Tirk Mizig Tiirk Miizigi, Eyliil 2026 E Geng Bilge
= 6(3), 231-250, e-ISSN: 2822-3195 yayincilik

turkmuzigidergisi.com gencbilgeyayincilik.com

y ©2026

Aragtirma Makalesi

Kantodan caza: Ge¢ Osmanlr’dan Erken Cumhuriyet’e popiiler miizigin alimlanmasi

Selim Tan'!

Miizikoloji Boliimii, Ankara Miizik ve Giizel Sanatlar Universitesi, Ankara, Tiirkiye

Makale Bilgisi Oz
Gelig: 4 Temmuz 2026 Bu ¢aligma Ge¢ Osmanlr’dan Erken Cumhuriyet’e uzanan siiregte kanto, operet, tango ve
Kabul: 21 Agustos 2026 caz gibi popiiler mizik tiirlerinin nasil alimlandigint ve hangi megruiyet kaynaklarina
Online Yaym: 30 Eylil 2026 dayandigini incelemektedir. Bu kapsamda Tiirkiye’de erken donem popiiler miizigin
Anahtar Kelimeler Baulilagma, modernlesme, biirokratik alan, kamusal temsil, toplumsal cinsiyet ve sinf
Batililasma temelindeki gii¢ iligkileri zemininde miizakere edildigi gosterilir. Caliymanin teorik
Erken Cumbhuriyet Dénemi cercevesi, miiziksel alimlamay: popiiler ve elit megruiyet kaynaklart arasindaki ¢ekisme
Miiziksel alimlama baglaminda ele alir. Metodolojik olarak tarihsel etnomiizikoloji perspektifinden hareketle
Mﬁzjksel mesr uiyet Tiirkiye’de erken ddnemde 8ne ¢ikan kanto, operet, tango ve caz aragtirma nesneleri olarak
Poptiler miizik belirlenir; bu tiirler birincil ve ikincil kaynaklarin tarihsel ve yorumlayict nitel analizi
temelinde ¢éztimlenir. Kanto, Ge¢ Osmanli’da genis bir izlerkitleye sahip olmasina ragmen
ahlaki sdylemler cercevesinde entelijansiya tarafindan sertge elestirilir ve elit megruiyet
kazanamaz. Operet ise Bati sanat mizigi gelenegiyle irtibatlt olsa da operaya nazaran
gayriciddi gorildiginden elit megruiyeti sinurlt kalir. Tango; Cumhuriyet’in yeni
paradigmasi dogrultusunda bedenselligi, kadin imgesi ve Cumhuriyet balolarindaki islevi
sayesinde hem popiiler hem de elit megruiyet zemini bulur. En nihayetinde caz; miitareke
yillarinda Pera gece hayat, isgal kogullart ve uyusturucuyla zdeglestirilerek ahlaki panik
tetiklerken, Erken Cumhuriyet Dénemi’nde Bauli karakteri sayesinde kismi elit megruiyet
edinir. S6z konusu drneklerden hareketle, popiiler miizigin tekil bir kategori olarak ele
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Giri
Tirkiye’de popiiler miizik, kiiltiirel yasamin merkezi bile§en§lerinden biri olmasina ragmen kurumlarda ve akademik
aragtirmalarda hayli sinurli bir yer tutar. Bunda poptiler mizigin ¢ogunlukla “eglence”, “titketim”, “ticarilik” ve
“bayagilik” gibi ¢agrisimlarla iligkilendirilerek “ciddi” kiilttirel tartigmalarin disginda konumlandirilmasi etkilidir. Bu ise
miizikte neyin degerli, megru ve akademik incelemeye layik goriildtigiine iligkin — kiiresel 6l¢ekte — temel bir meseleyi
giindeme getirir. Miizigi olusturan sesler, isitilen frekanslardan ibaret olmayip bagta etnomiizikoloji literattirtiniin de
vurguladig: gibi (bkz. Blacking, 1973; Merriam, 1964) insanlar tarafindan kiiltiirel olarak anlamlandirilan; ideoloji ve
giic iliskileri (bkz. Bourdieu, 1979/2015; Frith, 1996) i¢inde deger kazanan stiregler neticesinde var olur. Bagka bir

deyisle miizikte deger, salt estetik yargilarin Stesinde kiiltiirel ve ideolojik miizakereler i¢inde sekillenir. Bu nedenle
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Turkiye’de popiiler mizigi, tekil bir “poptiler miizik” kategorisinin Stesine gegerek farklr tiirlerin kendilerine 6zgii
tarihsel baglamlari yaninda atfedilen anlamlar, degerler ve megruiyet miicadeleleri baglaminda incelemek 6nem tagir.

Popiiler miizigin tekil ve sinirlari net bir tanimini — her kavramda oldugu gibi — yapmak hayli gigtiir. Zira popiiler
miizik, sanat miizigi ve halk miizigiyle birlikte Bat’’nin sosyokiiltiirel-tarihsel deneyimi i¢inde sekillenmis (Nettl, 2005)
ve gii¢ iligkileriyle oriilii s6ylemsel bir ingadir (Berger, 1996/2008, s. 65). Bu nedenle sabit bir miiziksel igerigi
yansitmaktan ziyade baglama gore degisen ve ¢cogunlukla “bulanik ¢agrisim yiginlar1” (Gelbart, 2007) olarak isleyen bir
kategori olarak belirir. Batt merkezli akademik yazimda rastlanan haliyle kabaca kent merkezli ve kayitl miiziklerin
tamamint kapsayacak bir “poptiler miizik” terimi, Ttrkiye’de yayginlik arz etmez. Stokes’a (2010, s. 15) gore
Ttrkiye’de heniiz tam manastyla yerlesmemis bir kategori olan popiiler miizik; fasil gibi klasik Tiirk muizigi temelli
gazino yorumlarindan, arabesk gibi Arap miizik dtinyastyla iligkili melez formlara ve Bat1 kaynaklt pop-rock’a uzanan,
kitle iletisim araglartyla yayginlagan yerel/bolgesel tiirleri kapsar. Gedik (2018) ise Ttirkiye’de izlerkitlenin boyle bir
semsiye terim yerine takip ettikleri pop, rock, rap, arabesk ve metal gibi tiir adlarini kullanmayz tercih ettigini vurgular.
Gedik’in (2018, s. 1) degindigi tizere Erken Cumhuriyet Donemi’nde Batt sanat miizigi ve hafif miizik arasinda bir
kargitlik kurulmug; 1960’lardan 1980’lerin sonuna kadar ise TR T tarafindan popiiler miizikler “Ttirkge s6z1i hafif Bat
miizigi” ve “yabanci s6zlti hafif Batt miizigi” seklinde siniflandirilmistir. Osmanli Devleti’nde miizik, “Dogu-Bat1” ve
“alaturka-alafranga” kargitliklar1 Gizerinden tanimlanirken, Batr’daki gelismelere paralel olarak 1mparatorlugun son
donemlerinde gelisen bir kategori olarak poptiler miizik, ikili siniflandirmalarin diginda yer alir (Gedik, 2018, s. 1).
Ancak Ayas’in (2018) da dile getirdigi gibi Erken Cumhuriyet Donemi’nde “Dogu-Bati” karsitligr popiiler miizige dair
yaklagimlart sekillendirmeyi stirdiiriir. Popiiler miizigin farkli dénemlerdeki igerimleri bir kenara birakildiginda; bu
alanda ilk 6rneklerin Osmanli Devleti’nde operet, kanto, longa, sirto, tavsan sarkilari ve valsle ortaya ¢iktigi anlagilir
(Gedik, 2018, s. 3).

Tarihsel olarak poptiler miizik tiirleri ¢esitlilik arz etse de bu ¢aligma, tamamina deginmek yerine Geg Osmanlr’dan
Erken Cumhuriyet’e uzanan ve Istanbul merkezli gelisen kanto, operet, tango ve caz gibi baglica tiirlere odaklanir. Bu
popiler miuzikler; kapitalist tiretim iligkilerinin gelistigi, gramofonun yayginlasmastyla miizik endstrisinin ivme
kazandig1 ve modernlesme-Batililagma politikalarinin uygulandigs bir paradigma degisikligi doneminde belirir. Dénem
itibartyla miiziksel igerigi ve kitleselligiyle yeni bir olgu olan popiiler miizigin gelisiminde ve kiiltiirel diinyasinin
sekillenmesinde, yonetici gruplarin (biirokratik elitler, entelijansiya, devlet kurumlarr) ideolojik yaklagimlarr etkili olur.
Boylece Tirkiye’de erken dénem poptiler miizigin, kamusal alanin endiistriyel ve giindelik iligkilerinde salt
“kendiliginden” filizlenmedigini, yonetici gruplarin miidahalesinin ¢ogu zaman rol oynayabildigini unutmamak
gerekir. Bu bakimdan 19. ytzyilda Osmanlt Devleti'nde baglayan ve Erken Cumhuriyet Dénemi’nde gii¢lenen
Baulilagma politikalarinin, popiiler miizigi sekillendiren bir yap1 olarak isleyebildigini séylemek yanlig olmaz.

Tirkiye’de (etno)miizikolojik agidan popiiler miizik tarihine iligkin calismalarin sinirliliklars oldugunu belirtmek
gerekir. Mevcut literatiiriin kayda deger boliimii, miizik tarihini agirlikli olarak tiirlerin gelisimi ve sanatgilar tizerinden
belgelemeye odaklanirken (bkz. Dilmener, 2003; Erkal, 2014; Kahyaoglu, 2002; Merig, 1999, 2011, 2020; Pagact,
1999), daha sonraki ¢aligmalar popiiler miizigi kiiltiirel ve sosyal teori baglaminda tartigan daha analitik yaklagimlar
gelistirir (bkz. Gedik, 2018; Kiigiikkaplan, 2015; Stokes, 2010; Tekelioglu, 2006). Tiirkiye’de erken donem popiiler
miiziklerin nasil alimlandigina odaklanan ¢aligmalar ise sayica azdir. Bilhassa farklt poptiler muzik tirlerine atfedilen
anlam ve degerlerin tarihsel olarak degerlendirilmesine yonelik calismalarin sinurliligi 6nemli bir aragtirma bogluguna
isaret eder. Bu ¢aligma, Ttirkiye’de erken donem popiiler miiziginin tarihine iligkin literatiire, tiirlerin kronolojik
gelisiminin 6tesinde alimlanma bigimlerini inceleyerek katki sunmayr amaglar. Bu dogrultuda kapsamli bir tarihsel
yeniden ingadan ziyade mevcut literatiire dayanarak temel tarihsel veriler sosyal teori ¢er¢evesinde yorumlanir. Bu
sayede hem Ttrkiye baglaminda hem de genel diizeyde (etno)miizikoloji ve popiiler miizik ¢aligmalarina yeni bir
perspektif kazandirilmast hedeflenmektedir.

Caligmanin amaci, Tirkiye’de gelisen erken dénem popiiler miizik tiirlerinin gerek kamusal gerekse biirokratik
alanlarda nasil alimlandigini incelemektir. Jauf$’un (1970) alimlama estetigi, yazar-metin-okur tiggeninde okuru pasif

olmaktan ziyade metnin tarihsel yasamini kuran aktif bir 6zne olarak konumlandirir. Benzer sekilde bu ¢alisma,
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miuziksel alimlamay1 (musical reception) okur merkezli irdelemesine kargin alimlayict kavramini tekil dinleyicinin
Otesine tagir. Burada miiziksel alimlama, miizik begenisi diginda elegtirel séylemleri, biirokratik miidahaleleri ve
kamusal temsilleri de kapsayan bir faaliyet olarak degerlendirilmektedir. Calismada, her poptiler muzik tiirtintin
ozglnliigh ve farkliligr gozetilerek biitiin tiirlerin tek bir “poptiler miizik” ¢atst alunda degerlendirilmemesine dikkat
edilir. Zira kantodan caza uzanan tarihsel stirecte her tiirtin gelistigi baglam ve kendisine atfedilen anlam 6nemli 6l¢tide
cesitlilik gosterir. Caligma, Batr’'daki 6rneklere benzer sekilde bazi popiiler mizik tirlerinin olumsuz yorumlar
tzerinden ablaki panik (moral panic; bkz. Cohen, 1972) tetikleyebildigini; ancak Bati’dan farklr olarak bilhassa Erken
Cumhuriyet Dénemi’nde belli tiirlerin Batilt mahiyetinin Batililagma politikalarinda islev tistlenebildigine isaret eder.
Béylece popiiler miizigi salt “endistri”, “ticaret” ve “kir” siireglerine indirgeyen yaklagimlarin 6tesinde hentiz 20.
yiizyil baginda poptiler miizigin ne denli politik olabildigine sahit olunur.

Calisgmanin teorik yo6nelimi, miiziksel alimlamayr megruiyet temelinde kavramsallagtirmaktadir. Ortak duyu
(common sense) diizeyinde farkli sozlitk tanimlarinin ortaklasugt Gizere mesruiyet (legizimacy), “dini veya sekiiler yasa,
kural, norm ve degerlere uygunluk” fikrine dayanir. Suchman’a (1995, s. 574) gére megruiyet; bir pratigin toplumsal
olarak insa edilmis normlar, degerler ve inanglar ¢ergevesinde uygun, dogru ve arzu edilir olarak degerlendirilmesine
iliskin kolektif algiyr ifade eder. Mesruiyetin hangi failler tarafindan, hangi gii¢ iliskileri icinde ve nasil tiretildigini
aciklamada teorik yaklagimlar merkezi bir rol oynar. Dolayisiyla calismada megruiyet, ortak duyu diizeyinin 6tesinde
Bourdieu’niin (1983) mesruiyet yaklagimi ¢ercevesinde ele alinir. Bourdieu’ye (1983, s. 331) gore burjuva mesruiyeti,
hakim siniflarin etik-estetik begenilerinin bagta akademi olmak tizere megrulagtirict kurumlar araciligiyla kutsanmasina
dayanir. Buna kargilik popiiler mesruiyet, siradan tiiketicilerin yani kitlelerin tasdiki ve kutsamastyla gekillenir
(Bourdieu, 1983, s. 331-332). Calismada, 6zel sermaye vurgusunu agarak biirokratik failleri de kapsamasindan 6tiira
burjuva megruiyeti yerine elit mesruiyet kavrami tercih edilir (bkz. Messer vd., 2012; Tan, 2022b). Béylece elit
megruiyet, ciddi miziklere 6zgii sermaye destegi ve akademik imtiyazin Gtesine gegerek, biirokratik alanin gesitli
faillerince temsil degeri atfedilen hafif mizikleri de kapsar. Miiziksel megruiyete bagli deger farklilagmalary; “sanat
miuizigi-halk mizigi-popiiler miizik”, “ciddi miizik-hafif miizik” ve “ytiksek kiiltiir-poptiler/algak kiltiir” gibi kiiltiirel
hiyerargilerde goriiniir hile gelir. Bu dogrultuda ¢aligma, kiltiirel hiyerarsilerin erken dénem popiiler miizigin

alimlanmasinda hangi megruiyet kaynaklart tizerinden tretildigini de degerlendirmektedir.

Yontem

Bu calisma, tarihsel ve yorumlayici bir nitel aragtirma yaklagimmna dayanmaktadir. Ge¢ Osmanl’dan Erken
Cumhuriyet’e uzanan siiregte popiiler miizigin alimlanmasi, miiziksel megruiyet baglaminda karsilagtirmali ve
biitinlestirici bir perspektifle ele alinmigtir. Disipliner olarak ¢alisma, tarihsel etnomiizikoloji ¢ergevesinde hareket
eder. Tarihsel etnomiizikoloji; miiziksel gegmisi eserler, besteciler ve notasyonun diginda miizigin anlam kazandig
toplumsal, kiiltiirel ve siyasal baglam i¢inde inceler (bkz. Bohlman, 1991; Nettl, 2005). Bu yaklagim, Widdess’in (1992,
s. 229) degindigi tizere miizikoloji ve etnomiizikoloji arasindaki tarihsel ayrimin yapay oldugunu ima ederek — Cook’un
(2008) “(etno)miizikoloji” kullaniminda somutlandigr gibi — tarihsel aragtirmalarda her iki alanin yéntemlerinden de
yararlanilabilecegini savunur. Benzer sekilde Tortop’un (2026, s. 5) aktardigi tizere Feldman, bilhassa Osmanli-Tiirk
miizigi aragtirmalarinda notasyon, makam teorisi ve bestecilerle sinurli kalan ¢aligmalarin yetersizligine dikkat ¢ekerek
tarihsel etnomiizikolojinin disiplinleraras: yaklagiminin 6nemini vurgular. Bu dogrultuda ¢alisma, Tirkiye’de erken
dénemin biitiin popiiler miizik tiirlerini kapsama iddiast tagimaktan ziyade donemin 6ne ¢ikan ve popiiler-elit
megruiyet agisindan incelemeye elverigli kanto, operet, tango ve caz 6rneklerine odaklanmaktadir.

Aragtirma verileri, s6z konusu tiirlere iligkin birincil ve ikincil kaynaklardan olugmaktadir. Kaynaklarin segiminde,
her poptiler muzik tiirtine iligkin literatiirde 6ne ¢ikan temel ¢aligmalar esas alinmug; erisilebildigi 6l¢tide doneme ait
birincil kaynaklardan da yararlanidmigtir. Bu dogrultuda ¢aligmanin tarihsel kapsamuyla iligkili olma; kanto, operet,
tango ve cazin kamusal ve biirokratik alanlardaki konumuna iligkin veri sunma; bu tiirlere atfedilen anlam ve degerleri
aktarma ol¢titleri gozetilmistir. Birincil kaynaklar, dénemin faillerinin s6z konusu tiirlere iliskin gortiglerine dogrudan

yer vermeleri; ikincil kaynaklar ise tarihsel baglamin kurulmasma ve birincil kaynaklarin yorumlanmasina imkan
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vermeleri bakimindan ele alinmistir. Gazete ve dergiler, resmi yayinlar, arsiv belgeleri, gorsel materyaller, anilar ve
elestirel sGylemlerin yani sira konuya iligkin (etno)miizikoloji, tarih ve sosyal bilimler literatiirti birlikte
degerlendirilmistir. S6z konusu kaynaklar, tarihsel malumat aktaran metinler olmalarinin 6tesinde dénemin miizik
anlayigini, deger yargilarini ve megruiyet miicadelelerini yansitan soylemsel veriler olarak ele alinmigtir. Bu séylemsel
veriler, yorumlayict analizle incelenerek her poptiler miizik tiirii, kendi tarihsel baglaminda popiiler ve elit megruiyet
dereceleri bakimindan ¢6ztimlenmistir. Yorumlayici analiz tig agamada ytiratilmusgtir. Ik asamada kaynaklarda kanto,
operet, tango ve caza iligkin deger yargilary, elestirel séylemler, kamusal temsiller ve biirokratik miidahaleler belirlenerek
tarihsel baglamlari i¢inde degerlendirilmistir. Ikinci asamada bu veriler, alimlayict failler ve atfedilen anlamlar dikkate
almarak popiiler ve elit megruiyet kaynaklar1 agisindan yorumlanmugtir. Son agamada ise dort tiiriin megruiyet
kaynaklar karsilagtirilarak ortaklagan ve farklilasan alimlanma bigimleri ele alinmistir. Boylece ¢alisma, Waterman’in
(1993, s. 66) etnomiizikolojinin temel ilgi nesnesini miizigin kendisinden ziyade onu algilayan, anlamlandiran ve
degerlendiren tarihsel 6zneler olarak kavramsallagtiran yaklagimini benimsemektedir.

