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Sunus

icinde bulundugumuz zamanlar bizleri sanat ve glindelik
yasam iliskisini daha énce disinmedigimiz bigimlerde disinmeye
zorluyor. Tarih boyunca insan yasami igin en 6nemli kaynaklardan
birisi olagelen sanatin hastalik, garesizlik ve umutsuzluklarla gevrele-
nen glndelik yasamlarimizda éncekilerden gok farkli baglamlarda or-
taya ¢iktigina sahit oluyoruz. Daha 6nce deneyimlemedigimiz yalniz-
lik bigimleriyle basa gikabilmek igin, konser salonlari yerine apartman
balkonlarini, sinemalar yerine televizyon ekranlarini, tiyatro salonlari
yerine video platformlarini koymaya galisiyor, kiltir sanat kurumlari-
nin dizenledigi etkinliklere akilli telefonlar araciligi ile erisim saglyo-
ruz. Bu yogun cabanin ardinda sanatin imkéan verebilecegi olasi kagis
olanaklari yatiyor: Glindelik yasamimizda bulmakta zorlandigimiz te-
selliler igin sanat dlinyalarina siginiyoruz.

Sanat dlnyalarina ulasmak icin bu diinyadan ayrilmak gerekir-
Sanat deneyiminden bahsedilirken siklikla seyahat metaforlarina bas-
vurulmasinin bir nedeni de budur. Cogu durumda, sanat deneyimi,
siradan, giinlik olandan cok diissel/dini olanla es tutulur. Ornegin,
ibadet mekanlari gibi klasik mlzik konser salonlari da ideal dinleme
kosullarini asil olarak dinleyicilerini siradan/ginltk dtnyalarindan
uzaklastirarak olustururlar. Benzer sekilde, sinemanin “bUyUtst”
karanlik sinema salonunda, “dUsler perdesi” karsisinda giindelik
yasamlarini salonun kapisinda birakan izleyiciler Uzerinde isler. Yay-
gin olarak gdzlemlenen benzeri yorumlarda glindelik yasam, sanat
baglaminda bir baslangi¢ ve -nihayetinde istemeden de olsa, geri
dondlen- bir varis noktasi olarak kabul gormektedir. Oysa, donls-
tlrlcd bir deneyim olarak sanatin, siradan yasamin tekdUzeliginin
karsisinda konumlandiriimasi dogru degildir. Sanat deneyimi birey
igin yaratici sUreclere isaret eder. Bu yaraticiligi kavrayabilmek ve sa-
nat merkezli etkilesim sUreclerini daha iyi kavrayabilmek igin estetik
deneyimi butlnsel bir yaklasimla ele almak gereklidir.

1934 tarihli kitabi Art as Experience’in girisinde sanat dene-
yimini bir gicek ornegiyle anlatan John Dewey, bir gicegin rengiyle,
kokusuyla herhangi birisinin hosuna gidebilecegini, gicegin glzel-
liginden haz duymak igin bitkiler hakkinda kuramsal bilgiye ihtiyac
duyulmayacagini soyler: Bitkinin gigek agmasini kavramaya calisan
birisi ise kaginilmaz olarak toprak, hava, su ve gunisigi arasindaki
etkilesimi, bitkinin icinde yer aldigi gevresel kosullari anlamaya ko-
yulacaktir. Sanatsal deneyimin temel unsurlarindan birisi olan glizel-
ligi fark etmek ve bu guzelligin keyfine varmak igin gok fazla distn-
sel gaba gdstermeye gerek duymayiz. Ancak, bu eser gevresinde
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gelisen slreci anlamak igin eserin iginde bulundugu gevresel kosullar, aktorler,
eylemler, baglamlar gibi 6gelerden olusan etkilesim alanlarinin dikkate alinmasi
kacinilmazdir. Sanati merkeze alan eylem cergevelerini kavrama girisimi, 6geler
arasl iliskiselligi dnceleyen yogun bir cabaya isaret eder.

Farkli bigimlerde tanimlamak mimkin olsa da, sanat deneyimi asil olarak
bir iletisim sUrecidir; bu yonUyle de iletisim bilimleri agisindan énemli bir galisma
alanidir. Bu dogrultuda, Giindelik Yasamda Sanat Deneyimi temall bu 6zel sayida
yer alan yazilar, glindelik yasamla kurulan iliski baglaminda, sanat deneyimi ¢ev-
resinde gozlemlenen farkli etkilesim slreglerine odaklaniyorlar. Gindelik yasamin
estetik ekolojisini degisik yonleriyle kesfetmeyi amaglayan yazarlarin calismalari-
nin her biri farkli bir etkilesim gergevesini ele aliyor.

ilk yazi Ceren Acun'a ait. Ceren Acun, hafiza mekanlarini sunduklari estetik
deneyim cgercevesinde ele aliyor. Yaratici bilgi edinme ve hatirlama bigimlerini
orneklerle tartismaya acan Acun yazisinda hafiza mekénlarindaki etkilesimsel 6g-
renme ortamlarini karsi-hafiza ve yaratici hatirlama kavramlari ile degerlendiriyor.

Ikinci yazida ise Nilay Dursun pandemi ddneminde 6zel miizelerde yasanan
dijital donlisimU konu aliyor. Sanat kurumlarinda calisan medya ekiplerinin pan-
demi donemindeki deneyimlerini odaga alan Dursun ayni zamanda mudizelerin
dijital faaliyetlerine de isik tutuyor. Nilay Dursun, yaptigr degerlendirmede miize-
lerin dijital faaliyetlerinin kalici olup olmayacagini sorguluyor.

Muzik deneyimi ve iletisimsel eylem iliskisini geng yetiskinler tzerinden
ele alan SUmeyra Soydas yazisinda gindelik yasamda sanati deneyimlemenin en
seffaf hallerinden birisi olarak niteledigi sokak muziginin dnemine dikkat ¢ekiyor.
Kentsel mekanda uzlasi alanlari yaratan mizigin geng yetiskinlerin sosyallesme-
lerine nasil katki sagladigina deginiyor.

Bu sayinin son yazisinda ise Yasar Sekerci, glincel bir uygulamadan yola ¢ika-
rak yazisinda muzik ve sesin glincel meditasyon deneyimleriyle nasil i¢ ice gectigini
gosteriyor. Calismasinda kullanicilarin uygulama deneyimlerini degerlendiren Se-
kerci, meditasyon uygulamalari igin temel dgeler olarak 6ne ¢ikan ses ve muzik
konusunda tercihlerin nasil gergeklestigi konusunda bir kesif galismasi sunuyor.

Asil olarak gectigimiz yil yayimlamayi planladigimiz bu sayida pandeminin
getirdigi kosullar sebebiyle gecikmeler yasadik. Bizlerle paylastiklar galismalar
yaninda sabirlari igin yazarlarimiza tesekkirl borg biliriz. Degerlendirmeleriyle
dergimize ve yazarlarimiza ¢ok bUyuk katkilari olan hakemlerimize ve bu sayinin
gerceklesmesinde emegi gecen dergi ekibine ise minnetlerimizi sunuyoruz.

Murad Ozdemir

Ozel Sayi editori
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Abstract

The Use of Art in Sites of Memory as a Way of
Communication and Learning

This study deals with “sites of memory” such as “memo-
ry museums” and “counter-monuments” which evolved out of
counter-memory movements after WWII, as human rights and
identity politics of nation-states were brought into question. Sites
of memory focus on the plurality of memory by bringing up narra-
tives contradicting official history; for these places it is essential to
build interactive learning environments. In this context, our study
demonstrates that the use of artworks and artistic practices in sites
of memory, creates communicative spaces. Sensory experiences
acquired through art, reveal effective ways of learning, therefore,
make contributions for empathizing with the neglected truths of the
oppressed and to help dealing with difficult pasts.

keywords: Sites of memory, learning through art, relational
aesthetics, communication, sensory experience

DOI:10.16878/gsuilet.942919
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Résumé

L'utilisation de l'art dans les sites de mémoire comme moyen de
communication et d’apprentissage

Cette étude discute des “sites de mémoire”, tels que les “musées de la
mémoire” et les “contre-monuments” qui ont évolué a partir des mouvements
de contre-mémoire aprés la Seconde Guerre Mondiale, a mesure que les droits
de I'homme et les politiques identitaires des Etats-nations ont été introduits en
question. En mettant I'accent sur la pluralité de la mémoire en évoquant des
récits contredisant I’histoire officielle ; pour ces lieux il est essentiel de créer
des environnements d'apprentissage interactifs. Dans ce contexte, notre étude
démontre que ['utilisation d’ceuvres d’art et des pratiques artistiques dans des
sites de mémoire, crée des espaces communicatives. Les expériences senso-
rielles acquises a travers l'art, révélent des moyens d’apprentissage efficaces;
faites donc des contributions pour sympathiser avec les vérités négligées des
opprimés et pour aider a faire face a des passés difficiles.

mots-clés: Sites de mémoire, apprentissage par l'art, esthétique relation-
nelle, communication, expérience sensorielle

0z

Bu calismada, resmi tarih anlatilarinin karanlikta biraktigr yerel anlatilari ye-
niden guin yizine ¢ikarma niyetiyle hareket eden “hafiza mekanlarina” odaklana-
rak, hafiza miizelerinden karsi-anitlara, bu tiir mekanlarda sanatsal pratiklerin gec-
misten 6grenme yontemi olarak nasil kullanildigini ele aliyoruz. Iktidarlarin hafiza
lizerinde kurdugu denetimin araglari olan geleneksel mtizelerin ve kahramanlik
anitlarinin aksine, Il. Diinya Savas! sonras! baslayan karsi-hafiza hareketlerinden
dogmus olan glinimd iz hafiza mekénlari; yaratici bilgi edinme ve hatirlama bigim-
lerine dayanarak toplumlar arasi diyalogu tesvik eden, hafizanin ¢coklu yapisini et-
kilesimsel 6grenme ortamlari saglayarak on plana ¢ikarmak isteyen olusumlardir.
Bu baglamda iliskili yaklasim ve tartismalari takip ederek ilerledigimiz ¢alismamiz-
da, s6z konusu etkilesimsel 6grenme ortamlarinin, hafiza mekanlarinda éncelik-
le sanatla edinilen duyusal deneyimler araciligiyla meydana geldigini séyliyoruz.
Diinyadaki ve Tlrkiye'deki érnekleri lzerinden inceledigimiz bu mekanlarda yer
alan sanat yapitlarinin ve basvurulan cesitli sanat pratiklerinin, unutulmus hakikat-
lerin anlasilabilmesi ve dgrenilebilmesi acisindan (stlendigi basat rolleri glindeme
getirmeyi amacliyoruz.

anahtar kelimeler: Hafiza mekéanlari, sanatla 6grenme, iliskisel sanat, ile-
tisim, duyusal deneyim
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Giris

Jorge Luis Borges bir dykUsinde', gecirdigi bir kaza ylUzinden felg olup
ylUriyemeyen, ancak bu olayla birlikte olaganUstU bir hatirlama yetisi kazanan Ire-
neo Funes'in basindan gegenleri anlatir. Funes'in biz siradan insanlarinkiyle kiyas
kabul etmeyecek denli keskin hafizasi higbir seyi unutmadigi gibi, her seyi en
ince ayrintisina kadar kayda alan sesli ve gorintUll bir cihaz gibi ¢alismaktadir.
Ne var ki, bu ayrintilar tim yogunlugu ve agirligiyla hafizasini doldurmaya de-
vam ederken, disiinme eyleminden de giderek yoksun kalir Funes. Oyle ki, artik
dUsinemedidi icin ne rlya gorebilmekte ne de hayal kurabilmektedir. Bu durum
onu, katlanilmaz bicimde ayrintili bir diinyanin yapayalniz izleyicisi haline getirir.
Bize gore, bu kisa hikdyede Borges'in vurgulamak istedigi, esas olarak, hafiza ve
disinme arasindaki bagin kopmaslyla ortaya ¢ikan bir tir disinsel felg. Baska
deyisle, kendi iginde son derece yaratici animsama, unutma, dizenleme ve te-
fekkUr gibi streclerle galisan hafizanin, salt ayrintilarin yarattigi bir mahrumiyetle
blsbitln kusatiimis olmasi.

Ayni disUnsel felg, highir sorgulamaya mahal vermeden 6gretilen ve hatta
ezberletilen gegmisin bilgisinin, bireysel ya da kolektif hafizalarimizi esir almasiy-
la da gerceklesmektedir. Bu mesele en agik haliyle, devletlerin ulusal tarihlerini
ve kimliklerini olusturmak icin hatirlama ve unutma eylemleri lzerinde kurduklari
denetim alaninda kendini gdsterir. Ders kitaplari, kitle iletisim araglari, mtzeler,
anitlar ve anma torenleri, ulusal birligini kurmaya ve muhafaza etmeye galisan her
siyasi iktidarin elinde insa ve filtreleme aygitlarina doniiserek sadece anlatiimasi
“uygun” goérulen bir ge¢misi sunarlar. Bununla birlikte, farkli ktlttrel topluluklarin
hafizasi, makro anlatilarin disinda birakilirken, sistemli baski ve unutturma eylem-
leri, ulus-devletlerin kimlik politikalarinin da temelini olusturur.

Diger taraftan, gectigimiz ylzyilin ortalarindan itibaren bu politikalar, ulus-dev-
let ve kiresellesme geriliminde kimlik krizlerini tetikleyerek tarih yazimi ve toplum-
sal hafiza gibi konular etrafinda yeni tartismalari baslatmistir. Stregelen tartismalar-
da hatirlama ve unutma pratikleri, cogunlukla ideolojik aracglar olarak mercek altina
alinirken, kusku gotlirmez bir gergeklik payina sahip bu yaklasim, bir yandan da
baska bir gercegi gozden kagcirir: hafiza, batlinUyle resmi tarihin alani igcinde deger-
lendirilebilecek bir olgu degildir. Ve bu tirden bir hegemonya analizi, hafizanin fark-
Il toplumsal kosullara direng gdsterebilmesini saglayan anlam iletme kapasitesini
aciklamakta yetersiz kalmaktadir. Ayni indirgeyici yaklasim, cagimizda hafizaya dair
artan ilgiyi de yine yalnizca modernitenin ¢ikmazlariyla tetiklenen kimlik krizleriyle
aciklamaya calisir; bastirimis topluluklarin kimliklerini geri kazanmak igin patolojik
bir bigcimde yeni anma kultdrlerine sarildiginiileri strer.

Oysa burada g6z ardi edilen en mihim mesele, 1980’lerle birlikte “bellek
patlamasi” diye adlandirilan bu durumun, kimlik krizlerinin yaninda, bireysel ve

1 Yazarn Bellek Funes isimli éykasu. F. Ozgiiven (Cev.). Ficciones: Hayaller ve Hikayeler iginde
(s.131-147) Istanbul: lletisim Yayinlari, 2013.
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toplumsal travmalari iyilestirici glice sahip “karsi-hafiza” hareketlerini de ortaya
ctkarmasidir. Son kirk yilda bilgi ve iletisim teknolojilerinde yasanan gelismeler,
bilginin kolay ve hizli bir sekilde dolasima girmesini saglarken, elbette garpitma ve
suistimalleri beraberinde getirmektedir. Ancak, bilgi edinme kaynaklarinin gesit-
lenmesi, yerel ve ulusal bellekler arasindaki gizli geliskilere bir gérindrlik kazan-
dirarak resmi anlatilara direnme yollarini da agmaktadir.

Biz de bu makalede, karsi-hafiza hareketleriyle birebir iliskili oldugunu disuin-
digimuz “hafiza mekénlarina” odaklanacagiz. Kisaca aciklamak gerekirse, bizim
burada konu edindigimiz hafiza mekanlari, Pierre Nora'nin (2006) tanimladigi haliyle
ulusal dlgekte bir gruba baglligin semboll olan geleneksel mize ve anitlardan zi-
yade, yenilik¢i ve yaratici hatirlama pratikleri ve bilgi edinme yontemleriyle ile 6n
plana ¢ikan hafiza mizeleri ve karsi-anitlardir. Hafiza mekanlari, oncelikle, farkl Gl-
kelerdeki drnekleriyle ele alacagimiz gibi, diyalogu ve karsilikli anlayisi tesvik ede-
rek zor gegmislerle ylzlesme yolunda ¢dzUm Uretmeye calisan yerlerdir. Bunlarin
gercgeklesebilmesi adina gereken ilk adim ise, ziyaretginin anlatilan ge¢gmisle bir bag
kurmasini saglamaktir. Dolayisiyla, hafiza mekanlari igin gorsel, isitsel vb. duyulari
uyaran etkilesimsel 6grenme ortamlari yaratmak blyUk 6nem tasir.

Bu baglamda yazida, hafiza mekanlarinda sdz konusu etkilesimsel ortamin
olusmasinda basat rol Ustlendigine inandigimiz sanat yapitlarinin, duyusal dene-
yimlerle yeni 6grenme bigimlerine nasil yon verdigine ve yaratici hafiza pratikle-
rine nasll katkida bulunduguna egilecegiz. Buradan hareketle, ilk olarak hatirlama
ve unutmaya yonelik pratiklerin degisiminin tarihsel slrecine daha yakindan ba-
kacagiz ve ardindan sanat yapitlarinin bu mekéanlarda hafizanin aktarimi agisindan
islevlerini anlayabilmek adina su sorularla ilerleyecegiz: Hafiza mekanlarinda sa-
nat yapitlarinin kullanimi, nasil bir iletisimsel ve etkilesimsel alan yaratmaktadir?
Sanatla edinilen duyusal deneyimler, ziyaretgiler igin bir 6grenme bigimine donU-
sebilir mi? Sanat, hakikatlerin aydinlatiimasi ve ge¢misle ylzlesmek adina bir ifa-
de araci olabilir mi? Sanatla 6grenme deneyimleri, zor ge¢cmislerin anlasilabilmesi
igin ne tUr katkilar sunar?

Doniisen Anma Pratikleri ve Hafiza Mekanlan

Hafiza, yalnizca ge¢gmisin izleri araciligiyla gergeklesen bir yineleme islemi
degil, oldukca karmasik bir sekilde galisan tanima, 6zdeslestirme ve kavramlas-
tirma strecidir ve bu streg¢ olmaksizin, bir kiltlr insasindan s6z edilmez (Cassi-
rer,1980, s. 54). Hafizanin adeta bir kurucu unsur ve dinamo goérevi Ustlendigi
kaltdr yoluyla insan; gegmis, simdi ve gelecek tasarilarini birbirine bagladigi bir za-
mansal sistem yaratarak, bireysel yasam siresini asan ve sonraki nesillere ulasan
bir anlam Uretimi gergeklestirir. Kiltdr, bu bakimdan bir toplumun genetik olarak
degil, semboller Uzerinden aktarilan bellegidir (Assmann, 2008, s. 97).

Aleida Assmann, hafiza Gzerine dusunurken, en basta unutma eylemi ile
baslamamiz gerektigini séyler. Insan belleginin dinamikleri hatirlama ve unutma
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arasindaki surekli etkilesimden meydana geldigi icin, bir seyleri hatirlamak adi-
na digerlerinin unutulmasi gerekir. Dolayisiyla, unutma streci hem bireysel hem
toplumsal hayatimizin dogal bir parcasidir. Bunun yani sira, tim kdltdrel ve top-
lumsal pratiklerimize daha yakindan baktigimizda, aktif ve pasif olarak iki unutma
strecinden s6z etmek mimkindur. Aktif unutma, tahrip etme ve yok etme gibi
eylemlerle imlenirken, unutmanin pasif hali ise, kaybetme, gizleme, ihmal etme,
terk etme veya bir seyi geride birakma gibi kasith olmayan eylemlerle ilgilidir.
Bu tip durumlarda nesneler fiziksel olarak imha edilmezler. Daha ziyade, deger
ve kullanim cergevelerinden dustlkleri gibi, daha sonra yeniden kesfedilebilirler
(2008, ss. 97- 98).

Eger unutmanin bireysel ve kiiltlrel hayatin normal bir pargasi oldugunu ka-
bul edersek, o halde esas olarak hatirlama eylemi istisnai bir durum olarak karsimiza
clkar. CUnkU hatirlama eylemi, glindelik hayatimizin kdlttrel, politik ve toplumsal
alanlarinda her zaman cesitli kisitlamalarla sinirlandirilan da bir eylemdir. Hatta bu
eylem, cogu zaman belli tedbirler esliginde gergeklesir. S6z konusu tedbirler, kimi
zaman karsimiza kaltlrel kurumlar olarak ¢ikarlar (Assmann, 2008, s. 98).

Muzeler, bu kurumlarin 6nde gelen drneklerinden biridir. Yukarida kisaca
degindigimiz Uzere, muzeler, 6zellikle 19. ylzyll ile baslayan siregte modern
ulus-devletlerin resmi tarihlerini insa etmesinde ve buna bagl olarak ortak bir
kaltartn, ulus kimliginin ve belleginin benimsetilmesinde basat bir rol Gstlenmis-
lerdir. Benedict Anderson’in belirttigi gibi, mizeler bu donemde, “hayali cemaat-
lerin” iddia ettikleri ezeli varoluslarini ve ulus disincesini kurumsallastirabilmek
adina harita ve ntfus sayimi ile birlikte ihtiyag duydugu U¢ unsurdan biri olarak
gorilmustar (1995, s.182). llerleme firtinasinin payandasi olarak kabul edilen bu
mekénlar, ulusal ve evrenselci anlamda kUltlrel mesrulugun yerlesmesinin ana
planlarini saglarken, bilim dallarina gore ayriimis arsivleri ve koleksiyonlariyla, dis-
lamalara ve marjinallestirmelere oldugu kadar; olumlu sistematik dizenlemelere
de dayanan dis ve i¢ sinirlar gizerek, Bati uygarliginin kimliginin tanimlanmasini
saglamistir (Huyssen, 1999, s. 25).

Mdzeler, ulus-devlet ideolojisi dogrultusunda hafizanin aktif boyutunu ve
kolektif kimlik algisini bigimlendirirler. Bu agidan tipki unutma gibi, hatirlamanin da
aktif ve pasif bir tarafi vardir. Aleida Assmann, bu aktif olarak dolasima sokulan,
yapllandirici hafizayl “kanon”, daha pasif sekilde depolanan ve muhafaza edilen
hafizayi ise “arsiv” olarak nitelendirir. Aktif boyutuyla hafiza, her zaman bir segcme
islemi iginde, toplumlarin kilttrel sermayesini Uretir, onaylar ve bir dongu igin-
de tutar. Bu kanonlastirma islemidir. Ozellikle, totaliter rejimlerde Orwell'in 1984
adli romaninda gosterdigi gibi, ge¢gmisten kalan bilgi kirintilari degistirilmesi veya
ortadan kaldiriimasi gereken unsurlardir; ¢lnkU kanit degeri tasiyan bu seylerin
yoneticilerin glglerini dayandirdigi resmi tarihi pargalama ya da olasi kars! hare-
ketleri baslatabilme yetisi vardir. Ote yandan toplumlarin animsama kaynagi olan
arsivlerin islevi ise, aktif hafizanin indirgeyici ve kisitlayici tutumuna karsi bir den-
ge olusturmaktir. Unutulmus olani koruyan, ikincil bir kaynak-hafiza olusturur. Bir
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anlamda artik g6z 6ntnde olmasina gereksinim duyulmayan seylerin ayrildig bir
kayip esya blrosu gibi ¢alisir. Bu tarihsel arsivler bize kendimizi zamanda konum-
landirma firsati verir; gegmise dontk tarihsel bilincimizi ve bilgimizi muhakeme
edebilmemizi saglar (Assmann, 2008, ss. 98-105).

Hemen burada Orwell'in ana karakteri Winston Smith'i ve galistigi “Gergek
Bakanhgi?” kurumunu aklimiza getirebiliriz. Winston, her tlrlG belgenin degistiril-
digi ve "bellek deligi” adi verilen hava bosluklarina atilarak yok edildigi bu kuru-
mun arsivcisidir. Ancak bir stire sonra herkesten saklanan gergekleri unutmamak
adina ve 6zgUrligint kazanmak umuduyla gizlice bir glnlik tutmaya baslar. Ar-
sivde gozlerden uzak kalan gergekler, Winston'in icinde adeta bir direnisin atesini
fitiller. Dayatilan hafizanin karsisinda kendi hatirladiklariyla, etrafinda olup biten
her seye dair bir hakikat arayisinin gikis noktasina dogru suriklenir Winston.

Diger yandan 1984, tam da ikinci Diinya Savasi'nin sona ermesinden (¢ Il
sonra, insan Haklari Evrensel Bildirgesi'nin yayinladigi 1948 senesinde yazilmis-
tir. Jay Winter'a gére hem George Orwell’in (ki kendisi bir insan haklar aktivisti
olarak da bilinmektedir) romani hem de bildirge, bize hatirlamanin bir insan hakki
oldugunu anlatmak ister. icinde acikca belirtimese bile, yine de diinyanin her
yerinde savaslarin, 6zgUrlUklere getirilen sinirlamalarin ve hak ihlallerinin kurbani
olanlarin sesini duyurmak ve onlarin varliklarini animsatmak amaci tasimasinin, bu
bildirgeyi bir hafiza belgesi yaptigini soyler (2012, ss. ii-xi).

Genel anlamda, ikinci Diinya Savasi sonrasi dénem; insan haklarinin, bil-
ginin demokratik ve seffaf paylasiminin, savaslar ve soykirimlar gibi trajedilerin
bireyler ve toplumlar Uzerindeki travmatik etkilerinin, gecmisi hatirlama ve unut-
ma bigimlerinin tim dlnyada sorgulanmaya baslamasinda bir dénim noktasi ol-
mustur. Hendz ilkinin yaralari sarilmamisken gerceklesen bu savas, Auschwitz ve
Hirosima gibi insanlik tarihinde buyuk bir utang ve kara bir leke birakacak olaylar
hazirlamistir. Dolayisiyla, boyle bir felaketin ardindan gelen stre¢ oldukga galkan-
til sosyal, kiiltiirel ve de politik dénisiimlere sahne olmustur. Ornegin 1960'larin
dUsinsel ve toplumsal hareketleriyle birlikte hdkim tarih anlayisi sarsilmaya bas-
larken, tarihgiler arasinda hafizanin siyasal iktidarlarca bir tahakkim araci olarak
kullanildigr yoninde gorUsler kendini gosterir. Bu gorUsler, 6zellikle Michel Fou-
cault'nun bilgi ve iktidar arasindaki iliskiyi sorgulayan ¢igir agici galismalariyla be-
lirginlik kazanir. Hafizanin denetim altina alinmasiyla, toplumlarin eylemlerinin de
denetim altina alinabilecegine (1975, s. 25) dikkat ¢eken disUnur, diger yandan
da hafizanin iktidarin catlaklarin sizabilecek bir direnis araci olarak, bir “karsi-hafi-
za" (1977, s. 153) niteliginde kullanilabilecegini séyler.

Bellegin déndstlrict glcidntn (hem olumlu hem olumsuz taraflariyla) ya-
vas yavas ayirdina varildigr bu streg, 1980'lerin son yarisindan itibaren kiresel-
lesme ve kitle iletisiminin bUyUk bir hizla gelismesiyle gok daha farkl boyutlara
tasinarak hatirlama ve unutma dinamiklerinde de klresel capta farklliklar yarat-

2 George Orwell, “1984". C. Uster (Cev.). istanbul: Can Yayinlari, 2011.
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mistir. Assmann ve Conrad’a gdre, daha dnceden zor gecmislerle hesaplasma
gibi meseleler devletlerin tekelindeyken, kiresellesmenin getirdigi yeni kosullarla
ortaya ¢ikan sivil toplum kuruluslan, uluslararasi aglar, hakikat ve uzlasma komis-
yonlari gibi olusumlar, yeni politik ve klltlrel aktdrler olarak bu alanda s6z sahibi
olmaya baslamis; gegcmiste islenen suglari aydinlatma, gergekleri ve failleri bulma
cabalariyla toplumsal hafizaya yepyeni bir yon gizmislerdir (2010, ss. 1-3).

Devletlerin neyin nasil ve ne kadar hatirlanmasi konusundaki yerlesmis
baski ve manipuUlasyonlari, bu sayede eski glclinl ve etkisini kaybetmistir.
Bu durumu, Soguk Savas déneminin bitimine dek uygulanmis olan “affet-
me ve unutma” politikalarinin degisimiyle érneklendirmek muadmkdnduar. 1945
sonrasinda bu politik tutum, gerek Bati Almanya toplumunun tesis edilmesi
gerekse de Sovyet Rusya'ya karsi birlik olunmasi amaciyla Avrupa genelinde
benimsenmistir. Bu nedenle, ¢ok kisa bir sireligine varlik gésteren Nirnberg
Mahkemeleri‘'nde, yargilanan ¢ogu Nazi yetkilisine ve destekgisine itibarlarinin
iade edilmesi kararina, Fransa ve ingiltere gibi devletler itiraz etmemistir. Hatta
suglarin lzerini 6rtme ve unutma istenci o kadar ileri gitmistir ki, o siralar ken-
dini gostermeye baslamis olan muhalif sesler karsisinda, donemin dnde gelen
siyasi figurlerinden Winston Churchill, savasin sorumlularina gerekli cezalarin
verildigini ve artik “gegmisle hesaplasma slrecinin bitmesi gerektigini” agikga
ifade etmistir (Assmann, 2012, s. 58).

Ne var ki bu yaklasimlar, yukarida s6zind ettigimiz gelismelerle gide-
rek strdUrilemez hale gelmis ve Bati Almanya'daki (Avrupa’daki) sdylemlerin
paradigmasi faillerden kurbanlarin deneyimlerine ve tanikliklarina kaymaya
baslamistir. Bunlara ilaveten, 6zellikle 1990'larin ilk yarisiyla beraber Sovyetler
Birligi'nin ve Dogu Bloku'nun dagilmasiyla, Latin Amerika'da askeri diktatorlUkle-
rin ¢ozulmesiyle, Glney Afrika'da irkgi rejimin ¢cokmesiyle, gecmiste islenen agir
suclar ve hak ihlalleriyle nasil ugrasilacagi, blsbUtin bir evrensellesme sirecine
girmistir (Sancar, 2007, s. 14). TUm bu suregler, rejim degisikliklerinin politik ve
toplumsal celiskileri cozmekte tek basina yeterli olmadigi gergegine dikkati ge-
kerken, gUclerini arsiv ve taniklik calismalarindan alan sivil toplum kuruluslarinin
ve hakikat komisyonlarinin ve genel anlamda hafiza galismalarinin 6nemini ortaya
koyar (Assmann ve Shortt, 2012, ss. 4-10).

Artik unutmanin bir ¢ézim olmadigi ve ge¢misi hatirlayarak travmatik ani-
larla ylUzlesmenin, iyilesme yolundaki en dogru adim oldugu eskisinden daha yay-
gin bigimde kabul gérmektedir. Aslen 1960'lardan beri geliserek buglnki halini
alan yeni hatirlama pratikleri ayni zamanda muzeler gibi bellegi denetim altina
alma niyetiyle insa edilen kurumlarda buylk degisimler yasanmasinin onl aga-
rak, bugln “hafiza mekanlari” dedigimiz yerlerin en bastan, yeni anlam ve islev-
lerle tanimlanmasini saglamistir. S6zgelimi, tipki muzeler gibi, siyasal iktidarlarin
gecmis ve gelecek tahayydllerini yansittigr anitlar ve bu anitlar etrafindaki anma
yontemleri ciddi manada bir yapisokimUne ugramistir diyebiliriz.
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Buradan hareketle Jay Winter'a yeniden kulak verdigimizde, yazar, 20. yUz-
yilin ilk blylk savasindan sonra yapilan anitlarin yalnizca kahramanliklari anma
amagl ziyaret edilmedigini, 6zellikle sonraki zamanlarda, yikima ve kayiplara se-
bep olanlari lanetlemek icin de ziyaret edildigini sdyler. Ayrica, agir silahlar ve
insanlar arasindaki dengesiz micadeleyi perdelemek adina Ortagagin kahraman
ve aziz mertebesine yUkseltiimis savascilarinin imgelerinin kullanildigi bu ilk dé-
nem yapitlarinin, yerlerini giderek, kaybin hiiznint ya da hepten bir “yoklugu ve
yokolusu” anlatmak igin yapilan “negatif anitlara” ve “karsi-anitlara”, cogunlukla
da figUratif olmayan bir forma biraktigini belirtir (2015, ss. 329-335).

