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ONSOz
Editér Kurulu

‘Miizik’ ve ‘dans’ alanlaniyla iligkili disiplin igi ve disiplinler arasi ¢alismalara agik olan iTU Tirk Musikisi Devlet
Konservatuari Uluslararasi Porte Akademik Muzik ve Dans Arastirmalar Dergisi e-dergi formatiyla 2021 yili
sayilarini yayinlamaktadir. Dergimiz tarihsel muzikoloji, mizik teorisi, muzikal analiz, veri analizi ve hesaplamali
muzikoloji, etnomuzikoloji ve muzik folkloru, organoloji, miizik sosyolojisi, muzik teknolojileri, kiltirel ¢calismalar,
bilissel mizikoloji, muzik felsefesi, miizik egitimi, muzik edebiyati, performans calismalari gibi alanlarda yayinlar
yapmaktadir.

Okumakta oldugunuz 20. sayimizda elektronik muzik ve ses tasarimi, biyografi ve tarihsel muzikoloji, performans
calismalari, muzik topluluklar ve toplumsal cinsiyet alanlarinda arastirma makaleleri yer almaktadir. Ayrica
tarihsel muzikoloji alaninda bir kitap tanitimi da bulunmaktadir.

Bahadirhan Kocer “Technical Preparation of White Noise in Digital Audio Workstations” bagslikli makalesinde,
elektronik muzigin ortaya ¢ikmaya basladigi dénemle birlikte Gflemeliler, perkiisyon enstriimanlari, ziller gibi ¢esitli
ses panellerinin kullanilmasina olanak taniyan sentezleyicileri (synthesizer), ses tasariminda ve muzik tretiminde
gercekei ses etkilerini incelemektedir. Bu ses panelleri, “organik™ olarak duslnilen beyaz giriltinin (White
noise) dijital olarak uUretilebilmesine olanak tanimaktadir. Nihayetinde dijital ses igsleme istasyonlarinin kisisel
bilgisayarlarda yayginlasmaya baslamasiyla beyaz guriltiye yaklasimlar c¢esitlenmis ve ginimuizde beyaz
gurdlta farkh dijital ses isleme yéntemleri (DSP) ile sekillenmistir. Béylece kolaylastirici bir ara¢ haline gelmistir.
Bu calismada, beyaz guriltinin ¢evrimici miizik pazarlarinda nihai Griin haline gelmesini saglayan teknik
uygulamalar incelenecek ve beyaz guriltinun tiiketim pratiklerindeki rolu tartisiimaktadir.

Selim Tan “Performativity In Game: The Case Of Yizen Oda in Ankara Jam Session” baslkli makalesinde,
Ankara’da faaliyet gdsteren Noxus, Alerta ve Haymatlos Mekan gibi miizikal mekanlarda sahne alan, Yizen Oda
isimli muzikal kolektifin performans pratiklerini mercek altina almaktadir. Performansin merkezinde, yazar
tarafindan “katihmci ve dogaglamaya dayali kollektif performans modelleri” olarak tarif edilen “jam session”-lar
yer almaktadir. Yazarin, alani yorumlamada, -onunla sinirh olmasa da- yirminci ylzyilin énemli sosyal
bilimcilerinden Pierre Bourdieu’nun ortaya koydugu kavram ve modellerden faydalandigi géze carpmaktadir.
Yazar, Ozellikle miizikal mekanlarin i¢ dinamikleri, dis dinya ile iligkisi; mUzisyenler, dinler kitle ve diger aktorler
arasindaki iliski aglari gibi konulari bu ¢ergevede degerlendirmektedir. Yazarin, ayni zamanda bir icraci olarak
inceledigi alanin aktdrlerinden biri olmasi, calismaya oto-etnografik bir perspektif kazandirmaktadir. Béylelikle
etnografin alandaki rolline dair ylritilen tartismalar agisindan da kayda deger bir vaka calismasi karsimiza
ctkmaktadir.

Celal Volkan Kaya, “Rauf Yekta Bey’in Cocukluk Hatiralari” baslikli yazisinda, Rauf Yekta Bey’in terekesinde yer
alan belgelere dayanarak, onun ¢ocukluk dénemi anilarina dair tespitlerde bulunmaktadir. inceledigi belgelerde
Rauf Yekta Bey’in bilinen hayat hikayesi igerisinde yer almayan ve ilk defa bu belgelerle agiga ¢ikan noktalarin
olmasi, makalenin literatiire 6nemli bir katki saglayacagina isaret etmektedir.

Serife Glivengoglu, “Tiirk Muziginde Akademik Bir Kadin Mizik Toplulugu: Avaze” baslikli galismasinda, icraci
ve bestekar figlrler olarak kadin muzisyenlerin Turk muzigi alanindaki mevcudiyeti ve gérundrltklerinin zamana
bagli sosyo-kiiltiirel degisim ve dénlisimle nasil bugline tasindigini, tarihsel kaynaklar tizerinden incelemektedir.
Osmanl dénemi’nden ginimize bireysel icranin &tesinde bir topluluk olarak kadin muzisyen olmanin
zorluklarini, kadin mizisyene verilen sosyal kimlik rolleri cercevesinde bu zorluklar tetikleyen faktérleri, 2005
yilinda kurulmus ve hala faaliyet gésteren akademik nitelikli bir kadin miizik toplulugu Avaze 6rneklemi izerinden
ele almaktadir.
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Porte Akademik’in bu sayisindaki tek kitap incelemesi Duygu Tasdelen tarafindan kaleme alinmigtir. Tagdelen,
2018 yilinda Prof. Dr. Nilgin Dogruséz editérligiinde yayimlanan Rauf Yekta Bey'in Musiki Antikalari baslikl
kitabi inceledigi yazisinda, kitabin Rauf Yekta Bey ve Tlrk muzigi calismalari bakimindan énemine deginmekte

ve bélim iceriklerine dair tespitlerini okuruyla paylagsmaktadir.
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A TECHNICAL REVIEW OF WHITE NOISE IN A SPOTIFY SAMPLE

Bahadirhan KOCER!
Abstract

As of its development, synthesizers used in the early stages of electronic music had noise panels, to
present a realistic imitation of several instruments like woodwinds, brass bells, strings and some
percussion instruments. These noise panels played the most important role for sound designers and
music producers in developing their usage practices of white noise. In time, after the effects of white
noise on humans began to be examined with scientific studies, it became possible to use white noise
for alternative purposes other than its primary purpose in the production universe. Some opinions are
that white noise is an auditory element observed in nature and it played an important role in the auditory
side of human evolution. In this respect, white noise evokes the idea of "organic" in the field of mixing,
in signal generation or processing stages of electronic music production to producers. In the process
of invention and development of synthesizers and also in the present, attaching or integrating white
noise into synthesis has been one of the various basic methods integrated in synth music to achieve
an "organic" sound. Also, white noise or other noise signals are frequently used in foley creation
processes of motion pictures to create the perception of "field sound". With all these aspects, white
noise is a unique subject for all auditory disciplines and it is suitable for examination. Today, music
production has become quite individual as a result of the software developments which have created
virtual studios. Consequently, white noise was also affected by this individualization, subjected to
different perspectives and became an easily produced and marketed product. The development of
digital audio workstations has a great impact on this evolution. Ultimately, as digital sound processing
stations began to become widespread in personal computers, approaches to white noise have
diversified and today, white noise has been shaped by different digital sound processing methods
(DSP). So that it became sort of a functional relaxation tool. In this study, technical practices that enable
white noise to become a final product in online music markets will be examined and the role of white
noise in consumption practices will be discussed. Also, the connection between the changes caused
by the technical practices used in the production phase and the form of the white noise in consumption
will be made visible in this way.

Keywords: Music, White Noise, Sound Design, Spotify

White noise, which was studied by sound engineers before the development of synthesizers, is now widely used
in electronic music production where synthesizers and effectors are perceived as main instruments. White noise,
which is the subject of this research, is usually created with the help of noise panels included in the hardware of
synthesizers as a filter input to generate noise signals. White noise has been widely used in synthesis to recreate
percussion instruments such as cymbals or snare drums that have high noise content in the frequency domain,
and other instruments (such as woodwinds, brasses, and strings) that naturally contain this form of noise during
the performance. Outside of its musical context, the static signal caused by a non-existent radio station is an

! Istanbul Technical University, Department of Musicology, Master Student, bahadirhan.kocer@hotmail.com
ORCID: 0000-0001-5800-2541
Day of Application: 04.03.2021 Acceptance Date: 22.08.2021
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adequate example to describe white noise. "In signal processing, white noise has equal intensity at different
frequencies" (Mancini Carter, 2009: 10-11).

The fact that white noise got this name can be attributed to the fact that white colour is a mixture of wavelengths
of all other visible light. “When light models are considered, the mixing of all colours creates white. In this context,
white noise contains all the frequencies that the human ear can hear. In white noise, all audible frequencies are
of equal intensity. Environmental sounds can also be included in this category. The most obvious example of this
is the sound of rain. White noise can exist spontaneously in nature in the form of an "atmospheric" element, as in
the case of the sound of rain. On the other hand, mechanical productions such as ventilation fans can also create
white noise. " (Kalma, 2021) White noise, which covers all auditory frequencies, is often used by some people to
achieve some sort of relaxation or ease of falling asleep, as it "obscures" other sounds and suppresses unwanted
noise in the environment. Functionally, white noise was used to mask the dominant frequencies in the
environment and to block the eavesdropping devices in between the 70s and 90s (Ebert, 2019). Also, white noise
is in use to make it easier to determine from which direction the ambulance siren sounds that are sweeping
between 500-1800Hz are coming from (Carl Q. Howard, 2011: 44). On the other hand, the calming effect of white
noise on humans has been examined in various clinical studies. With different experiments, it has been shown
that babies exposed to white noise fall asleep faster or children and adults with tinnitus are less exposed to the
effects of this disease through listening to white noise (J.A.D Spencer, 1990: 135-137). There are also studies
showing that white noise improves cognitive performance (Goran B.W. Soderlund, 2010: 55). Considering the
scientific pioneering of these studies white noise machines produced by various manufacturers with different
models enabled the marketing of white noise as a consumption material for the first time in the late nineties (Hill,
2020). Nowadays, online music platforms (like Spotify) have evolved into mediums where white noise —and other
types of noises are presented to the audience for their relaxing and soothing effect. The algorithmic playlists of
these sort of online music platforms categorize the generated noise formats and offer the listener several options.
However, white noise is also divided into varieties within the technical context. Therefore, considering these
technical differences, changes can be made in the algorithms of online music markets to enable the listener to
make a choice between multiple options.

In this respect, if white noise is examined together with its past, it is seen that white noise and other alternatives
such as ASMR, Binaural Beats, which can be observed nowadays on online platforms such as Youtube, Spotify,
Apple Music, can fall into the orphic media category conceptualized by Hagood. Based on Hagood's definition,
orphic media is a "freedom" to escape from the strenuous and stimulating practices of metropolitan life or, more
generally, from chaos (Hagood, 2019: 4-10). In this manner, people can turn in on themselves for a moment,
escape everything external, move away from the "cluster" of information and re-recognize themselves in the world
of stimuli with the help of the orphic media. This way of thinking conceptualized by Hagood can be examined from
different aspects, but the white noise and its place in the consumption chain, which is the subject of this research,
is intertwined with the concept of orphic media. However white noise also provides metropolitan people a chance
to escape from the anxiety of the outside world. It is noteworthy in that it enables humans to move away from the
world they live in, to fall asleep more easily, to relax and perhaps to "escape". All of the features identified by the
determinations to be made in this study should be considered with the concept of orphic media. Because such
as the stages of creation and marketing, the stage of processing of white noise is also an action that respects
and responds to consumer needs.
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Image 1: Image of Pure Stereo White Noise Signal in Spectrum View of Izotope RX8

The main question of this study is "What kinds of technical processes carried out while white noise signals created
by digital sound processing stations become a consumption material?" So it will be examined how noise signals,
which can now be easily produced and musicalized, are processed in line with consumer demands since digital
audio workstations (DAW) can be used in personal computers in line with this main question. The research covers
the technical context? of the forms of white noise produced today, and therefore the simple sound processing
methods by considering the consumption pattern and purpose of white noise. In this direction, data is collected
firstly from the white noise sections of several synthesizer manuals3, the literature review on white noise, and
finally the interviews with the producers who produce white noise for practical purposes. In this way, the subject
will be examined in light of both theoretical and functional information about the technical background of white
noise. In the literature, firstly, technical texts and related parts of synthesizer methods that have developed an
approach to white noise for practical purposes are examined. Subsequently, the reports of various clinical studies
that have investigated the common effects of white noise on humans were collected. Eventually, various opinions
were collected from the producers who use white noise for specific purposes.

White noise can be easily created with synthesizer emulators that can work integrated with DAWSs produced for
personal computers and with third-party VST plug-ins# that are produced only to generate white noise, without
concrete synthesizers. Then the created white noise signal can be rendered with different characteristics modified
through the use of certain simple digital sound processing (DSP) methods.

“Especially for artistic purposes, the producer can produce the white noise, then filter it and expose it to a specific
amplitude diagram. The producer can then apply a rhythmic modulation to the white noise output optionally. In

2 Technical methods such as "creating white noise, characterizing it by frequency separation, masking it with simple filters such
as low-pass, placing it in a virtual space by subjecting it to stereo image" are included in the technical context.

% (see also Arturia ModularV, Modular Moog Emulator User Manual, 2016)

* The Noise 2 software produced by Denise is an example for the aforementioned third party VSTs.

' 9]



IR 2021

the last stage, the producer can integrate the modified white noise with other instruments optionally. Distortion
guitar is a good example to explain the basic role of noise in the musical structure" (Kalma 2021).

On the other hand, the sampling (collage) culture in music is important for the inclusion of various natural noises
and samples from the vinyl records into the musical structure. “Sometimes, since a kick sample is not taken
correctly, some external noises can lead the music into an unpredictable harmony" (Erteber, 2021).

To obtain basic statistical information about “which simple sound processing methods are widely used in the
process of introducing white noise into a consumption chain” the top 60 of the algorithmic White Noise Spotify
playlist has been examined. Spotify is programmed to update algorithmic playlists in a period of one to five days,
taking listener habits and other parameters into account (Goldsmith, 2020). In this case, the determinations to be
made on this playlist with 448.902 instant followers will reveal the current noise listening habits of 448.902 people
at a simple level.

Basic Digital Sound Processing (DSP) Methods Frequently Applied to White Noise

Although characterizing the white noise by sound processing technically eliminates it from being white noise,
when examining the forms of white noise being consumed in online markets today, it is seen that most works
served as white noise to the listener undergo a series of processes. It is possible to reduce the white noise DSP
process to five main headings as Low-pass Filtering, Resonance Value (Q) Determination, Stereophonic Image
Width Planning, Compression and Using Secondary Noises and to determine the rate of processing the noise
through these substances. Apart from the method of “using secondary noises", the other four sound processing
methods mentioned above are frequently used not only for processing white noise but also for artistic and
functional concerns in musical arrangements. It was roughly concluded that the main reason for applying the five
basic methods to white noise is to make it "listenable". On the other hand, it is the case that white noise is
characterized and authenticated by each producer with these methods and sometimes more. The reason for the
determination of these sound processing methods as main methods is that each of these five methods drastically
alters the sensation of white noise. Apart from these methods, various SFXs serve many different purposes in
digital audio workstations (DAW). The exclusion of other SFXs not mentioned here does not mean that they are
not used.

Low-pass filtering

The low-pass filter enables the signal in the frequency range above a certain frequency limit to be attenuated in
terms of amplitude. In analogue low-pass filters, the precise frequency response varied depending on the filter
design, but this is not a significative case because nowadays there are filter processors that are integrated into
digital audio workstations (DAW). (Singhal 2014). This form of filtering is also called treble-cut or high-cut filter.
The strong application of the low-pass filter highlights the unnecessary or undesirableness of the higher
frequencies in the musical arrangement. On the other hand, it can be used in the field of acoustic analysis to
eliminate environmental sounds (Julia K. MacCallum, 2010: 15-20).

After the white noise is created in the form of a signal, it can be subjected to a low-pass filter. This ensures that
the white noise is free of the high frequencies it presumably hosts. Therefore, the low-pass filtering method is
used in some products to create a more relaxing and in some cases lower amplitude listening by removing white
noise from high frequencies. Using the low-pass filter gives the white noise (unless it is applied to a white noise
signal at very high frequencies) to a tougher and "bolder" character. During the research, it is observed that
several producers resort to filling the low amplitude (space) created by the low-pass filter at the upper frequencies

EO
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with different elements such as rain noise optionally. Such a purpose may be included in functional purposes, but
producers may not pursue this purpose alone when exposing white noise to the low-pass filter.

Determining the resonance value (Q)

Resonance is the tendency in physics for a system to oscillate at some frequencies at greater amplitudes than
other frequencies. In sound design, resonance aperture serves to announce a specific frequency range that a
filtered sound is desired to be particularly emphasized while filtered. It can also purify the filtered sound from
specific frequencies (Reiss, 2010: 1843-1848). Altering the resonance value of a sound signal in any frequency
band is a technique that is used for practical purposes just like other methods, but when it is considered for music
mixing in general, it can also have artistic purposes. For music arrangement, the changes to be made in the
resonance parameters can prepare the environment for creative filter articulations after filtering processes such
as LP, HP, BP. Thanks to various effectors it is possible to automate various parameters related to resonance
value (Q) and therefore not to use a fixed parametric value. As an example, the Filter Freak effector released by
the Sound Toys is widely used in this sense (Inglis, 2004). However, no such dynamic use has been observed in
the sample of this study.

After filtering, the producer determines a Q value according to his will. This value sharply affects the sensation
and characteristics of white noise. For this reason, the value of resonance aperture plays an important role in the
processing of white noise.

Stereophonic image width planning

Apart from its detailed technical features or historical use, in terms of designing dual channel inputs or outputs in
accordance with the organic structure of human hearing, stereo is a commonly used technology in white noise
production. This type of design is called "stereo panorama".

Stereo panorama is a mixing technique that is used functionally with the idea of creating spaciousness by
increasing the width in a simultaneous performance recorded with multiple microphones or with the idea of placing
multiple different sound samples recorded at different times in a virtual environment. Its main purpose is to create
a richness of sensation and hence take reality as a reference while doing so. For example, "you can place a guitar
sample in the left stereo at 9 o'clock position in panning planning, send it to a delay programmed between 10-20
ms, and place the rotation of the delay on the right stereo at 3 o'clock position. In this way, you get the feeling of
two guitars playing in full harmony, and also make room for vocals and other instruments in the middle channel”
(Onen, 2018).

In acoustic music, the technique of determining separate virtual locations for each instrument through stereo
panorama is called "rotate/stereo panning". The auditory width to distinguish the instruments from each other and
to make them more distinct in a collective form is called "stereo width" (Anderson, 2009: 1-15). In summary, stereo
planning emerges as a result of the urge of creating a perception of sounds. It is commonly used in the production
of white noise by adjusting independent values such as amplitude and phase of the right and left stereo channels.
The idea of creating stereo images is crucial in the digital sound processing (DSP) process of today's music.

Stereophony is used for both functional and experimental purposes to be creative in the auditory characteristics
of today's music. Since the ability to detect where a sound is coming from has a natural origin in human evolution,
this quality may have a different significance than other advanced aesthetic concerns (such as harmony,
orchestration, virtuosity). In this respect, stereophony is functional. However, unconventional techniques can be
used for artistic purposes when designing stereophony (Windsor, 2000: 7-35). Applications related to this
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technique are diversified since it is possible to create a stereo image in digital audio workstations without the need
for analogue equipment in electronic music.

The idea of creating a wide perception of sonic space is related to the concern to create a wide and comfortable
virtual space for listeners. Creating a stereo image also supports this idea when there are no external sounds
except white noise therefore a mixing process is not needed. However, when the white noise needs to be blended
with multiple sound samples, the stereo image processing can serve the above-mentioned purposes. In short,
creating a stereo image in white noise production is a significant technique to diversify and enrich the listening
experience.

Compression

Compression (or "dynamic range compression") is a signal processing method that lowers the loudness of high
amplitude sounds and increases the loudness of low amplitude sounds. Compression in music production
generally makes music performances more consistent in terms of dynamic range and can aurally enhance the
resulting work (J. C. Schmidt, 1996: 1013-1016). Thanks to compression, a vocal recorded in a rock orchestra,
for example, can be distinguished from the other elements of the orchestra. At the same time, compression can
make the instruments sound more clearly in a recording where multiple instruments exist with their channels,
without screening each other.

Compression technology can also be examined as a result of the "loudness competition" in advertising or similar
fields. Historically, there is also the idea that compression developed as a result of this competition (Katz, 2007).
In such cases, overusing compression is also seen as a deviation from its original purpose. From this aspect, it
has been observed that a sound sample that is subjected to non-functional excessive compression harms sound
quality, and it is mentioned that it may be beneficial to use compression more consistently especially in the
advertising area (Naomi B. H. Croghan, 2012: 1177-1188).

The aim of using compression is creating a coherent dynamic range after several applications like low-pass
filtering and other processes. There are examples of white noise that have been subjected to excessive
compression beyond its purpose as mentioned above. In short, compression can be used to make white noise
sound more voluminous and rich but it can also be used to ensure that Q value changes give more consistent
results and for other artistic purposes.

Using secondary noises

Apart from the four basic digital sound processing (DSP) techniques listed above, it is also possible to refer to
secondary noises in white noise studies produced for online music markets. “In most electronic music sub-genres,
the presence of non-musical but musicalized noises can be mentioned” (Kalma, 2021). For producers, these are
often perceived as elements that support and improve the atmosphere of electronic structures. This method which
can be found in several electronic music genres like Ambient and Techno is used in white noise productions to
trigger the imagination and evoke natural phenomenons in the listener's mind such as forest images, rain or sea
sounds.

The producers may resort to the option of blending organic noises such as rain, sea or bird sounds with white
noise since those sorts of noises are considered to have soothing effects on humans. There is a general
acceptance that white noise must be produced to appease the listener. These integrations seem closely related
to this acceptance. In this case, the necessity of harmonizing the white noise with these secondary noises more
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consistently arises and the producer may consider using different techniques for both functional and artistic
purposes.

Observed Usage Levels of Basic Digital Sound Processing Methods in Spotify’s White Noise Playlist

In this part of the study, the top 60 of the White Noise playlist created to compile white noise studies on the Spotify
platform were measured in terms of their processing rates of five different methods specified above and explained
with principles.

The top 60 in Spotify's algorithmic White Noise playlist were compared to each other by a one to five measuring
procedure by using iZotope Ozone to determine the usage rates of the four basic techniques. The average length
of 60 studies examined in this way was determined as 2 minutes 47 seconds. There are some works designed in
less than a minute. The rate of producers to use a low-pass filter to remove white noise from high frequencies or
to make it dominant at low frequencies is 54.6%; 33.4% of the noise is filtered to emphasize a certain frequency
range or create a more "edged" feeling; the ratio of expanding the stereophonic image to create a perception of
space by placing white noise in a virtual environment is 52.6%; the rate of using compression to make the white
noise more voluminous after basic operations and to increase the sound intensity for functional purposes was
determined as 42.4%.

Secondary noise integrations or the use of alternative effects have been observed in only 10 of the 60 productions.
On the other hand, specifically used rain and vinyl dust sounds have been observed in just two productions. It
can be argued that such sounds are organic references to white noise (Capritto, 2019). Apart from secondary
noises, 8 out of 60 studies were found to use alternative sound effects and stereo shaping methods such as
phasing, pitch-shifting and dynamic panning.

At the same time, references to the state of relaxation or sleep by pseudonyms of producers and names that
producers give to their white noise productions are significant.5 This is noteworthy for bringing to light the effect
the producers intended when producing white noise. It is also an important feature to address the hypothesis that
the use of excessive low-pass and wide stereo images brings sleep and relaxation. On the other hand, it is
possible to observe that white noise phenomenon also hosts a culture of jargon when there is a consideration of
a connection with producers’ naming behaviours.

Conclusion

In light of all these determinations, it can be inferred that the use of low-pass and wide stereo images in white
noise productions is frequently preferred by the producers. These two elements were observed as essential for
60 white noise productions examined. It is related to the idea that white noise, which is naturally dominant across
the entire spectrum, is purified from high frequencies by low-pass filtering and thus “softened” to cause an efficient
relax mood on listeners. Filtering the high frequencies of white noise, which is dominant at all frequencies,
indicates the existence of the purpose of creating a relaxation meta since more than half of the 60 productions
examined were filtered. It has been observed that the stereo design, compression and other modifications are in
use for utility purposes among the producers. Still, some producers pursued artistic purposes rather than utility.
The most obvious result is that white noise is also involved in a production process that must keep up with industry
standards to meet consumer demands. In this direction, it is observed that white noise producers have developed

® Descending Insomnia, Sleeping on the Beach, Dream On, City Sleep, Sleep Phasers, Dream Shard, Sleepy Parents etc.
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different techniques. Also the most common and important white noise processing method is filtering since it is
present in more than half of the productions reviewed.

It is also observed that even unfiltered white noise signals were made suitable for listening by different
modifications made by producers. In this study, examination of all these modifications revealed the general habits
of producers who treat white noise as a relaxation meta (see Chart 1). At the same time, these examined qualities
also give an idea of the mixing standards of white noise as a product in the online markets. It is obvious that the
most common white noise processing technique is low-pass filtering among the producers. Also to determine a
constant or variable Q value is important to add character to the white noise during this filtering process but
resonance opening is a relatively less common technique in the examined samples as observed. On the other
hand, compression is also thought to be an effector that producers prefer to use as a shaping tool for functional
purposes only such as reaching market standards and the highest possible amplitude. As a result, digital sound
processing (DSP) methods are used for both functional and artistic purposes by the producers to ensure the
consumption of white noise.

These methods are used to further increase the relaxing effect of white noise and to prepare the white noise for
an easier and more comfortable listening process for the listener. Clearly, white noise has been commodified with
the claim of relaxation, and it has been concluded that its high frequencies have been extensively rasped to
achieve a relaxing effect. For more than half of productions, the high frequencies of white noise are not considered
suitable for relaxing effect by producers. Therefore, this study reveals that white noise is mostly filtered to comfort
the listener. At the same time, a jargon culture was encountered during this research which was created by white
noise producers. The producers have chosen their pseudonyms and song titles to refer to sleep and relaxation.

It must be said that the reduction of high frequencies causes a mislay of the basic characteristic of white noise
and alters it from its natural state since the only fundamental characteristic of white noise is that it spreads evenly
over the frequency range that the human ear can hear. When filtered, it loses this essential quality. Theoretically,
what is obtained is brown noise when the high frequencies of white noise are highly filtered. In most instances,
white noise converted to brown noise which is known for being weaker in terms of high frequencies due to high
levels of low-pass filtering. "Although there are not enough scientific studies to show that brown noise causes
sleep or calmness", the hypothesis that brown noise also has a similar effect can be investigated
comprehensively, considering the processes and results that white noise is exposed to in the production process
(Kirsten Nunez, 2019).

