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Yiizlesilmesi ve ¢oziilmesi gere-
ken, makroskobik diizeyde dort
zorluk var: Kadin bestecilerin
anaakim yayma kanallarinda
(okul miifredatlari, tiniversiteler,
medya ve paydas aglar, tarih
kitaplari, ansiklopediler); anaa-
kim programlamalarda (tiyatro-
lar, festivaller, radyo, televiz-
yon) ve Ozel sektdrde (komis-
yonlar, ticari girisimler) oldugu
gibi, ekonomik karar almada
(sanatsal ydnelimler), program-
lama ve gorevlendirme yokluk-

lari.
— Avrupa Komisyonu Projesi
WIMUST icin hazirlanan e-kitap,
2013

irkiye’de Kadinlar ve Miizik

There are four macroscopic lev-
els of difficulties to be faced
and resolved: Absence of wom-
en composers from principal
dissemination channels (curri-
cula schools, universities, me-
dia and stakeholder networks,
history books, encyclopaedias);
from mainstream programming
(theatres, festivals, radio, tele-
vision) and in the private sector
(commissions, commercial ven-
tures) as well as from economic
decision making (artistic direc-
tions, programming and com-
missioning).

— E-book 2013, for European

Commission Project WIMUST

ompletion of this work entitled

adli bu ¢alismanin tamamlan- Women and Music in Turkey is
masi kesinlikle kii¢iik capli bir muci- ~ certainly a small miracle, brought

zedir ve bu kendini adamug kiigiik bir ~ about by the hard work and tenacity
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grup ¢agdas Turk kadin besteci ve
miizikologun siki ¢aligmasi ve azmi
sayesinde gerceklesebilmistir. Bu,
Tiirk kadinlarinin, sadece sultanla-
rin haremlerindeki geleneksel miizis-
yenler veya yetenekli amatorler ola-
rak degil; tim miuzik tirlerinin bes-
tecileri ve yaraticilar1 olarak, antik
¢agdan giniimiize kadarki ilk “hari-
talama”sidir. Bu ¢aligma icin segilen
format ise, vakfimiz tarafindan din-
yanin diger bolgelerinde stirdiiriilen
benzer projeler i¢in kullanilan for-
mattir:! Bu calisma farkli tarihsel do-

1 Nun Composers and their battles, Citta di
Fara, 2017; La Storia della Sopravivenza
Musicale, Comune Fara in Sabina, 2017;
Keynote Changes for Women in Music and
the Performing Arts European Parliament,
Briiksel, 2014; WIMUST - Women in Music
Uniting Strategies for Talent - (16 dilde)
TMR, Roma (2012); Women and Music in
Serbia, Del Gallo Editore srl, Spoleto (PG)
2011; Lombard women composers from
Roman times until present day, Editore Co-
lombo, Roma 2008; Women as Musicians
from Sumerian Civilization until 1492, Edi-
tore Colombo, Roma 2007; Women in Jazz,
Editore Colombo, Roma 2007; Women and
music in Montenegro, Editore Colombo,
Roma 2007; Calypso as Instrument of Soci-
al Justice, Editore Colombo, Roma 2007;
Creative Women in Mozart’s lifetime, Edi-
tore Colombo, Roma 2006; Italian creative
women artists between 1000 and 1700, Edi-
tore Electa Mondadori, 2004; The Biograp-
hical Dictionary of Scottish Women Edin-
burgh University Press, Edinburgh 2006; Le
Siciliane, Editore Emanuele Romeo, Paler-
mo, 2005; L’acces des femmes a’ I'expressi-
on musicale: Apprentissage, création, inter-
prétation: les musiciennes dans la société,
IRCAM/Centre Pompidou, L’Harmattan,
Paris, 2002; Las Mujeres en la Musica - las
compositoras espaiolas, Alianza Editorial,

of a small and dedicated group of
contemporary Turkish women com-
posers and musicologists. It is the
first “mapping” of Turkish women,
not merely as traditional musicians
or talented amateurs within Sultans’
harems, but as composers and cre-
ators of all genres of music, from an-
tiquity until the present day. The for-
mat chosen for this book is that used
by our Foundation for similar proj-
ects undertaken in other parts of the
world:? this book includes in-depth

1 Nun Composers and their battles, Citta di
Fara, 2017; La Storia della Sopravivenza
Musicale, Comune Fara in Sabina, 2017;
Keynote Changes for Women in Music and
the Performing Arts European Parliament,
Bruxelles, 2014; WIMUST - Women in Mu-
sic Uniting Strategies for Talent - (16 dilde)
TMR, Roma (2012); Women and Music in
Serbia, Del Gallo Editore srl, Spoleto (PG)
2011; Lombard women composers from
Roman times until present day, Editore Co-
lombo, Roma 2008; Women as Musicians
from Sumerian Civilization until 1492, Edi-
tore Colombo, Roma 2007; Women in Jazz,
Editore Colombo, Roma 2007; Women and
music in Montenegro, Editore Colombo,
Roma 2007; Calypso as Instrument of So-
cial Justice, Editore Colombo, Roma 2007;
Creative Women in Mozart’s lifetime, Edi-
tore Colombo, Roma 2006; Italian creative
women artists between 1000 and 1700, Ed-
itore Electa Mondadori, 2004; The Bio-
graphical Dictionary of Scottish Women
Edinburgh University Press, Edinburgh
2006; Le Siciliane, Editore Emanuele Ro-
meo, Palermo, 2005; L’acces des femmes a’
Pexpression musicale: Apprentissage, créa-
tion, interprétation: les musiciennes dans la
société, IRCAM/Centre Pompidou,
L’Harmattan, Paris, 2002; Las Mujeres en
la Musica - las compositoras espariolas,
Alianza Editorial, Madrid 1998; Donne in
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nemlerdeki yaratici kadin miizisyen-
lerle ilgili derinlemesine makaleler ve
buna ek olarak, 18. yiizyildan bugu-
ne kadar yagamig 160’ten fazla ka-
din miizik bestecisi ve yaraticisinin
isimlerini, hayatlarini ve eserlerini
iceren bir biyografik sozligi igeri-
yor.