Bir sonraki bdlimde de gdrecedimiz Uzere, burada Andreas Huyssen'in
(1999) 6ne surdugu gibi gesitli hegemonik alanlarin icinden ya da Michel de
Certeau'nun (2009) deyisiyle disUnUrsek iktidarin stratejik mekanlarindan filiz-
lenen ve daha tabandan gelen taktiksel yeni anma mekéanlari s6z konusudur. Bu
mekanlar; kimi zaman hafiza mlzeleri olarak, kimi zaman yukarida s6zinU ettigi-
miz “karsl-anitlar” olarak ve kimi zaman da bir toplama kampinin, eski bir direnis
alaninin ya da slrgin ve savas gibi trajediler sonucu terk edilmek zorunda kalmis
eski bir yasam alaninin bir hafiza mekanina déntismesi olarak karsimiza gikarlar.
Ancak hepsi ayni disiince ve niyetle varlik gdsteren yerlerdir: bellegin donisti-
ricd glclne dayanarak, resmi anlatilar ve sessizlestiriimis topluluklarin anlatilari
arasindaki geliskileri agiga gikarmak ve karanlkta birakilmis hakikatleri gostermek;
bunu yaparken magdurlari kurbanlastirma yoluna gitmeden, onlarin deneyimlerini
ve tanikliklarini naklederek ziyaretcilerle empatik bir bag olusturabilmek; ve bu
sayede, yasanan trajedilerin iginden ayni zamanda umut ve direnisin de dogabile-
cegini gdostermek. Bunlarla beraber, giriste bahsettigimiz gibi, tim bu slreclerde
hafiza mekanlari, s6z konusu hedeflerini uygulayabilmek igin, sanatin dgrenmeye
ve empatiye olanak veren deneyimsel alanindan beslenir. Simdi biz de sanatin bu
konuda Ustlendigi role daha yakindan bakacagiz.

Tefekkiir Mekanlari: Hafiza Mekanlarinda Sanat Deneyimiile Ogrenme

Hafiza, resmi tarihin icinde sindirilmeye calisilsa da bitlnUyle denetim al-
tina alinabilecek bir olgu degildir. Ve iktidarlarin, ulusal anlatilarin benimsenmesi
ve yerel anlatilarin unutulmasi igin gésterdigi ¢aba, Freud’un sdzind ettigi bastiri-
lanin geri donlsG® ihtimaliyle her zaman karsi karsiyadir. Hafizanin esas anlamda
gogul olan yapisi, bu nedenle her zaman 6zgul gruplarin kimligi ve resmi tarihin
kesisiminde durur. Kolektif hafiza kuraminin yaraticisi Maurice Halbwachs, bu ba-
kimdan, resmi tarihin temellendigi ulusal ve evrensel tek bir ge¢mis anlayisinin
aksine, hafizanin hem ¢ogul hem de bireysel olabilen yapisindan s6z eder. Baska
deyisle, birden fazla hafiza vardir glinki topluluklar sayica gesitlidir (2018, s. 102).

3 Freud "Tekinsizlik” (The Uncanny,1919) baslikli makalesinde, bilingaltina itilen kaygi ve korkularin
gln yUzUne gikmasinin yarattigi tekinsiz duygulanimlardan séz eder. Bastirilan duygular, bir “6teki-
ye" yansitilir; ancak bu hem korkutucu derecede tuhaf ve yabanci hem de sasirtici bicimde tanidik
oOteki, kisiye strekli musallat olur (1919:1,21). https://web.mit.edu/allanmc/www/freud1.pdf
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Hafiza mekanlari da, Halbwachs'in bu distincesine paralel bir bigcimde, her
seyden once tekillik yerine gogullugu tesvik eden yerlerdir. Bu bakimdan, farkli
anlamlarin, seslerin ve hikayelerin dinyasidir. Bizi uzak oldugumuz ya da hepten
habersiz oldugumuz dinyalara yaklastirirlar. Makro anlatilar yerine, marjinallesti-
rilmis ve Otekilestirilmis topluluklarnin unutturulan anlatilarini, temelde etkilesimsel
yollar kullanarak aktarirken, izleyicilerin de adeta birer iz strtcu gibi hareket edip
gizli sakli kalmis gergekleri kesfetmelerini ve onlarla empati kurmalarini isterler.
Dolayisiyla sahip olduklar bilgi, belge ve nesneleri ayni zamanda bir duygusal
yatirim araci gibi degerlendirerek, olabildigince yenilik¢i ve katilimci yollarla ziya-
retcileriyle paylasirlar. Bu sayede gecmiste yasanmis sosyal adaletsizliklere, zu-
[Umlere ve tim esitsiz uygulamalara dikkati gekerek ve en 6nemlisi Uzeri ortllen
gerceklere dair sorular sorulmasini saglayarak, kendilerini alternatif bir 6grenme
mekéani olarak konumlandirirlar.

S6z konusu katilimin ve etkilesimsel ortamin yaratabilmesi adina, sanat
yapitlari ve yaratici sergileme tekniklerine basvurulmasi bu mekanlar igin vazge-
cilmezdir. Hatta sanatin duyusal deneyimi 6n plana ¢ikaran yonU sayesinde bu
ogrenme bicimleri gorsel, isitsel vb. yollarla desteklenir. Burada Jennifer Han-
sen-Glucklich'in* (2014, s. 102) cagdas muzelerle ilgili tespitinden faydalanarak,
hafiza mekanlarinin da, eski muzeler gibi yalnizca gérme duyusuna hitap ede-
rek tasarlanmis yerler olmadiklarini ve diger duyulari sanatin iletisimsel gicln-
den destek alarak harekete gegiren yerler sdylemek gerekir. Boylelikle izleyiciler,
hem mekanla hem de karsilastiklari anlatilarla zihinsel ve bedensel bir bitlnles-
me slrecine girerler.

Konuya dair drneklere gecmeden dnce burada bir parantez agarak, bellek
ve sanat arasinda kadim bir iletisimsel bag oldugunu hatirlamak gerekir. Bellek
tanrigasi Mynemosyne'nin tUm glzel sanatlarin ve ilham perilerinin (Musalar)
anasl! oldugu efsanesi bir yana, iki olguyu birbirine baglayan esas nokta, insanin
en eski caglardan bu yana cevresiyle kurdugu iliskinin gelisim bicimidir. insan,
duyulan yoluyla yasadigl tUm deneyimleri belleginde depoladidi gibi, bu duyusal
deneyimleri isleyen ve anlamlandirmaya gayret eden bir canlidir. Kendi diinyasi-
ni da bellegindeki bu birikimleri disa vurarak insa eder. Sanat da her zaman bu
dinyanin en 6nde gelen ifade araci; diger bir deyisle distncelerin ve duygularin
yaratici bir sekilde cisimlestigi alan olmustur. Bu sebeplerden 6tlrl, bu iki olgu
hep ic ice bir iliski icinde olagelmistir.

Bunlarla birlikte, Nicolas Bourriaud'nun (2005) deyisiyle, sanatin bir karsi-
lasma ve temas bigimi olmasi, hafiza mekanlarindaki hatirlama ve gegmisten 8g-
renme pratikleri Uzerinde belirleyici roldedir. Clnk{ sanat, yine Bourriaud'yu takip
edecek olursak, daima farkli seviyelerde iliskisel, yani toplumsalligin bir etmeni ve
bir diyalog kurucu olmustur. Ve imgeler potansiyel olarak bag kurabilme yetisine

4 Jennifer Hansen-Gllcklich, “Holocaust Memory Reframed” adli kitabinda, Martin Jay'in “goér-
me oncelikli rejimler” (scopic regimes) teriminden yola gikarak, geleneksel muzelerin Kartezyen
perspektif mantigi ile yapilandigini 6éne slrer. Gérmenin 6nceligi, distnce tarihi iginde, ilkgag
felsefesinden bu yana bulytk oranda benimsenmis bir kuramdir.
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sahip olduklari i¢in, tim gostergeler ve isaretler empati ve paylasim Uretir veya
bakan kisiyle muhakkak bir bag Uretir. Dolayisiyla, bir sergi sirasinda kipirtisiz,
cansiz formlar s6z konusu olsa bile, aninda bir tartismanin dogmasi olasiligi ortaya
cikar (2005, ss. 24-27).

Ozetle sanat, kendine 6zgU bir toplumsalligin tretildigi alan olarak tanimla-
yan Bourriaud, bu noktada uzamin kent tarafindan sunulan “karsilasma durumla-
rinin” batlnl igindeki statlisinin ne olduguna bakmak kaliyor (2005, s. 24), der.
Biz de buradan yola ¢ikarak 6ncelikle mimar ve sanatgi Daniel Libeskind tarafin-
dan yapilan Berlin Yahudi Mizesi'ne bakarak, konuyu érneklemeye calisacagiz.
Bir 6nceki bolimde kisaca degindigimiz gibi, Yahudi Soykirnmi sonrasinda yapilan
hafiza mekanlari (toplama ve imha kamplarinin yani sira, soykinm dncesi Yahudi-
lerin yasadiklari yerler), savasta dlenleri yad etmek igin yapilan anitlar gibi, artik
kurbanlarin 6limuna ylcelterek yapilan anitlar olarak yapilamazdi. Bu nedenle,
felaketin bir “hi¢” ugruna gerceklestigini géstermek ve higin ifadesinin zorlugu-
nun Ustesinden gelebilmek igin farkli formlara ve metaforlara basvurulmustu. Iste
Libeskind'in tasarladigl Yahudi Mizesi de oncelikle bir “yapi” olarak bunun bir
ornegidir. Bu yapi deforme bir Davud Yildizi'na veya tas ve camdan bir simsege
benzer (Winter, 2015, s. 337).

Gorsel 1. Berlin Yahudi MUzesi (Kaynak: https://libeskind.com/
work/jewish-museum-berlin/)

Parlak dis ylizey boyunca uzanan ve yildizi olusturan cgatlaklar, kesintili
pencere cergeveleridir ve plrlzsiz malzemenin Gzerindeki bu gérindmleriyle,
Libeskind'e ilham veren Arnold Schoenberg’in atonal muziginin karakteristik dzel-
ligine benzer bir “uyumsuzluk” sunarlar. Elestirmen Michaela Giebelhausen bu
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bakimdan, muizenin mimarisinin sadece bir dis kabuktan ibaret olmadigini, ayni
zamanda ziyaretgilerin algima kosullari Gzerinde hem kavramsal hem de fiziksel
olarak belirleyici bir rol oynadigini dile getirir (akt.Hansen-Glucklich, 2014, s. 29).
James Young da muzeye dair yazdigi bir incelemede, mekéanin iginde boylu bo-
yunca uzanan bosluklarin yapisi ve anlami Uzerinde durarak, bu bosluk cizgileri-
nin gectigi her yeri kasith bir bicimde ihlal edecek sekilde disindldigini séyler.
Ornegin odalar ve salonlar parcalayici kesiklerle sekilsiz anomalilere donistirken,
bazilari higbir seyi tutamayacak kadar klgUk, bazilari ise iginde duran herhangi bir
seyi tutabilecek kadar egik hale gelir (2000, s. 20).

Libeskind igin, binanin omurgasini ve ana aksini olusturan bosluklarin bdyle
cisimlesmesi, bir yoklugun disavurumudur; yani Berlin Yahudilerinin sehirden bir
batln silinip gitmesinin gozle gordldr boslugunun. Bir zamanlar kentin sosyal,
klltdrel hayatinin blyuk bir pargasi olmus bir topluluktan geriye kalan en somut
hatiradir belki de (Young, 2000, s. 21). Kenti, Aldo Rossi’'nin tanimlamasiyla “bir
toplulugun kolektif belleginin yuvalandigi mekan” olarak distindigimuzde, soy-
kinm sonrasi Berlin’in bozulan ve degisen topografyasinda ve hafizasinda mey-
dana gelen bosluklar, mizenin dayandigi bosluk fikrini daha da anlamli kilar (Han-

sen-Glucklich, 2014, ss. 31-39).

iceride gezilmeye baslandigi anda ise, ilk olarak merakla duyulari harekete
geciren bosluklar, ayni zamanda bir tefekkir hali de yaratirlar. Ornegin yapinin
zemin katindaki Bellek Boslugu adl alan ve sanat¢i Menashe Kadishman'in bu-
rada bulunan Shalekhet® (Dlsen Yapraklar) adindaki enstalasyonu, tam da boyle
anlari elverisli kilar. Her biri ¢iglik atiyormuscasina agzi acik suratlara benzeyen,
10.000°in Gzerinde, irili ufakli yuvarlak demir plakadan olusan yapit, soykirnm
magdurlarinin yasadiklari aclyl temsil eder. Igeri giren ziyaretgiler, bu bos alanin
zeminini kaplayan enstalasyonun Gzerinde yUrlyebilmekte ve en basta bu dokun-
sal deneyimle, aktarilmak istenen duygulara temas edebilmektedir.

Gorsel 2. Berlin Yahudi Muzesi, Galeriler Gorsel 3. "Bellek
Boslugu” ve “Shaleket”
(Kaynak: https://libeskind.com/work/jewish-museum-berlin/)

5  Berlin Yahudi Mizesi https://www.jmberlin.de/en/shalekhet-fallen-leaves
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Mdze, sanatin iliskisel boyutu sayesinde, Almanya’'nin kendi tarihiyle ylzles-
mesi yonlnde eqgitici bir gérev Ustlenir ve iletmek istedigi bilgiyi didaktik bir sdylem
icine oturmadan, yaratici kiratoryel pratikleriyle iletir. S6zgelimi, sergilenen fotog-
raflarin, mektuplarin ya da tirlU ev esyalarinin kimlere ait oldugu, bu kisisel nesnele-
rin bu zamana nasil ulasabildikleri, hikayesel bir anlatimla 6n plana gikarilir. Ziyaretgi-
lerini, etkin katilimcilar olarak konumlandirmaya galisan mize, ayni zamanda gesitli
hafizalastirma calismalari iceren atolyeler diizenleyerek, hayal gliclint etkinlestiren
yeni hatirlama pratiklerini tesvik eder. Belleksizligin Ustesinden gelebilmek adina,
Ozellikle gocuklarin ve genglerin ilgisini gekecek etkinliklere sikga yer verir. Hatta
kimi zaman 6grencilerin sanatsal Uretimlerini de dahil ettigi sergiler® diizenler.

Bunlarla birlikte, Buchenwald, Auschwitz veya Sachsenhausen gibi geg-
misin agir insanlk suglarinin islendigi Nazi toplama kamplari, bugin umudu ve
mUcadeleyi simgeleyen birer hafiza mekani olarak varliklarini strdirmektedir. Ha-
fizanin aktarilmasina, gecmisle ylzlesmeye ve yasananlarla bir bag kurulabilme-
sine zemin hazirlamak icin bu mekénlarda da sanat yapitlarina, sanat atdlyelerine
basvurulmaktadir’. Ornegin Buchenwald Anma Merkezi'nde, 1990’larin basindan
itibaren sanat yapitlari sergilenmeye baslamis ve ilerleyen yillarda bunlar kalic
sergilere donUsturtlmustlr. Bunlardan biri de, iki yUz kadar resim, gizim, fotograf,
heykel, kolaj ve ¢esitli enstalasyondan olusan “Hayatta Kalmanin Yollari: Taniklik,
Sanat Yapit, Gorsel Hafiza” ismindeki sergidir. Sergi ile ilgili dikkat gekici olan
taraf, kamptaki tutuklularin, soykirimdan kurtulanlarin ve de ginimuz sanatgilari-
nin eserlerinin bir arada sergileniyor olmasidir. Ziyaretgilere, kampta yasananlarin
yarattigl travmalarla basa cikabilmenin nasil olabilecegini kesfettirmek isterler.
Kendisi de bir zamanlar kampin esirlerinden olan tnli Polonyali tiyatro yénetmeni
Jozef Szajna’nin “Reminiscences” adli enstalasyonu da burada yer almaktadir.
Venedik Bienali'nde de sergilenen bu calisma, esaret haline odaklanarak, kapatil-
ma duygusunu yansitan gUclU bir anlatima sahiptir (Sujo, 200, s. 110).

Gorsel 4. Jozef Szajna, “Reminiscences”, Buchenwald
(Kaynak: https://www.buchenwald.de/47/date/2019/08/27/tag-des-
offenen-denkmals-2019/)

6 Berlin Yahudi Mizesi https://www.jmberlin.de/en/exhibition-a-is-for-jewish

7 https://www.buchenwald.de/en/1455/,http://auschwitz.org/en/museum/historical-collection/
works-of-art/, https://www.sachsenhausen-sbg.de/en/educational-programs/extended-semi-
nars-and-projects/
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Buchenwald, gegmisi sanatla anlamlandirip yorumlayabilmeleri adina,
gengler icin bir merkez olma yonindeki galismalara da agirlik vermektedir. Bunun
icin kurulan “Genclik Merkezi"® adli alanda, sanatsal fikirlerin yaratici bir sekilde
gerceklestirilebilmesi igin genclere gerekli malzemelerin de saglandigi pek ¢ok
atolye dizenlemektedir. Calismalardan birinde, katiimcilardan anma alanindaki
gorsel ya da isitsel deneyimlerini yansitan isler Uretmeleri istenir. Bu yontem,
gencleri bu tarihi mekanin hafizasi ve kamptaki hayat lzerine disinmeye sevk
ederken, bir yandan da s6z konusu meselelerle ilgili daha kalici bir merak ve kesif
duygusu uyandirmayi amaglar. Benzer bir egitim programi Sachsenhausen Anma
Merkezi'nde® de uygulanmaktadir. Sanatsal deneyimin bdlgenin tarihine ve ya-
sananlara daha bagimsiz ve dnyargisiz bir bakis agisi sunabilecegi disincesiy-
le hareket edilen Sachsenhausen’da, atolyelerin yani sira sanat deneyimine dair
egitsel seminerlere de yer verilmektedir. Yapilan agiklamalarda soylendigi gibi,
anma alanini ziyaret etmek, kelimelerle anlatiimasi kolay olmayan hisleri, algilari
ve izlenimleri dogurabildigi igin, tim bu slrecin anlamlandirilip, ifade edilmesi
adina bu tUr faaliyetler son derece gerekli gorilmektedir. Bu baglamda, atolyeler-
de, ¢izgi romanlardan igne deligi kameralarla ¢ekilmis fotograflara, heykellerden
ses kolajlarina ve siirlerden kisa dykdilere kadar Uretilen cgesitli isler, katiimcilar
icin hem bir ifade olanagi yaratir hem de bu isler Gzerine sorularin sorulmasiyla,
birlikte distinme ve tartisma ortami dogmus olur.

Gorsel 5. Sachsenhausen Anma Merkezi, Sanat Atolyesi Atdlyesi
(Kaynak: https://www.sachsenhausen-sbg.de/)

Konumuzla ilgili emsal olusturan hafiza mekéanlarindan biri de Glney Afri-
ka'nin Cape Town sehrinde bulunan District Six (Altinci Bolge) Mizesi. Mizenin
ismini aldigi Altinci Bolge, 1966'da Apartheid rejiminin aldigi kararla, sadece “be-
yazlarin” yasayabilecegi bir mahalle olarak ilan edilip “beyaz olmayan” sakinlerince
bosaltiimak zorunda birakilana dek, is¢i sinifinin, sanatgilarin, yazarlarin, mizisyen-
lerin yasadigi oldukga canli bir mahalledir. Bu karar neticesinde ise, altmis bin insan

8  https://www.buchenwald.de/en/1378/,
9 https://www.sachsenhausen-sbg.de/en/educational-programs/extended-seminars-and-projects/
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buradan kovularak, evleri ve neredeyse tUm yasam alanlari buldozerle yerle bir edil-
mistir. Ancak uygulamalar karsisinda giderek glglenen bir direnis meydana gelmis
ve Apartheid rejiminin 1994'te son bulmasina kadar, insanlar mahalleleri igin mUca-
dele etmeye devam etmislerdir. iste miize, irkcilik karsisinda yasam haklarinin talep
edildigi bu hareketlerin iginden dogmustur (Layne, 2008, ss. 53-55).

Altinci Bolge'yi ayakta tutabilmek icin yerel halkin girisimleriyle 1994'te
kurulan muze, GUney Afrika'da ve tim diinyada yasanan ayrimci siddetin ve bas-
kinin karsisinda “en gigclu silahin hafiza” oldugu disincesi Uzerine temellenir.
Dolayisiyla, bu sivil girisimin ilk amaci, Altinci Bélge'nin kozmopolit gecmisine
odaklanarak, Apartheid déneminde bolgeye karsi yurttilen kara propagandayla
olusan on vargilarin, garpitilmis gergeklerin Gzerini 6rttigd hakikatleri, unutulan
hikayeler vasitasiyla giin ylzUine gikarmak olmustur. Boyle bir yaklasim, ayrimcilik
nedeniyle birbirlerinden kopuk yasayan insanlar arasindaki iliskileri onarip guglen-
dirmenin de yegane yolu olarak goruldr. Bunlarla birlikte, gegen vyillar icinde bu
amaca yonelik galismalar meyvelerini vermeye baslamis ve mize bugin, toplum-
sal adalete dair tartismalarin, s6zIU tarih galismalarinin ve yaratici sanatsal faali-
yetlerin yapildigi dinamik bir kamusal alana déntismustir (Marstine, 2006, s. 30).

Batln bu gelismelerde, bellegin sanatla olan is birligi ise neredeyse bigim-
lendirici bir rol Gstlenmis, bolge halkinin kendi gecmisiyle yeniden bag kurmasini
saglamistir. Denilebilir ki, District Six Muzesi, gergcek anlamda sanatin hayatla
ic ice gectigi bir mekandir. Bunun en agik 6rnegini, “Streets” (Sokaklar) adl ilk
serginin olusum sirecinde ve sonrasinda yarattigi etkiyle gérmek mumkinddr.
Kurucularin anlattiklarina bakilirsa, ilk baslarda muze ve sergiler icin koleksiyon
olusturma arayislar slrerken, eski bir devlet calisanin Altinci Bolge'nin yikimdan
onceki sokak tabelalarini yirmi yildir evinin bodrumunda sakladigi haberine ulas-
malari, bugline kadar devam eden blyUk bir iyilesme ve etkilesim sirecinin bas-
langici olmus (Layne, 2008, s. 58).

Apartheid rejiminde baslayan yikimlarda, sokaklarin ismi de toptan degisti-
rildigi icin, yoneticiler tabelalarin gegmisle bag kuran hafiza nesneleri olarak sergi-
de kullaniimasina karar vermisler. Serginin de ismi boylelikle bulunmus. Sonrasin-
da ise gcogu eski mahalle sakini olan sanatgilarla ortak bir ¢calisma yapilarak, sergi
alaninin zemini, bolgenin donlstimden dnceki halini gdsteren bir haritayla boydan
boya kaplanmis. Sanatgilar harita Uzerine gesitli gizimler yapmislar, siirler eklemis-
ler. Sergi acildiginda ise mdthis bir ilgi gdrmuUs; eski sakinler haritanin Uzerinde
kendi sokaklarini, evlerini bulup isaretlemeye ve isimlerini yazmaya baslamislar.
OtobUs duraklarindan pazar alanlarina, okullarindan eglence mekanlarina kadar
her yeri, kendilerini adeta yeniden mahallede gorintr kilarcasina haritada isaret-
lemisler. Bir gesit sihir gibi isleyen bu sureg, Altinci Bolge'ye iliskin bellegin birden
yeniden hayat bulmasini saglamis. Ornegin yasl bir adam, elinde kendi adresinin
yazdigi eski bir kartpostal getirerek, onu haritaya asmalarini istemis. Harita bugtn
de ayni sekilde mizede dururken, insanlar mUzeyi ziyaret ederek gecmise gomu-
len seylerin pesine dismeye ve kendi hikayelerini paylasmaya devam etmekte-
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dirler. Hatta sergiyle ortaya ¢ikan bir gelisme de, eski oturulan yerler zerinde hak
taleplerine dair bir strecin de baslamis olmasidir (Layne,2 008, s. 59).

Gorsel 6. District Six Muzesi, Cape Town Guney Afrika
(Kaynak: https://www.districtsix.co.za/ )

Ozetle, sanat deneyiminin iletisimsel sireclerin itici giict oldugu bu se-
riven, yeni toplumsal ve kultlrel hareketler icin bir ¢ikis noktasi olusturmustur.
Gegmise iliskin yeni disinme bigimlerini ve 6grenme vyollarini mimkin kildigi
icin, sanatin yarattigi deneyimsel alan, hafiza mizeleri igin glgclU bir kaynaktir.
Ayrica, sanat ve arsivsel arastirmalar arasindaki etkilesimden dogan is birlikleri-
nin de bu alana katkisi da biyuktir. Dolayisiyla sanat yapitlarinin yani sira, hafi-
za muzelerinde, drnegin otobiyografik dzellige sahip nesnelerin yaratici yollarla
sergilenmesi, ziyaretgilerin gecmisle iliski kurabilmesi adina vazgegilmez bir stra-
tejidir. Buchenwald Anma Merkezi, genclerle birlikte yUrattigu arkeolojik kazi
atolyesi' ile bu konuyu 6zgun bir yolla ele alir. Kazi calismalarinda gencler, kamp
mahk{dmlarinin kisisel esyalarinin ortaya c¢ikarilmasina ve ardindan kayit altina
alinip sergilenmesi slrecine bilfiil katilirlar. Bu yontemle, nesnelerin hikdyesine
daha yakindan temas etmis olurlar.

Kisisel esyalar, icerdikleri anlamlarla her zaman ilgi ¢ekici olmuslardir. Hatta
Appadurai'den 6dling alacak olursak, “bir sosyal yasamlari olan nesneler” (2013,
s. b) olarak tasavvur edilmislerdir. Clinkli hem gec¢miste kendilerine ylklenen
anlamlarla hem de taniklik ettikleri olaylarla blyUk bir cagristirici ve anistirici gic
kazanirlar. iste muzelerin icin vazgecilmez unsurlar oluslari da buradan ileri ge-
lir. Sdzgelimi, Berlin Yahudi MUzesi de sergiledigi nesnelerin yaninda, “Nesne
Glnleri” adi altinda bir atolye dizenleyerek, glndelik esyalarin hafizalastirma
calismalarindaki yerini de anlatmayi hedefler.

10 https://www.buchenwald.de/en/1377/
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Gecmiste cesitli trajedilerin magduru olmus kimselerin tanikliklarina bas-
vurulmasi ve bunlarin gorsel-isitsel kayitlarinin ziyaretgilerle bulusturulmasi da bu-
tlnsel bir anlama ve 6grenme sirecini tesvik eder. Bu nedenle, hafiza muzeleri
farkli mekansal ve sanatsal pratiklerden genis 6lglide yararlanarak, bu kayitlardaki
anlatisalligr daha etkin bir halde sunmaya gayret ederler. “Video-testimony” (vi-
deo taniklik) adiyla bilinen bu yéntem, Yahudi Soykinmi sonrasi kaybolmaya basla-
yan kusaklarin bellegini koruyabilmek ve sonraki kusaklara aktarabilmek amaciyla
gelistirilmistir. Kaybolan dilnyalara i1sik tutabilecek nitelikteki kayitlar dnemli bir
diyalog ve empati araci olabilmektedirler.

Konuyu gerek Marianne Hirsch'ln “post-hafiza” terimi gerekse de Alison
Landsberg’in “protez-hafiza” terimiyle biraz daha acabiliriz. Hirsch, travmatik geg-
mislere sahip ailelerde ilk ve sonraki kusaklar arasinda anlatilar ve imgeler yo-
luyla bir hafiza aktarimi gerceklestigini ve bunun sonucunda geng kusaklarin hig
yasamadiklari olaylari sanki kendi deneyimleriymisgesine i¢sellestirdigini soyler
(1997, s. 22). Aile bag, Hirsch'iin post-hafiza olarak tanimladigi bu hafizanin gikis
noktasini olustursa da, i¢gsellestirme hali, kendi aile gegcmisinde bodyle hikayeler
olmayan kimselerde de meydana gelebilmektedir. Hirsch'e gore bu durum, bir
tUr sahiplenme yoluyla gecmise taniklik etmektir (2001, s.10; 2012, s. 35). Lan-
dsberg ise, kisinin kendisine ait olmayan gegmisleri empati kurarak sahiplenme
strecinin, medya teknolojilerindeki ilerlemelerle birebir iliskili oldugunu ileri sU-
rer. Bu agidan, internet, sinema, televizyon gibi mecralarin yani sira, mizelerin
multimedya araglarini kullanarak yarattigi etkilesimsel ortamlarin rolint glindeme
getirir. Tim diger iletisim mecralari gibi mizeler de, Landsberg’in deyisiyle, yapay
bir uzuv gibi is gorerek protez bir hafiza olustururlar. Videolar, fotograflar ve sanat
yapitlari, bu hafizanin araclari olarak, ok farkli empatik strecleri beslerler. Bu
sekilde, biyolojik veya kdltlrel bir bag gerekmeksizin, insanlar ge¢gmiste yasanan
belli olaylara dair bir hafiza edinirler (2004, ss. 1-9).

Ayrica Landsberg, soykirim gibi agir trajedileri salt mantiksal bir gizgisellikte
anlatmanin, yasananlarin boyutunun kavranabilmesi bakimindan yeterli olmaya-
cagl inancindadir. Bu sebeple “deneysel muzeler” kategorisinde degerlendirdigi
hafiza muzelerinin, video-tanikliklarini, gazetelerden makale pargalarini, baska ya-
zili belgeleri ve fotograflar bir araya getirerek, basit bir dogrusallikta ilerlemeyen
gUcld anlatilar ortaya cikarttiklarini belirtir. TUm bu deneysel uygulamalarin ise,
esasinda hatirlama pratiklerini ve bilgiyi edinme bigimlerini degistirdigini ve bun-
lara bagli olarak da “6teki” ile kurdugumuz iliskideki yerlesik bakis agilarimiz veya
on yargilarimiz tzerinde de kirilmalar yarattigini soyler (2004, s. 131).

Diger taraftan hafiza mekanlarinin, son otuz yilda giderek artis gdstermesini
oldukga kuskucu ve hatta kotimser bir yaklasimla karsilayan gorisler de mevcut-
tur. Huyssen'e gore, bu gorusler, kiltarimuzan 6limcul bir hafiza yitimine yakalan-
digr yakinmasiyla beraber, derinlesen bir bunalim duygusunu dile getirirler (1999, s.
11). Aslinda bir dnceki ylzyil basinda egemen olan hatirlama pratikleri cergevesinde
degerlendirilen bu durum, Nora'nin ifade ettigi sekilde, tim hafiza mekéanlarinin
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ve anma kdltUrlerinin varolus nedenlerini, artik “hafiza diye bir seyin kendiliginden
olmadigi” (2006, s. 23) dlUslncesine dayanarak aciklar. Nora bu mekéanlarin, ko-
rudugu seyler tehlikede olduklari icin, insa edildiklerini ve ginimuz toplumlarinin
batlndyle tutucu bir inang ile arsivsel bir Gretkenlige bagimli yasadigi dile getirirken,
bu duruma bigtigi roll ne derece patolojik bir seviyeye tasidigini anlayabiliriz.

Bir baska olumsuz yaklasim da, Althusserci bakis agisiyla, bu tlr mekanla-
ri yalnizca egemen sinifin mesrulastirma ve egemenlik gereksinimlerine hizmet
etmekle sinirli bir ideolojik devlet aygiti olarak degerlendirir. Sézgelimi, Baudril-
lard ve Jeudy gibi dtsinarler, “muze ¢ilginligi” olarak adlandirdiklari bu durumla,
miizelestirmeyi cagin en hastalikli sorunlarindan biri olarak goriirler. Ozellikle Ba-
udrillard, simulasyonlarin yayginlik kazanmasi dolayisiyla, kiltliriin can gekisme
noktasina geldigini ve muzelerin de, televizyon gibi, buna katki sagladigini savu-
nur. Huyssen'e bakilirsa, bu gérus, her ne kadar mize uygulamalarinin asiriya var-
dinlmis Avrupa merkezciligine karsi cesur bir polemige girisse de, saldirdigi seyin
yoriingesinden kurtulmayi pek basaramaz. Ustelik, gizliden gizliye kiyametci bir
arzu iginde, bastirilmis ya da marjinallestirilmis gegmisleri gdzden gecgirme yo-
ndndeki yasamsal girisimlerin higbirini tanimadigi gibi, alternatif mize etkinlikleri
yaratmaya yonelik ¢esitli girisimleri de taniyamaz (1999, ss. 28-47).

Son tahlilde, Huyysen, s6z konusu yaklasimlarin higbirinin bize kUltGrimu-
zU kusatan animsama arzularini agiklayacak gerecleri saglayamadigini ve hafizaya
iliskin saplantilarimizin esasinda, yasam alanimizi oldukga belirgin bigimlerde degis-
tiren hizli teknik slreclere karsi bir tepki olusturma islevi gordtgundi ileri srer. Bu
noktada, yine kendisinin “bellek patlamasi” olarak niteledigi durumu, bir anlamda
"potansiyel olarak saglikli bir miicadele isareti” olarak sayabilecegimizi dile getirir.
Ayni dogrultuda ilerleyerek, hafiza mekéanlarinin da ideolojik sinirlari asan yeniden
doguslarin alanlari olarak islev gorebilecegi sonucuna varir (1999, ss.18-28).