The mentioned link between white noise and brown noise as a result of low-pass filtering requires further research.
Also the data of how white noise is subjected to the marketing process on online platforms and the cultural
structure born with these productions can be revealed by collecting more detailed data from white noise producers
and distribution companies and conducting planned fieldworks.
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Name

Dream Cave

Soft Noise

Cabin Noise Focus

Zzzz7Z 1.4 kHz

Radar White Noise

White Noise 700hz

Dusty Noise

Soft Noise

White Noise Sound Mind

Cabin Back Noise

White Noise 1kHz Gentle Curve

Sierra Nevada

Luscious White Noise

Baby Dreams

High Winds

Tiefe Schlucht

White Noise in Thin Air

Schlaff Kindlein Schlaf

White Noise Machine 1500hz

White Noise in a Pyramid

Basic White Noise

Producer

Freq Molecule

WNX

Crafting Audio

Wavelab

WNX

Granular

Astral Noise

Ozonezz

Sea of Noise

High Attitude Samples

MiZzzter White

The Frequency Shifters

JBE Noise Factory

Dream Shard

Klangspiel

Klangspiel

Aeoluzzz

The Inceptionists

Dr. Dreammaker

The White Noise Travelers

Fortuna

02:13

02:55

02:29

01:54

02:26

03:25

01:28

02:18

02:18

02:39

03:07

03:12

02:25

01:27

03:49

03:49

03:11

03:52

03:31

03:23

02:29
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Chart 1: Levels of Processing of the Top 60 in the Spotify’s Algorithmic "White Noise" Playlist with the Five Basic
DSP Methods Mentioned®

STP C
4 3
1 2
2 1
2 2
4 2
4 3
3 2
3 3
3 2
3 3
2 4
3 2
3 3
3 2
2 2
2 2
2 2
2 2
2 2
3 2
3 3

EXT

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Vinyl Dust

Not Found

Phaser

Not Found

Not Found

Not Found

Rain

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

® In the chart, D represents the length of the piece, LP represents the low-pass filtering, Q represents the resonance value, STP
represents stereophonic image width, C represents the compression level, EXT represents the use of secondary noise and
effects. Level criterion should be perceived as very low, low, medium, high and very high, from 1 to 5, respectively.
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30
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32

33
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35

36

37

38

39

40

a1

42

43

44

45

46

47

River of White Noise

Rich Orange&White Noise 364hz

Nighttime Noise

Perfect Noise

Cozy Submarine Cockpit

Paceful White Noise

Underneath the Stars

Underground

Street Noise - Brown Noise

Paradise Noise

Soft White Noise

Dry White Noise

Low Hum of White Noise

Descending Insomnia

Senseless White Noise K

Blissful White Noise

White Noise Wasserfall

Gifted Noise

Sleeping on the Beach

Dream On

Grainy White&Brown Noise

Tundra Lodge

Dimensions

Dream State

White Noise 773Hz Subtle Q

City Sleep

EG

Noise Nirvana

Astral Noise

Celestial Noise

Daily Calm

Sonic Observation

Noie Nirvana

Day Nappers

Exodar

Dream Shard

Mind&Ears

Daily Calm

NoiseZ

Sleep Miracle

Pink Fluff

Thyyphoon

Sea of Noise

Klangspiel

Fortuna

The Sleep Phasers

noiZzz in the dark

Astral Noise

Zero Oto

The Frequency Shifters

The Sleep Phasers

Day Nappers

Sleepy Parents

02:58

00:50

03:04

03:30

02:11

02:58

03:24

02:40

02:44

02:23

03:00

03:10

03:10

02:12

02:15

02:49

03:48

02:34

03:22

03:26

00:50

04:20

03:16

03:21

03:24

03:32

Not Found

Not Found

Not Found

Not Found

Not Found

Phaser

Not Found

Not Found

Not Found

Rain

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Not Found

Shifting

Not Found

Not Found

Not Found

Not Found
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48 White Noise in Arena Sleep Sleep Sleep 0228 2 2 3 3 Not Found
49 Synthetic Planes Exodar 02:34 2 4 3 2 Phaser

50 High Altitudes Zen Maestro 03:36 2 5 3 2 Not Found
51 Sleep White Noise Wavelab 0224 4 2 3 2 Phaser

52 Clover Granular 03:33 2 1 2 1 Not Found
53 Dreamy White Water The SubOceaners 03:54 2 2 3 1 Not Found
54 Soft Brown Noise High Attitude Samples 02:27 4 1 3 2 Not Found
55 Ocean of White Noise Wavelab 01:55 3 1 1 1 Not Found
56 White Noise Waterfall High Above the Clouds 02:39 3 1 3 1 Vinyl Dust
57 Baby Sleep BN Four Dream Shard 02:10 1 1 3 2 Not Found
58 Noise 742 Hz Astral Noise 01:36 |1 2 3 2 Not Found
59 Heedful Pink Noise Fizzonaut 02:14 1 2 3 2 Shifting
60 Intercontinental Flight Noise Sonic Observation 02:04 3 1 2 1 Panning

2,73 1,67 263 2,12
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PERFORMATIVITY IN GAME: THE CASE OF “YUZEN ODA” IN ANKARA JAM
SESSIONS!

Selim TAN 2
Abstract

Yizen Oda, a musical collective formed by a gathering of musicians with common tendencies and
intentions, is a game builder agent that leads jam sessions in venues that include Noxus, Alerta, and
Haymatlos Mekan in Ankara, Turkey. Yuzen Oda, continuing the jam sessions in Haymatlos Mekan
since 2018, organizes a process whereby non-collective/guest musicians can participate as they wish
without limiting themselves to a certain music genre or style. Yizen Oda plays a pioneering role in
determining the jam session etiquette, which includes sociomusical aesthetic values that are effective
in the functioning of the jam session and influence the participant as soon as they are involved. This
paper uses Butler's and Hajer’s approaches to examine how performativity works in jam sessions,
which are conceived as a Bourdieusian game, from an ethnomusicological perspective. With the
ethnographic fieldwork carried out in this context, the performative functioning of the game is revealed
through the data obtained from agents such as collective member musicians, guest musicians,
audience members, and the venue manager.

Keywords: Jam session, Game, Performativity, Ankara, Ylzen Oda, Ethnomusicology
Introduction

Jam sessions, participatory and improvised collective performance models, were organized for the first time in
major cosmopolitan regions of the United States such as Kansas City, Missouri, and New York in the 1920s under
the leadership of jazz musicians (Nelson, 2011). For Cameron, jam sessions function as structured oral cultures
rather than being completely disorganized and spontaneous, as some naive critics believe (1954:179). Kisliuk
(1988:152) defines the sociomusical aesthetic values and tacit rules effective in the functioning of a jam session
as jam session etiquette. For Kisliuk, jam sessions operate under both musical and non-musical informal
conventions that sediment over time and influence the participants. Moreover, competition between musicians,
which | think is not stressed strongly in the literature, is vital in jam sessions. This can be seen both in the jam
sessions that heralded the birth of bebop in the United States in the 1940s and in many current ones. In this
paper, since jam sessions are conceptualized as a game in which agents compete with each other in a
Bourdieusian understanding, jam session etiquette is envisioned as “the rules of the game” associated with
performativity and doxa. Therefore, the effort to analyze the rules and construction of the game specific to the
jam session overlaps with ethnotheory. Monson (1996:4) expresses it as the effort to comprehend the
sociocultural theories (classification, terminology, approach to music, etc.) of various cultural communities related
to musical processes and cultural values from an insider’s point of view. Thus, in a jam session study, the
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researcher needs to reveal the musical perception schemes of the regular participants of the culture within an
ethnomusicological perspective.

The case explored in this paper is that of Ylizen Oda, a musical collective formed by a gathering of musicians
with common tendencies and intentions that leads jam sessions in venues including Noxus, Alerta, and Haymatlos
Mekén in Ankara, Turkey, as a game builder agent. Observations showed that instruments such as electric guitar,
bass guitar, drums, keyboard, saxophone, and trumpet are prevalent in this musical collective and its musicians
are associated with genres such as jazz, fusion, and rock both within and outside of the collective. The prominent
ability of Yizen Oda, in terms of the Ankara scene, is that it can gather together different agents (amateur and
professional musicians, audience, etc.) forming the scene with its game builder role in the organization of jam
sessions. Thus, the jam sessions contribute to the development of the Ankara scene as a space for engagement.
Yizen Oda, continuing the jam sessions in Haymatlos Mekan since 2018, organizes the process whereby non-
collective/guest musicians can participate as they wish without limiting themselves to a certain music genre or
style. It plays a pioneering role in determining the jam session etiquette, which includes sociomusical aesthetic
values that are important to the functioning of the jam session and also influence the participants as soon as they
are involved.

The first question of this paper is how is music is constructed in a jam session open to all musicians regardless
of genre, style, and instrument while ensuring collective coordination. The second question is which sociomusical
aesthetic values does Yiizen Oda, as a game builder and rule-maker agent, employ to set the rules of the game.
Related to that, the third question is what kind of censorship mechanism does it activate against the
transgressive/dysphemist actions of guest musicians. The last question is that what are the motivations of the
collective member musicians and guest amateur or professional oriented musicians in participating in the game.
To answer these questions, | obtained data through ethnographic fieldwork and interviews as well as through my
participant observations as an electric guitarist in jam sessions for nearly a year. While audience members and
the venue manager are mentioned, the paper mainly addresses the musicians in the jam sessions brought
together for a common goal. Additionally, | chose to use Western music terminology in descriptions of sound
related to ethnotheory in parallel to the tendencies of the musicians interviewed. The theoretical framework used
in this paper consists of relevant concept sets from Bourdieusian sociology (1990a, 1990b, 1991, 1992, 1993,
2000, 2018) and approaches related to performativity (Butler, 1997, 2010; Hartley, 2008; Hajer and Uitermark,
2008; Hajer, 2009; Fogel, 2007).

Performativity in Game

Bourdieu (2018) states that society is composed of various fields, economic, political, and artistic, for example,
and that each area forms a microcosm equipped with specific laws. Although Bourdieu does not consider
microcosms independent of the forces of the social macrocosm, the essential element that makes a microcosm
a microcosm is the degree of autonomy that ensures its functioning and regularity. The more autonomous a field
is, the more developed its ability to break down and redefine the external (text, object, image, practice, etc.), give
meaning, and form it (Bourdieu, 2018:63-64).

For Bourdieu (1993:72), each field is a space of competition and struggle in which agents engage to protect or
strengthen their position. Bourdieu (1992) explains the contentious nature of the fields based on a game metaphor
and states that there are stakes (enjeux) determining “what is to lose and win” in each field functioning as a game.
In this sense, the fact that an agent invests by taking a stake in the game shows that he/she finds the game worth
playing. Bourdieu encapsulates this “belief in the game” with the concept of illusio (1992:98). The concept of doxa,
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which completes illusio, is the game building presuppositions of the game that do not even need to be asserted
explicitly in reference to certain fundamental beliefs (Bourdieu, 2000:15). Thus, Bourdieu (1992:98) addresses
the power levels of the players in the game struggling to gain movement over illusio and doxa, trump cards ever-
changing based on the game. They are, in other words, forms of capital (economic, social, cultural, and symbolic).
On the other hand, Bourdieu (1990a) mentions that explaining fields by degrading them to a game has some
drawbacks. The game creator and the rule-maker (nomothetes) establishing the rules and social agreement are
apparent in the game literally. However, in the games of social life, the rules are the participation of the community
in an activity arranged within the framework of some -explicit or tacit- regularities and are open to change
(Bourdieu, 1990a:64)3. In this sense, Bourdieu studies how a player interacts with the regularities of the game
through the concept of habitus. Habitus, the series of dispositions referring to the player’s collectivism individuated
in his body (Bourdieu, 1990a:31), inquires to the player’s behavioral dispositions that he/she had before entering
the game and the ways of reflection and interaction of these dispositions on the game. However, Bourdieu’s
concept of habitus refers particularly to early childhood (1990b, 1991). Thus, | believe that the conceptualization
of performative habitus will be more useful in understanding the dispositions that the player instantly shapes and
activates in the current base.

For Hajer and Uitermark (2008:7-8) performative habitus emphasizes the role of dispositions that provide the
player with a level of agency and tactical intelligence in certain environments, shaped by symbolic labor over the
years. Moreover, performative habitus refers to the “repertoire of acts” formed over time, rather than actions that
all can freely choose and act on in a given moment (Hajer, 2009:183). For instance, the repertoire of acts of a
musician based on previous experiences allows the musician to respond to the piece requested of him/her during
a performance “instantly” and “as required”. On the contrary, musicians who are not familiar with such an
understanding of musicianship can only acquire this disposition over time. For Hartley (2008:165-166),
performative habitus, which is based on more conscious choices than the social habitus in its broadest sense,
has been built historically and defines the range of choices one has “fallen into”. To elaborate the in-game
functioning of performative habitus, | will reconsider the formula of “linguistic habitus + linguistic market = linguistic
expression, speech” developed by Bourdieu within the scope of linguistic sociology as “performative habitus +
performative market = performative expression, performance”. The performative market in the formula expresses
the force exerted by the specific needs and demands of the game and imposes the understanding of legitimacy
through the symbolic power relations of sanctions and censorship. Butler (2010:XV) defines performativity as a
culturally sustained temporal duration that takes effect through the ritualization of repetitive practices and their
naturalization in the context of the body. There is a range of expectations demanded by performativity that has
been sedimented and stereotyped in the core of the performative market. Thus, euphemism functioning as partial
censorship in line with these expectations expresses the tailoring and legitimization of the things players think of
saying considering the nature of the context (Bourdieu, 1993:90). In other words, euphemism is the “expression
that seeks to avoid being offensive” (Allan and Burridge, 1991:3). For example, it’s euphemism for a jazz guitarist
to “appropriate” his/her performance thinking that extended chords such as the 9th, 11th, and 13th, which are
frequently used in jazz, will not meet the expectations and even create displeasure among the audience in the
context of a wedding where a jazz guitarist performs mostly for commercial purposes. For Butler (1997:147),
underlying recurrent practices of reproduction show that even the most well-set norms are easily open to

® The privileged position of Yiizen Oda in the sessions addressed in this paper due to its role of the game builder allows
mentioning the rules formed performatively instead of regularities. Thus, | deemed appropriate to use the rules of the game
throughout this paper.
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subversion and transformation through transgressive performances. Thus, the force of the performative market
may also bring along dysphemism where the player leans to an abusive and offensive discourse, unlike
euphemism (Allan and Burridge, 1991:3). In this sense, Butler criticizes Bourdieu’s approach associating the
freedom/potential of speech with the position of the agent in the field and states the following: “It is clearly possible
to speak with authority without being authorized to speak” (Butler, 1997:157, emphasis in original).

Whether the performance of the player is euphemist or dysphemist, the degree to which the performative
expression, which is the output of the formula, is recognized and approved -in other words, is seen as legitimate-
by other players tells the level of performative capital. In this sense, even exceptional performances that are not
suitable for the performative market can provide performative capital accumulation to the extent that they are
considered legitimate; however, it should be remembered that such transgressive/dysphemist performances are
often subject to censorship and, when they succeed, can create a new context by affecting/changing the rules of
the game. In a study by Fogel (2007) addressing female strippers, it was determined that performative capital
accumulated by the agents based on executing successful performances required by the field turns into economic
capital subsequently. The ability of a musician to receive positive feedback from the audience by regularly
responding to the demands of the field/space where he/she performs will ensure the accumulation of performative
capital and subsequent economic capital gain.

The theoretical framework mentioned thus far will provide useful tools in analyzing the sociomusical aesthetic
values of the jam sessions of Yizen Oda in Haymatlos Mekan and the expectations/targets of its different
positions (collective members, guest musicians, audience, and the venue manager). In fact, | believe that it will
be useful in revealing the content of the game rules developed as a result of recurrent performances, the
euphemist-dysphemist performances of guest musicians, and the censorship mechanism put in place by the
collective.

Jam Session Nights with Yiizen Oda at Haymatlos Mekan

Haymatlos Mekan, which opened on Konur Street in the Kavaklidere Neighborhood of Ankara, Turkey in 2017,
stands out for having many free-of-charge alternative artistic activities realized beyond the services that can be
limited to a cafe-pub. In this framework, the venue incorporates many different types of activities such as concerts,
jam sessions, theater, open stage, stand up, workshops, movie screenings, conversations, and open mics that
are difficult to encounter in mainstream venues. The motto of #herkesinbiryerivar (which means “everyone has a
place”) written in the announcement of many events on the social media accounts (Instagram, Facebook) of
Haymatlos Mekén emphasizes the representability of different artistic practices as well as the open and
participatory nature of the events. The open stage where the audience can perform a theatrical performance, the
open mic where the audience can take the microphone and tell a story or make a joke, and the jam session where
the audience can participate in the current collective improvisation performance are the main performance models
pushing the regulars of the venue to be participants and enabling “everyone to have a place”. Before talking about
the jam sessions of Haymatlos Mekan with Yizen Oda, the focal point of the paper, | will first focus on a
description of the venue in line with the observations made.

At the entrance of the venue, there is a rectangular main garden where customers are densely populated, where
food, drink, alcohol (mostly beer), and tobacco products are consumed. The presence of vegetarian-vegan
cuisine, as well as rich food and beverage varieties on the menus, makes the venue an important alternative for
Ankara. As a matter of fact, vegetarian-vegan cuisine is one of the elements that Haymatlos Mekéan frequently
puts forward in its social media accounts. The walls of the venue are decorated with posters of events such as
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concerts, film festivals, interviews, and various alternative music groups. The recorded music | heard in the garden
section during my visits to Haymatlos Mekéan was trip-hop, electronic, indie genres. When making my first
observations, the construction, which was started just behind the garden to expand the venue, was left in a form
that the customers could see. Such scenery supported the comfortable, shabby, and natural appearance of the
venue. Later, the constructed section was combined with the main garden; thus, the customer capacity was
increased considerably. The stage where the live performances take place is located at the end of a narrow and
long hallway extending forward from the bar and cashier section in the indoor area at the end of the main garden.
The curtain, which separates the corridor from the stage, is mostly kept closed during the preparation of events
such as the soundcheck process of musicians. The stage placed 30-40 cm above the ground is large enough for
8-10 musicians. The venue, where customers are university students (usually 18-25 years old) and gender
distribution is equal, buttresses the alternative space look with the differentiating practices it builds in terms of
auditory, visual, and gustatory elements. From these differences, Haymatlos Mekén builds a unique identity,
separating itself from mainstream venues in Ankara.

Posters from the venue about the event are also effective in shaping the perceptions of guest musicians and
audience members. As seen, Western instruments and jazz references are highlighted in the posters used by the
venue for the jam sessions with Yizen Oda (Figure-1). Thus, it is important to note that the manager of the venue,
Ogul Askin (personal communication, June 10, 2019), has been influenced by the jam sessions he watched in
Seattle, United States, regarding them as “authentic” and “cultural”. It is clear that the underlying reason for this
is that the root of jam sessions is based on North American jazz.
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Figure-1: Haymatlos Mekén jam session posters
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From a Bourdieusian lens, | consider the Haymatlos Mekan jam sessions with Yiizen Oda as a microcosm
performance field equipped with specific laws and having a certain degree of autonomy. However, this microcosm
acts within the framework of limits and forces drawn by the macrocosm. Therefore, it is possible to observe that
jam sessions form professional hierarchies derived from the scene here as mentioned by Pedro (2014:78).
Haymatlos Mekan, a microcosm field, carries on the activities subject to the “Regulation on Assessment and
Management of Environmental Noise” of the Ministry of Environment and Urbanization of the Republic of Turkey.
Thus, legality, which is established through the agents of the bureaucratic field, is the highest level hierarchical
power that determines the operation of jam sessions. The next step of the hierarchy is the venue manager, who
is the willing agent in the selection and termination of the activities and the payment of the musicians’ wages.
When looking at the hierarchy among musicians, Yizen Oda, which receives regular fees, is primary, while the
guest musicians who do not receive a fee are secondary. However, if the guest musicians appear on stage, they
are entitled to a free beer with the voucher given. Guest musicians are rewarded by the venue with this
implementation incentivizing them to contribute to the event. In short, the hierarchical order of the jam sessions
in descending order is the regulation, the venue manager, Yizen Oda, and guest musicians. Although the
audience in the venue seems to be at the bottom of the hierarchy, audience activities such as listening to music,
applauding, singing along, and ordering food and drinks are vital as they contribute to the reproduction of the
event. As Pedro underlines (2014:77), since jam sessions are part of urban music scenes and are practiced within
a capitalist economic framework, all participation towards the continuity of the jam sessions is valuable.

The Sonic World of the Game

In my observations of the jam sessions, a sound and style similar to fusion was one of the first elements that
caught my attention. How could there be a tendency towards a certain musical genre in an event where everyone
could participate as they wished? Likewise, what were the difficulties (if any) experienced by musicians who had
different performative habitus/capital during the construction of music in the jam sessions? How was
communication between musicians on stage? In line with these questions, in addition to the interviews conducted
with Yizen Oda members, guest musicians, audience members, and the venue manager, my observations about
the jam sessions (especially the participatory observations | made as an electric guitarist) offered important
opportunities to understand the sonic world of the game.

Every week on Mondays at 21:21, after installing the drums, bass guitar, electric guitar, keyboard, saxophone,
trumpet, and related musical equipment for the jam sessions at Haymatlos Mekén, Yizen Oda conducts a
soundcheck with the help of a sound technician and prepares the stage for the jam session. Thus, Yizen Oda
determines a core configuration before starting the jam session and roughly how the instruments forming this
configuration will sound. Being the first performance of the night every week, Yizen Oda demonstrates the
performance style as well as the sound and introduces the dominant musical approach of the jam session to the
guest musicians and audience. The sonic world of the game is in motion throughout the night in jam sessions
where guest musicians can participate as they wish, without limitations in the genre, style, and instruments. During
my fieldwork, | observed guest musicians participating with instruments including didgeridoo, kaval (wooden rim-
blown flute), bendir (frame drum), and darbuka (goblet-shaped hand drum)4.

The opening performances of Yizen Oda generally consist of sound patterns similar to fusion including
dissonance, chromatic and modal elements on progressions up to four chords (chords qualities as generally

* Kaval, bendir, and darbuka are frequently used in traditional Turkish musics.
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seventh and extended). Guest musician Eylem Atalay (personal communication, June 9, 2019), who regularly
participated in the jam sessions with vocal and keyboard performances, in a way confirmed my observations
saying, “I can call that music a fusion, not jazz”. Venue manager Ogul Askin (personal communication, June 10,
2019), defines the sonic world of the game as mostly fusion-jazz and adds that alternative initiatives may happen.
Saxophone player Doguhan Eren Karacan, a member of Yiizen Oda (personal communication, June 9, 2019),
regards the fusion sound as being a result of the instruments and equipment on the stage, stating that the “Same
instruments are always used. A guitar and a pedalboard are placed in the middle. Not everyone can change
settings of the pedalboard all the time”. As noted at the beginning of this section, the structuring of music starts
with the dominant musical equipment on the stage even before the jam session starts. Additionally, Karacan
underlines that the fusion type is suitable to the nature of the jam session, but the collective members do not have
the goal of performing fusion directly. Thus, the tendency of fusion does not exist at the discursive consciousness
level. On the contrary, it works at the practical consciousness level due to the habitus of the collective.

Figure-2: A shot from the jam session (Photo: Selim Tan)

Another observation was that chord progressions usually occurred over four chords at most. These chord
progressions mostly had the following cadence qualities: Plagal cadence formed by progression subdominant
(IV) and tonic (l) degree chords. Again, the authentic cadence formed by the dominant (V) and tonic (I) degree
chords. Finally, the perfect cadence formed by the chords of subdominant (IV), dominant (V), and tonic (I)
degrees. Chord progressions that are generally established over these three cadence types were determined by
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the rhythm sections of the configuration such as electric guitar, keyboard, and bass in the jam sessions. One
chord pieces over tonic (l) degrees were also common. These were heard especially in the context of a funky
style. For instance, the entire performance | participated in with the electric guitar was completed with tonic
variations such as E9, E7#9, etc., which | performed only with a funk guitar style. In such performances, rhythmic
structure (catching the groove) and melodiousness become more important than harmony. The chord
progressions | have mentioned so far consist of harmonic clichés frequently encountered in jam sessions. Let it
be known that different chord progressions that are not mentioned here also appear.

In addition to the harmonic structure, similar clichés are encountered in terms of time signature. As can be
presumed, musicians usually performed in four beats per measure because the contexts in which different time
signatures are performed might be challenging for some musicians and could disrupt the general functioning by
endangering collective coordination. Koglar says the following about the functioning of jam sessions in terms of
harmony and time signature:

Generally, harmonies with two chords are preferred, or even if the chord itself is complicated, it is not
more than a few chords, three chords for example . . . Or when it comes to the rhythm, when someone
says let’s play 9/8, etc. it can be hard for the drummer. That’s why 6/8 or something like 4/4 is played
very often (Can Koglar, personal communication, June 10, 2019).

As stated by Koglar, it is important to be able to act in collective coordination in time signature, that is, to meet on
minimum common ground, as well as in the harmonic structure. Since Haymatlos Mekan jam session events
structured via Yizen Oda are a performance field where musicians have to be limited by the performative
habitus/capital level of other musicians to ensure collective coordination, and as a result of the search for a
minimum common ground over the imagination of these possible borders, certain conventions take place.

Understanding the Rules of the Game

The sonic world of the game, in other words, the sonic informal conventions of the jam session etiquette were
emphasized in the previous section to reveal the ethnotheory. In this section, the rules of the game forming an
ideal jam session will attempt to be understood considering the behaviors and concepts complementing the sonic
one. In short, the ideal sociomusical aesthetic values of the game will be addressed following the
ethnomusicological model that Merriam (1964) has set up music through concept-behavior-sound. In this sense,
displaying the rules of the game also reveals the nature of doxa, as it refers to the founding presuppositions of
the field internalized by performative acts.

Doguhan Eren Karacan (personal communication, June 9, 2019), values the ability of guest musicians to comply
with different musical practices and to act flexibly by stating, “l think it is bad to say that | came here to play X’
genre”. Because multiple musical orientations of the jam sessions require players to be equipped with multiple
performative habitus at the individual level. On the other hand, the fact that jam sessions are not limited in terms
of genre, style, and instrument does not mean that a musician can perform the moves he/she wants independent
from other participants. On this subject, Can Koglar (personal communication, June 10, 2019) says, “His/her talent
with his instrument is in the background. | think the most important thing is to listen . . . He/she can play three or
four notes, but he/she plays it harmoniously and he/she finds himself/herself there”. Thus, for Koglar, the active
listening ability that can produce the sound patterns suitable for the flow is essential rather than how advanced
the musical ability of the participant is. In short, the ability to produce sound patterns suitable for the musical flow,
which functions as the rule of the game, reveals the importance of active listening, and also explains the
construction of music on the stage in layers, mostly through repeating patterns.

|
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Another element of the game that functions as a rule is that the musicians on stage should not perform any
predetermined sections or pieces. Bailey (1993:142) considers improvisation the “celebration of the moment”,
while Feige considers it to be “creating music inside the performance which is understood as a tangible time-
spatial musical event” (2016:31, emphasis in original). Both of them conceive of improvisation as the immediate
execution of musical expressions that are not based on predetermination. In parallel with this approach, it is not
appropriate etiquette for musicians to directly perform sections/pieces that they have already determined.
However, predetermined sections or pieces that have reference/allusion features during the performance are
exceptional in terms of the etiquette because the essence of the jam sessions is to be able to create instantaneous
collectively coordinated expressions. Karacan (personal communication, June 9, 2019) states that “If you play
something ready, written, you get a reaction after a while. When you play something written . . . you also drag the
rest of the team” and adds that such initiatives limit the musicians on stage. Koclar (personal communication,
June 10, 2019), on the other hand, says, “It can only happen when it is an experimental or spontaneous approach”
and states that the predetermined performances qualified as a referral/alluded to are not against the etiquette.
Because the ability of the performers, which is the essence of active listening, to adapt to sudden changes and
surprises in the musical flow, is preserved here.

