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Abstract: This study examines the practices of visually impaired musicianship shaped around climbiis
performance in Besni and its surrounding region within their social, moral, and cultural contexts. The study
focuses on narratives transmitted in local memory around the names of Serif Kiitiik¢lioglu, Mustafa Yasav,
Ahmet Kasap, and Mehmet Karatag, and examines how the positions of these performers as musicians were
established, legitimized, and transformed over time. In this study, which was structured within a qualitative
research approach, the data were obtained through semi-structured interviews conducted with eight source
persons, including Ahmet Kasap, the only surviving performer, and through field observations.

The interviews indicate that these musicians lost their sight as a result of smallpox, mostly at an early age. This
experience of disability constituted not merely an individual health problem, but also a common ground of life
that directed them toward similar social orientations. In this context, musicianship can be evaluated not only
as an economic activity for visually impaired individuals, but also as a strategy of livelihood and prestige
developed in order to avoid exclusion, avoid being identified with begging, and acquire a respected position.

The findings reveal that these performers were accepted particularly at weddings and in entertainment spaces
reserved for women. Their ability to take part in spaces where the presence of men was considered
inappropriate was associated not only with their musical competence, but also with their moral stance,
measured behavior, and reliability. The ciimbiis, with its strong sound, portability, and suitability for learning
by ear, became a functional instrument for these performance settings. The fact that rhythmic accompaniment
in women’s entertainments was often provided by women or children shows that the performance order was
shaped together with principles of privacy. This practice, which remained vibrant from the 1960s to the late
1980s, weakened in the 1990s with the spread of wedding halls, electronic music technologies, migration, and
changes in local entertainment forms. In conclusion, the study evaluates visually impaired ciimbiig performance
in Besni within the relationships among disability, social acceptance, moral trust, and local music culture. Thus,
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music is discussed as an important field that makes visible the local social meaning of the experience of
disability.

Keywords: Musicology, Besni, Ciimbiis, Disability, Local Music, Social Acceptance.

Oz: Bu arastirma, Besni ve cevresinde ciimbiis icrasi etrafinda sekillenen gérme engelli miizisyenlik
pratiklerini toplumsal, ahlaki ve kiiltiirel baglamlariyla ele almaktadir. Calisma, yerel hafizada Serif
Kiitiik¢iioglu, Mustafa Yasav, Ahmet Kasap ve Mehmet Karatag isimleri etrafinda aktarilan anlatilara
odaklanmakta; bu icracilarin miizisyenlik konumlarmin nasil kuruldugunu, mesrulastirildigini ve zaman iginde
nasil degistigini incelemektedir. Nitel aragtirma yaklagimiyla yapilandirilan ¢aligmada, veriler hayatta olan tek
icract Ahmet Kasap’in da yer aldif1 sekiz kaynak kisiyle gerceklestirilen yar1 yapilandirilmis goriismeler ve
saha gozlemleri aracilifiyla elde edilmistir.

Gortismeler, s6z konusu miizisyenlerin ¢i¢ek hastalif1 sonucunda, ¢ogunlukla erken yaslarda gorme yetilerini
kaybettiklerini gostermektedir. Bu engellilik deneyimi, yalnizca bireysel bir saglik sorunu degil, onlart benzer
toplumsal yonelimlere sevk eden ortak bir yasam zemini olusturmustur. Bu baglamda miizisyenlik, gérme
engelli bireyler icin sadece ekonomik bir faaliyet degil; diglanmamak, dilencilikle 6zdeslestirilmemek ve
saygin bir konum edinmek amaciyla gelistirilen bir gecim ve itibar stratejisi olarak degerlendirilebilir.

Bulgular, bu icracilarin 6zellikle diigiinlerde ve kadinlara ayrilmis eglence alanlarinda kabul gordiigiinii ortaya
koymaktadir. Erkeklerin girmesinin uygun goriilmedigi bu alanlarda yer alabilmeleri, onlarin miizikal
yeterliliklerinin yaninda ahlaki duruslari, 6l¢tilii davranislar: ve giivenilirlikleriyle iligkilidir. Ciimbiis ise giiclii
sesi, taginabilirligi ve kulaktan 6grenmeye elverisli yapisiyla bu icra ortamlari igin islevsel bir ¢algt olmustur.
Kadin eglencelerinde ritmik esligin ¢ogu zaman kadinlar ya da ¢ocuklar tarafindan saglanmasi, icra diizeninin
mahremiyet ilkeleriyle birlikte sekillendigini gostermektedir. 1960’lardan 1980’lerin sonlarina kadar
canliligini koruyan bu pratik, 1990’larla birlikte diigiin salonlari, elektronik miizik araglari, go¢ ve yerel
eglence bicimlerindeki degisimlerle zayiflamigtir. Sonug olarak calisma, Besni’de gorme engelli ciimbiis
icraciligini engellilik, toplumsal kabul, ahlaki giiven ve yerel miizik kiiltiirii arasindaki iliskiler ig¢inde
degerlendirmektedir. Boylece miizik, engellilik deneyiminin yerel toplumsal anlamini goriiniir kilan 6nemli bir
alan olarak tartisilmaktadir.

Anahtar Kelimeler: Miizikoloji, Besni, Ciimbiis, Engellilik, Yerel Miizik, Toplumsal Kabul
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Structured Abstract:

This study examines the musical practices of visually impaired climbiis players in Besni and its
surrounding area within their social, moral, and cultural contexts. The research focuses on four musicians
remembered in local memory: Serif Kiitiikk¢lioglu, Mustafa Yasav, Ahmet Kasap, and Mehmet Karatas. These
figures are not considered merely as individual performers but as representatives of a specific local experience
in which disability, musicianship, livelihood, moral trust, and social acceptance intersect. The main purpose of
the study is to understand how the position of visually impaired ciimbiis players was established, legitimated,
and transformed over time in Besni’s local musical culture. The study seeks answers to the following questions:
How did visual impairment shape the life trajectories of these musicians? In what ways did musicianship
function as a strategy of livelihood, dignity, and social participation? Why were these musicians accepted in
entertainment spaces, especially in women’s gatherings where the presence of men was normally restricted?
What role did the ciimbiis play in the formation of this musical practice? Finally, how did social change,
migration, wedding halls, and electronic sound technologies affect the decline of this tradition after the 1990s?

The study is positioned at the intersection of ethnomusicology, disability studies, local cultural history,
and the sociology of music. Rather than approaching disability only as a biological or medical condition, the
article treats it as a socially experienced and culturally interpreted phenomenon. In this respect, visual
impairment is discussed in relation to social roles, local moral codes, economic survival, and symbolic
recognition.

The research also draws attention to the cultural meaning of musicianship in rural and semi-rural
contexts. In the case of Besni, musicianship appears not only as an artistic activity but also as a socially
meaningful occupation that enables visually impaired individuals to avoid marginalisation, distance themselves
from begging, and construct a respectable public identity. The ciimbiis, as a loud, portable, and aurally learnable
instrument, became central to this process. Its sonic capacity made it suitable for weddings and open or semi-
open performance spaces, while its practical structure allowed musicians without formal notation-based
training to develop performance competence through listening, repetition, and oral transmission. The article
contributes to the literature by addressing a subject that has not been directly examined before: the relationship
between visual impairment, climbiis performance, women’s entertainment spaces, and moral trust in Besni’s
local musical memory. In this regard, the study offers an original contribution to discussions on music,
disability, local identity, and cultural memory.

This research is based on a qualitative and ethnographic approach. The data were obtained through
semi-structured interviews with eight source persons, including Ahmet Kasap, the only surviving performer,
and through field observations conducted in Besni and its surrounding area. The study relies on oral narratives,
local memories, and testimonies concerning the lives and performance practices of Serif Kiitiik¢lioglu, Mustafa
Yasav, Ahmet Kasap, and Mehmet Karatas. The semi-structured interview technique was preferred because it
allows participants to narrate their memories, observations, and interpretations in detail while also enabling the
researcher to focus on specific themes such as disability, musical learning, performance spaces, gendered
entertainment practices, social acceptance, livelihood, and cultural change. Field observations supported the
interview data by helping to contextualise local wedding practices, spatial arrangements, and the social
meanings attached to music-making. The data were analysed thematically. The main themes identified in the
study include childhood illness and visual impairment, music as livelihood, moral trust and social legitimacy,
women’s entertainment spaces, the functional qualities of the ciimbiis, oral learning processes, rhythmic
accompaniment, and the decline of the practice after the 1990s.

The findings show that the musicians discussed in the study lost their sight as a result of smallpox,
mostly at an early age. This early experience of disability shaped their later life paths and directed them toward
similar forms of social and economic orientation. However, the study does not interpret this condition only as
a personal health problem. Rather, it argues that visual impairment created a shared life ground that influenced
their social positioning, occupational choices, and relationships with the local community. In this context,
musicianship functioned as more than an economic activity. It became a strategy of survival, dignity, and social
recognition. For visually impaired individuals, playing the ciimbiis offered a way to participate in community
life, earn income, and avoid being associated with begging or dependency. Through music, these individuals
were able to transform a potentially marginal position into a respected social role. Another important finding
concerns their acceptance in women’s entertainment spaces. In Besni’s local cultural context, men’s
participation in women’s gatherings was generally restricted by norms of privacy and propriety. However,
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visually impaired climbiis players were able to perform in these spaces. This acceptance was not based solely
on their disability or musical ability. It was also closely related to their moral reputation, restrained behaviour,
reliability, and the trust they established within the community. Therefore, the study argues that the social
legitimacy of these musicians was constructed through the combination of musical competence and moral
credibility. The climbiis played a central role in this practice. Its strong sound, portability, and suitability for
learning by ear made it a functional instrument for wedding and entertainment contexts. In women’s
entertainment settings, rhythmic accompaniment was often provided by women or children, which shows that
the performance order was shaped in accordance with principles of privacy and gendered participation. Thus,
the musical event was not only an artistic performance but also a socially regulated practice. The study also
shows that this tradition remained active from the 1960s to the late 1980s. However, it began to weaken in the
1990s due to the spread of wedding halls, electronic musical instruments, migration, changing entertainment
habits, and transformations in local cultural life. These changes gradually reduced the performance spaces and
social necessity of visually impaired climbiis players.

This study concludes that visually impaired ciimbiis performance in Besni should be understood
through the interrelated dynamics of disability, social acceptance, moral trust, livelihood, and local musical
culture. The musicians examined in the study were not passive subjects of disability; rather, they actively
constructed a respected place for themselves through music. Their performances reveal how music can become
a medium through which disability is socially reinterpreted and transformed into cultural participation. The
article also demonstrates that local musical practices cannot be understood only through repertoire or
instruments. They must also be examined through social relations, gendered spaces, moral codes, and historical
change. Future studies may compare similar practices in other regions, examine disability and musicianship in
different local traditions, or focus more closely on gendered performance spaces in rural musical cultures.

Keywords: musicology, Besni, climbiis, disability, local music, social acceptance
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Résumé Structuré:

Cette étude examine les pratiques musicales des joueurs de climbiis malvoyants de Besni et de ses
environs dans leurs contextes sociaux, moraux et culturels. La recherche se concentre sur quatre musiciens
restés dans la mémoire collective locale : Serif Kiitiik¢iioglu, Mustafa Yasav, Ahmet Kasap et Mehmet Karatas.
Ces personnalités ne sont pas considérées simplement comme des interprétes individuels, mais comme les
représentants d’une expérience locale spécifique ou se croisent handicap, talent musical, moyens de
subsistance, confiance morale et acceptation sociale. L objectif principal de cette étude est de comprendre
comment la place des joueurs de climbiis malvoyants s’est établie, légitimée et transformée au fil du temps au
sein de la culture musicale locale de Besni. L’étude cherche a répondre aux questions suivantes : comment la
déficience visuelle a-t-elle fagonné les parcours de vie de ces musiciens ? De quelles maniéres le talent musical
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a-t-il servi de stratégie pour assurer leur subsistance, leur dignité et leur participation sociale ? Pourquoi ces
musiciens ont-ils été acceptés dans les lieux de divertissement, en particulier lors des rassemblements de
femmes ou la présence des hommes était habituellement restreinte ? Quel réle le climbiis a-t-il joué dans la
formation de cette pratique musicale ? Enfin, comment les changements sociaux, les migrations, les salles de
mariage et les technologies sonores électroniques ont-ils contribué au déclin de cette tradition apres les années
1990 ?

Cette étude se situe a la croisée de I’ethnomusicologie, des études sur le handicap, de I’histoire
culturelle locale et de la sociologie de la musique. Plutot que d’aborder le handicap uniquement comme une
condition biologique ou médicale, cet article le traite comme un phénomeéne vécu socialement et interprété
culturellement. A cet égard, la déficience visuelle est examinée en relation avec les rdles sociaux, les codes
moraux locaux, la survie économique et la reconnaissance symbolique.

La recherche attire également I’attention sur la signification culturelle du métier de musicien dans les
contextes ruraux et semi-ruraux. Dans le cas de Besni, le métier de musicien apparait non seulement comme
une activité artistique, mais aussi comme un métier socialement significatif qui permet aux personnes
malvoyantes d’éviter la marginalisation, de se distancier de la mendicité et de se forger une identité publique
respectable. Le climbiis, en tant qu’instrument puissant, portable et pouvant s’apprendre a ’oreille, est devenu
central dans ce processus. Ses capacités sonores le rendaient adapté aux mariages et aux espaces de
représentation ouverts ou semi-ouverts, tandis que sa structure pratique permettait aux musiciens n’ayant pas
suivi de formation formelle basée sur la notation musicale de développer leurs compétences d’interprétation
par 1’écoute, la répétition et la transmission orale. Cet article apporte une contribution a la littérature en
abordant un sujet qui n’avait pas encore été directement étudié : la relation entre le handicap visuel, la pratique
du ciimbiis, les espaces de divertissement féminins et la confiance morale dans la mémoire musicale locale de
Besni. A cet égard, cette étude apporte une contribution originale aux débats sur la musique, le handicap,
I’identité locale et la mémoire culturelle.

Cette recherche repose sur une approche qualitative et ethnographique. Les données ont été recueillies
au moyen d’entretiens semi-structurés et d’observations de terrain menés a Besni et dans ses environs. L’étude
s’appuie sur des récits oraux, des souvenirs locaux et des témoignages concernant la vie et les pratiques
d’interprétation de Serif Kiitiikkglioglu, Mustafa Yasav, Ahmet Kasap et Mehmet Karatag. La technique de
I’entretien semi-structuré a été privilégiée car elle permet aux participants de raconter en détail leurs souvenirs,
leurs observations et leurs interprétations, tout en permettant au chercheur de se concentrer sur des thémes
spécifiques tels que le handicap, 1’apprentissage musical, les espaces de représentation, les pratiques de
divertissement genrées, ’acceptation sociale, les moyens de subsistance et le changement culturel. Les
observations sur le terrain ont étayé les données issues des entretiens en aidant a contextualiser les pratiques
locales liées aux mariages, les agencements spatiaux et les significations sociales attachées a la pratique
musicale. Les données ont fait I’objet d’une analyse thématique. Les principaux thémes identifiés dans I’étude
comprennent la maladie infantile et la déficience visuelle, la musique comme moyen de subsistance, la
confiance morale et la 1égitimité sociale, les espaces de divertissement réservés aux femmes, les qualités
fonctionnelles du ciimbiis, les processus d’apprentissage oral, I’accompagnement rythmique et le déclin de
cette pratique apreés les années 1990.

Les résultats montrent que les musiciens étudiés ont perdu la vue a la suite d’une variole contractée
pendant leur enfance. Cette expérience précoce du handicap a fagonné le cours de leur vie et les a orientés vers
des parcours sociaux et économiques similaires. Cependant, I’étude n’interpréte pas cette condition uniquement
comme un probléme de santé personnel. Elle soutient plutét que la déficience visuelle a créé un terrain
d’entente commun qui a influencé leur positionnement social, leurs choix professionnels et leurs relations avec
la communauté locale. Dans ce contexte, la pratique musicale a joué¢ un réle qui allait au-dela d’une simple
activité économique. Elle est devenue une stratégie de survie, de dignité et de reconnaissance sociale. Pour les
personnes malvoyantes, jouer du ciimbiis offrait un moyen de participer a la vie communautaire, de gagner sa
vie et d’éviter d’étre associées a la mendicité ou a la dépendance. Grace a la musique, ces personnes ont pu
transformer une position potentiellement marginale en un réle social respecté. Une autre conclusion importante
concerne leur acceptation dans les lieux de divertissement réservés aux femmes. Dans le contexte culturel local
de Besni, la participation des hommes aux rassemblements de femmes était généralement restreinte par des
normes de vie privée et de bienséance. Cependant, les joueurs de climbiis malvoyants pouvaient se produire
dans ces espaces. Cette acceptation ne reposait pas uniquement sur leur handicap ou leurs compétences
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musicales. Elle était également étroitement liée a leur réputation morale, a leur comportement sobre, a leur
fiabilité et a la confiance qu’ils avaient su instaurer au sein de la communauté. Par conséquent, 1’étude soutient
que la légitimité sociale de ces musiciens s’est construite grice a la combinaison de leurs compétences
musicales et de leur crédibilit¢é morale. Le ciimbiis jouait un réle central dans cette pratique. Sa sonorité
puissante, sa portabilité et le fait qu’il se prétait a 1’apprentissage a 1’oreille en faisaient un instrument
fonctionnel pour les mariages et les occasions de divertissement. Dans les contextes de divertissement réservés
aux femmes, I’accompagnement rythmique était souvent assuré par des femmes ou des enfants, ce qui montre
que 1’ordre des prestations était défini conformément aux principes de pudeur et de participation genrée. Ainsi,
I’événement musical n’était pas seulement une prestation artistique, mais aussi une pratique socialement
réglementée. L’étude montre également que cette tradition est restée vivante des années 1960 a la fin des années
1980. Elle a toutefois commencé a s’affaiblir dans les années 1990 en raison de la généralisation des salles de
mariage, des instruments de musique électroniques, des migrations, de 1’évolution des habitudes de
divertissement et des transformations de la vie culturelle locale. Ces changements ont progressivement réduit
les espaces de représentation et la nécessité sociale des joueurs de ciimbiis malvoyants.

Cette étude conclut que la pratique du ciimbiis par des personnes malvoyantes a Besni doit &tre
appréhendée a travers les dynamiques interdépendantes du handicap, de I’acceptation sociale, de la confiance
morale, des moyens de subsistance et de la culture musicale locale. Les musiciens étudiés n’étaient pas des
sujets passifs du handicap ; au contraire, ils se sont activement forgé une place respectée grace a la musique.
Leurs prestations révélent comment la musique peut devenir un vecteur par lequel le handicap est réinterprété
socialement et transformé en participation culturelle. L’article démontre également que les pratiques musicales
locales ne peuvent étre comprises uniquement a travers le répertoire ou les instruments. Elles doivent également
étre examinées a la lumiére des relations sociales, des espaces genrés, des codes moraux et des évolutions
historiques. De futures études pourraient comparer des pratiques similaires dans d’autres régions, examiner le
handicap et la pratique musicale dans différentes traditions locales, ou se concentrer plus particuliérement sur
les espaces de représentation genrés dans les cultures musicales rurales.

Mots-clés : musicologie, Besni, climbiis, handicap, musique locale, acceptation sociale

Resumen Estructurado:

Este estudio analiza las practicas musicales de los intérpretes de ciimbiis con discapacidad visual de
Besni y sus alrededores, enmarcadas en sus contextos sociales, morales y culturales. La investigacion se centra
en cuatro musicos que forman parte de la memoria local: Serif Kiitiik¢lioglu, Mustafa Yasav, Ahmet Kasap y
Mehmet Karatas. Estas figuras no se consideran meramente intérpretes individuales, sino representantes de una
experiencia local especifica en la que se entrecruzan la discapacidad, la maestria musical, los medios de
subsistencia, la confianza moral y la aceptacion social. El objetivo principal del estudio es comprender coémo
se establecid, legitimo y transformé a lo largo del tiempo la posicion de los intérpretes de climbiis con
discapacidad visual en la cultura musical local de Besni. El estudio busca respuestas a las siguientes preguntas:
(Como influy¢ la discapacidad visual en las trayectorias vitales de estos musicos? ;De qué manera funciond
el talento musical como estrategia de sustento, dignidad y participacion social? ;Por qué se aceptaba a estos
musicos en los espacios de entretenimiento, especialmente en las reuniones de mujeres, donde la presencia de
hombres solia estar restringida? ;Qué papel desempefi6 el ciimbiig en la formacion de esta practica musical?
Por ultimo, ;cémo influyeron el cambio social, la migracion, los salones de bodas y las tecnologias de sonido
electronico en el declive de esta tradicion a partir de la década de 19907

El estudio se sitia en la interseccion entre la etnomusicologia, los estudios sobre discapacidad, la
historia cultural local y la sociologia de la musica. En lugar de abordar la discapacidad unicamente como una
condicion biologica o médica, el articulo la trata como un fendémeno experimentado socialmente e interpretado
culturalmente. En este sentido, la discapacidad visual se analiza en relacion con los roles sociales, los codigos
morales locales, la supervivencia econémica y el reconocimiento simbolico.

La investigacion también llama la atencioén sobre el significado cultural de la actividad musical en
contextos rurales y semirurales. En el caso de Besni, la actividad musical se presenta no solo como una
actividad artistica, sino también como una ocupacién socialmente significativa que permite a las personas con
discapacidad visual evitar la marginacion, distanciarse de la mendicidad y construirse una identidad publica
respetable. El ciimbiis, como instrumento sonoro, portatil y que se puede aprender de oido, pasé a ser
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fundamental en este proceso. Su capacidad sonora lo hacia idoneo para bodas y espacios de actuacion al aire
libre o semiabiertos, mientras que su estructura practica permitia a los misicos sin formacién formal basada en
la notacién musical desarrollar su competencia interpretativa a través de la escucha, la repeticion y la
transmision oral. El articulo contribuye a la literatura al abordar un tema que no se habia examinado
directamente hasta ahora: la relacion entre la discapacidad visual, la interpretacion del climbiis, los espacios de
entretenimiento para mujeres y la confianza moral en la memoria musical local de Besni. En este sentido, el
estudio ofrece una contribucion original a los debates sobre la musica, la discapacidad, la identidad local y la
memoria cultural.