Buraya kadar érneklerini inceledigimiz hafiza mekéanlan da, Huyssen'in be-
lirttigi sekilde, ideolojik sinirlari asan hafiza pratikleri Gzerine temellenir. Bir dnceki
bolimde kisaca sdzini ettigimiz Uzere, anitlar tipki bu deneysel mizeler gibi, geg-
tigimiz yUzyilin ortalarindan bu zamana énemli dénisim sUreclerinden gegmistir.
Ornegin, Aimanya'nin Yahudi sorunuyla yiizlesme(me)ye dair tutumu, 1980’lerin
sonundan itibaren pek ¢ok sanatgi tarafindan ele alinmis ve eski anitlarin didaktik
mantiginin sorgulanmasi ile bu dénemde birgok karsi anit Uretilmistir. Neticede
fasizme karsi yapilacak bir anit, ayni zamanda anit mantiginin, gercegi gdlgeleyen
demogojik katiligina ve izleyicisini sadece edilgen bir aliciya indirgeyen yaklasi-
mina da karsl olmalidir. Jochen Gerz ve Esther Shalev'in 1986'da Hamburg'da
yaptigr “Fasizme Karsi Anit” ismini tasiyan calisma, bunun iyi bir érnegidir. On
iki metre yUksekliginde, ince bir kursun tabaka ile kapli ve i¢i bos bir aliminyum
sttun olarak tasarlanan anit, insanlar Gzerine isimlerini ve diger istedikleri seyle-
ri yazip gizdikge giderek oturdugu zeminin igine dogru batmaya baslamis. 1994
senesinde bulsbitin ortadan kayboldugunda, sanatgilar, gegmisin agir yikinun
de sonunda topraga karistigini umduklarini sdylemisler. Buradaki amag her sey-
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den dnce, insanlari uysal bir kabullenisten ¢ikararak, kiskirtici bir sonsuz yok olus
durumuna taniklik ve ortaklik etmelerini saglamaktir (Young, 1992, ss. 271-276).

Gorsel 7 ve 8. Jochen Gerz ve Esther Shalev, “Fasizme Karsi
Anit”, Hamburg
(Kaynak: https://www.shalev-gerz.net/portfolio/monument-against-
fascism/)

Yaklasik ayni dénemlerde, sanatgli Horst Hoheisel'in Almanya'nin Kassel
sehri icin yaptigi Aschrott Cesmesi (Aschrottbrunnen) adli anit da higlik mesele-
siyle ilgilenir. Yine karsi-anit tlrtindeki bu eser, aslen Sigmund Aschrott isimli bir
Alman Yahudisi'nin 1908'de sehir meydaninda insa ettirdigi ve Nazilerin 1939'da
yiktigi ¢cesmenin, negatif bir formla yeniden yaratimidir. Hoheisel'in gesmesi,
Aschrott'unkinin aksine yerin altinda ters olarak durmakta ve Uzeri camla kapli
vaziyette, tipki bir ayna gibi gegmisi yansitmaktadir. Sanatgi, bdyle kamusal bir
alanda, sanki yerin i¢cinde agik bir yara ve soru gibi durmakta olan bu anitla, Kassel
vatandaslarina dogrudan seslenerek, bu tir trajedilerin bir daha asla yasanmama-
sl igin onlari disinmeye davet etmektedir (Young, 1992, ss. 288-294).

Gorsel 9. Horst Hoheisel, “Aschrott Cesmesi, Kassel
(Kaynak:https://xpandsite.wordpress.com/hoheisel-aschrott-
brunnen-kassel-1985/)
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Eserlerin mekéanlarla ve bu mekanlari var eden insanlarla yakalamaya gay-
ret ettigi iliskisellik, goruldigu Gzere anlamayi ve hatta sorumluluk almayi talep
eden bir 6zellik gosterir. Tipki Levinas'in dteki ile iliskiyi ele alisinda oldugu gibi,
“ben” burada “baskadan” sonsuzca sorumlu (2010, s. 123) olarak dtsinulmek-
tedir. Ve sorumluluktan kagmak, her zaman, siddetin ¢ikis noktasi olagelmis-
tir. Bu agidan, baska bir uygun érnek de, Arjantin’in baskenti Buenos Aires'te
devlet terérli magdurlari icin yapilan “Hafiza Parki” ve bu alan iginde bulunan,
sanatgl Nicolds Guagnini'nin “30.000” ismindeki anittir. 23,5 Hrant Dink Hafi-
za Mekani'nin hazirlik sirecinde tim dlnyadaki hafiza mekéanlarini ve muzeleri
ziyaret ederek yaptigl saha calismasinin raporunda'" belirtildigi gibi, sanatgi bu
anitl, askeri cunta tarafindan kaybedilen babasina ithaf ederek yapmistir. Dikkat
gekici nokta ise, eseri olusturan 25 adet gelik stitunun etrafinda dolasanlarin bel-
li bir agidan Guagnini’nin babasinin portresini gérebiliyor olmalaridir. Bu gérintd,
sasirticl bir bicimde tam yakalandigi noktadan uzaklasildikca siliklesmeye ve bel-
li bir yerden sonra tamamen beyaza blrinmektedir. Boylelikle, yine raporda da
soyledigi Uzere, kaybolma, yok olma, meydana gikma ve gérinme kavramlarini
sorgulayan anit, farkli agilardan bakildiginda hakikatin degiskenlik gdsterebilece-
gini anlatmak istemektedir.

Gorsel 10. Nicolas Guagnini, “30.000”, Buenos Aires (Kaynak:
https://parquedelamemoria.org.ar/30-000/)

Mdzeler ve anitlar haricinde, yine bir grup insanin girisimiyle sonradan
hafiza mekani olan gokga eski yasam alani vardir. Bunlar eski sinemalar, okullar
ve hatta ailelerin yasadigi ev ve apartmanlar gibi resmi ve gayri resmi nitelikte-
ki yerler de olabilirler. Libnan’in baskenti Beyrut'taki Beit Beirut Binasi (diger
adiyla Barakat Binasi) tam da boyle bir hafiza mekanidir. 1975 ile 1990 vyillari
arasinda gergeklesen Liibnan i¢ Savasi’nin derin izlerini tasir. Yapinin muhafaza
edilmesine ve buglnkU islevine kavusmasina dnculik eden mimar, klrator ve

11 23,5 Hrant Dink Hafiza Mekani, Hazirlik Stireci Raporu, 2018, HDV Yayinlari.
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aktivist Mona El Hallak'in anlattiklarina' bakilirsa, 1924 senesinde Youssef Af-
timus tarafindan yapilan bina, savasa kadar pek ¢ok aileye ev sahipligi yapmis.
Ayni zamanda, bir disci klinigi ve bir fotograf stidyosunun da bulundugu yapi-
nin sakinleri, bombardimanlar baslayinca burayi terk etmek zorunda kalmislar.
Catismalarin yogun yasandigi iki ana caddenin kesisiminde durdugu igin, hem
konumu hem de mimarisinin elverisliligi geregi, keskin nisancilarin karargahi
olarak kullanilir olmus.

Mona El Hallak, bu mekéani, savasin bitiminden dort yil sonra, bir hayalet
sehre donmus Beyrut'taki yUrlyUsleri sirasinda kesfetmis ve en basta mimari-
sine hayran kalmis. Onca hasara ragmen sik kirisleri sayesinde ayakta duran ve
farkl bolimleri yine bu kirislerle ve koprulerle birbirine baglanan essiz yapi, El
Hallak'a, ikiye boéllinen ama yeniden bir araya gelerek yaralarini sarmasi gere-
ken LUbnan’in bir metaforu gibi gelmis. Burasinin herkes igin bir umut ve hafiza
mekéni olabilecegine inanmis. Bu nedenle “Siddet nasil hatirlanabilir ve hatirla-
ma yoluyla bir daha tekrarlanmamak Gzere unutulabilir mi? Beyrut gibi 15 sene
bir i¢c savas yasamis ve 28 yil boyunca savas sonrasi hafiza kaybini yasamis bir
sehirde hatirlamayi nasil gergeklestirebiliriz?” sorulariyla yola ¢ikarak, hafizalas-
tirma galismalarina baslamis.

Bu sUrecte cikan yikim kararina karsi giristigi micadeleyi de kazanan El Hal-
lak, Beyrut Belediyesi'ni Paris Belediyesi ile ortak bir rehabilitasyon projesi yap-
maya ikna edince, bina bes vyillik bir galismanin ardindan tim izleriyle korunarak,
i¢c savas! kabul eden ve taniyan ilk kamu binasi olma 6zelligini kazanmis. Keskin
nisancilarin kullandigi agiklardan igeri giren gin i1sigiyla ve her hafiza katmaniyla
kendisi bir sanat yapiti olan bu mekéan, hem magdurlara hem faillere, savasin
insanlari ve sehri nasil degistirdigini fakat bunun yaninda bombalar inerken nasil
hayatta kalabildiklerini ve direnislerini hatirlatmaktadir. Diger yandan, binanin igin-
de bulduklari tirld belge ve fotograflar ise, savastan dnceki Beyrut hakkinda unu-
tulanlari ortaya cikarmis. Ornegin, her seyin yerli yerinde durdugu dis doktorunun
muayenehanesinde klinik aletler ve hasta kayitlariyla birlikte savasta yok edilmis
sinemalarin film brosdrleri ve biletleri de bulununca, ne kadar dnemli bir arsivle
karsilastiklarini anlamislar.

Bir baska 6nemli kaynak da, binadaki Foto-Mario ismindeki fotograf sttd-
yosunda bulunan bulyulk bir fotograf ve negatif arsivi olmus. Ne var ki savas
sonras! yeniden yapilanmayla ilgili sorunlar nedeniyle bu arsivin sergilenmesi
ancak 2017 senesinde midmkin olabilmis. Yogun ugraslarin ardindan nihayet
binanin zemin katinda acilan kalici sergi, biyiik bir gekim alani yaratmis. Oyle ki
yoldan gecip gidenlerin dahi iceri sorularla girmesini ve sehrin savastan 6nceki
hayatini merak etmelerini saglamis. Aradan gegen zaman iginde ise, insanlarin
kendilerine ya da aile mensuplarina fotograflari ve negatifleri gelip kesfettigi ve

12 Hrant Dink Vakfi tarafindan, DVV International ve Friedrich-Ebert Stiftung is birliginde diizenlenen
“Baska bir Gelecek igin Hafiza Mekénlari, Hafiza Yollari” baslikli uluslararasi konferansta, Mona
El Hallak'in “Hatirlayis ve Unutma Arasinda Beyrut” isimli konusmasindan alinmistir (22.03.2019,
Yapi Kredi Kulttr Sanat Loca)
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hikayelerini anlattigl dinamik bir hatirlama mekanina donismus. Onlarin yaptig
katkilarla, Beyrut'un neredeyse bisbUtin silinmis olan bellegini adeta bir arke-
olojik kazi yapar gibi meydana cikarmis. Bu ortak gaba, El Hallak'a gore, sadece
savasl yasamis kimseler icin degil, savastan sonra dogmus kusaklar i¢in de gec-
misle kopan bagi iyilestirme yolunda 6énemli bir adim olmus. Clnkl savastan
sonraki hafiza kaybina dikkat cekmek, ayni zamanda diyalogun ve umudun da
altini gcizmek anlamina gelir. Hikayelerin anlatilip paylasiimasi bu noktada, El Hal-
lak'in deyisiyle, gelecege yon verebilecek ve Libnanlilari 6n yargisiz birbirlerine
baglayabilecek en mihim unsurdur.

Gorsel 11. Beit Beirut Binasi, dis cephe Gorsel 12. Beit
Beirut, Fotograf Galerisi
(Kaynak: https://www.admiddleeast.com/architecture-interiors/
architecture/beirut-war-era-building-gets-reclaimed-as-honorary-
museum, http://runway271.co.uk/2018/10/12/beit-beirut-and-the-
buildings-of-war/)

Konumuzla ilgili ele alacagimiz son érnek ise, Hrant Dink Vakfi blnyesinde
kurulan 23,5 Hrant Dink Hafiza Mekani. Tirkiye'de bir hafiza mekéani olarak agilan
ilk yer olmasi, Tlrkiye'nin zor gegmislerle ylzlesme konusundaki eksikligine ya
da hafizanin iyilestirici glici konusunda farkindalik yaratan calismalarin yayginlk
kazanmasinin gerekliligine dair gok sey soylerken, biz bu mekéani anlayabilmek
icin dncelikle ortaya cikisinin tarihsel, toplumsal ve politik arka planina ve bir hafi-
za mekani olma yolundaki yapilanma slrecine egilecegiz.

Bilindigi gibi, Agos Gazetesi Genel Yayin Yénetmeni Hrant Dink’in 19 Ocak
2007'de gazete ofisinin bulundugu Istanbul Sisli’deki Sebat Apartmani’nin éniinde
ugradigi silahli saldiri sonucu hayatini kaybetmesi, yarattigi sarsici etkiyle, bugln
hala devam etmekte olan bir adalet arayisinin ve unutmaya karsi hafiziyla direni-
sin baslangici olmustur. Farkli kesimlerden pek ¢ok insanin vicdani bir tepkiyle
karsiladigi bu trajedi, 2007'den bu yana, her 19 Ocak'ta Hrant Dink'in 8ldurildagi
noktada, onu anmak Uzere ylzlerce kisiyi bir araya getirmektedir.
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Adini Hrant Dink'in “23,5 Nisan™" baslikl bir yazisindan alan hafiza meka-
ni da, onun insan haklari, toplumsal esitlik ve barisa dair, 6limUne dek savundu-
gu fikirlerini ve mUcadelesini slirdirmek amaciyla 2007'de kurulan Hrant Dink
Vakfi'nin icinden dogmustur. Calismalarina, 2015 senesine kadar Sebat Apart-
mani'nda devam eden vakif ve gazete, yillar icinde blylyen kadro ve gesitlenen
projeler nedeniyle buradan tasinmak durumunda kalinca, toplum nezdinde sem-
bolik bir anlam kazanmis olan bu yerin de bir hafiza mekanina dénUsttrilmesine
karar verilmis.™ Temel olarak; ayrimciligin ve nefretin her tirlistne karsi esitli-
gi, empatiyi ve toplumlar arasi diyalogu tesvik eden bir girisimle ve dort seneye
yayllan yogun bir arastirma ve hazirlik siireci sonrasinda, 17 Haziran 2019'da
acllan mekan, insanlik trajedilerinin Ustesinden gelebilmenin ancak unutmanin
karsisina hatirlamayl ve umudu koyarak mimkin olabilecegini genis kitlelere
anlatma gayesini tasimaktadir.

Mekanin hazirlik asamasinda farkli cografyalardaki érnekleri inceleyebil-
mek igin, on bes Ulkede seksenin lzerinde hafiza mekaninin ziyaret edilmesi,
alandaki uzmanlarla birebir gérismeler yapilmasi ve gidilen uluslararasi paneller-
deki bilgi ve deneyim alisverisleri, kurulacak olan mekanin igerigine, anlatimina,
islevlerine ve tasarimina dair fikirler gelistiriimesine olanak saglamis. Bunlarin
yaninda, mekanin yapilanma slrecinde gergek anlamda katiimci bir yaklasimla
hareket edilerek; sergi tasarimi ve sdylemi konusunda hem ziyaretler ve panel-
ler sirasinda tanisilan uzmanlarin hem de periyodik olarak dizenlenen diyalog
toplantilarinda farkh disiplinlerden ve yas gruplardan bireylerin deneyim, fikir ve
Onerilerine basvurulmus.'

TUm bu asamalarin ardindan hayata gecirilen 23,5 Hrant Dink Hafiza
Mekani, bulundugu 145 metrekarelik alan icinde, ziyaretcilerini gorsel, isitsel
ve dokunsal deneyimler yoluyla gecmisi anlamaya, disinmeye, 6grenme-
ye ve ogrendigini tartisip yorumlamaya davet eden bir mekéana donismustdr.
Buraya giristeki ilk anlardan itibaren, adalet, kimlik ve hakikat konularina isaret
eden sorularla agilan videolar, ziyaretgiyi meraki tesvik eden bir anlatinin igi-
ne ¢cekmektedir. Hrant Dink'in konusmalarini da igeren videolarin yani sira, bu
anlati mekan boyunca, fotograflarla, yazili belgelerle, gesitli enstalasyonlar ve
cizimlerle desteklenmektedir. Ornegin; Agos yazilariyla, mansetleriyle ve gor-
selleriyle kaplanmis olan “Koridor Odasi”, 1996 ve 2007 yillari arasindan tarih-
sel bir panorama sunan duvarlariyla, azinlk toplumlarina iliskin dnemli olaylari
ve haberleri géstermektedir. Buradaki anlatinin zamansal btlnligu, koridora
acllan odalarda sergilenenler de zenginlesir.

13 http://www.agos.com.tr/tr/yazi/22350/23-5-nisan

14 23,5 Hrant Dink Hafiza Mekéani'nda 25.10.2019 tarihinde dlzenlenen ‘Hafiza Mekénlari Atolye-
si'den edinilen bilgi. Ayrica, 23,5 Hrant Dink Hafiza Mekani Hazirlik Sireci Raporu, sf.21, 2018,
HDV Yayinlari.

15 23,5 Hrant Dink Hafiza Mekéni Hazirlik Streci Raporu, sf.23-25, 2018, HDV Yayinlar.
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Gorsel 13 ve 14. 23,5 Hrant Dink Hafiza Mekéani Giris ve “Koridor
Odas!” (Fotograf: CAcun)

“Tirttava Odas!” da bu odalardan biridir. Ermeni kimliginden 6ttrG askerlik-
te erbasliga yUkseltiimemis olan Hrant Dink, ¢ok igerledigi bu ayrimcilik karsisinda
gizlice aglarken bir yandan sesi duyulmasin diye elindeki anahtarligi teneke bir ba-
rakaya sUrter. Odanin ismi, tenekeden ¢ikan bu sesi ¢agristirir. Hikayenin, Dink'in
video tanikligi Uzerinden aktarilmasinin yaninda, bir de tim odanin anlatilan tene-
ke baraka formunda bir enstelasyon olarak tasarlanmis olmasi, ziyaretginin em-
patik bir deneyim yasamasina olanak saglamaktadir. Odanin bir baska 6zelligi de,
interaktif bir video kaydetme ve izleme araciligiyla ziyaretcilerin kendi baslarindan
gecen ayrimclilik hikayelerini paylasmalarina ve baska ziyaretciler tarafindan kay-
dedilmis videolari da izleyebilmelerine imkéan vermesi.

Gorsel 15. “Tirttava Odasi” (Fotograf: C. Acun)

Esasinda hafiza merkezindeki en dikkat ¢ekici nokta, Hrant Dink’in bir anlatici
olarak tim odalari bizimle birlikte dolasmasidir. Tirttava Odasi’'nda oldugu gibi, gerek
videolar ve fotograflarla gerekse de kisisel esyalariyla. 1980 Darbesi’'nde gdzaltina
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alindiginda tutuldugu tuvaletten bozma hlcrede yasadigi iskenceleri anlatarak bu
kaotik doneme dair gergeklere 1sik tuttugu “Tuvalet Korosu” ismindeki odada veya
Tuzla'daki Kamp Armen’de gecen cocuklugunu, esi Rakel Dink ile tanismasini ve
buray! yasatmak igin verdigi micadeleyi anlattigi “Atlantis Uygarligi” isimli odada
da ayni durum gegerlidir. Ziyaretgiler, olaylari onun gdziinden 6grenirler. Dolayisiyla,
bu etkilesimsel ortam ziyaretgileri de taniklar olarak konumlandirir,

Gorsel 16. “Atlantis Uygarhgi Odasi” (Fotograf: C. Acun)

Mekénin en arka tarafinda bulunan Hrant Dink’in galisma odasinda da ayni
deneyim yasanir. 19 Ocak 2007'den bu yana ayni haliyle muhafaza edilen odada,
masasl, sandalyesi, defterleri, kitaplar, askiliktaki ceketi, Anadolu'nun farkli kdosele-
rine yaptigl ziyaretlerden topladigi bazi resimler ve klguk heykeller en son biraktig
gibi durmaktadir. Ziyaretgilerin bu esyalara dokunmasina izin verildigi i¢in (s6zgeli-
mi, kitapligin raflarindaki kitaplardan birini alip bakmak mimkdn), bu fiziksel temas
sayesinde odanin canli ve nefes alip veren bir yer olmaya devam ettigini sdylemek
mUmkdn. Odanin balkonunda ise sanatgi Sarkis'in bu mekan icin tasarladigi “Tuz
ve Isik” adli enstalasyonu yer almaktadir. “Acilardan pirlanta yaratma” metaforun-
dan yola ¢ikan sanatgl, yaptigi bu g¢alisma ile ilgili su sdzleri dile getirmis:

“Burasl igin aylarca calistik, en sade sekilde isiklarla donattik burayi,
bUtdn bu camlar elle yapildi, kirmizi sicakligi, bUytk duygulari dile
getiriyor, mavi buyudk bir stkdneti, bttin dinyamizi temsil ediyor.
Burada kandil yaniyor olacak hep ortada. Hrant'in odasindan ¢ikan
adaklari gimus civilerle astik duvarlara. isteyen de adaklarini
asabilecek buraya...”®

16 https://m.bianet.org/bianet/azinliklar/207744-23-5-hrant-dink-hafiza-mekani-turkiye-u-
nutmasin-bundan-sonra-diye
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Sarkis, burada surekli yanan kandilin tam Ustindeki tavana da Kamp Ar-
men'in krokisinin neon isikla temsil edildigi bir 1sik yerlestirmis.

Gorsel 17. Hrant Dink’in Calisma Odasi  Goérsel 18. Sarkis, “Tuz
ve Isik”, 2019 (Fotograf: C. Acun)

23,5 Hrant Dink Hafiza Mekani'ninda slrekli sergilenecek olan diger sanat
yapiti da, yazida daha once Yahudi Soykirnmi'na dair karsi anit ttrindeki calis-
malarina yer verdigimiz Horst Hoheisel ve Andreas Knitz'in Turkiye-Ermenistan
iliskilerine atfen yaptiklar “Buyukelgilik Kurma Projesi”. BlyUkelgilik levhasiymis-
casina tasarlanan ve bir tarafi Ermenice, diger tarafi Tlrkce olan metal levhalar-
dan olusan galisma, mekanin giris boluminde duvara asili olarak durmaktadir.
llk olarak Hrant Dink Vakfi'nin davetiyle'” bu projeye baslayan sanatgilar, iki Ulke
arasinda “hi¢ olmayan” bir diplomatik iliskiye dikkat ¢cekmek istemisler. Bunun
igin 2017'de vakiftan da klglk bir ekibin katiimiyla, hep birlikte Ermenistan’a se-
yahat ederek, burada gittikleri her yere ve ugradiklari her kafe ve lokantaya bu lev-
halardan birakarak, buralar buyUkelgilik ilan etmisler. Boylelikle, Ulkeler arasinda
barisin saglanmasinin gerekliligini ve bir araya gelmenin hi¢ de imkénsiz olmadigi
gergegini anlatmaya galismislar.

Sanatla 6grenme deneyimini 6n plana alan yukarida degindigimiz diger ha-
fiza mekanlarinda oldugu gibi, 23,5 Hrant Dink Hafiza Mekani'nda da sunulan du-
yusal deneyimlerin yaninda, kesfettirmeye ve arastirmaya olanak saglayan, yara-

17 Hrant Dink Vakfi tarafindan, DVV International ve Friedrich-Ebert Stiftung isbirliginde diizenlenen
"Baska bir Gelecek i¢in Hafiza Mekanlari, Hafiza Yollar” baslikli uluslararasi konferansta, Andreas
Knitz'in “Bir Elgilik Olarak Sanat” isimli konusmasindan alinmistir (22.03.2019, Yapi Kredi Kdltlr
Sanat Loca)
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ticl bir egitim anlayisiyla dlzenlenen atolyelere ve yenilikgi ziyaretgi programlarina
énem verilmektedir. Ornegin, periyodik olarak gerceklesen “Hafiza Arkeolojisi”
isimli atolye calismasi, nesneler tzerinden kurulan anlatilarla gegcmis, simdi ve ge-
leceqin birbirleriyle nasil iliskilendigine odaklanirken, “Hafiza Mekéanlari Atdlyesi”,
katilimcilarina hafiza mekanlarinin ne gibi islevlere sahip oldugunu, hatirlamanin
nigin gerekli oldugunu ya da trajedilerin umuda ve direnise nasil evrilebilecegi-
ni anlatmayi hedefler. Karsilikli anlayisin ve gegmisle ylzlesmenin énemini glin-
deme getirerek bu meselelere katki yapmaya galisan diger etkinliklerle beraber,
erisime aclk tutulan arsiv sayesinde ise, burasinin ayni zamanda bir soru sorma,
arastirma ve distinme mekéani olmasi amaglanmistir.

Sonug: Acinin Tapinaklarindan Umudun ve Ogrenmenin Mekanlarina

Susan Sontag, 2000'li yillarin basinda kaleme aldigi Baskalarinin Acisina
Bakmak adli denemesinde, o siralarda hizla cogalmakta olan hafiza mizelerini,
Yahudi Soykirimi MUzeleri 6rnekleri Gzerinden ele alarak, bu mekanlarin, Avrupali
Yahudilere ydnelik imha kampanyasi hakkinda distiinme ve yas tutma bigimleri-
nin Grtnleri olarak ortaya ciktiklarini sdyler. Kurulus amaglar geregi, insanlarda
kendi hafizalarini durmadan yoklama ve tazeleme istegi uyandirmalari nedeniyle
de, bu muzelerin ayni zamanda baska trajedilerin kurbani olmus halklari da kendi
muzelerini agmaya sevk ettigini belirtir. Bu gdzlemleri neticesinde hafiza mizele-
rini, “acilarin kapsamli, kronolojik bicimde dizenlenmis ve fotograflarla beslenmis
bir anlatiya siginak oldugu tapinaklar” (2005, ss. 87-88) olarak nitelendirir.

Sontag'in bu degerlendirmesi tzerinde disindigimizde, hafiza mizeleri,
daha ¢ok aci Uzerinden bir duygudaslik yaratan ve hatta “aciyr ylcelten” yerler
olarak on plana ¢ikarlar. Ayni sekilde, bir hafiza mekéani ya da mize kurma girisi-
minde bulunan halklar yalnizca “kurban” kimlikleriyle bir 6limsuzlik mertebesi
talep eden kimseler olarak konumlandirilirlar. Ozetle, bu bakis agisi cogu bakim-
dan, hem hafizanin hem de hafiza mekéanlarinin sahip oldugu dénUstiricl potan-
siyeli gormekten uzaktir. Yazida Uzerinde durdugumuz gibi, hafizanin hakikatlerin
aydinlatilmasindaki itici glicl, en muhim direnis aracidir. Dolayisiyla, dinyanin
birgok yerinde, dtekilestirilen topluluklar en temel yasam haklarini kazanabilmek
ve unutulmus kimi haksizliklarla basa ¢ikabilmek igin hafiza mekanlari kurma gi-
risiminde bulunmaktadir. Ustelik, bu girisimleri baslatanlar, gecmisin acilarina
tutunan “kurbanlar” degil, umut etmeyi rehber edinerek bir gelecek tasavvuru
yaratmaya calisan “aktorlerdir”.

Anlasilima ve gorinir olma ihtiyacindan dogan bu mekéanlar, mimkuin oldu-
gunca iletisimi tesvik eden yerlerdir. Bu nedenle kendilerine gereken ifade alanini
saglayabilmek icin, en basta sanat gibi glclli bir mecraya basvurarak, Bourria-
ud’'nun da soyledigi gibi, onun bireysel ya da toplu bulusmalara zemin hazirlayan
iliskisel yapisindan faydalanirlar. Sunulmak istenen anlati, duyusal deneyimi elve-
risli kilan sergilenme bigimleriyle desteklenirken, ziyaretgilerin de bu anlatilarin
pasif alimlayicilari olarak degil, aktif yorumlayicilari olmalari hedeflenir. S6z konu-
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su katimin olabilmesi icinse, Sontag’in bahsettigi tirden, salt aci Uzerine temel-
lenen bir duygudaslik ya da acima hissi yerine, Landsberg’in vurguladigi anlamda
etik dlistnmeyi, tefekklrl mimkin kilacak bir empati baginin kurulmasi gerekir.
Iste sanat gibi protez bir bellek araciyla saglanan bir iletisim ve 6grenme alani bu
ylUzden de 6nemlidir; empati Gzerine temellenir, zor gecmislerle basa ¢ikabilme
yollarini yaratici yollarla gdsterir.

Her anma alani gibi hafiza mekanlari da, tipki Robert Musil'in anitlar igin
soyledigi Uzere, bir slre sonra olusan gbz asinaligi nedeniyle, “goérinmezlesme
tehlikesi” (1986, s. 320) tasirlar. Musil'in s6zleri daha ¢ok geleneksel tipte, devlet
ideolojileri ¢cergcevesinde yapilmis ve dolayisiyla soru sordurmak gibi bir gayesi
olmayan anitlara yoneliktir. Ancak yine de tam da bu risk nedeniyle; gegmiste
yapllmis hatalarin, islenmis suglarin bir daha tekrar etmemesi igin gabalayan ha-
fiza mekanlarinin da, tipki yukarida yer verdigimiz 6rneklerde oldugu gibi, merak
uyandiracak tasarimlardan, katihmci, etkilesimsel yollardan vazgegmemesi; sana-
tin iliskisel alanindan beslenerek yeni 6grenme yontemleri ve hatirlama pratikleri
Uretmesi muhimdir.
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Résumé

) Une Analyse de la Facon dont Les Institutions Artistiques Privées
Evaluent Leur Présence Numérique Pendant COVID-19

Les médias numeériques ont prouvé leur importance lors du verrouillage du
COVID-19 en rassemblant les citoyens et en offrant un espace virtuel pour étre
créatif. Par conséquent, les institutions artistiques ont reconsidéré leur présence
en ligne et élargi leurs capacités numériques en se concentrant sur leurs sites
Web d’entreprise et leurs comptes de médias sociaux. Diverses recherches ont
été menées sur l'utilisation des médias numériques par les musées pendant le
verrouillage, principalement en termes de chiffres. Pour proposer un regard dif-
férent, a travers une approche explicative soutenue par une méthodologie quali-
tative, cette étude vise a comprendre comment les équipes médias numériques
et communication des institutions artistiques ont évalué ce virage numérique
rencontré lors de la pandémie. Compte tenu de la facilité d’accés du chercheur,
cette étude s’est concentrée sur les principales institutions artistiques privées
d’Istanbul. Quatre entretiens approfondis ont été menés avec des employés
d’Arter, d’Istanbul Modern, du Pera Museum et de SALT en janvier 2021. Paral-
lelement, en se concentrant sur leurs activités numériques, les expériences des
membres de I'équipe ont été partagées.

mots-clés: Etudes muséales, médias numériques, COVID-19, médias so-
ciaux, pandémie, musées d’art, communication numérique
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0z

COVID-19 Déneminde Ozel Sanat Kurumlarinin Dijital Varhklarini
Nasil Degerlendirdikleri Uzerine Bir Analiz

Dijital medya araglari, COVID-19 karantina dénemi sirasinda insanlari bir
araya getirerek ve yaratici olabilmeleri icin sanal bir alan saglayarak, gtinliik haya-
timizdaki 6nemi bir kez daha kanitladi. Bu nedenle, sanat kurumlari ¢cevrimici var-
liklarini yeniden gézden gecirdiler ve dijital yeteneklerini kurumsal web sitelerine
ve sosyal medya hesaplarina odaklanarak genislettiler. Kapali kalinan sdire icinde,
mdizelerin dijital medya kullanimlarini agirlikla sayisal veriler araciligiyla ele alan
cesitli arastirmalar yapilmistir. Farkli bir bakis agisi sunabilmek adina bu ¢alisma,
nitel bir yéntem ile desteklenen aciklayici bir yaklasimla, sanat kurumlarinin dijital
medya ve iletisim ekiplerinin pandemi sirasinda deneyimledikleri dijital degisimi
nasil degerlendirdiklerini anlamayir amaclamaktadir. Arastirmacinin erisim kolayligi
g6z éniine alindiginda, bu calisma Istanbuliun 6nde gelen ézel sanat kurumlarina
odaklanmistir. Ocak 2021'de, Arter, istanbul Modern, Pera Mtizesi ve SALT adli
kurumlarin calisanlari ile dért derinlemesine gorlisme gerceklestiriimistir. Buna
paralel olarak, goriisiilen ekip lyelerinin deneyimleri, dijital faaliyetlerine odakla-
narak paylasmistir.

anahtar kelimeler: Mlize calismalari, dijital medya, COVID-19, sosyal
medya, pandemi, sanat miizeleri, dijital iletisim
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Introduction

Museums as institutions that preserve our common heritage, provide
spaces that promote education, inspiration and dialogue; strengthen social co-
hesion, foster creativity and convey collective memory (UNESCO, 2020). The
COVID-19 epidemic, which has affected the whole world since the beginning
of 2020, also required museum audiences and physical environments to meet
on digital platforms with an impulse to socialize through networking; and thus,
museums have entered a period in which they had to present their collections
and activities to the audience in virtual environments and required the digital
participation of the audience through diverse platforms which museums offer
(Karadeniz, 2020, p. 975). In reaction to the COVID-19 pandemic, museums have
attempted to recreate the physical tour experience through alternative replace-
ments using new online media tools (Burke, Jargensen, & Jargensen, 2020).

Researchers, that will be mentioned later in this paper, have focused on
the various aspects of the digital shift that museums have experienced during
the pandemic, and international institutions have published reports regarding the
effects and results of this change by sharing qualitative data. Likewise, articles
addressing digital media use have been limited to illustrating online activities
proposed by the museums such as virtual exhibitions, social media sharing and
the rise of followers particularly. Within this framework, establishing a causal re-
lationship, a study that covers how museum employees evaluate the process of
decision making and implementation of digital media usage during the pandemic
is needed.

