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ONSOZz

Arabesk miszik Tirk kiltirel hayatinin 8nemli bir parcasidir. Kirsal
kesimlerden sehirlere ya da yurtdisina gé¢ etmis milyonlarca insanin
sesi olmus gibidir. Fakat bu miszik tirine 6zgi ruh héli, caresiz ve
kasvetli bir melankolidir Arap mizigini model alir ve bu nedenle Tirk
kiltirinin kimi kesimlerinde tartismalidir. Arabesk miizik bu bakim-
dan, kékleri Tirkiye Cumhuriyetinin genis kapsamli reformlarla kuru-
lusuna kadar uzanan ve kiltirel yénelimler icin ideolojik savaslarin
yuritildigi bir savas meydani olmustur.

Bu gerilim hathnda Zeki Miren’in arabesk mizigi kilit bir noktadadr.
Bir yandan dinleyicisinin teslimiyete yatkin duygusal egilimlerine hitap
eder ve bunlari miikemmel bir sekilde ortaya cikarir, diger yandan
ilkenin genellikle bu tir mizigi reddeden Kemalist elitine mensuptur.
Bu gerilimler 6zellikle Orgeneral Kenan Evren’in 12 Eylil 1980 askeri
darbesi sirasinda éne cikar. Tirkiye’de onyillardir etkin ve meshur
olmasina ragmen, Zeki Miiren’in miiziginin televizyon ve radyolarda
yayinlanmasi bu andan itibaren yasaklanmistir. Ayni zamanda sah-
neye cikmasi yasaklanmis ve istanbul’un meshur gazinolarinin yarr-
mahrem ortaminda sesi duyulmaz olmustur.

Biz - Alejandra Labastida ve Giirsoy Dogtas - tam da 1981 yilinda
cikhginda bir déniim noktasi olusturan Kahir Mektubu albimiiniin
dolasimda olmasina ragmen Miren’in kisisel mevcudiyetinin kisit-
landigi bu sahne yasadi dénemiyle ilgili arashrmalarimizi “Beklenen
Sarki” taslak bashg alhinda yirittik. Arastirmalarimizin baslangicta
Miren’in muanz Osmanlica kullanimina ve bunun Dogu-Bat kiiltirel
kutuplari baglaminda disiinceyi kiran muglakliklar olusturma yeti-
sine yogunlasmis olmasina ragmen, perspektifimiz sonradan kendine
6zgi bir mutsuzluk bicimi olan hiiznin roline yéneldi. Bu baskin his,
genc Tirkiye Cumhuriyetinin reform cabalarinin elinden kagmis ve
onu farkinda olmadan Osmanli imparatorluguna baglamistir. Kahir
Mektubu bir arsiv gibi, sosyal-tarihsel degisimleri birbirine baglayan
bu hissin tim etkilerini icinde barindirir.

PREFACE

Arabesk music is an important aspect in the Turkish cultural land-
scape. It seems to lend a voice to millions of people who have migrat-
ed from rural regions to the cities or abroad. But the genre-specific
mood of arabesk music, with its desperate and gloomy melancholy,
and the fact that it is modeled on Arabian music, also make it con-
troversial in parts of the Turkish cultural landscape. Arabesk music is
therefore an arena of ideological battles for cultural orientation, the
fundaments of which go back to the foundation of the Turkish Repub-
lic with its far-reaching reforms.

In this field of tension, Zeki Miren’s arabesk music takes on a key
position. On the one side, he caters to and excellently creates this
emotional disposition toward resignation in his listeners, and on the
other, he belongs to the country’s cultural Kemalist elite that usually
rejects this kind of music. These tensions came to the fore especially
during the military coup under General Kenan Evren on September
12, 1980. Although Zeki Miiren had already been famous and estab-
lished in Turkey for decades, TV and radio stations were forced to no
longer broadcast his music. He was also banned from performing in
public, so that he could no longer be heard live in the semi-intimate
atmosphere of the renowned Istanbul Gazinos, cabaret-like night-
clubs.

We - Alejandra Labastida and Giirsoy Dogtas - conducted research
under the preliminary working title Beklenen Sarki (The Expect-

ed Song) on precisely this period of the performance ban, when
Miiren’s personal presence was curtailed, although his seminal album
Kahir Mektubu (Letter of Grief), released in 1981, was available to
the public. While our research initially focused on Miiren’s subver-
sive use of the Ottoman language and its ability to produce ambi-
guities that break open the bipolar thinking of Western and Eastern
culture, our perspective then shifted to the role of a specific form of
sadness, hizin. This dominant feeling eluded the reform efforts of the
young Turkish Republic and unconsciously linked it to the Ottoman
Empire. Like an archive, Kahir Mektubu stores all the implications of
this emotion that bridges the massive socio-historical changes.




Kahir Mektubu'nun icindeki hissiyat arsivini etkinlestirme umuduyla
bu mizige bambaska yaklasimlar olan cesitli kisilerle réportaj yaptik.

Kisisel melankoli deneyimleri ile melankolinin, marjinal kamusalliklarin
esitlik kazanmaya yénelik bir kendini giiclendirme metodu olarak
politik potansiyeli arasinda bir bag kurduk. Tirkiye toplumunda
melankolinin uzun bir tarihi vardir ve toplumun duygusal yapisi hak-
kinda bilgi verir.

Belli hislere yénelik sosyal talep ya da bu hislerin tasvip edilmesi,

ulus ve benzeri yapilardaki disiplin mekanizmalar hakkinda genis
kapsamli sonuclara varmaya imkén saglar. Bu nedenle hisleri, agirlikl
olarak belli giic dengeleri ve sosyal hiyerarsilerce belirlenen psiko-
sosyal fenomenler olarak kabul ettik. Bir yanda arabesk miizigin
reddi, diger yanda her alanda mevcudiyeti baglaminda Tirkiye'deki
ayrishrma cabalari son derece akilda kalicidir.

Réportajlar arastirmalarimizin temelini olusturuyor. Sorularda ortaya
cikan konulara farkli makaleler yoluyla egildik.

“Bitmeyen Kahir"da Giirsoy Dogtas hiizniin sosyokiltirel diskur-
sunu incelemek icin Kahir Mektubu’nun referanslarini kullaniyor.

Bu baglamda, Kahir Mektubu’nu Misir miszigine ve 6zellikle Ummis
Gilsim’iin (1904-1975) gec dénem miizigine bir hirmet olarak an-
liyor. Miren ayni zamanda bu yolla devlet televizyon ve radyolarin-
da Misir mizigini hedef alan yasaklama tesebbiislerinin yapildig,
Cumhuriyetin kurulus yillarindan kalma ideolojik savaslarin da tarafi
olmus oluyor. Dogtas, Roland Barthes’in geno-sarki terimini kulla-
narak Miren’in miiziginin neden sahne yasagina ragmen kamusal
alandan silinemedigini aciklamay: hedefliyor.

Arabesk miizige hiznin hakim olmasina ragmen Zeki Miren bu hissi
kismen pop mizigini temel alan veya ince bir sekilde tarihi (Roma an-
tik dénemine dek uzanan) kostiimlere atf yapan frapan kostimleriyle
dengelemistir. Bu yolla heteronormatif erkek imajinin altini oymustur.
Cinsellik ve cinsiyete karsi bu muglakliklar sirdiirmek, kurgulanmis
dogallik ve normalligi bir yén olarak talep eden ve yoldan sapanlari
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To this end, we interviewed persons with the most various approach-
es to this music in the hope of activating the emotional archive in
Kahir Mektubu.

We placed the personal experiences of melancholy in relation to the
political potential of melancholy as it is used by marginalized publics
as emancipative self-empowerment. In Turkish society, melancholy
has a long history and provides information on its emotional constitu-
tion.

Social demands for or the sanctioning of certain emotions allow
drawing far-reaching conclusions as to the strategies of disciplining in
structures like a nation. We therefore understand emotions as psy-
chosocial phenomena predominantly determined by specific power
relations and social hierarchies. In the rejection of arabesk music, on
the one hand, and its omnipresence, on the other, these distinction
efforts in Turkey are extremely memorable.

The interviews form the basis of our research. We delved into several
themes of the questions raised in separate articles.

In “The Endless Grief,” Giirsoy Dogtas uses the references in Kahir
Mektubu to examine the sociocultural discourse of sadness. In this
context, he grasps Kahir Mektubu as an homage to Egyptian music,
especially to the late musical style of Umm Kulthum (1904-1975).
With it, Miren also takes up the ideological battles from the time
when the Turkish Republic was founded, when the attempt was made
to ban Egyptian music from public radio and television in a targeted
way. Using Roland Barthes’ term geno-song, Dogtas seeks to explain
why Miiren’s music could not be eliminated from the public sphere
despite the ban on performing.

While sadness prevailed in arabesk music, Zeki Miren countered

this feeling with his lamboyant stage costumes that were partially
modeled on pop music or subtly alluded to historical costumes (going
back to Roman antiquity). With them, he deconstructed the heter-
onormative image of the male. Maintaining these ambivalences in
regard to sexuality and gender require a strong positioning toward a
heteronormative force that demands adapting to the constructed nat-
uralness and normality as a matter of course and imposes sanctions




cezalandiran heteronormatif giice karsi kuvvetli bir pozisyon almay:
gerekli kilar. “Seytan, sahnede olmadigi icin seytan” baslkli metninde
Alejandra Labastida, Miiren ve stratejilerini Meksikali Juan Gabriel
ile karsilashriyor.

Ses konusunda yazilmis ve yayinimiz icin 6zellikle degerli iki taninmis
metne rastladik ve bu yazilar bu baglamda yayina dahil ettik.

Bu metinlerden biri Slovenyali filozof Mladen Dolar’in “Ses ve
Yapisékim” (1996) metni. Jacques Derrida’nin (bir fonomerkezcilik
savunucusu) “Platon’un Eczanesi” ile baslayarak Dolar, sesin sadece
mevcudiyet metafizigi olarak anlasiimamasi gerektigini, tehlikeli bir
yani oldugunu savunur. Ses, mevcudiyeti yerinden eder ve Logos’u
sadece desteklemez, ayni zamanda parcalara ayirir. Miiren acisin-
dan bu metin, sesinin biyolojik yasam ile sosyal varlik arasindaki
yerini tespit etmenin yolunu gésteriyor.

Arabesk miszik acisindan Martin Stokes’un “Ask Cumbhuriyeti - Tirk
Popiiler Miiziginde Kiltirel Mahrem” metni en énemli referans kay-
naklarindandi. Bu 6nemli temel metin ayni zamanda Tirkce bilmey-
enler icin de erisilebilir. “Zeki Miren: Sanat Ginesi, ideal Yurttas”
béliminden “Sesin Faziletleri” baslkli altbdlimi yayina dahil ettik.

Tirk mizigiyle ve dolayisiyla arabesk miizik ile hasir nesir olmayan
Meksikali besteci Alejandro Castafios ise Kahir Mektubu’nu mevcut
imkdanlaryla siniflandirmayr amacliyor.

Tirk toplumunda hiznin muglakhiginin politik anlamda hem ézgiirles-
tirici olan (sila hasreti ya da yabancilasmayi umursamaz géziiken
devlet kontrolii ve baski stratejilerine direnis olarak) hem de 6zgiirles-
tirici olmayan (sorunlari kadere baglayan, politik olmaktan ¢ikaran
ve sorunlara kisinin kendini caresizlige birakhg: bir hiizin ile karsilik
veren) bir sekilde anlasildigini farkettik. Melankoli kisitlayici kamu-
salliklarin dengesini bozma ve demokratik siirecleri ileriye tasima
potansiyeli tasiyor.

on deviations. In her text, “The Devil is the Devil because he is not
on Stage,” Alejandra Labastida compares Miiren’s strategies with a
figure from Mexico, Juan Gabriel.

We found two canonical texts about the voice particularly valuable
for our publication and therefore reprinted them in this context.

One of them is the text “Deconstructing Voice” (1996) by the Slove-
nian philosopher Mladen Dolar. Starting with “Plato’s Pharmacy” by
Jacques Derrida (an advocate of “phonocentrism”), Dolar argues
that the voice is not to be understood merely as a metaphysics of
presence, but as possessing a dangerous underside. It dislocates
presence and does not only support the Logos but also dismantles it.
In regard to Miren’s voice, this text initiates its localization between
biological life and social being.

In regard to arabesk music, Martin Stokes’ “The Republic of Love

- Cultural Intimacy in Turkish Popular Music” was one of the most
crucial sources of reference. This important fundamental text is also
accessible for persons who don’t speak Turkish. We reprinted the sub-
chapter “The Virtues of the Voice” from the chapter “Zeki Miiren:
Sun of Art, Ideal Citizen”.

The Mexican composer Alejandro Castafios, who is not familiar with
Turkish music and therefore neither with arabesk music, seeks to clas-
sify Kahir Mektubu with the means at his disposal.

We found out that the ambiguity of sadness in Turkish society is re-
garded in political terms as both emancipative (as resistance against
state disciplining and suppression strategies that seem to ignore
homesickness and feelings of alienation) and anti-emancipative (i.e.,
regarding problems as personal fate, depoliticizing them and re-
sponding to them with a sadness in which one abandons oneself to
helplessness). Melancholy has the potential to destabilize restrictive
public and advance democratic processes.
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SONSUZ KAHIR
Giirsoy Dogtas

Her gece kederdeyim,
Durmadan iciyorum.
Sevda ektim kalbime,
Yalnizlik biciyorum.

Bu Zeki Miren’in 1981 yilinda cikan Kahir Mektubu albiminden,
ayni adli arabesk sarkinin nakarati. Arabesk miizigin tim ruh hali

bu isimde toplanmistir: caresiz bir kara sevdanin tetikledigi acitan

bir melankoli, dipsiz bir keder. Arabesk ne bir cikis yolu vadeder ne
de kurtulus midi; Bunun yerine bu ruh halini betimleyen kaderciligi
sakinlestirir. Miren dinleyicinin teslimiyete yatkin duygusal egilim-
lerine hitap eder ve bunlar basariyla tesvik de eder; 28 dakikalik
alisilmadik vzunluguyla Kahir Mektubu albiimi bu anlamda onun
basyapihdir.

Fakat Kenan Evren’in 12 Eylil 1980 darbesinin ertesi yili yayimlanan
bu albiimiin etki alani o dénemde oldukca sinirli kalmistr. Zeki Miren
yillardir bilinen ve meshur bir sanat¢i olmasina ragmen, televizyon ve
radyo kanallarina onun miziklerini yayimlamamalar telkin edimisti.
Ayrica sahneye cikmasi yasaklanmis ve bu nedenle istanbul’un yarr-
mahrem gazino sahnelerinden uzak kalmish.! Cuntanin istegi Zeki
Miren’i kamusal alandan silmekti. Ordunun géziinde Miiren, frapan
kostimleri? ve performanslariyla, sinirlayici ve heteronormatif erkek
imajinin altini oymaktaydi.3

Bu makalenin bas kahramani olan Miiren’i yasaklamalarinin bir diger
nedeni ordunun arabesk mizigi kontrol altina alma istegiydi. Basini
arabesk mizigin ve dnciilerinin cektigi varolussal melankolinin politik
héle getirilmesi Cumhuriyetin kurulusundan, batmakta olan Osman-
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ENDLESS GRIEF
Girsoy Dogtas

Every night | grieve,

| drink all the time.

| sowed love in my heart,
Now | reap loneliness.

This is the refrain of the arabesk song Kahir Mektubu, which was
released in 1981 on Zeki Miren’s eponymous album. The title con-
denses the whole mood of the arabesk genre, a painful melancholy
triggered by desperate lovesickness and lived as boundless sorrow.
Arabesk music promises neither a way out nor the hope of salvation;
instead, it sedates the fatalism characterizing this mood. Miiren co-
ters to and brilliantly induces this emotional disposition toward resig-
nation on the side of his listeners, and the album Kahir Mektubu with
an unusual length of 28 minutes is his opus magnum.

However, the sphere of influence of the album released a year after
the military coup on September 12, 1980, under General Kenan
Evren, was limited right after it appeared. Although Zeki Miiren had
already been a famous and established artist in Turkey for decades,
television and radio stations were told to no longer broadcast him. In
addition, he was banned from performing live, and that is why Zeki
Miiren could no longer be regularly heard in the semi-intimate atmo-
sphere of Istanbul’s most renowned Gazinos, cabaret-like nightclubs.!
It was the will of the junta that Zeki Miiren disappear from the public.
In the eyes of the military, his lamboyant costumes? and performanc-
es undermined the restrictive, heteronormative image of the male.?
A further reason for banning Zeki Miiren, who is the main figure of
this article, was the military’s attempt to contain arabesk music. The
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['nin Tanzimat dénemine kadar geriye gétirilebilir.# Eski sistemden
kopus anlamina gelen dil ve yazi reformlar iizerinden basariyla kont-
rol altina alinan edebiyattan farkli olarak, istine Osmanl’nin ¢ékiis
kokusu sinmis® bu melankolik hissin kontroli genc Tirkiye Cumhuriyeti
icin neredeyse imkansizd.

Zeki Miren’in bu diskurs icinde celiskili bir pozisyonu vardi. Tirk
sanat Mizigi‘nin yiksek kiltirinden gelmesine ragmen popiler aro-
besk mizik kiltirine ilgi duymaya basladi ve “Bah”ya yénelik deger
dlcitlerine sahip bir cumhuriyetci olmasina ragmen, cumhuriyetcilerin
gericilik olarak gérdikleri melankoliyi yiicelestirdi.

Martin Stokes’un® arashrmalarindan yola ¢ikan bu metin kapsaminda
Kahir Mektubu sarkisini arabesk mizigin politik boyutlari ve belli bir
melankoli tipi zerinde disinmek icin kullaniyorum. Bu cesit melan-
koli; sarkida yapilan géndermeler, modiilasyon ve keder iizerine
sosyokiiltirel séylemlerde kendini géstermektedir.

Yasakl olmasina ragmen arabesk miszik calinan heterotopik mekén-
lar yasaga boyun egmedikleri icin Zeki Miiren’in miizigi yayilmaya
devam etti. Bu anlamda ézellikle bu sarkiy1 sokaklarda, meydanlarda
ve benzeri kamusal alanlarda spontane ve amatérce séyleyen insan-

lar &zel bir rol oynadilar ve sarkiyr yaydilar. Ben bu sarki séyleyisin
iki neticesi oldugunu ileri sirecegim: Bir yandan bu durum, duyulan
ve duyulmayan ses arasindaki farki gériilebilir, dolayisiyla politik
héle getirerek bir uyusmazlik yarath. Ote yandan - Barthes’in ge-
no-sarki’” kavramini kullanarak ele alacagim gibi - mantigin hitkmet-
tigi bedenin &tesine isaret eden bir képri gérevi Ustlendi.

Arabesk Sarki

Kahir Mektubu estetik anlamda, Zeki Miren gibi homoseksielligini
acikca kabul etmemis® Misirli yildiz Ummi Golsim’on (1904-1975)
gec dénem mizikal stiline génderme yapar. 1970’lerde Kahir Mek-
tubu’nun bestecisi Muzaffer Ozpinar, Giilsim’in besteci Muhammed
Abdiilvahab ile yarathgi on sarkidan ilki olan Inta ‘Umri (Sen Om-
rimsiin)® gibi melodilere basvurur.

Ughniyya Misir arapcasinda sarki ya da sarki séylemek anlamina
gelir ve 1930’lardan itibaren kendine 6zgi bir tir héline gelmistir;™
ughniyyat ayni zamanda bu déneme isaret eder.” Bu mizigin karak-
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politicization of existential melancholy, the emblem of which was ar-
abesk music and its precursors, can be traced back to the foundation
of the Turkish Republic and the period of reform (Turkish: tanzimat) of
the foundering Ottoman Empire.# This melancholic feeling, to which
the aura of the declining Ottoman Empire clung,® was almost impossi-
ble to control by the young Turkish Republic—as opposed to literature,
for example, which was successfully influenced by the language and
writing reform that marked a break with the old system.

Zeki Miiren assumed a contradictory position in this discourse. Com-
ing from the high culture of Turkish art music, he grew interested in
the popular culture of arabesk music, and, as a republican with a
canon of values oriented toward the “West,” he idealized the melan-
choly which the republicans stigmatized as backward.

In this text which builds upon the research of Martin Stokes,* | use
the song Kahir Mektubu to deliberate on the political dimension of
arabesk music and a certain form of melancholy. It can be detected
via the references made in this piece, the modulation and sociocultur-
al discourses of sadness.

Although Zeki Miiren was banned from performing, his music spread,
since the heterotopic places where arabesk music was played did

not submit to the ban. A special role was played by people who
spontaneously and without professional intentions sung the song in
public (in streets, squares etc.) and thus disseminated it. | will suggest
that this singing had a double effect: on the one hand, it created a
disagreement making the difference between the heard and unheard
voice perceivable and thus political. On the other—as | will argue
using Roland Barthes’ concept of geno-song” — it serves as a bridge
pointing beyond the body dominated by reason.

The Arabesk Song

In aesthetic terms, Kahir Mektubu refers to the late musical style of
Umm Kulthum (1904-1975), an icon of Egyptian music who, like Zeki
Miiren, did not publicly admit her homosexuality.® In the 1970s, Mu-
zaffer Ozpinar, the composer of Kahir Mektubu, took up melodies
of Kulthum, like the one from Inta *Umri (Eng. You Are My Life)°, the
first song from her late period that consisted of ten pieces created
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teristik 6zelligi yavas bir ritim; overtiire benzer, uzun enstrimental
prelidler; nakarat ve misralarda tekrar edilen tek bir melodi ve asag:
dogru dissen melodilerdir. Bu 6geler Kahir Mektubu’nda da yanki
bulur. Tirkce arabesk sarkilar cogunlukla birka¢ dakika sirdigi
hélde, Zeki Miiren Kahir Mektubu’nun siresini alisiimadik bir sekilde
28 dakikaya uzatmistr. Bdylece hiiziinli ruh hélini cok daha kapsam-
I, ayrinhli bir sekilde bicimlendirebilir ve dinleyicileri nakaratin her
tekrariyla daha derinlere cekebilir.

Fakat sarkinin uzunlugu, sahnede rahatlikla iki saate kadar siiren
Ummis Gilsim sarkilan disiinildiginde sasirtici olmaktan cikar - Ed-
ward Said bu uzunlugu sapmalardan alinan zevke baglamishr.'
1930’larda Misir miizigine duyulan biyik ilgi coktan Tirkiye’nin
kiltirel hayatini sekillendirmis ve arabesk miizigin temellerini at-
mishr.”® Zeki Miren’in Misir miizigiyle iliskisi bu déneme duyulan
nostalji izerinden tanimlanir. Muhammed Abdilvahab’in sarkilarini
Tirkce yorumlamasi, ayni zamanda Héfiz Burhan Sesyilmaz’a ve
onun icra stiline bir hirmet olarak okunabilir. Mizigi farkh sosyal
siniflarca yiksek Tirk kiltirinin ifadesi olarak algilanan 1930°lu
yilllarin yildizi Sesyilmaz da Abdilvahab sarkilarini Tirkce yorum-
lamishir.!

Genel anlamda arabesk; klasik ve modern folklorden, Osmanl ve
Tirk klasik miziklerine, Misir’dan Hindistan’a bircok farkli sentezi
barindiran, Arapcadan alinmis bir mizigi belirtir.'s

Zeki Miren’in arabeskini anlamanin bir yolu bu sentezleri takip
etmek olacaktir; bir digeri ise Tirkiye ve Osmanl imparatorlugunun
mizikal-tarihi dénemleri arasinda bilerek devamliliklar kurdugu yolu
takip etmek olacakhr - ki bu yol, arabesk icindeki 6zel konumunun
temelidir. 1971 yilindan Yarali Géniil sarkisi buna érnektir: adina
Misirli denen, Osmanli’dan kalma bir halk sarkisindan Rembetiko bir
sarki cikar ortaya.'

1970 ve 80’lerde Zeki Miren’in icinde bulundugu sosyal diinya,
cagdasi olan diger arabesk sarkicilarindan cok farkhdir. O da

Unli meslektaslar Orhan Gencebay, ibrahim Tatlises, Ferdi Tayfur,
Mdislim Girses gibi Istanbul’a tasinmistir ama sehrin varoslarindan
kiltirel merkezine ilerlemek zorunda kalmamistr.

Klasik Tirk Mizigi egitiminin de dahil oldugu elitist egitim hayatina
istanbul’da baslar ve burada tamamlar; 1950li yillarin canli radyo
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with the composer Muhammad Abd al-Wahhab. Ughniyya means
“song” or “singing” in Egyptian, and in the 1930s it developed into
a genre of its own'®; ughniyyat also designates this period of work."
The music is characterized by a slow beat, long instrumental preludes
comparable with an overture, a singular melody that is repeated in
the refrain and the verses, and mostly descending melodies. These
elements resonate in Kahir Mektubu. While Turkish arabesk pieces
are mostly just a few minutes long, Zeki Miiren extends the length of
Kahir Mektubu to unusual 28 minutes. He can thus modulate the sad
mood in a more comprehensive and nuanced way and maneuver the
listeners deeper into the mood with each repetition of the refrain.

But the length is relativized when compared to the stage versions of
Umm Kulthum’s songs, which could easily last two hours—a length
that for Edward Said results from the enjoyment of digressions.'

In the 1930s, great interest in Egyptian music already shaped the
Turkish cultural landscape and laid the foundation for the develop-
ment of arabesk music.'® Zeki Miiren’s relation to Egyptian music is
characterized by nostalgia for this decade. So when he interprets the
songs by the composer Muhammad Abd al-Wahhab in Turkish, this
can also be understood as an homage to Hafiz Burhan Sesyilmaz
and his style of singing. A celebrity in the 1930s, Sesyilmaz, whose
music is regarded across social classes as an expression of Turkish
high culture, already translated songs by Muhammad Abd al-Wabh-
hab into Turkish.™

Generally speaking, arabesk music describes a music taken from the
Arabic and revealing many and varied syntheses—from classical and
modern folklore, to Ottoman and Turkish classical music, all the way
to influences from Egypt to India.’s

One way to understand Zeki Miren’s arabesk music would be to fol-
low these syntheses; another way—and that is the basis for his special
role within the genre—would be to retrace the way he deliberately
established continuities between music-historical epochs in regard to
both Turkey and the past Ottoman Empire. The song Yarali Génil
from 1971 is a point in case: a folk song from the former Ottoman
Empire turns into a Rebetiko version (a Greek musical style describing
a certain form of folk music) called Misirlou (Greek: Egyptian girl).™
In the 1970s and 1980s, Zeki Mirren’s social habitus clearly distin-




konserlerinden itibaren sehrin kiltirel merkezinde yer alir.

Arabesk miizik onun icin sadece gecici bir dénemdir, 1983'te be-
lirttigi gibi ilgilendigi mizikal tirlerden sadece biridir."” Bu esneklik
meslektaslar icin, ideolojik nedenlerden de 6tiri, akil almaz bir du-
rumdur. Arabesk’e ve halk mizigine mutlak sadakatleri, hayranlarina
ve onlarin dertlerine dnemli bir baglant anlamina gelir. Dahasi Zeki
Miren kendini fantezi kostimleriyle de belirgin bir sekilde meslek-
taslarindan ayirmaktadir.’®

Yine de hassas arabesk dinleyicisinin - gériinti, yasam hikayesi ve
hiiznin karnisimi - “samimiyet” arayisini isabetli bir sekilde anlayip,
onlara hitap edebilmistir. Miren, dinleyicinin anlathdi her derdin
samimiyetine inanmayacagini bilir ve arabeskin tipik konularindan
bir secki yapar.'” Kendi yasam hikayesiyle uyusmayan gurbet, yokluk
ya da sosyal kadercilik gibi konular bir kenara kaldirir. Fakat ask
acisi, yalmzlik, hiizin, fanilik meslektaslariyla paylastgr konulardr.
Bu dénem arabesk mizigin temelini karmasik bir sembolizm degil,
dogrudan bir hiizin olusturur.

Kahir Mektubu’nda bitin bu duygulari bulmak mimkindir. Giftede-
ki hikayenin cercevesini, hasret ceken kahramanin defalarca yaz-
maya basladigi hiizinli bir mektup olusturur. Mektup onu terk eden
birinedir ve mutsuz ruhunun derinliklerine, anlatlamaz cilesine ve
sikinhsina 1sik tutar.

Ornegin “viran” olmus génlinin, merhametin (gézyasi ne demektir/
her gin aglayan bilir), yanilsamalarin (birazdan gézlerimden/gecer-
sin ihik 1lik), kadere teslimiyetin (benim ne sucum var ki/sen benim
kaderimsen), kendini unutma isteginin (unutmak istiyorum/kendimi bu
masada), yalana dénen gerceklerin (bir yalanmis tim gercekler/o
Umitler o dilekler), unutmanin (mazide kaybolan hatiralari/unut-

ma yeniden ara ne olur), acili bekleyisin (bekle bekle beklemekten
usandim artk) ve felc eden kaderin (kader kelepcesini elime vurdu
felek) sarkisini séyler. Arabesk miszikte acinin sonu yok gibidir. Sarki
sdylerken ne bir kendini sorgulama gerceklesir ne de bu perisan du-
rumdan bir ders cikarilir. Keder oldugu gibi alenen ortaya konur.

Mutsuzlugun Politikasi
Hem arabesk hem de Zeki Miiren’in ahf yaphg: ughniyyat Misir ve
Tirkiye’nin duygusal iklimine hikmeden melankolik ruh halini estetize
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guishes itself from those of other contemporary arabesk singers. Like
his famous colleagues—e.g., Orhan Gencebay, ibrahim Tatlises, Ferdi
Tayfur, or Mislim Giirses—he also moves to Istanbul, but he doesn’t
have to work his way from the outskirts of the city to its cultural center.
He starts and completes his elitist educational career, to which clas-
sical Turkish music also belongs, in Istanbul, and ever since the live
radio broadcasts of his music in the 1950s, he has been in the cultur-
al epicenter of the city.

Arabesk music is just a phase for him, a musical style among others
he is interested in, as he stated in 1983." This flexibility is inconceiv-
able for his colleagues, already for ideological reasons. Their abso-
lute loyalty to arabesk music, which also includes folk music, implies
an important connection to their fans and their grievances. What is
more, Zeki Miiren strikingly sets himself off from his colleagues with
his fantasy costumes.'®

But he can very accurately capture and cater to the arabesk audi-
ence’s fine sense of the “truthful’— a combination of appearance,
biography and the sound of sadness. Miiren is aware that the audi-
ence won't believe all the sorrows he sings about, and so he narrows
down the typical thematic fields of arabesk music.”” He dispenses with
themes such as homesickness, financial worries or social fatalism,
which are incompatible with his biography. But lovesickness, lone-
someness, sorrow, or transience are themes he shares with his col-
leagues. The basis of arabesk music during this time is formed not by
protracted symbolism but by the immediacy of sadness.

In Kahir Mektubu one can find the entire range of these feelings. The
storyline of the lyrics is framed by a sorrowful letter that the yearning
protagonist repeatedly starts to write. It is addressed to a person
who has left him and conveys a view deep into the abyss of his sad-
dened soul, his unspeakable misery and world-weariness.

For example, he sings of the “ruined soul” (Turkish: viran edip gén-
ltmij), of compassion (What tears mean/Only one who cries ev-
eryday knows), illusions (In a while/You’ll cloud my eyes warmly),
resignation to fate (What is my fault/If you are my fate), the longing
for self-abandonment (I want to forget/Myself on this table), truths
turning into lies (All truth has been lies/Those hopes, those wishes),
forgetting (The lost memories of the past/Please don’t forget and




2T

i- .i- .i- Q .i- .i- '.. :
R (B B | B | S | K

.| W |

-

-

AT AT

Y &

-

'

)

'

'

'_'-‘ -‘_-‘ .
y - 3 ;
e

| W |-

'.‘..'.‘..

".i..

".QI.

E_ E_ . E_ . E_ . .E_ . t |

| |

.tﬁw._.l&g&._tﬁw. .tﬁw._.t'

&R |

=

A

.

A

i . A




eder. Her iki lkenin insanlar kendilerini bu duygulara kaptirirlar. Ne
var ki kiicik ama nifuzlu bir kesim bu mizigi bir tehdit olarak gérir.
Ornegin 1960larin sonunda 1967 israil yenilgisi tarhismalari
sirasinda Ummi Gilsim’n miziginin moralleri yikseltmek yerine
disirdigu séylenmis, dolayl yoldan yenilgiye katkida bulundugu ima
edilmistir.2°

Tirkiye'de bu tip isnatlara cok daha erken dénemde rastlanir ve
bunlar Arap miizigine benzeyen misziklerden arabeske kadar uzanan
reddin ortaya cikisina isik tutar.

Avrupa tarzi bir modernlesmeye yénelik sayisiz reformla gerilemek-
te olan Osmanli imparatorlugu dagilmay: engellemeye calismistir.
Ornegin marslar, Gzerine yenilgi ve gerileme kokusu sinmis Arap
miziklerinden vzaklashrlmis; karsi kutupta gelisim ve basari vaat
eden Bah kurgusuyla marslara daha Batili bir ses getirilmistir.?’
ideolojik olarak tamamen Batiya yeniden yénelim Osmanli’dan Tir-
kiye Cumhuriyetine rejim degisikligi ile baslamistir. Genc rejim otori-
ter bir sekilde, cebren kendini eski rejimden biyiik oranda ayiran
yeni bir kiiltirel alan kurmustur. Kiltir kuramecisi ve modernlesme
déneminin sef ideologu Ziya Gékalp miizigi modernlesme yolunda
bilhassa uygun bir arac olarak gérmistir.22 Osmanh klasik miizigini,
kékleri ic karartici monotonluktaki Bizans miizigine dayanan hasta bir
mizik olarak gdéstermis; buna karsilik Tirk halk mizigini saglhkl say-
mishr.2® Zevkin genis kapsamli yeniden programlanmasi “Bati” klasik
Mizigine yodnelik gerceklesmistir.

Arabesk miizik baglaminda benzer kirginliklar, Osmanli imparator-
lugunun kiltirel mirasindan ve onunla birlikte, yikilan dev impara-
torluk travmasindan kurtulma cabasi kapsaminda etkinlestirilir. Bu
anlayisla 1930 ve 50’ler boyunca, Arapca miizik ve filmler stratejik
olarak kétilenmis ve sansirlenmistir. Ne var ki bu caba gerginlik

ve direnisle karsilasmistir. Karsi bir hareket olarak bu yasakli mijzik
sahiplenilmis, Tirkce versiyonlari yapilmishr. Bu arabesk mizigin
gelismesinde berlirleyici olmustur. Béylece arabesk mizik muhtelif
sentezlere izin veren, sirekli degisim ve uyarlanmaya muktedir bir
yapi kazanir. 1950’lerin sonlarinda ve 1960’larda kirsal kesimlerden
biyik sehirlerde yeni bir hayat aramaya gelenlerin ic gécii bu mizigi
esash bir sekilde etkiler ve ticari basanisina katkida bulunur.

Kenan Evren’in 1980 askeri darbesi bu kurulus yillarindan kalma
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look for them), painful waiting (Wait, wait, I'm tired of waiting), and
a fate making him unable to act (Fate has my hands tied).

In the genre of arabesk music, pain seems to be endless. In singing,
neither self-reflection takes place, nor is it about learning from the
desolate situation. Despair as such is openly explicated.

The Politics of Sadness

Both arabesk music and Zeki Miren’s reference, ughniyyat, aesthet-
icize a melancholic mood that dominates the emotional climate of
Egypt and Turkey. Many citizens in both countries indulge in these
emotions. Yet a small but influential group sees a threat in this form of
music.

In the Egyptian debates at the end of the 1960s on the defeat in the
1967 war against Israel, for example, it was stated that the music of
Umm Kulthum did not raise the morale but weakened it, indirectly
accusing it of contributing to the defeat.?°

Signs of such attributions can be found in Turkey much earlier, and
they allow insights into the emergence of the rejection ranging from
Arabic-sounding music to arabesk music.

With numerous reforms aimed at a European-style modernization, the
declining Ottoman Empire tried to avert its disintegration. For exam-
ple, march music was given a more “Western” sound, since the more
Arabic-sounding march music was associated with the stain of defeat
and decline, while a West was constructed in a bipolar way that
promised progress and success.?

The complete ideological reorientation toward the West began with
the political system change from the Ottoman Empire to the Turkish
Republic. In an authoritarian way, the young republic forcefully es-
tablished a new cultural sphere that set itself off significantly from the
old one. Ziya Gékalp, the cultural theorist and chief ideologue at the
beginning of this modernization phase, regards music as an espe-
cially suitable modernization instrument.?2 He pathologizes Ottoman
classical music as a sick music, the origins of which lie in depressingly
monotonous, Byzantine music, while Turkish folk music is deemed
healthy.? The large-scale reeducation of taste is oriented toward the
classical music of the “West.”
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husumeti canlandinir: Kiiltiirel elit arabeski reddeder, fakat niiffusun
biyiik kismi zevklerinin dikte edilmesini istemez. Bu karsithg bugiin
dahi gézlemlemek miimkiindir.24

Ordu, Tirkiye Cumhuriyetinin kurulus idealleri adina topluma karsi
duygusal bir rasyonellik rejimini savunuyordu. Bu rejimin k&kleri

her ne kadar Avrupa’nin Aydinlama dénemine uzanir, prensipleri
demokrasiye dayanir olsa da ordu giice el koyus sekliyle bu pren-
sipleri feshetmektedir. Bir yandan duygusal, sonsuz géziken keder
anlayisi yasaklanirken, éte yandan ordunun korku yénetimi toplumda
surekli bir dehset yaratiyor; bu da zamanla derin bir bunalima ve
dolayisiyla yeni arabesk parcalarin iretimine yol aciyordu.

Kederin yasaklanmasi sebebiyle, idealize edilen Bahda yizyillardir
oldugu gibi bu konunun ayrintli kijltirel ele alinmasi imkansiz héle
gelmistir. Melankoli, 8rnegin, Hipokrat tarafindan bir hastalik olarak
ele alinmis, onu dnemli kisiliklerle iliskilendiren Aritoteles tarafindansa
goklere cikarilmistir: “Neden felsefe, politika, siir ya da sanat alan-
larinda yiikselen kisilerin hepsi besbelli melankoliklerdirg”?> Antik
Dénemden Ortacada gecis sirasinda melankoli ruhanilestirilmistir.
Augustinus 397 yilinda itiraflar’inda bir dostunun yasini tutmaktadir:
“Gonlim bu Uzintiden olabildigine kararmish ve nereye baksam
6lim gériyordum. [...] Gézyaslarindan baska hicbir sey tath gelmi-
yordu bana ve génlimiin arzusunda dostumun yerini aldilar.”?¢
Tirkiye Cumhuriyetinin kurulusundan bu yana gecen zamanda da
énemli diskurslardan bahsedilebilir. En iyi bilinen érnek 1917 yilindan
Sigmund Freud’un “Yas ve Melankoli’”sidir. Freud melankoli ile yasi
karsilastirir ve devaminda melankolik bozuklugu inceler.

ideolojik nedenlerle farklarin altini cizerek arabesk miizigi reddetmek
yerine, iki keder kiltirini karsilashrmanin getirisi daha ¢ok ola-
cakhr. Orhan Pamuk “istanbul: Hatiralar ve Sehir” kitabinda hiiziin
Uzerine diisinmenin sosyokiltirel acidan ne kadar verimli olduguna
isaret eder. Bah ve Dogu melankoli séylemlerini karsilashrir. Tirkiye
baglaminda melankoliyi “hiizin” kelimesinde somutlastirir; bu ayni
zamanda biyik imparatorlugun kaybinin getirdigi nostalji ve bu
mirasin ihmalini de icerir: “[...] [Fark] istanbul’da gecmis zaferlerin
ve medeniyetlerin tarihinin ve kalinhlarinin cok yakinda olmasidir.

Ne kadar bakimsiz, ilgiden yoksun ve beton yiginlar arasina
gémilmis olurlarsa olsunlar sehrin yalniz biyik anitsal camileri ve
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In the discourse on arabesk music, similar resentments are activated
in the attempt to shed the cultural heritage of the Ottoman Empire
and with it the entire trauma of the decline of a huge empire. With
this mindset, Arabic music and films are strategically denigrated and
censored in the 1930s and 1950s. However, this endeavor is met by
tensions and resistance. A counter-movement consists in appropriating
this forbidden music and producing Turkish versions of it. Precisely the
latter are decisive for the development of arabesk music. It attains a
structure allowing the most various syntheses, it is able to constantly
change and adapt. In the late 1950s and 1960s, domestic migrants
from rural regions seeking a new life in the large Turkish cities sub-
stantially influence this music and also contribute to its commercial
success.

