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Abstract: The female voice is not merely a biological sound production; it is also a cultural, ideological, and
aesthetic construct. From its origins to the present day, the female voice has appeared as a form of expression
that has been both glorified and suppressed in various periods. The role and voice of women in traditional
Turkish music have been subjects of ongoing debate for centuries. Undoubtedly, religious beliefs and cultural
values have played a significant role in shaping these discussions. It is well known that, throughout history,
musical performance by women—whether through singing or instrumental expression—has often been
regarded as inappropriate in many Islamic societies. The debates surrounding the melodic performance of the
female voice in the presence of men are largely rooted in differences in religious perception and interpretation.
These divergences stem from varying approaches adopted by scholars in fields such as Islamic jurisprudence
(figh), exegesis (tafsir), and hadith studies. In Turkish music, the female voice, which was largely confined to
the private sphere during the Ottoman period, gained visibility in the public sphere with the establishment of
the Republic. Today, this issue has moved beyond being merely a juridical (figh-based) concern and has
evolved into a multidimensional field of discussion encompassing cultural identity, modernization, and social
transformation. This study examines the role of women in Turkish-Islamic societies, with particular emphasis
on women and the melodic female voice in traditional Turkish music. The subject, which encompasses
religious, legal, and cultural dimensions, is analyzed through the perspectives of the Qur’an, the Sunnah,
Islamic jurisprudence (figh), and Sufism. The study explores the historical and cultural position of women and
the female voice within Turkish-Islamic culture, as well as their function in Turkish music, through a holistic
approach. Employing a qualitative research methodology, the study also discusses the relationship between
women, voice, music, and gender from an interdisciplinary perspective. Furthermore, it examines the
approaches of the Presidency of Religious Affairs (Diyanet) and various Sufi traditions toward women and the
female voice, women's production of religious music in digital media, and recent academic studies on the
subject.

* This article is an expanded version of the conference abstract presented at the First International Women's Congress,
jointly organized by Ankara Yildirim Beyazit University and Florida International University (Ankara, 15—16 November
2016).
Bu makale, Ankara Yildirim Beyazid Universitesi ve Florida International University tarafindan diizenlenen “I.
Uluslararasi Kadin Kongresi’'nde (15-16 Kasim 2016, Ankara) sunulan ozet bildirinin genisletilmis halidir.
** Dr., Independent Researcher
Dr., Bagimsiz Arastirmact

https://orcid.org/0009-0009-6437-6676
arif-demir@hotmail.com

Cite as/ Atif: Demir, A. (2026). Discussions on women and the female voice in traditional Turkish music / Geleneksel
Tiirk musikisinde kadin ve sesi tartiymalar1. Turkish Studies - Language and Literature, 21(01), 779-836. [Special
Issues  Dedicated to  Prof. Dr. Mahmut Ozer], Ankara Bilim  University  Publications.
https://dx.doi.org/10.7827/TurkishStudies.95332

Received/Gelis: 08 July/Temmuz 2026 Checked by plagiarism software

Accepted/Kabul: 15 September/Eyliil 2026 @

Published/Yayin: 20 September/Eyliil 2026



https://dx.doi.org/10.7827/TurkishStudies.95332
https://orcid.org/0009-0009-6437-6676
mailto:arif-demir@hotmail.com

780 Arif Demir

Keywords : Women, Turkish Music, Religion, Women’s Voice, Music

Oz: Kad sesi, yalnizca biyolojik bir ses iiretimi degil; ayn1 zamanda kiiltiirel, ideolojik ve estetik bir insa
unsurudur. Baslangictan gliniimiize kadin sesi, ¢esitli donemlerde hem yiiceltilmis hem de bastirilmis bir ifade
bicimi olarak karsimiza ¢ikmaktadir. Geleneksel musikimizde kadinin rolii ve sesi konusu yiizyillar boyu cesitli
tartigmalara neden olan bir konudur. Siiphesiz, bu tartismada dini inanglarimiz ve kiiltiirel degerlerimiz belirgin
bir etkiye sahiptir. Kadin sesi ya da bir enstriiman yoluyla miizik performansinin, tarih boyunca birgok Islam
toplumunda hos olmayan bir durum olarak kabul edildigi bilinmektedir. Kadin sesinin erkekler huzurunda
melodik bigimde icrasi ya da miizik performansi baglamindaki tartismalarin temelinde, dini alg1 ve yorum
farkliliklarinin bulundugu goriilmektedir. Bu yorum farkliliklar1 ise fikih, tefsir ve hadis gibi alanlarda
uzmanlagmig alimlerin farkli yaklasimlarindan kaynaklanmaktadir. Tirk musikisinde kadin ve sesi,
Osmanli’da mahremiyetle sinirliyken Cumhuriyet’le birlikte kamusal alanda yer bulmustur. Giiniimiizde ise
bu konu yalnizca fikhi bir mesele olmaktan ¢ikmus, kiiltiirel kimlik, modernlesme ve toplumsal doniisiim
cercevesinde ele alinan cok boyutlu bir tartigma alanina doniismiistiir. Bu calismada; Tiirk-islam toplumlarinda
kadmin roliine ilaveten geleneksel Tiirk musikisinde kadin ve melodik kadin sesi konusu ele alinmigtir. Din,
hukuk ve kiiltlir gibi bircok boyuta sahip olan bu konu Kuran, Siinnet, Fikih ve Tasavvuf vb. kaynaklar
acisindan incelenmistir. Calismada; kadin ve sesinin Tiirk—Islam kiiltiiriindeki tarihsel, kiiltiirel yeri ve Tiirk
musikisindeki islevi biitiinciil bir yaklagimla irdelenmistir. Nitel yontemle hazirlanan ¢alisma, kadin, ses,
musiki ve toplumsal cinsiyet iliskisini disiplinlerarasi bir yaklasimla da tartismaktadir. Caligmada Diyanet ve
tasavvufi yapilarin kadin ve sesi yaklagimlari, dijital ortamlarda kadinlarin dini misiki iiretimleri ve konuya
dair son dénem akademik arastirmalar iizerinde de ayrica durulmustur.

Anahtar Kelimeler: Kadin, Tiirk Musikisi, Din, Kadin Sesi, Miizik.
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Structured Abstract:

The aim of this study is to examine the position of women in Turkish-Islamic society, as well as the
role of women and the female voice in traditional Turkish music from religious, cultural, and historical
perspectives. The study examines the place of the female voice in Turkish-Islamic culture and its function in
Turkish music within the framework of the Qur'an, the Sunnah, Islamic jurisprudence (figh), and Sufism.

Using a qualitative research approach, the study also examines the perspectives of the Presidency of
Religious Affairs (Diyanet) and Sufi traditions on the female voice, women's religious musical activities in
digital environments, and recent academic studies on the subject.

From the perspective of music history, it is well known that the female voice was marginalized in the
public sphere from Ancient Greece onward and rendered largely invisible through performance restrictions
during the Middle Ages and the Renaissance. In the contemporary era, however, the female voice has acquired
physical, political, and symbolic dimensions, becoming not only an artistic medium but also a form of
ideological expression. This transformation has been significantly influenced by the modern cultural industry,
in which the female voice has increasingly been positioned as an object of political and cultural consumption.

In Islam, the issue of the female voice is not only a matter of Islamic jurisprudence (figh) but also one
that has been shaped by cultural and sociological differences. Within Turkish-Islamic societies, the female
voice has long been debated in relation to concepts such as modesty, morality, and the distinction between the
private and public spheres. In Islamic theology, both women and men are regarded as vicegerents (khalifa) of
God on earth and share equal moral responsibility. The Qur'an and the practices of the Prophet Muhammad
address women directly and recognize them as active participants in social and religious life. Over time,
however, women's social status in many Muslim societies came to be shaped less by religious principles than
by customs, traditions, and geographical conditions, many of which were subsequently legitimized through
religious discourse. Historical evidence indicates that during the lifetime of the Prophet Muhammad, women
actively participated in public life, including worship, education, commerce, and even warfare.

The issues of music and the female voice in Islam should therefore be examined within the framework
of the Qur'an, the Sunnah, and Islamic legal interpretations. The Qur'an contains no explicit or universal
prohibition declaring the female voice unlawful. The verses commonly associated with the female voice
specifically address the wives of the Prophet and cannot be interpreted as establishing a general prohibition
applicable to all women. Although some hadith reports criticize female singers, many of these narrations have
been classified as weak by leading hadith scholars. Moreover, most of these reports concern entertainment
environments that exceeded the limits of moral propriety. By contrast, authentic hadiths describe women
performing music with frame drums (duff) and reciting poetry in the presence of the Prophet, who neither
prohibited these performances nor objected to them. On the contrary, he permitted such performances during
weddings, religious festivals, and other joyful occasions. These narrations constitute important evidence that
the female voice and musical performance were considered permissible within legitimate religious and social
boundaries.

The cautious—and often restrictive—approach of many jurists toward music and the female voice
appears to have developed largely in response to the transformation of musical entertainment during the
Umayyad and Abbasid periods, when music increasingly became associated with luxury and excessive worldly
amusement. While the majority of Hanafi and Hanbali jurists did not regard a woman's ordinary speaking voice
as awrah, they generally disapproved of its melodious or ornamented use before unrelated men. Shafi'i and
Maliki scholars likewise considered the female voice permissible provided that it did not lead to temptation
(fitnah). Within the Sufi tradition, however, sound has generally been regarded as a means of approaching
divine truth. The female voice has therefore been understood primarily according to intention, context, and
spiritual content rather than gender alone. Women's active participation in the traditions of hymns (ilahi),
mawlid recitations, nefes, and lamentations in Anatolia represents a concrete manifestation of this
understanding.

A comprehensive examination of Islamic sources demonstrates that neither the female voice nor
musical activity has been categorically prohibited. On the contrary, numerous historical examples illustrate
that women used their voices in both everyday life and artistic expression, while the practices of the Prophet
indicate that women's vocal performance was accepted within legitimate moral and religious limits.
Consequently, many restrictive attitudes toward the female voice appear to derive primarily from historical,
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cultural, jurisprudential, and customary developments rather than from the fundamental principles of Islam
itself.

During the Ottoman period, the female voice and women's musical performance were largely confined
by notions of modesty and privacy, limiting women's visibility in public musical life. Nevertheless, women
continued to play significant roles as both performers and composers. Ottoman miniatures, travel accounts,
archival records, and written documents demonstrate that women actively performed music in both palace and
urban settings. The Harem Megskhanesi functioned as an important institution for training female musicians,
comparable in many respects to a conservatory. Distinguished female musicians such as Reftar Kalfa, Dilhayat
Kalfa, and Leyla (Saz) Hanim made lasting contributions to Turkish music. Beginning in the nineteenth
century, the process of Westernization institutionalized music education for women through establishments
such as Dariilelhan. During the late Ottoman period, the emergence of the kanto genre brought the female
voice onto the public stage, placing it at the center of debates concerning modernization and public morality.

Throughout much of Turkish music history, the female voice was interpreted within the framework
of modesty and privacy. Following the establishment of the Republic, however, women gained increasing
visibility in the public sphere. After the 1980s, the rise of gender studies and feminist scholarship led to new
interpretations of the female voice, viewing it not merely as an aesthetic phenomenon but also as an expression
of the body, power, identity, and resistance. In Turkish culture, women had occupied active social, political,
and cultural roles since the pre-Islamic period. Following the acceptance of Islam, women's social position
came to be shaped by the interaction between religious values and traditional social structures. Although their
public visibility became more limited, women continued to contribute significantly to cultural and artistic
production.

During the Republican era, the female voice became an important symbol of modernization and
nation-building. Prominent performers such as Safiye Ayla, Miizeyyen Senar, and Hamiyet Yiiceses
legitimized the female voice within the public sphere and transformed it into a representation of modern
national identity. With the widespread expansion of radio broadcasting, the female voice assumed not only
artistic but also ideological functions, becoming an influential instrument in constructing the national cultural
identity.

Since the 1980s, cultural pluralism, globalization, and feminist perspectives have further diversified
representations of the female voice. It has increasingly become a carrier of cultural identity and political
expression. Contemporary approaches within the Islamic world likewise display greater diversity, increasingly
recognizing the female voice as a natural aspect of human creation and an expression of individual freedom.
Consequently, the female voice is now understood not merely as a musical phenomenon but also as a symbol
of freedom, resistance, and identity. In recent years, the visibility of female Qur'an reciters, performers of
religious hymns, and practitioners of Islamic religious music has increased considerably throughout both
Tiirkiye and the wider Muslim world, with digital media accelerating this process. While some scholars
interpret these developments as being compatible with the universal principles of Islam, others criticize them
as manifestations of the influence of popular culture upon religious practice.

According to the final findings of the study, the female voice in Turkish music has undergone a
historical transformation from silence to public visibility. While it was largely confined to the private sphere
during the Ottoman period, it came to represent national identity with the establishment of the Republic. Today,
the female voice continues to exist as a dynamic phenomenon that is constantly redefined within religious,
cultural, and sociological contexts. Consequently, the female voice is discussed not merely as a matter of
Islamic jurisprudence (figh), but as a phenomenon situated at the intersection of cultural identity,
modernization, and broader processes of social transformation..

Keywords: Women, Turkish Music, Religion, Women’s Voice, Music
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Résumé Structuré:

L’objectif de cette étude est d’examiner la position de la femme dans la société turco-islamique, ainsi
que le role de la femme et de la voix féminine dans la musique traditionnelle turque, sous des perspectives
religieuses, culturelles et historiques. L’étude analyse la place de la voix féminine dans la culture
turco-islamique et sa fonction dans la musique turque dans le cadre du Coran, de la Sunna, du droit islamique
(figh) et du soufisme.

En adoptant une approche de recherche qualitative, I’étude examine également les points de vue de la
Présidence des affaires religieuses (Diyanet) et des traditions soufies sur la voix féminine, les activités
musicales religicuses des femmes dans les environnements numériques, ainsi que les travaux académiques
récents sur le sujet.

Du point de vue de I’histoire de la musique, il est bien connu que la voix féminine a été marginalisée
dans I’espace public dés la Gréce antique et rendue largement invisible par les restrictions de performance au
Moyen Age et a la Renaissance. A I’époque contemporaine, cependant, la voix féminine a acquis des
dimensions physiques, politiques et symboliques, devenant non seulement un médium artistique mais aussi une
forme d’expression idéologique. Cette transformation a été fortement influencée par 1’industrie culturelle
moderne, ou la voix féminine est de plus en plus positionnée comme objet de consommation politique et
culturelle.

En islam, la question de la voix féminine n’est pas seulement une affaire de figh, mais aussi un
phénomene fagonné par des différences culturelles et sociologiques. Dans les sociétés turco-islamiques, la voix
féminine a longtemps été débattue en relation avec des concepts tels que la pudeur, la moralité et la distinction
entre sphére privée et sphére publique. En théologie islamique, les femmes et les hommes sont considérés
comme des khalifa (lieutenants) de Dieu sur terre et partagent une responsabilité morale égale. Le Coran et les
pratiques du Prophé¢te Muhammad s’adressent directement aux femmes et les reconnaissent comme
participantes actives a la vie sociale et religicuse. Au fil du temps, toutefois, le statut social des femmes dans
de nombreuses sociétés musulmanes s’est formé moins a partir des principes religieux que des coutumes,
traditions et conditions géographiques, souvent légitimées ensuite par le discours religieux. Les preuves
historiques indiquent que, du vivant du Prophéte, les femmes participaient activement a la vie publique, y
compris au culte, a I’éducation, au commerce et méme a la guerre.

Les questions de musique et de voix féminine en islam doivent donc étre examinées dans le cadre du
Coran, de la Sunna et des interprétations juridiques islamiques. Le Coran ne contient aucune interdiction
explicite ou universelle déclarant la voix féminine illicite. Les versets généralement associés a la voix féminine
concernent spécifiquement les épouses du Prophéte et ne peuvent étre interprétés comme une interdiction
générale applicable a toutes les femmes. Bien que certains hadiths critiquent les chanteuses, beaucoup de ces
récits ont été classés comme faibles par les grands savants du hadith. De plus, la plupart concernent des
environnements de divertissement dépassant les limites de la bienséance morale. A I’inverse, des hadiths
authentiques décrivent des femmes jouant du tambourin (duff) et récitant de la poésie en présence du Prophéte,
qui ne les a ni interdits ni réprouvés. Au contraire, il a permis de telles performances lors des mariages, des
fétes religieuses et d’autres occasions joyeuses. Ces récits constituent une preuve importante que la voix
féminine et la performance musicale étaient considérées comme licites dans des limites religieuses et sociales
légitimes.

L’approche prudente — et souvent restrictive — de nombreux juristes a 1’égard de la musique et de
la voix féminine semble s’étre développée en grande partie en réponse a la transformation du divertissement
musical durant les périodes omeyyade et abbasside, lorsque la musique fut de plus en plus associée au luxe et
aux plaisirs excessifs. Alors que la majorité des juristes hanafites et hanbalites ne considéraient pas la voix
ordinaire de la femme comme une ‘awrah, ils désapprouvaient généralement son usage mélodieux ou
ornementé devant des hommes étrangers. Les savants shafi‘ites et malikites considéraient également la voix
féminine comme permise, a condition qu’elle ne conduise pas a la tentation (fitna). Dans la tradition soufie,
cependant, le son a généralement été¢ percu comme un moyen d’approcher la vérité divine. La voix féminine y
a donc été comprise principalement en fonction de I’intention, du contexte et du contenu spirituel plutot que
du genre seul. La participation active des femmes aux traditions des hymnes (ilahi), des récitations de mawlid,
des nefes et des lamentations en Anatolie représente une manifestation concrete de cette compréhension.
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Un examen approfondi des sources islamiques démontre que ni la voix féminine ni 1’activité musicale
n’ont été interdites de maniére catégorique. Au contraire, de nombreux exemples historiques illustrent que les
femmes ont utilisé leur voix dans la vie quotidienne et 1’expression artistique, tandis que les pratiques du
Prophéte indiquent que la performance vocale des femmes était acceptée dans des limites morales et religieuses
légitimes. Par conséquent, de nombreuses attitudes restrictives envers la voix féminine semblent dériver
principalement de développements historiques, culturels, juridiques et coutumiers plutdét que des principes
fondamentaux de I’islam lui-méme.

A I’époque ottomane, la voix féminine et la performance musicale des femmes furent largement
confinées par des notions de pudeur et de vie privée, limitant leur visibilité dans la vie musicale publique.
Néanmoins, les femmes continuérent a jouer des roles significatifs en tant qu’interprétes et compositrices. Les
miniatures ottomanes, récits de voyage, archives et documents écrits démontrent que les femmes pratiquaient
activement la musique dans les palais et les milieux urbains. Le Harem Meskhanesi fonctionnait comme une
institution importante pour la formation des musiciennes, comparable a bien des égards & un conservatoire.
Des musiciennes distinguées telles que Reftar Kalfa, Dilhayat Kalfa et Leyla (Saz) Hanim ont laissé une
empreinte durable dans la musique turque. A partir du XIXe siécle, le processus de modernisation occidentale
a institutionnalisé I”éducation musicale des femmes par des établissements tels que le Dariilelhan. A la fin de
la période ottomane, 1’émergence du genre kanto a porté la voix féminine sur la scéne publique, la placant au
centre des débats sur la modernisation et la moralité publique.

Tout au long de I’histoire de la musique turque, la voix féminine a été interprétée dans le cadre de la
pudeur et de la vie privée. Aprés la fondation de la République, cependant, les femmes ont acquis une visibilité
croissante dans la sphére publique. Aprés les années 1980, 1’essor des études de genre et de la recherche
féministe a conduit a de nouvelles interprétations de la voix féminine, la considérant non seulement comme un
phénomene esthétique mais aussi comme une expression du corps, du pouvoir, de I’identité et de la résistance.
Dans la culture turque, les femmes occupaient des roles sociaux, politiques et culturels actifs depuis la période
pré-islamique. Apres I’adoption de I’islam, leur position sociale s’est formée par 1’interaction entre les valeurs
religieuses et les structures sociales traditionnelles. Bien que leur visibilité publique ait été plus limitée, elles
ont continué a contribuer de maniére significative a la production culturelle et artistique.

Durant I’¢re républicaine, la voix féminine est devenue un symbole important de modernisation et de
construction nationale. Des interprétes éminentes telles que Safiye Ayla, Miizeyyen Senar et Hamiyet Yiiceses
ont légitimé la voix féminine dans la sphére publique et I’ont transformée en une représentation de 1’identité
nationale moderne. Avec ’expansion de la radiodiffusion, la voix féminine a assumé non seulement une
fonction artistique mais aussi idéologique, devenant un instrument influent dans la construction de 1’identité
culturelle nationale.

Depuis les années 1980, le pluralisme culturel, la mondialisation et les perspectives féministes ont
davantage diversifi¢ les représentations de la voix féminine. Celle-ci est devenue de plus en plus un vecteur
d’identité culturelle et d’expression politique. Les approches contemporaines dans le monde islamique
affichent également une plus grande diversité, reconnaissant de plus en plus la voix féminine comme un aspect
naturel de la création humaine et une expression de la liberté individuelle. Par conséquent, la voix féminine est
désormais comprise non seulement comme un phénoméne musical mais aussi comme un symbole de liberté,
de résistance et d’identité. Ces dernicres années, la visibilité des récitantes du Coran, des interprétes d’hymnes
religieux et des praticiennes de la musique religicuse islamique a considérablement augmenté en Turquie et
dans le monde musulman, les médias numériques accélérant ce processus. Certains chercheurs interprétent ces
évolutions comme compatibles avec les principes universels de 1’islam, tandis que d’autres les critiquent
comme manifestations.

Mots-clés: Femmes, musique turque, religion, voix féminine, musique.

Strukturiertes Abstract:

Das Ziel dieser Studie ist es, die Stellung der Frau in der tiirkisch-islamischen Gesellschaft sowie die
Rolle der Frau und der weiblichen Stimme in der traditionellen tiirkischen Musik aus religioser, kultureller und
historischer Perspektive zu untersuchen. Die Studie analysiert die Bedeutung der weiblichen Stimme in der
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tiirkisch-islamischen Kultur und ihre Funktion in der tiirkischen Musik im Rahmen des Korans, der Sunna, der
islamischen Rechtswissenschaft (Figh) und des Sufismus.

Unter Anwendung eines qualitativen Forschungsansatzes werden zudem die Perspektiven der
Prasidentschaft fiir religiose Angelegenheiten (Diyanet) und der Sufi-Traditionen zur weiblichen Stimme
untersucht, ebenso wie die religios-musikalischen Aktivitdten von Frauen in digitalen Umgebungen und
aktuelle wissenschaftliche Studien zum Thema.

Aus musikgeschichtlicher Sicht ist bekannt, dass die weibliche Stimme seit der Antike im 6ffentlichen
Raum marginalisiert und durch Auffithrungsbeschriankungen im Mittelalter und in der Renaissance weitgehend
unsichtbar gemacht wurde. In der Moderne hingegen hat die weibliche Stimme physische, politische und
symbolische Dimensionen erlangt und ist nicht nur ein kiinstlerisches Medium, sondern auch eine Form
ideologischen Ausdrucks geworden. Diese Transformation wurde malgeblich durch die moderne
Kulturindustrie beeinflusst, in der die weibliche Stimme zunehmend als Objekt politischen und kulturellen
Konsums positioniert wird.

Im Islam ist die Frage der weiblichen Stimme nicht nur eine Angelegenheit des Figh, sondern auch
durch kulturelle und soziologische Unterschiede geprégt. In tiirkisch-islamischen Gesellschaften wurde die
weibliche Stimme lange im Zusammenhang mit Begriffen wie Bescheidenheit, Moral und der Unterscheidung
zwischen privater und 6ffentlicher Sphére diskutiert. In der islamischen Theologie gelten Frauen wie Manner
als Statthalter (Khalifa) Gottes auf Erden und tragen gleiche moralische Verantwortung. Der Koran und die
Praxis des Propheten Muhammad sprechen Frauen direkt an und erkennen sie als aktive Teilnehmerinnen am
sozialen und religiosen Leben. Im Laufe der Zeit wurde die gesellschaftliche Stellung der Frau jedoch weniger
durch religiése Prinzipien als durch Brauche, Traditionen und geografische Bedingungen geprégt, die spéter
durch religiésen Diskurs legitimiert wurden. Historische Belege zeigen, dass Frauen zur Zeit des Propheten
Muhammad aktiv am 6ffentlichen Leben teilnahmen, einschlie8lich Gottesdienst, Bildung, Handel und sogar
Krieg.

Die Fragen von Musik und weiblicher Stimme im Islam sollten daher im Rahmen des Korans, der
Sunna und der islamischen Rechtsinterpretationen untersucht werden. Der Koran enthilt kein ausdriickliches
oder universelles Verbot der weiblichen Stimme. Die Verse, die gewohnlich mit der weiblichen Stimme in
Verbindung gebracht werden, beziehen sich spezifisch auf die Ehefrauen des Propheten und kdnnen nicht als
allgemeines Verbot fiir alle Frauen interpretiert werden. Obwohl einige Hadithe Séngerinnen kritisieren,
wurden viele dieser Uberlieferungen von fiihrenden Hadith-Gelehrten als schwach eingestuft. Zudem betreffen
die meisten Berichte Unterhaltungsumgebungen, die die Grenzen der sittlichen Angemessenheit iiberschritten.
Im Gegensatz dazu beschreiben authentische Hadithe Frauen, die mit Rahmentrommeln (Duff) musizierten
und Gedichte in Anwesenheit des Propheten rezitierten, der diese Auffiihrungen weder verbot noch
missbilligte. Im Gegenteil, er erlaubte solche Darbietungen bei Hochzeiten, religiosen Festen und anderen
freudigen Anldssen. Diese Uberlieferungen sind ein wichtiger Beleg dafiir, dass die weibliche Stimme und
musikalische Darbietungen innerhalb legitimer religidser und sozialer Grenzen als erlaubt galten.

Die vorsichtige — und oft restriktive — Haltung vieler Rechtsgelehrter gegeniiber Musik und weiblicher
Stimme entwickelte sich weitgehend als Reaktion auf die Transformation der musikalischen Unterhaltung
wiahrend der Umayyaden- und Abbasidenzeit, als Musik zunehmend mit Luxus und tibermiBiger weltlicher
Vergniigung verbunden wurde. Wihrend die Mehrheit der hanafitischen und hanbalitischen Juristen die
gewohnliche Sprechstimme einer Frau nicht als ‘Awrah betrachtete, missbilligten sie im Allgemeinen deren
melodische oder verzierte Verwendung vor nicht verwandten Méannern. Schafi‘itische und malikitische
Gelehrte hielten die weibliche Stimme ebenfalls fiir erlaubt, sofern sie nicht zur Versuchung (Fitna) fiihrte. In
der Sufi-Tradition hingegen wurde Klang im Allgemeinen als Mittel zur Anndherung an die gottliche Wahrheit
verstanden. Die weibliche Stimme wurde daher primér nach Intention, Kontext und spirituellem Inhalt beurteilt
und nicht allein nach dem Geschlecht. Die aktive Teilnahme von Frauen an den Traditionen der Hymnen
(Ilahi), Mawlid-Rezitationen, Nefes und Klagegesdngen in Anatolien stellt eine konkrete Manifestation dieses
Versténdnisses dar.

Eine umfassende Untersuchung islamischer Quellen zeigt, dass weder die weibliche Stimme noch
musikalische Aktivititen kategorisch verboten wurden. Im Gegenteil, zahlreiche historische Beispiele
verdeutlichen, dass Frauen ihre Stimmen sowohl im Alltag als auch in der kiinstlerischen Ausdrucksform
nutzten, wahrend die Praxis des Propheten darauf hinweist, dass weibliche Darbietungen innerhalb legitimer
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moralischer und religioser Grenzen akzeptiert wurden. Folglich scheinen viele restriktive Einstellungen
gegentiiber der weiblichen Stimme primér aus historischen, kulturellen, rechtlichen und gewohnheitsméfBigen
Entwicklungen zu resultieren und weniger aus den grundlegenden Prinzipien des Islam selbst.