Caligmanin teorik yonelimini olusturan miiziksel alimlama yaklagimi ve Bourdieu’niin (1983) mesruiyet teorisi,
Hebert ve McCollum’un (2014, s. 108) tarihsel etnomiizikoloji kapsaminda vurguladig: gibi sosyal teorilerin tarihsel
baglamdan bagimsiz gekilde ge¢mise aktarilmasinin anakronik yorumlara yol agabilecegi dikkate alinarak
uygulanmistr. Bu nedenle teorik degerlendirmeler, Geg Osmanli ve Erken Cumbhuriyet dénemlerinin hususi tarihsel
ve toplumsal kogsullar ¢ergevesinde gergeklestirilmistir. Béylece ¢aligma, Tiirkiye’de erken dénem poptiler miiziklerin
cesitli kamusal ve biirokratik faillerce nasil alimlandigini ve megruiyet atfedildigini kargilagtirmali-batiinlegtirici bir
perspektifle inceler. Bu sayede ilgili poptiler muzik tirlerinin Batlilagma ve modernlesme siireglerinde ideolojik

diizeyde isleyebilen bir kiiltiirel iktidar alan1 olugturduguna isaret edilmektedir.

Bulgular ve Yorum
Buboliimde 6ncelikle Ge¢ Osmanlr’dan Erken Cumhuriyet’e uzanan Batililagma ve modernlegme stireci, erken dénem
popiiler miizigin tarihsel zemini olarak ele alinmaktadir. Daha sonrasinda kanto, operet, tango ve cazin alimlanmasi;

popiiler ve elit megruiyet kaynaklari temelinde etraflica incelenmektedir.

Geg Osmanlr’dan Erken Cumhuriyet’e Batililagma Seriiveni

19. yiizyil Bat'nin kolonyal yayilimi, Sanayi Devrimi’nin tretim iligkilerini déntstiirmesi ve Aydinlanma’nin
epistemolojik-siyasal etkileri neticesinde ulus-devletlesme egilimlerinin gii¢ kazandig: bir dsnemdir. Bu evreyi Marksist
terminolojiyle altyapi ve tistyapinin eszamanli, kapsamli bir doniigtim gegirdigi; kiiresel diizeyde etkili zaribsel kirilma
olarak degerlendirmek miimkiindiir. $6z konusu kirllma; Japonya’dan Cin’e, Rusya’dan Ttrkiye’ye bir¢ok devlette,
her birinin kendi tarihsel ve toplumsal hususiyetleri ddhilinde tezahiir eden Batililagma ve modernlesme siireglerini
beraberinde getirir (bkz. Ayas, 2016; $enel, 2019).

Oztiirk (2016), Batlillasma politikalarint kzsmi Batililasma ve radikal Batililasma olmak iizere iki diizeyde
incelemektedir. Oztiirk’iin (2016, s. 52) Bat'nin askeri ve teknolojik kapasitesini yakalamak maksadiyla sinirladig:
kismi Batililagma, Osmanlt Devleti’nde III. Mustafa’nin askeri islahatlari ve ITI. Selim’in Nizdm-1 Cedid faaliyetlerinde
somutlagir. Bat’nin askeri ve teknolojik unsurlarinin 6tesinde kiiltirel pratiklerinin de benimsenmesini ifade eden
radikal Baulilagma (Oztiirk, 2016, s. 52), Osmanli Devleti'nde II. Mahmut'un kiyafet diizenlemeleri (devlet gorevlileri
icin ceket, pantolon ve fes kullaniminin 6ngdriilmesi), Mehterhane yerine Baul tarzda Muzika-yi Himayun’un (1826)
kurulmasi ve Sultan Abdiilmecid déneminde ilan edilen Tanzimat Fermanr’yla (1839) kendini gosterir. Cumhuriyet
dénemi ise Osmanl’nin son déneminde ivme kazanan radikal Batlilagma politikalarinin kamusal alana sirayet ettigi
daha ileri bir agamay1 temsil eder. Bu siire¢lerde miizigin, Bourdieu’niin (1981/2018, s. 185) degindigi tizere hicbir
kltiirel pratigin sahip olmadigi simgesel bir giicti barindirmasi, radikal Baulilagma politikalarinin  merkezi
bilesenlerinden biri haline getirir.

Unlii opera bestecisi Gaetano Donizetti’nin agabeyi Giuseppe Donizetti, 1828’de Italya’dan Osmanli Devleti’ne
getirilerek Muzika-yi Hiimdyun’un bagina atanir (Egecioglu, 2015, s. 63). Bu donemde Donizetti; Batlr ¢algilarin

getirilmesine, Tiirk muzisyenlerin Bat1 notasyonunu 6grenmesine ve Batt tislubunda marglarin bestelenmesine vesile
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olur (Balkilig, 2009, s. 71). Donizetti 6nderliginde Muzika-yi Hiimayun, Bat1 miiziginin Ttrkiye cografyasina resmi ve
kurumsal diizeyde girisini temsil eder. II. Mahmut déneminde 1833’te kurulan Saray Mizika Mektebi, Bat1 miizigi
egitimi veren ve glinimiiziin konservatuvarlarina benzer bir kurum olarak 6ne ¢ikar. S6z konusu egitim kurumunun
agilmastyla Muzika-yi Himayun, kiigiik 6l¢ekli bir senfoni orkestrasina dontgtiiriiliir (Merig, 2020, s. 118). Bu sayede
Muzika-yi Himéyun, saray ¢evresinde Batli ve yeni bir miiziksel begeni anlayisinin olugmasina kaynaklik eder (Pagaci
Tungay, 2015, s. 74). Ote yandan Donizetti yonetimindeki Muzika-yi Hiimiyun, yeni ordu igin yeni marglar
araciligryla askeri yiirilyiigii tanzim ederken; repertuvarina Italyanca sézlii parcalar, aryalar, polkalar, valsler ve
mazurkalar gibi dénemin popiiler miizik tiirlerini de dahil eder (Ozcan, 2006, s. 421). Bu durum Muzka-yi
Hiimiyun’un birokratik kurumlarda Batli temsiliyet saglamasinin 6tesinde popiiler miizik araciligryla bir izlerkitle
olusturmaya basladigina da isaret eder (Pagact Tungay, 2015, s. 74). Ozetle Muzika-yi Hiimayun, Bat: sanat miiziginin
yani sira Bault poptiler miizigin de Tiirkiye cografyasinda yayginlagmasinda kayda deger bir rol oynar. Biitiin bunlar,
Cumhuriyet’in kurulugundan yaklagik bir yiizyil 6nce, Osmanli Devleti’'nde Batils tiirlere biirokratik alanin kontroli
ve onaytyla belirli bir elit megruiyet atfedildigini gosterir.

Turkiye’de Erken Cumbhuriyet Dénemi miizik politikalarindan farkli olarak Osmanli Devleti'nde uygulanan
radikal Batililagma politikalarinin bitytik 6l¢tide biirokratik alanla sinirli kaldigs ve topyekin kamusal alana taginmadig:
unutulmamalidir. Yine de Baulilagma, askeri ve biirokratik kurumlarla sinirlt kalmayarak bilhassa sahne sanatlar1 ve
popiiler miizik alanlarina da yansir. Ornegin Tanzimat sonrasinda Pera’da (bugiinkii Beyoglu) acilan Fransz, Italyan,
Tepebagt ve Naum tiyatrolars; operanin Istanbul’da yayginlasmasina dnayak olur. Nitekim Donizetti, Bellini ve Verdi
gibi bestecilerin eserleri Avrupa’daki promiyerlerinden kisa siire sonra Istanbul’da sahnelenir (Egecioglu, 2015, s. 62).
Popiiler miizik alaninda ise II. Megrutiyet’ten itibaren tiyatro mizikleri, revii sarkilari, kanto ve operet gibi tiirler
yayginlagir ve bu alanlarda bir¢ok geleneksel miizik kékenli besteci tiretimde bulunur (Pagact Tungay, 2015, s. 77).
Ancak Batlilagmanin bir devlet politikasi olarak kamusal alana taginmast ve toplumsal degisimin merkezi hedeflerinden
biri hiline gelmesi, Cumhuriyet doneminde gergeklesir.

1923’te kurulan Cumbhuriyet ise miizik alaninda Musiki Inkilabr’yla somutlasan radikal Batililagma politikalarini,
buytik 6l¢tide Gokalp’in Twrkgiliigiin Esaslar: (1923/2019) adli ¢aligmasindaki fikirlere dayandirir. Gokalp, bir
ulusun ortak bilinci ve ge¢misi olarak tanimladigs harsin, Tirklerdeki miiziksel kargiligint halk miiziginde (samimi,
hakiki, otantik) bulur (1923/2019, s. 143). Yine Gokalp (1923/2019, s. 143), bir bolgedeki bir¢ok ulusun toplumsal
yagamlarinin ortak toplami olarak tanimladig: ve rasyonel bir evrensellik atfettigi medeniyeti, miiziksel diizlemde Bat1
mizigiyle (armoni, fenni, yeni medeniyet) iliskilendirir. Gokalp, Dogu miizigi olarak konumlandirdigr Osmanli
miizigini (klasik Ttrk mizigi), Fardbi araciligryla Bizans’tan alinmug, ¢eyrek seslerden armamamig, armoniden yoksun,
hasta ve gayrimilli bir miizik olarak nitelendirir (1923/2019, s. 142-143). En nihayetinde Gokalp harsin miizigi olan
halk miizigi ile yeni medeniyetin miizigi olan Bati miiziginin sentezinden yeni bir mzlli musiki dogacagint 6ne stirer;
bu sentezin ise halk miizigi melodilerinin Bati miizigi armonisi dogrultusunda islenmesiyle gergeklestirilebilecegini
belirtir (1923/2019, s. 143). Ozetle Tekelioglu'nun (1996, s. 202) ifadesiyle yeni Cumhuriyet’in hedefledigi Musiki
Inkilabr’nin dayandigi Gokalpgi paradigma su sekilde formiile edilir: “Model = Bat1 miizigi, Diigman = Osmanlt
miizigi, Kaynak = Anadolu tiirkileri.” Batr’da egitim gérmig Ttirk Begleri (Ahmet Adnan Saygun, Ulvi Cemal Erkin,
Cemal Regsit Rey, Hasan Ferit Alnar, Necil Kazim Akses), Gokalpgi paradigmanin hayata gecirilmesinde 6ncti roller
tstlenir. Batt teknigiyle islenebilecek milli musiki yaratma hedefi dogrultusunda 1936-1938 arasinda Saygun, Akses,
Erkin, Alnar ve Barték’un katilimiyla gesitli halk miizigi derlemeleri gergeklestirilir (Oztiirk, 2016, s. 27). Diger yandan
Kahyaoglu’nun (2002, s. 70) degindigi iizere Erken Cumhuriyet’in sekiilerlesme politikalar1 dogrultusunda 1925’te
tekke ve zaviyelerin kapatlmasiyla klasik Ttrk miiziginin dini ayag: 6nemli 6l¢tide ortadan kalkar. Bu gelismenin
ardindan 1926’da Dirtilelhan’in Sark Musikisi (Dogu miizigi) subesi kapatlir (Kahyaoglu, 2002, s. 70). Aynt yil
Dériilelhan’in ad: Istanbul Belediye Konservatuvari olarak degistirilir ve Batt sanat miizigi esaslt egitime gegilir (Balkalig,
2009, s. 80). Boylece klasik Ttrk miiziginin egitimi, 1970’lerin ikinci yarisina kadar siirecek bir yasak siirecine girer
(Gevikoglu, 2016, s. 265). En ¢arpici gelisme ise klasik Tiirk miizigine 1934-1936 yillar1 arasinda radyo yayini yasagt
getirilmesidir (bkz. Canver, 2019; Oransay, 1985). Zira Cumhuriyet’in biirokratik faillerince Gokalpgi paradigmaya
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uygun sekilde gayrimesru ilan edilen klasik Ttirk miiziginin, kamusal ve biirokratik alanlardan buitiintyle tasfiye
edilmesi gerektigine inanilmaktadur.

Bu donemde Batli popiiler miizik tiirleri, egitim kurumlarinin diginda Halkevleri, radyolar ve Cumhuriyet balolart
(bagta vals ve tango) araciligtyla kamusal goriiniirliik kazanarak tartigmali da olsa belirli bir elit megruiyet edinir. Ayas’in
(2018, s. 101) ifade ettigi gibi Erken Cumhuriyet Dénemi’nde miizik begenisindeki temel ayrim, sinifsal konumlari
ima eden “algak-yiiksek”, “hafif-ciddi” ve “popiiler-sanat” kargitliklarindan ¢ok “Dogu-Bati” temelinde sekillenir.
Ancak Musiki Inkilabr'nin 6ngérdiigti sentez anlayiginin dayanagini dénemin yiiksek (ciddi/sanat) miizigi olarak
kabul edilen Bati sanat miizigi olusturur. Benzer sekilde konservatuvar miifredatlar: da agirlikli olarak Bati sanat miizigi
dogrultusunda yapilandirilir. Hatta dénemin biirokratik failleri ve entelijansiyasi, opereti hafif ve gayriciddi bulduklar1
gerekeesiyle sertge elestirir ve sakincali gordiiklerinde yasaklar. Tekelioglu’na (1999, s. 147) gore donemin ydnetici
gruplarinin, Cumhuriyet’in popiiler miizik anlayigina iligkin agik bir politikast yoktur. Bu nedenle Tekelioglu (1999,
s. 147), Gokalpgi paradigmanin (sentez projesinin) ciddi miizige yonelmesi neticesinde popiiler miizigin Tiirkiye’de
“kendiligindenlik ve bir bogluk doldurma dinamiginde” ortaya ¢iktigini belirtir. Halbuki Mustafa Kemal Atatiirk’tin
bizzat diizenledigi balolarin yani sira Halkevleri ve radyo gibi mecralarin biirokrasinin tekelinde olmasi ve 1964 sonrast
TRT’nin yayin ve denetim tekeli dikkate alindiginda; devletin Batlilagma politikalar1 dogrultusunda popiiler miizigin
seyrini bilhassa 1980’lere kadar etkileyebildigi goriiliir. Monson’un (2007, s. 6); ABD’de cazin gelisiminde Jim Crow
yasalarinin yapisal bir rol oynadigini belirtmesine benzer sekilde, Geg Osmanlr’dan Erken Cumbhuriyet’e uzanan séz

konusu miizik politikalari, popiiler miizik alanini yapisal diizeyde sekillendirir.

~ 9

“Bayag1” Kent Eglencesi: Kanto

Osmanlt Devleti’nde 1870 sonrasinda Istanbul Direklerarasi’ndaki tuluat tiyatrolarindan dogan kanto, Batili calgilara
dayanan ve kadinlarin sarkici-dansc1 olarak dne ¢iktigt bir kent eglence miizigidir. Begiroglu ve Ozbilen’e (2010, s. 236)
gore kanto, Batililagma ve modernlesme siirecindeki Osmanli Devleti’'nde kadin kimliginin saray digindaki degisimini
yansitmasi bakimindan 6nemlidir. Kadinlarin yildiz konumunda oldugu kanto, 19. yiizyilin ikinci yarisinda halkin
yogun ilgi gosterdigi; Geleneksel Ttiirk tiyatrosu ve Bati tiyatrosunu bir araya getiren tuluat tiyatrosu iginde baglar
(Kahyaoglu, 2002, s. 66). Ortaoyunu topluluklarinin dogaglama oyun geleneklerini sahneye uyarlamasiyla gelisen
tuluat tiyatrosu, geleneksel bir karakterin Dogulu-Batili unsurlar: ve farkli kimlikleri birlikte sergiledigi, gtildiir temelli
bir tiirdiir (Besiroglu ve Ozbilen, 2010, s. 237). Osmanlt Devleti’nin 19. yiizyildaki Batililagma siirecinde Dogu-Bat1
sentezi niteligindeki tuluat tiyatrosundan dogan kanto da benzer nitelikler arz eder. Bu yiizden Belge’ye (20154, s. 23)
gore kanto, Baulilagma stirecini deneyimleyen toplumun verdigi “tepki”lerden biridir. And’in aktardig1 tizere Sermet

Muhtar Alus, kantoyu §6yle betimler:

Kanto once aranagme, sonra giifte, keman soloyla omuz titretme, mibveri etrafinda donme, cafcafls
gerdan kirip, gobek atma, en nibayette de harekete gelip, tangonun birkag sene evvelki figiiriivari ayak
dolaysslaria ortada keklik gibi sekme ve yavas yavags kapanan perde arkasindan kaybolmadir (And, 1970,
s. 154).

Ataman’a (1997, s. 271) gore kanto, 1870’te Istanbul’a gelen bir Italyan tiyatrosunun temsillerinde ilk kez
oynanmus; ardindan tuluat tiyatrolarinda orkestralarin (davul seti, trompet, keman ve zil) oyun 6ncesi icra ettigi uvertiir
islevi goren kirik havalarla (sarki-ciftetelli karigimi) yerlesmistir. Ozetle kanto, ¢ogunlukla kadinlar tarafindan
seslendirilen; orkestra egliginde dans ve sarkinin birlikte icra edildigi, hareketli ve akilda kalict melodilere sahip bir miizik
tiiriidiir (Ozbilen, 2006, s. 6). Italyanca cantare (sarki sdylemek) fiilinden tiireyen canto (sarki) terimi, bel canto (giizel
sarki soyleme) gelenegiyle iliskili kokeninin de gosterdigi tizere (Belge, 2015a, s. 23), tuluat oyunlarinda icra edilen
geleneksel sarkilardan ayirt edilebilmesi maksadiyla yayginlagir (Merig, 2020, s. 119). Tekelioglu (1996, s. 212), kantoyu
Italyan sark: tiirii canzone ile yerel miiziklerin “kendiliginden sentezi” (spontanecous synthesis) olarak degerlendirir.
Kantonun séylemsel kodlarinda kadin-erkek iliskilerindeki ikilikler mizahi bir dille anlatilirken, gorsel kodlarinda renkli
dekolteli kostiimler, tiiller, siislii mini etekler ve yiiksek topuklu ayakkabilar 8ne gikar (Besiroglu ve Ozbilen, 2010, s.

240). S6z konusu gorsel kodlar, erken dénem kanto ve tuluat kumpanyalarini yansitan Fotograf 1'de goriilebilir.
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Osmanlr’da dekolte giyen ve izleyicileri eglendiren “misliiman kadin” imgesinin tahayyiil edilememesi nedeniyle, erken
donem kantocularin neredeyse tamami Istanbul’daki gayrimiislim kadinlardan olugur (Kahyaoglu, 2002, s. 67). Bu
kosullar altinda Ttrk kadinlari kanto sahnesine gayrimiislim mahlaslariyla ¢ikar. Zobu’ya (1961, s. 10) gore 1889°da
Papasképriilii Amelya adiyla sahneye ¢ikan Kadriye Hanim ilk Tiirk kantocudur. Cogunlukla Istanbul’da
Direklerarasi, Sehzadebasi, Galata ve Pera tiyatrolarinda sahnelenen kanto; gazino ve balozlarda da kendisine yer bulur
(Besiroglu ve Ozbilen, 2010, s. 237).