Esta investigacion se basa en un enfoque cualitativo y etnografico. Los datos se obtuvieron mediante
entrevistas semiestructuradas y observaciones de campo realizadas en Besni y sus alrededores. El estudio se
apoya en narraciones orales, recuerdos locales y testimonios relativos a las vidas y las précticas interpretativas
de Serif Kiitiik¢iioglu, Mustafa Yasav, Ahmet Kasap y Mehmet Karatas. Se opt6 por la técnica de la entrevista
semiestructurada porque permite a los participantes narrar sus recuerdos, observaciones e interpretaciones con
detalle, al tiempo que permite al investigador centrarse en temas especificos como la discapacidad, el
aprendizaje musical, los espacios de actuacion, las practicas de entretenimiento diferenciadas por género, la
aceptacion social, los medios de subsistencia y el cambio cultural. Las observaciones de campo respaldaron
los datos de las entrevistas al ayudar a contextualizar las practicas nupciales locales, la disposicion espacial y
los significados sociales asociados a la creacion musical. Los datos se analizaron tematicamente. Los
principales temas identificados en el estudio incluyen la enfermedad infantil y la discapacidad visual, la musica
como medio de subsistencia, la confianza moral y la legitimidad social, los espacios de entretenimiento de las
mujeres, las cualidades funcionales del ciimbiis, los procesos de aprendizaje oral, el acompafiamiento ritmico
y el declive de la practica a partir de la década de 1990.

Los resultados muestran que los musicos analizados en el estudio perdieron la vista como
consecuencia de la viruela durante la infancia. Esta experiencia temprana de discapacidad marco el rumbo de
sus vidas posteriores y los orient6 hacia formas similares de orientacion social y econémica. Sin embargo, el
estudio no interpreta esta condicion unicamente como un problema de salud personal. Més bien, sostiene que
la discapacidad visual cre6 un terreno de vida compartido que influyd en su posicionamiento social, sus
elecciones profesionales y sus relaciones con la comunidad local. En este contexto, la practica musical fue mas
alla de una mera actividad econdémica. Se convirtid en una estrategia de supervivencia, dignidad y
reconocimiento social. Para las personas con discapacidad visual, tocar el climbiis ofrecia una forma de
participar en la vida comunitaria, obtener ingresos y evitar que se les asociara con la mendicidad o la
dependencia. A través de la musica, estas personas pudieron transformar una posicion potencialmente marginal
en un papel social respetado. Otro hallazgo importante se refiere a su aceptacion en los espacios de
entretenimiento femeninos. En el contexto cultural local de Besni, la participacion de los hombres en las
reuniones de mujeres solia estar restringida por normas de privacidad y decoro. Sin embargo, los intérpretes
de climbiis con discapacidad visual podian actuar en estos espacios. Esta aceptacion no se basaba inicamente
en su discapacidad o en su habilidad musical, sino que también estaba estrechamente relacionada con su
reputacion moral, su comportamiento comedido, su fiabilidad y la confianza que se habian ganado dentro de
la comunidad. Por lo tanto, el estudio sostiene que la legitimidad social de estos musicos se construyo a través
de la combinacion de la competencia musical y la credibilidad moral. El ciimbiis desempefié un papel central
en esta practica. Su sonido potente, su portabilidad y su idoneidad para aprender de oido lo convirtieron en un
instrumento funcional para contextos de bodas y entretenimiento. En los entornos de entretenimiento
femeninos, el acompafiamiento ritmico solia correr a cargo de mujeres o nifios, lo que demuestra que el orden
de las actuaciones se configuraba de acuerdo con principios de privacidad y participacion diferenciada por
género. Asi pues, el evento musical no era solo una actuacion artistica, sino también una practica regulada
socialmente. El estudio también muestra que esta tradicion se mantuvo viva desde la década de 1960 hasta
finales de la de 1980. Sin embargo, comenz6 a debilitarse en la década de 1990 debido a la proliferacion de
salones de bodas, los instrumentos musicales electronicos, la migracion, los cambios en los habitos de
entretenimiento y las transformaciones en la vida cultural local. Estos cambios redujeron gradualmente los
espacios de actuacion y la necesidad social de los intérpretes de climbiis con discapacidad visual.

Este estudio concluye que la interpretacion del ciimbiis por parte de personas con discapacidad visual
en Besni debe entenderse a través de las dindmicas interrelacionadas de la discapacidad, la aceptacion social,
la confianza moral, los medios de subsistencia y la cultura musical local. Los musicos analizados en el estudio
no eran sujetos pasivos de la discapacidad; méas bien, se forjaron activamente un lugar respetado para si mismos
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a través de la musica. Sus actuaciones revelan como la musica puede convertirse en un medio a través del cual
la discapacidad se reinterpreta socialmente y se transforma en participacion cultural. El articulo también
demuestra que las practicas musicales locales no pueden entenderse tinicamente a través del repertorio o los
instrumentos. También deben examinarse a través de las relaciones sociales, los espacios de género, los codigos
morales y el cambio histérico. Estudios futuros podrian comparar practicas similares en otras regiones,
examinar la discapacidad y la maestria musical en diferentes tradiciones locales, o centrarse mas detenidamente
en los espacios de actuacion marcados por el género en las culturas musicales rurales.

Palabras clave: musicologia, Besni, ciimbiis, discapacidad, musica local, aceptacion social.
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CTpyKTypUpOBaHHOE pe3loMe:

B naHHOM HccnienoBaHUM pacCMaTPUBAIOTCS MYy3bIKaIbHbIE NPAKTHKK UCIIOJIHUTENCH Ha JKyMOy1e
C HapyUICHHSAMH 3pEHHUS B BECHM M ero OKpeCcTHOCTSIX B MX COLMAIBHOM, MOPAJBbHOM H KyJIbTypHOM
KOHTeKcTax. MccnenoBanue cocpeoTOueHO Ha YEeThIPeX My3bIKaHTaX, COXPAHUBIIMXCS B MECTHOM MaMSTH:
epud Krotroxkuéormy, Mycrada Scas, Axmer Kacan u Mexmet Kaparamr. DT THIHOCTH paccMaTpUBAIOTCS
HE TMPOCTO KaK OT/EIIbHBIE UCTIOHUTEIIH, & KaK MPEACTABUTEIH CIIEIM()UIECKOT0 MECTHOTO OITBITa, B KOTOPOM
MepEeCeKaroTCsl TaKhe aCHEKThl, KaKk HHBAJIMIHOCTh, MYy3bIKaJIbHOE MAaCTEPCTBO, CPEACTBA K CYIIECTBOBAHUIO,
MOpaJIbHOE JIOBEpHE U COLMaIbHAs ITpueMiaeMocTb. OCHOBHAS LIeJIb UCCIIEA0BaHNS — MOHSTD, KaK C TEYCHHEM
BpPEMEHHU B MECTHOH My3BIKIbHOH KyIbType becHu ¢popmupoBaiock, y3akoOHUBaIOCh M TPAHC(OPMHUPOBAIOCH
TIOJIOKCHHE CIICTIBIX HCIIOJIHUTENEH Ha JpKymOymre. B mccinenoBaHMM WITYTCS OTBETHI Ha CIEAYIOIIHE
BOIIPOCHI: KaK WHBAJIMIHOCTD I10 3pEHMIO MOBIHMSIA HA KU3HEHHBIE TPACKTOPHH ATUX My3bIKaHTOB? Kakum
00pa3oM My3BIKAUIBHOE MAacTepPCTBO BBICTYNAJIO B KadecTBE CTPATETHH OOECTEYEeHUS CpEeACTB K
CYIIIECTBOBAHMIO, COXPAHEHHS IOCTOMHCTBA M y4acTus B o0miecTBeHHOH ku3HU? [loueMy 3THX MY3BIKaHTOB
MIPUHUMAJH B pa3BIeKaTeIbHBIX 3aBEACHUIX, OCOOCHHO Ha KEHCKUX COOpaHMAX, I1ie MPHUCYTCTBUE MY>KYHH
00bI4HO ObLIO orpanryeHo? Kakyro posb ceirpait JukyMOyIl B GOpMUPOBAHUH ATOW My3bIKaIbHON MPAKTHKU?
W, HakoHeI1], Kak COIMaIbHbIE M3MEHEHUS, MUTPALIUs, CBaIeOHbIC 3aJIbI U 2JIEKTPOHHbIE 3BYKOBBIE TEXHOJIOTHH
MOBJIMSAJIM Ha yHaloK 3Tod Tpaauuuu nocie 1990-x rogos?

I/ICCJIC,HOBEIHI/IC HaxXoJqUuTCsA Ha CTbBIKE 3THOMY3bIKOJIOI'UH, I/ICCJ'IGHOBEIHI/Iﬁ 10 l'[pO6J'I€MaM
HWHBAJIUWJIHOCTH, MECTHOH KyJ'ILTypHOﬁ HUCTOPUHN U COLTUOJIOTUN MY3bIKU. BwmecTo Toro 4To0b! paccMaTpuBaTh
HHBAJIMJHOCTDH UCKIOYHUTCIIBHO KaK OHOJIOIHYECKOE HIIH MCINIHNHCKOE COCTOSIHUC, B CTATHE OHA TPAKTYETCA
KakK sIBJICHUE, IICPEIKNBACMOC B COIUAJIBHOM KOHTEKCTEC U UHTCPHPETUPYLEMOC C KyJILTypHOﬁ TOYKHU 3pCHUS. B
9TOM OTHOIICHHUH np06neMa HapyHaICHUA 3pCHUA OGCy)K}IaeTCH B CBA3U C COOHAJIBHBIMU POJIAMH, MECTHBIMH
MOpPaJIbHBIMU HOPMaMH, SKOHOMHUYCCKNM BBIDKUBAHUEM U CUMBOJIMYECKUM ITPU3HAHUEM.

HccnenoBanue Taxke obpamiaer BHUMaHHE Ha KyJBTYpHOE 3HaUCHHE MY3BIKaJbHOTO MacTEPCTBA B
CEIIbCKHX U TOJIyCENIbCKHX YCIOBUSIX. B ciyuae ¢ becHu My3bIkaabHOE MacTEpCTBO MPEACTAET HE TOJIBKO Kak
XYAOXKECTBEHHAs] [JESTENbHOCTh, HO W KaK COIHMAJIbHO 3HAYUMOE 3aHITHE, IO3BOJISIOIIEE TIOISIM C
HapymIeHUSAMH 3peHus u30exaTh MapruHajIW3alyi, JUCTAaHIHPOBAaThCS OT MOIPOMIAHHWYECTBA U
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cOpMHUPOBATh YBA)KAEMYIO OOLIECTBEHHYIO WACHTHYHOCTh. JIKyMOym, Kak TPOMKHH, MOPTaTUBHBIA H
JOCTYIHBIA JUIi OCBOGHMS Ha CIyX HHCTPYMEHT, CTall LEHTPAIBHBIM 3JIEMEHTOM 3TOro mpomuecca. Ero
3BYKOBBIE BOSMOKHOCTH JIEIIATH €T0 MOAXOASAIINM JUIS CBafeO M OTKPBITHIX MM HOIYyOTKPBITHIX KOHIIEPTHBIX
IUTOIIAJIOK, @ €r0 MPAaKTUYHAst KOHCTPYKIINS MO3BOJIIa My3bIKaHTaM, HE HMEIOINM ()OPMAIBHOTO 00ydeHHS
HOTHOM IrpaMoTe, pPa3BUBATh UCIIOIHUTENLCKUE HABBIKK TOCPEACTBOM NPOCITYIINBAHNS, IOBTOPEHUS U YCTHOU
nepenaud. /laHHas cTaThsl BHOCHT BKJIAJ B HAyYHYIO JINTEPATypy, 3aTparusas TeMy, KOTopasi paHee He Oblia
HETOCPE/ICTBEHHO MCCIIEI0BaHA: B3aUMOCBS3b MEXy HapyICHHEM 3PEHHs, UCIIOJHEHUEM Ha JpKyMOyIle,
JKEHCKMMH pa3BJIE€KaTENbHBIMU NIPOCTPAHCTBAMU U MOPAJIBHBIM JIOBEPHEM B MECTHOM MYy3bIKAJIILHON NMaMATH
BecHu. B 3ToM OTHOIIEHNY HCClIeI0BaHUE TIPENICTABISIET COOO0M OPUTHHANBHBIN BKJIaJ B AUCKYCCHH O MY3BIKE,
WHBAJTHIHOCTH, MECTHOH MICHTUYHOCTH M KyJIbTYPHOH NaMSITH.

JlaHHOE HCCle0OBaHNE OCHOBAHO HAa KaYECTBCHHOM M 3THOrpaduueckom moaxoze. JlaHHbIe ObLTH
MOTYyYEeHbI TTOCPEICTBOM IOIYCTPYKTYPHPOBAaHHBIX MHTEPBBIO M IOJEBHIX HAONIOACHWUH, NPOBEACHHBIX B
becan u ero oxpectHOCTsX. VccinenoBaHue ommpaeTcs Ha yCTHBIE PACCKa3bl, MECTHBIC BOCIIOMHUHAHHS U
CBHJICTENIECTBA, KACAIOLIMECs XM3HM W HCIONHHUTENbCKOM mpaktuku [llepnda Krotroxuéormy, Myctadsl
ScaBa, Axmera Kacama m Mexmera Kaparama. Beur BeIOpaH MeTOA MONMYyCTPYKTYpHUPOBAaHHBIX HHTEPBBIO,
MOCKOJIBKY OH TII03BOJISIET Y4YacTHHKaM MOAPOOHO H3JaraTh CBOM BOCIIOMHUHAHUs, HAOJIOJNEHUS H
HMHTEPIPETALNH, a TAKXKe 1aeT UCCIIEI0BATEII0 BO3ZMOXKHOCTh COCPEIOTOUNTHCA Ha KOHKPETHBIX TeMaX, TaKUX
KaK HMHBAJIUIHOCTb, 0O0y4YeHHE My3bIKE, MPOCTPAHCTBA HCIIOJHEHHS, I'CHIEPHBIC NMPAKTUKU DPa3BICYCHUH,
collMaJIbHasi IPUEMIIEMOCTb, CPEJICTBA K CYIIIECTBOBAHUIO U KyJIbTypHBIE H3MeHeHHUs. [loseBble HaOmOAeHNS
MOAKPENWIN JaHHBIE MHTEPBBIO, IOMOTas KOHTEKCTYaJM3MpOBaTh MECTHBIE CBaJeOHBIC TpaIULIUH,
MIPOCTPAHCTBEHHYIO OPTaHU3aINIO U COI[HATIbHBIC 3HAUEHU, TIPUIaBaeMble MY3ULIIUPOBAaHUIO. AHAIN3 TaHHBIX
MPOBOAWIICS TI0 TEMaTHYECKUM HampaBieHHsM. OCHOBHBIC TEMBI, BBHISBICHHBIE B XOJE HMCCIICIOBAHUS,
BKJTIOYAIOT AETCKYIO OOJIE3Hb M HapyIICHUE 3PEHHMsS, My3bIKy KaK CPEACTBO K CYIIECTBOBAHHIO, MOPAIBbHOE
JOBEpUE W COIMANBHYIO JIETHTHMHOCTH, IPOCTPAHCTBA DPA3BICUCHUH [UIA JKCHIIWH, (YHKIMOHAIIbHBIC
KavecTBa JKyMOyIIa, MPOLECChl YCTHOTO OOYyYeHHs, pHTMHYECKOE COIPOBOXKICHHE, a TAKKe YHaJOK 3TOH
npakTuku nociue 1990-x ronos.

Pe3ynbTaThl MOKa3bIBAIOT, YTO MY3BIKAHTBI, O KOTOPBIX HAET PEYb B KCCICIOBAHHH, JHIIUINCH
3pEHHUsI B Pe3yJbTaTe NMEPEHECEHHOW B JIETCTBE OCIbI. DTOT PAHHUN OMBIT WHBAIMIHOCTU OMPEACINI HX
JTbHEHINe JKU3HEHHbIE IyTH M HANpaBWI HX K CXOXHM (opMaM COIMAIbHON M 3KOHOMHUYECKOH
opuenraruu. OHAKO B UCCIICAOBAHHH 3TO COCTOSHHAE HE UHTEPIPETUPYETCS MCKIFOUHUTEILHO KaK JIMYHAS
npobjeMa co 310poBbeM. HampoTuB, B HEM YTBEpPXKIACTCS, YTO HAPYIICHHE 3PCHUS CO34aI0 OO0
)KI/I3HeHHyIO OCHOBy, HOBHI/IHBIHyIO Ha HUX COHOUAJIBHOC ITOJIOXKCHUC, BI)I60p HpO(beCCI/II/I U OTHOLICHUA C
MECTHBIM COOOIIECTBOM. B 3TOM KOHTEKCTE€ My3BIKATBHOE MACTEPCTBO BBICTYNAJIO HE MPOCTO Kak
IKOHOMHUYECKAS IeSITeIbHOCTh. OHO CTANI0 CTpaTeruell BbKHUBAHUS, COXPAHEHHS JOCTOUHCTBA M COLMAILHOTO
npusHanus. [y frofei ¢ HapylieHHeM 3peHHs Wrpa Ha PKyMOyIle JaBaja BO3MOXHOCTh Y4acTBOBAaTh B
OOIIECTBEHHOW KM3HHM, 3apabarhiBaTh HA KHU3Hb M HM30eraTh accolMAIMil C TMONPOIIAHUYECTBOM WU
3aBUCUMOCTBIO. biiaroapst My3bIke 3TH JFOIU CMOTJIH IPEBPATUTH MOTEHIIUAIHHO MAPTUHATIBHOE MOJIOKEHUE
B YBaXacMyl COLHAJIbHYI0 poyib. Elle OMMH BaXKHBIH BBIBOJ KACACTCS WX MPUHATHS B IKEHCKUX
pa3BiieKaTENbHBIX 3aBEJICHUSAX. B MECTHOM KyJIbTYpHOM KOHTEKCT€ BecHM ydacTue My>KUMH B >KEHCKHX
CO6paHI/I$[X, KakK HpaBI/IHO, OFpaHI/I‘II/IBa.HOCI) HOpMaMI/I HpI/IJ'H/I‘II/IH nu HerI/IKOCHOBeHHOCTI/I ‘IaCTHOﬁ JKHNU3HU.
OJIHaKO CJICTIBIC HCIIOJIHUTCJIIN Ha )I)KyM6yIJ_Ie MOTJIN BI)ICTyHaTI:- B OTUX HpOCTpaHCTBaX. TaKoe HpI/IHSITI/Ie
OCHOBBIBAJIOCH HE TOJIBKO Ha UX MHBAJIUJIHOCTU HUIIN My3I)IKaHI>HI)IX CHOCO6HOCTHX. OHO TAKXKEC 6])1.]'[0 TECHO
CBSI3aHO C MX MOPAJIbHOW permyTalueil, cepKaHHBIM MMOBEICHUEM, HAIEKHOCTRIO M IOBEPUEM, KOTOPOE OHU
3aBoeBaJIM B coobriecTBe. TakuM 00pa3oM, B HCCICOBAHUHU YTBEPIKIAACTCS, YTO COIHATIbHAS JISTUTUMHOCTD
9THX MY3BIKAHTOB (pOpMHpOBANACh OJarogaps COYETAHHIO MY3BIKAIFHOW KOMIETEHTHOCTH W MOPATBHON
Ha&xHOCTH. [[FOMOIOII Urpal HEHTPANTBEHYIO POJb B 3TOH mpakThuke. Ero MOIIHBINA 3BYK, MOPTATUBHOCTH U
MPUTOAHOCTE JJIsi OOYYEeHHS Ha CIIyX JAeNadd ero (pyHKIHOHAIFHBIM HHCTPYMEHTOM Il CBaJcOHBIX H
pa3BICKATEIBHBIX ~ MEPONPHUATHH. B KCHCKHX  pa3BICKATENBHBIX  MEPOIPHATUSIX  PUTMHYECCKOE
COIPOBOXKJCHUE YacTO OOECIICYMBANN JKCHITUHBI WIH JIETH, YTO CBUJICTEIBCTBYET O TOM, YTO MOPSIOK
BBICTYIIJICHUH (OPMHPOBAICS B COOTBETCTBHHM C TPHHIMIIAMH HEIPUKOCHOBEHHOCTH YAaCTHOH >KU3HU U
TeH/IEpPHOTO y4acThs. TakuMm 00pa3oM, MY3BIKAILHOE MEpONPHUSATHE ObUIO HE TOJNBKO XYJIO0KECTBEHHBIM
[IPECTaBICHUEM, HO U COLMAJIBHO PETYJUpyeMoil npakTukoi. MccnenoBaHue TakKe MOKa3bIBAET, YTO 3TA
Tpaaulus ocTaBayiach akTUBHOU ¢ 1960-x mo koner 1980-x romoB. OmHako B 1990-e romsl oHa Hadama
ocnabeBaTh M3-3a PACHpPOCTPAHEHUS CBaJEOHBIX 3alIOB, SJIEKTPOHHBIX MY3BIKAIBHBIX HHCTPYMEHTOB,
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MUTPaNNHN, U3MCHEHUS MIPUBHIYEK B cepe pa3BiIeUeHNN U MPeoOpa3oBaHUil B MECTHON KyJIbTypHOU JKU3HMU.
OTH W3MEHECHHS TIOCTENIEHHO MPUBEIN K COKPAIIECHWIO IPOCTPAHCTB IS BBICTYIUICHMH WM CHIDKECHHIO
COIIMATBHON BOCTPEOOBAaHHOCTH CIIEIIBIX UCIIOMHUTENICH Ha JHKyMOy1Ie.