Miizik yaraticilar olarak kadin-
lar Tirkiye’de Anadolu’da, Catalho-
yuk’in Neolitik kultiirlerinde, Mezo-
potamya’nin Antik Siimer medeniye-
tinde ve Roma Imparatorlugu siire-
since hep vardi: Bugtin Turk muizigi
Orta Asya halk muizigi, Arap mizigi,
Bizans, Yunan, Osmanl Imparator-
lugu, Iran, Balkanlar, Ermenistan,
Avrupa ve hatta Kuzey Amerika’dan
gelen tiirler ve unsurlar1 kucakliyor.
Besteci ve egitimci Selen Giiltin’tin bi-
ze “Tiirkiye Cumhuriyeti’nde Kadin
Besteciler” makalesinde hatirlattig
gibi, ancak ¢ok yakin bir tarihte:
“Tiirkiye Cumhuriyeti kurulduktan
ve Latin harfleriyle yazilan okunan
Turkge anadili olarak kabul edilip
Tiirkge egitime gecildikten sonra mii-
zigin de hizla Batililasgma cemberine
girdigini, icrada ve egitimde cok sesli

Madrid 1998; Donne in Musica, Armando
Editore 1996; Donne in Musica di tre mon-
di: strade, corti e conventi in “Dame, Drag-
he e Cavalieri: Medioevo al Femminile, Atti
Convegno Casale Monferrato, Istituto Beni
Musicali Piemonte, 1996; Almanacco delle
Virtuose, Primedonne, Compositrici e Musi-
ciste d’Italia dal’AD 177 ai Giorni Nostri,
De Agostini Milano 1991; Donne in Musi-
ca, Bulzoni Editore 1983.

articles about creative women musi-
cians in different historical periods
followed by a biographical diction-
ary of women composers and cre-
ators of music, with the names, lives
and works of more than one hun-
dred sixty women from the eigh-
teenth century onwards.

Women as creators of music were
present in Turkey in the Neolithic
cultures of Catalhoyiik in Anatolia,
in the ancient Sumerian civilization
in Mesopotamia, and during the Ro-
man Empire: today Turkish music
embraces genres and elements com-
ing from Central Asian folk music,
the Arab world, Byzantium, Greece,
the Ottoman Empire, Persia, the Bal-
kans, Armenia, Europe and even
North America. Only very recently,
as composer and educator Selen Giil-
in reminds us in “The Turkish Re-
public and Women Creators of Mu-
sic”: “After the founding of the Turk-
ish Republic in 1923, the adoption of
Latin letters for the Turkish lan-
guage, and the initiation of a Turkish
language education, we observed a
rapid Westernization of music, a fo-

Musica, Armando Editore 1996; Donne in
Musica di tre mondi: strade, corti e conven-
ti in “Dame, Draghe e Cavalieri: Medioevo
al Femminile, Atti Convegno Casale Mon-
ferrato, Istituto Beni Musicali Piemonte,
1996; Almanacco delle Virtuose, Primedon-
ne, Compositrici e Musiciste d’Italia
dall’AD 177 ai Giorni Nostri, De Agostini
Milano 1991; Donne in Musica, Bulzoni
Editore 1983.
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mizige 6nem verildigini, 6zellikle
Turk Sanat Mizigi’nin Turk Halk
Miizigi’ne kiyasla bu sebepten geri
plana itildigini goriiyoruz (...) bu
devrimlerin merkezinde kiltiirel ya-
pilanma, dolayisiyla miizik en 6nem-
li konulardan biri olarak ele alinir.
Anadolu’nun ezgilerini derlemek tize-
re aragtirmacilara gorev verilir. Bu
amacla tinli Macar besteci Béla
Bartok da Tirkiye’yi ziyaret eder,
derleme gezilerine katilir. Filarmoni
orkestrasi, bando ve fasil heyetinden
olusan “Mizikayr Himayun” Anka-
ra’da konserler vermeye baslar...
1934’te Adnan Saygun, Tirkiye
Cumbhuriyeti tarihinin ilk operasi
olan “Ozsoy”u yazar. Dénemin hii-
kiimeti, kadinlarin sosyal hayattaki
yerini ve ozglirlesmelerini, kiz cocuk-
larinin da erkek ¢ocuklar kadar oku-
ma Ogrenme haklari ve sosyal kimlik
kazanmalarin saglamak adina bir di-
zi kanun gergeklestirir.”
“Tanrigalardan Tefcilere: Ttirki-
ye’de Kadinlarin Miziginin Tarihine
Bir Bakis” makalesinde etnomiiziko-
log E. Sirin Ozgiin su gézlemi yapar:
“Geleneksel ortamlarda kadinlarin
genellikle sarki soylediklerini ancak
¢ogu zaman enstruman ¢almadikla-
rint goriiyoruz (...) bir enstriman
olarak tef kadinlara 6zgii goriilmek-
te, kadinlar bu enstriimani genellikle
sadece kadinlara acik ortamlarda,
ozellikle de kina gecelerinde calmak-
tadir. Tefin bu ve benzeri kullanim-

cus on polyphonic music in perfor-
mance and education, and an empha-
sis on Turkish Folk Music (Turk
Halk Miuzigi) instead of Turkish
Classical Music (Tiirk Sanat Miizigi)
(...) Cultural development was at the
heart of reforms and music was,
therefore, one of the central themes.
(...) Researchers were commissioned
to gather folk melodies from Anato-
lia and as part of this project, the fa-
mous Hungarian composer, Béla
Bartok, also visited Turkey and un-
dertook field research. “Mizikay1
Hiimayun” set up symphonic orches-
tras, bands, and fasil group concerts
in Ankara. (...) In 1934, Adnan Say-
gun composed “Ozsoy”, the first lyr-
ic opera in the history of the Turkish
Republic. The government of the
time developed a series of laws pro-
moting increased freedom for wom-
en in social life, equal access to edu-
cation for girls, and recognition of
women’s social identity.”