Fotograf 1. Geg Osmanli’da bir kanto ve tuluat kumpanyasi (Karatepe, 2020)

Ozbilen (2006), kantonun tarihsel gelisimini “Tuluat Tiyatrolart Dénemi” (yaklagtk 1880-1920), “78’lik Plaklar
Donemi” (1900-1940), “45°lik ve 33’litk Plaklar Donemi” (1965-1980), “Gazino ve Yeniden Canlandirma Dénemi”
(yaklagtk 1950-1980) ve “Ramazan Eglenceleri Donemi” (yaklagik 1980-2006) seklinde ele almaktadir. S6z konusu
dénemlendirme, kantonun farkli tarihsel evrelerden gegerek varligini nasil stirdtirdtigiinii ve nasil stireklilik kazandigini
gostermesi bakimindan 6nemlidir. Ancak ¢aligmanin merkezi, kantonun ortaya ¢ikig kosullar1 ve erken dénem
miiziksel 8zellikleri oldugundan, ayrintil bir ddnemlendirme yerine Unlii’niin (1998) “erken dénem” (1870-1923) ve
“Cumbhuriyet donemi” (1923 sonrasi) tasnifi esas alinacaktir. Bu tercih, kantonun tarihsel gelisimini sadelestirirken
temel miiziksel degisimlerin takibini de kolaylagtirir. Erken donemde ¢ogunlukla Ermeni ve Rum kadinlari tarafindan
Bauli ¢algilardan olugan orkestra egliginde seslendirilen ve besteleri anonim olan kanto, Kahyaoglu’nun (2002, s. 68)
aktarimiyla makam miziginden (bilhassa rast, hizzam ve hicaz) izler tasimaktadir. Peruz, $amram, Nivart, Kiigiik
Virjin (Vitjin Ozan), Minyon Virjin (Hayganus Hanim) erken donem kantoculara 6rneklerdir (Besiroglu & Ozbilen,
2010, s. 239). Cumhuriyet déneminde ise Ttirk kantocularin Ermeni ve Rum sanatgilarin yerini almasi ve Batli
¢algilarin ud, ctimbiis, ¢alpara ve kanun gibi Ttirk miizigi ¢algilarina yonelmesiyle kantonun makamsal yapisi giiglenir
(Kahyaoglu, 2002, s. 73). Cumhuriyet déneminde kanto, anonimlikten kurtularak bestecileriyle anilmaya baslar.
Béylece Osmanl’nin gokkdltiirlii yapist ve Batililagma politikalarini yansitan kanto, Cumhuriyet déneminde tek
uluslu yapiya uyum saglarken, radikal Batlilagma politikalarina ragmen ironik sekilde Tiirk miizigi ¢algilarina y6nelir.
Erken Cumhuriyet Dénemi kantocularina Mahmure Handan Hanim, Makbule Enver Hanim, Mahmure Suat
Hanim, Necmiye Hanim ve Bayan Neriman 6rnek verilebilir. Bu dénemin 6ne ¢ikan kanto bestecileri ise Dramali
Hasan, Sadettin Kaynak, Refik Fersan, Ciimbiig Mehmet, Rakim Elkutlu, Fahriye Aslan olur (Kahyaoglu, 2002, s. 73).
Ancak Nurhan Damcioglu, Ayben Erman, Altan Karindag, Oya Alasya ve Meral Kiigiikerol’'un 6ne ¢iktgr 1970
sonrast dénemde, oturtumda Batili calgilar agurlik kazanir. Besiroglu ve Ozbilen’in (2010, s. 239) degindigi izere
sovlarinda kantoya genis yer veren ve Huysuz Virjin karakteriyle taninan Seyfi Dursunoglu’nun drag performanst,
kantonun kadinlikla 6zdeglestirilen imgesinin stirekliligine isaret etmektedir. Dursunoglu, kanto uyanigina (revival)

katki saglamakla birlikte drag performansini kanto, alaturka miizik ve ortaoyunu gibi geleneksel unsurlarla bir araya
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getirerek tlirtin sonraki kugaklara aktarilmasinda araci bir rol Gstlenir (Pekel, 2022, s. 439-440). Bu sayede Huysuz
Virjin, 1980 sonrasi Tiirkiye’de kanto geleneginin en 6nemli tagtyicilarindan biri haline gelir.

Ttrkiye cografyasinin ilk popiiler miizik tiirlerinden biri olan kanto, pek ¢ok popiiler miizik tiiriinde oldugu gibi
elit megruiyetten 6nemli 6l¢iide yoksun; buna kargilik gliglii bir poptiler megruiyete sahiptir. Kanto, dénemin kentsel
eglence muzigi olarak genis bir kesim tarafindan benimsenmis olsa da entelijansiya tarafindan sézleri “basit ve
miistehcen”, miizigi ve dansi ise “niteliksiz ve bayag:” bulunarak (Merig, 2011, s. 56-57) “yozlasma” tirtinii sayilip
gayrimegsru kabul edilir. Belge’ye (1998) gére kanto, bir¢ok kisinin ay1p olur endisesiyle tutkularini agikca séyleyemedigi
bir tiirdiir. Ornegin Osmanlt Saray1 hareminde egitim gérmiis bestecilerden Leyla Saz Hanim, kanto besteledikten
sonra defterine “bilmem ki bunu yazmis olmak yakigik alir mi?” yazmast bu duruma bir 6rnek tegkil eder (Ayangil,

1994, s. 421). Halit Ziya Usakligil, Sanata Dair adli kitabinin “Kanto Beliyyesi” boliimiinde g6yle der:

Eger Istanbul musikisinin sarkilars, tirkiileri bir toplant: yaparak kendilerine rakib addetdikleri cihan
musikisini zillete diisiirmek, onun i tibar ve kiymetini kirarak tehzil etmek igin bir vasita disiinselerdi bu
maksadz te’min etmek igin bir kanto ads altinda taninan beldy: kesf ederlerdi. Onlarin bu arasdirmasina
hacet kalmadan, Galata, bu isi gamurlarinin arasindan bulup gikards, ve onun vebaya benziyen asisini
biitiin memleketin havasina sepisdirdi. Kag senedir bu boyle, belki seksen belki yiiz seneden beri teneffiis
edilen bu bavanin iginde bep onun zerrvelers yagiyor ve sanki alafranga denen musikinin drnekleri bunlar
imigcesine halkin zevkini tesmim, mubakemesini hala taglit ediyor. Eger belediyenin kokmus erzaka,
kiiflenmis meyvaya nezaret ederek genel sihhati koruyan inzibat teskildtina benzer bir de zevk seldmetine
did tedbirleri tatbik edecek su’besi olsayds, big siibbe edilemez ki, en evvel yapacags islerden biri bu san’dt
namana giiliing, sade gitliing degil, daha fenasi, igreng, siipriintiileri ¢op arabalarile mavnalara tagitmak
ve Marmara sularina dokmek olurdu (Usakligil, 1955, s. 118-119).

Hiseyin Rahmi Giirpmar ise Tebessiim-i Elem adli romaninda kantocularin tiyatroyu “salas meyhanelere”
cevirdigini soyle ifade eder: “Kimse bunlarin sesine, sanatina, tegannisine ehemmiyet vermez. Ahali, biytk bir
meftuniyetle bu ¢igirtkanlarin baldirlarina, butlarina, gégiislerine, gerdanlarina bakar. Bu uzuvlar titredikge seyircilerin
kalpleri de ahlarla oflarla beraber lerzedar olur” (1923/2022, s. 216-217). Refik Ahmet Sevengil ise Istanbul Nasil
Egleniyordn adlikitabinda “tuluat rezaleti’nden s6yle bahseder: “Higbir estetik degeri olmayan bir beste, gifte ve dans:
iste bu kantodur. Burada asil 6nem tagtyan ne miizik ne danstir. Ciplak bir kadinin beden hareketleriyle halk: uyarip
ilgisini gekmesidir” (1927/1985, s. 168). And’a (1970, s. 155) gore tuluat tiyatrosuna benzer sekilde hos kargilanmayan
kanto, “bigak ¢ekilmesi”, “silahlarin patlamast”, “yaralanma” gibi polisiye olaylara yol aciyor ve geng kizlara “kéti
ornek” teskil ediyordu. Biitiin bunlar, kantoya benzer sekilde tuluat tiyatrosunun Diriilbeddyi’de egitimi
verilmemesine yol acar (Ozbilen, 2006, s. 16).

Buraya kadar aktardigim kanto elegtirileri, tinisal kodlardan ziyade toplumsal cinsiyet baglaminda gérsel ve eylemsel
kodlara yonelerek, kadinlarin kantoyla ataerkil sinirlart agan bir 6znelesme yagadigint ortaya koymaktadir. Bu smnur
ihlalinin altinda, Ge¢ Osmanli ve Erken Cumhuriyet dénemlerinde kanto tizerinden kadin kimliginin kamusal alanda
beklenmedik bir goriiniirlitk kazanmasi yatar (bkz. Kaptan, 2024). Bu durum bir popiiler miizik tiirii olarak kantonun
entelijansiya tarafindan “agag1”, “bayagt” ve “degersiz” goriilmesini beraberinde getirir. Boylece kanto, farkli

dénemlerde genis bir popiiler megruiyet kazanmis olsa da elit mesruiyetten ¢ogunlukla yoksun kalir.

Batili Ama Gayriciddi: Operet

Kantoya benzer ¢izgide gelisen operet, Osmanl’dan Cumhuriyet’e uzanan bir diger popiiler mizik-tiyatro tartadir.
Sarki, diyalog ve dansi bir araya getiren operet, 19. ylizyil ortalarinda Fransa’da ortaya ¢ikar; kisa stirede Avrupa ve
Amerika’ya yayilarak operaya nazaran daha hafif ve popiiler bir alternatif olarak yayginlik kazanir. Grout ve Williams
(2003), operet ve opéra comique arasindaki ayrimin kesin olmadiging; her iki tiiriin de 6zl diyalog, komik 6geler ve
hafif bir mizik dili kullandigini belirtir. Ancak operetin temel gayesi niikte, parodi ve hiciv yoluyla izleyiciyi

eglendirmektir (Grout & Williams, 2003, s. 378). Baranello’nun (2016) degindigi tizere operet; popiiler sarki, dans ve
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moda gibi giincel egilimlerden beslenerek genis bir izlerkitleye erigse de popiilerligi nedeniyle estetik degeri tartigmals
bir tirdiir.

Operet, Tiirkiye cografyasinda ilk kez Tanzimat déneminde gériilmeye baglar. Ornegin Abdiilmecid déneminde
Beyoglu’nda birgok yabanci topluluk opera ve operet icra eder; Avrupa’daki eserler kisa siirede Istanbul’a ulagarak baz
Italyan operalart ilk kez burada sahnelenir (Gazimihal, 1939, s. 118). Ahmet Fehim Bey’in (1977, s. 22) anilarina gére
Abdiilmecid’in gosterileri begenerek izledigi bu dénem, Tiirk operetinin gelisiminde 6nemli bir rol oynar. Tiirk operet
tarihi, genel olarak II. Mesrutiyet 6ncesi (1872-1908), II. Mesrutiyet sonrast (1908-1923) ve Cumhuriyet donemi
(1923-) olmak tizere ii¢ evrede ele alinabilir.

Giulld Agop’un 1870’te Gedikpasa Tiyatrosu’'nda kurdugu Osmanli Tiyatrosu (Tiyatro-i Osmani), Tirkee
oyunlara taninan imtiyaz sayesinde ilk ulusal tiyatro toplulugu hiline gelir. Osmanli Tiyatrosu’nun Tirk¢e oyun
imtiyazi baglangicta tiyatroyla simnirli oldugundan, Tirkge operetler daha ¢ok Dikran Cuhaciyan’in Opera
Tiyatrosu’yla gelisir (Merig, 2020, s. 156). Tiirk operet tarihine damga vuran Cuhaciyan, II. Mesrutiyet ncesi
dénemin en 6nemli bestecilerinden biridir. Cuhactyan’ Opera Tiyatrosu biinyesinde 1872’de (kimi kaynaklara gére
1874 veya 1875) Gedikpasa Tiyatrosu’nda sahneledigi 477 in Hilest, yerli operet donemini resmen baglatr (Kutluk ve
Ata, 2016, s. 143). Yurtdiginda sahnelenen ilk yerli operet Leblebici Horbor’un bestecisi Cuhaciyan, 1898’deki 6liimiine
kadar beg operet tiretir. Bu dénemde Agop’un Osmanlt Tiyatrosu (1868), Cuhaciyan’in Opera Tiyatrosu (1874), Y.
Melikyan’in Opera Tiirk Tiyatrosu (yaklasik 1880) ve Kiiciik Ismail Efendi’nin Osmanlt Opera Kumpanyast (1890)
one ¢ikan topluluklardir (bkz. And, 1970). Bu topluluklar; Leblebici Horbor, Kise Kdbya, Pembe K1z, Zeybekler, Cengi
gibi operetlerin yani sira Offenbach’in Grizel Elena ve Paris Yasam: adli operetlerini de sahneler (Kutluk ve Ata, 2016,
s. 143). Bu donemde sahnelenen miizikli oyunlar, Tanzimat yani II. Megrutiyet 6ncesi dénemin en bagarili eserleri
arasinda yer alir (Tung¢demir, 2006, s. 4). Operetin halk nezdinde kabul gérmesinin nedenlerinden biri, hilihazirda
Tirk tiyatrosunun da miizik, dans ve giildiirii unsurlarini bir araya getirmesidir. Bu nedenle yazarlar, besteciler ve
izlerkitle gibi farkli faillerin operet tirtine yatkinlik géstermesi kolaylagir (Akgtil, 2007, s. 16). Zira operetin
Osmanlr’daki gelisimi, basit bir taklidin 6tesinde 6zgiin bir yerellesme stireci igerir. Béylece operetin Osmanli’da
kiltiirel alanda kék salan bir tiire doniigtiigii anlagilmakeadr.

II. Megsrutiyet sonrast donemde And (1970, s. 222), baslangicta Ittihat ve Terakki iiyelerinin tiyatroyla siyasal
amaglarla ilgilendigini; ancak bu ilginin zamanla azaldigini belirtir. Meri¢’e (2020, s. 157) gére Osmanli Tiyatrosu ile ig
birligi i¢cinde Cuhactyan’in ve bazi Fransiz operetlerini sahneleyen Milli Osmanli Operet Kumpanyasi, dénemin 4deta
tekeli konumundadir. 1919°da Musahipzade Celal ve Kaptanzade Ali Riza Bey’in kurdugu Istanbul Operet Heyeti ise
operetin yerellestirilmesi yoniinde dnemli adimlar atar. Zira Istanbul Operet Heyeti, operetleri klasik Tiirk miizigi ¢alg:
ve makamlariyla icra eder; metinleri Tirk tarihine dayandirir ve operet terminolojisini — séylemsel kodlar1 —
Tirkgelestirir (Merig, 2020, s. 157-158). Sahne-i Milliye-i Osmaniye (1910), Sahir Opereti (1921), Yeni Operet (1922)
ve Hale Opereti (1923), donemin 6ne ¢ikan diger operet topluluklaridir (Tungdemir, 2006, s. 5).

Cumhuriyet déneminde operet, halkin neredeyse tek eglencesi hiline gelir (Eskitag, 2018, s. 84). Bu durum operetin
giclii bir popiiler megruiyet iiretebildigine isaret eder. Kutluk ve Ata’ya (2016) gére Cumhuriyet déneminde operet,
Diriilbeddyi 6ncesi (1923-1931) ve sonrast (1931-1937) olmak tizere iki evrede incelenir. Dariilbediyi 6ncesi donem,
Oz6n-Diirder’in (1967) ifadesiyle “birbiri pesi sira gikip batan operetler dsnemi”dir. Bu dénemin en biiyiik hadisesi,
1928’de Siireyya Pasa’nin destegiyle kurulan Stireyya Opereti’dir. 1934’e kadar faaliyet gdsteren topluluk, bir bakima
Diriilbeddyi donemine 6nciilitk eder (Kutluk ve Ata, 2016, s. 144). Dariilbeddyi’de operet, Muhsin Ertugrul’un
onculiginde 1931’de Yalova Tiirkdisi’ niin sahnelenmesiyle baglar. Bunu 1932°de Celal Esat Arseven’in Saatgisi ve
ayni yil Rey kardeslerin (Ekrem Resid Rey ve Cemal Resit Rey) besteledigi, sozlerini Nazim Hikmet'in yazdig1 Uy Saat
izler. Bir yil sonra Rey kardeslerin Likzs Hayat, Tirk operet tarihinin en ¢ok ilgi géren eseri hiline gelir (Akgiil, 2007,
s. 19). Akgtl’e gore eser, “likks” yerine alaycr sekilde “likiis” ifadesini kullanarak dénemin sosyetesine ve sinifsal
esitsizliklerine y6nelik hicviyle dikkat ¢eker (2007, s. 21). Bu ise operetin salt eglenceye indirgenemeyecek bir igerik
barindirdigini ortaya koyar. Ardindan Rey kardesler Deli Dolu (1934), Saz Caz (1935), Maskara (1936) ve Hava Crva
(1937) operetlerini sahneler (Giilmez, 2021, s. 26). 1931-1937 arasinda ¢ogunlukla Cemal Resit Rey ve Hasan Ferit
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Alnar’in yonettigi operetler, halkin yogun ilgisine mazhar olsa da entelijansiya ve biirokratik alanin elestirileri ve
yasaklartyla kargilagir.
Baglangicta Dirtilbedyi’de operetin hem fikri hem fiili destekgilerinden olan Muhsin Ertugrul, U; Saat’in

sahnelenmesi sonrasinda sunlari s6yler:

Ur Saat opereti Bir Olii Evi piyesinin bir baftada getirdigi hasilati bir cuma giinii fazlasile temin
ediverdi. Bu bizim aglayarak kaydetmemiz gereken bir neticedir. Ciinkii, operet Dariilbedayi igin nibayet
arizi bir seydir, balbuki tiyatromuzda teessiis ettiginden beri aslolan ciddi eserlerin temsilidir. Artik bu
act neticeye vardiktan sonra Darillbedayi’nin ciddi ve yiiksek edebiyat eserleri kapamaktan ve eski dram

aktorlerimize yol vermekten baska yapilacak sey yoktur (1932, s. 1).

1934’te Miizik ve Sanat Hareketleri dergisinde isimsiz yayimlanan “Liikiis Hayat ve Benzerleri Tiyatroda Birer

Lekedir” baglikli yazida, Litkiis Hayat su ifadelerle elestirilir:

Liikiis Hayat nedir? Biz bu suale gayet kabalik bir cevap verecegiz: Litkiis Hayat, yar: orta oyunu, yar:
karagoz, yars komik sehir tuluats, yar portakal oglu saksakgiligs, yar: meddablik, yar: kanto, yar: kiriz
havast, yar: piyes, yart sehvet, yars operet ... en agagu tertipten bir Galata balozunu sabneye nakleden milli

bir karnaval alemidir. Litkiis Hayat bastanbasa taklittir (1934, s. 2).