B nmanHOM HccienmoBaHWM AETaeTCA BBIBOA O TOM, YTO HCIOJNHEHHWE HA DKyMOyIIe IIOIBMH C
HapylIeHUsMU 3peHHs B bBecHu clemyeT paccMaTpuBaTh 4Yepe3 IpPU3MY B3aMMOCBSI3aHHOM IHMHAMHKU
UHBAJIUAHOCTHU, COLMATIbHON MPHEMIEMOCTH, MOPAIbHOTO JIOBEPHs, CPEICTB K CYLIECTBOBAaHUIO U MECTHOI
MY3bIKaJIbHOW KyJBTYpbl. MYy3BIKaHTBI, paccMaTpuBacMble B HCCIEIOBaHHM, HE OBUIM IAcCUBHBIMHU
CyOBeKTaMH MHBAJIUIHOCTH; HAIIPOTUB, OHU aKTUBHO CO3JaBAJIM Ul ce0sl yBaKaeMOe MECTO IOCPEIICTBOM
My3BIKA. VX BBICTYIUIEHHs IIOKa3bIBAaIOT, KaK My3bIKa MOXXET CTaTb CPEACTBOM, C IIOMOIIBIO KOTOPOIO
WHBAJIHIHOCTH TIEPEOCMBICIIMBACTCS B COLMAIBHOM KOHTEKCTE U TPAaHC(HOPMHUPYETCS B KYJIbTYPHOE ydacTHeE.
Cratbsl Tarxke IEMOHCTPHPYET, YTO MECTHBIC MY3BIKAIBHBIC IMPAKTUKU HENb3S MOHMMAaTh HCKIFOUUTENBHO
yepe3 IMpU3My penepryapa WIH HWHCTPyMEHTOB. VX HE0OXOIMMO paccMaTpuBaTh TAaKXKE B KOHTEKCTE
COIMANBHBIX OTHOWICHUH, TCHICPHBIX IPOCTPAHCTB, MOPAIBHBIX KOJEKCOB U HCTOPHUECKHX HM3MEHEHHI.
Bynymme wuccnenoBaHuMs MOTYT CpaBHHBATh AHAJIOTHYHBIE TPAKTHKH B JPYTHX PErHOHAX, H3ydaTh
WHBAJIMIHOCTh W MY3bIKaJbHOE MACTEPCTBO B PA3IMYHBIX MECTHBIX TPAAMIUAX WIM YIEISATh OOIbIie
BHUMAaHHUS T€HAEPHBIM NIPOCTPAHCTBAM HCTIOJIHEHHS B CEIbCKUX MY3BIKANbHBIX KYJIbTypax.

KuiloueBble ciaoBa: My3blkoBeAeHHe, becHu, TkyMOyill, WHBaJIHIHOCTb, MECTHAas MY3bIKa,
coluanbHas IPUEMIIEMOCTb.

o -

Tg LT ST IR ISP AU & & H =fDEH TRl areh! & iftd et sragri ot 3%
TR, Afde SR TRafad deul # Sffd oaT 81 I8 MY W Wfd § sifad IR WideRi R Higd
2: AN Fageiie, THE! TG, gHc HRTT 3R AgAe FRARI| 7 AfGTal B Had AfaaTd
HABRI b U H T8l sfctp Tep IRy WFIT 3y 3 ufafeET & wu & Sar Sirar &, /s fae e,
Tt Rra, sefaeT, Afde faym s I Wi oMU & ISt g8 ¢ | 50 31800 &I T 3o
Tg JH § o Sl ot g Tiita Tl & 9o & Oy eDEH e argsd! & fRufa 9 wifda, du
3R wuialkd g3 | T8 e fFafafad st & IR Wiedr §: =T A 379 TiaeRY & sitad &1 fa=m
&9 Fruifa @t Sitaemear 3 srehtfaeT, Tiar sk arors HrfieRt &t Xurifa & w0 & {5y UeR st
frar 1 TiiideR! & TR & W H, faRy ¥ u § Bfgarst & Sweast §, Sel o dR W gou &
Jufyfa ufcaferd gt off, 3t Wier o mar 59 dita snar & fafor & SwgRr 3 Fr yfiyeT Ay
3id H, 1990 P §1q I8 WRT & U Bl FHIND URadH, TareH, faa® g @ik saeeie @i
TrRNffeal F 8 wyIfad fear

g 3T QBN fAHANTIT 31eaH, R Gipfae Sfagr ok Wit & JrTeT=iRd

& W R YT g | FAGaiTar &) dad Ue sifde a1 fifese fRufd & U o 38 & S99, 98 o6 59 Th

TS U ¥ ST SR AR s T A ARSI " & U H TRgd ol ¢ | 39 Jaiy &, = fParfia

%ﬁgﬁwﬁﬁa@mﬁ,aﬁa%ﬁ%ﬂaﬁ,mmsﬁ?mﬁmﬁw%mﬁﬁﬁﬁ
|

g iy uretor 3R 3ref-amfior Tt & TiideR 8 & IRpfasw od W it erm e fa aRar 8|
IH & A H, THaeR gHT 1 Had U HATdD TAfay & &9 § dfed Th JMHToIS ©0 § T U=
& =g ot g 31 B, ST EREH safaaal &) giRE W oM § §99, Hig TH ¥ GE B R B 3R
TP TS rdol—es g a1 B G&rd ST § | ST, Ueh a9l SATATS! aTal, Tiead 3R 490l gRT
a1 qH aTelt T I B9 & AN, $9 UihdT 1 g & 71| ST i &FaT 39 TMedl 3R g
7 3¢l g UeRH wiEl & for Suged S off, Siafer 39! aragiRe TR u=iie FewH-snerd
URreor & o TfiaeRl &1 gom, SeR 3R Hifad TaRUr & W § UGk &mdT fAsRa & &t
3rAfa T 2Rt | TE g U U faw ) WeIfd R Iifeed B ATe a1 § o) ugd i) dR R i
TP TE B I ) W Jrita Wi & =P arfirddr, SR vexiF, afgersit & TR =i 3R Afde
Ay & o9 &1 Jay | 3T ey &, T8 37eqg- G, fadwanTal, RIHG ugaH SR I fas Wid el
arelt =tett H U Wi aiTeH Sar g

Turkish Studies, 21(O1)



Visually Impaired Ciimbiig Performers in Besni: Disability, Musicianship, and Social... 765

g MY TP OMTAS IR ToIIIg VDIV W AT g1 ST SH1 3R 3D U & & o
AT sref-TRf WaTRT 3R &g sraaid-l & W ¥ U fan an o1l g8 sreage AN®
SIS, BT TG, HEHT HUTY, 3R HeHe BRI & sitad 3R J&=H gurel ¥ Fafta difasw
AT, QI A1e) iR Tarfeal o R Frar 1 sre-TRfyd QremerR aob-ie &1 saferd wufiear <t s
i T8 UfaHTi 1 3ot arel, Sraeiie-l TR SaRealt &1 fawdR | §d i SAfd <ot §, 1 &t
MYl Bl famaTar, Tid WRa-, TG AT, fAT-snenia gaRem wuist, S Widta, srefifaes!
3R IRpfaw aRadd o ARy faval ©R ear Sfed &= 7 o wem s 21 &g sradie! 3w
fare vursh, wifie sgawirslt SR Wiiia-fFmior ¥ 98 wmifsre orf @ Tefifd o= o Heg <&
TeTh R Sl &1 g9 farar|

321 &1 fawaiTd U & faweryor faran | sreqg & ugam ¢ e fawd! & seuH &1 ARt 3R
=M T, ifid & SifadT & U H, Afae faym SiR ariore aedr, afgarsii & TR & I, SR
ﬁm?ﬁw,m%ﬁﬁw,mwu, 3R 1990 & TRH & d1G 3T YT T &
MAA R

st a4 € for Sregge o =it forw U S itae Rl A 9= & 9w & HRUT U Y @ d o

ST P T BT SHA A 30 §1G & Sita- & | BT SBR AT 3R I¢ JHM qrH1ors
3R 3nffer siffamara ot 3R AR fosan | gTaifes, sremom 4 fRufd &) e dhad U afaara wWred
I & T § T8 BT § | Sfewh, T8 dh ol ¢ b €D F14T = U 1 Sia- YR F17 form 3t
o fRufd, el el SR RIF 9™ & 91y 3¢ et &I yuifad fear| 39 e &,
TifiaepTidr T 3ififes fafafy & Fgt sgbx B dal Af | I8 Shifdd 34, TRHAT 3R IraTfores A1 st
U IS 99 773 | 2fPE aufaaal & g, SHeRT ST ArgeTiie siiae § U R, S iffd &A, iR
g T a1 A B F9 BT Th aRih] UG HRdl UT| Iiitd & H1e9d ¥, A Afad T JHIfad &4
T BIRN R e 31 A B v Twmfa arfre YT  ggom § e 31 Ue 3R Agayuf fAssy
Afearst & TARSH RIF! & ! Wil I W& g1 TH & W Repfae def & Afearst o
T3l & geet ot UrieRY o dR R MU=tadT 3R Tafel & AFde! gRT uiasfed ot graifes, eddh
THIRT ATadh 34 VAT T UaRH B3 B 9&H ¥ | T8 Wi d had 30! [ aiTdl a1 I &Hdl IR SR
T 2| Ig 3! A ufsT, Yafid SraeR, fAyeigar ik wHe™ & i ifid fayma @ of ufg
U Yafid At | 3ufere, st g adb ad1 § {6 37 SiiiasRi 3t arifore dedr St e iR Afds
fay-iaar & Faom & A 9 [fifd g8 1 59 g § o A U e Yt M| st O
3fTaTe, el off & ST BT AT, iR HF W B YR & 3Hd 819 1 33 WM 3R FARSH & Gt
& foIC T rasTRe e 1 faaT| Afganst & RS & SHa¥R] W, TG 1Y SRR Afgarsit a1
el gRT T ST o, S 98 e2iie § b Ueei= ot oawt Tiiostar @R fefrr-amenia e & Rigid
F IIER 3MHR 2 7 R 39 UPR, Gifid HRiHH Had T belledd UG & 8] Sfewh Uob FHISID
U 3 fafFafid vy f ot g8 e g7 o axifan & S 8 TR 1960 & G | 1980 F GVP & 3fd
qb Alehd X1 BT, 1990 o GRIP H RT] Bid b UNIR, JAa b HITd aTei=l, YR, Igard! JAIRe
@} MTEal 3R RIFHYT ARpfad Siaw & uRad=f & SR 98 FHGR g9 @i | 39 uRad-r 7 dR-eR
RS TR ATEH! & TR & RIFT 3R I SaRgddl 6! &H B e

Tg 31y sy Fraar § f ot # =S Siar uexiH & fawardr, wmieie wWiefa,
A faym, sireiifaenT SiR R itd eefa &1 sl Tefera nfa=fierar & drerd 3 o S arfeu|
3egg H i U ifiaeR fawantar & fFAfspa fawa T8t 2 afew, 317 Iifta & Areny @ 9fpy w0 3
3o T T TG RIM ST 3% USRI F UdT Teld § & Tifid 8 Teb Ua1 A1ed s Jhdll ©
s Arey ¥ faswaiTar ot I 0 YHaie i Skl § 3R 39 IRefae UriteRt # sqd far
STaT 31 I8 g gg o ewifar § fo wiriig Tifta vursit Y rad Ma-dug a1 g & A1erd ¥ gt 99
ST ghdl &1 ST U0 I e, fe-snemia =i, Afade dfedreit ok efaeiie uRkad &
a1y § o forar o anfe | Hiawr & sreee o & B T yuTell &1 g aR Uhd o, it R
RT3 & fawmaiTar 3iR TiaemIGT &1 offd &R Tdhd &, a1 ATHI0N Siiid Seapfaal & fef-smemia ues=
R R 346 TP T e Hiad B JHhd g |

www.turkishstudies.net/turkishstudies



766 Sultan Bilget Giigliier

PIaS: AR, ST, ST, fAwaiTdr, R Witd, JmToes Wiefd|

Yapilandirilmis Ozet:

Bu c¢alisma, Besni ve ¢evresinde gérme engelli ciimbiis icracilarinin miizikal pratiklerini toplumsal,
ahlaki ve kiiltiirel baglamlari icinde incelemektedir. Aragtirma, yerel hafizada Serif Kiitiik¢iioglu, Mustafa
Yasav, Ahmet Kasap ve Mehmet Karatag isimleriyle hatirlanan dort miizisyene odaklanmaktadir. Bu kisiler
yalnizca bireysel icracilar olarak degil; engellilik, miizisyenlik, gecim, ahlaki giiven ve toplumsal kabuliin
kesistigi 6zgiil bir yerel deneyimin temsilcileri olarak ele alinmaktadir. Calismanin temel amaci, Besni’nin
yerel miizik kiiltiirli iginde gdérme engelli ciimbiis icracilarinin konumlarinin nasil kuruldugunu,
mesrulastirildigint ve zaman iginde nasil doniistiigiinii anlamaktir. Caligma su sorulara cevap aramaktadir:
Gorme engellilik bu miizisyenlerin yagam giizergahlarimi nasil sekillendirmistir? Miizisyenlik hangi yonleriyle
gegim, sayginlik ve toplumsal katilim stratejisi olarak islev goérmiistiir? Erkeklerin varligmnin genellikle
smirlandirildig: kadin eglencelerinde bu miizisyenler nasil kabul gérmiistiir? Climbiis bu miizikal pratigin
olusumunda nasil bir rol iistlenmistir? Son olarak, toplumsal degisim, go¢, diigiin salonlar1 ve elektronik miizik
araglari bu gelenegin 1990’lardan sonra zayiflamasini nasil etkilemigtir?

Calisma, etnomiizikoloji, engellilik ¢calismalari, yerel kiiltiir tarihi ve miizik sosyolojisinin kesigiminde
konumlanmaktadir. Engellilik yalnizca biyolojik ya da tibbi bir durum olarak degil, toplumsal olarak
deneyimlenen ve kiiltiirel olarak anlamlandirilan bir olgu olarak ele alinmaktadir. Bu dogrultuda gérme
engellilik; toplumsal roller, yerel ahlaki kodlar, ekonomik hayatta kalma ve sembolik taninma ile iligkili olarak
tartigilmaktadir.

Arastirma, kirsal ve yari-kirsal baglamlarda miizisyenligin kiiltiirel anlamina da dikkat ¢ekmektedir.
Besni orneginde miizisyenlik yalnizca sanatsal bir faaliyet degil, gorme engelli bireylerin dislanmadan
uzaklagmalarini, dilencilikle 6zdeslestirilmemelerini ve saygin bir kamusal kimlik kurmalarini saglayan
toplumsal agidan anlamli bir meslek olarak goriinmektedir. Giiclii sesi, tasinabilirligi ve kulaktan 6grenmeye
elverisli yapistyla climbiis bu siirecin merkezinde yer almistir. Ses kapasitesi onu diigiinler ile acik ya da yar1
acik icra mekanlari i¢cin uygun héle getirirken, pratik yapist nota temelli resmi egitim almamis miizisyenlerin
dinleme, tekrar ve sozlii aktarim yoluyla icra yeterliligi gelistirmesine imkan tanimigtir. Makale, Besni’nin
yerel miizik hafizasinda gérme engellilik, climbiis icrasi, kadin eglence alanlar1 ve ahlaki giiven arasindaki
iligkiyi dogrudan ele alan bir ¢alismanin bulunmamasi nedeniyle literatiire katki sunmaktadir. Bu yoniiyle
calisma; miizik, engellilik, yerel kimlik ve kiiltiirel hafiza tartismalarina 6zgiin bir katk: saglamaktadir.

Bu arastirma nitel ve etnografik bir yaklasima dayanmaktadir. Veriler, hayatta olan tek icract Ahmet
Kasap’m da yer aldig1 sekiz kaynak kisiyle gergeklestirilen yart yapilandirilmig goriismeler ve Besni ile
¢evresinde yiriitillen saha gozlemleri yoluyla elde edilmistir. Calisma; Serif Kiitiik¢lioglu, Mustafa Yasav,
Ahmet Kasap ve Mehmet Karatag’in yagamlari ve icra pratiklerine iliskin s6zIi anlatilara, yerel hafizaya ve
tanikliklara dayanmaktadir. Yar1 yapilandirilmis goriisme teknigi, katilimeilarin anilarini, gézlemlerini ve
yorumlarini ayrintili bigimde aktarmalarina olanak tanidigi i¢in tercih edilmistir. Ayni zamanda arastirmacinin
engellilik, miizikal 6grenme, icra mekanlari, toplumsal cinsiyetle iligkili eglence pratikleri, toplumsal kabul,
gegim ve kiiltiirel degisim gibi belirli temalara odaklanmasini miimkiin kilmigtir. Saha gozlemleri ise goriisme
verilerini desteklemis; yerel diigiin pratiklerinin, mekénsal diizenlemelerin ve miizik yapmaya yiiklenen
toplumsal anlamlarin baglamsallastirilmasina katki saglamistir. Veriler tematik olarak analiz edilmistir.
Calismada belirlenen baglica temalar; ¢ocukluk hastalifi ve gérme kaybi, gecim araci olarak miizik, ahlaki
giiven ve toplumsal mesruiyet, kadin eglence alanlari, climbiisiin islevsel 6zellikleri, kulaktan 6grenme
stirecleri, ritmik eslik ve 1990’lardan sonra pratigin zayiflamasi bicimindedir.

Bulgular, c¢alismada ele alinan miizisyenlerin ¢i¢ek hastaligi sonucunda, ¢ogunlukla erken yaglarda
gdérme yetilerini kaybettiklerini gdstermektedir. Bu engellilik deneyimi, onlarin sonraki yagam giizergahlarin
sekillendirmis ve benzer toplumsal-ekonomik yonelimlere sevk etmistir. Bununla birlikte ¢alisma, bu durumu
yalnizca kisisel bir saglik sorunu olarak yorumlamamaktadir. Aksine gérme engelliligin, bu kisilerin toplumsal
konumlanmalarini, mesleki yonelimlerini ve yerel toplumla kurduklar iliskileri etkileyen ortak bir yasam
zemini olusturdugunu ileri siirmektedir. Bu baglamda miizisyenlik ekonomik bir faaliyetin &tesinde anlam
kazanmistir. Gorme engelli bireyler i¢in climbiis ¢almak; toplumsal yasama katilmanin, gelir elde etmenin ve
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dilencilik ya da bagimlilikla iliskilendirilmekten uzak durmanin bir yolu olmustur. Bu kisiler miizik araciligryla
potansiyel olarak marjinal goriilebilecek bir konumu saygin bir toplumsal role doniistiirebilmistir.

Bir diger 6nemli bulgu, bu miizisyenlerin kadinlara ayrilmis eglence alanlarinda kabul gérmeleridir.
Besni’nin yerel kiiltiirel baglaminda erkeklerin kadin toplantilarina katilimi genellikle mahremiyet ve uygunluk
normlartyla sinirlandirtlmistir. Buna karsin gérme engelli ciimbiis icracilart bu alanlarda icra yapabilmistir. Bu
kabul yalnizca engelliliklerine ya da miizikal becerilerine dayanmamaktadir. Ayn1 zamanda ahlaki itibarlari,
ol¢iilii davranislari, giivenilirlikleri ve topluluk i¢inde kurduklart giiven iligkisiyle yakindan baglantilidir. Bu
nedenle ¢aligma, s6z konusu miizisyenlerin toplumsal mesruiyetinin miizikal yeterlilik ile ahlaki glivenilirligin
birlesimiyle kuruldugunu ileri siirmektedir. Climbiis, bu pratigin merkezinde yer alan bir ¢algidir. Giiglii sesi,
taginabilirligi ve kulaktan 6grenmeye uygunlugu, onu diigiin ve eglence baglamlari igin islevsel héle
getirmistir. Kadin eglencelerinde ritmik eslik ¢ogu zaman kadinlar ya da ¢ocuklar tarafindan saglanmistir. Bu
durum, icra diizeninin mahremiyet ve toplumsal cinsiyete dayali katilim ilkeleri dogrultusunda sekillendigini
gostermektedir. Boylece miizikal etkinlik yalnizca sanatsal bir icra degil, ayn1 zamanda toplumsal olarak
diizenlenen bir pratik olarak ortaya ¢ikmaktadir.

Calisma ayrica bu gelenegin 1960’lardan 1980°lerin sonlarina kadar canliligini korudugunu; ancak
1990’lardan itibaren diigiin salonlarinin yayginlasmasi, elektronik miizik araclari, go¢, degisen eglence
aligkanliklar1 ve yerel kiiltiirel yasamda meydana gelen doniisiimler nedeniyle zayifladigini géstermektedir. Bu
degisimler, gérme engelli ciimbiis icracilarmin icra alanlarimi ve toplumsal gerekliligini kademeli olarak
azaltmustir.

Sonug olarak bu ¢alisma, Besni’de gérme engelli climbiis icraciliginin engellilik, toplumsal kabul,
ahlaki giiven, ge¢im ve yerel miizik kiiltiirii arasindaki iliskiler iginde anlagilmasi gerektigini ortaya
koymaktadir. Caligmada ele alinan miizisyenler engelliligin pasif 6zneleri degildir; aksine miizik araciliiyla
kendileri i¢in saygin bir toplumsal yer kurmuslardir. Onlarin icralar1, miizigin engellilik deneyimini toplumsal
olarak yeniden anlamlandiran ve kiiltiirel katilima doniistiiren bir arag¢ olabilecegini gostermektedir. Makale
ayrica yerel miizik pratiklerinin yalnizca repertuvar ya da calgilar iizerinden anlagilamayacagini; toplumsal
iligkiler, cinsiyetlendirilmis mekanlar, ahlaki kodlar ve tarihsel degisim baglaminda da incelenmesi gerektigini
ortaya koymaktadir. Gelecek caligmalar benzer pratikleri farkli bolgelerde karsilastirabilir, farkli yerel
geleneklerde engellilik ve miizisyenlik iligskisini inceleyebilir ya da kirsal miizik kiltiirlerinde
cinsiyetlendirilmis icra mekanlaria daha yakindan odaklanabilir.