Verbal statements and physical gestures that become etiquette, which are components of communication
between musicians on the stage, have an effective place in understanding musical construction. For example,
based on my participatory observation, | experienced that when | added a new pattern to the collective
performance, some musicians approved by tilting their heads forward on the stage. This situation, which is
compatible with my general observations, shows that the suitability of the moves performed by taking risks on
stage to the sound ideal can be embodied by a symbolic expression based on physical gestures. In addition to
physical gestures, verbal statements are seen in the form of stating tonality, musical genre, or style at the
beginning of the piece, saying the chord/tune while moving to a new section, and directing the course of the
music. However, | must indicate that the frequency and the referred importance of verbal statements and physical
gestures enabling communication and interaction in jam sessions are limited. Karacan (personal communication,
June 9, 2019) says, “Sometimes | get frustrated when people say ‘dude let’s play F minor blues?’.... | mean, if
you want F minor, just go for it . . . Verbally declaring it and forcing people to follow is against the mentality of the
jam session” and adds that he is in favor of limited use of verbal statements and he disapproves of verbal
statements used to interfere with the course of the music. In short, physical gestures and verbal statements that
are against the instantaneous nature of the jam sessions so much as to hinder active listening are deemed
inappropriate in the etiquette.

Based on the rules of etiquette that | have mentioned so far, the idea that vocals do not perform appropriately in
these jam sessions is common. For instance, Ali Deniz Uzun (personal communication, June 11, 2019) from the
audience says about the vocalists, “You haven’t worked as much as those people . . . When a vocalist comes
out, | go straight to the garden”. Similarly, one of the audience members, Emre Tastan (personal communication,
January 22, 2020) questions the presence of vocals in jam sessions by saying that “If there is not a very good
vocal in a good jam session, then there must be none”. Karacan, from a different perspective, states that he finds
it odd that the vocalists can try to direct the music by “giving the musicians solo” on the stage. Based on all these
expressions and observations, | can say that the vocalists constitute the most open to intervention and vulnerable
participants of the game. Beneath this lies the song-based vocalist habitus, which operates through
predetermined lyrics and melodies. Therefore, it is common for vocalists to lack the necessary performative
habitus, that is, the repertoire of acts, to accompany instrumental improvisation.
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Here, then, is the order of the rules of the game, the conventions of the etiquette that refer to the sociomusical
aesthetic values of the jam sessions that | have dealt with so far:

e  To be able to communicate and interact with musicians

e  To be able to produce sound patterns suitable for musical flow

. Not to perform any predetermined section/piece (except during jam session performance)
. Not to limit musicians through verbal statements and physical gestures

Here, the value given to active listening is at the core of the informal conventions that have a performative
character with the sedimentation of performances based on recurrence. The necessity of the participants
“listening to music”, which the interviewees frequently emphasize in the name of an ideal jam session, shows
itself in the four rules given above about etiquette. In other words, active listening, aimed at preserving the
instantaneous nature of improvisation and ensuring collective coordination, is central in all the norms that
constitute the rules of the game. In addition, the set of implicit rules above, which operate as the founding
presuppositions of the game, refers to doxa by operating in the ordinariness of jam sessions. Therefore, the
established and tacit rules of the game as part of the doxa show themselves to the players through the demands
and forces of the performative market.

Protecting the Rules of the Game

In line with the stranger concept of Simmel (1971), guest musicians are less restricted by norms, namely the rules
of the game, by their distant and objective position, which is not wholly dependent on the tendencies of the
collective. It is precisely for this reason that guest musicians often perform transgressive/dysphemist
performances that open up the rules of etiquette for discussion. Moreover, as a result of the game’s multi-musical
orientation, it is inevitable that some of the practices performed by guest musicians who have quite different
performative habitus/capital are not compatible with the etiquette. Thus, one can see that Yizen Oda, as the
game builder agent, has activated a censorship mechanism that includes certain intervention strategies to protect
the rules of the game. However, the intervention methods that constitute the censorship mechanism are aimed
at ensuring the functionality of the game at that moment rather than expelling the guest musician from the game
permanently.

Doguhan Eren Karacan (personal communication, June 9, 2019) says that when a guest musician violates the
jam session etiquette, there is no immediate intervention by the members of the collective, but a certain time is
granted for the guest musician. This situation shows the importance that the event places on hospitality and
equality, which is consistent with my observations. It is clear that a context in which the rules of the game are
applied without any compromise will harm the openness of jam sessions and the participatory nature. In other
words, it is essential for the game to be played with the maximum number of players despite the possible problems
that may occur during the game. Nevertheless, Karacan states that instant verbal warning may appear when a
guest musician attempts to perform a predetermined section/piece. Through such warnings, there is an attempt
to protect the “instant” nature of the event based on improvisation immediately. Karacan says that when certain
performances are not appropriate, musicians as members of the collective take the stage at the end of a piece
and take over the jam session, as a more covert intervention method compared to the instantaneous verbal
warning. This is called implicit complete censorship, which means total silence. It is implicit, as it is not possible
for the guest musician to notice that he/she has been intervened upon; and it is complete censorship, as the guest
musician is no longer on stage. Although | was a researcher who followed the jam sessions regularly and closely,
if this method of intervention had not been explicitly stated in the interviews, it would have been extremely difficult
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for me to notice. For this very reason, it is the most common intervention method used by the collective in jam
sessions.

Can Koglar (personal communication, June 10, 2019) says, “The pieces are not prolonged, we usually finish the
piece one way or another” and refers to the “finishing early” intervention method, which is very difficult to notice
by both the audience and the guest musicians. Thus, finishing the piece early is an implicit complete censorship,
just as members of the collective taking the stage and taking over the piece.

Another method of intervention is explicit partial censorship, which is a method where the members of Yiizen Oda
talk directly with the guest musician and explain the situation they find troubling. Although the instant verbal
warning on the stage, as | mentioned at the beginning, has a nature of explicit partial censorship, in this situation
members of the collective discuss with the guest musician who is thought to perform a transgressive/dysphemist
performance on the stage, followed by a general verbal warning. Regarding this method of intervention, Canberk
Hacibaloglu (personal communication, January 15, 2020) says, “Sometimes, | mean, we get a little nervous and
don’t know how to act and say something delicately, if the person is a regular, and then we just talk to them”. In
this case, the members of the collective explicitly tell the guest musician what musical expression(s) they feel
uncomfortable with and demand euphemism from the guest musician under the rules of the game.

Another method of intervention that | have observed and rarely used in the field of performance is explicit complete
censorship, which involves expulsion of the guest musician from the stage by an employee of the venue or a
collective member. As with the general verbal warning based intervention method | have just mentioned, this
intervention method can also bring the members of the collective and the guest musician against each other and
can pave the way for possible discussions and tensions. Experiencing such intervention, Eylem Atalay says:

The waiter came and said something like ‘they don’t want vocals on the stage anymore’. And | stepped
off the stage. Thinking like, you know, they just want instrumentals or something like that.

...After a while, a vocal came on the stage, and they allowed it, they did not ask them to leave (Eylem
Atalay, personal communication, June 9, 2019).

The fact that the intervention to Atalay is communicated to her by an employee is significant in terms of showing
the partnership of Yizen Oda and Haymatlos Mekan in attempt to protect the rules of the game. The guest
musician Banu Taylan (personal communication, June 9, 2019), who participated in the jam sessions with her
vocals, says, “Yes, one time, | was signaled to not sing as other musicians were improvising” and this is another
example of explicit complete censorship. In short, Taylan, just like Atalay, has to leave the stage as a result of a
sign, since she is not adequately communicating and interacting on the stage. In this case, both Atalay and Taylan
were subjected to interventions on the grounds that they were vocalists and could not provide the necessary
interaction according to etiquette. This situation is in line with the fact that some interviewees do not find the
vocalist habitus suitable to the jam sessions, as mentioned before.

Highly reputable names in the scenes of Ankara and Turkey such as Volkan Oktem, Cagr Sertel, Ediz Hafizoglu,
Sarpay Ozcagatay, and Sinasi Celayirodlu also attend the jam sessions. In light of my observations and
interviews, such names cannot be subjected to the demands of the jam session etiquette due to their high
accumulation of symbolic capital. Moreover, they can explicity demonstrate their musical competence by
performing more and being comfortable on the stage. At such moments, the effort to achieve collective
coordination based on active listening, which constitutes the essence of the rules, and the search for minimum
common ground, are temporarily suspended in favor of the guest musician with high symbolic capital. For
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example, | was able to closely observe a performance of the guitarist Sinasi Celayiroglu, who works as a lecturer
in the electric guitar branch of Hacettepe University Jazz Department and Ankara Music and Fine Arts University
Instrument Education Department (official denotations indicate the legitimacy of the symbolic capital) and who is
a highly reputable name in the Ankara jazz scene. In this jam session performance, the high volume of
Celayiroglu’s electric guitar, his confidence in his performance, and the attention given by other performers on
the stage were remarkable. In other words, the physical gestures and attention of the musicians on the stage
were directed towards Celayiroglu and the music was formed based on Celayiroglu, instead of on the collective
coordination effort seen in regular jam sessions. When | shared my observation with the collective members about
the change etiquette when a highly reputable guest musician participated in jam sessions, almost all of them
confirmed that this situation can actually happen. Karacan (personal communication, June 9, 2019) says that
such names are respected musicians and often called “abi (big brother)’. Again, Karacan says that the reason for
excessive performances by these musicians on the stage is their advanced musical competencies, in other words,
their embodied cultural capital approved within the scene. That is, even though the performances of the highly
reputable guest musicians have a transgressive/dysphemist nature in terms of the performative market of the
game, these performances are not perceived as such by Yizen Oda members and guest musicians and are
regarded as natural.

The second context in which the rules that | had observed directly throughout my fieldwork were temporarily
suspended involved the ability of Yizen Oda itself to instantly transform the performance model from a jam
session to a presentational performance as a result of its positional capital based on its role as the game builder
and rule-maker agent. At such moments, the collective disables the instantaneous nature and rules of sessions
by presenting their compositions to the audience at the venue. In short, the contexts where game rules are
suspended either as a result of attendance of highly reputable guest musicians with symbolic capital accumulation
from the Ankara and Turkey scenes or as a result of Yizen Oda switching to presentational performance, end
before being discussed by players due to the functionality of doxa.

Rewards of the Game

In the jam sessions, a participant accepts being a “player” by activating the illusio based on different motivations
according to their positions. Although the first condition for the players to attain rewards is to perform euphemist
performances in line with the demands of the performative market, exceptional players with high symbolic capital
can attain rewards by creating a new context with dysphemist performances. In any case, players who ensure
certain performative capital accumulation can also access other forms of capital. However, the nature of the form
of capital to be accessed is directly related to the in-game position of the player. At this point, Pedro’s (2014:78)
approach is very valid, which considers musicians participating in jam sessions in two different orientations as
amateurs seeking recreation and excitement, or professionals who seek to be musically active and introduce their
persona to the scene. The expectations of Ylizen Oda are that of a game builder that also acts as an agent and
has a professional orientation. The expectations of the guest musicians, who can be amateur or who have
professional orientation, from jam sessions are also different in certain aspects. The interviews conducted those
in different positions reveal the differences in expectations and approaches towards the game.

Doguhan Eren Karacan (personal communication, June 9, 2019) states that the jam sessions allow him to have
recreational time by meeting with his friends and to preserve his musical competency by preventing him from
staying away from his instrument. However, Karacan says, “If it wasn’t for the jam sessions . . . | wouldn't give
that much credit to listening”, and claims that he has focused on active listening instead of performing in a self-
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focused manner. Canberk Hacibaloglu (personal communication, January 15, 2020) says, “It is like a school for
all of us” and states that jam sessions create a confrontational environment in terms of musical competence and
help to recognize and eliminate deficiencies. Therefore, it is clear that the game has an educational function to
improve musical competencies under the demands of the performative market for the collective members of the
game. Thus, Yluzen Oda members often properly meet the demands of the performative market, which they
pioneered with the privilege of being a game building agent, and provide both a certain level of symbolic capital
accumulation and embodied cultural capital accumulation by taking advantage of the educational function of the
game. Considering that Yiizen Oda members recruited some prominent guest musicians or preferred them for
musical projects, it can be said that the jam sessions also provided social capital accumulation. In addition, the
collective covers the expenses of the studio, especially rented for their composition practices, with the income
from Haymatlos Mekén jam sessions. The game, therefore, provides economic capital gains to the collective as
a whole as well as individual gains.

Another incident for examination is the expectations/rewards lying behind the choices of guest musicians to
participate in the games and to become players. It is clear that Pedro’s (2014) distinction between amateur and
professional orientation, mentioned at the beginning of the section, can be concretized within the meaning that
guest musicians will attribute to the game. For example, Eylem Atalay (personal communication, June 9, 2019),
one of the professionally-oriented guest musicians, emphasizes the high musical competencies of Yiizen Oda
members and the educational and cultural capital gain of jam sessions by saying, “I think there are better equipped
musicians in that inner circle. | got inspired by them a lot”. Again, Atalay says, “I had the chance to meet new
musicians there. . . . | think this diversifies my life quite a lot”, emphasizing the social capital potential of the game.
For the professionally-oriented guest musicians who already have a high level of symbolic capital accumulation,
the game allows them to introduce their power to the scene again, aside from being a musical exercise. As |
mentioned at the beginning of the section, such exceptional guest musicians benefit from the rewards of the game
despite their transgressive/dysphemist performances. On the other hand, Banu Taylan, an amateur-oriented
guest musician (personal communication, June 9, 2019) says that she likes to “play with sounds” because she is
focused on entertainment and excitement, and generally appreciates improvisation and being on the stage.
Therefore, for Taylan, the biggest reward of playing the game is recreation. For amateur-oriented musicians,
being on the stage represents an exceptional and recreational process. It can be said that possible symbolic
capital gains may be limited in general, as amateur-oriented musicians do not have the intention of directly
introducing their power to the scene. Finally, all guest musicians, regardless of their amateur-professional
orientation, are rewarded by the venue with a one-time beer voucher if they perform on the stage. This practice,
which encourages participation in the game, is a limited contribution of economic capital for guest musicians.

Conclusion

In the Haymatlos Mekén jam sessions with Yiizen Oda, the rules of the game are directed towards the behavior
of musicians that prioritize active listening rather than directly describing musical sounds. Considering this
following Merriam’s concept-behavior-sound based ethnomusicological model, the concepts and behaviors in the
game clearly precede the sound. In other words, the “social” in the sociomusical aesthetic values that constitute
the rules of the game is decisive in how the musical sound will be heard. Under this, there is the idea that if the
game, which does not have a genre, style, or instrument limitation, is based on purely sonic rules, the desired
broad level of participatory nature will be damaged. It is precisely for this reason that Haymatlos Mekan jam
sessions, which are structured through Yizen Oda, are a performance field where musicians have to be limited
by the performative habitus/capital level of other musicians to ensure collective coordination. Moreover, jam
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sessions take place over musical conventions/clichés in line with the search for a minimum common ground over
the imagination of possible boundaries. In this sense, the performative habitus, which includes the euphemist
repertoire of acts of guest musicians following the multiple musical orientations of the game, enables the healthy
functionality of the game by ensuring certain performative capital gains. On the other hand,
transgressive/dysphemist performances caused by the poor repertoire of acts or deliberate acts of a guest
musician are censored with implicit-explicit/partial-complete intervention strategies developed by Yizen Oda to
protect the game. In this respect, based on my observations and interviews, | can say that vocalists are the most
vulnerable players in the jam sessions because the vocalist habitus is mostly based on songs with predetermined
lyrics and melodies. Thus, the song-based tendencies embodied in the performances of vocalists create a
situation open to intervention, as they offer a limited repertoire of acts on how to accompany instrumental
improvisation according to the rules of the game. On the other hand, when looking at jam sessions as a microcosm
performance field, defined within the limits of the macrocosm, the rules of the game can be suspended by a
musician with a high level of symbolic capital accumulation from the Ankara or Turkey scene. The performances
of such highly reputable guest musicians, which can be perceived as dysphemist in the regular course of sessions
are considered natural. Therefore, although the session is autonomous to a certain extent by developing its own
rules, there are limits for a musician with high capital accumulation to how far he/she may break and redefine the
agency role. Another context in which the rules are suspended occurs when Yiizen Oda transforms the
performance model from a jam session to a presentational performance, due to its positional capital as a game
builder and rule-maker. In short, while in the first context there is an unconscious and external interference, in the
second context there is a conscious and internal decision based on the special position of the collective. Such
situations, which refer to the irregular functioning of the game, are perceived naturally by the participants through
the activity of doxa. Finally, the rewards corresponding to the economic, social, cultural, and symbolic forms of
capital reflecting the illusio of the game, musicians can attain mostly through euphemistic performances
compatible with the performative market, but only in exceptional circumstances through dysphemist
performances.
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RAUF YEKTA BEY’IN COCUKLUK HATIRALARI

Celal Volkan KAYA!
Abstract

Rauf Yekta Bey (1871-1935), renowned Turkish musicologist, left a vast collection of musical sources
after his passing away. The collection, inherited by one generation to the next, includes manuscripts,
rare books, scores, photographs, drafts, notes and letters. These documents, excepting a few, are yet
to be studied. The scholars who had a chance to study the collection were mainly focused on the
documents which enlighten some lesser-known parts of the life of Rauf Yekta Bey.

Research Group for Ottoman/Turkish Music (OTMAG), founded within Istanbul Technical University,
studied the collection partially. During a 9-day period, members of OTMAG looked into the details of
the collection to a certain extent. Placed into hundreds of envelopes and four safe deposits, it would be
impossible to see and examine every item of the collection within nine days. Hence, the group scanned
the list of the collection, prepared by Rauf Yekta Bey’s grandchild Yavuz Yektay and great-grandchild
Cem Yektay, thoroughly. The outcome of the study, a catalogue of the selected materials, was
published.

During the study, research group came across an interesting document. The document which was
written by Rauf Yekta Bey himself includes his childhood memoir. First seven pages of the document
were lost. The remaining part, paged eight to thirteen, contains Rauf Yekta Bey’s memoir of his life
when he was 5 to 7 years old.

The document is of great importance with regard to Rauf Yekta Bey’s biography. The life of Rauf Yekta
Bey is mostly well-known, but information on his childhood is very limited and insufficient. The memoir
provides rare glimpses into his educational life, as well as the roots of his interest in music. For instance,
the memoir clearly shows up that Rauf Yekta Bey was deeply interested in studying and education from
his younger ages. He strictly emphasizes that he was very keen on his lessons and interested in getting
awards due to his accomplishments at school. The text also shows that he was fluent in Armenian
language, alongside other foreign languages. On the other hand, it was also revealed that his interest
in music, encouraged by his father, started during his childhood and he was appointed as head chanter
at his school when he was five years old.

This study thoroughly examines the literature on Rauf Yekta Bey’s biography and contributes the
subject with new information. Details of the memoir is compared with the literature and improved with
other supporting documents.

Keywords: Rauf Yekta Bey, biography, memoirs
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Giris

Rauf Yekta Bey’in, Turk mizigine dair 6nemli kaynaklar iceren genis bir kiitiphaneye sahip oldugu bilinir. Rauf
Yekta Bey hakkinda yayinlanan ilk yazilardan itibaren giinimize degin, koleksiyonunun genigligine ve icerdigi
kaynaklarin 6nemine dair birgok husus sdylenmistir. Bu yazilarda genellikle, kitliphanede bulunan tek niisha el
yazmasi kaynaklara dikkat ¢cekilmektedir.2 Rauf Yekta Bey’in vefatinin ardindan nesilden nesile aktarilarak ailesi
tarafindan muhafaza edilen séz konusu kitliphaneyi kisitli siirelerde inceleme imkéni bulan az sayidaki mizik
arastirmacisi ise, el yazmasi kitaplar tizerinde calisma firsatini nadiren elde edebildiklerinden olsa gerek, daha
ziyade Rauf Yekta Bey’in hayatina isik tutacak ve bazi calismalarini detaylandiracak belgeleri yayinlamayi tercih
etmigtir. Bu belgeler, s6z konusu koleksiyondan bahseden kaynaklarda anilmazsa da Rauf Yekta Bey’in
bilinmeyen yénlerini aydinlatmasi bakimindan blyik 6neme sahiptir. Bu yazida, Rauf Yekta Bey’den geriye kalan
koleksiyon Uzerinde yapilan son calismalar esnasinda gin yuzine c¢ikan ve Rauf Yekta Bey’in ¢ocukluk
hatiralarini iceren bir belge ele alinacaktir.

Rauf Yekta Bey'den intikal eden koleksiyon (izerinde yapildigi yukarida belirtilen ¢alisma, istanbul Teknik
Universitesi Tirk Musikisi Devlet Konservatuari binyesinde 2014 yilinda kurulmug olan Osmanli/Tark Mizigi
Aragtirmalar Grubu (OTMAG) tarafindan gerceklestiriimistir. Rauf Yekta Bey’in ailesi tarafindan muhafaza edilen
koleksiyon, dort banka kasasinda korunan 11 adet el yazmasi ve nadir basma kitabin yani sira 26 sandik
icerisinde, zarflanmis vaziyette bulunan (Yektay, 2018:VI) muhtelif el yazmasi risaleleri, nadir basma kitaplari,
yazma nota defterlerini, fotograflari, miisveddeleri, notlari, mektuplari icermektedir. Béyle genis bir koleksiyonu
kisith bir siire icinde tamamiyla incelemek mumkiin olamayacagindan, Rauf Yekta Bey’in torunu Yavuz Yektay
ile onun oglu Cem Yektay’in dijital ortamda hazirladiklan liste (URL-2) tizerinde 6n ¢calisma yapilarak bazi zarflar
belirlenmis ve detayli bir sekilde ele alinmistir. Arsivden bu suretle yapilan seckinin katalogu, 2018 yilinda
yayimlanmistir (Dogruséz, 2018).3

Rauf Yekta Bey’in Gocukluk Hatiralarini iceren Belgenin Tanitimi

Bahsi gegen calismayi gergeklestirirken dikkatimizi ¢ceken zarflardan birinde, Yavuz Yektay ve Cem Yektay (URL-
2) tarafindan hazirlanan listede A-214 kodunu tagiyan ve “6 sayfa Osmanlica el yazisi hayatindan kesitler anlattig
yazisi” agiklamasiyla tanimlanan belgeler bulunuyordu. Yukarida bahsi gecen katalogda da yer verilen bu belge
icin su agiklama yapilmistir:

A-214

Rauf Yekta'nin ¢ocukluk hatiralari. Elde 8-13 numarali 6 sayfalik bir kismi bulunan bu metin, Rauf
Yekta'nin hicri 1294-1295 (miladi 1877-1878) vyillarindaki, yani 6-7 yaslarindaki hatiralarini
icermektedir. (Dogrus6z, 2018:159)

S6z konusu belgenin ilk yedi sayfasi, arastirmalarimiz sirasinda bulunamamistir. Diger taraftan, metnin 13.
sayfada sona erip ermedigi de acik degildir. 26 sandik igcerisinde bulunan ylzlerce zarfta muhafaza edilen

2 Kutiiphanede bulunan el yazmasi kaynaklar igin bkz. Dogruséz, 2018:3-78.

® 86z konusu inceleme, Rauf Yekta Bey’in torununun oglu merhum Cem Yektay’in, nezdindeki koleksiyonu OTMAG Uyelerine
comertge sunmasi sayesinde gergeklesebilmistir. istanbul Teknik Universitesi Bilimsel Arastirma Projeleri Koordinasyon Birimi
tarafindan desteklenen “Rauf Yekta Bey'in Kiitliphanesinde Bulunan Yazmalar Uzerine Kataloglama ve inceleme Calismasi”
(Proje Kodu: 39680) baslikli proje kapsaminda, 2015-2016 yillarinda araliklarla devam eden ve dokuz is guni suren galismada
grup koordinatért Prof. Dr. Nilgtin Dogruséz ile Prof. Dr. Ali Ergur, Dr. Mustafa Erkan, Dr. Dilhan Yavuz, Ars. Gor. Duygu Tasdelen,
Demet Urus Kir, Ani Arsu, Salih Demirtag ve Celal Volkan Kaya gérev almistir. inceleme ve katalog hazirlamanin yani sira bazi
belgelerin tzerinde galisiimasina ve yayinlanmasina misaade eden Cem Yektay’i sayg ve rahmetle aniyorum.
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koleksiyonun herhangi bir yerinde eksik sayfalarin bulunmasi muhtemel olmakla birlikte, Yavuz Yektay ve Cem
Yektay (URL-2) tarafindan hazirlanan listede buna dair bir ipucuna rastlanamamistir.

Elde bulunan alti sayfalik kisim Rauf Yekta Bey’in kaleminden ¢cikmadir. Mevcut sayfalarda herhangi bir sekilde
Rauf Yekta Bey’in ismi gecmemekte ise de yazi karakteri, belgedeki yazinin Rauf Yekta Bey’e ait olduguna dair
stiphe birakmamaktadir. Belgenin eldeki ilk sayfasindaki yazi (Sekil-1) ile Rauf Yekta Bey’in imzasini tagiyan bir
baska belgedeki yazi (Sekil-2) karsilastirildiginda, yazilarin ayniyeti goriilmektedir.
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Sekil-1: Rauf Yekta Bey’in ¢ocukluk hatiralarinin elde bulunan sayfalarinin ilki (Dogruséz, 2018:159)
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Sekil-2: Rauf Yekta Bey’in, 1916 yilinda evinin yanmasi Gzerine verdigi dilekgce?* (Devlet Arsivleri Bagkanligi
Osmanli Arsivi, Bab-1 Ali Evrak Odasi, 4395-329569-2)

* Dilekgenin tam metin olarak Latin harflerine aktariimis sekli icin Ek-2’ye bakiniz.
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S6z konusu belgede bulunan hatiralar, yayinlanmak Uzere kaleme alindidi izlenimini uyandirmaktadir. Bazi
ifadeler, dipnotlarla agiklanmigtir. Rauf Yekta Bey’in, metni yazdiktan bir siire sonra tekrar inceledigi ve bazi
duzeltmeler yaptigi gérilmektedir. Fakat buna ragmen bir yerde, hatirlayamadigi bir unvanin yeri bos kalmigtir.
Bu haliyle metnin, Rauf Yekta Bey’in yayinlamak icin hazirladigi fakat son seklini vermedigi ¢cocukluk hatiralari
oldugu soéylenebilir.5 Rauf Yekta Bey’in hazirladigi bu yazi, yayinlanmak (izere hazirlandigi anlasiimakla birlikte
basili kaynaklarda gérilmemektedir.