En carpict hadise ise 1935’te Matbuat Umum Miidirliigi'niin Rey kardeslerin Up Saat ve Liikiis Hayat
operetlerinin yeniden sahnelenmesini yasaklamasidir. Kutluk ve Ata’nin (2016, s. 150) aktardig1 tizere Vasfi Riza Zobu,
yasagin gerekgesine iligkin alayci sekilde “Bu iki eser genglerin ahlakini bozar, ihtiyarlari utandirirmig” der. Ayrica Sekil
I’de goriildiigi iizere 30 Ocak 1935 tarihli “Iki operet yasak edildi” bagliklt A7/liyet haberi, oynanmig ve oynanacak
tim piyeslerin artik Matbuat Umum Midrliigii'ntin denetiminden gegerek onaya tabi tutulacagini aktarir. Hasan
Ferit Alnar, sanat miizigi ve tiyatrosu vasfindan yoksun operetin Dirtilbedayi’ye ait olmadigint ve hentiz operaya
elverisli kogullar olmadigindan operete mahkam kalindigini séyler (aktaran Kutluk ve Ata, 2016, s. 150). Saygun ise
Halkevlerinde Musiki’de “operetten operaya” gidilir yaklasiminin yanlis oldugunu ve Halkevleri’nde operete yer

verilmemesi gerektigini savunur (1940, s. 51).

VILAYETTE

Iki operet
Yasak edildi

*|“Liikiis hayat,, ve “i¢ saat,
operetleri yasak edildi

Tiyatrolarda bundan sonra oy-
nanacak ve evvelce oynanip ta
temsillerine devam edilecek eser-
lerin evvelce matbuat genel mii-
diirligii tarafmdan gozden gegi-
rilmesi ve verilecek miisaadeden
sonra sahneye konulabilecegi vi-
liyete blldmlnuhr

Bumm dzerine gehir tlyuro-
sunda ve oy
piyesler de matbuat genel mudur-
liigiine gonderilmigtir.

Dugdugumuza gore, genel mii-
‘| diirkitk “Luldis hayat,, ve (Ug sa-
sat) operetlerinin tekrar oynatil -
masm: y;sak etmigtir. Bu  karar
Istanbul matbuat  memurluguna
bildirilmigtir.

* Maliye igleri — lstanbul ma-
I-yc tahakkuk ve tahsil miidirle-
n, din bas miirakibin bagkanl-

mnda toplanmuglar ve vcr'i igle-

gOr
21 tereddiitli noktalar: lnlletnn.-
lerdir,

—~

Sekil 1. Milliyet gazetesinde yayimlanan “Iki operet yasak edildi” basliklt haber (30 Ocak 1935)
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Ozetle kantodan farkls olarak Bati sanat miizigi kokeniyle erken Cumhuriyet’in Batililagma politikalariyla uyumlu
goriilmesine ragmen operet, entelijansiya ve biirokratik faillerin elestiri, denetim ve yasaklarina maruz kalir. Bu faillerce
operetin ihtilafli ve kismi megruiyet arz etmesinin altinda hafif/popiiler miizik olmasi ve nihai hedefin opera olarak
belirlenmesi yatar. Bu baglamda halkin popiiler kiiltiir operete yogun ilgi gostermesi, ytiksek kiiltiir operaya ulasamama
endisesini dogurur. Bagka bir deyisle operetin gii¢lii popiiler megruiyeti, tarihsel olarak elit megruiyetle iliskilendirilen
operaya ulasmanin 6niinde bir engel olarak goriiliir. Son olarak Matbuat Umum Midirligi’niin operetlere yonelik
yasak ve denetimleri, Dartilbedayi gibi resmi ve “ciddi” bir kurumda “hafif” iceriklerin — Batili kokenine ragmen — ne
denli sakincali alimlanabildigini gosterir. Zira dénemin Batililagma ve miizik politikalari, agagida deginecegim tango
istisnas1 disinda poptiler mesruiyete sahip Batli tiirlerden ziyade tarihsel olarak yiiksek kiiltiir ve giiclii elit megruiyeti

olan tiirleri dncelemektedir.

Makbul Popiilerlik: Tango

Kanto ve operete benzer sekilde Tirkiye’de erken dénem popiiler mizik tiirlerinden biri olan tango, bilhassa
Cumhuriyet Balolari sayesinde Erken Cumhuriyet Dénemi’yle 6zdeglesir. Tango, 19. yiizyil sonlarinda Buenos Aires
ve Montevideo’nun cokkiiltiirlii kenar mahallelerinde; Kiiba habanerasi, Arjantin milongast ve Ispanyol tango
andaluz’un sentezinden dogar (Narter, 2016, s. 30). Calgisal miizik olarak baglayan ve sonrasinda vokal de i¢eren tango;
bandoneon esas olmak tizere piyano, kontrbas, keman, gitar, fliit ve klarinet gibi ¢algilarla icra edilir. Tangonun sark:
sozlerinde agk, kadin, cinsellik ve kimi zaman ig¢i sinifinin toplumsal sorunlart iglenir (Viladrich, 2006). Tango, sonraki
bélimde deginecegim cazin yan sira turkey-trot, boston, fox-trot, cakewalk, maxixe ve apache gibi dans ve muziklerle
birlikte Paris’in onciiliigiinde Avrupa kentlerine yayilir (Silvester, 1993, s. 13). Belle Epoque (1890-1914) déneminde
Paris’e ulagan tango, kisa siirede bir tango ¢ilginligina (tangomania) dontgir (Erel Calan vd., 2021, s. 194). Fransiz
toplumunda belli kesimlerin estetik ve ahlaki gerekgelerle yadirgadigi tango, “ehlilestirilmis” héliyle orta sif
begenisine uygun hale getirilir (Cooper, 1995, s. 66-69). I. Dtinya Savast sonrasinda Avrupa’da tango, Fransiz, Alman
ve Fin gibi yerellesmis tsluplara ayrilir (Erel Calan vd., 2021, s. 196). Ttrkiye’de tangonun mesruiyet derecesine
deginmeden 6nce, tangoya farkl tilkelerde yiiklenen anlam ve degerlerde, kanto 6rneginde oldugu gibi kadin imgesi ve

toplumsal cinsiyet rollerinin belirleyici oldugu goriiliir. Aydinoglu konuya dair sunlari séyler:

Tango’nun cinsellik igeren, tutkulu ve erotik bir dans oldugn algis: genelde degismemekle beraber, kimi
zaman bir alt kiiltiir diriinii olarak goriilen tangonun yasaklanmasinda ve yer altina girmesi, kimi
zaman ise bunun tam aksi; bir iist kiiltiir siriinii haline gelerek seckin kesimin simgesi, modernlesmenin
sembolii hatta demokrasinin vizyonu olmasi, birgok nedenin yani sira oncelikle farkly kiltirlerdeki
toplumsal cinsiyet algisindan kaynaklanmaktadir. Tango kimi zaman bu algs sebebiyle kendisi degisime

ugrarken kimi zaman da bizzat bu alginin degistivilmesi igin kullanilmistr (Aydinoglu, 2011, s. 1).

Tangonun zaman ve mekana gore degisen megruiyeti, miiziksel degerin kiiltiirel alanda toplumsal miizakereler ve
giic iliskileriyle sekillendigini ima eder. Bu baglamda Arjantin’de alt siniflarin kaltiirel pratigi olarak uzun stire algak
kiiltar olarak konumlanan tangoya, Ttiirkiye’de Erken Cumhuriyet Dénemi’nde biirokratik failler tarafindan nasil
deger atfedildigini anlamak 6nem tagir.

Tirkiye’de tangonun ortaya ¢ikist, Erel Calan vd.’nin (2021) vurguladigi Gizere hikim anlatinin 6ne stirdtigii gibi
Cumbhuriyet balolarindan ziyade II. Mesrutiyet doneminde giindelik hayata sirayet eden toplumsal degisimin bir
pargasi olarak gergeklesir. Tango, Cumhuriyet 6ncesi donemde Avrupa’daki popiilerlesmesine paralel olarak gelisen
iletisim-ulagim teknolojileri ve gd¢ hareketlerinin etkisiyle Istanbul’un kiiltiir ve eglence hayatinda gériiniirlitk kazanir
(Erel Calan vd., 2021, s. 193). Bu stiregte 20. yiizyil baginda Arjantin ve Fransa’dan gelen plaklar sayesinde ilk tango
danslar1 kayitl miizikler egliginde yapilir (Demirbag, 2018, s. 169). Tangonun Istanbul eglence hayatina girisinde Ekim
Devrimi sonrast Ttiirkiye’ye gelen Beyaz Ordu subaylari, aristokratlar ve miilk sahiplerinden olusan Rus miiltecilerin
etkili oldugu da dile getirilir (Erel Calan vd., 2021, s. 200). Bir sonraki boliimde ele alinacak cazin da Tiirkiye
cografyasinda tanitilmasinda Beyaz Ruslar bagat rol oynar (bkz. Tan, 2022a). Tirkiye’nin tangoyla tanigmasinin

ardindan, Tiirkge sozler ve yeni bestelerle yerellesme siireci hizla baglar. Meri¢’in (2020, s. 173) aktarimiyla Unli,
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Arjantin tangolarindaki cinsellik ve yer yer politik iceriklere kargin Tiirkge tangolarda daha ¢ok “ask”, “ayrilik”,
“kirginlik” ve “kavusamama” temalarina odaklanildigini soyler. Ayrica Arjantin tangosunun simge ¢algist olan
bandoneona Ttirkiye’de nadiren rastlanirken, tango orkestralarinin ¢ogunlukla piyano, keman, kontrbas ve davuldan
olustuguna gahit olunur.

Mubhlis Sabahattin Bey’in 1920’de besteledigi ve 1928’de Sahibinin Sesi tarafindan yayimlanan “Tango Ttirk” adli
calgisal parga, ilk yerli tango kabul edilir. Ik Tiirkge sézlii tango olan “Mazi” ise 1928’de Necip Celal (Andel)
tarafindan bestelenir ve 1932°de Seyyan (Oskay) Hanim’in yorumuyla plaga kaydedilir (Merig, 2020, s. 173). Necip
Celal’in 6nciiliik ettigi tango besteciligi, Fehmi Ege ve Necdet Koyutiirk’le devam eder. S6z konusu isimler; besteleri,
orkestralar1 ve radyo faaliyetleriyle Ttirk tangosunun gelisimine katkida bulunur. Bilhassa Andel ve Koyutiirk’iin
Arjantin tangolarini Tiirkge s6zlerle uyarlamasi, tangonun yerellesme siirecinin dikkat ¢ekici 6rneklerindendir (Merig,
2020, s. 174-175). 1928’de Galatasaray Lisesi biinyesinde kurulan Iz-Caz ise 1932’de Columbia etiketiyle yayimladig:
plak ve repertuvarindaki Arjantin tangolariyla dikkat ¢eker. Toplulugun adinda “caz”in yer almasi, donem itibariyla
cazin Batilt popiiler miizikleri kapsayan bir semsiye terim olarak kullanilmasinin bir neticesidir. Ote yandan istisnalar
kenara birakildiginda, tangonun erken donemde cazdan ayrigarak bagimsiz kimlik kazanabildigini belirtmek gerekir.
Arjantinli inlii tangocu Eduardo Bianco, Istanbul’da Iz-Caz’in provalarini dinler ve gruptan dvgiiyle séz eder (Akgura,
2002, s. 154). Ayrica uzun siire Buenos Aires’te yasamis orkestra sefi, aranjor ve bandoneon icracist Orhan Avsar,
Meri¢’e (2020, s. 178) gore Ttirkiye’de otantik Arjantin tangosunun tek temsilcisidir. Tiirkiye’de tangonun 6ne ¢ikan
vokalistleri ise Seyyan Hanim, $ecaattin Tanyerli, Ibrahim Ozgiir ve Celal Ince olur.

Kanto ve operetten farklr olarak tango, Erken Cumhuriyet Dénemi’nde Cumbhuriyet balolar: tizerinden biirokratik
faillerce desteklenir ve Baulilagma politikalari dogrultusunda elit megruiyet edinir. Bu siireci anlayabilmek icin
Cumbhuriyet balolarinin iglevine yakindan bakmak gerekir. Osmanli Devleti'nde 1829’da diizenlenen ilk baloyla
baglayan gelenek, baglarda yabanci diplomatlar ve gayrimiislim cevrelerle sinirliyken, Cumhuriyet Dénemi’nde
modernlesmenin simgesel ifadelerinden birine déntgtir (Giindogan, 2021, s. 275). Ik Cumbhuriyet Balosu, 1925’te
Izmir'de diizenlenir; ardindan 29 Ekim Cumhuriyet Balolar: yeni diizenin merkezi temsilleri arasina girer (Ar1 vd.,
2014, 5. 308). Balolarin baglica mekant1 ise Ankara Palas olur. Atatiirk’tin burayr “Dogu’dan Batr’ya agilan bir pencere”
olarak nitelemesi, balolarin Cumhuriyet’in modern kimligini yansittigina delalet eder (Sumbas, 2013, 5. 176). Balolarda
Batili giyim, kadinli-erkekli sosyallik ve dans, yeni ulusun yagam tarzi olarak sunulur. Ozakman’in (2005, s. 9) “sokakta
bir kadina rastlamak ufo gormek gibi bir sey” dedigi bir dénemde Ankara Palas, kadin temsilinin en 6nemli
mekanlarindan biri haline gelir. Balolarin baglica dansi tango, agilis dansi olarak yaygin sekilde icra edilir (Ar1 vd., 2014,
s. 311). Ancak Cumhuriyet balolar1 ve tangoyla inga edilen yeni kadin imgesi, toplumun her kesiminde riza tiretemez.
Ornegin Yakup Kadri Karaosmanoglu’nun (1934/1987, s. 117) Ankara romaninda baloyu disaridan izleyen
koyliilerden birinin “h;erde tango var” soziine digerinin “Tango da kim oluyor ki?” yanitin1 vermesi, halkin kiiltiirel
mesafesine 6rnek tegkil eder. Ayrica 1924’te muhafazakar Sebiliirresdd dergisinde “Kimler Bizi Takrir Ediyor? (Ttirk
Kadinlarinda Uyanan Tango Meraki Hakkinda)” ve “Istanbul’da Kurulan Yeni Tuzaklar: Dans Salonlar1” baslikls
makaleler de diger 6rneklerdir (Erel Calan vd., 2021, 5. 201). Ote yandan Erel Calan vd.’nin (2021) aktardig: {izere ayni
yil Resimli Ay dergisinde dans ve tango kiiltiiriinii tegvik eden igerikler de yayimlanir (Sekil 2).
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Sekil 2. Resimli Ay dergisinde 31 Mart 1924 tarihinde yayimlanan “Dansa 11k Defa Nasil Bagladim ve Ne
Hissettim?” bagliklt makale (Erel Calan vd., 2021)

Yine de tangonun popiilerlik kazanmasi ve yeni Cumhuriyet’in biirokratik faillerince desteklenmesi sayesinde diger
poptiler muzik tiirlerinden megruiyet bakimindan ayrigtigint belirtmek gerekir. Belge’nin (2015b, s. 81) belirttigi gibi
tango, Ttirkiye’de popiiler olmasina ragmen kanto gibi dogrudan “avam” kesimle 6zdeslesmemis; Batlt bir dans ve
miizik olarak en bagindan itibaren “elit” bir ¢agrigim tagimistir. Bir hafif miizik olarak biirokratik faillerce sekiilerlesme
politikalart kapsaminda desteklenmesi de tangonun “elit”, “nezih” ve “kaliteli” yani “ciddi” bir muzik olarak
algilanmasini giiglendirir. Burada tangonun bedensel yontiniin (kadinli-erkekli dans) sagladigr “islev” tizerinden
biirokratik faillerce megrulastirilmast s6z konusudur. Kisa streligine de olsa bir mizigin zihinselliginden ziyade
bedenselligi vurgulanarak yonetici gruplarca megrulagtirilmasi, Tiirkiye-tango iliskisini ziyadesiyle istisnai kilar. Ote
yandan tangonun Batli galgilara yaslanan ¢oksesli yapisi, popiiler kiilttir alanindan da olsa Erken Cumhuriyet Dénemi
miizik politikalariyla 6rtiigerek tangonun elit mesruiyetine kapi aralar. Ozetle Ttrkiye’de tangoyu, Erken Cumhuriyet
Dénemi’nde tistlendigi rol nedeniyle ne salt biirokratik bir toplumsal mithendislik projesine indirgemek ne de halk
nezdindeki popiilerliginden hareketle Arjantin’e benzer bir alt sinuflarin kiiltiirel mirasiyla 6zdeglestirmek dogru
olacakur. Bilakis Ttrkiye’de tangonun seriiveni, sahsina mtinhasir tarihsel ve ideolojik kogullarda, popiiler kiltir ve

resmi modernlesme séylemi arasinda hususi bir konuma igaret eder.

Pera Gecelerinden Halkevleri’ne: Caz

Kanto, operet ve tangoya benzer sekilde Ge¢ Osmanli’dan Erken Cumhuriyet’e uzanan siiregte 6ne ¢ikan bir diger
popiiler miizik tiirii cazdir. Stearns’in (1956, s. 282) deyimiyle caz, ABD’de Avrupa ve Batt Afrika miizik geleneklerinin
yaklasik 300 yillik sentezinin Griinii olarak 20. ytizyil basinda gelisir. Afro-Amerikalilarin 6nctiligiinde gelisen bu tiir;
dogaclamayr merkeze alan yapisi, senkoplu ritimleri, blues kaynakli melodik-armonik 6geleri, dongisel formlarr ve
swing hissiyat: gibi hususiyetler barindirir (Tucker ve Jackson, 2020). Ancak cazin 1920’lerde Avrupa ve Tirkiye’de
alimlanmasi, yukarida tanimlanan ABD merkezli caz anlayigindan farkli olarak, dans miiziklerini kapsayan bir semsiye
terim niteligi tagir. Bu donemde Tirkiye’de caz; ragtime, fokstrot, shimmy, Charleston, polka, samba, vals, Tin Pan
Alley ve erken donem geleneksel caz repertuvarini kapsayan Bauli popiiler dans miiziklerinin tamami olarak diigtiniiliir
(Uyar ve Karahasanoglu, 2016, s. 132). Yine dénem itibariyla Tirkiye’de Bat1 mengeli orkestralarin genel olarak
“cazbant” seklinde adlandirildiging; ancak 6ncesinde hususi bir kimlik kazanmis tangonun istisna olarak “tango
orkestras1” adiyla anildigint belirtmek gerekir (Tan, 2022a, s. 313). Bu durum yukarida degindigim gibi tangonun
cazdan 6nce bagimsiz bir tiirsel konum kazanmig olmastyla irtibatlidir.

Tiirkiye’nin cazla tanigmast, miitareke yillart Istanbul’unun ¢okkiiltiirlii ve ulusdtesi ortaminda gergeklesir (bkz.
Tan, 2022a). Mondros Miitarekesi’'nin ardindan Istanbul’un Itilaf Devletleri tarafindan isgal edilmesiyle Ingiliz,
Fransiz, halyan ve ABD’li askeri personel, diplomat, is insan1 ve gorevliler sehre gelir (Alexandrov, 2013/2015, s. 180).
Ayrica Ekim Devrimi sonrasinda basta Beyaz Ruslar olmak iizere birgok toplulugun Istanbul’a gé¢ etmesi (Woodall,

2015), sehrin mevcut Rum, Ermeni, Yahudi, Levanten ve Misliiman topluluklardan olugan (Criss, 1993/2000)
243



Tan Tiirk Miizigi 6(3) (2026) 231-250

cokkultiirlii tabiatina ulusétesi bir boyut katar. Bu kogullar altnda bilhassa Pera; isgal, go¢ ve gece hayatnin kesistigi
bir kozmopolit kiiltiirel uzami temsil eder.