Anahtar Kelimeler: Miizikoloji, Besni, Ciimbiis, Engellilik, Yerel Miizik, Toplumsal Kabul.
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Visually Impaired Ciimbiis Performers in Besni: Disability, Musicianship, and Social
Acceptance

Introduction

Music can be considered a social practice intertwined with place, identity, and belonging.
Local musical performances are not limited merely to the continuation of particular melodies,
instruments, or performance styles; they also mediate the construction of collective memory,
everyday relationships, and local identity. According to Cohen, local musical practices play an
important role in producing a “sense of place” and in culturally giving meaning to space (Cohen,
1994, pp. 117-129). From this perspective, ciimbiis performance in Besni can be considered not
merely as a form of entertainment, but as a social musical experience that acquires meaning within
weddings, entertainment spaces reserved for women, the marketplace, and local memory.

Local musical practices also appear to be effective in establishing relationships of intimacy,
trust, and belonging within the community. As Stokes states, music produces cultural intimacy
through shared emotions and implicit meanings (Stokes, 2010, pp. 8-15). In the case of Besni, this
relationship of intimacy becomes particularly evident in the context of wedding entertainments
reserved for women. The invitation of visually impaired male ciimbiis performers into these spaces,
where the presence of men was considered inappropriate, points to a multilayered social situation
that cannot be explained solely by musical competence. This situation makes it necessary to discuss
how the relationship among disability, moral trust, privacy, and gender boundaries was constructed
within the local context.

Hall’s approach, which treats identity not as a fixed essence but as a formation constructed
within social relations and processes of representation (1996, pp. 1-7), provides a theoretical basis
for discussing the relational nature of musical identity in this study. Within this framework,
musicianship can be evaluated not merely as a status that can be explained through individual talent
or technical performance skill, but together with the performer’s relationships with the local
community, repertoire, performance spaces, and forms of acceptance within the community. The
positions of visually impaired ciimbiis performers as musicians in Besni may likewise be interpreted
as a practice that acquires meaning within this relational structure.

Turino’s concept of “participatory performance” demonstrates that music at weddings and
local entertainments is not merely a spectacle to be observed, but an interactive field jointly produced
by the community (Turino, 2008, pp. 25-30). In this respect, the ciimbiis music performed at
weddings and women’s entertainments in Besni can be considered not simply as an aesthetic
presentation, but as a participatory musical experience in which the community moves together,
dances, makes requests, and reinforces its social ties.

It should also be taken into consideration that music is a resource that organizes the body,
emotions, and social interaction in everyday life (DeNora, 2000, pp. 17-53). In Besni, the ciimbiis is
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not merely an auditory instrument; it is a performance instrument that sets the body in motion,
organizes the dance, and directs interaction within the community. When musical instruments are
regarded as social signs that acquire meaning through their relationship with the body and cultural
context (Cottrell, 2024, p. 1), it becomes clear that the climbiis was not merely a technical preference
for visually impaired musicians. Through its powerful sound, portability, and suitability for learning
by ear, the climbiis became a social instrument that enabled these performers to gain visibility and
function within the local community.

Nevertheless, although musicianship is associated with aesthetic production, its social status
often points to a fragile occupational position. Recognition and appreciation play an important role
in legitimizing professional identity (Kowalczyk, 2022, pp. 294-310). According to Heinich, artistic
recognition is connected with actors’ subjective interpretations and processes of social evaluation
(Heinich, 2022, p. 31). Picaud emphasizes that the specific rules, spaces, and intermediaries of the
cultural field determine forms of musical recognition (Picaud, 2022, pp. 254-265). Accordingly, the
musicianship of visually impaired ciimbiis performers in Besni was shaped not only through
economic earnings, but also through the forms of recognition they gained at weddings, women’s
entertainments, in the marketplace, and within local memory.

However, this recognition was not entirely unproblematic, egalitarian, or unconditional. The
field data indicate that visually impaired musicians gained visibility, livelihood, and respect through
weddings and women’s entertainments, while at the same time they occasionally encountered
suspicion, surveillance, and restriction. Curtains being drawn in women’s entertainment spaces,
suspicions such as “Can he actually see?”, and the fact that some performers did not recommend
musicianship to their children reveal the fragile and conditional nature of this acceptance. Disability,
therefore, should not be treated here as a fixed category that directly produces either acceptance or
exclusion; rather, it should be considered a relational position that acquires meaning together with
musical practice, moral trust, economic necessity, boundaries of privacy, and mechanisms of local
control.

This research focuses on visually impaired ciimbiis performance in and around Besni as
shaped around Serif Kiitiik¢iioglu, Mustafa Yasav, Ahmet Kasap, and Mehmet Karatas. The primary
aim of the study is to reveal how the musical positions of these performers were constructed within
local memory, under what social conditions they were legitimized, and how they transformed over
time. Accordingly, the research analyzes visually impaired climbiis performance through the
relationships among disability, livelihood, moral trust, women’s entertainments, privacy, repertoire,
performance space, and social acceptance.

Method

This research is based on a qualitative research design aimed at understanding the musical
practices of visually impaired ciimbiis performers in Besni and their positions within local musical
culture. Qualitative research makes it possible to analyze social phenomena within their natural
contexts through participants’ experiences and meaning-making processes (Yildinm & Simsek,
2011, pp. 39-69). Accordingly, the study aims to evaluate visually impaired climbiis performance not
merely through individual biographies, but also within performance environments, local memory,
social acceptance, relationships of privacy, and cultural context.

The sample of the research was formed around four musicians who had participated in
different performance environments in Besni for many years and were remembered in local memory
as representatives of visually impaired climbiis performance. These musicians were Serif
Kiitiik¢lioglu, Mustafa Yasav, Ahmet Kasap, and Mehmet Karatas. In determining the sample, not
only their musical performance experiences, but also their visibility at weddings, women’s
entertainments, in the marketplace, and within local memory were taken into account. Ahmet Kasap,
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the only surviving performer, was interviewed directly; for the deceased performers, interviews were
conducted with family members, people who had known them, and source persons who had
witnessed local musical memory. Thus, the data were based both on direct personal testimonies and
on narratives transmitted through local memory.

The data were obtained through semi-structured interviews with eight source persons and
field observations. While the semi-structured interview technique allows the researcher to proceed
around predetermined questions, it also enables the pursuit of new themes that emerge during the
fieldwork process (Giirsakal, 2001, p. 165). Most of the source persons were born in Besni and
continued their lives in relation to this local environment. Only SP1 was included in the research as
a source person who, despite having experienced migration, maintained ties with the musical culture
of Besni.

The interviews were conducted face to face and online; the participants were coded as SP1-
SP8 in order to ensure traceability within the text. Written consent was obtained from the participants,
and the research process was conducted in accordance with ethical principles. This study was
prepared in accordance with the principles of research and publication ethics. Compliance with
ethical standards was documented by the decision of the Adiyaman University Social Sciences and
Humanities Ethics Committee dated December 23, 2025, with protocol/decision number 276.

The data obtained were analyzed through descriptive and thematic analysis techniques.
Descriptive analysis enabled the organization of interview data in accordance with the research
questions, while thematic analysis allowed the identification of recurring clusters of meaning in the
data (Kiimbetoglu, 2012). Within this scope, the interviews were transcribed, fundamental themes
were generated through open coding, and participant statements were interpreted within the
framework of these themes. During the analysis process, the themes of disability experience,
musicianship, livelihood, social acceptance, women’s entertainments, privacy, performance spaces,
the function of the ciimbiis, and local memory became particularly prominent.

Since the data of the study were largely based on oral narratives and local memory, the
findings were evaluated through the testimonies and forms of remembering of the source persons
rather than presenting historical events as certain and singular truths. Therefore, the similarities,
differences, and tensions emerging among the narratives were interpreted within the analytical
framework of the study in order to reveal how visually impaired ciimbiis performance was
remembered and given meaning in Besni.

Musical Culture in Besni and the Social Ground of the Ciimbiis

In Adiyaman and its surroundings, music is regarded not merely as an element accompanying
entertainment, but as one of the principal carriers of collective gatherings, everyday encounters, and
local belonging. It is stated that musical practices in the region were shaped through historical
interaction with strong cultural centers such as Harput, Gaziantep, and Sanliurfa, and that this
interaction can be clearly observed in instrument choices, repertoire, and performance arrangements
(Eroglu, 2017, pp. 522-523). Besni, meanwhile, is a district located in a transition zone among the
Southeastern Anatolia, Eastern Anatolia, and Mediterranean regions; it was known by different
names throughout history and was relocated between 1950 and 1960 from the settlement area known
as “Old Besni” to its present location (Korkmaz, 2005, p. 4). This geographical and historical position
enabled wedding, entertainment, and musical practices in Besni to develop within a multilayered
cultural ground open to regional interaction.

The interview data indicate that first encounters with music mostly occurred through
weddings and that melodies heard in these environments during childhood created auditory
familiarity and made music a natural part of everyday life. The fact that weddings were generally
held in open spaces, around houses, or at neighborhood level made the sound power and portability
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of the instruments decisive. Therefore, instruments such as the ciimbiis and darbuka, which have
powerful sound volume, are portable, and are suitable for communal performance, became prominent
in wedding environments. Within this framework, the ciimbiis gained a special position in Besni
musical culture not merely as an accompanying instrument, but as an important performance
instrument that sustained open-air weddings, women’s entertainments, and local entertainment
practices.

SP2 emphasizes the prominence of the climbiis at weddings in terms of sound and impact as
follows: “Its sound was powerful, like a clarinet, like a clarinet. They would bring one or two others
with them as well. But the main emphasis was on the ciimbiis. Weddings with the climbiis were more
effective.”

SP4 describes the socially intimate structure of old Besni weddings in the following words:
“Well, they carried very great importance for our culture. People were close, close together. For
example, before a wedding, Friday night would be the mock night. Saturday would be the proper
wedding. On Sunday, they would go to bring the bride.”

The cilimbiis was developed by Zeynel Abidin in 1930 and is regarded as one of the symbolic
musical instruments of the early Republican processes of modernization and nationalization because
of its aluminum body and wooden neck. It is reported that the instrument was introduced to Mustafa
Kemal Atatiirk and was named accordingly (Tung, 2024). The ciimbiis, which has been widely used
in Turkish folk music performances, especially in Southeastern Anatolia, became one of the principal
instruments of musical gatherings such as sira geceleri in Sanlurfa, Gaziantep, and Elazig (Han,
2023, p. 92). Its portability and powerful sound volume also made it preferable at open-air weddings
and in non-stage performances; these characteristics created an important advantage for musicians
under mobile performance conditions (Ozdemir, n.d.).

When considered together with the interviews, the functional position of the climbiis in local
musical practices becomes clearer. Owing to its powerful sound, portability, and suitability for
performance based on learning by ear, the climbiis may be considered a practical instrument,
especially for visually impaired musicians. A performance style that did not require knowledge of
musical notation and could be learned through auditory memory facilitated the relationship of
visually impaired performers with this instrument. At the same time, the strong timbre of the ciimbiis
contributed to performers gaining a more visible and noticeable position in open spaces and crowded
wedding environments.

SP6’s account demonstrates that in Besni the climbiis acquired meaning for visually impaired
people not only as a musical instrument but also as a means of livelihood: “There used to be many
people in Besni whose eyes did not see, blind people, because of this smallpox disease. What could
they do? They taught them to play an instrument. Benefactors would put an instrument into their
hands, so that they could earn their living in this way.”

In this respect, the climbiis may be evaluated not merely as an instrument preferred for its
technical characteristics, but also as a social instrument that enabled visually impaired musicians to
participate in weddings, women’s entertainments, and the local community. The field data show that
in Besni the ciimbiis was interpreted within a field of meaning connected not only to its musical
function, but also to social acceptance, trust, livelihood, and local memory. Therefore, it becomes
clear that the position of the climbiis in Besni was not limited to the sound characteristics of the
instrument; this instrument also held central importance for understanding the place of visually
impaired musicians within the community, their performance spaces, and forms of acceptance.

Four Lives: Local Memory and Lives

This section examines the experience of musicianship shaped around ciimbiis performance
in Besni through the life narratives of four visually impaired climbiis performers. In accordance with
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the lineage of mastery conveyed by Ahmet Kasap, the only surviving performer, the narratives
concerning Serif Kiitlik¢lioglu, Mustafa Yasav, Ahmet Kasap, and Mehmet Karatas were evaluated
through direct interviews, accounts of family members, and testimonies of source persons who knew
these individuals closely. The aim of this section is not so much to present individual biographies in
detail as to make visible the local practice of musicianship formed around the climbiis, relationships
of mastery, and intergenerational memory. Therefore, the narratives are considered both as life
stories and in terms of how local memory constructs musical identity.

At the same time, these life narratives were not evaluated merely as stories of personal
success or hardship. The story of each performer was examined in terms of the experience of visual
loss, the search for livelihood, forms of musical learning, relationships of trust established with the
local community, and the conditions of inclusion in entertainment spaces reserved for women. Thus,
the biographies of the four performers open to discussion the fact that visually impaired ciimbiis
performance in Besni was shaped not so much by individual talent as by a collective practice formed
through the relationships among illness, disability, moral trust, social acceptance, and local memory.

Serif Kiitiik¢iioglu

Serif Kiitiik¢lioglu (see Appendix 1), remembered in local memory by the nickname “Kor
Terzi” [Blind Tailor], in the words of Ahmet Kasap, the surviving visually impaired climbiis
performer, is recalled as the oldest link in this line of performers and therefore as a figure to whom
pioneering status is attributed. SP1 states that he knew Kiitiik¢iioglu from childhood and that his
facial expressions changed noticeably while speaking, making him a striking personality: “Serif
Kiitiik¢lioglu was older. His facial expressions would become very unusual when he spoke like that.”

One of the common elements that emerges in the narratives of SP1 and SP3 is the memory
of Kiitiik¢iioglu’s cognitive and sensory competence. Accounts concerning domino games in
particular indicate that he demonstrated a strong mental performance based on touch and memory.
SP3 states that this ability aroused admiration among the tradesmen in the marketplace and that no
one dared to play dominoes against Kiitiikgiioglu. These narratives show that he was remembered in
local memory not only through his disability, but also through sensory attentiveness, memory, and
skills in everyday relationships.

Information about Kiitiik¢tioglu’s family and living conditions is based primarily on the
accounts of SP1 and SP2. SP1 states that he formed friendships with Kiitiikgiioglu’s sons, that the
family’s life became increasingly difficult over time, and that after Kiitiik¢iioglu’s death the family’s
public visibility gradually declined. SP2 notes that he did not have direct contact with him; rather,
his narrative was shaped mostly through Kiitiik¢lioglu’s sons, and he states that family life followed
an increasingly fragmented course.

Based on information learned from Ismet Nergis, who occupies an important place in the
historical memory of Besni, SP2 reports that Kiitiik¢iioglu had previously lived with sight; that his
family had once worked in leatherwork and shoemaking, locally referred to as koskerlik; and that he
himself had worked as a tailor. The common element in the narratives is that Kiitiik¢ioglu lost his
sight later in life due to smallpox. For this reason, it is also stated that people around him did not
believe for a long time that he truly could not see. The nickname “Kor Terzi” may therefore be
interpreted as a local naming practice that simultaneously encoded both his occupational past and his
acquired disability.

The narratives concerning his musical practice converge on the fact that Kiitlik¢iioglu had
received no formal musical education and had no knowledge of musical notation (SP1, SP2, SP3).
Nevertheless, it is stated that he could perform the popular melodies and dance tunes of the period
without interruption and that he developed his repertoire through learning by ear. In SP3’s account,
it is understood that Kiitiik¢iioglu performed especially at women’s weddings, while he remained
part of public daily life through his regular presence around the marketplace and coffeechouses.
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In terms of social relations, the accounts of SP1 and SP3 largely overlap. Kiitiik¢lioglu is
described as a figure who was liked, respected, and trusted by the marketplace tradesmen and who
created a sense of a “family atmosphere” in everyday relations. SP3 emphasizes that these musicians
left their mark on local life not only through the music they performed, but also through the social
relationships they established. By contrast, SP1 and SP2 state that Kiitiik¢iioglu gradually began to
disappear from local memory and that today very few people remember him in detail.

The example of Kiitiik¢lioglu demonstrates that acceptance of visually impaired ciimbiis
performers in Besni did not always operate spontaneously and without difficulty. His acquired visual
impairment and the fact that he had previously been known as a sighted person caused suspicions
toward him to persist, especially in the context of women’s entertainments. This indicates that for
disability to acquire meaning as an element producing trust in private spaces, not only bodily
condition but also the moral reputation recognized by the local community, everyday relationships,
and social surveillance were decisive. Therefore, Kiitiik¢iioglu’s narrative reveals that visually
impaired musicians were positioned within local life through both acceptance and suspicion.

Mustafa Yasav

Mustafa Yasav (see Appendix 2), remembered in local memory as “Koér Mistafa” (Blind
Mustafa), was born and raised in Besni in 1938 and was an important climbiis performer whose life
was shaped by visual impairment acquired at an early age. According to information provided by his
son SP4, Yasav was one of nine siblings and lost his sight at the age of two as a result of smallpox.
Due to the inadequate healthcare conditions of the period, limited treatment opportunities, and high
treatment costs, this loss could not be prevented; the illness became one of the principal turning
points that determined Yasav’s life course.

Yasav’s childhood appears to have unfolded within a family structure marked by poverty
and loss. It is reported that he lost his mother at the age of four and grew up in a large and crowded
family. Because the family’s livelihood conditions were limited, a significant number of family
members migrated from Besni. It is stated that very few members of the Yasav family now live in
Besni. Yasav had a total of five children from different marriages and was unable to maintain a stable
economic and social life. His son SP4 describes his father’s life as “full of suffering” and emphasizes
that this was further intensified by visual impairment acquired at an early age.

According to SP4’s narrative, Yasav’s orientation toward music developed within a life
context in which visual impairment acquired at an early age was decisive. SP4 states that during
childhood Yasav pulled the heavy iron bellows used in a blacksmith’s forge; this work was physically
extremely demanding and unsustainable for a visually impaired child. His maternal uncle, who
recognized this situation, assumed a guiding role in Yasav’s life and directed him away from work
based on physical labor and toward music. This narrative indicates that turning to music was not
merely a matter of aesthetic interest or personal talent, but also emerged as a field of choice related
to livelihood, the body, and sustainable working conditions.

SP4 directly describes his father’s childhood experience of illness and poverty as follows:
“He grew up in a poor family. My father, for example, became blind at the age of two; there was
smallpox at that time. His mother died when he was four.”

SP4 states that Yasav’s maternal uncle initially obtained a tambur for him and that his
relationship with music began through this instrument. According to the narrative, Yasav’s
orientation toward music did not develop only as a result of external guidance, but also through his
own determination and desire. The process that began with the tambur provided by his uncle
gradually became the central occupation that shaped Yasav’s life. His beginning to play the climbiis
coincided with his youth. Yasav began playing the climbiis at approximately sixteen or seventeen
years of age and acquired musical knowledge through learning by ear and practical experience. It is

www.turkishstudies.net/turkishstudies



774 Sultan Bilget Giigliier

stated that he first learned the instrument from Mehmet Havutlu and later improved his performance
by working with Kér Abzer/Abuzer from Adiyaman.

SP2’s account reflects not only Yasav’s identity as a performer, but also his view of
repertoire and musical production. SP2 states that during his childhood and youth he heard the folk
song “Mektebin Bacalar1” from Yasav and that he spoke with him directly about this piece while
Yasav was still alive. When he asked whether the folk song belonged to Yasav, the response he
received-“What is really mine! We did not put our signatures on these. Most of our pieces went away
under the name anonymous.”-shows that Yasav positioned musical production not through individual
ownership, but within the shared circulation of oral culture. This statement also suggests that the
relationship among work, performer, and ownership in local musical memory was constructed
differently from the concept of copyright in written culture.

In SP4’s narrative, Yasav did not regard musicianship as a desirable path for his children.
Yasav defined music in his own life not as a preference, but as a necessity: “Absolutely, my son, do
not do this. I do this profession out of necessity. It is not easy to endure drunk people, my son...”
SP4 states that his father even opposed his children learning music and deliberately kept them away
from this profession by saying, “My son, if you learn it, you will do it.” This statement indicates that
Yasav viewed musicianship not as an identity to be transmitted or as a family tradition, but as a
compulsory form of livelihood adopted under the conditions of disability. At the same time, the
narrative reveals that although musicianship could provide respect in the local context, it was also
perceived as an exhausting, fragile profession involving social risks.

In terms of social relations, Yasav was seen in Besni as “one of us,” a figure who was not
separated from everyday life. According to the narratives of SP1 and SP2, Yasav was perceived as
an ordinary resident of Besni who could be encountered in the market, coffeehouse, or marketplace,
who left home in the morning and returned in the evening, and who had a family. His demeanor,
calmness, and measured lifestyle were influential in his gaining respect and acceptance within the
local community. Nevertheless, this acceptance did not eliminate the economic difficulties and
occupational fragility in his life. The fact that Yasav is remembered in local narratives as part of
everyday life indicates that visually impaired musicians in Besni were positioned not only as “people
in need of help,” but also as actors participating in the community through music.

The example of Yasav demonstrates that visually impaired climbiis performance was a tense
occupational position established between economic necessity and social respect. Music offered him
a livelihood that could replace work based on physical labor and also provided a basis for recognition
and acceptance within the local community. However, the fact that Yasav did not recommend this
profession to his children demonstrates that musicianship was experienced not only as a positive field
of recognition, but also as a way of life involving difficult working conditions, night entertainments,
encounters with intoxicated people, and social vulnerability. Although Yasav died in 2000, the fact
that he continues to be remembered in local memory as “Kor Mistafa” demonstrates his lasting place
in Besni’s musical culture.

SP1’s recollection concretizes Yasav’s musical intuition and ability to establish a
relationship with listeners: “Mustafa Yasav was a very different person. It was enough for him to
sense the name of the person who was going to dance. Latife Woman is dancing, Giilser Woman is
dancing. As soon as he sensed the name of the person dancing, he would know which piece she
wanted.”