Wihrend der osmanischen Zeit wurden die weibliche Stimme und die musikalische Darbietung von
Frauen weitgehend durch Vorstellungen von Bescheidenheit und Privatheit eingeschrankt, was ihre
Sichtbarkeit im 6ffentlichen Musikleben begrenzte. Dennoch spielten Frauen weiterhin bedeutende Rollen als
Interpretinnen und Komponistinnen. Osmanische Miniaturen, Reiseberichte, Archivquellen und schriftliche
Dokumente belegen, dass Frauen sowohl im Palast als auch im stddtischen Umfeld aktiv musizierten. Das
Harem Meskhanesi fungierte als wichtige Institution zur Ausbildung von Musikerinnen, vergleichbar mit
einem Konservatorium. Bedeutende Musikerinnen wie Reftar Kalfa, Dilhayat Kalfa und Leyla (Saz) Hanim
leisteten bleibende Beitrége zur tiirkischen Musik. Ab dem 19. Jahrhundert institutionalisierte der Prozess der
Verwestlichung die musikalische Ausbildung von Frauen durch Einrichtungen wie das Dariilelhan. In der
spaten osmanischen Zeit brachte das Aufkommen des Kanto-Genres die weibliche Stimme auf die 6ffentliche
Biihne und stellte sie ins Zentrum von Debatten iiber Modernisierung und 6ffentliche Moral.

Uber weite Teile der tiirkischen Musikgeschichte hinweg wurde die weibliche Stimme im Rahmen
von Bescheidenheit und Privatheit interpretiert. Nach der Griindung der Republik jedoch gewannen Frauen
zunehmend Sichtbarkeit im offentlichen Raum. Nach den 1980er Jahren fithrten die Entwicklung der
Geschlechterforschung und der feministischen Wissenschaft zu neuen Interpretationen der weiblichen Stimme,
die sie nicht nur als dsthetisches Phdnomen, sondern auch als Ausdruck von Koérper, Macht, Identitat und
Widerstand betrachteten. In der tiirkischen Kultur hatten Frauen bereits in der vorislamischen Zeit aktive
soziale, politische und kulturelle Rollen inne. Nach der Annahme des Islam wurde ihre gesellschaftliche
Stellung durch das Zusammenspiel religioser Werte und traditioneller sozialer Strukturen geprégt. Obwohl ihre
offentliche Sichtbarkeit eingeschriankter wurde, trugen Frauen weiterhin wesentlich zur kulturellen und
kiinstlerischen Produktion bei.

In der republikanischen Ara wurde die weibliche Stimme zu einem wichtigen Symbol der
Modernisierung und des Nationenaufbaus. Bedeutende Interpretinnen wie Safiye Ayla, Miizeyyen Senar und
Hamiyet Yiiceses legitimierten die weibliche Stimme im o6ffentlichen Raum und verwandelten sie in eine
Représentation moderner nationaler Identitit. Mit der weiten Verbreitung des Rundfunks iibernahm die
weibliche Stimme nicht nur kiinstlerische, sondern auch ideologische Funktionen und wurde zu einem
einflussreichen Instrument beim Aufbau der nationalen kulturellen Identitét.

Seit den 1980er Jahren haben kultureller Pluralismus, Globalisierung und feministische Perspektiven
die Darstellungen der weiblichen Stimme weiter diversifiziert. Sie ist zunehmend zu einem Triger kultureller
Identitét und politischer Ausdrucksformen geworden. Zeitgendssische Ansétze in der islamischen Welt zeigen
ebenfalls eine groflere Vielfalt und erkennen die weibliche Stimme zunehmend als natiirlichen Aspekt der
menschlichen Schépfung und als Ausdruck individueller Freiheit. Folglich wird die weibliche Stimme heute
nicht nur als musikalisches Phédnomen verstanden, sondern auch als Symbol fiir Freiheit, Widerstand und
Identitét. In den letzten Jahren hat die Sichtbarkeit weiblicher Koranrezitatorinnen, Interpretinnen religioser
Hymnen und Praktizierender islamischer religioser Musik sowohl in der Tiirkei als auch in der weiteren
muslimischen Welt erheblich zugenommen, wobei digitale Medien diesen Prozess beschleunigen. Wahrend
einige Gelehrte diese Entwicklungen als mit den universellen Prinzipien des Islam vereinbar interpretieren,
kritisieren andere sie als Ausdruck des Einflusses populdrer Kultur auf die religiose Praxis.

Den abschlieBenden Ergebnissen der Studie zufolge hat die weibliche Stimme in der tiirkischen Musik
eine historische Transformation vom Schweigen zur 6ffentlichen Sichtbarkeit durchlaufen. Wahrend sie in der
osmanischen Zeit weitgehend auf die private Sphire beschriankt war, wurde sie mit der Griindung der Republik
zu einem Symbol nationaler Identitidt. Heute existiert die weibliche Stimme weiterhin als dynamisches
Phéanomen, das innerhalb religidser, kultureller.

Schliisselworter: Frauen, tiirkische Musik, Religion, weibliche Stimme, Musik.

Resumen Estructurado:

El objetivo de este estudio es examinar la posicion de la mujer en la sociedad turco-islamica, asi como
el papel de la mujer y de la voz femenina en la musica tradicional turca desde perspectivas religiosas, culturales
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e historicas. El estudio analiza el lugar de la voz femenina en la cultura turco-islamica y su funcién en la musica
turca dentro del marco del Coran, la Sunna, la jurisprudencia islamica (figh) y el sufismo.

Mediante un enfoque de investigacion cualitativa, el estudio también examina las perspectivas de la
Presidencia de Asuntos Religiosos (Diyanet) y de las tradiciones sufies sobre la voz femenina, las actividades
musicales religiosas de las mujeres en entornos digitales y los estudios académicos recientes sobre el tema.

Desde la perspectiva de la historia de la musica, es bien sabido que la voz femenina fue marginada en
la esfera publica desde la Antigua Grecia y quedd en gran medida invisibilizada por las restricciones de
interpretacion durante la Edad Media y el Renacimiento. En la era contemporanea, sin embargo, la voz
femenina ha adquirido dimensiones fisicas, politicas y simbolicas, convirtiéndose no solo en un medio artistico
sino también en una forma de expresion ideologica. Esta transformacion ha estado fuertemente influida por la
industria cultural moderna, en la que la voz femenina ha sido cada vez mas posicionada como objeto de
consumo politico y cultural.

En el islam, la cuestion de la voz femenina no es tnicamente un asunto de figh, sino también un
fenomeno moldeado por diferencias culturales y socioldgicas. En las sociedades turco-islamicas, la voz
femenina ha sido debatida durante mucho tiempo en relacion con conceptos como la modestia, la moralidad y
la distincion entre las esferas privada y publica. En la teologia islamica, tanto mujeres como hombres son
considerados califas (khalifa) de Dios en la tierra y comparten una responsabilidad moral igual. El Coran y las
practicas del Profeta Muhammad se dirigen directamente a las mujeres y las reconocen como participantes
activas en la vida social y religiosa. Con el tiempo, sin embargo, el estatus social de las mujeres en muchas
sociedades musulmanas se configur6 menos por principios religiosos que por costumbres, tradiciones y
condiciones geograficas, muchas de las cuales fueron posteriormente legitimadas mediante el discurso
religioso. La evidencia historica indica que durante la vida del Profeta Muhammad las mujeres participaron
activamente en la vida publica, incluyendo el culto, la educacion, el comercio e incluso la guerra.

Las cuestiones de la musica y de la voz femenina en el islam deben, por tanto, examinarse dentro del
marco del Coran, la Sunna y las interpretaciones juridicas islamicas. El Coran no contiene ninguna prohibicién
explicita o universal que declare ilicita la voz femenina. Los versiculos cominmente asociados con la voz
femenina se refieren especificamente a las esposas del Profeta y no pueden interpretarse como una prohibicion
general aplicable a todas las mujeres. Aunque algunos hadices critican a las cantoras, muchos de estos relatos
han sido clasificados como débiles por destacados eruditos del hadiz. Ademas, la mayoria de estos informes se
refieren a ambientes de entretenimiento que excedian los limites de la decencia moral. Por el contrario, hadices
auténticos describen a mujeres interpretando musica con panderos (duff) y recitando poesia en presencia del
Profeta, quien ni prohibid ni objetd tales actuaciones. Al contrario, permitid estas practicas durante bodas,
festivales religiosos y otras ocasiones festivas. Estas narraciones constituyen una evidencia importante de que
la voz femenina y la interpretacion musical eran consideradas licitas dentro de limites religiosos y sociales
legitimos.

El enfoque cauteloso —y a menudo restrictivo— de muchos juristas hacia la musica y la voz femenina
parece haberse desarrollado en gran medida como respuesta a la transformacion del entretenimiento musical
durante los periodos omeya y abasi, cuando la musica se asocid cada vez mas con el lujo y el exceso mundano.
Mientras que la mayoria de los juristas hanafies y hanbalies no consideraban la voz ordinaria de la mujer como
‘awrah, desaprobaban generalmente su uso melodico u ornamentado ante hombres no relacionados. Los
eruditos shafiies y malikies también consideraban la voz femenina permisible siempre que no condujera a la
tentacion (fitna). En la tradicion sufi, sin embargo, el sonido se ha considerado generalmente como un medio
de acercamiento a la verdad divina. La voz femenina se ha entendido, por tanto, principalmente en funcién de
la intencion, el contexto y el contenido espiritual mas que del género en si. La participacioén activa de las
mujeres en las tradiciones de himnos (ilahi), recitaciones de mawlid, nefes y lamentaciones en Anatolia
representa una manifestacion concreta de esta comprension.

Un examen exhaustivo de las fuentes islamicas demuestra que ni la voz femenina ni la actividad
musical han sido prohibidas categéricamente. Por el contrario, numerosos ejemplos historicos ilustran que las
mujeres utilizaron sus voces tanto en la vida cotidiana como en la expresion artistica, mientras que las practicas
del Profeta indican que la interpretacion vocal femenina fue aceptada dentro de limites morales y religiosos
legitimos. En consecuencia, muchas actitudes restrictivas hacia la voz femenina parecen derivar principalmente
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de desarrollos historicos, culturales, juridicos y consuetudinarios mas que de los principios fundamentales del
islam.

Durante el periodo otomano, la voz femenina y la interpretacién musical de las mujeres estuvieron en
gran medida confinadas por nociones de modestia y privacidad, limitando su visibilidad en la vida musical
publica. No obstante, las mujeres continuaron desempeflando papeles significativos como intérpretes y
compositoras. Las miniaturas otomanas, relatos de viaje, registros de archivo y documentos escritos
demuestran que las mujeres practicaban activamente la musica tanto en el palacio como en entornos urbanos.
El Harem Meskhanesi funcionaba como una institucion importante para la formacion de musicas, comparable
en muchos aspectos a un conservatorio. Musicas distinguidas como Reftar Kalfa, Dilhayat Kalfa y Leyla (Saz)
Hanim realizaron contribuciones duraderas a la musica turca. A partir del siglo XIX, el proceso de
occidentalizacion institucionalizé la educacion musical de las mujeres mediante establecimientos como el
Dartilelhan. Durante el periodo otomano tardio, la aparicion del género kanto llevé la voz femenina al escenario
publico, situdndola en el centro de debates sobre modernizaciéon y moralidad publica.

A lo largo de gran parte de la historia de la musica turca, la voz femenina se interpreté dentro del
marco de la modestia y la privacidad. Tras el establecimiento de la Republica, sin embargo, las mujeres
adquirieron una creciente visibilidad en la esfera publica. Después de la década de 1980, el auge de los estudios
de género y de la investigacion feminista condujo a nuevas interpretaciones de la voz femenina, viéndola no
solo como un fendémeno estético sino también como una expresion del cuerpo, el poder, la identidad y la
resistencia. En la cultura turca, las mujeres habian ocupado roles sociales, politicos y culturales activos desde
el periodo preislamico. Tras la aceptacion del islam, la posicion social de las mujeres se configurd por la
interaccion entre valores religiosos y estructuras sociales tradicionales. Aunque su visibilidad publica se volvid
mas limitada, las mujeres continuaron contribuyendo de manera significativa a la produccion cultural y
artistica.

Durante la era republicana, la voz femenina se convirtié en un simbolo importante de modernizacion
y construccion nacional. Intérpretes destacadas como Safiye Ayla, Miizeyyen Senar y Hamiyet Yiiceses
legitimaron la voz femenina en la esfera publica y la transformaron en una representacion de la identidad
nacional moderna. Con la amplia expansion de la radiodifusion, la voz femenina asumié no solo funciones
artisticas sino también ideoldgicas, convirtiéndose en un instrumento influyente en la construccion de la
identidad cultural nacional.

Desde la década de 1980, el pluralismo cultural, la globalizacion y las perspectivas feministas han
diversificado ain mas las representaciones de la voz femenina. Esta se ha convertido cada vez mas en portadora
de identidad cultural y expresion politica. Los enfoques contemporaneos dentro del mundo islamico muestran
igualmente una mayor diversidad, reconociendo cada vez mas la voz femenina como un aspecto natural de la
creacion humana y una expresion de la libertad individual. En consecuencia, la voz femenina se entiende ahora
no solo como un fendémeno musical sino también como un simbolo de libertad, resistencia e identidad. En los
ultimos afios, la visibilidad de recitadoras del Coran, intérpretes de himnos religiosos y practicantes de musica
religiosa islamica ha aumentado considerablemente tanto en Turquia como en el mundo musulman en general,
con los medios digitales acelerando este proceso. Mientras algunos académicos interpretan estos desarrollos
como compatibles con los principios universales del islam, otros los critican como manifestaciones de la
influencia de la cultura popular en la practica religiosa.

Seglin los hallazgos finales del estudio, la voz femenina en la musica turca ha experimentado una
transformacion historica del silencio a la visibilidad publica. Mientras que estuvo en gran medida confinada a
la esfera privada durante el periodo otomano, lleg6 a representar la identidad nacional con el establecimiento
de la Republica. Hoy en dia, la voz femenina sigue existiendo como un fenémeno dinamico que se redefine
constantemente dentro de contextos religiosos, culturales y socioldgicos. En consecuencia, la voz femenina se
discute no solo como una cuestion de jurisprudencia islamica (figh), sino como un.

Palabras clave: Mujeres, musica turca, religion, voz femenina, musica.
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WK S DR EFEFAN TR AN - HEARSEAX (fitnah) o EFJEEFSH
FEE R O BT R IR - (RIE - M ERIEERE RSN AR - T
FIEOUTETER » ZMAEZAFEFTIIRS 5551% (ilahi) | D (mawlid) | RK#K (nefes) 5-
TR S - TER X —ER AR B -

EHERBEOHW LR TR ZMFEE S B REFH RIS - MK > KREFREFIERHA
C AMEHEATES ZRRAPERES » RSBt R YRR E R SV A B S5
FOURNZHAEZHY - NI - WA FHREIMESE EZR T « b~ BZFES EITR
J&& o MR = Ay EA R -

TERATEIHA - 20 52O S RREERAIRE L2 6T 0TS SIEFARIMIE: - PRAT T
RN B IRATE PR R WM - 281 > 2OV RSB R SR B A IEERIER] - BrEHy
AMFE ~ FRITICH - HFICTS MR > LM EE SR TIRERE R - 50
Meskhanesi /& 77 L H RVEZN A - £ ZJTH Y SERFBAES - RHVLHERZL Reftar
Kalfa, Dilhayat Kalfa 5 Leyla (Saz) Hamim ¥ +HHFRAEL THRATIEL - B-HJULEHE - {EitiE
#8%L Dariilelhan SFHUMIBEZMEF R BEHIEAL - EHH BRI S > G (kanto) MREAIHBIUREZL
MRS ALNKES  FHRVHAES A EERCHZL -

T2 HHE R ERIRE T - 2R BB T UUE SERAAGUMESS TR - ZAM(E LA E
VLS ZCHEAEAIRUSAT ] AR WS o 20T AA80FRLIK, MERIITILS I T AR AT
R T WL B RYRTERE - RO - AU~ B SEPHIERE - A UCERERAE - £
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THEES - B Z R E PR S - BUaSSUbAt - Hr=isz)s - 2k
Kt S =B B S A SR B SRS - RIE AL AT W2 RIRE] > 2CMEAHRFER L
LS ZREFEHEZTIE -

FESEFNERTHA - ZMEFE BRI E S EF R EERIE - ER0THEIEFEL Safiye Ayla,
Miizeyyen Senar - Hamiyet Yiiceses fEASLSUR{HE 2 F HEAE > FHNHE(ENHARRES GBI
F o WEETRRIN 2GRS 0 WEFEE AN URKIZRINEE - R EIRIZASINEE - OV EEZ SR
SGnE LA -

H20 P80 RLICK, k% oefb, BRI G Mt A E—FFE T2l mEERME
R o BEHEE UEE I SBUGRIANER « G =1 FAy L (07 R I FoRAY M - Bk
AN LR R TSRS B ARTTH S DA B HAVRIA » [RIE - M E A0S A (R AR
FIRIE > M B ~ BB HIRIE - TEFR - LR 2R - SEPSRIFEEES
AT 2SR B R SRR B T B R 2 ARt S b ey ] W B2 e > S s X —
PR o —EL O SR R S P 2 B R R AT - 110 S — SR AL T HO AT S BN o ik
M E AR -

RIBIATEREA LI - L HEE R PSS E T MIUBREI AL AT MR s MR -
FEBr S ] - EERFRTRAGUL - MAESRIERIL SR RERSIIRIE - 5K - s
FWER —MEh SR - FHEFRE - SUESHEEFER T AW ERE X - HIL > 2R E
(HATE T =0AT (figh) WU - R TSUEE G ~ RIS 2B AR
BH -

g i FEEEE  SH LT B

CTpyKTypHpOBaHHAasi AHHOTALUSA:

Llenp HACTOSINETO HCCICAOBAaHHS — PACCMOTPETh IIOJIOKEHHE JKSHIIWH B THOPKCKO-HUCIaMCKOM
00IIecTBe, a TAKXKE POJIb )KEHIIMH M JKECHCKOTO T0JI0ca B TPAAULIMOHHON TYPELKOH My3bIKE C PETMTHO3HOH,
KyJBTYPHOH M HCTOPHYECKOH TOYEK 3peHHs. B mccrnenoBaHUM aHAIU3UPYIOTCS MECTO JKEHCKOTO Tojoca B
TIOPKCKO-HUCIIAMCKOM KyJIbType U ero (YHKLUUH B TYPELKOi My3bike B KoHTekcTe Kopana, CyHHBI, HCIIaMCKOTO
npaBa (pukxa) u cypusma.

B pamkax Ka4ecTBEHHOrO HCCIENOBATENbCKOIO IMOAXO0JA TAKKE pPacCMAaTPUBAIOTCSA MO3MLIUU
Ynpasnenus no aenam perurun Typroun ([JusHeT) n cypuiicKuxX TpaauIui OTHOCUTENBHO XEHCKOTO rojioca,
PENUIHo3HO-MY3bIKAJIbHASL JIEITeNIbHOCTh JKEHIIUH B LU(QPOBOI cpele M COBPEMEHHBIE aKaJleMHUYEeCKUe
UCCJIEJIOBaHMUS 110 JAHHOM NTPo0OIeMaTUKe.

C ToukM 3peHHs HUCTOPUM MY3BIKM W3BECTHO, yTO HauumHas ¢ JlpeBHel I'penmn xeHCKUi rosoc
MOJBEprajcs MapruHajau3aluy B myoanuHoi cdepe, a B CpeaHue Beka u 31moxy Bo3poxkaeHus BciencTBue
OTPAaHWYEHUH HCIIOJHHUTEILCKON NESTENFHOCTH B 3HAYMTENILHOM CTENEHW OCTaBajcs BHE OOIIECTBEHHOTO
BHUMaHHA. B cOBpeMeHHyI0 510Xy, OJHAKO, JKEHCKHH ToJIoc IpHOOpEN TellecHOe, MOJMTHYECKOE W
CHMBOJIMYECKOE H3MEPEHHUS, CTaB HE TOJBKO CPEICTBOM XYHOKECTBEHHOTO BBIPQKEHHS, HO W (OpPMOH
BBIDOKEHUSI HW/ICOJOTHUECKUX mo3uiui. CyIecTBEHHOE BIMSHHE Ha 3Ty TpaHcdopmanuio okxaszaia
COBpPEMEHHAs! MHIYCTPHUS KyJIbTYphl, B paMKaX KOTOPOH >KEHCKUM rojoc BCE uallle MO3UIUOHUPOBAIICS Kak
00BEKT MOJUTHYECKOTO U KYJIBTYPHOTO TTIOTPEOIICHHMS.

B ncmame Bompoc 0 KEHCKOM T0JI0CE€ OTHOCHUTCS HE TOJIBKO K chepe ncimaMckoro mpasa ((pukxa), Ho
1 (opmupyeTcs MOJ BO3JAEHCTBHEM KYJIbTYPHBIX W COIMOJIOTHUECKHUX DPA3INIUil. B TIOPKCKO-HCIaMCKUX
o0IecTBax KEHCKHH ToJIoC H3[aBHA OO0CYXAajics B CBSI3M C TaKUMU MOHSITHUSAMH, KaK CKPOMHOCTB,
HPaBCTBEHHOCTh M pa3rpaHWYCHHE YaCTHOHW M myOiamyHO# cdep. B mcmamckoM 00rocioBUM W JKEHIINHEBI, H
MYKUYHHBI PacCMaTPUBAIOTCS Kak HaMECTHHKHM bora Ha 3emuie (xaiugha) v HECYT paBHYIO HPABCTBEHHYIO
OTBETCTBEHHOCTh. KOpaH u mpakTrka npopoka MyxaMMaja HEMOCPEACTBEHHO 00paIiaTcs K KSHITMHAM U
NPU3HAIOT MX AKTHBHBIMH yYacTHHIAMH OOLIECTBEHHOW M PEJIMTHO3HON >KM3HH. OJHAKO CO BpeMEHEM
COIMAIbHBIN CTATYC )KEHII[IH BO MHOTHX MYCYJIbMaHCKHX OOIIECTBaX CTall ONPEAEIIATHCS B MEHBILIEH CTETICHH
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PENUTHO3HBIMHA NPUHIOUIIAMH, Y€M OOBIYAsMH, TPAJULUSIMH M TeorpadUuecKIMU YCIOBHSMH, MHOTHE W3
KOTOPBIX BIIOCIEACTBUM TOIYYHIN JETHTHMAIMIO TTOCPEICTBOM PEIMIHO3HOTO IHCKypca. McTopudaeckue
CBHJICTENIBECTBA YKa3bIBAIOT HA TO, YTO IPH >KU3HH NMPOpoKa MyxaMmasia )KEHIIMHBI aKTUBHO yYacTBOBAIU B
00IIEeCTBEHHON JKU3HH, BKIIIO9as OOrociykeHne, 00pa3oBaHNUE, TOPTOBIIO U JIaKe BOCHHBIC IEHCTBHSL.

Takum 00pa3oM, BOIPOCH MY3BIKM W JKEHCKOTO Trojoca B HCJIaMe CIeOyeT paccMaTpUBaTh B
koHTekcTe Kopana, CyHHBI M HCIaMCKUX INPaBOBBIX MHTeplperanuii. Kopan He comepKHT NMpSMOro WM
BCeoOIIero 3amnpera, OOBSBISIONIETO KEHCKHH TOJIOC HEJO03BOJICHHBIM. ASTHI, OOBIYHO CBSI3BIBAEMBIEC C
BOIIPOCOM O JKEHCKOM Tr'oJioce, 00paliieHbl KOHKPETHO K x&HaM [Ipopoka 1 He MOTYT HHTEPIIPETHPOBATHCS KaK
yCTaHaBJIMBAIOIIUE OOLIMH 3ampeT, pacHpOCTPAHSIONIMIACS Ha BCEX XEGHIIWH. XOTS B HEKOTOPBIX XaJucax
COJICPIKUTCSI OCYXK/ICHHE NEBHI, MHOTHE W3 3THUX COOOLIEHHH ObUIM KBaNIU(HUIMPOBAHBI ABTOPUTETHBIMH
XaJrcoBeaMu Kak ciadble. bosee Toro, 60IBIIMHCTBO OAOOHBIX COOOLIEHUH OTHOCUTCS K Pa3BJIeKaTeIbHOM
cpesne, BBIXOJAMBILICH 3a Ipenesbl HPABCTBEHHO JOMYyCTHMOro. HampoTB, B JIOCTOBEpHBIX XaJucax
OTIMCBIBAETCS, KAaK >KCHIIWHBI WCHOJHAIN MY3BIKy ITOJ aKKOMIAHEMEHT paMOYHBIX OapabaHoB (J0yghg) u
JEKIaMHUPOBAIN CTHXH B IPHCYTCTBHU IIpopoka, KOTOPHIH HE 3alpelai 9TH BBHICTYIUICHUS U HE BBIpaXkal
BO3paXXCHHUI NPOTUB HMX. HampoTHB, OH pa3spemran moaoOHbIE WCIONHEHWS HA CBaab0aX, PEUTHO3HBIX
Npa3IHAKax ¥ [0 JPYTUM PaJoOCTHBIM MOBOJAaM. DTH COOOILECHUS CITy)KAT BaXXKHBIMH CBUACTEIBCTBAMH TOTO,
YTO )KEHCKHUI T0JI0C U MY3bIKAJIBHOE HCHOJIHUTEIBCTBO CUUTAUCH TO3BOJICHHBIMY B TIPEAeiIaxX PEIUTHO3HO U
COLIMANIBHO JOITYCTUMOTO.

OCTOpO)KHLIﬁ, a HCPEAKO U OI'paHH‘IHTCHLHbIﬁ MOAXO0Z MHOTHUX HMCJIaMCKHUX MPAaBOBEAOB K MY3BIKC U
JKEHCKOMY TOJIOCY, I0-BUAMMOMY, C(HOpPMHpPOBAJICS NPEHMMYLIECTBEHHO B OTBET Ha TpaHCc(HOpMaLUio
MY3bIKaJIbHBIX pa3BiiedeHHi B epno sl OMeiisioB u A66acuI0B, KOrja My3blka BCE TECHEE aCCOLIMUPOBANIAChH
C POCKOIIBIO U YPE3MEPHBIM YBJICUHCHUEM MUPCKUMU YTOBOJIbLCTBUAMU. XoTs OOJIBITMHCTBO XaHa(bI/ITCKI/IX u
XaH6aHI/ITCKI/IX IMpaBOBCJOB HC OTHOCHUJIN OOBIYHBII pa3FOBOpHLIﬁ T0oJIOC XCHIIWHBI K aypamy, OHHU, KaK
MPaBHJIO, HE OTOOPSIIN €ro MEJIOIMYECKOE WIM OPHAMEHTHPOBAHHOE 3ByYaHUE B IIPUCYTCTBUH ITOCTOPOHHUX
myxunH. [ladunuTcKre 1 MaTMKUTCKUE YIEHBIE TAKXKE CUNTANIN SKCHCKUI TOJI0C JO3BOJICHHBIM MPH YCIOBUH,
YTO OH HE CTAHOBHUTCS NPHYUHON coOmazHa (¢ummusl). B cypmiickoil Tpaaunuu, OJHAKO, 3BYK OOBIYHO
paccMarpuBaliCsl KakK CpEICTBO INPHONIDKEHHS K OO0XECTBEHHOM HcTHHE. [lo3TOMy >XEHCKHH rosoc
OCMBICJISUICS TIPEXKJE BCETO ¢ YIETOM HAMEPEHHS, KOHTEKCTA M J{yXOBHOTO COJICPKaHMs, @ HE UCKIIIOUYNTEIHHO
Ha OCHOBAaHHWHM I10JIa. AKTUBHOE Y4acTHE XCHIIMH B aHATOJMICKHUX TPAJULHUSAX HCIIOJHEHUS PEIMTHO3HBIX
MECHOTCHUH (wiaxu), YTCHUS Masiuda, UCTIOMHEHUs Hehecos U TUIaYeH MPEACTAaBSIET COO00M KOHKpPETHOE
IMMPOABJICHUEC TAKOT'O TIOHUMAHUA.