Bussiirecte Istanbul’da cazin gelisiminde Afro-Amerikali girisimci Frederick Bruce Thomas merkezi bir rol iistlenir.
Zira Thomas, miitareke yillar1 Istanbul’unun kiiltiirel cesitliligini ve isgal kuvvetlerinin eglence arayigini bir firsat olarak
kavrayarak Anglo-Amerikan Garden Villa/Stella, Royal Dansing Kultip ve Maksim gibi mekinlar igletir. 1919°da
Anglo-American Garden Villa’da “cazbant” olarak duyurulan performanslar, Tiirkiye’de “caz” adinin gectigi en erken
ornekler arasindadir (Alexandrov, 2013/2015, s. 185). Thomas’in 1921°de Taksim’de agtig1 Maksim ise kisa stirede
Istanbul gece hayatinin baglica mekanlarindan biri hiline gelir. Burada sahne alan ve tamamen Afro-Amerikali
miizisyenlerden meydana gelen 7 Palm Beach orkestrast, Istanbul’da cazin taninmasinda etkili olur. Bu orkestra, Adil’in
(1990/2000, s. 154) bahsettigi tizere yerli miizisyenlerin cazla tanigmasina vesile olarak repertuvar ve icra mantigint
6grenmelerine zemin hazirlar.

Buraya kadar aktardigim Ttirkiye'de cazin gelisimi, kendiliginden bir stireten ziyade tarihsel giic iliskileri ve
kiiltirel etkilesimlerin etkisini gosterir. Tangodan farkli olarak caz, biirokratik faillerin desteginden ¢ok isgal alundaki
Istanbul’un kozmopolit eglence hayatr iginde sekillenir. Bu ise cazin sahsina miinhasir bir ideolojik ve politik baglamda
gelistigini gostererek cazin alimlanmasint gekillendirir. Mitareke yillarindan itibaren caz; Tirk-Musliman kimligi
nezdinde Pera gece hayati, dans salonlari, yabanci askerler ve uyusturucuyla iligkilendirilerek “yozlasma” séylemi ve
ahlaki panik (moral panic) baglaminda degerlendirilir. “Caz yapmak” deyiminin olumsuz ¢agrigimlarinin da gsterdigi

v el

tizere 0 donem caz; halk arasinda “sinir miizigi”, “yamyam miizigi” ve “zenci velvelesi” gibi olumsuz nitelemelerle anilir
(Erkal, 2014, s. 8). Erctiment Behzat (Lav)’in “Caz ve Kokain” (1934a) baslikli yazisinda cazi kokainin yayilmasiyla
iliskilendirmesi ve caz icra edilen mekanlarin agir vergilerle sinirlandirilmasini savunmasi, ahlaki panigin Erken
Cumbhuriyet’e sirayet ettigini gosteren garpict bir 6rnektir. Biitiin bunlar, mitareke yillarinda cazin Ttrk-Musliiman
kimligi agisindan elit ve poptiler megruiyet kaynaklarindan yoksun olduguna isaret eder.

Bu durum Cumbhuriyet’in ilan1 sonrasinda yeni ideolojik ve kiiltiirel paradigma dogrultusunda degismeye baslar.
Miitareke yillarinda Pera’nin kozmopolit gece hayauyla iligkilenen caz, Erken Cumhuriyet Dénemi’nde Musiki
Inkilab’nin Batlt miizik anlayisiyla popiiler ve elit mesruiyet kaynaklarint genisletir. Bu baglamda caz, o dénemki
kiiresel konumuna uygun sekilde ytiksek/ciddi miizik olarak degerlendirilmese de Batili oturtumu, goksesliligi ve dans
pratigiyle Batlilagma politikalartyla uyumlu bir poptiler miizik tirt olarak belirir. Bagka bir deyisle caz, Erken
Cumbhuriyet Dénemi’nde tipki operet ve tango gibi Bauli karakteri sayesinde kendisine fiili bir alan agar. Bu manada
one ¢ikan mecralardan biri Halkevleri’dir. Ziraman ve Kutluk’'un (2016, s. 117) ifadesiyle Halkevleri, yeni
Cumhuriyet’in ideolojik ve kiiltiirel ingasinda 6nemli bir biirokratik yapilanma olarak islev gériirken, Batili ¢algilara
dayanan miizik faaliyetlerine de imkén tanir. Canakkale Halkevi'nde “caz takimi” kurulduguna iliskin kayitlar
(Ziraman ve Kutluk, 2016), Kadikdy ve Uskiidar Halkevleri'nde gerceklestirilen caz performanslart (Sural, 1998;
Tungag, 2010) ve Hulki Saner Caz Orkestras: gibi topluluklarin Halkevleri’nde gelismesi (Saner, 1996), cazin gece
hayatyla sinirli kalmadigini gésterir. Bunu destekleyen 6rneklerden biri de 1948’¢ ait Kirklareli Halkevi Caz Orkestrasi
fotografidir (Fotograf 2). Yine Istanbul, Ankara ve Izmir gibi biiyiiksehirlerdeki radyo yaynlari, Erdem Buri’nin radyo
programlart ve 1940’larda Amerika’nin Sesi yayinlari, cazin biirokratik bir zeminde genis kesimlere ulagabildigini
gosterir. Ayrica Cumhuriyet balolarinin simgesel mekini Ankara Palasin bahgesi, tango gecelerinin yanit sira

cazbantlara da ev sahipligi yapar (Armutgu, 2001).
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Fotograf 2. 1948'de Kirklareli Halkevi Caz Orkestrasi'na ait fotograf (M. Akin Giire Arsivi; trakyadergi, 2023)

Erken Cumhuriyet Dénemi caz yasaminda Leon Avigdor (keman, alto saksofon), Gregor Kelekyan (keman,
trompet, vokal), Gido Kornfilt (trombon, ¢ok¢algict), Hrant Lusigyan (klarnet, saksofon), Arto Hagaturyan (alto
saksofon) ve Dikran Hagaturyan (trompet) gibi gayrimiislim miizisyenlerin agirligr dikkat ¢ekicidir. Hatta Ttirkiye’de
caz literattirindeki hikim anlatiya (bkz. Mimaroglu, 1958/2016) gore — indirgemeci de olsa — Avigdor caza dair anilan
ilk isimdir. Bu dénemde gayrimiislim mizisyenlerin baskinligi, Osmanl’dan Cumbhuriyet’e uzanan siire¢te bu
topluluklarin goksesli miizik, Bauli repertuvar, tiyatro ve eglenceyle kurduklart tarihsel iligkilerin bir neticesi olarak
degerlendirilebilir (Tan, 2023, s. 112-113). Ancak Uyar’in (2014) etraflica degindigi tizere 6-7 Eyliil olaylart sonrasinda
bir¢ok gayrimiislim muzisyen tilkeden ayrilir. Daha sonrasinda caz yasaminda Sadan Cayligil (davul), Erdem Buri
(davul), Hulki Saner (klarnet), Fazil Abrak (elektrogitar), Badi Kemal (trompet) ve Ciineyt Sermet (kontrbas) gibi Tiirk
miizisyenler daha goriiniir hile gelir.

Her ne kadar Erken Cumhuriyet Dénemi’nde caz; Halkevleri’nde, radyolarda ve Ankara Palas’ta kendisine yer
bulabilse de bir yandan “k&tii miizik” ve ahlaki yozlagma cercevesinde elestirilmeye devam eder. Ornegin Erciiment
Behzat (Lav), Miizik ve Sanat Hareketleri'ndeki “Yigin Miizigi” basliklt bir diger yazisinda “Anadolu gengliginde
meyhane sarkilarinin ve miizik kiymeti sifirdan agagi caz havalarinin yapug tahripkarlik, kokainden farksizdir. Miizik
kiilttirts bizim gibi zayif olmayan bazi memleketlerde bile halkin zevkini korumak i¢in cazbandin kapt digar: edildigini
unutmayalim” der (1934b, s. 5). Burada Erctiment Behzat, klasik Ttirk mizigine uygulanan kisitlamalarin caz igin de
gecerli olmasini ister. Bu yaklagiminda miitareke yillarinda cazin kokain kullanimi ve ahlaki yozlagmayla
iligkilendirilmesinin etkisi hissedilir. Ayrica “cazbandin kap1 disar1 edilmesi” yontindeki ¢agrisi, Tekelioglu’nun (2014)
aktardigt Nazi Almanya’sinda cazt Entartete Musik (dejenere miizik) olarak niteleyen anlayigla dikkat cekici
benzerlikler tagir. Benzer sdylemler Halkevleri dergilerinde de yer alir. Ornegin Vuruskan (1947, s. 12), caz
“genglerimizi hastalik hilinde saran” bir muzik olarak nitelendirir ve “bu kétii miizikle siddetle miicadele etmek
lazimdir” ifadelerini kullanir.

Ozetle Tiirkiye’de erken donem cazt ne yozlagma sdylemlerinin odak noktast ne de Batililasmanin olumlu bir ¢iktist
olarak degerlendirmek mtmkiindiir. Zira caz, miitareke yillarinda Pera gece hayati ve ulusotesi eglence yagami
tzerinden ahlaki panige konu olurken, diger taraftan Musiki Inkiabrnin Batili tinisal kodlara tanidigr Sncelik
tizerinden kismi elit megruiyet edinir ve popiiler megruiyet kaynaklarini da arurir. Biitiin bu siiregler, ¢okuluslu bir
imparatorluk olan Osmanlr’da mitareke yillarinda kozmopolit bir eglence pratigi olarak beliren cazin, Cumhuriyet ve
Musiki Inkilabr’yla kiiltiirel alanda yer edinmeye bagladigint gésterir. Buraya kadar ele aldigim Avrupa ve Istanbul
merkezli erken caz dénemi, 1950 sonrasinda Ttirkiye-ABD iligkilerinin gtiglenmesi, NATO fiiyeligi ve Soguk Savas
kiltiirel diplomasisiyle yeni bir evreye girer. Bu dénemde cazin elit megruiyeti, ABD’deki gelismelere paralel olarak

ivme kazanir ve giderek ytiksek kiiltiiriin bir pargast héline gelir. $iiphesiz ki bu siireg, ¢alismanin Ge¢ Osmanlr’dan
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Erken Cumbhuriyet’e uzanan sinirliliklarinin 6tesinde baglt bagina bir inceleme konusu olarak degerlendirilmelidir (bkz.
Tan, 2024).

Sonug

Bu ¢alisma; Geg Osmanlr’dan Erken Cumhuriyet’e uzanan siiregte kanto, operet, tango ve caz gibi tirlerin tekil bir
popiiler mizik kategorisi olusturmadigini; farkli alimlanma bigimleri ve mesruiyet kaynaklart barindirdigint ortaya
koymaktadir. Akademik ve giindelik kullanimlarda ¢ogunlukla ortak duyu (common sense) temelinde tiirler tstii bir
kategori olarak tahayyiil edilebilen poptiler miizik; her bir tiiriin hususi tarihsel, toplumsal ve ideolojik kogullar1 dikkate
alindigr takdirde dogru anlagilabilir. Caligmada incelenen popiiler miizik tiirleri; ortak sekilde modernlesme,
Baulilagma, kentlesme, eglence ve miizik endustrisiyle iligkili olsa da farklr tarihsel baglamlarda farkli bigimlerde
alimlanir. 6z konusu tiirler; biirokratik alan, kamusal temsil, iggal kogullari, toplumsal cinsiyet, sinuf, ahlaki séylemler
ve Batlilagma politikalar gibi gig iligkileri i¢inde anlam kazanur.

Caligmada ele alman tirlerin poptler ve elit mesruiyet kaynaklari bakimindan birbirinden farklilagtg:
anlagiimaktadir. Kanto, kayda deger bir izlerkitleye erismesine ragmen toplumsal cinsiyet, miistehcenlik ve bayagilik
soylemleri nedeniyle 6nemli 6lgiide elit megruiyetten yoksun kalir. Operet, Bati sanat miizigi gelenegiyle iligkisine
kargin operaya nazaran hafif ve gayriciddi bulunarak popiler mesruiyeti kiigiimsenir. Tango ise Cumbhuriyet
balolarindaki iglevi, yeni kadin temsilini yansitan bedenselligi ve Batili tinisal kodlar1 sayesinde hem popiiler hem de elit
megruiyet kazanir. Caz, miitareke yillarinda ahlaki panikle 6zdeglestirilmesine kargin Erken Cumhuriyet Dénemi’nde
Bauli tinsal kodlari sayesinde — elestirilere ragmen — biirokratik alanda kismi elit megruiyet edinir. Bu 6rnekler,
Tirkiye’de erken donem popiiler miiziklerin Batililagma ve modernlesme stiregleri iginde sekillendigini; Osmanlr’dan
Cumbhuriyet’e uzanan siiregte “Dogulu-Batili” ve “hafif-ciddi” gibi ayrimlarin miizakere edildigini gosterir. Bu durum
poptiler miiziklerin salt ses nesneleri olmaktan ziyade dénemin ideolojik ve kiiltiirel zemininde anlam kazanan pratikler
olarak degerlendirilmesi gerektigine isaret eder. Boylece Tiirkiye’de erken dénem poptiler miizik tarihi, tiirlerin gelisim
tarihinin Stesinde en bagindan itibaren bir megruiyet miicadelesinin de tarihidir. Ozetle ¢alisma, (etno)miizikoloji ve
popiiler miizik ¢aligmalari literattirtine Ttirkiye’de erken donem popiiler miiziklerin alimlanmasini kargilastirmali ve
biittinlestirici bir perspektifle ¢oztimlemesiyle katki sunmaktadir. Gelecek ¢alismalarin Ttrkiye’de popiiler mizik

tarihinde farklt dsnem ve tiirlerin alimlanma bigimlerini incelemesi, literattirdeki tartigmalar derinlestirecektir.

Bilgilendirme

Bu ¢aligma i¢in herhangi bir kurum veya kurulugtan destek alinmamistir. Yazar, herhangi bir ¢ikar ¢atiymasinin
bulunmadigini beyan etmektedir. Caligmanin biitiin asamalart tek yazar tarafindan yiritilmigtir. Aragtirma; argiv
belgeleri, siireli yayinlar ve yayimlanmig yazili kaynaklarin incelenmesine dayandigindan etik kurul izni
gerektirmemektedir.
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This paper examines how popular music genres such as kanto, operetta, tango, and jazz were received
in Tirkiye from the late Ottoman period to the early Republican period, and the sources of
legitimacy they relied on. It argues that early popular music in Ttrkiye was negotiated through
power relations shaped by Westernization, modernization, the bureaucratic field, public
representation, gender, and class. The theoretical framework approaches musical reception through
the contestation between popular and elite sources of legitimacy. Methodologically, drawing on the
perspective of historical ethnomusicology, the paper identifies kanto, operetta, tango, and jazz as its
objects of inquiry and analyzes them through a historical and interpretive qualitative analysis of
primary and secondary sources. Despite its broad audience in the late Ottoman period, kanto was
harshly criticized by the intelligentsia within the framework of moral discourses and failed to attain
elite legitimacy. Although operetta belonged to the tradition of Western art music, its elite legitimacy
remained limited because it was regarded as less serious than opera. In contrast, tango found both
popular and elite legitimacy through its association with the body, the image of the modern woman,
and its role in Republican balls in line with the new Republican paradigm. Finally, while jazz
triggered moral panic during the Armistice years through its association with Pera’s nightlife, the
conditions of occupation, and drug use, it acquired partial elite legitimacy during the early
Republican period owing to its Western character. Based on these examples, it is emphasized that
popular music cannot be treated as a single, homogeneous category; rather, each musical genre is
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received within its own historical, cultural, and ideological context. The early history of popular
music in Tiirkiye can therefore be understood not merely as a process of genre development but also,
from the perspective of musical reception, as a history of different genres’ struggles for legitimacy.
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Introduction
Although popular music is a central element of cultural life in Ttirkiye, it has a relatively limited presence in institutions
and academic research. This is partly because popular music is often linked to notions such as “entertainment,”

» «

“consumption,” “commercialism,” and “vulgarity,” positioning it outside “serious” cultural debates. This raises a
fundamental question, on a global scale, about what is considered valuable, legitimate, and worthy of academic inquiry
in music. As the ethnomusicological literature has long emphasized (see Blacking, 1973; Merriam, 1964), the sounds
that constitute music are more than audible frequencies; they acquire cultural meaning through human interpretation
and gain value within relations of ideology and power (see Bourdieu, 1979/2015; Frith, 1996). In other words, musical
value is shaped through cultural and ideological negotiations rather than aesthetic judgments alone. Therefore, it is

important to examine popular music in Tirkiye beyond a single category of “popular music” by considering different
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genres within their distinct historical contexts, the meanings and values attributed to them, and the struggles over their
legitimacy.

Providing a single, clearly bounded definition of popular music is difficult, as is the case with any concept. Popular
music, together with art music and folk music, emerged within the West’s sociocultural and historical experience
(Nettl, 2005) and constitutes a discursive construction embedded in relations of power (Berger, 1996/2008, p. 65).
Rather than reflecting a fixed musical content, it appears as a context-dependent category that often functions as
“nebulous masses of connotations” (Gelbart, 2007). The term “popular music,” as used in Western-centered academic
writing to broadly encompass urban-based and recorded musics, is not widely used in Ttirkiye. For Stokes (2010, p.
15), popular music, a relatively inchoate category in Ttirkiye, encompasses a wide range of vernacular and mass-
mediated genres, from nightclub interpretations of Turkish classical music, such as fasi/, to Arab-oriented hybrid
forms, such as arabesk, and Western-style pop and rock. In contrast, Gedik (2018) emphasizes that the audience in
Ttrkiye tends to use the names of the genres they follow, such as pop, rock, rap, arabesk, and metal, rather than an
umbrella term. As Gedik (2018, p. 1) notes, the early Republican period established an opposition between Western
art music and light music, while from the 1960s to the late 1980s, TRT classified popular musics as “Western light
music with Turkish lyrics” and “Western light music with foreign Iyrics.” In the Ottoman Empire, music was defined
through the oppositions of “East-West” and “alaturka-alafranga,” while popular music, which developed as a category
during the late Ottoman period in parallel with developments in the West, fell outside these binary classifications
(Gedik, 2018, p. 1). However, as Ayas (2018) points out, the “East-West” opposition continued to shape approaches
to popular music during the early Republican period. Setting aside the changing meanings and scope of popular music
across different periods, its earliest examples in the Ottoman Empire included operetta, kanto, longa, sirto, rabbit songs,
and the waltz (Gedik, 2018, p. 3).