Ahmet Kasap

Ahmet Kasap (see Appendix 3) (SP8), known by the nicknames “Biyigin Oglu” (Son of
Biyik) or “Hafiz Ahmet,” was born in 1941 and is one of the living representatives of the lineage of
visually impaired ciimbiis performers in Besni. Kasap’s life story contains a significant turning point
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marked by his childhood religious education and the illness he subsequently experienced. Kasap
states that when he was seven or eight years old, his mother took him to the house of a religious
teacher; during this period, he intended to engage in Qur’an memorization and religious learning, but
this education did not continue for long.

Kasap reports that he contracted smallpox during an epidemic that affected Tiirkiye and that
this process was extremely difficult both physically and emotionally. He emphasizes that his older
sister also died at a young age due to the same illness and that this loss left a deep mark on the family
memory. According to Kasap’s account, his family continued to seek a remedy during the illness,
but no treatment produced a result despite all their efforts. In this respect, smallpox may be regarded
as one of the principal turning points that interrupted his childhood and determined the course of his
life.

His statements concerning his family background indicate that Kasap had to assume
responsibility at an early age. Kasap states that he came from a family engaged in butchery for
generations and that his father died in 1957; after his father’s death, he became the person responsible
for supporting the family of nine siblings. These accounts reveal that Kasap’s childhood and youth
were shaped around illness, family loss, early responsibility, labor, and the struggle for livelihood.

Kasap’s orientation toward musicianship was shaped through the guidance of his family and
close circle and is narrated as an experience intertwined with the struggle for livelihood. Kasap states
that during his youth, his father’s friends and older people around him encouraged him to pursue
music. During this process, Mustafa Yasav was presented to him as an example of someone who had
previously opened this path in Besni. Thus, musicianship emerged for Kasap not merely as a personal
interest, but as a sustainable livelihood opportunity and a basis for social acceptance after the loss of
his sight. According to Kasap’s account, this guidance continued through a concrete encounter. When
he told a friend named Hac1 Bekir, whom he referred to as his kirve and whom he met in a barber
shop, that he had begun making music, he was first asked to bring his instrument. Hac1 Bekir’s initial
evaluation-“Is your mouth suited to it, are your hands suited to it, is your voice beautiful?”’-became
a decisive threshold for Kasap. After playing his instrument, he was told, “’You have done justice to
the ciimbiis.” Following this approval, his kirve obtained a climbiis from Antep and gave it to him as
a gift. This account demonstrates that the local community played not only a supportive but also a
selective and approving role in the process of becoming a musician.

Kasap states that at the beginning of his musical journey he first played the saz and only later
turned to the climbiis. He obtained the ciimbiis in 1960 and until that date continued both working
and engaging with music. During this period, because of the intensity of daily labor, he had difficulty
finding the strength to pick up the instrument; nevertheless, he did not abandon music despite
exhaustion and economic pressure. His statement, “Even though I did not want to, I had to take it
up...,” indicates that the process involved compulsion as well as willingness.

In Kasap’s narrative, the masters who influenced his musical development occupy an
important place. One of them was his neighbor Nuri Dayioglu, who was a soldier. Kasap describes
Nuri Dayioglu as a master capable of playing many instruments and states that he provided individual
support concerning tuning, musical order, and performance. It is understood that this relationship
progressed through daily lessons and practical learning and that musical knowledge was transmitted
through a master-apprentice relationship.

Kasap describes the process of moving to and learning the ciimbiis in the following words:
“That master comes every day, gives me lessons in the evening, and has me correct the tunings. Then
one day he said, ‘Two ambitious hearts cannot be kept in one house.’” This statement demonstrates
that the master-apprentice relationship was decisive in Kasap’s orientation toward ciimbiis
performance. His decision to leave his other work and concentrate on music under his master’s
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guidance suggests that musicianship gradually became an important means of livelihood and an
element of identity in his life.

Kasap states that he continued his musical activities for approximately thirty years and ended
the journey that began in 1960 in 1991. As the father of seven children, Kasap explains that he
decided to withdraw from musicianship under the guidance of his family. According to his account,
his children told him, “Father, that is enough now; this work is finished,” and Kasap did not reject
their request. He states that while making this decision he considered family responsibility and
concerns regarding social propriety and expresses the situation with the words, “It must have been
seen as shameful...” This process demonstrates that although musicianship provided livelihood and
respect within the local context, it could be reassessed in relation to age, family position, and social
expectations.

The example of Kasap demonstrates that visually impaired climbiis performance was an
occupational position containing both opportunities and limitations. Musicianship provided Kasap
with a sustainable means of livelihood following the loss of his sight and the assumption of family
responsibilities; it also enabled him to gain visibility and acceptance within the local community.
However, the emphasis on “necessity” in his orientation toward the profession and the influence of
his family on his decision to withdraw from musicianship demonstrate that this acceptance did not
represent an entirely free and unproblematic occupational choice. Therefore, Kasap’s account is
important because it demonstrates that the social position of visually impaired musicians in Besni
was shaped together with economic necessity, local approval, family expectations, and criteria of
moral propriety.

Mehmet Karatas

Mehmet Karatas (see Appendix 4), known among visually impaired ciimbiis performers in
local musical memory by the nickname “Sambayatli Kér Mamet” (Blind Mehmet from Sambayat),
was born in 1945. According to the account of his wife SP7, Karatag lost the sight of both eyes due
to smallpox when he was one year old; he could not be treated because of the poverty of the period
and inadequate healthcare facilities. Karatag also lost his father at the age of five, and his childhood
was shaped by visual impairment acquired at an early age, family loss, and economic hardship.

SP7 describes Karatag’s loss of sight in early childhood and the impossibility of treatment in
the following words: “He became blind in both eyes at the age of one. A sore appeared in his eye and
blinded both of them. There were no doctors or anything. Well, there were no doctors then, there
were no cars. There was complete poverty-"

In SP7’s narrative, Karatas’s orientation toward music becomes visible together with the
responsibility for livelihood that he assumed in childhood and the support of people around him. It
is understood that Karatag attracted attention while selling water by the roadside because of his visual
impairment and was supported by people around him. SP7 describes this process in the following
words: “After that he always sold water. Buses used to pass behind there. The buses would stop.
They said, ‘Let us buy you a small frame drum so that you can play.” They bought the frame drum
and he learned it. The bus driver said, ‘My Mehmet, let us buy you a climbiis.”” Thus, it may be
stated that Karatag’s orientation toward music was shaped through environmental support, the search
for livelihood, and local encounters as much as through individual talent.

Karatag initially attempted to learn the climbiis on his own and later improved his
performance with the assistance of a coffeechouse worker named Hiiseyin, who played the tambur.
This relationship had the character of a master-apprentice relationship progressing through oral and
practical transmission and is considered a decisive stage in Karatas’s musical journey. After
mastering climbiis performance, Karatas also learned to play the violin and became a musician
capable of performing both instruments at a high level. This command of multiple instruments
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demonstrates that he was remembered not merely as a local entertainment performer, but as a
musician possessing a strong auditory memory and practical learning ability.

Karatas learned pieces not from written or visual sources, but entirely through auditory
memory and repetition. SP7 states that at home he usually practised alone, particularly during the
day, by playing and singing to himself, and that this process constituted his primary method of
learning. She also emphasizes that he continuously listened to music through the radio, records, and
later cassette players and memorized these recordings by listening to them repeatedly. These
accounts demonstrate that for visually impaired performers, auditory memory was not merely a
method of learning, but one of the fundamental elements of repertoire acquisition and the
construction of musical identity.

SP7’s statements indicate that Karatas had original musical attempts and compositions. The
piece referred to as “Esarbini Yan Baglama” is particularly stated to have belonged to Karatas.
According to the narrative, however, this and many similar pieces were taken from Karatas and
circulated. SP7 states that because her husband was visually impaired, he could not follow this
process and did not have the means to trace his works or claim ownership. This situation
demonstrates that although the musical productions of visually impaired performers could provide
recognition in local musical environments, they could remain unprotected in terms of copyright,
documentation, and representation. The example of Karatags reveals the tension between
anonymization in oral culture and the invisibility of individual musical labor.

According to SP2’s account, Sambayat was administratively and socially connected to Besni
during that period. Therefore, although Karatas was originally from Sambayat, he was regarded by
the people of Besni as “one of us” and became a figure identified with Besni. SP2 particularly states
that despite his young age, Karatas was remembered in Besni as a well-liked, respected, responsible,
and honorable person who would come to perform even late at night when called. This account
demonstrates that Karatag’s acceptance within the local community was based not only on musical
competence, but also on working discipline, responsibility to attend performances when called, and
the relationship of trust he established with the community.

According to his wife SP7, Karatag’s reputation was not limited to Besni; people from
surrounding settlements also came to listen to him. This widespread recognition demonstrates that
his musical competence and performance impact exceeded local boundaries. Statements that his way
of playing and singing was unique and that no performer of his level ever appeared again reveal his
strong place in local memory. Following his premature death from a heart attack in 2001, his family
experienced a difficult period, and it is reported that these difficulties have continued. Nevertheless,
Karatas’s name is still remembered in Besni with affection and respect, and his musical legacy and
personality remain alive in local memory.

The example of Karatag demonstrates that visually impaired climbiis performance produced
both strong local recognition and a fragile field of representation. On the one hand, Karatas gained a
special place in Besni’s musical memory through his voice, repertoire, versatile performance, and
working discipline. On the other hand, narratives concerning the failure to document works said to
belong to him and their appropriation by others demonstrate that the labor of visually impaired
performers could easily become invisible within local musical production. Therefore, Karatag’s life
story provides an important example not only in terms of musical ability and local respect, but also
in relation to authorship, representation, and the protection of musical labor within oral culture.

It is understood that the life stories of visually impaired climbiis performers in Besni intersect
around certain common experiences. The interviews point to the existence of other visually impaired
performers who practised music in similar ways in Adiyaman and its surroundings, in addition to the
figures examined in this study. This demonstrates that these cases were not isolated, but formed part
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of a broader practice shared at the local level. Therefore, the emergence of visually impaired climbiis
performers in the case of Besni reflects a collective process shaped within a network of relationships
among illness, disability, moral trust, the search for livelihood, and social acceptance rather than
merely individual talents.

Disability, Livelihood, and Musicianship: Between Necessity and Respectability

The interviews demonstrate that visually impaired ciimbiis performance in Besni cannot be
explained solely through narratives of musical talent, personal interest, or individual achievement.
Smallpox contracted during childhood, visual impairment acquired at an early age, limited livelihood
opportunities, and the search for social acceptance emerge as common fundamental elements in the
life stories of these musicians. Musicianship therefore appeared, on the one hand, as an economic
necessity and strategy of livelihood and, on the other hand, as a social opportunity through which
they could avoid being identified with begging, acquire a respected position within the community,
and become visible.

Approaches developed in disability studies against the medical model make it possible to
treat disability not merely as an individual incapacity or a deficiency to be overcome, but as a position
that acquires meaning within social and cultural relationships. Straus argues that the productions of
disabled musicians should not be evaluated solely within narratives of “overcoming disability” and
that disability may be regarded as one of the constitutive elements of musical expression and
experience (Straus, 2011, pp. 5-16, 44-106). From this perspective, the musicianship of visually
impaired climbiis performers in Besni may be evaluated not as a practice that rendered disability
invisible or compensated for it, but as a local musical practice shaped within bodily experience,
auditory memory, economic necessity, and the search for social acceptance.

The social model addresses disability not only through the individual’s bodily condition, but
together with the limitations produced by the social and cultural environment (Goodley, 2011, pp.
11-28). In the case of Besni, the fact that visually impaired performers turned toward music does not
mean that they were entirely removed from social exclusion. Based on the interviews, it may be
stated that factors such as limited livelihood opportunities, the unsustainability of work based on
physical labor, family responsibilities, and the expectations of the local community prepared the
ground for understanding musicianship both as an opportunity and, to a certain extent, as a necessity.
Yasav’s refusal to recommend musicianship to his children, Kasap’s statement that he turned to the
profession “out of necessity,” and Karatas’s search for livelihood by selling water at a young age
make this dimension of necessity visible.

Nevertheless, this form of musicianship cannot be explained only through economic
necessity. Ciimbiis performance also enabled visually impaired individuals to become recognized
within the local community, assume active roles at weddings and entertainment events, and gain
respect. Ethnomusicological approaches treat music not merely as an aesthetic object, but as a social
practice that strengthens community ties, organizes collective emotions, and produces belonging
(Cornelius & Natvig, 2012, p. 21). From this perspective, ciimbiis performance in Besni appears to
have been a practice that enabled visually impaired musicians to participate in the community, gain
visibility, and secure a place in local memory.

This dimension of recognition and respect is directly expressed in SP1’s account: “Yes. |
mean, they were never excluded among us. They remained at the level of respected artists.”

However, this acceptance was not entirely unproblematic or unconditional. The interviews
demonstrate that the social acceptance of visually impaired climbiis performers operated together
with moral trust, measured behavior, observance of privacy boundaries, and mechanisms of local
surveillance. Curtains being drawn at women’s entertainments, suspicions regarding whether some
performers could actually see, and the fact that the musical profession was not always regarded by
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families as a desirable path reveal the fragile nature of this acceptance. Therefore, visual impairment
in Besni cannot be treated as a fixed category that produced either exclusion alone or direct prestige;
musicianship was a relational position that acquired meaning together with economic necessity,
moral trust, and local social surveillance.

Ciimbiis Performance: Repertoire, Space, and Performance Hierarchy

According to SP1’s account, climbiis performers in Besni were invited to weddings and
entertainment events according to a particular order of preference and mastery. When more than one
wedding took place on the same day, Mustafa Yasav’s name was considered first; if he was
unavailable, Mehmet Karatas was approached, followed by Serif Kiitiik¢iioglu; when none of these
performers was able to attend, Ahmet Kasap was invited.

SP1 explains this order of invitation directly in the following words: “If there was a wedding,
Mustafa Yasav was the first choice. His engagement would be arranged first. The work he could not
take would go to Blind Muhammed from Sambayat. The work he could not take would go to Uncle
Serif if he was alive. If they could not find anyone, then they would go to Ahmet Kasap.”

This account demonstrates that climbiis performance in Besni was not a random practice, but
operated within a hierarchical order shaped on the basis of mastery, repertoire diversity, recognition,
and local acceptance.

According to the interviews, Yasav was a performer with an extensive vocal repertoire. This
repertoire included folk songs, uzun hava, gazel, and Turkish art music pieces (SP1, SP2, SP6). SP1
and SP6 emphasize that Yasav possessed a powerful depth of expression that became particularly
apparent in uzun hava and slow-tempo pieces and that he performed works containing themes of
sorrow, separation, and longing with intense emotional expression. SP6 distinguishes the difference
in repertoire between Yasav and Ahmet Kasap as follows: “Ahmet Kasap. Dance tunes, only dance
pieces. He does not know uzun hava or anything. He plays only straightforward dance tunes. That is
Kasap’s style. But Mustafa Yasav would also sing pieces by Zeki Miiren and Sami Kasap. He would
sing Ulug’s uzun hava pieces. The late man also performed Turkish art music.”

According to SP1, Yasav also participated in gazel and Sufi performances and played the
climbiis at dhikr gatherings organized by the Qadiriyya order. This demonstrates that Yasav’s
repertoire was not limited to weddings and entertainment spaces, but also acquired a function within
religious and Sufi practices.

According to SP4’s narrative, Yasav developed his repertoire not only through weddings and
collective performances, but also by playing and singing alone at home. In terms of performance
style, Yasav created a distinctive sound world by interpreting his folk-song repertoire with climbiig
accompaniment. According to SP2, the powerful and resonant timbre of the climbiis enabled a strong
balance to be established between voice and instrument, and Yasav’s performances made folk songs
effective without resorting to multi-instrumental arrangements. In this respect, Yasav’s performance
demonstrates that the climbiis could be used independently as both an accompanying and expressive
instrument.

The interview data describe Karatag as a performer who became prominent in Besni’s
musical life through his powerful voice, lively climbiis style, and extensive repertoire. According to
SP2, Karatas created intense excitement among listeners with a repertoire extending from “Yesil
Ordek” to “Yan Baglama,” and he is remembered as possessing a “deeper and more powerful” voice.
This characteristic of his voice is conveyed as one of the principal elements distinguishing him from
Yasav’s more natural style of singing. His ability to perform forms resembling uzun
hava and hoyrat on the climbiis in the style of folk songs demonstrates his musical versatility.
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SP3’s account demonstrates that Karatas was preferred not only at weddings, but also in
different entertainment settings because of his command of contemporary folk songs and popular
songs. SP7’s statement that “He would play and sing everything” points to Karatas’s powerful
musical memory based on learning by ear. When considered together, these narratives position
Karatas as one of the important carriers of local musical memory in Besni, with a performance
language capable of adapting to listener requests and a wide repertoire. Whereas Yasav was
remembered particularly for his depth of expression and interpretation of slow pieces, Karatas was
remembered for his powerful voice, lively style, and repertoire diversity. This demonstrates that
different musical identities were distinguished among performers in Besni.

According to information that SP2 heard from older people, Kiitiik¢iioglu’s musical practice
developed not through a planned or professional orientation, but within conversational gatherings
and everyday entertainment environments common in Besni. This practice, which was not based on
notation but relied directly on performance and auditory memory, found a place within the
entertainment culture of the period; however, it was not carried equally into every space. According
to SP3’s account, Kiitiikgiioglu primarily performed dance tunes and played especially at women’s
wedding entertainments, while he participated only to a limited extent in entertainment environments
attended by men.

According to SP2, the fact that Kiitiik¢iioglu lost his sight at an advanced age and had
previously worked as a tailor was treated with suspicion in local memory for a long time. It is
understood that women in particular did not believe for many years that he was genuinely visually
impaired. It is also emphasized that this perception caused controlling practices such as drawing a
curtain at women’s entertainments to continue. This situation demonstrates that disability could be
viewed as an element facilitating social acceptance, but did not in every circumstance produce an
absolute and unconditional relationship of trust.

When the narratives of SP6 and SP3 are considered together with Kasap’s own accounts,
Kasap’s musicianship appears to have been shaped around a narrow but functional repertoire based
distinctly on dance tunes. His style focused on straightforward, rhythmic, and lively dance tunes
rather than forms such as uzun hava or hoyrat. Nevertheless, Kasap states that in some environments
his musical knowledge was tested and that he was asked about dance tunes such as “ii¢ ayak™; he
surprised listeners by successfully performing this repertoire. This demonstrates that in local
musicianship, the performer’s ability to respond to the expectations of the setting was as decisive as
the breadth of repertoire.

Kasap’s performance spaces at weddings were largely located in sections reserved for
women. According to SP6, despite his visual impairment, Kasap’s directions to women in these
settings, such as “Dance well...,” and his laughter while accompanying the dancers were sometimes
interpreted by certain women with the suspicion, “Can he actually see?”” According to SP5, when
such suspicions arose, a curtain was placed in front of Kasap, and he continued performing in this
manner. Kasap also states that his musical practice was not limited to weddings; he travelled outside
Besni to nearby cities and performed the ciimbiis in entertainment spaces such as summer gardens
and restaurants.

The interviews demonstrate that the musical practices of visually impaired ciimbiis
performers in Besni were concentrated in entertainment spaces, ofurak gatherings, restaurants,
summer gardens, and various public or semi-public spaces, particularly sections reserved for women
at weddings. Yasav and Karatas became prominent at weddings and in different entertainment
environments through their extensive repertoires, while Kasap performed more often at
entertainments reserved for women. Kiitiik¢iioglu appears to have been visible around the
marketplace and coffechouses, as well as at a limited number of weddings. This differentiation
demonstrates that visually impaired climbiis performance in Besni was not a uniform form of
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musicianship, but varied according to repertoire, performance space, social acceptance, and
individual style.

The narratives in this section demonstrate that climbiis performance was evaluated not only
through musical competence, but also through the performer’s repertoire, order of invitation, the
spaces in which the performer was accepted, and the relationship of trust established with the
community. Therefore, ciimbiis performance in Besni may be considered a multidimensional musical
practice that operated through local reputation, conformity to the boundaries of privacy, and
recognition within the community, as well as competence in sound and repertoire.

Women’s Entertainments, Privacy, and Conditional Acceptance

The concept of “women’s entertainments” used in this study was preferred by the researcher
to describe entertainment spaces reserved for women at weddings in Besni. Local narratives indicate
that these spaces were not referred to by a particular fixed name, but were remembered more
generally as sections of weddings reserved for women. These spaces should be considered not merely
as places of entertainment, but as social environments in which women constructed their own field
of expression through speech, the body, dance, humor, and performance.

According to SP5, weddings in Besni were conducted simultaneously but in spatially
separate arrangements for women and men. Entertainments reserved for women generally lasted
three days; during the period when wedding halls did not exist, this separation was maintained
through houses, courtyards, and areas around the house. Kasap states that wedding entertainments
generally continued until midnight, that on some occasions he remained until morning, and that at
other times he returned home when the entertainment ended. Kasap also states that he was often
personally escorted out of wedding spaces reserved for women by women themselves.

SP5 states that separate musicians were present for the entertainments of men and women
and that both groups conducted the wedding process in parallel but independently of one another.
Kasap, who states that he performed mainly in spaces reserved for women, emphasizes that he was
usually accompanied by a darbuka player and played the folk songs requested by women. According
to SP2, these percussion instruments were generally played by two or three children; when children
were unavailable, women themselves played the frame drum or darbuka. This demonstrates that
performance arrangements at women’s entertainments were determined not only by musical
preferences, but also by boundaries of privacy and principles of social propriety.

According to SP5, women in these environments did not merely dance; they gathered around
henna-night rituals, sang folk songs, performed imitations and theatrical enactments, and sometimes
diversified the entertainment by dressing as men: “They would dance. Yes, they would sing folk
songs. Well, they would dress like men and perform on their own at that time. They would also
perform theatre. They would hold the henna ceremony.”