The military coup by General Kenan Evren in 1980 perpetuates this
antagonism from the founding years of the republic: The cultural elite
rejects arabesk music, but a large part of the population does not
want to have its taste dictated. This antagonism can be traced up to
this day.?#

In the name of the founding ideals of the Turkish Republic, the mili-
tary defends an emotional regime of rationality against its popula-
tion. This regime is rooted in the age of European Enlightenment, and
its principles are based on democracy, while at the same time the
military abolishes these principles through its seizure of power. On
the one hand, the emotional mentality of seemingly endless sadness
is sanctioned, while on the other, the military’s rule of terror causes
permanent fear in the population, which turns into deep depression
and is thus a source of further arabesk pieces.

Through the ban on sadness, a more differentiated cultural dealing
with it is also no longer a theme, as it can be found, for example, in
the idealized West over centuries. Just to mention a few examples:
Melancholy is pathologized by Hippocrates, and overglorified by
Aristotle, who links it to outstanding personalities: “Why is it that all
those who have become eminent in philosophy or politics or poetry
or the arts are clearly melancholics2”?> During the transition from
antiquity to the Middle Ages, melancholy is spiritualized. In “Confes-
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tarihi binalar degil, kenardaki késedeki kiicik kemerleri, cesmeleri,
mescitleri bile onlar arasinda yasayan milyonlarca kisiye bir biyik
imparatorluktan artakalmis olduklarini aciyla duyurur. [...] [Bu tarihi
anitlar] gecmisin giciniin ve zenginliginin o kiltirle birlikte cekip
gittigini, bugiinin gecmisle kiyaslanmayacak kadar yoksul ve kafasi
karisik oldugunu hatirlatir.”?” Bu baglamda hiiziin coktan gerceklesmis
olan ¢dkisin sebebi degil, ihtisamli bir imparatorlugun akibetine
verilen bastinlmis bir tepkidir.

Freud'un yas ve melankoli kavramlarinin aksine hiiziin, bireysel bir
duyguyu degil kolektif bir deneyimi tanimlar. Pamuk’a gére hizin
Dogu ve Batinin keder kavramlar arasinda, Tirkiye Cumhuriyetinin
hep arzuladig diyalogu kurar.

Miiren’in sesi dtekilerin sesi oluyor

Askeri cunta Zeki Miren’in arabesk miizigine ve katartik etkisine acik
bir sindirme ve tehdit ortami ile karsilik vermistir. El koydugu devlet
gicini kullanarak duygusal bir korku rejimini uygulamaya gecirir.
Buna sendikalarin, muhalif politikacilarin ve Zeki Miren gibi sanat-
cilarin susturulmasi da dahildir. Bu cebri sessizlik Miren’in, 6rnegin
iki misra arasinin enstrimental melodi ya da viicudunun anlamli hare-
ketleriyle doldurulmasi gibi kendi rizasiyla sessiz kaldigi anlardan
esas itibariyla farklidir. Bu kasvetli ve cezalandiran bir sessizliktir.
Herseye ragmen Zeki Miren’in miizigi, askeri cuntadan beri sinirli

ve kontrol altinda tutulan kamusal alanda yayilmistir. Bu yayilma
ordunun yénetiminde bulunan radyo ve televizyon gibi resmi kanal-
lar Gzerinden degil, geleneksel kahve ve meyhane ya da taksiler,
dolmuslar gibi arabesk miizigin calinmaya devam ettigi gayri resmi
kanallardan gerceklesmistir.2

Bu heterotopyalarda Miiren’in sesi ve miszigi bir déngi halinde
tekrarlanir. Bu mekdanlar mizigi sikishinlmak istendigi késelerden
cikarip sehre tasiyarak devletin dikte ettigi duygusal rejimin dengesini
bozar. Bunun en etkileyici 6rneklerinden biri sokakta yiiriyen insan-
larin kendiliklerinden arabesk bir sarki séylemeye baslamalaridir.
Bunun profesyonel nedenleri yoktur, bu insanlar sadece miizigin
tetikledigi bir hissi ifade etmek ve paylasmak istemektedirler. Ne eslik
eden calgilar, ne de sahne olarak isaretlenmis bir mekéanlari vardir;
sirtlarini sadece seslerine, ruh hallerine ve duruslarina yaslarlar. Bu
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sions” from 397, Augustine mourns the loss of his dear friend: “My
heart was utterly darkened by this sorrow and everywhere | looked
| saw death. [...] Nothing but tears were sweet to me and they took
my friend’s place in my heart’s desire.”?¢ Influential European dis-
courses could also be mentioned from the time of the foundation of
the Turkish Republic up until the present. The best-known example is
Sigmund Freud’s Mourning and Melancholy from 1917. Freud con-
trasts melancholy with mourning, to then examine the disorder of
melancholy.

Instead of asserting differences for ideological reasons to denigrate
arabesk music, it would instead be productive to compare two cul-
tures of sadness. In his book Istanbul. Memories and the City, Orhan
Pamuk hints at how fruitful a sociocultural engagement with sadness
can be. He compares the Western and Eastern discourse of melan-
choly. In the context of Turkey, he specifies the feeling of melancholy
as hiizin, which also implies nostalgia in regard to the loss of the
great empire and the neglect of its legacy: “In Istanbul the remains
of a glorious past civilization are everywhere visible. No matter how
ill-kept, no matter how neglected or hemmed in they are by concrete
monstrosities, the great mosques and other monuments of the city,

as well as the lesser detritus of empire in every side street and cor-
ner - the little arches, fountains, and neighborhood mosques - inflict
heartache on all who live among them. [...] these ruins are reminders
that the present city is so poor and confused that it can never again
dream of rising to its former heights of wealth, power, and culture.”?
In this context, hiiziin is not the cause of the decline, which is already
over, but instead the suppressed reaction to the end of the glorious
empire.

In contrast to the concepts of mourning and melancholy in Freud,
hizin does not describe an individual feeling, but a collective experi-
ence. For Pamuk, hiiziin is a word that places the concepts of sadness
from the West and the East in a dialog—one, that the Turkish Republic
has always wished for.
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iletisim amach degildir, bir ifade bicimidir. Keder bu yersiz ve ken-
diliginden sarki séyleme yoluyla kamusal alana zorla girer.

Bu tiir kamusal ve kendiliginden sarki séylemenin siyasi bir 6nemi
vardir. Bu, Jacques Ranciére’in teorisine gére bir uzlasmazlik yaratr.
Ranciére’e gore siyaset, kimi seslerin s6z, kimilerininse girilti olarak
duyulmasina sebep olan diizenin sirekli miicadele ve yeniden pay-
lasiminda gerceklesir.?? Bu uzlasmazlik kurulu - duyusal, sosyal,
politik, mekdnsal ya da estetik - dizenleri kirar ve yabanci, yani
daha &nce haric tutulmus bir unsur getirir. Yani bu “pay almayanlarin
pay1”ni gérinir kilma siyasetidir.°

Yiriyen sarkicilar, polis (Ranciére icin polis devlet diizenini koru-
maya yarayan herseye tekabil eder) mantigini gérmezden gelirler.
Sokaklarda yeniden duyusalin paylasimina yénelik ve duyulur olanla
olmayan arasindaki miicadele yapilir ve kimin sesinin énemli, algila-
nabilir oldugunun kavgasi verilir.

Sahneye konan bu uzlasmazlik Zeki Miren’in sesine iliskilendirilebi-
lecek iki 8geye sahiptir. Birinci 6ge sesin ve sarki olarak séylenenin,
yani bir -mis gibi yapma durumunda - ortak bir dil ve ifade bicimi var-
mis gibi yapan uzlasmazlik Gzerinden ortaya cikanin anlasilabilirligini
hedefler. Diger 6ge sesin bedenselligine yéneliktir. Roland Barthes
sesin physis’ini, 8rnegin iletisim kurmak icin kullanilan sesi ayristirip
anlamak icin “Ses Greni” metninde geno-sarki kavramini énerir.
Sarkici Charles Panzéra iizerinden su fikre varir: “Ses kisisel degildir:
Sarki séyleyenden, onun ruhundan hicbir sey ifade etmez; orijinal
degildir [...] ve ayni zamanda bireyseldir: Bize duyurdugu bedenin
sivil kimligi, ‘kisiligi’ yoktur, fakat yine de minferit bir bedendir.”?'
Barthes icin geno-sarkinin 6zel vasfi sesin physis’inin kelimelerin
anlaminin, duygularin anlam ve ifadesinin étesinde birseyi iletme-
sidir. Buna tamamlayici kavram “pheno-sarki” da isler baskadir; bu
kavram, Dietrich Fischer-Dieskau érnegdi iizerinden aciklandig gibi,
ifade ve temsille sinirlidir. Pheno-sarki siibjektivite, ifadenin etkileri,
drama, sanatcinin kisiligi gibi sabit degerlere adanmistir. Bu sabit
nitelikler zneyi yapilandirir ve sinirlarlar.

Fakat sadece geno-sarkida mantik tarafindan hiiskmedilen beden
gercek anlamda degerlenir; “ruh” ve “kisilige” nazaran ustinlik
kazanir. Bir kisilige sahip ve hileyle insa edilmis 6znenin ¢cézilmesi
béylece bedenin sesin icinde kendini gésteren maddiyah yani sesin
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Miiren’s Voice Becomes the Voice of the Others

The military junta counters Zeki Miiren’s arabesk music and its ca-
thartic effect with the explicit atmosphere of intimidation and threat. It
implements an emotional regime of fear by means of the state power
it has usurped. This includes silencing voices like those of the unions,
political adversaries and artists such as Zeki Miren. This forced
silence differs fundamentally from the moments of Miren’s voluntary
silence, e.g., the pauses between two song verses which is filled by
the melody of the instruments or the meaningful movements of his
body. This is a gloomy and punishing silence.

Nonetheless, Zeki Miren’s music spreads in the public sphere, which
since the military junta is constricted and controlled. It is not distribut-
ed through official channels such as radio and television, since they
are subject to the power of the military, but at informal locations
where arabesk music is still played, e.g., the traditional cafés and
meyhanes (comparable with pubs) or in taxis, especially the dolmus
(minibus taxis).?®

In these heterotopias, Miiren’s music and voice are repeated like in

a loop. From these places it can destabilize the emotional regime
prescribed by the republic by moving the music out of the niches it is
assigned to and into the city. Impressive examples are people who
while walking in the street spontaneously start singing an arabesk
song. Not for professional reasons, but because they want to express
and share the emotion triggered by this music. They don’t have instru-
ments or spaces marked as stages at their disposal, but rely solely

on their voices, the mood and the pose. It is not about communica-
tion, but a form of expression. Sadness pushes into the public sphere
through this groundless and spontaneous singing.

There is a political moment in this form of spontaneous and public
singing. According to the theory of Jacques Ranciére, it generates

a disagreement. For Ranciére, the political occurs in the permanent
challenge and redistribution of the order that makes the voices of
ones be heard as speech and those of others as noise.?’ This dis-
agreement breaks open the existing orders—of a sensual, social, po-
litical, spatial, or aesthetic sort—and introduces the foreign, meaning

31



greni sayesinde gerceklesir. “Sesin greni” ile Barthes geno-sarkidaki
sesin niteliklerini manh@in belirledigi 6znenin ¢ézilip gittigi bir yer
olarak kavrar. Burada grenin bedenin kendini seste gésteren maddi-
yah anlamina geldigi apacik ortaya cikar. Bu beden bireyseldir ama
kisiligi yoktur: “Orada asikér ve inat¢i (insan sadece onu duyuyor),
kelimelerin anlamlarinin &tesinde (ya da éncesinde), formlarinda
(litani), melisma ve hatta icra tarzinda bir seyler var: Bu sey dogru-
dan sarki séyleyenin bedeni; kavitelerin, kas, membran, kikirdaklarin
derinliklerinden, yorumcunun etini ve séyledigi mizigi kaplayan tek
bir ten varmiscasina, bir ve tek hamlede kulaklariniza getirilir.”32
Yukarida bahsedilen kendiliginden sarkicilar cifte bir uzlasmazlik
yarattlar. Bir dizlemde pheno-sarki gerceklesmektedir: dislanmis
duygu ve ifade sekilleri Zeki Miren’in ruh halleri, melodi ve sarki
sézleri izerinden kamusal alana tasinmaktadir. ikinci diizlem sesin
maddiyati izerinden kurulmakta ve ilk bakista Zeki Misren’in sesinin
physis’ini taklit eder gérinmektedir.

Bu taklit sirasinda sarkicilar kamuyu, kendini talepler izerinden
kanitlamayan fakat sirf insanin sesi olan kendi seslerinin maddiyat ile
yuzlestirirler.

Zeki Miren’in sesinin etkileyici basarisi kamusal alandan yasakli
olmasina ragmen, bilerek ya da bilmeyerek sesleri duyulmayanlara
bir cesit protez islevi gérmis olmasindadir. Sonu gelmez acilardan
bahseden sarki sézleri dinleyicileri harekete gecmeye tesvik eder -
eger hersey kaybedilmis ise, kazanmanin tek yolu sesin kullanilmasi
yoluyla olacaktir. Bu baglamda Miiren kelimenin tam anlamiyla
kederin sesi héline gelir, Tirkiye'nin biyopolitikasi teshir edilmis olur.
Hiiziin hissi ve sesin physis’i sadece yola getirme stratejilerinin ve
mantik séylemlerinin degil, biyik bir kesimin ve onlarin hislerinin
bastirlmasina dayanan toplumsal bir kavramin bertaraf edildigi bir
boyut sunar.
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that which was excluded. It is, then, a politics of visualizing the “part
of those who have no part.”*

The walking singers ignore the logic of the police (for Ranciére,
police means everything that sustains the state order). The struggles
related to the distributions of the sensual, the struggles between what
is heard and unheard, whose voice counts and is and may be per-
ceived, are newly fought in the streets.

This staged disagreement has two components that can be connected
to Zeki Miren’s voice. The first component aims at the comprehen-
sibility of the voice and of that which is sung, meaning that which is
created by disagreement in an as-if situation—that acts as if a common
language and expression existed. The other component refers to

the corporeality of the voice. In order to distinguish the physis of the
voice, for example, the voice used to communicate, Roland Barthes,
in his text The Grain of the Voice, introduces the term geno-song.
Referring to the singer Charles Panzéra he elaborates: “The voice is
not personal: it expresses nothing of the cantor, of his soul; it is not
original [...] and at the same time it is individual: it has us hear a
body which has no civil identity, no ‘personality’, but which is never-
theless a separate body.”?

For Barthes, the special feature of the geno-song is that the physis of
the voice transports something that goes beyond the meaning of the
words, the description of feelings and expression. Things are different
with the complementary concept of the “pheno-song,” which he de-
scribes based on the example of the singer Dietrich Fischer-Dieskau
as limited to expression and representation. The pheno-song is ded-
icated to fixed values such as subjectivity, the effects of expression,
drama, and the personality of the artist. These fixed attributions
construct and constrain the subject.

But it is only in the geno-song that the body dominated by reason ex-
periences a decisive valorization, it gains priority over the “soul” and
the “personality.” The dissolution of the subject possessing a person-
ality and constructed via deception thus takes place through the grain
of the voice, i.e., the materiality of the body that reveals itself in it.

With the “grain of the voice,” Barthes grasps the qualities of the
voice in the geno-song, as a place where the subject determined by
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reason dissolves and disappears. It becomes evident here that the
grain means the materiality of the body manifesting itself in the voice.
This body is individual, but it does not have a personality: “Some-
thing is there, manifest and stubborn (one hears only that), beyond
(or before) the meaning of the words, their form (the litany), the
melisma, and even the style of execution: something which is directly
the cantor’s body, brought to your ears in one and the same move-
ment from deep down in the cavities, the muscle, the membranes,

the cartilages [...] as thought a single skin lined the inner flesh of the
performer and the music he sings.”%2

The abovementioned spontaneous singers give rise to a double
disagreement. On one level, the pheno-song takes place: excluded
emotions and modes of expression are carried to the public through
moods, melodies and lyrics of Zeki Miren. The second level is estab-
lished through the materiality of the voice that at first seems to imitate
the physis of Zeki Miiren’s voice.

While they imitate the physis of Miiren’s voice, the singers confront
the public with the materiality of their own voice that does not prove
itself with demands, but is the voice of the human.

The impressive achievement of Zeki Miren’s voice lies in the fact that,
although he is banned from the public as a person, it functions as a
kind of prosthesis for all those whose voices are deliberately or unin-
tentionally not heard. The lyrics dealing with endless pain prompt the
listeners to take action—for if everything is already lost anyway, one
can only win when using one’s voice.

In that Miiren literally lends a voice to sadness, the biopolitics of Tur-
key is exposed. The feeling of hiiziin and the physis of his voice open
up a dimension that eludes not only the strategies of disciplining and
the narratives of reason, but also a societal concept that is based on
the exclusion of the many and the suppression of their feelings.




Dipnotlar

! Minir Nurettin Beken gazino fenomenini daha detayli inceler. Bk.
Beken 2003

21960’larin sonuna dogru Zeki Miren smokin kiyafet koduna uymayi
birakmistir. Bunun yerine baslarda kendi tasarladi§i parilhli, androjin
kostimleri kullanmishr. Sonralari kostimlerini Muzaffer Caha hazirle-
mishr. Bk. Capa 2013.

3 Bilent Ersoy benzer nedenlerle sahne yasagi getirilen bir diger isim-
di ve bu sirada kadin olmak icin cinsiyet degistirme ameliyatini olmak
Uzereydi.

4 Bk. Tekelioglu 1996, 195.

5A.g.e., 200.

¢ Arastirmaya temel olan Stokes metinleri sunlardir: Music, Fate and
State: Turkey’s Arabesk Debate (1989); The Tearful Public Sphere:
Turkey’s “Sun of Art,” Zeki Miren (2003); Ask Cumhuriyeti - Tirk
Popiiler Miiziginde Kiltirel Mahrem (2012)

7 Bk. Barthes 1972, 182.

8 Bk. Rooney 2009, 41.

? Bk. Stokes 2003, 313.

10 Bk. Danielson 1997, 76.

" Bk. a.g.e.,181.

12 “Performansin amaci, sonradan farkettim, 6zenle insa edilmis man-
tikli bir yapinin - icinden ilerleyerek - nihayetine ermek degil, binbir
cesit yan yola sapma liksiini kullanmak, detaylar ve metin degisik-
likleri izerinde oyalanmak, sapmak ve sapmadan sapmakt.” Said
1991, 98.

13 Bk. Stokes 2010, 19, ve Tekelioglu 1996, 205.

14 Bk. Tastan http://www.koprudergisi.com/index.asp2Bolum=Eski-
Sayilar&Goster=Yazi&YaziNo=446

15 Bk. Tekelioglu 1996, 206, ve Ellingsen 1997, 68.

16 Bu sarkinin degistirilmis bir versiyonu Pulp Fiction (Yén.:Quentin
Tarantino, 1994) filmiyle meshur olmustur.

171983 yilinda bir BBC réportajinda arabesk mizikten, klasik Tirk
Miizigi kadar kalici olamayacak gecici bir moda olarak bahsetmistir:
http://www.bbc.co.uk/turkce/multimedya/2009/11/091115_anni_
ses_abakanmuren.shtml (4:09'dan itibaren).

18 1976'da BBC, Royal Albert Hall konserinden sonra Zeki Miiren
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Endnotes

! Minir Nurettin Beken examines the phenomenon of the Gazinos in
more detail. Cf. Beken 2003.

2 Toward the end of the 1960s, Miren no longer adhered to the
dress code of the tuxedo. He replaced it with glittering, androgynous
costumes which he first designed himself. The costumes were later
created by the designer Muzaffer Caha. Cf. Capa 2013.

3 A further famous personality banned from performing in public for
similar reasons was Biilent Ersoy, who was at the time about to under-
go a sex change to become a woman.

4 Cf. Tekelioglu 1996, 195.

5 Ibid., 200.

¢The following texts by Martin Stokes provide basic research: Music,
Fate and State: Turkey’s Arabesk Debate (1989); The Tearful Public
Sphere: Turkey’s “Sun of Art,” Zeki Miiren (2003); The Republic of
Love - Cultural Intimacy in Turkish Popular Music (2010)

7 Cf. Barthes 1972, 182.

8 Cf. Rooney 2009, 41.

? Cf. Stokes 2003, 313.

10 Cf. Danielson 1997, 76.

1 Cf. ibid., 181.

12 “The point of the performance, | later realized, was not to get to
the end of a carefully constructed logical structure — working through
it — but to luxuriate in all sorts of byways, to linger over details and
changes in text, to digress and then digress from the digression.”
Said 1991, 98.

13 Cf. Stokes 2010, 19, and Tekelioglu 1996, 205.

14 Cf. Tastan http://www.koprudergisi.com/index.asp2Bolum=Eski-
Sayilar&Goster=Yazi&YaziNo=446

15 Cf. Tekelioglu 1996, 206, and Ellingsen 1997, 68.

16 In a modified version it became famous in the soundtrack of the film
Pulp Fiction (R: Quentin Tarantino, 1994).

7 In a BBC interview in 1983, he calls arabesk music a passing fash-
ion that cannot be as enduring as Turskish classical music:
http://www.bbc.co.uk/turkce/multimedya/2009/11/091115_anni_
ses_abakanmuren.shtml (starting at 4:09).

18 In 1976 Zeki Miren is interviewed by the BBC after a concert in the
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ile bir réportaj yapar. Misren dnemle sahne kostimlerinin Amerikali
Liberace’dan etkilenmediginin altini cizer. Zeki Miren fantezi kostim-
lerinin ilham kaynaklarini gizli tutmaktadir: hitp://www.bbc.co.uk/
turkce/multimedya/2009/11/091115_anni_ses_aykolermuren.shtml
(4:19'dan itibaren).

19.1980’lerin sonunda Zeki Miren arabesk klasiklerinden 1992 tarihli
Sorma albiminden iki Gézim iki Cesme gibi gurbet konulu sarkilar
kaydeder.

20 Danielson 1991, 475.

21 Bk. Tekelioglu 1996, 199.

22 Bk. Gékalp 1923, 99.

23 Bk. Tekelioglu 1996, 200.

24 Ornegin nli Tirk piyanist Fazil Say arabesk miizigi “gerileme
ruhundan” beslenmekle suclar. Bk. Seibert 2010.

25 (Almanca) Alinh yapan: Récke 2000, 100f.

2 A.g.e.

27 Bk. Pamuk 2003,101.

28 Bk. Stokes 1989, 28f.

29 Bk. Ranciére 2004, 13f.

30 Bk. Ranciére 2001, Tez 5.

31 Bk. Barthes 1972, 182.

2 A.g.e., 181f.
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Royal Albert Hall in London. It is important for him to point out that
his stage outfit is not inspired by the American entertainer Liberace.
Zeki Miiren “obscures” the inspirations for his fantasy costumes:
hitp://www.bbc.co.uk/turkce/multimedya/2009/11/091115_anni_
ses_aykolermuren.shtml (starting at 4:19).

12 At the end of the 1980s, Zeki Miiren takes up classics of arabesk
music singing about homesickness, e.g., iki Géziim, iki Cesme on his
album Sorma from 1992.

20 Danielson 1991, 475.

2 Cf. Tekelioglu 1996, 199.

22 Cf. Gékalp 1923, 99.

23 Cf. Tekelioglu 1996, 200.

24 The famous Turkish pianist Fazil Say, for instance, discredited ara-
besk music as inspired by the “spirit of decline.” Cf. Seibert 2010.
25 Cited (in German) in Récke 2000, 100f.

26 |bid.

27 Cf. Pamuk 2004, 101.

28 Cf. Stokes 1989, 28f.

29 Cf. Ranciére 2004, 13f.

30 Cf. Ranciére 2001, Thesis 5.

31 Cf. Barthes 1972, 182.

32 bid., 181f.
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SEYTAN, SAHNEDE OLMADIGI iCIN SEYTAN
Alejandra Labastida

Ailemin bir kismi Opus Dei' mensubu ve bu aciklamasi zor

gozitkse de, Meksika toplumunun hélé ne kadar Katolik oldugu
disinildiginde, ashinda sasilacak bir sey degil. Diger yandan kiz-
kardesimin ve benim vaftizsiz olmamiz hélé hos karsilanmayabiliyor.
Bu sebeplerden ailece gecirdigimiz yaz tatillerinde homofobik ve
maco yorumlar hi¢ eksik olmazdi. Opus Dei mensubu (daha sonra
yeminlerini de eden) kuzenlerimden biri, babama dogumgiini icin
Juan Gabriel’in popiiler sarkilarindan olusan bir albiim hediye et-
tiginde, heniz muglakliklardan uzak cocuk aklimla ¢ok sasirmigtim.
Juan Gabriel? en taninmis ve sevilen Meksikali sarkici ve besteciler-
den biriydi ve homoseksielligini hicbir zaman acikca kabul etmemis
olsa da, bu durumu eminim ki gen¢ kuzenim dahil ona sarki séylerken
tanik olan hi¢ kimse inkdr edemezdi. Merakla disinirdim, mizigini
bu asirn muhafazakér ortamda kabul edilebilir kilan neydi?

Zeki Mirren’in hikayesini ilk duydugumda aklima hemen bu olay gel-
di. Eser Selen The stage: a space for queer subijectification in contem-
porary Turkey (“Sahne: Cagdas Tirkiye’'de queer dznellik icin bir
mekdn”) bashkli metninde Zeki Miiren’in serbestce sahne alabilmek
icin ddedigi bedelden bahseder. Selen’e gére Miiren, sosyal ve
politik alana girisi reddedilen 6znelliginin sahnede tolare edilebilmesi
icin, queer kimligini ve cinselligini 6zel hayatinda feda etmek zorun-
da kalmishr. Bu &neri, iki queer karakterin nasil olup da fazlasiyla
dindar ve maco ilkelerin milli hazineleri haline geldiklerini inandirici
bir sekilde aciklar gérinir. Fakat elbette Miren’in bir bekéarlk yemi-
ni ettigine inanmak saflik olur, Juan Gabriel’in ise béyle bir yemin
etmedigi kesindir. Her iki durumda da gériinirde feragat eder

gibi yapmak yeterli olmus gibidir. Burada anahtar kelime bir seyi
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THE DEVIL IS THE DEVIL BECAUSE HE 1S NOT ON STAGE
Alejandra Labastida

Part of my family is Opus Dei', as inexplicable as that may seem to
me, there is nothing to be surprised about, Mexican society being
as catholic as it still is. Me and my sister in the other hand, not being
baptized can still raise some eyebrows. So, homophobic and macho
commentaries were a constant in my family summer holidays. How
surprised was my sense of logic, being as unambiguous as it can

be when you are young enough, when one of my Opus Dei cous-
ins (who later took his vows) gave my father a cd with the greatest
hits of Juan Gabriel for his birthday. Juan Gabriel?, one of the most
famous and loved Mexican singer and composer, has never openly
accepted his homosexuality although whoever has seen him perform
cannot afford to ignore it, not even, | am certain, my young cousin.
So what, | wandered, made his music acceptable in that ultra conser-
vative context?

This incident came immediately to my mind when | was introduced
to Zeki Miren “s story. Eser Selen writes in her text, “The stage: a
space for queer subjectification in contemporary Turkey”, about the
price Miren had to pay in order to perform freely. She proposes he
had to sacrifice his queerness and sexuality in his private life so the
same subjectivity that was denied access to the social and political
domain would be tolerated on the stage.This seems to be a plausible
explanation to how two queer figures became national treasures of
two very religious, very macho countries.But it would be very naive
to assume that Miren actually took a vow of celibacy and Juan
Gabriel most certainly didn “t. A pretend renunciation seemed to be
enough in both cases.And the key word here is pretend. Pretend re-
nunciations of non heteromormative sexual practices is of course not
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‘gériiniirde’ yapmakhr. Heteronormatif olmayan cinsel pratiklerden
feragat eder gibi yapmak elbette sadece sarkicilara mahsus degildir,
maco ve ataerkil figirlerin bir yandan yasadiklan gizli homoseksiel
deneyimler oldugu iyi bilinen bir gercektir. Miren ve Juan Gabriel
érneklerini ilging kilan sahnelerinin bir istisna héli saglamis olmasidir.
Bu istisna hdli dahilinde queer estetik, ima ve jestlerden olusan bir
diinya, baska kosullar allinda bu diinyaya siddetle karsi cikacak bir
toplum kesimi tarafindan acikca tolare edilmis, hatta alkislanmistr.?
Sahne zaten rol yapilan bir yerdir. Fakat bir rol yapma mekéni oldugu
kadar, zamanidir; dolayisiyla yapar gibi gérinme halidir. ingilizce
stage, yani ‘sahne’ kelimesi ayni zamanda bir dénem, belli 6zellikleri
tastyan bir zaman dilimini belirtmek icin de kullanilabilir. Jeolojik
zaman cetvelinde ise stage bir dénemi temsil eden kayac tabakadir,
jeolojik evrimin belli bir zaman dilimine tekabil eden somut bir plat-
formdur. Tarhsmay: evrimsel bir séylem iizerinden yiriitmek istemiyo-
rum ama bana &yle geliyor ki toplum, son derece tanimlanmis, rol
yapilan, oyunun kurallarinin gériinirde kalici bir etkisi olmadan belirli
bir siire icin degistirilebildigi mekén ve zamanlarda sinirlarini deneye-
rek ise baslyor ve performansin sahnesi bunun icin mikemmel bir
mekd&n/zaman. Sahnenin giici, kendisini hukukun Ustinligine karsi
gelmeden kurallarin egilip bikillebilecegi bir zaman/mekén olarak
sunmasindan gelir. Hosgérilir cinki kalicr degildir, ve daha énemlisi
sdzde ginlik hayata érnek olusturmamaktadir. Ama elbette uzun
vadede 6rnek olusturur. Tarih boyunca sahne israrla kanaat yeminini
bozmustur. Béylece sahne sadece bir mekédn degil, ayni zamanda
sirekli pazarliklarin yiritildigi bir zaman dilimi haline gelir. Bu
pazarliklar zamanla sosyal hayatin bir parcasi haline gelirler. Bu siirec
icinde sansiriin belirgin tesirlerini bir kenara birakacagim ciinki hangi
kosullarin bu kontrol mekanizmasini ash@ini sorgulamaya calisiyorum.
Zeki Miren kismen hayatinin 6zel ve kamusal alanlarini birbirinden
ayri tuttugu icin ‘iyi yurttas’ olarak gérilmistir. Bu sivil itaatinin
aslinda baska bir alanin isgaline yarayan bir kilif oldugunu iddia
etmek mimkiin olur mu? Seyirciyle bir mahremiyet ve suc ortakhg
baginin kuruldugu ve bdylece resmi ve yetkili 5znellik Gretimi sistem-
inin askiya alinabildigi ara bir mekdn? Asil soru Misren veya Juan
Gabriel’in heteronormatif diizenin altini kazmaktaki aktif rollerinin
ne kadar farkinda olduklandir; nitekim hicbir zaman LGBT hareketini
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exclusive to singers, it is well known that very macho and patriarchal
figures may have hidden homosexual practices on the side, but the
interesting part is that in Miren and Juan Gabriel “s case the stage
provided a state of exception where an universe of gestures, allusions
and esthetics of queerness were openly and socially tolerated and
even cheered for by the same members of society that would violent-
ly condemn them in another context.?

The stage is after all a pretend place. But not only a place, also a
time and therefore a state of pretending. In English the word stage
can also refer to a phase, a time period distinguished by certain
characteristics. In the geologic timescale, a stage is a rock strata that
represents an era, a material platform that stands for a specific time
in the geological evolution. | don "t want to argue an evolutionary
discourse but | am tempted to say that society starts by playing out
its boundaries in highly defined pretend places and times where the
rules of the game can be altered for a certain period without an
apparent permanent effect, and that the performance stage is the
perfect place/time for it. The power of the stage is that it presents
itself as a time/place where rules can be bend without breaking the
general rule of law. It can be tolerated because it is not permanent,
and more importantly it supposedly doesn “t constitute a precedent
for everyday life. Except of course in the long run, it does. Through-
out history the stage has persistently broke its contention promise. So
the stage becomes not only a space but also a period of time where
certain negotiations are played out. Negotiations that later find there
way into social reality. | will put aside the obvious implications of
censorship in this processes because | am trying to investigate what
conditions actually exceed that structure of control.

Zeki Miren is referred to as a good citizen partly because he kept
the private and public domain of his life separated. Would it be pos-
sible to argue that this civic compliance was actually a cover for the
infiltration of another kind of space? An in-between space in which

a bond of intimacy and complicity with the audience was accom-
plished, allowing the suspension of the official authoritative system of
production of subjectivity? The question is how conscious was Miiren
or Juan Gabriel about the active role they played to undermine het-
eronormativity, since they were never actively supportive of the LGBT
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filen desteklememislerdir. Miren kendisini bu hareketten soyutlamaya
yénelik

aciklamalar dahi yapmishir. Belki tam da bu gizli sakl hélleri
sayesinde miidahaleleri cok daha etkili olmustur. Yoksa bu sadece bir
hayatta kalma stratejisi miydi? Fakat Miren ve Juan Gabriel sadece
hayatta kalmakla yetinmemislerdir. Miren, 1980 darbesi zamanin-
da gecici olarak sahnelerden yasaklanmis olsa da, sonra doksanh
yillarin basinda devlet sanatcisi ilan edilmistir ve Juan Gabriel tam

da ayni yil olan 1991'de Meksika Devlet Baskani tarafindan ilk
iberoAmerika zirvesine devlet baskanlarini eglendirmek iizere davet
edilmistir. Yani homofobik egilimlerini bir kenara koyan sadece benim
genc Opus Dei mensubu kuzenim degildir.

Nihayetinde Miiren ve Juan Gabriel’in paylastklar bir kudret vard:
sesleri. Seslerinin kalite ve dokusu birbirinden olabildigine farklidir,
Juan Gabriel’in sesi Miren’inki kadar sofistike degildir ama ikisi-

nin de ortak noktasi melankolik bir mizactir.# ikisi de cogunlukla

ask sarkilar séylemislerdir ve ikisi de (minhasiran olmasa da) biri
Arabesk ve digeri Mariachi olmak izere, geleneksel miziklere

olan yakinliklariyla bilinirler. Melankoli, Bati ilerleme ideolijisinin
temsil mantigina karsi durup modernite dahilinde hissi bir catisma
alani yaratarak, belli tarihi baglamlarda aykin bir giic olarak islev
goérmistir. Miren acisindan, Kemalist modernlesme ve batililasma
projesi karsisinda, arkaik Osmanlica kelimelerin zarif kullanimi bariz
bir 6rnek olusturur. Bu gerilim, Miren’in darbe sirasinda kaydettigi
fakat sahnede icra edemedigi geleneksel Kahir Mektubu sarkisin-

da somutlasir. Ancak melankoli herseyden énce Miren’in ve Juan
Gabriel’in izleyici kitleleriyle temel iletisim araci haline gelen hisler
sistemidir. Bana gére melankoli ve melankolinin popiiler

ve geleneksel miiziklerle olan dogal ittifaki, sahne ile muhafazakér
Meksikali/Tirk aileler ve belki daha 8nemlisi politik platformlar
arasinda rahat bir gecis imkani olusturdu; ya da daha uygun bir tabir-
le sosyal kayganlastirici gérevi gérdi. Bir mekénin isgali her zaman
bir fetihtir ve Miren’le Juan Gabriel siphesiz sadece sahneyi fethet-
mediler. Miiren ve Juan Gabriel’in sahneleri sadece mekéan degil,
ayni zamanda bir zaman demektir: Ses, jest, kostiim, hisler vesairenin
dahil oldugu neredeyse alsimik bir operasyonun, suc ortakhiginin pay-
lasihp farkliliklarin asilabildigi bir mekén yarathg, kiltirlerimizin belli
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movement. Miiren even issued statements to distance himself from it.
Perhaps their intervention was much more effective precisely because
of this undercover condition. Or was it simply a survival strategy?
The thing is, Miren and Juan Gabriel didn’t only survive. Although
Miren was temporarily banned from performing during the 1980’s
Coup he was later declared in the early nineties a state artist and
Juan Gabriel was invited by the Mexican president, actually in the
same year 1991, to the first Ibero-American Summit to entertain the
presidents. So it is not only my little Opus Dei cousin that decided to
put aside his homophobic inclination.

Ultimately Misren and Juan Gabriel shared a power: a singing voice.
The quality and grain of their voice could not be more different,
Juan Gabriel ’s is very far from the sophistication of Miiren ’s voice,
but they share a melancholic nature.*They both sang mostly about
lost love and they are both known for(although not exclusively) their
relation to traditional music, arabesk and mariachi respectively. Mel-
ancholy in certain historic contexts has operated as a dissident force
in the sense that it resists the logics of representation of the western
ideology of progress producing an affective place of conflict within
modernity. In the case of Miiren, its exquisite use of archaic ottoman
vocabulary vis a vis the kemalist project of modernization and west-
ernization is a clear example. This tension materializes in the song
Kahir Mektubu a traditional song that Miren recorded during the
coup and was unable to perform. But melancholy is foremost the
system of affect that came to be the main vehicle of connection with
his and Juan Gabriel’s audience. | would argue that melancholy and
its natural alliance to popular or traditional music worked as safe
passages - perhaps it would be more accurate to say as social lubri-
cants - from the stage to the Mexican or Turkish conservative homes
and perhaps more importantly to political platforms. Because occu-
pation of space is always a matter of conquest and Miiren and Juan
Gabriel clearly didn "t conquer only the stage. So Miren s and Juan
Gabriel ’s stages are not only a space but also a time, a phase in
our cultures in which an almost alchemic operation involving voices,
gestures, costumes, feelings, etc, created a place where complicity
could be shared and differences could be transcended. The political
implications of this agency are still developing in our societies.
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bir dénemi demektir. Bu iradenin politik etkileri toplumlarimizda héla
gelisme sirecindedir.

Mladen Dolar Deconstructing Voice (“Sesi Yapisékime Ugratmak”)®
metninde meshur 12.yizyil mistigi Hildegard von Bingen’in sarki
sdylemekle ilgili iddiasina cok ilging bir ahf yapar: Hildegard'a gére
kutsal kelamin hakiki boyutlarina erisebilme ihtimalinin sarh sarki
sdyleyen sestir ve bu yiizden salt kelime Seytana® aittir. Bu anlayisa
gore Dolar, bize “Seytan, sarki séyleyemedigi icin Seytan” demekte-
dir; ben bir de sunu eklemek isterim: Seytan, sahnede olmadig icin
Seytan...

Dipnotlar

! Opus Dei (Latin: Praelatura Sanctae Crucis et Operis Dei), Katolik
Kilisesinin kutsalligi giindelik hayata yayan asir muhafazakar bir
kanadinin érgiitlenmis hélidir.

2 Juan Gabriel’in (Cd. Juérez, 1950) kariyeri 70li yillarda baslayip;
kendini Meksikali gelmis gecmis en énemli sarki s6zi yazari, yapimei
ve yorumcu olarak kabul ettirdigi 80'li yillarda doruk noktasina
ulasti. Sarki séylemesi, dans stili ve dzellikle takim elbise ya da
geleneksel mariachi kiyafetlerini temel alir gézikse de canli renkler,
barok miicevher ve aksesuarlarla degistirdigi kostimleriyle queerlik
esigindeydi. Yakindan incelendiginde sarki sézlerinin biyik cogun-
lugunun homoerotik baglamda cifte anlamh oldugu gérilir.

3Bu durum elbette bu iki sarkiciya mahsus degildir; bu metin bu iki
yorumcu iizerinden iki farkl jeopolitik baglamin kesisme noktalarina
yogunlasmayi hedeflemekte, sahne ve queer pratikler arasindaki icsel
iliskinin tarihsel incelemesini sunmay1 amaclamamaktadir.

4 Melankolinin Tirk ve Meksikali ifade bicimlerinin ¢ok farkli oldugu
asikérdir fakat bu denemenin amacina uygun olarak simdilik bu
farkhiliklari bir kenara birakacagiz.

5 Bahsi gecen metin bu seckide yer almaktadir.

¢ Mladen Dolar, Ses ve Yapisékiim.

Mladen Dolar s text Deconstructing Voice® includes a very interesting
reference to the famous 12 th century mystic Hildegard of Bingen “s
argument regarding singing: she argued that the condition of possi-
bility for the divine word to attain its true dimension was the singing
voice and therefore that the mere word belonged to the devil. Follow-
ing that logic, Dolar tells us, the devil is the devil® because he cannot
sing, | would add: The devil is the devil because he is not on stage...