Rauf Yekta Bey’in Cocukluk Yillarina Dair Bilinenler

Rauf Yekta Bey’in biyografisini aktaran kaynaklarda, ¢cocukluk yillarina dair verilen bilgiler olduk¢a sinirl ve
birbirinin tekrari mahiyetindedir. Bu bakimdan s6z konusu metin, Rauf Yekta Bey’in biyografisi icin dnemli katkilar
saglamaktadir.

Rauf Yekta Bey’in anlatimina dayanilarak kaleme alinan iki biyografisi gértlmustdr. Bunlarin ilki, 13 Subat 1918
tarihli Atf gazetesinde cikmistir. Eséatiz-i Ati Galerisi adll kdsede Nevai miistear adl bir yazar tarafindan kaleme
alinan biyografi, “Ustad-1 Misiki Rauf Yekta Bey Hakkinda” baghgiyla yayinlanmigtir (Nevai, 13 Subat 1918:1-2).
Bu kaynakta Rauf Yekta Bey’in cocuklugu ve egitim hayatiyla ilgili verilen bilgiler su sekildedir:

Mehmed Rauf Bey, (...) merhum Ahmed Bey’in oglu olup 5 Muharrem 1288'de istanbul’da Aksaray
civarinda dogmustur. ibtidd Simkeshane Mektebinde okumus, muahharen Mahmudiyye
Risdiyyesi’nden aliyyilala sehadetname ile ¢cikmistir. 1301 senesinde (...) Divan-1 Himayun kalemine
devama basglamis, “Yekta” mahlasini da mezk(r kalemde almistir. Ayni zamanda Lisan Mektebi'ne
girerek yine aliyyllaléa sehadetname almis, Arabi ve Farisi lisanlarini hususi muallimlerden, hikmet-i
tabiiyyenin savt bahsini de Salih Zeki Bey’den tederrls eylemistir. (Nevai, 13 Subat 1918:1)

1926 yilinda Rauf Yekta Bey’le gériserek hayat hikayesini kendi agzindan dinleyen Enver Behnan Sapolyo’nun

verdigi bilgiler de Nevai’nin verdigi bilgilerle olduk¢a benzesmektedir:

Rauf Yekta H. 1288 — M. 1872 tarihinde Istanbul’da dogmustur. (...) merhum Ahmed Arif Bey’in ogludur.
Rauf Yekta ilk defa Simkeshane Mektebi’nde okumus, sonralari Mahmudiyye Rusdiyyesi’nden yiksek
derecede sahadetname almistir. 1885 tarihinde (...) Divan-1 Himayun kalemine devama baslamis,
“Yekta” mahlasi da kendisine bu kalemde verilmistir. Ayni zamanda Lisan Mektebi’ne de devam ederek
buradan da yuksek derece ile mezun olmustur. Arabi ve Farisi dillerini hususi muallimlerden, fizik
dersini de merhum riyaziye Ustatlarindan Salih Zeki Bey’den tederris etmistir. (Sapolyo, 1965:334, 350)

Rauf Yekta Bey’in agzindan farkli tarihlerde farkh kisiler tarafindan aktarilan yukaridaki bilgiler, Devlet Arsivleri
Baskanligr'nda bulunan sicilindeki bilgilerle de uyusmaktadir:

Mehmed Rauf Yekta Bey, Mekt(bi-i Seraskeri kalemi miimeyyiz-i evveli miteveffa Ahmedé Bey’in
mahdumudur.

Bin iki yliz seksen sekiz senesi Muharrem{’l-haraminin besinde Dersaadet’te tevelliid eylemistir.

Mekatib-i ibtidaiyyede mukaddeméat-1 ulimu ve Mahmudiyye Rusdiyyesi'yle Lisan Mektebi'nde
muretteb dersleri tahsil ve ikmal ederek iki kita sehadetname almigtir. Arabi ve Farisi tefehhiim ve

® Hatiratin tam metin olarak Latin harflerine aktariimis sekli icin Ek-1’e bakiniz.
® Bu kelimeden sonra farkli bir kalemle “Arif” isminin ilave edildigi goriilmektedir.
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Turkge ve Fransizca tekellim ve kitabet eder.

Bin ¢ yuz bir senesi Sevval’inin on (glnde (...) Divan-1 Himayun kalemine dahil [olmustur]. (Devlet
Arsivleri Bagkanligi Osmanli Arsivi, Dahiliye, Sicill-i Ahval Defterleri, nr. 46, s. 285; Musiki Mecmuasi,
1971:9)

Cocukluk ve gencligiyle ilgili bilgi veren diger kaynaklarda da yukaridaki alintilarda aktarilan bilgiler
tekrarlanmaktadir. Konuyla ilgili orijinal katkilara, Rauf Yekta Bey’in ailesinden aldigi bazi belgeler ile sézlu bilgileri
nakleden Murat Bardak¢r’nin hazirladigi biyografide rastlanmaktadir:

Ahmed Arif Bey'le ikbal Hanim’in oglu olan Mehmed Rauf, 5 Muharrem 1288'de (27 Mart 1871)
istanbul’da Aksaray, Muhtesip Karagéz Mahallesi’nde, ailesinin simdi istanbul Belediye Sarayrnin
oldugu yerde bulunan konaginda diinyaya geldi (...).

(..)

Mehmed Rauf, 3-4 yaslarindayken, Alemdag’a ailece yapilan bir gezide, yayli arabanin okunun
annesinin gégsune girmesi sonucu 6ksuiz kalir. Babasi Ahmed Arif Bey, Yildiz adinda bir bagka hanimla
evlenir ve Mehmed Rauf, kendisine livey anneligi hissettirmeyen Yildiz Hanim tarafindan buyutulirken,
yedi yasinda bulundugu sirada, bir ¢icek hastaliginin ardindan babasini da kaybedince, vasiligini o
dénem Istanbul’'unun taninmig zenginlerinden Altunizade stlenir.

Simkeshane ibtidaisi’ni ve 15 Temmuz 1300’'de (28 Temmuz 1884) Mahmudiye Riisdiyesi'ni aliyyiilala
dereceyle bitirdikten sonra, 13 Sevval 1301 (6 Adustos 1884 Carsamba) glind, (...) Divan-1 Himayun
Kalemi’'ne girer. ik gérevi, katip yardimcihgidir. Bu arada, kiiglik Said Paga’nin Fransizca égretimi igin
acmis oldugu Lisan Mekteb-i Alisi'ne de kaydolarak, gok iyi derecede Fransizca 6grenir ve dért yil sonra
diploma alir. (Bardakgi, 1986:8)

Rauf Yekta Bey’in Cocukluk Hatiralarindan Yagsaméykiisiine Dair Edinilen Bilgiler

Rauf Yekta Bey’in kaleme aldigi ¢cocukluk hatiralarinin elde bulunan kismi, hicri 1294-1295 [16 Ocak 1877 — 4
Ocak 1878 /5 Ocak 1878 — 25 Aralik 1878] yillarina aittir. Ayrica, hicri 1293 [28 Ocak 1876 — 15 Ocak 1877] yili
hatiralarinin da son kismi mevcuttur. Diger bir deyisle metin, Rauf Yekta Bey’in bes yasina ait hatiralarinin son
kismiyla baglamakta ve alti ile yedi yaslarini da kapsamaktadir.”

Rauf Yekta Bey, cocukluk hatiralarinin hicri 1293 yilina ait olarak elde kalan kisminda, bazi okul arkadaslarindan
bahsetmektedir. Bunlar, Numune-i Terakki Mektebi 6gretmenlerinden Hafiz Cemal Efendi, Ugiinci Daire
katiplerinden Galip Efendi, Mekteb-i Milkiyye mezunlarindan Ali Efendi, “tarik-i aliyye”den8 Tahsin Efendi, Bahriye
zabitlerinden Baki Efendi ve Udi Asaf Efendi’dir.® Rauf Yekta Bey, isimlerini siraladigi alti okul arkadasina, aradan
14-15 yil gectikten sonra, yani 1890-1892 yillarinda tesadif ederek yeniden gérismeye baslamistir. Burada

" Hatiralarda anlatilan olaylar icin kesin tarihler -dogal olarak- verilmediginden &tiirii olaylarin genellikle yalnizca hicri yillari,
nadiren de aylari bellidir. Hicri yillarin miladi yila aktariminda, iki takvim yilinin giin miktar farklh oldugundan dolayi, bir hicri yil iki
miladi yilin guinlerine yayilmaktadir. Dolayisiyla yas hesaplamasinda miladi tarih esas alindiginda, Rauf Yekta Bey’in yasini strekli
olarak yaklasik sekilde belirtrmek gerekmektedir. Bu sebeple, makalede gegen yaslar, dénemin aliskanhdina da uygun olarak hicri
yila gére hesaplanmistir.

8 Hemen her tarikat igin “tarik-i aliyye” nitelemesi kullaniimakla birlikte burada, Rauf Yekta Bey’in de mensubu oldugu Mevleviligin
kastedildigi kuvvetle tahmin edilebilir.

° Rauf Yekta Bey, Udi Asaf Efendi’nin katip oldugunu belirtmekle birlikte hangi kurumda gérevli oldugunu hatirlayamadigindan
dolayr metnin ilgili yerini bos birakmistir.
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bahsedilen okulun, Rauf Yekta Bey'in biyografilerinde ilk bagladigi okul olarak kaydedilen “Simkeshane Mektebi”
oldugu aciktir (Nevai, 13 Subat 1918:1; Sapolyo, 1965:334; Bardakgi, 1986:8).

Rauf Yekta Bey’in hicri 1294 yili hatiralar, bir yanginla baslamaktadir. Aksaray’da, Muhtesip Karagdz
Mahallesi’nde dogan Rauf Yekta Bey'in, bugiinkii istanbul Bilylksehir Belediyesi binasinin yerinde bulunan evinin
(Bardakei, 1986:8) mustemilatiyla birlikte yandigi, hatira metninde belirtiimektedir. Aile, bir yil énce satin alinan
ve yine Aksaray’da bulunan késke tasinmistir. Rauf Yekta Bey’in bu yeni kdskten bahsederken “yine Aksaray’da”
demesi, yanan bir 6nceki evlerinin de Aksaray semtinde bulundugunu géstermekte ve kaynaklarda verilen bilgiyi
desteklemektedir.10

Bir middet Aksaray’da sahip olduklar diger kdskte oturan aile, Rauf Yekta Bey’in babasi Ahmed Arif Bey’in istegi
Gzerine hicri 1294 yilinin Zilhicce ayinda [7 Aralik 1877 — 4 Ocak 1878] Sariyer’e tasinmistir. Rauf Yekta Bey’in
Sariyer i¢in “me’va-y1 kadimimiz” [eski yurdumuz] tabirini kullanmasi ilgi ¢ekicidir.

Bu tarihte alti yasinda olan Rauf Yekta Bey, hatiralarinda kaydettigine gére her giin blyuk zorluklarla Sariyer’den
Simkeshane Mektebi’ne gidip gelmekteydi.!* Bir glin 6gretmenin Farsca dersini yarim saat uzatmasi sebebiyle
evine zorlukla ve gec¢ saatte gitmesi, babasinin ¢ok endiselenmesine sebep olarak, Rauf Yekta Bey’in
Simkeshane Mektebi’nden alinmasina yol acti. Ahmed Arif Bey, oglunu bir daha okula géndermemeye yemin
ettigini sdylese de Rauf Yekta Bey’in ¢ok Gzilmesi (izerine bir siire sonra kararindan vazgecti. Diger taraftan,
nesillerden beri orta ve ylksek derecede burokratik goérevler Ustlenen Reisulkittabzadeler ailesine mensup
Ahmed Arif Bey’in,'2 oglunu alti yasindayken okuldan almasinin mimkin olmayacagi da agiktir. Ahmed Arif
Bey’in bu kararinin, ¢ok ku¢lk yasta olan oglunun eve ge¢ vakit ddnmesinin verdigi tedirginlikten kaynaklandigi
anlagiimaktadir.

Rauf Yekta Bey, 1295 yilinin Cemaziyilevvel ayinda [3 Mayis — 1 Haziran 1878] Biylikdere Ermeni Mektebi’ne
babasi tarafindan kaydettiriimistir. Ahmed Arif Bey, oglunun Fransizca ve Ermenice 6grenebilecegini dlstinerek
bu okulu tercih etmistir. Bu dénemde okulun mudiri ve 6dretmeni Sahak Hanciyan Efendi'ydi.’® Artik yedi
yasinda olan Rauf Yekta Bey, okul arkadaslarinin blyik ¢ogunlugunun Ermeni oldugunu, Ermeni ¢ocuklari
disinda Hamamci Kadri Bey’in oglu Abidin Efendi’nin, babasinin ismini hatirlayamadigi Nesib Bey’in ve Cerrah
Riza Efendi’nin oglu Sacid Efendi’nin de égrenci olarak bulundugunu aktarmaktadir.

iki yabanci dil birden 6grenmeye baglayan Rauf Yekta Bey, Ermeniceye Fransizcadan daha fazla ilgi gdsterdigini
belirtmektedir. Rauf Yekta Bey’e gére bunun bir sebebi Ermenicenin Fransizcaya gére daha kolay olmasi, diger

' Rauf Yekta Bey, yasaminin ileriki dénemlerinde tekrar Muhtesip Karagéz Mahallesi’ne tasinmistir. Bunu, Devlet Arsivleri
Baskanligi Osmanli Arsivi’nde bulunan bir dilekgeden &greniyoruz (Sekil-2). Rauf Yekta Bey bu dilekgesinde, Muhtesip Karagéz
Mahallesi’nde bulunan evinin, igindeki esyalariyla birlikte 21 Ocak 1916 giinii gikan yanginda yok oldugunu belirterek édenmesi
geciken maaslarindan iki aylik kismin 6denmesini talep etmistir. Dilekgenin tam metin olarak Latin harflerine aktariimis sekli igin
Ek-2'ye bakiniz.

"' Beyazit ile Laleli arasinda bulunan, altin, giimiis ve sirma iglemecilerinin galistigi bir yapi olan Simkeshane’de bir sibyan
mektebinin de bulundugu bilinmektedir (DIA, 2009:211). Sariyer ile Simkeshane arasindaki mesafe kus ugusuyla yaklagik 19
kilometredir.

2 Rauf Yekta Bey’in babasi Ahmed Arif Bey, Harbiye Nezareti Mektlbi-i Seraskeri Kalemi birinci miimeyyizidir. Onun babasi
Mehmed Emin Efendi, ilmiye sinifindandir. Mehmed Emin Efendi’nin babasi ise reistlkuttab vekili Hiseyin Hisni Bey’dir. Hiseyin
Husni Bey’in babasi Abdullah Bey, Dergah-1 Mualla kapicibasilarindandir. Abdullah Bey’in babasi ise Yenigeri agasi iken kaptan-
1 deryaliga getirilen Aga Huseyin Husnl Pasa’dir (Nevai, 13 Subat 1918:1; Sapolyo, 1965:334; Bardakgl, 1986:8).

'3 Sahak Hanciyan (1843-1910), miizisyen, sair ve egitimci olup Bilylikdere Ermeni Mezarligr'nda medfundur (URL-1). Rauf Yekta
Bey, Buyikdere Ermeni Mektebi’'ne kaydolunarak Sahak Hanciyan’in “dest-i terbiyetine” [egitici eline] teslim edildigini yazdigi
esnada buraya parantez iginde bir tnlem isareti ilave etmistir. Bu isaret, Sahak Hanciyan’in egitmenliginin Rauf Yekta Bey
tarafindan begenilmedigine dair bir belirti olmalidir.

' 4,



54120 B

bir sebebi ise cogunlugu Ermeni olan okul arkadaslariyla iletisim kurabilmek icin Ermenice bilmesinin gerekli
olusudur. Bununla birlikte Rauf Yekta Bey, Fransizca 6greniminde de basarili oldugunu kaydetmistir.

Ermeniceyi alti ay icinde “Ermeniler kadar sdylemeye” basladigini belirten Rauf Yekta Bey, bu dersteki
basarisindan dolayi “baryo” adi verilen bir tir takdirname aldigini ifade etmektedir.

Rauf Yekta Bey, elde bulunan ¢ocukluk hatiralarinin son kisminda, yine hicri 1295 yilina ait olaylar anlatirken,
Buyukdere ve Sariyer halkinin kendisini tanimaya basladigini aktarmigtir. Bu tarihte yedi yasinda olan Rauf Yekta
Bey, iyi Ermenice bildigi icin bazi aksamlar Ermeni okul arkadaslarinin aileleri tarafindan davet edildigini
kaydetmektedir. Blyukdere’de “kilise agalar” tabir edilen Ermeni ileri gelenlerinin sayesinde civardaki neredeyse
tim Ermeniler tarafindan taninip sevildigini belirten Rauf Yekta Bey, bildigi bazi muzik eserlerini davet edildigi
evlerde seslendirdigini de ifade etmektedir. Biylkdere’nin yani sira Sariyer halki tarafindan da sesinin
guzelliginden 6turd tanindigini belirten Rauf Yekta Bey'in cocukluk hatiralarinda aktardigi olaylar, burada
kesilmektedir.

Rauf Yekta Bey’in Cocukluk Hatiralarindan Karakterine iligkin Bazi Gzlemler

Hatira metni okundugunda ilk basta gbze ¢arpan hususlardan biri, Rauf Yekta Bey’in basarili ve egitime yoénelik
ilgi duyan bir 6grenci olusudur. Bu ilgisini kendisi de “Derse calismak hususunda bi’l-hilkat [yaratilistan] gayretle
me’lif oldugumdan [alistigimdan]...” diye belirtmektedir. Eve ge¢ kalarak okuldan alinmasina sebep olan Fars¢a
dersini Rauf Yekta Bey, tumturakl bir dille éverek séyle anlatmaktadir:

Muallimimizin anber-ves beyani ve dersimiz olan Farisi’nin mebhas-i in G ani mahall-i ikametimi
zihnimden killiyyen ref ettiginden dinya ve méfihdmi unutup zan(-zede-i rahle-i ders oldugum ve
hécenin takrir-i seker-sikenini istimda plr-heves bulundugum cihetle bevvabin kapidan girip vakit
gecmis olmasi miinasebetiyle derse artik hitdm vermesini haceye ihtar ettigi vakit peder ve ev hatirrma
geldi.

[Ogretmenimizin anber gibi anlatimi ve dersimiz olan Farsga’nin susu ve busu, ikamet yerimi zihnimden
tamamen giderdiginden, diinyadaki her seyi unutup ders rahlesinde diz ¢6kmiis oldugumdan ve
hocanin tatli s6zlu anlatisini dinlemek i¢in heves dolu bulundugumdan dolayi, hizmetlinin kapidan girip
vakit gegmis olmasi munasebetiyle derse artik son vermesini hocaya hatirlattigi vakit peder ve ev
hatinma geldi.]

Babasi ertesi sabah bir daha okula gidemeyecegini sylediginde, Rauf Yekta Bey yere yigilacak gibi olmugtur.
Bu kadar etkilenmesini dogal gérmekte ve etkilenmesinin sebeplerini maddeler halinde agiklamaktadir. Rauf
Yekta Bey,

Sinifinin birincisidir ve hocalari tarafindan ¢ok sevilmektedir;

2. Arkadaslari arasinda sevilen bir gocuktur;

3. Birsinav sonucunda 6diil olarak kazandigi ancak evinde ¢ikan yanginda yok olan saatin verdigi azimle
yeniden bir sinavda 6dil kazanmay! istemektedir;

4. “Sultan efendimiz hazretlerinin” iltifatini kazanmak “arzusuna tamamen maglup” hissetmektedir;

5. llahicibasi oldugundan dolayi dogal olarak duydugu sevk ile arkadaglarina “kumanda etmeyi”
sevmektedir.

Bdylesine sevdigi okuluna bir daha gidemeyecegini 6grenen Rauf Yekta Bey, o anki hissiyatini “(...) degil titremek,
basimi yerden yere vursam izéle-i ye’s edemeyecek [UzintimU gideremeyecek] idim” sézleriyle ifade etmektedir.
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Hicri 1295 yilinin Cemaziyllevvel ayinda [3 Mayis — 1 Haziran 1878] Blyukdere Ermeni Mektebi’ne kaydettirilen
Rauf Yekta Bey, Fransizca ve Ermenice 6grenmeye baslamisti. Yukarida da deginildigi tizere Rauf Yekta Bey
Ermeniceye karsi blyuk bir ilgi duyuyordu. Hem ders ¢alismak konusunda yaratilisi geregi gayretli oldugundan,
hem Ermeni cocuklarina karsi basarisiz olmayi kendisine yediremediginden, hem de okul mudarinin
tevecciihini kazanmak istediginden dolay1 Rauf Yekta Bey, Ermenice derslerine ¢ok calisarak neticede “baryo”
adi verilen bir nevi takdir belgesini kazanmigtir. Bu basarisinin karsisinda Ermeni arkadaslarinin gésterdigi
kiskancliktan dolayi da ayrica seving duydugunu da 6zellikle kaydetmektedir.

Ahmed Arif Bey ise, oglunun basarisi karsisinda g6z yaslarini tutamamis ve yasinin ilerledigi bir dénemde
dinyaya gelen Rauf Yekta Bey’e, kendisiyle yeterince ilgilenemedigini, simdi o ne isterse yapacagini séylemistir.
Buna karsilik, Rauf Yekta Bey’in, toplami 27 adedi bulan kitaplarinin ciltlettiriimesini istemesi dikkat cekmektedir.
O tarihte yedi yasinda olan Rauf Yekta Bey’in aklina, babasinin “ne istersen onu séyle” demesine karsilik kitap
ciltlettirmek gelmesi, ileriki yillarda yapacag ¢alismalarin bir habercisi gibidir. Bu istek tizerine Ahmed Arif Bey
hemen ertesi glin kitaplar ciltlettirmeye gétiurmus ve bir hafta sonra butun kitaplar “yaldizh, cicili bicili yapilmig”
sekilde gelmistir.

Degerlendirme

Rauf Yekta Bey’in cocukluk hatiralari, hayat hikdyesinde yer almayan bazi unsurlari ortaya ¢ikarmaktadir. Her
seyden 6nce, resmi sicil belgesinde dahi bulunmayan Blyikdere Ermeni Mektebi ve Ermenice bilgisi hususlari,
Rauf Yekta Bey'’in biyografisi icin olduk¢a énemlidir. Diger yandan okudugu ilkokullara iligkin olarak ortaya ¢ikan
yeni bilgiler, sicil belgesindeki “Mekatib-i ibtidaiyyede mukaddemat-1 uldmu (...) tahsil ve ikmal ederek”
[ilkokullarda ilimlerin baslangicini (...) okuyup bitirerek] ifadesine agiklik kazandirmaktadir. Bu ibarede, o dénem
“ibtidai mektebi” veya “mekteb-i ibtidaiyye” seklinde anilan “ilkokul” kelimesi i¢in tekil olan “mekteb” yerine ¢ogul
olan “mekatib” kelimesinin kullanildigi gérilmekte, Rauf Yekta Bey’in birden fazla ilkokulda okudugu da bu suretle
sicilinde belirtilmis olmaktadir.

Rauf Yekta Bey’in biyografisinden bahseden bircok yayinda éviilen Fransizca bilgisi,'4 dért yilik yabanci dil
egitimi veren Lisan Mektebi’'nde gérdiigu tahsile dayandiriimaktadir (Nevai, 13 Subat 1918:1; Sapolyo, 1965:334;
Bardakgi, 1986:8). Sicil belgesindeki kayitla da uyusan bu bilginin dogrulugundan suphe olmasa da Rauf Yekta
Bey’in Fransizca bilgisinin cocuklugunda atiimis temellere dayandigi, hatiralarindan anlasiimaktadir.'s

Séz konusu hatiralarda dikkat ¢ceken unsurlardan biri, Rauf Yekta Bey’in miizige olan ilgisini gdsteren detaylardir.
Rauf Yekta Bey’in mizik egitiminin ilk dénemine dair literatlrde bilinenler, hicri 1303 [10 Ekim 1885 — 29 Eylul
1886] yilinda, diger bir deyisle 15 yasindayken Zekai Dede ile tanigtirilarak meske baslamasiyla sinirlidir (Yekta,
1318:30-31; Erguner, 2003:23). Bu tarihten 6nceki miizik zevki ve bilgisi hakkinda Rauf Yekta Bey, sarki turtindeki
eserlere 6nem vermedigini, yiksek muzik eserlerinden ise “yalan yanlis” bir-iki murabba bildigini séylemekle

' Bu 6vglilerin kdkeni, Rauf Yekta Bey’in Fransizca makaleler génderdigi La Revue Musicale’in bir yorumuna dayanmaktadir
(bkz. Nevai, 13 Subat 1918:1-2; Erguner, 2003:17).

® Rauf Yekta Bey’in biyografilerinde Lisan Mektebi'nden mezun oldugu tarih belirtimeyerek, 1884 yilinda Mahmudiyye
Rusdiyyesi’ni bitirdikten hemen sonra Lisan Mektebi’ne girdigi izlenimini uyandiran bir kronolojik akis sunulmaktadir. Rauf Yekta
Bey’in yakin zamanlarda yayinlanan “Lisan Mektebi Sehadetnamesi” bu konuya isik tutacak mahiyettedir (Dogruséz, 2018:157).
Sehadetnameye gore Rauf Yekta Bey, 9 Agustos 1899 tarihinde bir komisyon huzurunda Fransizca “sarf ve nahiv, usdl-i inga ve
kitabet, tarih-i umumi, cografya-yi umumi, ustl-i kitdbet-i siyasetiyye, tercime (Turk¢eden Fransizcaya, Fransizcadan Turkgeye)”
derslerinden sinava girerek basarili olmustur. Rauf Yekta Bey’in mezuniyet derecesi, Nevai'nin (13 Subat 1918:1) belirttigi sekilde

“aliyyulala” olmayip “ala”dir.
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yetinmektedir (Yekta, 1318:31). Bu bilgiler, sanat degeri ylksek eserlere ilgi duyan, fakat cevresinde bu tarz
eserlerin icra edildigine pek de sahit olamayan miizik meraklisi bir geng profilini canlandirmaktadir.

Rauf Yekta Bey’in cocukluk hatiralari ise bu konuda farkli pencereler agmaktadir. Her seyden 6nce Rauf Yekta
Bey, 6-7 yaslarindaki sesini “guizel, tiz, muhrik [yakici]” olarak betimlemektedir. Diger taraftan, Simkeshane
Mektebi’nde ilahicibasi olmasi, Rauf Yekta Bey’in muzige olan yeteneginin 6gretmenleri tarafindan da fark edildigi
anlamina gelmektedir.

Buyukdere’'de de Rauf Yekta Bey’in mizik kabiliyeti 6n plandadir. Ermeni okul arkadaslarinin aileleri, iyi Ermenice
bilen bu glzel sesli cocugu bazi aksamlar yemege davet etmektedir. Diger taraftan kendi yasadigi semt olan
Sariyer’de de sesinin guzelligi ile taninmaktadir.

Rauf Yekta Bey, bu déneme ait repertuarina dair bilgi vermemektedir. Simkeshane Mektebi'nde ilahicibasi
olmasindan dolayi bazi ilahileri bildigi kolaylkla tahmin edilebilir. Diger taraftan Rauf Yekta Bey, BlyUlkdere ve
Sariyer’de, babasinin mesk ettigi ve “bazi seyler’ diye ylizeysel olarak andidi eserleri seslendirdigini
belirtmektedir. Buradan, Ahmed Arif Bey’in de mizikle bir dereceye kadar dahi olsa ilgilendigi ve oglunun miizik
yetenegine karsi duyarsiz kalmadigi anlagiimaktadir.