These narratives demonstrate that women’s entertainments were not merely spaces in which
dancing took place to musical accompaniment; women constructed a limited but meaningful field of
bodily, verbal, and performative freedom outside the controlled structure of everyday life. Therefore,
women’s entertainments may be considered special social spaces in which privacy was protected and
forms of expression among women gained visibility. Nevertheless, the source persons state that these
rituals have largely disappeared today.

The acceptance of visually impaired male ciimbiis performers into these spaces does not
mean that gender boundaries disappeared entirely. On the contrary, this acceptance took place within
a conditional relationship of trust in which the gaze, body, and behavior were subject to control. The
admission of visually impaired performers to women’s entertainments, where the presence of men
was regarded as inappropriate, was related not only to their musical ability, but also to their lack of
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sight, measured behavior, and moral reliability within the local community. In this context, visual
impairment acquired meaning as a condition believed not to violate women’s privacy.

However, this acceptance was not always absolute or unproblematic. Kasap’s statements
directing women during dancing, such as “Dance well...,” and his occasional laughter while
accompanying them were met by some women with curiosity and suspicion concerning his visual
condition. Similarly, the fact that Kiitiik¢iioglu lost his sight later in life caused suspicions among
women as to whether he was genuinely visually impaired. The drawing of a curtain in such cases
demonstrates that the presence of visually impaired musicians at women’s entertainments
represented not unconditional freedom, but limited acceptance maintained under the supervision of
the community.

At this point, privacy is related not only to the spatial separation of women and men, but also
to the possibility or impossibility of the “gaze.” The admission of a visually impaired male musician
to women’s entertainment did not entirely eliminate his position as a man; however, the absence of
sight made this masculine position less threatening and more controllable from the perspective of the
local community. Therefore, the inclusion of visually impaired climbiis performers in women’s
entertainments in Besni may be considered a local example of the complex relationship among
disability, masculinity, privacy, and moral trust.

The statements of SP1 and SP2 indicate that from the mid-1980s onward, the traditional
wedding order began to dissolve with the spread of wedding halls. SP2 describes the transformation
of traditional wedding practices through wedding halls and electronic music in the following words:
“We shut ourselves inside a wedding hall and go there. I cannot feel any of that former atmosphere.
In fact, I cannot see any of those rituals in today’s wedding halls. We forgot those weddings; they
disappeared here, that culture ended. They imprisoned everything inside the halls. Someone comes
with a ready-made electronic keyboard, plays, and leaves.”

During this process, music increasingly ceased to be a participatory practice and became a
standardized form of service. Wedding halls, electronic musical instruments, and changing
entertainment habits caused the local wedding culture in which visually impaired climbiis performers
had been active to weaken gradually. Thus, the private, participatory, and local performance
arrangement associated with women’s entertainments gave way to more public, technical, and
standardized forms of entertainment.

The presence of visually impaired climbiis performers in wedding spaces reserved for women
in Besni should therefore be evaluated not merely as a musical preference, but as a social arrangement
operating together with privacy, gender boundaries, moral trust, and mechanisms of local control.
This situation demonstrates that disability acquired meaning in the local context not merely as a
bodily deficiency, but as a relational position that produced trust under particular conditions while
also being monitored and restricted.

Conclusion

This study evaluated the musical practices of visually impaired performers shaped around
climbiis performance in and around Besni beyond individual biographies and together with their
social, moral, and cultural contexts. When the biographies and oral narratives are considered
together, it becomes evident that the life stories of these musicians intersected around certain
common experiences. The loss of sight caused by smallpox did not remain merely an individual
health problem; it created a shared ground of life that directed these individuals toward the search
for livelihood, recognition, and social acceptance through music.

The findings demonstrate that ciimbiis performance was not merely a source of livelihood
for visually impaired individuals, but also functioned as a means of preserving social dignity,
prestige, and visibility. However, this visibility and acceptance were not entirely unproblematic or
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unconditional. Visually impaired ciimbiig performers gained recognition within the local community
through weddings and entertainment spaces reserved for women; nevertheless, this recognition often
operated together with moral trust, measured behavior, conformity to boundaries of privacy, and
community surveillance.

One of the most striking findings of the study is that visually impaired male musicians could
participate in wedding spaces reserved for women. Although this situation may initially suggest that
disability directly produced acceptance, the field data present a more complex picture. Curtains being
drawn at women’s entertainments, suspicions regarding whether some performers could actually see,
and the continuous monitoring of musicians’ behavior demonstrate the fragile and conditional nature
of this acceptance. Therefore, in the case of Besni, visual impairment acquired meaning as a position
not associated with violating privacy and capable of producing trust, while simultaneously remaining
a social position restricted within mechanisms of local control.

According to Kasap, the statement of a tradesman who worked as a barber-“We spent our
lives in barber shops, but we never received such appreciation”-demonstrates that musicianship in
the context of Besni was not regarded merely as an economic activity, but also acquired meaning as
a field producing social value, recognition, and respect. In this respect, ciimbiis performance enabled
visually impaired individuals to be positioned in everyday life not merely as “people in need of help,”
but as appreciated actors who contributed to the community. Nevertheless, Yasav’s refusal to
recommend musicianship to his children and the influence of family expectations in Kasap’s
withdrawal from the profession reveal that this occupational position also involved exhaustion,
fragility, and social risks.

Another important dimension of this process concerns the fact that works produced or
circulated through the performances of visually impaired musicians were often disseminated without
documentation, attribution, or permission. The interviews indicate that the repertoires of these
performers became increasingly anonymous within local musical memory; although musical
production provided recognition and prestige, it became invisible in terms of copyright, ownership,
and representation. This situation makes visible the tension between the collective transmission of
musical memory in oral culture and the failure to document individual musical labor.

In conclusion, the emergence of visually impaired climbiis performers in the case of Besni
points to a collective process shaped within a network of relationships among illness, disability,
moral trust, the search for livelihood, social acceptance, and mechanisms of local control rather than
merely individual talent. This research demonstrates that disability within local musical culture
cannot be explained solely through concepts of exclusion or acceptance. Visually impaired climbiig
performers gained social visibility and respect through music; however, this visibility was often
conditioned by boundaries of privacy, family expectations, economic necessities, and the moral
surveillance of the local community. Music therefore provides an important analytical field for
understanding the social meaning of disability experience, its place within local memory, and the
relationships it establishes with cultural life.
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Besni’de Gorme Engelli Ciimbiis icracilari: Engellilik, Miizisyenlik ve Toplumsal Kabul

Giris

Miizik, mekan, kimlik ve aidiyetle i¢ ice gegen toplumsal bir pratik olarak ele alinabilir.
Yerel miizik icralari, yalnizca belirli ezgilerin, galgilarin ya da icra bigimlerinin silirdiiriilmesiyle
sinirlt degildir; ayn1 zamanda kolektif hafizanin, giindelik iliskilerin ve yerel kimligin kurulmasina
da aracilik etmektedir. Cohen’e gore yerel miizik pratikleri, “yer duygusu”nun iiretilmesinde ve
mekanin kiiltiirel olarak anlamlandirilmasinda 6dnemli bir rol oynamaktadir (Cohen, 1994, s. 117-
129). Bu acgidan Besni’de ciimbiis icrasi, yalnizca bir eglence pratigi degil; diigiinler, kadinlara
ayrilmig eglence alanlari, carsi ¢evresi ve yerel hafiza iginde anlam kazanan toplumsal bir miizik
deneyimi olarak degerlendirilebilir.

Yerel miizik pratiklerinin, topluluk i¢i yakinlik, giiven ve aidiyet iliskilerinin kurulmasinda
da etkili oldugu anlasilmaktadir. Stokes’un belirttigi gibi miizik, paylasilan duygular ve ortiik
anlamlar araciligryla kiiltiirel mahremiyeti iiretmektedir (Stokes, 2010, s. 8-15). Besni 6rneginde bu
mahremiyet iliskisi 6zellikle kadinlara ayrilmis diigiin eglenceleri baglaminda belirginlesmektedir.
Erkeklerin girmesinin uygun goriilmedigi bu alanlara gérme engelli erkek climbiis icracilarinin davet
edilmesi, yalnizca miizikal yeterlilikle agiklanamayacak kadar ¢ok katmanli bir toplumsal duruma
isaret etmektedir. Bu durum, engellilik, ahlaki giiven, mahremiyet ve toplumsal cinsiyet sinirlart
arasindaki iligkinin yerel baglamda nasil kuruldugunu tartismay1 gerekli kilmaktadir.

Hall’un kimligi sabit bir 6zden ziyade toplumsal iligkiler ve temsil siire¢leri iginde kurulan
bir olusum olarak ele alan yaklagimi (1996, s. 1-7), bu arastirmada miizisyenlik kimliginin iligkisel
niteligini tartigmak icin kuramsal bir zemin sunmaktadir. Bu c¢ercevede miizisyenlik, yalnizca
bireysel yetenek ya da teknik icra becerisiyle agiklanabilecek bir statii olarak degil; icracinin yerel
toplulukla kurdugu iligkiler, repertuvari, icra mekanlar1 ve topluluk ic¢indeki kabul bigimleriyle
birlikte degerlendirilebilir. Besni’de gérme engelli climbiis icracilarinin miizisyenlik konumlar1 da
bu iliskisel yapi iginde anlam kazanan bir pratik olarak yorumlanabilir.

Turino’nun “katilimer performans” kavrami, diigiinler ve yerel eglencelerde miizigin
yalnizca izlenen bir gosteri degil, toplulugun birlikte irettigi bir etkilesim alani oldugunu ortaya
koymaktadir (Turino, 2008, s. 25-30). Besni’de diigiinler ve kadin eglencelerinde icra edilen climbiis
miizigi de bu yoniiyle salt estetik bir sunumdan ¢ok, toplulugun birlikte hareket ettigi, oyun oynadigi,
talepte bulundugu ve sosyal baglarim1 pekistirdigi katilimer bir miizik deneyimi olarak
degerlendirilebilir.

Miizigin giindelik yasamda bedeni, duygular1 ve toplumsal etkilesimi diizenleyen bir kaynak
oldugu da g6z 6niinde bulundurulmalidir (DeNora, 2000, s. 17-53). Besni’de climbiis, yalnizca isitsel
bir ara¢ degil; bedeni harekete gegiren, oyun diizenini kuran ve topluluk ici etkilesimi yonlendiren
bir icra aracidir. Calgilarin, bedenle kurulan iligki ve kiiltiirel baglam i¢inde anlam kazanan toplumsal
gostergeler oldugu diisiiniildiigiinde (Cottrell, 2024, s. 1), ciimbiisiin gorme engelli miizisyenler
agisindan yalnizca teknik bir tercih olmadigi anlasilir. Climbiis, gii¢lii ses hacmi, tasimabilirligi ve
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kulaktan 6grenmeye elverisli yapisiyla bu icracilarin yerel topluluk i¢inde goriiniirlik ve islev
kazanmalarina aracilik eden toplumsal bir ara¢ haline gelmistir.

Bununla birlikte, miizisyenlik, estetik iiretimle iligskilendirilse de toplumsal statiisii cogu
zaman kirillgan bir mesleki konuma isaret etmektedir. Taninma ve takdir, mesleki kimligin
mesrulagsmasinda 6nemli bir isleve sahiptir (Kowalczyk, 2022, s. 294-310). Heinich’e gére sanatsal
taninma, aktorlerin 6znel anlamlandirmalar1 ve toplumsal degerlendirme siirecleriyle baglantilidir
(Heinich, 2022, s. 31). Picaud ise kiiltiirel alanin 6zgiil kurallari, mekanlar1 ve aracilarinin miizikal
taninma big¢imlerini belirledigini vurgulamaktadir (Picaud, 2022, s. 254-265). Bu dogrultuda
Besni’de gérme engelli ciimbiisciilerin miizisyenligi, yalnizca ekonomik kazancla degil; diigiinlerde,
kadin eglencelerinde, carsi g¢evresinde ve yerel hafizada kazanilan taninma bicimleriyle de
sekillenmektedir.

Ancak bu taninma biitiiniiyle sorunsuz, esitlik¢i ya da kosulsuz degildir. Saha verileri, gérme
engelli miizisyenlerin bir yandan diigiinler ve kadin eglenceleri araciligiyla goriiniirlik, ge¢im ve
sayginlik kazandiklarini; diger yandan zaman zaman kusku, denetim ve sinirlandirma ile
karsilastiklarin1 gostermektedir. Kadin eglencelerinde perde ¢ekilmesi, “Acaba goriiyor mu?”
seklindeki siipheler ve bazi icracilarin miizisyenligi ¢ocuklarina 6nermemesi, bu kabuliin kirilgan ve
kosullu niteligini ortaya koymaktadir. Dolayisiyla engellilik, burada dogrudan kabul ya da yalnizca
dislanma lireten sabit bir kategori olarak degil; miizisyenlik pratigi, ahlaki giiven, ge¢cim zorunlulugu,
mahremiyet sinirlart ve yerel denetim mekanizmalariyla birlikte anlam kazanan iligkisel bir konum
olarak ele alinmalidir.

Bu arastirma, Besni ve g¢evresinde Serif Kiitiik¢lioglu, Mustafa Yasav, Ahmet Kasap ve
Mehmet Karatag etrafinda sekillenen goérme engelli climbiis icraciligina odaklanmaktadir.
Calismanin temel amaci, bu icracilarin miizisyenlik konumlarinin yerel hafiza icinde nasil
kuruldugunu, hangi toplumsal kosullarda mesrulastirildigin1 ve zaman icinde nasil doniistiigiinii
ortaya koymaktir. Bu dogrultuda arastirma, gérme engelli climbiis icraciligini engellilik, gegim,
ahlaki giiven, kadin eglenceleri, mahremiyet, repertuvar, icra mekani ve toplumsal kabul iliskileri
iizerinden analiz etmektedir.

Yontem

Bu aragtirma, Besni’de gorme engelli climbiis icracilarinin miizisyenlik pratiklerini ve yerel
miizik kiiltiirli icindeki konumlarini anlamaya yonelik nitel arastirma desenine dayanmaktadir. Nitel
aragtirma, toplumsal olgularin kendi dogal baglamlan iginde, katilimcilarin deneyim ve
anlamlandirmalar iizerinden ¢6ziimlenmesine imkan tanimaktadir (Yildirim & Simsek, 2011, s. 39-
69). Bu dogrultuda calisma, gérme engelli climbiis icraciligini yalnizca bireysel biyografiler
iizerinden degil; icra ortamlari, yerel hafiza, toplumsal kabul, mahremiyet iliskileri ve kiiltiirel
baglam icinde degerlendirmeyi amaglamaktadir.

Arastirmanin 6rneklemi, Besni’de farkli icra ortamlarinda uzun yillar yer almis ve yerel
hafizada gérme engelli ciimbiis icraciliginin temsilcileri olarak hatirlanan dort miizisyen tizerinden
olusturulmusgtur. Bu isimler Serif Kiitiik¢lioglu, Mustafa Yasav, Ahmet Kasap ve Mechmet
Karatas’tir. Orneklemin belirlenmesinde, s6z konusu kisilerin yalnizca miizikal icra deneyimleri
degil; diigiinler, kadin eglenceleri, ¢ars1 ¢evresi ve yerel hafiza icindeki goriiniirliikkleri de dikkate
almmugtir. Aragtirmada hayatta olan tek icract Ahmet Kasap ile goriisiilmiis; vefat etmis icracilar igin
ise aile iiyeleri, onlar1 taniyan kisiler ve yerel miizik hafizasma taniklik eden kaynak kisilerle
gorlismeler gerceklestirilmistir. Boylece veriler hem dogrudan kisisel tanikliklara hem de yerel
bellekte aktarilan anlatilara dayandirtlmistir.

Veriler, sekiz kaynak kisiyle yapilan yar1 yapilandirilmis goériismeler ve saha gozlemleri
yoluyla elde edilmistir. Yar1 yapilandirilmis goriisme teknigi, arastirmaciya Oonceden belirlenen
sorular etrafinda ilerleme imkam sunarken, saha siirecinde ortaya cikan yeni izleklerin takip
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edilmesine de olanak tamimaktadir (Giirsakal, 2001, s. 165). Kaynak kisilerin biiyiik boliimii Besni
dogumlu olup yasamlarini bu yerel ¢evreyle iliskili bigimde siirdiirmektedir. Yalmzca KK1, goc
deneyimine ragmen Besni miizik kiiltiiriiyle bagin1 koruyan bir kaynak kisi olarak arastirmaya dahil
edilmistir.

Goriismeler yliz yiize ve ¢evrim i¢i olarak gergeklestirilmis; katilimcilar, metin iginde
izlenebilirligi saglamak amaciyla KKI1-KK8 bi¢iminde kodlanmistir. Arastirma siirecinde
katilimcilardan yazili onam alinmis ve etik ilkelere uygun hareket edilmistir. Bu ¢alisma, aragtirma
ve yaym etigi ilkelerine uygun olarak hazirlanmistir. Arastirmanin etik kurallara uygunlugu,
Adiyaman Universitesi Sosyal ve Beseri Bilimler Etik Kurulu’nun 23/12/2025 tarihli ve 276
protokol/karar numarali karar1 ile belgelenmistir.

Elde edilen veriler betimsel ve tematik analiz teknikleriyle ¢6ziimlenmistir. Betimsel analiz,
gorlisme verilerinin aragtirma sorulart dogrultusunda diizenlenmesini; tematik analiz ise verilerde
tekrar eden anlam kiimelerinin belirlenmesini saglamistir (Kiimbetoglu, 2012). Bu kapsamda
gorlismeler ¢oziimlenmis, acik kodlama yoluyla temel temalar olusturulmus ve katilimci ifadeleri bu
temalar ¢ergevesinde yorumlanmistir. Analiz siirecinde 6zellikle engellilik deneyimi, miizisyenlik,
gecim, toplumsal kabul, kadin eglenceleri, mahremiyet, icra mekanlari, climbiisiin islevi ve yerel
hafiza temalar1 6ne ¢ikmustir.

Caligmanin verileri, biiyiik 6l¢iide soz1ii anlatilara ve yerel hafizaya dayandigi i¢in bulgular,
tarihsel olaylar1 kesin ve tekil dogrular olarak sunmak yerine, kaynak kisilerin tanikliklar1 ve
hatirlama bigimleri {izerinden degerlendirilmistir. Bu nedenle anlatilar arasinda ortaya cikan
benzerlikler, farkliliklar ve gerilimler; arastirmanin analitik ¢ergevesi iginde, gérme engelli ciimbiis
icraciliginin Besni’de nasil hatirlandigimi  ve anlamlandirildigini ortaya koymak amaciyla
yorumlanmustir.

Besni’de Miizik Kiiltiirii ve Ciimbiisiin Toplumsal Zemini

Adiyaman ve gevresinde miizik, yalnizca eglenceye eslik eden bir unsur degil; kolektif
bulusmalarin, giindelik karsilagsmalarin ve yerel aidiyetin temel tasiyicilarindan biri olarak
goriilmektedir. Bolgedeki miizik pratiklerinin Harput, Gaziantep ve Sanlurfa gibi giiclii kiiltiir
merkezleriyle tarihsel etkilesim iginde sekillendigi; bu etkilesimin ¢algi se¢imi, repertuvar ve icra
diizenlerinde belirgin bigimde izlenebildigi ifade edilmektedir (Eroglu, 2017, s. 522-523). Besni ise
Giineydogu Anadolu, Dogu Anadolu ve Akdeniz bdlgeleri arasinda bir gecis kusaginda yer alan;
tarihsel siirecte farkli adlarla anilmig ve 1950-1960 yillar1 arasinda “Eski Besni” olarak bilinen
yerlesim alanindan bugiink{i konumuna tasinmis bir ilgedir (Korkmaz, 2005, s. 4). Bu cografi ve
tarihsel konum, Besni’de diigiin, eglence ve miizik pratiklerinin bdlgesel etkilesimlere acik, cok
katmanl1 bir kiiltiirel zemin iginde sekillenmesine imkan saglamigtir.

Gorligme  verileri, miizikle ilk kargilasmanin c¢ogunlukla diigiinler aracilifiyla
gerceklestigini; cocuklukta bu ortamlarda duyulan ezgilerin kulak aginaligi kazandirarak miizigi
giindelik yasamin dogal bir parcasi hiline getirdigini gostermektedir. Diiglinlerin genellikle agik
alanlarda, ev g¢evresinde ya da mahalle 6l¢eginde yapilmasi, kullanilan galgilarin ses giicli ve
taginabilirligini belirleyici kilmistir. Bu nedenle climbiis ve darbuka gibi giiclii ses hacmine sahip,
taginabilir ve topluluk icrasina elverigli ¢algilar diigiin ortamlarinda 6ne ¢ikmistir. Bu cergevede
climbiis, Besni miizik kiiltiiriinde yalnizca bir eslik ¢algis1 degil; agik alan diigiinlerinin, kadin
eglencelerinin ve yerel eglence pratiklerinin siirekliligini saglayan énemli bir icra araci olarak 6zel
bir konum kazanmustir.

KK2, diigiinlerde ciimbiisiin ses ve etki bakimindan 6ne ¢iktigini su ifadelerle belirtmektedir:
“Klarnet gibi, klarnet gibi gii¢liiydii sesi. Bir iki tane de onlar da yaminda getirirlerdi. Ama genel
agirlik ciimbiis tizerine giderdi. Ciimbiis diigiinleri daha etkili olurdu.”
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KK4, eski Besni diigiinlerinin toplumsal yakinlik iireten yapisimi su sozlerle anlatmaktadir:
“E simdi énemi ¢ok biiyiik 6nemler tasiyordu kiiltiiriimiiziin. Insanlar bir, biraraya yakindi. Mesela
bir diigiinde oncesi Cuma giinii yalanci gece olurdu. Cumartesi diigiin olurdu adam akilli. Pazar
giinii de gelin almaya gidilirdi.”