Endnotes

1 Opus Dei (Latin: Praelatura Sanctae Crucis et Operis Dei), is an in-
stitutionalized ultraconservative current of the Roman Catholic Church
that extends the path to sanctity to ordinary life.

2 Juan Gabriel ( Cd. Juérez, 1950), started his carrer in the seven-
tees and reached his high point in the eighties establishing himself as
the most important mexican song writer, producer and performer up
to date. His singing and dancing style are on the verge of queerness,
specially his costumes that although remain based on suits or maria-
chi traditional garnments are altered with very live colours and barro-
que jewelry and accesories. When looked closely many of his lyrics
have homoerotic double sense.

3 This condition is of course not exclusive to this two singers, this text
has no intention of making an historic survey of the intrinsic relation
between the stage and queer practices but instead wishes to concen-
trate on the meeting points between two different geopolitical con-
texts through this performers.

4 It goes without saying that mexican and turkish melancholy have
very different forms of expression , but we will put this differences
aside for the purpose of this exercise.

5This text is included in this compilation.

¢ Mladen Dolar, Deconstructing Voice, University of Ljubljana, p.15
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KAHIR MEKTUBU - SARKI SOZLERI
Zeki Miren

Ne zaman iki sahr yazmaya kalksam
Hep sana hep seni hep bizi yaziyorum
Ne zaman bir kadeh alsam elime

Hep sana hep seni hep bizi iciyorum

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
Yalnizlik biciyorum

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
Yalnizlik biciyorum

Ne zaman iki sahr yazmaya kalksam
Hep sana hep seni hep bizi yaziyorum
Ne zaman bir kadeh alsam elime

Hep sana hep seni hep bizi iciyorum

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
Yalnizlik biciyorum

Elveda elveda elveda deyip bir giin
Viran edip génlimi

Ayrilip gidisinin

Bu gece yildénimi

Bugiin de sensiz ictim
Bu aksam sensiz hictim
Bu gece her damlay:

iki kadehe bictim
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KAHIR MEKTUBU - LYRICS
Zeki Miren

Whenever | try writing a few lines,

| always write you, to you; | write us.
Whenever | raise my glass,

| drink you, to you; | drink us.

Every night | grieve,

| drink all the time.

| sowed love in my heart,
Now | reap loneliness.

Every night | grieve,

| drink all the time.

| sowed love in my heart,
Now | reap loneliness.

Whenever | try writing a few lines,

| always write you, to you; | write us.
Whenever | raise my glass,

| drink you, to you; | drink us.

Every night | grieve,

| drink all the time.

| sawed love in my heart,
Now | reap loneliness.

Bidding farewell farewell farewell, one day

Leaving my heart in ruins.
It is the anniversary
Of your leaving.

| drank again without you today,

| was nobody without you tonight.
Tonight | made cups,

Out of drops.



Ayrilik 8yle zor ki
Kimsesiz kalan bilir
Godzyasi ne demektir
Her giin aglayan bilir

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
Yalnizlik biciyorum

Yoklugunla basbasa

Kendimden kendimden kendimden geciyorum
Serefe deyip simdi

Bin kahir bin kahir bin kahir iciyorum

Birazdan gézlerimden

Gegersin ihk ihk

Nice yillar sevgilim

Mutlu olsun mutlu olsun mutlu olsun aynlk

Sevincim kederim sen
Gozlerim ellerim sen
Benim ne sucum var ki
Sen benim kaderimsen

Karistirmis kaderim
Su génlimin harcini
Yas dékip édiyorum
Ben bahtimin borcunu

Dertliyim efkarliyim
Gonliim yine tasada
Unutmak istiyorum
Kendimi bu masada

Her sey yalniz senin icin izme kendini
Belki bugiin belki yarin anlayacaksin
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This separation is so bitter

Only one who is left alone knows.
What tears mean

Only one who cries everyday knows.

Every night | grieve,

| drink all the time.

| sowed love in my heart,
Now | reap loneliness.

Together with your absence,

| lose myself myself myself.

| say cheers,

| drink a thousand grievances grievances grievances.

In a while
You'll cloud my eyes warmly.
Happy anniversary my love,

Happy happy happy parting.

My happiness, my grief you
My eyes, my hands you
What is my fault,

If you are my fate.

My fate has laid

The foundation of my heart.
| am paying my debt

With tears to my destiny.

| am troubled, | grieve.
My heart is suffering,

| want to forget
Myself on this table.

Everything is for you, don’t bother yourself.
Maybe today, maybe tomorrow; you’ll understand




Cok sevdigimi, aglayacaksin

Ayrilik mi ¢ikhi falda

Sen bir yanda ben bir yanda

Oyle bir ask bu zamanda

Ah belki bugiin belki yarin anlayacaksin
Cok sevdigimi, aglayacaksin

Rizgar gibi gecti yillar
Tutunacak dal kalmadi
Bir an mutlu olmak icin

Cekilmedik dert kalmadi

Senle dolu 6zlemlerim
Dilimdedir sitemlerim
Disman cikh sevenlerim
Siginacak dost kalmadi
Sarilacak dost kalmadi

Bekleyisle 6zleyisle
Omriim geldi decti boyle
Gézyaslarim déndi sele
Aglamadik giin kalmadi
Yasanacak giin kalmadi

Bir yalanmis tim gercekler
O Umitler o dilekler

Boyun bikti hep cicekler
Koklanacak giil kalmadi

Bir an mutlu olmak icin
Yirinmedik yol kalmadi
Yasanacak giin kalmad;

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
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How much | love you, you will cry.

Is parting in our fortune
You and me apart.
Such a love, in times like these.

Oh maybe today, maybe tomorrow; you’ll understand

How much | love you, you will cry.

Years went by like wind,
Nothing to hold on to.
For a moment’s happiness
No grief was too much.

My yearning is you,

My reproach on my tongue.

Ones who loved me became my enemies,
No friends to take refuge,

No friends to hold.

With waiting, with longing

My life has come to pass.

A gush of tears,

No day has gone by without crying.
No days left to live.

All truth has been lies.

Those hopes, those wishes.
Flowers are all withered,

There are no roses left to smell.

For a moment’s happiness
No road was too far too walk.
No days left to live.

Every night | grieve,
| drink all the time.
| sowed love in my heart,
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Yalnizlik biciyorum

Alnima dékiilen beyaz saclarimi
Oksayip dizinde yine tara ne olur
Mazide kaybolan hatiralar
Unutma yeniden ara ne olur

Kalbin sizlayacak baksan bir bana
Yine ilk giinki gibi gilimse bana
Dedim ki gelecek dosta diismana
Yizimi cikarma kara ne olur

Cikacaksin diye kése basindan

Bekle bekle beklemekten usandim artik
Cilemin gemisi gelmis demirli

Yikle yikle yiklemekten usandim artik

Dinyayi durdurdum bakarsin diye
Fallara bakardim cikarsin diye
Yollarin sonunda sen varsin diye
Ekle ekle eklemekten usandim arhk

icimde bir Gmit var geleceksin diyorum
Belki cok uzaktasin bunu da biliyorum
Kader kelepcesini elime vurdu felek

Gelecegim demistin ben hala bekliyorum

Ben hala bekliyorum

Bir siir yazdim sana
Bir sarki yaptim sana

Mutlu giinim her seyim ah beni anlasana

Masalarin istine ismini kaziyorum
Bu kahir mektubunu bin kere yaziyorum

Her gece kederdeyim
Durmadan iciyorum
Sevda ektim kalbime
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Now | reap loneliness.

The white strands hair falling over my forehead,

Please let me lay on your knee and run your fingers through them.

The lost memories of the past,
Please don’t forget and look for them.

Your heart would hurt if you'd take one look at me,

Smile at me like on the very fist day.
| have told friends and foe that you’ll come back,
| beg you, do not embarrass me.

Waiting for you to appear around the corner
Wait, wait, I'm tired of waiting.

The ship of suffering is anchored

Load, load, I’m tired of loading.

I've stopped the world in case you’d look,
I've had my fortune told in case you’d appear.

At the end of the road, in case you are there
Walk, walk, I'm tired of walking.

| tell myself, there is hope, you'll come,

| also know you might be very far.

Fate has my hands tied,

You said you’d come and I'm still waiting,
I'm still waiting.

| wrote you a poem,
| made you a song.
My happy day, my everything, oh do understand!
| engrave your name on tables,

| write this letter of grief over and over again.

Every night | grieve,
| drink all the time.
| sowed love in my heart,




Yalnizlik biciyorum

Ne zaman iki satr yazmaya kalksam
Hep sana hep seni hep bizi yaziyorum
Ne zaman bir kadeh alsam elime

Hep sana hep seni hep bizi iciyorum

Now | reap loneliness.

Whenever | try writing a few lines,

| always write you, to you; | write us.
Whenever | raise my glass,

| drink you, to you; | drink us.
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KAHIR MEKTUBU - HISSIYAT ARSIiVi

Zeki Mirren’in ti¢ yil siren sahne yasag ile bu yasagin Tirk kamu-
sallik anlayisi ve 8rnedin karsrkamusalliklar gibi duygusal habitus
izerindeki etkileri ayrintili olarak neredeyse hic incelenmemistir. Biz
(Alejandra Labastida ve Giirsoy Dogtas) halihazirda bir bilgi biriki-
mine basvurma imkani bulamadik, onyillardir dolasimda olan fakat
hic bir baglama oturtulmamus bilgilerle ilgilendik. Bu bilgiye erise-
bilme cabasi cercevesinde on konu kompleksinden olusan bir soru
formu (bir sonraki sayfa) hazirladik. Bu noktada ideolojilerin, norm
anlayislarinin, giic dengelerinin, tarih ve simdiki zamanin muhtemel
kesisme noktalari ile bu baglamda hislerin anlamini arastirdik. Bu
tarhismaya taraf olan katlimailara, duygusal yikli kisisel hatiralari
Uzerinde serbestce diisinme imkéni verebilmek icin kimliklerini
anonim birakmaya karar verdik.

Tarih yaziminin farkl kiltirel etkilerin altinda olustuguna dair teorik
anlayis, bu réportajin arkaplanini olusturmaktadir. Tarih yaziminin bu
temel &zelestirisi yirminci yizyilin ikinci yanisinda tarihin kendi tetki-
kinde bircok yeni teorinin ve yenilik¢ci metodun ortaya cikmasina yol
acmistir. Bu baglamda marjinal kamusalliklarin kendi tarihleri ya da
hislerin tarihi Gzerinde esitlik kazanmaya yénelik kendini giiclendirme
(empowerment) metodlariyla ilgileniyoruz. Hislerin tarihi, merkezine
bir toplum ya da grubun duygusal hélini alir ve bu, genel anlamda,
hislerin nasil anlasildigi ve degerlendirildigiyle, bu hislerle nasil bir
iliskinin tasvip edildigi ya da cezalandinldigi sorusu demektir. His-
leri, 8ncelikli olarak giic iliskileri ve sosyal hiyerarsilerce belirlenmis
psikososyal fenomenler olarak anliyoruz.

KAHIR MEKTUBU - AN ARCHIVE OF FEELINGS

Zeki Miiren’s three-year performance ban and its consequences for
the Turkish understanding of the public and its effects on the emo-
tional habitus, e.g., counter-publics, has hardly been specifically
researched. Since we (Alejandra Labastida and Giirsoy Dogtas)
could not proceed based on existing knowledge, we were interest-
ed in the knowledge that has been circulating for decades, but has
never been discursivized. We drew up a questionnaire (see the next
page) consisting of ten thematic complexes in an attempt to access
this knowledge. We searched for possible overlappings of ideologies,
notions of norms, balances of power, history and the present, and the
significance of emotions in this context. To allow our discussion part-
ners to openly reflect on their personal memories and how they are
emotionally charged, we decided to keep them anonymous.

The background of these interviews is formed by the theoretical
insight of historiography being subject to different cultural influences.
In the second half of the 20th century, this fundamental self-critique of
historiography prompted a wide range of new theories and innova-
tive methods to research history itself. We are interested in methods
such as the emancipatory self-empowerment of marginalized publics
via one’s own history or the history of emotions centered on the
emotional state of a society or group, meaning the question of how
feelings are understood and assessed in general and which ways of
dealing with them are welcomed or penalized. We understand emo-
tions as psychosocial phenomena, determined foremost by specific
power relations and social hierarchies.

73



Bu réportaj belli hisleri bir kiltire 6zgii tanimhiyor; kisisel ya da
ulusal travmalara tedavi edici bir perspektiften bakmiyor. Nitekim
bunun icin bambaska bir teorik ve pratik cerceve gerekli olurdu.
Bunun yerine, goriiniirde sabit ve izerine anlamlar yiiklenmis deger
semalarinin degisip kaymalara ugradi§i sirec ve hareket alanlariyla
ilgileniyoruz. Bu nedenle suc atfederek suclu ve magdurlar tanimla-
maya calismiyoruz.

This interview, addressing certain feelings as culturally specific, does
not aim to deal with personal or national traumas with a therapeutic
perspective. We are instead interested in processes and scopes of ac-
tion in which seemingly fixed and charged value systems are shifted
and altered, and for this reason we are not looking for attributions of
guilt patterns such as perpetrator and victim assignation.
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Sorular Questionnaire




1

1981 yilinda Zeki Miren’in Kahir Mektubu plagi ¢cikar ve albimle
ayni adi tastyan parcanin siiresi bir arabesk sarki icin alisilmadik bir
sekilde yirmi sekiz dakikadir.

a) Bu sarkiy ilk defa nerede ve ne zaman duydugunuzu hatirliyor
musunuz?

b) ilk seferde sarkinin tamamini dinleyebilmis miydiniz; bu sark sizin
icin kisisel olarak o zaman ne ifade ediyordu, simdi ne ifade ediyor?

2

Zeki Miren klasik Tirk mizigi ile tanindi. Dili ustaca kullanirdi ve
dokunakl, etkili sesi ile meshur oldu. Miren icin klasik Tirk mizigi
ebedidir, arabesk mizik ise gecici ve gelecegi belirsiz bir modadr.
a) Zeki Miren’in arabesk miizige gecis yapmasi dikkatinizi cekti mi2
b) Bu iki mizik tirinden birine ydnelik bir tercihiniz var mi2

c) Var ise hangi nedenlerden dolay:?

3

Zeki Miiren, parcalarinda karmasik ve agir tasvirler kullanir. Eser-
lerinin biyik cogunlugunda oldugu gibi Kahir Mektubu albimiinde
de baskin duygular hiiziin ve kederdir. Ayrilik acisinin, dayanilmaz
ask istirabinin, yalnizhinin ve askin kazanacagina dair umudunun
sarkisini sdyler.

a) Kahir Mektubu sizde nasil bir hél ve hissiyat uyandiriyor?

b) Bazi ruh hélleri hayatin belli anlarina 6zgidirler ve zaman gec-
tikce giincelliklerini yitirirler; bazilari ise insanin tom hayatina belli bir
“renk” katarlar. Kahir Mektubunun tetikledigi ruh héllerine ne élciide
asinasiniz?

c) Bu ruh hélleri simdiki hayatinizda giincellik tasiyorlar mi; sizin icin
ne kadar énemliler?

4

Kara sevda her kiltirde biliniyor olabilir ama ask kavrami devir-
den devire, kiiltirden kiiltire farkllik gésterir. Hem arabesk mijzigin
(Arap mizik geleneklerinden tiremis bir melez tarz) secimi hem
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1

Zeki Miren’s LP Kahir Mektubu was released in 1981; the epony-
mous song on the album has a length of 28 minutes, unusual for a
piece of arabesque music.

a)Do you remember when and where you heard this piece for the
first time?

b)Were you able to listen to the full length of the song then and how
do you personally relate to it2

y

Zeki Miren became known through classical Turkish music. He was a
master of diction and famous for his affective and effective voice. For
him, classical Turkish music was timeless, while he considered ara-
besque music a fashion and its future existence insecure.

a) Did you notice his excursion to arabesque music?

b) Do you have a liking for one or the other musical style?

c) If so, for which reasons?

3

Zeki Miren worked with complex and grave atmospheric pictures in
his pieces. Sorrow and gloom are prevailing feelings, on the album
Kahir Mektubu as in most of his music. He sings about the pain of
separation, severe lovesickness, his lonesomeness, and the hope that
love will prevail.

a) What feelings and moods does the piece Kahir Mektubu trigger in
you?

b) Some moods stand for a specific situation in life and later on lose
their impact on the present; other moods, in turn, “tinge” one’s entire
life. How familiar are you with the atmospheres that Kahir Mektubu
gives rise to?

c) Do they have a place in your life and how relevant are they?

4

Paralyzing lovesickness may be known in all cultures, but the concept
of love differs from culture to culture as in different ages. Both the
choice of the arabesque genre (a hybrid oriented toward Arabian
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de Misir referansi, Ortadogu’ya yerlestirebilecegimiz duygusal bir
cerceveye isaret ediyor. Ask acisinin miizik, edebiyat, film gibi farkl
alanlardaki mitemadi varligi toplumsal bir isleve isaret ediyor.

a) Kahir Mektubunun ima ettigi spesifik ask acisi ne gibi bir tatmin
barindirir?

b) Bu miizik parcasi ask acisina dair toplumsal kaliplara uygun diser
mi?

5

Ask ayni zamanda toplumlar arasinda farkhlik gésteren ulusal bir
mesele gibi gdziikiyor. Cocukluktan itibaren insana sarkilarla,
hikayelerle yiice bir ask fikri asilaniyor ve bu ask anavatan dedigimiz
yerin tasina topragina islemis gézikiyor. Miren’in miizigi asik tek bir
bireye mi, yoksa bir ask kitlesi olarak Tirk halkina mi sesleniyor?

)

Zeki Miren’in sesi sik sik (6zellikle dinleyicilerin, duyduklar sesin

bir kadina mi, erkege mi ait oldugundan siiphe ettikleri meshur 1951
radyo konserinden beri) androjin olarak betimlenmistir; belki tam da
bu nedenle biyileyici

ve ebedi olarak algilanmaktadir. Bah kiiltirinde cinsiyetsiz (gender-
less) seslerin cazibesine cokca érnek bulmak mimkindir. Meshur
érneklerden biri Homeros'un Odysseia destanindaki sirenler; yani
sonra sikca yari kadin yari kus olarak tasvir edilen bastan ¢ikarici
kimeralardir. Cinsiyeti olmayan ses, sahibini kimlik kiilfetinden kurtarir
gibi gézikir, kismen sahsi olmayan bir izlenim uyandirir. Lakin bu
bir ambivalansa yol acar: Birincisi genel anlamda cinsellik acisindan-
dir, ki bunun 8nemli bir etkisi yokmus gibi gézikir; ikincisi Miren’in
toplumsal ddetler nedeniyle gizli tuttugu homoseksiellik acisindandir.
Miren’in kusursuz ses modilasyon tekniginin cisimsizligiyle, diri ve
muhtag¢ bedeni bir tezatlik icindedir. Bedeni sesinin icinde kendini
hissettirir ve sesinin maddiligine ahfta bulunur.

a) Miiren’in sesi icin, bedenine atfen hangi sifatlar kullanirdiniz?

b) Simdi de Miiren’in sesinden hicbir sifat kullanmadan bahsetmeye
calisir misiniz? (Bunu, alakasiz gézukse bile, bir deneyiminizi aktar-
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musical traditions) and the reference made to Egypt mark an emo-
tional space that can be situated in the Middle East. The omnipres-
ence of lovesickness in the various genres of music, literature and film
indicates a social function.

a) Which fulfillment lies in the specific quality of lovesickness implied

in Kahir Mektubu?
b) Is this song reproducing social conventions of lovesickness?

5

Love appears to also be a national affair, manifesting itself in differ-
ent ways from nation to nation. From childhood on, one is instilled
with a venerating love sung about in songs, passed on in tales and
even seemingly inscribed in the landscape, which is revered as the
fatherland. Does Miiren’s music address the individual as a lover or
also the Turkish people as one body of love?

)

Zeki Miren’s voice was often described as androgynous (especially
since the famous radio broadcast from 1951 that made the listeners
uncertain of whether it was a female or male voice) and was per-
ceived, perhaps precisely for this reason, as captivating and timeless.
In western culture, there are several examples of the fascination
aroused by the voices of genderless beings. Particularly well-known
are the sirens (that were later often depicted as luring chimeras, half
woman, half bird) from Homer’s Ulysses saga. The genderless voice
seems to free its owner from the burden of identity, partially mak-
ing an impersonal impression. Yet this also leads to an ambivalence
regarding sexuality in general, which appears not to play a role, and
homosexuality in particular, which Miren kept a secret due to social
conventions.

The incorporeity of the perfect technique of modulation of his voice
stands in contrast to his lively and needy body. The body shimmers
through his voice, referring to its materiality.

a) Which adjectives would you use to describe Miiren’s voice, which
refers to his corporeality?

b) Could you now try to talk about it without using any adjective?
(Maybe through an experience even if it seemed narratively unrelat-
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mak yoluyla yapabilirsiniz.)

7

Miren’in dilbaz, egitimli, kiltirli Cumhuriyetci durusu; modern, re-
forme, laik Tirkiye’nin yurttasina karsilik gelir. Bu sekilde Miren, ayni
zamanda elit kesime mensup, hakiki bir Tirk yurttasi olarak gérilir.
Cumhuriyete bu baghligina ragmen kullandigi dil Osmanlica kelim-
elerle bezenmistir. Modern Tiirkceyi Osmanlica ile zenginlestirme
cabasinda oldugu izlenimini uyandirir.

a) Siz de Osmanlica kelimelere benzer bir 6zlem duyuyor musunuz?
b) Bunlar hangi kelimelerdir; ve sadece Osmanlica ifade edilebilmel-
erine sebep olan ézellikleri nelerdir?

c) Miren’in kullandig kelime ya da deyislerden édiin¢ aldiklariniz,
ya da herhangi bir sekilde ahfta bulunduklariniz oldu mu?

8

Demokratik karar alma mekénlari olarak sahne ve meydan, Antik
dénemden beri aymi alani paylasirlar. Miren’in cikhgr istanbul gazi-
nolar gibi sahneler, hem 6zel alana 6zgi bir mahremiyet ve giivenlik
saglar hem de ticari amaclarina ragmen halkin biraraya geldigi bir
yer islevi gérirler. Tasradan sehire biyik géc dalgasi éncesinde
gazinolarda sadece elit, sehirli bir kitle toplanirken yetmisli yillarin
ortasinda her iki toplum kesimi buralarda biraraya gelmeye baslar.
Miren, 6zel ve kamusal arasindaki bu muglaklikta antinormatif bir
erkek drnegdi olusturur. Bu sayede estetik alandan sosyal alana gecis
yapar. Kamusal ve 6zel alanlar estetik olarak ele almak, klasik
anlamda bir hareketin mantigini izlemeyen toplumsal bir degisimin
yolunu acar gdzikir.

a) Miren sahnenin kiltirel mahremiyetini kullanarak bir istisna héli
yaratmakta ve bdylece resmi, otoriter sistemi znellik insasinin disin-
da birakmakta midir2

b) Sizce belli bir ruh héli, ideolojinin Ustesinden gelebilir mi2

c) Bu baglamda kollektif dinleme deneyiminin bireysel dinlemeye
kiyasla 6nemi nedir?
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ed.)

7

His figure of the eloquent, educated and cultivated republican corre-
sponded with that of the citizen of a modern, reformed and secular
Turkey. Miren thus counted as an authentic Turkish citizen and was
simultaneously a member of the elite. Despite his closeness to the
republic, his language was permeated by Ottoman Turkish words. He
apparently wanted to expand reformed Turkish by Ottoman Turkish.
a) Do you experience a comparable longing for Ottoman Turkish
words?

b) Which words are these and what is their specificity, that which
only them are capable of expressing?

c) Are there words or formulations by Miren that you have adopted
in your language usage or that you have already cited in one way or
the other?

8
The stage and the public square as a place of democratic deci-

sion-making have shared the same space since ancient times. Stages
like the Gazinos in Istanbul, where Miiren performed, convey the
intimacy and safety of the private sphere and are at the same time
assembly places of the people, despite their commercial orientation.
While prior to the large wave of immigration from rural regions to
the cities the elitist, urban audience gathered in the Gazino, all strata
of the population began mingling there in the mid 1970s. In this
ambiguity between public and private, Miren lived an anti-normative
image of a man. He thus moved from the aesthetic to the social field.
When grasped aesthetically, the public and the private seem to make
way for a social change that does not follow the logic of a classical
social movement.

a) Did Miren use the cultural intimacy of the stage to produce a state
of exception and suspend the official, authoritarian system of produc-
tion of subjectivity?

b) Do you think a mood can overcome ideology?

c) In that sense what is the importance of collective listening as op-
posed to individual listening?




4

Miiren, seslendirdigi eserlerin ruhuna uygun tasarladigi sahne
kostimlerinin ve sahne disinda giydigi kiyafetlerinin cogunu kendi
tasarliyordu. Sahne kostimlerinde inceden tarihi kostimlere atif ya-
par gibi gériniyordu; érnedin heteronormatif erkek imajinin déneme
gore degisen bir kurgu oldugunun altini cizen Romali tuniginde oldu-
gu gibi.

Cinsellik ve toplumsal cinsiyet baglaminda bu cesit muglakliklarin
surdirilebilmesi; kurgulanmis bir dogalli§i ve normalligi zimnen
emreden, sapmalari cezalandiran heteronormatif giice karsi kesin bir
tavir gerektirir.

a) Kendi biyografinizde benzer bir ambivalans ve kurallara, kaliplara
karsi bir miicadele var mi2 b) Eger cevabiniz evetse, bunlarin
Miren’in tavirlarina benzerlik ya da farkliliklar nelerdir?

10

a) Darbe dénemini yasadiysaniz, Miren’in yoklugu dikkatinizi cekmis
miydi?

b) Bu dénem boyunca Miren’in miizigini kaset ya da plaklardan

dinlemeye devam ettiniz mi2

c) Eger cevabiniz evetse, darbe déneminde yapti§i mizikte, o zama-
na kadar duymamis oldugunuz duygusal ézellikler dikkatinizi cekti
mi?

d) Bu dénemde hangi sinema, edebiyat, miszik eserleri ile ilgilendi-
niz?

e) Bu eserlerde hangi konular islenmekteydi?

f) Bu dénemde kétillenen ya da susturulan baska sesler taniyor
musunuz?

4

Miiren designed most of his off-stage clothes and stage costumes,
which he adapted to the moods of each song. He sometimes seemed
to subtly allude to historical costumes, e.g., the Roman tunica that
helped reveal the heteronormative male image as a construction of
the times.

Maintaining such ambivalences in regard to sexuality and gender
requires a strong position vis-a-vis a heteronormative power that
demands conforming with the constructed naturalness and normalcy
and that penalizes deviations.

a) Are there comparable ambivalences and struggles against norms/
standardizations in your own biography?

b) If so, how do they differ or relate to Miiren’s approaches?

10

a) If you have personal memories of the time of the putsch, did you
notice Miren’s absence? b) Did you keep on listening to his music on
tapes, LPs etc. during this time?

c) If so, could hitherto unheard, emotional qualities be discerned in
his music from the time of the military coup?

d) Which films, books, music surrounded you at the time?

e) Which themes did they address?

f) Are you familiar with other voices that were silenced or disparaged
in noise at the time?
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Cevaplar Answers




Cocukluk yillarimda evde siklikla Zeki Miren dinlenirdi ancak Kahir
Mektubu’nu evde hic dinledigimi hatirlamiyorum. Muhtemelen evde
olan kasetlerden biri degildi. Sarkiy ilk dinledigim ana dair 6zel bir
anim yok, muhtemelen Gniversite yillarinda dinlemis olmaliyim ancak
ayrintlari hatirlamiyorum.

2

a) Gegisi yaptdi ani hatirlamiyorum ancak biyidigim evin icinde bir-
birinden farkli iki Zeki Miren albimleri serisi oldugunu ve hem mijzi-
kal acidan, hem de kapaklarindaki Zeki Miren fotograflar yiiziinden
aralarindaki farki hissettigimi hatrliyorum. Ortaokul yillarina denk
gelen dénemde daha gec dénem albiimlerinin sézlerini hatrlamak

ve taklit etmek daha kolay oldugu icin bu dénemi daha ¢ok hosuma
gidiyordu. Daha erken dénemlerini sevmeye liseden sonra basladim.
b-c) Su anda ikisi arasinda ézel bir tercihim yok. Zeki Miiren dinle-
mek istedigim anin ruh haline bagl olarak iki dénemi de tercih ede-

biliyorum. Ancak tercihin étesinde bir durumun da var oldugundan
bahsedilmeli zira 80 dogumlu oldugum icin gec 80’ler ve 90’larda
yaphgi albimleri daha cok hatirliyorum ve anilar diizeyinde daha
cok iliski kurabiliyorum.

3
a)Cok fazla hatirasi olmadigi icin ve Zeki Miren’in sik dinledigim
sarkilarindan biri olmadigi icin pek bir duygu uyandirmiyor.

4

Toplumsal olarak ask acisinin yasanma bicimleri birbirinden cok farkli
olabilir. Ancak bu cok hakim oldugum, izerine cok diisindigim bir
konu degil. Ancak askin ve kavusamamanin, bunun sonucunda gelen
isyanin cok giizel bir analizi Meral Ozbek’in Orhan Gencebay ara-
beski iizerine yazdig: kitapta incelenmistir. Orhan Gencebay ve Zeki
Miiren cok farkl yerlere tekabiil ettikleri icin dogrudan bir karsilastir-
ma yapilamaz ama arabeskin genel karakteri iizerinden belki bir
yakinlashrma yapilabilir.
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1st PERSON

1

In my childhood Zeki Miren was a household name, but | don’t
remember listening to Kahir Mektubu. Probably it was not one of the
cassette tapes we had of his at home. | don’t have any specific mem-
ory of the moment | heard it for the first time, probably it must have
been during my college years, but | can’t recall any details.

2

a) | don’t remember the transition, but in the house | grew up | re-
member two different series of Zeki Miiren albums; both in terms

of musicality and because of the photos of Miiren on the covers, |
remember sensing a difference. | preferred the period that corre-
sponded to my years in middle school since | could easily memorize
the lyrics, and sing along. | began to care for the earlier works after
high school.

b-c) Right now | don’t have a preference. According to my mood |
can opt for both periods. But it must be mentioned that other than
preference it has also to do with the fact that | was born in 1980, and
therefore can recall his albums from the late 80s and the 90s much
better, and can relate to them more through my own memory.

3
a) It doesn’t trigger any specific mood since | have no memories asso-
ciated with it, and it is not a song of Miiren | listened to very often.

4

There might be huge differences in the way lovesickness is experi-
enced socially. But this is not an issue I'm very familiar with, and | ha-
ven’t thought much about it. But a beautiful analysis of love, longing,
and the rebellion that follows can be found in Meral Ozbek’s book
on the (arabesque) music of Orhan Gencebay. Since Orhan Gence-
bay and Zeki Miren hold different positions, one can’t establish a
direct link; but through the general character of Arabesque music, a
comparison is possible.
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5

Ben Zeki Miren dinlerken hic ulusal bir seslenis oldugunu diisinme-
dim ancak bir nceki cevapta da séyledigim gibi bu sorunun cevabi
uzun boylu bir séylem analizi gerektirir ve basit bir dinleyici olarak
benim séyleyebileceklerimin &tesine gecer.

)

a) Cilveli ve agdali.

b) Kendini kaybeden bir ses olmaktansa, kendisinin fazlasiyla farkin-
da bir ses ve sarki séyleme hali, bedeni gérmediginiz anlarda bile
sadece sesten bir performans hissi cikiyor.

7

a) Osmanlica kelimeler zel bir 6zlem duymamakla birlikte kimi ke-
limelerin 6z Tirkce olarak adlandirilan kelimelere oranla daha fazla
yerli yerine oturdugunu diisiniyorum. Eger bdyle bir kelime varsa
ve kavramsal bir boslugu dolduruyorsa kullanmaktan cekinmiyorum.
Ornegin bitiin telif tarhsmalarinda sanatc ya da iiretici demenin
dolduramadigi bir kavrami miellif kelimesinin doldurabildigini disiin-

mem gibi.

b) Bu cok uzun bir liste olur ve bir cirpida insanin aklina gelmiyor
ancak yukarida dedigim gibi miellif kelimesi, iktidar kelimesini yal-
nizca meclis icinde bir grupla 6zdes diisinmeye alternatife yarathg
icin muktedir-muktedirler kelimeleri gindelik hayatta sik kullandigim
kelimeler.

c) hatirladigim kadariyla hayir.

8

Zeki Miren’i hi¢ sahnede izlemedim, cok kisa siirelerle TRT'de
gordiigim zamanlari hatirliyorum ancak bir istisna hali yarathigindan
emin degilim zira ne kadar sarkici olarak sevilse de her televizyona
cikhginda saci, makyaiji ve 6zellikle kameraya dogru sik sik uzathg
uzun ve manikirli tirnaklariyla dalga gecilirdi. Bu dalga gecmeler
hep ama muhtesem bir ses “ama”si ile bitse de kimsenin bu “varolus”
halini yok saydigini ya da gérmedigini disinmilyorum. Bal gibi dalga
gecilirdi ancak buna karsin sevilirdi.

5

Listening to Zeki Mirren, | never thought he was addressing the na-
tion, but just like the answer | gave before, this requires a thorough
discourse analysis, and exceeds my interpretation as a listener.

)

a) Flirtatious and flowery.

b) Instead of a voice dissolving, a very self-conscious singing voice;
even when we don’t see a body, the voice implies a performance.

7

a) | do not have a longing for Ottoman Turkish, notwithstanding | find
some Ottoman Turkish words more appropriate than the so-called
Oztiirkce (pure/real Turkish) words. | don’t hesitate using Ottoman
Turkish if there is such a word, and it fills a conceptual void. An ex-
ample is the word miellif (author) which, in discussion of intellectual
property, fills a void that ‘producer’ or ‘artist’ could not.

b) This would make a long list, and | can’t recall many on the spot,
but there are some words that | use in daily life; like the word miellif
| mentioned above; or muktedir (potent) as it provides an alternative
to the word iktidar which is used solely to refer to a group in the
parliament.

c) Not that | can remember.

8

| never saw Miiren perform on stage; | remember watching him on
state television, but I'm not sure if he produced a state of exception.
Even though he was held in esteem as a singer, he was also mocked
every time he was on television, especially on his hair, his make-up,
and his manicured fingernails, which he made a point of showing to
the camera. The mockery was always followed by an objection, “but
his voice is magnificent,” still | don’t think anyone ignored or missed
out on his way of existence. He was heavily mocked, but loved none-
theless.
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b)Sadece ruh haliyle asilamaz bence ama yardimar bir tavir olabilir. b) It can’t be overcome completely, but it might be a helpful attitude.
c) Bilemiyorum. c) | don’t know.

4 4

Evet hayatimda benzer cabalar var ancak tavrimi Zeki Miren’in Yes there are similar struggles in my own life, but | can’t identify with
tavriyla fazla 6zdeslestiremiyorum. Tavrin muglak olmaktansa agik Miren’s attitude all that much. | think the approach should be clear,
olmasi gerektigini disiniiyorum. and not ambivalent.

10 10
Darbe yili dogdum bu sebeple dénemi hatirlamiyorum. Since | was born that year, | have no recollection of the putsch period.
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2. KISI

1

Kahir Mektubu’nu daha nce duydum mu onu hatirlayamiyorum?

ik defa sorularinizi cevaplayabilmek icin timini dinledim.

Dinlerken basima gelenler basimdan gecenler:

Kahir Mektubunu ayri tutamadim diger sarkilardan. Daldan dala
atlar gibi biri digerini animsatiyor sarkilarin. Bazisinda ise uzun siire
duramiyorsun bir digerine atliyorsun.

Mesela Kahir Mektubunu dissiinirken de aklima Ahmet Kaya’dan
dinledigim Mahur Beste geliyor.

Kahir Mektubu Mahur Beste
hitp://www.youtube.com/watchgv=YwKWvUQqWv8

“O mahur beste calar mijganla ben aglasinz.”

Tabi Mahur Beste’nin Ahmet Hamdi Tanpinar’in Huzur adli romanin-
da gecmesi de var. Huzur romaninin timii istanbul, hiizin ve tirk
musikisi makamlari, makamlar arasi bogazin dalgalanmalar okuyana
duyurur. Sesli bir roman.

Batililasan Tirkiye'nin istanbul’'unda musiki ile kendi sesini arayan bir
ask hikayesi. Bahlasan,modernlesen: -lasan,-lesen Tirkiye

Kahir mektubuna dénermeye calisirsam Kahir kelime olarak bugiin
kendi basina dilimde olan bir kelime olmamak ile birlikte kahrolmak
yuklemini siklikla kullaniyorum.

Kelimenin kéki kahr osmanlica ama kahrolmak bunun eylemlesmis
hali sonradan dile olmak eki ile eklemlenerek girmis olmali. Bir de
kahrini cekmek var.

Dinlerken Zeki Miiren’in kendi sesinin arkasina gizlendigini sesinin
varhi@inin siklikla farkinda oldugunu hissettim. Zeki Miren de oraday-
du.

Kahir Mektubunun sézlerinde dikkatimi ceken:

“Boyun bikti hep cicekler

“Koklanacak gil kalmadi”

Bu dizeler bana divan edebiyatini giil ile bilbilin askini animsath.
Cicekler boynunu bikmis. Gil kalmamis koklanacak. Bilbil orada
bile degil.

Divan edebiyatinin ask imgesinin ¢ézildigu bir yerde Kahir mektubu
Kahir mektubusu

98

2nd PERSON

1

| can’t remember if | heard Kahir Mektubu before.

| listened to it in its entirety for the first time to answer your questions.
Things that went through my head while listening:

| could not distinguish it much from other songs. One thing leads to
another, and the songs just resemble each other. You can’t stand
some of them for long, and you skip to the next.

For example thinking of Kahir Mektubu, | was reminded of Ahmet
Kaya’s Mahur Beste (Mahur* song).
http://www.youtube.com/watchgv=YwKWvUQqWv8

“O mahur beste calar miljganla ben aglasinz.”

(That sad song is played; Mijjgan and me, we can’t hold back the tears)
Of course Mahur Beste is from Ahmet Hamdi Tanpinar’s novel Huzur.
The whole novel is very vocal, and it lets you hear Istanbul, hiiziin
(melancholy) and modes of turkish classical music and the waves of
the Bosphorus.

A novel searching for its own voice in a westernized Turkish city of
Istanbul. Turkey; westernizing, modernizing, constantly in the process
of becoming something.

If I may try to come back to Kahir Mektubu, kahir (grief) is not a
word | use frequently but | use the verb kahrolmak (deeply grieve)
very often.

Kahir comes from Ottoman Turkish but the verb form must have been
added afterwards. There is also kahrini cekmek (to suffer someone or
something.)

While listening | felt that Zeki Miiren hid behind his own voice, and
that he was often aware of the presence of his own voice. Zeki
Miren was also there.

What strikes me in the lyrics:

Boyun biikti hep cicekler Koklanacak gil kalmadi

(Flowers are all drooping There are no roses left to smell)

These lines remind me of the love between the rose and the nightin-
gale. Flowers are drooping. No rose left to smell. Not even the night-
ingale is present. Kahir Mektubu stands at the point where the image
love in the Divan poetry unravels.




2

Sesini radyodan duyurmus

Zeki Miren Arabekse gecmis gibi degdil arabeksi deneyimlemis gibi
hissediyorum. Bi arabesk deneyimi yasatiyor.

Arabeksi bir tir olarak kabul alip icra etmis.

Baska bir kaliba girmis gibi. Ciinkii o arabeksin diinyasindan biri
degil. Siir gibi okudugu yerlerde bence daha da Zeki Misren ama
sdylemeye basladigi zaman Zeki Miren orada degil ya da daha
dogrusu ¢cok orada.

Zeki Miren durmadan icmiyor kahrindan sarkinin adi gibi Kahir mek-
tubu kendisi kahir cekmenin kendisi degil sahnesi. Zeki Miren sahnesi
olan bir sanat¢i. Arabeks mizik icin ise béyle bir sahne yok.
Arabeks benim ondan anladigim kadari ile daha sokak, daha yersiz
ya da cok yerli hep yerli, daha vatansiz cok vatanl, kéksiz ama
sdssiiz degil bir s6zi var yani bir haykirisi ve talebi.

Arabekste herkesin kendi sokagi var bu ingilizcedeki the ve a eki
gibi. Yani sokak sokak kavrami degil o sokak the sokak ve orada bir
seyler oluyor. Yersiz ciinki sokakli, vatansiz cinki bulundugu toprak-
larda-topraklarla kimlik-varlik sorunu var. Lokal bir sancidan doguyor
ve yayiliyor. Bir sancima hali. Damardan.