In “From Goddess to Tefci:
Thinking about the past of Women’s
Musical Practices in Turkey”, ethno-
musicologist E. Sirin Ozgiin observes
that, “in traditional settings we still
find women performing as singers
but without playing musical instru-
ments.... the particular drum played
by women, the tef, is considered to be
a female instrument, and is, therefore,
played in women-only settings, dur-
ing wedding rituals. Similar musical
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lar1 Tiirkiye’nin pek ¢ok bolgesinde
ve Akdeniz cevresindeki genis cogra-
fi alanda goriilebilir (...) Turkiye’de
kadinlarin muzikal pratiklerinin ta-
rihinin izini sirmek kolay degil ¢iin-
ki bir yandan kadinlar patriyarkal
baskinin acisini yizyillarca ¢cekmis-
lerdir ve yarattiklari miuzik tarihsel
belgelere uygun bi¢cimde kaydedil-
memigtir. Neyse ki kadinlar1 davul-
cular olarak kabul eden gelenek bu-
giine kadar siirmiis ve sembolik pra-
tikleri takip ederek, bugiin hili yay-
gin olan ayrintilarin izini stirerek ve
notunu diigerek, gecmiste oldugu gi-
bi, resmi tamamlayabilir ve bu gele-
negin potansiyelini gorebiliriz.” Oz-
“(...) her
ne kadar (bugiin) bir kadin davul

giin, sozuni $oyle baglar:

¢almakta veya en azindan icraci ol-
makta 1srar etse de, yeni ¢cagin gerek-
liliklerine boyun egmek ve bagka
enstriimanlar calarak devam etmek
zorunda kalabilir: Once darbuka ve
sonra klavye ve midi recordings.”
Miizikolog, miizisyen ve egitimci
fakat artik aramizda olmayan S. Seh-
var Begiroglu “Osmanli Miiziginde
Kadinlar” adli makalesinde Osmanli
oncesi toplumlarda Tirk kadinlarin
toplumsal kosullarinin genel deger-
lendirmesiyle baglar: “Turki kavimle-
rin Orta Asya’dan Anadolu dizligi-
ne gogii Iran ve Arabistan da dahil ol-
mak Ulzere genig bir alana yayildi. Bu
goc sirasinda, Tiirkler Iranli, Arap,
Anadolulu ve Bizansh kilturlerle et-

practices can be found in many parts
of Turkey and in vast geographical
area around the Mediterranean (...)
Tracing the history of women’s musi-
cal practices in Turkey is not easy, be-
cause on the one hand women have
suffered from patriarchal oppression
for centuries, and the music that they
have created has not been adequately
recorded in historic documents. Nev-
ertheless, the tradition regarding
women as drummers has survived un-
til the present day and by following
symbolic practices, tracking and an-
notating the details that are still com-
mon today, as in the past, we can
complete a picture and see the poten-
tiality of this tradition.” She con-

[13

cludes “.... even if (today) a woman
insists on drumming, or at least be-
coming a performer, she might have
to give in to the requirements of the
new era and move on to play other in-
struments: first the darbuka and then
keyboards and midi recordings.”
Musicologist, musician and edu-
cator, unfortunately no longer with
us, S. Sehvar Besiroglu begins with
an overview of the social situation
of Turkish women in pre-Ottoman
societies, to her article entitled
“Women in Ottoman Music”: “The
migration of Turkic peoples from
Central Asia to the Anatolian pla-
teau spread widely, including Persia
and Arabia. During this migration,
Turks interacted with Persian, Ara-
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kilegime girdi ve yonetimsel, askeri ve
toplumsal kurumlarda birbirlerine
becerilerini aktardilar. Osmanli Im-
paratorlugu’nun ilk yillar1 boyunca,
kadinlar etnik kokenleri bakimindan
genellikle Turki’ydiler ve Orta Asyali
kiiltiirel karakteristiklerini koruyor-
lardi. Sonralari sultanlarin sarayinda,
[slAm’in ortaya gikisindan 6nce, dini
inanig Samanizm’di ve hem Tanrilar
hem de Tanrigalar vardi... Asya diiz-
likklerinin gocebe Tiurki kavimlerin-
de, kadinlar ve erkekler toplumsal ve
kiltiirel yagsamlarini birlikte, ayrig-
madan siirdiiriiyorlardi. Islim’1 din-
leri olarak benimsedikten ve yerlesik
topluma gectikten sonra, Islami pren-
sipler, Islam oncesi gelenekleri ve
cevrelerindeki toplumlardan gecen
etkilerin birlegimi olan bir yagam tar-
z1 benimsediler.” Besiroglu, sultanla-
rin saraylarindaki muzik ve hayati,
kendi miiziklerini yazan ve tanitan
¢ok sayida kadini resmederek soyle
tarif eder: “Imparatorlugun bagindan
itibaren, miuizik ve dans toplumsal ve
kiiltiirel hayatin 6nemli bir unsuruy-
du. Bunlar farkli duygular: ifade et-
menin araci olarak kabul ediliyordu.
Kadinlarin makam miizigine katkila-
r1 toplumsal hayatin ickin bir pargasi
haline geldi ve toplumun gelenekleri-
nin igine yerlesti. Bu 6zellik Sultan’in
sarayinin iginde yasayan kadinlar ka-
dar sehirlerde yasayanlar arasinda da
glgliiydii. Erkekler miizikal egitimle-
rini Enderun’da (sarayin icindeki egi-