Ciimbiis, 1930 yilinda Zeynel Abidin tarafindan gelistirilen; aliiminyum goévdeli ve ahsap
sapli yapistyla Cumhuriyet’in erken donem modernlesme ve millilesme siirecinin miizik alanindaki
simgesel calgilarindan biri olarak kabul edilmektedir. Calginin Mustafa Kemal Atatiirk’e tanitildigt
ve adim1 bu dogrultuda aldigi aktarilmaktadir (Tung, 2024). Ozellikle Giineydogu Anadolu
bolgesinde Tiirk halk miizigi icralarinda yaygin bicimde kullanilan climbiis, Sanliurfa, Gaziantep ve
Elazig cevrelerinde sira geceleri gibi miizikli toplantilarin temel ¢algilarindan biri haline gelmistir
(Han, 2023, s. 92). Kolay taginabilirligi ve giiclii ses hacmi ise ¢alginin 6zellikle agik alan diigiinleri
ve sahne dis1 icralarda tercih edilmesini saglamis; bu oOzellikler, hareketli icra kosullarinda
miizisyenler i¢in dnemli bir avantaj olusturmustur (Ozdemir, t.y.).

Goriismelerle birlikte degerlendirildiginde, ciimbiisiin yerel miizik pratiklerindeki islevsel
konumu daha agik bigimde goriilmektedir. Climbiis, giiglii sesi, taginabilirligi ve kulaktan 6grenmeye
dayali icraya uygun yapisi sayesinde 6zellikle gorme engelli miizisyenler i¢in pratik bir ¢algi olarak
degerlendirilebilir. Nota bilgisi gerektirmeyen ve isitsel hafiza yoluyla 6grenilebilen icra bigimi,
gorme engelli icracilarin bu calgiyla iliski kurmasini kolaylastirmistir. Bununla birlikte climbiigiin
giiclii tinisi, icracinin agik alanlarda ve kalabalik diigiin ortamlarinda daha goriiniir ve fark edilir bir
konum kazanmasina katki saglamigtir.

KK6’nin anlatimi, ciimbiisiin Besni’de gérme engelli bireyler i¢in yalnizca miizikal degil,
ayni zamanda gecimle iligkili bir ara¢ olarak anlam kazandigimi gostermektedir: “Bizim gozleri
gormeyen, agma insanlar ¢okmus Besni’de bu cicek hastaligindan. Bunlar ne yapabilecek? Bir
enstriiman ¢almay égretiyorlar. Iste ellere bir enstriiman alip veriyorlar hayir sahipleri. Gegimini
bu sekilde kazansin diye.”

Bu yoniiyle ciimbiis, yalnizca teknik 6zellikleriyle tercih edilen bir enstriiman degil; gérme
engelli miizisyenlerin diiglinlerde, kadin eglencelerinde ve yerel topluluk icinde varlik
gostermelerine aracilik eden toplumsal bir ara¢ olarak degerlendirilebilir. Saha verileri, Besni’de
climbiisiin miizikal islevinin yan1 sira toplumsal kabul, giiven, gecim ve yerel hafiza ile iligkili bir
anlam alani i¢inde degerlendirildigini gostermektedir. Dolayisiyla climbiisiin Besni’deki konumu,
calgmin ses ozellikleriyle sinirli olmadigi; bu ¢algi, gérme engelli miizisyenlerin topluluk i¢indeki
yerini, icra alanlarini1 ve kabul bigimlerini anlamak agisindan da merkezi bir 6neme sahip oldugu
anlasilmaktadir.

Dort Hayat: Yerel Hafiza ve Yasamlar

Bu boliimde, Besni’de ciimbiis icrasi etrafinda sekillenen miizisyenlik deneyimi, gérme
engelli dort climbiis icracisinin yasam anlatilar lizerinden ele alinmaktadir. Hayatta olan tek icract
Ahmet Kasap’in aktardigi ustalik silsilesi dogrultusunda Serif Kiitiik¢iioglu, Mustafa Yasav, Ahmet
Kasap ve Mehmet Karatag’a iliskin anlatilar; dogrudan goriismeler, aile iiyelerinin aktarimlari ve bu
kisileri yakindan tanityan kaynak kisilerin tanikliklar {izerinden degerlendirilmistir. Bu bdliimde
amaglanan, bireysel biyografileri ayrintili bigimde aktarmaktan ¢ok, ciimbiis etrafinda kurulan yerel
miizisyenlik pratigini, ustalik iligkilerini ve kusaklar aras1 hafizay1 goriiniir kilmaktir. Bu nedenle
anlatilar hem yasam 6ykiileri hem de yerel hafizanin miizisyenlik kimligini nasil kurdugu agisindan
ele alinmistir.

Bununla birlikte bu yasam anlatilar1, yalnizca kisisel basar1 ya da zorluk anlatilar1 olarak
degerlendirilmemistir. Her bir icracinin Oykiisii; gdrme kaybi deneyimi, gecim arayisi, miizikal
Ogrenme bigimleri, yerel toplulukla kurulan giiven iliskileri ve kadinlara ayrilmis eglence alanlaria
dahil olma kosullar1 bakimindan ele alinmigtir. Boylece dort icracinin biyografileri, Besni’de gérme
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engelli climbiis icraciliginin bireysel yetenekten c¢ok; hastalik, engellilik, ahlaki gliven, toplumsal
kabul ve yerel hafiza arasindaki iliskiler icinde sekillenen kolektif bir pratik oldugunu tartigsmaya
agmaktadir.

Serif Kiitiik¢iioglu

Hayatta olan gérme engelli climbiis icracis1 Ahmet Kasap’in ifadeleriyle yerel hafizada “Kor
Terzi” lakabiyla anilan Serif Kiitiikctioglu (bkz. Ek 1), yas bakimindan bu silsilenin en eski
halkasinda yer alan ve bu nedenle oOnciiliik atfedilen bir figiir olarak hatirlanmaktadir. KK1,
Kiitiikgtioglu’nu ¢ocukluk déneminden tanmidigini; 6zellikle konusurken yiiz mimiklerinin belirgin
bicimde degistigini ve bu yoniiyle dikkat ¢ekici bir kisilige sahip oldugunu ifade etmektedir: “Serif
Kiitiikciioglu daha yash. Seyini boyle yiiz ifadelerini boyle soylerken yiiz mimikleri ¢ok degisik
olurdu.”

KK1 ve KK3 anlatilarinda 6ne ¢ikan ortak unsurlardan biri, Kiitiikkg¢iioglu’nun biligsel ve
duyusal yetkinligine iliskin hatiralardir. Ozellikle domino oyununa dair aktarimlar, onun dokunma
duyusu ve hafizaya dayali gii¢lii bir zihinsel performans sergiledigini gdstermektedir. KK3, bu
becerinin ¢ars1 esnafi arasinda hayranlik uyandirdigimi ve Kiitiik¢tioglu'na kars1 domino oynamaya
kimsenin cesaret edemedigini belirtmektedir. Bu anlatilar, onun yerel hafizada yalnizca engelliligiyle
degil, duyusal dikkat, hafiza ve gilindelik iliski becerileriyle de hatirlandigim géstermektedir.

Kiitiik¢lioglu’nun ailesine ve yasam kosullarina iligkin bilgiler agirlikli olarak KK1 ve KK2
anlatilarina dayanmaktadir. KK 1, Kiitiik¢lioglu’nun ogullariyla arkadaslik iligkisi kurdugunu; aile
yasaminin zamanla zorlastigin1 ve Oliimiiniin ardindan ailenin kamusal goriiniirliigliniin giderek
azaldigimi belirtmektedir. KK2 ise kendisiyle dogrudan temas kurmadigini; anlatisinin daha ¢ok
ogullar1 Tlizerinden sekillendigini ve aile yasammin zamanla dagimik bir seyir izledigini
paylagmaktadir.

KK2, Besni’nin tarihsel hafizasinda énemli bir yere sahip olan Ismet Nergis’ten dgrendigi
bilgiler dogrultusunda, Kiitiik¢lioglu’nun daha 6nce gorerek yasadigini; ailesinin gegmiste deri isi ve
ayakkabicilikla, yerel ifadeyle koskerlikle ugrastigimi ve kendisinin de terzilik yaptigini
aktarmaktadir. Anlatilarda ortaklagan temel unsur, Kiitiik¢lioglu’nun ¢icek hastaligina bagl olarak
sonradan goérme yetisini kaybetmis olmasidir. Bu nedenle ¢evresi tarafindan uzun siire gergekten
gormedigine inanilmadigi da belirtilmektedir. “Kér Terzi” lakabi, bu dogrultuda hem meslek
gecmisini hem de sonradan edinilmis engelliligini birlikte kodlayan yerel bir adlandirma pratigi
olarak degerlendirilebilir.

Miizisyenlik pratigine iligkin anlatilar, Kiitiik¢iioglu’nun miizik egitimi almadig1 ve nota
bilgisine sahip olmadigi konusunda ortiismektedir (KK 1, KK2, KK3). Buna karsin donemin popiiler
ezgilerini ve oyun havalarmi aksatmadan icra edebildigi; repertuvarini kulaktan 6grenmeye dayali
olarak gelistirdigi ifade edilmektedir. KK3’iin anlatisinda, Kiitiik¢ioglu’nun ozellikle kadin
diigiinlerinde yer aldig1; ¢ars1 ve kahvehane ¢evresinde ise giindelik olarak bulunarak miizisyenligini
kamusal yagsamla i¢ ige siirdiirdiigii anlasilmaktadir.

Toplumsal iligkiler bakimindan KK1 ve KK3 anlatilar1 biiyiik olgiide Ortiismektedir.
Kiitiik¢lioglu’nun ¢ars1 esnafi tarafindan sevilen, saygi goren ve giiven duyulan bir figiir oldugu;
giindelik iligkilerinde “aile ortami” hissi yarattig1 ifade edilmektedir. KK3, bu miizisyenlerin
yalmizca icra ettikleri miizikle degil, kurduklar1 sosyal baglarla da yerel yasamda iz biraktiklarim
vurgulamaktadir. Buna karsilik KK 1 ve KK2, Kiitiik¢iioglu’nun zamanla yerel hafizadan silinmeye
yliz tuttugunu; giiniimiizde onu ayrintili bicimde hatirlayan kisi sayisinin olduk¢a azaldigimi
belirtmektedir.

Kiitiik¢lioglu 6rnegi, Besni’de gorme engelli climbiis icraciligina iligskin kabuliin her zaman
kendiliginden ve sorunsuz bi¢imde islemedigini gdstermektedir. Sonradan edinilmis goérme
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engelliligi ve daha 6nce gdren biri olarak bilinmesi, 6zellikle kadin eglenceleri baglaminda ona
yonelik kuskularin siirmesine neden olmustur. Bu durum, engelliligin mahremiyet alanlarinda giiven
iireten bir unsur olarak anlam kazanabilmesi i¢in yalnizca bedensel durumun degil, yerel topluluk
tarafindan taninan ahlaki sicilin, giindelik iliskilerin ve toplumsal denetimin de belirleyici oldugunu
gostermektedir. Dolayisiyla Kiitiik¢lioglu’nun anlatisi, gérme engelli miizisyenlerin yerel yasamda
hem kabul hem de kugku lizerinden konumlandirildigini ortaya koymaktadir.

Mustafa Yasav

Yerel hafizada “Kér Mistafa” adiyla anillan Mustafa Yasav (bkz. Ek 2), 1938 yilinda
Besni’de dogup biiylimiis; yasami erken yasta edinilmis gorme engellilikle sekillenen énemli bir
climbiis icracisidir. Oglu KK4’iin aktardigi bilgilere gore Yasav, dokuz kardesli bir ailenin
cocugudur ve iki yasinda gegirdigi ¢icek hastaligi sonucunda gérme yetisini kaybetmistir. Ddnemin
saglik kosullarmin yetersizligi, tedavi imkanlarmin simirlilign ve tedavi iicretlerinin yiiksekligi
nedeniyle bu kaybin 6niine gecilememis; s6z konusu hastalik, Yasav’in yasam c¢izgisini belirleyen
temel kirilma noktalarindan biri haline gelmistir.

Yasav’in c¢ocuklugunun yoksulluk ve kayiplarla oriili bir aile yapisi iginde gegtigi
anlasilmaktadir. Dort yasinda annesini kaybettigi; genis ve kalabalik bir aile ortaminda biiytidiigii
aktarilmaktadir. Ailenin ge¢im kosullarin sinirli olmasi nedeniyle aile bireylerinin énemli bir
boliimiiniin  Besni’den go¢ ettigi  belirtilmektedir. Giiniimiizde Yasav ailesinden Besni’de
yasayanlarin oldukga az oldugu ifade edilmektedir. Yasav’in farkl evliliklerinden toplam bes cocugu
oldugu; yasami boyunca ekonomik ve toplumsal agidan istikrarli bir hayat siliremedigi
aktarilmaktadir. Oglu KK4, babasinin yasamimi “¢ileli” olarak tanimlamakta; bu durumun erken
yasta edinilmis gorme engellilikle birlikte daha da agirlastigini vurgulamaktadir.

KK4’iin anlatisina gdre Yasav’'in miizige yOnelmesi, erken yasta edinilmis gdérme
engelliligin belirleyici oldugu bir yasam baglami icinde sekillenmistir. KK4, Yasav’in ¢ocukluk
doneminde demircilik ocaginda kullanilan agir demir kortigiinii ¢ektigini; bu igin fiziksel agidan son
derece zorlayici oldugunu ve goérme engelli bir ¢ocuk i¢in siirdiiriilebilir olmadigini aktarmaktadir.
Bu durumu fark eden dayisi, Yasav’in yasaminda yonlendirici bir rol iistlenmis; onu bedensel emege
dayali islerden uzaklastirarak miizige yonlendirmistir. Bu anlati, miizige yonelmenin yalnizca estetik
bir ilgi ya da kisisel yetenek meselesi olmadigini; ayn1 zamanda ge¢im, beden ve siirdiiriilebilir emek
kosullaryla iligkili bir tercih alan1 olarak ortaya ¢iktigini gostermektedir.

KK4, babasinin ¢ocukluk donemindeki hastalik ve yoksulluk deneyimini dogrudan soyle
anlatmaktadir: “Yani yoksul bir ailede biiyiidii. Babamin mesela iki yaginda gozleri kor olmus, ¢igek
hastalig1 varmis o zaman. Dort yaginda annesi vefat ediyor.”

KK4, Yasav’a dayisinin ilk olarak tambur temin ettigini; miizikle kurulan iliskinin bu ¢alg1
tizerinden basladigini belirtmektedir. Anlatiya gore Yasav’in miizige yonelmesi yalnizca digsal bir
yonlendirme sonucu degil, ayn1 zamanda kendi azmi ve istegiyle geligsen bir siirectir. Dayisinin temin
ettigi tambur ile baglayan bu siireg, zamanla Yasav’in yasamini belirleyen temel ugrasa doniismiistiir.
Ciimbiis ¢almaya baglamasi ise genglik donemine denk gelmektedir. Yaklasik on alti-on yedi
yaslarinda climbiis ¢almaya baglayan Yasav, miizik bilgisini kulaktan 6grenme ve pratik deneyim
yoluyla edinmistir. Yasav’in bu ¢algiy1 ilk olarak Mehmet Havutlu’dan 6grendigi; daha sonra
Adiyamanli Kor Abzer/Abuzer ile ¢alisarak icrasini gelistirdigi ifade edilmektedir.

KK2’nin aktardiklari, Yasav’in yalnizca icract kimligini degil, repertuvara ve miizikal
iiretime bakisini da yansitmaktadir. KK2, ¢ocukluk ve genglik doneminde “Mektebin Bacalar:” adl
tiirkiiyli Yasav’dan dinledigini ve bu eser iizerine kendisiyle sagliginda dogrudan konustugunu ifade
etmektedir. Tiirkiiniin Yasav’a ait olup olmadigini sordugunda aldig1 “Yahu ney benim degil ki! Biz
bunlara imza atmadik. Par¢alarimizin ¢ogu anonim deyip gitti.” yaniti, Yasav’in miizikal liretimi
bireysel sahiplik tlizerinden degil, sozlii kiiltiirin ortak dolasimi iginde konumlandirdigini
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gostermektedir. Bu ifade, yerel miizik belleginde eser, icraci ve sahiplik arasindaki iligkinin yazil
kiiltiirdeki telif anlayisindan farkli bigimde kuruldugunu da diisiindiirmektedir.

KK#4’iin anlatisinda Yasav, miizisyenligi c¢ocuklar1 icin arzu edilen bir yol olarak
gormemektedir. Yasav, miizigi kendi yasaminda bir tercih olmaktan ¢ok zorunluluk olarak
tammmlamistir: “Kesinlikle oglum, bunu yapmayin. Ben bu meslegi mecburiyetten yapryorum. Sarhos
kahrt ¢ekmek kolay degil oglum...” KK4, babasinin ¢ocuklarinin miizik 6grenmesine dahi karsi
ciktigini; “Oglum bellerseniz yaparsiniz.” diyerek bu meslekten onlar1 bilingli bi¢cimde uzak
tuttugunu belirtmektedir. Bu ifade, Yasav’in miizisyenligi bir kimlik aktarimi ya da aile gelenegi
olarak degil, engellilik kosullar1 icinde basvurulmus zorunlu bir geg¢im bicimi olarak
degerlendirdigini gdstermektedir. Ayn1 zamanda bu anlati, yerel baglamda miizisyenligin sayginlik
saglayabilmesine ragmen yorucu, kirllgan ve toplumsal riskler barindiran bir meslek olarak da
algilandigini ortaya koymaktadir.

Toplumsal iligkiler bakimindan Yasav, Besni’de “bizden biri” olarak goriilen, giindelik
yasamdan ayristirilmayan bir figiirdiir. KK1 ve KK2’nin anlatilarina gére Yasav, pazarda, kahvede
ve gars1 iginde karsilagilan; sabah evinden ¢ikip aksam evine donen, ailesi olan siradan bir Besnili
olarak algilanmistir. Durusu, sakinligi ve 0l¢iilii yasam tarzi, onun yerel topluluk i¢cinde saygi ve
kabul gdérmesinde etkili olmustur. Bununla birlikte bu kabul, onun yagamindaki ekonomik giicliikleri
ve mesleki kirllganligi ortadan kaldirmamaistir. Yerel anlatilarda Yasav’in giindelik yasamin parcasi
olarak hatirlanmasi, gérme engelli miizisyenlerin Besni’de yalnizca “yardima muhtag” kisiler olarak
degil, topluluga miizik yoluyla katilan aktorler olarak da konumlandirildigini géstermektedir.

Yasav 6rnegi, gorme engelli climbiis icraciliginin ge¢im zorunlulugu ile toplumsal sayginlik
arasinda kurulan gerilimli bir mesleki konum oldugunu gostermektedir. Miizik, onun i¢in bedensel
emege dayali islerin yerine gegebilecek bir gecim imkan1 sunmus; ayni zamanda yerel topluluk icinde
taninma ve kabul gérme zemini olusturmustur. Ancak Yasav’in bu meslegi ¢ocuklarina 6nermemesi,
miizisyenligin yalnizca olumlu bir taninma alan1 degil, aym1 zamanda zorlu ¢alisma kosullari, gece
eglenceleri, sarhoglarla karsilagsma ve toplumsal kirilganliklar iceren bir yasam bi¢imi olarak
deneyimlendigini ortaya koymaktadir. Yasav’in 2000 yilinda yasamini yitirmesine ragmen, yerel
hafizada “Kor Mistafa” adiyla anilmaya devam etmesi, onun Besni miizik kiltiiriindeki kalic1 yerini
gostermektedir. KK1’in hatirlama bicimi, Yasav’in miizikal sezgi ve dinleyiciyle iliski kurma
giiclinii somutlagtirmaktadir: “Mustafa Yasav ¢ok farkli birisiydi. Yeter ki oynayan kisinin oyuna
kalkacak kisinin ismini hissetsin. Latife Kadin oynuyor, Giilser Kadin oynuyor. Oynayan kisinin
ismini hissettigi anda onun hangi pargay1 istedigini bilirdi.” Ahmet Kasap “Byigin Oglu” ya da
“Hafiz Ahmet” lakaplaryla anilan Ahmet Kasap (bkz. Ek 3) (KKS8), 1941 dogumlu olup Besni’de
gorme engelli ciimbiis icracilig silsilesinin yasayan temsilcilerinden biridir. Kasap’in yasam oykiisii,
cocukluk donemindeki dini egitim deneyimi ve ardindan gecirdigi hastalikla belirgin bir kirilma
noktast tagimaktadir. Kasap, yedi-sekiz yaglarinda iken annesi tarafindan bir hocanin evine
gotiiriildiigiinii; bu siirecte hafizlik ve dini ilimlerle mesgul olmay1 hedefledigini, ancak bu egitimin
uzun soluklu olmadigini belirtmektedir. Kasap, Tiirkiye genelinde etkili olan salgin sirasinda ¢igek
hastaligina yakalandigini; bu siirecin hem fiziksel hem de ruhsal agidan son derece agir gegtigini
aktarmaktadir. Ayni hastalik nedeniyle ablasinin da geng yasta yasamini yitirdigini; bu kaybin aile
hafizasinda derin bir iz biraktifin1 vurgulamaktadir. Kasap’in anlatisina gore ailesi, hastalik
siirecinde ¢are arayisin siirdiirmiig; ancak tiim girisimlere ragmen tedaviden sonug¢ alinamamustir.
Cigek hastaligi, bu yoniiyle onun ¢ocukluk donemini kesintiye ugratan ve yasam yonelimini
belirleyen temel kirilma noktalarindan biri olarak degerlendirilebilir.

Aile ge¢misine iliskin ifadeler, Kasap’in erken yasta sorumluluk istlenmek zorunda
kaldigim1 gostermektedir. Dededen beri kasaplikla ugragan bir aileden geldigini belirten Kasap,
babasimin 1957 yilinda vefat ettigini; sonrasinda dokuz kardesli aile yapisi icinde ge¢imi saglama
sorumlulugunu iistlenen kisi oldugunu ifade etmektedir. Bu anlatilar, Kasap’in ¢ocukluk ve genglik
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yillarinin hastalik, aile kaybi, erken sorumluluk, emek ve gegim miicadelesi ekseninde sekillendigini
ortaya koymaktadir.