Private art institutions, acting as museums, which aim to introduce artistic
and cultural heritage and make these values sustainable by carrying them to dig-
ital environments in accordance with today’'s technologies, is under the scope of
this study. The aim of this article is to investigate how these institutions’ digital
media, digital marketing and communication teams, who are in charge of devel-
oping the digital presence, set up their digital communication strategies, how
decision-making mechanisms work, and what were the positive and negative
experiences/consequences have been experienced, in a period when we are
suddenly more dependent on digital media tools, platforms and online commu-
nication.

Unlike studies that rely on numerical data and focus on how the applied
strategies are evaluated by users, this research studies the digital agenda be-
hind the scenes. Instead of embracing a consumer-led perspective of a social
phenomenon that has affected the whole world, this paper aims to enable a
service-oriented analyze. In this way, researchers and interested parties working
on museum studies can better understand how museums adopted, reshaped,
revalued and advanced digital technologies, imposed during the pandemic.
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Throughout this article, firstly, the development of museums'’ digitalization
process regarding the ways museums use digital tools and technologies will be
discussed. Secondly, how various researchers studied the effects of COVID-19
will be briefly illustrated. Thirdly, with a focus on the private art institutions and
museums located in Istanbul, the digital activities performed by Arter, Istanbul
Modern, Pera Museum and SALT during the pandemic, which mostly refers to
the lockdown period when the museums were closed in between March - June
2020, will be discussed. And finally, how the respondents of the institutions
evaluate the digital shift imposed by the pandemic; what they have encountered
during this process will be described within the framework of their relationship
with the relevant online tools.

Museums and Digital Shift

Message explains the concept of “‘new museum” as institutions where
new objectives are developed and produced in order to associate with society
with an inclusive manner to make the ‘disciplinary boundaries’ indistinct (Mes-
sage, 2006, p. 604). Therefore, museums, operating as visitor-centered sites
rather than collection-driven organizations, are primarily associated with the
ways they unite with the public and develop their atmosphere for new segments
of the population (Shrapnel, 2012). Regarding the social frame of reference, art
museums have been developing their public scope as well as redefining and
expanding their responsibilities in an attempt to unite with their visitors more
straightforwardly, focusing on what their audience experienced (Esmel-Pamies,
2009). Onur states that museums had to use today’s digital technologies, that
enables them to deliver their cultural heritage inventory to wide audiences (as
cited in Oguz, 2019, p. 24). Thus, postmodern museology which emerged in the
second half of the 20th century, is based on building a mutual interactive relation-
ship with the visitor (Onur, as cited in Oguz, 2019, p. 24). By this means, through
introducing new ways for exhibition design and enabling innovative programs,
introducing the notion of technology at the heart of museum life; developing new
agendas like directed or curator-led visits, offering certain seminars for different
age groups; providing various activities such as workshops, discussions modern
museums define their new structure as places which enable greater communi-
cation with audiences (Altunbas & Ozdemir, 2012, p. 6).

“In a shift from a relatively static culture to a global, corporate and elec-
tronic culture that constantly invents and reinvents itself, we can come to know
the art museum differently” (Oberhardt, 2001, p.5). Oberhardt argues that per-
manency cannot be discussed in the 21stcentury where we are living in an era of
transition, which we seek to discover distinct and modern connotations for the
study of art and museum studies to be able to be more open to the transforming
culture and the new norms it brings (Oberhardt, as cited in Pollock & Zemans,
2007). Due to creating a more structured relationship between the museum and
its audience (and perhaps new audiences), numerous scholars have addressed
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the strategies planned by museums examining the user interaction research that
suggests innovative programs, primarily based on curatorial activities; the use
of technologies and imaginative festive elements that include emerging digital
technologies (Bourgeon-Renault, Urbain, Petr, Le Gall-Ely, & Gombault, 2006);
proposed methods to consume cultural and artistic works via measuring various
visitor groups and their behaviors (Daenekindt & Roose, 2017).

When discussing the outcomes of the process of digitalization, Erbay
states that enriched interactive design and augmented reality applications, car-
ried the museum works to a new virtual dimension, thus in the era of postmod-
ern museology, museums started taking advantage of the opportunities provided
by digital technologies (Erbay, 2017, as cited in Oguz, 2019, p.24). Examining the
changing nature of the museum studies regarding their ‘digitalization’ process,
we notice that to encourage participation; present audiences with an enjoyable
experience and more and to facilitate the distribution of cultural objects and cre-
ating awareness, museums have begun to utilize various technologies such as
3D graphics, panorama displays, augmented and virtual reality technologies, as
well as interactive games (Collin-Lachaud & Passebois, 2008).

In today’s world, museums might well be “visited” 24 hours a day by
means of what digital technology offers. Furthermore, digital opportunities pro-
vide visitors with diverse choices for engagement. Viewing exhibits, engaging
in online debates, exchanging experiences, curating exhibitions, working with
other audiences, and adding to museums’ online collections are among the few
benefits provided by the digitally-driven museums (Grincheva, 2018).

Social networking has been one of the prominent players in cultural organi-
zations in order to establish a strong connection with the public. Moreover, when
we discuss the experience of the online community, Grincheva (2018) suggests
that the relevant audience needs diverse social and cultural events delineating
online discussions through social networking sites. And studying all these online
interconnections allows us to find:

(...)online traces which are constantly recorded in the digital realm as
visitor comments, posts, likes, visits, or shares. This online data on
virtual audience behavior provides opportunities for more nuanced
and comprehensive audience research that aims to enhance
relationships between institutions and the public. (Grincheva, 2018,
p. 104)

The international conferences based on museums, and their digital pres-
ence have acknowledged the assessment of online museum practice and the
time spent with multimedia apps as a significant trend (Esmel-Pamies, 2009).
Therefore, these digital platforms and social media use were researched exten-
sively under the digital museum and audience development studies.



40 lleti-s-im 6zel sayi: 7« mayis/may/mai 2021

Finally, when we consider the museum studies regarding the digital ac-
tivities of museums in Turkey, we notice that researchers mostly have touched
upon broadly how museums respond to the digital shift, giving examples accord-
ing to the concepts they have discussed.

Concerning the museum research in Turkey, it is significant to point out
that museums in Turkey are most generally differentiated as state museums and
private museums, according to their governing structure. Therefore, it is possible
to see different managerial approaches evaluating these two categories. Also,
not all institutions owning collections, creating temporary exhibitions and en-
gaging with public via various activities and publications, identify themselves as
museums, even though they act as a museum in most ways. Likewise, some of
the organizations that were evaluated as a part of this research have different in-
stitutional structures that will specified under the sampling section of this paper.

To move on, researchers define museums in Turkey (either state or pri-
vate), as cultural organizations that benefit from digital products to support the
presence of their temporary and permanent exhibitions (Karadeniz, 2020, p. 981).
Also, academics working on the field indicate that the museums in Turkey can
be described as places where technology-driven tools are continually being used
to create online content through new media applications (Eristi, 2016; Cildir &
Karadeniz, 2014, as cited in Karadeniz, 2020). According to Karadeniz (2020),
digital information guides, audio headset systems, impact-vision system instal-
lations, live painting applications, 3D information systems, layered holograms,
virtual applications, touch screens, digital books, thematic simulations and virtual
workshops are among the mostly used digital technologies can be seen at the
museums in Turkey (p.981). With the digitalization process regarding the state
museums, in 2012, 16 museums have started to be renewed with the contem-
porary museum understanding and in 34 new museums the implementation of
new technologies has projected (Karadeniz, 2020, p. 981). Especially when we
examine virtual presence of museums in Turkey, we discover various examples
from both state and private museums. To illustrate, it is possible to take a virtual
tour in 33 different state museums at the “sanalmuze.gov.tr” established by the
Ministry of Culture and Tourism. Private museums also keep up with the digitali-
zation processes; through preparing digital exhibitions based on their collections
and temporary exhibitions; social media organs, live broadcasts, webinars and
online workshops (Karadeniz, 2020, p. 981).

Since there are not many detailed resources analyzing the web presence
and social media usage in Turkey, in a recent research, Oguz (2019) has analyzed
603 various types of museums in Turkey. It has been acknowledged that while
84% of the researched museums had a corporate website, 38% of these muse-
um groups were using at least one of the social media platforms among Face-
book, Twitter and Instagram (Oguz, 2019, p. 110). Moreover, according to the
research, when the social media usage performance is examined, it has learned
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that most of the museums that actively use these platforms are located in Is-
tanbul and have a management structure dependent on the private foundations
(Oguz, 2019, p. 111). Likewise, Parseyhan have analyzed 62 private museums
in Istanbul and pointed that 36% of the researched museums have invested in
social media and web services, while using digital technologies only prior to and
after the visit; accompanied with the social media use, 24% of the museums
utilize digital technologies to improve the visit itself; and lastly the 16% the mu-
seums approach the visit itself as a means of immersive experience, through
digitalizing their contents, using 3D screens surrounding the visitors, or by other
interactive technologies (Parseyhan, 2020, p. 3540).

COVID-19 and Museum Studies

Museum activities across the globe have been interrupted by the CO-
VID-19 pandemic, risking their financial sustainability and the wellbeing of thou-
sands of museum workers (ICOM, 2020). (see Figure 1).

Figure 1. "Key Trends” presented by UNESCO (UNESCO, 2020,
p.4).
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The need for museums to use technology effectively and increase their
digital capabilities has become central to discussions in the field of cultural her-
itage with the global COVID-19 pandemic (Karadeniz, 2020, p. 984). Through
their reaction to the pandemic, museums worldwide have sought to be fast and
constructive, turning their attention to resolving challenges within their societies
in this circumstance (NEMO, 2020). Hence, by growing their digital services to
connect audiences who remain at home, museums have responded as quickly
as possible to reduce the feeling of alienation and loneliness (NEMO, 2020).
Either by presenting or re-presenting their previously digitized resources or cre-
ating new contents including online exhibitions, virtual tours, online educative
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workshops or informative videos about art and artists, different museums all
around the world have found their way in the digital world during the pandemic.
World-renowned museums such as the British Museum, the Metropolitan Mu-
seum of Art, the Louvre Museum, and the Hermitage Museum have entered
into a great competition to bring their collections to the audience on digital plat-
forms; and while updating their virtual museums and opened them to visitors,
they have also created new virtual exhibitions and tours, also drawing attention
to different studies on archeology and writing the history of the epidemic during
the pandemic (Karadeniz, 2020, p. 976). It is also known that there has been a
serious increase in the number of visitors of the virtual tours around the globe
including Turkey (Karadeniz, 2020, p. 982). UNESCO has shared a figure regard-
ing the distribution of digital response types of the researched museums in its
report and illustrated the results regarding the digital responses by region (see
Figure 2). According to the figure, while having utilized from previously digitized
resources (cat. 1), museums categorized under the Western Europe & Others
including Turkey, have also presented online versions of exhibitions and events
(cat.2). Moreover, while using social media as a means of communication (cat.
3), museums under this category have used other media to create and share
new content offering educational and creative activities (cat. 4) contrary to other
regions (UNESCO, 2020).

Figure 2. Distribution of digital response types presented by
UNESCO (UNESCO, 2020, p.17)
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While most museums utilize social media more than ever, there has
been a change in the development of interactive tours and online displays since
cultural institutions wanted to engage with their audiences via multiple products.
Museums have established their appropriate educational function digitally by de-
livering online quizzes, and instructional resources, in addition to offering online
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exhibits and interactive museum tours (NEMO, 2020). A respectable number
of museums are now considering being more interested in the production of
podcasts, live content and this leads to them seeking input and involvement
from the online communities they are reaching out to (NEMO, 2020). ICOM has
analyzed the changes in digital services regarding the usage of different digital
tools before and during the pandemic to present how different museums com-
municate with their audiences (see Figure 3). According to the figure, for partly
15% of contributors, all the listed digital activities have either increased or start-
ed after lockdown and also nearly half of the contributors have begun presenting
online activities through social networks or increased their usage (ICOM, 2020).

Figure 3. Changes in digital services presented by ICOM (ICOM,
2020, p.10)

B ko B Yes, same as balore e, incmaned after lockdown [ Started AFTER the lockdown

0.75 | ‘

1 —

05

0,25

Collection onling Onling sxhiblions L evarnls Merasdettors Pexfcails Cuicreaiconbils  Socal meda

While it is still challenging for certain museums to carry out some opera-
tions, significantly moderate services, it is inevitable that this crisis would have
a lasting effect on how cultural institutions engage with their audiences (ICOM,
2020).

In order to collect data about how the current crisis of COVID-19 effected
and could influence the cultural field in the short and long term, most known insti-
tutions relating to the arts and museum sector such as ICOM, NEMO, ArtFund,
UNESCO established national surveys to examine the effects of the lockdowns,
as referred above, and focused on digital resources and communication; online
activities on social networks; investment in digital technology, digital cultural her-
itage and the use of these networks; the quick and compliant digital skills and
infrastructure, among other impacts of the pandemic.

Various writers have conducted comprehensive research to exemplify the
digital activities of museums (Karadeniz, 2020); investigate how the museums
deal with the COVID-19 global crisis by putting digital and virtual applications into
effect (Erkmen, Kilig, & Kutsal, 2020); map innovative approaches of museums
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regarding the strategies adopted (Zbuchea, Romanelli, & Bira, 2020); understand
which traditional patterns of consumption have been affected concerning the
digital cultural experience (Radermecker, 2020); examine alternative replace-
ments making use of online platforms (Burke, Jgrgensen, & Jorgensen, 2020)
digital communication of museums and the increased online participation of the
audiences (Diamantopoulou, 2020); acknowledge how the pandemic has affect-
ed museology studies through exemplifying the usage of new media tools from
Turkey (Kasapoglu Akyol, 2020).

The Purpose, Method and Sampling of the Research

As the goal of this paper was to drill down into the impact of COVID-19
and illustrate different aspects that museums and art institutions faced regarding
their digital presence, the research is qualitative in nature. To be able to fully un-
derstand the general state of museums during the pandemic, researchers should
not only concentrate on examining numbers of scope, interactions, and posts in
terms of using digital media resources. Since qualitative analysts are becoming
more concerned in questioning how and why issues were taking place and eval-
uating perspectives, attitudes and behaviors (Creswell, 2016), this study design
offers respondents the ability to be responsive in their answers and extend the
discourse. For this purpose, to investigate how museums responded to what
pandemic and lockdown brought with respect to digital activities, four in-depth
interviews have conducted with people who work at the digital marketing and
communication departments of Arter, Istanbul Modern, Pera and SALT, with
their consent on recording.

As qualitative research aims to reveal how the participants perceive, con-
ceptualize and evaluate the events instead of a numerical representation, in-
depth interviewing was used from data collection techniques (Rafig, Batool, Ali,
& Ullah, 2021). Employees of four private art institutions in Istanbul, who works
under digital communication and marketing departments were interviewed (see
Table 1). While having a general information about the digital communication
strategies of the institutions and how they have been practiced before and after
the pandemic, the following concepts have discussed with the interviewees re-
garding their experience of:

¢ using various digital media tools and platforms

e content creation process for digital communication

® resource management in terms of new media usage

¢ presenting online curatorial activities, during the pandemic.

Also they were asked to evaluate the challenges and advantages of this
period and their future plans in terms of digital media usage. The talks were held
during January 2021. Three of the four interviews were conducted via Zoom
and were recorded with the consent of the participants and deciphered together
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with the notes taken during the interview. One of the interviews was conducted
by phone. The duration of the meetings varies between 50 to 60 minutes. The
participants identified below (see Table 1), which were aimed to be interviewed
with purposive, typical case sampling, have been selected due to their easy ac-
cessibility as used in convenience sampling.

Table 1. Interviewee Information

Intervieweed Position Code

Institution

Arter Media and Marketing Specialist 1

Istanbul Modern Digital Marketing Manager 12

SALT Institutional Communication 13
Specialist

Pera Museum Digital Projects and Social Media | 14
Supervisor

Concentrating on their corporate websites, Istanbul Modern describes it-
self as an institution which was established in 2004 as Turkey's first modern
and contemporary art museum, dedicated to expressing the creative imagina-
tion and cultural identity of Turkey with the locally and internationally art worlds,
through facilitating a full variety of interdisciplinary programs (Istanbul Modern);
SALT is identified as a cultural organization providing research-based exhibits,
publications, web-based and multimedia services, as well as creating programs,
delivered through SALT Beyoglu and SALT Galata in Istanbul and to SALT Ankara
(SALT). Moreover, established in 2010 as an affiliate of the Vehbi Ko¢ Foun-
dation, Arter is defined as a sustainable, lively cultural center providing a large
variety of services that are open to everyone (Arter). And lastly, Pera Museum
was opened in 2005 and is a private museum founded by the Suna and the Kirag
Foundation, aiming to offer an outstanding range of diverse, high-quality cultural
and artistic services (Pera Museum).

The institutions included in this analysis may be expected to present a
suitable scenario in regard to the various corporate identity features that the
private museums in Istanbul hold. The researcher was unable to contact a sig-
nificant number of respondents owing to the pandemic situation in the world
and the density of the workload that the new media and communication depart-
ments contend with. However, this limitation was tried to be resolved by holding
in-depth interviews which help to see the topic from different perspectives.

The results of the data that emerged after the in-depth interviews were
presented to the reader by using the descriptive analysis method defined by
summarizing and interpreting the data obtained according to previously deter-
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mined questions and themes (Yildinm & Simsek, 2016, p. 238), in conjunction
with the results of previous research, which already presented.

Findings and Discussion
A general look at the usage of digital media tools before COVID-19

The use of digital media tools in museums generally aims to maintain in-
teraction with visitors, collect data about them, to remind the activities and pro-
grammes offered to the existing audience regularly and to provide information
to new visitors (Erkmen et al., 2020, p. 274). While museums are adapting the
inter-museum communication channels to develop technology, they can obtain
faster and more measurable data via social media and websites instead of using
classical communication tools had their grounds outside the museum (Erkmen
et al., 2020, p. 274).

It has been indicated that the interviewed institutions’ digital activities had
started long before the pandemic, and especially for the last five years, utiliz-
ing social media consciously was at the center of their communication agenda.
When we examine the most popular digital media platforms that all the insti-
tutions make use of, we can notice that they all have a Web page, Youtube,
Instagram, Facebook and Twitter accounts. Therefore, the investment relating
to the usage of digital media tools was already made years ago. However, three
of the institutions have mentioned that they are on the verge of developing a
new Web page to present a more user-driven design, language and interface.
Moreover, although each museum has a Linkedin account, it would not be wrong
to say that this is the least used or less significant account among other media
tools. Finally, tools revolving around sound and music, such as Spotify or Sound-
cloud, were the only ones not used by all the institutions. For example, while
Pera Museum and Arter have their Spotify accounts, the others do not. And it is
essential to point out that the ones who have the account only use it to create
playlists, which means they do not create original content such as podcasts etc.
Uniquely, only Arter utilizes Soundcloud to share audio content prepared for the
exhibitions. In addition to the digital tools mentioned above, all the institutions
state that e-newsletter delivery is a significant part of their online and digital
communication.

As indicated, all the institutions emphasized that they have a structured
digital system before COVID-19, which was helpful for them to maintain their
communication during the lockdown period. To examplfy, the interviewee repre-
senting SALT, briefly refers to their digital presence before and during the pan-
demic below.

In fact, we were open to sharing through different digital tools before the
pandemic. Since our aim is for users to reach our archive, which also exists dig-
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itally, we have started to evaluate our contents under different headings again.
(I3, SALT, Personal Interview, January 24, 2021)

During COVID-19
Corporate Websites

While evaluating the websites first, the interviewees were asked about
their institutions’ general approach regarding how they regulate their websites
and other websites they utilize and were there any changes in terms of usage.

In the case of how the institutions utilize their websites, it has been noted
that Pera Museum sees its website as an online museum. In other words, they
believe that visitors should reach every information regarding what the museum
presents to them through their website. “We should not consider digital tools,
separately from the museum,” says the interviewee representing Pera Museum
(14, Pera Museum, Personal Interview, January 14, 2021). This includes the art-
works, exhibitions, programs, and events. Apart from operating as a reflection
of the actual museum, Pera’s website offers digital-only content to its visitors
through re-evaluating their collection at Google Arts&Culture. Acting in the same
way, Istanbul Modern benefits from its website to inform its visitors about their
calendar, create digital content for the online tools, allow online visitors to expe-
rience the 3D tours of the exhibitions, and reach a selection from the museum'’s
permanent collection. Digital Marketing Manager of Istanbul Modern states that
they consider their website as a library.

Diversly, SALT offers three different corporate websites. To be able to
present the exhibitions and events of SALT Galata & Beyoglu, the institution
prefers to use saltonline. Also linked to the mentioned website, presenting both
physical and digital sources (SALT) to open a space for research the institution
uses saltresearch. And lastly, SALT provides access to its famous archive col-
lections via archives.saltresearch.org, which can be accessed from saltresearch.

After the general evaluation, the interviewees have been asked if and how
the pandemic has affected the way that they operate their websites. All inter-
viewees indicated that they either re-arranged their content at the homepage
of their websites to announce what they are already offering to draw attention
or they embedded new content such as the online exhibitions, videos, or films
prepared during the pandemic.

We bring some of our content, which we believe to be more
influential, up front either through banners, or pop-up screens, or
by changing the frontend. For example, our collection or 3D virtual
tours which we created long before the pandemic. Also, we wanted
people to be aware that our museum shop was still working online,
and our learning activities have moved to online channels such as
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workshops. As a result, during 2020, 800.000 visitors reached our
website and the Web page’s overall engagement increased by 30%
percent. (12, Istanbul Modern, Personal Interview, January 6, 2021)

While mentioning how they reshaped their homepage structure in terms
of content, the institutions have also pointed how their reevaluation has affected
the visitor numbers.

We were using our website more as an archive, but during the
pandemic, we started using it as the front face of the content we
create, by repositioning and changing the layout of the homepage.
We presented works from our archives that are already on hand
with newly curated themes on the research page. While doing
that, we were also presenting web projects, and we thought about
how we could adapt our content to today's agenda. Therefore, our
website has got much more attention than the other actions we
have taken; especially the view rate of our website of our digital
archives increased twofold. (I3, SALT, Personal Interview, January
24, 2021)

It has been acknowledged that Arter presents a different perspective from
other institutions in terms of how they use their website. Arter offers necessary
information regarding the exhibitions and other programs, also giving a brief in-
formation about the institution, building and its facilities including its member-
ship options. However, during the pandemic, it has been noted that to be able to
engage with the audiences, online selections of video works titled #playathome
were presented on the museum website and workshops titled Show and Tell
from Home were held through the online communication platform Zoom.

Social Media (Facebook - Instagram — Twitter)

The Digital Projects and Social Media Supervisor at Pera Museum indi-
cates that since social media came out, the issue of accessibility has become
prominent for them; “the more people we can reach and deliver our services to,
the better for the museum.” (14, Pera Museum, Personal Interview, January 14,
2021). It is likely that not all the museums evaluate the issue of reach from the
same perspective. The interviewee representing Arter states that increasing the
posting frequency on social media during the pandemic to be able to achieve
higher interaction rate or reach, was not the primary objective of Arter and dis-
cussed their motive as following.

We did not increase our frequency of social media sharing because
we were already posting on a daily basis and focused on the type of
content we can offer. And the driving force behind it was to mediate
a sustainable interaction with art, as much as digital presence itself.
(11, Arter, Personal Interview, January 30, 2021)
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Generally, museums state that they make announcements from every
social media account as a part of their communication strategy, so they usually
share the same content on every platform. Likewise, below, Istanbul Modern's
participant states in detail that they have tried to post all information on each
social media platforms simultaneously.

We try to share every content on Instagram, Twitter and Facebook
at the same time. We embedded the same content in different tools
separately in order to create the same Istanbul Modern perception
everywhere. However, the availability of broadcasting live talks on
Facebook and Instagram have created their unique place among the
other social media tools. We tried these live events in the pandemic
period too. Also, since sharing video content has become essential
during the lockdown, we distinguished the social media tools that
enable us to utilize this feature the most from others. That's why
our posting frequency has increased. We use Instagram stories
more than the other tools, because it gives us the ability of sharing
the same content repeatedly such as reminders for our events or
announcements. (12, Istanbul Modern, Personal Interview, January
6, 2021)

Similarly, when we discuss the posting frequency, Arter states that they
have not changed their daily frequency because they prefer to be careful about
over-posting. They wanted to maintain the ongoing posting traffic which their
followers are used to. In like manner, not only for social media posting, but also
for creating digital content in general, SALT also wanted to be patient during the
pandemic and described the process as follows:

Unlike other museums, we were not in a rush to share new ideas
and contents; we kept certain periods of time to understand
the pandemic world after we closed. Although we had a busy
schedule for sharing online contents, we still kept studying our
current programmes and presented most of them digitally around
September. (I3, SALT, Personal Interview, January 24, 2021)

We notice that social media is being used as a marketing tool and it has
an essential part in some of the museums' general marketing strategy for in-
forming people about offers, in addition to strengthening their hand for further
co-operations on social media with its sponsors. Also, it has been acknowledged
that producing content to bring art to people’s lives and invite people to generate
content together is another strategy developed during the pandemic. Likewise,
when we consider the motivations behind the usage of digital tools specifically
during the pandemic, another critical point to realize is that not all the institutions’
main aim stayed the same. On the contrary, it has evolved. To illustrate the point,
it is important to share what Pera Museum's participant indicated below :

While we were using social media to inform our followers about our
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exhibitions and events that are normally included in our calendar, we
have changed this perspective through re-arranging and representing
our old content on social media during the pandemic period. Social
media tools, which were considered mainly as advertising and
promotion channels by the institution in the past, are now seen
as the museum itself. Therefore, thanks to new media tools we
can navigate the digital environment more easily and our social
media accounts have become richer in content, almost more than
the physical environment. (I14, Pera Museum, Personal Interview,
January 14, 2021)

Moreover, thanks to the pandemic, institutions were more open to new
ideas and therefore decisions have evolved for the better. It has been stated
that the pandemic has opened the way for creating user-generated content in
Istanbul Modern, for the first time. Embrace art with a rainbow project, where
they invited children to paint rainbows inspired by Sarkis's work Rainbow from
the museum’s collection, can be given as an example as it is indicated below:

To be able to connect with more people who are stuck in their
houses and to offer them creative activities that can be done with
children, we benefit from user-generated content, and it made a big
impact. (12, Istanbul Modern, Personal Interview, January 6, 2021)

YouTube and Vimeo

Even though they both enable featuring motion videos elementally, in
terms of evaluating their usage, YouTube and Vimeo must be considered sep-
arately. As mentioned in the first section regarding the website usage, all four
museums have added new content to their websites, such as online movie
screenings or a curated selection of video works from the collection or even on-
line exhibitions formed to exhibit video works; therefore, they needed to embed
these video formats via an appropriate digital tool. Although all the institutions
have a YouTube account, it has been reported that they chose to use Vimeo
to embed videos on their websites because it was a more convenient tool for
doing so. However, when we consider reaching more people and following the
new media trends followed by the majority, YouTube creates its unique space
in our lives. Specifically, all the museums interviewed own a YouTube channel;
it is mostly used as a tool that can be inferred as a platform that facilitates grow-
ing audiences and creating face-to-face communication (Anderson, 2010) and
grounds for social engagement.

To dig further, we discover that all the museums’ presence on YouTube
dates back to 2011-12. While some museums were using it more frequently,
some were not active users (see Table 2). Nevertheless, all the interviewees
admit that the amount of content they have published on YouTube has increased
during the pandemic.
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Table 2. Youtube Membership and Videos Posted

Institution The date joined on | Numbers or videos added
Youtube (Feb 2021)

Arter February 2012 71 videos

Istanbul Modern November 2011 268 videos

Pera Museum September 2011 592 videos

SALT February 2011 427 videos

While talking about their YouTube strategy, the Digital Marketing Manager
of Istanbul Modern stated that they have shared diverse content through You-
Tube.

Before the closure, we had already invested in our YouTube account,
and we were using it as a video repository. We improved the way
we use it regarding what it offers as a digital media tool during the
pandemic, we renewed our channel and adapted it. Through sharing
new video content, we started using YouTube more actively. Among
these, we can count the ones our curators and educators talk about
artworks from our collection or exhibitions; live or recorded videos
of the events and talks held by the curatorial or cinema departments
on Zoom,; projects that we have created to archive the COVID-19
period through the eyes of artists; video works from our exhibitions
and so on. | must indicate that we have also managed to broadcast
live events on YouTube for the first time in the pandemic. (12,
Istanbul Modern, Personal Interview, January 6, 2021)

Therefore, it might be true to say that Istanbul Modern was one of the
institutions that shared the most diverse content on YouTube.

In like manner, while Pera was creating YouTube exclusive exhibition con-
tents through presenting the artworks, newly created videos about old exhibi-
tions and artists, curator and artist talks or workshop videos; SALT has moved
its famous “Thursdaycinema” to YouTube to continue showing movies, and also
hosted talks and presentations. Likewise, Arter shared a prior exhibition content
offering a 3D experience, or artwork videos, also including workshops and art
historian talks.

Additionally, it has been stated that the YouTube Ads feature helped SALT
the most, in terms of creating awareness among the possible visitors. “Propor-
tionally, YouTube was the most interactive platform we make use of. (I3, SALT,
Personal Interview, January 24, 2021)
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Google Arts & Culture, and 3D Tours

As mentioned, Google Arts & Culture has become really popular during
the pandemic since it has enabled people to reach artistic content from various
art institutions in their homes. That's why, so many museums around the world
were providing content to be shared on the website as mentioned below:

People were really interested in what museums were sharing in
Google Arts and Culture because they needed to take a breath with
art. Therefore, the engagement statistics on the site has increased
100%. (14, Pera Museum, Personal Interview, January 14, 2021)

Correspondingly, the only institution which was not present on Google
Arts&Culture before the pandemic was Arter. With opening its new building in
September 2019, they were preparing to launch their account and on Interna-
tional Museum Day in May 2020, they have also opened their first exhibition
on Google Arts&Culture, during the closure period. Likewise, Pera and SALT
have increased their presence by adding new projects on Google Arts & Culture.
However, SALT utilizes Google Arts & Culture mostly to promote their archival
value in a unique way.

When we discuss the presence of 3D virtual tours, we realize that Istan-
bul Modern was benefitting from it before the pandemic period, and the most
prominent reason behind having a virtual tour was documenting the old building
that they now rebuild. As mentioned, through drawing attention to the virtual
tour on their website and social media at the beginning of the lockdown period,
the museum experienced a tremendous interest. For this reason, while Istanbul
Modern was adding three more 3D virtual tours to its website during the pan-
demic, Pera and Arter have also shared their 3D exhibitions. However, both insti-
tutions indicated that the primary reason for having a 3D tour was to document
the shows. Lastly, apart from its Google Arts &Culture presence, SALT did not
choose to offer a 3D exhibition tour during the pandemic because the physical
experience proposes a critical value for the institution.

Challenges Faced and Advantages Gained Throughout the Lockdown
in General

When the interviewees were asked about the challenges of the lockdown
and its effects on digital media usage, the most common response was the
issue of creating eligible content in a short time. For example, the interviewee
representing Istanbul Modern states that being fast in this process was really
important in order to transfer most of the contents to several online platforms
simultaneously. Media and Marketing Specialist of Arter talks about the challeng-
ing parts of the pandemic period below:
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Adapting to the digital world during the lockdown was challenging
since in Arter's programme physical presence has always been
central. During this period, we searched for new ways to maintain
our interaction with our followers and visitors through digital media
and developed new formats with cross-departmental studies. (I1,
Arter, Personal Interview, January 30, 2021)

Also, another aspect mentioned as a challenge was the process of persua-
sion. Since some of the museums were inexperienced in using specific digital
tools, the teams responsible for digital communication had to convince the mu-
seum executives to change their previous digital strategy. For example, posting
new content on social media, having new partnerships with other museums,
attending the commonly used hashtag movements' or using a specific digital
media tool.

It has allowed us to break prejudices. Thanks to the closure of the
museum during pandemic and the need for creating new content,
we have developed the way we communicate with our audiences.
(14, Pera Museum, Personal Interview, January 14, 2021)

Regarding the usage of new media tools that were not used before the
pandemic, we found that the institutions had difficulties in choosing the right tool
for sharing their content.

We had to learn many new tools; for example, we focused on Google
Analytics and Adds. We had to decide whether to use YouTube,
Zoom, or Vimeo. We worked to improve our infrastructure for
movie screenings, made investments where we saw necessities
such as buying stock images to create new content. We had to
make new decisions, and there were sometimes unforeseen errors
or uncertainties during the process. (14, Pera Museum, Personal
Interview, January 14, 2021)

The importance of analysis and data has increased. We specialized
in how to use different new media tools in terms of data analysis.
This also helped us know more about our online visitors and propose
new plans for the targeted audiences. Now we care more about
understanding the visitor profile and demographics. (12, Istanbul
Modern, Personal Interview, January 6, 2021)

Correspondingly, the interviewee representing Istanbul Modern states
that they have started working with an Innovation Consultant to better their us-
age of digital media tools and get the most out of them.