bic, Anatolian, and Byzantine cul-
tures and exchanged skills in gov-
ernmental, military, and social insti-
tutions. During the early years of the
Ottoman Empire, women were gen-
erally Turkic according to their eth-
nic backgrounds and maintained
their Central Asian cultural charac-
teristics. Later in the courts of the
Sultans, before the emergence of Is-
lam, the religious belief was Sha-
manistic, with both Gods and God-
desses. (...) In the nomadic Turkic
tribes of the Asian plateau, women
and men pursued their social and
cultural life together without sepa-
ration. After embracing Islam as
their religion and establishing set-
tled communities, they adopted a
life style which was a combination
of Islamic principles, of their pre-Is-
lamic traditions and influences ab-
sorbed from surrounding communi-
ties.” She describes music and life in
the Courts of the Sultans, depicting
many of the women who wrote and
promoted their own music: “From
the beginning of the Empire, music
and dance was an important aspect
of social and cultural life. It was
considered a vehicle to express dif-
ferent feelings. The contribution of
women to makam music became an
integral part of social life and incor-
porated into the traditions of the so-
ciety. These were as strong among
the people who lived in cities as
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tim kurumu) alirken, kadinlar icin
miizikal egitimi harem saglardi. Ayri-
ca, kadinlar dénemin en iyi 6gret-
menlerinin evlerine muzik dersleri
icin gonderilirdi. Saraylarda yasayan-
lar hem haremde hem de digardaki
ogretmenlerden iyi bir muzik egitimi
alirlar ve devaminda gruplar olustu-
rarak farkl vesilelerle keyifli kutla-
malara katkida bulunurlardi.”

Bu calismadaki makaleler, bir¢ok
farkli miizik tiirint tanimlar ve Selen
Giilin ise yazisinda kanto, arabesk,
Anadolu popu, Tiirk popu, rock ve
caz dahil olmak tzere 20. yiizyilin
bircok formu ve bu alanlarda icrac
ve yazar olarak ustalagsmig kadinlar
hakkinda bilgiler verir. “Caz muzigi
Tirkiye’ye erken sayilacak bir do-
nemde, 1920 yilinda girer ve sonra
1960’larda Tirk pop miiziginin tan-
g0, kanto ve operet turlerine miizikal
ve bicimsel bir destek saglar. O yillar-
da yabanci menseli dans miiziklerini
tanimlamak icin caz, yabanci popi-
ler muzikleri ¢alan orkestralari ta-
nimlamak icin ise cazbant (kelime
anlami caz grubu) sozciigh kullanil-
maktaydi. 1940’lardan itibaren bir-
biri ardina Turkiyeli caz gruplari ku-
rulur ve gece kuliiplerinde icralar
baslar.”

Turkiye’den Kadin Besteciler
Sozlugl sundugu bilgiler bakimin-
dan zengin bir kaynaktir: Sozluk’te
¢ok uzak ve yakin gegmislerden mii-
zik bestecisi ve yaraticisi olarak ka-

within the Sultan’s court. While men
received their musical education in
the Enderun (educational institution
within the palace), the Harem
(Women’s Quarters) provided music
education for women. In addition,
women were sent to the homes of
the best available teachers of the
time for music lessons. Those living
in the palaces received a good music
education both in the Harem and
from external teachers, and went on
to form ensembles which contribut-
ed to joyful celebrations on different
occasions.”

The articles in this book describe
many different kinds of music and
Selen Giiliin has included informa-
tion for many twentieth century
forms including Kanto, Arabesque,
Anatolian Pop, Turkish Pop, Rock
and Jazz as well as giving informa-
tion about the women who excelled
as performers and authors in these
fields: “Jazz entered Turkey at a rela-
tively early stage in 1920 and later, in
the 1960’s, provided musical and sty-
listic support to the tango, kanto,
and operetta genres of Turkish pop
music. In those days, the word caz
was used to describe foreign dance
music and cazbant (literally, jazz
band) to describe orchestras playing
foreign popular music.... From the
1940’s onwards, a number of Turk-
ish jazz bands started up and per-
formed in night clubs.”
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din figiirleri ve icraci/besteci olarak
uluslararasi diizeyde isimler olan
¢agdas kadinlar yer alirken bunlarin
icinde bulunduklar: etkinlikler de
cerceveye dahil edilir. Kadinlar; bes-
teciler, serbest emprovizorler ve kav-
ramsal sanatgilar, solo enstrimanlar
icin yazilmig eserlerden (6rnegin pia-
no) askeri bandolar i¢in hazirlanmig
miizige, makam ve klasik sanat sar-
kilarina, kantoya, film muzikleri ve
muzikallere, operetlere, elektronik
miizige kadar her tiirli sesli ve ens-
trimantal kombinasyonun yazarla-
ridir. Burada sunulan kadinlar sair,
sarki sozil yazari, sarki yazari ve lib-
rettodur. Onlar; sark: soylerler; pia-
no, keman, mandolin, gitar, ksilo-
fon, ut, akordeon, alto saksafon,
tambur, kontrbas, viyolonsel, flit,
kanun, zither, kemenge, lavta, harp,
darbuka, davul calarlar ve orkestra
sefi, koro sefi, 6gretmen, opera sar-
kicisi, aktris, rapgi, san hocasi, ya-
pimct, sahne direktorii, aranjor, ya-
yinci, radyo spikeri, miizikolog, ¢o-
cuk kitabi yazari, ressam, gazeteci,
miuzik terapisti, fotograf¢i, ogret-
men, etnomuzikolog olarak caligir-
lar veya sanat ve tasari alaninda {ire-
tirler.