KommnekcHoe u3y4deHHE HCIAaMCKHX HMCTOYHHKOB ITOKA3BIBAaeT, YTO HU JKEHCKHIl ToJOoC, HHU
My3bIKaJIbHAsl JEATEIBHOCTh HE IOABEPraJIuCh KaTEropuuecKoMy 3ampery. HampoTu, MHOrouducieHHbIE
HUCTOPUYECKHE IPUMEPHI CBUJETEIBCTBYIOT O TOM, YTO JKEHIIMHBI HCIOJb30BaJIM CBOM TOJIOC Kak B
[IOBCEIHEBHOM JKU3HMU, TaK U B XyJ0KECTBEHHOM TBOPUYECTBE, a pakTuka [Ipopoka ykas3blBaeT Ha IPU3HAHUE
JIOILyCTUMOCTH JXCHCKOI0 BOKAJIBHOI'O HCIIOJHCHHMS B YCTAHOBJICHHBIX HPABCTBEHHBIX U DPEIUTHO3HBIX
npegenax. CrenoBaTelbHO, MHOTHE OIPAHUYUTENIBHBIE YCTAHOBKM B OTHOLIEHHH >KEHCKOTO rojoca, IHo-
BUIMMOMY, OOYCIIOBJIEHBI NPEXAE BCETO0 HCTOPHUYECKHMH, KYJIBTYPHBIMH, INPAaBOBBIMH MpOLECCAMH H
pas3BHUTHEM 00bIUacB, a HE OCHOBOIIOJIATAIONIMMH ITPUHIMIIAMI CaMOT0 HCJIaMa.

B ocmaHckuii iepno| KEHCKHH ToJI0C M My3bIKaJIbHasi NCTIOMHUTENbCKAs IESITENbHOCTD JKEHIIUH B
3HAYUTEIBHOM CTETIEHH OTPAHWYMBAJIICH IPEACTABICHUSIMH O CKPOMHOCTH M NMPHUBATHOCTH, YTO CY’XKaJlo UX
MPUCYTCTBHE B MyOINYHON My3bIKaNbHOM XM3HU. TeM He MeHee JKEeHIIMHBI ITPOJOIDKAIN UI'PAaTh 3HAUHMYIO
POJIb M KaK MCIIOJHUTEIBHHUIIBI, U KaK KOMITO3UTOPbI. OCMaHCKHE MUHHATIOPHI, ITyTEBHIE 3aIIMCKH, apXUBHbIC
MaTepHajbl M MUCHbMEHHBIE TOKYMEHTHI CBHICTEIHCTBYIOT 00 aKTHBHOM MY3HIIMPOBAHUH XCHITMH KaK MpU
JIBOpE, TaK M B TOPOJICKOH cpenae. Harem Meskhanesi ciry>xuiia BaXKHBIM YUIPEXKJISHUEM TIOJITOTOBKH JKSHITUH-
MY3BIKAaHTOB, BO MHOTHX OTHONICHHMAX COIIOCTaBUMBIM C KOHcepBaTopuedl. Taxwme Belarontuecs
NPe/ICTaBUTEIbHULIBI MY3bIKaJIbHOTO HCKYCCTBa, Kak Pedrap Kanda, Junsxast Kanda n Jleiina (Ca3) Xanbim,
BHECIIM HENPEXOJAIIUN BKIaJ B Typenkyr My3blky. Haumnas ¢ XIX Beka mpouecc BecTepHU3ALUH
CIOCOOCTBOBAJI MHCTUTYIHOHAIM3AIMH MY3bIKaIbHOTO 00pa30BaHMs JKEHIIMH Yepe3 TaKue yupexkIeHNus, Kak
Dariilelhan. B 1o3p1HeOCMaHCKMH TIepHoJ]] BO3HMKHOBEHHE >KaHpa KaHMO BBIBENO J>KEHCKHH ToJioc Ha
MyOJIMYHYIO CLIEHY, CJIeJIaB €ro MPeIMETOM JUCKYCCHI 0 MOJIEPHN3AIMU U O0IIECTBEHHOW HPaBCTBEHHOCTH.

Ha nmpoTsbkeHUM  3HAQUMTENBHOM 4YacTM  HCTOPUU  TYpPEeIKOM My3bIKM JKEHCKUH  rojioc
WHTEPIPETHPOBAIICA B paMKax IPEACTaBICHHH O CKPOMHOCTH U mpuBatHocTH. OnHako mocie
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MPOBO3TIIANICHNsT PecrryOnnku mpUCYTCTBHE >KEHIMUH B IyONMYHOW cdepe cTamo BcE Ooyee 3aMETHBIM.
Haunnas ¢ 1980-x To0B pa3BUTHE TEHACPHBIX UCCIICAOBAHINA U (DEMUHUCTCKOW HAyYHON MBICIH IIPUBETIO K
HOBBIM HHTEPIPETALMSIM XKEHCKOTO T0JIOCA: OH CTAJ pACCMAaTPHUBATHCS HE TOJIBKO KAK 3CTETHUECKUH ()eHOMEH,
HO W Kak BBIPAKCHHE TEJIECCHOCTH, BIIACTH, HICHTUYHOCTH W CONPOTUBICHHUS. B TIOPKCKOH KymibType
JKCHIIMHBI UTPATH aKTUBHYIO COLUATBbHYIO, TOJUTHYECKYIO U KyJIBTYPHYIO POJb €€ B JOUCIAMCKHUI IEPHO/I.
Ilocne npuHATHS HcilaMa UX OOINECTBEHHOE MOJOXKEHHE CTaNo (HOPMHPOBATHCS BO B3aUMOJICHCTBUH
PENUIHO3HBIX IEHHOCTeH W TPaJULMOHHBIX COLHMAIbHBIX CTPYKTYp. HecMoTpss Ha cokpaimieHue HX
MyOJMYHOTO TPHUCYTCTBHS, JKCHIIMHBI IPOJOJDKAIM BHOCUTH 3HAYMTENBHBIA BKJIaJ B KyJIBTYpHOE H
XYA0’KECTBEHHOE IIPOU3BOJICTBO.

B pecnyOnukaHCcKuii NEepHOA JKEHCKUI TOJIOC CTall BaXKHBIM CHMBOJIOM MOJEPHH3ALUH U
HallMOHAJILHOT'O CTPOMTENLCTBA. TaKKe BhIIAIOIINECs HCIIOHUTENbHUIBL, Kak Cadue Aiina, Mro3elien Cenap
u Xamuer KOmkecec, ciocoOCTBOBAIM JIETUTUMALIUH )KEHCKOT'0 roJI0ca B Iy OIMYHOMN cdepe 1 MPEeBPaTHIIN ero
B PENpPE3EHTAIIMI0 COBPEMEHHOW HAIIMOHANBHONH HAEHTHYHOCTH. C MIMPOKHUM paclpoCTpaHEHHUEM
paIroBENIaHus XKEHCKHUI TOJI0C IPHOOPEN HE TONBKO XyI0KECTBEHHBIC, HO M HJICOIOTHYECKHE (DYHKIIUH, CTaB
BIIMATEIBHBIM HHCTPYMEHTOM KOHCTPYHPOBAHMS HAI[OHAIBHON KYJIbTYPHOH UIICHTHIHOCTH.

C 1980-x TODOB KYJBTYpHBIH IUTIOpANIU3M, TJIOOAMM3alMss ¥ (PEMHUHUCTCKHAE ITOIXOMBI
CIIOCOOCTBOBAIN AJIbHEHIIIEMY Pa3HOOOPa3nIo penpe3eHTanni keHcKoro rooca. OH BeE yalie CTaHOBHIICS
HOCHTEJIEM KyJIbTYPHON HICHTHYHOCTH U CPEJICTBOM MOJIUTHYECKOTO BhIpaxkeH!Us. COBpeMEHHBIE TIOXO/IBI B
HCIaMCKOM MHpE TaKxkKe JeMOHCTPHPYIOT BO3pacTaroIee MHOrooOpasue, BCE yallle IpU3HaBasi )KCHCKHUH ToJ10C
€CTECTBECHHON COCTaBJISIIOLICH COTBOPEHHOM YEJIOBEYECKOH IPUPOABI U BBIPAXKCHHEM WHAMBHUIYAIBHON
cBOOOABL. B pe3ynbrare EeHCKHIA roJIoC CeroiHs TOHUMAETCsl He TOJBKO KaK MY3bIKalIbHBINH ()eHOMEH, HO U
KaK CHUMBOJ CBOOOJBI, CONPOTHBICHHS W HIECHTHMYHOCTH. B mocnemHHe Tojabl MPUCYTCTBUE >KCHIIUH,
OCYILECTBIIIOMMX penuTtanuio KopaHa, HCHONHAIONIMX PEIUTHO3HBIC TECHONEHHS MU 3aHUMAIOIUXCA
WCIIAMCKOW PENMIHO3HON MY3BIKOH, CTalo 3HAYMTENbHO OoJiee 3aMETHBIM Kak B TypIum, Tak W B
MYCYJIbMaHCKOM MHpPE B II€JOM, a LOU(POBbIE Meana YCKOPHIM 3TOT mpouecc. OZHM HCCIENOBaTENH
paccMaTpuBarOT 3TH M3MEHEHHS KaK COBMECTHUMBIE C YHHBEPCAIBHBIMHU NPUHIMIAMHU HCJIaMa, TOTAA Kak
JIpyTHE KPUTHKYIOT UX KaK IPOSBICHUS BIMSHUS MAaCCOBOM KyJIBTYPbI Ha PEITUTHO3HYIO IPAKTHKY.

CorjgacHO WTOTOBBIM BBIBOJAM HCCIICIOBAHUS, JKCHCKHH TOJNOC B TYPELKOW MY3bIKE NPOIIEN
HCTOPUYECKYIO TpaHC(HOPMAHIO OT 6e3MOJIBHS K ITyOIMYHOW BUAMMOCTH. EciM B OCMaHCKHH MEpUOA ero
3By4aHHe NPEHMYIIECTBEHHO OTPaHMYMBAJIOCh YaCTHOH cepoii, To ¢ mpoBo3rianieHieM PecryOnuku oH cTan
OJIMIETBOPATH HAIMOHAJIbHYIO HWACHTUYHOCTD. Cel"OI[HS[ JKEHCKHI TOJIOC IMPOJODKAET CYIIECTBOBATH KakK
HHHaMH'—IHLIfI (I)eHOMeH, IIOCTOAHHO HepeOCMLICHHeMLIﬁ B PCJIMTUO3HOM, KYJIBTYPHOM U COIIUOJIOTMYECKOM
KoHTeKkcTaX. ClieJjoBaTeNbHO, JKeHCKHH T0JI0C PaccMaTpUBACTCS HE TOJBKO KAaK BOIPOC HCIAMCKOIO IIpaBa
(duxxa), HO ¥ KaKk ABJICHHE, HAXOJAIIEeCs Ha NMEepPecedeHUH KyJIbTYPHOM MACHTUYHOCTH, MOJEPHHU3AINH U
6oJee MUPOKUX MPOIECCOB OOIIECTBEHHOM TpaHC(HOpMAIIHH.

KaroueBrbie ciioBa: JKCHIIUHBI, TYpCLKas MYy3bIKa, pEJIUTUA, JKEHCKHI T0JIOC, My3bIKa.
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Yapilandirilmis Ozet:

Bu calismanin amaci, Tiirk-Islam toplumlarinda kadimin yeri ile geleneksel Tiirk musikisinde kadin
ve kadin sesi konusunu dini, kiiltiirel ve tarihsel boyutlariyla ele almaktir. Calismada; Kur’an, Siinnet, fikih ve
tasavvuf kaynaklar1 gercevesinde kadimn sesinin Tiirk-Islam kiiltiiriindeki yeri ve Tiirk musikisindeki islevi
incelenmektedir.

Nitel yontemle hazirlanan arastlrmada Dlyanet ve tasavvuf cevrelerinin konuya yaklaslmlan d1J1tal

AAAAA

Miizik tarihi acisindan bakildiginda Antik Yunan’dan itibaren kadin sesinin kamusal alanda
baskilandigi, Orta Cag ve Ronesans’ta sahne yasaklariyla goriinmez kilindigi bilinen bir gercektir. Giiniimiizde
ise kadin sesi, daha ziyade bedensel, politik nitelik kazanmis; hem sanatsal hem de ideolojik bir ifade bigimi
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haline gelmistir. Bu doniistimde modern kiiltiir endiistrisi i¢inde kadin sesinin politik bir tiiketim nesnesi olarak
konumlanmasinin da elbette pay1 biiytiktiir.

Islam’da kadin sesi meselesi, fikhi bir konu olmakla beraber kiiltiirel ve sosyolojik farkliliklarin da
etkisiyle degisken bir 6zellige sahiptir. Tiirk-IslAm toplumlarinda kadin ve sesi, 6zellikle mahremiyet, ahlak ve
kamusal alan ayrimi baglaminda tartisilagelmistir islim’da kadin da erkek de Allah’in yeryiiziindeki halifesi
olarak sorumluluk iistlenmektedir. Kur’an ve Hz. Peygamber’in uygulamalari, kadmnlar1 dogrudan muhatap
almis hemen her alanda kadini 6zne olarak tanimlamistir. Ancak zamanla Islam toplumlarinda kadinin sosyal
konumunu dini hitkiimlerden ziyade orf, gelenek, tore ve cografi kosullarin etkisiyle sekillenmis; ¢ogu zaman
bu uygulamalar Islami bir séylemle de mesrulastirilmistir. Hz. Muhammed (sav) déneminde kadinlarin ibadet,
ilim, ticaret ve hatta savas gibi kamusal faaliyetlerde aktif roller iistlendigi bilinmektedir.

Islam’da msiki faaliyetleri ve kadin sesi meselesi, Kur’an, siinnet ve fikhi yorumlar ¢ergevesinde ele
alinmasi gereken ¢ok boyutlu bir konudur. Kur’an-1 Kerim’de kadin sesinin haram veya yasak olduguna dair
acik ve genel bir hiikiim bulunmamaktadir. Kadin sesiyle iliskilendirilen ayetler, dogrudan Hz. Peygamber’in
hanimlarma yonelik olup tiim kadinlar1 kapsayan evrensel bir yasak niteligi tasimamaktadir. Hadis
literatiiriinde kadin sarkicilara yonelik olumsuz rivayetler mevcut olmakla birlikte, bu rivayetlerin dnemli bir
kismi da hadis otoriteleri tarafindan zayif kabul edilmektedir. Ayrica bu rivayetlerin cogu, mesru sinirlar digina
¢ikan eglence ortamlartyla ilgilidir. Buna karsilik sahih hadislerde, kadinlarin def ¢alarak ve siir okuyarak Hz.
Peygamber’in huzurunda miisiki icra ettikleri; Hz. Peygamber’in bu faaliyetlere miidahale etmedigi, aksine
bayram ve diigiin gibi 6zel giinlerde bunlara miisaade ettigi goriilmektedir. Bu durum, misikinin kadin sesinin
mesru ¢ercevede goriildiigiine dair giiclii bir delil olarak degerlendirilmektedir.

Fikih alimlerinin misiki ve kadin sesi konusundaki ihtiyatli ve ¢ogu zaman olumsuz tutumlari, Hz.
Peygamber doneminden sonraki siirecte eglence anlayisinin asiriliga kagmasiyla iligkilidir. Emevi ve Abbasi
donemlerinde misikinin liiks ve sefahatle 6zdeslesmesi, alimleri ihtiyatl yorumlara yoneltmistir. Hanefi ve
Hanbeli alimlerin ¢ogunlugu, kadmin konusma sesini avret saymazken nagmeli ve siislenmis bicimde
kullanilmasimi uygun gérmemistir. Safii ve Maliki mezheplerinde de fitneye yol agmamasi sartiyla kadin
sesinin mesru oldugu goriisii 6ne ¢ikmigtir. Tasavvufi anlayista ise ses, ilahi hakikate yonelisin bir araci olarak
degerlendirilmistir. Kadin sesi, niyet ve i¢erik bakimindan manevi bir ifade bi¢imi olarak kabul edilmistir.
Anadolu’da kadinlarin ilahi, mevlit, nefes ve agit geleneklerinde aktif rol almasi bu yaklasimin somut
orneklerindendir.

Islami kaynaklara biitiinciil bakildiginda, kadin sesinin ve misiki faaliyetlerinin mutlak olarak
yasaklandigmi sdylemek miimkiin degildir. Islami kaynaklarda agikga bir yasak bulunmamakta aksine
kadinlarin giindelik ve sanatsal faaliyetlerde seslerini kullandiklarma dair ¢ok sayida olumlu &rnek yer
almaktadir. Ustelik Hz. Peygamber’in uygulamalari, kadin sesinin mesru gergevede kullamlmasina miisaade
edildigini gdstermektedir. Dolayisiyla kadin sesine yonelik yasaklayici tutumlarm énemli bir kismi, Islam’in
asli ilkelerinden ziyade tarihsel, kiiltiirel, fikhi ve 6rfi uygulamalardan kaynaklanmaktadir.

Osmanli déneminde kadin sesi ve miizik icrasi, dini gerekgelerle mahrem kabul edilmesi, kadmlarin
ozellikle miizik ve ticaret gibi alanlarda geri plana itilmesine yol agmistir. Ancak bu dénemde kadinlarin hem
icract hem de besteci olarak 6nemli roller iistlendigi de bilinmektedir. Ozellikle minyatiirler, seyahatnameler,
yazili belgeler ve arsivler, kadinlarin saray ve sehir hayatinda miisiki icra ettiklerini gostermektedir. Harem
meskhanesi, kadin miizisyenlerin yetistigi adeta bir konservatuvar islevi gormiistiir. Ozellikle Reftar Kalfa,
Dilhayat Kalfa ve Leyla (Saz) Hanim gibi kadin miizisyenler Tiirk masikisine kalict eserler sunmustur. XIX.
ylizyildan itibaren batililasma siireciyle birlikte kadmlarin msiki egitimi kurumsallagsmig, Dariilelhan gibi
kurumlar kadin miizisyenlerin yetismesine imkan saglamistir. Osmanli’nin son déneminde kanto tiiriiyle
birlikte kadin sesi sahneye taginmistir. Bu gelisme ise, kadin sesini modernlesme ve ahlak tartigmalarinin
merkezine yerlestirmistir.

Tirk misiki tarihinde kadin sesi uzun siire mahremiyet gercevesinde degerlendirilmis, Cumhuriyet
donemiyle birlikte kamusal alanda goriiniirliik kazanmistir. 1980°lerden sonra toplumsal cinsiyet ve feminizm,
kadin sesini estetik bir unsur olarak ele almasmin yani sira beden, iktidar ve direnis iligkilerinin bir ifadesi
olarak da ele almustir. Tiirk kiiltiiriinde kadm, Islamiyet éncesi donemlerden itibaren sosyal, siyasal ve kiiltiirel
hayatta etkin bir konuma sahip olmustur. Islimiyet’in kabuliinden sonra kadin, dini degerlerle geleneksel yap1
arasinda sekillenen bir konuma yerlesmis, kamusal alandaki goriiniirliigii kismen daralsa da kiiltiirel ve sanatsal
iiretimde etkinligini siirdiirmiistir.
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Cumhuriyet doneminde kadin sesi, modernlesme ve uluslagma projesinin sembolik bir unsuru haline
gelmistir. Safiye Ayla, Miizeyyen Senar ve Hamiyet Yiiceses gibi kadin sanat¢ilar, kadin sesini kamusal alanda
mesrulastirmis ve onu modern ulusal kimligin sesi olarak temsil etmislerdir. Radyonun yayginlagsmasiyla kadin
sesi yalnizca sanatsal degil, ideolojik bir islev de iistlenmis ve ulusal kiiltiiriin insasinda etkili bir ara¢ haline
gelmistir.

1980 sonras1 donemde kiiltiirel gogulculuk, kiiresellesme ve feminist yaklagimlarla birlikte kadin
sesinin temsili daha da gesitlenmistir. Bu yilardan itibaren kadin sesi, kiiltiirel kimlik ve politik durusun
tastyicisi haline gelmistir. Giiniimiizde Islam diinyasinda kadin sesine dair yaklasimlar cesitlenmistir. Cagdas
yorumlar, kadinin sesini yaratilisin dogal bir pargast ve ifade 6zgiirliigliniin bir unsuru olarak ele almaya
baglamistir. Dolayisiyla kadin sesi, miizikal bir olgu olmanin yani1 sira 6zgiirliik, direnig ve kimlik bilincinin
sembolii olarak da degerlendirilmeye baslanmustir. Son yillarda da gerek iilkemizde gerekse Islam aleminde
kadin hafizlar, ilahi yorumcular ve dini musiki icracilarinin goriiniirliigi artmis, dijital platformlar bu siireci
hizlandirmigtir. Bu gelismeler bir yandan Islam’in evrensel ilkeleriyle uyumlu bir déniisiim olarak
degerlendirilirken, diger yandan da popiiler kiiltiiriin dini alan1 doniistiirdiigii gerekcesiyle elestirilmektedir.

Arastirmanin ulastig1 nihai sonuglara gore, kadin sesi Tiirk musikisinde sessizlikten kamusalliga
uzanan tarihsel bir yolculuk yasamaktadir. Osmanli’da mahremiyetle sinirlandirilan kadin sesi, Cumhuriyet’le
birlikte ulusal kimligin temsiline doniismiistiir. Gilinlimiizde ise kadin sesi dini, kiiltiirel ve sosyolojik
baglamlarda stirekli yeniden tanimlanan dinamik bir olgu olarak varligin1 siirdiirmektedir. Sonugta, kadin sesi,
fikh1 bir meseleden ziyade kiiltiirel kimlik, modernlesme ve toplumsal doniisiim tartismalarinin merkezinde
yer alan bir olgu halinde tartigilmaya devam etmektedir.

Anahtar Kelimeler: Kadin, Tirk Musikisi, Din, Kadin Sesi, Miizik
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Debates on Women and the Female Voice in Traditional Turkish Music

Introduction

The social status of women is shaped not only by biological differences but also by religious
and cultural norms. Throughout history, Turkish society has established particular frameworks
defining women's roles. Traditional Turkish music, in turn, represents a sphere in which women have
been rendered both visible and invisible (Behar, 2015, p. 15). In Islam, the issue of women and the
female voice has been debated for centuries from both religious and sociological perspectives, and
numerous Muslim scholars from various disciplines have expressed differing opinions on the subject.
Although certain challenges concerning women's status appear to have diminished in recent years,
the role of women and the legitimacy of the female voice, particularly in entertainment and artistic
activities, remain among the most debated issues within Muslim societies. The issue is not solely a
legal or religious matter but also one that is deeply embedded in cultural contexts. Differences among
Islamic societies, as well as regional variations within the same country, often lead to diverse
interpretations and evaluations of the subject.

The human voice is one of the most significant elements through which personal identity is
expressed (Say, 1990, pp. 15-16). The female voice, in particular, functions as both a physical and a
social symbol closely associated with power, desire, and mechanisms of social control. Historically,
however, it has frequently been portrayed as dangerous, overly emotional, or capable of transgressing
accepted moral boundaries.

In Ancient Greece, the female voice was rarely accepted in the public sphere. Aristotle, for
example, argued that women were naturally inclined toward silence (Aristotle, 2013, 1.13). This
perception is believed to have influenced the prohibition against women performing on stage
throughout the Middle Ages and the Renaissance. With the emergence of opera during the Baroque
period, the female voice gained greater prominence, while in the Romantic era it became increasingly
idealized. On the operatic stage, the soprano was often portrayed either as the object of romantic
desire or as a tragic heroine (Clément, 1988, p. 5).

In the history of Turkish music, the female voice remained closely associated with the
concept of privacy (mahremiyet), and women were generally excluded from public musical
performance until the late nineteenth century (Aksoy, 1999, p. 790). During the Republican period,
however, the public performances of renowned female artists such as Safiye Ayla and Miizeyyen
Senar made the female voice increasingly visible in public life. Since the 1980s, feminist scholarship
has introduced new theoretical perspectives on the female voice, while Western musicology has
increasingly examined how vocal expression has been constructed within patriarchal frameworks.
Consequently, the female voice has come to be understood not merely as a musical sound but also
as a form of resistance (Irigaray, 1985, pp. 68—85). Likewise, the female singer has come to represent
not only an audible presence but also a visible body.
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In Tirkiye, studies on the female voice have expanded in recent years alongside
developments in music sociology and gender studies (Makal, 2020, pp. 739-790). Within Turkish
classical music, female performers' repertoire choices, vocal styles, stage identities, and performance
practices have continually interacted with prevailing gender norms. In contemporary music,
particularly over the past half century, women performers have increasingly challenged conventional
vocal boundaries. By incorporating bodily sounds such as screams, breathing, whispers, and growls
into their performances, some artists have transformed the voice from a medium of representation
into an act of expression itself. As women musicians increasingly employ their voices as active agents
of meaning-making, the female voice has evolved into not only an artistic medium but also a political
form of expression.

One of the fields in which the influence of gender is most clearly observed is musical life.
From the Ottoman Empire through the early Republican period, women who appeared publicly as
performers were predominantly Jewish or Christian in terms of religious affiliation and largely of
Romani origin in terms of ethnicity. At the same time, female slaves (cariyes) educated within the
Ottoman palace also received formal musical training and performed in private musical gatherings
held in palaces and elite residences (Korkut, 2020, p. 15). During the early Republican period,
women's engagement with music remained largely confined to the domestic sphere, and earning a
living through public musical performance was generally viewed unfavorably by society. Women
who pursued professional music careers were frequently labeled as morally questionable, with
criticisms often framed through prevailing notions of honor and female virtue. The longstanding
preference for describing women performers as "singers" rather than "artists" reflects this social
perception. With the Republic and the broader process of Westernization, however, the designation
"artist" gradually gained wider acceptance.

Although still limited in number, academic studies on music and gender in Tiirkiye have
increased in recent years (Yildiz, 2013, p. 64). Gender stercotypes are evident even in the selection
of musical instruments. Instruments such as the ¢eng, kemenge, def, flute, violin, and clarinet have at
times been characterized as "feminine" (Cak, 2018, p. 74). Such classifications are influenced, in
part, by the tonal and timbral qualities traditionally associated with these instruments. Ultimately,
these gendered assumptions have contributed to questioning and shaping the artistic choices and
professional trajectories of women musicians.

Women and Their Social Status in Turkish-Islamic Culture

According to Islam, all human beings, regardless of gender, are regarded as God's
vicegerents (khalifah) on earth (Qur'an, al-Baqarah 2:30). Women, endowed with the same qualities,
rights, and freedoms as men, are equally responsible for fulfilling their religious obligations. Islam
addresses both men and women alike, without making any distinction between them, and encourages
both to fully develop and utilize their abilities and potential. In this respect, the principal factors
restricting women's participation in social life are not religious teachings themselves but rather
traditions, customs, and geographically shaped cultural practices. Many issues concerning women in
Muslim societies are frequently presented as religious despite having little or no basis in Islam.
Unfortunately, opposing such practices is often portrayed as tantamount to rejecting Islam itself.
Such an approach merely reduces women to the confines of a traditional worldview (Uludag, 1992,
p. 156).

It is widely acknowledged that in many patriarchal Eastern societies men have historically
been accorded greater social value, while women have often been denied the respect and status they
deserve. Turkish sayings such as "A woman's hair is long but her mind is short" and "A woman is
merely the dirt on a man's hand" clearly reflect this perception (Celik, 1996, p. 11). Likewise, the
statement, "Dance is an unlawful innovation (bid'ah) that only the irrational would approve of; it is
suitable only for women," represents one of the traditional views that has continued to influence

www.turkishstudies.net/language



800 Arif Demir

certain Muslim societies. Another commonly held perception is that women constitute a source of
fitnah (temptation or social discord) (TDV Encyclopaedia of Islam, Vol. XIII, p. 158). According to
this understanding, a woman's voice and bodily movements are believed to provoke men and distract
them from truth and righteousness. In reality, however, causing fitnah should be understood as a
matter of individual conduct rather than one determined by gender.

From the time of the Prophet Muhammad (peace be upon him), Muslim women played active
roles in both the social and military life of the early Islamic community. While raising morally
responsible and courageous generations, they also made significant contributions by participating
directly in military campaigns whenever circumstances required. During wartime, women served as
nurses, cared for the wounded, acted as scouts, and provided logistical support; in some cases, they
even participated in combat. Ibn al-Qayyim emphasizes that the presence of women in military
settings and benefiting from their assistance when necessary are religiously permissible (Ibn al-
Qayyim, 1989, p. 206). During the lifetime of the Prophet Muhammad (peace be upon him), women
were not excluded from religious or social life. They attended mosques together with men and
participated in congregational worship. It is reported that women and children constituted a
considerable proportion of the congregation attending the first Friday prayer in Medina. This
demonstrates the active participation of women in the religious and social life of the early Muslim
community (Kandemir, 1979, p. 354).