Popular music genres have historically been diverse. Rather than addressing them all, this paper focuses on major
genres such as kanto, operetta, tango, and jazz, which developed primarily in Istanbul from the late Ottoman to the
early Republican period. These popular musics emerged during a period of paradigm shift marked by the development
of capitalist relations of production, the growth of the music industry with the spread of the gramophone, and the
implementation of modernization and Westernization policies. With its musical content and mass appeal, popular
music represented a new phenomenon during this period, and its development and cultural world were shaped in part
by the ideological approaches of dominant groups, including bureaucratic elites, the intelligentsia, and state
institutions. Early popular music in Ttrkiye, then, did not simply emerge “spontaneously” from the industrial and
everyday relations of the public field; interventions by dominant groups could often play a role in its development. In
this respect, it is reasonable to argue that Westernization policies, which began in the Ottoman Empire in the 19th
century and intensified during the early Republican period, could function as a structure shaping popular music.

(Ethno)musicological research on the history of popular music in Ttirkiye remains limited. A considerable portion
of the existing literature focuses primarily on documenting music history through the development of genres and the
careers of artists (see Dilmener, 2003; Erkal, 2014; Kahyaoglu, 2002; Merig, 1999, 2011, 2020; Pagact, 1999), while
later studies develop more analytical approaches that discuss popular music in relation to cultural and social theory
(see Gedik, 2018; Kiigtikkaplan, 2015; Stokes, 2010; Tekelioglu, 2006). Studies focusing on how early popular musics
were received in Tirkiye are relatively few. In particular, the limited research on the meanings and values historically
attributed to different popular music genres highlights an important gap in the literature. This paper aims to
contribute to the literature on the history of early popular music in Tiirkiye by examining the reception of these genres
beyond their chronological development. Thus, rather than attempting a comprehensive historical reconstruction, the
paper interprets key historical material from the existing literature within the framework of social theory. This
approach aims to contribute a new perspective to (ethno)musicology and popular music studies, in the context of
Tirkiye and more broadly.

The aim of this paper is to examine how early popular music genres that developed in Ttrkiye were received in the

public and bureaucratic fields. Jauf$’s (1970) reception aesthetics positions the reader, within the author-text-reader
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triangle, as an active subject who shapes the historical life of the text rather than as a passive recipient. Similarly, this
paper examines musical reception from a reader-centered perspective but extends the concept of the recipient beyond
the individual listener. Musical reception encompasses not only musical taste but also critical discourses, bureaucratic
interventions, and public representations. The paper avoids treating all genres under a single category of “popular
music” by recognizing the distinctiveness and differences of each popular music genre. In the historical process
extending from kanto to jazz, the contexts in which these genres developed and the meanings attributed to them vary
considerably. The paper indicates that, similar to examples in the West, some popular music genres could trigger moral
panic (see Cohen, 1972) through negative perceptions. However, unlike in the West, particularly during the early
Republican period, the Western character of certain genres could also serve a function within Westernization policies.
This demonstrates that popular music could already be deeply political at the beginning of the 20th century, moving
beyond approaches that reduce it merely to processes of “industry,” “commerce,” and “profit.”

The theoretical orientation of this paper conceptualizes musical reception in terms of legitimacy. At the level of
common sense, legitimacy, as reflected in various dictionary definitions, is based on the idea of “conformity with
religious or secular laws, rules, norms, and values.” For Suchman (1995, p. 574), legitimacy refers to a generalized
perception or assumption that a practice is desirable, proper, or appropriate within a socially constructed system of
norms, values, and beliefs. Theoretical approaches play a central role in explaining which agents produce legitimacy,
how they produce it, and within which power relations. Therefore, the paper approaches legitimacy beyond the level
of common sense through Bourdieu’s (1983) framework of legitimacy. For Bourdieu (1983, p. 331), bourgeois
legitimacy is based on the consecration of the ethical and aesthetic tastes of dominant classes through legitimizing
institutions, particularly academia. In contrast, popular legitimacy is shaped by the approval and consecration of
ordinary consumers, that is, the masses (Bourdieu, 1983, pp. 331-332). This paper uses the concept of elite legitimacy
rather than bourgeois legitimacy because it extends beyond an emphasis on private capital to include bureaucratic
agents (see Messer et al., 2012; Tan, 2022b). Thus, elite legitimacy is not limited to the capital support and academic
privilege associated with serious music but also includes light music, which is attributed representational value by
various agents in the bureaucratic field. Value distinctions underlying musical legitimacy are reflected in cultural
hierarchies such as “art music-folk music-popular music,” “serious music-light music,” and “high culture-popular/low
culture.” The paper also examines the sources of legitimacy through which cultural hierarchies were produced in the

reception of early popular music.

Method

This paper adopts a historical and interpretive qualitative research approach. It examines the reception of popular
music from the late Ottoman to the early Republican period from a comparative and integrative perspective, with a
focus on musical legitimacy. In disciplinary terms, the paper is situated within the framework of historical
ethnomusicology. Historical ethnomusicology examines the musical past beyond works, composers, and notation by
considering the social, cultural, and political contexts in which music acquires meaning (see Bohlman, 1991; Nettl,
2005). As Widdess (1992, p. 229) suggests, this approach implies that the historical distinction between musicology
and ethnomusicology is artificial and argues that historical research can use methods from both fields, as reflected in
Cook’s (2008) use of “(ethno)musicology.” Similarly, as cited by Tortop (2026, p. 5), Feldman emphasizes the
importance of the interdisciplinary approach of historical ethnomusicology, particularly in Ottoman-Turkish music
research, by pointing to the limitations of studies confined to notation, makam theory, and composers. Rather than
claiming to cover all genres of early popular music in Ttirkiye, this paper focuses on kanto, operetta, tango, and jazz,
which were prominent during the period and are particularly suitable for examining popular and elite legitimacy.

The material consists of primary and secondary sources related to these genres. The selection of sources was based
on key studies in the literature on each popular music genre, along with primary sources from the period, where
available. Three criteria guided the selection of sources: relevance to the historical scope of the paper, information on

the position of kanto, operetta, tango, and jazz in the public and bureaucratic fields, and documentation of the
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meanings and values attributed to these genres. Primary sources were used for their direct accounts of how historical
actors viewed these genres, while secondary sources were used to establish the historical context and interpret the
primary sources. Newspapers and magazines, official publications, archival documents, visual materials, memoirs, and
critical discourses were considered alongside relevant literature in (ethno)musicology, history, and the social sciences.
Unless otherwise indicated, all translations from Turkish sources are by the author. These sources were treated not
merely as texts conveying historical information but as discursive material reflecting the musical understandings, value
judgments, and struggles over legitimacy of the period. This material was examined through interpretive analysis, with
each popular music genre analyzed within its own historical context in terms of its degrees of popular and elite
legitimacy. The interpretive analysis was conducted in three stages. In the first stage, value judgments, critical
discourses, public representations, and bureaucratic interventions concerning kanto, operetta, tango, and jazz were
identified in the sources and evaluated within their historical contexts. In the second stage, this material was interpreted
in terms of sources of popular and elite legitimacy, considering the recipient actors and the meanings attributed to the
genres. In the final stage, the sources of legitimacy of the four genres were compared to examine shared and divergent
forms of reception. In this way, the paper adopts Waterman’s (1993, p. 66) approach, which conceptualizes the
primary focus of ethnomusicology as the historical subjects who perceive, interpret, and evaluate music rather than
music itself.

The paper approaches musical reception and Bourdieu’s (1983) theory of legitimacy with attention to historical
context. As Hebert and McCollum (2014, p. 108) emphasize in their discussion of historical ethnomusicology,
applying social theories to the past without considering their historical context can lead to anachronistic
interpretations. For this reason, the theoretical analysis was conducted within the specific historical and social
conditions of the late Ottoman and early Republican periods. The paper examines, from a comparative and integrative
perspective, how early popular musics in Tiirkiye were received and attributed legitimacy by various agents in the
public and bureaucratic fields. The paper indicates that these popular music genres constituted a field of cultural

power that could function ideologically within the processes of Westernization and modernization.

Findings and Interpretation
This section first outlines the process of Westernization and modernization from the late Ottoman to the early
Republican period as the historical background of early popular music. It then examines the reception of kanto,

operetta, tango, and jazz in detail, focusing on their sources of popular and elite legitimacy.

The Course of Westernization from the Late Ottoman to the Early Republican Period

The 19th century was a period marked by the colonial expansion of the West, the transformation of relations of
production through the Industrial Revolution, and the growing tendency toward nation-state formation as a result of
the epistemological and political impact of the Enlightenment. In Marxist terms, this period can be understood as a
historical rupture of global significance, in which the base and superstructure underwent simultaneous and far-
reaching transformations. This rupture gave rise to processes of Westernization and modernization in many states,
from Japan and China to Russia and Ttrkiye, each shaped by its own historical and social particularities (see Ayas,
2016; Senel, 2019).

Oztiirk (2016) examines Westernization policies at two levels: partial Westernization and radical Westernization.
Oztiirk (2016, p. 52) defines partial Westernization as a limited effort to match the West’s military and technological
capacity. In the Ottoman Empire, this approach took concrete form in the military reforms of Mustafa III and the
Nizdm-1 Cedid initiatives of Selim III. Radical Westernization, which involved the adoption of Western cultural
practices in addition to military and technological elements (Oztiirk, 2016, p. 52), manifested itself in the Ottoman
Empire through Mahmud ITI’s dress regulations, which prescribed jackets, trousers, and the fez for state officials; the
establishment of the Western-style Muzika-y: Hiimdyun (Imperial Music Ensemble) in 1826 to replace the
Mebterhane; and the proclamation of the Tanzimat Fermani (Tanzimat Edict) in 1839 during the reign of Sultan

Abdilmecid. The Republican period represented a stage in which the policies of radical Westernization that had
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gained momentum during the late Ottoman period extended into the public field. For Bourdieu (1981/2018, p. 185),
music possesses a symbolic power unlike that of any other cultural practice. This symbolic power made music one of
the central components of radical Westernization policies.

The famous opera composer Gaetano Donizetti’s brother, Giuseppe Donizetti, was brought from Italy to the
Ottoman Empire in 1828 and appointed head of the Muzika-y1 Himéyun (Egecioglu, 2015, p. 63). During this period,
Donizetti contributed to the introduction of Western instruments, the training of Turkish musicians in Western
notation, and the composition of marches in the Western style (Balkilig, 2009, p. 71). Under Donizetti’s leadership,
the Muzika-y1 Hiim4yun represented the official and institutional introduction of Western music into Ttrkiye. The
Saray Mizika Mektebi (Palace Music School), established in 1833 during the reign of Mahmud II, emerged as an
institution providing Western music education and resembling present-day conservatories. With the establishment of
this school, the Muzika-y1 Hiim4yun was transformed into a small-scale symphony orchestra (Merig, 2020, p. 118). In
this way, the Muzika-y1 Hiim4yun contributed to the formation of a new Western musical taste within the court
(Pagaci Tungay, 2015, p. 74). At the same time, under Donizetti’s direction, the Muzika-y1 Hiimiyun regulated
military marching for the new army through new marches while also including popular music genres of the period in
its repertoire, including pieces with Italian lyrics, arias, polkas, waltzes, and mazurkas (Ozcan, 2006, p. 421). This
indicates that beyond providing Western representation within bureaucratic institutions, the Muzika-yt Hiim4iyun
also began to develop an audience through popular music (Pagact Tungay, 2015, p. 74). In short, the Muzika-y1
Hiimayun played a significant role in the spread of Western popular music as well as Western art music in Ttrkiye.
These developments indicate that approximately a century before the founding of the Republic, Western genres in the
Ottoman Empire were already accorded a certain degree of elite legitimacy through control and approval within the
bureaucratic field.

Unlike the music policies of the early Republican period in Tiirkiye, the policies of radical Westernization
implemented in the Ottoman Empire remained largely confined to the bureaucratic field and did not extend
comprehensively into the public field. Nevertheless, Westernization was not limited to military and bureaucratic
institutions but was also reflected particularly in the performing arts and popular music. For example, the French,
Italian, Tepebast, and Naum theaters that opened in Pera (present-day Beyoglu) after the Tanzimat contributed to the
spread of opera in Istanbul. Indeed, works by composers such as Donizetti, Bellini, and Verdi were performed in
Istanbul shortly after their European premieres (Egecioglu, 2015, p. 62). In popular music, genres such as theater
music, revue songs, kanto, and operetta became widespread from the Second Constitutional Period onward, and many
composers with backgrounds in traditional music produced works in these genres (Pagact Tungay, 2015, p. 77).
However, it was during the Republican period that Westernization was extended into the public field as a state policy
and became one of the central objectives of social change.

The Republic, established in 1923, based its radical Westernization policies in music, embodied in the Musik:
Inkilabi (Music Reform), largely on the ideas set out in Gokalp’s Twrkgiiliigiin Esaslar: (1923/2019). Gékalp defines
hars as the shared consciousness and past of a nation and identifies its musical counterpart among Turks with folk
music, which he characterizes as sincere, genuine, and authentic (1923/2019, p. 143). Gokalp (1923/2019, p. 143) also
defines civilization as the common sum of the social lives of multiple nations within a region and attributes to it a
rational universality, associating it musically with Western music through harmony, technical knowledge, and the new
civilization. He characterizes Ottoman music (Turkish classical music), which he positions as Eastern music, as a sick,
non-national music adopted from Byzantium through Firabi, unable to free itself from quarter tones and lacking
harmony (1923/2019, pp. 142-143). Finally, Gokalp argues that a new national music (mzlli musiki) would emerge
from a synthesis of folk music, the music of hars, and Western music, the music of the new civilization. He maintains
that this synthesis could be achieved by arranging folk melodies in accordance with Western harmonic principles
(1923/2019, p. 143). In short, as Tekelioglu (1996, p. 202) puts it, the Gokalpian paradigm underlying the Musiki
Inkilab1 envisioned by the new Republic can be formulated as follows: “Model = Western music, Enemy = Ottoman

music, Source = Anatolian folk songs.” The Turkish Five (Ahmet Adnan Saygun, Ulvi Cemal Erkin, Cemal Regit Rey,
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Hasan Ferit Alnar, and Necil Kazim Akses), who were educated in the West, played pioneering roles in implementing
the Gokalpian paradigm. In pursuit of the goal of creating a national music that could be developed using Western
techniques, a series of folk music collection expeditions were conducted between 1936 and 1938 with the participation
of Saygun, Akses, Erkin, Alnar, and Barték (Oztiirk, 2016, p. 27). At the same time, as Kahyaoglu (2002, p. 70)
observes, the closure of dervish lodges and convents in 1925 as part of the secularization policies of the early Republic
largely eliminated the religious dimension of Turkish classical music. Following this development, the Sark Musikisi
(Eastern Music) branch of the Ddrilelban was closed in 1926 (Kahyaoglu, 2002, p. 70). In the same year, the
Diriilelhan was renamed the Istanbul Municipal Conservatory, and its educational program was reorganized around
Western art music (Balkilig, 2009, p. 80). As a result, the teaching of Turkish classical music entered a period of
prohibition that would continue until the second half of the 1970s (Cevikoglu, 2016, p. 265). The most striking
development was the ban on radio broadcasts of Turkish classical music between 1934 and 1936 (see Canver, 2019;
Oransay, 1985). This was because Turkish classical music, which had been declared illegitimate by the bureaucratic
agents of the Republic in accordance with the Gokalpian paradigm, was believed to require complete removal from
the public and bureaucratic fields.

During this period, Western popular music genres gained a public presence outside educational institutions
through the Halkevler: (People’s Houses), radio, and Republican balls, particularly through the waltz and tango,
acquiring a certain degree of elite legitimacy despite ongoing controversy. As Ayas (2018, p. 101) notes, during the
early Republican period, the main distinction in musical taste was shaped less by oppositions such as “low-high,”
“light-serious,” and “popular-art,” which implied class positions, than by the “East-West” opposition. However, the
synthesis proposed by the Musiki Inkilabi was based on Western art music, which was regarded as the high (serious/art)
music of the period. Similarly, conservatory curricula were structured primarily around Western art music.
Bureaucratic agents and the intelligentsia of the period even strongly criticized operetta for being light and unserious
and banned it when they considered it objectionable. For Tekelioglu (1999, p. 147), the dominant groups of the period
had no explicit policy regarding the Republic’s approach to popular music. Tekelioglu (1999, p. 147) argues that
because the Gokalpian paradigm (the synthesis project) was oriented toward serious music, popular music emerged in
Ttrkiye through “a dynamic of spontaneity and filling a void.” However, the balls personally organized by Mustafa
Kemal Atatiirk, as well as the Halkevleri and radio, were under bureaucratic control. Together with TRT’s monopoly
over broadcasting and regulation after 1964, this indicates that the state could influence the development of popular
music in line with its Westernization policies, particularly until the 1980s. Similarly, Monson (2007, p. 6) argues that
Jim Crow laws played a structural role in the development of jazz in the United States. The music policies extending

from the late Ottoman to the early Republican period likewise shaped the field of popular music at a structural level.

“Vulgar” Urban Entertainment: Kanto

Kanto, which emerged after 1870 from the zu/uat theaters of Direklerarast in Istanbul, was a form of urban
entertainment music based on Western instruments in which women came to the fore as singers and dancers. For
Besiroglu and Ozbilen (2010, p. 236), kanto is significant for reflecting the transformation of women’s identity outside
the court during the Ottoman Empire’s process of Westernization and modernization. With women occupying the
position of stars, kanto emerged in the second half of the 19th century within tuluat theater, which attracted
considerable public interest and combined traditional Turkish theater with Western theater (Kahyaoglu, 2002, p. 66).
Tuluat theater developed as ortaoynnu companies adapted their tradition of improvised performance to the stage. It
was a comedy-based genre in which traditional characters brought together Eastern and Western elements and
represented different identities (Besiroglu & Ozbilen, 2010, p. 237). Kanto, which emerged from tuluat theater as an
East-West synthesis during the Ottoman Empire’s 19th-century process of Westernization, displayed similar
characteristics. Belge (2015a, p. 23) describes kanto as one of the “responses” of a society experiencing Westernization.

As cited by And, Sermet Muhtar Alus describes kanto as follows:
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Kanto begins with an instrumental introduction, followed by the lyrics; then comes a violin solo
accompanied by shoulder shaking, turning around one’s own axis, flamboyant movements of the neck, and
belly dancing. Finally, the performer springs into motion, skipping about like a partridge with intertwined
steps resembling tango figures of a_few years earlier, before disappearing behind the slowly closing curtain
(And, 1970, p. 154).

For Ataman (1997, p. 271), kanto was first performed in 1870 by an Italian theater company visiting Istanbul. It
subsequently became established in tuluat theaters through kz7zk hava pieces, mixtures of song and giftetells,
performed by orchestras (drum set, trumpet, violin, and cymbals) before the plays and functioning as overtures. In
short, kanto is a genre performed mostly by women, combining dance and song, accompanied by an orchestra, and
characterized by lively, memorable melodies (Ozbilen, 2006, p- 6). The term canto (song), derived from the Italian verb
cantare (to sing) and associated with the be/ canto (beautiful singing) tradition (Belge, 2015a, p. 23), became widespread
as a way of distinguishing kanto from the traditional songs performed in tuluat plays (Merig, 2020, p. 119). Tekelioglu
(1996, p. 212) describes kanto as a “spontaneous synthesis” of the Italian song form canzone and local musics. While
the discursive codes of kanto humorously portray the tensions between women and men, its visual codes are
characterized by colorful low-cut costumes, veils, ornate miniskirts, and high-heeled shoes (Besiroglu & Ozbilen, 2010,
p- 240). These visual codes can be seen in Photograph 1, which depicts early kanto and tuluat companies. Because the
image of a “Muslim woman” wearing revealing clothing and entertaining the audience was considered inconceivable
in the Ottoman context, almost all early kanto performers were non-Muslim women from Istanbul (Kahyaoglu, 2002,
p- 67). Under these conditions, Turkish women appeared on the kanto stage under non-Muslim stage names. For Zobu
(1961, p. 10), Kadriye Hanim, who took the stage under the name Papaskdpriilii Amelya in 1889, was the first Turkish
kanto performer. Kanto was performed mainly in the theaters of Direklerarasi, Sehzadebagi, Galata, and Pera in

Istanbul, but also found a place in gazino and baloz venues (Besiroglu & Ozbilen, 2010, p. 237).