Eger kadinlar ve edinimleri tarihe
ve ders kitaplarina katmak istenirse
bu Sozlik gercekten ¢ok onemli bir
yeri olacaktir. Diger yandan bu Soz-
liikk, kadinlar adina ¢aliganlarin hep-
sinin zaten bildigi seyi onayliyor: Bir-

The Biographical Dictionary of
Women as Composers and Creators
of Music contains a wealth of infor-
mation: It includes figures of women
as composers and creators of music
emerge from the long distant and re-
cent past alongside contemporary
women with international names as
composers or performer/composers
and also the activities which they in-
volved, are putted into frame of this
book. Women’s activies’ range is
enormous as free improvisers and
concept artists, authors of all sorts of
vocal and instrumental combinations
from works for solo instruments (pi-
anoforte for example) to music for
military bands, makam and classical
art songs, kanto, film scores and mu-
sicals, operettas, electronic music.
The women presented are poets, lyri-
cists, songwriters and authors of li-
brettos. They sing, play the piano-
forte, violin, mandolin, guitar, xylo-
phone, oud, accordion, alto saxo-
phone, tanbur, double bass, violon-
cello, flute, kanun, zither, kemence,
lavta, harp, darbuka, drums and
work as conductors, choral directors,
teachers, opera singers, actresses, rap-
pers, vocal coaches, producers, stage
directors, arrangers, broadcasters, ra-
dio hosts, musicologists, authors of
books for children, painters, journal-
ists, music therapists, photographers,
teachers, ethnomusicologists and in
the fields of sound art and design.
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¢ok kadin muzikteki yetenekleri ve
oncii eserleriyle yasarken ve akranla-
rinca kabul gormis, sonrasinda unu-
tulmustur. Bugtin 21. ylzyilda bile,
kendi eserlerinin bestecileri ve icraci-
lar1 olarak bir¢ok alanda mevcut
olan kadinlar héla okul veya tiniver-
site miifredatlarinda yer almaz ve so-
nug olarak erkek akranlariyla ayni
sekilde, onlarla ayni 6zelliklerdeki
programa alinmazlar. Sunun altini
¢izmek gerekir ki diinyadaki (genel-
likle hepsi erkek olan) tarihgiler cag-
dag miizik hakkinda yazarken kadin-
larca yapilan katkiya ¢ok az dikkat
gosterirler. Ote yandan, ka¢ kadin,
yaratici besteci olarak ciddiyetle in-
celemeye aliniyor? Kag bestecilik
mezunu, okullarda, konservatuarlar-
da ve universitelerde 6gretmenlik ya-
piyor? (Bu cevap ¢ok hizlica verilebi-
lir: Geng ¢ocuklarin cogunlugu ilk ve
stregiden miuzik egitimlerini genel-
likle besteci olan kadinlardan almak-
tadir). Ka¢ kadin nefesli enstruman-
lar veya perkiisyon ¢almak iizere ise
alimiyor? Kag kadin eserlerinin sii-
rekliligini giivenceye almak tzere
kendi ensemble’ini, grubunu ya da
band’im kuruyor? Kag tanesi kendi
kayit tretmek i¢in kendi kaynagin
geligtiriyor?

Tim yaraticihk bigimleri birden
cok etkene dayanir: Yas, irk, din,
milliyet veya sanat¢inin dogdugu
cografi alan, nerede egitim gordugu
ve tarih, egitim ve uzmanlagmis 6gre-

The Biographical Dictionary is
crucial if one wants to place women
and their achievements in history
and school books. Additionally, this
dictionary confirms what all those
working on behalf of women already
know: many women have been rec-
ognised for their talent and pioneer-
ing work in music, during their life-
times and by their peers, and have
then been forgotten. Even today, in
the twenty-first century, women, as
composers and performers of their
own works, present in many fields
are still not included in school or
university curricula and consequent-
ly are not programmed in the same
way, in terms of quality or quantity,
as their male counterparts. It should
be underlined that, worldwide, his-
torians, (usually all male) write
about contemporary music with lit-
tle attention to the contribution
made by women. On the other hand
how many women are seriously tak-
en into consideration as creative
composers? How many composition
graduates are teaching in schools,
conservatories and universities?
(This answer is very quickly given:
the majority of young children will
be receiving their first and ongoing
music tuition from women who are
often composers). How many wom-
en are hired to play wind instru-
ments or percussion? How many set
up their own ensemble, group or
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tim boyunca taginan estetik kanonlar
ve popiiler kiiltiir, ekonomik kosul-
lar, iklim ve hatta biyolojik yas gibi
diger digsal etkiler. Kadin yaratici sa-
nat¢ilarin var oldugu evren dogal ol-
maktan uzak. Miizikal egitime daha
sinirli bir erigimleri, yayin ve icra ko-
nusunda daha az olanaklari olmasina
ragmen Stimer medeniyetinden bu
yana kadinlar kendi muziklerini ya-
ratmiglar, icra etmisler ve tagimislar-
dir.2 Kadinlarin diinyada deneyimle-
dikleri degisimlere dair farkindalik
ayni1 diizeyde kamusal hayata katilhim
ve etki etmeye veya kadinlarin anaa-
kimda kiltiirel mevcudiyetinin, or-
gutledikleri etkinliklerin marjinalles-
tirilmesi ve kaynak kithgiyla acima-
sizca daraltilmis olduguna dair bir
kabullenme olmamistir.> Gegilmesi
ve agilmasi gereken bariyerler, citler,
gecitler ve hendekler vardir ve kap:
bekgileri “nitelik”ten konusan ama
perde arkasindaki ¢arklardan bahset-
meyen erkeklerdir.