Islam has never confined women to the domestic sphere. Historical evidence indicates that
during the lifetime of the Prophet Muhammad (peace be upon him), women actively participated in
nearly every aspect of social life. Islam recognizes women as independent moral and legal individuals
and grants them fundamental rights, including education, property ownership, and inheritance. In the
Qur'an, men and women are regarded as equal in terms of religious responsibility (Karaman, 2008,
p. 27). It is well documented that women during the Prophet's era were actively engaged in
scholarship, commerce, and cultural activities (Ozdemir, 2014, p. 64). Nevertheless, over time, the
influence of customs and traditions gradually restricted women's visibility in the public sphere,
inevitably affecting their participation in artistic production as well (Aliye, 2012, p. 41). Therefore,
a clear distinction should be made between the fundamental principles of Islam and the historical
practices that evolved under the influence of local customs and traditions.

Throughout Turkish history, women have occupied a significant position in terms of both
status and social value. In Turkish culture, women's place in society has traditionally been associated
with the identities of both "mother" and "hero." In the political organization of the ancient Turks, the
hatun (queen or consort) exercised authority alongside the khagan (ruler). Among the Turkic
communities of Central Asia, women assumed influential roles within both the family and the state
(Kafesoglu, 2014, p. 214). Although patriarchal norms generally prevailed in Turkish societies,
women's opinions were respected, and they participated in kurultays (tribal or state assemblies),
where important political and social decisions were made.

Following the adoption of Islam, the position of women in Turkish society came to be shaped
by both religious values and traditional social structures. Although women's presence in the public
sphere gradually became more restricted, they continued to play active roles in cultural transmission
and artistic life (Ortayl1, 2016, p. 98). During the Turkification and Islamization of Anatolia, not only
the Ahiyan-1 Rim and the Abdalan-1 Rim but also the Baciyan-1 Riim—an organization established
by Turkmen women—made significant contributions to social and cultural development. Women
fulfilled important responsibilities in state administration and cultural life, while also participating
alongside men in domestic, social, and religious gatherings (Besiroglu, 2002, p. 144).

Both before and after the acceptance of Islam, a strong understanding of chastity prevailed
among Turkish women. However, this emphasis on modesty did not prevent them from participating
in social life. Historical evidence suggests that women performed music while observing accepted
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standards of modesty. Over time, however, the emergence of the haremlik—selamiik system in
Ottoman society significantly reduced women's participation in public life (D'Ohsson, 1788, p. 173).
Influenced largely by certain religious interpretations, women's voices gradually came to be regarded
as mahrem (private) in relation to men, and singing in the presence of unrelated men was increasingly
considered inappropriate or even sinful. This development resulted not only from traditional customs
and social conventions but also from interpretations and practices that were presented under the guise
of religious legitimacy. According to some historical sources, customary practices in Ottoman
society also restricted women's participation in commercial life as a natural consequence of
prevailing social norms (D'Ohsson, 1788, p. 173). From the perspective of Islamic teachings,
however, commerce is one of the principal areas in which women are recognized as having rights
and responsibilities comparable to those of men in public life (Ibn Sa'd, 1968, Vol. II, p. 1050).

Musical Activities, Women, and the Female Voice from the Perspective of Islamic
Sources

The primary source of Islam is the Holy Qur'an. Regarding the issue under discussion, the
Qur'an contains only a limited number of verses that specifically address the wives of the Prophet
Muhammad (peace be upon him). In Suirat al-Ahzab (33:32), Allah states: "O wives of the Prophet!
You are not like any other women. If you fear Allah, do not be soft in speech, lest the one in whose
heart is a disease should become desirous, rather, speak in an appropriate manner." Likewise, verse
53 of the same chapter states: "When you ask the wives of the Prophet for anything, ask them from
behind a screen.” It is evident that both verses are addressed specifically to the Prophet's wives rather
than to Muslim women in general.

Another Qur'anic passage frequently associated with music is Strat Lugman (31:6), in which
the expression lahw al-hadith appears. Classical exegetes have interpreted /ahw as amusement,
entertainment, games, or anything futile that distracts people from beneficial and righteous pursuits,
while lahw al-hadith has been understood as false discourse, fabricated stories, singing, or frivolous
entertainment (Yazir, Vol. VI, p. 267). Although some reports attributed to Ibn ‘Abbas, ‘Ikrimah,
and Sa‘1d ibn Jubayr identify lahw al-hadith specifically with ghind’ (singing), these narrations are
generally regarded by hadith scholars as weak (da 7f) and solitary (ahad) reports (Khazin, Vol. III,
p. 402). Al-Hasan al-BasrT interpreted the verse more broadly as referring to nighttime amusements,
frivolous entertainment, theatrical performances, comedies, stories, legends, songs, and similar
activities that distract believers from the remembrance and worship of God (Alisi, 1417 AH, Vol.
VIL, p. 99). Some commentators, however, interpreted the expression as referring specifically to
"singing slave girls."

If the expression lahw al-hadith were understood as referring categorically to singing itself,
it would logically follow that the Prophet Muhammad (peace be upon him) would never have listened
to or witnessed musical performances after the revelation of this verse. However, the verse was
revealed during the middle period of the Meccan era, whereas historical reports indicate that during
the Medinan period the Prophet witnessed musical performances on various occasions, including
weddings, religious festivals, welcoming and farewell ceremonies, journeys, and even military
expeditions (Ates, 2002, p. 345). This historical evidence suggests that the verse should not be
interpreted as establishing an absolute prohibition of music.

The second principal source of Islam consists of the sayings (hadith) and practices (sunnah)
of the Prophet Muhammad (peace be upon him). Numerous prophetic traditions address the issue of
women and the female voice. While some narrations have been interpreted as supporting the
permissibility of women's vocal performance under certain circumstances, others have been
understood as discouraging or restricting it. Among the narrations commonly cited in support of a
restrictive position regarding the female voice are the following:
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Among the narrations commonly cited in support of a restrictive position regarding the
female voice are the following: “Do not buy or sell singing slave girls, do not teach them anything,
for there is no good in trading them, and the income earned from them is unlawful.” Another
narration states: “Just as the singing and earnings of a singing woman are unlawful, so too is looking
at her; and molten lead will be poured into the ears of those who attend the gatherings of singing
slave girls and listen to them on the Day of Resurrection” (Qurtubi, 1364 AH). The term gaynah
refers primarily to female slaves, generally of non-Arab origin, who were known as mughanniyat
(professional singing slave girls). They entertained wealthy households and tribal leaders by singing
and dancing for their hosts and guests.

However, the chains of transmission (isndds) of a number of these narrations have been
regarded as weak by leading hadith scholars (Kilic, 1989, p. 411). Consequently, it is
methodologically inappropriate to generalize the judgments concerning these particular female
performers to all women or to the female voice in general. Contemporary scholars emphasize that
legal and ethical rulings should be based not on the voice itself but rather on the content, context,
purpose, and consequences of a particular performance. Therefore, religious and moral evaluations
concerning the female voice should not be generalized to all women on the basis of isolated narrations
or specific historical examples. Among the narrations cited in support of a permissive approach to
the female voice is the report transmitted by al-Rubayyi‘ bint Mu‘awwidh ibn “Afra’. She narrated:

"On the morning after my wedding, the Messenger of Allah (peace be upon him) came to me
and sat on my bed as you are sitting now. Some young girls began beating the duff (frame drum)
while singing heroic verses about our fathers who had been martyred at the Battle of Badr. Then one
of them said, 'Among us is a Prophet who knows what tomorrow will bring.' Thereupon the
Messenger of Allah said, "Leave that statement aside and continue saying what you were saying
before." (al-Bukhari, VI, p. 160; Ahmad ibn Hanbal, IV, p. 259)

This narration demonstrates that the Prophet's objection was not directed at the girl's singing
itself but rather at her statement implying that the Prophet possessed independent knowledge of the
unseen, a claim incompatible with the fundamental principles of Islamic belief. Another well-known
narration is reported directly by ‘A’ishah (may Allah be pleased with her):

"Once the Messenger of Allah (peace be upon him) came to my house while two young slave
girls were singing heroic songs about the Battle of Bu‘ath and beating the duff. The Messenger of
Allah lay down and turned his face away. Then Abii Bakr entered and reproached me, saying,
'Musical instruments of Satan in the presence of the Messenger of Allah?' The Prophet turned to him
and said, 'Leave them alone. Every nation has its festival, and this is our festival."" (Muslim, II, p.
605; al-Nasa'1, II, p. 159)

This narration is particularly significant because it contrasts Absi Bakr's initial disapproval
with the Prophet's explicit approval. Rather than prohibiting the performance, the Prophet permitted
it and demonstrated tolerance toward the occasion. Consequently, those who argue for a categorical
prohibition of music should take this prophetic practice into careful consideration. Abii Bakr's
reaction stemmed primarily from his profound reverence for the Prophet rather than from an explicit
legal ruling concerning music itself.

According to Imam al-Ghazali, whenever the permissibility of an act is established through
the Prophet's own conduct or approval, that approval itself constitutes sufficient evidence of its
lawfulness (mubah), leaving no need for forced interpretation (¢a 'wil) (al-Ghazali, 1975, Vol. I, p.
707). Building upon this narration, several scholars have argued that a woman singing in the presence
of the Prophet (peace be upon him), without his objection, constitutes clear evidence for the
permissibility of the female voice under appropriate circumstances (Kattani, 1990, p. 335).
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During the lifetime of the Prophet Muhammad (peace be upon him) and the period of the
Rightly Guided Caliphs, religious musical practice was represented primarily by the melodious
recitation of the Qur'an and the call to prayer (adhan), both performed with beautiful voices and deep
spiritual devotion. The distinctive melodic character of the adhan and Qur'anic recitation impressed
not only Muslims but also non-Muslims who possessed an appreciation of poetry and music (al-
Faruqi, 1991, p. 18). Among the Prophet's mu’adhdhins (callers to prayer), Bilal ibn Rabah al-
Habashi, Abii Mahdhiirah, ‘Abdullah ibn Umm Maktiim, and Sa‘d ibn al-Qaraz played particularly
significant roles in establishing and transmitting the practice of the adhan (Turabi, 1997, p. 230;
Koca, 2011, pp. 291-310).

In the sphere of secular music, popular musical forms such as inshad, nasb, and huda’ were
widely performed. These genres, based largely on the rhythmic structures of Arabic poetic meters,
constituted important components of early Arab folk music. Historical and hadith sources indicate
that musical performances took place during the Prophet's lifetime on various occasions, including
weddings, religious festivals, welcoming and farewell ceremonies, journeys, and military campaigns
(Uludag, 1992, p. 118). The sayings and practices of the Prophet preserved in Islamic sources suggest
that music was regarded as permissible (mubah) during religious and national celebrations, as well
as in legitimate forms of recreation (Hamidullah, 1990, p. 390).

The Prophet's migration (Hijrah) from Mecca to Medina in 622 CE marked another
significant moment in the history of music in Islam. Historical reports state that young women from
the Banti Najjar tribe welcomed the Prophet by beating the duff (frame drum) and singing poems and
songs in his honor (Hamidullah, 1990, p. 166). Likewise, it is narrated that during the wedding of
‘Al1 ibn Abt Talib and Fatimah, ‘Amr ibn Umayyah al-DamrT and Hamzah ibn Yatim performed
songs accompanied by the duff. Another report mentions an Indian musician known as Baba Sandiiq,
who accompanied military expeditions during the Prophet's lifetime by beating the duff and singing
(Farmer, 1956, p. 51).

The Prophet Muhammad (peace be upon him) is also reported to have said: "Beautify the
Qur'an with your voices" and "Indeed, this Qur'an was revealed with sorrow, whoever does not recite
it melodiously is not one of us" (al-Nasa't, 1928, Vol. II, p. 1349). Although several narrations
indicate that the Prophet listened attentively to male Companions reciting the Qur'an (Ibn Majah,
1372, Vol. 1, p. 401), no authentic report records him listening to a woman reciting the Qur'an.
Consequently, a widespread opinion developed in some Muslim societies that listening to a woman
reciting the Qur'an melodiously is impermissible (Zuhaylt, 1994, p. 401).

This view may have been influenced by a narration in which the Prophet, after hearing a
female singer with an exceptionally beautiful voice, reportedly remarked, "Satan has blown into her
nostrils." Nevertheless, many scholars interpret this statement not as a condemnation but rather as an
expression of admiration for the singer's remarkable vocal ability. According to this interpretation,
the Prophet's words emphasize the extraordinary quality of her performance rather than serving as a
criticism of female singing itself.

The fact that the Prophet Muhammad (peace be upon him) occasionally permitted women to
sing, listened to their performances, and even encouraged such performances during special
occasions such as weddings and religious festivals has been interpreted by many scholars as evidence
that listening to women—whether professional performers or not—is not, in principle, religiously
prohibited. Interpretations to the contrary appear inconsistent not only with the Prophet's own
practice (sunnah) but also with the recognition of human beings as inherently social creatures.

During the period of the Rightly Guided Caliphs, when the Islamic conquests expanded
rapidly, Muslim communities gradually transitioned from intensive military campaigns to more
stable and settled lives in major urban centers. Cultural interaction with the Byzantine and Sasanian
(Persian) civilizations through the newly conquered territories significantly influenced the emerging

www.turkishstudies.net/language



804 Arif Demir

Islamic civilization, particularly in the fields of art, architecture, and music. During the caliphates of
‘Uthman and ‘Alf, both the diversity of musical instruments and the variety of performance practices
increased considerably. Among the stringed instruments of this period, the mi zaf (or mi zafah),
resembling the ‘iid or tanbiir, was particularly noteworthy in Yemen and the Hijaz. Wind instruments
such as the al-qassabah (a type of long reed flute) and the nafir (trumpet or bugle) also occupied an
important place in the musical life of the period. Percussion instruments, including the duff, gadib,
and drums, were widely employed, especially during musical gatherings and festive celebrations
(Turabi, 1997, pp. 231-232).

The period of the Rightly Guided Caliphs also witnessed the emergence of numerous
celebrated singers (mughanniin and mughanniyar) who gained prominence in musical circles. Among
the best-known figures were Tuways, Ibn Surayj, Dallal, Nafi‘, Nawmat al-Duha, Fand (d. 670),
Nashid, Hunayn al-Hir1 (d. 718), Ahmad al-Nasibi (d. 702), Budayh al-Malih (d. 699), Bardan, Abi
Sa‘id Jamilah, Sa‘1d ibn Misjah (d. 715), Ibn Muhriz, Zayd ibn al-Talts, Zayd ibn Ka‘b, and Malik
ibn Hamamabh (Turabi, 1997, pp. 230-236; Shiloah, 1995, pp. 30-45).

Despite the clear guidance provided by the Qur'an and the practices of the Prophet
Muhammad (peace be upon him), some Muslim scholars during the Umayyad and Abbasid periods
developed interpretations and legal opinions concerning music that did not always fully correspond
to the Prophetic tradition. This shift was largely associated with changes in the nature of
entertainment that emerged after the Prophet's lifetime. As new forms of leisure and public
entertainment became increasingly widespread, many jurists adopted a more cautious and protective
approach in response to evolving social conditions. Consequently, these differing interpretations
should be understood as products of a precautionary legal methodology rather than direct reflections
of the Qur'an or the Sunnah.

Indeed, historical sources indicate that entertainment practices during both the Umayyad and
Abbasid periods often exceeded the limits of moderation. Although the sayings and practices of the
Prophet concerning music remained well known, it was primarily Muslim jurists who expressed
reservations regarding music and the female voice. Their position stemmed largely from a sense of
legal and moral responsibility for safeguarding public ethics and preventing potential social harm
(Aycan, 1998, p. 9; Bozkurt, 1997, p. 159).

Approaches to the Female Voice in Islamic Thought and Religious Debates

According to the majority of Muslim scholars, music or singing is not considered legitimate
if it undermines modesty and chastity, contains immoral language or descriptions, or includes
expressions that insult religious and spiritual values. In particular, musical works containing
offensive or derogatory statements directed toward Allah, the Prophet Muhammad, or his
Companions are regarded as impermissible regardless of their artistic or aesthetic merit (Uludag,
1992, p. 71). Likewise, the time, place, and social setting in which music is performed should be
compatible with the principles of Islamic belief and ethics. Islam establishes certain moral guidelines
governing everyday life, and anything explicitly prohibited by religion cannot be regarded as
permissible merely because it constitutes artistic expression. Accordingly, whether professional
performers or not, women engaged in musical performance are expected to observe ethical principles
and avoid conduct that exceeds the limits of modesty. In fact, although many Muslim scholars do not
regard the female voice itself as inherently unlawful—just as the male voice is not unlawful—they
consider its use impermissible only when it is likely to give rise to fitnah (temptation or social
discord) (al-Ghazali, Vol. 11, p. 699).

According to al-Ghazali, something that naturally gives pleasure to human beings cannot be
considered unlawful unless it contains an element of harm or moral corruption (al-Ghazali, Vol. 11,
p. 280). Historical reports indicate that the Prophet Muhammad (peace be upon him) permitted
women to sing on special occasions such as weddings and religious festivals, provided that their
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conduct and appearance remained consistent with Islamic moral values (Bozkurt, 1997, p. 488).
Consequently, many Muslim scholars maintain that music cannot be regarded as harmful when
performed within the ethical framework prescribed by Islam (al-Ghazali, 1978, p. 284).

Historical evidence further demonstrates that women performed music not only at weddings
but also on various other occasions during the lifetime of the Prophet. The well-known narration
concerning the Battle of Bu‘ath reported by ‘A’ishah (al-Bukhari, 1I/3; Muslim, 1I/605; al-Nasa'i,
I11/59), the narration of al-Rubayyi® bint Mu‘awwidh (Ahmad ibn Hanbal, V/353), and the
observations of al-Bara’ ibn ‘Azib regarding the Prophet's arrival in Medina (Ibn Majah, 1372, 1/612)
all indicate that the Prophet did not adopt a negative attitude toward the female voice in musical
performance. The Prophet abolished customs that conflicted with Islamic principles while preserving
social practices that did not contradict religious teachings. As these examples demonstrate, women
were able to express their emotions not only in religious settings but also during weddings, festivals,
and occasions celebrating courage and collective identity.

It is generally acknowledged that, within the social and cultural context of the Prophet's era,
a modest yet well-established musical culture existed (Uludag, 1992, p. 72). Numerous scholars
argue that the Prophet's sayings and practical examples (al-Bukhari, IV/140, IV/108; Ibn Majah,
1/613; Ahmad ibn Hanbal, 1V/67, V/379; Muslim, IV/1811) constitute evidence that listening to
songs performed melodically by women is religiously permissible (Savas, 2004, p. 219). At the same
time, understanding the socio-cultural context of these narrations is as important as examining the
legal rulings derived from them. Women engaged in musical performance during that period were
commonly referred to as al-giyan or qaynah, a term that gradually acquired negative connotations in
Arabic society (Kalender, 1999, p. 255). However, these women were not stigmatized simply
because they were singers; rather, the negative perception arose because some were associated with
morally questionable environments and occupations. As customary social attitudes increasingly
overshadowed Islamic principles, the belief that the female voice itself was unlawful became
widespread in many Muslim societies.

A striking historical example is Umm Kulthum, widely celebrated as "The Misty Voice of
the Desert," "The Symbol of Egypt," and "The Star of the East." Because her father, who had
memorized the Qur'an and served as an imam, earned insufficient income to support the family, Umm
Kulthum contributed financially by reciting the Qur'an, religious hymns (ilahis), and gasidahs.
However, since it was considered shameful and even sinful for young girls to sing or recite publicly,
she was dressed in boys' clothing during her childhood performances. This episode vividly illustrates
prevailing Muslim social attitudes toward the female voice during that period.

Within Islamic thought, the human voice is regarded both as a divine blessing and as a means
of moral testing. While the Qur'an praises a pleasant and gentle manner of speaking (Lugman 31:19),
it condemns the use of the voice in ways that incite base desires. Accordingly, the ethical evaluation
of vocal expression depends primarily on the speaker's intention, the context, and the manner in
which the voice is used (Karaman, 2004, pp. 145—156). Muslim scholars have therefore differed in
their opinions regarding whether the female voice should be regarded as ‘awrah (something that
must be concealed).

Debates on Women and the Female Voice in Classical Islamic Jurisprudence

The question of whether the female voice constitutes ‘awrah (something that must be
concealed) has been extensively discussed in the classical literature of Islamic jurisprudence (figh).
Although the Qur'an contains no explicit prohibition concerning the female voice, some jurists have
derived certain restrictions from Qur'an 33:32, which instructs: "Do not speak in a soft manner lest
the one in whose heart is a disease should become desirous." Based on this verse, a number of jurists
focused not on the voice itself but on the manner in which it is used. In Islamic jurisprudence, the
concept of ‘“awrah refers to those parts of the body that must be covered according to religious law

www.turkishstudies.net/language



806 Arif Demir

(al-Sarakhst, Vol. 10, p. 152). Whether the female voice falls within this category has remained a
subject of theoretical discussion among the various legal schools.

Imam Malik and Abt Hanifah regarded singing (taghanni) as makrih (reprehensible) and
considered listening to music to be sinful under certain circumstances (al-Ghazali, 1978, Vol. 11, p.
707). Nevertheless, the dominant opinion within the Hanaft and Hanbalt schools maintains that a
woman's ordinary speaking voice is not ‘awrah. What is considered objectionable is singing in a
melodious, embellished, or alluring manner that may provoke temptation (fitnah). Similarly, Shafi‘t
and Malik1 jurists generally regard the female voice as permissible provided that it is not used in a
way that leads to temptation or moral corruption.

Classical Hanaft authorities explicitly state that the female voice is not inherently ‘awrah (al-
Kasani, 1986, Vol. V, p. 121). Ibn ‘Abidin likewise maintains that although the voice itself is not
‘awrah, employing it in a manner likely to cause temptation is not permissible (Ibn ‘Abidin, 1992,
Vol. I, p. 406). Malik1 jurists similarly permit women to speak with men whenever necessity requires
(Ibn Rushd, 1988, Vol. II, p. 48). However, based on the legal principle of sadd al-dhara’i* (blocking
the means to potential harm), they prohibit speech delivered in an intentionally seductive or
provocative tone (al-Qarafi, 1998, Vol. II, p. 33).

Among the ShafiT jurists, al-NawawT states that women are permitted to ask men questions
and engage in ordinary communication when necessary (al-Nawawi, Vol. IIL, p. 390). Nevertheless,
speaking in an intentionally attractive, melodious, or alluring manner is regarded as impermissible
within the Shafi‘1 school. Likewise, the Hanbali jurist Ibn Qudamah affirms that women may speak
whenever necessity requires (Ibn Qudamah, 1968, Vol. IX, p. 489), although some scholars within
the school adopt a more cautious position regarding the female voice.

Taken together, the classical legal sources indicate that Islam does not impose an absolute
prohibition on the female voice. Rather, restrictions concern the manner, intention, and context of its
use, particularly when speech or singing is performed in a seductive, provocative, or ostentatious
fashion. Accordingly, the shared position of the four major Sunni schools of law is that the female
voice is not intrinsically ‘awrah; instead, its legal evaluation depends upon the circumstances,
context, and potential social consequences of its use.

Debates on Women and the Female Voice in Classical Islamic Jurisprudence

The question of whether the female voice constitutes ‘awrah (something that must be
concealed) has been extensively discussed in the classical literature of Islamic jurisprudence (figh).
Although the Qur'an contains no explicit prohibition concerning the female voice, some jurists have
derived certain restrictions from Qur'an 33:32, which instructs: "Do not speak in a soft manner lest
the one in whose heart is a disease should become desirous." Based on this verse, a number of jurists
focused not on the voice itself but on the manner in which it is used. In Islamic jurisprudence, the
concept of ‘awrah refers to those parts of the body that must be covered according to religious law
(al-Sarakhsi, Vol. 10, p. 152). Whether the female voice falls within this category has remained a
subject of theoretical discussion among the various legal schools.

Imam Malik and Abt Hanifah regarded singing (taghanni) as makrih (reprehensible) and
considered listening to music to be sinful under certain circumstances (al-Ghazali, 1978, Vol. 11, p.
707). Nevertheless, the dominant opinion within the Hanaft and Hanbalt schools maintains that a
woman's ordinary speaking voice is not ‘awrah. What is considered objectionable is singing in a
melodious, embellished, or alluring manner that may provoke temptation (fitnah). Similarly, Shafi‘t
and Maliki jurists generally regard the female voice as permissible provided that it is not used in a
way that leads to temptation or moral corruption.

Classical HanafT authorities explicitly state that the female voice is not inherently ‘awrah (al-
Kasani, 1986, Vol. V, p. 121). Ibn ‘Abidin likewise maintains that although the voice itself is not
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‘awrah, employing it in a manner likely to cause temptation is not permissible (Ibn ‘Abidin, 1992,
Vol. I, p. 406). Malik1 jurists similarly permit women to speak with men whenever necessity requires
(Ibn Rushd, 1988, Vol. II, p. 48). However, based on the legal principle of sadd al-dhara’i* (blocking
the means to potential harm), they prohibit speech delivered in an intentionally seductive or
provocative tone (al-Qarafi, 1998, Vol. II, p. 33).

Among the Shafi‘T jurists, al-NawawT states that women are permitted to ask men questions
and engage in ordinary communication when necessary (al-Nawawi, Vol. IIL, p. 390). Nevertheless,
speaking in an intentionally attractive, melodious, or alluring manner is regarded as impermissible
within the Shafi‘1 school. Likewise, the Hanbalt jurist Ibn Qudamah affirms that women may speak
whenever necessity requires (Ibn Qudamah, 1968, Vol. IX, p. 489), although some scholars within
the school adopt a more cautious position regarding the female voice.

Taken together, the classical legal sources indicate that Islam does not impose an absolute
prohibition on the female voice. Rather, restrictions concern the manner, intention, and context of its
use, particularly when speech or singing is performed in a seductive, provocative, or ostentatious
fashion. Accordingly, the shared position of the four major Sunni schools of law is that the female
voice is not intrinsically ‘awrah; instead, its legal evaluation depends upon the circumstances,
context, and potential social consequences of its use.

Debates on Women and the Female Voice in the Sufi Tradition

Within the Sufi tradition, the human voice is regarded as a means of drawing closer to God.
In this context, the female voice is understood as a form of spiritual expression whose legitimacy
depends primarily on intention and content. Women's recitation of mawlids, elegies, nefes (Sufi
hymns), and religious hymns (il@his) during domestic gatherings of dhikr or Sufi rituals has
traditionally been regarded as an act of worship performed within an appropriate framework of
privacy. Accordingly, in Islamic mysticism (tasawwuf), the female voice is not subject to an absolute
prohibition; rather, its legitimacy varies according to intention, context, time, and place.

Within the Islamic-Sufi tradition, the voice occupies an important place as a medium of
worship and spiritual devotion. Owing to prevailing social norms and juristic restrictions, however,
women's vocal participation has historically remained relatively limited in the public sphere. In
certain Sufi orders, women's musical activities were generally confined to domestic gatherings,
women's dhikr circles, and private assemblies (Abbas, 2003, p. 45). Nevertheless, this pattern was
not universal across all Sufi traditions. In particular, within the Dedegan (Babagan) branch of the
Bektashi tradition, women participated alongside men in cem rituals and ceremonial gatherings,
taking active roles in the performance of nefes and deyis (devotional hymns). Thus, women's
participation in musical practices differed considerably among various Sufi traditions such as the
Mevlevi and Bektashi orders, depending upon each order's historical development and ritual
practices. In collective sama ‘ ceremonies attended by men, the female voice generally appeared only
indirectly or through mediated forms of performance (Abbas, 2003, p. 112).

Within Sufi culture, the female voice is regarded not merely as a literary or folkloric element
but also as a vehicle for spirituality and inner transformation (Rodrigues, 2023, p. 68). During the
Ottoman period, sources refer to women's dhikr assemblies as well as several female Sufi leaders
(shaykhas) (Kara, 1990, pp. 214-220). Mixed-gender sama ‘ ceremonies, however, were not common
practice. Ottoman women generally performed ilahis and other forms of religious music within
women's gatherings. Likewise, in the Mevlevi order and the broader tekke tradition, women's direct
participation in musical performance remained relatively limited.