Another challenge to consider was also the changing nature of the sales
channels. Although museums are non-profit-oriented institutions, they need re-

1 #MuseumBouquet, #MuseumSunshine
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sources in order to continue to bring their services to the public. For this purpose,
some institutions had to start online sales activities or increase their work amount
in existing channels. This brought to the agenda that digital tools should also be
used for sales purposes. For instance, Istanbul Modern has collaborated with Art-
sy and Amazon to sell its products from the museum shop. This meant learning
new interfaces to create a page and publish the necessary works. Of course, not
all institutions opened themselves to new products and decided to sell via the
existing tools. While Arter was selling books from its bookshop through online
orders via e-mails, Pera Museum used the direct messaging tool of Instagram
to share money transfer information. Here we should evaluate SALT differently
from other museums since both venues of the museum are free of charge.

As an institution that offers free access to its venues, it was
important for us to create more resources for the people. However,
since we lost out on other incomes, such as renting places inside of
our buildings, we needed to cut our marketing budgets that focus
on the outdoors. Instead, we redirected that budget to social media
marketing. (I3, SALT, Personal Interview, January 24, 2021)

To move on, since creating content for digital media platforms mostly be-
came the principal goal, one can suggest that the digital media and communi-
cation departments of the museums were under more pressure. When asked
about the challenges of the pandemic, it has been acknowledged that anoth-
er critical point that was experienced during the lockdown was the excessive
workload. When asked about how these departments managed their time and
resources during the pandemic, it has been noticed that sharing the workload be-
tween different departments was a standard method used. Museum teams also
pointed that the inter-departmental cooperation has increased during the pro-
cess. Especially curatorial and education departments have worked hand in hand
with the digital media departments. Even though people were not physically in
the same office anymore, thanks to Zoom or Google Meet, they have started to
spend more time working together even more than before and it has enriched
the communication also between the museum staff. Likewise, not losing the
communication helped employees to act fast as the Institutional Communication
Specialist of SALT exemplifies:

Our practice of working from home and together have increased;
we are more organized now. We realized that our intuitions and
reactions were strong; we were able to convert a previous exhibition
into a Google Arts &Culture content in only two weeks. (I3, SALT,
Personal Interview, January 24, 2021)

Similarly, the interviewees state that they have learned how important it
is to make daily and weekly plans and sometimes not make any long-term plans.

When we discuss more on the positive results of this period, all interview-
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ees argue that the pandemic and lockdown period has been a very stimulating
process to evaluate what can be done and what can be considered. Even though
not all institutions decided to share everything digitally, it has been indicated
that they all realized the importance of creating a qualified online archive. When
talking about the advantages and positive achievements of COVID-19, all the
institutions pointed out it was vital for them to reach people outside of Istanbul.

As an arts and culture institution we considered this period as an
opportunity to reach our followers from various parts of Turkey,
especially through our online programmes and workshops. We are
happy to be in touch with people who were not able to visit Arter
before. (I1, Arter, Personal Interview, January 30, 2021)

Likewise, it was indicated that SALT has also reached wide audiences in
Turkey.

We reached people from different parts of Turkey, especially
through our website of our digital archives. During this period, when
students and academics had to work from home, we provided
access to university academicians. Through sending e-mails, we
informed them about the existence of the documents we have. We
pioneered the establishment of a committee of researchers under
the project named Ask an Expert and contributed to the online
consultation through this board. It was crucial for us to increase the
human touch and interaction relating to our activities. We have also
conducted various online study groups focused on different research
topics. Through these experiences, we reached a lot of people from
different regions of Turkey. (I3, SALT, Personal Interview, January
24, 2021)

Similarly, with respect to the numbers relating to website reach, it has
been stated that it was vital for Istanbul Modern that 48% percent of the muse-
um'’s online visitors were people who live outside of Istanbul.

Another point that was touched upon from time to time while discuss-
ing other subjects with the institutions was how the pandemic period opened a
space for new collaborations or reinforced and moved existing partnerships to
digital platforms. Istanbul Modern has collaborated with Facebook for the first
time and carried out four different live broadcasts under the theme of culture
and art. Likewise, both Istanbul Modern and SALT moved their existing collabo-
rations online via utilizing digital media tools. While Istanbul Modern was sharing
video content as a part of their online exhibition under the project of Artist Film
International; SALT created video content under the theme of Artists in Quaran-
tine to support the conversation about the effects of the current pandemic, in
collaboration with L’Internationale.
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Conclusion

It can be emphasized that the significance of the museums in our lives has
increased during the COVID-19 crisis. People were looking for new ways to con-
nect with art & culture and also with communities that they have shared values.
Museums are cultural organizations that aim to have a strong relationship with
their audiences either physically or online and have experienced diverse ways
of digital communication via diverse digital media platforms and tools during the
pandemic. From interactive tours to e-learning tools, museums have used ser-
vices in a number of ways so that their digital presence may offer a means to
communicate with the public, in addition to exchanging exhibits and experiences
and helping those in lockdown during the COVID-19 crisis. While some research-
ers have analyzed the outcome of this usage in terms of content, sharing and
reach, this study focused on how this sudden crisis has affected the museums
in terms of going deeper into the digital world and how it felt for the museum
teams to experience this process with its advantages and challenges.

According to the research, it can be said that art institutions and muse-
ums were utilizing the digital world long before the pandemic. However, both
the tools they used and the way they used them differed during the pandemic.
Likewise, during COVID-19 museums have acted in diverse ways, with respect
to the digital activities they offer. The interviewees stated that the pandemic
has opened a space for new ways of communication, while also challenging the
institutions.

Together with, it was understood that the institutions have also adopted
different working principles at the time of lockdown in line with their visions.
Also, since the pandemic prompted the museums to act fast, it has allowed for
new decisions to be taken by the administrations of these organizations, regard-
ing their digital communication. Finally, it was concluded that the transfer of the
currently carried activities to digital platforms has improved the visitor profile of
the museums so far, and therefore institutions decided to continue conducting
online activities in order to reach diverse audiences.

As mentioned, museum studies under the scope of communication sci-
ences which research the use of digital tools, are limited in Turkey. In this sense,
this article will contribute to this new field which has recently found its place in
the literature. In addition, considering the conducted studies in the field aim to
exemplify the digital communication strategies of museums without discussing
the personal experiences even though it is a very small and human-oriented sec-
tor, this research focusing on the experiences of the employees, who create and
implement these strategies, will provide a new perspective to the field. Academ-
ics working in the disciplines of communication sciences, public relations, new
media, museum studies and managers working in the field of culture and arts
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and strategy development can also benefit from this study.

Even though the scope of this article is limited to the studies and digital
practices of the interviewed private art institutions in Istanbul, these findings
may be valid for other examples too. However, other small scaled private muse-
um and state museums should be examined for further research and realization
to discuss the subject. Also including a quantitative approach to evaluate the
presented content via digital communication tools and the effects of implement-
ed strategies to understand how visitors responded to these strategies during
the pandemic may present a broader approach in the field. As the coronavirus
pandemic continues affecting our lives, art museums around the world and insti-
tutions of all sizes face unpredictable futures, with no definite date for the end of
the crisis. Therefore, by conducting a broader study with a more elaborate scope,
this research may be developed in a more integrated way by using a methodolo-
gy offering a comparative design.
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Abstract

Don’t Be Silent, Sing: The Role of Street Music in The
Communicative Action of Young Adult Performers

Music affects the aesthetic experience of the performers and
their communicative action. As it is performed in the public sphere,
street music makes it possible to examine many aspects of these
actions that take place in the mediocrity of daily life. This study aims
to explore the role of street music in aesthetic experience and com-
municative action of the young adult performers with strong focus
on such three interactions: relations between performer-listener,
among performers, and between performer and their close ones.
In this study, it is argued that street music, which is considered in
the context of performance, enables many interactions and contrib-
utes to the communicative actions of young adult performers. This
argument was tested with semi-structured in-depth interviews with
young adults who constitute the sample of the study. The experi-
ences of the interviewees were evaluated with the descriptive anal-
ysis technique in line with the theoretical/conceptual framework. In
the light of both secondary literature review and interviews; it has
been concluded that street music contributes positively to socializa-
tion and negotiation ethics of young adult performers.

keywords: Street music, performance, urban space, public
sphere, young adult, communicative action
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Résumé

Ne soyez pas silencieux, chantez: le role de la musique de rue dans
I'action communicative de Jeunes interprétes adultes

La musique affecte I'expérience esthétique des interprétes et leur action
communicative. Pratiquée dans I'espace public, la musique de rue permet d’exa-
miner de nombreux aspects de ces actions qui se déroulent dans la médiocrité
de la vie quotidienne. Cette étude vise a explorer le réle de la musique de rue
dans l'expérience esthétique et I'action communicative des jeunes interprétes
adultes en mettant fortement I'accent sur ces trois interactions: les relations
entre interprete-auditeur, parmi les interprétes et entre les interprétes et leurs
proches. Dans cette étude, il est avancé que la musique de rue, considérée dans
le contexte de la performance, permet de nombreuses interactions et contribue
aux actions de communication des jeunes interprétes adultes. Cet argument a
été testé avec des entretiens approfondis semi-structurés avec de jeunes adultes
qui constituent I'échantillon de I'étude. Les expériences des personnes interro-
gées ont été évaluées avec la technique d’analyse descriptive conformément au
cadre théorique / conceptuel. A la lumiére de la revue de la littérature secondaire
et des entretiens; il a été conclu que la musique de rue contribue positivement a
I’éthique de socialisation et de négociation des jeunes artistes adultes.

mots-clés: Musique de rue, performance, espace urbain, sphéere publique,
jeune adulte, action communicative

0z

Mlizik, onu icra edenin estetik deneyimini ve iletisimsel eylemlerini
etkilemektedir. Sokak mizigi ise kamusal alanda icra edilisiyle, glindelik hayatin
aleladeliginde gerceklesen bu eylemlerin bircok yonden incelenmesine olanak
tanimaktadir. Bu ¢calisma, sokak mdiiziginin, onu icra eden geng yetiskinlerin estetik
deneyimleri ve iletisimsel eylemlerindeki rol(ind, icra eden-dinleyici, icra edenler
aras! ve icra eden-yakin cevresi arasindaki etkilesimden olusan sac ayagina
odaklanarak kesfetmeyi amacglamaktadir. Bu calismada, performans baglaminda
ele alinan sokak mdiziginin bircok etkilesime olanak tanidigi ve onu icra eden
genc yetiskinlerin iletisimsel eylemlerine katki sagladigi iddia edilmektedir. Bu
iddia, calismanin 6rneklemini olusturan genc yetiskinlerle yapilan derinlemesine
goriismeler ile test edilmistir. Gorlismecilerin deneyimleri kuramsal/kavramsal
cerceve dogrultusunda betimsel analiz teknigiyle degerlendiriimistir. Gerek
ikincil kaynak taramasi gerekse yapilan gortismeler 1siginda; sokak mdiziginin onu
performe eden gencg yetiskinlerin, sosyallesme ve miizakere etigi slireclerine
olumlu katki sagladigi sonucuna varilmistir.

anahtar kelimeler: Sokak mzigi, performans, kent mekéani, kamusal alan,
genc yetiskin, iletisimsel eylem
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Giris

Sokak muziginin tarih sahnesinde yer alisi birgok kaynagin hem fikir ol-
dugu sekliyle antik Yunan ve Roma kentlerine dayanmaktadir (Rocconi, 2012;
Brokett, 2000). Antik Yunan sehirlerinde halka aclk meydanlarda sergilenen Yu-
nan tragedyalarina eslik eden muzik; Schechner'in (2002) tanimladigi sekliyle iki
kez davranilan davranis (twice behaved behavior) olarak sergilendiginden, sokak
muziginin performans baglaminda ilk kez gergeklestirilisi sayllmaktadir. GUnimuz
sokak muzigine en yakin hal, buginin kent diizenine daha yakin bir dlizene sahip
olmasi nedeniyle antik Yunan'daki meydanlarda gerceklestirilen muzik icralari var-
sayllsa da, Fars, Arap ve Hint topluluklarinin yani sira Anadolu’da da “asik” veya
“ozan" olarak bilinen gezgin muzisyenler de sokak mizigi icra etmekteydi. Nite-
kim, ozanlarin bugtnin kent meydaniyla ortakliklari bulunan kdy meydanlarinda
yogunlukla saz esliginde soyledikleri tirkl ve deyisler, gerek dinleyici olan kdy
halkinin begenisini sekillendiren kdlttrel kodlari icermesi ve ona gore icra edilisi;
gerek ozanin icrasinda farkli birgok insan ile mizik yoluyla etkilesime gegmesiyle
sokak muziginin dinamiklerini barindiriyordu.

Gezgin muzisyenlerin icralari sokak muziginin bazi niteliklerini tasisa da,
sokak muzigi kent devrimi ile buglnkl anlamini kazanmistir. Gindelik yasama
elestirel bakan Lefebvre’e gore, kent devrimiyle ivme alan kapitalizm artik hayatin
her alanina nifuz ederek giindelik yasamda kentliligi de olmazsa olmaz kilmistir
(Lefebvre, 1991a, s.16). GUnumUz kentlerinin yogun ve stresli hayatlarina sahitlik
eden sokak, cadde ve sehir meydanlan sokak muzigiyle hem gutndelik hayatin
siradanlgina dahil olmakta, hem de bu siradanhgi bozmaktadir. Bu anlamda gln-
delik hayatin birgok dinamigini barindiran sokak, orada icra edilen mizigi duyum-
samay! da sekillendirmektedir. Burada icra edilen artik yalnizca sarki sdéylemek
ve enstriman g¢almaktan ibaret bir mazik aktarimi degil, birgok etkilesime olanak
veren ve tekrarlanan haliyle bir performanstir. Sokak mUzigi, dinleyicinin ne du-
yacagini bir nebze bilerek biletiyle gittigi bir performans sanatindan farkli olarak
glndelik yasamda sehrin ruhunun ve sokagin tim o6znelerinin performansa bir
anlamda dahil oldugu yogun bir etkilesim alanidir.

Ortak toplumsal etkinlik alanlan olan kamusal alanlar, “sokak” olarak ge-
nellense de; sahnesi “herkese agik” olan her yerde icra edilen mizik, sokak
muzigine dahil edilebilmektedir. Bu g¢alismada, modern kentlerde sokak mizigi
icrasina odaklanildigi igin, 18. yuz yil itibariyle gelisen kamusalliga dair agiklamalar
getiren Habermas'in kentlesme ve bireylesme ile paralel olarak yaptigi kamusal
alan ve iletisim tartismalari anlam ifade etmektedir. Zira kentler, donuk ve his-
siz mekanlar degildir. Kent mekani, bireylerin katilimi ve bir aradaligiyla kamusal
alan niteligi tasimaktadir (Habermas, 2007, s.135). Kamusal alanlar, herkese acik
ve birgok karsilasmanin ve etkilesimin oldugu, boylece toplumsal birlesmelerin
gerceklestigi mekanlardir (Habermas, 2007, s. 135). Sokak muUzigi ise kamusal
alanda bu etkilesime olanak taniyan, mizigin bu etkilesimde dil oldugu bir icradir.
Peki, rasyonel bireyin toplumsallasmasinda elzem olan iletisim, muzik yoluyla na-
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sil bir uzlas! araci olmaktadir? Sokak muzigi, icra edenin muzigi duyumsamasinin
yani sira dinleyenlerin muizik yoluyla etkilesimde bulunmasina ne derece olanak
tanimaktadir? Sokakta performe edilen mizik, modern kentin olagan bir bilese-
ninden dteye gegememis midir? TUm bu sorular, sokagin ruhu ve etkilesimleri
ile okunmasiyla ¢ézimlenebilir. Schechner’in Turner’in da katkisiyla gelistirdigi
performans kuramina gore icra edilenler -eylenenler- performans ile sahnenin
Otesine yani glindelik hayata tasinmistir. Zira gtindelik hayatta, her davranista ve
her yerde olan edimsellik (performativity), sanat ve dilde de var olmaktadir (Sche-
chner, 2002, s.110).

Yapilan literatlr taramasinda sokak muziginin mekan ile iliskisini ele alan
bircok calismaya rastlanmis, bu calismalarin mekan-sanatgi iliskisine yogunlukla
kent sosyolojisi perspektifiyle egildigi fark edilmistir. Sokak muzisyenlerinin kent
mekéani aktorleri ile etkilesimleri, kentteki aktdrlere adapte olus sireglerinde ile-
tisimlerinin gUcli ve zayif yonlerini ortaya koymaktadir (Kozyr, 2014, s. 252). So-
kak muzisyenlerinin etkilesimlerini ele alan galismalar, yogunlukla mizisyeni ve
performansini ait oldugu sinifiyla iliskilendirerek irdelemistir. Bu baglamda sokak
muzisyenlerinin iletisimleri, ait oldugu kimlik ve cemaate gore sekillenmektedir
(Kozyr, 2014, s. 252). iletisim bilimleri baglaminda sokak miizigi, miizik teknolo-
jilerini yeniden sekillendirerek kentsel ses ortamina katki saglamaktadir (Bennet
ve Rogers, 2014). MUzigin genclerin iletisimindeki rolint mUzigi genel anlamda
ele alarak irdeleyen calismalara gére muzik, yalnizca genglerin duygu ve disUn-
celerini ifade etmesi yonlyle aragsal anlamda okunamaz. Zira, sergilenen muzik
performansi ifade etme amacindan ayri distntlemese de dzellikle glincel sarki-
larin dogrudan aragsal amagla yazilip sdylendigi ¢ikarimina varilamaz (Bloodworth,
1975, s.306). Gerek dinleyici gerekse icra edenin duygu ve diUstncelerini ifade
etme yonlyle miizigi okuma ise cok yaygindir. Ozellikle 60’lar ve 70'lerde genc-
lerin duygu ve dustncelerini dile getirmede ve timuyle iletisimsel eylemlerinde
muzik dnemli bir yere sahiptir (Irvine ve Kirkpatrick, 1972). Bu iletisim, mUzisye-
nin retorik faaliyette bulunmasiyla ritim, kelime ve tempodan olusan semboller
sistemini degistirmesine olanak vererek dinleyicinin estetik degerlerine karsi etki
yaratmaktadir (Bloodworth, 1975, s.309).

lletisim bilimleri cercevesinde ise genc yetiskinlerin sokak mizigi perfor-
mansina odaklanan fazla calismaya rastlanmamistir. Sokak muzigini ele alan ga-
lismalar, yogunlukla sosyoloji ve muzikoloji baglaminda genglerin mizik icralarina
odaklanan galismalardir. Bu galismayi farkli kilan ise, bir eylemliligin tekrari sz
konusu oldugu icin, ayni ritimden olan ancak hayatin olagan akisinin disinda kalan
sokak muzigi icrasinin performans baglaminda ele alinmasidir. Ayrica bu calisma,
sokak mzigi icra eden geng yetiskinlerin estetik deneyiminin yani sira iletisimsel
eylemlerini sorgulayarak sanat performansina iletisim antropolojisi baglaminda
yaklasmistir. Vincenzo Cicchelli, geng yetiskinlik tabirini geng ve yetiskin halin
kimlik edinme strecinde birlesmesi olarak kullanmistir (aktaran Ozdemir, 2020,
s. 14). Bu galismada drneklemin geng yetiskinler olarak daraltiimasinda temel ne-
den: hayata atilma anlaminda énemli bir dénem olan geng yetiskinligi, bireylerin
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icra ettikleri sokak muzigi ile gelistirdikleri iletisimsel eylemleri Gzerinden oku-
maktir. Sokak muziginin yarattigi etkilesimleri irdeleyen bu galisma, sokak mizigi
performansinin onu icra eden geng yetiskinlerin iletisimsel eylemlerinde nasil rol
oynadigini calismanin sac ayagini olusturan: performe eden-dinleyici, performe
edenler arasi ve performe eden-yakin gevresi iletisimsel eylemlere odaklanarak
kesfetmeyi amaclamaktadir.

Bu calisma toplamda alti bolimden olusmaktadir. Literatlr taramasi ve ga-
lismanin amacini igeren giris bolimUunin ardindan gelen ikinci bolimde, sokak
mUzigi bir performans sanati olarak ele alinmis, burada Victor Turner ve Richard
Schechner’in performans sanati tanimlari ile birlikte gegis/esik ritieli tanimlama-
lar sokak miizigi baglaminda ele alinmistir. Ugtincii bolimde sokak muzigi, mu-
zigin diliyle gelisen etkilesimlere odaklaniimasi amaciyla Habermas'in iletisimsel
eylem ve muizakere etigi yaklasimlari baglaminda okunmustur. Yontem bolim
olan dérdincl bélimde, galismanin sac ayagini olusturan sokak muzisyenlerinin
dinleyici ile, diger sokak muzisyenleri ile ve yakin gevreleri ile iletisimlerini kav-
ramsal/kuramsal gergeve ile test edecek saha calismasi tanimlanmistir. Besinci
bolimU, dort geng yetiskinle yapilan derinlemesine gorismelerden elde edilen
bulgular ve bunlarin kuramsal tartismalarla betimsel analiz teknigi ile ¢6zimlen-
mesi olusturmaktadir. Son olarak altinci bélimde c¢alismanin amag, yontem ve
bulgularinin 6zeti, bunlarin dnceki literatlirle temasa sokularak sunulmasi, calis-
manin sinirliliklarl ve ileri galismalara kapi araladigl noktalar belirtilmistir.

Performans Sanati Olarak Sokak Mizigi

Schechner’a gore (1973) performans ve sosyal bilimin bulustugu noktalar-
dan biri: “her tUrlU bir araya gelisi icerecek sekilde glnlik hayatta performans”
tanimidir. Bu anlamda performans, bir araya gelislerde gergeklesen etkilesimlerle
o eylemin 6znesi, nesnesi veya hem d6zne hem nesnesi olarak icra edilmektedir.
Schechner’in bu aktarimi, performans sanati baglaminda ele alinan sokak muzi-
ginin hem sanatsal hem de iletisimsel yonlne isaret etmektedir. MUzik, perfor-
mans olarak ele alindiginda performansi olusturan Ug¢ temel unsur vardir: “mdzi-
gin kendisi, mUzigi icra eden insanlar ve bu muzigi dinleyen kisiler” (KigUkaksoy,
2017, s. 1742). Sokak mUzigi, birgok karsilasmanin ve bir araya gelisin oldugu
sokakta ve gindelik hayatin siradanliginda meydana gelisiyle siradanhigl bozan
ancak tekrariyla bir ritliel haline gelerek siradanliga dahil de olan bir olgudur. Sc-
hechner performansi, “bigimsel ritlellerin, kamusal bir araya gelislerin ve bilgi,
mal ve gelenek degis tokusunun gesitli bigimlerinin bir pargasi olan ya da onlarla
devamlilik icerisinde olan bir gesit iletisimsel davranis” olarak tanimlamaktadir
(aktaran Mimesis, 2009, s. 12). Turner ise performans sanatini, “ritlellerin hare-
kete dokllmuUis modern érnekleri” olarak tanimlamaktadir (1988, ¢ev. Nutku, s.
7). Bu anlamda, performans sanati daha ¢ok sahne sanatlarina génderme yapsa
da gosteri sanatlarini da kapsamaktadir ve bir icranin tekrari -ritlelistik niteligi- s6z
konusu oldugu icin sokak mUzigi performans sanati baglaminda ele alinabilir.

Schechner’a gore (2003, s.70) performans, performe edenin icrasina bas-
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ladigl ani, gdsteriyi ve bu esnada seyirci ile etkilesimleri ve icranin sonlanisini
kapsayan genis bir strectir. Bir sUre¢ olarak ele alinan performans ayni zamanda
ikinci kez davranilan davranistir (performance as twice behaved behavior) (Sc-
hencher, 2002, s.33). Bu anlamda performans, daha énceden dgrenilmis davra-
nislarin tekrari oldugundan deneyimden farklilasmaktadir. Zira performans, hem
tekrarlanan dgeler icerir hem de sadece onu icra edene ait degildir; davranis anin-
da gelisen tim etkilesimler edimsellik (performativity) strecine dahil edilmistir.
Bu aciklama, Turner'in esik kuramina paralel olarak performe edenin her daim
"aradalik” halinde olmasina da isaret etmektedir. Victor Turner, Performans Ant-
ropolojisi adli kitabinda, ritlelleri sosyal bilimler ile kesistirerek sunmaktadir. Ona
gore performans, sadece var olan toplumsal kodlarin bir yansimasi degil, toplu-
mun kabul ve dislamasini da igeren bir olgudur. Turner (1982, s. 92), performans
ile paralel olarak gelistirdigi “gecis/esik ritleli” kavramsallastirmasini (ic asamada
ele almaktadir. ilk asamada bireyler bulunduklari toplumsal konumundan ayril-
maktadir. ikinci asamada bu ayrilistaki gecisi kasteden “esik” (liminality) kavrami
kullanilmistir. Uclincti asamada ise birey artik yeni bir konumda yer almaktadir.
Yeniden konumlanisa gecis/esik asamasinda arada kalma sdz konusu oldugu igin
birey glndelik hayatta kendini tuhaf ve belirsiz bir konumda hissedebilmektedir.
Bu baglamda, sokak muzisyeni performansi esnasinda ne tam anlamiyla muzigi
duyumsamasi ve alimlamaslyla kendisini yansitir ne de sokak muzisyeni rolinU
Ustlenerek estetik deneyiminden siyrilabilir. Bu arada olma durumuyla sokak ma-
zisyeni, yalnizca onun muzik alimlamasina odaklanarak degil; icinde bulundugu
estetik ekolojiyle bitlncll degerlendirilmelidir. Bu dogrultuda, bir performans
sanati olarak sokak mizigi, bir tekrarin Griind olmasi ve kamusal alanda icrasi ne-
deniyle sadece muzisyene ait olan bir davranis olmadigindan sokak muzisyeninin
etkilesimlerine odaklanarak ele alindiginda anlamlanmaktadir.

ileti§imsel Eylem Baglaminda Sokak Miizigi

Insani dogasi geredi toplumsal tanimlayanlardan olan Habermas, kamusal
alani da basit etkilesimlerle ortaya cikan toplumsal bitinlesmeler olarak gor-
mektedir (Habermas, 2007, s. 135). Burada vurguladigi nokta ise modern kent
yasaminda rasyonel bireyin tartisma kaltirindn de gelismis olmasidir. Yani ka-
musal alanlar, sorularin herkes tarafindan tartisilmasina ve uzlasinin saglanmasi-
na olanak tanimasi yoniyle “genel” mekanlardir (Habermas, 2007, ss. 135-136).
Habermas, bu uzlasinin saglanmasinda iletisimin roliine vurgu yapmis, rasyonel
bireylerin tartisma dizleminde bir araya gelerek uzlasmasini iletisimsel eylemle-
ri ile mdmkUn gérmastir (Habermas, 1996, ss. 859-861). Oldukga kapsamli bir
kavram olan iletisim, hem dilsel sUregleri hem de timuyle toplumsal etkilesimleri
cevrelemektedir. Habermas (1996), toplumun normatif degerlerinin yer aldigi ve
iletisimin gerceklestigi ortami “yasanti dinyasi” (life-world) olarak adlandirmakta-
dir. Yasanti diinyasinda bireylerin ortak sonuca varmak adina birbirleriyle iletisimi
aslinda toplumun sistemli yapisini da olusturmaktadir. Bu baglamda kamusal alan-
lar, iletisim ile bireylerin uzlasmaya yanasacaklari ve bunun igin dili arag edindikleri
mekanlardir. Bu yonuyle sokaklar, hem toplumsal bir aradaligin saglandigi kamu-
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sal alanlardir, hem de birgok etkilesimi barindiran tartisma ve uzlasi mekanlaridir.
Buralarda sergilenen mizik icrasi, mizigin ara¢ oldugu bir iletisimsel eylemdir.
Kentin karmasasi iginde birbirini tanimayan onca insanin rast gele karsilasmalarin-
da muzik, muzisyen ile onu alimlayanlar arasindaki iletisimde dil olmaktadir.

Kenti mekéansal bir birim olarak kabul eden Lefebvre'e gore kent, “catisma-
dan azade ahenkli bir mekan olmamasina ragmen, yenilikgi ve esnek bir yapiya
sahiptir” (Lefebvre, 1996). Bu baglamda, gindelik yasamin tim derinlikleri ve
karmasasi kente yansimaktadir. Sokak mizigi ise hem gindelik hayatin karmasa-
sina sahittir hem de muzigin dili ile sagladigi iletisim, kent hayatinda ahenge ola-
nak vermektedir. Zira Habermas, toplumlarin gelisimini yasam dlnyalarinda bazi
sorunlarin dogmasina izin vermek olarak gormektedir (Habermas, 1996, s. 861).
Burada “sorunlar” kentin karmasasini da igceren farkliliklar olarak genellenehilir.
Bu farkhliklar, bireylerin kamusal alandaki her trli eylemlerini sekillendirdiginden
bu noktada Habermas'in iletisimsel eylem kurami ile yapmis oldugu agiklamalar
anlam ifade etmektedir.

lletisimsel eylem kurami, bireyin eylemlerini; “aragsal”, “stratejik” ve “ile-
tisimsel” rasyonalite eylemleri olarak agiklamistir. Bireyler, aragsal rasyonalite ile
kendi hedeflerini gergeklestirmek adina yasam dinyalarina muidahil olmaktadir.
Ayrica bireyler, 6tekinin kararina yon vermek ya da etkilemek adina yonettigi stra-
tejik rasyonalite eylemlerine de sahiptir. lletisimsel eylem kuraminda muizakere
etigi gibi uzlasiya vurgu yapan sonuglari hedefleyen eylemler ise “iletisimsel ras-
yonalite” eylemleridir. Burada bireyler iletisimi temele koyarak birbirlerini anlama
ve uzlasma cabasi icerisindedir.

Habermas, nitelikli iletisimin saglanmasi igin 6zglr ortamin yaratilmasi-
nin da altini gizmektedir. Bu anlamda kamusal alanlarda 6zgUrce gergeklestiri-
len iletisim, birbirini anlama ve uzlasiyl mimkdn kilmaktadir. Bireyler, birbirini
elestirebilen ve bunu tabii karsilayan “ideal konusma ortamlari”ni yaratarak
mtzakere etigine erisebilmektedir. Burada bireylerin iletisimsel eylemlerinin
anlasiimasi, bu eylemlerin hitap ettiklerinin yasam dinyasinda anlam bulmasi-
na baghdir. Mlzik bir iletisim kanali olarak ele alindiginda, onu icra edenin ka-
musal alanlarda -sokakta- mUzik icrasi ile, bu sUregte yaratilan iletisim ortamini
bircok yonden etkilemektedir.

Yontem

Bu calismada, genc¢ yetiskin sokak muzisyenlerinin iletisimsel eylemle-
ri etki/sonug iken, sokak muzigi sebeptir ve nedensellik mekanizmasi etkilerin
nedenlerine (causes of effects) -sokak muziginin nasil ve neden sokak muzis-
yenlerinin iletisimsel eylemlerinde rol oynadigina- odaklanilarak kurulmustur. Or-
nekleminin dar olmasi, nedensellik mekanizmasinin kurulus bicimi ve toplanan
verilerin degerlendiriimesinde betimsel analiz teknigine basvurulmasi nedeniyle
bu calisma bir kalitatif arastirma drnegidir. Veri toplama asamasinda masa basi
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arastirma teknigi olan literatlr taramanin yani sira, yari yapilandiriimis derinleme-
sine gorisme teknigine basvurulmustur. Bu dogrultuda bu ¢alisma, sokak muzigi
icra eden geng yetiskinlerin iletisimsel eylemlerini mizigin nasil sekillendirdigi-
ni aydinlatmak amaciyla yaritdlen bir kesif galismasi niteligindedir. Bir kadin Ug¢
erkek toplamda dort geng yetiskinle gerceklestirilen goérismelerde elde edilen
bulgular, "6zetlenmis ve yorumlanmis halinin sunulmasini amaglayan betimsel
analiz teknigi” (Yildinm ve Simsek, 2003) ile aktariimistir. Betimsel analiz teknigi-
nin dort temel asamasina paralel olarak bu ¢alismada; bulgularin sunulacagi tema-
lari tayin etmek amaciyla arastirma sorulari ve kuramsal/kavramsal yaklasimlarin
olusturdugu bir gercevenin belirlenmesi, gériismelerin bu gerceve dogrultusunda
dizenlenmesi, olusturulan gerceveye bagl kalinarak diizenlenen verilerin yapilan
gorismelerden dogrudan alintilar eklenerek agiklanmasi ve son olarak yapilan goé-
rismeler sonucunda elde edilen bulgularin bitlncil bigcimde agiklanip anlamlan-
dinlmasi asamalari izlenmistir.

Victor Turner'in esik modellemesi ve Richard Schechner performansa dair
yaklasimlart ile birlikte Jirgen Habermas'in iletisimsel eylem kurami ve mizakere
etigi yaklasimi bu galismanin kuramsal/kavramsal ¢gergevesini olusturmaktadir. Bu
cergeve dogrultusunda olusturulan calismanin sac ayagl baglaminda goértsmeci-
lere yoneltilen temel sorular Tablo 1'de aktariimistir.
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Tablo 1. Saha Calismasinin Kuramsal Cergevesi ve Baglami

Calismanin Calismanin Sac Sorular
Kuramsal/ Kavramsal | Ayagi: lletisimsel
Cergevesi Eylemler

Mdzik icrasinda, sokaktan gegenler ile
hangi yollarla ve nasil etkilesime geci-
yorlar?