Bugliniin sanatcisi emek paza-
rinda belirli bir durumun i¢inde ya-
sar: Bir igle digeri arasinda zaman
araliklar1 yaratan kesintili ig, farkl
kaynaklardan gelen 6demelerin

2 Adkins Chiti, P., “Tangible and Intangible -
women’s contribution to Music and to Cul-
ture”, 9 numarali oturumdaki teblig, 1 Nisan
1998, Stockholm, Intergovernmental Confe-
rence on Cultural Policies for Development.

3  World Commission on Culture and Deve-
lopment, Our Creative Diversity: report of
the World Commission on Culture and De-
velopment, (yon.) Javier Pérez de Cuéllar,
USA, UNESCO, 1995.

band, to guarantee continuity for
their work? How many raise their
own funding to produce recordings?

All forms of creativity depend on
multiple factors: age, race, religion,
nationality or geographical area
where the artist is born, where he/she
trained, and aesthetic canons trans-
mitted throughout history, education
and specialised training, as well as
other external influences such as
popular culture, economic condi-
tions, climate and even biological
age. The universe in which women
creative artists exists is far from nat-
ural. Despite having more limited ac-
cess to musical education, fewer op-
portunities for publication and per-
formance, women have created, per-
formed and transmitted their own
music since the time of the Sumerian
civilisation.? Awareness of the chang-
es experienced by women worldwide
has not translated into correspond-
ing levels of participation and influ-
ence in public life, or recognition that
women’s cultural presence in the
mainstream is severely constrained
by the marginal and under-sourced
nature of their organized activities.3

2 Adkins Chiti, P., “Tangible and Intangible -
women’s contribution to Music and to Cul-
ture”, Paper for Session n°® 9, 1*t April 1998,
Stockholm, Intergovernmental Conference
on Cultural Policies for Development.

3  World Commission on Culture and Devel-
opment, Our Creative Diversity: report of
the World Commission on Culture and De-
velopment, (dir.) Javier Pérez de Cuéllar,
USA, UNESCO, 1995
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toplaminda sahip oldugu diisiik ge-
lirle kaginilmaz hale gelen hareket-
lilik; ajanslar, editorler, yapimcilar
vb. cesitli tiirde araci-insanlara ba-
gimlilik, yaraticiligin sonucunun iz-
leyici nezdindeki basariya bagl ol-
masindan dolay1 tasidigr risk, sa-
natsal iglerle serbest veya kadrolu
baska bir isin ara ara ust uste bin-
mesinin kaginilmazhgi... Oysa sa-
natgilar, yaratim i¢in zamana ve her
seyden ote miizik diinyasinin kendi-
sinden gelecek moral destege ihti-
yag duyarlar.

Umudum odur ki Tiirkiye’de Ka-
dmnlar ve Miizik, miizikseverler, aka-
demisyenler ve ogrenciler igin temel
bir okuma haline gelecek, daha fazla
sayida kadinin Tiirkiye muzikal ya-
samina sanatsal katilimina cesaret
verecek ve kadinlarin isimlerinin
programlarda, cevrimigi sitelerde,
mifredatlarda ve diger yayinlarda
yer almasi saglanacak. Buglniin
yitksek beklentili cagdas toplumun-
da (standardizasyon ve edilgenlestir-
me riskiyle) kadin sanatcilarin roli
hayatidir. Onlar gelecege bakiyor-
lar, bugiinle miicadele ediyor ve
akintiya kars1 yuzuyorlar. Toplu-
mun kadin sanatciyr desteklemekle,
ona yasama, ¢aligma ve kendisini
ozgurce ifade etmesi yani “kendi”
muzigini, “kendi” fikirlerini ve
“kendi” yaraticiligini sunmast icin
yardim etmekle kazanacag cok sey
bulunmaktadir.

There are barriers, hurdles, gates and
moats to be passed through and
across and the gatekeepers are men
who talk about “quality” and not
about wheels behind the scenes.
Today’s artist lives in a particular
situation within the labour market
characterized by intermittent work
that creates intervals of time between
one job and the next; an unavoidable
mobility with a low income com-
prised of payments from different
sources; a dependence on many
kinds of middle-people like agencies,
editors, producers, etc.; a risk related
to creativity where results depend
upon success with an audience; the
often indispensable intermittent
overlapping of artistic work with an-
other job, free-lance or employed.
However, artists need time for cre-
ation and above all the moral sup-
port from the world of music itself.
It is my hope that Women in Mu-
sic in Turkey will become essential
reading for music lovers, scholars
and students, encouraging an even
greater female artistic participation
in Turkish musical life and ensuring
that women’s names are included in
programmes, on-line sites, syllabi
and other publications. In today’s
highly demanding contemporary so-
ciety —risking standardisation and
passivity— the role of women artists
is vital. They look towards the fu-
ture, contest the present and swim
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Bu kitap; besteci (vakfin Ttiirki-
ye’den ilk konuk bestecisi) Selen Gii-
lin’Gn ve muzikologlar Sehvar Besi-
roglu, Seyma Ersoy Cak ve Sirin Oz-
giin’iin katk: ve cesaretlendirmeleri
olmaksizin miimkiin olamazdi. Ay-
rica bir bagka Tirk konuk besteci
olan Ayse Onder’e, Italya’nin Fiuggi
sehrindeki merkezimizde kiitiipha-
necimiz Roberta Quattrociocchi ve
asistan1 Nicoletta del Monte’ye te-
sekkiir etmek isterim. Ayrica Istan-
bul Bilgi Universitesi Miizik Bolii-
miine ve ozellikle Ates Erkog, Deniz
Gungoren, Can Kazaz, Ali Somay,
Fulya Ucanok ve Engin Yenidiin-
ya’ya bana suregiden arastirmada ve
Tiirkge-Ingilizce cevirilerde yardim-
lar1 icin tesekkir ederim. Tum tesek-
kiirlerimi Istanbul Bilgi Universitesi
Yayinlari ve bu projeyi takip eden ve
bizi devam edip genellikle karmagik
ve yavas giden bir gorevi stirdirtp
tamamlamamiz i¢in cesaretlendiren
yayin koordinatorlerine gonderiyo-
rum,.