Although Sufi thought places primary emphasis on the spiritual state of the heart, Sufism has
never been understood as a domain independent of Islamic law (shar? ‘ah). Consequently, Sufi
practices have generally been performed within the legal and ethical boundaries established by
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Islamic jurisprudence. Debates concerning the female voice have therefore often been discussed
alongside broader discussions of music. According to al-Ghazali, sama " (spiritual listening) and
music awaken whatever already exists within the heart; if the heart is spiritually pure, the outcome
will likewise be beneficial. In his understanding, music functions as a means of revealing the inner
state of the individual rather than determining it. Accordingly, the decisive factor is not the voice
itself but the spiritual condition of the listener. From this perspective, the legal and ethical evaluation
of the female voice likewise depends upon the surrounding circumstances and the condition of its
audience. By contrast, Ibn Taymiyyah (d. 728/1328) adopted a more critical attitude toward music,
particularly prohibiting performances that he believed stimulated sensual desire.

Women also played significant roles throughout the history of Sufism. One of the most
prominent examples is Rabi‘ah al-*Adawiyyah, whose preaching and spiritual guidance demonstrate
that women actively participated in the tradition of oral religious instruction. Classical sources report
that she engaged in scholarly conversations with male scholars and seekers (“Attar, Vol. I, p. 71). In
this respect, Rabi‘ah al-‘Adawiyyah is regarded as one of the foremost figures in Sufi history to
articulate the mystical dimension of the human voice. Likewise, in the works of ‘AlT Shir Nava't,
Rabi ‘ah and several other female mystics are presented as important representatives of the Sufi ideals
of divine love, spiritual purification, and inner transformation (Toprak, 2025, pp. 236-238).

The Place and Significance of Female Musicians in Turkish Music

Numerous written sources document the role of women in the musical life of Turkish
societies. In addition to textual evidence, visual materials—including miniatures, lithographs,
engravings, and especially photographs and postcards from the late Ottoman period—provide
valuable information regarding the position of women in Ottoman musical culture. For example, a
fourteenth-century miniature depicting a wedding in the harem of a Turkmen palace portrays female
musicians playing the ney and duff while accompanying a dancing woman. Similarly, a fifteenth-
century illustration of an entertainment ceremony at the court of Timur depicts male and female
musicians accompanying a female dancer playing carpara (finger cymbals), while the female
performers are shown playing the ganiin and the duff (Besiroglu, 2002, p. 12/455).

Within the Ottoman palace, entertainment gatherings constituted an important aspect of the
daily lives of women living in the Imperial Harem. When such gatherings were held freely in palace
gardens or recreational areas, they were known as halvet assemblies. Music and dance occupied a
central place in these events, particularly during weddings and engagement ceremonies. Ottoman
miniatures provide especially valuable evidence regarding both Ottoman musical culture and
women's participation in musical performance. These illustrations frequently depict women singing
while performing on instruments such as the ¢eng (Ottoman harp), ganiin, bendir, daire, duff, kopuz,
Khorasan tanbiir, rebab, kemenge, and ney. They are also shown dancing with ¢arpara (finger
cymbals). In addition to palace musicians, the miniatures occasionally portray itinerant
instrumentalists and professional female dancers (¢engis) who were not affiliated with either the
palace or aristocratic households (Aksoy, 1999, p. 790).

It is well known that talented female slaves (cariyes) in the Ottoman Imperial Harem received
formal musical training. Upon completing their education, they participated in musical ensembles as
vocalists (hanendes) or instrumentalists (sazendes). Women's musical activities were not confined to
the palace; educated women in Ottoman urban society also engaged actively in musical performance.
The palace meskhane (music training school), which functioned much like a conservatory, played a
crucial role in training accomplished female musicians who made significant contributions to
Ottoman music (Uzungarsili, 1997, Vol. XLI, p. 87).

Ottoman musical history also preserves the names and compositions of numerous female
musicians. One of the earliest known works attributed to a woman composer appears in Dimitrie
Cantemir's Kitab al- ‘Ilm al-Miisiqi ‘ald Wajh al-Huriifat, compiled at the beginning of the eighteenth
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century. The composition, a pesrev in the Saba mode, is recorded under the title Sabd-yr Reftar
(Aksoy, 1999, p. 790). Although generally attributed to a female composer named Reftar, the same
work was recorded by ‘All Ufki under the title Dilnuvaz. According to Suphi Ezgi, Reftar was a
female composer who lived during the reign of Sultan Mehmed IV (Ezgi, Vol. IV, p. 14). A
composition registered under the name Reftar Kalfa is preserved today in the Ismail Hakki Bey
Collection.

During the reign of Sultan Selim III (1761-1808), one of the Ottoman rulers most renowned
for his patronage of the arts, the Enderun Palace School functioned much like a conservatory,
employing highly accomplished female musicians as instructors. The female members of the
Imperial Harem likewise received musical education from distinguished masters associated with the
Enderun. Among the most prominent female composers of this period was Dilhayat Kalfa, who is
identified in some historical sources as one of Sultan Selim III's music instructors. Celebrated for her
mastery of the tanbir, Dilhayat Kalfa's Pesrev and Saz Semadisi in the Evgdrd mode remain among
the most important surviving compositions attributed to a female composer in Ottoman classical
music (Ozcan, 1994, pp. 298-299; Oztuna, 1990, p. 301).

From the beginning of the nineteenth century, the Ottoman court increasingly came under
the cultural influence of the West. During the reign of Sultan Mahmud 11, the Mehterhdne (Ottoman
military band) was abolished and replaced by the Muzika-y1 Hiimdyun (Imperial Military Band). As
the first Western-style military band and orchestra in the Ottoman Empire, this institution gradually
evolved into a formal music school following the appointment of the Italian musician Giuseppe
Donizetti in 1828 as its director. During the same period, an eighty-member all-female orchestra was
established within the Imperial Harem (Harem-i Hiimdyun). This ensemble was conducted by a
woman known as the Tambur Major, who is regarded as the first female orchestra conductor in the
Western sense within the Ottoman court (Aksoy, 1999, p. 792).

One of the most distinguished composers, performers, and literary figures of the period was
Leyla (Saz) Hanim, who was awarded an imperial decoration (Nigan) by the Sultan in recognition of
her contributions to music. Having first received instruction in Western music and later in Turkish
music from the leading composers and teachers of her time, Leyla (Saz) Hanim was among the first
women in the Ottoman palace to receive formal piano lessons. With the establishment of Dariilelhan,
an institution functioning as the Ottoman Empire's first conservatory, music education became
institutionalized, enabling women to benefit from formal musical training. Among the prominent
female musicians educated at this institution were Tanburi Faize (Ergin), Kanuni Muazzez (Yurcu),
Udi Hayriye (Ors), Kanuni Seref, Kemani Kevser, Udi Zehra, Udi Faika, and the vocalist (hanende)
Zahide Hanim.

The contributions of Ottoman women to music may be examined under two broad categories:
urban music and local folk music. The music performed by urban women was primarily associated
with entertainment and social gatherings, serving to provide enjoyment and leisure. By contrast, local
folk music developed largely in rural settings and preserved a distinctly folkloric character. Women's
musical activities—including singing lullabies to their children, performing songs and folk melodies
during henna nights and wedding ceremonies, playing percussion instruments such as the duff and
wooden spoons, and chanting laments at funerals—constituted important functional elements of this
musical tradition (Besiroglu, 2002, p. 170).

Historical evidence also demonstrates that Ottoman women actively participated in secular
music. Particularly from the nineteenth century onward, both visual and written sources provide
increasing information concerning female musicians and composers. Because musical notation was
not widely employed in the Turkish magam tradition, relatively few compositions by female
composers have survived in written form. Historical evidence further indicates that Ottoman women
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were generally more active as performers than as composers, making their greatest contributions
through musical performance rather than composition.

From the beginning of the nineteenth century, the Ottoman court increasingly came under
the cultural influence of the West. During the reign of Sultan Mahmud 11, the Mehterhdne (Ottoman
military band) was abolished and replaced by the Muzika-y1 Hiimdyun (Imperial Military Band). As
the first Western-style military band and orchestra in the Ottoman Empire, this institution gradually
evolved into a formal music school following the appointment of the Italian musician Giuseppe
Donizetti in 1828 as its director. During the same period, an eighty-member all-female orchestra was
established within the Imperial Harem (Harem-i Hiimdyun). This ensemble was conducted by a
woman known as the Tambur Major, who is regarded as the first female orchestra conductor in the
Western sense within the Ottoman court (Aksoy, 1999, p. 792).

One of the most distinguished composers, performers, and literary figures of the period was
Leyla (Saz) Hanim, who was awarded an imperial decoration (Nigan) by the Sultan in recognition of
her contributions to music. Having first received instruction in Western music and later in Turkish
music from the leading composers and teachers of her time, Leyla (Saz) Hanim was among the first
women in the Ottoman palace to receive formal piano lessons. With the establishment of Dariilelhan,
an institution functioning as the Ottoman Empire's first conservatory, music education became
institutionalized, enabling women to benefit from formal musical training. Among the prominent
female musicians educated at this institution were Tanburi Faize (Ergin), Kanuni Muazzez (Yurcu),
Udi Hayriye (Ors), Kanuni Seref, Kemani Kevser, Udi Zehra, Udi Faika, and the vocalist (hanende)
Zahide Hanim.

The contributions of Ottoman women to music may be examined under two broad categories:
urban music and local folk music. The music performed by urban women was primarily associated
with entertainment and social gatherings, serving to provide enjoyment and leisure. By contrast, local
folk music developed largely in rural settings and preserved a distinctly folkloric character. Women's
musical activities—including singing lullabies to their children, performing songs and folk melodies
during henna nights and wedding ceremonies, playing percussion instruments such as the duff and
wooden spoons, and chanting laments at funerals—constituted important functional elements of this
musical tradition (Besiroglu, 2002, p. 170).

Historical evidence also demonstrates that Ottoman women actively participated in secular
music. Particularly from the nineteenth century onward, both visual and written sources provide
increasing information concerning female musicians and composers. Because musical notation was
not widely employed in the Turkish magam tradition, relatively few compositions by female
composers have survived in written form. Historical evidence further indicates that Ottoman women
were generally more active as performers than as composers, making their greatest contributions
through musical performance rather than composition.

Religious and Cultural Representations of the Female Voice in Turkish Music

Debates concerning the female voice in Islam are rooted not only in aesthetic considerations
but also in religious and moral evaluations. Within Islamic culture, the human voice has traditionally
been understood as a bodily expression whose use is subject to ethical and social norms.
Consequently, because the female voice has often been regarded as a matter of ‘awrah (privacy or
modesty) in certain juristic interpretations, its public performance has historically been subject to
various restrictions (Behar, 2015, p. 24). The transition from the Ottoman Empire to the Republic of
Tiirkiye represents a significant period during which the public visibility and social acceptance of
the female voice were fundamentally redefined.

In Ottoman society, the female voice was long regarded as belonging to the private sphere,
and women's public singing was restricted by prevailing religious and social norms. Nevertheless,
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women were never entirely absent from musical life. Within the Imperial Harem, female performers,
vocalists (hanendes), and female slaves (cariyes) received formal musical training and participated
in private musical gatherings. During the eighteenth and nineteenth centuries, women's fasi/
ensembles also emerged within palace and elite household circles (Aksoy, 1999, p. 792). Likewise,
Evliya Celebi's Seyahatname contains references to female instrumentalists and vocalists, indicating
that women maintained an active artistic presence within private settings. Toward the final decades
of the Ottoman Empire, however, the development of kanto theatre gradually brought the female
voice into the public sphere. Performers such as Peruz Hanim, Samram Kelleciyan, and Minyon
Virjin gained public visibility through their stage performances (Oztiirk, 2012, pp. 75-92).
Consequently, the female voice became situated at the intersection of both modernization and
contemporary moral debates.

During the Republican era, female performers became integral to the state's modernization
project and were presented as representatives of the new nation's modern identity. Prominent artists
such as Safiye Ayla, Miizeyyen Senar, and Hamiyet Yiiceses came to symbolize the transformative
social power of the female voice. The rapid expansion of radio broadcasting further amplified their
influence, enabling female vocalists to represent not merely artistic expression but also the modern
voice of the Turkish nation. During this period, the female voice evolved into an important
ideological symbol as well as an artistic medium.

Following the 1980s, cultural pluralism and globalization reshaped both the meaning and the
social significance of the female voice in Tiirkiye. Artists representing diverse musical traditions—
including Sezen Aksu, Niliifer, Sebnem Ferah, Aynur Dogan, and Gaye Su Akyol—have each
contributed to redefining the female voice through distinct artistic identities. Sezen Aksu's voice, for
example, has often been described as expressing a shared collective memory, while Aynur Dogan's
performances in Kurdish have positioned the female voice at the center of debates surrounding
cultural identity and minority representation. Influenced in part by feminist thought, the female voice
has increasingly come to embody not only musical expression but also political agency and social
resistance. Moreover, developments in electronic music production have enabled female artists to
move beyond conventional notions of "feminine" vocal timbre through technological manipulation
and experimentation. Today, the female voice continues to function not merely as a musical
phenomenon but also as a symbol of cultural identity, resistance, individual freedom, and artistic
self-expression.

Shemeem Burney Abbas's The Female Voice in Sufi Ritual: Devotional Practices of Pakistan
and India examines the central role of the female voice in Sufi musical traditions. Employing an
ethnographic approach, Abbas investigates women's vocal participation in Sufi devotional practices
in Pakistan and India (Abbas, 2003, pp. 45, 78, 112). In particular, the study analyzes the religious
and cultural significance of the female voice within the contexts of dhikr, mawlid, marsiyah, and the
gawwali tradition. According to Abbas, the female voice is not merely an aesthetic element but also
a constitutive component of social identity, spiritual authority, and the performance of religious
music. The study further emphasizes that women actively participate in religious ceremonies, shrine
rituals, and devotional festivals, engaging in musical interaction with established performers and
spiritual practitioners.

From the perspective of the sociology of music, religious musical practices play a significant
role in the construction of individual and collective identities. The dissemination of religious musical
performances through social media has enabled individuals to express their religious identities more
visibly within the public sphere. In recent years, this subject has also attracted increasing scholarly
attention in Tirkiye. For example, Whiteley argues that religious musical practices are closely
associated with the formation of social identity and demonstrates music's influence on processes of
belonging and emotional experience (Whiteley, 2000, pp. 14-38). Similarly, Martin highlights the
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relationship between religious music and the aesthetic, ritual, and social processes involved in the
construction of identity (Martin, 2014, pp. 90—112). Stokes, in turn, examines the interaction between
music and identity within their broader social context, emphasizing the role of music in processes of
social construction (Stokes, 1994, pp. 88—107).

Women's Production of Religious Music in Digital Environments and Debates on the
Female Voice

Religious music has historically occupied a central position within both the Sufi tradition
and the musical practices of the mosque. In recent years, there has been a significant increase in the
visibility of female producers and performers of religious music on social media platforms, both as
individual artists and as members of musical ensembles. This growing visibility represents not
merely a quantitative expansion but also a structural transformation in the production, dissemination,
and presentation of religious knowledge. Religious musical practices that were once performed
primarily in face-to-face settings such as mosques, Qur'anic courses, dergahs (Sufi lodges), and
family gatherings are now reaching much wider audiences through digital media. The emergence of
women as producers of religious content on digital platforms has consequently prompted renewed
discussions concerning both religious representation and gender roles.

Digital platforms have enabled women to communicate their voices directly, overcoming
many of the limitations traditionally associated with conventional media. Platforms such as YouTube
and Instagram have become among the principal channels through which religious messages and
devotional practices are disseminated to both younger and adult audiences. Within these digital
spaces, women increasingly produce voice-centered religious content, although visual presentation
often remains relatively modest. Such performances are typically recorded in domestic settings or
professional studios. While some women appear on camera, others choose to share only audio
recordings, thereby emphasizing vocal performance over visual representation. As a result, many
female performers have attracted substantial audiences through their production of religious musical
content in recent years.

One notable example is the Indonesian artist Ai Khodijah, internationally recognized for her
performances of nasheeds and salawat. Another prominent figure is Veve Zulfikar, also from
Indonesia, who has gained considerable recognition through the religious content she produces
together with her family. Known for her modest appearance and Islamic attire, Veve Zulfikar
regularly shares performances including religious hymns, Qur'anic recitation, and other forms of
devotional content, reaching millions of viewers through digital platforms.

Similarly, Nissa Sabyan, whose contemporary musical arrangements combined with
religious lyrics have attracted a large youth audience, and Aishwa Nahla Karnadi, who achieved
recognition at an early age through performances of religious hymns and devotional songs for
children, exemplify how digital media has substantially expanded opportunities for women's
participation in the production, dissemination, and global circulation of religious music. These
examples demonstrate that digital technologies have become important instruments for enhancing
both the visibility and international reach of female performers within contemporary religious
musical culture.

In Tiirkiye, most female performers of religious hymns who use digital media tend to engage
with online platforms in ways that minimize direct interaction with male audiences. While many
women produce voice-centered content rather than visually oriented material, some appear in videos
wearing masks or remain partially visible in the background. Such practices reflect an attempt to
establish a balance between traditional Islamic jurisprudential principles and the ethical
considerations introduced by the modern digital environment. Beyond digital platforms, numerous
female religious music ensembles also perform in face-to-face settings. In addition to religious days
and nights, these groups organize various programs exclusively for women, including mawlid
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ceremonies, Islamic henna nights, baby mawlids, charitable gatherings, opening ceremonies,
celebrations, and other spiritually oriented events. Some of these activities, as well as certain content
shared by women on social media, have occasionally been subject to criticism.

Since the 1990s, a genre commonly referred to as popular Islamic music has emerged in
Tiirkiye and across the broader Muslim world. This genre combines elements of traditional religious
music with the musical structures and production techniques of popular music. Popular Islamic music
may therefore be understood as an attempt to express religious themes through contemporary musical
forms. Although numerous male performers have become prominent representatives of this genre in
Tiirkiye, female artists remained relatively underrepresented for a considerable period.

From the 2000s onward, however, some female performers began to assume more active
roles in religiously oriented musical production. Although the increasing engagement of certain
popular female artists with religious symbols and themes has generated public debate, women's
participation in religious music has nevertheless become increasingly visible. Female performers'
covers of ilahis (religious hymns) and ezgis (religiously themed songs) on YouTube and other digital
platforms have contributed to shaping a new dimension of popular Islamic music. This development
demonstrates how the female voice is being reproduced within the public sphere in ways that engage
directly with religious themes. The increasing presence of women's voices within these musical
genres is particularly significant in terms of both the evolving interpretation of classical Islamic
jurisprudential debates and the transformative influence of popular culture on contemporary religious
expression.

Approaches of the Presidency of Religious Affairs (Diyanet), Contemporary Muslim
Jurists, and Sufi Traditions to the Female Voice

The approaches adopted by the Presidency of Religious Affairs (Diyanet Isleri Baskanligr)
and various Sufi traditions regarding the female voice are not entirely identical. According to the
Presidency of Religious Affairs, the female voice is not, in itself, considered ‘awrah (something that
must be concealed). Accordingly, women are permitted to speak, teach, and recite religious texts
under appropriate circumstances. However, when the voice is intentionally melodious, attention-
attracting, or potentially provocative, particularly in the presence of unrelated men, greater caution
is advised. Thus, the issue is evaluated primarily in terms of context and manner of expression rather
than through an absolute prohibition.

Although neither the official website nor the fatwa archive of the Presidency of Religious
Affairs contains a specific section devoted exclusively to "the female voice and religious musical
production,” the institution's general approach to music is based on contextual evaluation. The
Presidency consistently maintains that music cannot be classified as categorically prohibited
(haram); rather, its religious ruling depends upon its content, purpose, and potential effects on
listeners. Within this framework, the female voice is likewise assessed according to its context of use
and the possibility of causing fitnah (temptation or social discord). While the institution's advisory
responses occasionally identify the potential for fitnah as a factor requiring consideration, the
Presidency's official fatwas do not declare the female voice itself to be inherently prohibited (see
Presidency of Religious Affairs, High Council of Religious Affairs, What Is Islam'’s View of Music?,
12 July 2017).

The institutional practices of the Presidency likewise indicate that it does not adopt a
fundamentally negative attitude toward women's participation in music. On various occasions, the
Presidency has organized training programs for female religious personnel that include vocal
training, breathing techniques, and elements of performing arts. One objective of these programs is
to improve the quality of women's presentations during educational activities and religious programs.
Furthermore, numerous Turkish Sufi music choirs composed entirely of women operate under the
auspices of the Presidency across different regions of Tiirkiye. Similarly, children's choirs and
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religious hymn (i/ahi) ensembles regularly participate in Ramadan programs, mawlid ceremonies,
and other religious events intended for children. Through local offices of the Presidency and its Youth
Centers, girls and women also participate in musical education and performances during Ramadan
activities, end-of-year programs, and Qur'anic course opening and closing ceremonies,
demonstrating that they are not systematically excluded from religious musical activities.

A number of contemporary Muslim jurists likewise regard the female voice as a natural
aspect of human creation rather than something inherently prohibited. According to this perspective,
the voice itself cannot be classified as either haram or ‘awrah; instead, its legal status depends upon
the manner of its use, the content conveyed, and the likelihood of giving rise to fitnah. Consequently,
the primary concern is not the female voice itself but the effects it produces within a particular social
context.

A representative example of this approach is provided by Professor Hayrettin Karaman.
When asked, "Is it permissible to listen to a woman's voice? Does the ruling vary according to the
type of music—for example, a woman performing Sufi music or singing religious hymns?", he
responded as follows:

"During the lifetime of the Prophet, women spoke in the mosque and elsewhere in the
presence of men. When the Prophet (peace be upon him) migrated to Medina, women and children
welcomed him with music. On festival days, young girls performed songs accompanied by the duff’
in the Prophet's house and in his presence before ‘A’ishah. There is no authentic and conclusive
religious evidence demonstrating that either the female voice or music is inherently prohibited.
Whether the performer is a woman or a man, listeners should evaluate their own response; so long
as listening does not produce immoral or harmful effects, there is no objection to it." (Hayrettin
Karaman, 11 December 2006)

This interpretation reflects a broader contemporary tendency to evaluate the permissibility
of the female voice through considerations of intention, context, and ethical consequences rather than
by treating the voice itself as intrinsically unlawful.

The attitudes of Sufi orders toward the female voice vary according to their respective
spiritual traditions, ritual practices, and codes of conduct (adab). For example, within the Nagshbandi
tradition, where devotional practices are characterized primarily by silent (khafi) remembrance
(dhikr), women's vocal performances are generally not encouraged in public settings and are largely
confined to private spaces. By contrast, in Sufi orders such as the Qadiriyyah and Rifa‘iyyah, where
audible (jahri) dhikr constitutes an important element of devotional practice, vocal performance
occupies a more prominent position. Nevertheless, women's participation in these practices is
generally limited to female-only gatherings or evaluated within specific religious and ethical
boundaries. In the Mevlevi tradition, music and the sama* ceremony occupy a central place in
spiritual life. Historically, however, the sama‘ ritual was performed exclusively by men. In the
modern period, by contrast, women have increasingly participated in performances of Mevlevi music
within cultural and artistic contexts. Compared with many other Sufi traditions, the Bektashi order
has historically exhibited a more inclusive approach. Women have traditionally enjoyed greater
visibility in cem ceremonies and gatherings of spiritual conversation (muhabbet), and their
participation in vocal and musical performances has generally been more openly accepted.

In summary, while the Presidency of Religious Affairs (Diyanet Isleri Baskanligr) adopts a
relatively moderate and context-based approach to the female voice, considerable diversity exists
among Sufi orders. Rather than reflecting a single, fixed position, their attitudes have been shaped
by Sufi concepts of adab, prevailing social structures, and historical developments. Consequently,
perspectives on the female voice range from the more cautious stance of the Nagshbandi tradition to
the comparatively flexible approach characteristic of the Bektashi order. This diversity, structured
around concepts such as adab (proper conduct), mahramiyyah (privacy/modesty), and fitnah
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(temptation or social discord), suggests that the female voice is not treated as an issue subject to an
absolute legal ruling. Instead, its evaluation depends largely upon the context in which it is used, the
manner of its performance, and prevailing social perceptions. Accordingly, debates concerning
women and the female voice continue to constitute a dynamic field of cultural, Sufi, and social
interpretation, remaining as relevant today as they have been throughout history.

Conclusion

The female voice, as a carrier of social, cultural, and aesthetic meanings, has remained a
subject of continuous debate throughout history. In Tiirkiye, the increasing visibility of female
musicians in both traditional and popular music demonstrates that the female voice has undergone
significant artistic, social, religious, and cultural transformation. Indeed, within the history of Turkish
music, the female voice has experienced a gradual transition from silence to visibility and from the
private sphere to the public domain. While largely confined to private settings during the Ottoman
period, it came to symbolize the modern national identity through the modernization project of the
Turkish Republic. Today, it has evolved into a multifaceted expression of identity, plurality, and
individual freedom. This transformation represents not only an artistic development but also a
broader process of cultural construction.

According to Islamic teachings, except where explicit evidence indicates otherwise, religious
commands and prohibitions apply equally to both men and women without distinction. With respect
to the female voice, the Qur'an—the primary source of Islam—contains neither an explicit
prohibition nor an explicit endorsement. By contrast, the Sunnah, the second principal source of
Islamic law, contains numerous reports relevant to the subject. These prophetic traditions may
generally be classified into two broad categories: those that appear supportive of women's vocal
expression and those that appear restrictive. Narrations supporting a permissive view demonstrate
that the Prophet Muhammad (peace be upon him) communicated directly with women in everyday
life, listened to their concerns, and provided them with religious guidance. Likewise, his approach to
women's artistic activities reflected the same principle. Whether or not singing constituted their
profession, the Prophet listened to the performances of certain women. Historical reports further
indicate that he expressed words of appreciation for women who performed skillfully and, on some
occasions, intervened when others attempted to object to or prevent legitimate musical performances.

The question of whether the female voice constitutes ‘awrah has been extensively discussed
in the classical literature of Islamic jurisprudence. Although the Qur'an contains no direct prohibition
concerning the female voice, some jurists derived restrictions from Qur'an 33:32 concerning the
manner in which women should speak. Consequently, the legal status of the female voice became a
matter of theoretical debate among the major schools of Islamic law. The prevailing opinion within
the Hanafl and Hanbali schools maintains that a woman's ordinary speaking voice is not ‘awrah,
while singing in an intentionally melodious, embellished, or alluring manner is generally
discouraged. The ShafiT and Maliki schools likewise regard the female voice as permissible,
provided that it is not used in a manner likely to give rise to fitnah (temptation or social discord).
Thus, Islamic jurisprudence does not prohibit the female voice itself; rather, restrictions concern
forms of vocal expression that are considered intentionally seductive, provocative, or ostentatious.
The common position shared by the four major Sunni schools is that the female voice is not
intrinsically ‘awrah and that its legal evaluation depends upon the specific circumstances, context,
and potential consequences of its use.

In the narrations that are commonly cited to support the prohibition of the female voice, the
women who engaged in singing are frequently mentioned alongside acts that Islam unequivocally
prohibits, such as the consumption of alcohol and illicit sexual relations. Based on the conduct of
women who combined singing with such major sins, some classical jurists generalized that "the
female voice is prohibited." In reality, however, the legal status of any otherwise permissible act
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naturally changes when it becomes associated with unlawful conduct. Although singing and listening
to music are widely recognized as legitimate sources of enjoyment, the principal issue in debates
concerning the female voice lies not in the voice itself but in the association of otherwise lawful
forms of enjoyment with unlawful practices. Consequently, women who use their voices in
inappropriate contexts or for inappropriate purposes have often been evaluated in the same way as
those whose performances remain within the boundaries of religious and ethical legitimacy.

From the perspective of Sufi thought, the issue of the female voice is evaluated not as an
absolute legal prohibition but rather in light of intention, spiritual purpose, and prevailing social
conditions. According to the Sufi tradition, the female voice has not been regarded as intrinsically
‘awrah. Instead, Sufi practices have generally developed within the legal and ethical framework of
Islamic jurisprudence. Historically, women-only dhikr gatherings have been common, whereas
mixed-gender performances have remained relatively limited and have generally been approached
with caution. Thus, within the Sufi tradition, the female voice is understood not as the subject of a
categorical prohibition but as an issue whose evaluation depends upon context and circumstances.