S6z konusu gocukluk hatiralari, elde alti sayfasi kalmis olmakla birlikte, Rauf Yekta Bey’in hayat hikayesi
bakimindan birinci agizdan aktarilan otobiyografik bir kaynak niteligi tasimaktadir. Tirk muzikolojisinin kurucusu
olarak kabul edilen Rauf Yekta Bey’in bilinmeyen yoénlerini aydinlatan bu hatira metni sayesinde, kendisinin
hayatini ve galismalarinin arka planini degerlendirmek icin dnemli veriler ortaya konulmus olmaktadir.
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EKLER

Ek-1: Rauf Yekta Bey’in Cocukluk Hatiralari'é

[Sayfa 8]

el-héletil hazihi bazilar nezd-i hakiranemde'” mevcuttur.

O zamanlar mektebimce Ulfet olunup aradan on dért on bes sene mirdrundan sonra tesadif edilerek yeniden
fers-i bisat- muhadenet ve tahkim-i biinyan-1 miisédefet kilinan ihvan sunlardir.

Numune-i Terakki muallimlerinden Hafiz Cemal Efendi
Ugiincii Daire'8 ketebesinden Galib Efendi

Mekteb-i Mulkiyye mezunlarindan Ali Efendi

Tarik-i aliyyeden Tahsin Efendi

Bahriyye zabitlerinden Baki Efendi

...19 ketebesinden Udi Asaf Efendi

1294

isbu tarihte balada zikri sebkat hanemiz maa-miistemilat muhterik oldugundan yine Aksaray’da olup 1293'te
zamimeten emlak edilen kdske ilticaya mecbur olduk. Pederin arzusu vechiyle sél-i mersim zilhiccesinde me’va-
y1 kadimimiz olan Sariyer’e nakl eyledik. Mufiz-i azizim olan mekteb-i mezkira devam ediyor idi isem de her giin
Aksaray gibi bir mahalden Bogazici’nin miintehasi olan mahalle gidebilmek icin pek blylk migkilata ugruyor
idim.

[Sayfa 9]

Bir giin son derste muallimimiz bahsi uzattigi cihetle her zamanki vakitten yarim saat kadar gecikmistik.
Muallimimizin anber-ves beyani ve dersimiz olan Farisi’nin mebhas-i in G ani mahall-i ikametimi zihnimden
killiyyen ref ettiginden diinya ve méafihdmi unutup zana-zede-i rahle-i ders oldugum ve hacenin takrir-i seker-
sikenini istimaa pur-heves bulundugum cihetle bevvabin kapidan girip vakit gegmis olmasi miinasebetiyle derse
artik hitim vermesini haceye ihtar ettigi vakit peder ve ev hatinma geldi.

Heméandem saate miracaat ettim. Vaktin on bucuk raddelerinde oldugunu anladigim zaman aksam igin pederin
ne derecelerde merak edecegini ve haber-i sihhatimin istilami icin énlne gelen yere saldinp gidecegini
dusundikge vicudum bilé-ihtiyar bir kere titredi. Mektepten cikip son vapuru da kagirmamak icin hemen bir
arabaya binerek Képru’ye vasil oldum.

Vapur da son didiigiinii caliyor idi. Mesarburnu iskelesi’ne vusilimde pederimi20 hizmetgi ile beraber bana
muntazir buldum. Hemen birbirimize sarildik. Glya gurbetten geliyor imisim gibi ciimlemiz aglamaya basladik.

'® Rauf Yekta Bey Arsivi, A-214.

' Rauf Yekta Bey daha sonra bu kismi degistirerek “nezd-i hakiranemde” ibaresini “nezdimde” sekline getirmistir.

'8 “Ugiincli Daire” ibaresi Rauf Yekta Bey tarafindan sonradan ilave edilmistir.

¥ Bu kisim metnin orijinalinde de bos birakilmistir.

2 Rauf Yekta Bey burada énce “peder ve validemi” yazmissa da sonra “ve valide” kismini karalamistir. Rauf Yekta Bey 3-4
yasindayken, bir kaza sonucunda annesini kaybetmistir (Bardakgi, 1986:8). Buradaki hatiralar da annesinin sag olmadigi déneme
denk gelmektedir.
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Bade’l-istirdhe sabahleyin mektebe gitmek (zere hazirlandigim zaman peder c¢aginp artik mektebe
gidemeyecegimi ve aksamki hal tizerine beni mektebe géndermeyecegine dair yemin ettigini beyan eyledi.

[Sayfa 10]

Bu s6z Uzerine asabim gevseyip dismek derecelerine geldim ki bu benim i¢in pek tabii idi. Cinki, bir defa
sinifimin birincisi olup hacelerim evlatlari gibi severler idi. Saniyen ¢ocuklukla beraber arkadaslarimin teveccih
ve muhabbetlerine mazhar idim. Salisen imtihanda mukéafaten almis olup esna-yi harikte muhterik olan saat bana
en buylk bir burhan-1 seref oldugundan imtihanda yine miikéafata néil olmak Gmidi sevk-bahg-i efkar olmus idi.
Rabien senevi almakta oldugumuz iki yiz kurusla beraber sultan efendimiz hazretlerinin nail-i iltifati olmak
arzusuna tamamen maglup idim. Hamisen ilahici basi oldugumdan eéliye mahsus mektep cemiyetleri icin sokakta
ve mektepte arkadaslara bir sevk-i tabii ile kumanda etmeyi pek severdim. Pederimin “Artik mektebe
gitmeyeceksin” sdzu lGzerine iste bunlarin cimlesinden mahrum olacagim i¢in degil titremek basimi yerden yere
vursam izéle-i ye’s?! edemeyecek idim.

Badehu peder mektepsizlikten meyus olmamakligimi ve yakinda diger bir mektebe beni kaydettirip sevk-i efkarimi
goénlimce tezyid edecegini vaat edip aradan biraz zaman mururundan sonra hem Fransizca tahsil etmek hem de

[Sayfa 11]
bu sayede Ermeniceyi 6grenmek Uzere Blyukdere’de vaki Ermeni Mektebi’ne beni kaydettirdi.
1295

Doksan bes senesi cemaziyllevvelinde Blyiikdere Ermeni Mektebi muidir ve muallimi Sahak Hanciyan
Efendi’nin dest-i terbiyetine(!) tevdi olundum.

Mezkar mektepte benimle beraber Hamamci Kadri Bey demekle maruf zatin mahdumu Abidin Efendi ve pederini
tahattur edemedigim Nesib Bey ve Cerrah Riza Efendi zade Sacid22 Efendi var idi.

Fransizca tederriisiine bagladik. Ermeni lisanina nispetle Fransizca biraz glicce oldugundan Ermeniceye daha
ziyade meyl etmeye basladim. Cinki mektepteki diger arkadaslarimin hemen cimlesi Ermeni oldugundan tatil
zamanlarinda tabii Ermenice konusulacak ve bir de cocukluk evaninda bulundugumdan onlarin séyledigini
mutlaka anlamak icap edecekti.

iste bunun igin hemen alti ay zarfinda Ermeniceyi Ermeniler kadar séylemeye bagladim. Fransizca Ermeniceye
tabii nispet kabul edemeyeceginden ona da bigéane olarak fakat ¢alisiyor ve aferinlere néil oluyor idim.

[Sayfa 12]

Derse ¢alismak hususunda bi’l-hilkat gayretle me’l(f oldugumdan ve Ermeni ¢ocuklarina karsi izhar-1 acz etmek
nefsime pek agir gelecegini milahaza ettigimden, hususiyle midir-i mektebin teveccuhlni celbetmek hakkimda
ziyadesiyle hayirli olacagini hesap eyledigimden Ermeni[ce] derse ¢ok calismakhgim sayesinde imtihan-i
hususide birinci “baryo”ya23 nail oldum.

2! Rauf Yekta Bey “izale-i ye’s” ibaresinin yerine énce “teskin-i hiddet” yazmis, ardindan bunu “teskin-i ye’s” sekline gevirmisse
de son olarak “izale-i ye’s” s6ziinde karar kilmistir.

2 Metnin orijinalinde bu ismin yeri bos birakilarak noktalar konulmus iken sonra yine Rauf Yekta Bey’in yazisiyla fakat farkli bir
kalemle “Sacid” ismi yazilmigtir.

2 Rauf Yekta Bey’in dipnotu: “Baryo Tiirkge ‘zikr-i cemil’ demektir.”
|
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Vay... Bunun uzerine bizdeki sevingl... Aman Yarabbi, kabima sigamiyor idim. Hele Ermeni arkadaslarimin
yiyecek gibi nazar-1 hasetle gozlerini tizerime dikmeleri beni fevkalhadd mesrar ediyor idi.

Gelelim pedere: Eve baryoyu getirdigim zaman sevincinden hiingir hingtr agliyor ve bana karsi: “Oglum! Sen
benim ahir zamanima yetistin. Sana hicbir mukafat edemedim. Sdéyle! Cocuklugunla beraber ne istersen onu
soyle! ifa edeyim” diyerek muttasil séyleniyor idi. Pederimin bu kelamina mukabil ben de mecmau yirmi yedi
kitadan ibaret olan kitaplarimin teclid edilmesini rica ettim. Ertesi giinii peder kitaplari istanbul’a gétirdi.
Haftasinda climlesi yaldizli, cicili bicili yapiimis olarak geldi.

[Sayfa 13]

Bu lisana gittikce sevkim tezayud ediyordu. Clinkl Blyukdere’'de kilise agalar24 vasitasiyla Ermenilerin adeta
cumlesi beni taniyip ismimden evvel “Ahi diga agvor Hayeren kide”25 cliimlesiyle yoldan gecerken giyabimdan
birbirlerine takdim ederler imis. Bunlarin bazisi da simah-1 memnuniyetime akseder idi. Bazi aksamlar pederimin
inzimam-i rey U0 miisaadesiyle arkadaslarimin bi’d-davet evlerine gider ve mazhar-1 tahsin olarak bade’l-muhabbe
avdet eder idim.

Familyalar tarafindan tahsin olmakhgima sebep gerci Ermeniceyi glizel telaffuz etmekligim idi ise de aksamlar
taama davet olunup istiyak ile beklenmeme bais olan sey dahi sesimin guizel, tiz, muhrik olmasi idi.

Cocukluk alemi bu! Gerg¢i sesimi bir Gstad hanende kadar hiisn-i istimal edemez isem de pederimin bazi seyler
mesk etmesinden dolayl muazzeb etmeden dinletir idim. iste o zamanlar Biyiikdere ealisi ve esnafi nezdinde
s6hretim Ermenice bilmekligimden ve Sariyer ahalisi indindeki mergubiyetim dahi glizel sesimden hésil olmustu.
Yani civar memlekete bir gulgule-i nev salmis idim.

Ek-2: Muhtesip Karag6z Mahallesi’ndeki Evi 21 Ocak 1916 Tarihinde Yanan Rauf Yekta Bey’in Verdigi
Dilekge2¢

Bihi

Mah-i hélin sekizinci Cuma gecesi Sehzadebasi’nda Muhtesib Karagdéz Mahallesi’nde vukua gelen harikte
sigortasiz bulunan héne-i &cizi bir hayli esya-y1 zatiyyemle beraber k&milen muhterik olarak mutazarrr
oldugumdan tehvin-i ihtiyaca medéar olmak (izere mutedahil maaglarimdan iki maasin itdsi hususunun Maliye

Nezéreti vekalet-i celilesine isar buyurulmasini istirham ederim. Emr U ferman hazret-i veliyyi’l-emrindir. Fi 11
Kéndn-1 séni sene 331

Divan-1 Hiimaydn Beylikgiligi Muavini
ve Irade Enciimeni Reisi
Bende

Rauf Yekta [imza]

2 Rauf Yekta Bey’in dipnotu: “Bu lakap Biiyiikdere Ermeni kilisesine sehri muayyen bir vergi veren ealiye mahsustur.”
% Rauf Yekta Bey, distigi dipnotla bu climleyi “Bu cocuk giizel Ermenice biliyor” seklinde terciime etmistir.
% Devlet Arsivleri Bagkanligi Osmanli Arsivi, Bab-1 Ali Evrak Odasi, 4395-329569-2. Belgenin tipkibasimi igin Sekil-2’ye bakiniz.
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TURK MUZiGiNDE AKADEMIK BiR KADIN MUZiK TOPLULUGU: AVAZE!
Serife GUVENCOGLU?
Abstract

First examples of women's music in the Ottoman Empire can be found in the Harem sections of palaces
and mansions. The wives of the sultans, sisters, concubines, women masters, who took lessons from
Enderun's teachers, received a very serious musical education as well as other trainings. Although their
names are not known as much as men, they have represented a wide range of musical art from past to
present. Although there are some descriptive documents about women and their music until the 14th
century. The relationship between women and music in the 14th century and after is clearly seen in
miniatures. 17th century when we look at their miniatures, we see women playing instruments such as
ganun and tanbur. Women are depicted in miniatures, but their names are unknown from the conservative
view of society. Turkish music women's ensembles, which constitute our subject, also performed musical
activities in indoor places such as harem and mansion and outdoor entertainment venues in the Ottoman
Empire. The tradition of music that women from the Ottoman to the Republic collectively made continues
these days. Founded in 2005 by the faculty members, graduates and students of the Istanbul Technical
University Turkish Music State Conservatory with their own free will and an academic point of view, all
members of the Avaze Turkish Music Women's Ensemble have undergone a strict musical education like
the instrumentalists of the Ottoman palace. Women in Harem-i Himayun, which has a special place for
musicians, singers, female instruments groups, composers, came together to emphasize the importance
of Turkish music and to reflect the common sense and understanding of art they acquired on their music.
From this point of view, our study presents an evaluation of the work of the Turkish Music Women's
Ensemble “Avaze”, which has left behind its 16th year as an academic women's music ensemble in the
21st century Turkey and continues its struggle to survive under all conditions. Thus, the main purpose of
the research is to evaluate the representation of the Turkish Music Women's Ensemble, one of the rare
representatives of women's movements in music, which became visible with the social change that
emerged with modernization and urbanization, in terms of the history of Turkish music.

Keywords: Woman, Music Ensamble, Avaze
Giris

Dinyada ve ulkemizde kadinlar her alanda oldugu gibi muizik alaninda da var olmasina ragmen, erkek egemen
bakisin etkisiyle kadinin adinin neredeyse yok sayilarak azimsandigi yadsinamaz bir gergektir. Kadinlarin muzik
alaninda yeri var gibi gériinse de tarih yazimi onlardan séz etmemektedir. Miizik tarihimizde ise erkek besteci ve
icracilarin sayisi kadinlara gére oldukca fazladir. Az sayida da olsa, tarihte Dilhayat Kalfa3, Leyla Saz gibi nitelikli
kadin bestecilerimiz bulunmaktadir. Yakin tarihimizde de durum cok farkli degil. icraci sayisi besteciden daha

' Bu makale, ITU Lisansistii Egitim Enstitisti Mizikoloji ve Miizik Teorisi Anabilim Dali Miizikoloji ve Miizik Teorisi Doktora
Programr’nda ydritilen “Turk Miziginde Kadin Topluluklari ve Bir Kadin Mizigi Toplulugu Ornegi: Avaze” baslikli tezden
Uretilmigtir.

2Dr. Ogr. Uyesi, ITU Tirk Musikisi Devlet Konservatuar Miizik Teorisi Bslimii, guvencoglus@itu.edu.tr

ORCID: 0000-0003-4708-6326

Basvuru Tarihi: 09.05.2021 Kabul Tarihi: 16.09.2021

% Harun Korkmaz’a gére tarihi kaynaklarda “Dilhayat Kalfa” olarak bilinen bir kadin bestekar yok, sadece “Dilhayat” ismiyle bir
bestekar kayitlarda yer almaktadir. URL-10
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fazla olmasina ragmen yeterli degildir. Tim bu sinirli kalan tarihine ragmen Tirk musikisinde énemli bir yere sahip
olan kadin musikisinaslarimiz, gegmisten giinimuze egitmen, sazende, hanende, gifte sairi, koro sefi, musiki
yazarhgi, bestekar gibi musiki sanatimizi genis bir yelpaze icerisinde temsil etmiglerdir. Osmanli yasam
biciminden Cumbhuriyet Turkiye’sine geldigimizde ise batil anlamda bir¢ok reformla karsilagiyor ve kadinlari
toplumun her alaninda gériiyoruz. 2005 yilinda Istanbul Teknik Universitesi Tirk Musikisi Devlet Konservatuari
Ogretim Uyeleri, mezunlarn ve 6grencileri tarafindan akademik ve bilimsel bakisla, 6zglr iradeyle kurulmus bir
kadin toplulugu olan Avaze Tiirk Miizigi Kadinlar Toplulugu, Harem-i Himayun'daki miizisyen kalfalardan
hanendelere, kadin saz takimlarindan bestecilere, kadin topluluklarindan kadin fasil heyetlerine kadar uzanan ve
muzik tarihinde 6zel bir yere sahip olan kadinin Tirk Mizigi'ndeki énemini vurgulamak amaciyla bir araya
gelmistir. Calismada énce kadin-miizik ve kadin muzik topluluklarinin tarihsel stirecte bir okumasi yapilimis, sonra
21. yuzyil Tirkiye'sinde akademik bir kadin muzik toplulugu olarak an itibariyle 16. yilini geride birakmis ve her
kosulda ayakta kalma miicadelesini stirdiren Avaze Tiirk Mizigi Kadinlar Toplulugu'nun 16 yillik arsivi Gizerinden
muzikteki temsilinin degerlendirmesi yapilmistir.

Kadin ve Miizik

ilgili literatiir taramalarinda kadinlar tarafindan icra edilen miizik tirlerinin genis bir repertuvara sahip oldugu
bilinmesine ragmen kadinlarin muzikal aktivitelerini aciklayan ve ortaya koyan calismalarin eksikligi de
bilinmektedir. Ayrica etnomuzikoloji ¢alismalarinin ilk dénemlerinde &zellikle Amerika’da kadinlarin éncisu
oldugu bilinen bircok muzikal yorum ve anlatimin ¢ok az ilgi gérmesinin sebebi, erkek egemenligindeki alanin
belirledigi yaklasim ve metotlardir. Etnomizikolojide kimlik ve cinsiyet lizerine yapilan c¢alismalarin, diinyada
etkisini gortndr bigcimde hissettirdigi 1970’lerden sonraki feminist hareket ve antropolojideki gelismelerden dolayi
kimlik, cinsiyet ve toplumsal cinsiyet ¢alismalar hiz kazanmis ve etnomuzikologlar, kimlik caligsmalari, cinsiyet
calismalari, kadin caligsmalar ve kiiltirel calismalardan faydalanarak kadin ve erkek kimliklerinin kiltirel ve
muzikal olarak gesitli sekillerde yapilandigini gérmuslerdir (Besiroglu, 2009:1).

Toplumsal cinsiyet ¢alismalari teorileri kapsamindaki arastirmalar, 6zellikle 1960’lardan itibaren basta kadinlar
olmak Uzere kisilerin cinsiyet ayrimciligi yapilmaksizin toplumda yer alabilmesi i¢in verilen mucadelelerin
yansimasi olarak dusundulebilir. 1970'li yillarda ‘feminist’ hareket ve kadin erkek esitligi (gender) lzerinden
yuriatilen calismalara 1990°h yillarda queer haklari savunusunun dahil edilmesi ile alana yeni bir perspektif
gelmistir. Bu tartismalarin esasinda yatan, farkh irk, sinif, din, kiltir, cinsellik ve milletten gelen daha ziyade
kadinlarin ve escinsellerin Gzerinde kurulmus olan baskinin, cesitli formlarda ortaya ¢ikislarini ve nedenlerini
gobsteren bir calisma alani olmasidir (Gak, 2017:177).

Kadinlar toplumsal ve kamusal alanda erkeklerle birlikte gdrece varliklarini sirdirmekte fakat meslek
yasamlarinda erkek rakipleriyle yarismalarinin yani sira kadinlk rollerini de aksatmamaya ¢alismaktadirlar. Bu
durum, sadece Turkiye’de degil dinyanin her yerinde az veya ¢ok gérinir bicimde yasanmaya devam etmektedir.
Kadinlar 6ncelikle evde es ve annedir. Kadinlik rollerimizi yerine getirmeyi, neredeyse genlerimizle tagidigimizi
zannettigimiz veya giniin moda tabiriyle “kadinlik kaderimizdir” kabullenigiyle ciddi gelgitler de yasasak, ¢alisan
kadin olmak, evli kadin olmak, evli ve ¢cocuklu kadin olmak, bekar kadin olmak, bekar ve ¢cocuklu kadin olmak
hangi sosyal konumda olursa olsun her kadinin neredeyse dogumundan 6limine kadar yasaminin bir veya
birka¢ kesitinde kendisinden istenen kadinlik rolleri ile yapmak istedigi is veya isler esnasinda mutlaka ya bir
engel ya da cok zorlandigi surecler olarak karsisina ¢cikmistir. Gene “gcocuk da yaparim kariyer de”, bilindik kadinin
kendini s6zde 6ven, kendine 6nem atfeden climlesinde bile ¢ok yakin ¢cevremizde gérdigimuz kadinlarin kariyer
yaparken ne kadar zorlandiklari ve ne kadar ¢ok kendi dnceliklerinden fedakarlik yaptiklari canli sahitliklerimiz,
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yasadiklarimiz arasindadir. Ornek vermek gerekirse, miizik tarihinde de erkek egemenligi, kadin yeteneklerin
ortaya ¢ikmasini engelleyerek tarihin karanlklarinda kalmasina neden oldu. Kocalarinin gélgesinde kalmis daha
dogrusu kalmayi tercih etmis Unli mizisyen kadinlardan Alma Mahler (1879-1964), Clara Schuman (1819- 1896)
toplumsal cinsiyet esitsizligine cok agik bicimde maruz kalmiglardir. Kardesi Felix Mendelson’a yetenegini
gelistirme firsati verilmis olan Fanny Mendelson’un (1805-1847) durumu da babasinin kendisine yazdigi mektup
ile gercegi acikga ortaya koymaktadir:

“Muizik calismalarin  konusunda bana yazdiklarin, kardesin Felix'in calismalari hakkinda
dusunduklerin...bunlarin hepsi glizel seyler. Muzik kardesin icin belki bir meslek olacak, fakat senin igin
bir susten 6teye gidemeyecek. Bu anlayisla hareket et. Kadinlara sadece kadinsi bir tavir yakigir’s.
Felix, yetenegini gelistirme firsatina sahipken, kendisinden dért yas daha biiyiik olan Fanny’nin yaklasik
450 bestesi, zamaninda gun 1sigina ¢ikma imkanina kavusamadi. Wolfgang Amadeus Mozart’in
kardesi Nannerl Mozart da benzer sekilde bir muameleye maruz kalmistir. Birgok kaynakta da belirtildigi
gibi, “18. ve 19. ylzyillarda kadinlar icin muzige kabiliyetli olmak, olsa olsa hog bir meziyetti. Ama bu
meziyetin bir meslege, bir kariyere dénlismesi asla tasavvur edilemezdi’.

Yasadigi ddnemde toplumsal cinsiyet esitsizliginden oldukgca fazla etkilenmis bir bagka kadin 6rnegini de Tirkiye’den
vermek gerekirse; Agabeyi Muhlis Sabahattin Ezgi’nin gélgesinde kalmis bir Neveser Kékdes® (1904-1964) var.
Agabeyinin eserlerini notaya almak, muzikallerin turnelerinde her zaman yakininda bulunup destek olmak gibi islerin
yani sira, kiglk yaslardan itibaren beste yapan ve muzik kabiliyeti kesfedilmis olan Neveser Kokdes, ancak
agabeyinin 6liminden sonra bestelerini ortaya ¢ikartmistir. Sonrasinda ise yine erkeklerin hakim oldugu muzik
camiasinda var olabilmek i¢in miicadele vermis hatta besteleri farkl bulunup elestirilmis “Neveser Musikisi” olarak
adlandiriimis ve aktif olarak yer almak istedigi mizik camiasindan ciddi bicimde diglanmistir. Neveser Kokdes
mutsuzluklarla dolu hayat hikayesiyle birlikte son ytizyilin en uretken kadin bestekarlarimizdandir.

Kékeni ¢cok eskilere dayanan feminist sdylemin 1960’larda varlik kazanmasi, kadinlarin neden bilimde, sanatta
ve mizikte adlarinin duyulmadigi veya tarih sahnesinde yer almadigi sorusunu giindeme getirmistir. Bu gibi
tartismalardan sonra 1970’li yillardan itibaren diinyada ve Turkiye’de toplumsal cinsiyet ¢alismalari hem teorik
hem uygulamali bigcimde c¢alisilir olmus ve akademik cevrelerde de arastirma alani yaratmigtir. Mlzik alaninda
yazilan doktora, sanatta yeterlik ve yiiksek lisans olmak iizere 1970’ten itibaren YOK tez veri tabaninda islenmis
ok sayida tezin yani sira artik miizik ve toplumsal cinsiyet ile ilgili akademik calismalar da YOK tez veri tabaninda
kataloglanmaya baslanmistir. Hatta kadin ve muzik konulu akademik calismalara son yillarda fazlasiyla yer
verilmektedir. Burcu Yildiz'in bir makalesindeki istatistiki verilerde;

“YOK Tez Veritabani’nda, 1970’li yillardan itibaren yazilan tezlerin kataloglandigi gérilmiistir. Miizik
alaninda 340 adet doktora tezi, 192 adet sanatta yeterlik tezi, 2145 adet yiiksek lisans, ve toplamda
2779 tez YOK tarafindan kaydedilmistir. Miizik ve toplumsal cinsiyet alanindaki tezler ise doktora 7,
yuksek lisans 14 olmak tizere toplamda 21 adettir. Tezlerin 1992-2012 yillari arasinda yazildigi géralur.
ULAKBIM Sosyal Bilimler Veritabaninda yapilan tarama sonucunda 2008-2012 yillari arasinda
toplamda 8 makale tespit edilmistir. Basta belirtildigi Uzere, bu makalede Turkiye'’de muzikoloji ve

4 URL-8
® ag.e
® Serife Guivengoglu’nun Neveser Kokdes ile ilgili biyografik makalesi iTU TMDK yayinlarindan 2009 Kadinlar Giinii nedeniyle
yapilan “Kadinlardan Kadinca Konser” kitapgiginda ve Dr. Ayhan Sari’nin yonettigi Tirk Mlzigi Distince ve Arastirma Yazilar

adli online dergide yayinlanmigtir. URL-9
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etnomuzikoloji disiplinleri ekseninde calisiimis olan kadin arastirmalari ve toplumsal cinsiyeti analitik
bir kategori olarak arastirma konusunun merkezine alan ¢alismalar ele alinmaktadir.” (Yildiz, 2013: 31)

2012’den bu yana ise kadin ve mizik, mizik ve toplumsal cinsiyet konulari 6zelindeki ¢alismalarda artis
goérilmektedir. Gerek sempozyumlar gerek makaleler gerekse tezlerde sik¢a calisma konulari olarak tercih
edilmektedir. Muzikoloji ve etnomiizikoloji arastirmalarinda 6nemli calismalar yapilmaktadir. Ancak son yirmi yildir
toplumsal cinsiyet baglaminda yapilan ¢alismalar antropoloji, sosyoloji, edebiyat, siyaset bilimi, tarih, felsefe,
psikoloji gibi disiplinleri ile birlikte yol almaktadir. Cok farkh disiplinlerde yapilan arastirmalarla birlikte muziksel
performanslarda da bélgeye, ybéreye, inanca veya yasayis bicimlerine gére toplumsal cinsiyet algisini anlamak
gerekir. Calg! secimleri, eserlerdeki séz unsurlari, ¢algilara ylklenen eril-disil anlamlarin yani sira performansin
pratigindeki terminoloji de toplumsal cinsiyet okumalarina isik tutar. Galgilarin kadin veya erkek calgisi olup
olmadig1 muzigin kadinsi ya da erkeksi olup olmadigr sorgulamalari ile miziksel alginin sekil almasinda eril-disil
mucadelesi gibi makamlarin, tonlarin, ¢algilarin cinsiyeti de bir nevi savastir (Varl Dogus, 2017:104).