Sesiyle gériiniyor. Sahnesi sesi sézleri.

itirazim var, Batsin bu diinya, hatasiz kul olmaz, ya evde yoksan...
ya evde yoksan ile devam edersem burada o kadar belirgin bir
endise var ki. Bunu sdyleyen gercekten bu endise icinde. Orhan
Gencebay’dan Ya evde yoksa. Yokluk, yoksunluk, son sans, sans,

ya olmazsadan sonraki yikim var. itirazim var da ise itiraz var. Bura-
da sarkilardaki sézler ifadeler o kadar kendileri ki yani séyledikleri
dinleyenin kendi endisesi haline geliyor.

Arabeks icin sézler cok énemli vokaldeki tavir da cok énemli
Arabeks bir parcanin timi sézleri ve vokal tavir kendi kendinin
sahnesi.

Bazen sadece sézler arabeks yapiyor.

Ferdi Tayfur un Durdurun diinyay:

Durdurun diinyayi basim déniyor

Zeki Mirren’in yaphgs elit arabeks gibi.
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He became known through radio. | feel like he didn’t so much as
make a transition, but he experienced Arabesque. He offers an
experience of Arabesque music. He accepted it as a genre, and
performs it. It is like a different mold. Because he is not of the world
of Arabesque. The parts where he recites, he is more himself, but the
singing is not him, or it is too much of him.

Zeki Miiren does not drink excessively out of lovesickness; just like
the song title, it is not suffering per se, it is a stage for suffering. Zeki
Miiren is an artist with stage presence. Arabesque music lacks a
stage.

Arabesque as | understand it, is more from the street; it is out of
place, or very local, always local, it is heimatlos, and very national,
rootless, but not speechless, it demands something, it has a message.
Within the Arabesque genre everyone has their own street, like the
and a in english. It is not the concept of a street, it is the street, and
things are happening there. Out of place because it is from the street;
heimatlos because it has an issue of identity and existence with and
within the land it finds itself in. It is an aching. Damardan (straight in
the vein.)

He becomes visible through his voice. His performance, voice, lyrics.
Itirazim var (I have an objection), Batsin bu diinya (Let this world go
down),

Hatasiz kul olmaz (No mortal without sin), Ya evde yoksan (What if
you're not home)... If | continue with Ya evde yoksan, there is an irre-
futable anxiety there. The narrator is plainly anxious. Ya evde yoksan
from Orhan Gencebay. Deprivation, misery, last chances, chance, or
else destruction. Itirazim var is about protest. The lyrics are so self-ex-
planatory that the anxiety becomes the listener’s own.

For Arabesque, the lyrics are very significant, and the attitude of the
singer as well. The whole of an arabesque song is in its lyrics and the
vocal attitude is the performance of itself.

Sometimes the lyrics alone make a song arabesque. Durdurun
Dinyay: (Stop the world) from Ferdi Tayfur. Stop the world, I'm get-
ting dizzy.

Zeki Mirren is more like an elite form of Arabesque.




3

Baskin duygu hiiziin kaybetmenin hiizini ama bu duygu “mis” gibi
yapiyor.

Yani bana verdigi his geri ddnmeyecek bir seye kaybolmus bir zama-
na karsi hizinliymis gibi yapmak.

Bir kayibin “mis” gibi yasanmasi yakin oldugum bir duygu.

Garip bir “mis” gibilik. Kaybettigin seyi bilmemekten geliyor. Bil-
medigin seyi anlatmaya calisirken siirekli kaybolmanin hiizni ve
hazzi da beraberinde geliyor.

Bu his yine garipcesine bir milliyet bir birlik hissi yaratiyor. O zaman
tek tek sokaklar kendiliginden isyan-lar yok yayilmis bir ruh hali yay-
gin bir ruh durumu ruhlar ilkesi.

Bizi iciyorum diyor

Bize degil

Siginacak dost kalmadi diyor

Bize bizden baska dost yok séylemi

gindelik hayatmda hiziin, nese, bunlara giillmek, gilerken aglamak
hepsinin yeri var. Hatta aramizda cimlemiz “ne aglandi ne giilindi
arkadas!”

hepsi oldu ama. Hem aglandi hem gilindi.

4

acidan tatmin

ask acisi sézler o kadar énemli ki.

Sézler derken de ciimlelerin kullanisi. Giindelik Tirkceye yakin bir
dilde degil Kahir mektubu askin olanasizhi§indan beslenen ama bunu
bir asktan degil ask kavramindan alan bir parca. Onulmaz aska
kavusamamaya inanan romanlarda bu topraklarda bu toplumsal
baskilarla ask nasil olabilir ki diyen cumhuriyet sonrasinda modern-
lesme denilen o bilinmeyen sey ile yine bilmedigi dilini konusamadig
bir (ve iki osmanli-bizans) imparatorluk arasinda sikismis kendini ulvi
bir askta bulmaya adamis konusu ask olmus bir parca. Icinde bu-
lamadigi bir seye Kahir mektubu yaziyor. icinde bulamamasina belki
de.

Yoklugunla basbasa

Kendimden kendimden kendimden geciyorum

Serefe deyip simdi
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The predominant emotion is hiiziin, it is grief over loss, but it is mock-
grief.

The feeling | get from it, is pretending to grieve over something that is
not coming back; a time that is lost. Experiencing a loss as a preten-
sion, is a sentiment |’m familiar with.

A strange thing. It is the result of not knowing what you have lost.
Trying to articulate something you do not know brings along the grief
and satisfaction of perpetual loss.

Strangely enough this sentiment causes a national feeling of union.
Then there are no individual streets, spontaneous protests; an extend-
ed mood, a common mood, a country of spirits.

He sings that he is “drinking us” and not “drinking to us.” He sings,
“No friends left to fall back on.”

The discourse of “We can not rely on anyone but ourselves.”

In my daily life it all plays a role: hiiziin, sadness, joy, laughter, cry-
ing while smiling. Even the sentence, “Oh friend! How we cried, how
we laughed!”

It all happened. We cried and we laughed.

4

Satisfaction from suffering.

Lovesickness, the lyrics matter so much!

By lyrics | refer to the way sentences are used. Kahir Mektubu does
not use everyday language. It feeds off the impossibility of love, but
this comes not from love itself, but the concept of love. In novels that
believe in an impossible love; in this landscape and with this social
pressure how can love persist. The song, dedicated to finding sublime
love, is caught in between that thing we call modernization post-Re-
public, and two empires (Ottoman and Byzantine) that it does not
speak the language of. It writes a letter of sorrow to that which it can
not find. Or to the fact that it can not find it within.

With your absence

| lose myself, myself, myself

| say cheers now

And drink a deep sorrow, deep sorrow, deep sorrow.




Bin kahir bin kahir bin kahir iciyorum

Burada bana verdigi his ézellikle ikinci satirda kendimden kendimden
kendimden geciyorum ile gelen his kendinden de gecmesi kendini de
gecmesi.

Séyle bir cimle gibi ben kendimi gectim ya sen ne yapacaksin diye.
Kendini kenara almak.

Buradaki kendimden gecmek kendiliginden vazgecmek kendiligini bu-
lamamak kendini de feda etmek bir kurbanlik hissi doguruyor bende.
Giil ile bilbilin aski izerinden ask imgesini bizden senden benden
ondan hepsinden hepimizden yukariya baska bir yere ulvi bir yere
koyan bir tavir

Bunun yaninda ise Esengiil’den Taht kurmussun kalbime ile uzaklarda
aramam ¢iinki icimdesin caliyor yazarken.

Bu ikisinin yiksek bir ask makamina ulasamama ama hep o tarafa
bakma ile uzaklarda aramam icimdesin diyenin arasinda hig bil-
meden hi¢c yasamadan hi¢ de tatmadan élmek zorunda olmak korku-
su var. Korku hakim.

Mutlu olsun mutlu olsun mutlu olsun ayrilik sézleri bana ayrilik ben-
den senden bizden daha da var gibi hissettiriyor.

Toplumsal kaliplari hem de birebir kaliplari temsil ediyor. Askla
yasayan arzu ydnelimli yasayan ama aska askin kendisine uzak olan
ondan konusunca ¢ocuklasan bir toplum.

Zaten sézlerin kendileri kalip. Ve hatta satirlarin kendi aralarinda tut-
tugu ritim neredeyse bir seyin sahnesini yapiyor ve o seyi parcaliyor
gibi.

5

Zeki Miren bir sevda hikayesine seslenmiyor. Sevda hikayesinin
isleyisine hiisrana hasrete sesleniyor neredeyse bunu o kadar belirgin
yapiyor ki siz ask nedir ne bilirsiniz diyor gibi geliyor.

Aski askla ask acisini ask acisi ile anlatmak mimkin mi2

)

Zeki Miren’in sesini ve bedenini ben ayiramiyorum. Zeki Miiren’in
sesi Zeki Miren

kendisi kendinin sifah.

Bu parcada bu sifattan ayrildigini disiniyorum. Bu parcada Zeki
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The sentiment | get here, especially in that second line is that he loses
himself, and he gets past himself. As in asking what are you going to
do; putting oneself aside. This losing oneself, giving oneself up, not
being able to find oneself gives me a feeling of victimization.

Like in the love of the rose and the nightingale; this attitude places
love above all else, in a sublime place. Just as | am writing, Esengil’s
songs Taht kurmussun kalbime (You have a throne in my heart) and
Uzaklarda aramam, ciinkii icimdesin (I don’t search afar, you're with-
in me) are playing.

Both of these songs have a longing for sublime love, and a fear of
dying before experiencing it. Fear reigns.

The wish that the other party remains happy after separation makes
me think that there is more to it than you, and |, and us.

It represents social patterns one to one. A society that lives with love
and desire, but is very distant from love itself, and acts childish when
it comes to talking about love.

The lyrics themselves are clichés. Even the beats in-between the lines
almost set a scene for something and destroy it.

5

Zeki Miiren does not sing of love. He sings of disappointment, long-
ing and does that so clearly that it comes across as if he were asking
“What do you know of love?”

Can you tell of love through love, or of love-sickness through
love-sickness?

)

| can’t think of Miiren’s body and voice separately. His voice is its
own adjective.

| think in this song he leaves this adjective behind. This song has his
body.

The separation of body and voice is very attractive.
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Miren’in bedeni var.

Ses ve kaynaginin birbirinden ayrilmasi ¢cok ilgi cekici.

Zeki Miren sesi ile evlere baska yerlere giren bir sanatci. Sesi biyi-
leyici. Ve gérintisi olmadigi zaman bu bizi bakis olarak nazar
olarak sese bagliyor. Bakan ses géren ses gibi.

Sizi hep takip edecek ve bir ruh gibi size musallat olacak bir ses.

7

Osmanlidan kelimelere cok hakim degilim. Ama bu kelimeleri giiniin
icinde farketmek ve izerlerine diisinmek istiyorum.

Mesela nefs nefsine hakim olmak. Nefes bundan tiiremis bir kelime
tenefis de.

Eklemeli bir dil kéklerine inebildiginiz bir dil. Yikip kurabildiginiz tek-
rardan baslayabildiginiz bir konusma hali

Bir 6zlem duyuyorum ama bu bilmedigim bir seye karsi 6zlem. Bil-
medigim ama hissettigim bir seye kars.

Nefes teneffis nefs

Can cenan canan

Kader mukadderat mukadder

Bu kelimelere bakinca tiremeleri eklenmeleri kendinden tireyip de-
vam edebilmeleri aradigim devamlilik akisini o hissi veriyor.

Zeki Miren eski tirkce osmanlica kelimeleri kullanarak kendi kékiine
de bir génderme yapiyor. Kkl olma durumana.

Bugiin benim icin bu kelimeleri kullanmak kendi kékiime degil kul-
landigim bir kelimenin kendisine yerlesmek onu tanimak anlamin-
dadir.

Ruh hallerinin durumlarinin anlatmaya basladigimiz zaman ideolojile-
ri asmak mimkin mi bilmiyorum ama ideolijilerin kafasini karishrmak
mimkin.

Bu yapiy1 kendi kendisi ile kirmak gibi.

Ideolojik olan kendisi ile ugrash gibi ruh halleri de kendileri ile

ugrasmaya baslarsa kendi kavramlari ile bu ayna tutmak gibi olabilir.

Baskiyi sesini baski altina alip kaliplastirarak ifade etmek. Miiren’in
de s6ziini ettiginiz kostimle bunu yaphgini disiniyorum. Burada
bu var. Romadan kalma erkek ideasi diyerek bunu gériinir kiliyor
konusmalari baska bir yerden konusmadan aciyor.

Yakin zamanda bir tiyatro oyununda bir videonun sansiirlenmesi
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Zeki Miren enters households with his voice. His voice is magical.
And even when we don’t have a visual, he binds us to the voice like
a gaze. Like a voice that sees, that stares.

A voice that will constantly follow you, that will haunt you.

7

I'm not very familiar with Ottoman Turkish. But | do wish to be aware
of these words in my everyday usage of language and contemplate
them. For example nefs (self), nefsine hakim olmak (self-control). Nef-
es (breath) is derived from the same word, also teneffiis (respiration/
pause).

It is an agglutinative language. You can deconstruct and construct it,
and start over again.

| do feel a longing, but it is for something I’'m not familiar with. |
don’t know it, but | feel it.

Nefes teneffis nefs

Can cenan canan (psyche/life, heart, beloved)

Kader mukadderat mukadder (fate, fated, predestined)

These words are formed with derivations, fusions; they multiply, and
provide me with a sense of continuity.

Zeki Miren makes a reference to his roots by using these words. To
the state of being rooted.

Today when | use these words it has less to do with my roots, and
more with the word itself; being settled in the word.

| am not sure if we can overcome them through moods, but it is pos-
sible to confuse ideologies by beginning to talk about states of mind.
Like breaking a structure with itself.

If moods start tackling themselves like ideologies do, they can hold
up a mirror through their own concepts. Expressing pressure through
repression of the voice. | think what Miiren does with the costume
you mention is exactly this. That is what this is. He makes the image
of the Roman male visible, and brings it up without mentioning it.
Recently the censoring of a video within a theatre play was demand-
ed. Two naked women were to be seen in one of the scenes to be
censored. The director realized the censorship, and placed huge
pink hearts to cover the women up. So the director played up the
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istendi. Sansiirlenecek sahnelerden birinde ciplak yatan iki kadin
vardi. Yénetmen sansiiri gérdii ve bu sahnelerin iizerine kocaman
pembe kalpler koydu kapamak icin. Ve aslinda o sahnelerde sansiir
oldugunu géstere géstere sansiiri kendi yaparak belirtti. Bunu géren
tiyatro festivali yéneticileri geri adim ath ve videosunun hic sansiirsiz
gosterebildi.

Sanirim bu oyunu gérmek ve ideolojinin dilini alip kendi kendine bunu
cogaltmak ve gérinir kilmak ile alakali.

Miiren icin sahne onundur. Sahne benim diyenin. Benim sahnem
diyenin.

Burada her hangi bir sahneden degil Miren’in sahnesinden bahsedi-
yorum.

Hatta bazi sanatcilardan séyle séz edilir “Sahnesi cok iyi”

O nerede olsa sahne oradadir.

Resmi sistemi dogasi geredi bir insanin icrasi ile olusan bir alan
olusturarak disarida birakir. Orada siirekli insa ve yikim bulunur. Per-
formansin icranin oldugu yerde resmi sistem hep resim kalir.

Kollektif dinleme en etkileyici anlardan bence.

Bunun propaganda meydanlari ile diisiniiyorum. Sesin kollektif dinle-
mede politiklesmesi s6z konusu.

Ses ile sahneye dénen tim bakislar

Meydanlari doldurmak

Kollektif sessizlik

4

Miiren ile kendi yasamimdaki kostim kodlari arasinda sahnede olmak
sahneye talip olmak sahnenin olmasi arasinda baglant kuruyorum.
Istanbul’da biyiimiis ve burali olarak yasayan bir kadin olarak

her giin evden cikarken ki evde kendi basima isem bile sahnem

var. Sahnemin ne oldugunu, o gin icin neyi nasil demek istedigimi
disiniyorum. Zeki Miren ile baglanh kurdugum yer giysiyi giysi
olarak degil kostim gérmem ve bir durusla sakli ya da acik bir cimle
ile baglamam. Kimi zaman o séylem yerine bunun tam tersini de
vygulabiliyorsunuz ki bu digerini olmadigini daha da var ediyor.

censorship and emphasized it. The organizers of the theatre festival
realized this, and backed down; the video was shown without any
censorship.

| guess this is about seeing the trick; adopting the language of the
ideology, duplicating it, and therefore making it visible.

The stage belongs to Miiren. The stage belongs to those that claim it.
To those who say “My stage.”

| am not talking about any stage here but Miren’s stage.

For some artists, they say “He has a great stage presence.”
Wherever he is, that is where the stage is.

He creates a space through his own performance, and leaves the offi-
cial system without. There is a constant construction and desconstruc-
tion. Where there is performance, the official system is but an image.
| think collective listening is very impressive.

| think of public spaces of propaganda. The voice becomes politi-
cized through collective listening.

Eyes turning to the stage with the voice. Filling up public squares.
Collective silence.

9

In terms of being on stage, to demand a stage, and have a stage
presence, | see a connection between costume codes of Miiren and
myself. As a women raised and based in Istanbul, | am on a stage
every time | leave the house, or even when I’'m alone in the house.

| daily consider what that stage is, and what | am trying to convey,
and how. The connection to Miiren is the point where | see plain
clothes not as clothes, but as costumes, and relate to that attitude.
Sometimes you apply the very opposite of this discourse, and this too
makes it all the more present.
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Zeki Miren’in bu sarkisini cocuklugumdan hi¢ hatirlamiyorum.

Onun ilk hatirladigim sarkist Yagir Mevlam Su’ydu. Uc ya da dért
yasinda olmaliyim. Bu sarkiyi yagmur yagdiginda annemle séyliyor-
dum. Kahir Mektubu ¢ikhginda annem ve babam evlenmemisti

bile ve benim dogmama 4 yil vardi. Kahir Mektubu’nu cok sonra,
Universite zamaninda duydum. Bu eser bana Miinir Nurettin Selcuk
gibi Ustadlarin musikinin orkestrasyonunda yaptigi katkinin Orhan
Gencebay (Gencebay ve arabesk tavrinin Ozal siyasetinde nasil
dénustirildigini Meral Ozbek, Popiiler Kiiltir ve Orhan Gencebay
isimli kitabinda uzun uzun anlatr) gibi arabesk bestecilerde nasil
yanki buldugunu da hatirlatir. Bu, Zeki Miiren’in bu eserini duy-
dugumda sasirmamami da sadliyor ciinki eserin tarihi, yani 1981 tam
da ic géciin yasandi§, biyik sehirlerde gecekondulasmanin yasan-
maya basladidi, gecekondu sahiplerinin ev sahiplerine déniismeye
baslayacagi bir on yil. 1980’ler Tirkiye’si cok baska bir tartisma olsa
bile, yine Ozal’in herkesin arabeski disladigi zamanlarda, sehrin disi-
na itilmis bu insanlarin isyani olarak ortaya ¢cikmis bu ifade bigimini ilk
dnce birer oy potansiyeli olarak gériip ardindan da bir sekilde kabul
etmesi siyasi tarih icin de cok énem tasir. Zeki Miren’in bu zaman-
larda bdyle bir eserle ¢cikagelmesi, Ustelik de bunu tam da okullu

bir bicimde icra etmesi, bir diger deyisle bu eseri Murat Belge’nin
deyisiyle (Belge, hatirladigim kadariyla “Tarihten Giincellige” isimli
kitabinda bu eserden bdyle bahsediyordu) bir oratorya gibi isleme-
si 80’lerde miizige sirayet eden Arap etkisinin bir géstergesi gibi
disinilebilir. Simdiden bakinca bu eser aslinda hem o dénemin
arabeski kabul edisin bir gdstergesi, hem ona daha okullu bir aksan
kazandirmanin cabasi, hem de Ummu Giilsim gibi Arap miszigi icin
cok biiyiik isimlerin basini cektigi bu miizige verdigi tepkidir diyebilir-
im. Bu sarkiyi ilk dinledigimde de aklima ilk gelen sey Ozal hiskimeti
ve 80’ler Tirkiye'sinin dzellestirme ile disar acilma hamleleri oluyor.

2
a) Zeki Miren’in arabeske gecisi degdil ama arabeske de bulasmis
olmasinda o dénem arabeskin genis bir halk kitlesi tarafindan, ézel-

12

3rd PERSON

1

| can’t recall this song from my childhood. The first song of his that

| remember is Yagdir Mevlam Su (My god, let it rain). | must have
been three or four years old. We sang this song with my mother
when it rained. When Kahir Mektubu first came out, my parents
weren’t even married yet, and it was four years before my birth.

| heard the song much later, during my time in college. This work
makes me think of how the contributions to orchestration of masters
like Minir Nurettin Selcuk resonated with composers such as Orhan
Gencebay. Meral Ozbek, in her book Popular Culture and Orhan
Gencebay, writes at length about how Gencebay and the arabesque
attitude was transformed through Ozal’s politics. With this back-
ground Kahir Mektubu does not surprise me since it is from 1981; the
beginning of a decade of internal migration, gecekondulasma (shan-
ty town settlements) and the transformation of gecekondu residents
to home-owners. 1980s turkish politics is a whole different subject but
it is very important how Ozal recognized the potential significance
of these people banished to the outskirts of the city as voters, and
embraced them; at a time where everyone else shunned them. During
this period, Miiren’s release of such a work can be read as the 80s
Arabic influence on music. He performed it in an educated way, as
Murat Belge puts it, as far as | remember in his book Tarihten Giin-
cellige (From History to the Present), almost like an oratorio. Looking
back, | can say that this work is a sign of the acceptance of the Ara-
besque genre during this period; an effort to furnish it with an educat-
ed accent, and a reaction to the Arabic music led by big names such
as Umm Kulthum. The first thing that springs to my mind when | hear
this song is the Ozal government and its efforts to outreach through
privatization in 80s Turkey.

2
a) Not Zeki Miiren’s transition, but more his involvement with Ara-
besque music might have something to do with the fact that this genre
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likle de sehre yeni gelmis ve gérinmez oldugu disinilen kitlelerce
bir ifade araci olarak kullanilmas: etkili olmus olabilir. Bu kitle kendini
sehrin geri kalanina kanitlamak degilse bile duyurmak icin arabeski
kullaniyordu. Zeki Miiren’in bu eseri yapmaya kalkismasinin sebebi-
nin o dénem icin arabeskin cok énemli bir ifade bicimine dénismesi-
nin ve farkl bir kitleye ulasmasinin etkili oldugunu disiniyorum. Zira
goécten dnce bu insanlarin cografya olarak yakin olmasi sebebiyle
Arap radyolarinda dinledikleri sey genelde Arap miizikleriydi. Bu
kiltiri sehre getirip isyanin sesine dénistirmeleri aslinda sehirde ne
kadar cok olduklarini da gésteriyordu. Miiren kendi egitimli tonali-
tesinin disinda kalan bu biyiik kitleye de seslenmek istemis olabilir
arabesk tirinde eser iretmek isteyerek.

b) Bu iki tirin her biri kendi icinde farkl farkli damarlara ayrilyor.
Orhan Gencebay arabeski (onunki bazen neredeyse klasik mizik
gibi islenmistir) ile Mislim Giirses arabeski (onunki daha ziyade,
kendinizde hic bilmediginiz yerleri acitan bir hissiyata sahiptir) bir-
birine benzemez. Aslinda galiba tercih degil, ama musikide farkli
makamlar ve buna gére olusturulmus bir duygusal cografya varsa da,
bu cografyanin arabeskte makamlar ile degil de mizisyenin kendi
karakteri ile yaratlmasi halinin hosuma gittigini séyleyebilirim. Ama
birini digerine tercih edemem sanirm.

c) Bir tercihim yok.

3

a) Kahir Mektubu her zaman dinleyebilecegim bir sarki degil. Kusku-
suz bu bircok insan icin béyle olabilir. Ben de uyandirdigi his aslinda
kesinlikle beni asagi cekmesiyle ilgili. Bunu depresyona benzer bir
asagi cekme fikriyle benzestirmiyorum. Daha ¢ok bir melankoli hissi
bu. Tam da Ahmet Hamdi Tanpinar’in “hiizin” dedigi sey iste. Sebe-
bini bilmedigin bir yokluk hissinin seni bir anda yakalamasi. Aslinda
sen o ayrili§i yasamiyor olsan bile bilmedigin birinin yasadigi ayrilik
icin hissettigin garip bir yokluk hissi sanirim sarkiyi dinledigimde
yasadigim sey.

b)Kahir Mektubu’nun bende yarathg duygulara asinayim. Buna
arabeski dinlemis ya da dinlememis herkes asinadir bir sekilde.
istanbul’da bazen sabah cok erken uyanip disari cikarsiniz ve bir
anda denizi géren bir yerden gecerken ister istemez durup denize
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had become a tool of expression for the masses arriving at cities, and
being treated as if they were invisible. These people used Arabesque
to make themselves heard, if not to prove themselves to the rest of the
city. Arabesque music was becoming an important mode of expres-
sion, and could reach a different crowd, and | think this was the rea-
son behind Miiren’s daring to release this work. Before the internal
migration these people generally listened to Arabic music on Arabic
radios as they were geographically close. The fact that they brought
this culture to the city, and made it the voice of rebellion shows how
many they actually were. By producing in Arabesque genre, Miiren
might have wanted to reach out to this large body of listeners, be-
yond his educated tonality.

b) Both these genres divide into various veins. The Arabesque of Or-
han Gencebay (his is sometimes processed like classical music) and
the Arabesque of Misslim Giirses (his has the kind of sentimentality
that hurts in places you didn’t know existed) are not alike. Actually it
probably is not a preference, but if in music there are different modi
and a sentimental geography created accordingly; | enjoy the fact
that in arabesque music this has less to do with modi, and more to
do with the character of the musician. But | don’t prefer one over the
other.

c) I don’t have a preference.

3

a) Kahir Mektubu is not a song | could listen to anytime. Of course
it might be for many people. But for me it is definitely oppressing.

| don’t mean depressing though. It is more a melancholy feeling.
Exactly what Ahmet Hamdi Tanpinar called hisziin. Being suddenly
struck by a feeling of absence without knowing why. Even if you are
not experiencing separation yourself, when | listen to this song, |
have this strange sentiment of absence you feel for a separation that
an unknown person is going through.

b) I'm familiar with the moods Kahir Mektubu triggers in me. Wheth-
er they listen to Arabesque or not, in one way or other everyone is
familiar with them. In Istanbul you sometimes wake up early, and
walk by a spot with a view of the Bosphorus, and you can’t help
stopping and looking. In this moment, the melancholy feeling you
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bakarsiniz. O anda hissettiginiz size ait olmayan o yokluk hissine dair
duydugunuz melankoli hissi cok oraya aittir. Istanbul’da yasamis biri
olarak bu tir hislere cok alisigim. Kahir Mektubu bu tir hisleri denizi
gérmediginiz zamanlarda da yasamaniza yardimci olur.

c)Su anda Amerika’da yasiyorum. Burada hissettigim hislere cok ben-
zemiyor. California’da hayat hep aslinda mutlu olmak izere kurulu.
Cografi olarak, baska iilkelerde meydana gelen tim k&ti olaylara
cok uzakta olmanin getirdigi baska bir sosyal hayatin icindeyken
sarkinin bana hissettirdigi seyleri pek de yasadigimi séyleyemem.
Kisacasi su an arabesk disi bir zamanda yasiyorum.

4

a) Aslinda bir tatmin barindirdi§ini sanmiyorum. Arabesk bunu ne
kadar sanat icin degil ama kendini ifade etmek icin yapiyor olsa da
(jazz gibi, rap gibi kendiliginden ifade bicimlerinin yaptg gibi),
acinin sanata dénistigi belli bir “subjectivity”nin sarkida hissedildigi-
ni séyleyebilirim. Bir kere sarkiyi séyleyen Zeki Miren. Miiren’in
kendi varolma biciminin, kendine has tarzinin sarkiyi elbette ki cok
etkiledigini disiniyorum. Onun disinda sarkinin sézlerinden de,
yukarida bahsettigim melankoli hissinin icine Tirkiye'yi de alan Orta
Dogu’nun duygusal cografyasina ¢cok fazla ait oldugunu iddia edebil-
irim. O yizden buradaki tatmin degil de, daha cok sebepsiz sekilde
hissettigimiz yokluk hissinin cogaltlmasi sebebiyle tatmin olmamak ile
daha cok iliskisi var gibi geliyor bana.

b)Bu sarki raki sarkisidir. Bunu sdyledigimde sarki bir anda toplumsal
bir kalibin icinden konusulmus oluyor. Bu anlamda evet, temsil eder.
Onun disinda ask acisinin baska ilkelerin ve yiizyillarin edebiyatinda
da baska sesler tarafindan seslendirilmis oldugunu biliyoruz. Bu acidan
toplumsal degil, ama daha cok evrenseldir. Kisacasi, sarkiyi kimin din-
ledigine gére sarkinin toplumsal olup olmadig fikri degisecekir.

5

Bu sarkinin iilke halkina seslendigini sanmiyorum. Ama sehir hayatin-
da ezilmis, yasadigi sehri birakip bisyiik sehre daha iyi bir hayat icin
gelmis olanlara seslendigi kesin. O yiizden vatansever kaygilarla
degil ama sehrin o zaman icin géz ardi edilen cogunlugunun sesine
ses kathgini sdyleyebilirim.

116

have for this absence that is not yours belongs to that spot. I'm very
familiar with such moments as a person who has lived in Istanbul.
Kahir Mektubu puts you in that mood even if you don’t have a view
of the sea.

c) | am currently living in the United States. These are not like the
feelings | have here. Life in California is actually always about being
happy. | can’t say they are relevant to my social life here since I’'m
geographically far away from all the bad things happening in differ-
ent countries. In short, I'm living a non-arabesque life right now.

Y|

a) Actually | think it holds no fulfiliment. Although Arabesque does

it not for art but as a mode of expression, just like jazz or rap, |

can say that a certain subjectivity where suffering becomes art is
apparent in the song. It is Zeki Miiren singing. | definitely think that
Miiren’s own attitude in life and his unique style affects the song. |
can also claim that the melancholy feeling in its lyrics belongs very
much to the Middle Eastern geography, which also includes Turkey.
This is why | see no fulfillment here but more a duplication of the mel-
ancholy feeling of absence that causes dissatisfaction.

b) This is a song to drink raki to. As soon as | say this, the song is
placed within a social convention. In this sense, yes. Apart from that,
we know that lovesickness was given a voice throughout centuries in
different countries, in different literatures. In this sense, it is not social
but more universal. In short, the question of social function would
depend on the person listening to the song.

5

| don’t think this song is addressing the nation. But it definitely speaks
to the downtrodden, the ones who had left their homes in search of a
better life in the big city. | can say that it had less to do with national
sentiments, and it gave a voice to the city’s ignored majority.
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)

a - b) Sanirm berrak derdim. Sesi icin neden berrak dedigimi nasil
aciklayacagim bilmiyorum ama onun artikisllasyonu olduk¢a temizdir.
Belki biraz bu yiizden béyle acikliyorum onun sesini. Séyleme bicimi
de musikide baska kimsenin séyleme sekline benzemedigi icin de
berrak diyebilirim. Séyleme biciminde agdal girtlak nagmeleri kul-
lanir. Bazi nagmeleri aslinda viicudunu kullanma bicimine de sirayet
eder. Nagmelerin bazisinin ondan titreyerek cikhgini gérirsiiniiz. Bu
acidan cok benzersizdir.

7

a) Osmanlica kelimelere 6zlem duymuyorum ama Tiirkce’de bazen
Osmanlica kelimeler kullaniyorum. Osmanlica 6grenmeyi disiiniyo-
rum ¢codu zaman ¢iinki toplumun bir giinde degisen dilini sadece
tarihcilere birakip, o dénemin toplumsal hayati konusunda c¢ok kisitli
bir gérise sahip olmaktan bazen utaniyorum. Osmanlica okuyabili-
yor olmanin beni ilkenin travma tarihi ile ilgili cok baska bilgilere
gotirebilecegini disiniyorum. O yizden Osmanlica bir 6zlem degil,
ama bir gereksinim gibi daha benim icin.

b) Hiziin mesela. Arapcadan geliyor kéki kelimenin gerci ama onun
baska dillere cevrilemiyor olmasi hali cok hosuma gidiyor.
c) Hayir, olmadh.

8

a) Miren’in bu ugurda basarmis oldugu cok fazla sey oldugu gibi
basaramamis oldugu seyler de olmustur. Ona “pasa” denmesi bosu-
na degildir. Pasa, asker demektir. Resmi ideolojinin temsilcilerinden
en gicli olaninin isminin ona verilmesi, bu ismi onun da gururla
tasimasi, 6ldiginde de Tirk Silahli Kuvvetleri’ne miras birakmasinin
aslinda resmi ideolojiye nasil eklemlendigini gésteriyor. Dolayisiyla
Zeki Mirren’in ¢cok garip bir ara yolda resmi ideolojiyle bulustugunu
ve “subjectivity”sini de yine resmi sistem icinde Urettigini disiniyo-
rum.

b) Ruh hallerinin, bugiin sadece davranis olarak degil, bilincdisinin
kapsadigi alandan gelen dirtiiler ile toplumsalliklari anlamak miim-
kiin. O yizden bugiin isyanlarin, gésterilerin, farkh siyasi tepkilerin,
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)

a - b) I think | would say: clear. | don’t know how to explain this but
his articulation was pretty clean. Maybe that’s the reason why | de-
scribe his voice in this way. His way of singing is not like any other in
music. He uses elaborate guttural tones. Some melodies even extend
to his body language. You can see some tunes coming out of him with
a tremble. In this sense, he is one of a kind.

7

a) | don’t feel a longing, but | do sometimes use Ottoman Turkish
words. | often plan to learn Ottoman Turkish because | feel ashamed
of not knowing the language that was changed in a day, and has
been left to historians ever since, and of having a limited view of the
social life of the period as a result. | believe the ability to read in Ot
toman Turkish would lead me to new insights on the country’s history
of trauma. So for me, it is more a necessity, than a longing.

b) Hizin for example. lts origin is from Arabic but | appreciate that it
cannot be translated into other languages.

c) No, there are none.

8

a) In this respect Miren succeeded in doing a lot, but he also had
failures. He wasn’t called pasha for nothing. Pasha means soldier. It
all goes to show that he was very much tied to the official ideology,
that he was named after the strongest of those representatives of offi-
cial ideology and he was proud to bear that name, vesting the Turk-
ish military with his inheritance. So | think Misren met with the official
ideology on a strange backroad, and he produced his subjectivity
within the official system.

b) Moods nowadays, not only as behavior, it is possible to grasp so-
cial issues through drives of the unconscious. In this sense, it is possi-
ble to say that rebellion, demonstrations, different political reactions,
and social movements arise based on certain moods, and continue to
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toplumsal hareketlenmelerin aslinda belli ruh hallerinden hareketle
ortaya cikhigini ve yoluna devam ettigini séylemek mimkin. Ornegin,
Tirkiye’de Gezi hareketinin ortaya cikmasi bir vicdan meselesiydi.
Ahmet insel bu ayaklanmanin bir “haysiyet ayaklanmasi” 6ldigini
sdyler. Haysiyet, Tirkiye icin sadece kiltirel bir sey degil duygusal
da bir meseledir. O yiizden ideoloijileri ruh halleriyle asmak kesinlikle
mimkin olabilir.

c) Kolektif dinlemenin belki sarkinin yarath@ hissi paylasmak anlamin-
da énemi olabilir. Onun disinda sarkiyi dinlerken yaratilan hissin
bslisilmesi, bir sekilde toplu sekilde yaratiliyor olmasi da bence
énemli.

9

a) Sokaga istedigi gibi cikabilme 6zgirligini kazanmak icin ugrasan
insanlarin yaninda saf tutmak disinda kendimi istedigim gibi ifade
edebiliyor olmanin micadelesi icinde oldugumu séyleyebilirim.

b) Miren’in yaphdi sey bir anlamda “drag”ti. Sokakta hic kadin
kiyafetiyle dolasmadim ama heteronormatif degerleri kirmak anlamin-
da onunkine kimi zaman benzeyen (oje sirmek gibi) ve benzemeyen

(gay mekénlarda arzunun gerceklestirilmesi sirasinda “butch” strate-
jiler gelistirmek gibi) tutumlar takinhdigim séylenebilir.

10

a-b-c-d-e) Darbe dénemini hatrlamiyorum.

f) Bilent Ersoy oldugunu biliyorum, ama dedigim gibi o dénemde
heniiz dogmamistim.

develop from there. For example the Gezi movement in Turkey was a
question of conscience. Ahmet Insel calls this rebellion “a rebellion of
dignity”. Dignity in Turkey is not only cultural, it is also a sentimental
matter. So yes, ideologies can be overcome through a mood.

c) Collective listening might have a significance in sharing the senti-
ment of the song. Other than that, | find it important that the senti-
ment is being shared, and in a way produced in a collective fashion.

9

a) Beside supporting those who are struggling for their freedom to be
out on the streets as they wish; | can say that | struggle to be able to
express myself.

b) In a way, what Miren did was drag. | never wore women's
clothes on the streets but one could say that | adopted some ap-
proaches that were at times similar, like painting my fingernails; and
at others different than his, like adopting ‘butch’ strategies to fulfill
desire in gay venues.

10
a-b-c-d-e) | don’t remember the coup period.
f) I know of Bilent Ersoy, but like | mentioned, | wasn’t born yet.
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4. KISI

2

a) Evet ama Zeki Miren daha cok Tirk klasik sanat miziginin temsil-
cisidri ve bu sekilde Tirk halkinin hafizasinda yer etmistir.

b) Klasik Tirk sanat mizigi

c) Zeki miren klasik tirk sanat mizigi ile 6zleslesmis oldugundan
dolay:.

Ruh Hali Tasvirleri

4
b) Ask ve Ulus

5
Bence Zeki Mireni Zeki Miiren yapan onu milletin kalbine yerlestiren,

onun hep milletinin diisisiincelerini acilarini ve hissiyatlarini anlatmasi-

dir. Bu yiizden tisrk halkina seslenmistir.

)

a) Samimi, biyileyici, farkh ve cok giicli

7

a) Evet ciinkii osmanlica bir eksiklik degil bilakis cok biyiik bir zen-
ginliktir, bunu fark eden Zeki Miren repertuarindaki kelimelerle
halkin gercekten 6zlem duydugu zenginligi bir kez daha ortaya
cikarmistir.
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4th PERSON

2

a) Yes but Zeki Miiren is representative of Classical Turkish art music
and this is how he is embedded in the Turkish nation’s memory.

b) Classical Turkish art music.

c) Because Zeki Miiren is synonymous with Classical Turkish art mu-
sic.

Mood depictions

4
b) Love and Nation

5

In my opinion the way he tells of the nation’s thoughts, sufferings, and
sentiments is what defines Zeki Miiren, and what secures him a place
in the nation’s heart. This is why he speaks to the Turkish people.

)

a) Sincere, fascinating, distinct, and very powerful.

7

a) Yes, because Ottoman language is not a deficiency, on the con-
trary it is a great treasure; and Miren who was aware of this fact
brought out this treasure, greatly missed by the nation, once again to

light.
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llk defa dinliyorum.

2

a)Kisisel tercihten ziyade gozlemledigim arabesk ve turk sanat muzigi
yada herhabgibir gecis yok...sebebi de gecis icin herhangibir trans-
formasyon yok...yani ne bir bolunup cogalma yada herhangibir to-
parlanma yok biraz sanki havada aslili kalma gibi ve ilginc araliklar
var diyebiliriz. Muzik surekli calmasina ragmen aralik ve bosluk ve
biraz nasil devam edecegini bilememe veya uzunluktan dolayi topar-
lamkatan ziyade her araligi boslugu birakma olarak tarifliyebiliriz.
b)yok.

c)duygularin guncel hayatla yada yasadigimiz zamanla alakali oldu-
gunu dusunmuyorum.

3

a)en onemli nokta Sevgili Zeki Muren in bir snatci olarak seslendiren
mi...yoksa bu ask acisini yasayan kimse olup olmadigini bilmek ger-
ekiyor...ozellikle bu sarkida duasi bir niyetken ayrica karar verici de
olunmasi yani kesinlikle aci olacagindan emin olunan aciyi sansa bi-
rakmayan bir triptik var. Bu strukturde dinlerken bu sarkinin, yazanin,
yada soyleyenin boyle bir aci yasmadigi son derece acik. yani sanki
sarki soylenirken umut olmadigi gibi soyleme ve yazilim bittigindede
umut yok gibi insan bugun edit etme tekrar yazilsa ne yazilirdi diye
dusunmekten kendisini alamiyor.

b) her olcude

c) hayir

4

a)dengezizlik yada aciyi cagirmak narsisitlik bir bosluktur hicbir tat-
min barindirmaz.

b)ben bu sarkinin ask acisina dair oldugunu dusunmuyorum ask ol-
mayan bir seyin ask acisi olmasi mumkun degildir.