Whether male or female, the human voice is one of the most fundamental means of
communication. According to Islam, God has granted the faculty of speech equally to both women
and men. Indeed, the Prophet Muhammad (peace be upon him), whose teachings were grounded in
human nature (fitrah), never marginalized women because of their voices. During his lifetime,
women both sought and transmitted religious knowledge, thereby contributing actively to the
dissemination of Islam. Against the social background of seventh-century Arabia, where women
were often marginalized, the Prophet's willingness to listen to women during occasions such as
weddings, religious festivals, and welcoming ceremonies represents a significant example of
tolerance and inclusion.

Islam grants women the right to participate in artistic activities just as it recognizes their
participation in other spheres of life. Consequently, numerous narrations indicate that, provided
Islamic ethical boundaries are observed, there is no inherent objection to men listening to women's
voices. In recent years, scholarly interpretations supporting this position have become increasingly
prominent. The decisive consideration is not the activity itself but whether it is conducted within the
framework of Islamic belief, worship, and moral principles while also taking into account the
customs, cultural values, and social sensitivities of the community in which it takes place.

Throughout history, the female voice has simultaneously been associated with both
sacredness and potential moral danger, occupying a position between the spiritual and the worldly.
Today, however, the female voice has become an integral component of religious musical expression.
It is no longer perceived solely as an element of privacy or modesty but also as a medium of freedom
of expression, cultural identity, and spiritual depth. Consequently, contemporary debates surrounding
women and the female voice extend beyond purely religious discussions to encompass broader
questions of cultural identity, social transformation, and modernity. As in the past, the female voice
will likely continue to be interpreted, negotiated, and redefined at the intersection of Islamic thought,
modernization, and changing social realities.
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Geleneksel Tiirk Musikisinde Kadin ve Sesi Tartismalari

Giris

Kadinin toplumsal konumu, biyolojik farkliliklarin 6tesinde dini ve kiiltiirel normlar
tarafindan da belirlenen bir konudur. Tiirk toplum yapisi, kadina tarih boyunca 6nemli bazi
cergeveler iiretmistir. Tiirk musikisi ise kadinlarin hem goriiniir hem de goriinmez kilindigr bir alan
olarak dikkat ¢ekmektedir (Behar, 2015, s. 15). Islam’da kadin ve sesi konusu, dini ve sosyolojik
acidan yiizyillardir tartisila gelen bir husustur. Bu konuya dair ¢esitli alanlardaki birgok Islam alimi
goriis beyan etmistir. Son yillarda kadin ve konumu konusunda bazi problemler asilmis goriiniiyor
olsa da 6zellikle eglence ve sanatsal faaliyetlerde kadmin rolii ve sesi konusu islam topluluklarinda
tartisilan aktiiel konulardan biri olmaya devam etmektedir. Bu konu, hukuki olmanin yani sira
kiiltiirel boyutu olan bir konudur. Islam toplumlarin kiiltiir yapilarinin farklilig: ya da aym iilkedeki
bolgesel farkliliklar bile konu hakkindaki degerlendirmeleri farkli hale getirebilmektedir.

Ses, insanin kimligini tasiyan en dnemli unsurlardan biridir (Say, 1990, s. 15-16). Aslinda
kadin sesi, fiziksel ve toplumsal bir sembol olarak gii¢, arzunun temsili ve toplumsal kontrol
mekanizmalariyla yakindan iligkilidir. Ancak ne yazik ki tarihsel siiregte kadin sesi ¢ogu zaman
tehlikeli, duygusal veya ahlaki sinirlari zorlayan bir unsur olarak da kodlanmuistir.

Antik Yunan’da kadin sesi, kamusal alanda fazla kabul gérmemistir. Ornegin Aristoteles,
kadiin dogas1 geregi sessizligi temsil ettigini savunmaktadir (Aristoteles, 2013, 1.13). Orta Cag ve
Ronesans boyunca kadinlarin sahneye ¢ikmasinin yasaklanmasinin altinda da belki de bu diislince
yatmaktadir. Barok dénemde operanin ortaya cikisiyla birlikte kadin sesi 6ne ¢ikmis, Romantik
donemde ise kadin sesi idealize edilmistir. Ornegin opera sahnesinde soprano figiirii, genellikle askin
nesnesi ya da trajik kurban olarak goriilmiistiir (Catherine Clement, 1988, s. 5).

Tiirk miizik tarihinde kadin sesi uzun siire mahremiyet kavramiyla sinirlandirilmig, XIX.
ylizyilin sonlarma kadar kadinlar kamusal alanda sarki sOyleyememistir (Aksoy, 1999, s. 790).
Cumhuriyet donemiyle birlikte, Safiye Ayla, Miizeyyen Senar vb. kadin sanat¢ilarin sahneye
cikistyla, kadin sesi kamusal alanda goriiniir hale gelmistir. 1980’lerden itibaren feminizm, kadin
sesine dair yeni teorik yaklasimlar gelistirmis ve Bati miizik teorisinde kadin sesi eril bir mantik
iizerine insa edilmeye baslanmistir. Dolayisiyla kadin sesi yalnizca bir tin1 degil, bir direnis bigimi
olarak goriilmiis (Irigaray, 1985, s. 68-85), kadin sarkic1 ise hem isitilen bir varlik hem de goriilen
bir beden temsiline doniismiistiir.

Tirkiye’de ise kadin sesi, son yillarda miizik sosyolojisi ve toplumsal cinsiyet ¢alismalariyla
birlikte gelismeye devam etmektedir (Makal, 2020, s. 739-790). Tiirk sanat miiziginde kadin
yorumcularin repertuvar se¢imleri, ses kullanimlari, sahne kimlik ve duruslari, toplumsal cinsiyet
normlariyla siirekli bir miicadele iginde olmustur. Cagdas miizikte ise son yarim yiiz y1li agkin zaman
diliminde kadin sanatgilar, sesin geleneksel sinirlarini sorgulamaya baslamigtir. Bazi kadin icracilar
seslerini ¢1glik, nefes, hirilt1 gibi bedensel seslerle genislettigi i¢in bu durum, sesin temsilden ziyade
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eylem haline gelmesini saglamistir. Kimi kadin sanat¢ilarin seslerini anlam iireten bir 6zne olarak da
kullanmaya baslamasiyla birlikte artik kadin sesi, sanatsal degerle birlikte politik bir ifade bigimine
doniismiistiir.

Toplumsal cinsiyetin etkisinin en belirgin bi¢cimde goriildiigii alanlardan biri miizik
yasamidir. Osmanli Imparatorlugu'ndan erken Cumhuriyet dénemine kadar kamusal miizik
hayatinda goriiniir olan kadin icracilar, agirlikli olarak dini aidiyet bakimindan Musevi ve Hristiyan,
etnik koken bakimindan ise Roman kadinlardan olusmustur. Buna karsilik Osmanli sarayinda
yetistirilen cariyelerin de misiki egitimi aldiklar1 ve ozellikle saray ile konaklardaki 6zel fasil
meclislerinde sanatlarini icra ettikleri bilinmektedir (Korkut, 2020, s. 15). Erken Cumbhuriyet
doneminde de kadinlarin miizikle iliskisi cogunlukla ev iciyle sinirli kalmis, disarida para karsiligt
miizik yapmak toplum tarafindan hos karsilanmamistir. Bu yonde bir ¢caba gosteren kadinlar “hafif
mesrep” olarak yaftalanmis ve namus sdylemi iizerinden elestirilmistir. Uzun siire bilingli bigimde
“sanatc1” yerine “sarkic1” kavraminin tercih edilmesi, bu alginin yansimasi olarak goriilmektedir.
Cumbhuriyet’le birlikte Batililasma egilimleri ile zamanla “sanat¢1” kavrami yerlesmeye baglamustir.

Tiirkiye’de yeterli diizeyde olmasa da miizik ve toplumsal cinsiyet alanindaki akademik ¢aligmalarin
sayisinda artiglar gozlemlenmektedir (Yildiz, 2013, s. 64). Toplumsal cinsiyet¢i bakis agisinin,
enstriiman se¢iminde dahi kendini gosterdigi bilinmektedir. Zira ¢eng, kemenge, def, fliit, keman ve
klarnet gibi calgilar kimilerince disi olarak nitelendirilmektedir (Cak, 2018, s. 74). Aslinda bu
tanimlamalarda galginin ses alanina dair 6zelliklerinin de elbet ki payr biiyliktiir. Sonugta bu
toplumsal cinsiyet kaliplari, kadin miizisyenlerin sanatsal ydnelimlerini ve tercihlerinin
sorgulanmasina da yol agmaktadir.

Tiirk-Islam Kiiltiiriinde Kadin ve Toplumsal Konumu

Islam dinine gore, kadin-erkek ayrimi olamadan tiim insanlar Allah’in yeryiiziindeki
halifesidir (Bakara, 30). Erkekle ayni niteliklerle donatilmis ve ayni hak ve 6zgiirliiklere sahip kadin,
kulluk gérevini yerine getirmekle miikelleftir. Islam dini, erkeklerle kadinlar1 bir tutmus ve her ikisini
de kendine muhatap almigtir. Yani cinsiyet ayrimi yapmadan kadinlarin da yetenek ve niteliklerini
sonuna kadar kullanmalar istemistir. Bu durumda kadinin sosyal hayattaki hareket alanin1 kisitlayan
en temel unsur ashinda gelenekler, toreler ve cografi unsurlardan olusan tutumlardir. Islam
toplumlarinda kadin ile ilgili pek ¢ok konu, din ile ilgili olmadig1 halde cogu zaman islami bir kilifta
sunulmakta ve ne yazik ki buna kars1 ¢ikmak da Islam’1 reddetmekle esdeger gosterilmektedir. Bu
bakis tarzi, ne yazik ki kadin1 geleneksel bakis diizeyine indirgemekten ibarettir (Uludag, 1992, s.
156).

Erkek egemenliginin hakim oldugu Dogu toplumlarinda, erkege {istiin bir deger bigildigi
buna karsilik kadinin hak ettigi muameleyi gérmedigi herkesin malumudur. Nitekim “Kadinin sagt
uzun akli kisadir” ve “Kadin erkegin elinin kiridir” gibi ifadeler konuyu en iyi ifade eder mahiyetteki
sozlerdir (Celik, 1996, s. 11). “Raks (oyun, dans) ancak akilsizlarin kabul edebilecegi bir bid attir.
Kadinlardan baskasina yakismaz” seklindeki ifade ise Islam toplumlarinda gecerliligi halen kabul
edilen en temel diisiincelerden biridir. Islam toplumlarinda kadmin bir fitne (TDVIA, XIII/158)
unsuru olarak goriilmesi de bilinen bir gergektir. Kadimin sesi ve hareketleri ile erkegi tahrik ederek
onlar1 hak ve hakikatten uzaklagtirmalar1 fitne olarak degerlendirilmektedir. Oysa fitneye sebep
olmak cinsiyetle degil, kisiyle baglantili olarak diisiiniilmesi gereken bir konudur.

Hz. Peygamber (sav) déneminden itibaren Miisliiman kadinlar, Islam toplumunun sosyal ve
askeri hayatinda aktif roller iistlenmiglerdir. Kadinlar bir yandan topluma faydali ve cesur nesiller
yetistiritken, diger yandan ihtiya¢ duyuldugunda savaslara dogrudan katilarak onemli katkilar
saglamiglardir. Savas donemlerinde hemsirelik, yarali bakimi, gozciilik ve lojistik destek gibi
gorevlerde bulunan kadinlar, bazi durumlarda fiilen savasarak askeri faaliyetlerde de yer almiglardir.
Nitekim Ibn Kayymm, kadinlarm savas ortaminda bulunmalarmin ve ihtiyag hélinde onlarin
yardimindan yararlanilmasinin caiz olduguna dikkat ¢ekmektedir (Ibn Kayymm, 1989, s. 206). Hz.
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Muhammed (sav) doneminde kadinlar, toplumsal ve dini hayatin disinda birakilmamis; erkeklerle
birlikte camilere devam etmis ve cemaatle gergeklestirilen ibadetlere istirak etmislerdir. Ozellikle
Medine’de kilman ilk cuma namazinda cemaatin 6nemli bir kismimi kadinlar ve cocuklarin
olusturdugu rivayet edilmektedir. Bu durum, erken donem Islam toplumunda kadinlarin dini ve
sosyal yasama aktif bicimde katildigin gdstermesi bakimidan dnem tasimaktadir (Kandemir, 1979,
s. 354).

Islam, hi¢bir zaman kadin1 dért duvar arasina hapsetmemistir. Kadiin Hz Muhammed (sav)
doneminde hemen biitiin toplumsal faaliyetlere etkin bigimde katildig1 bilinmektedir. Zira Islam dini,
kadini ahlaki ve hukuki bakimdan 6zne olarak kabul etmis ve ona egitim, miilkiyet ve miras gibi
temel haklar tanimistir. Kur’an’da kadin ve erkek, sorumluluk agisindan esit kabul edilmistir
(Karaman, 2008, s. 27). Hz. Peygamber doneminde kadinlarin ilim, ticaret ve kiiltiirel faaliyetlerde
aktif oldugu bilinen bir konudur (Ozdemir, 2014, s. 64). Ancak ne yazik ki tarihsel siiregte &rf ve
geleneklerin etkisiyle kadinlarin kamusal alandaki goriiniirligii simirlandirilmistir. Bu durum ise
elbette ki sanatsal iiretim alanlarim da etkilemistir (Aliye, 2012, s. 41). Bu nedenle islam’1n ilkeleri
ile tarihsel fiili uygulamalarin birbirinden ayilmasi gerekmektedir.

Tiirk toplumunda kadin, degeri ve konumu agisindan her zaman Onemli bir seviyede
olmustur. Tirklerde kadinin sosyal hayattaki yeri ana ve kahraman kelimeleri ile kimlik
bulmaktadir. Eski Tiirklerin devlet yonetiminde hakan kadar hatun da s6z sahibi olmustur. Orta Asya
Tiirk topluluklarinda kadinlar, aile ve devlet yapist igerisinde etkili roller iistlenmistir (Kafesoglu,
2014, s. 214). Tirk toplumlarinda, genelde erkek egemen anlayisi hakim goriinse de erkeklerce
kadinlarin fikirleri de 6nemsenmis olup, nitekim kadinlar “kurultay”larda yerlerini almislardir.

Islamiyet’in kabuliinden sonra Tiirk toplumunda ise kadin, dini degerler ve geleneksel yapi
arasinda sekillenen bir konuma yerlesmistir. Kamusal alan zamanla daralmig olsa da kadinlar,
kiiltiirel aktarim ve sanat alanlarinda etkinliklerini siirdiirmiislerdir (Ortayli, 2016, s. 98).
Anadolu’nun Tiirklesmesi ve Islamlasmasi siirecinde Ahiyan-1 Rim ve Abdalan-1 Rim kadar
Tiirkmen kadinlarinin kurdugu bir teskilat olan Baciyan-1 Rimlarin da 6nemli etkileri goriilmektedir.
Ulke yonetiminde ve kiiltiirel hayatta cok dnemli gorevler ifa eden kadinlar hem ev hayatinda hem
de sosyal ve dini hayatta erkeklerle birlikte yan yana ayni meclislerde bulunmuslardir. (Besiroglu,
2002, s. 144).

Gerek Islam oncesi ve gerekse Islam sonrasi Tiirklerde kadinlar arasinda giiclii bir iffet
anlayis1 hakimdir. Bu anlayis onlarin sosyal iliskilerine mani bir 6zellik tasimamaktadir. Iffetlerine
dikkat etmek kaydiyla kadinlarin masik1 icra ettikleri agikardir. Ancak Osmanli toplumunda zamanla
ortaya c¢ikan haremlik-selamlik uygulamalari kadinin sosyal hayatinda kayda deger derecede
diisiislere sebebiyet verdigi de bilinmektedir (D’Ohsson, 1788, s. 173). Kadinlarin sesleri de 6zellikle
dini yorumlarla erkeklere karst mahrem olarak kabul edilmis ve boylece kadinlarin erkeklerin
duyabilecegi sekilde sarki sdylemeleri ay1p ve glinah sayilmistir. Bu sonugta geleneksel tutumun ve
orflerin yam sira Islami kilifa biiriindiiriilmiis anlayis ve uygulamalarin ¢ok biiyiik bir pay1 vardir.
Bazi kaynaklara gore 6rf ve adetlerin baskin oldugu Osmanli Tiirkiye’sinde orflerin tabii bir neticesi
olarak kadinlarm ticari hayat: simrlidir (D’Ohsson, 1788, s. 173)). Oysa Islam’a gére kadimin
toplumsal hayatta, sosyal mecralarda erkeklerle benzer pozisyonda oldugu hususlarin baginda ticaret
gelmektedir (Ibn Sa’d, 1968, 11/1050).

Islami Kaynaklar Acisindan Misiki Faaliyetleri, Kadin ve Sesi

Islam’m temel kaynagi Kur’an-1 Kerim’dir. Kur’an- Kerim’de konu ile baglantili olarak
sadece Hz. Peygamber (sav)’in hanimlaria yonelik baz1 emirleri mevcuttur. Ahzap suresinin 12.
ayetinde: “Ey Peygamber hamimlart! Siz kadinlardan herhangi biri gibi degilsiniz. Eger Allah tan
sakiniyorsaniz, sozii yumugak séylemeyin ki kalbinde hastalik bulunan kimse iimide kapilmasin.
Giizel ve dogru soz séyleyin.” buyrulmaktadir. Ayni surenin 53. ayetinde ise; “Peygamber
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hanmimlarindan bir sey istediginiz zaman perde arkasindan isteyin,” seklinde buyrulmaktadir. Bu iki
ayetin de dogrudan dogruya peygamber hanimlarina yonelik oldugu agiktir.

Musiki ile ilgili iddia edilen lokman suresinin 6. ayetinde gegen lehv; eglence, oyun, hayirl
ve faydali islerden insan1 alikoyan batil seyler, lehvel-hadis ise asilsiz uydurma sozler, teganni ve
oyun olarak yorumlanmistir (Yazir, V1/267). Lehve’l hadis’in gna (sarki) oldugu konusunda ibn
Abbas, Ikrime ve Sa’id Ibn Ciibeyr’e dayandirilan rivayetler olsa da bu rivayetler zayif ve ahad
rivayetlerdir (Hazin, 111/402). Hasan Basri bu ayeti, “Allah’t anmak ve O ’na ibadet etmekten alitkoyan
gece eglenceleri, maskaraliklar, piyesler, komediler, masallar, hikdyeler, sarki, tiirkii vs.” seklinde
tefsir etmektedir (Alusi, 1417, VII/99). Bazilar ise bos sozii “sarkici kizlar” olarak tefsir etmektedir.
Ayette gecen bu tabir eger sarki manasina gelmis olsa, Hz. Peygamber (sav)’in bu yetin inisinden
sonra hi¢gbir zaman ve mekanda misiki dinlememesi gerekirdi. Zira ayet, Mekke doneminin
ortalarinda inmistir. Oysa Hz. Peygamber Medine doneminde sayili da olsa diiglin, bayram,
karsilama, ugurlama, yolculuk, savas vb. mecralarda misiki icrasina tanik olmustur (Ates, 2002, s.
345).

Islam’m ikinci kaynag: ise Hz. Muhammed (sav)’in sz (hadis) ve uygulamalaridir. Kadin
ve sesi konusuna aydinlik getirecek pek ¢ok hadis rivayeti bulunmaktadir. Bunlarin bir kism1 konuyla
ilgili olumlu degerlendirilirken diger bir kismi ise olumsuz degerlendirilmektedir. Kadin sesi
konusunda olumsuz rivayetlerden bir kismi soyledir:

“Kayneler alip satmayiniz, onlara hi¢bir sey dgretmeyiniz, onlardaki ticarette hayir yoktur,
onlardan kazanilan para haramdir.” Bir baska rivayette de; “Sarkici kadinin sarkist ve parasi gibi
ona bakmanin da haram oldugu, kayne meclislerine katilip onlar: dinleyenlerin kulaklarina kiyamet
giinii eritilmis kursun dokiilecektir,” seklinde ifade edilmektedir (Kurtubi, 1364). Kayne, genellikle
Arap asilli olmayan ve kendilerine “miiganniye” ad1 verilen cariyelerdir. Bunlar zengin evlerinde ve
kabile reislerinin biiyiik cadirlarinda sarki soyleyip raks ederek ev sahibi ve misafirleri eglendiren
kisilerdir. Kadin sesi ile ilgili oldugu iddia edilen bu ve buna benzer hadis rivayetlerinin bir kisminin
senedi hadis alimlerince zayif goriilmektedir (Kilig, 1989, s. 411). Bu rivayetlerde sozii edilen kadin
icracilara iliskin degerlendirmelerin, biitiin kadin sesini kapsayacak bi¢cimde genellestirilmesi isabetli
degildir. Konunun uzmanlari, hitkkmiin sesin kendisinden ziyade icranin igerigi, baglami, amaci ve
ortaya ¢ikardig1 sonuglar dikkate alinarak degerlendirilmesi gerektigini belirtmektedir. Bu nedenle
kadin sesine iligkin dini ve ahlaki degerlendirmeler, tekil 6rneklerden hareketle biitiin kadinlari
kapsayacak sekilde yapilmamalidir.

Kadin sesi konusunda olumlu rivayetlerden bazilar ise sdyledir: Muavviz b. Afra 'min kizi er-
Riibeyyi’ (Halid b. Zekvan’): Zifafa girdigim gecenin sabahi Restilullah yamima geldi ve simdi senin
oturdugun gibi yatagima oturdu. Bu swrada kizlar Bedir savasinda olen babalarimiz hakkinda
soylenen hamdsi siirleri def calarak séylemeye basladilar. Bu sirada kizlardan birisi, “Igimizde
yarin ne olacagini bilen bir Nebi vardwr” dedi. Resulullah ona: “Bunu birak da evvelce séyledigin
gibi soyle” buyurdu (Buhari, VI/160; Hanbel, IV/259). Burada Hz. Muhamed’ (sav)’in kadinin tiirkii
sdylemesine degil, “icimizde yarin ne olacagint bilen bir peygamber var” seklindeki Islam inang
esaslarina ters diisen sozlerine uyarida bulundugu bilinmektedir.

Hz. Aise (ra) tarafindan bizzat nakledilen bir hadis de soyle denilmektedir: “Bir kere
Restlullah (sav) yanima gelmisti. Yanmimda Biias hddisesiyle ilgili soylenmis olan hamasi siirleri def
calarak terenniim eden iki cariye bulunuyordu. Resilullah yatagina yatip yiiziinii 6biir tarafa ¢evirdi.
Sonra Hz. Ebtibekir iceri girdi ve “Bu ne hal, Restilullah’tn huzurunda seytanin mizmari ne gezer?”’
diye beni azarladi. Bunun iizerine Hz. Peygamber O’na doéniip, “Bwrak onlari, her milletin bir
bayrami vardir, bu da bizim bayramimizdr” dedi (Miislim, 11/605; Nesai, 11/159). Bu hadiste; Hz.
Ebubekir’in olumsuz tavrina karst Hz. Muhammed (sav)’nin olumlu tepkisi dikkat ¢ekicidir. Bu
olayda Hz. Muhammed (sav), yapilan bu ise miisaade edip anlayis gostermistir. Bu hadisten
miilhemle miisiki aleyhine yorumda bulunan kimselerin bahsi gegen esasi bilmeleri gerekmektedir.
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Zira Hz. Eblbekir (ra)’in verdigi tepkinin sebebi Restilullah’a (sav) ve O’nun Hz Muhammed (sav)’e
duydugu sayg1 ve verdigi onemden ibarettir. Nitekim imam Gazali’ye gore, bir yerde bir seyin caiz
oldugu tespiti varsa bu tespit ayni zamanda onun miibah olduguna da bir delildir. Yani ortada fiili bir
durum varsa o zaman te’vile gerek yoktur (Gazali, 1975: 11/707). Bu hadisten miilhemle, yani bir
kadimin Restlullah (sav)’in huzurunda sarki sdylemesi, bazi alimlerce bu hususun miibahlig
konusunda aslinda net bir delil teskil etmektedir (Kettani, 1990, s. 335).

Hz. Peygamber (sav) ve Dort Halife doneminde, dini misiki faaliyeti olarak daha ¢ok giizel
seslerle ve dini bir nesve ile okunan Kur’an-1 Kerim tilaveti ve ezan karsimiza ¢ikmaktadir. Ezan ve
Kur’an-1 Kerim’in kendine has i¢ misikisi, o donemde siir ve misikiden anlayan gayr-i mislimler
iizerinde bile olumlu tesir birakmustir (Faruki, 1991, s. 18). Bilal b. Rebah el-Habesi, Ebu Manziire,
Abdullah b. Ummi Mektum ve Sa’d b. El-Karaz gibi Hz. Muhammed’in (sav) miiezzinleri bu
donemde 6zellikle ezan konusunda 6nemli gorevler ifa etmislerdir (Turabi, 1997, s. 230; Koca, 2011,
s. 291-310).

Din dis1 misikide ise insdd, nasb ve huda adi verilen formlarla sabi (halk) masikisi icra
edilmistir. Bunlar, Arap misikisinin siir vezinlerinin esas alindig1 ritim agirlikli formlardir. Hz.
Muhammed (sav) doneminde diigiinlerde, bayramlarda, karsilamalarda, ugurlamalarda,
yolculuklarda ve savaslarda misiki icra edildigi tarih ve hadis kaynaklarinda yer almaktadir (Uudag,
1992:118). islami kaynaklarda bulunan Hz. Peygamberin (sav) sdz ve fiillerinden anlasildig
kadariyla, muisikinin dini-milli 6nemli giinlerde ve mesru eglencelerde miibah oldugu ortadadir
(Hamidullah, 1990, s. 390).

Hz. Muhammed (sav)’in 622 yilindaki Mekke’den Medine’ye hicreti esnasinda Beni Neccar
kabilesinin bazi kizlarmin ellerinde deflerle siir ve tiirkiiler okuyarak Hz. Muhammed (sav)’i
karsilamalari ile birlikte miisiki 6nemli bir boyut kazanmistir (Hamidullah, 1990:166). Yine bu
donemde Hz. Ali ve Hz. Fatima’nin diigiiniinde Amr b. Umeyye ed-Damiri ve Hamza b. Yetim’in
def calarak sarki soyledigi ve Baba Sandik isminde bir Hintli’nin Rasulullah (sav) zamaninda
gazvelerde def vurup sarki s6yledigi rivayetleri vardir (Farmer, 1956, s. 51).

RIS

Hz. Peygamber (sav), “Kur’an’1 seslerinizle siisleyiniz,” “Siiphesiz ki bu Kur’dn hiiziinle
nazil oldu. Kur’dn’1 teganni ile okumayan bizden degildir.” seklinde buyurmaktadir (Nesai, 1928,
11/1349). Kur’an-1 Kerim okuyan erkek sahabeyi dinledigine dair gesitli rivayetler (Ibn Mace, 1372,
1/401) olmasina mukabil Kur’an okuyan bir kadin1 Hz. Peygamber’in dinledigine dair bir rivayet
bulunmamaktadir. Islam toplumlarinda “kadimin nagmeli sekilde okudugu sey Kur’an dahi olsa
dinlemek haramdy” seklinde bir kanaat yaygindir (Zuhayli, 1994, s. 401). Bu kanaat ise Hz.
Muhammed (sav)’in, sarkisini giizel bir sekilde okuyan sarkiciy1 dinleyerek “Bunun burnunun
deliklerine seytan iiflemis” seklindeki ifadesinden kaynaklanmig olabilir. Ancak Hz. Muhammed’in
(sav) bu ifadesinde de bir yermeden ziyade bir 6vgii, begeni oldugu; bu ifadeyle sarkici kadinin
yetenegine vurgu yapildigi seklindeki kanaatler de oldukga fazladir.

Hz. Peygamber’in bazi zamanlarda sarki okuyan kadinlara miisaade edip onlar1 dinlemesi,
diigiin, bayram gibi 6zel giinlerde bu kisileri tegvik etmesi, ilke olarak kadinlar1 -sanat¢i olsun ya da
olmasin- dinlemenin gayr1 mesru olmadig1 seklinde yorumlanmaktadir. Zira aksi kanaatler, Hz.
Peygamber’in uygulamalarina ve ayn1 zamanda insanin sosyal bir varlik oldugu gercegine de ters
diismektedir.

