyon-
lara bagis toplanmasi veya bilet satilmasi, muzik pratigine ickin bu deneyim-
lerin endustri igerisinde varligini korumasini saglarken, icinde bulunan pan-
demi surecini kullanarak organizasyonlarin meta haline gelmesi soz konusu
olacaktir. Yeni medya araglarinin tekelligi ve muzik pratiklerinin varligini bu
araglara mahkum kilinmasi durumu, kapitalizm kitleleri bu araglara sahte ih-
tiyaglar yaratmasiyla iligkilidir. Bu sebepledir ki, bugiin muzik pratiklerinin
varlig1 yeni medya araglarina uyum saglanabildigi takdirde korunabilmekte-
dir.

Normallesme caligmalari baglasa da, eglence sektoru igin sinirlamalarin st-
recegi ve yeni duzenlemelere gidilecegi ongorulebilir. Tuketicilerin daha izole
bir hayata yonelecekleri ve organizasyonlara katilan insan sayisinin azalacagi
veya uzun sure evlerinde kalmig olan bireylerin kendilerini digar1 atip eglene-
cekleri ihtimaller dahilindedir. Deneyimlenen surecin kattigi olumlu ve
olumsuz durumlar ayrica bir tartisma konusu olabilecekken; toplumsal ilig-
kiler baglaminda odaklanilan noktada, sureg igerisinde simifsal farkliliklarin
keskinlegtigi ¢ikarimini yapmak gug degildir. Pandeminin herkese eve ka-
panma halini yagatmasi, her evin es kogullara sahip oldugu anlamina gelme-
mektedir. Bu dugunceler dogrultusunda ¢alismanin, tarihte bir kirilma yaga-
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tan bu deneyim i¢in haurlatici ve surecin ilerisine dair yol gosterici olmast
hedeflenmigtir.
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