5th PERSON

1
I'm listening to it for the first time.

y

a) Personal preferences aside, | haven’t observed any transition: Ara-
besque, Turkish art music or otherwise. And the reason for the lack of
transition, is the lack of transformation. That is to say, there is neither

a reproduction by division nor a recovery. We can say that there are

interesting gaps, and it is all left a litle hanging in the air.

b) | don't.

c) | don’t think that sentiments have a lot to do with current events or

the times we are living in.

3

a) The most important thing to know is whether Zeki Miren is the
voice as the artist...or the person that is suffering from love...especial-
ly in this song, there is a tryptichon, to be deciding when the prayer
is but an intention, that is to say not to leave pain to chance when
surely there will be pain. Listening to the song through this structure,
it is plain to see that the song or its composer, or its singer did not
live through such pain. It is as if there is no hope while singing the
song, and there is none when it is over. One cannot help but wonder
how would it be edited or rewritten today.

b) In every way

c) No.

4

a) Instability or asking for pain is a narcissistic vacuum, and holds no
satisfaction.

b) | don’t think that this song is about lovesickness. Something that is
not about love, can not possibly be about lovesickness.
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5

Arcketayplar ne yazik ki inanilmaz fikri produksiyonlara sebep olabilir.

)

a)Disiplin, kendini ruhen disarida tutabilen

7

a) Bazen

b) istirham etmek

c) efendim ve sevgili

8

a) sevgili Muren in farkinda olarak yaptigini zannetmiyorum. eg-
lence endustrisi ni bir kurum olarak dusunurseniz benimsedigi yada
etkilendiginin arkasindan giderken benzerlikleri goz onune cikararak
sonucta sahne almak sahne arkasinda durmak cok genis kapsami
olan cumleler performans sanatlari icerisinde snirlandirilirsa dah net
bilgiler edinilebilinir.

b)ideolojilerde bizim yansimamiz olan ruh halleridir.

c)dinleme eylemi bir toplulukla beraber olarak dao olsa her zaman
bireyseldir...beraber soyleme kollektiftir.

9

a) ben bu durumu bir muglakliktan ziyade ozenle secilmic artistik bir
karar olarak goruyorum.

b) Muren ne gerekiyorsa onu yapiyordu ben de aynisini yapiyorum.
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5

Archetypes can unfortunately lead to unbelievable intellectual pro-
ductions.

)
a) Discipline, ability to distance oneself spiritually.

7

a) Sometimes

b) istirham etmek (to beseech/to implore)

c) efendim (sir/madam/your reverence) and sevgili (beloved)

8

a) | don’t think dear Miiren did it on purpose. If you think of the
entertainment industry as an institution, highlighting similarities, going
after what he believed in. After all, to perform and to stand on stage
are very broad statements. If it is restricted to performance art, clear-
er information might be gained.

b) Ideologies are moods that reflect us.

c) The act of listening is always individual, even when it takes place
within a group. It is singing together that is a collective act.

9

a) | don't see an ambivalence in this situation, rather a carefully
made artistic decision.

b) Mirren did what was necessary, and so do I.

c) I'm not very familiar with that period.
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ilk defa radyoda dinledigimi net olarak hatirliyorum. Zaten iyi bir
Turk Musikisi dinleyicisi olarak o zamanlar takip ettigim sarkicilar
arasinda Zeki Miren'de vardi. Kahir Mektubunun tamamini dinleye-
bilmis ve etkilenmistim. Ayni zamanda cok da sasirmistim. ilk dinle-
digim yillarda yeni evli genc bir kadindim. Calishgim icin ancak ise
gidip gelirken radyo dinleme imkani bulabiliyordum.Hatirladigim
kadariyla yine ise giderken arabada radyodan dinlemistim. Duy-
dugumda sarkiyi cok duygulu bir eser olarak algilamistim.Sonradan
ctkan kaseti de satin aldim. Dinledikce icinde bulundugu durumdan
etkilendigini disindiim.

Zeki Miren'in ilk cikhgr zamanlarda séyledigi Klasik Tirk Musikisi
tavrindan cok uzaklasmis oldugu asikardi.Popiiler kiiltire ve o giinki
piyasa sartlarina gére hareket ettigini saniyorum.

2

a) Kesinlikle evet, dikkatimi cekti.

b) Tercihim Klasik Tirk Mizigi olsa da Arabesk Mizigi de yere ve
zamanina bagh olarak, iyi bir icracidan

dinleyebilirim.

c) Klasik Tirk Mizigini tercih ederim ciinki gelenekseldir ve sirekliligi
vardir. Tek sesli olmasina ragmen evrenseldir de. Klasik Tirk Mizigi
Orta Asya'dan baslayarak Selcuklu 6zellikle de Osmanli etkisiyle
cok zenginlesmis bir tirdir. 20.Yizyilda cagdas dénemin etkisinde
modern bir anlayisla daha da zenginlesmistir. Bana gére Klasik Tirk
Miizigi duygulari daha zarif ve daha derin bir yolla anlatir.

Arabesk Mizik ise bana gére ihtiyaclar karsisinda bazen aski bazen
ezilmisligi temsil etmistir. Ama biyiik sehirlerde genellikle eglence
hayatinda, gazinolarda hicbir kural ve usul disinilmeksizin icra
edilmistir. Kentin gelir diizeyi yiiksek kesimlerindeki sanat anlayisi ve
secilen arabesk eserler ile geri kalmis bdlgeler ya da varoslarda ki
durum biraz farklidir. Bu bana toplumda ki ikiyizlilik gibi gériinir.
Zeki Miren'in yaptigi bu secim ise o dénemde kesinlikle yirekli bir
cikistir.

6th PERSON

1

| remember clearly how | heard it on the radio for the first time. As
an avid listener of Turkish music, Zeki Miiren was one of the artist

| followed. | did listen to Kahir Mektubu in its entirety and was im-
pressed. | was also very surprised. In those years | was a newly-wed
young woman, and | could listen to the radio on the radio on my way
to work and back. As far as | can remember, | listened to it on the
car radio. | perceived the song as very sentimental and | also bought
the tape. The more | listened to it, the more | was convinced he was
affected by his situation.

It was apparent that Miiren was distancing himself from the style of
his early years. | think he was acting according to popular culture
and market conditions.

2

a) Yes, | definitely noticed.

b) Although | prefer Classical Turkish music, from the right performer,
| do enjoy listening to Arabesque music too.

c) | prefer Classical Turkish music because it has a tradition and it
offers continuity. It is universal although it is monophonic. Classical
Turkish music was enriched throughout history from the Seljuks to the
Ottomans. It improved even more during the 20th century under the
influence of the contemporary period. In my opinion Classical Turkish
music depicts sentiments in a very delicate and profound way.
Arabesque, in my opinion, arising from a necessity, represents love
or the repressed. Especially in big cities, it has been performed with-
out any consideration of rules or forms. There is a gap between the
art appreciation of the upper classes, and that of the suburbs and the
slums. | perceive this as a societal hypocrisy.

Zeki Miiren’s choice in this period is definitely brave.
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3

a) Sitem ve baskaldiri gibi. Derin bir yaralanmislik hissi uyandiriyor.
b) Duygusal bir insanim. Zaman zaman icimden gecen benzer hisler
olabilir ama bu diizeyde bir aciyi

yasadi§imi sanmiyorum.

c) Simdi olgun bir insan olarak yiiregimin bu kadar aci cekmesine
izin vermem. Tabi bazi toplumsal baskilar karsisinda yapacak hicbir
sey bulamadiginizda belli bir isyan gelismemesi mimkiin degil. Bu
yiuzden benzer ruh halleri bircok toplum icin giincellik tasir.

4

a) Tatmin kadar tatminsizlik barindirir gibime geliyor. Sevdigi taraf-
indan terk edilmek, her yolu denemesine ragmen kavusamamak,
sevdigi icin herseyi yapsa da karsilik bulamamak gibi. Buna benzer
duygu

yogunluklari arabesk miizikle de birlesince sanirim cok daha derin
etki yaratabiliyor. Yasama karsi aykiri bir durus sanki.

b) Hangi toplumdan bahsettiginize bagli olarak biraz degisse bile
genel olarak her toplumda ask aci verir ve acinin yarattigi doyum
cok daha kuvvetli ve kalicidir. Bana gére Arabesk tarzla yaratimak
istenen genelde umutsuzlugun ve mutsuzlugun serzenisi. Bu tarz-
da yayl sazlarin baskin hali, bestelerde ki Arap miziginden Tirk
mizigine gecis ezgileri cok daha derin dertleri vurgulamakta gibi
gelir.

5

Yer yer her ikisi de olabilir. Dinledigim ortam ve kendi ruh halim
yorumdan anlamak istediklerimi zaman zaman degistirebiliyor.

Ama Kahir Mektubunun katman katman farkli hisler barindirdigini
sézlere kulak verdiginizde anlayabiliyorsunuz. Ustelik bestede ki
geckiler "acaba farkl bir sarkiya mi gecti" diye disindirecek kadar
carpicidir.

)

a) Ozgirr performans, gri yorum, icsel ses.

b) Yasanmamis ya da gizlenmek zorunda kalinan asklarin yarahcilik
izerinde olumlu etkilerinden
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3

a) A form of reproach and revolt. A deep sense of injury.

b) I'm a sentimental person. | might have similar feelings from time to
time, but | don’t remember experiencing pain in such dimensions.

c) Now, as a mature person, | wouldn’t let myself suffer this much.
But of course, when we find no other form of action against social
pressure, revolt is inescapable. Similar moods are relevant for many
societies.

Y|

a) | believe it contains both satisfaction and dissatisfaction. Being
abandoned by the beloved, not being able to reunite, not being
loved back despite all effort. Such intense sentiments mixed with
arabeque melodies make an immense impact. Like a radical attitude
in life.

b) Love hurts in every society even if there are differences, and the
satisfaction is strong and permanent. The arabesque style for me is
the reproach of hopelessness and unhappiness. This style with its em-
phasis on string instruments, and the transitions between Arabic and
Turkish tunes in the compositions highlight profound sorrows.

5

Both. While listening, my interpretation seems to differ according to
the environment and my own mood. But listening to the lyrics careful-
ly, you notice that it has many layers hosting various sentiments. Also
the modulations in this composition are so remarkable that you find
yourself unsure if it is still the same song.

)

a) Free performance, gray interpretation, internal voice.

b) Love not lived or kept secret might have positive influence on a
person in terms of creativity. It might be an accumulation of energy
and an outlet for social pressure.
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bahsedebiliriz. Bu bir cesit enerii birikmesi, toplum baskisinin disa
vurumu olabilir.

7

a) Tirkce kullanim icinde yerlesmis o kadar cok arapca ve farsca
sdzcikler vardir ki bunlar géz ardi edemeyiz. Dil insan gibidir,
yasayan bir varliktir, degismesi oldukca normaldir. Zaman icinde
her dil degisiklige ugrar. Cesitli eserler de dilimize baska dillerden
karismis kelimeler cok¢a kullanilir. Bu cesitlilik dili zenginlestirir. Tabi
tutarsiz bir asirilik olmadan .Bu yiizden Osmanli Tirkcesini de gerek-
tikce kullanmaktan kacinmam.

7

a) We can not ignore the many Arabic and Farsi words embedded
in Turkish. A language is like a human being; it lives, and change is
natural. In the course of time, every language is subject to change.
Words from different languages that are adopted in our language
can be found in many works. This variety is enrichment. Without
unnecessary exaggeration, | don’t shy from using Ottoman Turkish
words.

b) Amuda kalkmak (hand stand), bakiye (residue), bedbaht (mis-
erable), bedel (value), cazibe (attraction), dehliz (vestibule), ebed
(eternity, future), ezel (eternity, past), fevri (impulsive), fidye (ran-

b) Amuda kalkmak; bakiyye; bedbaht; bedel; cazibe;dehliz, ebed,
ezel, fevri, fidye, ganimet, habis, haserat, hayat, hedef, heder,
hukuk, idare, ihlal, ihtilaf, iltica, imkan, inkar, insaallah, istisare,
kabiliyet, kalp, katil, kismet, kuvvet, kiitiphane, lanet, madde,

som), ganimet (loot), habis (malignant), haserat (vermin), hayat (life),
hedef (aim), heder (waste), hukuk (law), idare (administration), ihlal

(violation), ihtilaf (conflict), iltica (migration), imkan (possibility), inkar
(denial), insaallah (if God wills), istisare (consultation), kabiliyet (abil-

makam, masaallah gibi.
c) Zeki Miren icin kullanilan sanat giinesi ve pasa deyimleri aklima
geliyor.

8

a) Evet

b) Bana gére miimkiin. Diinyada iktidarlarin varligi ideolojileri,ideo-
lojiler iktidar kavgalarini, iktidar kavgalar da

insanlarin acgdzliligini ve vurdumduymazhgini yansitir. Bazen
vurdumduymazlikla asmak miimkiin olabilir.. Bazen de sanat yolu
ile kiiltire midahale edilerek mimkiin olabilir. Tavirlar, giysiler,
sdzcikler hepsi bazi etkileri askiya almak icin kullanilmis gibi.

c) Kollektif dinlemede &zellikle sanatcilar kitlenin ruhunu ve yénelim-
lerini hissederek yaptiklar iretimlerde diinyanin neresinde olurlar-
sa olsunlar benzer disavurumlar ortaya koyarlar. Zeki Miren de
sahneyi kullanarak kitlelere ulasabiliyordu bu da bireysel dinlemeden
cok daha biyiik etkilesim demekti.

9

a)Kimin yasaminda zaman zaman olmaz ki..Pek cok muglak durum-

dan kurtulup kesinlige erdirecek durumu yakalamaya calismisizdir. Ya

da daha énce apacik ortadaymis gibi gériinen pek cok kavramdan
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ity), kalp (heart), katil (murderer), kismet (fortune), kuvvet (strength),
kitiphane (library), lanet (curse), madde (matter), makam (mode/
position), masaallah (may God preserve).

c) | think of the expressions sanat giinesi (the sun of art) and pasha
used for Zeki Miren.

8

a) Yes.

b) In my opinion, it is possible. In our world, the existence of power
leads to ideologies; ideologies to power struggles, and the power
struggles reflect the greed and callousness of humans. Callousness
might work sometimes. And sometimes an intervention in culture
might be possible through art. Attitudes, clothes, words all seem to
have been used to suspend some effect.

c) Everywhere in the world, artists sense the crowd’s mood and incli-
nations, and produce similar expressions in collective listening. Zeki
Miiren, too, used the stage to reach crowds, and this meant a much
greater communication than individual listening.

4
a) Yes, like everyone else. At times we all try to leave an ambivalent
situation behind to reach certainty. Or we reach ambivalent conclu-
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tarhsmaya acik muglak sonuclar cikarmisizdir. Kimi zaman bu kar-
masa bazi kaliplara karsi miicadele gerektirmistir. Eger sirekli size
dayatilani yasamak yerine kendi seciminizi yasamak isterseniz hep
bir miicadele vardir. Bu benim hayatimda da zaman zaman béyledir.
b)Herkesin yasam karsinda bir durusu vardir. Ben de bu durusumu
devam ettirebilmek icin bazen hareketlerimle bazen giyimimle bazen
siyasi secimlerimle kendim olmaya calisirim. Zaman zaman cekin-
meden fikirlerimi dile getiririm. Bir dénem benimsedigim bir partinin
il Yénetim kadrosunda gérev yaparak siyasi rengimi belli ettim. Ben
de bir tugla koymaliyim dedigim zaman elimi tasin altina koymaktan

cekinmedim. Bu gibi tercihlerimi sanatsal secimlerimde de spor alanin-

da ki secimlerimde de hep belli ettim ortaya koydum. Karsi taraf ne
der diye bir endisem olmadi. Sanirim ben de kendi capimda cesaret
gosterebildim.

10

a) Tabii ki cekmisti. Bu belli bir kisiyi ya da tarzi ¢cok sevmekle alakal
degildi. Yasaklamanin karsininda bir tutumdu.

b) Evet dinlemeye devam ettim. Hala da evimde kayitlari durur. Elim-

de ki kayitlardan olmasa da televizyonda zaman zaman rastlarim ve
durur dinlerim.

c) ilk yillarda séyledigi eserler daha klasikti. Saminm daha cok bazi
programlarin sectigi eserleri seslendiriyordu. Sonrasinda kendi
bestelelerinde ki duygusallik da biraz degisti. Gerci 17 yasinda bes-
teledigi "zehretme hayati bana cananim" derken de ic acitici bir dille
kederlerini anlatmaya ¢alismish. Belki onceleri daha mutluydu, belki
kendine bir yer edinene kadar bitin duygusaligini disa vurmamish
bilinmez ama sonralari cok daha duygusal eserler sectigi barizdi.
Arabesk mizie gecisi de béyle bir duygusalligi yansitiyor olabilir.
d) Cok secici degildim.Hicbir zaman tek bir tarzi benimseyip diger
bitin karsi eserleri dislamadim. Etrafimda olanlar anlamaya ve
sevmeye calisim denebilir.

e) Bazen ask, bazen toplumsal , bazen psikolojik icerikli olabiliyordu.

f) Vardi. Onceleri de sonralar da yasaklar hep oldu. Darbe déne-
minde uygulanan yasaklari simdi ki hikimetler déneminde de
maalesef gérmekteyiz.

sions from concepts that seemed certain. Sometimes this confusion
requires struggle against certain patterns. There will always be strug-
gle if you want to choose how you live instead of what is imposed on
you. This is also my experience from time to time.

b) Everyone has an attitude in life. | also try to be myself in this atti-
tude through my behavior, my attire, and my political decisions. Now
and then | speak my mind without holding back. For a while | worked
with the city council administration of a political party | support. |
didn’t shy away from putting my shoulder to the wheel. | always
stood up for my preferences, also in matters of art and sports. | didn’t
worry what others might say. | guess | was brave in my own way.

10

a) Of course | did. This was not just about fandom or style prefer-
ence. It was an attitude against prohibition.

b) Yes, | kept on listening. | still have the records too. Today even if

| don’t take the LPs out, | take the time to listen to his music on televi-
sion.

c) His earlier works were more classical. | guess he performed songs
chosen by certain broadcasters. Afterwards there was a shift in the
sentimentality of his compositions. Although even at 17 he was sing-
ing “Zehretme hayah bana cananim” (don’t make my life miserable,
beloved) trying to express his sorrow in a heart-breaking way. May-
be he was happier during that early period, or he chose not to show
his feelings until he made a name, we'll never know; but obviously his
later work was more sentimental. Maybe his transition to Arabesque
was a result of this sentimentality.

d) | wasn’t very picky. | never stuck with one genre to block out
others. One might say | tried to understand and appreciate what was
around me.

e) They sometimes addressed love; or social, psychological themes.
f) Yes. There were at the time, and there are now prohibitions and
bans. Unfortunately restrictive behavior similar to the coup period
can be observed by today’s governments too.
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Kahir Mektubunu cocukken ilk defa duydugumu hatirliyorum. Evde
Zeki Miren kasetleri vardi ve bunlar severek dinlerdim ama Kahir
Mektubu kaseti bunlardan biri degildi, o nedenle sarkinin tamamini
dinleyip dinlemedigimi hatirlamiyorum. Biyik ihtimalle sarkiy: radyo-
da duymus olmaliyim. Kisisel olarak benim icin simdi daha anlaml, ilk
duydugumda cok arabesk buldugum icin cok ilgilenmedigimi hatirlyo-
rum. Daha ¢ok Miren’in klasik Tirk Mizigi eserlerini severek dinle-
rdim. Bu sarki kiicik yasimda bana cok agir gelmis olmal.

2

a) Yasimin kiicikligi nedeniyle bunu bilingli olarak fark edip bir
gecis olarak algiladigimi sanmiyorum. Ama bu sarkinin dinlemeyi
sevdigim Miren kasetlerinden farkli bir hisse sahip oldugunu hemen
farketmis ve bu hissiyat ile kisisel bir iliski kuramamishm.

b) Kesinlikle Klasik Tirk Mizigi.

c) Arabesk zaman zaman ilgimi ¢ekmistir, iyi bildigim, dinledigim

sarkilar vardir. Ama genel olarak Klasik Tirk Miizigi’nin benim

icin farkli bir 8nemi vardir. Annem beni cok kiicik yastan beri bu
mizik ile tanishirmistir ve konserlere gétirmistir. Fakat burada bir
ayrim yapmak gerekebilir: Tirk Sanat Miizigi olarak bilinen popiler
sarkilar ve séyleyis tarzi hicbir zaman ilgimi cekmemistir. Bu anlama-
da belki de sadece Zeki Miren bu iic tirin arasinda gecisler yapan
biri olarak benim icin énem sahiptir ama asil tercihim gercekten
‘klasik’ olan Klasik Tirk Miziginden yanadir. Fakat bugiin Muazzez
Ersoy gibi sarkicilarin temsil ettigi mizik tiriine (bir cesit sulandirilmis,
popiler klasik miizik) gercek arabeski tercih ederim.

3

a) Hizin, eski asklar, nostalji, gecmis ve kaybedilmis giinler. Ama
Miren’i cok kiicik bir yastan beri dinledigim icin olabilir biraz da
cocuklugumun yaz aylar da demektir benim icin bu sarkilar. Tirki-
ye'de “yazlik” belli, kendine gére kurallari olan ilging, kendine 6zgii
bir olgudur. iste Miren sarkilari bu yazlik gecelerini de getirir aklima.
Sicak, nemli geceler; yazlik sitelerin kendine 6zgii ic sikan mimarisi,
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7th PERSON

1

| remember hearing Kahir Mektubu for the first time when | was a
child. We had tapes of Zeki Miren at home and | enjoyed listening
to them but Kahir Mektubu was not one of them, so | don’t remember
if | heard the whole song or not. Probably | first heard the song on
the radio Now it is more meaningful to me; at the time, finding it a
little too arabesque, | remember showing little interest. | preferred the
more classical works of Miiren. At that young an age, this song must
have sounded too oppressive for me.

2

a) | don’t think | was conscious of a transition as | was very young.
But | was aware of a different sentiment in this song than the cassette
tapes | liked listening to of Miiren, and | could find no personal con-
nection to it.

b) Definitely Classical Turkish music.

c) From time to time | showed an interest in Arabesque music; there
are some songs | know well and listen to. But more generally for me,
Classical Turkish music has much more significance. My mother has
introduced me to this music from a very young age, and took me
along to concerts. But here a distinction must be made: the popular
songs and the particular mode of singing known as Turkish Art music
has never interested me. In this sense it is probably only Miren that |
value as someone that toggles these modes, but | favor the Classical
Turkish music that is truly classical. But | would prefer real Arabesque
to that genre, which singers like Muazzez Ersoy represent; a kind of
watered-down, popular form of Classical music.

3

a) Sadness, old flames, nostalgia, by-gone days. Possibly because |
have been listening to Miiren’s records from an early age, they take
me back to childhood summer days. Yazlik (Holiday Homes) in Tur-
key is an interesting, peculiar concept with its own rules. Miren songs
take me back to those nights. Humid, hot summer nights, the tedious
architecture of yazlik communities, identical gardens lined up next to
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yanyana dizilmis birbirine es bahceler ve bu bahcelerde cekirdek
ctlatan, tavla oynayan, cay icip karpuz yiyen yetiskinler. Ozellikle
biyiik sehirlerden gelen cocuklar buralarda biraz 6zgirlik tadar, ya
da tathklarini sanarlar. Yazlik gazinolardan iste tam da Kahir Mektu-
bu gibi sarkilar geceye yayilir.

b) Hizin, ask ishrabi ve 1shraptan zevk almak olarak 6zetleyebi-
lecedim bu ruh hali benim icin kesinlikle hayatimin belli bir anina
6zgi. Bu da ergenlikte sik sik oldugu gibi duygularin cok yogun
yasandidi, herseyin yeni ve cok énemli oldugu bir déneme denk geld-
igi icin tabii yogun olarak yasandi, ciddiye alind.

c) Bu sarkinin ben de tetikledigi ruh hali giincelligini yitirmis durum-
da. Su an icin benim icin sadece hatira demek. Ama simdi bu sarkiy:
dinledigimde o giinlere 6zgii renk somutlasiyor ve kisa bir an icin bile
olsa giincellik kazaniyor. Ama sarkinin bitmesinden sonra ¢cok kisa bir
zaman icinde yine buharlasiyor.

4

a) Ask acisi Anadolu insani icin bir onur nisani gibidir, ceketin ya-
kasinda gururla tasinir. Geceler boyu bu ates yanar, mimkiinse raki

ile atese kérikle gidilir. Kollektif bir tatmin de vardir kederle bir-
araya gelip icen insanlarin ask acisinda. “Yalnizim, iciyorum” diyen
Miiren’e kalkar kadehler ve eslik eder asiklar beraber sarkiya.

b) Ettigini disiniyorum, bu soru iizerine daha fazla disinmek gerekir.

5

Bu sarkiyi ben ister istemez tek bir sevdaliya yazilmis gibi dinleyebiliy-
orum. Fakat tabii ulusal bir meseledir bu. Asiklar beraberken bile ask
acisi cekerler, gercekten de topraga islemis gériinir bu olmazlik, im-
kansizlik, aci ve yalnizlik. Sarkilar, siirler, filmler hep ayni sevdalidan
bahseder gibidir 6zellikle 80’lerin Turkiyesinde.

)

a) Bedene atfen dissindiigimde aklima gelen sifatlar sunlar oldu:
“Rund” (bu almanca sézciigi tam karsilayacak bir tirkce kelime
bulmakta zorlandim fakat aklima ilk gelen, en kuvvetli sifat bu oldugu
icinde yazmaktan vazgecmek istemedim); ice isleyen, samimi, akici/
akiskan, hassas, kuvvetli.
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each other, and in those gardens adults: passing time, playing back-
gammon, drinking tea, and eating watermelon. Especially kids from
big cities experience some freedom there, or at least they feel they
do. And you can hear songs exactly like Kahir Mektubu playing loud
in gazinos of such communities on those nights.

b) This mood that involves sadness, love-sickness, and a pleasure
from pain is definitely specific to a certain period in my life. This cor-
responds to adolescence during which sentiments are usually intense,
and everything seems new and significant; accordingly | took these
moods very seriously.

c) This mood triggered by this song lost all its relevance for me. Right
now it is only reminiscence for me. Now when | listen to this song the
color of those days materializes and gains significance for a brief
moment. But it evaporates soon after the song ends.

4

a) Love-sickness is a badge of honor for the Anatolian person, worn
with pride. The fire burns for many nights, and raki adds fuel to the
fire. These people gather to drink together to their suffering and
reach a collective satisfaction. They raise their glasses and accompa-
ny Miren while he sings how lonesome he is.

b) I think it does, this question deserves further consideration.

5

| can’t help but listen to this song as a call to one specific lover. But of
course there is a national issue here. Lovers suffering even when they
are together; it is as if the impossibility, the inability, the pain, and the
solitude is inscribed in the landscape. In the Turkey of the 1980s, it is

as if all songs, poems, and films lament to the same lover.

)

a) In terms of corporeality | thought of these adjectives: Rund (difficult
to translate this german word, but this is what | thought of firstly and
prominently, so | will include it), penetrating, sincere, smooth, fragile,
and strong.
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b) Dirist olmak gerekirse bu soruyu ne kadar dogru anladigimdan
cok asina olmadigim bir diskursa ahf yaptgini hissettigim icin siph-
eliyim. Belki de parentez icindeki “iliskisiz géziikse bile” deyimine
givenip bir deneyimi betimlemeye calisabilirim. Benim icin Zeki
Miren her dinledigimde gézimin éniindedir. Sesini duydugum anda
Miiren’in sesini dinledigimi anlar, onu tanirim; Miiren’i en az birkag
dinlemis olan herkes icin gecerlidir sanirim bu. Bu tanima gercekles-
tikten sonra da sadece dinlemek miimkiin olmaz, her sefer Miiren’in
yUzi géziimin 8niine gelir, mimiklerini, viicut dilini gérir gibi olurum.

7

a) Evet. Bu ¢cabasinda kesinlikle haklidir. Osmanlica kelimelerin su
anda Tirkce ile ifade etmekte zorlandigim bircok olguya karsilik
saglayacagini, dahasi Osmanlica bilgisinin Tirkceyi daha dogru kul-
lanma konusunda énemli faydasi oldugunu disiniyorum.

b) Béyle bir liste cok uzun olur! Ama ¢ok da ilging olur, saninm béyle
bir liste tutmaya baslayacagim. Hukuk okudugum icin aklima ilk
olarak hukuk terimleri geldi: feragat, fiil, intizar, sabika, 1slah, ihbar,
zimni, nesep, zilyet... Ya da ginlik kullanimdan izah, ihrac, ganimet,
pejmirde, galeyan.

c) “Teveccithiiniz” Ne kadar dogru bilmiyorum, su anda kontrol etme
imkanim da yok ama TRT réportajlarinda Miren’in sik sik “tevec-
cihiiniz efendim” dedigini hatrliyorum. Benim de kullandigim olmus-
tur. Sik sik “efendim” dedigine ise eminim.

8

a) Evet, Miren’in béyle bir istisna hali yaratmaya yaklashgini
disiniyorum. Fakat bu konuda daha énce diisinmemistim, bunu
sadece gecmise ydnelik bir yanilsama mi emin degilim.

b) Emin degilim. Mimkiinse bile Miren’in bu anlamda ideoloji
karsisinda durabilecek bir ruh hali yaratabildigini dissinmiyorum.

c) Kollektif dinlemenin bu anlamda biyik énemi oldugunu disiniyo-
rum, yine de gazinolarin ne kadar farkli toplum kesimlerini biraraya
getiren yerler olduklarindan siipheliyim. Bu konuda bilgim yeterli
olmasa da istanbul’da hissettigim, gazinolara “belli” insanlarin
gittigi idi. Sehirli, elit kitlenin gazinolar doldurdugu yillarda daha
dogmamishm ama 80li yillarda orta ya da istorta sinif, kendini sehirli
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b) To be perfectly honest, | doubt that | understand this question
correctly; | suspect that it refers to a discourse that I'm not completely
familiar with. But maybe | should take that sentence in brackets liter-
ally and try to describe an experience “even if it seemed narratively
unrelated.” Every time | listen to Zeki Miren | can see him in my
minds eye. As soon as | hear his voice | recognize Miren, and this
probably holds true for everyone familiar with his music. After this
initial recognition you can’t just listen; his face materializes, and | can
visualize his body language, his facial expressions.

7

a) Yes. His longing is completely legitimate. | believe that many Otto-
man Turkish words would correspond to concepts that are difficult to
express in today’s Turkish and that a working knowledge of Ottoman
Turkish would help speak Turkish better in general.

b) Such a list would be too long! But it would probably be interesting
too, | might begin keeping one. | studied law so there are many legal
terms that come to mind: feragat (compromise), fiil (deed), intizar
(observation), sabika (criminal record), 1slah (rehabilitation), ihbar
(denouncement), zimni (implicit), nesep (lineage), zilyet (propri-
etor)... Or more words for everyday usage: izah (explanation), ihrac
(exportation), ganimet (loot), pejmiirde (shabby), galeyan (tumult).
c) “Teveccithiniz” (a kind regard; used as a modest answer to a
compliment). | am not sure if I'm correct but | seem to remember him
using the phrase “Tevecciihiiniiz, efendim” (It is your kindness, Sir/
Madam) often in his interviews on the state radio, TRT. | might have
used it too. He used efendim often, that I'm sure of.

8

a) Yes, | do believe that he came close to creating such a state of
exception. But | hadn’t thought about this before and | am not sure if
this is not a retrospective illusion.

b) | doubt it. Even so, | doubt that Miiren was able to create such a
mood to overcome ideology.

c) | do believe that collective listening is significant in this sense but

| am not sure to what extent gazinos were able to bring together
different segments of the society. | am not well-informed on this issue,

149



ve elit tanimlayan kesim gazinoya gitmez ya da gittigini itiraf etmezdi
gibi geliyor bana. (Bu teshis tamamen kisisel deneyimime dayalidir.)
Bu sebeple kollektif dinlemenin yaratabilecegi direnis ruhu gazino-
larda bosuna aranmis olur diye diisiniyorum. Fakat &zellikle cinsel
‘egitim’ ve muglakliklara izin veren bir istisna mekan olarak gazino
siphesiz incelemeye deger bir konudur.

9

a) Vardir, olmasi da istanbul’da biiyiirken kacinilmaz olmustur. M-
cadele demek belki biraz abartmak sayilabilir ama kisisel anlamda
tam anlamiyla mijcadele etmisimdir. Bunlar cogunlukla farkh kiyafet
ve sac secimleriyle kendini géstermistir: metal/rock mizik dinleyen, si-
yah giyinen genclerin “satanist” yakishrmasi ile polis baskisina maruz
kaldigi dénemlerde tam da bu alternatif kijltire ait renk ve isaretler-
in benimsenmesi; ya da erkeklere 6zgi bir sac¢ kesimi ve bol kesim
kiyafetlerle film festivallerinden bildigim kadariyla lezbiyen kadinlara
ait oldugunu dissindigim bir dis gériniisin benimsenmesi gibi.

b) Miren ile kendimi bu anlamda hic iliskilendirmemistim. Sanirim
Miren’in hakiki ve érnek Tirk vatandasi tutumu beni her zaman biraz
rahatsiz ettigi icin kendisi ile béyle bir 6zdeslestirme

yasamadim. Ge¢mise dénitk simdiki bir analizde ézellikle cinsiyet
baglaminda tutumunu ingilizce deyimiyle “subtle” ve énemli buluyo-
rum.

10
Darbe déneminde heniz dogmamistim. O nedenle bu soruyu ve takip
eden sorulari cevapsiz birakiyorum.
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but living in Istanbul | felt that only certain people went to gazinos.
The period where the urban elite filled the gazinos was before my
time but in the 80s the upper middle class and those who defined
themselves as urban or elite would not go to gazinos or at least
would not admit to doing so. (This is a completely subjective assump-
tion.) Based on this assumption | think it futile to search for a spirit of
resistance based on collective listening in the gazinos. But as an ex-
ceptional venue that allowed sexual education and sexual ambiguity,
gazinos are without a doubt worthy subjects of further inquiry.

9

a) There are; inevitably so, growing up in Istanbul. To call it a strug-
gle might be an exaggeration, but | did struggle on a personal level.
Manifestations were mostly related to my appearance, through
clothes and hairstyles: such as appropriating certain colors and sym-
bols of an alternative cultural group at a time where young people
listening to metal/rock music in mostly black attire was

subjected to pressure and abuse by the police on suspicion of satan-
ism; or adopting a look that | recognized through what | saw in film

festivals as being lesbian with loose fitting clothes and a masculine
haircut.

b) | could never associate myself with Miren in this sense. | believe,
his authentic and exemplary Turkish citizen attitude disturbed me, and
| could never identify with that. On a retrospective analysis | find his
attitude, especially in terms of sexuality, subtle and significant.

10
| wasn’t born yet at the time of the putsch. Accordingly | leave this
and the following questions unanswered.
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8. KISI

1.
ilk defa nerede dinledigimi hatirlamiyorum, ve de 28 dakika old-
ugunu da bu soru-cevap sayesinde farkettim.

2

a) Evet.

b) Hayrr.

c) Ruh Hali Tasvirleri

3

a) lyi bildigim bir ruh hali. Bu ruh halinini serbest birakilmast,
asirihklarinin rasyonalize edilmemesi, karamasasrca, 8lim-kalim
haline getirilmesi ve bunun miszik etkisinin arthrilmasi, gizelligine
ragmen, bir noktadan sonra etkisini yok ettiriyor.

b) Asinayim, ama bir énceki soruda séyledigim gibi

c) Tasiyorlar, énemliler

4
a) ‘cok seviyorum’ ‘ben cok dirriistim’ ‘herseyimi verdim’ ‘géziim
baskasini gérmisyor’

b) eh, tabii ki

5
Tek kisiye seslenerek ya da hissedilerek yazilmis gibi geliyor. Tirk
halkina seslenebilecegini hi¢ disinmedim.

)

Miiren’in bedenine atfen sesini betimlemek icin hangi sifatlar kul-
lanirdiniz?

Zeki Miren sesi.

7

a) Ozlem duymuyorum, bildiklerimi kullanmaktan keyif aliyorum, ve
de yenilerini 8§renmekten.

b) Saninm sayamam, cok var.
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8th PERSON

1
| can’t remember where | first listened to it and | have only realized
its length of 28 minutes through this interview.

2
a) Yes.

b) No.

3

a) This is a mood | know well. The release of this mood; the rational-
ization of extremes, turning them into matters of life and death in a
pessimistic fashion and thereby increasing the musical effect destroys
its impact at some point despite its beauty.

b) I am familiar with it, but the way | mentioned in the question
above. c) They do, they are important.

4
a) “l am so in love”,”l am most sincere”, “l gave everything”,”l am
blind to anyone else” b) Well, of course.

5
It seems to be addressing one person or the feelings towards that
person. | never thought that he might be addressing the nation.

)

a) The Zeki Miiren voice.

7

a) | don’t feel a longing. | enjoy using those | know and learning new
ones.

b) | couldn’t count, there are too many.

c) Many times | referred to his formulations rather than words. For
example like the line: “I always write you, to you; | write us.”




c) Kelimelerden ziyade, séyleme bicimine atifta bulundum ¢ok defa.
‘hep sana, hep seni, hep bizi’ gibi

8

a) Istisna halini islevsel olarak kullandigina siphem yok, ama bu islevi
tam olarak tanimlayamiyorum.

b) Bu soru problemli sanki. Asacak olan insan ise, ruh hali(siz) ol-
amaz ki, assin, ya da asmasin..

c) Efervesan etki. Ruh hallerinin birbirine eklemlenerek artmasi, cos-
mak, isyan, birlik, yalnizh§in yalnizlar ordusu icerisinde gecici kaybi.

9

a) Farkli, ama var

b) Fark cok, onu daha cesur, gézii kara, kendimi ona gore iddiasiz
goriyorum. Bir de yasamsal dneme sahip meseleler (o meseleler ve
sanat iliskisi dahil olmak Gzere) farklh sanirm

10
c) sonradan dikkatimi cekti
d) aniklopedisi, trt'de pazar sinemasi

8

a) | have no doubt that he utilized the state of exception but | cannot
fully define its function.

b) This question sounds a bit problematic. If it is the people that
overcome, it cannot be a mood (or the lack of one) to overcome it or
otherwise.

c) The effervescence effect. Moods joining each other, multiplying;
zeal, riot, unity, the temporary relief from solitude within an army of
solitaries.

9

a) Different, but there are.

b) A lot of differences; | find him much more daring, courageous and
| find myself less ambitious. Probably vital issues are different too;
these issues and their relation to art.

10
c) | heard them afterwards.
D) Encyclopedia, Sunday movies on public TV.
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ZEKI MUREN’IN KAHIR MEKTUBU UZERINE
Alejandro Castaiios

Bu metin, Tirk sarkici Zeki Miren’in icra ettigi Kahir Mektubu
sarkisinin soyut bir dinletisini temel alir. Ne bu sarkiciya ne de giincel
ya da geleneksel Tirk mizigine (birkac temel bilgi disinda) énceden
asina degilim, yani buradaki cabam dinledigimi desifre etmeye ve
belli bir mizik perspektifinden bazi gézlemlerle oynamaya yénelik
olacak.

Parcada (Sarki? Siit2) enstrimanlarin secimi kilit 5nem tasiyor. Ge-
leneksel Tirk vurmali calgilarina tekabiil ettigini hissettigim bir tini
(sound) ve bunun Ustiine bir bateri (Neden olmasing). Bir dilin diger-
ini benimseyip sekil verdigi ve her birinin yeni bir mizikal olusuma
karsihk geldigi oldukca rafine fiizyon siirecleri iceriyor; neredeyse her
tesiri kendine mal edip yeni bir seye déniismeye muktedir bir dil olan
caz mizikte (6rnegin cazfunk, Latin caz) oldugu gibi. Fakat burada,
farkh olarak, 6gelerin yigilmasi sé6z konusu. Sanki birbirleriyle kay-
nasmalarina zaman yetmemis gibi gézikiyor. Kaynasmak yerine,
ddeta Ustiste yerlestirilmis olmalari ilk dinleyiste bir uygunsuzluk hissi
yaratsa da nihayetinde olduk¢a 6zgiin bir hél aliyor. Bu bana bir
orijinallik (originality) ve 6zgiinlik (authenticity) hakkinda, bir pro-
fesérimiin verdigi tavsiyeyi hatirlath: Ister yeni ister geleneksel olsun,
nihayetinde bir miizik eserinin degerinin orijinalliginde degil 6zgiin-
liginde yathgini sdylerdi.! Bana 8yle geliyor ki metnin devaminda bu
fikri dikkate almak anlamli olabilir.