Fiuggi Citta, ltalya

against the current. Society has every
interest in supporting the woman
artist, helping her to live, work and
express herself freely and this means
presenting “her” music, “her” ideas
and “her” creativity.

This book would not have been
possible without input and encour-
agement from composer Selen Giiltin
(the Foundation’s first Resident
Composer from Turkey) and from
musicologists Sehvar Besiroglu,
Seyma Ersoy Cak and Sirin Ozgiin. I
would also like to thank composer
Ayse Onder, another Turkish resi-
dent composer, librarian Roberta
Quattrociocchi and assistant Nico-
letta del Monte at our headquarters
in Fiuggi, Italy. Further thanks go to
the Istanbul Bilgi University Music
Department and especially to Ates
Erkog, Deniz Giingoren, Can Kazaz,
Ali Somay, Fulya Ucanok, and Engin
Yenidiinya, who helped with ongo-
ing research and translations be-
tween Turkish and English. Thanks
must also go to the Istanbul Bilgi
University Press and to their Editori-
al coordinators who have followed
this project and encouraged us to
continue and complete a task that
has often been complex and slow.

Fiuggi Citta, ltaly
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GOKGEN DiLEK AGAY (1983, Istan-
bul), besteci, kemanci, dogaclama
miizik icracisi ve konsept sanatgisi,
Yildiz Teknik Universitesi Sanat ve
Tasarim Fakiiltesi’nde keman egiti-
mi aldi. Kazandig1 Erasmus bursuyla
okudugu Almanya’da Franz Liszt
Musik Hochschiille’den mezun ol-
duktan sonra Weimar’da Bauhaus
Universitesi’nde lisans egitimi gordii.
Islak Kopek, Ways-Senol Kigiikyil-
dirim, MIAM Caz Toplulugu ve
Emin Findikoglu’nun Stringswille
Project gibi dogaglama gruplariyla
performanslar sergiledi. Danscilar ve
gorsel sanatcilarla performanslar
verdi ve ABD, Almanya, Tirkiye,
Italya, Danimarka ve Cin’de multi-
medya performanslarinda yer ald:.
Ozel ilgi alani sira dig1 objeler, fotog-

A

GOKCEN DiLEK ACAY (Istanbul,
1983), composer, violinist, impro-
viser and concept artist studied at the
Yildiz Teknik University, in the Art
and Design Faculty, as a Violin Ma-
jor and won an Erasmus scholarship
to attend the Franz Liszt Musik
Hochschule, Germany in 2006. Af-
ter graduation, she undertook degree
studies at the Bauhaus University in
Weimar. She has performed with
free improvisation bands such as Is-
lak Kopek, Ways - Senol Kuigiikyildi-
rim, Miam Caz Toplulugu, and the
Stringswille Project of Emin Findik-
oglu. She has also worked with danc-
ers, visual artists and collaborated in
multimedia performances in the
United States, Germany, Turkey, Ita-
ly, Denmark and in China. She is
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raf, video ve performans sanatiyla
calismaktir. Istanbul, Kopenhag,
Mineapolis, Erfiirt, Ilsalmi, Weimar
ve Pekin’de solo ve grup sergilere ka-
tildi. Limbo ve Sevket Akinci’yla
kaydettigi ozgin dogag¢lama canli
konser albumii 2009’da Deform mu-
zik tarafindan yayinlandi. 2010’da
On the Edge isimli bir ‘yeni miizik’
performans grubu kurdu.

ADILE SULTAN (18 Mayis
1826 - 12 Subat 1899, Is-
tanbul) Sultan II. Mah-
mud ve eslerinden Zer-
nigar Sultan’in kizi, L.
Abdiilmecid ve Abdi-
laziz’in kiz kardesidir.
Babasi sanatla ozellikle
hat ve musiki ile yakin-
dan ilgili bir padigah oldu-
gundan iyi bir 0grenim
gorerek Arapga, Fars-
¢a, edebiyat, tasavvuf,
miizik ve hat 6grendi. Adile Sultan
19 yaginda iken daha sonra kaptan-i
derya, serasker ve sadrazam olacak
Damat Mehmet Ali Pasa’yla evlendi.
Onuncu kusaktan dedesi olan Kanu-
ni Sultan Siileyman’in siirlerinin Di-
van-1 Muhibbi adiyla basilmasini
saglamigtir. Fakat kendi siirleri Di-
van-1 Adile adi altinda Sliimiinden
seneler sonra, ancak 1996’da yayin-
lanmustir. Sufi, tasavvufi siirler ya-

Adile Sultan

particularly interested in working
with unusual objects, photography,
video and performance art and has
participated in many solo and group
exhibitions in Istanbul, Copenha-
gen, Minneapolis, Erfurt, Ilsalmi,
and Weimar and in Peking. Her Free
Improvisation live concert album
was released by Deform music with
Limbo and Sevket Akinci in 2009.
She created the ‘new music’ perfor-
mance band On the Edge in 2010.