Kadin sanat¢ilar diger kadinlar gibi ya iktidar ya da icinde bulunduklari ortamda ikincillestirmeler/étekilestirmeler
gibi gesitli sinirlamalara maruz kalmaktadirlar. Avaze’nin bir resmi kurum konser salonundaki prova esnasinda
salon idarecilerinin dans performansinin kaldiriimasi ya da danscinin etegi fazla agilmadan daha “tertipli” bir
sekilde performansini géstermesi istegi, bir baska konser projesi teklinde de topluluk ismini degistirmemiz ve yeni
bir isimle teklifi yenilememiz gibi hep moral bozucu ve caydirici uygulamalarla karsi karsiya geldigi durumlar
siklikla yasanmistir. Fakat Berktay’in sanat¢i kadinlar ile ilgili su cimleleri bizler igin itici glic olmaktadir.

“Butin bu engellere karsin yaratan ve lreten kadin sanatgilarin sayisi her gegen gun artiyor. Gunku
glinimuzde, kadinlarin esitlik ve 6zerk birey olma; simgelenen degil, simgeleyen birey olma miicadelesi
O6nemli agamalar kaydetmis durumda bu sayede hem tarihte var olup da eril yaziminin sistematik olarak
disarida biraktigi kadinlarin seslerini daha fazla duyma imkanina kavustuk, hem de sanatin her
alaninda kadinlarin varhigi giderek artti.” (Kadin ve Muzik, Berktay, 2017:16-17)

Osmanlrda Kadin ve Mizik

Tarih boyunca diinyada ve bu cografyada kadinin ¢cocuguna ninni s@ylemesi, tarlada, bagda, bahc¢ede toprakla
ugrasirken, ekin bicerken turki ¢igirmasi ya da digunlerde, kina eglencelerinde sarkilar sbylemesi veya cenaze
térenlerinde agitlar yakmasi hayatinin icinden ve yasaminin bir parcasi olmustur. Ulkeden iilkeye ydreden ydreye
degisiklik gésteren ayni zamanda da folklorik 6zellik tagiyan bu aktiviteler sosyolojik boyutuyla da arastirma ve
inceleme konusu olarak ele alinmigtir. ismail Gérkem “Tlrk Edebiyatinda Agitlar, Cukurova Agitlar” adli kitabinda
eski Yunanllardan kalma cenaze tdrenlerinde toplu halde agit séyleyen kadinlarin oldugunu ve bu kadinlara
“korainai” adi verildiginden bahsetmektedir (Gérkem, 2001: 12). Musevilikte de muzik ve din i¢ ice olup kadinlar
da dini korolar icinde yer aliyordu. Bu korolarda kadin galgicilara yer veriliyor ve degisimli korolarda solistlerden
birisi kadin sanatgidan olusuyordu (Selanik, 1996: 36). Osmanli’da da saraylarin, konaklarin harem dairelerinde
veya mesire yerlerindeki mekanlarda kadinlarin sarki séylemek ve dans etmek icin bir araya gelip, eglenceler
duzenleyerek, ister tek basina isterse toplu halde mizikli eglenceler yapmasi da yiizyillar 6ncesinden tanikliklari
olan eylemlerdir (Colakoglu 2010: 187). Osmanli’daki muzisyen kadinlarin gogunun ciddi mizik egitimi aldiklarini
biliyoruz. Ozellikle Ill. Selim déneminde musiki fasillar oldukca ragbet gérmis ve bu egitimli kadinlarin icinde
oldugu “Harem Musikisi ve Raks Heyeti” olusturulmustur (Bor, 2019: 62).

Saray icinden ve saray disindan gelen, cogunlukla Enderunlu hocalardan ders alan sultan esleri, kardesleri,
cariyeler, kalfalar, halayiklar bagka egitimlerin yani sira miizik egitimi de almiglardir. Unlii sair, yazar ve bestekar
Leyla Saz Osmanli haremini ve anilarini anlattigi kitabinda Ust dlzey ailelerin kizlarina Dolmabahge ve Ciragan
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Saraylarinin mesk hanesindeki erkek hocalardan dersler aldirdiklarini yazmaktadir (akt. Ozdemir, 2009: 45 Merig,
2000:160). Bu érnekte kadinlarin bir sanat ile mesguliyetlerinin dnemsendigi gérilmektedir.

Muzik egitimi denince bugtiniin éncu konservatuvari olarak adlandirabilecegimiz bir yapi da XV. Yizyil ortalarindan
itibaren medrese disinda Enderun mektebi adiyla bilinen énemli egitim kurumu Enderun’un i¢inde olmustur. Osmanli
imparatorlugu’nda devleti en (st diizeyde temsil eden padisahlar, devleti ydnetmenin yani sira hat, siir ve musiki gibi
sanatlar benimsemis ve daima desteklemistir. Enderun’un Il. Murad veya Fatih Sultan Mehmed dénemlerinde agilmis
olduguna dair ayr gérusler varsa da |. Murad zamaninda Edirne Sarayinda teskil edildigi ve gercek teskilatina Fatih
déneminde kavustugu séylenmektedir. Enderun’da bircok hattat &lim, musikisinas ve sanatkér egitim gérmustir. Cok
degerli bestekarlarin bazilan buradan yetismis, bazilari da bilgilerini pekistirme olanagi bulmus ve hatta bazilar okulda
dersler vermiglerdir. Enderun Musiki Mektebinde dini ve din digi musiki 6gretilmis, bestelenmis ve calinmistir.

Daha sonra 1826°da kurulan Mizika-1 Himayun, bu egitim kurumunun yerini almigtir. Osmanlinin mizigine dair
gravdir, litografi vb. kaynaklara da ilk olarak 15. ylizyilda daha sonra 17. ylzyilda ve daha ¢ok 18. ve 19. ylzyil
Orneklerinde rastlamaktayiz. Bilent Aksoy’un saptamalarina gére kadinlarin musiki icra ettiklerine dair en eski
belge ve kaynaklar 16. ylizyila dayanmaktadir. Aksoy’un verdigi bilgilere gére; Fransa Kral |. Francis’in elgi
yardimcisi olarak 1537 de Istanbul’a génderdigi Guillaume Postel, 1560’ta basilan Republique Des Turcs adli
kitabinin musiki béliminde Istanbul’da seyrettigi bir kadin gengi takimini anlatmistir (Aksoy, 1999: 789). Mizige
dair resim vb. kaynaklar, en fazla Osmanli padisahlarinin diginlerinin, ogullarinin stinnet térenlerinin, savas ve
egitim amacli yapilan mehter toérenlerinin tasvirlerinde bulunmaktadir. Bitlin bunlarin arasinda enilgi geken, igine
girilmesi zor olan ve en fazla merak edilen yerler, Osmanli saraylarinin harem bélumleri ile ilgili yazil metinler,
tasviri belgelerin gorselleri olmustur (Besiroglu, 2006: 6).

Turk Muzigi tarihinde diinyada oldugu gibi kadin bestecilerden ve icracilardan s6z ediimez ama 17. yiizyil minyatirlerine
baktigimizda da kanun, tanbur gibi enstriiman calan kadinlari gérebiliriz. Minyattrlerdeki kadinlar betimleniyor olsa da
toplumun muhafazakar yapisindan kaynakl olarak isimleri bilinememistir. 16.-17. yuzyillardan 18. Yuzyilin sonuna kadar
sayilar az da olsa ismiyle sayamadigimiz besteci kadinlar vardir. Bazi eserlerin kadin bestekarlara ait oldugunu tarihi
kaynaklardaki “Kiz Hafiz"7, “Kiz Pegrevi® gibi adlarla verilmis olan eser bagsliklarindan anlayabilmekteyiz.

Turk musikisinde, erkek cagdaslarindan geri kalmamis ve ayni diizeyi tutturabilmis kadin bestekérlar var.
Ornegin; Sultan IV. Mehmet zamaninda yasadigi séylenen ve eserleri giiniimiize ulasmis olan Reftar Kalfa adiyla
bilinen gok énemli bir kadin bestekar bulunmaktadir. Hakkinda ¢ok fazla bilgi sahibi olamasak da Istanbul Kadin
Miizesi'nin (IKM) bestekarlara iliskin sayfasinda, 17. yiizyilda Osmanl imparatorlugu’nun bilinen ilk Misliman
kadin bestecisi oldugu yazilmaktadir. Fars¢a bir kadin isme sahip olan Reftar, sarayda yasamis ve Haremde
hocalik yaptigi icin kalfa olarak anilmis ve eserleri ginimlze kadar gelebilmistir. TRT Muzik Dairesi
Baskanliginda bulunan bir¢ok koleksiyonda adina kayitli cok sayida eser bulunmaktadir. Reftar Farsga “salinarak,
edali yuruyts” anlamina gelen kadin ismidir. Aslinda Reftar Hanim olarak degil de adi Reftar Kalfa olarak Ankara
Radyosu arsivinde ve ismail Hakki Bey’in koleksiyonundaki eserler arasinda ismi bulunmaktadir. Ayni zamanda
Romen asill mizik ve tarih uzmani Kantemiroglu, 1692 yilinda yazdigi edvarinda Reftar Kalfa’nin ismini kullanmis
ve “Saba-i Reftar” adiyla bulunan Saba Pesrevi'ne kitabinda yer vermistir®.

"URL-10
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® 25 Eyliil 2012'de sanal ortamda acilan istanbul Kadin Miizesi (IKM), ana sayfasinda site ile ilgili; Ttirkiye'nin ilk diinyanin tigtincti
kent kadin muzesi sifatiyla, kentin kiltlr ve sanat yasamini zenginlestirmis yol agici kadinlarla bulusturuldugu, kaltarler arasi
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Bir bagka 6nemli kadin besteci ise 18. ylzyilin ikinci yarisinda yasamis olan Dilhayat Kalfa’dir. Dogum tarihi
bilinmiyor, élim tarihininse 1737 oldugu tahmin ediliyor. Bestekarlik ve sanatkarlik diizeyi, dénemin usta
bestecileri Dede Efendi, Ill. Selim ve Sadullah Agda ile ayni diizeyde kabul edilmektedir. Eserlerinden bazilari
glnimuze ulasmis olan Dilhayat Kalfa'nin tanbur ¢aldigi ve sesinin glzel oldugu bilinmekte ve 18. Ylzyil gufte
mecmualarindan olan Hekimbasi mecmuasinda, Dilhayat adiyla kayith Rast ve Evic makamlarinda Murabba
Beste, Segah makaminda kayitli bir Semai ile birlikte toplam on ¢ bestesi bulunmaktadir. Dari-l Elhan Tasnif
Heyeti arsivinde de kayitli eserleri bulunmaktadir ve eserlerinde daha ¢ok buyik usulleri kullanmistir. Dilhayat
Kalfa’nin Evcara Pegrevi ve saz semaisi de bugtin ¢ok bilinen eserlerdendir?o.

Osmanl teskilatinin Enderun denen kurumu erkeklerin, Harem ise “korunan mukaddes ve muhterem yer”
anlamina gelen ev, konak ve saraylarda bulunan genellikle i¢ avluya bakacak bir sekilde planlanan ve “yiksek
dereceli kadinlarin egitildigi bir okuldur” (Simsirgil, 2014:11). Enderun'da devlete ve saraya hizmet edecek
erkekler yetisirken haremde kadinlar hem ikamet eder hem de her tlrlli konuda yetistiriimeleri icin egitim alirlardi.
Kadinlar cariyelikten ustaliga kadar ritbelendirilirlierken Osmanh/Turk kulturinin  sekillenmesine katkida
bulunurlardi. 15. ylzyilda Fatih Sultan Mehmet’in ¢ocuklarinin stnnet duglininde cariye muganniyeler ve
caldiklari sazlarin resmedildigi minyatiir cok énem arzetmektedir (Besiroglu, 2006: 8).

1639’da Fransiz elgisi Jean de la Haye ile birlikte istanbul’a gelen ve Tirkiye'de on yedi ay kalan Fransiz tiiccar
Du Loir, katildigi davette Turklerin yemek yerken erkek ve kadinlarin yaptiklari musikiyi dinlediklerini ve bu arada
perde arkasindaki kadinlarin da 6nce erkeklerin, sonra da erkek ve kadinlarin icra ettikleri musikiyi perde
arkasindan dinlediklerini anlatmistir: “Cengi denilen kadinlar Ceng calarken, 6teki kadinlar teknesi yuvarlak, sapi
uzun bir ¢algi olan Rebab ile bir vurmali saz olan daireyi ¢alip sarki sdylerler. Ortada da ¢alpara ¢alan rakkaseler
dans ederler.” (Besiroglu, 2006: 10).

Kadinlar arasinda verilen konserler ve kadin calgicilar tizerine de ¢cok sayida minyatlr ve resim var. Bunlardan
biri, Philadephia Free Library’de bulunan bir 18. yuzyil minyatirinde de bir sarayin ya da konagin bahgesinde
dort kadin sanatkéar, bir prense 6zel konser veriyor ve bir hizmetkar da hanima icki sunuyor. Sekil 1’deki
minyaturde c¢izilen calgilar ise def, keméance, tanbur ve kanundur.

Sekil-1: 18. Yuzyil Mizisyenler Minyatiri

® Harun Korkmaz'a gére Dilhayat Kalfa’nin oldugu bilinen Evcara Pesrevi'de yasadigi yiizyil itibariyle kendisinin oldugu net
degildir. Makami terkip eden ve on sekizinci ylzyil ortalarinda dogan lll. Selim oldugu i¢in Dilhayat Kalfa Selimden énce yasamis.
URL-10
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19. yuzyilda I. Abdulhamit’in kizi Esma Sultan’in ve Il. Mahmut'un kizi Adile Sultan’in saraylarinda kizlardan
kurulu bir ince saz takimi bulunmaktaydi. Yine ayni dénemde Misirli Abbas Pasa, Abdllmecitin annesi
Bezmialem Valide Sultan’a kadinlardan olusan bir saz takimi hediye etmistir (Besiroglu 2006:13-19) Sekil 2’de
Misirlhi Abbas Pasa’nin Abdulmecid’in annesi Bezmialem Valide Sultan’a hediye ettigi kadinlardan olusan saz
takimi resmedilmigtir.

Sekil-2: Osmanli’'da Kadin Saz Takimi

Sadece Osmanl saraylarinda degil saray c¢evresinde ve disinda devletin ileri gelenlerinin konak ve yalilarinda
yasayan kadinlar da musikiyle ugrasiyorlardi (Uzuncarsili, 1997:110). 19. yuzyilda, I. Abdilhamid’in kizi Esma
Sultan’in (1778-1848) sarayindaki cariyeler ney, tanbur, kemenge, lavta, def ve zil ¢aliyorlardi. Cariyelerin ney
hocasi da ismail Dede diye taninan Mevlevi dervisi ismail Seyda’ydi (Uzungarsili, 1997:110). Osmanl’’da
taninmis musiki Gstatlarinin haremdeki cariyelere ders verme gelenegi, imparatorlugun son vyillarina kadar
strmustdr. Bir ¢alginin 6gretilme slireci uzun zaman aldigi icin hareme yeni cariye alinirken de calgi ¢alabilenler
tercih edilmigtir.

Osmanlilarda evler, cemiyetler ve ¢esitli korolarda toplu musiki icralari yapilmis ve 6zel muzik dersleri verilmistir.

“Osmanli imparatorlugunda musiki hocalarinin evde ders verme gelenegi, saray cariyelerinin miizik
hocalarinin evlerine derse génderildigi hocalarla baslamistir. Gerek erkek gerek kiz ¢cocuklarin musiki
egitimi icin Enderun’da sadece saraydan degil, disaridan hocalar da gérevlendirilirdi. XVII. ylizyildan
sonra kiz 6grenciler, 6grenimi zor ve uzun slre alacak sazlarla blyik formda s6zli eserlerin meski icin
hocalarin evlerine génderilmeye baslandi.” (Kuloglu&Gulmemed, 2009: 3)

Ozellikle bu durum, Osmanlilarda baslica miizik egitimi veren Mehterhane, Enderun ve Mevlevihanelerin
kapatilmasiyla birlikte miizik egitimi agisindan bir zorunluluk haline gelmistir. Ozel miizik dersleri veren yerlerin
sayisi zamanla giderek artmis ve bu mekanlar giderek muzik derneklerine déniigsmustur.

19.yiizyildan itibaren ise Osmanli Sarayinda kiiltiirel alanda Bati etkisi gériilmektedir. Saraya piyano ve italyan
hocalar getirilerek, sultan kizlarina ve cariyelere piyano dersleri veriimeye baglandi. Sultan Abdiimecit padisah
olduktan sonra saray eglenceleri arasina giren bir yenilik de kizlardan olugsan fanfar orkestrasi (nefesli bakir
calgilarin olusturdugu topluluk), kadinlar orkestrasi ve bale kurulmasidir. Kizlar Fanfar Takimi veya Kadinlar
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Orkestrasi adi verilen topluluklar icin Dolmabahge ve Ciragan saraylarinda ¢alisma yerleri ayriimisti. Hatta Sultan
Abdilmecid’in hekimlerinden ismail Paga’nin kizi olarak yillarca sarayda yasayan Leyla Hanim’in (Saz)
anilarindan da o dénemde haremde butln lyeleri kadin olan, bir bando ve orkestra oldugunu 6greniyoruz. Ayni
kayit ingiliz seyyah M. A. Walker tarafindan da nakledilmistir. Walker, Sultan Abdiilmecid’in kizi Zeynep Sultan’in
sarayinda erkek bandoculara 6zgu tiniformalar giymis trompet, korno, fliit, davul, zil gibi, dogrudan dogruya bando
musikisinde kullanilan sazlari ¢alan bir bando bulundugunu gérdigi ve dinledigi toplulugu asagidaki paragrafta
oldugu gibi tasvir etmektedir:

“Birgok pencereyle aydinlanan, genis ¢iplak bir oda distnin. On bes-yirmi kadin ve kiz yarim daire
cizen bir diizen iginde oturmus, cesitli sazlar ¢aliniyordu. Tam ortalarinda, siradan, gézlikli bir adam
nota sehpasinin éninde oturmus, ritim vuruyordu. Bu hanim sultanin askeri bandosudur; kizlarin gogu
Cerkez ve Gurct’dur. Salondaki kapilarin birinin énlinde pinekleyen uzun boylu bir zencinin
muhafiziginda musiki dersleri alyorlardi. Musiki hocalari Pera tiyatro orkestrasinda calanlardan
biriydi.” (Saz, 1974)

Osmanli sarayinda 1826°dan sonra batili anlamda kurulan nefesli ¢algilar orkestrasini Tambur Majér denilen bir
kadin sef idare ediyordu. Fanfar takimi senliklerde opera pargalari ¢alar ve kiz bale takimina da eslik eder, sarayin
merasim salonunda padisaha da konser verirlerdi. Dénemin en énemli besteci, icraci ve edebiyatgilarindan biri
olan Leyla Hanim hatiratinda, “Fanfar Toplulugu’ndan “La Traviata” operasindan pargalar dinledigini de belirtmis
ve Haremdeki muzik hayatindan sdyle bahsetmisgtir:

“Bati muzigi fanfari ve orkestrasi haftada iki, Osmanh Musikisi takimi haftada bir defa ders gérirdu,
bale dersleri igin ayr bir salon bulunmaktaydi. Harem-i Himayun kadinlar orkestrasinin bir konserinde
pantolon ceket giyen kizlarin saclar kisaydi ve hepsi baglarina fes giymislerdi. Tlrk Musikisi meskleri
sazendelerin arzularina birakilan herhangi bi makamda baslar énce o makamdan pesrev, beste calinir,
daha sonra kemence taksime baglarken sekiz on tane rakkase iceri girip s6z takiminin éniine dizilir,
kemencgenin Karcigar makamina ge¢cmesini beklerler ve taksimin bitmesi ile kdgeklerin ilk pargasi
baslar, adimlar atilir raks baslardi.” (Saz, 1974).

Osmanli'da saraylarda ve konaklarda yasayan sehirli kadinlar miizige egitim ve eglence muzigi olarak katkida
bulunurlarken, kirsal kesimdeki kadinlar ise kina geceleri, 6lum térenleri, cocuguna ninni séylemesi gibi mizigin
hem gelecege tasinmasina katkida bulunmuslardir hem de mizige islevsellik katmislardir. Sehirde veya
kirsaldaki kadinlar yaptiklari mizigi genellikle toplu olarak icra ettikleri icin kadin mizik toplulugu olarak
isimlendirebiliriz.

Murat Bardak¢i’nin Refik Fersan’in hatiralarini kaleme aldigi romaninda kendi dilinden anlattigi gibi, aralarinda
erkeklerin bulunmadigi ve sadece kadin muzisyenlerin meydana getirdigi muzik gruplari, eski zamanlardaki
zengin konaklarinin vazgecilmez adetlerindendi. Konaktaki kalfa kadinlara, halayiklara ve cariyelere iglerinin yani
sira mutlaka bir sanat égretilir, bu sanat genellikle musiki olur ve devrin en iyi hocalariyla ¢alisan kizlar daha
sonra konagin muzik toplulugunda yer alirlardi.

“Birbirinden guizel cariyelerle, halayiklarla dolu bir eski zaman konagi diistiniin. Ginluk isler bitmis, her
yer tertemiz yapilmig, pasa hazretlerinin yahut hanimefendinin istedigi yemekler pisirilmis, camasirlar
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yikanmig, herkes kdsesine ¢ekilmis...Tam o sirada, odalardan birinden glzel bir mizik sesi geliyor.
Kalfa kadinlar, halayiklar ve cariyeler muzik yapiyorlar.”1

Kadinlarin bir arada yaptiklar miizigi toplu olarak icra ettikleri icin kadin muzik toplulugu olarak isimlendirebiliriz.
Kadin mizisyenleri kadin g6zu ile gérmis olan kadin seyyah ve taninmig bir ingiliz yazan olan Julia Pardoe de
(1806-1862), 19. yiizyil ortalarinda Istanbul’a gelmis, dokuz ayini burada gecirerek halkin eglence mekanlarini,
carsilar, bayram ve digin alaylarina katilarak c¢esitli sosyal konumdaki insanlarin konaklarina misafir olmustur.
istanbul ile ilgili yazdigr kitapta yapici elestirilerini de agik yiireklilikle yapmistir. Pardoe kadinlarin gittikleri mesire
yerlerinin basinda gelen Kigcuksu’yu benzer sekilde anlatmis ve kadin mizisyenlerin ¢eng, santur, kanun, ney,
daire, tanbur gibi ¢algilari galmakta oldugunu gézlemlemistir. Kadinlar haftanin degisik glnlerinde farkli mesire
yerlerine giderler ve bu yerlerin basinda gelen Géksu’ya cuma glnleri giden kadinlar, hizmetkarlarini da yanlarina
alirlardi. Yerlere serilen halilarin tzerinde keyifle yemeklerini yerler, kahve icmek meyveler yemek gibi her tirli
lezzetli yiyecegi yerken birlikte sarkilar sOyleyip raks ederlerdi (Diger, 2015: 73).

Sanat dallarinin igcinde mizik hem bireysel hem de toplu olarak tretim yapmaya en uygun daldir. Konumuz kadin
muzigi oldugu icin de kadinin yaptigi mizigi hem bireysel hem de toplu olarak ayri ayrn degerlendirmemiz
gerekmektedir. Mlzikte calismalar gerek bireysel gerekse toplu olarak galgi esliginde yapilir. Yeni caismalarda
zaman zaman ¢algisiz yani acapella olarak yapsa da bu tip ¢alismalar ¢calisma alanimiz digindadir.18. ylzyilda
Osmanli'da bulunmus D’ohsson ise kadin eglencelerinden ve kadin muzisyenlerden sdyle bahsetmektedir:
“Kadinlarin mesire yerlerindeki eglencelere katildiklar kaynaklarda en ¢cok bahsedilen konulardir. Bu mesire
yerleri Kagithane ve Kiglksu’'dur. Cengiler ¢ceng, daire, zil gibi calgilar esliginde sarki sdyleyip dans edebilirler.”
(Besiroglu, 2006:11)

18. ylizyil ressamlarindan Levni’nin GnlG minyat(r( bir tanbur, bir miskal, bir zurna ve bir daireden kurulu bir harem
saz takimini canlandirir. Sekil 3'te Levni’nin Osmanli’daki saz takimini canlandiran bir minyatir( yer almaktadir.

Sekil-3: Osmanlidaki Kadin Saz Takimi

" URL-7
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Cumhuriyet Dénemi Kadin ve Miizik

Osmanlinin son dénemleri yenilesme, batililasma veya modernlesme adi verilen hareketlerinin tirmandig
zamanlardir. Bu anlamda Tanzimat, kendinden sonraki kadin ve kadin modernlesmesiyle alakali hizli gelismelere
6n ayak olmusgtur.

“Tanzimat, memlekete pozitivizmi getirmistir. Tanzimat Fermani’nda kadinlar i¢in yeni hiikimler yoktur.
Fakat Tanzimat'in getirdigi yenilik zihniyeti btlin memleket islerinde oldugu gibi kadinlara ait konularda
da gérulmustir. Kizlar icin ebelik 6gretimi, kiz rlstiyeleri (bir ¢esit ortaokul) ilk defa 1858'de, kiz
Ogretmen okullari 1870’de acgilmigtir. Terzilik, 6gretmenlik, hemsirelik, eczacilik vb. meslek ve
sanatlarda kadinlara yer verilmesi Mesrutiyet'ten (1908) sonra baslamistir. 1909°’da Halide Edip’in
kurdugu Teali-i Nisvan-Kadinlarin Yikselmesi Dernegi ile 1913’te Nuriye Ulviye tarafindan kurulan
Mudafaa-i Hukuk-u Nisvan—Kadin Haklarini Koruma Dernegi dikkat ¢ekicidir. 1923 yilinda ise hukuk ve
tip fakdltelerine kiz 6grenciler alinmaya baslanmistir.” (Nirun’dan akt. Bingdl, 2014: 111)

Cumhuriyet 6ncesi 1916 yilinda agilan ve konservatuvar niteligi tasiyan Dartilelhan ile birlikte mizik egitimi
resmilesmis ve kadinlarin da bu resmi egitimden faydalanma imkani olmustur. Bu kisiler arasinda Tanburi Faize
(Ergin), Kanuni Muazzez (Yurcu), Udi Hayriye (Ors), Kanuni Seref, Kemani Kevser, Udi Zehra, Udi Faika,
Hanende Zahide hanimlar dikkat cekicidir. 1918 yilinda kurulan Sark Masikisi Cemiyeti kuruculari arasinda
bulunan kadinlar ise Zahide Hanim ile Kemani Enise (Can)’dir.