Sokak Muzigini Modzik icralari esnasinda durup dinleyenler
Performe Eden- ile hangi yollarla ve nasil bir etkilesime
Dinleyici Arasi gegciyorlar?

Mdzik icralarinda sokaktan gecenler ve

® Habermas'in durup dinleyenler ile etkilesimde hangi
iletisimsel Eylem kelime, jest ya da mimikleri kullaniyorlar?
Kurami Sokak muzisyenlerinin performanslari
esnasinda sokaktan gegenler nasil tep-
kiler veriyorlar ve muzisyenler ile nasil
iletisime gegiyorlar?

Geng yetiskinler sokak muzigi icralari es-
nasinda diger sokak muzisyenleriyle nasil
ve hangi yollarla etkilesime gegiyorlar?

e Victor Turner'in
Esik ve Performans | Sokak Muzigini

Yaklasimi Performe Edenler Sokak miizisyenlerinin birbirleri ile ileti-
Aras| simlerinde hangi kelime, jest ya da mi-
mikleri kullaniyorlar?
Sokakta galan diger mizisyenlerle soka-
) gin disinda nasil bir iletisim gelisiyor?
¢ Richard . .
Schechner'in Geng yetiskinlerin sokak muzigi perfor-
Performans Tanimi mansi; okul hayati, arkadas, aile gibi ya-
Sokak Miizigini kin cevreleri ile iliskisini hangi yollarla ve

nasll sekillendiriyor?

Mizisyenler, sokak muzigi icralar bagla-
minda yakin ¢evreleri ile nasil etkilesime
geciyorlar?

Geng yetiskin mlzisyenlerin sokak mu-
zigi performanslarini yakin cevreleri nasil
karsiliyor, hangi tepkileri veriyor, muzikle-
rini hangi yollarla alimliyor?

Performe Eden-
Yakin Cevresi Arasi

GorUsmecilere ulasma sirecinde, yakin gevreden sokak muzisyenlerine
gorisme talebi yapillmasinin yani sira, galismanin sac ayaklarindan birini olustu-
ran sokak muzisyenlerinin diger sokak muzisyenleriyle etkilesimlerini kesfetmek
amaclyla, ulasilan gérismecinin birlikte galdigi diger mizisyene kartopu teknigi ile
ulasiimistir. Gortismecilerden Ozge (24) Hacettepe Universitesi Medya ve Kiiltii-
rel Calismalar Programi ylksek lisans 6grenciyken, grup arkadasi Ulas (24) Trento
Universitesi International Management béluminde ylksek lisans 6grencisidir.
Berkay (24) Baskent Universitesi Isletme bolimi mezunu; Mdcahit Ali, (23) Ko-
caeli Universitesi Radyo, TV Sinema bolimd lisans 6grencisidir. Gérlismecilerin
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tamami sokak mizigini 6grenciyken icra etmis, sokakta mdzik icralarinin devamli-
lik sUresi gesitlilik gdstermistir. 2020 yili Mart ayi itibariyle TUrkiye'de de gorilme-
ye baslanan Koronavirlis pandemisi nedeniyle sokakta ¢almaya ara vermislerdir.

Genel anlamda muzik yoluyla gelistirdikleri iletisimi tanimlamak amaciyla;
dinleyiciler ve yakin gevrelerinde yer alan aile arkadas ve egitim hayatindaki 6z-
neler ile mUzik yoluyla nasil bir iletisim gelistirdikleri sorgulanmistir. Mzige bakis
acilari ve etkilesimlerin bu bakisi nasil sekillendirdigine dair genel sorularin ardin-
dan sokak mUziginin bu etkilesimlerden farkini kesfetmek ve ayirt edici yanlarina
Istk tutmak amaciyla goérismecilere, calismanin sac ayagini olusturan unsurlar
dogrultusunda dnce sokaktaki ilk muUzik icrasi deneyimleri; ardindan hayatlarinda
ritGelistik anlam kazanan sokak mUzigi performanslarina dair sorular yoneltiimis-
tir. Son olarak, kendi sokak mUzigi icralarinin ve bununla gelisen etkilesimlerin
geng yetiskin sokak muzisyenlerinin mizakere etigini ne yonde etkiledigini kes-
fetmek amaclyla geldikleri noktayi nasil degerlendirdikleri ve hayatlarinin bundan
sonrasinda sokak muziginin yeri sorgulanmistir.

Gortismeler, Koronavirlis pandemis nedeniyle yiz ylze gergeklestirileme-
digi igin gorunttld ve sesli gevrimici gdérisme programi Uzerinden gercgeklesti-
rilmistir. Her bir gorisme yaklasik bir saat sirmds, gérismeler gortsmecilerin
onayinin alinmasiyla ses kaydina alinmistir. Calismanin Bulgular bdliminde dog-
rudan alinti yapma ve kuramsal tartisma icin hatirlatici olmasi amaciyla, gérisme-
lerin ses kayitlarinin desifresi yapiimistir.

Bulgular

Gorusmecilerin mUzigi nasil alimladiklarini kesfetmek amaciyla, muzikle
olan ilk temaslari, ilk enstrimanlarini alislari ve enstriman tercihleri ile bunlari se-
killediren faktorler irdelenmistir. Farkli aile yapisina ve ekonomik kosula sahip go-
rismecilerin tUmu muzige baslamalarini, ailelerinin iginde bulundugu sinif ethosu
ile baglantili olarak aktarmistir. Gorlismecilerin genel anlamda muzik ile kurduk-
lari iletisim ve muUzigi dil edinmeleri, lise ve Universitenin ilk donemlerinde dahil
olduklari enstriiman kurslari ile mimkin olmustur. Gérlismecilerden bazilari bu
donemde enstriiman kurslarina katilmis, egitmenlerinin mizige 1sinmada itici glic
oldugunu belirtmistir. Bunun yani sira, ilk enstriimanini kendi birikimi ile alip kendi
imkanlari ile daha uzun slrede ama tutkuyla enstriiman kullanmayi égrendigini
belirten de olmustur. Gorismeciler, ilk sahne performanslarini gergeklestirdik-
leri lise donemlerinde “farkli” olma hissi ile gelisen sosyallesmelerinde muzigin
olumlu etkisinin oldugunu belirtmistir.

"0 zaman hem ergenligin stresi hem baskilari hem de masaUstl
oyunlara ilgim nedeniyle ailemle ¢ok fazla sorun yasiyordum.
Okulu ¢ok asiyordum, internet kafelerde evde oyunlar oynayan
sinirli stresli bir insandim. Sonrasinda yeni gectigim okulun muzik
hocasinin Ucretsiz gitar dersi verdigini 6grendim (...) Mduzik
gergekten benim igin kurtarici bir 6ge oldu (...) Clinkli amacin oluyor,
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arkadaslarin vardir sosyal ¢evren genisler (...) mUzigin bana bir gikti
verdigi, farkhlasmami sagladigi hem de beni gergekten rahatlattigini
kesfettim.” (Berkay, 24)

Bu calismanin odaginda sokak mdzigi icrasi oldugu igin, gérismecilerden
sokak mUzigi deneyimlerini ayrintisiyla anlatmalar istenmistir. Gérismeciler, ka-
sitl bir eylem olmasa da sokakta muzik yapmanin sokaktan gecenleri gézlemle-
meye olanak tanidigindan bahsetmistir. Gozlemleri, sokaktan gecgenlerin onlara
tepkilerine dair agiklamalar yapabilmelerine firsat tanimistir. Bu baglamda, sokak
mUziginin herkese aglk ve gegislerin yogun oldugu kalabaliklardaki icrasi, temel
amacl toplumu ve glndelik hayatin dinamiklerini gdzlemlemek olmasa da, birgok
etkilesimin yer aldigi kamusal alanlarda icra edildiginden sokak muzisyenini Fla-
neur ile benzestirmektedir. Walter Benjamin (2012, s. 92-94) Pasajlar eserinde
Flaneur'den kenti tim iliskileriyle deneyimleyen, gézlemleyen ve ¢dzimleyen
Ozne olarak bahsetmektedir. Bu anlamda sokak muzigi, onu icra edene hem ka-
musal alanda birgok etkilesimde bulunma hem de kentin glindelik hayatina dair
gbzlem yapma firsati sunmaktadir. Burada sokak mizisyeninin gdzlemi, sosyo-
loglarin gézlem ve dinlemeye dayali olarak gergeklestirdigi “duvardaki sinek” (fly
on the wall) teknigindeki gibi dahil olunmadan ve gdzlemcinin 6zne olmadigi bir
stre¢ degil; icinde bulundugu estetik ekolojiyi iletisimler gergevesinde duyum-
sadigl bir slrectir. Buna paralel olarak kadin gorismeci (Ozge, 24): “Sokakta
galarken hep insanlari gézlemleme imkanim oluyordu. Pargca sirasinda genelde
kendimi parcaya birakmaya galisiyorum ama etrafimdaki kisileri de gézlemlemeye
firsatim oluyor” demistir.

Ote yandan miizisyenler her ne kadar sokagin onlara 6zgiirliik alani ya-
rattiginda hem fikir olsalar da, Habermas'in tahakkim iliskisini igceren stratejik
rasyonalite eylemine paralel olarak sokakta ya da metro alti gibi kamusal alanlarda
resmi makamlardan izin alarak muzik icra etmektedirler.

“(...) Metrolarda galdigin yer igin izin belgesi gotlirmek gerekiyor. Biz
onu daha 6nce almistik ama her seferinde o kagidin yaninda olmasi
gerekiyor. O belge olmazsa calinmiyor. Ben mesela Ozge’'den erken
gidiyordum, belge Ozge'de olunca kurulmama izin vermiyorlardi. Bu
bilrokratik seyler oluyor. Sadece belirlenen duraklarda ve belirlenen
saatlerde galiyorduk. Zamanla duraklar kariliyordu.” (Ulas, 24)

GorUsmeciler sokak mUzigi performanslari boyunca; dinleyenler, diger ma-
zisyenler ve gevreleri ile muzigin diliyle uzaklasmalarinin iletisimsel eylemlerine
katkisinin altini gizmistir. MUzakere anlayisi mizisyenlere sokakta galmanin hazzi-
ni yasatirken, dinleyicilere ve yakin gevrelerine de mizisyenin estetik deneyimini
duyumsama imkéani vermektedir. Bu anlamda gérismeciler, hem dinleyiciler ve
diger sokak muzisyenleri hem de sokakta calmalari icin izinlerine basvurduklari
resmi makamlarla repertuvar belirleme, performans mekanlari ve zaman konu-
sunda muzakere yoluna gitmeyi yeglemektedirler.



lleti-s-im 6zel sayi: 7« mayis/may/mai 2021 71

Sokak Mizisyenlerinin Miizigi Duyumsamalan

Gorusmecilerin kendi yaptiklari mizigi hissederek alimlamaya asina olduk-
lari halde ilk sokak deneyimlerinde hissettiklerini aktaris bigimleri, Turner’in (1982,
s. 93) tanimladigi “gecis/esik” asamasinda olmalariyla értismektedir. Sokakta
muzik yapmaya karar veren gdrtismeciler, bulunduklari toplumsal stattlerinden
ayrilarak sokaga cikmaktadirlar ve sokaktaki ilk deneyimleri gerek muzisyenler
gerek gevreleri icin bir esik asamasidir. Sokak muziginin kamusal alanda icrasi ne-
deniyle dzglrlestirici bir etkisinin oldugunu 6ne slren goérismecilere gore sokak
mUzigi; gerek mizisyenin estetik deneyimini ve mizigi alimlamasini gerekse din-
leyici Uzerinde biraktigi duygusal etkiyle onu da bu deneyime dahil edisi nedeniyle
bir iletisim kanali haline dontsmektedir.

“(...) Ankara'dayken de Budapeste'deyken de mekéanda cgaldim
ama sokaktaki deneyim bambaska bir seydi. Sokakta kurdugum
iletisim bambaska bir seydi. Aslinda lletisim Fakdltesini se¢me
nedenlerimden biri de bu. Sanat kesinlikle bir iletisim yolu ve bence
bu tartisilamayacak bir sey. llla bir distnce iletmek degil. Inaniimaz
bir duygusal iletisim de s6z konusu o ylizden sokak degerli bir alan.”
(Ozge, 24)

GorUsmeciler, sokagin onlara 6zglven vererek kendilerini bir kisitlama al-
tinda hissetmeksizin ifade etmelerini sagladigini distinmektedir. Tamami belirli
mekanlarda ya da organizasyonlarda sahne deneyimi olan gértiismeciler, sokagin
bambaska bir ruhunun oldugunu belirtmistir. Belirli mekén veya sahneye bagli
calmanin onlari repertuvar segimi gibi kisitlamalara tabi tutusu, yaptiklari muzik-
ten aldiklari zevki azaltirken; bu kisitlanma hali onlari sokakta “kendi muziklerini”
galma 6zgurligUne itmistir.

“Sokakta galmanin farki daha heyecan verici olmasi ¢linkl herhangi

bir yerde, sahnede caldiginda soylediginde, arkadas ortaminda calip

soylediginde belirli insanlara soylUyorsun, ancak sokakta genel

bir akis oldugu igin slrekli degisen insanlar var. Bir bakiyorsun

20 yasinda biri de seni dinliyor daha yasli bir kadin-erkek de sana

bakabiliyor. Birgok farkl insanin sokakta olmasinin verdigi etkiyle

degisken dinleyici kitlesi ve insanlarin akisi muzigi sokakta yapmayi

daha heyecanli yapiyor diyebilirim.” (MUcahit Ali, 23)

"Sokakta calarken her zaman c¢ok daha rahatsin. Sokakta calarken

her sey sana ait gibi, sadece caliyorsun disarda kimse yok gibi. Ama

mekanda galarken ‘ya bir hata yaparsam’ tereddiiti oluyor. Sadece

kendinden sorumlu olmuyorsun, is sahibinin veya dinleyicinin

beklentileri oluyor.” (Ulas, 24).

Gorusmeciler, ilk sokak muzigi deneyimlerinden de yola ¢ikarak sokakta
muzik icrasina sahne icralarindan ayri bir yerde tutarak ayrica dnem vermekte-
dirler. Farki muzik zevkine, farkli sinif ethosuna ve farkli sehirlerde farkli sokak
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deneyimine sahip muzisyenler, mizigi duyumsama baglaminda sokagin ézgdir-
lesmelerine imkan veren “ciplak” bir alan olusuyla, muzik performanslarinin ge-
lismesinde iyilestirici bir glicintin oldugunda hemfikirdirler.

Sokak Miizisyenlerinin iletisimsel Eylemleri

Kuramsal gerceve dogrultusunda olusturulan galismanin sac ayagi baglamin-
da, gdrismecilere yoneltilen sorularin yanitlari, 6zetlenerek Tablo 2'de aktarilmistir.

Tablo 2. Kuramsal Cergeve ve Baglamin Bulgular ile
Degerlendiriimesi

Calismanin Kuramsal/
Kavramsal Cercevesi

Calismanin Sac Ayagi:

iletisimsel Eylemler

Bulgular

 Habermas'in lleti-
simsel Eylem Kurami

® Victor Turner'in
Esik ve Performans
Yaklasimi

® Richard Schech-
ner'in Performans
Tanimi

Sokak Muzigini Per-
forme Eden-Dinleyici
Arasi

Gegis/esik tanimlamasina paralel olarak toplumsal statile-
rinden ayrilip sokakta “muzisyen” kimligiyle var olan gorls-
meciler, dinleyiciler tarafindan kimi zaman kabul gérduklerini
belirten iletisimsel eylemler ile yanit almis; kimi zaman ise
performanslari, dinleyicinin herhangi bir iletisimsel eylemi ile
degerlendiriimemistir. Dinleyici ile iletisimde muzigin icra edil-
digi mekan etkili olmustur. Metro alti istasyonlari gibi “gegis”
mekanlarinda durup dinleme ve s6zlU iletisim eylemi daha
seyrek gergeklesirken; mizigi duyumsadigina dair muzisyene
"iz" birakmak isteyen dinleyiciler, dil 6tesi imgeler ile iletisime
gecgmistir. Cogunlukla yurlyUs igin tercih edilen caddelerde ise
dilin ara¢ oldugu iletisim daha yogun gergeklesmis, dinleyiciler
muzisyenlere yaklasip izleyerek dinleme ve performans sonun-
da muzisyen ile s0zll iletisime gegcme eylemlerini gergekles-
tirmistir.

Sokak Muzigini Per-
forme Edenler Arasi

Turner'in toplumsal kabul ve dislanmanin yer aldigi esik ve per-
formans yaklasimi dogrultusunda, gortismeciler sokakta galan
diger mizisyenler ve/veya sokakta birlikte galdiklari mdzisyen-
ler tarafindan siklikla kabul gormuslerdir. Buna paralel olarak
gorismeciler, Habermas'in iletisimsel rasyonalite eylemi yak-
lasimi kapsaminda yer alan iletisimin ¢ift tarafli ve muizakere
etigi ile gelistigi; birlikte muzik icra etme, diger sokak muzis-
yenlerinin performanslarini destekleme, mizigin icra edilecegi
alani segerken birbirleriyle uzlasma gibi iletisimsel eylemlerde
bulunmuslardir. Sokak mizigi icrasi ile gelisen mizakere etigi,
geng yetiskinlerin sokak disinda da iletisimlerini strdtrmeleri-
ne olanak tanimistir.

Sokak Muzigini Per-
forme Eden-Yakin
Cevresi Arasi

Schechner'in performans tanimindan hareketle, goérismecile-
rin sokaktaki muzik icralarini birden gok kez tekrarlayarak so-
kak muUzigi icralarina ritlelistik anlam kazandirmalari, sokakta
birgok etkilesime olanak taniyarak gérismecilerin 6zgtvenini
gelistirmistir. Sokak mduzigiyle gelisen iletisimsel eylemlerin
miuzakere etigine katki saglamasiyla gorismecilerin egitim,
aile ve arkadas iliskileri olumlu yonde etkilenmis; sokak muzigi,
hayatlarinda iyilestirici bir glice sahip olmustur.

Esik ve performans yaklasimi dogrultusunda, bazi gérismeci-
lerin sokakta muzik icra edisi yakin gevreleri -6zellikle aileleri-
tarafindan kabul gérmemistir. Bunun yani sira, aile ve arkadas
cevresi tarafindan sokakta calmalari takdirle kargilanan goris-
meciler, yakin gevrelerinin de dinleyici oldugu deneyim akta-
rimlari yapmistir.
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Performe Eden- Dinleyici Arasindaki iletisim

Kentte ylrime eylemi, konusma eylemi (sdzceleme)’'ye benzer bir ifade
tasimaktadir (De Certeau, 2008, s. 193). Sokaktan gecenler, bir yere yetisme
telas! icinde kent sisteminin pargasini olusturanlar ya da sadece yUrUyus yapanlar
olabilir. Bu anlamda, sokak muziginin glindelik hayatin siradanhgini bozma ya da
siradanhgin bir pargasi olma hali, sokaktan gecenin onu fark ederek bu fark edisi
belirtici bir eylemde bulunmasi ya da fark etmeden yoluna devam etmesine gore
okunabilir. Sokaktan gegenin muzigi duyumsadigi an yavaslamasi, durmasi, mu-
zisyenlere yaklasarak mizigi daha yakindan dinlemesi ya da icranin sonunu bek-
leyip mzisyenle konusmak istemesi: timi sokaktan geceni yaya iken dinleyici
konumuna getiren iletisimsel eylemlerdir. Yaya, sahip oldugu dil gdstergelerini
kimi zaman sahip oldugu anlamlarda, kimi zaman ise anlamindan kaydirarak rast-
lantisal yaratmaktadir (De Certeau, 2008, s. 195).

“(...) bazen duruyorlar sarkinin sonuna kadar bekliyorlar ‘ne kadar
glzel caliyorsunuz ama benim gitmem lazm’ diyerek gidenler
oluyor. Bazen para koymalari icin actigimiz seye ufak tefek hediyeler
birakanlar, notlar birakanlar oluyor. Bu arada ben bazen bunun
farkinda olmuyorum kendimi galarken muzige kaptirdigim igin not
biraktiklarini fark etmiyor oluyorum aksam dagilirken gdriyordum
(...) Mesela ‘bugiin yanimda bozukluk yok ama sesiniz ¢ok guzeldi’
seklinde not birakan olmustu. Parasi olmadigi icin gofret birakan
ya da sarkinin sonuna kadar bekleyip ‘'yanimda bozuk yok ama
simdi disardan kestane aldim yer misin?’ diyenler de oluyordu
(glldyor).”(Ozge, 24)

“Ankara soguk bir sehirdir hem iklimi hem insani hem sosyal ortam
bakimindan. insanlar islerinden cikar evine kosar. Tam o kosusturma
sirasinda vyollari Tunali'dan gegen insanlarin tepkileri beni ¢ok
etkiliyordu. DUslnsene bir insan gorlyorsun kafasi dne egik hizli
hizli evine dogru yurtyor. Tam o sirada muUzigimize rastlayip durup
dinlemesi eslik etmesi bizi gok mutlu ediyordu agikgasi.” (Ulas, 24)

Calismanin ilk sac ayagini olusturan sokak muzisyeninin dinleyici ile etki-
lesimi, “duygulanimsal deneyimi” (Titon’dan aktaran Ozdemir, 2020, ss.16-17)
yaklasimiyla 6rtismektedir. Goérlsmecilerin sokakta calarkenki duygularina dair
yaptiklari tanimlamalar, onlarin bireysel estetik deneyimlerine dair bilgi verirken;
sokaktan gecgenleri veya durup dinleyenleri tanimlamalari ise duygulanimsal de-
neyim aktarimi baglaminda okunmaktadir. Richard Sennett modern bireyi tanim-
larken, duygudas etkinliklerin yogunlastiginin altini ¢cizmektedir. Ona gbre birey
artik “sessiz bir izleyici olarak” sosyal yasama dahil olmaktadir (Sennett, 1996,
5.366).

"Budapeste’de ilk caldigimda Turkgce bir parga calmistim. Nehir
kenarindaydim ve bir surt insan vardi. Bdyle hickimse rahatsiz
etmiyor bu arada, dinliyorlar yakininda duruyorlar. Bazen durup
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bakma olayl vardir ya ¢cok bakmamaya da calisiyorlar rahatsiz
etmek istemiyorlar sadece o ani bozmamaya calisiyorlar sadece
dinlemek igin yaklasiyorlar bunu gorebiliyorsun. Ve sonrasinda
sarkiy! bitirdigimde mesela biri yanima geldi ve dedi ki : ‘caldiginiz
sarkinin hangi dilde oldugunu ve ne anlattigini bilmiyorum’ ama
gercekten beni gok duygulandirdi” dedi. Aglamakliydi, cok duygusal
bir parcaydi, Simge Pinar’in Yeni Bir Hayat diye bir parcasi var onu
calmistim. Hig bdyle bir tepki beklememistim. Tam dnlimdeydi nehre
bakiyordu ama sarkinin sonuna kadar bekledi ve bitince yanima gelip
bunu soyledi.” (Ozge, 24)

Kendi yaptigi mizigi alimlama ve o hissi dinleyiciye yansitma seklinde
bir slrecten gecen sokak muizigi performansinda; Jeff Todd Titon'un (aktaran
Ozdemir, 2020, s.16) duygulanimsal deneyim modeline paralel olarak mizisyenin
kendi alimlayisinin 6tesinde, hissin dinleyiciye gecisi mevcuttur. Bu slregte dinle-
yici verdigi tepkiler ile duygulanimini sezdirir. Titon'un modellemesindeki bir son-
raki asama olan performansta ise bir davranisin tekrari s6z konusu olacagindan
"uzlasiimis beklentiler” mevcuttur. Sokaktan gecenler o caddeden daha dnce de
gectigi icin sokak muzigi yapildigini biliyordur ya da muzisyenleri ve mekéanlardaki
meskenlerini artik 6grenmis, alismislardir.

“(...) sokaktan kimse ‘ayni zamanda sarki dinleyeyim' diye ge¢gmiyor.
Ancak bazi durumlarda bu rutini bozan seyler olabiliyor 6rnegin
biri durup ‘helal olsun gengler, sdyleyin!’ deyip para atabiliyor bas
selami verebiliyor ya da basini ¢evirip bize gulimseyebiliyor. Ama
bir baskasi orada sadece kendi hayatina odaklanmis -hakli sebepleri
vardir- stresli stresli yUrlyUp gegiyor, belki duymuyor bile. Insanlarin
ilgilerini ¢cekebilecek bir sey yapmadigin sirece sokaktan ¢ok sey
beklememeliyiz.” (MUcahit Ali, 23)

Aslinda sokak muzigi performansi her zaman ilk karsilasma baglaminda
gerceklesmekte, tekrarlanan ritleli icermektedir. Michael De Certeau (2008), so-
kaktan gegcme yahut bir yere gitme eylemini sdyle tanimlamaktadir:

“(...) bir yerden ge¢me etkinligi, bir plan Gzerinde butincul ve geri
doénusla bir gizgi olusturan noktalara donlstulebilir. Geriye bu planin
yansitildigi ylizeyin zamansizligi igine birakilan kalintiyr kabullenmek
kalir. GorlnUr olan bu kalinti, kendisini mdmkin kilan operasyonu
gorinmez kilma etkisine sahiptir. iste tim bu belirlemeler,
isaretlemeler, sabitlemeler unutma prosedurlerini  olusturur.
Birakilan iz, uygulamanin yerini alir.”

(GUndelik Hayatin Kesfi I: Kent Iginde Yiriimek, s. 193)

De Certeau’'nun degindigi gibi bir yerden gegme eyleminde birakilan izler,
o eylemi anlasilir kilmaktadir (2008, s.193-194). Bu baglamda, goértsulen sokak
muzisyenleri mekan segimlerini yaparken insanlarin sadece gelip gegecekleri ya
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da bir yere yetisme telasinda olduklari icin mizisyene iz birakamayacaklari cadde
ve meydanlarin yerine, kendilerini daha gorindr ve duyulur kilacak, islek ve ka-
labalik ancak insanlarin yirtyUs yapmak icin tercih ettigi caddelerde dinleyicinin
izini aramaktadirlar. Ancak De Certeau bu izi cografi sisteme ait olmanin yani sira
sistemi de unutturan olarak tanimlamaktadir (2008, s. 193). Yani, bir yerden geg-
me eylemi, farkli sekillerde de iz birakabilmektedir. Bu baglamda, gérismeciler-
den metro alti istasyonunda muzik icra edenler bu icralarini, ylrtyUs yapmak igin
bilhassa tercih edilen Ankara’nin Tunal Caddesi'nde caldiklari zamanki “gecisler”
ile kiyasladiklarinda bir yerden ge¢cme ve iz birakma hususuna dair farklliklarin
oldugundan bahsetmistir. Metro alti duraklarinda, cadde ve meydanlara kiyasla
gecisler yogunlukla bir yere yetisme amaclh gercgeklestigi i¢cin oradan gegenler ve
muzisyenler arasi etkilesim de bu dogrultuda gelismektedir. Ancak, Ankara’da
metro alti duraginda muzik performanslari esnasinda gelisen bir iletisimsel eyle-
me deginen gorlismecilerin aktardiklari, De Certeau’'nun (2008, ss. 194-195) ko-
nusma edimini dahil etmeden yalnizca “iz birakmaya” dayali tanimladigr “gegis”
eylemiyle oldukga ortlismektedir.

“Bir glin orada (Ankara Cayyolu metro alti duradi) calarken bir kadin
geldi, para kutusuna iki gikolata birakti, gitti. Bizim icin ¢ok olagan
bir durumdu, abstrt bir sey degildi (...) Biz orada caldik galdik en
son boyle toparlanma zamani geldi. Bir baktik hani gikolatalar vardir
ya Ustlnde isim ya da sézclk yazar, kadinin koydugu cikolatalar
onlardanmis. ki gikolatayi alt alta koyunca ‘susma sdyle’ yaziyordu.
Bu bizi ¢ok ekilemisti. Ve alis veris merkezine (o metro duraginin
yakin oldugu avm) girmeden dnce kadin bizi fark etmis, dinlemisti
ancak durmamisti biz bunu sonradan fark ettik. Belli ki alisveris
merkezine girdi, bunlari (cikolatalarl) ¢zellikle secip almis sonra bize
birakmisti. Bu paradan ¢ok daha degerli ince bir davranis bunu hig
unutamiyorum.” (Ulas, 24)

Sokak mdizisyeni, repertuvar segimini toplumsal baglarindan ve kultirel
kodlarindan badimsiz olusturmamaktadir. Sokak, toplumun farkli birgok kesiminin
tezahirU oldugundan; sokak muzisyenleri repertuvarlarini gok gesitli tutarak “mu-
zigin bir araya getirici” niteliginden yararlanmaktadirlar (Bennet ve Rogers, 2014,
s. 454). Ancak gorismecilerin tamami, sokak muzisyenlerinin repertuvar segim-
lerini popller talebe gore sekillendirme tercihlerine elestirel bakmisladir. Onlara
gore sanatgl, ancak 6zgln muzik yarattiginda kendi estetik hazzini karsi tarafa ge-
cirebilmekte ve boylece estetik deneyimini muzigin diliyle dinleyiciye aktarmakta-
dir. Aksi durumda, yalnizca “dinlenme” kaygisiyla yapilan muzik icrasi, muzisyeni
sanatg! kimligini kazandiran “6zgln ve farkli olma” durumundan koparmaktadir.
Ayrica, gbrismecilerin hepsinin degindigi ve dzellikle ikisinin vurgulayarak elestir-
digi husus olan muzik piyasasinda populer olan pargalari veya milli duygulara hitap
edecek marslari -bilhassa Izmir Marsi- sokakta galan muzisyenler, Habermas'in
stratejik rasyonalite eylemleri kapsaminda degerlendirilebilir. Zira, poptler muzik
kaltary, tuketici odakl ve estetik kaygidan gorece yoksun olarak yorumlandigin-
dan, muzik piyasasinin tahakkimuande bir mizik icrasi sunmaktadir.
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"“Bir gtin yine Eric Clapton galiyorduk metro altinin birinde. Bir kadin
geldi ve ‘arkadaslar Eric Clapton burada olsa sizinle gurur duyardi’
dedi. Biz de ¢ok iftihar ettik bununla. Caldigimiz pargalari insanlarin
bilmesi ve bu sekilde aktarmasi bizim igin oldukga dnemliydi. CUnk{
metroda 6zellikle mizik yapma daha ticari amaca dondi ve insanlar
Izmir'in Daglari gibi klasik seyleri caliyorlar, insanlarin milli duygularina
hitap etmek igin. Biz hi¢ ¢izgimizi bozmadik. Her zaman bizim keyif
aldigimiz ve bdylece insanlari pozitif etkileyecek muzikleri galdik.”
(Ulas, 24)

Teknolojik gelismeler mizigin yeniden Uretilip satilmasina olanak verdigi
icin sokak muzisyenleri de bu popdlariteden etkilenmis, bulunduklari alt siniftan
bir anlamda kopmustur (Bennet ve Rogers, 2014, s. 455). Gérlismecilerin sokak
mUzigine bakis acilarini, diger mUzisyenlerin repertuvar segimleri ve dinleyicilerin
bu secimlere tevecclhi de sekillendirmistir. Popllerlesme, sokak sanatgilari-
ni siniflarindan kopararak kiltlr endUstrisinin popUler metalari haline getirmistir
(Bennett ve Rogers, 2014, ss. 455- 456). Ragbet goren pargalarin bir rutin sek-
linde tekrarlanisini sokagin bir dinamigi olarak goérerek buna elestirel bakan gé-
rismeciler, dinlenmek ugruna “kendi olma“dan kopusun -populerlesmenin- on-
lari sokak muziginden uzaklastirdigini belirtmislerdir. Bu baglamda aslinda diger
sokak muzisyenlerinin popller repertuvarlarina begeni gdsteren dinleyiciye de
elestirel bakilmistir.

“Insanlar, muzigi de arztalep meselesi olarak goriyorlar. Ya
istediklerini vereceksin ya da insanlar seni gérmezden gelecek.
‘Mislim’den Hangimiz Sevmedik’ ve ‘Izmir Mars!’ gibi son donemde
popdler olan sarkilari melodikayla ¢calma nedeni, insanalarin onlara
deger vermesi ve miuzisyenlerin de insanlari o noktalarindan
yakalamaya calismalari (...) Sokak mdiziginin bu imaji bir anlamda
beni sokaktan uzaklastirdi. Ayrica insanlarin muzik zevkini kolay kolay
degistirecegimi disinmuyorum ve o ylzden gok istikrarli sekilde bu
durumu devam ettiremedim.” (MUcahit Ali, 23)

Titon’un duygulanimsal deneyimi gekirdegine aldigi Muzik-Kiltdr Mode-
li'ne (aktaran Ozdemir, 2020, s.16) benzer olarak; bu ¢alismada sokak mizisyen-
lerinin mUzigi duyumsamasinin yani sira Model'in duygulanimsal deneyimden he-
men sonra gelen performans baglaminda icra ettikleri mizige battncul bir bakis
sergilenmistir. Bu anlamda gortsmeciler, sokak muzigini yapma esnasinda duygu
aktanimlarini “kendi estetik hazlarini dnceleyerek” sagladiklarini distinmektedir.
Sokakta ¢almanin estetik hazzin géz ardi edildigi anda sirdurUlebilir bir konforu-
nun olmadiginin altini israrla gizen gorismeciler; sokakta ¢almalarindaki yegéane
nedenini, sokagin birgok etkilesime sahne olusuyla performanslarindan aldiklar
hazzin daha fazla oldugu seklinde acgiklamislardir.