ADILE SULTAN (Istanbul
May 18, 1826 - February
W\ 12, 1899) the daughter
“-3 of Mistress Zer-Nigar
| 11, one of the wives of
4| the Ottoman Sultan,
Mahmut II; her broth-
ers were Abdilmecid I
and Abdulaziz Han. Her
father appreciated fine art,
especially calligraphy
and music. Adile Sultan
had the advantage of a
good education learning Arabic, Per-
sian, literature, tasavvuf, music, and
calligraphy. At nineteen years old, she
was married to Damat Mehmet Ali
Pasa, who would later become
kaptan-1 derya (admiral-in-chief), se-
rasker (commander-in-chief), and sa-
drazam (grand vizier). She published
the poems of Stileyman the Magnifi-
cent, her grandfather of the 10th de-
gree, under the title Divdn-1 Mubibbi.
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ninda dini olmayan siirler de yazmig-
tir. Babasi, annesi, erkek kardegleri
ve i¢inde bulundugu ortamla ilgili
yazdiklari Osmanli hanedaninin ve
saray hayatinin daha iyi anlagilmasi-
n1 saglamigtir. Adile Sultan’in 6nem-
li ozellikleri, Osmanli hanedanindan
Divan diizenlemis ve Tiirk makam
miiziginde besteler yapmis tek kadin
sair olmasidir. “Merhaba Ey Fahr-i
Alem Merhaba” adli siiri Hac1 Faik
Bey tarafinda Hiizzam makami Du-
yek usuliinde uyarlanmigtir. Bagka
bir kaydedilmis bestesi Hicaz Hii-
may(n makami Sofyan usuliindeki
“Gizlice saha buyur, hine-yi tenhaya
buyur”dur. Oldiigiinde Eyiip Bostan
Iskelesi’nde kocasinin yanina gémiil-
mustir.

HAMIDE AYSE OSMANOGLU, (SuL-
TAN) (Istanbul, 2 Kasim 1887 -
1960) Yildiz Sarayr’nda dogmustur.
Annesi Ayse Musfika Kadinefendi,
babasi Osmanli Sultani II. Abdiilha-
mid idi. Yedi kardesin altincis1 olan
muzisyenin, arp, keman ve piyano
¢almanin yaninda, resme de kabili-
yeti vardi ve Fransizca konusurdu.
Colonel Lombardi’den Klasik Bati
Miizigi piyano dersleri, Edgar Ma-
nas’tan muzik teorisi, Italo Silvel-

She also created Sufi, sacred and secu-
lar poems. Her writings about her fa-
ther, mother, brothers and her sur-
roundings have helped us to under-
stand life in the palace and the sover-
eignty of the period. One of the most
important aspects of Adile Sultan’s
life is that she is the only female poet
within the Ottoman royal family to
have prepared a Divan and to have
composed Turkish makam music.
One of her poems was set by Haci
Faik Bey in Diiyek tempo and Hiiz-
zam makam: “Merhaba Ey Fahr-i
Alem Merhaba” [Greetings to dear
prophet Mohammad]. Another re-
corded work of hers “Gizlice saha
buyur, hine-yi tenhdya buyur.” [Se-
cretly come to my kingdom, my heart]
is in Hicaz Hiimaytn makam and So-
fyan tempo. At her death, she was
buried next to her husband in Bostan
Iskelesi, Eyiip. Her poems were pub-
lished in 1996 as Divin-1 Adile.

HAMiIDE AYSE OSMANOGLU (SuL-
TAN) (Istanbul, November 2, 1887-
1960) was born in the Yildiz Chalet
Palace. Her mother was Mistress
Ayse Miisfika IV and her father was
Ottoman Sultan Abdulhamid II. She
was the sixth of their seven siblings.
Besides playing the harp, violin, and
piano, painting was also amongst her
skills and she spoke French. She stud-
ied Western Classical piano with Col-
onel Lombardi, music theory with
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li’den kompozisyon, Devlet Efen-
di’den Tirk makam muzigi ve Hey-
gel’den piyano egitimleri aldi. Ilk
bestesini oniki yasinda yapan Ayse
Sultan, Bati miizigi tarzinda besteler
verdi. Sozlerini de kendisinin
yazdigr “Hamidiye Marg1”
(1900) Osmanh padisah1 /
II. Abdiilhamid i¢in ya- f§
zilmugtt. Turk tarihinde
mars yazan ilk besteci-
dir. 1952°de Osmanog-
lu soyadini aldi. Anila-
r1, 1960 yilinda “Babam
Abdilhamid” basghgiyla
Hayat dergisinde ya-
yinlandi. Daha sonra
da kitaplastirildi. Uzun
yillar yurtdiginda yagsadiktan sonra
Tirkiye’ye geri donerek burada yet-
mis yedi yaginda vefat etti. Secilmis
Eserler: “Isimsiz Mars” (1941);
1942 yilinda II. Abdiilhamid i¢in
besteledigi Cargah makaminda
ahenkli bir eser olan “Fatih Marg1”;
piyano i¢in bir ninni olan “Hatira
Marg1” (1949); “Mazurka” (1949);
“Sefkat Valsi” (1949); “Hayaller”.

Ayse Osmanoglu

Edgar Manas, composition with Italo
Silvelli, Turkish makam music with
Devlet Efendi and the piano with
Heygel. Having started composing at
the age of twelve, Ayse Sultan pro-
duced works in the style of
Western music. The
Hamidiye March (1900)
(Marche a Sa Majeste le
Calife Abdoul Hamid
Khan 1II), whose lyrics
were also written by
her, was composed for
the Ottoman Sultan,
Abdiilhamid II: She is also
the first woman com-
poser in Turkish histo-
ry to have written a
march. She was given the surname
“Osmanoglu” in 1952. Her memo-
ries published under the title My fa-
ther Abdiilhamid were partly seri-
alised in the Hayat magazine in 1960
(reprinted in book format later). Af-
ter having lived abroad for many
years, she returned home to the Turk-
ish Republic where she died in Istan-
bul at the age of seventy-three. Select-
ed Works: “Isimsiz Mars” [Untitled
March] (1941); “Fatih March”,
which is a harmonized work in
Cargah makam, composed for Ab-
ditlmecid II in 1942; a lullaby for the
piano, “Hatira Mars1” [Memorial
March] (1949); “Mazurka” (1949);
“Sefkat Valsi” [Compassion Waltz]
(1949); “Hayaller” [Dreams].