Photograph 2. A kanto and tuluat company in the late Ottoman period (Karatepe, 2020)

Ozbilen (2006) divides the historical development of kanto into the “Tuluat Theater Period” (approximately 1880-
1920), the “78 RPM Record Period” (1900-1940), the “45 and 33 RPM Record Period” (1965-1980), the “Gazino
and Revival Period” (approximately 1950-1980), and the “Ramadan Entertainment Period” (approximately 1980-
2006). This periodization is significant because it demonstrates how kanto persisted and gained continuity through
different historical phases. However, since the paper focuses on the conditions surrounding the emergence of kanto
and its early musical characteristics, it adopts Unlii’s (1998) simpler classification of the “early period” (1870-1923)
and the “Republican period” (after 1923). This choice simplifies the historical development of kanto while facilitating
the identification of its main musical changes. During the early period, kanto was performed mostly by Armenian and

Rum (Ottoman Greek) women, accompanied by orchestras consisting of Western instruments, and its compositions
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were anonymous. As cited by Kahyaoglu (2002, p. 68), it also bore traces of makam music, particularly rast, hiizzam,
and hicaz. Peruz, $amram, Nvart, Kii¢tik Virjin (Virjin Ozan), and Minyon Virjin (Hayganug Hanim) are examples
of early kanto performers (Begiroglu & Ozbilen, 2010, p- 239). During the Republican period, Turkish kanto
performers replaced Armenian and Rum artists, while Western instruments were replaced by Turkish instruments
such as the oud, ciimbiig, ¢alpara, and kanun, thereby strengthening the makam-based character of kanto (Kahyaoglu,
2002, p. 73). Kanto also moved away from anonymity during this period, and compositions began to be associated
with their composers. Thus, while adapting to the nation-state structure of the Republic, kanto, which had reflected
the Ottoman Empire’s multicultural structure and Westernization policies, ironically turned toward Turkish musical
instruments despite the policies of radical Westernization. Mahmure Handan Hanim, Makbule Enver Hanim,
Mahmure Suat Hanim, Necmiye Hanim, and Bayan Neriman are examples of kanto performers from the early
Republican period. Prominent kanto composers of the period included Dramalt Hasan, Sadettin Kaynak, Refik
Fersan, Ciimbiig Mehmet, Rakim Elkutlu, and Fahriye Aslan (Kahyaoglu, 2002, p. 73). However, after 1970, when
Nurhan Damcioglu, Ayben Erman, Altan Karindag, Oya Alasya, and Meral Kiigiikerol came to prominence, Western
instruments once again became dominant in the ensemble. As Besiroglu and Ozbilen (2010, p. 239) note, the drag
performances of Seyfi Dursunoglu, known for his Huysuz Virjin character and for giving kanto a prominent place in
his shows, point to the continuity of kanto’s connection to femininity. Dursunoglu contributed to the revival of kanto
by combining his drag performances with traditional elements such as kanto, alaturka music, and ortaoyunu, while
also serving as an intermediary in transmitting the genre to subsequent generations (Pekel, 2022, pp. 439-440). Huysuz
Virjin became one of the most important carriers of the kanto tradition in Ttirkiye after 1980.

As one of the earliest popular music genres in Tiirkiye, kanto largely lacked elite legitimacy but enjoyed strong
popular legitimacy. Although kanto was widely embraced as a form of urban entertainment music, the intelligentsia
regarded its lyrics as “simple and obscene” and its music and dance as “poor in quality and vulgar” (Merig, 2011, pp.
56-57). It was considered a product of “degeneration” and deemed illegitimate. For Belge (1998), kanto was a genre
that many people were reluctant to openly express their passion for out of concern that it would be considered
improper. Leyla Saz Hanim, a composer educated in the Ottoman palace harem, exemplifies this attitude. After
composing a kanto, she wrote in her notebook, “I wonder whether it is proper for me to have written this” (Ayangil,
1994, p. 421). In the chapter “Kanto Beliyyesi” (“The Kanto Scourge”) of his book Sanata Dair, Halit Ziya Usakligil
writes:

1If the songs and folk songs of Istanbul music were to gather together and devise a means of humiliating the
music of the world, which they regarded as their rival, and of undermining its prestige and value by
ridiculing it, they would invent the scourge known as kanto. Before they had any need to undertake such a
search, Galata bad already unearthed this scourge from its own filth and scattered its plague-like contagion
throughout the air of the entire country. For years, perbaps eighty or a hundred years, its particles have
persisted in the very air people breathe, poisoning public taste and continuing to distort judgment as though
these were examples of what is called alafranga music. If the municipality bad a department responsible for
protecting the bealth of public taste, similar to the enforcement authorities that safeguard public bealth by
inspecting rotten food and moldy fruit, there can be no doubt that one of its first acts would be to load these
remnants, ridiculous in the name of art and, worse still, disgusting, onto garbage carts and barges and dump
them into the waters of the Marmara (Usakligil, 1955, pp. 118-119).

Hiseyin Rahmi Guirpinar, in his novel Tebessiim-i Elem, similarly describes how kanto performers turned theaters
into “shabby taverns”: “No one pays any attention to their voices, artistry, or singing. The public watches with great
fascination the legs, thighs, breasts, and necks of these screeching women. As these parts of their bodies tremble, the
hearts of the audience also tremble with sighs and groans” (1923/2022, pp. 216-217). Refik Ahmet Sevengil, in his
book Istanbul Nasil Egleniyordu, describes the “disgrace of tuluat” as follows: “A composition, lyrics, and dance
devoid of any aesthetic value: this is kanto. What really matters here is neither the music nor the dance. It is the

stimulation and attraction of the public through the bodily movements of a naked woman” (1927/1985, p. 168). For
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And (1970, p. 155), kanto, like tuluat theater, was viewed unfavorably, reportedly leading to incidents such as “knife-

» <«

pulling,” “gunfire,” and “injury” and setting a “bad example” for young girls. Similar concerns led to the exclusion of
tuluat theater from instruction at the Ddrdilbeddyi (Ozbilen, 2006, p. 16).

The criticisms of kanto discussed thus far focus on visual and performative codes in relation to gender rather than
on timbral codes, revealing how women experienced a form of subject formation through kanto that transgressed
patriarchal boundaries. Underlying this transgression was the unexpected emergence of women’s identity in the public
field through kanto during the late Ottoman and early Republican periods (see Kaptan, 2024). This led the
intelligentsia to regard kanto as “low,” “vulgar,” and “worthless” popular music. Thus, although kanto gained broad

popular legitimacy across different periods, it largely remained deprived of elite legitimacy.

Western but Unserious: Operetta

Operetta, which developed along similar lines to kanto, was another popular music-theater genre extending from the
Ottoman to the Republican period. Combining song, dialogue, and dance, operetta emerged in France in the mid-
19th century and soon spread across Europe and the U.S., becoming a lighter, more popular alternative to opera. Grout
and Williams (2003, p. 378) note that it is difficult to draw a clear dividing line between operetta and the lighter forms
of opéra comique: both use spoken dialogue, comic elements, and a comparatively simple musical style. However, the
primary aim of operetta is simply to entertain the audience through wit, parody, and satire. As Baranello (2016)
observes, although operetta drew on contemporary trends such as popular song, dance, and fashion to reach a broad
audience, its aesthetic value remained contested because of its popularity.

Operetta first appeared in Tirkiye during the Tanzimat period. For example, during the reign of Abdiilmecid,
numerous foreign companies performed opera and operetta in Beyoglu. European works reached Istanbul quickly,
and some Italian operas were first performed there (Gazimihal, 1939, p. 118). According to the memoirs of Ahmet
Fehim Bey (1977, p. 22), this period, during which Abdiilmecid attended and enjoyed these performances, was
importantin the development of Turkish operetta. The history of Turkish operetta can generally be divided into three
periods: before the Second Constitutional Period (1872-1908), after its proclamation (1908-1923), and the
Republican period (1923-present).

Giilli Agop’s Tiyatro-i Osmani (Ottoman Theater), established at the Gedikpasa Theater in 1870, became the first
national theater company through the privilege granted to Turkish-language plays. Since the Tiyatro-i Osmani’s
privilege for Turkish-language performances was initially limited to theater, Turkish operetta developed primarily
through Dikran Cuhaciyan’s Opera Tiyatrosu (Opera Theater) (Merig, 2020, p. 156). Cuhactyan, who left a lasting
mark on the history of Turkish operetta, was one of the most important composers of the period before the Second
Constitutional Period. His Arif7in Hilest, staged at the Gedikpaga Theater in 1872 (1874 or 1875, according to some
sources) by his Opera Tiyatrosu, officially marked the beginning of the local operetta period (Kutluk & Ata, 2016, p.
143). Cuhactyan, who also composed Leblebici Horbor, the first local operetta to be performed abroad, produced five
operettas before his death in 1898. Prominent companies of this period included Agop’s Tiyatro-i Osmani (1868),
Cuhaciyan’s Opera Tiyatrosu (1874), Y. Melikyan’s Opera Tiirk Tiyatrosu (Opera Turkish Theater, approximately
1880), and Kiiciik Ismail Efendi’s Osmanli Opera Kumpanyast (Ottoman Opera Company, 1890) (see And, 1970).
These companies staged operettas such as Leblebici Horhor, Kise Kibya, Pembe Kz, Zeybekler, and Cengi, as well as
Oftenbach’s Giizel Elena (La belle Heléne) and Paris Yasami (La vie parisienne) (Kutluk & Ata, 2016, p. 143). The
musical plays staged during this period were among the most successful works of the Tanzimat, or pre-Second
Constitutional, period (Tungdemir, 2006, p. 4). One reason operetta gained popular acceptance was that Turkish
theater already combined elements of music, dance, and comedy. This made different actors, including writers,
composers, and the audience, more receptive to the operetta genre (Akgiil, 2007, p. 16). The development of operetta
in the Ottoman Empire involved a distinctive process of localization rather than simple imitation. Thus, operetta
became a genre deeply rooted in the Ottoman cultural field.

For the Second Constitutional Period, And (1970, p. 222) reports that members of the Committee of Union and
Progress initially took an interest in theater for political purposes, but that this interest gradually declined. For Merig
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(2020, p. 157), the Milli Osmanli Operet Kumpanyasi (National Ottoman Operetta Company), which collaborated
with Tiyatro-i Osmani and staged operettas by Cuhaciyan as well as several French operettas, held an almost
monopolistic position during the period. The Istanbul Operet Heyeti (Istanbul Operetta Company), founded in 1919
by Musahipzade Celal and Kaptanzade Ali Riza Bey, took important steps toward the localization of operetta. The
company performed operettas using Turkish classical music instruments and makams, based its texts on Turkish
history, and translated operetta terminology — its discursive codes — into Turkish (Merig, 2020, pp. 157-158). Sahne-i
Milliye-i Osmaniye (National Ottoman Stage, 1910), Sahir Opereti (Sahir Operetta, 1921), Yeni Operet (New
Operetta, 1922), and Hale Opereti (Hale Operetta, 1923) were other prominent operetta companies of the period
(Tungdemir, 2006, p. 5).

During the Republican period, operetta became virtually the only form of entertainment for the public (Eskitas,
2018, p. 84). This indicates that operetta was capable of generating strong popular legitimacy. For Kutluk and Ata
(2016), operetta during the Republican period can be examined in two phases: before Dariilbedayi (1923-1931) and
after Diriilbedayi (1931-1937). In the words of Ozén and Diirder (1967), the pre-Dariilbedayi period was “a period
of operetta companies that emerged and disappeared one after another.” The most significant development of this
period was the Siireyya Opereti (Siireyya Operetta), established in 1928 with the support of Siireyya Paga. The
company remained active until 1934 and, in some respects, paved the way for the Dartilbedéyi period (Kutluk & Ata,
2016, p. 144). Operetta at Dirtilbediyi began in 1931 under the leadership of Muhsin Ertugrul with the staging of
Yalova Tiirkiisii. This was followed in 1932 by Celal Esat Arseven’s Saati and, in the same year, Ug Saat, composed
by the Rey brothers (Ekrem Regid Rey and Cemal Resit Rey) with lyrics by Nazim Hikmet. A year later, the Rey
brothers’ Liikiis Hayat became the most popular work in the history of Turkish operetta (Akgiil, 2007, p. 19). For
Akgiil (2007, p. 21), the work stands out for its satire of the high society and class inequalities of the period, reflected
in its ironic use of “litkiis” instead of “likks” (luxury). This demonstrates that operetta contained a dimension that
cannot be reduced to mere entertainment. The Rey brothers later staged Dels Dolu (1934), Saz Caz (1935), Maskara
(1936), and Hava Crwa (1937) (Giilmez, 2021, p. 26). Between 1931 and 1937, operettas conducted primarily by
Cemal Regit Rey and Hasan Ferit Alnar attracted considerable public interest but also faced criticism and bans from
the intelligentsia and the bureaucratic field.

Initially one of the intellectual and practical supporters of operetta at Dariilbedyi, Muhsin Ertugrul made the

following remarks after the staging of U:c Saat:

The operetta Uy Saat generated, in a single Friday, more revenue than the play Bir Olii Evi had generated
in an entive week. This is a result that we must record with tears. Operetta, after all, is only incidental to
Diériilbeddyi, whereas the primary purpose of our theater since its establishment bas been the staging of serious
works. Now that we have reached this bitter outcome, there is nothing left for Ddriilbeddy: to do but abandon

serious and bigh literary works and dismiss our former dramatic actors (1932, p. 1).

In 1934, an anonymously published article in Miizik ve Sanat Hareketleri titled “Likiis Hayat ve Benzerleri
Tiyatroda Birer Lekedir” (“Litktis Hayat and Similar Works Are a Stain on the Theater”) criticized Likss Hayat in the

following terms:

What is Litkiis Hayat? We will give a very blunt answer to this question: Liikiis Hayat is balf ortaoyunu, balf

Karagoz, balf comic urban tuluat, half Portakaloglu-style buffoonery, balf meddablik, balf kanto, half kiriz
havast, balf play, balf lust, half operetta ... It is a national carnival spectacle that brings to the stage a Galata
baloz of the lowest order. Liikiis Hayat is an imitation from beginning to end (1934, p. 2).

The most striking development came in 1935, when the General Directorate of Press banned further performances
of the Rey brothers’ operettas Uy Saat and Liikiis Hayat. As cited by Kutluk and Ata (2016, p. 150), Vasfi Riza Zobu
sarcastically comments on the reason for the ban: “These two works apparently corrupt the morals of young people

and embarrass the elderly.” In addition, as shown in Figure 1, a Milliyet article dated January 30, 1935, titled “Iki
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operet yasak edildi” (“T'wo operettas banned”), reports that all plays, whether previously performed or scheduled for
performance, would henceforth be subject to review and approval by the General Directorate of Press. Hasan Ferit
Alnar argues that operetta, lacking the qualities of art music and theater, does not belong in the Diriilbed4yi, and that
operetta has been resorted to only because conditions are not yet suitable for opera (as cited in Kutluk & Ata, 2016, p.
150). Saygun, in Halkevlerinde Musiki, similarly argues that the idea of progressing “from operetta to opera” is

mistaken and that operetta should have no place in the Halkevleri (1940, p. 51).

Iki operet
Yasak edildi

*|“Liikiis hayat,, ve “i¢ saat,
f| operetleri yasak edildi

Tiyatrolarda bundan sonra oy-
nanacak ve evvelce oynanip ta
temsillerine devam edilecek eser-
lerin evvelce matbuat genel mii-
diirligii tarafimmdan gozden gegi-
rilmesi ve verilecek miisaadeden
sonra sahneye konulabilecegi vi-
layete bildirilmigtir.

Bunun {zerine gehir tiyatro-
sunda oy § ve oy ke
piyesler de matbuat genel miidiir-
liigline génderilmigtir.

Dugdugumuza gore, genel mii-
diirlitk “Liskiis hayat,, ve (Ug sa-
sat) operetlerinin tekrar oynati] -
masm y;sak etmigtir. Bu karar
Istanbul matbuat  memurluguna
bildirilmistir.

* Maliye igleri — lstanbul ma-
liye tahakkuk ve tahsil miidirle-
ri, diin bas miirakibin bagkanl:-
@mda toplanmuglar ve vergi igle-
rinde memurlarin gorditkleri ba-
I::':’Q‘reddﬁllﬂ noktalart halletmiy-

T

Figure 1. The news report titled “Tki operet yasak edildi,” published in AMi/liyet (January 30, 1935)

In short, unlike kanto, operetta was compatible with the Westernization policies of the early Republic because of
its origins in Western art music, yet it was subject to criticism, regulation, and bans by the intelligentsia and
bureaucratic agents. For these agents, operetta’s contested and partial legitimacy stemmed from its status as
light/popular music and from the identification of opera as the ultimate goal. The public’s strong interest in operetta
as popular culture raised concerns that high culture, represented by opera, would remain out of reach. In other words,
operetta’s strong popular legitimacy was seen as an obstacle to achieving opera, a genre historically associated with elite
legitimacy. Finally, the bans and regulations imposed on operetta by the General Directorate of Press demonstrate the
extent to which “light” content could be received as objectionable within an official and “serious” institution such
as Dirtilbedayi, despite its Western origins. The Westernization and music policies of the period prioritized genres
historically linked to high culture and strong elite legitimacy rather than Western genres with popular legitimacy, with

tango, discussed below, as an exception.

Acceptable Popularity: Tango

Similar to kanto and operetta, tango was one of the early popular music genres in Ttrkiye and became particularly
identified with the early Republican period through the Republican balls. Tango emerged in the late 19th century in
the multicultural working-class neighborhoods of Buenos Aires and Montevideo from a synthesis of the Cuban
habanera, the Argentine milonga, and the Spanish tango andaluz (Narter, 2016, p. 30). Beginning as instrumental
music and later including vocals, tango was performed primarily with the bandoneon, along with piano, double bass,
violin, guitar, flute, and clarinet. Tango lyrics addressed themes of love, women, sexuality, and, at times, the social
problems of the working class (Viladrich, 2006). Alongside jazz, which I discuss in the following section, tango spread
to European cities, led by Paris, together with dances and musics such as the turkey trot, Boston, foxtrot, cakewalk,

maxixe, and apache (Silvester, 1993, p. 13). Tango reached Paris during the Belle Epoque (1890-1914) and quickly
241



Tan Tiirk Miizigi 6(3) (2026) 231-250

developed into a tangomania (Erel Calan et al., 2021, p. 194). Although certain segments of French society regarded
tango with disapproval on aesthetic and moral grounds, its “tamed” form was adapted to middle-class taste (Cooper,
1995, pp. 66-69). After World War I, tango in Europe developed into localized styles, including French, German, and
Finnish tango (Erel Calan et al., 2021, p. 196). Before examining the degree of tango’s legitimacy in Turkiye, it is
important to note that, as in the case of kanto, images of women and gender roles played a determining role in the

meanings and values attributed to tango in different countries. Aydinoglu states the following:

Although the perception of tango as a passionate and erotic dance with sexual connotations has generally
remained unchanged, differences in gender perceptions across cultures have played a central role in its
contrasting trajectories. At times, tango was regarded as a product of subculture, leading to its probibition and
movement underground; at other times, the opposite occurred, as it became a product of bigh culture, a symbol
of the elite, an emblem of modernization, and even a vision of democracy. Alongside many other factors, these
contrasting trajectories stem primarily from different perceptions of gender across cultures. At times, tango itself

was transformed by these perceptions, while at other times it was used to transform them (Aydmnoglu, 2011, p.
1).