Islam fetihlerinin hiz kazandig1 Dort Halife doneminde Miisliiman toplumlar, yogun askeri
faaliyetlerin ardindan biiylik sehir merkezlerinde daha diizenli ve yerlesik bir yasam siirmeye
baslamislardir. Fethedilen bolgeler aracihigiyla &zellikle Bizans ve Sasani (Iran) medeniyetleriyle
kurulan kiiltiirel temaslar, yeni olusan Islam medeniyetini sanat, mimari ve masiki alanlarinda 6nemli
Olciide etkilemistir. Hz. Osman ve Hz. Ali dénemlerinde masiki alaninda hem c¢algi ¢esitliliginin
arttigi hem de farkli icra bigimlerinin yayginlastigi goriilmektedir. Bu siirecte Yemen ve Hicaz
bolgesinde kullanilan, uda veya tambura benzeyen telli sazlar olan mi‘zef/mi‘zefe dikkat
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cekmektedir. Bunun yaninda el-kassabe adi verilen uzun ney tiirii ile nefir (boru, borazan) gibi
iflemeli calgilar da donemin masiki hayatinda 6nemli yer tutmustur. Def, kadib ve davul gibi
vurmali sazlar ise 6zellikle eglence ve miisiki meclislerinde sikca kullanilan enstriimanlar arasinda
yer almistir (Turabi, 1997:231-232). Dért Halife déneminde Tuveys basta olmak iizere Ibn Siireyc,
Dellal, Nafiz, Nevmetu’d-Duha, Fend (6. 670) Nesid, Huneyn el-Hiyeri (6. 718), Ahmed en-Nasibi
(6.702), Delal, Budeyhu’l-Melih (6. 699), Berdan, Ebu Said Cemile, Said b. Miscah (6. 715), Ibn
Mubhriz, Zeyd b. et-Talis, Zeyd b. Ka'b, Malik b. Hamame gibi masiki meclislerinde sohret bulmus
pek cok muganni/sarkict bulunmaktadir (Turabi, 1997, ss. 230-236; Shiloah, 1995, ss. 30-45).

Kur’an ve Hz. Muhammed’in (sav) uygulamalari agik¢a ortada olmasina ragmen, Emevi ve
Abbasi dénemlerinde bazi Islam alimlerinin musiki konusunda siinnetle tam uyumlu olmayan yorum
ve uygulamalar1 olmustur. Bu degisim siiphesiz biiylik 6l¢iide Hz. Peygamber sonrasi siirecte mesru
eglence anlayisiin degismesiyle iligkilidir. Bu durum, toplumda ortaya ¢ikan yeni egilimlere karsi
daha ihtiyath ve koruyucu bir yaklagim gelistirme ihtiyacindan dogmustur. S6z konusu farkli
yorumlar ise ileri diizeyde tedbir alma anlayisinin bir sonucu olarak ortaya ¢ikmistir. Nitekim gerek
Emevi ve gerekse Abbasi donemlerinde eglence konusunda biiyiik asiriliklara kagildigi ortadadir.
Hz. Peygamberin s6z ve davramglari ortada iken misiki ve kadin sesine daha cok Islam
hukukgularinin karsi ¢ikmalari, kendilerini sorumlu kabul etmelerinden kaynaklanmaktadir (Aycan,
1998,s. 9; Bozkurt, 1997, s. 159).

Islam Diisiincesinde Kadin Sesi Yaklasimlari ve Dini Tartismalar

Islam alimlerinin biiyiik cogunluguna gore, bir miizik veya sarki iffet ve haya duygularini
zedeleyen, ahlaka aykiri s6z ve tasvirler igeren ya da dini ve manevi degerlere hakaret eden unsurlar
tastyorsa mesru kabul edilmemektedir. Ozellikle Allah’a, Hz. Peygamber’e ve sahabeye yonelik
kiigiiltiicii veya saldirgan ifadeler barindiran eserlerin, estetik ve sanatsal yonii ne kadar gii¢lii olursa
olsun icra edilmesi caiz goriilmemektedir (Uludag, 1992, s. 71). Aym sekilde misiki icra edilecek
zaman, mekan ve toplulugun Islam inanclar1 acisindan uygun olmasi gerekmektedir. Islam,
miintesiplerine yasama dair birtakim 6lgiiler getirmistir. Dinin haram kildig1 bir sey velev ki sanat da
olsa mubah kabul edilmemektedir. Bundan dolay1 -sanat¢i olsun olmasin- kadinin misiki icrasi
esnasinda bazi 6nemli kurallara uymasi, 6l¢iliyli kaciran davranislardan kaginmasi gerekmektedir.
Aslinda ¢ogu Islam alimince kadin sesi de erkek sesi gibi haram olmadig1 halde, fitneye sebebiyet
vermesi ihtimaliyle haram goriilmektedir (Gazali, 11/699).

Insanin hosuna giden ve onu zevklendiren bir seyin haram olabilmesi i¢in onun bir zarar ve
ser yoniiniin olmas1 gerekmektedir (Gazali, 11/280). Esasen Hz. Peygamber’in (sav); bayram, diigiin
gibi 6nemli zaman dilimlerinde Islam ahlakina aykir1 olmayan bir kiyafet ve tavirla kadinlarin sarki
sdylemesine miisaade ettigi bilinmektedir (Bozkurt, 1997, s. 488). Nitekim Islam alimlerine gore
misiki, Islam ahlakina uygun yapildigi takdirde zararl bir faaliyet olarak nitelenmez (Gazali, 1978,
s. 284).

Hz. Peygamber doneminde, diigiinlerin digindaki bazi zamanlarda da kadinlar sanatlarini icra
ettikleri ve sarki soyledikleri bilinmektedir. Gerek Hz. Aise (ra)’den rivayetle Biias hadisi (Buhari,
11/3; Miislim,I1/605; Nesai, 111/59), gerek Muavviz b. Afra’nin kizi er-Riibeyyi’nin rivayet ettigi
hadis (Ahmed b. Hanbel, V/353) ve gerekse Ibn-i Azib (ra)’in Resilullah (sav)’in Medine’ye
geldikleri siradaki gozlemleri (Ibn Mace, 1372, 1/612) Hz. Muhammed (sav)’nin musikide kadin
sesine olumsuz yaklasmadigini ifade eden agik 6rneklerdir. Zira Hz. Peygamber, toplumlarin islam’a
ters diisen Orf ve adetlerini degistirmis, dini literatiire aykir1 olmayan adetleri de oldugu sekliyle
birakmistir. Bu orneklerde oldugu gibi kadinlar sadece dini duygularin 6ne ¢ikti§i zaman ve
mekanlarda degil diigiin, bayram, kahramanlik gibi milli duygularin devreye girdigi zaman ve
zeminlerde coskularimi dile getirebilmislerdir.

Hz. Muhammed (sav) doneminde devrin sartlar igerisinde, sosyal ve kiiltiirel ¢evreyle
uyumlu basit de olsa bir miisiki kiiltliriiniin bulundugu bilinmektedir (Uludag, 1992, s. 72). Hz.
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Muhammed (sav)’in bahse konu olan s6z ve fiili uygulamalar1 (Buhéri, 1V/140; Ibn Mace, 1/613;
Imam Ahmed, IV/67-V/379; Buhari, IV/108; Miislim, IV/1811), kadinlarin nagme ile okuduklar
sarki ve tiirkiileri dinlemenin miibah olduguna delalet ettigini dile getiren alimlerin sayis1 oldukca
fazladir (Savas, 2004, s. 219). Ayrica bu meselede sosyo-kiiltiirel yapinin da en az verilen hiikiimler
kadar bilinmesi gerekmektedir. Nitekim bu sanati icra eden kadinlara o donemde “el-kine veya
kayne” ad1 verilmekte ve bu isim de Arap¢a’da kétii kadin anlamina gelmektedir (Kalender, 1999, s.
255). Ad1 gecen bu sarkici kadinlara kotii kadin denilmesinin sebebi, sarkici olmalarindan degil
mesleklerini gayr-i mesru islere alet etmelerinden kaynaklanmaktadir. Toplum &rflerinin islam’a
baskin ¢ikmasi sayesinde de Islami kaynaklarda kadin sesinin haram oldugu kanaati oldukca
yaygindir. Nitekim “Coliin Bugulu Sesi, Misir’in Sembolii ve Sarkin Yildiz1” olarak da bilinen
Ummii Giilsiim, hafiz olan babasinin imamlik maas1 ailesini gecindirmeye yetmediginden, Kur’an-1
Kerim, ilahi ve kaside okuyarak ailesine ek gelir saglamaya ¢alismistir. Ancak kiz ¢gocuklarinin sarki,
ilahi seslendirmeleri giinah ve ayip sayildigindan ¢ocuk yasta kendisine erkek giysileri giydirilerek
sarki, ilahi vb. eserler okutulmustur. Bu hadise aslinda o yillarda miisliimanlarin konuya nasil
yaklasildiginin agik bir 6rnegidir.

Islam diisiincesinde ses, hem bir nimet hem de imtihan araci olarak goriilmektedir.
Kur’an’da sesin giizel kilinmas: oviilirken (Lokman, 31/19); nefsani arzu uyandiran bicimde
kullaniimast ise yerilmektedir. Bu durumda sesin kullanim niyeti ve baglami belirleyici olmaktadir
(Karaman, 2004, s. 145-156). Kadin sesinin “avret” olup olmadig1 konusunda Islam alimleri arasinda
farkli goriisler vardir:

Klasik Fikih Literatiiriinde Kadin ve Sesi Tartismalari

Kadin sesinin avret olup olmadigi meselesi klasik fikih literatiiriinde tartisilmistir. Kur’an’da
dogrudan bir yasak bulunmamakla birlikte Ahzab 33/32 de gecen “Sozii yumusak bir eda ile
soylemeyin ki kalbinde hastalik bulunan kimse iimide kapilmasin.” ayetinden hareketle, baz1 fakihler
kadin sesinin kullanim bigimine dair sinirlamalar getirmistir. Fikihta “avret”, ortiilmesi dinen zorunlu
olan beden kisimlarmi ifade eder (Serahsi, 10/152). Kadin sesinin bu kapsamda degerlendirilip
degerlendirilmeyecegi mezhepler arasinda teorik olarak tartigilmistir. imam Malik ve Ebu Hanife
teganniyi kerih goriip, miisiki dinlemeyi glinah saymistir (Gazali, 1978, 11/707). Ancak genel olarak
Hanefi ve Hanbelilerde ¢ogunluk, kadinin konusma ve hitap sesinin avret olmadigini, ancak
“nagmeli, siislenmis sesle sarki sdylemesinin” uygun goriilmedigini savunur. Safii ve Malikiler ise,
kadinin sesinin fitneye sebep olacak sekilde kullanilmamasi kosuluyla mesru oldugu dile
getirmiglerdir. Hanefi kaynaklarda kadin sesinin zati itibariyla avret olmadigi belirtilmektedir
(Kasani, 1986, 5/121). ibn Abidin, sesin avret olmadigini, ancak fitne doguracak tarzda kullaniminin
caiz olmadigim ifade etmektedir (Ibn Abidin, 1992, 1/406). Maliki literatiirde kadinlarin ihtiyag
halinde erkeklerle konusmasinin caiz oldugu belirtilmistir (ibn Riisd, 1988, 2/48). Bununla birlikte
seddu’z-zerdi ilkesi geregi tahrik edici ses tonu ise yasaklanmistir (Karafi, 1998, 2/33). Safii
alimlerinden Nevevi, kadinlarin erkeklere soru sormasinin caiz oldugunu belirtir (Nevevi, 3/390).
Ancak cazibeli ve nagmeli konusma Safii mezhebince yasaklanmistir. Hanbeli alimlerinden Ibn
Kudame, kadinin ihtiyag¢ halinde konusmasinin caiz oldugunu ifade eder (Ibn Kudama, 1968, 9/489).
Ancak mezhep igerisinde kadin sesi konusunda ihtiyath yaklasimlar da mevcuttur. Rivayetlerden
anlasilacag: {izere aslinda Islam’da kadin sesi dogrudan yasaklanmamistir. Ancak duygu uyandirict,
tahrik edici veya gosterisli bi¢imde icra edilmesi sinirlandirilmigtir. Dort mezhepteki ortak kanaat,
kadin sesinin mutlak anlamda avret olmadigi, yani zaman ve zemine sartlara gore degisebilecegi
yoniindedir.

Tasavvuf Geleneginde Kadin ve Sesi Tartismalari

Tasavvufi anlayista ses, Allah’a yonelisin bir araci olarak goriilmektedir. Bu baglamda kadin
sesi, niyet ve igerik bakimindan “manevi bir ifade bi¢imi” olarak karsimiza ¢ikmaktadir. Kadinlarin
ev ici zikir halkalarinda veya tarikat torenlerinde mevlit okuma, agit, nefes ve ilahi okumalari,
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mahremiyet iginde ibadet olarak degerlendirilmistir. Dolayisiyla Islam tasavvufunda kadin sesi
mutlak bir yasak olmayip niyete, zamana ve mekana bagl olarak degisen bir mesruiyet alanidir.

Islam-Tasavvuf geleneginde ses, ibadet unsuru olarak karsimiza ¢ikmaktadir. Kadin sesi ise
tarih boyunca toplumsal ve fikhi sinirlamalar nedeniyle goriiniirliigii sinirl bir alanda var olmustur.
Bazi tarikatlarda kadinlarin misiki icrasit daha ¢ok ev i¢i toplantilar, kadin zikir halkalar1 ve 6zel
meclislerle siirlt kalirken (Abbas, 2003, s. 45), bu durum biitiin tasavvuf ekolleri igin gegerli
degildir. Nitekim ozellikle Dedegén (Babagin) Bektasi geleneginde kadinlar cem ve erkanlara
erkeklerle birlikte katilabilmis, nefes ve deyislerin icrasinda aktif rol tistlenmislerdir. Dolayisiyla
Mevlevilik ve Bektasilik gibi farkli tasavvuf geleneklerinde kadinlarin misikiye katilim bigimleri
ayni olmayip, tarikatin tarihi gelisimi ve erkan anlayisina gore degisiklik gostermektedir. Erkeklerin
oldugu toplu sema’ térenlerinde kadin sesi, genellikle dolayli ya da kayit yoluyla varlik bulabilmistir.
(Abbas, 2003, s. 112). Kadin sesi, tasavvuf kiiltiiriinde edebi veya folklorik bir unsur olmasinin yani
sira, maneviyat ve igsel doniisiimiin tasiyicisi olarak kabul edilmektedir (Rodrigues, 2023, s. 68).
Osmanli doneminde, kadinlara mahsus zikir meclisleri ve bazi kadin seyhler bilinmektedir (Kara,
1990, s. 214-220). Ancak karma sema icralar1 yaygin bir uygulama degildir. Osmanli’da kadinlar
ilahileri ve dini misikiyi ¢ogunlukla kadin meclislerinde icra etmislerdir. Mevlevi ve tekke
geleneginde de kadinlarin aktif miizikal rolii sinirhdir.

Tasavvufi diisiincede asil belirleyici unsur kalbin hali olsa da, tasavvuf hi¢bir zaman seriattan
bagimsiz bir alan olarak goriilmemistir. Bu nedenle tasavvufi pratikler genellikle fikhi sinirlar i¢inde
icra edilmistir. Kadin sesi tartismasi da cogu zaman miizik bahsiyle birlikte ele alinmistir. Gazzali’ye
gore sema/musiki, kalpteki mevcut duyguyu harekete gegirir. Eger kalp saf ise sonu¢ olumlu
olmaktadir. Gazzali’nin yaklasiminda musiki, kalbin igerigini goriiniir kilan bir ara¢ gibidir.
Dolayisiyla asil olan, sesin kendisinden ziyade onu dinleyen ve algilayan kisinin halidir. Bu
cercevede kadi sesi de sartlar ve muhatabin durumuna gore hiikiim almaktadir. Ibn Teymiyye (6.
728/1328), miizige daha elestirel yaklasmis ve Ozellikle sehvet unsuru barindiran icralari yasak
kapsamina almaistir.

Tasavvuf tarihinde kadin sifilerin de aktif rol aldig1 bilinmektedir. Ornegin Rabia el-
Adeviyye’nin vaaz ve irsad faaliyetleri, kadinlarin sozlii irsad geleneginde yer aldigim
gostermektedir. Kaynaklarda onun erkeklerle ilmi sohbetlerde bulundugu aktarilmaktadir (Attar,
1/71). Bu yoniiyle Rabia el-Adeviyye, Tasavvuf tarihinde sesin mistik yoniinii temellendiren 6nemli
figiir olarak goriilmektedir. Ali Sir Nevayi’'nin eserlerinde de Rabia el-Adeviyye dahil birgok kadin
mutasavvifin roli, tasavvufun agk ve arinma temalarinda somut bigimde temsil edilmektedir (Toprak,
2025, s. 236-238).

Tiirk Misikisinde Kadin Musikisinaslarin Yeri ve Onemi

Tiirk toplumlarinin masiki hareketliliginde kadinin fonksiyonunu anlatan birgok yazili belge
bulunmaktadir. Kadmin roliinii anlatan bu yazili belgelere ilaveten minyatiir, litografi, graviir ile
bilhassa son doneme ait fotograf ve kartpostallardan olusan kaynak belgeler Osmanli’da kadinin
konumuna dair 6nemli bilgiler igermektedir. Ornegin XIV. yiizy1l Tiirkmen saray1 haremindeki bir
diigiin sahnesinde ney ve def ¢alan hanim miizisyenlerin raks eden diger bir hanima eslik ettigi
goriilmektedir. Yine XV. ylizyllda Timur sarayindaki bir eglence sahnesinde ise Timur igin
diizenlenen eglencede ¢arpara calan bir rakkaseye kadin ve erkek miizisyenlerin eslik ettigi ve bu
kadin miizisyenlerin kanun ve def ¢aldig1 goriilmektedir (Besiroglu, 2002, s. 12/455).

Osmanli sarayinda Haremde yasayan kadinlarin giinliik yagsamlarinin en 6nemli pargasi olan
eglence meclisleri, 6zellikle serbest bir sekilde bahgelerde ve mesire yerlerinde yapildiginda Aalvet
olarak adlandirilmistir. Bu halvetlerde, diigiin ve nisanlarda misiki ve raksin yeri ¢ok énemlidir.
Ozellikle Osmanli miizik kiiltiiriinii ve kadinlarin masik{ icrasi ile ilgili cok &nemli bilgiler, minyatiir
sanat1 sayesinde daha net olarak karsimiza ¢ikmaktadir. Bu minyatiirlerde genelde kadinlar sarki
soyledigi, ceng, kanun, bendir, daire, def, kopuz, Horasan tanburu, rebab, kemenge, ney gibi sazlar
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kullandig1 ve ellerindeki ¢arpara ile dans ettikleri dikkatlerden kagmamaktadir. Bununla birlikte
saraya ya da bir haneye mensup olmayan gezgin calgicilara ve dans eden cengilere de
rastlanilmaktadir (Aksoy, 1999, s. 790). Osmanl saray1 hareminde kabiliyetli cariyelerin miizik
egitimi gordiigli ve bu egitimden sonra da hanende veya sazende olarak fasillara katilip icrada
bulunduklar1 bilinmektedir. Osmanli kadinlar sadece sarayda degil sehirlerde de egitimli olmanin
verdigi rahatlik icerisinde daha etkili bir bigimde masiki ile ugrasmislardir. Adeta bir konservatuar
ortami olan saray meskhanesi sayesinde egitimli musikisinas kadinlar Osmanli misikisine etkin bir
sekilde hizmet etmislerdir (Uzungarsili, 1997, XLI1/87).

Osmanli toplumunda kadin miizisyenler ve onlara ait dnemli pek c¢ok eserin varligi da
gozlerden kagmamaktadir. Kadin miizisyenlerimize ait tespit edilebilen en eski eserlerden biri,
XVIIL yiizy1lin basinda Kantemiroglu tarafindan yazilmis olan Kitab'iil IImii'l Miisiki ald Vechii'l
Hurufat adli eserde yer almaktadir. Bu eser, Saba-i Reftar olarak kaydedilmis saba makamindaki
pesrevdir (Aksoy, 1999, s. 790). Reftar adinda bir hanim tarafindan bestelendigi kabul edilen bu
eseri Ali Ufki, Dilnuvaz olarak kaydetmistir. Suphi Ezgi’ye gore, Reftar Sultan IV.
Mehmed zamaninda yasamis bir bestecidir (Ezgi, IV/14). Reftar Kalfa adma kayith eser, Ismail
Hakki Bey Koleksiyonunda bulunmaktadir. Hem sanat¢r hem de sanata en ¢ok deger veren
padisahlardan biri olan IIl. Selim (1761-1808) zamaninda adeta bir konservatuar iglevi goren
Enderun’da ¢ok degerli kadin sanatcilar da hocalik yapmislardir. Harem’de bulunan cariyeler de
Enderun’da bulunan degerli hocalardan dersler almislardir. III. Selim doneminin 6nemli kadin
bestekarlarindan Dilhayat Kalfa, ayn1 zamanda bazi1 kaynaklarda padigahin miisiki hocalar1 arasinda
gosterilmektedir. Tanbur icrasindaki maharetiyle tanman Dilhayat Kalfa'nin 6zellikle Evcara
makamindaki Pesrev ve Saz Semaisi, giinlimiize ulagan en onemli eserleri arasinda yer almaktadir
(Ozcan, 1994, ss. 298-299; Oztuna, 1990, s. 301).

XIX. yiizyil, basindan itibaren Osmanli sarayinin kiiltiirel agidan Bati etkisi altinda kalmaya
basladigi bir donemdir. Bu dénemde II. Mahmud, Mehterhaneyi kapatip yerine Muzikay-1
Hiimayun’u kurmustur. Batili anlamda ilk bando ve orkestra olan bu kurum, 1828 de Italyan
Donizetti’nin kurumun basina getirilmesiyle bir okul islevi kazanmistir. Harem-i Hiimayun da 80
kizdan olusan bu saray bandosunu bu dénemde, Osmanli sarayindaki batili anlamda ilk kadin
orkestra sefi olan Tambur Majér denilen bir kadin idare etmistir (Aksoy, 1999, s. 792). Bu dénemin
en Onemli besteci, icraci ve edebiyatcilarindan biri de Padisah tarafindan misikide yaptigi
calismalarindan dolay1 Nisan’a layik goriilen Leyla (Saz) Hanim’dir. Devrin ¢ok iinlii bestekar ve
hocalarindan 6nce Bati misikisi daha sonrada Tirk masikisi dersleri alan Leyla (Saz) Hanim,
sarayda ilk piyano derslerini alanlar arasindadir. Daha sonraki yillarda agilan ve konservatuar niteligi
tagiyan Dariilelhan ile birlikte musiki egitimi resmilesmis ve hanimlar da bu resmi egitimden
faydalanma imkani1 bulmuslardir. Tanburi Faize (Ergin), Kanuni Muazzez (Yurcu), Udi Hayriye
(Ors), Kanuni Seref, Kemani Kevser, Udi Zehra, Udi Faika ve Hanende Zahide Hanim bu kurumdan
yetisen onemli kadin miizisyenlerden bazilaridir.

Osmanli’da kadnlarin masikiye katkilarin sehir ve yerel halk miisikisi olarak iki alanda
degerlendirmek gerekir. Sehirli kadinlarin misikisi, genellikle insanlarin giizel ve hos vakit
gecirmeleri i¢in yapilmis eglence misikisi yoniinde olmustur. Yerel halk musikisi ise sehir disinda
gelismis olup genellikle folklorik 6zellikler tagimaktadir. Kadiin ¢ocuguna ninni séylemesi, kina
gecesi veya diigiinlerde sarkilar, tiirkiiler sdyleyip oynamalari, def, kasik gibi ritim galgilar1 galmalari
veya Olim giinlerinde agitlar yakmalari bu tiir msikinin islevselliginde 6nemli rol oynamaktadir
(Besiroglu, 2002, s. 170). Osmanli’da kadinlarin dindigi misiki ile de yakindan ilgilendiklerine dair
belgeler mevcuttur. Ozellikle XIX. yiizyildan itibaren kadin miizisyen ve bestecilerle ilgili gorsel ve
yazili kaynaga ulasilabilmektedir. Tirk Makam Miiziginde notasyon kullanimi yaygin
olmadigindan, kadin bestecilerin notaya alimmis eserlerine az ulasilabilmektedir. Nitekim
Osmanli’da kadinlarin bestecilikten ziyade icraciliga yoneldigi de bilinen bir gergektir.
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Tiirk Musikisinde Kadin Sesinin Dini ve Kiiltiirel Temsilleri

Islam’da kadm sesine iliskin tartismalarin kékeninde estetik unsurlarin yam sira dini ve
ahlaki degerlendirmeler de yer almaktadir. Islam kiiltiiriinde sesin mahiyeti, insanin bedensel bir
ifadesi olarak ahlaki ve toplumsal kurallarla iliskilendirilmistir. Bu nedenle “avret” yani mahrem
olarak nitelendirilen kadin sesinin kamusal alanda sergilenmesi ¢esitli kisitlamalara tabi tutulmustur
(Behar, 2015, s. 24). Osmanli’dan Cumhuriyet’e gegis siireci, kadin sesinin kamusal goriiniirliigiiniin
ve kabuliiniin yeniden tanimlandig1 bir doniisiim alanidir.

Osmanli toplumunda kadin sesi, uzun siire mahrem bir unsur olarak goriildiigii icin kamusal
alanda kadinlarin sarki sdylemesi, dini ve toplumsal normlarla sinirlandirilmistir. Ancak bu
donemde, kadimlar tamamen sessiz kalmamislardir. Ornegin, Osmanli sarayinda harem i¢i miizik
meclislerinde kadimn icracilar, hanendeler ve cariyeler miizik egitimi almislar, XVIII. ve XIX.
ylizyillarda saray ve konak ¢evresinde “kadin fasil topluluklar1” viicuda gelmistir (Aksoy, 1999, s
792). Evliya Celebi’nin Seyahatname’sinde de “kadin sazende ve hanendeler”e dair gozlemler,
Osmanli toplumunda kadinlarin 6zel mekanlarda sanatsal varliklarimi —siirdiirdiiklerini
gostermektedir. Osmanli son doneminde kanto tiiriiyle birlikte kadin sesi yavas yavas kamusal alanda
duyulur hale gelmistir. Peruz Hanim, Samram Kelleciyan, Minyon Virjin gibi kanto sanat¢ilarinin
sahneye ¢ikmalari ile kadin sesi toplumsal bir goriiniirliik kazanmistir (Oztiirk, 2012, s. 75-92).
Dolayisiyla bu donemde kadin sesi, hem modernlesmenin hem de ahlaki tartigmalarin merkezine
yerlesmisgtir.

Cumbhuriyet doneminde modernlesme projesinin bir parcasi haline getirilen kadin sanatcilar,
yeni ulusun cagdas yiizii olarak sahneye c¢ikarilmistir. Safiye Ayla, Miizeyyen Senar, Hamiyet
Yiiceses gibi sanatgilar, kadin sesinin toplumsal doniisiimdeki sembolik giiclinii temsil etmiglerdir.
Bu donemde 6zellikle radyolarin yayginlagmasi ile yeniligi temsil eden kadin sanatgilar sayesinde
kadin sesi, artik sadece duyulan degil, ulusal kimligin modern sesi haline doniismiistiir. Bu dénem,
aslinda kadin sesinin yalnizca sanatsal degil, ideolojik bir kimlik gdstergesine doniistiigii bir evredir.

1980 sonrasi Tiirkiye’de kiiltiirel gesitlilik ve kiiresellesme ile kadin sesinin anlam ve agirlig
yeniden sekillenmistir. Sezen Aksu, Niliifer, Sebnem Ferah, Aynur Dogan, Gaye Su Akyol gibi
cesitli miizik miiktesebatina sahip sanatgilar, kadin sesini farkli kimliklere biiriindiirmiislerdir.
Ornegin Sezen Aksu’nun sesi, toplumsal duygular1 ifade eden bir “ortak hafiza sesi” olarak
degerlendirilirken, Aynur Dogan’in Kiirtce yorumlariyla kadin sesi kiiltiirel kimlik miicadelesinin
merkezine oturmustur. Yalnizca miizikal bir figiir degil, feminist hareketin etkisiyle de politik bir
durus haline gelen kadi sesi, bu donemde yeni boyut ve anlam kazanmistir. Ozellikle elektronik
miizikte kullanilan ses hileleri ile adeta kadin sanatgilara geleneksel “kadinsi” tinilarin 6tesine gegme
imkani sunulmustur. Giiniimiizde ise kadin sesi, miizikal unsurlarla beraber kiiltiirel kimligin,
direnisin ve bireysel 6zgiirliigiin sembolii olarak da varligin1 devam ettirmektedir.