Analog bir synthesizer ile calinan birkac bélim var (Neden ol-
masing). Belirtmek gerekir ki, bu baglamda tamamen ekzotik olan bu
enstriman birkac saniyeligine duyulur ve bir daha geri d6nmemek
Uzere kaybolur. Kompozisyon bakimindan, birisinin cok pahali sey-
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ON KAHIR MEKTUBU BY ZEKI MUREN
Alejandro Castaiios

This text is based on an abstract listening to the song Kahir Mektu-
bu, as performed by the Turkish singer Zeki Miren. | have no prior
familiarity with this singer, nor with Turkish music, either current or
traditional (aside from a couple of basic notions), so this is an attempt
to decipher what | hear and to play with some observations from a
certain musical perspective.

The instrumentation of the piece (song? suite?) is key. A sound that

| sense as corresponding to traditional Turkish percussion, and on
top of this a drum kit (why not2). There are very refined processes
of fusion, like those of jazz, a language capable of adopting almost
any influence and becoming something new - jazz-funk, Latin jazz -
where one language absorbs and molds the other and each aspect
corresponds to a new musical entity. Here, by contrast, there is a
juxtaposition of elements. It doesn’t seem as though there has been
enough time for them to fuse together. Instead, they are superim-
posed on top of each other, initially generating a sort of falseness at
first listen, which ultimately ends up being very authentic. It reminded
me of a professor’s advice to me about originality and authenticity:
he used to tell us that ultimately the artistic value of a piece of music,
whether new or traditional, did not reside in its originality, but rather
in its authenticity.! It seems to me that it would make sense to bring
this reflection to bear on what follows here.

A pair of phrases played with an analogue synthesizer (why not?).
It bears mentioning that this instrument, entirely too exotic in this
context, appears for just a few seconds, never to return. In terms
of composition it is like seeing someone lavishing his money on very
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lere para harcayip bunlari gelisigizel oturma odasinda oraya bu-
raya birakhgini gérir gibi olursunuz.

Diger bir énemli nokta ise siire. Giris bélimi uzun, popiiler bir
sarkidan beklentilerimize nispeten olduk¢ca uzun. Kahramanimiz, esas
mekéna girmeden &nce uzun bir kirmizi haliya ihtiya¢c duyar gibidir.
Bu durum bana dakiklarca yayli sazlarin calindigi, sonra biyik bir
kararlilikla s6zli kismin basladigi bir Barok koral eseri hatirlatt. Bu-
rada belirtmek gerekir ki kahramanimiz “halinin izerinde ilerledigi”
sirada (Bir seyleri acikladigini tahmin ediyorum.) birka¢ cimleyi de
konusarak ekler. Batida ve Bat ile kaynasmis ilkelerde popiiler miszik
formatlari G¢ dakika civarinda siirer. Deneysel sarkilar, radyoda
yayimlanma sanslarini tamamen kaybetme pahasina yedi dakikalik
bir sireye cesaret edebilirler. Ama 29 dakika? Sadece giris bdlimi
bile bir sarkinin siiresi olan ¢ dakikayr neredeyse tamamen doldu-
ruyor! Sarkilarin arasinda bosluk birakilmayan meshur albimlere
asinayiz, érnedin Beatles’in White Album ve Pink Floyd’un The Wall.
Klasik mizikteki uzun eserler bile parcalara ayrilmishr, birbirleri
arasinda nefes alacak bir alan birakirlar. Ama bu kadar uzun siiren
tek bir eser? Bunu kafamizda bir yere oturtamiyoruz ve bu kadar
uzun sireli bir mizik eserini bir cesit ayin ile iliskilendirmeye yénele-
biliyoruz. Once duyduklarimin arka arkaya siralanmis sarkilar old-
ugunu disindim (ki bu durumda duyduklarimizi betimlemek mimkiin
olurdu), fakat bir detay bunun aksini disiindiriyor: Acilista sunulan
melodi (Bu sirekli tekrarlanan, nakarat dedigimiz ve biyiik ihtimalle
dinlemeyi bitirdigimizde aklimizda kalacak olan kisimdir.) cok be-
lirgin bir sekilde yer yer yeniden ortaya cikiyor, bizi tek bir vurusa
baglyor; kisa araliklar kiicik parcalari birbirine bagliyor ve hepsi ni-
hayetinde diiz bir cizgi olusturuyorlar. Ana temanin tim ézelliklerine
(basit, anlasilir, akilda kalir) sahip olan bu nakarat iic defa beliriyor,
bize yol gésterir gibi gézikiyor ve son defasinda eseri sonlandirma-

ya yariyor.

Melodi acisindan yapi neredeyse tamamen bir diyalog gibi: etki ve
tepki. Yayl sazlar bastan sona herseyi sirtlayip gétiriyor. Bu kisimlar
ne monoton ne de rutin bir hél aliyor; tersine bir zanaat gibi usta-

ca isleniyorlar. Her bslim (phrase) kiicik degisikliklere ugrayarak
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expensive things only to leave them lying haphazardly around his
living room.

Duration is another key point. A long introduction, quite long for

a popular song as we would conceive of it. It is as if our character
needed a long red carpet before entering the main room. In a way it
reminded me of a Baroque choral work in which the strings play for
several minutes before giving way to the sung text, which enters with
great determination. It bears mentioning that our character adds
some spoken phrases (I imagine him to be explaining something)
while he “walks across the carpet.” In the West, and in countries that
were mixed with the West, the popular music format hovers more or
less around three minutes. If it is an experimental song, it might dare
to be seven minutes long, thereby losing any hope of radio broad-
cast. 29 minutes? Just the introduction takes up almost the whole
three minutes that one of our songs would last! We are familiar with
very well known albums that were made without pauses between one
song and the next, the Beatles’” White Album, or The Wall by Pink
Floyd, for example. Even long pieces in classical music are divided
into movements, with pauses and breathing room between one and
the next. A single piece of music that lasts that long2 We don’t have
a way to process anything like it, and one would be inclined to think
of music of such duration as being associated with some sort of ritual.
At first | thought that it was a series of songs put together (and so we
could indeed describe what we heard), except for one small detail:
the melody presented in the opening (what we would call a song’s
refrain, the phrase that gets repeated and which will probably stay in
our heads once we’ve finish listening to it), comes back sporadically,
in a very pointed way, anchoring us to a single stroke, small frag-
ments united through short cuts that ultimately shape a single line.
This phrase, which has all the characteristics of a main theme (it is
simple, apprehensible, and memorable) appears three times, the last
of which in order to conclude and, at least on a formal and affective
level, it would seem that it is showing us the way.

In terms of melody, the structure is almost entirely like a dialogue: call
and response. The strings carry everything, from beginning to end.
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vokale verdigi cevaplari netlestiriyor ve hic 6nceden tahmin edilebilir
héle dismiyor. Klasik Bat orkestrasyonunda bitiin enstrimanlarin
kullaniminda tasarruflu olunmasi gerektigi séylenir, bunun tek istisnasi
yayl sazlardir; bunlar kulaklarimizi yormadan bastan sona kul-
lanilabilirler. Burada da ayni tavsiyeye uyulmus gibi gézikiyor.

Eserin kompozisyonundan icra edilmesine kadar olan tim siireci
kapsayan prodiksiyon asamasinin olduk¢a ezoterik olmasi dikkate
deger. Kayda kahlan mizisyenler usta miizisyenler olmal fakat
vygulama daha 8nce de bahsedilen (neredeyse gereksiz heyecanla
yapilmis) yizeysellikler ile biyik bir 6zenle alinmis mizikal karar-
lar arasindaki zithk/y1gilma durumunu pekistiriyor. Enstrimanlara
dénelim: elektrogitar (Neden olmasin2). Bana 8yle geliyor ki sonun-
da bu durum, sadelikle satafat arasinda garip bir kombinasyon
olusturuyor.

Genellikle Cinliler, bizim aksimize, konusurken R ve L harflerini

ayird etmekte zorlanirlar. Vokalisitsel egitimimiz sirasinda 6grendik-
lerimizden biri de bu ayrimi yapmakhr. Benzer bir 6rnek vermek
gerekirse, besten fazla iinli harf olan dillerde gelisme bu seslerin
ayird edilmesi ve cikarilmasinin taliminden olusur. Eger gerekli adim-
lari atmamis isek, sonradan bu farklarin farkina varmak ve ortaya
ctkarmak neredeyse imkansiz olacakhr. Bunun, bir yandan korumaya
yénelik, diger yandan bir ayirici 8zellik olarak kimlik tretimi siirecinin
bir parcasi oldugunu tahmin ediyorum. Her sekilde burada notalarin
bazi tekrar eden melodik kaliplara ayrilmasiyla benzer bir sey orta-
ya cikiyor. Bunlar bize basit bir vibrato, bir notanin etrafinda tesadiifi
bir calkalanma gibi gériinebilirler fakat burada belirleyici nokta, bu
“notanin etrafinda” olanlarin 6zenli bir kontrol altinda olmasidir.

Bir notanin ya da yarim ses araliginin (notalarin alisik oldugumuz
bélinmesi: Do/do diyez, re/re diyez vb.) acimlanmasi cok daha
kiicik bslinmelerle olur. Bu on kiicik adimin yerine iki biyik adimin
konmasi gibidir ve bu melodik “araliklarin” iizerindeki kontrol dikkat
cekicidir. Béyle ayrimlari yapmaya uygun kiiltirel bir talimi olmayan
Meksikali bir kulakla dinleyerek yazmanin getirdigi saygi dolu bir
mesafeden bakildiginda uygulama kusursuz géziskiyor. Bu durumun
bize duygusal anlamda baska alanlara gecis imkani sagladigini
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These lines are far from being monotonous or repetitive; rather, what
happens here is craft-like, in the sense that each phrase changes a
little and gets modified, delineating responses to the vocal line without
ever falling into anything predictable. In classical Western orchestra-
tion, it is said that you have to ration out the instruments, except for
the strings, which can appear from beginning to end without fear of
tiring our ears. Here, they would seem to follow the same guidelines.

The production of the piece, which we take to mean the entire pro-
cess between a composition and its realization, is notable, thoroughly
esoteric. Each musician who has been invited to join in the recording
would seem to be the best, but the execution reinforces the aforemen-
tioned condition of contradiction/juxtaposition between superficiali-
ties (of an almost gratuitous immediacy) and musical decisions made
with the utmost possible care. Let’s return to the instrumentation: an
electric guitar (why not2). It seems to me that this kind of situation
ends up creating a strange combination between straightforwardness
and pomp that surrounds this music.

In principle, Chinese speakers have a hard time distinguishing be-
tween the letters R and L, while we do not. Part of what we learn
during our vocal-auditory training has to do with making that distinc-
tion. Likewise, in languages where, to give one example, there are
more than five vowels, development will consist in differentiating and
training in the production of those sounds. Later on, if we haven't
taken the proper steps, we will be nearly incapable of producing and
recognizing these differences. | imagine that it’s part of a process of
generating identity, on the one hand in a protective way, and on the
other in a distinctive way. In any event, here something similar hap-
pens with the division of the tones in certain recurring melodic phras-
es. To us they might seem like a simple vibrato, a random fluctuation
around a note; the point here is rather that there is a precise control
of that “around a note.” The dissection of a tone and a semitone
(the division of notes that we habitually recognize: C/C-sharp, D/D-
sharp- and so on) is produced in much smaller subdivisions. It is as
if we were to put ten small steps in place of two larger ones, and the
control over these melodic “intervals” is remarkable. Writing from

167



disiniyorum. Séyle séyleyelim: Teknik kismin bizi endiselendirmedigi
andan itibaren birseyleri aktarma cabasinin baslayabilecegine ina-
niyorum.

Tempodaki ic degisimlere dair ritim konusu, 6zellikle ginimiiz
popiiler miziginde sarki boyunca degismeyen bir zaman isareti ve
hiz kullandigimizi disiiniirsek, oldukca karmasik. Bu karmasikhgin
gosteris ya da keyfi olduguna inanmiyorum. Daha cok dogal bir
sekilde ortaya ciktigini ve bir gelenegi takip ettigini hissediyorum. Bu
degisimler mizigi hareketlendiriyor ve dinleyiciye sadece basit, akil-
da kalan bir sarki degil, bir dizi dans deneyimi yasatyor.
Eszamanllik [simultaneity] sorusuna geri dénecek olursak, bana
dyle geliyor ki duygusal diizlem istisna degil. Bu muazzam derin-
lige sahip bir mizik. Hem kiicik hem de biyik anlari ihtiva ediyor.
Vokaller hem siislemelerle dolu hem de narin. Bazi anlarda diinya
basina yikiliyormus gibi, yine baska anlarda asiri bir ciddiyet gésteri-
yor. Bu, insani dansederken iiziintiye diisirecek tirden bir miizik.
Sanirnm duyduklarimiz hem iretim hem de aktarma asamasinda bu
tip zithklarla dolu ve belki kiymeti tam da bundan, hem olmasi hem
de olmamasindan, ya da en azindan bizi sirekli, kelimenin en olumlu
anlamiyla, uyanik tutarak ince ve narin bir cizginin iizerinde ilerlem-
esinden kaynaklaniyor; ve bunlarin sentezi olabildigine dokunakli bir
hal aliyor.

Dipnot

! Castafios burada bir bestecinin miizigine yeni 6geler eklerken
verdigi kararlara ahf yapiyor; bunlarin yenilik ugruna yeni bir sey
Uretme amacina yénelik olmamasi, bu 6gelerin siirecin parcasi olarak
bir mecburiyete karsilik gelmesi gerektigini 6ne siriyor. Yani 6zgiin-
lik anlayisi mecburiyet/zorunluluk kavramlarina daha yakin duruyor.
Ozgiinlik kavraminin gec modernitedeki kriz ve elestirel revizyonu
icin bkz. Julia Straub (Ed), Paradoxes of Authenticity. Studies on a
Critical Concept, Bielefeld: Transcript, 2012.
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the respectful distance to be taken by a Mexican way of listening,
one that really has no cultural training in making these distinctions,
the execution seems impeccable, and | think that this is what allows
us to move to other territories at an emotional level. Let’s say that
once the technical part is no longer a concern, | believe that the part
that has to do with attempting to transmit something can begin.

The rhythmic question of internal changes in tempo is thoroughly
complex if we consider that in our current popular music we adopt

a time signature and a speed that then go unchanged for the dura-
tion of the song. | do not believe that this is pretentiously complex,
nor gratuitous. Rather it gives me the impression that it comes both
naturally and out of a tradition. These changes make the music fluctu-
ate so that the listener passes through a series of dances more than
through a simple, memorable song.

Coming back to the question of simultaneity, it seems to me that the
affective plane is not the exception. This is music of great depth. It
includes both small and large moments. The vocals are both full of
ornamentation and delicate at the same time. At times it would seem
that the world is caving in on top of him, and at others he displays
an extreme sobriety. It is music that could invite one, for example,

to sadden while dancing. It gives me the impression that what we
hear is perhaps full of these kinds of contradictions in production and
in what it transmits; perhaps that is where its great value resides, in
that it is and is not, or at least in that it moves along a delicate line on
which it could be but it continually keeps us alert (in the best sense of
the word) and the synthesis then becomes ever so moving.

Endnote

! Castaiios is refering to the decisions that a composer makes when
introducing novel elements in his music, he postulates these should
not be directed to the search of producing something new for its own
sake but that they should respond to a necessity intrinsic to the pro-
cess. So his notion of authenticity is closer to that of necessity/ urgen-
cy. To look into the crisis and critical revision of the notion of authen-
ticity in late modernity: Julia Straub (Ed), Paradoxes of Authenticity.
Studies on a Critical Concept, Bielefeld: Transcript, 2012.







SES VE YAPISOKUM
MLADEN DOLAR

Derrida’nin ilk olarak 1968 yilinda Tel Quel’de, sonra degistirilmis
bir versiyonu Dissemination kitabinda yayimlanan meshur makalesi
“Platon’un Eczanesi”, yapisékimiin dogum yerlerinden biri olarak
mizik ve yapisékim sorununu dissinmeye baslamak icin belki de en
uygun yerdir. Plato’nun Phaedrus’unun yakin okumasi olan ve ayni
zamanda Plato’dan bircok konuyu yeniden ele alan bu makale, Der-
rida’nin (aralarinda Gramatoloji’nin de bulundugu) ¢ kitap yayim-
ladigi ve aniden en &nemli entellektiel yildizlardan biri héline geldigi
1967 yilindaki cikisindan bir yil sonra yazilmistir. Bir ciir acilmis ve
esrarengiz deconstruction adi allinda yeni bir felsefi hareket baslamis
gibi gézitkilyordu; neredeyse kirk yil sonra geriye déniip baktigimiz-
da bunun gecici bir moda ya da yanilsama olmadigini gérebiliyoruz.
Ortaya cikan ding entellektiel hareket fikir dinyamizi iyi ya da

kétu, kesin bir sekilde degistirmis, sonuc ve etkileri felsefe ile sinirli
kalmayip hizlica miizik dahil bircok alana yayilmistir ve bu kadar yil
sonra dost ya da diisman hic kimse bu hareketin 6nem ve sonuclarini
gérmezden gelemez.

Plato’yu konu alan makale, bu hareketin baslamasinda kritik neme
sahiptir. 1967’de yayimlanan bu iic kitap genis bir konu yelpazesi
sunarak Husserl ve Rousseau iizerine detayli analizlerden birbirinden
ayrik Saussure, Artaud, Lévinas, Descartes, Bataille, Lévi-Strauss,
Freud vb. ile ilgili konulara kadar, kabaca ‘metafizik gelenek’ olarak
adlandirilan seye yeni bir bakis acisi getirmekteydi. Buna ragmen,
sadece Plato iizerine olan makale metafizik temasini dogrudan ele
aliyordu; pesinden gelenlerle baslangic noktasi iliskilendiriliyor ve
yeni teorinin giic ve gecerliligi, o herseyi baslatan en paradigmatik
metafizik disiinir Gzerinde deneniyordu. Yapisékimiin dogum yeri
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DECONSTRUCTING VOICE
Mladen Dolar

The best place to start considering the problem of ,music and decon-
struction’ is perhaps one of the birthplaces of deconstruction, Derri-
da’s famous essay ,Plato’s Pharmacy”, first published in Tel Quel in
1968 and then reprinted in a modified version in his “Dissemination”
in1972. The essay, a close reading of Plato’s “Phaedrus”, but also
taking up larger issues of the Platonic enterprise as such, appeared

a year after Derrida’s grand coup, when in 1967 he published three
books (among them the canonic “Of Grammatology”) and became
overnight one of the greatest intellectual stars. It seemed that a new
era was inaugurated, a new philosophical movement was launched,
bearing the somewhat mysterious name of deconstruction, and look-
ing back, after almost four decades, one can see that this was no
mirage, not some vogue of the moment: what ensued was a vigou-
rous intellectual movement which irreversibly changed our intellectual
landscape, for better worse, its consequences and effects, far from
being confined to philosophy, quickly spread to a vast number of ar-
eas, including music, and so many years later no one, whether friend
or foe, can ignore its import and its results.

The essay on Plato presented a crucial step in initiating this move-
ment. The three books of 1967 offered a vast array of subjects and
themes, ranging from the extensive analyses of Husserland Rousseau
to disparate topics of Saussure, Artaud, Lévinas, Descartes, Bataille,
Lévi-Strauss, Freud etc., introducing a new view of what is rather
massively called ,the metaphysical tradition’.Yet, it was only with the
essay on Plato that the theme of metaphysics was taken head on, its
later off-springs were related to its origin, the force and validity of the
new theory were to be tested on the most paradigmatic metaphysical
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ile metafizigin dogum yeri értismek zorundaydi. Gramatoloji’nin
‘Rousseau dénemi’ bu noktada ‘Plato’dan Rousseau’ya’ olarak
genisletilmekteydi; metafizigin bu yeni okumasi ancak iki ucu da
kapsayabildigi élcide giicli hale gelebilecekti ve bu dénemin basini
ve sonunu belirleyen bu iki disinirin de mizik ve sesle yogun ve
ayricalikli iliskileri vardi, yani bu kurucu hareket dahi ‘mizik ve
yapisékiim’ sorununu icinde barindiryordu.

Bu baglant ne ikincil &nem tasiyordu ne de bir tesadiifti ciinki Derri-
da’nin yeni teorisinin en carpici ve en sasirtici gesi bu olaganisti ve
kafa karishran iddiasiydi: metafizik ile fonomerkezcilik értisiyordu
ve fonomerkezli olmasi metafizik dogasinda vardi. Fonomerkezliydi,
insan sesine odakliyd, sese éncelik veriyordu ve bunun sonucun-

da yaziy1 gézden disirip, onu ikincil bir ek statiisine sokuyordu.
Herseyden énce belli bir dil anlayisindan ortaya cikan bu tavir en
asikar varsayima dayanir gézikir: Ses konusmanin esas unsurudur,
onun dogal cisimlenisidir ve onunla ayni téze sahiptir, yazi ise onun
tiretilmis, yardimei ve asalak ilavesidir; ayni anda hem ikincil hem de
tehlikelidir -cinki 8l harf, tiretilmis oldugu hélde, ruhu dldirmekle
ve yasayan sesi de sindirmekle tehdit eder.

Metafizik gelenegin tamami sesin harfe nazaran éncelikli konumunu
‘kendiliginden’ ve tutarli bir sekilde benimsemistir cinki sesin asikar
bir avantajini gérmistir: Ses, yazinin dissal ve kaypakhigina zit
olarak, daima yasayan mevcudiyete tutunma imkéni sunuyor, kendine
déniik duygulanim ve 6z-seffaflik icin ayricalikli bir nokta sagliyordu.
Ses bir yanilsama &neriyordu: simdinin saf héline; disarinin kirlet-
medigi bir kékene; zaten dogalar geregi tasiyici olan ve hep bir
yoklugu gésteren isaretlerin ele gelmez etkilesimlerine karsi saglam
bir kayaya dolaysiz erisim saglanabilirdi. Yazi ve iz mevcudu budo-
makla tehdit ettikleri icin cabucak ortadan kaldirimalidirlar ve bu
nedenle fonomerkezcilik, diger bir Derrida terimiyle, mevcudiyetin
metafizigidir. Oli harf yasayan sesi bozar; ilave, ikincil konumu

ele gecirir ve sinsice basrole dogru yol alabilir. Yazi telekomiini-
kasyondur; olmayan muhataplara seslenir ve yazarinin yoklugunda
yayilir; ses ise mevcudiyetle, hem karsi tarafin mevcudiyeti hem de
konusmacinin kendi mevcudiyetiyle, értisir. Fakat yegdne bir arac
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author who inaugurated it all. The birthplace of deconstruction had
to overlap with the birthplace of metaphysics. What was called, in
“Grammatology”, ,the era of Rousseau’ now became extended into
,[from Plato to Rousseau’, the new reading of metaphysics could only
become compelling if it could encompass both ends,and one can
already recall that both authors delimiting the era had an intense and
privileged relation to music, to the voice - hence the problem of ,mu-
sic and deconstruction’ was already encapsulated in this initial move.

This relation was no side-show and no coincidence, for the most
striking and the most surprising feature of Derrida’s new theory con-
sisted in the extraordinary and rather baffling claim that metaphysics
coincided with phonocentrism, that being phonocentric defined the
core of its metaphysical nature. Phonocentric, centered on the voice,
privileging the voice, and consequently demoting the writing, rele-
gating it to a status of a secondary addition. This attitude,stemming
first of all from a certain understanding of language, appears to be
based on the most self-evident assumption: that the voice is the basic
element of speech, its natural embodimentand consubstantial with it,
whereas writing presents its derivative, auxiliary and parasitic supple-
ment,being at the same time both secondary and dangerous - for the
dead letter, derivative as it is, threatens to kill the spirit and to mortify
the living voice.

If the entire metaphysical tradition ,spontaneously’ and consistently
espoused the priority of the voice over the letter, the reason for this
was that it has seen an evident advantage of the voice: the voice
always presented the hold in the living presence, the privileged point
of autoaffection and of self-transparency, as opposed to the external-
ity and elusiveness of writing. The voice offered the illusion that one
could get immediate access to an unalloyed present, an origin not
tarnished by the exterior, a firm rock against the elusive interplay of
signs which are anyway surrogates by their very nature and always
point to an absence. Phonocentrism is ,the metaphysics of presence’
- another Derridean term - since the writing and the trace threaten-

to truncate the presence and hence have to be conjured away. The
dead letter disrupts the living voice, the supplement usurps its subsidi-
ary place and can lure its way to the lead role.Writing is tele-commu-
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olarak yazinin sadece dublérligini yaphg sesin canli mevcudiyetini
etkilemek gibi kéti bir huyu vardir; basit bir ilave eklendigi kékeni
tehlikeye sokmaktadir. Sonucta sadece pozitif ve empirik sekliyle
yazi degildir tehlikede olan, daha temel olarak iz tehlikededir; bu iz
‘her zaman, coktan’ kékenin safligina sinsice girmis ve onu yerinden
etmis, &tekiligin izidir. ikincil olan birincilin ayagini kaydirmaktadir ve
metafizigin ne pahasina olursa olsun kagcinmaya ya da reddetmeye
calishg budur. Bu oldukca kapsaml gérise gére, sayet metafizik
farklarin yikici oyununa karsi nihai bir Anlama tutunmak ve ilavelige
karsi kékenin safligini korumak dirtisiiyle hareket ediyorsa, bunu sa-
dece sesin kékensel 6z-mevcudiyet kaynagi olma imtiyazina tutunarak
yapabilir. Tim metafizik ayrimlarin modeli olan icerinin ve disarinin
arasindaki hat burada ortaya cikar:

Ses, varligin en yakininda gésterenin (signifier) mutlak silinisi olarak duyulur
(anlasilir) - bu siiphesiz biling' denen seydir: saf kendine dénitk duygulanim;
ister istemez zaman bicimini alir ve kendisinin disanisindan hicbir sey, hicbir
gésteren eklenti, spontanhigina yabanci hicbir ifade t6zi 6diing almaz.
Gésterilenin (signified) kendini spontane ve kendi icinden irettigi tekil bir
deneyimdir. [...] (Derrida 1976: 20; 1967: 33)

Dolayisiyla bu ilizyon -ki ilizyonun alasidir- icsellik, biling, benlik ve
6zerkligi kurucu roldedir. “Anlamak” kadar “duymak” anlamina da
gelen Fransizca entendre kelimesinin cifte anlami, sesi duymak ile
kavramsalligin kékeni ve s6zli olanla idea olan arasindaki dogrudan
baga isaret eder. Dolayisiyla, s’entendre parler -kendi konusmasini
duymak- bilincin asgari tanimi olur ve ses béylece -evvela varlik,
zaman, dznellik, icsellik olmak izere- tam takim metafizik kavramlari-
na mahrem bir sekilde ve 6zi itibariyla bagh olacaktr.

Derrida’nin ilk argiimaninin 6zii kisaca budur. insan bu argiiman

icin metafizigin safaginda Platon’un Phaedrus’ta yaziy: ele alisindan
daha iyi bir 6rnek bulabilir mi2 Burada tek bir satir bile yazmamis
Sokrates’in agzindan yazinin kékeni mitini bulmak mimkiindir. Bu
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nication, it addresses absent addressees and circulates in the absence
of its author, whereas the voice is coextensive with presence, both the
presence of interlocutors and the self-presence of the speaker. But the
writing as a mere tool has the nasty tendency to affect the live pres-
ence of the voice for which it is but a stand-in, the mere supplement
endangers the origin that it supplements. Ultimately, it is not just the
writing in its positive and empirical appearance that is at stake, but
more fundamentally the trace, the trace of alterity which has ,always
already’ sneaked into the purity of the origin and dislocated it. The
secondary undermines the primary, and this is what metaphysics

tries to avoid, or to disavow, at all costs.If metaphysics, in this rather
massive view, is carried by the propensity to repudiate the part of
alterity, the trace of the other, in order to hold on to some ultimate
Meaning against the disruptive play of differences, to maintain the
purity of the origin against supplementarity, then it can only do so

by clinging to the privilege of the voice as a source of an originary
self-presence.The divide between the interior and the exterior, the
model of all other metaphysical divides, derives from there:

The voice is heard (understood) - that undoubtedly is what is called con-
sciousness’ - closest to the self as the absolute effacement of the signifier:
pure auto-affection that necessarily has the form of time which doesn’t bor-
row from outside of itself, in the world or in ,reality’,any accessory signifier,
any substance of expression foreign to its own spontaneity. It is the unique

experience of the signified producing itself spontaneously from within the self

[...] (Derrida 1976: 20; 1967: 33)

This illusion - the illusion par excellence - is thus constitutive of inte-
riority, of consciousness, of the self and of autonomy. The double
sense of the French entendre, which means ,to hear’ as well as ,to
understand’, points to the direct link between hearing the voice and
the origin of conceptuality, between vocality and ideality. S’entendre
parler- to hear oneself speak -would thus be the minimal definition of
consciousness, and the voice would thus be intimately and intrinsical-
ly linked to the whole panoply of metaphysical concepts - being, time,
subjectivity,interiority to start with.

This is the gist of Derrida’s initial argument in a very compressed




mit Platon’un ellerinde yazinin yargilanmasina dénisir. Hikayeye
goére yazi bir pharmakon, bir care, “hafiza ve bilgelik icin bir iksir”
(Phaedrus 274e) olarak Misir tanrisi Thoth tarafindan kral Thamus’a
sunulmustur. Fakat kral bu baslangic sahnesinde hediyeyi geri cevirir.

[Yazi], onu 8grenenlerin ruhuna unutkanlik sokacakhr: tamamen kendi
kendilerine, icten hatrlamaya calismak yerine, dissal ve baskalarina ait
isaretlere muhtac olan yaziya giivenerek hafizalarini kullanmayacaklardir.
Sen hahrlamak icin bir iksir bulmadin, hahrlahc bir iksir buldun: égrencile-
rine bilgeligin gercekligini degil, gérintisini sunuyorsun. (275a)

Zaten burada hersey biraraya gelmis: yazinin dissalligi, gercek
hafizaya ve ruhun yasayan hafizasina olan zithgi, gérinim ve sahte
bilgiyi takdimi, safsatayla baglanhsi, hakikatle uygunsuzlugu, me-
kanik tekerriirt, hakiki icsel doganin tersi yapayligi. Bu aleme girdigi
anda insanin etrafi simulakra, kopyalar, benzerlikler, ciftlerle cevrilir;
dogay1 dogal olmaktan cikaran bir protezdir; hafizaya yardima ol-
mayan animsatici (mnemotechnical) bir tekniktir, onu parcalara ayirir,
sadece bir arachr ama kékenin safigi acisindan korkung sonuclari
vardir. Yani iksir, iksir degil zehirdir ve pharmakon’un semantigi bu
ikisinin arasindaki salinimdir. Yazinin 6zi yoktur, safi yapaylik ve
dissalliktan ibarettir fakat esyanin hakiki diizenini bozmak ve dogal
hiyerarsiyi tersyiiz etmek gibi vahsi bir 6zelligi vardir. Pharmakon
anti-eidostur. Yine de idea ve eidos iizerine hakiki bilgi kritik bir
sekilde ideal tekrarlanabilirliklerine dayanir; ancak tekrarlanabilir
olduklari él¢iide iletilebilirler ve iki tipik Platon yéntemi olan anamne-
sis ve maieutik temelde buna dayanir: sahtesi degil hakiki hatirlama.
Gercekten de yazinin kétisiyle ile iyisinin karsi cephelere konmasi
gerekir:

178

form. What better showcase for this argument could one wish for
than Plato’s own treatment of writing in “Phaedrus”,at the dawn of
metaphysics? One can find there, put into the mouth of Socrates - of
the man who never wrote a single line - the myth of the origin of writ-
ing, which in Plato’s hands turns into a trial against writing. Writing,
so the story goes, was presented by the Egyptian divinity Theuth to
the king Thamus, as a pharmakon - a remedy, ,a potion for memory
and for wisdom”(Phaedrus 274e). But the king, in this inaugurational
scene, turns down this gift:

[Writing] will introduce forgetfulness into the soul of those who learn it: they
will not practice using their memory because they will put their trust in writ-
ing, which is external and depends on signs that belong to others, instead of
trying to remember from the inside, completely on their own. You have not
discovered a potion for remembering, but for reminding;you provide your
students with the appearance of wisdom, not with its reality. (275a)

Everything is already there: the externality of writing, its opposition
to the real memory, the living memory of the soul, its introduction of

appearance and of false knowledge, its connection with sophistry,

its incompatibility with truth, its mechanical repetition, its artificiality
opposed to the true internal nature. The moment one enters its realm
one is surrounded by simulacra, copies, semblances, doubles, it is

a prosthesis which denatures the nature, a mnemotechnical device
which doesn’t help memory, but dismembers it, a mere gadget, but
which has dire consequences for the purity of origin. So the remedy
turns out to be the poison,and the semantics of pharmakon is the
oscillation between the two. Writing has no essence, it is a mere
externality and artificiality, but which has the vicious property of per-
turbing the true order of things and reversing the natural hierarchy.
Pharmakon is anti-eidos.Yet, the true knowledge of ideas, of eidos,
has to rely, crucially, on the possibility of their ideal iterativity, the
possibility of their repetition as the same, they can only be transmit-
ted as repeatable, and this is the basis of both anamnesis and maieu-
tics, the two quintessential Platonic operations: the true remembrance
as opposed to its fake. Indeed, the bad writing has to be opposed to
the good one:




Simdi séyleyin bana, bu diskursun mesru kardesi, baska tirli bir diskurs
ayirt edebilir miyiz2 Nasil ortaya cikh@ini ve dogasi geredi nasil daha iyi ve
daha muktedir oldugunu anlayabilir miyiz? / Hangisi 02 Nasil ortaya cik-
hgini dissiniyorsunuz? / Dinleyicinin ruhunda bilgi ile yaziya dékilmis bir
diskurs; kendi kendini savunabilir ve kimin icin konusup, kime sessiz kalmasi

gerektigini bilir. (276a)

Evet, kéti yazi vardir, ideal@i bozar, icselligi lekeler fakat bir de iyi yazi
vardir idealigin ve icselligin muhtac oldugu - ruha yazilan yazi, eidosun
dayandigi ve onu mismkiin kilan yazi. Son tahlilde Platon’un problemi iyi ve
kéti yazi arasinda nasil ayrim yapilacagi ve kétinin olumsuz etkileri olmadan
iyi kismin nasil muhafaza edilecegi olacakhr. Derrida’ya gére bu imkénsiz bir
cabadir: birini tutup birinden kurtulmak olmaz, aynidirlar, ayni pharmakon
kendini kah iksir kah zehir olarak gésterir ama aslinda tutarlligr yoktur, birini

digerine ceviren tam da budur. Metdfizik giilini seven dikenine katlanir.

Hadi simdilik Derrida’ya burada hak verelim. Bu noktada dahi akla
cesitli itirazlar gelebilir, dogrudur, ama benim tartismak istedigim bu
degil. Benim ilgimi ceken bu isin tam diger ucu: bu hikayede miizik
ve sesin yeri, roli ve degeri. Ciinkii Derrida’nin aciklamalarina gére
pharmakon roliini sadece yaziya ve teklikeli yanindan kurtulmanin
imkdénsizhgina aittir - fakat bunu yapmanin en iyi yolu, metafizik
inkérin en iyi ydntemi fonomerkezciliktir. Yazi tehlikedir, ses savunma:
metafizigin algisi bu sekildedir ve onu fonomerkezci yapan, kurucu
ilizyonun eline dissiren budur.

Fakat Platon tarafinda olup bitenler hic de béyle degildir. Orada an-
lahlacak baska bir hikaye vardir ve bu hem Platon hem de metafizik
gelenek ile ilgilidir. Sesin baska bir metafizik tarihi vardir, ki burada
sesin kendisi, varligin koruyucusu olmak bir yana, tehlikeli, tehdit-

kér ve bir ihtimal mahvedici bir sey olarak gérilir. Sesin metafizik
givenoyunda ret aldi§ bir gecmisi vardir. Sadece yazi degil, ses de
metafizik tutarlilia yénelik mithis bir tehdit olarak gézikebilir; varlik
ve algiyr bozucu bulunabilir. Bu logos’u ayakta tutan sesin degil, ses
ve logos dikotomisinin hikayesidir. Bunu arayan birinin bakmasi ge-
reken 6zel yer tam da mizigin ele alindig felsefi tezlerdir. En vurucu
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Now tell me, can we discern another kind of discourse, a legitimate brother
of this one? Can we say how it comes about, and how it is by nature better
and more capable? / Which one is that? How do you think it comes about?
/ It is a discourse that is written down, with knowledge, in the soul of the
listener; it can defend itself, and it knows for whom it should speak and for
whom it should remain silent. (276a)

So there is the bad writing, which spoils the ideality and taints the interior,
but there is a good writing on which the ideality and the interior depend -
the writing in the soul, the writing on which eidos depends and which makes
it possible at all. So Plato’s problem would ultimately be how to distinguish
between the good and the bad writing, and how to retain the good part
without the pernicious effects of the bad part. Impossible endeavour,in
Derrida’s view: one cannot keep the one and get rid of the other, they are
the same, the same pharmakon which shows itself alternately as the remedy
and the poison, but in itself it has no consistence, it is precisely what makes
the one turn over into the other. One cannot eat the metaphysical cake and

have it.

Let us say that we provisionally grant this point to Derrida. Various
objections could be raised also on this level, it is true, but this is not
what | wish to argue about. My concern is the opposite end: the
place, the role and the value of the voice and music in this story.

For it follows from Derrida’s account that the role of pharmakon is
reserved to writing, the impossibility of getting rid of its pernicious
side - but the best way of doing this, the best method of metaphysical
disavowal, is phonocentrism. Writing is the danger, and voice is the
defence: this is how metaphysics perceives things, and this is what
makes it phonocentric, prey to the constitutive illusion.

But this is not how things happen at all in Plato. There is another story
to be told, both concerning Plato and the metaphysical tradition.
There exists a different metaphysical history of voice, where the voice
itself, far from being the safeguard of presence, was considered as
something dangerous, threatening and possibly ruinous. There is a his-
tory of the voice receiving a metaphysical vote of no confidence. Not
just writing, but also the voice can appear as a formidable menace to
metaphysical consistency and can be seen as disruptive of presence
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sekli ses ile ilgili ortaya cikmaktadir.
Platon’un Devlet‘inden su paragrafi ele alalim:

Yeni bir mizik tirine gecis hayatimizin her alanina yénelik bir tehlike olarak
gorilip dikkatli olunmasi gereken bir seydir. Ciinkii mizik tirleri hicbir
zaman en temel politik ve sosyal kurallar karishrmadan degismezler [...].