Tango’s changing legitimacy across time and space suggests that musical value is shaped within the cultural field
through social negotiations and power relations. In this respect, it is important to understand how bureaucratic agents
attributed value to tango during the early Republican period in Ttrkiye, in ways that differed from its long-standing
position as a lower-class cultural practice and form of low culture in Argentina.

As Erel Calan et al. (2021) emphasize, the emergence of tango in Ttirkiye did not occur through Republican balls,
as the dominant narrative suggests, but rather as part of the social transformations that permeated everyday life during
the Second Constitutional Period. Before the Republic, tango gained visibility in Istanbul’s cultural and entertainment
life through advances in communication and transportation technologies and migration movements, alongside its
growing popularity in Europe (Erel Calan et al., 2021, p. 193). In the early 20th century, the first tango dances were
performed to records imported from Argentina and France (Demirbas, 2018, p. 169). Russian refugees, including
White Army officers, aristocrats, and property owners who arrived in Tirkiye after the October Revolution, are also
considered to have played a role in the introduction of tango into Istanbul’s entertainment life (Erel Calan et al., 2021,
p- 200). White Russians also played a leading role in introducing jazz, discussed in the following section, to Tiirkiye
(see Tan, 2022a). Following the introduction of tango to Ttrkiye, a process of localization quickly began through
Turkish lyrics and new compositions. As cited by Meri¢ (2020, p. 173), Unlii notes that while Argentine tangos

» <«

included sexuality and, at times, political content, Turkish tangos focused more on themes of “love,” “separation,”
“resentment,” and “unfulfilled reunion.” In addition, whereas the bandoneon, the emblematic instrument of
Argentine tango, was rarely used in Ttrkiye, tango orchestras generally consisted of piano, violin, double bass, and
drums.

Mubhlis Sabahattin Bey’s instrumental piece “Tango Ttirk,” composed in 1920 and released by Sahibinin Sesi in
1928, is considered the first local tango. “Mazi,” the first tango with Turkish lyrics, was composed by Necip Celal
(Andel) in 1928 and recorded by Seyyan (Oskay) Hanim in 1932 (Merig, 2020, p. 173). Tango composition, pioneered
by Necip Celal, continued with Fehmi Ege and Necdet Koyutiirk. Through their compositions, orchestras, and radio
activities, these figures contributed to the development of Turkish tango. In particular, Andel and Koyutirk’s
adaptations of Argentine tangos with Turkish lyrics provide notable examples of tango’s localization in Ttrkiye
(Merig, 2020, pp. 174-175). 1z-Caz, founded at Galatasaray High School in 1928, also attracted attention for its 1932
record released on the Columbia label and for the Argentine tangos in its repertoire. The presence of “caz” (jazz) in the
ensemble’s name reflects the use of jazz at the time as an #mbrella term encompassing Western popular musics. Apart
from such exceptions, however, tango developed an independent identity distinct from jazz during this early period.
The renowned Argentine tango musician Eduardo Bianco attended Iz-Caz rehearsals in Istanbul and spoke highly of
the ensemble (Akgura, 2002, p. 154). In addition, for Meri¢ (2020, p. 178), Orhan Avsar, an orchestra conductor,
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arranger, and bandoneon player who lived in Buenos Aires for many years, was the only representative of authentic
Argentine tango in Ttirkiye. Prominent tango vocalists in Tirkiye included Seyyan Hanim, $ecaattin Tanyerl,
Ibrahim Ozgiir, and Celal Ince.

Unlike kanto and operetta, tango was supported by bureaucratic agents through the Republican balls during the
early Republican period and gained elite legitimacy in line with Westernization policies. To understand this process, it
is necessary to examine the function of the Republican balls more closely. The tradition began with the first ball held
in the Ottoman Empire in 1829. Initially limited to foreign diplomats and non-Muslim circles, it became a symbolic
expression of modernization during the Republican period (Gtindogan, 2021, p. 275). The first Republican Ball was
held in Izmir in 1925, after which the October 29 Republic Day Balls became central representations of the new order
(Artetal., 2014, p. 308). Ankara Palas became the principal venue for these balls. Atattirk’s description of Ankara Palas
as “a window opening from East to West” indicates how the balls reflected the Republic’s modern identity (Sumbas,
2013, p. 176). At the balls, Western dress, social interaction between women and men, and dance were presented as
the lifestyle of the new nation. At a time when Ozakman (2005, p. 9) remarked that “encountering a woman on the
street was like seeinga UFO,” Ankara Palas became one of the most important spaces for the representation of women.
Tango, the principal dance at the balls, was widely performed as the opening dance (Arietal., 2014, p. 311). However,
the new image of women constructed through the Republican balls and tango did not gain acceptance across all
segments of society. For example, in Yakup Kadri Karaosmanoglu’s novel Ankara, one of the villagers watching a ball
from outside says, “There is tango inside,” to which another responds, “And who is Tango?” This exchange illustrates
the public's cultural distance from tango (1934/1987, p. 117). Other examples include the articles “Kimler Bizi Takrir
Ediyor? (Ttrk Kadinlarinda Uyanan Tango Merakit Hakkinda)” (“Who Is Instructing Us? (On the Growing Interest
in Tango among Turkish Women)”) and “Istanbul’da Kurulan Yeni Tuzaklar: Dans Salonlar:”
Istanbul: Dance Halls”), published in the conservative journal Sebilsirresdd in 1924 (Erel Calan et al., 2021, p. 201). In

contrast, as Erel Calan et al. (2021) document, Resimli Ay published content promoting dance and tango culture in

(“New Traps Set in

the same year (Figure 2).
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Figure 2. The article titled “Dansa Ilk Defa Nasil Bagladim ve Ne Hissettim?” (“How I Started Dancing for the
First Time and How I Felt”) published in Resimli Ay on March 31, 1924 (Erel Calan et al., 2021).
Still, tango should be distinguished from other popular music genres in terms of legitimacy, given its growing
popularity and the support it received from the bureaucratic agents of the new Republic. As Belge (2015b, p. 81)
argues, despite its popularity in Ttirkiye, tango was not directly associated with the “common” classes in the way kanto

was; as a Western dance and music, it carried an “elite” connotation from the outset. Its support by bureaucratic agents
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as a form of light music within secularization policies reinforced the perception of tango as “clite,” “respectable,” and
“high-quality,” that is, as “serious” music. Tango was legitimized by bureaucratic agents through the “function”
provided by its bodily dimension, namely dancing between women and men. The fact that, even for a brief period, a
form of music was legitimized by dominant groups by emphasizing the bodily rather than the intellectual makes the
relationship between Tiirkiye and tango highly exceptional. At the same time, tango’s polyphonic structure, rooted in
Western instruments, aligned with the music policies of the early Republican period despite its place within popular
culture, thereby opening the way to its elite legitimacy. In short, tango in Ttirkiye should neither be reduced to a
bureaucratic project of social engineering because of the role it assumed during the early Republican period nor, on
the basis of its popularity among the public, be identified with a lower-class cultural heritage comparable to that of
tango in Argentina. Rather, the trajectory of tango in Tiirkiye points to a distinctive position between popular culture

and the official discourse of modernization, shaped by its particular historical and ideological conditions.

From Pera Nights to the Halkevleri: Jazz

Similar to kanto, operetta, and tango, jazz was another prominent popular music genre during the period extending
from the late Ottoman to the early Republican period. In Stearns’s (1956, p. 282) words, jazz developed in the U.S. in
the early 20th century as the product of an approximately 300-year synthesis of European and West African musical
traditions. Developed primarily by African Americans, the genre is characterized by features such as a central emphasis
on improvisation, syncopated rhythms, blues-derived melodic and harmonic elements, cyclical forms, and swing
(Tucker & Jackson, 2020). However, the reception of jazz in Europe and Ttrkiye during the 1920s differed from the
U.S.-centered understanding of jazz described above, as the term functioned as an umbrella term encompassing dance
musics. During this period in Ttrkiye, jazz was understood to encompass Western popular dance musics including
ragtime, foxtrot, shimmy, Charleston, polka, samba, waltz, Tin Pan Alley, and early traditional jazz repertoire (Uyar
& Karahasanoglu, 2016, p. 132). It is also important to note that Western-style orchestras in Ttrkiye were generally
referred to as “cazbant” (jazz band) during this period, while tango, which had already acquired a distinct identity, was
an exception, and its ensembles were referred to as “tango orchestras” (Tan, 2022a, p. 313). As discussed above, this
distinction was related to tango having established an independent generic position before jazz.

Ttrkiye’s encounter with jazz occurred in the multicultural and transnational environment of Istanbul during the
Armistice years (see Tan, 2022a). Following the Armistice of Mudros and the occupation of Istanbul by the Allied
Powers, British, French, Italian, and U.S. military personnel, diplomats, businesspeople, and officials arrived in the city
(Alexandrov, 2013/2015, p. 180). In addition, the migration of various groups to Istanbul after the October
Revolution, particularly White Russians (Woodall, 2015), added a transnational dimension to the city’s existing
multicultural character, shaped by its Rum, Armenian, Jewish, Levantine, and Muslim communities (Criss,
1993/2000). Under these conditions, Pera in particular represented a cosmopolitan cultural space where occupation,
migration, and nightlife intersected.

During this process, the African American entrepreneur Frederick Bruce Thomas played a central role in the
development of jazz in Istanbul. Thomas recognized the cultural diversity of Istanbul during the Armistice years and
the occupying forces’ demand for entertainment as an opportunity, operating venues such as the Anglo-American
Garden Villa/Stella, Royal Dancing Club, and Maxim. Performances advertised as “jazz bands” at the Anglo-American
Garden Villain 1919 are among the earliest known uses of the term “jazz” in Ttrkiye (Alexandrov, 2013/2015, p. 185).
Maxim, which Thomas opened in Taksim in 1921, soon became one of the principal venues of Istanbul nightlife. The
7 Palm Beach orchestra, composed entirely of African American musicians and performing at Maxim, played an
important role in introducing jazz to Istanbul. As Adil (1990/2000, p. 154) notes, the orchestra introduced local
musicians to jazz and provided them with an opportunity to learn its repertoire and performance practices.

The development of jazz in Ttirkiye reflects the influence of historical power relations and cultural interactions
rather than a spontaneous process. Unlike tango, jazz developed not through the support of bureaucratic agents but
within the cosmopolitan entertainment life of occupied Istanbul. This distinctive ideological and political context
shaped the reception of jazz. From the Armistice years onward, jazz was associated, within the context of Turkish-
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Muslim identity, with Pera nightlife, dance halls, foreign soldiers, and drugs, and its reception was shaped by discourses
of “degeneration” and moral panic. As reflected in the negative connotations of the expression “caz yapmak” (“doing

» <«

jazz”), jazz was described among the public at the time in derogatory terms such as “nerve music,” “cannibal music,”
and “Black clamor” (Erkal, 2014, p. 8). Erciiment Behzat (Lav)’s linking of jazz to the spread of cocaine in his article
“Caz ve Kokain” (“Jazz and Cocaine”) (1934a), together with his call for heavy taxation to restrict venues where jazz
was performed, provides a striking example of how this moral panic extended into the early Republican period. These
examples indicate that during the Armistice years, jazz lacked sources of elite and popular legitimacy in relation to
Turkish-Muslim identity.

This situation began to change after the proclamation of the Republic in line with the new ideological and cultural
paradigm. Jazz, which had been associated with Pera’s cosmopolitan nightlife during the Armistice years, expanded its
sources of popular and elite legitimacy during the early Republican period through the Western musical orientation
of the Musiki Inkilab:. Although jazz was not regarded as high/serious music, in keeping with its global position at the
time, its Western instrumentation, polyphony, and dance practices made it a popular music genre compatible with
Westernization policies. In other words, like operetta and tango, jazz carved out a space for itself during the early
Republican period through its Western character. One of the prominent institutions in this respect was the Halkevleri.
As Ziraman and Kutluk (2016, p. 117) note, the Halkevleri served as an important bureaucratic structure in the
ideological and cultural construction of the new Republic while also providing opportunities for musical activities
involving Western instruments. Records of the establishment of a jazz band at the Canakkale Halkevi (Ziraman &
Kutluk, 2016), jazz performances at the Kadikéy and Uskiidar Halkevleri (Sural, 1998; Tungag, 2010), and the
development of ensembles such as the Hulki Saner Jazz Orchestra within the Halkevleri (Saner, 1996) demonstrate
that jazz was not confined to nightlife. Further evidence is provided by a 1948 photograph of the Kirklareli Halkevi
Jazz Orchestra (Photograph 2). Radio broadcasts in major cities such as Istanbul, Ankara, and Izmir, Erdem Buri’s
radio programs, and Voice of America broadcasts in the 1940s also demonstrate that jazz could reach a broad audience
through bureaucratic channels. In addition, the garden of Ankara Palas, the symbolic venue of the Republican balls,

hosted jazz bands as well as tango nights (Armutgu, 2001).

Photograph 2. Photograph of the Kirklareli Halkevi Jazz Orchestra in 1948 (M. Akin Giire Archive; trakyaderg,
2023)

The prominence of non-Muslim musicians such as Leon Avigdor (violin, alto saxophone), Gregor Kelekyan
(violin, trumpet, vocals), Gido Kornfilt (trombone, multi-instrumentalist), Hrant Lusigyan (clarinet, saxophone),
Arto Hagaturyan (alto saxophone), and Dikran Hagaturyan (trumpet) in the jazz life of the early Republican period is
particularly noteworthy. According to the dominant narrative in the literature on jazz in Ttrkiye (see Mimaroglu,
1958/2016), Avigdor is the first figure associated with jazz, although this account is reductive. The predominance of

non-Muslim musicians during this period can be understood as a result of these communities historical engagement

245



Tan Tiirk Miizigi 6(3) (2026) 231-250

with polyphonic music, Western repertoire, theater, and entertainment from the Ottoman period into the Republic
(Tan, 2023, pp. 112-113). However, as Uyar (2014) discusses in detail, many non-Muslim musicians left the country
following the events of September 6-7. Turkish musicians such as Sadan Cayligil (drums), Erdem Buri (drums), Hulki
Saner (clarinet), Fazil Abrak (electric guitar), Badi Kemal (trumpet), and Ciineyt Sermet (double bass) gained greater
prominence in the jazz scene.

Although jazz found a place in the Halkevleri, on the radio, and at Ankara Palas during the early Republican period,
it continued to be criticized as “bad music” and associated with moral degeneration. For example, in another article
titled “Y1gin Miizigi” (“Mass Music”), published in Miizik ve Sanat Hareketleri, Erciment Behzat (Lav) writes: “The
destructive effect on Anatolian youth of tavern songs and jazz tunes whose musical value is below zero is no different
from that of cocaine. Let us not forget that even in some countries where musical culture is not as weak as ours, jazz
bands have been thrown out in order to protect public taste” (1934b, p. 5). Erciiment Behzat calls for the restrictions
imposed on Turkish classical music to be applied to jazz as well. His position reflects the continuing influence of jazz’s
connection with cocaine use and moral degeneration during the Armistice years. His call for jazz bands to be “thrown
out” also bears striking similarities to the view in Nazi Germany, discussed by Tekelioglu (2014), that characterized
jazz as Entartete Musik (degenerate music). Similar discourses also appeared in Halkevleri journals. For example,
Vurugkan (1947, p. 12) describes jazz as a form of music that “afflicts our youth like a disease” and argues that “this
bad music must be vigorously combated.”

Overall, early jazz in Ttirkiye cannot be understood either solely as a focus of discourses of degeneration or as a
positive outcome of Westernization. While jazz became the subject of moral panic through its links to Pera nightlife
and transnational entertainment during the Armistice years, it also acquired partial elite legitimacy through the Musiki
Inkilabt’s prioritization of Western sonic codes, thereby expanding its sources of popular legitimacy. These processes
demonstrate that jazz, which emerged as a cosmopolitan entertainment practice during the Armistice years in the
multinational Ottoman Empire, began to gain a place in the cultural field with the Republic and the Musiki Inkilabr.
The early period of jazz discussed thus far, centered on Europe and Istanbul, entered a new phase after 1950 with the
strengthening of Ttrkiye-U.S. relations, NATO membership, and Cold War cultural diplomacy. During this period,
the elite legitimacy of jazz gained momentum in parallel with developments in the U.S., and jazz increasingly became
part of high culture. This process lies beyond the paper’s focus on the period from the late Ottoman Empire to the

early Republic and should be considered a subject of inquiry in its own right (see Tan, 2024).

Conclusion

This paper demonstrates that genres such as kanto, operetta, tango, and jazz did not constitute a single category of
popular music from the late Ottoman period to the early Republican period, but instead involved different forms of
reception and sources of legitimacy. Popular music, often conceived in academic and everyday usage as an overarching
category based on common sense, can only be properly understood by considering the particular historical, social, and
ideological conditions of each genre. Although the popular music genres examined in this paper were all associated
with modernization, Westernization, urbanization, entertainment, and the music industry, they were received
differently in different historical contexts. These genres took on meaning within relations of power involving the
bureaucratic field, public representations, conditions of occupation, gender, class, moral discourses, and
Westernization policies.

The genres examined in this paper differed in their sources of popular and elite legitimacy. Despite reaching a
considerable audience, kanto largely lacked elite legitimacy because of discourses surrounding gender, obscenity, and
vulgarity. Although operetta belonged to Western art music, operetta was regarded as light and unserious compared
with opera, and its popular legitimacy was consequently devalued. In contrast, tango gained popular and elite
legitimacy through its function at Republican balls, its bodily dimension reflecting the new representation of women,
and its Western sonic codes. While jazz was the subject of moral panic during the Armistice years, it acquired partial

elite legitimacy in the bureaucratic field during the early Republican period through its Western sonic codes, amid
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continuing criticism. These examples demonstrate that early popular musics in Ttirkiye were shaped within processes
of Westernization and modernization and that distinctions such as “Eastern-Western” and “light-serious” were
negotiated throughout the transition from the Ottoman Empire to the Republic. This suggests that popular musics
should be understood not simply as sonic objects but as practices that took on meaning within the ideological and
cultural conditions of the period. Thus, the history of early popular music in Tiirkiye is not only a history of genre
development but, from the outset, also a history of struggles over legitimacy. By analyzing the reception of early
popular musics in Ttrkiye from a comparative and integrative perspective, this paper contributes to the literature on
(ethno)musicology and popular music studies. Future research examining the reception of different periods and genres

in the history of popular music in Ttirkiye would further deepen the literature.
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