Kadin ve Sesi Tartismalarina Dair Son Donem Calismalarindan Bazilar

Giliniimiizde kadin sanatcilarin goriiniirliigli arttikga dini tartigmalar da goriiniir hale
gelmistir. Ancak buradaki tartigma “ses”ten ziyade, sahne estetigi, s0z igerigi, toplumsal cinsiyet ve
kamusal alan baglaminda sekillenmektedir. Sosyal medya, kadinlarin dini masiki igeriklerini
gOriintiilii olarak paylasmalarina imkan saglamaktadir. Bu durum, geleneksel sinirlamalarin video ve
kayitlar araciligrtyla yeniden sekillenmesine yol agmaktadir. Dijital ortamda kadin sesi, klasik
sinirlarin 6tesine gegerek kamusal dini ifade ve toplumsal etkilesim alani olusturmaktadir. Ancak
gorsellestirme ve kamera kullanimi, geleneksel mahremiyet anlayisini zorlamaya devam etmektedir
(Toprak, 2025, s. 46).

Son yillarda Kur’an tilavetinde kadin hafizlar ve dini musikide kadin icracilar giderek
gortinir hale gelmektedir. Artan kadin musiki icralar sayesinde kadin sesine yonelik yaklagimlar da
cesitlenmektedir. Ozellikle kimi cagdas Islam diisiiniirleri, kadinin sesini “yaratilisin dogal bir
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parcas1” olarak degerlendirmekte ve kadin sesinin bastirilmasini elestirmektedirler. Bu durum,
kimilerine gore Islam’in éziindeki evrensellik ve esitlik ilkeleriyle uyumlu yeni bir ses kiiltiiriiniin
olustugu anlamina gelmektedir. Zira bazi sanatcilar, dini miizik repertuvarlariyla kadin sesini hem
kiiltiirel mirasin tastyicist hem de toplumsal degisimin sesi haline getirmistir. Ancak kimilerine gore
ise bu gelismeler popiiler kiiltiiriin baskin etkisiyle, dini ve kiiltiirel yozlagsma olarak
nitelendirilmektedir. Ayse Isik’in Sosyal Medyadaki Islam ve Kadin Konu I¢eriklerinin Din Egitimi
Acisindan Incelenmesi: Youtube Ornegi adh calismasinda (Isik, 2025); “Islam ve Kadinlar” konulu
en ¢ok izlenen videolar, betimsel analiz yontemi kullanilarak analiz edilmistir. Calisma, islam ve
kadin temalarinin ele alinig bi¢imini, videolarda kullanilan dini referanslari, iislup ve sunum
ozelliklerini ve izleyici yorumlarini inceleyerek bunlarin dini egitim agisindan etkilerini
incelemektedir.

Gerek iilkemizde ve gerekse pek gok Islam iilkesinde bir ok kadin ilahi gruplarinin sayist
gilinden giine artmaktadir. Kadinlar, kadinlara yonelik ortamlarda Kur’an tilaveti ve musiki icrasi
gerceklestirmektedir. Sosyal medya ortamlarinda kadinlar musiki icralar1 ile daha da goriiniir
haldedir. Bu yiizden kadin sesi meselesi 6zellikle son yillarda, miistakil ¢alismalarin da konusu
olmaya baslamistir. Ornegin Hidayet Aydar, kadimlarm Kur’an kiraati ve seslerinin hiikmii iizerine
yaptig1 arastirmada meseleye sistematik bir yaklagim getirmistir. Calismada, klasik mezhep goriisleri
cagdas iletisim ortamlar1 baglaminda yeniden degerlendirilmistir (Aydar, 2007, s. 4578). Benzer
sekilde Mustafa Oztiirk de kadinlarin Kur’an tilaveti, ilahi icrasi ve din{ hitabet faaliyetlerini fikhi ve
sosyolojik acidan incelemistir (Oztiirk, 2012, s. 115-132). Bu meyanda Leila Ahmed, Islam
toplumlarinda kadinlarin kamusal alanla iliskisini tarihsel siire¢ igerisinde analiz ederek, toplumsal
pratiklerin dini yorumlarla nasil sekillendigini ortaya koymaktadir (Leila Ahmed, 1992). Ahmed’e
gore; kadmlarin goriiniirligi ve kamusal katilimi, dinl metinlerden ziyade tarihsel ve kiiltiirel
dinamikler tarafindan belirlenmektedir. Ayn1 sekilde Amina Wadud, kadinlarin dini temsili ve
otoritesi iizerine yaptig1 caligmada, kadin sesinin yalnizca biyolojik bir olgu degil, aym1 zamanda
epistemik ve sembolik bir otorite meselesi oldugunu vurgulamaktadir (Wadud, 1999, s. 94-106). Bu
degerlendirme, kadin sesinin yalnizca “fitne” kategorisiyle degil, ayn1 zamanda temsil ve yetki
baglaminda da ele alinmasimi gerektirmektedir. Modern literatiir, klasik hiikiimlerin toplumsal
baglamdan bagimsiz okunamayacagini vurgulamaktadir.

Shemeem Burney Abbas’in The Female Voice in Sufi Ritual: Devotional Practices of
Pakistan and India adl1 galismasi, tasavvuf misikisinde kadin sesinin merkezi roliinii ele almaktadir.
Abbas, Pakistan ve Hindistan’daki stfi pratiklerde kadinlarin vokal katilimini etnografik yontemle
incelemektedir (Abbas, 2003, s. 45,78,112). Ozellikle zikir, mevlid, mersiye ve qawwali gelenegi
baglaminda kadin sesinin hem dini hem de kiiltiirel anlamini analiz etmektedir. Abbas’a gore kadin
sesi, estetik bir unsur olmasinin yani sira toplumsal kimlik, manev1 otorite ve dini misiki icrasinin
kurucu bir figiiridiir. Calisma ozellikle kadin icracilarin ayinlerde, tiirbe ritiiellerinde ve dini
festivallerde yer aldigini ve ustalarla karsilikli etkilesimde bulundugunu vurgulamaktadir.

Miizik sosyolojisi perspektifinden bakildiginda, dini miizik pratikleri kimlik insasinda giiclii
bir rol oynamaktadir. Sosyal medya araciligiyla dolasima giren ilahi performanslari, bireylerin dini
kimliklerini kamusal bigimde ifade etmelerine olanak tanimaktadir. Konuya dair lilkemizde de son
yillarda 6nemli ¢aligmalara imza atilmaktadir. Ornegin, Whiteley, ¢alismasinda dini miizik pratikleri
ile toplumsal kimlik arasinda gii¢lii bir iliski oldugunu ifade etmis, miizigin aidiyet ve duygudurum
stireglerine etkisini ortaya koymustur (Whiteley, 2000, s. 14-38). Martin, dini miizigin kimliksel
yapilarin iiretiminde estetik, ritiiel ve toplumsal siireglerle iliskisine dikkat cekmistir (Martin, 2014,
s. 90—112). Stokes ise miizik ve kimligin sosyal baglamla etkilesimini tartisirken miizigin toplumsal
insa siirecleri tizerindeki etkisine vurgu yapmaktadir (Stokes, 1994, s. 88—107).
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Dijital Ortamlarda Kadinlarin Dini Misiki Uretimi ve Kadin Sesi Tartismalar

Dini musiki, tarihsel olarak tasavvuf gelenegi ve cami musikisi igerisinde dnemli bir yere
sahiptir. Son yillarda sosyal medya platformlarinda bireysel ya da topluluk halinde kadin dini musiki
iireticilerinin goriiniirliigiinde 6énemli artislarin oldugu bilinen bir gergektir. Bu goriiniirliik, sadece
niceliksel bir artis degil ayn1 zamanda dini bilginin iiretim ve sunum bi¢imlerinde yapisal bir
doniisiim olarak da goze carpmaktadir. Cami, kurs, dergéh ve aile gibi yiiz ylize ortamlarda icra
edilen dini musiki faaliyetleri, sosyal medya araciligryla genis kitlelere ulasmaktadir. Kadinlarin
dijital platformlarda dini icerik iireticisi olarak konumlanmasi, dini temsil bi¢cimlerinin ve toplumsal
cinsiyet rollerinin de yeniden degerlendirilmesini gerekli kilmaktadir.

Dijital platformlar, geleneksel medyanin sinirlamalarini asarak kadin sesinin dogrudan
duyurulmasina imkan tanimaktadir. Ozellikle YouTube, Instagram vb. sanal ortamlar gengler ve
yetiskinler arasinda dini mesaj ve pratiklerin yayildig1 baslica kanallardir. Kadinlar da bu
platformlarda gorselligi smirli olsa da ses odakli igerikler iiretmektedirler. Uretilen igerikler,
genellikle ev ici veya stiidyo ortaminda gerceklesmektedir. Bazi kadinlar kamera oniinde
goriinlirken, bazilari ise tamamen sesli paylagim yapmaktadirlar. Bu sayede ¢ok sayida kadin sanatgi
son yillarda tirettikleri dini musik? igerikleriyle dnemli sayida izler kitleye de ulagmis durumdadir.
Ornegin, nasid ve salavat yorumlariyla taninan Endonezyali sanat¢1 Ai Khodijah, diinya &lgeginde
onemli bir figiir haline gelmistir. Yine ailesiyle birlikte iirettigi dini iceriklerle dikkat ¢ceken ve
genellikle tesettiirlii tarziyla bilinen Endonezya kdkenli Veve Zulfikar isimli kadin sanat¢i da 6nemli
bir temsile sahiptir. Cok sayida izleyiciye ulasan Veve Zulfikar ilahi ve Kur’an tilaveti gibi pek ¢ok
dini icerikler paylasmaktadir. Modern altyapisi ve dini sozleriyle geng kitle arasinda popiiler olan
Nissa Sabyan, ¢cocuk yasta taninan ilahi ve dini gocuk sarkilari icracisi Aishwa Nahla Karnadi gibi
ornekler de dijital ortamin kadinlarin dini misiki iiretiminin kiiresel seviyede onemli oranda
destekledigini gosteren somut 6rneklerdir.

Tiirkiye’de ise dijital mecralarda ilahi iiretici kadinlarin c¢ogu, erkeklerle dogrudan
karsilasma olmayacak sekilde dijital platformlart kullanmaktadir. Kadinlarin ¢gogu, goriintii yerine
ses odakl igerikler iiretirken bir kism1 da videolarda maskeli veya arka planda goriinmektedir. Bu
icerikler, geleneksel fikih Olgiitleri ile modern dijital diinyanin ortaya koydugu etik sorumluluklar
arasinda bir denge kurma cabasi tasimaktadir. Dijital ortamlarin disinda da bir araya gelinerek
olusturulan bir ¢ok kadin ilahi gruplar1 vardir. Bu gruplar dini giin ve gecelerin disinda kadinlara
yonelik 6zel mevlid programlari, Islami kina geceleri, bebek mevlidleri, hayir davetleri, agilislar,
kutlamalar, 6zel manevi platformlarda gesitli programlar yapmaktadirlar. Bahsi gecen etkinliklerden
bazilar1 ya da kadinlarin sosyal medyadaki baz1 paylasimlart zaman zaman bir takim elestirilere de
maruz kalabilmektedir.

1990’lardan itibaren Tiirkiye’de ve Islam diinyasinda popiiler Islami miizik olarak
adlandirilan tiir ortaya ¢ikmistir. Bu tiir, hem geleneksel dini musiki unsurlarii hem de popiiler
miizik altyapilarmi birlestirmistir. Popiiler Islami miizik, dini temay1 modern bigimde ifade etme
arayisi olarak da tanimlanmaktadir. Tiirkiye’de bu tiiriin temsilcileri arasinda pek ¢ok erkek isim yer
alirken, kadin sanatgilar ise uzun siire bu alanda sinirli yer bulabilmislerdir. 2000’11 y1llardan itibaren
ise kimi kadin popiiler isimlerin dindar sembol ya da temalara yonelimi tartismalara yol agsa da bazi
kadin sanatcilar, din temelli musikide aktif rol almaya baglamistir. YouTube ve dijital platformlarda
kadin yorumcularin ilahi ve ezgi cover’lar1, popiiler islami miizigin yeni yiiziinii olusturmustur. Bu
durum, kadin sesinin dini temalarla barisik bi¢cimde kamusal alanda yeniden {iretildigini
gostermektedir. Kadin sesinin bu tiirlerdeki varligi, hem fikhi tartismalarin esnemesi hem de popiiler
kiiltiirlin dini alan1 doniistiirmesi agisindan dikkat c¢ekicidir.

Diyanet, Cagdas Fakihler ve Tasavvufi Yapilarin Kadin Sesi Yaklasimlar:

Diyanet ve tasavvufi yapilarin kadin sesi konusundaki yaklasimlari birbirinden bagimsizdur.
Diyanet Isleri Bagkanligi’na gore kadin sesi tek basina “avret” degildir. Kadinin konugmasi, egitim
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vermesi veya uygun sartlarda dini i¢erikli okuma yapmasi caiz goriilmektedir. Ancak nagmeli, dikkat
cekici ve tahrik edici bir Uslup s6z konusu oldugunda, 6zellikle yabanci erkeklerin bulundugu
ortamlarda ihtiyatli olunmasi gerektigi vurgulanir. Yani mesele yasaktan ziyade baglam ve iislup
iizerinden degerlendirilmektedir.

Kadin ve sesi Diyanet’in kendi web sitesinde ve resmi fetva arsivinde “kadin sesi ve miizik
iiretimi” 6zel basligir bulunmasa da Diyanet’in miizik ile ilgili hiikiimlere genel olarak yaklagimi
miizigin sartlara gére degerlendirilmesi gerektigi seklindedir. Diyanet’in fetva hatti, bu tiir sorularda
genellikle su ilkeyi islemektedir: Miizigin kendisi mutlak olarak haram degildir. Icerik ve dinleyici
tizerinde olumsuz etkileri varsa sakincali olabilmektedir. Kadn sesi de bu baglamda ozellikle fitne
ve tahrik potansiyeli gézetilerek baglama gore degerlendirilir. Kurumun fetva hatti metninde “kadin
sesinin erkekler tarafindan fitneye yol agma ihtimali” bir risk faktorii olarak giindeme gelmekte,
ancak Diyanet’in kendi resmi fetva metninde bu konuda diiz bir haram hiikmii yer almamaktadir.
(DIB Yiiksek Kurulu’nun resmi agiklamasi icin bkz.; Isldm in miizige bakisi nasildir? Din Isleri
Yiiksek Kurulu: 12.07.2017)

Diyanet’in kurum i¢i uygulamalar1 da esasen kadinin miizikle iliskisine olumsuz
bakmadigini géstermektedir. Diyanet, ¢esitli zamanlarda belirli diizeylerde kadin din gorevlilerine
san, ses, nefes egitimi gibi 6geleri kapsar “seyir ve sahne sanatlar” egitimi vermektedir. Bu
egitimlerin amaclarindan biri de kadinlarin egitim esnasinda ve ¢esitli dini programlarda daha
nitelikli sunum yapabilmelerini saglamaktir. Tiirkiye’nin farkli bolgelerinde farkli etkinliklerde
Diyanet biinyesinde kadinlardan olusan bir ¢ok Tiirk tasavvuf musikisi korosunun varlig agikardir.
Yine bir ¢ok ¢ocuk korosunun ve ilahi gruplarinin da oldugu ve bu tiir korolarin Ramazan
programlari, mevlit vb. dini etkinlikler kapsaminda g¢ocuklara yonelik programlar icra ettigi
bilinmektedir. Ayrica yerel miiftiiliikler ve Diyanet Genglik Merkezleri kanaliyla Ramazan, y1l sonu
programlari, Kur’an kursu agilis-kapanis vb. etkinliklerinde kiz ¢ocuklarinin ve kadinlarin miizik
egitimlerinden ve icralarindan dogrudan diglanmadigi da bilinen bir konudur.

Bazi cagdas Islam fakihleri kadinin sesini yaratiligin tabil bir parcast olarak
degerlendirmektedir. Sesin tek bagina haram veya avret sayillamayacagini, hitkkmiin sesin kullanim
bicimi, icerik ve fitneye yol agma ihtimaline gore degisecegini savunmaktadir. Bu yaklagima gore
mesele, kadinin sesinden ziyade sesin olusturdugu etki ve kullamim baglamidir. Ornegin; kadin sesi
dinlemek ve misikinin hiikkmii konusunda Prof. Dr. Hayrettin Karaman’a “Kadin sesi dinlemek caiz
midir? Dinledigimiz miizigin tiiriine gére cevaz degisir mi? (Ornek: tasavvuf musikisine eslik eden
bir kadin sesi veya ilahi sdyleyen bir kadin sesi gibi)” seklinde bir soru yoneltilmis O’da su sekilde
cevap vermistir: “Peygamberimizin zamanminda mescidde ve baska yerlerde kadinlar, erkeklerin
yaninda konusurlardi. O (s.a.v.) hicret ederken kadinlar ve ¢ocuklar musiki esliginde karsilama
yapmugslardi. Bayram giinlerinde Hz. Peygamber'in evinde ve onun yaminda geng kizlar, Hz. Aise'ye
sesli ve tefli miizik dinletmiglerdi. Kadimin sesinin ve musikinin haram olduguna dair sahih ve kesin
bir delil (dini aciklama) yoktur. Kadin olsun erkek olsun miizik icra ettiginde bunu dinleyenler
kendilerine bakmalidirlar: Kotii, olumsuz bir etkilenme bulunmadikca dinlemelerinde sakinca
yoktur” (11 Aralik 2006-https://hayrettinkaraman.net/sc/00211.htm)

Tarikatlarin kadin sesine bakisi, bagli bulunduklar tasavvufi gelenek ve adab anlayigina gére
farklilik gostermektedir. Ornegin Naksibendiyye geleneginde zikir ve ibadet pratikleri genellikle
sessiz (hafi) oldugundan, kadinlarin sesli icralar1 gogunlukla kamusal alanda tesvik edilmemekte ve
daha ¢ok 6zel alanla sinirlandirilmaktadir. Buna karsilik Kadiriyye ve Rifaiyye gibi cehri zikir
gelenegine sahip tarikatlarda, sesli icra 6nemli bir unsur olmakla birlikte, kadinlarin bu icralara
katilim1 ¢gogunlukla kadinlara mahsus ortamlarla sinirlandirilmakta veya belirli dlgiiler cergevesinde
degerlendirilmektedir. Mevleviyye geleneginde ise musiki ve sema ritiieli merkezi bir yer tutmakta,
ancak tarihsel olarak sema mukabeleleri erkekler tarafindan icra edilmistir. Buna ragmen modern
donemde bazi kiiltiirel ve sanatsal ortamlarda kadinlarin Mevlevi musikisi icrasinda yer aldig
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gorlilmektedir. Bektasilik geleneginde ise diger bazi tarikatlara gore daha esnek bir yapr dikkat
cekmektedir. Cem ve muhabbet ortamlarinda kadinlarin daha goriiniir oldugu ve sozlii-miizikal
icralara katiliminin daha agik bicimde kabul edildigi bilinmektedir.

Ozetle Kadim sesi konusunda kurumsal olarak Diyanet daha orta ve baglama dayali bir
yaklasim benimserken, tarikatlar arasinda ¢esitlilik ve farkli uygulamalar goriilmektedir. Tarikatlarin
kadin sesine bakisi, sabit ve tek bicimli bir anlayistan ziyade, tasavvufl adab, toplumsal yap1 ve
tarihsel siireclerin etkisiyle sekillenen ¢ok katmanli bir yorum alanidir. Tarikatlar arasinda kadin
sesine iligkin yaklagimlar sabit olmayip Naksibendiyye gibi daha ihtiyatli geleneklerden Bektasilik
gibi daha esnek yapilara kadar uzanan genis bir yelpazede sekillenmektedir. “Edep”, “mahremiyet”
ve “fitne” kavramlari ¢ergevesinde sekillenen bu gesitlilik, kadin sesinin mutlak bir hiikiim konusu
olmaktan ziyade, bulundugu ortam, icra bicimi ve toplumsal algiya bagli olarak degerlendirilen bir
unsur oldugunu gostermektedir. Kiiltiirel, tasavvufi ve toplumsal bir yorum alani olarak kadin ve sesi

tartismalar1 gegmiste oldugu gibi giiniimiizde de varligini devam ettirmektedir.
Sonuc¢

Toplumsal, kiiltiirel ve estetik anlamlarin tasiyicisi olan kadin ve sesi, tarih boyunca
tartisilagelen bir konudur. Tiirkiye’de de gerek geleneksel ve gerekse popiiler miizikte kadin
miizisyenlerin artan goriiniirliigii, sesin sanatsal, toplumsal, dini ve kiiltiirel bir doniisiim gegirdigini
gostermektedir. Zira kadin sesi, Tiirk miizik tarihinde sessizlikten goriiniirliie, mahremiyetten
kamusalliga uzanan bir doniisiim siireci yagamaktadir. Osmanli déoneminde 6zel alanla sinirlanan
kadin sesi, Cumhuriyet’in modernlesme projesiyle birlikte ulusal kimligin temsiline doniism{istiir.
Gilinlimiizde ise ¢ok sesli, cok kimlikli bir 6zgiirliik ifadesine evrilmistir. Bu siire¢, ayn1 zamanda
sanatsal, kiiltiirel bir insa siirecidir.

Islam’a gore, 6zel bir durum olmadikga tiim emir ve yasaklar cinsiyet ayrimina gidilmeksizin
erkek ve kadmlarin tamamini kapsamaktadir. Kadin sesi konusunda, islam’in temel kaynag: olan
Kur’an-1 Kerim’de olumlu veya olumsuz herhangi bir hiikiim bulunmamaktadir. islam dininin ikinci
kaynagi olan siinnette ise, konu ile ilgili bir ¢ok 6rnege rastlanilmaktadir. Kadin sesi konusunda hadis
kaynaklarindaki rivayetler, olumlu ve olumsuz olmak iizere iki kategoride degerlendirilmektedir.
Olumlu yondeki rivayetlerde, Hz. Peygamberin giinliik hayatta kadinlarla dogrudan goriisiip
konustugu, kadinlarin sorunlarini dinleyip onlara yol gosterdigi goriilmektedir. Aym sekilde Hz.
Muhammed (sav), kadinlarin sanatsal faaliyetlerinde de ayn1 tutumu sergilemis, meslegi sarkicilik
olsun ya da olmasin kadinlardan bazilarinin sarki icralarini dinlemistir. Yine Hz. Peygamber (sav)’in,
eserlerini iyi derecede icra eden bazi kadinlar igin takdir anlamina gelen bazi sozler sarfettigi, hatta
misiki icrast gerceklestiren kisilere olumsuz miidahalede bulunan kisilere de engel oldugu
bilinmektedir.

Kadin sesinin avret olup olmadigi meselesi klasik fikih literatiiriinde tartigilmistir. Kur’an’da
dogrudan bir yasak bulunmamakla birlikte Ahzab 33/32 ayetinden hareketle bazi fakihler kadin
sesinin kullanim bi¢imine dair smirlamalar getirmistir. Kadin sesinin “avret” kapsaminda
degerlendirilip degerlendirilmeyecegi mezhepler arasinda teorik olarak tartisilmistir. Genel olarak
Hanefi ve Hanbelilerde ¢ogunluk, kadinin konusma ve hitap sesinin avret olmadigini, ancak
“nagmeli, siislenmis sesle sarki sdylemesinin” uygun goriillmedigini savunur. Safii ve Malikilerde
ise, kadinin sesinin fitneye sebep olacak sekilde kullanilmamasi kosuluyla mesru oldugu dile
getirilmistir. Aslinda islam’da kadin sesi dogrudan yasaklanmamus; fakat duygu uyandirici, tahrik
edici veya gosterisli bicimde icra edilmesi sinirlanmigtir. Dort mezhepteki ortak kanaat, kadin sesinin
mutlak anlamda avret olmadig1; yani bir hitkkmiin bulundugu duruma gore degisebilecegi yoniindedir.

Kadin sesinin haram goriildiigii iddia edilen rivayetlerde, sarki icrasinda bulunan kadinlar
Islam’1n kesin bir sekilde haram kildig1 igki ve zina gibi unsurlar ile beraber anilmaktadir. Sarki
okuyup ayni zamanda biiyiik giinah islemis kadinlarin yaptiklar bu islerden hareketle baz1 fikih
kitaplarinda “kadin sesi haramdir” seklinde bir genellemeye gidilmistir. Aslinda her mesrQ
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davranisin igine kétiiliik bulastiginda hilkmii de elbette degisecektir. Sarki seslendirmenin ya da
dinlemenin insan1 mutlu eden zevk unsuru oldugu bilinen bir ger¢cek olmakla birlikte aslinda kadin
ve sesi tartismalarindaki asil sorun, mesru zevklere gayri mesrQ islerin bulastirilmalarindan
kaynaklanmaktadir. Yani seslerini uygunsuz bir sekilde ve uygunsuz bir ortamda kullananlar ile
mesru daire igerisinde kullanan kadinlar ayni degerlendirmeye tabi tutulmaktadir.

Tasavvifi acidan ise kadin sesi meselesi, salt fikhi bir yasaklamadan ziyade niyet ve
toplumsal sartlar dikkate alinarak degerlendirilmektedir. Literatiire gore, tasavvufi gelenekte kadin
sesi mutlak olarak avret sayilmamistir. Tasavvufil pratikler fikhi sinirlar icinde sekillenmistir.
Tarihsel uygulamada kadinlara mahsus zikir meclisleri yaygindir. Karma icralar ise ihtiyatli bir
yaklagim cergevesinde sinirlt kalmistir. Dolayisiyla kadin sesi meselesi kategorik bir yasak degil,
sartlara bagl bir degerlendirme alanidir

Kadin olsun erkek olsun insanlarla iletisim kurabilmek igin ses 6nemli bir aragtir. Allah, sesi
hem kadina hem de erkege kullanmasi i¢in vermistir. Nitekim fitrat peygamberi olan Hz. Muhammed
(sav), kendi devrinde kadinlar1 seslerinden dolayr otekilestirmemistir. Bu yiizden kadin O’nun
doneminde ilim talep eden ve kendisinden ilim talep edilen ve bu yoniiyle islam’1 layikiyla teblig
eden konumda olmustur. Bayram, diigiin ve karsilama tdrenleri gibi o6zel giinlerde Islam
peygamberinin kadin sesi dinlemesi, donemin kadinlar 6tekilestiren olumsuz sartlar1 da g6z oniine
alindiginda biiytik bir toleranstir.

Islam, kadina hayatin her alaninda oldugu gibi sanatsal alanda da bulunabilme hakki
vermistir. Dolayisiyla mesru bir dairede Olgiilii olmak kaydiyla, erkek tarafindan kadinin
dinlenilmesinde herhangi bir sakinca olmadigina dair rivayetlerin sayisi ortadadir. Bu rivayetlerden
miilhem olumlu kanaatlarin sayisinda da son yillarda artiglar gézlemlenmektedir. Burada 6nemli olan
nokta, hangi faaliyet ya da etkinlik olursa olsun yapilan isin mesruiyetinin Islami inang, ibadet ve
ahlakinin yaninda iginde bulunulan toplumun 6rf, adet ve diisiince yapisina da uygun olmasi
gerektigidir.

Tarihsel siirecte kadin sesi, bir yandan kutsallikla iligkilendirilirken diger yandan da
potansiyel bir tehlike unsuru olarak goriilmiis; ilahi ve diinyevi nitelikler arasinda konumlanmaya
devam etmistir. Glinliimiizde artik kadin ve sesi, dini miizigin de 6nemli bir pargasi haline gelmistir.
Kadin sesi artik sadece “mahrem” degil, ifade 6zgiirliigiiniin, kimlik bilincinin ve manevi derinligin
de sesi durumundadir. Kadin ve sesi tartismalari, aslinda dini tartismanin yan1 sira ayn1 zamanda
kiiltiirel bir kimlik miicadelesinin de bir pargasi haline gelmistir. Kadin ve sesi gecmiste ve
giiniimiizde oldugu gibi Islami yorumlar, modernlesme politikalari ve toplumsal doniisiimler
arasinda siirekli tanimlanmaya, konumlanmaya, tartisilmaya devam edecektir.
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