O yiizden, dedim ki, tam da burada muhafizlarimiz gézetleme kulelerini,
bekgi klibelerini kurmalidirlar. / Siphesiz, dedi, iste bu farkedilmeden yavas
yavas alisilan cinsten bir hukuksuzluktur. / Evet, dedim, ciinki sézde bir cesit
oyundur sadece ve zarari olmaz. / Olmaz da aslinda, dedi, fakat yavasca
sizarak insanlarin karakter ve ugrasilarini kaplar, buradan bisyiyerek ticari
islerine saldirmaya baslar ve buradan vahsi bir rahatlikla kanunlara, Anaya-
saya kadar devam eder, Sokrates, ta ki sonunda &zel ve kamusal herseyi
alasag edene kadar. (Devlet IV, 424c-e)

Miizigin gilip gecilecek bir sey olmadigi asikérdir. Hafife alin-
mamali, tersine azami felsefi ihtimamla ve biiyiik bir ihtiyatla yaklasil-
malidir. Oyle temel bir dokudur ki her serbesti ister istemez genel

bir c8kise yol acar; sosyal dokunun, yasa ve ddetlerinin altini oyar,
bizzat ontolojik diizeni tehdit eder. Zira miizige ontolojik bir statii ve-
rilmesi gerekir: ‘doga’ ile ‘kiltir’ ve dogal yasa ile insan-yapimi yasa
arasindaki uyumun anahtari ondadir.2 Bu alana yapilacak midahale
herseyin sorgulanir héle gelmesine yol acar ve temeller baltalanr.
Cokiis, mizikal cskisle baslar: Onceleri, kékenin muazzam devrinde
mizik yasayla diizenleniyordu ve onunla birdi fakat zamanla isler
kontrolden ¢ikh:

Sonralari zamanla, dogal yetenekli olduklari hdlde miizlerin &leminde neyin
dogru ve mesru oldugundan habersiz sairler suretinde mizikal olmayan bir
serbesti gelip yerlesti. Zevk pesinde delice ve kutsal olmayan bir ihtirasin
etkisi altinda [...] evrensel bir form karmasasi yarathlar. Bu ahmakliklari,

miizikte dogru ve yanlis diye bir sey olmadidi, asil kistasin ister yiice ister

182

and sense. This is not the story of the voice sustaining the logos, but
rather the story of the dichotomy of voice and logos. The particular
place where one can look for that is precisely in the philosophical
treatments of music. This is displayed at the most poignant in relation
to the voice. Let us consider this passage from Plato’s Republic:

A change to a new type of music is something to beware of as a hazard

of all our fortunes. For the modes of music are never disturbed without
unsettling of the most fundamental political and social conventions [...]. It

is here, then, | said, that our guardians must build their guardhouse and
post of watch. / It is certain, he said, that this is the kind of lawlessness that
easily insinuates itself unobserved. / Yes, said |, because it is supposed to be
only a form of play and to work no harm. / Nor does it work any, he said,
except that by gradual infiltration it softly overflows upon the characters and
pursuits of men and from these issues forth grown greater to attack their
business dealings, and from these relations it proceeds against the laws and
the constitution with wanton license, Socrates, till finally it overthrows all
things public and private. (Republic IV, 424c-e)

To say the least, music is no laughing matter. It cannot be taken
lightly, but has to be treated with the greatest philosophical concern
and utmost vigilance. It is a texture so fundamental that any license
inevitably produces general decadence, it undermines the social
fabric, its laws and mores, and threatens the very ontological order.
For one must assign an ontological status to music: it holds the key to
a harmony between ,nature’ and ,culture’, the natural and the man-
made law.? Should one interfere with that sphere, everything is put
into question and the foundations are truncated. Decadence starts
with musical decadence: in the beginning, in the great times of origin,
music was regulated by law and was one with it, but soon things got
out of hand:

Afterward, in course of time, an unmusical license set in with the appear-
ance of poets who were men of native genius, but ignorant of what is right
and legitimate in the realm of the Muses. Possessed by a frantic and unhal-
lowed lust for pleasure, they [...] created a universal confusion of forms.

Thus their folly led them unintentionally to slander their profession by the
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bayagi olsun dinleyiciye verilen zevk oldugu varsayimi yoluyla, bilmeden

kendi mesleklerini lekelemelerine yol ach.(Yasalar 111, 700 d-e)

Bir kez kéfirce zevk kistas alindigi anda (“Yaygin olarak muzikte
dogruluk kistasinin zevk verme etkisi oldugu séylenir. Ne var ki bu
katlanilmasi imkénsiz bir diisincedir, hatta dipediz kifirdir.”
Yasalar Il, 655d), biri bir kez mizikte yasaya uymayi reddettigi
andaq, sinsi sonuclarin sonu gelmez - arsizlik, ahlaki ¢ézilme, tim
toplumsal baglarin ¢cékiisi.

Béylece serbestlige giden yolun bir sonraki asamasi yénetenlere boyun
egmeyi reddetmek olacaktir ve bunu otoriteden, ebeveyn ve biiyiiklerin
islahindan uzaklasma takip edecektir; sonra yarisin hedefine yaklasildikca
yasalara uymaktan kacinma ¢abasi, tam hedefe ulasmak Gzereyken de
yeminlere, verilen sézlere ve dinin timine saygisizlik ortaya cikacaktr. Eski
efsanelerimizde anlahlan Titan gésterileri yeniden canlanacak ve insan o

eski bitmeyen acilarin cehennemine dénecektir.(Yasalar I, 701b-c)

Bu kiyamet - uygarligin sonu, mizikal bicimlerdeki zararsiz géziiken
degisimlerin baslathii kaosa déniis - senaryosunun éniine gecmek
icin mizik ile ilgili meselelerin siki bir dizenlemeye tabi tutulmasi ge-
rekir. ilk kural, canavarla savasta asil panzehir sudur: “Miizik ve ritim
s6zU takip etmelidir” (Devlet 1ll, 398d; ve tekrar 400d). Mizik ve
6zellikle ses, ona anlam yiikleyen kelimelerden uzaga sapmamalidir;
ses diskursif demirlerini kopardi§i anda, 6zellikle de tahrik edici, bas
déndiiriici gicleri yiziinden anlamsizlasir ve tehditkar bir hél alir.
Zira tehlikenin temel 6gesi kendini sézcikten ayiran, logos’un éte-
sindeki, yasasiz sestir.

Baska talimatlar da vardir. Ruhu uyusturan ya da gevseklik yaratan
-“agida benzer” mikso-lidyen, yiiksek lidyen (“ciinkii bunlar, erkekleri
birak, akli basinda kadinlar icin bile faydasizdir”, Devlet 398e) ve iy-
onyan gibi modlar yasaklanmalidir. Doryen ve frigyen gibi erkeklere
yakisan, hem savascilara hem de erkekce tevazu ve ilimh§a uygun
modlar muhafaza edilmelidir.? Cinsiyet ayrimi mizigin icine islemis
gozikir (ki bu majér ve mindr tonalitelerin - durus ve mollis - cinsel
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assumption that in music there is no such thing as a right and a wrong, the
right standard of judgment being the pleasure given to the hearer, be he
high or low. (Laws Ill, 700d-e)

Once one blasphemously gives way to pleasure as the standard (,,It
is commonly said that the standard of rightness in music is its plea-
sure-giving effect. That, however, is an intolerable sentiment; in fact,
Mis a piece of flat blasphemy.” (Laws Il, 655d), once one has refused
to comply with the law in music, there is no end to insidious conse-
quences - impudence, moral disintegration, the collapse of all social

bonds.

So the next stage of the journey toward liberty will be refusal to submit to
the magistrates, and on this will follow emancipation from the authority

and correction of parents and elders; then, as the goal of the race is ap-
proached, comes the effort to escape obedience ,to the law, and, when that
goal is all but reached, contempt for oaths, for the plighted word, and all
religion. The spectacle of the Titanic nature of which our old legends speak
is reenacted; man returns to the old condition of a hell of unending misery.

(Laws llI, 701b-c)

In order to prevent this truly apocalyptic vision - the end of civiliza-
tion, a return to chaos initiated by innocuous looking changes in musi-
cal forms - one has to impose a firm regimentation of musical matters.
The first rule, the prime antidote for combating the monster, is this:
~The music and the rhythm must follow the speech” (Republic Ill,
398d; and again 400d). Music, and in particular the voice, shouldn’t
stray away from words which endow it with sense; as soon as it de-
parts from its discursive anchorage, the voice becomes senseless and
threatening, all the more so because of its seductive and intoxicating
powers. For the core of the danger is a voice that sets itself loose
from the word, the voice beyond logos, the lawless voice.

Other prescriptions follow. One must proscribe the modes that mollify
the soul or induce laxity - the , dirgelike” mixed Lydian, the higher
Lydian (,for they are useless even to women who are to make the
best of themselves, let alone to men”, Republic 398e) as well as the
lonian. One must retain those fit for men, both for warriors and for
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cagnsimlarinda oldugu gibi giinimiize dek siiregelmistir).# Dahasi:
mizik, anlamin &tesindeki ses olarak kendiliginden kadinsilik ile es
tutulmus ve diger yandan s6z ve anlam verme ani bu basit paradig-
matik zithkta erkeksilik tarafina konmustur.®

Yine bunlarin bir neticesi olarak, modlar arasinda serbest gecislere
izin veren coksesli calgilar, ‘modilasyonlar’ ve ézellikle “calgilarin
en cok tellisi” (399d) olan flit de yasaklanmalidir. Aslinda bunun
baska, daha basit ve miicbir bir sebebi daha vardir: Flit calarken
agizdan kelimeler cikamaz. Uflemeli calgilar bu korkunc 6zellige
sahiptirler: Kendilerini metinden ayirirlar, sesin yerine gecerler,
kelimelerin &tesinde sesi tecrit ederler. Dionysos’un calgi olarak

fliti tercih etmemesine sasmamak gerekir. Pan’in sazlardan yaphg:
fliti, ve tabii iitin Gorgon ile efsanevi baglantilari da bu baglam-
da disinilebilir. Apollo ise liri secmistir. “Apollo’yu ve Apollo’nun
calgilarini, Marsyas ve onun calgilarina tercih ederek dostum, bir
yenilik cikarmis olmuyoruz.” (399e) (Bu ingilizce ‘hafif tabirin alési’
anlamina gelen the masterpiece of understatement deyisine uygun
bir 8rnektir, ciinkii hikayeye gére tanri Apollo, yarismayi kaybeden
satir Marsyas’in canli canli derisini yizmist; lirin flite stin tutulmasi
olduk¢a kanli bir meseledir).¢ Ve flitin kadinlara yakisir olmasina da
sasmamali:

Bir neri daha getirmek istiyorum: Biraz énce sahneye cikan fliitci kizdan
kurtulalim; ya birakalim kendi kendine calsin ya da tercihi béyleyse evin

kadinlarina calsin. Biz de aksamimizi sohbet ile gecirelim. (Sélen 176e)

Floti calan bir kizdir ve uygun dinleyicileri de kadinlardir (ve dyle
gozikiyor ki flit ile sipheli iffet arasinda cok kisa bir mesafe vardir),
bu esnada erkekler felsefe ile ugrasmaktadirlar.

Flit hakkindaki bu gériisi Aristoteles de destekleyecektir:
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manly modesty and moderation - the Dorian and the Phrygian.® The
sexual division seems to run through music (and this will continue to
our day with the sexual connotations of major and minor tonalities,
durus and mollis).# Even more: music, as the voice beyond sense, is
self-evidently equated with femininity, whereas the word, the instance
of signification, is in this simple paradigmatic opposition on the side
of masculinity.’

In a further consequence, one must also ban the polyharmonic
instruments that permit the free transitions among the modes, the
,modulations’, and in particular the flute, ,the most many-stringed

of instruments” (399d). There is in fact another, simpler and more
compelling reason for that: one cannot utter the words while playing
the flute. The wind instruments have the vicious property: they eman-
cipate themselves from the text, they act as substitutes for the voice,
they isolate the voice beyond words. No wonder that Dionysus has
chosen the flute as his preferred instrument (cf. also Pan’s pipes, not
to mention the mythical connections of the flute with Gorgon, while
Apollo has decided on the lyre. ,We are not innovating, my friend, in
preferring Apollo and the instruments of Apollo to Marsyas and his
instruments.” (399e) (This is an instance which fits the English phrase
,the masterpiece of understatement’, for as the story goes Apollo ac-
tually flayed the satyr Marsyas alive after he lost the musical contest
with the god; the precedence of lyre over flute was a very bloody
affair.)é And no wonder that the flute is fit for women:

| would like to make a further motion: let us dispense with the flute-girl
who just made her entrance; let her play for herself or, if she prefers, for
the women in the house. Let us instead spend our evening in conversation.

(Symposium, 176e)

The flute is played by a girl and her proper audience are women
(and it seems there is but a quick slide which leads from flute to ques-
tionable virtue), while men will engage in philosophy.

This view of the flute will also be endorsed by Aristotle:




[FlGtin] bir sakincasi daha var: flitin sesin kullanimina teskil ettigi fiziki en-
gel, egitici degerini eksiltir. Antik dénemde, &nceleri izin vermis olsalar da,
fliti genclere ve hiir erkeklere yasaklamakta hakliydilar.(Politika VIII, 1341a
23-7) [...] Flit bakiiscii taskinliklar ve tim benzer duygulari geregince ifade
eder. [...] (1324b 5-6)

Ama Platon’a dénelim. Oyle gériiniyor ki her ikisi de mizikte bulun-
maktadir: En iyi care ve esas tehlike, deva ve zehir. Tanidik geldi mi2
Tam da bu noktada, Derrida’nin pharmakon analizinin timi tuhaf
bir sekilde hem sese hem de ayni élciide yaziya uygulanabilir gibi
gézikir. Dahasi ses bedensel ve 6limcil bir cazibeyle, kadinsilik ve
zevkle donatlmis oldugu hélde yazinin hélihazirda hayali bir ceki-
ciligi yoktur ve sipheyle karsilanir. O zaman ses esas pharmakon
degil midir2 Yikici etkileri bir yana hem en iyi deva hem de panzehir
olarak sunulmustur:

Miizik alaninda bir egitim en etkili egitimlerdendir, ciinki digerlerinden cok
daha etkili bir sekilde ritim ve harmoni ruhun en derinlerine kadar isler ve
Uzerinde giicli bir hakimiyet kurar; kisi dogru bir sekilde egitilirse kisiye yiice
bir lGtufturlar, aksi takdirde tam tersi olur. [...] (Devlet Ill, 401d-e)

O hélde can alici soru yararli ve tehlikeli etkilerinin arasinda bir
dengenin nasil saglanacadi ve kurtulusla felaket arasindaki cizginin
nerede cizilecegidir:

Eger bir adam kendini, duygulariyla oynasin ve bir huniden akitir gibi o tatli,
yumusak, agit gibi nagmeleri ruhuna akitsin diye mizige birakir [...] ve tim
zamanini sarkilarin tath étismeleri, iltifatlar ile gecirirse, ortaya cikacak

ilk sonug, eder vardiysa, yiice ruhunun prensibinin bir demir gibi islenip
yumusahlmasi, kullanissiz ve ¢iriik iken kullanish héle gelmesidir. Fakat buna
araliksiz devam eder ve biyiisine kapilirsa, sonuc olarak erimeye ve ruhu
tamamen yokolana kadar sivilasmaya baslar; ruhunun tendonlarini kesip,

kendinden ‘takatsiz bir savasci’ yarahr. (Devlet lll, 411a-b)”
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And there is a further objection [to the flute]: the impediment which the
flute presents to the use of the voice detracts from its educational value. The
ancients therefore were right in forbidding the flute to youths and freemen,
although they had once allowed it. (Politics VIII, 1341a 23-7) [...] Bacchic
frenzy and all similar emotions are most suitably expressed by the flute [...]
(1342b 5-6)

But back to Plato. It seems that both lie in music - the best remedy
and the ultimate danger, the cure and the poison. Sounds familiar?
This is the point where it seems that the whole of Derrida’s analysis
of pharmakon can be curiously applied to the voice just as much as
to writing. Even more so, for the voice is endowed with the sensual
fatal attraction, with femininity and enjoyment, whereas writing lacks
the immediate imaginary appeal and is rather met with suspicion.
Wouldn‘t the voice be thus the ultimate pharmakon? Apart from its
ruinous effects it is also presented as the best cure and antidote:

Education in music is most sovereign, because more than anything else
rhythm and harmony find their way to the inmost soul and take strongest
hold upon it, bringing with them and imparting grace, if one is rightly
trained, and otherwise the contrary [...] (Republic Ill, 40ld-e)

So the crucial question is how to strike a balance between its bene-
ficial and dangerous effects, where to draw a line between redemp-
tion and catastrophe:

Now when a man abandons himself to music, to play upon him and pour
into his soul as it were through the funnel of his ears those sweet, soft, and
dirgelike airs [...] and gives his entire time to the warblings and blandish-
ments of song, the first result is that the principle of high spirit, if he had it, is
softened like iron and is made useful instead of useless and brittle. But when
he continues the practice without remission and is spellbound, the effect
begins to be that he melts and liquefies till he completely dissolves away his
spirit, cuts out as it were the very sinews of his soul and makes of himself a
[feeble warrior’. (Republic lll, 411a-b)”




O hélde zevkin bu tehlikeli tirinde dogru élciiyi bulmayi nasil
umabiliriz? Mizik, bir yere kadar yiicedir ve ruhu yiiceltir ama belli
bir sinir gecildiginde cirimeye, manevi yetilerin tamaminin ¢ékisiine
neden olur, zevkin icinde ¢6zilip giderler. Peki nerede durmali2 Filo-
zof bu kontrolsiiz, sinirsiz zevke bir sinir getirebilir mi2 Olomcil zehri
karishrmadan devay: elde tutabilir mi2

Bu muglaklik ne Platon’a 6zgiidir ne de onun esas kaygisidir.
Metafizigin bu dogum - insanin ‘mijzigin ruhundan metafizigin dogum
yeri’ diyesi geliyor - yerinde ortaya cikmis olmasi muhtemeldir fakat
tim ca@r tanimlamishr. Buradan yaklasik bin yillik bir sicrama yapalim
ve Augustinus’un Itiraflar’ini acalim: Kitap X, 33. Orada “kulak yoluy-
la giinaha girmek” konusunda carpici bir dissiinceyle karsilasiriz:

Simdi tatl ve uyumlu bir sesle séylendiginde senin sézlerinin can verdigi
melodilerde [sonis] biraz istirahat ediyorum. [...] Fakat can damarlar ve
icime isleme yollari olan sézlerle bu melodiler [soni] duygularim icinde
degerli bir yer ararlar ve ben onlara bu uygun yeri bulmakta zorlanirim.
Cinki bir anda onlara misnasip [decet] olandan daha fazla saygi géster-

ir bulurum kendimi; bu sekilde séylendiklerinde zihinlerimizin cok daha
kutsal ve sevkli bir sekilde dindarlik atesiyle yandigini ve ruhlarimizin farkl
baghliklarinin, tath bir karisimla ses ve sarki séylemede kendilerine uygun
dlcilerle gizli bir mutabakata vardigini ve tahrik olduklarini hissederiz. Fakat
ruhun giicten dissmemek icin kendini kaptirmamasi gereken bedenin bu mem-
nuniyeti yine de siklikla beni aldatir; zira duyular sabirla pesinden gitmek
icin manh @i beklemez, sadece onun sayesinde girise hak kazandiklari hélde

dnilne gecmeye, onu ydnetmeye gayret ederler.

Bu noktada sesi bir kez daha tehlike ve cékiisin baslica kaynagi
olarak bulmak artik bizi sasirtamaz. Sifasi da tanidikhir: S6ze sadik
kal, Tanrinin séziine; séziin hep Ustinligiu elinde tuttuguna emin ol ve
béylece kontrolsiiz, s6ziin dtesindeki sesten kurtul. Demek ki ilahilerin
“sarki sdyliyormus gibi degil de belli belirsiz bir tonlamayla konusur-
mus gibi” okunmasini isteyen Athanasius pek bilgece davranmist.
Karisikliga firsat vermemek icin sarki séylemeyi toptan yasaklamak
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So how can one hope to achieve the right measure with this danger-
ous sort of enjoyment? Up to a point, music is sublime and elevates the
spirit; from a certain limit, however, it brings about decay, the decline
of all spiritual faculties, their disintegration in enjoyment. Where shall
one stop? Can the philosopher set a limit to this unbounded, limitless
enjoyment? Can he keep the cure without introducing the fatal poison?
This ambiguity is by no means confined to Plato, it is not his specific
concern. It may well be that it originates at this birthplace of meta-
physics - one is tempted to say ,the birth of metaphysics out of the
spirit of music’ - but it has very much defined the whole era. Let us
jump a millennium, or almost, and open Augustine’s Confessions,
book X, 33. There we read the following striking meditation about
»sinning by the ear”:

Now, in those melodies [sonis] which Thy words breathe soul into, when
sung with a sweet and attuned voice, | do a little repose. [...] But with the
words which are their life and whereby they find admission into me, them-
selves [sc. melodies, soni] seek in my affections a place of some estimation,
and | can scarcely assign them one suitable. For at one time | seem to myself
to give them more honor than is seemly [decet], feeling our minds to be
more holily and fervently raised unto a flame of devotion, by the holy words
themselves when thus sung, than when not; and that the several affections of
our spirit, by a sweet variety, have their own proper measures in the voice
and singing, by some hidden correspondence wherewith they are stirred up.
But this contentment of the flesh, to which the soul must not be given over to
be enervated, doth oft beguile me, the sense not so waiting upon reason,

as patiently to follow her; but having been admitted merely for her sake, it

strives even to run before her, and lead her.

We can’t be surprised by now to find again the voice as the para-
mount source of dangerand decay. Also the remedy is familiar: stick
to the Word, the word of God, make sure the word maintains the up-
per hand and thus be rid of the voice beyond the word, the unbound-
ed voice.So Athanasius acted most wisely when prescribing that the
psalms should be sung ,with soslight inflection of voice that it was
nearer speaking than singing.” Shouldn‘t singing be rather banned to
avoid the ambiguity?




daha iyi olmaz miyd?

Yeniden buldugum inancimin ilk giinlerinde senin Kilisenin ilahileri okunurken
dektigim gézyaslarini hatirliyorum; simdi nasil da séylenisleri degil
sdylenenler beni etkiliyor, duru bir ses ve en uygun modiilasyon [cum liquida
voce et convenientissima modulatione] ile séylendiklerinde bu miessesenin
dnemini kabul ediyorum. Dolayisiyla hazzin tehlikesiyle, tasvip edilen iyilik
arasinda bocaliyorum, [...] kulaklarin zevki zayif zihinlerin dindarlik hisler-
ini kuvvetlendirebilir. Fakat séylenen sézlerden degil de sesten daha fazla
etkilenmek benim basima geldiginde, ceza gerektirecek bir giinah isledigimi

itiraf ediyorum ve o mizigi hic dinlememis olmay: diliyorum.

Miizik hem ruhu ilahi olana dogru yiiceltip hem de bir giinah, delec-
tatio carnis oldugu icin sorun yine sinir ve imkansiz bir 8lciluliktir.
Miizikte maddiyatndan kurtulmus gériinen ses, sehveti en sinsi hélini
sunar; ses etin en zarif ve en hain seklidir.

Augustinus’un bu salinimi, kilise ile miizigin sorunlu ve girift iliskisinde
sonraki bin kisir yil boyunca olanlarin cogunu cok iyi tanimliyor.®
Tekinsiz bir inatla tekrar tekrar ortaya cikan ana sorun, kutsal
mizigin dizene sokulmasi ve kodlanmasiyd; bu eninde sonunda hep
sesi harfe, kutsal metne hapsetme seklini almishr. Ama denenen tim
dizenlemelere ragmen bir catlak, bir bosluk, tekerriir eden bir artik,
oldukca misphem bir zevkin bakiyesi her zaman kalmishr. Bu, érnegin
bir nota bir hece prensibinin askiya alindigs, safi sesin desteksiz bir
melisma olarak kontrolii devraldigi ve Alleluia’ya tahsis edilmis alan
olan iubilus bicimini alabilirdi. Tuhaf bir sekilde s6zsiiz notalar son-
radan yeni kelimeler ve hatta sekanslarla désenmistir ve bu metne
sapkin midahaleler yapilmasi tehdidinin 6niinii agmishr. Fakat iubilus
ayni zamanda tim tehlikelerine ragmen Tanriy1 vmenin en uygun
yolu degil midir2 Bizzat Augustinus da bunu sdyler: Cosku kelimelerle
ifade edilemez olani ifade eder; sarki séyleyenler kendilerini hazza
kaptirir, kelimeleri terk eder ve kalplerine teslim olurlar. “Et quem
decet ista iubilatio, nisi ineffabilem deum?2” (Bu cosku, tarifsiz olan
Tann’ya degil de kime yakisir2) Yani Tanri’nin tarifsizligine uygun
dissen sadece sdzlerin dtesindeki saf sestir. Ama 6te yandan évgiler
dizdiigimizin Tann oldugundan emin olmamiz mimkiin mi2

Ayni cikmazi coksesliligin ortaya cikisinin dogurdugu muazzam sorun-
larda da gérebiliriz, zira birden fazla ses ayni anda sarki séyleyip
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When | remember the tears | shed at the Psalmody of Thy Church, in the
beginning of my recovered faith; and how at this time, | am moved, not

with the singing, but with the things sung, when they are sung with a clear
voice and modulation most suitable [cum liquida voce et convenientissima
modulatione], | acknowledge the great use of this institution. Thus | fluctuate
between peril of pleasure, and approved wholesomeness; [...] by the delight
of the ears, the weaker minds may rise to the feeling of devotion. Yet when
it befalls me to be more moved with the voice than the words sung, | confess
to have sinned penally, and then had rather not hear music.

Again, it is a question of the limit, the impossible good measure, for
music is both what elevates the soul to divinity, and a sin, delectatio
carnis. It presents carnality at its most insidious since in music it seems
liberated from materiality; the voice is the subtlest and the most per-
fidious form of the flesh.

The oscillation of St. Augustine defines very well the bulk of what was
to happen in the next thousand years and more in the troubled and
intricate relationship of the Church to music.® The main problem that
kept emerging with an uncanny perseverance was that of regimenta-
tion and codification of sacral music which ultimately always took the
form of confining the voice to the letter, the Holy Scripture. But what-
ever the attempted regulations, there was always a crack, a loop-
hole, a rest that kept recurring, a remnant of a highly ambiguous
enjoyment. It could take e. g. the form of iubilus, the space allotted
to Alleluia, where the general principle of one syllable to one note
was omitted and where the mere voice could take over in its own
jubilation, the melisma without a support. In a curious development,
the notes without words were later underpinned with new words and
whole sequences, thus threatening with heretical intrusions into the
Text. But isn‘t iubilus, although perilous, at the same time also the
most appropriate way to praise God? Augustine himself says so: the
jubilation expresses what cannot be expressed by words, the singers
are so overwhelmed with joy that they abandon words and give way
to their heart. ‘Et quem decet ista iubilatio, nisi ineffabilem deum?’
(“And to whom does this jubilation pertain, if not to the ineffable
God?” Quoted in O'Donnell’s commentary of Confessions, 1992,
vol. lll, pp. 218-9). So it is only the pure voice beyond words that
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kendi melodik cizgilerini takip ettiklerinde, metin anlasilmaz héle
gelir. Ayni duruma kromatige karsi acilan savasta da rastlariz, zira
yarim tonlar harmonik yapiy1 zayif disirmek, ruhu yumusatp yasakh
hazzi kullanima sokmakla tehdit eder. Her yeni mizikal icadin yikici
etkileri olmus ve hemen her biri oldukca Platonik bir sekilde ahlaki
cokise giden bir yol olarak gérilmistir. 1324te Papa XXII bu islere
diszen vermek icin mizige dair Docta sanctorum Patrum adinda tuhaf
bir ferman cikarmis fakat bu da bir ise yaramamistir. Trento Konseyi
on altincr yizyilda ayni sorunla bogusmak zorunda kalmis ve yani
sekilde ses karsi anlasilirhk panzehrini énermistir: in tono intelligibili,
intellibili voce, voce clara, cantu intelligibili ... (bkz. Poizat 1991:
144-5). Tom bu belgeler ayni elden ¢ikmis ve ayni tek saplantiyla
yazilmis gibidir: sesi sé6ze mecbur etmek, yikici giiciini sinirlamak ve
6zindeki muglakhgini dagitmak. Ve polifoni, kromatik gibi her yeni
mizikal gere¢ sonunda benimsenip, degerlendirilebilecek faydali
ruhani etkileri olabilecedi kabullenildiginde, késeden yeni canavarlar
kafalarini uzativermis, yeni icatlara karsi her defasinda yeniden savas
acilmasi gerekmistir.

Hersey bu tekdiize resmin icinde bir yer bulamamishr. Bazi mistik
akimlar bu masif paradigmada sasirtici bir tersine ¢cevirme énerdi-
ler: Mizik tam da sézlerin dtesindeki Tanriya yéneldigi icin Tanriya
cikan en uygun yoldur. Augustinus’un da farkina varmis oldugu gibi
mizik sinirsiz ve tarifsiz varliga giden yollardan biridir. Fakat eger
Tanr mizik prensibinin Glasiysa ve kutsal séz gercek boyutlarina
ancak sarki sdyleyen bir seste ulasabiliyorsa, bunun radikal sonu-

cu salt sé6ziin Seytana ait oldugudur. On ikinci yizyillda yasamis
meshur basrahibe Bingenli Hildegard tam da bu asiri sonuca var-
mishir. Felsefi ugrasilan ve cagdasi olan erkeklerin en taninmislariyla
yaphi mizakereleri disindaki zamaninin cogunu, mizik tarihinde
kendisine saglam bir yer kazandiran bestelerini yapmaya adamishr
ve tim bunlari bir kadin olarak yapmishr ki mizik tarihinde oldukca
nadir gérilir (Bu da onu son zamanlarda oldukca moda bir kisilige
dénistirmistir). Mizikal ahlak oyunu Ordo Vitutum’da Seytan
tarafindan bastan cikartilan, kisilestirilmis ve tabii ki sarki séyleyen
erdemler tarafindan kurtarilan bir ruhun hikayesi vardir. Oldukca
sasirhc bir giic gdsterisi olarak Seytana tek erkek ve konusan rol
verilmis ve salt kelimelere, salt logos’a hapsedilmistir. Ozi itibariyla
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matches the ineffability of God. But then, can we ever be sure that it
is really God that we are praising?

One can follow the same predicament with the enormous problems
posed by the introduction of polyphony, since when several voices
sing at the same time and follow their own melodic lines, the text
becomes unintelligible. We see it again in the battle against chromat-
ics, since the semi-tones threaten to undermine the harmonic structure
and introduce the mollification of the spirit, the proscribed enjoyment.
Each new musical invention had devastating effects and was immedi-
ately seen, in a very Platonic manner, as a way to moral ruin. Pope
John XXII had to issue a curious decree concerning music, Docta
sanctorum Patrum, in 1324, trying to put things in order, but to no
avail. The Trent Council, in the sixteenth century, had to toil with the
same problem and commended the same antidote of intelligibility vs.
voice: intono intelligibili, intelligibili voce, voce clara, cantu intelligi-
bili ... (cf. Poizat 1991: 144-5). All the documents seem to have been
written by the same hand and guided by the same single obsession:
to pin down the voice to the letter, to limit its disruptive force, to dissi-
pate its inherent ambiguity. And once the new musical devices, such
as chromatics and polyphony, were espoused, once it was accepted
that they can have beneficial spiritual effects and can be put to use,
there were already new monsters lurking behind the corner, new
wars had to be launched against each new invention.

Not everything fitted within this monotonous picture. Some mystical
currents proposed an astonishing reversal of this massive para-
digm: music is the only appropriate way to God since it is aiming
precisely at the God beyond the word. It is a way to a limitless and
ineffable being, a quality that Augustine was already aware of. But
if God is the musical principle par excellence and the divine word
attains its true dimension only in the singing voice, then the radical
consequence could follow that the mere word belongs to the devil.
This extreme conclusion was indeed drawn by Hildegard of Bingen,
the famous twelfth century abbess, who - beside her philosophical
preoccupations and conferring with some of the most illustrious men
of her time - largely devoted her time to composing, which secured
her place as a great figure in the history of music, and a woman at
that, a highly rare occurrence in musical history (which has lately
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gayrimiizikal bir yaratk olan Seytan, sarki séyleyemedigi icin Sey-
tan’dir. (Su da eklenebilir: bastan cikarma cabalarinin pek de ise
yaramamasi sasirtici degildir.) Elbette Kilisenin kuskulu ve tedirgin
olmasi kacinilmazdi - 1147 Trier Konsili vizyonlarinin, Tanridan mi
Seytandan mi génderildiginden emin olamadigi Hildegard’i neredey-
se sapkin ilan etmistir. Duydugu ve yaziya déktigi sesler gercekten
de Tanriya mi qittir? Bunu saptamanin bir yolu var midirg Hildegard’i
ancak Clairvauxlu Bernard’in otoritesi kurtarabilmistir.

Ortaya atilan siiphe, sonunda su soruya indirgenir: Mizik Tanridan
mi Seytandan mi gelir? S6ziin 6tesinde olan sey hem en yiice yik-
selmeyi hem de en alcak laneti bildirir. Ruhlarimizi Tanriya yaklastiran
sey Tanriyl muglaklastirir; séziin étesinde Tanri Seytandan ayirt
edilemez olur. Mizik, ruhu diinyevilik ve temsilin &tesine yiikselten
unsur olabilir, ama ayni zamanda tam da bu nedenle, daha uysal
bedensel hazlarin étesinde, boyun egmeyen ve anlamsiz bir keyfin
yolunu acar. Seste herhangi bir teminat ya da seffaflik yoktur, aksine
ses her kesinligin ve her anlam insasinin altini kazar. Ses sinirsizdr,
garantisizdir ve kadinin tarafindadir -ve bu bir tesadiif degildir. Fakat
eger bu kadar 8limciil bir ambivalansa yol aciyorsa, tek uygun yol
kilise miziginin toptan yasaklanmasi olacaktir -ve nitekim karsi ucta-
ki Piritenler, bu radikal sonuca varmislardir: Cromwell zamaninda
1645'ten 1660'a on bes yil boyunca Anglikan Kilisesi’/nde miizik
yasaklanmis, miizik kitaplar ve notalar yakilmis ve kilise orglar “Sey-
tanin borulan” denerek tahrip edilmistir (bkz. Poizat 1991: 44). Tanr
tekrar séze dénmis, sessizlige gdmilmustir.

Daha dikkate alinmasi gereken pek cok yol ayrimi ve yazar - 6zel-
likle karmasikh@ nedeniyle cok daha detayl bir calisma gerektirdigi
icin Rousseau érnegini bir kenara birakiyorum - olmasina ragmen bu
“kisa metafizik tarihi”ni Fransiz Devrimi ile bitirecegim. 1793'te, bu
muzaffer Devrimin dorugunda birisinin aklina Institut national de la
musique kurmak gibi parlak bir fikir gelmistir, béylece devlet halkin
menfaatini gézeterek mizik ile ilgili herseyi diizenleyebilecektir.
Projeden sorumlu Francois-Joseph Gossec gerektigi sekilde hazir-
ladigi program metninde projenin amacinin “esitligin savunucularinin
giicine gi¢c katacak mizikleri tesvik etmek ve salonlarda ya da
sahtekarliga adanmis mabetlerde kadinsi sedalarla Fransiz ruhunu
vyusturan miszigi yasaklamak” (aktaran Attali 1977: 111) oldugunu
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turned her into a rather fashionable figure). In Ordo virtutum, a
musical morality play,we have the story of a soul being tempted by
the devil and rescued by the virtues - virtues personified, and of
course singing. In a most curious tour de force, the devil is the only
masculine and the only speaking role, being confined just to words,
to mere ,logos’. An inherently non-musical creature, the devil is the
devil because he cannot sing. (One might add: no wonder that his
temptations couldn’t amount to much.) Of course the Church was
bound to bedoubtful and worried - the synod in Trier, in 1147, almost
condemned her as heretic, wondering whether her visions were to be
assigned to the devil rather than to God. Is the voice that she hears
and writes down really the voice of God? Is there a way to tell2 It
took the authority of Bernard of Clairvaux to rescue Hildegard.

The question that was raised finally boiled down to this: does music
come from God or from the devil? For what is beyond the word an-
nounces both the supreme elevation and the vilest damnation. What
raises our souls to God makes God ambiguous; beyond the word one
cannot tell apart God from the devil. Music may well be the element
of spiritual elevation beyond worldliness and representation, but it
also introduces, for that very reason, the indomitable and senseless
enjoyment beyond the more tractable sensual pleasures. There is no
assurance or transparency to be found in the voice, quite the con-
trary, the voice undermines any certainty and any establishment of a
firm sense. The voice is boundless, warrantless, and- no coincidence

- on the side of woman. But if it introduces this fatal ambivalence,
then the only consistent course would be to ban church music alto-
gether - and indeed, this radical conclusion in the opposite extreme
was drawn by the Puritans: for fifteen years, from 1645 to 1660,the
time of Cromwell, music was banned from the Anglican Church, music
books and sheets were burned and organs demolished as ,the devil's
pipes” (cf. Poizat 1991: 44). God was restored to the Word, and to
silence.

Let me finish this ,brief history of metaphysics’ with the French rev-
olution, although many more detours should be taken into account
and many more authors examined - in particular | am leaving aside
the case of Rousseau whose complexity would demand a much more
extensive treatment. At the height of the victorious Revolution, some-
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yazmishr. Mizik saraydan, kilise ve konser salonlarindan cikarilmali
ve acik havada herkese acik calinmaliydi; melodiler sadece yozlas-
mislara yénelik agdali ve gdsterisci ustaliklar olmaktan cikarilmali ve
herkesin eslik edebilecegi tarzda olmaliydi. Gossec bizzat kilise ayin
(mass) korolarinin 8nciisii ve nefesli calgi orkestralari icin beste yap-
an ilk bestecilerden biri olarak mijzik tarihine ge¢mistir. Mizisyenler
devlet memuru olmali, zenginlerin cémertligine tabi olmamali ve
mizik miessesinin tamam tepeden érgiitlenmeli ve tertiplenmeliydi.?
Bir anda isler tersine déniip ayni silahlar bu defa sesin anlama karsi
temel temsilcisi olarak gérilen kiliseye cevrilebiliyordu. Fakat aklin
savunucular bu defalik kasitsizca kendilerini dissmanlariyla miskem-
mel bir uyum icinde buluyorlardi, anlamsiz ve kadinsi ses her iki taraf
icin ayni &lciide tehlikeliydi. Anlamli bir sekilde devrimin ilk karar-
larindan biri ancien régime’in sapkinlik ve yozlasmasinin sembolik ve
ucube kahramanlari ve ses érneginde yozlasmis hazzin viicut bulmasi
olarak gériilen kastratolarin alenen sarki séylemelerini yasaklamak
olmustur.'® Kastratolar sadece barok ve klasik (Mozart’a dek ve Mo-
zart d&hil) operanin degil, ayni zamanda Katolik miizigin de kahra-
manlariydilar, besik ve mabetleri Sistina Sapeliydi, yani sapkinligin
merkezi Kilisenin tam ortasindayd..

Bu kisa ve ister istemez sematik incelemeden ‘logomerkezcilik’ tari-
hinin ‘fonomerkezcilik’ tarihine hic de tekabil etmedigi; sesin 6z-sef-
faflik, anlam ve mevcudiyete ters diisen bir boyutunun - logos’a karsi
ses, oteki ve radikal étekilesmis logos olarak ses - olduguna dair kesin
olmayan sonucu cikarabiliriz. Gérdigimiz gibi metafizik her zaman
bunun farkinda olmus ve saplantl bir sekilde hep basit bir cin cikar-
ma formiline tutunmus, bunu tekrar tekrar kullanmis ve binlerce yil
boyunca ayni gérinmez el tarafindan zorlanmistir. Belki metafizik
olarak tanimlanmasi sadece yazinin kiicimsenmesi degil, ayni anda
sesin de sirilmesi yoluyla olur. Fonomerkezci ses hikayenin sadece
bir bélimidir, mevcudiyetin géz boyayan taahhiidiini, 6ziindeki
muglakhgin indirgenmesini ve étekiliginin parcasini gésterir. Fakat ses
anlamla bagini kopardigi anda mevcudiyeti kuskulu héle getirir ve
sadece yazi degil, asil olarak ses logos’u son derece muglak yapar.
Aydinlanma caginin zaferi ayni zamanda son nefesini Hegel ile
veren biiyiik metafizik geleneginin de sonunu getirmistir. Fakat on
dokuzuncu yiizyilda metafizikten bir cikis yolu arama, metafizigi
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body had the brilliant idea to create, in 1793, the “Institut national
de la musique”, an institution through which the State would now
take care of music in the best interest of the people. Francois-Joseph
Gossec, who was in charge of the project, has duly written in a
programmatic text that its goal should be to promote music ,which
would support and animate the energy of the defenders of equality
and to prohibit music which mollifies the French soul by its effeminate
sounds in the salons and in the temples consecrated to imposture”
(quoted by Attali 1977: 111). Music has to be drawn out of the
courts, churches and concert halls, it has to be performed in the open
air, accessible to everyone; the melodies should be such that the peo-
ple can sing along, not the pompous and pretentious artifices which
only serve the degenerate. Gossec himself entered music history as
the initiator of the mass choir singing and one of the first composers
for brass orchestras. Musicians should become state employees, not
dependent on the generosity of the rich, and the whole musical enter-
prise should be well planned and organized from above.’

So the tables could be reversed and the same weapons could be
turned against the Church, now seen as the major agent of the voice
against the sense. But the defenders of reason were for once unwit-
tingly in perfect accord with their enemies, the senseless and effemi-
nate voice was equally dangerous to both. It is highly indicative that
one of the first decrees of the Revolution was the prohibition of public
singing of castrati, who became the emblematic and monstrous fig-
ure-heads of the perversity and corruption of the ancien régime, the
embodiments of its degenerate enjoyment epitomized by the voice.!°
They were not only the heroes of the baroque and classical opera
(up to and including Mozart), but also the figure-heads of the Catho-
lic music, their cradle and sanctuary was the Sistine Chapel, the core
of perversity at the very heart of the Church.