“Tirkiye'de en sik aldigm tepkilerden biri ‘neden Tirkge
s6ylemiyorsun?’ oluyordu. ‘Tiirkge cal birkag tane de Tirkge cal
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diyorlardi ginkd ben repertuvarima koymuyordum. Bunu diyen kisiyi
kirmamak igin galdigim oluyordu ama benim igin dnemli olan énce
benim o andan aldigim lezzetti ve repertuvarimi yine kendi begenime
ve galip sdylerken haz aldigim tire gdre belirliyordum ¢lnki benim
icin 6nemli olan 6nce benim keyif almam. Ben zaten haz duydugum
ve hissettigim slrece bu hissi karsiya gecirebiliyorum o ylzden
bunu énecelemeye hep dikkat ettim.” (Ozge, 24)

Gortismecilerin aktarimlarinda genel ifade ile “dinleyici” olarak konumlan-
dinlan “sokaktan gecgenler ve durup dinleyenler” (¢ temel tepkiyle etkilesime
dahil olmustur. Birincisi, sokak muzisyenlerini performanslari esnasinda gézlem-
leyip dinleyerek bunu performans sonrasi dogrudan iletisime gecgerek sozll ileti-
sime dondiren dinleyiciler; ikincisi, mizigi alimlayan ancak bunu performe edene
s6zIU ifade etmek yerine dil Otesi dgeler araciligiyla belirten dinleyiciler; son ola-
rak, sokaktan -muzigin icra edildigi kamusal alanlardan- gegerken muzigi duyan
-ya da duymayan- yalnizca oradan gecip herhangi bir tepki vermeyen dinleyiciler.

Performe Edenler Arasi iletisim

Bennet'e (2014, s. 454) gore muzik farkl birgok zevkin birlesmesiyle birey-
lere toplumsal bir boyut katmaktadir. Buradan hareketle, miizik onu icra edenler
arasinda da birbirlerini anlayabilecekleri bir dile dontsmektedir. Bu dille gelisen
anlasilma hali performe edilen mizigi duyumsayanlara da gegcmektedir.

“Kocaeli'de Yuriyls Yolu adinda merkezi bir yer var. Bura izmit'te
muzik yapmak isteyenlerin tercih ettigi caddedir. Yani burada baska
muzik yapan insanlar da vardi (...) Baktim bu caddede bir gocuk gitar
caliyordu ‘sana eslik edebilir miyim?’ dedim, olur dedi ve yaninda sarki
sOylemeye basladim bir saat sarki sdyledim. llk deneyimim bu oldu
ve o kadar keyif aldim ki bu durum bana yetmedi, ayni gin YdrUyus
Yolu'nda bir abi baglama caliyordu ona da ayni seyi teklif ettim, onunla
da sarki séyledim. ilerde kemence calan biri daha vardi ona da teklif
ettim ve onunla da Nayino'yu soyledim.” (Micahit Ali, 23)

Habermas'a (1998, s. 598) gore, iletisimin yonU veya ¢esidi kadar araci-
nin iki taraf icin de “anlamli” olmasi gerekmektedir. Bu baglamda, sokak muzis-
yenlerinin etkilesimi dinamik tutmak adina, sokagin ruhuna uygun enstrimanlar
kullanip mUzik segimlerini de bu dogrultuda yapmalart mUzik diliyle gorUs birligine
varmalarini saglamaktadir.

“Ozge'yle benim karakterlerimiz farkli ve istek parcalarimiz da
farkli. Ben daha gok Elvis Presley pargalarini gitarla calmayi ve o
parcalarin enerjisini seviyorum. Ozge ise country tarzi pargalardan
hoslaniyordu. Sesinin 6n plana c¢ikabildigi pargalan seciyordu.
O yuzden farkli ses katkilari oluyordu. Farkl gitar ve seslerle ¢ok
glzel bir ¢esitlilik oluyordu. Daha sonra yumurta tarzi enstrimanlar
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vardir onu, mizika ve son olarak Ozge def ekledi bunlarla sesi de
gesitlendirmeye calistik.” (Ulas, 24)

Maddi kayginin 6n planda oldugu sokak muzigi icrasinda bireyler, bilissel
aragsal rasyonaliteye (Habermas, 2007, ss. 176-178) paralel olarak sergilenmis,
yasamsal olgulara midahale etmeye yani gecim kaygisini 6ncelemeye yodne-
lik aragsal eylemler bulunmaktadir. Habermas (1996, s. 862), iletisimsel eylemden
bahsederken bireylerin bilissel-aragsal rasyonalite ile kendi gikarlarini 6nceledikle-
rini ya da tahakkim iliskilerini iceren stratejik eylemlerine sahip olduklarindan bah-
setmistir. Bunun yani sira, iletisimsel rasyonalite eylemi ise ¢ift tarafli bir streci
kastederek karsilikli birbirini anlamayi amaclayan uzlasi gayretini ifade etmektedir.
Ancak gorlismeciler, maddi kaygly! dnceleyerek sokak mizigi icra etmediklerini,
sokak sartlarinda muzik icrasinin ancak bir arada yasanan tutkuya bagli strdUrile-
bilecegini belirtmislerdir.

“Muzik vasitasiyla Ulas'la tanistik, birlikte muzik yapalim kararina
vardik. Farklikisilerle muzik yapmak gok ¢ok farkli bir sey. Bireyselden
gok c¢ok fakli ginkU artik o evrende tek basina degilsiniz yani sizinle
birlikte baska enstrimanlar, sesler, kisiler ve onlarin da deneyimi
var. Ben bireysel yaptigim mduzikle grup icinde yaptigim mdizik
arasinda ciddi fark goértGyorum. Olumlu olumsuz fark diyemem,
ikisi de var. Kesinlikle farkli enstrimanlarin isin igine girmesi daha
besleyen, genis bir deneyim. Bu da daha keyifli oluyor ama bir
yandan da sey kaygisi var: uyum saglayamadiginda frekans da
kopuyor. Bir sey yanlis giderse iki taraf da keyif alamiyor. Arada bir
harmoni yakalamak kargasay! 6nlemek gabasi oluyor. Ama o uyumu
tutturdugun anda harika bir sey. Senin yasadigin deneyimi o an bir
baskasinin da yasiyor oldugunu gériyor olman hazzini ikiye katliyor
diyebilirim. Arada mesela gbz temasi oluyor bakiyorsun o da mi ayni
seyi hissediyor diye evet o da ayni keyfi aliyor, onu goérdigin an o
akisi devam ettiriyorduk.” (Ozge, 24)

Yapilan derinlemesine gortismelerde Ulas (24) kendi deneyiminin yani sira,
onu muzigi her yerde yapabilecegine ikna eden Ankara Tunali Caddesi'ndeki per-
formansi esnasinda tanistigi Alman sokak muzisyeni Paul’'dan bahsetmistir. Paul,
(18) “hang' isimli muzik aletini calarak kazandi§i parayla Almanya’dan ¢ikarak
Hindistan'a kadar gitmeyi planlamaktadir. Bu slUrecte ugradigi sehirlerin sokak-
larinda, tipki Flaneur'un “en Ucra koselerine kadar metropolU arsinlayip, modern
hayatin bitin gorinimudnid gozlemlemesi, kalabaliklarda nefes alip verisi” (Bau-
delaire, 2013, s.33) gibi hem miuizik icra etmekte hem de sehrin insanini gozlem-
lemektedir.

1 Hang, tamami gelikten olusan oval yapiya sahip, Ust kisminda ice dogru kavisleri bulunan vur-
mali bir enstrimandir. Macarca’da “el” anlamina gelen hang kelimesinin bu enstriimana isim ol-
masinda temel neden; parmaklar ve avug ici yardimi ile bu ¢elik yapiya vurularak melodi olusturul-
masidir. Yere koyularak ya da dizlerin izerine yerlestirilerek ¢alinabilen bu enstriman tasinabilirligi
ve farkli sesler gikarabilmesi nedeniyle sokak muzisyenlerinin de tercihi olmustur.
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“(...)’nerede kaliyorsun’ dedim ‘kalacak bir yerim yok insanlar davet
ederse onlarla kaliyorum param varsa hostelde kaliyorum’ dedi. Ben
de ‘Kocatepe'de 6grenci evi olan bir arkadasim var ona gidelim’
dedim, beraber gittik. O aksam c¢ok glzeldi. Paul'un enstrimani
var, arkadasinin gitari var, bende de mizika vardi. Balkonda soba
vardl onu vyaktik hafif hava soguktu, patates attik sobaya. MUzik
yapmaya basladik orada. Oyle bir sinerji yakaladik ki, hikayesi enerijisi
ve yasam tarzi o kadar etkiliyor ki o sinerjiyi yakalamamizi. Mizik
yaptik eglendik (...) O gece, dogaglama Blues muzik yaptigimiz bir
geceydi.” (Ulas, 24)

Mdazigin farkhliklari bir araya getirdigini 6éne stren Bennet ve Rogers’in
(2014, s. 454) gorUslerine paralel olarak Habermas, iletisimsel rasyonalitesi olan
bireylerin uzlasi yoluyla anlasmayi saglayacagina inanmaktadir. Bu dogrultuda,
sokak muzisyenlerinin birbirleriyle kurduklari etkilesim, iletisimleri ile gelismis ve
onlarin mlzakere etmelerine olanak tanimistir.

“Biz Tunali'da calarken orada saksafon calan bir mizisyenle (16)
tanistik. ‘Beraber ¢alalim mi’ diye dusinduk. Biz oncesinde atilan
para 40-60 TL ise bunda sonra atilani lUge bdleriz dedik, anlastik.
O saksafon caldi eglendik, akorlari verdi transpoze ettik yani bizim
gitarlarinki ‘mi'yken onunki ‘fa’ydi.  Onun calamadidi notalari biz
transpoze ediyorduk. Bir ses benim vokalimde ¢ok sey degistirebilir
yani 6nemli bir sey. Ama biz uyum sagladik, eglendik, para kazandik.
Oturduk muhabbet ettik. Dedi ki: ‘ben su gunler ¢ikiyorum’ biz o
gUnlerde galmaya basladik.” (Berkay, 24)

Turner, bir eylemin rittelistik anlam kazanmasi surecinde kimi zaman kabul
gorduginden kimi zamansa dislandigindan bahsetmistir. Sokak mUzigi performe
eden gortsmeciler, sokakta calan diger mUzisyenlere bakis agilariyla onlarin ritU-
ellerini de tanimlamis, bu tanim da onlarin diger sokak muzisyenleri ile etkilesim-
lerini sekillendirmistir.

“(...) Benim c¢aldigim sokakta yillardir ¢alan iki kisilik bir grup vardi.
Biri gérme engelli bir erkekti 6-7 senedir Kocaeli Yurlyuts Yolu'nda
hep ayni banka oturarak sokakta caliyorlar. Biri ciUmbis caliyor
biri darbuka ¢aliyor ve ayni zamanda sdylUyor. Aslinda soyleyenin
sesini duymuyoruz, sadece melodi duyuluyor ve benim onlari
g6zlemledigim zamanda yani 6-7 yildir asagl yukari hep ayni seyleri
galdiklarini fark ettim (...) Kendi besteleri mi bilmiyorum, asla ne
galdiklarini bilmiyorum ama inatla onu galmaya devam ediyorlar ve
bunun imzalari haline geldigini disuntyorum.” (Mucahit Ali, 23)

Sokak muzisyenleri, diger sokak muzisyenleri ile etkilesiminde ortak dili
yakalayip anlasarak sanat Urind verme amaciyla siklikla uzlasmaci tutum sergi-
lemislerdir. Farkl muzik zevklerine sahip goérismeciler birlikte ¢calarken sokakta
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calacaklari sarkilari tartisip uzaklasarak belirlemektedirler. Uzlasi sonucu elde et-
tikleri ortak GrUnlerinin, gesitliligin ahengini yansittigindan bahsetmislerdir. Bu ey-
lem de onlarin mlzakere etigi kazanmasina olanak tanimistir.

Performe Eden ve Cevresi Arasindaki iletisim

Gorusltlen muzisyenlerin tamami sokak mdziginin onlara basta 6z glven
kazandirdigini belirtmislerdir. Bu anlamda, kamusal alanda sergiledikleri perfor-
manslarinin aile, egitim ve arkadas iliskilerine de yansidigini, mizigin hayatlarini
iyilestirdiginin altini gizerek aktarmuslardir. Sokakta muzik icrasi, birgok insanla
etkilesime gecerek sosyallesmelerine de firsat vermis; bu durum onlarin yakin
gevreleri ile iliskilerini olumlu etkilemistir.

“Ankara'ya geldigimde kuiglik sehirden gelmis bir genctim ama

girisken bir ruhum vardi énce sokakla baslamadim. Universitede

bircok kisiyle tanistim, grup kurduk. Oradaki arkadaslarim: ‘hadi
metroda galalim, sokakta calalim ne olacak ki?" diyorlardi ¢iink{ geri
donls bekliyoruz ve orada kazandigin on lira yirmi lira 6dul geliyor,
maddi gelir boyutunda degildi highir zaman bunu sadece 6dul olarak
kullaniyordum.” (Berkay, 24)

Farkl sinif ethosuna sahip sokak muzisyenlerinin yoneltilen ayni sorulara
"gizli degerler sistemi” kapsaminda yanit verdigi gdzlemlenmistir. Kadin gorus-
meci Ozge, mizige baslama seklini tutkusunu enstriiman alamamanin zaman
zaman bastirmasi Uzerinden tanimlarken, Berkay ve Ulas icin enstriman almaya
dair bir sikintinin yasanmayisi ilk adimi atma ve sonraki icralarini da etkileyen farkl
seylerin oldugunu gostermektedir.

“Arkadaslarim yaptigim muzigi destekliyorlardi. Hatta bir gin bize
surpriz yapip yanimiza gelmislerdi. Dans ettiler, mizige eslik ettiler
(...) Universite hayatim farkli islerde calisarak gecti. Bu da bana
blUylk bir zaman kaybi ve depresyona mal oldu. Ama bUtdn bunlar
birakip sokak muzigine basladigim zaman, iyilestigimi hissediyordum
diyebilirim. Eve dondigimde stresten arinmis rahatlamis oluyordum.
Sanatin kaygilarimi ve depresyonumu iyilestirdigini  kesinlikle
soyleyebilirim.” (Ulas, 24)

Ongen (2020), sokak miizisyeninin giiniimiize gelen imajini iki farkli sekilde
tanimlamaktadir. Sokak mdzisyeni bir yandan elverissiz hayat kosullarinda yasa-
yan ve toplumun en alt sinifindan gelen yoksul gezgin mdizisyenler; 6te yandan
kent devrimi sonrasi kent sakinlerinin maddi durumu el verdikge sokak mdzigi icra
eden halk sanatcisi imajidir (Ongen, 2020, s.1020). Goriismecilerden Berkay'in
ilk sokak muzigi icralarinin akraba ¢evresince “dilencilik” benzetmesiyle tanim-
lanmasi da yine Ongen'in (2020, s. 1020-1021) sokak miizisyeninin imajina dair
toplumsal sinif gdndermesiyle yaptigi agiklamayla értismektedir.

“Ilk deneyimimde kétl olan suydu: benim de akrabam sayilabilecek
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biri vardi, gérmis bizi sokakta calarken. Sonra bizim ailelerimize
soylemisti. Ve bizimkiler bana kizdi, ‘dilencilik mi yapiyorsunuz,
paraya mi ihtiyaciniz var?’ ‘Neden yapiyorsunuz?’ gikislar olmustu.
Oyle bir imaj cizilmisti dilencilik gibi. Miizige desteklerini hicbir
zaman kesmediler ama sokagi cok uygun gérmediler. Ben de sonraki
performanslarimdan bahsetmedim. MUzigin hayatimda vazgegilmez
oldugunu gordikten sonra onlar da karismadi.” (Berkay, 24)

Victor Turner, Performans Antropolojisi kitabinda, ritlelleri sosyal bilimler
ile kesistirerek sunmaktadir. Turner (1988, gev. Nutku, s. 7) performansi, top-
lumsal kabul ve dislama sUreglerini iceren bir olgu olarak ele almaktadir. Bu bag-
lamda, toplumsal kodlarin bir tezahtrl olan sokak muziginde, performansa bakis
acllariyla toplumun var olan degerlerini gormek mimkUindir. Sokaktan gegenlerin
muzisyenin énlne koydugu kutuya para atis eylemi, sokakta yapilan bir muzik
icrasi karsiligl bu bigcimde bir para kazanimi oldugu i¢in “alt sinifa ait” ya da top-
lumun ¢ok kabul etmedigi sekilde algilanabilmektedir. Elbette bu tim toplumlar-
da ayni degildir. MUzigi, toplumsal yasamin adeta bir kurucu araci olarak goren
Adorno’nun (2011) yaklasimina paralel olarak muzigin egemen siniftan bagimsiz
icra edilmedigi dislncesi (Rocconi, 2012, ss. 224-225), sokak muzigini de iginde
bulundugu toplumdan ve gt iliskilerinden bagimsiz gérmemeye dayanmaktadir.
Sokaktan gecgen tUrlG tirlG insanin ruhuna dokunmak amaciyla tamamen bireysel
ve 0zgln muzik icra etme istegi olan MUcahit Ali , kendi estetik hazzini artiran
mizik tirleriyle duygunun dinleyiciye gectigine inanan Ozge ve Ulas’in yaklasim-
lari stratejik eylem yaklasimindan uzak daha ¢ok gorUs birligini mimkdadn kilan ile-
tisimsel rasyonalite yaklasimina yakindir. Onlarin segimleri, “kapitalist milliyetgi”
sisteme yani Ust yapiya ait poptler mizik ya da milli duygulara hitap edecek mar-
slarin tahakkiminden uzaktir. Habermas'in yasam dinyasi olarak aktardigi top-
lumdaki her turlU iletisim eylemini kapsayarak bireyler arasi mizakereyi mimkdin
kilma durumudur. Sokak, birgok etkilesime imkan taniyan bir kamusal alan olarak
sokak muzigi 6zelinde bireyler arasi mizakereye de firsat tanimaktadir.

Sonug ve Degerlendirme

Sokak muUzigi, gindelik hayatin siradanligini bir yandan bozarken bir yandan
siradanhgin bir pargasi oldugundan sokagdi bir sanat ekolojisine donistirmektedir.
Temel egitimin ardindan hayat kurma yolunda adim atilan yaslara tekabUl etme-
siyle genglik ve yetiskinligin dzelliklerini bir arada barindiran ve bir anlamda arada
kalmis nitelige de sahip olan geng yetiskinlikte, glindelik hayatta sanati deneyim-
lemenin en seffaf hali olan sokak muzigi icrasi diger mizik deneyimlerinden farkli
bir anlam tasimaktadir. Sosyallesme ve mizigi duyumsamanin yer aldigi sanatgl/
muzisyen kimligi edinme slrecinde; geng yetiskinlikte sergilenen sokak perfor-
mansi, farkl birgok etkilesime agik haliyle 6nem arz etmektedir.

Kentlerde muzik icrasi, sahne performanslarinin aksine giplak sesle soy-
lenen sarkilarl veya sokaga uygun tasinabilir enstrimanlari gerektirmektedir. Bu
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baglamda, teknolojinin olanaklariyla sesi ylkseltilebilen enstrimanlarin gelisme-
si, sokak muUzisyenlerini kentlerin gtrlltdsy iginde daha gortnar kilmistir (Bennet
ve Rogers, 2014, s. 454). Bu durum, kent sisteminde var olan “sokaktakiler” ile
etkilesimi kolaylastirmistir. Her tirlG fikrin ulasilabilir kilindigi ve tartismaya acildig
kamusal alanlar, fikirlerin temsiliyetine olanak tanimaktadir. Boylece, modern tar-
tisma ortamlarinin yaratiimasiyla yeni fikirler duyulur ve goriltr olmakta, bireyler
mUzakere etigi kazanmaktadir.

Bu calismada, geng yetiskinlerin muzik performanslarini sokagin ruhunun
ve sagladigl yogun etkilesim alaninin nasil sekillendirdigine odaklaniimistir. Bu
dogrultuda, geng yetiskinlerin sokakta kendilerini daha 6zgirce ifade etmeleri,
onlara hem muzigi duyumsamalarinda hem de “06teki” ile etkilesimde katki sag-
lamistir. Sokak mazisyeni, 6zgur bir alanda mizigin diliyle anlasilir olmayi hedef-
lerken mUzigi iletisimsel rasyonalite eylemi olarak sergilemekte; sokakta uydugu
belli kurallar ve bunu cergeveleyen gicler (dr. zabita, polis) baglaminda bir ta-
hakkdm iliskisini igeren “stratejik rasyonalite” eylemi sergilemektedir. Kamusal
alanlarda hayatin olagan akisi icine dahil olan sokak mizigi performansi ile hem
sokaktan gecenlerin hem de kendi hayatlarinin siradanligini bozan mduzisyenler,
mUzigi bu 6zglr sahada daha rahat icra ederek estetik hazlarini artirmislardir. Ayri-
ca, sokakta performe edilen muzigin sagladigi iletisim atmosferi; mizisyenin din-
leyici, diger sokak muzisyenleri ve yakin gevresi ile iletisimini de iyilestirici glce
sahiptir. Dinleyici ile etkilesim; kamusal alanin kullanim islevine goére degiskenlik
gOstermis, gegcis yerlerinde dogrudan iletisim daha seyrekken dinleyicinin bir yere
yetismek zorunda olmadigl cadde ve sokaklarda muizisyenin mizigini duyumsa-
masl ve bunu muzisyene belirtmesi daha gok gdzlemlenmistir. Sokak muzisyen-
leri, sokakta calan diger muzisyenler ile sokagin ahengini bozmayacak sekilde bir
uzlasi ve uyum iginde iletisimde bulunmustur. Geng yetiskinlerin sokaktaki mizik
performanslarinin, yakin gevrelerince garipsendigi ve kabul edilmedigi durumlar
gerceklesse de, genel itibariyle sokak muUzigi geng yetiskinlerin egitim, aile ve
arkadas ile iletisimini destekleyici bir role sahiptir.

Daha onceki galismalar, sokak mdizisyenini ait oldugu toplumun kodlari
baglaminda ele almis (Kozyr, 2014), sinif ethosu’'nun mizik seg¢imindeki rolinin
altini gizmistir. Sokak muzigini mekana odaklanarak ele alan calismalar, (Malkog,
2018; GunlG, 2013) muzisyenlerin mekan segimlerini yine o mekandaki kdlttrel
yapinin sekillendirdigi sonucuna varmistir. Bu galisma ise sokak muUzigini tekrar-
lanan eylem -performans- baglaminda ele alarak geng yetiskinlerin mizigi nasil
alimladiklarini, duygulanimsal deneyimlerini, mazigin dili ile sokaktan gecgenler ile
nasil temasa gectiklerini ve sokak muziginin yakin gevreleriyle olan iliskilerini nasil
sekillendirdigini; onlarla yapilan derinlemesine gorismeler ile kesfederek alana
sokak muzigine iletisim antropolojisi baglaminda yaklasan bir katki saglanmistir.
Gorusmecilerin sokagin tim 6zneleri ile iletisimlerinde karsilastiklan dilsel ifade,
jest ya da mimik, sokak performanslarina devam etmeleri adina onlara “susma
soyle” demistir. Farkli fikirde birgok insanin bir araya geldigi sokak, mizigin dahil
olusuyla bir uzlasi alanina dontismusttr. Bdylece, mizik performanslarinin geng
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yetiskinlerin iletisimsel eylemlerine, miizakere etigi algilarina ve sosyallesmeleri-
ne katki sagladigi sonucuna varilmistir.

Bu calismanin sinirliigr; koronavirlis pandemisi nedeniyle saha arastirma-
sini olusturan gorlismelerin yiz ylze gergeklestiriiememesi ve antropolojik bir
yaklasim sergilenmesine ragmen galismada etnografik gozlem yapilamamasidir.
lleri calismalar, genc yetiskin sokak mizisyenlerinin performanslarini katilimei
gbzlemci olacaklar bir saha ile muzik icralarini performans yerine ilk kez gergek-
lestirme haline vurgu yaparak deneyim baglaminda ele alabilir.
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Abstract

Music and meditation offer an immersive experience in hu-
man life. The immersive continuity of meditation with music has
a long history in meditation practice. Today, in modern urban life,
there is an increasing interest in meditation practices that aim to be
spiritual, relaxing, focusing, well-being enhancing, or stress reduc-
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sic and sound continues with the heavy use of mindfulness-based
mobile meditation apps using technology. At this point, the musi-
cal experience created in mobile meditation practices by statically
directing the individual to music and sound plays a critical central
role. This study aims to highlight the role of soundscape music in
Meditopia, a meditation application. In this regard, task-based ob-
servation and in-depth interviews were conducted in this study. The
interviews were completed with 14 participants-4 male and 10 fe-
male- using the Meditopia application for the first time and living
in Istanbul were interviewed through a remote video method. The
study showed that participants defined music and sound as core
elements in their meditation practice.
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Résumé

Applications de Méditation Mobiles Basées sur La Pleine Conscience
et Expérience Musicale, Cas de Meditopia

La musique et la méditation offrent une expérience immersive de la vie
humaine. La continuité immersive de la méditation avec la musique a une longue
histoire dans la pratique de la méditation. Aujourd’hui, dans la vie urbaine mo-
derne, il y a un intérét croissant pour les pratiques de méditation qui visent a
étre spirituelles, relaxantes, concentrées, améliorant le bien-étre ou réduisant
le stress. La tendance croissante aux pratiques de méditation axées sur la mu-
sigue et le son se poursuit avec I'utilisation intensive d’applications de médita-
tion mobiles basées sur la pleine conscience utilisant la technologie. A ce stade,
I'expérience musicale créée dans les pratiques de méditation mobile en dirigeant
statiguement l'individu vers la musique et le son joue un réle central critique.
Cette étude vise a mettre en évidence le réle de la musique du paysage sonore
dans les pratiques de Meditopia - étant une application de méditation - la source
du son et de la musique, la personnalité vocale, les descripteurs du son et du
paysage sonore et les pratiques de méditation des adultes en relation avec la
qualité du paysage sonore. A cet égard, une observation basée sur les taches
et des entretiens approfondis ont été menés dans le cadre de cette étude. Les
entretiens ont été réalisés avec 14 participants - 4 hommes et 10 femmes - qui
utilisaient I'application Meditopia pour la premiére fois et résidant a Istanbul ont
été interrogés via une méthode vidéo a distance. L’'étude a montré que les par-
ticipants définissaient la musique et le son comme des éléments essentiels de
leur pratique de méditation.

mots-clés: Meditopia, musique, méditation, application mobile, pleine
conscience, son
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Bilingli Farkindalik Temelli Mobil Meditasyon Uygulamalan ve
Miizikal Deneyim: Meditopia Ornegi

Mlizik ve meditasyon, insan yasaminda kusatici bir deneyim sunmaktadir.
Meditasyonun mdizikle olan kusatici devamiiligi, meditasyon pratiginde uzun bir
gecmise sahiptir. Glinlimlzde modern kent yasaminda tinsel, rahatlatici, odaklan-
ma, Iyi olma halini artirici veya stresi azaltmayr amaclayan meditasyon pratiklerine
olan ilgi artmaktadir. Miizik ve sese odaklanan meditasyon uygulamalarina yéne-
lik artan bu egilim, teknolojiyi kullanan farkindalik tabanli mobil meditasyon uygu-
lamalarinin yogun kullanimi ile devam etmektedir. Bu noktada mobil meditasyon
uygulamalarinda kisiyi mizige ve sese ydnlendirerek yaratilan miizik deneyimi
kritik, merkezi bir rol oynamaktadir. Bu ¢alisma, meditasyon uygulamasi olan Me-
ditopia pratiklerinde “soundscape” mduizigin rollind, ses ve mizigin kaynagi, vokal
persona, ses ve ses ortaminin tanimlayicilari ile yetiskin meditasyon uygulamala-
rinin ses ortam kalitesiyle iliskisini incelemeyi amaclamaktadir. Bu baglamda, bu
calismada gorev bazli gbzlem ve derinlemesine gorismeler yapiimistir. Medito-
pia uygulamasini ilk kez kullanan ve lstanbul’da yasayan 4’ erkek 10°u kadin 14
katiimcr ile gérismeler uzaktan video yéntemi ile gerceklestiriimistir. Calisma,
katiimcilarin meditasyon uygulamalarinda mizik ve sesi temel unsurlar olarak
tanimladiklarini géstermistir.

anahtar kelimeler: Meditopia, mizik, meditasyon, mobil uygulama, biling-
li farkindalik, ses
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“Now | will do nothing but listen,

| hear the sound | love, the sound of the human voice,
| hear all sounds running together, combined, fused or following,
Sounds of the city and sounds out of the city, sounds of the day and night”

Song of Myself, 26
Walt Whitman

Introduction

Meditation practices are studied extensively by both people and different
disciplines. Meditation practices are carried out by people with different motiva-
tions. These motivations can be listed as spiritual, relaxing, focusing, improving
well-being, or reducing stress.

Today, tendencies towards different meditation practices have increased
rapidly. In modern city life, crowd, noise and stress sources direct people to
meditate. At this point, although “meditation” is divided into many categories as
a definition and approach, it has become a focal point in the lives of individuals.
This increasing interest has moved meditation practices into the digital fields
with the help of technology.

Mobile meditation apps offer many opportunities compared to the tradi-
tional meditation practices. These applications allow people to meditate in any
place they want or listen to atmospheric music to relax. One of the most signifi-
cant reasons why mobile meditation applications can be used comfortably in ev-
ery place is the creation of an acoustic environment. Soundscape or atmospheric
music, which is a combination of nature, human, and animal sounds in medita-
tion applications allows the user to create a brand-new environment by the help
of music. This acoustic environment in Mobile Meditation applications enables
users to have an immersive experience with the music and sound they want in
any place. In this respect, the acoustic environment created in mobile meditation
practices plays a key role in today’'s mindfulness-based meditation practices.

In this study, the use of mindfulness-based mobile meditation applications
by adults as a musical experience is examined. In the study, it is aimed to re-
veal the role of soundscape in Meditopia application on meditation practices of
adults in terms of the source of sound and music, vocal persona, sound, and
soundscape descriptors, soundscape quality. At this point, it should be noted
that the soundscape approach, music, words, and dialogues used or produced in
meditation practices provide a comprehensive experience (Vidyarthi, Riecke et
al., 2012, pp. 408-410). Meditopia was determined as the case study because it
is the first meditation application that offers content in Turkish. In this context,
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task-based observation and in-debt interviews were conducted in the study.
From Where to Where: Literature Review

Back to the Beginning: Music, Meditation and Mindfulness as
Buddhist Teaching

The basic forms of meditation began thousands of years ago with Bud-
dhism as a religious teaching, ritual and performance using various methods and
techniques. Although the starting point of understanding Buddhism is essentially
similar, monks interacted with the cultures of the different regions they traveled
and formed different branches in accordance with the cultures of the region such
as Theravada, Mahayana, Tibet and Myanmar Buddhism. A flexible and culturally
adaptable approach lies in the formation of these diverse paths within Buddhism.
Likewise, meditation types differ according to different teachings of Buddhism.
In this regard, "Vipassana” meditation is one of the oldest types of meditation
commonly practiced in “Theravda” Buddhism. (Cousins, 1996, p. 35).

It is stated that with Vipassana meditation practice, which is one of the
oldest types of meditation, 2500 years of Buddhist meditation and mindfulness
tradition can still be experienced today. The applicability of this meditation prac-
tice is presented as follows:

“This ancient Way of Mindfulness is as practicable today as it was 2,500
years ago. It is as applicable in the lands of the West as in the East; in the midst
of life's turmoil as well as in the peace of the monk’s cell. Right Mindfulness is,
in fact, the indispensable basis of Right Living and Right Thinking—everywhere,
at any time, for everyone.” (Cousins, 1996, s. 35).

The relationship between the meditation performance that originated in Bud-
dhism and music is as old as the history of meditation. As Greene and Wei noted,
the Buddhist musical tradition used in the earliest meditation rituals differs from
the contemporary understanding of music and is used only as “liturgical chant.”
(Greene and Wei, 2004, pp. 1-2) These hymns are seen as a “catalytic agent for
purifying the soul” (Wei, 1992, p.88). Similarly, in the seventh of the ten principles
of Buddhism (dasa-$ila), it is committed to abstaining from dancing, singing, music,
and other entertainment (Nacca-gita-vadita-visuka-dassana veramani sikkhapadam
samadiyam) (Oxford Reference, Dasa-$1la, 2020) In the Buddhist musical tradition,
hymns were also pronounced to help monks memorize the Pali teachings. (Greene
and Wei, 2004, pp. 1-2) On the other hand, it should be expressed that in Buddhist
music tradition, natural sounds such as bird, wind, tree (tianyue) are defined as the
“sounds of heaven” and these harmonic sounds produced by nature become a
means to be presented to the Buddha (Wei, 1992, p. 81).