Turan Tasan “Kadin Besteciler” kitabinda, alfabetik olarak 184 kadin bestecinin kisa hayat dykustine, eserlerinin
listesine ve bestelerinden birinin notasina yer vermistir. Turk kiltir sanatina 6nemli katki sagladigini
distindigumiz eserinde Tasan, Adile Sultan, Esma Sultan, Fatma Sultan, Hatice Sultan, Ulviye Sultan, Ayse
Sultan (Hamide Ayse Osmanoglu)gibi saray erkanindan kadinlarla, Reftar Kalfa, Dilhayat Kalfa, Durri Nigar Kalfa,
Menekse Kalfa, gibi hizmetli grubundan olup, egitmen, bestekar ve “Kalfalik” gibi tst diizey mevkilere gelmis ve
gene saray ve gevresinde yetismis Cumhuriyet ve sonrasinda muzige ve sanata cok énemli katkilarda bulunmus
Leyla Saz (Leyla Hanim), Kevser Hanim, Bedriye (Serbetgigil) Hosgér, ihsan Raif Hanim, Faize Ergin, Neveser
Kokdes, Mehves Hanim, Safiye Ayla Targan (Emire Safiye Ayla), Radife Erten, Melahat Pars, Laika Karabey?2,
Nezahat Soysev, gibi énemli musikisinas, bestekar kadinlari hayat éykuleriyle ginimize tagimistir (Tasan,
2000).

Ge¢ Osmanlida baslayan Batililasma, modernlesme hareketleri sonrasi ve Cumhuriyet’in ilani ile birlikte kadinlar
hem sosyal hem de kamusal alanda daha gérinir olmaya basladilar. Yazar, akademisyen, siyaset¢i Halide Edip
Adivar ile sair, yazar, bestekar hoca kimligi olan Leyla Saz gibi 6nemli kadin figirler ortaya ¢ikti. Sanatin her
alaninda ve 6zellikle muzikte kilometre tasi olarak konumlandirilacak éncl kadinlardan Leyla Saz ile ilgili Nazmi
Ozalp kitabinda su bilgilere yer vermektedir:

“Leyla Hanim'in evi bir sanat evi gibiydi. Dénemin edebiyat¢i ve sanatcilari, musikisinaslari her
Persembe guini toplanirlar, akademik sohbetler yaparlardi. Her toplantinin sonunda musiki icra edilirdi.
Hafiz Asir Efendi, Hafiz Osman Efendi gibi s6hretli ses sanatkarlar sik sik konaga gelirlerdi. Bu
toplantilarda Leyla Hanim bazen piyano, bazen armonika calardi.” (Ozalp, 2000: 223)

216 Temmuz 1953 yilinda, ileri Tiirk Musikisi Konservatuan madiirt Hiseyin Sadettin Arel, Laika Karabey’i noter huzurunda
mudur vekili tayin etmistir.
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19. yuzyihn sonlarinda ve 20. yuzyilin ilk ¢ceyreginde kadinlarin kamusal alanda gértinir olma mucadelesinde
artiglarin bagladigi bilinmektedir. Bircok alanda egitim olanagina kavugan kadinlara Muallim ismail Hakki Bey
tarafindan kurulan Beyazit'ta Musiki-i Osmani Hanimlar Cemiyeti vasitasiyla mizik egitimi alma sansi da verilir.
Cemiyetin 1920 yilinda Beyazit'taki Turk Ocagi konferans salonunda bir konser verdigi de séylenmektedir (Turan,
2019:205).

Cumhuriyetin ilanini takiben diinyada olan degisim Turkiye'yi de etkilemeye baglamis, ézellikle 1930’larda giyim
kusamda moda degisikligi, yasamda cayh dansli partiler, balolar gibi eglence bigimleri ile birlikte mizikte de yeni
rizgarlarin estigi ve 6zellikle sehirlerde tim sosyal siniflar etkilenmeye basladigi gériilmektedir. Batililasma ve
modernlesme diye aciklanmaya caligilan bu dénemdeki degisimden kadinlar da etkilenmis ve kadinin hayata
katilimi yasalarla belirlenmis ve desteklenmistir. Farkli muzik tirleri ve yeni tarzlar denenmeye baglamistir.
Tangolar, fokstrotlar, operetler ve fantezileri yorumlayanlar hep kadinlar olmustur (akt. Ozdemir, 2009: 128, Unlij,
2004: 313).

Kadin Mizik Topluklari

Yakin tarihte, on dokuzuncu yiizyilin son ¢eyregi ile Cumhuriyetin ilani arasinda kalan yarim yuizyila baktigimizda
kadini, besteci, icraci ve hoca olmanin yani sira Miizik Topluluklarinin icinde de gérmekteyiz. Osmanli yasam
biciminden Cumbhuriyet Turkiye’sine geldigimizde ise batili anlamda bircok reformla karsilasiyor ve kadinlari
toplumun her alaninda géruiyoruz.

1950’lerden sonra Neriman Altindag Tufek¢gi ydnetiminde “Yurttan Sesler Kadinlar Korosu” toplulugunun
kuruldugu goérulmekle beraber topluluktaki saz egliklerin erkek sanatcilar tarafindan yapildigini goéririz
(Guvengoglu, 2010: 218-22). Oysa ki, Haremdeki kadin eglencelerinde, konaklardaki muzik gruplarinda ve
dugunlerdeki kina eglencelerinde sadece kadinlar yer almaktadir. Yine Cemal Resit Rey, Munir Nurettin Selguk
gibi hocalarin gegmise ait resimlerine baktigimizda derslerdeki égrencilerin neredeyse tamaminin kadinlardan
olustugu gérilmektedir. Ozellikle meske dayali olarak yapilan bu dersler de birer kadin toplulugu miizik faaliyeti
olarak ele alinabilir. Yine arsivlerde Cumhuriyet Tulrkiye’sinde kadinlardan olugsan Kadinlar Fasil Heyetinin Sekil
4’te bir fotografini gérmekteyiz.

Sekil-4: “Kadinlar Fasil Heyeti"3

'® Kadinlar Fasil Heyeti; Cumhuriyet déneminde kadinlardan olusan bir Fasil Heyeti. incila Bertug'un 6zel arsivinden. Kiyafetlerden
cikardidi yoruma gére 1940 I yillar oldugu distnilmektedir.
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2000’li yilara gelinirken tamami kadinlardan olusan 1975’te kurulan Bilgen Bengl, Sebnem Aksu ve Birnur
Bilginoglu’ndan olusan Cici Kizlar, 1996’daki Citir Kizlar, Sebnem Ferah tarafindan kurulmus, yine tamami
kadinlardan olusan Volvox isimli Bursa'li bir Hard Rock grubu bulunmaktadir. Sebnem Ferah'in yani sira Duygu
Karpuz, Ebru Bank, Giil Agirca, Buket Doran ve 1992 yilinda gruba Ozlem Tekin katilmistir. Bir miiddet sonra
dagilan gurubun Uyelerinden bazilari bireysel anlamda muzik yaparak yollarina devam etmektedir. 2004’te Hepsi
grubu, somut anlamda glinimuzde sadece kadinlardan olusan ve popller kiiltirde yer alan 1993 yilinda Altin
Kizlar ve Guldeste gibi tasavvufi olmayan kadin topluluklarinin yani sira, tasavvufi olarak da 2003 yilinda Mevléana
Egitim Dernegi biinyesinde kurulan “Revnak Kadin Tasavvuf Korosu” ve 2006 yilinda kurulan Diyanet igleri
Baskanlig “Turk Tasavvuf Musikisi Kadin Korosu” yapilanmalari gériilmektedir.

Avaze Tiirk Miizigi Kadinlar Toplulugu

Avaze Turk Mizigi Kadinlar Toplulugu Prof. Nermin Kaygusuz, Prof. Nilgiin Dogruséz Disiagik ve Dr. Ogr. Uyesi
Serife Givencoglu tarafindan 2005 yilinda kurulmustur. Sanatcilarin tamami iTU Tirk Musikisi Devlet
Konservatuari 6gretim Uyeleri, mezunlar ve 6grencilerinden olusmaktadir. Topluluk, Harem-i Himayun'daki
muzisyen kalfalardan hanendelere, kadin saz takimlarindan bestecilere kadar pek cok basaril temsilciler ¢ikaran
kadin miuzisyenlerin Turk Muzigi'ndeki énemini nesiller arasi aracilikla gelecege tasimayr amaglamaktadir.
Toplulugun énemli 6zelligi ise Gyelerinin tamaminin kadin olmasidir.

Avaze’nin yaptigi mizik ile baglantili olarak, giiniimiizde bu miizik tiird igin Geleneksel Tiirk Mizigi, Tirk Makam
Muzigi, Klasik Turk Muazigi, Divan Muzigi, Turk Sanat Muzigi gibi pek cok ifade kullaniimaktadir ki adi gecen
terimlerin de kendi i¢cinde uyumlu ve dogru ifadeler olabilecegi disundlebilir. Bu konudaki terminolojik problem
halen asilamamistir. Ornegin bati sanat tarihinde mimariden, heykele, resimden miizige pek gok sanat dalinda
kurallarin hakim oldugu Klasik dénem terimi Tlrk Muzigi icin de oldukca fazla kullaniimaktadir. Klasik, hem
sanatta kuralcihgi, hem bir sanat dénemini, hem de lGzerinden yillar gegmesinde ragmen unutulmayan ve gelecek
tarihe de mal olarak geceni ifade etmektedir. Bu dogrultuda topluluk, Tirk Muzigi'nin 18., 19. ve erken dénem 20.
yuzyil eserlerini, tabiri caizse klasiklesmis eserleri icra etmek amaciyla Prof. Dr. Nevzat Atlig énderliginde ve onun
dustince yapisiyla kuruldu. ilk olarak Avaze Klasik Tirk Mizigi Kadinlar Toplulugu adiyla Devlet sanatcisi ve
uzun yillar pek cok toplulukla ¢alismalar yuritmus olan Prof. Dr. Nevzat Athg’in Sanat Danismanliginda sahne
aldi. Basinda da Avaze’nin gok sayida tanitim ve konserlerinin duyurusu yapildi kurucu tiyelerle réportajlar bu
haberlerde yer aldi. Bunlardan bazilari;

Avéze, Farsga’da 'yuksek ses' ve 'séhret' anlamina geliyor. Grubun kurucularindan ve Avaze'nin isim annesi
Nilglin Dogrus6z'e, grubun neden sadece kadinlardan olustugunu soruldugunda cevabi séyle oluyor:

“Muzik tarihimizde erkek besteci ve icracilarin sayisi kadinlara gére oldukga fazla. Az sayida da olsa
Dilhayat Kalfa, Leyla Saz gibi nitelikli kadin bestecilerimiz var. Belki daha ¢ok sayidalar; ama tarih
onlardan séz etmez. Yakin tarihimizde de durum cok farkl degil. icraci sayisi besteciden daha fazla
olmasina ragmen yeterli degil. Biz, kadinin mizikteki Snemini bir kez daha vurgulamak istedik. Glnku
yapisinda zarafet ve duyarhlik olan Tirk Muzigi, kadinin i¢ lirizmi ve duyarlilidi ile birlestiginde ortaya
¢tkan Urin de muhtesem olur.”14

Ve bir gazeteye verdigi réportajda Prof. Dr. Nevzad Athig, Osmanl’da kadinlarin icrayla yetinmeyip beste de
yaptigini anlatiyor:

' bkz. URL-11
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“Musiki sanatimiz Osmanl’daki Enderun mektebinde ve biylk sehirlerin konaklarinda kendini
gostermis. Sarayi distinecek olursak, Enderunda’ki hocalarin tesvikiyle haremde musiki ¢alismalari
sirdurilmis. Konaklarda da ud, tanbur ve kanun ¢alan kadinlara rastliyoruz. O dénemlerde ¢cok 6nemli
U¢ kadin besteciyi mutlaka anmak lazim: 3. Selim déneminde Dilhayat Hanim, ondan yiiz yil sonra
yasayan Leyla (Saz) Hanim ve 20. Asrin ilk yarisinda Faize Ergin. Ugii de yasadiklari dénemin erkek
bestekarlariyla ayni seviyeye cikabilmis sanatcilar.”s

Ayni gazete Avaze'yi sbyle tanitiyor:

“Eskiden cesitli nedenlerle kurulmus kadin topluluklari da karsimiza ¢ikmiyor degil. Ama gectigimiz
sene kurulan Avaze’nin onlardan bir farki var. Toplulugun Gg kurucusu; Nilgiin Dogruséz, Nermin
Kaygusuz ve Serife Giivencoglu ayni zamanda iTU Tiirk Musikisi Devlet Konservatuvari gretim iiyesi.
Uc akademisyen, eglence miizigi yapmadiklarini, hanendeleriyle sazendeleri kadinlardan olusan nadir
bir topluluk olduklarini séyliyor. Nevzad Athig bu 6zelligi vurguluyor: “Ge¢miste TRT’nin kadin Turk
Miizigi topluluklari vardi. Ama onlara genelde erkek miizisyenler eslik ederdi. Avaze, tamamen kadin
icraci ve enstriimantalistlerden olugsuyor.”16

ik blyik konserini Diinya Emekgi Kadinlar Haftasi etkinligi icinde yer alan 13 Mart 2006 tarihinde CRR (Cemal
Resit Rey) Konser Salonunda Dede Efendi’yi Anma Konseri adi altinda toplulugun Sanat Danigsmani Prof. Dr.
Nevzat Athg yénetiminde vermistir. Toplulugun verdigi ilk konserinde Prof. Dr. Nevzat Atlig destek olmak amaciyla
toplulugun Sefi olarak yer almigtir.

Topluluk, ilk konserinden bugiine kadar Istanbul’'un degisik ilceleri ve Tirkiye’'nin degisik sehirlerindeki konser
salonlarinda, degisik TV ve radyo programlarinda olmak lzere 50'nin (izerinde konser etkinligi diizenlemigtir.
Sosyal sorumluluk projelerinde de yer alan Avaze, sadece klasik eserlerin icrasiyla sinirli kalmamasi nedeniyle
adinda kiigiik bir degisiklik yaparak ‘Klasik’ adini kaldirmis ve Avaze Tirk Mizigi Kadinlar Toplulugu adini
almistir. Projelerinde Turk Muzigi’nin hemen her turiinde eserler besteleyen énemli bestecilerin eserlerine de yer
vererek Tango, Vals gibi toplumda ilgi ¢eken tlrdeki eserleri de repertuara alirken sahne diizenlerinde zaman
zaman dansa da yer vermistir. Bu da aslinda geleneksel olanin ge¢cmisle bugin arasinda kurdugu képrinin bir
temsilidir.

Avaze’nin konserleri, Kadinlar Ginii, Anneler Giinti, Kadinlar Fasli, 10 Kasim, 29 Ekim, Sevgililer Giinii, Ustalara
Sayg! Konserleri, Konservatuvarli Hocalari Anma Konserleri, Onemli Bestekarlari Anma gibi ok farkli konuyu ve
O6zel gunu kapsayan ve hepsinin tek basina hikayesi olan projelerdir. Bir yaptigi konseriikinci defa
tekrarlamamaya 6zen géstermigtir.

Baslangictaki sanat¢i kadrosu 16 kisiden olugan topluluk, daha sonralari etkinligin tirtine ve mekana gére 10-15
kisilik sanat¢ 6gretim Gyesi, mezun ve 6grenci kadrosu ile galismalarini siirdirmeye devam etmektedir. istanbul
BiyUksehir Belediyesi, Kadikdy Belediyesi, Kiglikgekmece Belediyesi, Uskiidar Belediyesi ve izmir, Antalya,
Eskisehir, Gaziantep, Manisa, Tekirdag-Corlu gibi Biyuksehir Belediyeleri salonlarinda Avaze'yi agirlayarak
kiicuikte olsa maddi ve manevi desteklerini sunarak toplulugun ayakta kalmasini saglarken sinirlari icinde kaldigi
Besiktas ve Sisli gibi buylUk belediyeler tekrarlanan destek isteklerine olumsuz cevap vermis ve/veya
sessizliklerini korumuslardir. Ozellikle Besiktas Belediyesinin sinirlari iginde yer alan bir egitim/égretim

' bkz.URL-6
' bkz. URL-6
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kurumunun resmi olmasa da 6gretim elemani, mezunu ve égrencilerinden olusan bir topluluga ilgisizligi saskinlk
yaraticidir.

Avaze, énemli “Sosyal Sorumluluk” projeleri iginde de yer almistir. Bu projelere verdigi desteklerden bazilari,
istanbul Teknik Universitesi Vakfi'nin “Burs Kampanyasina” 3 konser ve “Annemle Biz Kanseri Yeneriz"?
projesine verdigi 8 konser destegidir. Bu projelerin icinde yer almasi Avaze‘nin topluma mal olusunun kilometre
taslarini olusturmustur. Avaze’nin “Annemle Biz Kanseri Yeneriz” projesi kapsaminda, projeye gelir amagli “Avaze
Tark Mazigi Kadinlar Toplulugu’ndan Neveser Kékdes Sarkilari” isimli bir de albim kaydi bulunmaktadir. Albimiin
ilk taniim konseri 8 Mart 2009 “Diinya Kadinlar Guni’nde ITU Tirk Mizigi Devlet Konservatuvarnda
“Kadinlardan Kadinca Sarkilar” etkinliginde Neveser Kékdes'in torunu Zuhal Ocal'in da katiimiyla yapilmistir. iTU
Turk Musikisi Devlet Konservatuari yayini olan “Kadinlardan Kadinca Muzik” adl etkinlik kitabinda torunu Zuhal
Ocal'in arsivinden alinan Neveser Kokdes'in'8 bestelerinin notalari ve Neveser Kékdes ile ilgili biyografi de yer
almistir.1?

Sekil 5te Avaze Tirk Miizigi Kadinlar Toplulugu’ndan Neveser Kokdes Sarkilari albiim kapag yer almaktadir.

Sekil-5: Avaze toplulugu albiim kapagi2°

'” Sinema ve tiyatro sanatgisi Serra Yilmaz’'in Proje Yiizii oldugu Novartist Onkoloji, Meme Hastaliklari Federasyonu (MHDF), Tiirk
Kadinlar Birligi, Europa Dona Tirkiye ve Avaze Tirk Miizigi Kadinlar Toplulugu tarafindan ortaklasa diizenlenen, “Annemle Biz
Kanseri Yeneriz” adi altinda diizenlenen proje kapsaminda Tirkiye’nin 16 ilinde 18 halk bilgilendirme tolplantilar diizenlenerek,
Ucretsiz mamografi hizmetleri verilmis ve kadin saghgiyla ile ilgili farkindalik olusturulmasi amaglanmistir.

'8 Dr. Ayhan Sarr'nin kurdugu ve yénettigi Tirk Mizigi Diigiince ve Aragtirma Yazilari adli online dergide “Kadinlardan Kadinca”
etkinligi tanrtimi yapilmistir. URL-3

19 “Kadinlardan Kadinca Miizik” adli 8 Mart 2009 tarihli Kadinlar Giinii igin yapilan etkinlikteki konser ve Yayin koordinatérliginii
S. Sehvar Besiroglu, Serife Giivengoglu ve Aysegiil Aral’in yaptigi “ITU TMDK Bestekarlar Serisi” kitapgiginda; Neveser Kékdes’in
biyografisi, Avaze Tiirk Miizigi Kadinlar Toplulugu’ndan Neveser Kékdes Sarkilar CD’sinde bulunan, 12 tane eserinin giiftesi ve
bestesi Neveser Kdkdes'e ait olan ve notasini da kendisini yazdigi eserlerin notalari bilgisayar ortaminda yazildi ve kitaba koyuldu.
(08.07.2021)

2 «“Annemle Biz Kanseri Yeneriz” Sorumluluk Projesi kapsaminda Avaze Tirk Miizigi Kadinlar Toplulugu’ndan Neveser Kékdes
Sarkilar adiyla yayinlanan CD/Albiim ve proje ile ilgili haber basinda genis yer alar Dr. Ayhan Sarr’nin kurdugu ve yénettigi Tirk
Muzigi Distince ve Arastirma Yazilan adl online dergide yapilmistir. URL-2
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Albiim kapaginda gérildiga gibi Avaze sanatcilar sirasiyla seslerde Serife Guvengoglu, Ozgiil Turgay, Sinem
Ozdemir, Oya isboga, Filiz Yildizbasogdlu, Aslihan Ergisi, Serap Caglayan, Sazlarda ise; Kemencge: Nermin
Kaygusuz, Kanun: Serap Caglayan, Viyolonsel: Dilek Zertung, Ud: Eylem Erdemir, Tanbur: Pelin Degirmenci’dir.
Pan Yapim’dan cikan albimdin teknik ekibinde de ¢ok degerli sanatgilar yer almiglardir.2!

Albiim Repertuari

1.

2.

10.

11.

12.

Sevmek Seni Bir Sug ise — Rast

Bir Emele Bin Ah Ceksem — Segéah, Solist: Aslihan Ergisi
Kus Olup Ugsam — Segah, Solist: Oya isboga

Gul Olsam Ya Sunbul Olsam Hizzam

Ruhumda Neg’e Hayale Daldim — Hicazkar, Solist: Fili Yildizbasoglu
Gul Dalinda Oten Biilbiilin Olsam — Hicazkar

Aski Fisildar Sesin — Nisaburek. Solist: Ozgiil Turgay
Husranla Géniil Hep inler — Nihavend, Solist: Sinem Ozdemir
Sevdikce Seni — Nihavend, Solist: Aslihan Ergisi

Bahar Pembe Beyaz Olur — Mahur

Canandan Uzak Kaldi Gonil — Kirdilihicazkar

Bugtin Biz Hep Neseliyiz — Kurdilihicazkar

Sekil 6'da Dede Efendi’yi Anma konseri’nin etkinlik afisi yer almaktadir. Avaze’nin bazi konserleri, gérselleri ve
repertuar 6rnekleri ise asagida verilmistir:

e

CRR &assiss

Dede Efendi’yi

Anma Konseri
: s

6z Disi

13.3.2006

Sekil-6: Dede Efendi’yi Anma Konseri

# Yapim: PAN Yapim, Genel Koordinator: Serife GUVENGOGLU, Stiidyo: ITU- MIAM, Kayit: Can KARADOGAN, Subat 2009,
Igditing: Can KARADOGAN - Serap GAGLAYAN, Mix: Can KARADOGAN, Mastering: Bora EBEOGLU, Fotograf: Mehmet NAR,
Avéze Web Adresi: www.avaze.org (Giincellenme asamasinda)
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Yukarida goérseli verilen 13 Mart 2006 Dede Efendi’yi Anma konseri'nin programi asagidaki gibidir. Nilgiin
Dogruséz Disiacik tarafindan hazirlanan konserin saz grubunda Nermin Kaygusuz (Kemence), Aysegul Kostak
Toksoy (Kanun), Géknil Bisak Ozdemir (Tanbur), Pelin Basar (Ney), Buse Sever (Ud), Betiil Sirin (Viyolonsel),
ses icracilari olarak ise Nilgiin Dogruséz Disiacik, Serife Giivengoglu, Nesibe Ozgiil Ozbilen, Sinem Ozdemir,
Merve Utandi, Tamara Kocgak, Aysegul Yiizgec Keskinkili¢, Aslihan Ergisi yer almistir.

Birinci Bolim

1. Hicaz Beste Ey cesm-i &ha hicr ile tenhélara saldin beni

2. Hicaz Yirluk Semai Yine nese-i muhabbet dil-U canim etti seyda

3. Bayati Sarki Nice bir agkinla feryad edeyim (Solist: Sinem Ozdemir)
4. Mahur Sarki Gérdiim bugtin canan-i dil

5. Rast Sarki Gorsem seni doyunca doyunca seni gérsem

6. Evcéra Sarki Hisnilne mail goénlim ezelden (Solist: Merve Utandi)
7. Bestenigar sarki Ben seni sevdim seveli kaynayip costum (Solist: Ozgiil Ozbilen)
8. Muhayyer sarki Sevdicegim asikini aglatir gézyasini sular gibi ¢gaglatir
9. Bayati Sarki Karsidan yar glle gile canim geldi yarim geldi

ikinci Bolim

10. Suznak Agir Semai Nesin sen a glizel nesin hdri mi ya melek misin

11. Suznak ilahi Ben bilmez idim gizli ayan hep (Solist Ozguil Ozbilen)
12. Mahur Sarki Sana layik mi ey giilten (Solist: Sinem Ozdemir)

13. Hicaz Sarki Askinla ben ey nazenin mecburunam mecburunam

14. Hicaz Sarki Mah ylzlne asikanim (Solist:Merve Utandi)

15. Hicaz Sarki Ey bit-i nev eda olmusum muptela

16. Ussak Sarki Gitti de gelmeyiverdi gdzlerim yollarda kaldi

Sekil 7°'de “10 Kasim 2010 Avrupa Kiiltir Bagkenti” etkinlikleri gercevesinde “Sarkilarla istanbul” Konseri Afisi yer
almaktadir:
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SARKILARLA ISTANBUL

Sekil-7: “10 Kasim 2010 Avrupa Kiltiir Bagkenti” etkinlikleri gergevesinde “Sarkilarla istanbul” Konseri Afisi

Yukarida gérseli verilen 10 Kasim 2010 Sarkilarla istanbul Konserinin programi asagidaki gibidir. Konseri
hazirlayan Serife: Glvencoglu, Solist: Oya Isboga, icracilar olarak:Nermin Kaygusuz (klasik kemenge), Serap
Caglayan (kanun), Riuya Kocamemis (viyolonsel), Melike Ercan (tanbur), Gézde Colak (ritim) yer almistir.

Konser Repertuvari
1. Camlar arasindan siziliirken -K.hicazkar -Muzaffer ilkar
2. Yine bu yil ada sensiz- Nihavend- O. Nihat Akin

3. Her seyinle glizelsin- K.hicazkar - Erol Sayan

I

. Geldi yine glzelim yaz- Nihavend -A.Sami Toker

5. Cek kiregi guizelim- Mahur- Arif Sami Toker

[2]

. Kuguksu’da goérdim seni- S. Buselik- T. Mustafa Cavus

~

. Bahar geldi gul a¢ildi-Nihavend- Teoman Alpay

8. Ada sahillerinde bekliyorum -Hicaz -Anonim

9. Adalardan bir yar gelir bizlere-Hicaz-Y. Asim Arsoy
10. Kadikéylu- Nihavend Fantezi- Refik Fersan

11. istanbul’dan Uskiidar’a yol gider -Muhayyer

12. Beyoglu’nda gezersin — Mahur

13. Yangin olur biz yangina gideriz- Ussak

14.Biz Camlica’nin Ug¢ guluylz -Sultaniyegah-Yesari Asim Arsoy
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Avaze'nin Yaptigi Etkinlik ve Ozel Gunlerin listesi ise asagidaki gibidir:
Tablo 1 de gériilen konularina gére etkinlikler:
1. Dede Efendi Konserleri: 3 Adet

2. Kadinlar Gunl Konserleri: 13 Adet (Leyla Saz, Faize Ergin, Neveser Kdkdes, Safiye Ayla gibi 6nemli kadin
sanatcilara ithaf edilen 6zel konserler)

3. Annemle Biz Kanseri Yeneriz “Sosyal Sorumluluk Projesi Konserleri”: 7 Adet
4. Beraber ve Solo Sarkilar Konserleri: 5 Adet

5. Ustalara Saygi Konserleri: 7 Adet (Minir Nurettin Selcuk, Sadettin Kaynak, Selahattin igli, Sadettin Kaynak
vb.)

6. Diger Etkinlikler: 15 Adet (lll. Selim Besteleri, istanbul Sarkilari, iTU TMDK Hocalarini Anma, Anneler Gandi,
10 Kasim, 29 Ekim Cumhuriyet Bayrami, Kadinlar Fash, Sevgililer Guni, Beraber ve Solo Sarkilar v.b.)