One can draw, from this brief and necessarily schematic survey, the
tentative conclusion that the history of ,logocentrism’ doesn’t go hand
in hand with ,phonocentrism’ at all, that there is a dimension of the
voice which runs counter to selftransparency, sense and presence:
the voice against the logos, the voice as the other of logos, its radical
alterity. Metaphysics has always been very well aware of that, as

we have seen, compulsively clinging to a simple exorcising formula,
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elestirme konusu ortaya cikhginda bu tam da farkli felsefi yollardan
en etkili bicimde mizik bashgi altinda yapilmistir. Schopenhauer ve
Nietzsche'yi disiniin; farkl disinme bicimleri arayislan sirasinda
her ikisi de logos’un &tekisi olarak miizige bel baglamislardir.

Miizik ve yapisékiim: Tuhafhr, gérdiigimiz gibi mizik yapisékim ih-
timali ile yakindan baglantilidir. Derrida’nin gérisii garip bir sekilde
ényargilidir; fonomerkezcilik ile différance, ses ile yazi, mevcudiyet
ile iz arasinda temel karsithgi kurdugunda birinci hep ikincinin inkéri
olarak gdziikir. Fakat sesin yazidan daha az tehlikeli olmadigi orta-
ya cikar, olsa olsa daha sinsidir ciinki mevcudiyet ve icsellik Gizerinde-
ki h&kimiyeti sayesinde icten yikici olabilir, yazinin harici tehlikesi ise
saf icsellige disaridan saldinr. Ozellikle sézden uzaklashginda, sesin
kendisinde halihazirda yapisékiicii bir yerinden etme ani mevcuttur.
Uzaklasmak icin harfe ya da étekinin izine ihtiyac duymaz, bunu
kendi yapisinda olan gerilim ile yaparmis gibi gériinir. Derrida’nin
kendi &lciilerine gére seste yazidan daha ¢ok pharmakon vardir.
Ses/mevcudiyet yanilsamasini kaldiran, isaretlerin karsilikli etkilesimi
degildir; zira ses tam da isaret olmadigi, kendisini géstermeyen
(non-signifying) bir ses olarak sundugu zaman tehlikeli olur. Baska bir
deyisle ses ilave degildir, iki mantik simetrik degildirler; ses, temelini
logos’a, yani bir yazit, kelime, harf, isarete oturtimazsa daha ¢cok
kendini, kendi kendine saptiran bir tehdit icerir. Sesin tehlikesi, eklen-
mesi gerekeni sonradan isgal eden bir ilave, yardimci, tirev 6geden
filizlenmez; daha cok ses kendi kendine sapitmamak harfin ilave ol-
masina ihtiyac duyar. Sanki ses kendi kendisinin yapisékimi gibidir;
hem mevcudiyetin hem de bunun imkénsizli§inin anahtarini alikoyar.
O zaman fonomerkezcilik yazidan daha biiyiik bir yapisékiici giicle
donahlmis bir seyi mi merkezine koymaktadir? (Bu yiizden yazinin
basliginda ses hem sijje hem obje olarak okunabilir: Derrida’nin
cabasi fonomerkezci sesi yapisdkime ugratmaktr, oysa sesin kendisi
yapisdker géziikir.)

Fakat sesin dogaya (saf bedensellik, kadinsilik baglanhsi vs.) ait, lo-
gos tarafindan ehlilestirilmesi gereken boyun egmez kiiltir-6ncesi bir
gic oldugu yanilsamasina dismemek gerekir. Mesele daha ¢ok sesin
baslangictan beri kiltir Griini ve logos ile es-sireli olmasi, bir dogal
madde ya da diirtiniin degil gésteren kesintinin sonucu olmasidir;
logos’un kendisine ait olan sestir."" Sarhos eden, bastan cikaran sihri
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repeating it over and over again, compelled by the same invisible
hand throughout millennia. Maybe what defined it as metaphysics
was not just the demotion of writing, but in the same gesture the
banishment of the voice. The phonocentric voice was just one part of
the story, presenting the illusory pledge of the presence, reduction of
its inherent ambivalence and its part of alterity. But the voice renders
the presence doubtful the moment the anchorage in sense is eluded,
and it is not only writing, but even more the voice which makes logos
utterly ambiguous.

The victory of the Enlightenment brought about also the end of the
great metaphysical tradition, which breathed its last sigh with Hegel.
But when the nineteenth century brought about the theme of finding
the way out of metaphysics, of the critique of metaphysics, this was
done, in some of its philosophical ramifications, precisely and most
tellingly under the banner of music. Think of Schopenhauer, think of
Nietzsche, who both relied on music as the alterity of logos in their
search for other ways of thinking.

Music and deconstruction: curiously, as we have seen, music is most
intimately linked with the very possibility of deconstruction. Derrida’s
view was oddly biased, when he set the basic opposition between
phonocentrism and différance, between the voice and the writing,
the presence and the trace, where the first was always seen as the
disavowal of the second. But the voice, as it turns out, is no less dan-
gerous than the writing, if anything it is more insidious, for its hold

in presence and in interiority makes it disruptive from within, while
the external danger of writing threatens to invade the pure interior-
ity from the outside. There is a moment of deconstructive dislocation
already in the voice itself precisely when it strays away from the
word. It doesn’t need the letter, or the trace of otherhood, to stray
away, it does so as if by its own immanent pull. The voice is more of
a pharmakon than writing, by Derrida’s own standards. It is not the
interplay of signs which dismantles the illusion of the voice/presence,
since the voice is threatening precisely where it is not a sign, where
it presents itself as a non-signifying voice. Or put another way: voice
is not a supplement, the two logics are not symmetrical, the voice is
rather something menacing to be perverted in itself and by itself, if it
doesn’t get a footing in logos, i. e. in a scripture, a word, a letter, a
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kiltirin kendi yapisinda olan sifa ve zehirdir. Bir yandan yazinin ve
diger yandan sesin cifte tehdidine karsi korunma yolu metafizigin on-
lari eslestirme; denk geldikleri, anlam, vokal logos ve yapilandirilmis
sese givenli bir temel olusturabilecek alanlara tutunma cabasiymis
gibi gériinir. Ama eslesmeleri mimkiin miidir? Denk geldikleri alan-
lar var midir2 Kacirilmis bulusmalari bitiin sorunlarin kaynagr degil
midir? Ve hem en yiksek manaya, séziin tesindeki manaya verilen
bir taahhit hem de anlamsiz ve tehlikeli bir haz olarak tezahiir eden
bu imkénsiz eslesmeleri mizigin yapildigi malzeme degil midir2
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sign. The danger of the voice doesn’t stem from some supplementary,
auxiliary, derivative entity which would then invade that to which it
was supposed to be a mere supplement; it is rather that the voice
needs the supplement of the letter so as not to get perverted on its
own. It is as if the voice was its own deconstruction, it detains both
the key to the presence and to its impossibility. So isn‘t phonocentrism
then centered on something that is endowed with a deconstructive
force greater than writing? (Hence the ambiguity of the title, where
the voice can be read as either the object or the subject of decon-
struction: Derrida’s endeavour is to deconstruct the phonocentric
voice, while it appears that the voice itself is deconstructing.)

But one shouldn’t fall prey to the illusion that the voice pertains to
nature (pure sensuality, linked to femininity etc.), some indomitable
precultural force that would need to be tamed by logos. The trouble
is rather that the voice is itself the product of culture from the very
outset,coextensive with logos, the result of the signifying cut, not
some natural substance or propensity; it is the voice pertaining to
logos itself.” lts intoxicating and seductive magic is the cure and the
poison inherent to culture itself. It seems that the safeguard against
the double danger of writing on the one hand, and the voice on the
other, was the metaphysical endeavour to match them, to hold on to
the area of their overlapping which would secure a firm footing of
sense, a vocal logos, a structured voice. But can they ever match?
Can they overlap? Isn‘t their missed encounter the source of all trou-
ble2 And isn’t their impossible match the stuff that music is made of,
appearing as it did both as the pledge of highest sense, the sense be-
yond all words, and as the meaningless and dangerous enjoyment?




Dipnotlar

! Fransizca la conscience hem biling (consciousness) hem vicdan
(conscience) anlamina gelebilir. Bana kalirsa bu baglamda ingilizce
cevirisinin aksine vicdan degil, bilincten bahsedildigi acikca ortada.

2Bu nedenledir ki mizik; taklit, kopya, mimesis vb. konularda bitmez
sorunlar yaratan resimden farkh bir sekilde ele alinmaktadir. Bu konu-
da bilgim dahilinde neredeyse yarim asir énce ilk yayinlandigindan
beri hala rakipsiz olan Moutsopoulos (1959) en iyi kaynaktir.

3 Aristoteles’in bu modlar konusundaki benzer fikirleri icin bk. Politika
VIII, 1340b. Fakat biraz sonrasinda (1324b 2-7) Devlet’in frigyen
moda iliskin bahsi gecen kismina itiraz etmektedir.

4 Ek olarak bk. “Ayni zamanda kadin ve erkekler icin uygun olan

iki sark: tipi arasinda kabaca genel bir ayrim yapmak ve her ikisine
uygun &lci ve ritimler bulmamiz gerekecektir; bir bestenin tim nagme
ve ritmi yersiz olursa bu korkuncg bir sey olur ve eder cesit cesit
sarkilarimiz uygunsuz ele alinirsa olaca@ budur.” (Yasalar VII, 802¢)

5 Bundan yaklasik dért bin yil sonra Wagner meshur bir mektubunda
Liszt’e “Die Musik ist ein Weib.” (“Mizik bir kadindir”) yazacakhr.

¢ Bu mitin bir versiyonuna gére yarisma énce berabere bitmis, hakem-
lik yapan miizler hem Apollo’nun liri hem de Marsyas’in flitinden
esit sekilde etkilenmistirler. Bu noktada Tanri rakibine meydan oku-
yarak, onu hem calip hem séylemeye davet etmistir ve bunu yapa-
mayan Marsyas bedelini caniyla 6demistir.

7 Aristoteles de ayni sorunla ugrasmak zorunda kalmishr. Miizik lib-
eral egitim déhilinde vazgecilmez ve en saygideger konuma sahiptir
ve 6zgirr erkekler icin gereklidir fakat bir yere kadar; mikemmeli-
yete ulasmak icin miizige fazlaca egilenler seytani sonuclara maruz
kalacakhr. (Politika VIII, 13337b 15-7) Tuhaf bir sekilde Politika’nin
8.kitabinin cogu bir egitim araci olarak miszige ayrilmishr.

Endnotes

! The French la conscience can mean both ‘consciousness’ and ‘con-
science’. | think it is quite obvious that what is meant in this context is
‘consciousness’. not ‘conscience’. as the English translation has it.

2 This is also why music is treated in a very different way from paint-
ing, which poses interminable problems of imitation, copies, mimesis
etc. The best guide in this matter is still Moutsopoulos (1959), to my
knowledge unsurpassed in almost half a century since its first publica-
tion.

% For Aristotle’s analogous views on the modes cf. Politics VIII,
1340b. Yet, a bit further (1342b 2-7) he takes issue with that particu-
lar passage in the Republic concerning the Phrygian mode.

4Cf. also: “lIt will further be necessary to make a rough general
distinction between two types of songs, those suited for females and
those suited for males, and so we shall have to provide both with
their appropriate scales and rhythms; it would be a dreadful thing
that the whole tune or rhythm of a composition should be out of
place, as it will be if our various songs are inappropriately treated in
these respects.” (Laws VII, 802¢)

5 Some four thousand years later, Wagner will write in a famous letter
to Liszt: “Die Musik ist ein Weib”, music is a woman.

¢ According to one version of the myth the contest was at first unde-
cided, the Muses, who acted as referees, were equally charmed by
Apollo’s lyre and by Marsyas’ flute. This is when the god challenged
by his opponent to both play and sing at the same time, which
Marsyas couldn’t do, and which literally cost him by his skin.

7 Aristotle will have to deal with the same problem. The liberal stud-
ies, with music in the highest place of honor, are quintessential to
education,they are “proper for a freeman to acquire, but only in a
certain degree, and if he attend to them too closely, in order to attain
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8 Bu konuda detayli bir calisma icin bk. Poizat’nin dini mizik ile ilgili
carpici kitabi La Voix du diable (1991). Bu bélim icin bu kaynaktan
cokca faydalandim.

? Francois-Joseph Gossec (1734-1829) saray bestecisi olarak miizik
bilgisi ve biraz da séhret kazandi. 1766'da Prens Condé’ye bagli
intendantde la musique olarak gérev aldi ve 1774’te Royal Aka-
demi’ye maitre de musique atandi, sonra Ecole royale de chant
kurucusu ve ilk sefi oldu. Devrimden sonra miizik mifettisligi yaph ve
ceyrek asir boyunca Fransa’nin en 8nemli mizik otoritelerinden biri
oldu. 1816’da Napolyon’un diisiisii ve restorasyon sonrasinda kisa
sire icinde devrim fikirlerine bagliig nedeniyle kovuldu ve biyiik
yokluk icinde 8ldi ve tamamen unutuldu. Sayisiz eserlerinin arasinda
érnedin Hymne a Jean-Jacques Rousseau, Hymne a |'Etre Supreme,
Hymne a la liberté, Chant du 14 juillet vs. sayilabilir. Requiem’i hélé
zaman zaman sahneye konur ve hi¢ de fena degildir.

19Burada kastratolarin tarihlerinin biyileyici dinyasina daha fazla
giremiyorum: onaltina yiizyil boyunca Katolik kilisesinde yiikselisleri,
inanilmaz revacta olduklar neredeyse iic yiizyil siire, Sistina Sape-
li ile sinirh kalana dek gitgide gézden disiusleri, ve nihayet Papa
13.Leo tarafindan 1903'te yasaklanmalari. Sesin muglak, yikici
dogasini en dolaysiz haliyle géz éniine sererler: melegimsi, ilahi,
dogalarindan koparilmis, sapkin hep bir arada. Tarihlerine iliskin en
iyi kaynaklar muhtemelen Patrick Barbier, Histoire des castrats (Par-
is 1989: Grasset) ve Hubert Ortkemper Engel wider Willen (Berlin
1993: Henschel) kitaplaridir.

"Baas (1998:196) bunu cok iyi ifade etmistir: “Mizik sadece
konusan varlik icin vardir”.
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perfection in them,the evil effects will follow.” (Politics VIII, 1337b 15-
7) Curiously, most of the Book VIII of Politics is devoted to music as a
means of education.

8 For a detailed account of that cf. Poizat’s remarkable book on
sacral music, La Voix du diable (1991). | draw a lot of information in
this section from this source.

? Francois-Joseph Gossec (1734-1829) acquired his musical knowl-
edge and sorne glory as a court composer. In 1766 he became
intendant de la musique of prince Condé and in 1774 maitre de mu-
sique at the Royal Academy, then the founder and the first director of
Ecole royale de chant. After the revolution he was the music inspector
and one of the principal holders of musical authority in France for a
quarter of a century. In 1816, after the downfall of Napoleon and
the restoration, he was summarily sacked for his allegiance to rev-
olutionary ideas,so he died in great poverty and entirely forgotten.
Among his numerous works one can find e. g. Hymne a Jean Jacques
Rousseau, Hymne a I’Etre Supreme, Hymne a la liberté, Chant du 14

juillet, etc. His Requiem is still sometimes performed, and is actually
not bad at all.

19] cannot venture here into the fascinating realm of the history of
castrati, their rise within the Catholic church in the sixteenth century,
their quasi angellike demeanour which seemingly dissociates the
enjoyment of the voice from sex, their massive presence in the operaq,
their incredible vogue that lasted some three centuries, their gradual
decline until they were confined to the Sistine Chapel, finally their
banishment,only in 1903, by the Pope Leo XlII. They illustrate the
ambiguous deconstructive nature of the voice in the most immediate
way- angel-like, divine, denatured, perverse, all in one. The best ac-
counts of their history so far are probably Patrick Barbier,Histoire des
castrats(Paris 1989: Grasset), and Hubert Ortkemper, Engel wider
Willen (Berlin 1993: Henschel).

1" “Music exists only for a speaking being’’, as Baas (1998: 196) has
very well put it.
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ZEKi MUREN: SANAT GUNESI, IDEAL YURTTAS
SESIN FAZILETLERI
Martin Stokes

Zeki Miren’in sesi s6zlii yorumlari mecbur kilmisti. insanlar (Miiren’in
kendisi de dahil) bu konuda yazilar yazmaktan hoslanmish, hélé da
bunun hakkinda konusmak hoslarina gidiyor. Bu betimlemeler, este-
tik deneyimi ifade eden ve bunun diger toplumsal alanlarla iliskisini
kuran bir metaforlar agi yaratir. ilkin, &zellikle 1996 yilindaki 8limin-
den sonra kaleme alinan biyografik yazilardan ve diger yazilardan
(6rn., Katircikara 1996, Ok 1996) édinc aldigim bazi genel kavram-
lar, bu bélimin ilerleyen sayfalarinda ele alacagim kimi daha 6zgiin
meseleler icin bir cerceve cizmeme yardimci olacak. Miiren’in sesi
stk sik “yumusak,” “kadife gibi” diye tanimlanmish. Bu “yumusaklik”
disiplin edici belli bir giicle ic iceydi ya da bunun biza- tihi bir ni-
teligiydi. “Vahsi” sarki sézleri ehlilestirilmis, dingin ve siikinet icinde
sdylenmisti. Yine de disiplin saglayan bu islemde siddet veya gii¢
yoktu. Huzurlu bir sekilde piril piril akan bir sesti bu.

Her seyin &tesinde, sivil bir sesti. Miren’in sesi “nezaket” tasiyordu.
Yine de dikkatlere hikmediyordu: bu “etkili” bir sesti, ayni anda hem
“dokunakh” hem de “etkileyiciydi.” insanlar kismen hiiziinli, kismen
keyifli kilarak, kismen de ruhani bir kendinden gecise yol acarak
(yuka- riya bakiniz) “mest” ederdi. Miren’in sesi sik sik “fisunkar”
olarak tarif edilmisti. Bu tabir 1940’lar ile 1950lerde Tirkiye'de
Misirl yildizlarin seslerini—6zellikle de Muhammed Abdiil Vahab’in
sesini—tanimlamak izere sikca kullanilirdi; dolayisiyla da Arap
dinyasinin icli sarki séyleyis tarziyla bir estetik akrabalik bag kuru-
lurdu. Demek ki Miren, geleneksel Tirk halk mizigi élcitlerine gére
dinleyicileri “yakmak” ya da onlara saldirmak (arabeske atfedilen
nitelikler, 6rn., bkz. Stokes 1992a) niyetli bir ses degil, daha ziyade
yahstirmak ve ikna etmek iizere yola cikan bir sesti.

Bu ayni zamanda da bir “uyum” (bu tabir ingilizce’de “uyum géster-
me” ve “tutarlilik/kivam tutmasi” kelimelerini kapsar) niteligi tasird.

216

Bu ifade yurttaslikla ilgili cagrisimlara sahiptir; makulligi, disince-
liligi ve toplumun hayrini gézetmeyi isaret eder. Misren’in sesiyle
ilgili tarhismalar baglaminda, bu tabirin iki ayri boyutu mevcuttur.
Bunlardan biri yurttas- likla ilgili vokal etigi olarak disinilebilecek
seyle ilgilidir. Gerek miizik gerekse metin itibariyle berraklik ve bu
berrakhigi bulaniklastirabilecek hatalardan kacinma, simdiye dek dile
getirildigi gibi, 6ne ¢ikan baslica ézelliklerdir. Bunlar, anlasilabilirlik
ve iletisim ilkelerine dair saygi gés- terilen temel yurttashk kurallari ve
de dinleyiciler ile mizik gelenekleri tasiyicilarinin benimsedigi temel
kurallardir.

Miren’in sarki séyleyisi zaman icinde de uyum &zelligini korudu.
Miren’in vokalinde gelistirdigi faziletler kariyeri boyunca pek az
degisiklik géstermisti. 1950’lerde yaphg: ve heniiz yeni ulasilabilen
arsiv kayitlar bu savi pekistirir. Kariyerinin en basinda sesi daha
tizdi—bu kayitlar dinlememi saglayan dostumun da belirttigi gibi,
1980'lerdeki sesine gére daha “parlak” oldugu ileri sirilebilir. Lakin
Miren’in sézlere, telaffuza, metinlere, entonasyona siirekli 6zen
gostermesi ve makam icralarindaki durulugu hic degismemisti. Bu
durum, arabeske meyletmesinden sonra ézellikle 5nem arz etmisti.
Dolayisiyla “uyum” Tirk yorumcular icin, farkli tarzlar icinde gezine-
bilme becerisine ve de kisinin vokal bitinliginden ta- viz vermeden
piyasanin taleplerine ayak uydurmasina da karsilik geliyordu.
Miiren s6z konusu oldugunda “vokal bitinligi” ézellikle telaffuz
ile ilgiliydi. Tirk dilinde, telaffuza “saygi duyulur.” Simdiye dek
anlatldigi gibi, bu saygi duyma ve 6zen gdsterme tavri, karmasik
Osmanlica me- tinlerini prozodiye saygi gdstererek dillendirme, ses
vyumu ve Arapca ile Farscadan tiiremis eski Osmanlica kelimelerin
sesli ve sessizlerinin telaffuzu gibi hic de basit olmayan becerileri
iceriyordu. Bu ayni zamanda da kelimeleri duygusal olarak ikna
edici sekilde seslendirebilme becerisini iceriyordu. Basitce ifade
etmek gerekirse, bu sarkilar etkili bir sekilde séyleyebilmek icin,
gindelik kullanimi olmayan Osmanlicanin ve modern Tirk klasik
mizigi sarkilarinin anlamlarinin ve duygusal kapsamlarinin bilinmesi
gerekiyordu. Ancak hepsinden énemlisi, bu 6zellik kontrolli olmayi—
kelimeleri ve miizikal ifadeleri, birbirinden farkl ve genellikle de
zorlu mizik ortamlarinda acik ve net bir sekilde ve de dogru olarak
iletebilme becerisini—iceriyordu.
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Ornegin, metnin—klasik mizik sarkisinin meyan adi verilen—iciinci
béliminde daha tiz perdelere yer verilir ve genellikle farkli bir
makam kullanilir. Bu durum ses genisligi acisindan yeterli yetkinlige
sahip olmayan sarkicilar icin sorunlar yaratr; ki bu sorun, icro-

da meyan bélimiine gecildiginde duygusal harareti irmandirma
(dolayisiyla da sarkiyr daha yiiksek bir sesle ve vokal siislemelerine
daha cok yer vererek okuma) gelenegi itibariyle de katmerlenir. Bu—
Mizeyyen Senar gibi Zeki Miren’den biraz daha yasli isimlerde rast-
landigi izere—inandirici bir sekilde yapildiginda, bitin tiyleri ayaga
kaldiran bir etki yaratilabilir. Lakin Miren’in ilerleyen yaslarindayken,
gencliginde Bursa’da evinde radyoyu ilk dinleyislerini anlatirken biz-
zat ifade ettigi gibi, bazi kelimeler anlasilmayabilmektedir.

O zamanin sanatcilarinin okudugu sarkilart ezbere biliyordum. Biyiik bir
sarki defterim vardi. Fakat cogunu dinlerken, 6zellikle ‘meyan’ dedigimiz
Ucinci dizeleri anlayamiyordum. Anlayamamak beni cok iiziiyordu. Aylarca
sonra ayni sarkiyr baska bir sanataidan dinlerken, anlamak icin cirpiniyor-
dum, ama yine anlayamiyordum. Diyordum ki, giiniin birinde ben sanatci
olursam, o kadar giizel okumaliyim ki, bu dizelerde gecen kelimeleri beni

dinleyenler anlasin, rahatca yazabilsin (Aksoy 2002).

Miren’in cagdasi isimler hakkinda yaphg: bu yorum biraz acimasiz
bulunabilir. Osmanli repertuarindan zorlu sarkilar iceren bu eski
radyo kayitlar dinlendiginde, onun bu projesini ne kadar ciddiye
aldigi fark edilebilir. Nihavent gibi®® ses genisliginin en uc noktalarina
inilip cikil- masi gereken makam icralarinda, Miiren’in girtlak sisle-
meleri ve giifteyi kullanimi titiz, hatasiz ve berrakhr. Tirkce konusan
hemen herkes onun ne s8yledigini kolaylikla anlayabilir; belli bir
akiciliga sahip cogu miizisyen de onun klasik makam gelenekleri
itibariyle dizeleri ele alis tarzini kolaylikla yorumlayabilir.

Pek cok kisi Zeki Miren’in daha énce gériilmemis tirden bir sesi

ol- dugunu disiniirdii. Ogretmenlerinin ve akil hocalarinin géziiyle
bakmaya dayali geleneksel miizik fiiliyatina karsi koyan bir sesti bu.
Kitlelerle alisveris yasanmasi, en azindan bazilari tarafindan her

ne kadar idealize edilmeye devam edilse de, Osmanli mesk (reper-
tuarin aktarilmasi) sisteminin tipik bir 6zelligi olan hocayla kurulan
bire bir iliskinin (Behar 1993) sekteye ugramasi anlamina geliyordu.
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Dolayisiyla Miren istanbul’a gelisinin akabinde ders almak icin Serif
icli ve Kadri Sencalar’la iliskiye gectiginde, kisa bir sinavin ardin-
dan ona kacinilmaz soru sorulmustu: “Ogretmenin kimdi2” Miren’in
kurumlasmis mesk yapilanmasinda kendine nasil bir yer buldugunu
ve nerede konumlandigini netlestirmeyi amaclayan bir soruydu bu.
Onun muhtemelen beklenmedik olan yaniti suydu: “Babam, dedem,
radyo, Bursa’daki ¢adir tiyatrosundaki sanatcilar, plaklar...” (Asan
2003, s. 19). Bu yantt, diger bir deyisle, Miren’in vokal becerilerini
kendi basina gelistirdigi ve repertuarini farkl kaynaklardan derledigi-
ni ima et- mekteydi. O halde, onun sesi, en azindan kendi disiinces-
ine gére, mesk aktarim zincirinin bir halkasinin Grini degildi.**

Dolayisiyla Miiren’in sesinin yeniligi kismen Tirk vokal kiltirindeki
bu kapsamli kurumsal degisime karsilik gelmekteydi: sarkicilar rep-
ertuar ile teknigi, kurumsallasmis mizik otoriteleri yerine medya ile
diger kay- naklardan 8grenmeye baslamish. Kismen de teknolojik
degisimlere karsilik gelmekteydi. Miren, cagdasi bazi isimlere gére,
mikrofonu bir ifade araci olarak kullanan, farkli vokal nianslan ya-
kalamak izere bunu farkli uzakliklara yerlestiren ve bunu bir sahne
unsuru olarak kullanan ilk sarkiciyd:.® Ikonik imgelerde—&rnegin,
Zeki Miiren Miszesinde sahlan kartpostallarin istindeki imgeler ya
da disaridaki heykel—o hep bir mikrofonun &niinde poz verirken
gésterilir. Bu tir imgeler teknolojiye ilgi duyanlar icin ilginc bir hikéaye
yaratir. Daha erken dénem imgelerde sarkici tek bir tane degil bircok
mikrofonun &niinde dururken gériilir; sonrakilerde mirildanircasina
sarki séyleyen klasik pozunda gésterilir, yiizi RCA 44A veya Shure
Unidyne'nin su ya da bu modeline neredeyse yapisik haldedir; ¢
daha sonrasindaysa 1960’lar ile 1970’lerin hafif, sabit olmayan
kondansatérli mikrofonlariyla sahnede gezinirken gériintilenir.?
Ginimizde mikrofonlar miizik iretiminde o kadar dogallasmis ve
dikkat cekmeyen bir unsura dénistiiler ki kolaylikla gérmezden
gelinebiliyorlar (Théberge 2003). Lakin Miiren’in mikrofon kullanimi
Uzerinde sik stk durulmustu.%3

Bu teknolojik ve kurumsal degisiklikler karsisinda, kimileri Misren’in
sesini tarif etmek icin tamamen yeni bir dil kullanma ihtiyaci duydu.
Popiiler besteci, sarkici ve miizik elestirmeni Edip Ozisik 6rnegin tam
olarak buna kalkismisti. Kaleme aldigi Musiki Sanat’nda (Ozisik
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1963), sarkicih@inin nitelikleri ve yarathgr etkiler icin elestirel ve este-
tik bir sézlilkce ortaya koymaya soyun- mustu (6zellikle bkz. Ozisik
1963, s. 187-91).¢* Ozisik’a gére, Miren’in sesi dikkate deger bir
bilmece iceriyordu. Bu ses geleneksel bazi nitelikleri tasimamaktayd..
“Imtidat,” “irtifa” ya da “siddet” gibi belli bazi giiclerden yoksundu.
O bir “Caruso degildi.” O halde, bu sesin tarhsilmaz gérilen “Allah
vergisi” gizelligi neye dayanmaktaydi?

Ozisik “harici” ve “dahili” nitelikleri birbirinden ayirir. “Dahili” ni-
teliklerle, bu sesin duygusal etkileri olarak adlandirlabilecek &zel-
likleri kast edilir. Miren’in sesi “tabii”dir, “mitenasip”tir, “sicak”tir
ve “tath”dir; daha da aleni olan, teknik acidan “istin bir kabiliyete”
sahip olusudur. Dinleyicilerde “sempati” yoluyla, aski hatirlathg icin
ve insanlar Gzerinde “tesirli” olabildigi icin etki yaratabilmektedir.
Bazen istesek de istemesek de bizi avucuna aliverir. Bu “dahili”
nitelikler acikca bir duygudaslik ilkesi icerir: Miren’in sesi “icimizden
oldugunu hissettigimiz bir ses” oldugu icin bizi tanidik bir hisle kucak-
lar. Onu dinlerken deneyimledigimiz bu “zevk ve saadeti” icimizdeki
bu duygudaslik hissi yaratir (Ozisik 1963, s. 189).

Ozisik’in “harici” nitelikleri nesnel 6zelliklere sahiptir. Bunlarin,

bah- settigi “icsel” nitelikler gibi illa icimizde yankisini bulan nitelikler
olmasi gerekmez. Miren’inki her seyin dtesinde 6zgiin bir sestir:
taklit edilmesi zor, kendine has bir sestir.®* Ozisik’a gére Miren
telaffuzla ilgili yeni standartlar getirmistir. Bu ses rakipsiz bir “tedai
kudretine” sahipti, Ozisik bununla hem hayal giiciinin serbestce gez-
inmesine olanak taniyisini hem de baska miizik fikirlerini tetiklemesini
kast etmektedir. Diger bir deyisle bu ses Tirkiye’deki dinleyicilerin
mizik evreninde géndermeler yaratma kudretine sahipti. Son olarak,
rakipsiz bir “tefsir kudretine” sahip bir sesti bu. Bu tabir ilahiyata
géndermelerde bulunan kapsamli bir terimdir. Sarkicinin islenmemis
elmaslari parl paril miicevherlere déniistirme becerisini ifade eder;
bu beceri ancak “hassas bir ruha” sahip, “mistesna kabiliyetleri” ve
“yiksek zevkleri” olan bir sarkici tarafindan yakalanabilir (Ozisik
1963, s. 191).

Ozisik’in kitabi, Miiren’in vokal sanatinin yeniligini tanimlarkenki
acikhgi, berrakhgi ile dikkat cekmektedir. Miiren’in vokaliyle ilgili bu
nitelikleri dogal, leziz, hassas, icten olarak gériilen ve digerleriyle
duy- gudaslik halinde olan duygusal bir 6zneye dair yeni tasavvur-
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larla baglar. Bunlar, esit derecede acik bir sekilde, cumhuriyetin ilk
yillarinda hikiim siiren otoriter siyasi gelenege 1950’lerde verilen
liberal tepkinin Grini olan sivil niteliklerdir.

Son olarak, Miren’in sesi genellikle androjen bir karaktere sahip
olarak gorilmisti. 1951°de verdigi ilk radyo konserine gelen tep-
kiler izerine sarkici, “(Dinleyen) kimi insanlar gériiniise bakilirsa

bu bir erkek sesi mi kadin sesi mi diye tarhsmis. Tenor sese sahip
genc bir 8grenci béyle ince, gevrek bir tarzda sarki séyleyebilir.

Bu bir erkek sesi mi kadin sesi mi diye yapilan tartismalar beni pek
endiselendirmedi” diye yorum yapmisti (Aksoy’dan alinti 2002).
Sesinde algilanan “kadinsi” nitelikle ilgili kullandigi bu iki tabir, ince
ve gevrek, sadece tizligi degil ton kalitesi ve telaffuzu da kapsamak-
taydi. Tek basina tiz bir ses illa “kadinsii§” ima etmezdi.¢¢ Sehir
mizik piyasasinda hemen bir énceki on yilda kendine bir yer bulmus
halk mizigi sarkicilari genislik acisindan Miren’inkiyle rahatlikla boy
dlcusebilecek cok tiz seslere sahipti.#” Ancak bu seslerde fiziksel giic,
asiri kendine giiven ve iddialilik 6n plandaydi, ki bunlar o dénemdeki
kirsal ve yari kirsal yari sehirli erkekligin acik birer goster- gesiydi.
Yukaridaki yorumda yer alan ince ve gevrek, kadinsi bir nitelik olarak
tek basina tiz perdeden ziyade, ton kalitesi ve telaffuza isaret eder.
Bu tabirler telaffuza, egitimli ve gérgili standartlarina gére “diski-
yon”a gésterilen titizligi vurgular. Kirsaldan sehre gé¢ etmis (erkek)
mizisyen ve dinleyicilerin begenileri ve estetik tercihlerine ayak
vyduran sehirli bir miizik ortaminda bile, telaffuza gésterilen bu titiz-
lik—kibar, egitimli “istanbul” Tirkcesinin béylesine ciretkar bir sekilde
onaylanisi—kadinsilikla ayni kefeye konulmus olmali.¢®

Ancak Miiren’in sesinin androjen yapisina dair cesitli sorularin uyan-
masi da, bu tir sorularin gérmezden gelinmesi de, onun yasami
boyunca cinselligiyle ilgili kendisine sorulan sorulara verdigi ketum,
ama bu konulari kamuoyunun giindeminde tutmaya yénelik olarak
tasarlandidi izlenimi veren, yanitlarla yakindan ilgiliydi. Demek

ki, onun sesinin temsil ettigi seyler onun cinselligiyle ilgili sorularla
tamamen ic ice gecmis durum- daydi. Siradaki bélimde bu sorularin
bazilari baglamsallastinimakta ve irdelenmektedir. bélimde
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Dipnotlar

58 Bir baska ilgi cekici ve kolay ulasilabilir nihavent 6rnegi icin, Kalan’dan
ctkan 1955-65 Tirkiye radyosu arsiv kayitlarinda, diger bir deyisle radyonun
ilk d6- nem kayitlarinda, yer alan Lemi Atli’'nin “Bin Giil Cikarirdim” adli
sarkisinin fasil kismina ve Faiz Kapanci’nin “Gel Giizelim Camlica’ya” adli
sarkisinin son kismina bakiniz. Burada meyan (orta) bélimler tiz tenor
perdeden (orta do’dan bir iist oktav) seslendirilir. O dénemde, simdi de
oldugu gibi, sarkicilarin kendi ses genisliklerine uydurmak Gzere makami
transpoze ettigini belirtmek gerekir.

59 Miren’in, kendi sesini miizik cografyasinda ne sekilde konumlandirdigina
iliskin aciklamalari, hi¢ de sasirtici olmayan bir sekilde, gayet karmasiktir.
Kendisinin gazeteci Ayda Ozli Cevik ile yaphg: bir séylesiden alinan asagr-
daki beyanlar, 6zellikle Miren’in kendini birbirinden ¢ok farkl iki vokal
geleneginin, yani kitabi berraklik (Minir Nurettin Selcuk ile Safiye Ayla
érnegi) ile mizik yoluyla kendinden gecirme (Miizeyyen Senar) gelenekler-
inin arasinda bir yere konumlan- dirma cabasi itibariyle hayli tipiktir. Bu iki
gelenegin miicadelesinde—sdylesiyi yapan kisinin muhtemelen beklentisinin
aksine—kazanan ikinci gelenek olur. Miren séyle der, “Minir Nurettin
Bey'in ortaokulda iken Bursa’da bende tek bir plagi vardi. Safiye Ayla’nin
da bir tek plagi vardi. Miizzeyyen Hanim’in 38 plagi vardi. Beni ilk duygu-
landiran, tiylerimi diken diken yapan, bir kadeh icirttirip efkér dagithran ses
cinsi Miizeyyen Senar’in sesidir. Bilent Ersoy’un sesi Mizeyyen Hanim’a
benziyor, diyorlar. Tavir aynidir, ses ayridir. Miizeyyen Hanim’in long’unu
pikapta agir agir déndirip daha kalin calarsaniz gicikliyan Hafiz Bur-
han’dir. Tas plaklar hélé beni duygulandiriyor. Minir Nurettin Bey beni hic
Urpertmedi.” (Hicylmaz 1997, s. 113).

0 Anne Ellingsen ile Martin Stokes’'un Cem Karaca ile yaphg: séylesi, Tem-
muz 1996.

¢ Dikici'deki (2005) fotograflara bakiniz. Burada 1947'nin baslarinda
Paris'te verilen konserlerde RCA 44A veya bunun baska bir modelinin
kullanildigr gérilir. Kisa bir siire sonra bu durum istanbul’da standart bir
vygulamaya dénismiss olmali.

¢2 Mirlldanircasina, mikrofona yapisik sekilde sarki séyleme icin bkz. Mc-
Cracken 2001, Petkov 1995 ve Shaw 1995. Mikrofonla ilgili olarak 6zel-
likle Théberge’e (2003) bakiniz. Ortadogu’nun diger yerlerinde mikrofona
yapisik sekilde sarki séyleme ve mikrofonlar icin bkz. Stokes 2007a ve 2008.
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¢ Mirren’in T seklindeki sahnesi 6rnegin Arikan’da (1979) ve Giingér'de
(1990) irdelenmisti.

¢4 Kitap Miiren’e ve yazarin kardesi bestekar Ayhan Ozisik’a ithaf edilmisti.

Miren Ozisik’in miziginin biytk hayraniydi. Bu kitap da muhtemelen bu ilg-
iye bir tesekkiir mahiyetinde yazilmish. Bu iliskiyi bana gésterdigi icin Serkan
Delice’ye siikranlarimi sunuyorum.

5 Misren komedyenler tarafindan sirekli taklit edildi ve edilmekte. Erol
Evgin’in yaphgi Miren ve baska sarkicilarin (Sezen Aksu da buna dahildir)
taklitleri meshurdur. Bu tir komik taklitler ironik bir sekilde bir sesin taklit
edilebilir- liginin ve kendine hashginin altini cizer. Bu taklitler konu edilen
sesteki vokal tekniklerinin ciddi estetik amaclarla 8diing alinmasinin olanaksi-
zligini bir kere daha gézler éniine serer.

¢ Ornegin, Tirkiye’de 1920'ler ile 30’larin meshur kanto sanatgisi ve sanat
miizigi kayit yildizi Rabbi Isaac Algazi, biyografisini yazan Edwin Serous-
si'ye gére “Tirklerin ‘bu bir kadin sesi’ dedigi hayli tiz tenor bir sesle” sarki
sdyliyordu. “Bu denli tiz bir ses Tirkiye’de 6zel bir estetik degere sahip
olarak gérilir ve takdir edilirdi” (Seroussi 1989, s. 37). Lakin tek basina
perdenin disindaki diger nitelikler, drnegin Algazi’nin falsetto kullanimi ve
yogun vibratosu, onun “bir kadin gibi duyulmasini” pekistirmis olsa gerek.

¢ Malatyali Fahri Kayahan ya da daha sonraki bir dénemden érnegin Mu-
harrem Ertas gibi.

8 Tirkiye’de Miren gibi konusan cok az insanla tanishm. Fakat 1980’lerin
son- larinda Karadeniz yaylalarinda arastrma yaparken, bélgedeki diger
erkeklerin neredeyse tamaminin bir cesit macoluk hazzi alarak her an her
yerde kullandiklari, disaridan anlasilmasi olanaksiz yerel siveyi gayet bilincli
bir tavirla kullanmamayi secen bir gencle tanismistim. Alenen Miren’den
édiinc aldig bir tonlama ve telaffuz cisretkar bir sekilde kullandigs istanbul
Tirkgesine renk katmaktayd.
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