“In the Other World-the Buddha Land, music of Heaven can be
heard frequently. There are hundreds of beautiful and extraordinary
birds such as white cranes, peacocks, parrots, etc. .... They sing day
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after day with elegant harmonic sounds. These sounds smoothly
penetrate the five roots, the five agents, the seven characteristics
of bodhi (perfect wisdom) . . . When people hear this music, they
all concentrate to chant the names of the Buddhas, Dharmas, and
Sanghas” (Wei, 1992, p. 82).

The musical forms used according to the Buddhist musical tradition in
different countries and regions also vary. In the cultural context, it is possible to
illustrate this change in musical forms, the Japanese shakuhachi flute tradition
in Japan, the tantric song in Nepal and India, fanbai hymns in China known as
Buddhist music, or paritta hymns (Green, 2004b, pp. 44) -48) in Taylan, Myanmar,
and Srikalanka (Greene and Wei, 2004, pp. 1-2). Moreover, it should be empha-
sized that these various musical forms in Buddhism play a sacramental role in
the attainment of the sacred. This role in musical forms is also explained as a
sacramental function: music is used to direct the mind of the faithful, but it is
not believed to have the inherent virtue of transcending the phenomenal world
(Mabbett, 1994, p. 17).

Today, in the context of Buddhism, this wealth of musical culture in Asia
has spread to many different parts of the world and has begun to be studied
through modern musical perspectives. In particular, the distinctive tradition of
recording and making music in meditation music makes it possible to analyze
the Buddhist musical tradition discographically (Greene, Howard et al., 2004, pp.
133-134). However, the change in cultural and social structures in this long-term
direct relationship between music and meditation has altered existing forms of
meditation music.

At this point, Buddhist and non-Buddhist musical forms and performances
also differ, being used in meditation that is part of a religious ritual and in med-
itation that is experienced with a secular approach. Hybrid meditation music is
also used in musical forms, especially with the spread of socio-cultural changes
and meditation in Western culture. The Buddhist musical tradition is adapted to
instruments in different cultures. Buddhist musical culture has evolved into a
hybrid meditation music within Western culture. This transformation also reveals
a Western-style meditation and mindfulness practice (Wei, 1992, p.86).

Western Modern Times: Music, Meditation and Mindfulness as
Secular Praxis

The process of capitalism, which began in the 19th century with modern-
ization, transportation and technological developments around the world, affect-
ed China and other countries, reshaping the relationships between society, state
and culture. This modernization, which accelerated socially in the 20th century,
also changed Buddhism and the Buddhist musical tradition. Until the 19th centu-
ry, “fanbai” monastic hymns were used in rituals, ceremonies and meditations,
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and these hymns were not accepted in the category of music (yinyue). Thus, a
musical tradition was maintained that was compatible with Buddhist teachings.
The influence of the westernization and modernization process, which started
especially in China, Taiwan and other countries, changed the monasteries and
Buddhist music culture in the 20th century. Now the concept of music was ac-
cepted in place of the traditional fanbai hymns and this process led to the emer-
gence of Buddhist music (Fojiao yinyue) as a social project. Thus, since the first
half of the 20th century, Buddhist music and meditation have become accessible
and consumable cultural goods for a variety of Western cultures without resem-
bling a traditional ritual. Even during this period, many monks were making lyrical
Buddhist music in the Western minor style (Chen, 2004, pp. 86-90). During this
time, the role of meditation and rites performed as a daily practice in monasteries
also changed. This transformation was aimed at focusing on mental awareness
and increasing people’s mental concentration within meditation practice.

“Buddhists are instructed to use their own experience in meditation,
as well as in all daily actions, and to undergo a radical transformation
in how they sense, know, and feel. The transformation can be
achieved through mindfulness of their mental processes and through
everyday activities. Buddhist liturgies, besides their communal
purposes, function to develop people’ s mindful concentration”
(Chen, p.93).

Critical View: Scientific Transformations in Music, Meditation,
Mindfulness

The radical change in the foundations of meditation and Buddhist musical
culture combined with globalization increased interest in meditation as a secular
practice. This led to the formation of a new Western Buddhism/approach to med-
itation in Western societies, and meditation practices and group therapies were
incorporated into daily life practices (Coleman, 2002, p. 55). At this point, it is
necessary to clarify a few critical points in the westernization and secularization
process of meditation. Meditation, which became widespread as a secular prac-
tice in the USA and Europe especially after the 70’s, has become a commodity
and turned into an industry. Investments in meditation studies have increased,
and meditation has turned into an individual object of consumption with a uni-
versal and cross-cultural assumption. However, the commercialization of medita-
tion, its detachment from the foundations of Buddhism, promotes individualism,
in the opposite of this doctrine (Hickey, 2010). Meditation, exotic, “spiritual east”
experience, which is a Buddha teaching, is constructed as a hybrid product with
western values on the axis of globalization and capitalism (Urban, 2013, pp. 35-
44). Likewise, the transformation of meditation takes place through the mutual
transformation of global and local elements through hundreds of books, pro-
grams, education, videos, therapy and monks (Wilson, 2014, pp.6-8). In particu-
lar, both meditation practices and monks are welcomed by post-modern secular
individuals as popular culture items in the USA. (Forbes, Mahan, 2017, pp.51-60).
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On the other hand, the growing interest in meditation practice has been
studied by many different disciplines including medicine, psychology, sociology,
clinical psychology, communication, and music. Buddhist meditation practices,
which are rapidly being adopted into American and Western culture, are also
diverse. Many meditations are practiced in the Therav, Zen, and Tibetan tradi-
tions. These meditation practices, led by Buddhists, have been similarly culturally
and socially transformed (Lindahl, Fisher et al., 2017, p. 1). This transformation
has resulted in the emergence of a “McMindfulness” phenomenon that has
been abstracted from the Buddhist ethical and moral values of meditation in the
academic and public sphere, commodified and commercialized (Hyland, 2017,
pp.335-338) Kabat Zinn, one of the founders of Mindfulness Based Stress Re-
duction practices, criticizes the situation as follows: “mindfulness has become a
business that can only disappoint the vulnerable consumers who look to it as a
panacea.” (Kabat-Zinn, 2015).

Again, the definition and meaning of the concepts and practices of med-
itation and mindfulness that modern Western societies and the scientific world
have pointed to are largely broken off from their traditional religious and spiritual
roots. In this regard, mindfulness consists of two basic components, and these
components are realized with meditation practices as a secular practice.

“...first component is the regulation of attention in order to maintain
it on the immediate experience, and the second component
involves approaching one’s experiences with an orientation of
curiosity, openness, and acceptance, regardless of their valence
and desirability” (Holzel, Lazar, et. al, 2011, p.538).

Meditation, now a billion-dollar sector, examines its effects on cognitive
processes within various literature and analytical frameworks. Stone explained
mindfulness meditation’s global level of sectoralization as follows: “Mindfulness
meditation has exploded into an industry that ranges from the monastery to the
military. Google, General Mills, Procter & Gamble, Monsanto and the U.S. Army
are just a handful of the many enormous institutions that bring meditative prac-
tice to their workforce.” (Stone, 2014).

In scientific practice, meditation is now used as Mindfulness Based Inter-
ventions (MBI) or Mindfulness Based Stress Reduction Interventions (MBSR)
(Khoury, Sharma, et al., 2015, pp. 519-520) as an alternative treatment/support/
healing approach within the discipline of medicine and psychology (Eberth and
Sedlmeier, 2012, pp. 174-175). In these studies, on meditation, on the one hand,
meditation and mindfulness are fed from Buddhist literature (Kuan, 2012; Com-
pson, 2014). On the other hand, medicine, psychology, clinical psychology, cog-
nitive psychology, neurology, cognitive informatics, and human-computer inter-
action are analyzed in terms of theoretical and methodological frameworks of
analysis formed in broad and comprehensive disciplines. It should be underlined
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that at the scientific level, meditation has a serious cultural and epistemological
cost in transforming it into a predictable, measurable (Hyland, 2017), operational
and standard concept. The cost of this transformation process can be summed
up in the words of Williams, and Kabat-Zinn as follows: “the essential meaning
of mindfulness may have been exploited, or distorted, or abstracted from its es-
sential ecological niche in ways that may threaten its deep meaning, its integrity,
and its potential value” (Williams, Kabat-Zinn, 2011, p.12).

In other respects, todays these studies consist of studies that examine
the positive and negative side effects of meditation and meditation as a spiritual
experience (Lindahl, Fisher et al., pp. 3-5). At this point, there is evidence that
mindfulness-based meditation research supports the healing of many diseases
in psychology and medicine. There have been studies on the effects of medita-
tion on a variety of issues including mental disorders, chronic illness, addiction,
depression, stress, anxiety, and eating disorders. (Grossman, Niemann, et.al,
2004, pp.38-40; Holzel, Lazar, et. al, 2011, pp.537-538).

Another important point that has emerged in mindfulness-based medita-
tion research is that these practices are closely related to cognitive processes
such as mind execution, attention, emotion, and motivation. Findings of increas-
ing attention and cognitive flexibility are drawing attention, particularly in mind-
fulness meditation (Moore and Malinowski, 2009, p.177). Increased control of
cognitive processes and positive improvements in participants mood have been
found in the development of sustained attention following long-term mindful-
ness meditation (Zeidan, Johnson, et.al, 2010, pp. 601-604).

On the other hand, the cognitive approach comes to the fore in these ac-
ademic studies that focus on the effects, benefits, and points of meditation and
mindfulness. Especially in the last 15 years, the transfer of meditation practices
to digital platforms and mobile applications has brought the relationship of medi-
tation practices with cognitive processes to another dimension.

Now, Take a Deep Breath: Mobil Mindfulness Based Meditation Apps

With the rapid development of communication, informatics and internet
technology since the early 2000s, traditional practices have been quickly trans-
ferred or transformed into digital ones. In particular, in the last 15 years with the
proliferation of Internet and information technologies, traditional meditation and
relaxation sessions, which are becoming more popular every day, have been
transferred to mobile meditation applications. With mobile meditation apps,
meditation has now become a fast, more accessible, individualized way to prac-
tice, independent of space and time (Derthick, 2014, pp. 2275-2276).

Mobile meditation apps basically offer a similar structure of meditation prac-
tice. While in traditional meditation there is a person and a meditator, a mobile app
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takes on the role of a meditator in mobile meditation apps. In terms of the roots
of mobile meditation practices, “monks and disciples” in the Buddhist tradition
have evolved into a secular meditation practice in Western culture, and have now
become an individual mental, emotional, and internal self-regulation tool.

The effects and benefits of today’s mobile meditation applications, as well
as the classical meditation practices widely used in Western culture, have been
studied by various disciplines such as medicine, psychology, clinical psychol-
ogy, cognitive psychology, neurology, cognitive neurology, computer science,
human-computer interaction with scientific perspectives. According to these
studies, mobile meditation practices improve mental health as in traditional med-
itation practice (Flett, Hayne et al., 2019), relaxation, stress reduction (Gal, tefan,
and Cristea, 2020), and improvement of well-being (Bostock, Crosswell et al.,
2019), sleep quality (Rusch, Rosario et al., 2019), depression (Rung, Oral et al.,
2020), eating disorders (Omiwole, Richardson et al., 2019). There is evidence
that it plays a supportive/healing role in such matters.

According to a comprehensive study by Roquet and Sas (2018), when eval-
uating mindfulness-based meditation practices in terms of design, type, approach,
and technique, it was found that most of these practices are static, external,
body-oriented, closed-eye, and nonverbal in nature (Roquet und Sas, 2018, S. 3).

Figure 1. Mobil Mindfulness Based Meditations Techniques
(Roquet and Sas, 2018, p.3)

static
extrinsic kinetic
intrinsic _ eyes closed
silent — \l eyes open
verbal ' focus sound
focus body

When mobile meditation applications are evaluated in terms of sound-
scape, it is noted that the application includes nature sounds, bells, ambient
sounds, and quieting options. Soundscape is briefly defined as an acoustic
composition resulting from the voluntary or involuntary overlapping of different
sounds of physical or biological origin (Farina, 2013, p. 3). The role of sound
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system, music, and verbal expression, which are a crucial component in mobile
meditation applications in daily use, referred to as “meditation music,” should
also be fully explored in academic research.

Creating an Acoustic Environment in Meditation Apps: Meditation
Soundscapes, Meditation Music or Anyway?

Each person interacts differently with music. In the musical experience,
the interpretation of sound within a particular system is the determinant of the
person’s own environment and mood. In this respect, the musical experience is
subtle and indescribable. Why some people find a piece of music too affecting or
another person cannot be affected is difficult to answer. In concrete terms, from
a musical point of view, the answer to these questions arises from the individu-
al's perception of music and cognitive processes.

In this approach, defined as embodied music cognition, the evaluation
of structural components such as harmony, melody, rhythm, and timbre by in-
dividuals with different expectations generates their perception of music. This
perception is the interpretation of musical components processed through the
senses, rather than an emotional expression as cognitively strong, weak, and
quiet, by comparing them to prior knowledge. All this is a result of the structural
and technical components of music, the relationship between body and mind
(Leman and Maes, 2014, pp. 81-82).

In the meditation practice conducted through mobile meditation applica-
tions, the musical recognition process is also effective in the interaction between
the individual’s mind and body with verbal expression, sound and music being its
basic components. In this regard, certain selected sound stimuli are generated
in mobile applications to support the individual’'s meditation for relaxation and
stress reduction. Testing the efficacy of sound stimuli is crucial for sound pro-
duction (Hernandez, Dvorak et al., 2020a, p. 13). For this reason, the selection of
sound stimuli (harmony, melody, beat) that are effective for the listener in prac-
tice determines the musical activity in meditation practice (Hernandez, Dvorak et
al., 2020b, pp. 14-15). This condition is also used in practice to create an acoustic
environment for meditators. Thus, meditative soundscape systems are created
according to the different meditation contents in use.

There is the soundscape of nature, life, cities, nights, time, and communi-
ties on Earth. Soundscape consists of several basic components. Main sounds
(Keynote Sound) are sound signals and speech marks. (Soundmark) The main
sounds of a landscape are the sounds of water, wind, forests, plains, birds, in-
sects, and animals, which vary depending on the geographic climate of the re-
gion. These main voices also play a role in drawing the outline and character of a
space (Schafer, 1993, pp. 9-10). Many of the keynote sounds are also produced
from regionally changing materials such as stone, iron, bamboo (Schafer, 1993,
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p. 59), and determining the keynote sounds can also influence human behavior
(Schafer, 1993, p. 48). Keynote sound, sound signals, and sound markers are
unigue components that create the sound atmosphere of a city, time, experi-
ence, or community. From this perspective, the natural soundscape can be the
main sounds of birds, wind and forest, the sound marker in the sound atmo-
sphere of a city can be a bell and the sound marker of a night can be the sounds
of the watchman.

Similarly, within traditional Buddhist musical culture, there are various
meditation sound atmospheres consisting of many main sounds and sound
markers. In particular, the sounds of birds, wind, and nature, which are consid-
ered to be the sounds of heaven, are accepted as the main sounds in attaining
the Buddha (Wei, 1992, p. 81). As mentioned earlier, “shakuhachi flute” made
of wood, sounds of wooden fish instruments and bells played in monasteries
are important sound markers in meditation sound atmospheres. These medita-
tion sound atmospheres, which change periodically, have changed with the ef-
fect of modernization and westernization, and hybrid or new atmospheres have
emerged. In audio applications, the meditation atmosphere is occurring hybrid
from the production of these following instruments: water, wave, fire, wind,
forest and nature sounds, Japanese Shakuhachi Flute, Erhu, Guzheng, a Chinese
bamboo flute, Gugin, erhu, piano. This musical approach, consisting of various
instruments and natural sounds, can be defined as meditation music or sound-
scape music. In this context, it should be noted that the analysis of the compo-
nents that make up the soundscape is important to study the role of the individ-
ual in relation to his behavior and musical perception in the meditation practice.

Research: Mindfulness-Based Mobile Meditation Applications as A
Musical Experience, Meditopia

Meditopia, a mindfulness-based mobile meditation application, is an ap-
plication that provides its users with content to reduce their stress, strengthen
their focus, improve their sleep quality or feelings such as anxiety, unhappiness
and self-confidence. The Meditopia application expresses its mission to help
people around the world discover the happiness within them and develop the
mental stamina they will carry into their daily lives with its content of awareness,
meditation, and music (Meditopia, 2020). Meditopia, which also offers Turkish
content to its users, was downloaded 1.4 million times during the COVID-19
period (Webrazzi, 2020).

Most of the meditation practices support users as static, external, body-ori-
ented, closed-eye, and nonverbal. In addition, very few of the applications have
music guidance. (Roquet and Sas, 2018, p.3). Meditopia, on the other hand, is a
sound-oriented meditation practice. Based on Roquet and Sas’s (2018) approach
to classifying meditation practices, Meditopia consists of the following medita-
tion components and techniques.
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Table 1. Meditopia Meditation Components and Techniques

Meditation Cognitive Object of Closed/ Static/ Verbal/ Soundscape
Type Strategies Attention | Open Eyes | Kinetic Non-Verbal
Guided Concentration Body Both of Static Verbal Nature
Meditation | Introspection Them and Hybrid
Sounds
Methodology

The genetic, cultural, and social codes of the perceiving individual are ef-
fective in the perception of a natural or artificial sonic environment. As Farina
(2013) stated, a sonic environment can be defined in three different levels. These
are the physical level, the perceptual level, and the interpretive level (Farina, p.
108).

Figure 2. Three Levels of Human-Soundscape Interaction
Representation (Farina, 2013, p.109)
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The physical level is the perception of the physical sound by external stim-
uli, and the perceptual level is the perception of the physical sound according
to the person’s mental state. On the other hand, the study of the sound envi-
ronment at the interpretation level includes both the acoustic character of the
sound environment and the evaluation of the individual experiencing the sound
environment according to personal, cultural, and social variables (Farina, 2013,
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p. 108). This study aims to demonstrate the role of sound atmosphere in the
application of Meditopia to adult meditation practices in terms of sound source
and music, person of sound, descriptors of sound and soundscape, soundscape
quality. In this regard, the study used in-depth interviews and task-based obser-
vation methods to examine the sonic environment and soundscape presented in
the Meditopia application with respect to meditating listeners.

The study seeks answers to the following questions in order to investigate
the relationship between meditation practice and language, sound, and music
presented in the practice:

RQ1: What is the role of music and sound in meditation practice in
Meditopia?

RQ2: What is the relationship between relaxation and stress
reduction meditation practices and the preferred source of music,
soundscape quality?

RQ3: Is Vocal Attractiveness a determinant variable in meditation
use?

RQ4: What is the relationship between noise sensitivity, noise
annoyance and stress reduction and relaxation in in meditation
practice?

Analysis Framework

In studying the different soundscape forms presented by the Meditopia
application, an analysis framework was created with a multifaceted approach,
combining relevant and complementary approaches. In this regard, the study
of soundscape forms was based on Farina’'s (2013) approach to psychological
interpretation of soundscape, Aletta, Kang and others ‘' (2016) framework of
Soundscape descriptors, Zuckerman and Driver's (1989) study of the vocal at-
tractiveness stereotype. Soundscape descriptors are based on the identification
of the indicators that make up the sound scheme in the environment. There
are different compositions defining the sound scheme in Soundscape music. In
the context of these descriptors, sound scape quality is an indicator of how the
environmental music environment is perceived (Aletta, Kang, et. al, 2016, pp.66-
68). In addition, in interpersonal interaction, the tone of the voice, the speed
of speech, and the style are fundamental the stereotype sources. Individuals'’
perceptual vocal attractiveness stereotypes determine which sound is beautiful
or good in relation to the attractiveness of the sound (Zuckerman, Driver, 1989,
pp.67-70). According to the analytical framework designed in the study, the at-
titudes and behaviors of the participants are examined based on the questions
identified using the following concept sets.
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Table 2. Constructs Used to Measure Participants’ Attitudes

Construct

Data Collection Questions

Theoretical Source

Source of Sound
Geophony
Biophony
Anthrophonies

Which music do you prefer in
the app?

Farina (2013), Davies,
et.al, (2013), Schafer
(1993)

Noise/Sound
Sensitivity

Did the speech, sound and
music bother you?

Farina (2013)

Noise/Sound
Annoyance

Do you prefer speech and
music during meditation?

Farina (2013); Aletta,
Kang, et. al (2016);
Steele, Chon, (2007).

Soundscape Quality

How did you find the
speaking voice and musical
tone?

Can you express this tone
of voice and music with an
emotion?

Farina (2013); Aletta,
Kang, et. al (2016);
Yu and Kang (2008)

Vocal Attractiveness/
Persona

Would you have a preference
for the voice of meditation to
be voiced by a woman or a
man?

Zuckerman, et. Al
(1989)

Pleasantness/
Unpleasantness

Did the music you chose
match the expectation in your
mind? How did you find the
music?

Aletta, Kang, et. al
(2016); Davies, et.al,
(2013

Sample and Procedure

In the study, 14 participants who using the Meditopia application for the
first time and living Istanbul were interviewed using a remote video method.
The interviews were held between December 26, 2020, and January 26, 2021.
Participants in the study were invited to the research with Facebook and Insta-
gram announcements and stories. The sampling criteria were determined that
the participants had not used any meditation practice before. In addition, the
participants' interest in meditation experiences was also measured in the pre-in-
terview. People who had previously participated in meditation experiences were
not included in the study. The sample is aimed to be in a female and male equal
distribution. However, in the process of finding the participants, most of the
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males did not want to participate in the study. The study was conducted with 4
male and 10 female participants.

The interview lasted an average of 30 minutes. In the study, participants
were first introduced to the Meditopia application, participants were asked to
perform a stress-related meditation in Meditopia, and then they were asked to
perform a meditation that they specified. Before the participant began the med-
itation practice, the remote interview was completed and the video call was
restarted after the meditation. An in-depth interview was then conducted with
the participants. During the in-depth interview, participants had listened to the
music they selected/preferred at Meditopia for 3 minutes. The participant was
observed listening to the music, and then the interview process was completed
with semi-structured questions.

Table 3. Research Procedure

Phase 1 Pre-interview
Phase 2 Meditation and Music Experience
Phase 3 In-Depth Interview

Research Findings

The findings obtained in the in-depth interview with the participants were
examined in terms of source of sound and music, persona of sound, sound and
soundscape descriptors and soundscape quality, which are the main compo-
nents in the evaluation of sound atmosphere.

Source of Sound

In sound environments, there are 3 different sound sources. These are geo-
phonic, biophonic and anthrophonic sounds (Farina, 2013, p. 7). In the mobile appli-
cation Meditopia, natural sounds such as water, fire, wave, forest, night and music
such as Mars, Venus, Sakura and tree shadows are represented. In the study of
these sounds and music, it was found that geophonic, biophonic and anthrophonic
sounds were used together in the practice. The following question was asked to
the meditators during the study “"Which music do you prefer in the app?”’

Most participants indicated that they preferred nature sounds during med-
itation and would listen to nature sounds to relax and calm down. This situation
is also due to the participants stay at home for a long time during COVID-19. In
addition, participants requested interactive visual support while listening to the
sounds of nature:

"“In practice, we need animated graphics that focus on the sound and
complement the sound in the same way. | expected an interactive
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image to come out of the mountain like water drops moving in the
rush of water or listening to the sounds of the mountain. Since we
were longing for nature at that time, we were closed, so | prefer
nature sounds, but for those sounds, visual elements should also
be supported.” (M., Female, 27).

Participants also experienced the abstract theme music presented in Med-
itopia and found it distracting when listening to music such as “Venus, Vam,
Quartz” with binaural effects in a straight flow:

“| prefer the sounds of nature. Nature sounds soothing. The music
in the app is exhausting. The music is so intense that it feels harsh
and tires my mind. The truth is that the music did not bring peace, |
frowned during meditation.” (Ay., Female, 25).

In Meditopia mobile application, sounds and music can be selected and lis-
tened to individually or as background noise by users. On the other hand, a simi-
lar response was not shown in practice. Participants listened to voices and music
as background sounds. In this regard, music was found to have a complementary
effect to the meditation speeches and participants did background listening:

“99% of this application is background noise. The application does
not work if there is no background sound. The sound of the waves
during meditation keeps my mind away from my problems.” (E.,
Male, 29).

“Sound and music complement each other; it gets boring after a
while if there is no music in the background.” (An., Male, 29).

People may react differently to sounds depending on personal experience,
culture, or different contexts in which the action takes place (Weinstein, 1978).
Sound and noise sensitivity is usually an individual criterion. In the Meditopia ap-
plication, different sounds and music are offered regardless of the selected med-
itation content. During this meditation, which is performed for relaxation, stress,
and focus, sensitivity to the sound of nature and music in the background is also
an important variable in terms of the relationship between meditation and music.

Participants were asked the following questions during the study “Did
the speech, sound and music bother you?” and “Do you prefer speech and mu-
sic during meditation?” With the exception of one participant (Ay., Female, 25),
the others indicated that they were not bothered by the sound of speech and
background music during meditation. In addition, participants indicated that they
focused on the background or speech sound. This demonstrated that for relax-
ation, stress, and focus related to the speech sound and music presented, there
was no sound sensitivity or noise interference:

"My eyes were closed during the meditation; | had lain down. The
meditation app contains good content for mindfulness. In meditation
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it is the background sound that keeps me on topic and calm.” (Ed.,
Male, 29).

Soundscape Quality

In studies of soundscape quality, there are studies that attempt to deter-
mine soundscape forms by good or bad or physical and perceptual descriptors
(Aletta, Kang, et al., 2016). In meditation practice, it would be appropriate to
assess the quality of the soundscape in terms of whether it is a soundscape that
is compatible with the purpose of meditation, stress, relaxation, and concentra-
tion and supports these practices of the participants. In this context, participants
were asked the following questions to perceptually interpret and evaluate the
various sounds and music presented in Meditopia in relation to the participants.
"How did you find the speaking voice and musical tone?"” and “Can you express
this tone of voice and music with an emotion?” Participants focused more on
the sound of the voice guidance during meditation than on the music in Medi-
topia. In principle, it is possible to separate the findings on the sound of speech
in the application as positive and negative. Some of the participants found the
speech voice “unfriendly, artificial, robotic” (Ed., Male, 29), “forced to look sin-
cere, seem calm” (Eb., Female, 29), "acted” (As., Female, 31), “Sound, not con-
vincing. unreal intonation, irritating, unnatural” (Se., Female, 29).

On the other hand, most of the participants expressed the speech tone
with positive feelings, besides naturalness, " calm, soft, loving, relaxing, warm,
peaceful, as if a mother was telling a fairy tale to her child"":

“Female voice, you are lying in bed at night, your mother is sitting
at your bedside, come my child.... Your mother is stroking your
hair. Compassion is described as a three-way voice consisting of
compassion, wisdom, and experience.” (Ed., Male, 29).

Regarding the background music played during meditation in the practice,
most participants preferred nature sounds and indicated that they liked the sounds:
"| prefer nature sounds. | feel like | am there when | close my eyes. \WWhen there is
fire and wood burning. When | turned on the fire sound, | thought | was camping.
| imagine myself in an environment with sounds.” (D., Female, 31).

Some of the participants stated that the background music working in a
similar tone distracted the attention after a certain period of time.

" At first, music allows me to get into the sense of meditation. | listened
to it while trying to clear my mind. But after a while, the scratching,
jingling noises in the back distracted me"” (Se, Female, 29).
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Vocal Attractiveness/Persona

The attraction of sound that guides users in meditation practices can also
be crucial in meditation practice. In the Meditopia application, the voice that
guides meditation is generally female and, in some content, a male voice. It is
also closely related to the tone that determines the soundscape quality in the
participants’ evaluation of sound attractiveness. The following questions were
asked participants to learn their preferences for the voice person in their medi-
tation practice, “"Would you have a preference for the voice of meditation to be
a woman or man?”

The study did not find a common trend regarding the participants’ person-
nel voice preferences. Some of the participants indicated that they would prefer
a female voice, while some of the female participants would prefer a male voice.
From this point of view, it was found that participants would prefer to choose
different vocal personalities presented by Meditopia. Furthermore, it is noted
that the use of predominantly female voices in Meditopia content can be a prob-
lematic approach in terms of gender:

“Why is there always a female voice in the practice? It was as if
the woman had the task of relaxing and calming down. This is a
problematic approach, | think. There should also be a male voice
option” (Me., Female, 27).

Pleasantness/ Unpleasantness

The pleasure and satisfaction of a healthy environment derive essen-
tially from two variables. These relate to the negative perception (cacophony)
/ positive perception (hubbub) of the soundscape in the listening experience
and whether the sounds are static or rhythmically variable (Farina, 2013, p.116).
For this reason, meditation practices depend on providing a soundscape that is
compatible with the context so that sound enjoys and satisfies satisfaction. To
determine whether participants liked listening to music presented in the back-
ground or alone during meditation and to determine their satisfaction status,
nature sounds, tree shadows, and sakura music were first turned on according to
participants’ preferences and listened to together. Then, participants were asked
the following questions, “Did the music you chose match the expectation in your
mind?" and “How did you find the music in meditation app?”

Most participants indicated that the expected image and perception in
their minds were compatible with the sounds of nature, as they were able to
identify the sources of nature sounds, and indicated that they were satisfied with
them. However, meditation music with abstract titles such as “Tree Shadow,
Sakura, East Wind” was found to have a discrepancy between the expected
sound in participants’ minds and the meditation music. In this case, participants
tended to change the music:
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“The graphics used for the music are very important. | prefer it after
the picture. | prefer the rhythm of life. It was a disappointment. |
was waiting for a waterfall sound, but it wasn't. | decided to use the
tree shade, a tad more active, it should be with rustling leaves and
with the sound of nature.” (Me., Female, 27).

“In meditation, | closed my eyes while listening to namely shadow
of tree music. Indeed, | imagined myself lying in a cool shade of a
tree on a summer evening. The memories of my past came to life
in my mind. Especially the wind and leaf sounds affected me.” (As,
Female, 27).

Discussion and Conclusion

In recent years, as various meditation and breath therapy practices have
increased, mindfulness-based meditation practices have become an accessible
popular alternative “supportive, therapeutic” option for stress, mindfulness, and
concentration in daily life practices. Meditation has come a long way from its
religious and ritual roots and is gaining popularity as an exotic option in Western
culture. Meditation has spread rapidly as a popular culture tool in “consumer
society” with the effect of globalization and capitalism. Meditation practices that
have become commodified and commercialized, far from the ethical and moral
concerns at their roots, have now turned into a “McMindfulness” phenomenon.
The McMindfulness vortex has turned mindfulness meditation practices into a
commercial object of consumption/research at academic, institutional, and so-
cietal levels. Therefore, the issue of meditation needs to be studied without
objectification.

In parallel with ethical and epistemological concerns, the meditation indus-
try continues to grow in the digital space for the last 5 years. Nowadays med-
itation practices based on mobile applications have spread rapidly. In an envi-
ronment where classical meditation and technology-based meditation practices
are so widely used, positive effects and supportive findings have been noted by
various disciplines such as medicine, psychology, clinical psychology, neuropsy-
chology, computer science, and human-computer interaction in the treatment of
many psychological diseases and medical disorders. However, there is no com-
prehensive study on the relationship of sound and music to meditation practic-
es, which are a fundamental component in mobile application-based meditation
practices and are instrumental in designing sound environments in meditation
practices.

The aim of this study is to explain the role of the sound atmosphere in
Meditopia practice on adult meditation practices in terms of the source of sound
and music, the person of sound, the descriptors of sound and soundscape, and
the quality of soundscape. At this point, task-oriented observation and in-depth
interviews with participants were conducted to explore the relationship between
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mobile app-based meditation practices and the sounds and music that make up
the meditation scene in practice.

According to the results in the study, it is necessary to make clear that
speaking voice and music in mobile app-based meditation practices are a crucial
variable in terms of musical experience. In the study, results were obtained that
speaking sound and background sound in meditation practice are an essential el-
ement affecting the experience for the participants. In meditation practices, par-
ticipants often perform background listening and music and focus on the guiding
speech sound during practice. Participants prefer nature sounds as background
sounds during meditation. At this point, participants can prefer to increase options
for music other than the sounds of nature that drive the soundscape of meditation
in the Meditopia application. This improves the quality of the music experience in
meditation practice. Again, the tone of the leading speaking voice during medita-
tion was carefully evaluated by the participants. At this point, it was said that the
tone of the speaking voice should be natural as well as female and male options.

This study qualitatively examined the relationship between soundscape
music and meditation practices in mindfulness-based meditation apps in terms
of observation and attitudinal findings. To comprehensively examine the role of
the sound environment in meditation practices, there is a need for an interdis-
ciplinary study of the physical, perceptual and interpretive levels of soundscape
music, including the disciplines of psychology, music, human-computer interac-
tion in further research.
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