Asagidaki tablolar sonucunda Avaze toplulugunun etkin oldugu yillar, mekana, konularina gére etkinlikler ve
sikliklarina iliskin edindigimiz bilgiler de tablolar halinde verilmistir. Ornegin, Tablo 2'deki etkinlik yillarina
bakildiginda 2005 -2019 arasi yapilan 16 yillik sirecte Avaze’nin en etkin oldugu yillarin 2008-2012 yillari arasi
stire¢ oldugunu gériyoruz?2.

Konularina Gore Etkinlikler
16

14

12
10
8
6
4
Z -
0

"Dede Efendi" "Diinya Emekgi "Annemle Biz  "BeraberveSolo  "UstalaraSayg"  Diger Etklinlikler
Konserleri Kadinlar Gunu" Kanseri Yeneriz"  Sarkilar" Konserleri Konserleri
Konserleri Sosyal Sorumluluk

Projesi Konserleri

m Konularina Gore Etkinlikler

Tablo-1: Konularina Goére Etkinlikler

22010 yili Avrupa Birligi “Istanbul Kiltir Bagkenti” secildigi icin Tiirkiye’ye hibe yardimi yapildi ve her tiirlii kiiltir sanat faaliyetleri
desteklendi. bkz. https://www.ab.gov.tr/_43388.html (10.05.2021)
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ETKIN OLDUGUMUZ YILLAR

mys ETKIN OLDUGUMUZ YILLAR
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Tablo-2: Etkinlik Yillar

Mekana Gore Etkinlikler

m Mekana Gore Etkinlikler

Tablo-3: Mekana Gore Etkinlikler
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Mekéna goére dizenledikleri etkinliklerin genel listesi de asagidaki gibidir ve sikliklari da tablo 3'de géraldiugu
gibidir.

istanbul li icinde:

-CRR Konser Salonu:2 tane etkinlik

-ITU Magka Mustafa Kemal Amfisi:4 tane etkinlik

-ITU Sileyman Demirel Kongre Salonu: 3 tane etkinlik

-Altunizade Kdltir sanat merkezi:4 tane etkinlik

-Turk Dunyasi Arastirmalar Vakfi Salonu:2 tane etkinlik

-TRT istanbul Radyosu:1 tane etkinli

-Caddebostan Kultir merkezi:2 tane etkinlik

-Habertirk Televizyonu:2 tane etkinlik

- Hyatt regency Otel Salonu: 1 tane etkinlik

-Anadolu Universitesi Televizyon: 1 tane etkinlik

-Kugukgcekmece Bel. Cennet Kultiir Merkezi Salonu: 1 tane etkinlik
-Cine5 TV

-TRT Muzik

-Fatih Ali Emiri kiltir Sanat Merkezi

-Belediyesi Kiiltlir Sanat Merkezi: 1 tane etkinlik

-Besiktas Belediyesi Akatlar Kiltir Merkezi: 1 tane etkinlik: 1 tane etkinlik
-Halkali Kultir Merkezi: 5 tane etkinlik

-Galatasaray Universitesi Cogkun Kirca Salonu: 1 tane etkinlik
-ITU Gimiissuyu Kamplisii konser Salonu: 1 tane etkinlik

-Yesil Pinar Kultir Merkezi: 1 tane etkinlik

-Bakirkdy Belediyesi Toplanti Salonu: 1 tane etkinlik

istanbul ili diginda:

-Corlu Belediye Konser Salonu: 1 tane etkinlik

-Antep Cocuk Hastanesi Toplanti Salonu:

-Antalya Belediye Konser Salonu: 1 tane etkinlik

-Eskisehir Belediyesi Toplanti Salonu: 1 tane etkinlik

-Eskisehir Belediye Opera Salonu: 1 tane etkinlik
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-Sakarya Universitesi Konser Salonu: 1 tane etkinlik
-Antep Omer Ersoy kiiltiir Merkezi: 1 tane etkinlik
-izmir Tarihi Havagazi Fabrikasi: 1 tane etkinlik

-istanbul’da Kiiglikcekmece Belediyesinin Cennet Kiiltir Merkezi ve Halkal salonlarinda yaptigimiz 8 adet
etkinlik, 7 adet kurum ici (iITU Magka Mustafa Kemal Amfisi 4 ve Siilleyman Demirel Kongre Salonu 3) etkinligi
takip etmektedir.

Kurucu Gyeleri Prof. Nermin Kaygusuz, Prof. Dr. Nilgiin Dogruséz Disiagik, Dr. Ogr. Uyesi Serife Givengoglu ve
Sanat Danismani Prof. Dr. Nevzat Atlig disinda baslangictaki sanat¢i kadrosu, 16 kisiden olusan topluluk daha
sonralari etkinligin turiine ve mekana gére 10-15 kisilik sanat¢i 6gretim Uyesi, mezun ve 6grenci kadrosu ile
calismalarini stirdirmeye devam etmektedir. Toplulugun tye sayisindaki degisiklikle beraber yillar icinde topluluk
Uyelerinde de zaman zaman degiskenlik yasanmistir. Topluluk Gyelerinin tamaminin kadin olmasi ve kadinin
sosyal yasam iginde toplumsal cinsiyetgi roli geregi ve kadinlik durumlarindan &tirt hamilelik, cocuk bakimi gibi
zorunlu olarak yapmasi gereken goérevleri tercih etmektedir. Clinklii kadin hem anne, hem de es kimligiyle evine
ve ailesine karsi sorumluluklari vardir. Grubun kurucularindan Nermin Kaygusuz, kadin saz sanatgisi bulmanin
cok zor olduguna dikkat cekiyor ve konuyla ilgili olarak sunlari séyltyor:

Ses sanatcisinin yetismesi saz sanatgisina gore daha kolay ¢uinkli sadece sesini ¢alistiracak. Sesinizi
glinde en fazla bir saat caligtirabilir, bir saat egzersiz yapabilirsiniz ama enstriimaniniz ¢alg: olunca,
bes saat de ¢alisma imkaniniz var. Dolayisiyla seste bir araciniz yok ama calgi ¢aliyorsaniz, o tahtayla
duygularinizi ifade etmeniz gerekiyor. Ses egitimi talebeleri ¢algi talebelerinden cok fazla oldugu igin
calgi calan kadin bulmakta ¢ok zorlaniyoruz23.

Kadin mizik topluluklarinda saz sanatgisi bulma zorluklarinin yani sira, ses sanatg¢isi bulmanin da cesitli
zorluklar vardir. Kadin en ézgul durumu olan anneligi, yani hamilelik ve gocugun blyliime siirecinde bir siire de
olsa sanatcilik kariyerine ara vermek veya isini birakmak zorunda kalmaktadir. Ctinkd bir mizik toplulugunda
kadin sanatci olmak, solo performans sergileyen sanat¢inin durumundan farklidir. Topluluk ile birlikte calismak,
bireysel ¢alismadan daha uzun zamani kapsar. Topluluk bireylerinin bir araya gelmeleri i¢cin her birine uygun
zamanin tespiti de 6nem arz etmektedir. Dolayisiyla topluluktaki Uyelerin uzun sireli devamliliginin
saglanamadigi dénemler yasanmaktadir. Avaze’de de annelik nedeniyle bir siireligine veya tamamen topluluktan
uzaklasmak durumunda kalan sanatcilar olmustur.

Yukaridaki agiklamalardan da anlasildigi tizere kadin olmanin gérev ve sorumluluklari nedeniyle ayni kadroda
sireklilik saglamak cok zor. Yukarida érnek olarak verilmis bes Avaze konserinden de anlasilacag Gzere,
toplulugun 2006 yilindaki ilk blyuik konserindeki ses ve saz sanatci kadrosu ayni kalmamisg, 2019 yilindaki konser
érnegine gelene kadar sanatgi kadrosundaki isimlerin degistigi gérilmistiir. Avaze gibi tamami kadin olan, kendi
Ozgur iradesiyle kurulmus ve sadece konser salonlarinda performans sergileyen, akademik ve amatér ruhla
calismalarini sirdiren gruplarin surekliliklerini devam ettirebilmesi i¢cin maddi ve manevi desteye ihtiyaci
yadsinamaz bir gergektir. Kuruldugu tarihten bugiine ¢ok sayida iTU Tirk Mizigi Devlet Konservatuvarl kadin

sanat¢inin yolu, Avaze’den gegmis ve gecmektedir.

2 Bir gazete haber hazirhdi igin yapilan gériisme tarihi: 20.03.2018.
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Sonug

Diinyada oldugu gibi Tirk Muzigi tarihine baktigimizda da kadin bestecilerden ve icracilardan ¢ok fazla s6z
edilmemekte ama kadinin mizik icra ettiine dair ilk 6rneklere 16. ylizyila ait minyatirlerde rastlanmaktadir.
Osmanli saraylarinda ve konaklarda ¢ogunlukla Enderunlu hocalardan ders alan sultan esleri, kardesleri,
cariyeler, kalfalar, halayiklar bagka egitimlerin yani sira ¢ok ciddi muzik egitimi almiglardir. Adlar erkekler kadar
bilinmese de kadinlar ge¢gmisten gliniimiize musiki sanatini genis bir yelpaze icinde temsil etmislerdir. Osmanli’da
14. ylzyil dncesinde kadina ve miizigine dair bazi tasviri belgelere rastlanmakla birlikte, 14. ylizyildan itibaren
kadin ve muzik iligkisi agik bicimde minyaturlerde gérinir olmustur. 17. yizyil minyatirlerine baktigimizda da
kanun, tanbur gibi enstrimanlar ¢alan kadinlari gérebiliriz. Minyatirlerdeki kadinlar betimleniyor ama toplumun
muhafazakar yapisindan kaynakl olarak isimleri bilinmemigtir.

Konumuzu olugturan Tirk Muzigi kadin topluluklari, Osmanlr’da harem, konak gibi kapali mekanlarin yani sira
aclk alanlardaki eglence mekanlarinda da faaliyet géstermislerdir. Osmanli’dan Cumhuriyet’e kadinlar tarafindan
topluca yapilan miizik gelenegi giiniimiiz Tirkiye’sinde de devam etmektedir. 2005 yilinda istanbul Teknik
Universitesi Tiirk Musikisi Devlet Konservatuari égretim Gyeleri, mezunlar ve égrencileri tarafindan kendi 6zgur
iradesi ve akademik bir bakisla kurulmus olan Avaze Tiirk Miizigi Kadinlar Toplulugunun bitin Gyeleri, Osmanli
sarayinin sazendeleri gibi siki bir mizik terbiyesinden ge¢cmistir.

Harem-i Himayun'daki mizisyen kalfalardan hanendelere, kadin saz takimlarindan bestecilere kadar uzanan ve
muzik tarihinde 6zel bir yere sahip olan kadinin Turk muzigindeki énemini vurgulamak ve aldiklari egitim
dogrultusunda ortak duygu ve sanat anlayislarini miiziklerine yansitmak iizere bir araya gelen Avaze Tiirk Mizigi
Kadinlar Toplulugu, konserlerinde Dede Efendi, Ill. Selim, Ali Rifat Bey, Girifizen Asim Bey, Tanburi Mustafa
Cavus, Suphi Ziya Ozbekkan, Miinir Nurettin Selcuk, Selahattin Pinar, Lem’i Ath Serif icli, Osman Nihat Akin,
Refik Fersan, Sadettin Kaynak, Bimen Sen, Cevdet Gagla, Muzaffer ilkar, Erol Sayan, Arif Sami Toker, Teoman
Alpay gibi erkek bestekarlarin eserlerine, Leyla Saz, Dilhayat Kalfa, Faize Ergin, Mehves Dolay, Melahat Pars,
Nihal Erkutun, Nimet Hanim, Neveser Kbékdes, Nigar Ulusoy gibi ¢ok degerli kadin bestekarlarin eserlerine
konserlerinde yer vermistir.

Avaze Hicaz, Bayati, Rast, Evcara, Bestenigar, Muhayyer, Suznak, Mahur, Ussak, Kirdilihicazkar, Nihavend,
Nisaburek, Segah, Hiizzam, Nikriz, Acemkiirdi, Hicazkar, Sultaniyegah, Sehnaz Buselik, Hiiseyni gibi cok cesitli
makamlara ve Beste, Agir Semai, Yirik Semai, Sarki, Gazel, ilahi, Fantezi, Tango, Vals, Tirkid, Agit, Saz
Semaisi gibi hemen hemen her formda esere de konserlerinde yer vermistir.

Avaze Turk Mizigi Kadinlar Toplulugu’nun toplulugun sinirli olanaklari ile kuruldugu tarihten giniimiize kadar
gerceklestirdigi etkinliklerin belli bagli konulari, Cumhuriyet dénemi 6ncesi ve sonrasi ‘Turk Muziginin Kilometre
Taglar’ Bestecileri, Turk Miziginde ‘Kadin Besteciler’, Kadinlar Fash konserleri, Sosyal Sorumluluk Konserleri,
gesitli TV ve radyo programlarindaki 50 (elli) konser ile birlikte bir adet CD galismadir. Avaze, giindemden ayri
kalmak istememesine ragmen son iki yildir, 2020 yilindan itibaren diinyada ve Tirkiye’de yasanan pandemi
kosullari nedeniyle canli performanslarina devam edememektedir. Sebebi, akustik calgilarin hassasiyeti
nedeniyle online ortamda bir araya gelindiginde ses problemleri yasanmakta olmasi ve pandemi dénemine ayak
uydurulamamasidir.

21. yiizyil Turkiye’sinde her tirlii kosulda miicadelesini siirdiren ve 16. yilini geride birakmis olan Avaze Tiirk
Muzigi Kadinlar Toplulugu’nun bu stire¢ icerisinde toplumsal ve bireysel 6lclide deneyimleri ve yasanmisliklari,
kadin calismalarina 1sik tutacak, kadinin, kadinlarin mizigi ve Turk Muzigi’'nin tarihindeki toplumsal bellek
insasinda Avaze énemli bir yer alacaktr.
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Turkiye ve dinya ¢apinda kadinlara yonelik ve gbreceli olarak artan siddet kargisinda muzik olgusunun her tirli
siddet karsisindaki onarici, iyilestirici rolii diisiinildiginde, Avaze Turk Mizigi Kadinlar Toplulugu’nun, yalnizca
gecmiste degil, ginimuzde ve gelecekte de saglayacag: katki blyik bir 6nem arz etmektedir. Turk Mizigi’nin
tarihsel derinlik ve cografi genisligine yarasir diizeyde varhigini sirdiirmesi, gelenekten kopmadan gelecege
tasinabilmesi hedefi cercevesinde, Avaze Tiirk Miizigi Kadinlar Toplulugu’nun, kadin miizik topluluklarinin nitelik
ve nicelik olarak artmasina, ¢zellikle de akademik kadin toplulugu olusu nedeniyle bir rol model olarak Tirk
toplumunda uzerine diusen sorumlulugu artirarak kadin topluluklarinin gelecek ile ilgili planlamalarina igik
tutabilecek, etkin ve islevsel bir yol gésterici olabilir.
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“RAUF YEKTA BEY’iN MUSIKi ANTIKALARI” / NILGUN DOGRUSOZ (EDITOR)
Duygu TASDELEN!

1871-1935 yillari arasinda yagsamis olan déneminin énemli teorisyeni, muzikologu ve arsivcisi Rauf Yekta Bey’in
koleksiyonu, ge¢cmiste az sayida arastirmacinin -kisa sureli olarak- gérebilme firsati bulabildigi ancak hakkinda
yeterli bilgiye sahip olamadigimiz bir arsivdi. Arsiv hakkindaki bilgimiz, i¢erisindeki bazi mihim eserler, arsivin
buyikligi ve 6nemi ile sinirliydi. Bu nedenle, bu arsiv uzun yillar boyunca arastirmacilar icin gizemini koruyan;
hatta muzik alaninda ismi bilinen fakat kendisi bulunamayan yazmalarla ilgili yer yer ‘efsanevi’ hikayelere konu
olan bir arsiv olarak bilinmekteydi. 2018 yilinda, Nilgiin Dogruséz editérligiinde yayinlanan Rauf Yekta Bey'in
Musiki Antikalari kitabi ile Tirk muzigi tarihi bakimindan biiylik 6nem tasiyan bu arsiv hakkindaki gizem nihayet
son buldu.

Rauf Yekta Bey koleksiyonunun igerigi; genel olarak Rauf Yekta Bey’in miizik ¢calismalarina basladigi ilk genclik
yillarinda arsivlemeye basladigi nota, kitap ve musiki belgelerinden, Yenikapi Mevlevihanesi ve diger tekkelerden
kendisine intikal eden veya satin aldigi yazma eserlerden ve yurt disindan temin ettigi yabanci dildeki eserlerden
olugmaktadir. Kendisinin yazdigi, istinsah ettigi yazma, kitap ve makalelerle zenginlesen bu arsivdeki matbu
eserlerin bir kismi 1980’li yillarin basinda Suleymaniye Kitliphanesi'ne bagiglanmistir. Arsivin ailede kalan
bélimu ise, 6nce Rauf Yekta Bey'in torunu Yavuz Yektay’a, ardindan da kii¢lik torunu Cem Yektay’a intikal etmis
ve 2018 yilindaki vefatina kadar da onun himayesinde kalmistir.

Arsivin se¢cme katalogu ve secilen katalogun icerikleri hlviyetinde olan Rauf Yekta Bey’in Musiki Antikalarr kitabi,
Nilgiin Dogruséz koordinatérligiinde, istanbul Teknik Universitesi Bilimsel Arastirma Projesi kapsaminda, iTU
Osmanli/Turk Muzigi Arastirmalari Grubu (OTMAG) ortak calismasiyla hazirlanmistir2. Rauf Yekta Bey’in Musiki
Antikalari, muzikoloji alanin yani sira farkli alanlardan akademisyen ve arastirmacilarin birlikte calistigi
Osmanl/Turk Muzigi Arastirmalart Grubu’nun 6 yayinindan biridir.

Rauf Yekta Bey’in Musiki Antikalari, Nilgiin Dogruséz’in Yektay ailesi ve Rauf Yekta Bey arsivi ile tanisma
hikayesini aktardigi “Editérden” bélima ile baglamaktadir. Ayrica bu bélimde, OTMAG’in Bodrum-istanbul
hattinda gerceklesen arsiv calisma seriiveni anlatiimaktadir.

Rauf Yekta Bey’in Musiki Antikalari kitabinda Cem Yektay’in 6ns6ziine de yer verilmistir. Cem Yektay’in
Onso6zlyle, sehir sehir, ilce ilce gezen bu blyilk arsivin aile icinde bilinen hikayesi arastirmacilar icin de
aydinlanmis bulunmaktadir. Cem Yektay, arsivin aile icinde kimlere nakledildigini, Rauf Yekta Bey’in
Beylerbeyi’'nde bulunan konagindan hur¢lar, sandiklar icinde Eskisehirden Mug’a, Konya’'dan Bursa'ya kadar
Anadolu’nun gesitli illerine seyahatini ve arsiv kendisine gectikten sonra koleksiyonla ilgili ne gibi calismalarin ve
girisimlerin yapildigini, yazdigi énsézde detayh bir sekilde anlatmaktadir.

Nilgiin Dogrus6z tarafindan kaleme alinan “Giris” béliminde ise, arsivin énemi vurgulandiktan sonra kitabi
hazirlarken koleksiyondaki se¢melerin nasil yapildigr ve kataloglama isleminde izlenen yolun anlatiimasi ile
okuyucuya yéntemsel kolaylk saglanmistir.

' Ars. Gér., Anadolu Universitesi Devlet Konservatuvari, Miizikoloji Bélimii, duygutasdelen@anadolu.edu.tr
ORCID: 0000-0001-5296-2701

Basvuru Tarihi: 30.04.2021 Kabul Tarihi: 01.05.2021

2 Grubun galigmalar hakkinda detayli bilgi igin bkz.: http://www.otmag.itu.edu.tr/
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Kitapta argiv malzemeleri bes baslik altinda kataloglanmistir. Arsivdeki el yazmalari, nota defterleri, nadir basma
kitaplar, belgeler ve fotograflar ayri bélimlerde okuyucu ve arastirmacilara sunulmaktadir.

Kitabin birinci bélimu olan el yazmalari béliminde, koleksiyondan secilen 51 adet el yazmasi tanitiimaktadir.
Cogunlugu teoriyle ilgili olan ve Rauf Yekta Bey’in teori calismalarina temel hazirlayan bu yazmalar arasinda Nayi
Osman Dede’nin Nota-yi Tirki yazmasi, Kevseri Mecmuasi, kendi hattiyla istinsah ettigi Terciime-i Edvar-i
Kirsehri gibi 6nemli yazmalar bulunmaktadir. Bu énemli el yazmalarinin, zengin gérsellerle, genel tanitim ve
icerikleri ile sunulmasi da okuyucunun yazmalar ile ilgili daha detayh fikir sahibi olmasina olanak saglamistir.
Kevseri Mecmuasi gibi nadir el yazmalarinin ilk kez renkli gériintilerinin yayimlanmasi ise kitap i¢indeki gorselleri
daha da 6nemli kilmaktadir. Yazilarindan, yasadigi dénemde edvar ve teori kitaplari hakkinda az bilgi oldugu
konusundan yakindigini okudugumuz Yekta, arsivine dahil ettigi ve calistigi bu yazmalarla, Turk mizigi teorisini
bilimsel zemine cekme c¢abasi ile hareket etmis, Dogrus6z’iin deyimiyle ‘musiki antikaciligi’ yapmigtir.

ikinci bélim arsivdeki nota defterlerine ayrilmigtir. Bu bélimde, arsivde bulunan Avrupa notasi, Hamparsum
muzik yazisi ve Rauf Yekta Bey tarafindan gelistirilen ‘Tirk Notasr’ ile yazilan 32 adet defter okuyucuya
sunulmustur. Bu bélime, arsivdeki 6nemli gériilen defterlerin kapak sayfalari, i¢c sayfalarindan dérnekler ve varsa
fihristlerinin gérintuleri de eklenmistir. Defterler genel ézellikleri ile tanitiimis ve her bir defterin icerigi -eserlerin
basliklari g6z 6ninde bulundurularak- tiir, makam, usul ve besteci bilgileri verilerek fihrist haline getirilmigtir. Bu
defterler Tlrk muzigi eserlerinin yazili olarak kayit altina alinmasi ile ilgili blylk ¢alismalari olan Rauf Yekta Bey’in
beslendigi kaynaklar olmasi bakimindan énem tasirken, hazirlanan fihristler ileride yapilacak olan edisyon-kritik
calismalarina malzeme sunabilecek niteliktedir.

Kitabin G¢lncl béliminde arsivdeki nadir basma kitaplardan bir secki sunulmustur. Bu bélimde 8 nadir matbu
kitabin kapaklarina yer verilmistir. Arsivdeki matbu eserlerin blylk béliminin 1980’li yillarin basinda
Suleymaniye Kutiphanesine bagislanmasina ragmen, Dogrus6z arsivde pek ¢cok basma eserin bulundugunu
belirtmektedir. Bu nadir basma kitaplar, arsivdeki ¢esitliligi yansitmasi bakimindan énem tagimaktadir. Bununla
beraber, bu bélimde okuyucuya sunulan kapaklar arasinda ‘Déarllelhan Talimatnamesi’nin, ‘Turk Mdasikisi
Nizamnamesi’nin olmasi, arsivde Rauf Yekta Bey’in is hayatindan izler gérmek bakimindan da anlamhdir.

Kitabin dérdiinct bélimiinde ise arsivde bulunan belgelere yer verilmistir. Bu bélimde, 41 adet belge gérselleri
ile birlikte sunulmustur. Goérsellerin yani sira, Osmanli Turkgesi ve Fransizca belgelerin pek ¢ogunun cgevirilerine
yer verilmesi arastirmacilar icin yol agidir. Diplomalar, c¢esitli gérevlendirme belgeleri, Paris Konservatuari
profesdrlerinden Albert Lavignac ile Encyclopédie de la Musique iginde yazdigi Tirk miizigi maddesi hakkindaki
yazigmalar, Sark Musikisi Tarihi kitabi ile ilgili mektuplar, Darllelhan Heyeti tarafindan doldurulan plaklar
hakkinda Tasnif ve Tespit Heyeti’nin gérisleri, derleme gezilerinde kaydedilen tiirk(i notalar gibi bir cok belgenin
sunulmus olmasi Rauf Yekta Bey’in is hayatinin sakli kalan detaylan ile ilgili fikir vermektedir. Bu bélimde
sunulan, Ali Rifat Gagatay, Halil Bedi Yonetken, Osman Hamdi Bey gibi kultir yagsaminin énemli aktorleri ile 6zel
mektuplar da yasadiklari ddnem hakkinda bilgiler tagimaktadir. Bu belgelerdeki cocukluk anilari, dénemin
calkantil kiltir ve mizik ortaminda yasadigi kirginliklar ve sitemleri, yazilarindan ve eserlerinden tanidigimiz
Rauf Yekta Bey’in kisisel alaninin kapilarini aralamaktadir.

Kitabin son bélimi arsivde bulunan fotograflarin secgkisine ayriimistir. Bu bélimde 32 adet fotograf okuyucu ile
paylasiimistir. Bu fotograflarda hem Rauf Yekta Bey’in daha 6nce yayimlanmamig fotograflari, neyleri ve
kemaninin goérselleri ile kisisel hayatindan izler hem de Kahire Kongresi’'nden, derleme gezilerinden heyetin ve
gezilerde karsilastiklari muzisyenlerin fotograflari ile galisma hayatindan izler bulunabilir.
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Rauf Yekta Bey’in Musiki Antikalari kitabi ile yillar boyunca sakl kalan bir arsivin igerigi giin yiiziine ¢ikmis ve
arastirmacilarin ilgisine sunulmustur. Arsivin icerisinden kitaba eklenen malzemeler, ddneminin 6nemli diigtin ve
yazin aktori olan Rauf Yekta Bey’in biyografisinin, kisisel yasaminin, calisma hayatinin, beslendigi kaynaklarin
detaylarini da aydinlatmigtir. Bu nedenlerle, Rauf Yekta Bey’in Musiki Antikalari kitabi, Rauf Yekta Bey ve donemi
ile ilgili calismalar icin 6nemli bir bagvuru kaynag olarak literatiirde yerini almistir.
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