Kasap’in miizisyenlige yonelme siireci, ailesi ve yakin gevresinin yonlendirmesiyle
sekillenmis; gecim miicadelesiyle i¢ ice ilerleyen bir deneyim olarak anlatilmistir. Kasap, genclik
yillarinda babasinin dostlar1 ve gevresindeki biiyiiklerin kendisini miizige yonlendirdiklerini ifade
etmektedir. Bu siirecte ona, Besni’de daha 6nce bu yolu agmis bir 6rnek olarak Mustafa Yasav
gosterilmistir. Bdylece miizisyenlik, Kasap i¢in yalnizca bireysel bir ilgi alan1 degil; gérme kaybi
sonrasinda siirdiiriilebilir bir ge¢im imkam ve toplumsal kabul zemini olarak belirmistir. Kasap’in
aktarimina gore bu yonlendirme, somut bir temasla devam etmistir. Berber ditkkdninda karsilagtigi
ve “kirve” olarak andig1 Hac1 Bekir isimli bir dostuna miizige basladigini s6ylediginde, ondan 6nce
calgisini getirmesi istenmistir. Haci1 Bekir’in “Agzin yatiyor mu, elin yatiyor mu, sesin giizel mi?”
sozleriyle yaptig1 ilk degerlendirme, Kasap igin belirleyici bir esik olmustur. Calgisini ¢aldiktan
sonra kendisine “Ciimbiisii akladin.” denildigini; bu begeni lizerine kirvesinin Antep’ten bir climbiis
temin ederek kendisine hediye ettigini aktarmaktadir. Bu anlati, yerel c¢evrenin miizisyenlige
yonelmede yalnizca destekleyici degil, ayn1 zamanda segici ve onaylayici bir rol {istlendigini
gostermektedir.

Kasap, miizikal yolculugunun baslangicinda 6nce saz caldigini; climbiise ise daha sonra
gectigini belirtmektedir. 1960 yilinda climbiisii edindigini; bu tarihe kadar hem c¢alisip hem de
miizikle mesgul oldugunu aktarmaktadir. Bu donemde giindelik emegin yogunlugu nedeniyle ¢algiy1
eline almakta zorlandigini; yorgunluk ve gecim baskisina ragmen miizigi birakmadigimi ifade
etmektedir. Kendi ifadesiyle “Istemesem de mecbur aldim...” sdzleri, bu siirecin géniillii oldugu
kadar zorunlu bir yon de tasidigin1 géstermektedir.

Kasap’in anlatisinda, miizikal gelisiminde etkili olan ustalar 6nemli bir yer tutmaktadir.
Bunlardan biri, asker olan komgusu Nuri Dayioglu’dur. Kasap, Nuri Dayioglu’nu pek ¢ok calgiya
hakim bir usta olarak tanimlamakta; bu ustanin kendisine diizen, akort ve icra konusunda birebir
destek verdigini aktarmaktadir. Bu iligkinin giindelik dersler ve uygulamali 6grenme iizerinden
ilerledigi; miizikal bilginin usta-girak iligkisi icinde aktarildig1 anlasilmaktadir.

Kasap, climbiigse gecis ve 6grenme siirecini su ifadelerle anlatmaktadir: “O usta her giin
geliyor, bana aksam aksam ders veriyor, akortlar1 diizelttiriyor. Ondan sonra bir giin “Bir evde iki
kalp hirshi tutulmaz.” dedi.” Bu ifade, Kasap’in climbiis icrasina yonelmesinde usta-cirak iliskisinin
belirleyici oldugunu gostermektedir. Ustasinin yonlendirmesiyle isini birakarak miizige agirlik
vermesi, miizisyenligin zamanla onun yasaminda onemli bir ge¢im alanina ve kimlik unsuruna
donistiigiind diistindiirmektedir.

Kasap, miizikal faaliyetlerini yaklasik otuz yil boyunca siirdiirdiigiinii; 1960°ta bagladig1 bu
yolculugu 1991 yilinda sonlandirdigini ifade etmektedir. Yedi cocuk babasi olan Kasap,
miizisyenlikten ¢ekilme kararini ailesinin yonlendirmesiyle aldigini belirtmektedir. Anlatisina gore
cocuklar1 kendisine “Baba, artik yeter, bu is bitti.” demis; Kasap da bu talebi geri ¢evirmemistir. Bu
karar1 alirken aile sorumlulugunu ve toplumsal uygunluk kaygisini gézettigini belirtmekte; durumu
“Ayip olarak goriiliiyor demek ki...” sozleriyle ifade etmektedir. Bu siire¢, miizisyenligin yerel
baglamda ge¢im ve sayginlik saglayan bir alan olmasina ragmen, yas, aile konumu ve toplumsal
beklentilerle birlikte yeniden degerlendirilebildigini gostermektedir.

Kasap 6rnegi, gérme engelli climbiis icraciliginin hem imkan hem de sinir iceren bir mesleki
konum oldugunu ortaya koymaktadir. Miizisyenlik, Kasap icin gérme kayb1 ve aile sorumlulugu
sonrasinda siirdiirtilebilir bir ge¢cim yolu saglamis; ayn1 zamanda yerel topluluk i¢inde goriiniirliik ve
kabul kazanmasina aracilik etmistir. Ancak meslege yonelme siirecindeki “mecburiyet” vurgusu ve
miizisyenlikten ¢ekilme kararinda ailesinin etkili olmasi, bu kabuliin biitiiniiyle 6zgiir ve sorunsuz
bir mesleki tercih olmadigin1 gostermektedir. Dolayisiyla Kasap’in anlatisi, Besni’de gorme engelli

www.turkishstudies.net/turkishstudies



792 Sultan Bilget Giigliier

miizisyenlerin toplumsal konumunun gec¢im zorunlulugu, yerel onay, aile beklentisi ve ahlaki
uygunluk olgiitleriyle birlikte sekillendigini gostermesi bakimindan énemlidir.

Mehmet Karatas

Yerel Yerel miizik hafizasinda gérme engelli ciimbiis icracilar1 arasinda “Sambayatli Kor
Mamet” lakabiyla anilan Mehmet Karatas (bkz. Ek 4), 1945 yilinda diinyaya gelmistir. Esi KK7’nin
anlatisina gore Karatas, bir yasindayken ¢igek hastaligina bagli olarak her iki goziinii de kaybetmis;
donemin yoksulluk kosullar1 ve saglik imkanlarinin yetersizligi nedeniyle tedavi edilememistir. Bes
yasindayken babasini da kaybeden Karatag’in ¢ocuklugu, erken yasta edinilmis gérme engellilik, aile
kaybi1 ve gecim zorluklartyla sekillenmistir.

KK7, Karatas’in erken ¢ocukluk dénemindeki gérme kaybini ve tedavi imkansizligini su
sozlerle anlatmaktadir: “Bir yasinda iki gozii kor olmus. Goziinde yara ¢ikmuis, ikisini de kor etmis.
Doktor felan yokmus. E o zaman doktorlar yokmus, arabalar yokmus. Fakirlik full-”

KK7’nin anlatiminda Karatas’in miizige yonelme siireci, ¢cocuk yasta iistlendigi gecim
sorumlulugu ve cevresel destekle birlikte goriiniir hale gelmektedir. Karatag’in gérme engeli
nedeniyle yol kenarinda su satarken dikkat ¢ektigi ve ¢evresindeki kisiler tarafindan desteklendigi
anlasilmaktadir. KK7 bu siireci su sozlerle aktarmaktadir: “Ondan sonra su satmis hep. Geri de
otobiisler geciyormus. Otobiisler durdurulmus. Demis “Sana bir defneke alak da ¢al.” defnekeyi
almus, bellemig. Otobiisiin soforii demis, “Mehmet’im sana bir ciimbiis alalim.” demig.” Boylece
Karatas’in miizige yonelimi, bireysel yetenek kadar ¢evresel destek, gecim arayisi ve yerel temaslar
iizerinden sekillendigi ifade edilebilir.

Karatag, climbiisii baslangigta kendi kendine 6grenmeye ¢alismis; daha sonra bir kahvede
calisan ve tambur ¢alan Hiiseyin adli kahvecinin yardimiyla icrasini gelistirmistir. Bu iligki, sozIii ve
pratik aktarim {izerinden ilerleyen bir usta-cirak iliskisi niteligi tasimakta; Karatas’in miizisyenlik
yolculugunda belirleyici bir asama olarak degerlendirilmektedir. Karatas, climbiis icrasinda
ustalastiktan sonra keman ¢almay1 da 6grenmis; her iki ¢algiy1 da iyi diizeyde icra edebilen bir
miizisyen haline gelmistir. Bu ¢ok yonlil ¢algi hakimiyeti, onun yalnizca yerel bir eglence icracisi
degil, giiclii isitsel hafizaya ve pratik 6grenme becerisine sahip bir miizisyen olarak hatirlandigini
gostermektedir.

Karatas, eserleri yazili ya da gorsel bir kaynaktan degil, tamamen igitsel hafiza ve tekrar
yoluyla 6grenmistir. KK7, onun evde ¢ogunlukla yalnizken, 6zellikle giindiiz saatlerinde kendi
kendine calip sOyleyerek calistigini; bu siirecin onun temel 6grenme yontemi oldugunu ifade
etmektedir. Ayrica radyo, plak ve daha sonraki donemde teyp araciligiyla siirekli miizik dinledigini;
bu kayitlari defalarca dinleyerek ezberledigini vurgulamaktadir. Bu anlatilar, gorme engelli icracilar
acisindan isitsel hafizanin yalnizca bir 6grenme yolu degil, repertuvar edinme ve miizikal kimlik
kurma siirecinin temel unsurlarindan biri oldugunu gdstermektedir.

KK7’nin ifadelerinden, Karatag’in 6zgiin denemeleri ve besteleri oldugu anlasilmaktadir.
Ozellikle “Esarbini Yan Baglama” olarak amlan eserin Karatas’a ait oldugu belirtilmektedir.
Bununla birlikte anlatiya gore bu eser ve benzeri pek ¢ok eser Karatag’tan alinmis ve dolasima
girmistir. KK7, esinin gérme engelli olmasi nedeniyle siireci takip edemedigini; eserlerinin izini
stirecek ya da sahiplik iddiasinda bulunacak imkéna sahip olmadigim ifade etmektedir. Bu durum,
yerel miizik ortamlarinda gorme engelli icracilarin miizikal liretimlerinin taninma saglasa bile, telif,
kayit ve temsil bakimindan korunmasiz kalabildigini gostermektedir. Karatas drnegi, sézli kiiltiirde
anonimlesme ile bireysel miizikal emegin goriinmezlesmesi arasindaki gerilimi ortaya koymaktadir.

KK2’nin anlatimina gore o donemde Sambayat, idari ve toplumsal olarak Besni’ye bagl bir
yerlesimdir. Bu nedenle Karatasg, aslen Sambayatli olmasina ragmen Besni halki tarafindan “bizden
biri” olarak gorilmiis ve Besni’yle 6zdeslesmis bir isim haline gelmistir. KK2, Karatas’in geng
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yasina ragmen Besni’de sevilen, sayilan ve cagrildiginda gece ge¢ saatlerde dahi icraya gelen
sorumluluk sahibi ve onurlu bir kisi olarak hatirlandigin1 &zellikle belirtmektedir. Bu anlati,
Karatas’in yerel topluluk icindeki kabuliiniin yalnizca miizikal yetkinlige degil, ¢alisma disiplini,
cagrildiginda icraya katilma sorumlulugu ve toplulukla kurdugu giiven iliskisine de dayandigini
gostermektedir.

Esi KK7’nin aktardigina gore Karatag’in iinii yalnizca Besni ile sinirli kalmamis; cevre
yerlesimlerden insanlar da onu dinlemek i¢in gelmistir. Bu yaygin taninirlik, onun miizikal
yetkinliginin ve sahne etkisinin yerel sinirlar1 astigini gostermektedir. Karatag’in ¢alma ve sdyleme
biciminin essiz oldugu; bu diizeyde bir icracinin bir daha gelmedigi yoniindeki ifadeler, yerel
hafizadaki giiclii yerini ortaya koymaktadir. 2001 yilinda kalp krizi nedeniyle erken yasta vefat
etmesinin ardindan ailesinin zor bir siire¢ yasadigi ve bu zorlugun hala siirdiigii aktarilmaktadir. Buna
karsin Karatag’in adi bugiin dahi Besni’de sevgi ve saygiyla anilmakta; onun miizikal mirasi ve
kisiligi yerel bellekte canliligini korumaktadir.

Karatag 0rnegi, gorme engelli climbiis icraciliginin hem giiclii bir yerel taninma hem de
kirilgan bir temsil alam {irettigini gostermektedir. Bir yandan Karatas, sesi, repertuvari, ¢ok yonlii
icrast ve ¢aligsma disipliniyle Besni miizik hafizasinda 6zel bir yere sahip olmustur. Diger yandan,
ona ait oldugu belirtilen eserlerin kayit altina alinmamasi ve baskalar: tarafindan sahiplenildigine
dair anlatilar, yerel miizik iiretiminde goérme engelli icracilarin emeginin kolaylikla
goriinmezlesebildigini gdstermektedir. Bu nedenle Karatag’in yasam oykiisii, yalnizca miizikal
yetenek ve yerel sayginlik agisindan degil; ayn1 zamanda sozlii kiiltiirde eser sahipligi, temsil ve
miizikal emegin korunmasi bakimindan da énemli bir 6rnek sunmaktadir.

Besni’de gérme engelli climbiis icracilarinin yagsam Oykiilerinin belirli ortak deneyimler
etrafinda kesistigi anlasilmaktadir. Goriismeler, bu ¢caligsmada ele alinan isimlerin yan1 sira Adiyaman
ve ¢evresinde benzer bicimde miizisyenlik yapan baska gérme engelli icracilarin da varligina isaret
etmektedir. Bu durum, 6rneklerin tekil degil, yerel dlgekte paylasilan daha genis bir pratigin parcasi
oldugunu ortaya koymaktadir. Dolayisiyla Besni 6rneginde gorme engelli ciimbiis icracilarin
ortaya ¢ikisi, bireysel yeteneklerden ¢ok hastalik, engellilik, ahlaki giiven, gecim arayisi ve toplumsal
kabul arasindaki iliskiler ag1 icinde sekillenen kolektif bir siireci yansitmaktadir.

Engellilik, Gecim ve Miizisyenlik: Zorunluluk ile Sayginhk Arasinda

Goriligmeler, Besni’de gérme engelli climbiis icracilifinin yalmzca miizikal yetenek, kisisel
ilgi ya da bireysel basar1 anlatilartyla agiklanamayacagini gostermektedir. Bu miizisyenlerin yasam
Oykiilerinde ¢ocukluk doneminde gegirilen ¢igek hastaligi, erken yasta edinilen gérme kaybi, simirli
gecim imkanlar1 ve toplumsal kabul arayisi ortaklasan temel unsurlar olarak 6ne ¢ikmaktadir. Bu
nedenle miizisyenlik, bir yandan ekonomik bir zorunluluk ve gecim stratejisi olarak belirirken, diger
yandan dilencilikle 6zdeslestirilmemek, topluluk i¢cinde saygin bir konum edinmek ve goriiniir olmak
icin bagvurulan toplumsal bir imkan héline gelmistir.

Engellilik ¢aligmalarinda tibbi modele karsi gelistirilen yaklasimlar, engelliligi yalnizca
bireysel bir yetersizlik ya da agilmasi gereken bir eksiklik olarak degil, toplumsal ve kiiltiirel iligkiler
icinde anlam kazanan bir konum olarak ele almay1 miimkiin kilar. Straus, engelli miizisyenlerin
iiretimlerinin yalmzca “engelini asma” anlatisi icinde degerlendirilmemesi gerektigini; engelliligin
miizikal ifade ve deneyimin kurucu unsurlarindan biri olarak diisiiniilebilecegini belirtmektedir
(Straus, 2011, s. 5-16, 44-106). Bu agidan Besni’de gérme engelli ciimbiisciilerin miizisyenligi,
engelliligi goriinmez kilan ya da telafi eden bir pratik olmaktan ¢ok, bedensel deneyim, isitsel hafiza,
gecim zorunlulugu ve toplumsal kabul arayisi iginde sekillenen yerel bir miizik pratigi olarak
degerlendirilebilir.

Sosyal model, engelliligi yalnizca bireyin bedensel durumuyla degil, toplumsal ve kiiltiirel
cevrenin Urettigi sinirlamalarla birlikte ele almaktadir (Goodley, 2011, s. 11-28). Besni 6rneginde
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gorme engelli icracilarin miizige yonelmesi, bu kisilerin toplumsal diglanmadan biitiiniiyle uzak
olduklar1 anlamina gelmemektedir. Goriismelerden hareketle, sinirli gegim imkanlari, bedensel
emege dayali islerin siirdiiriilebilir olmamasi, aile sorumluluklar1 ve yerel toplulugun beklentileri
gibi etkenlerin miizisyenligi hem bir imkdn hem de belirli 6l¢iide bir zorunluluk olarak
anlamlandirmalarina zemin hazirladigi sdylenebilir. Yasav’in miizisyenligi cocuklarina dnermemesi,
Kasap’in meslege “mecburen” yoneldigini belirtmesi ve Karatas’in kiigiik yasta su satarak gecim
arayisina girmesi, bu zorunluluk boyutunu goriiniir kilmaktadir.

Bununla birlikte, bu miizisyenlik bi¢cimi yalmizca ekonomik zorunlulukla
aciklanmamaktadir. Climbiis icrasi, gérme engelli bireylerin yerel topluluk icinde taninmalarina,
diigiin ve eglence ortamlarinda aktif rol almalarina ve sayginlik kazanmalarina da aracilik etmistir.
Etnomiizikolojik yaklagimlar, miizigi yalnizca estetik bir nesne degil; topluluk baglarini giiglendiren,
kolektif duygulanimi diizenleyen ve aidiyet iireten bir toplumsal pratik olarak degerlendirir
(Cornelius & Natvig, 2012, s. 21). Besni’de ciimbiis icrasi da bu yoniiyle gorme engelli
miizisyenlerin topluluga katilmalarini, goriiniirlik kazanmalarin1 ve yerel hafizada yer edinmelerini
miimkiin kilan bir pratik oldugu anlasilmaktadir.

Bu taninma ve sayginlik boyutu KK1’in anlatiminda agik bigcimde dile getirilmektedir:
“Evet. Yani bizde hi¢ dislanmadilar. Tam sanat¢i sayginliginda kaldi bunlar.”

Ancak bu kabul biitliniiyle sorunsuz ve kosulsuz degildir. Goriismeler, gorme engelli ciimbiis
icracilarinin toplumsal kabuliiniin ahlaki giiven, ol¢iilii davranig, mahremiyet sinirlarina riayet ve
yerel denetim mekanizmalariyla birlikte isledigini gdstermektedir. Kadin eglencelerinde perde
cekilmesi, bazi icracilarin gergekten gorlip gormedigine dair kuskular ve miizisyenlik mesleginin
aileler tarafindan her zaman arzu edilen bir yol olarak goriilmemesi, bu kabuliin kirilgan niteligini
ortaya koymaktadir. Dolayisiyla Besni’de gorme engellilik ne yalnizca dislanma ne de dogrudan
itibar {ireten sabit bir kategori olarak ele alinabilir; miizisyenlik, ge¢im zorunlulugu, ahlaki giiven ve
yerel toplumsal denetimle birlikte anlam kazanan iliskisel bir konumdur.

Ciimbiis Icrasi: Repertuar, Mekan ve Icra Hiyerarsisi

KKT1’in anlatisina gore Besni’de diigiin ve eglence ortamlarinda ciimbiis icracilar1 belirli bir
tercih ve ustalik sirasina gore cagrilmaktadir. Aymi giin birden fazla diigliniin gerceklestigi
durumlarda ilk olarak Mustafa Yasav’in ismi giindeme gelmekte; onun miisait olmamasi halinde
Mehmet Karatag’a, ardindan Serif Kiitiik¢lioglu'na yonelinmekte; bu isimlerin icraya katilamadigi
durumlarda ise Ahmet Kasap’a bagvuruldugu ifade edilmektedir.

KKI, bu ¢agrilma sirasin1 dogrudan su sozlerle agiklamaktadur: “Diigiin varsa birinci sirada
Mustafa Yasav’di. llk onun isi baglanir, o eline gegmeyen iste Sambayatli Kor Muhammed’e gider.
O da eline gegmeyen Serif Amca hayattaysa ona gider. Hi¢ kimseyi bulamazlarsa da Ahmet Kasap.”

Bu anlati, Besni’de ciimbiis icrasinin rastlantisal bir pratik olmadigini; ustalik, repertuvar
cesitliligi, taninirlik ve yerel kabul temelinde sekillenen hiyerarsik bir diizen iginde isledigini
gostermektedir.

Goriigmelere gore Yasav, genis bir sozIi miizik dagarcigina sahip bir icracidir. Bu repertuar;
tiirkii, uzun hava, gazel ve sanat miizigi eserlerini kapsamaktadir (KK1, KK2, KK6). KK1 ve KK,
Yasav’in dzellikle uzun hava ve agir tempolu eserlerde belirginlesen giiclii bir ifade derinligine sahip
oldugunu; hiiziin, gurbet ve hasret temalarim iceren eserleri yogun bir duygusal anlatimla
seslendirdigini vurgulamaktadir. KK6, Yasav ile Ahmet Kasap arasindaki repertuvar farkini su
sekilde ayirmaktadir: “Ahmet Kasap. Oyun havasi, sadece oyun iizerine. Uzun havasi falan bilmez.
Sadece diiz oyun havasi ¢alar. Kasap havasi budur. Ama Mustafa Yasav, Zeki Miiren’den de okurdu,
Sami Kasap’tan da okurdu. Ulu¢ un uzun havalarindan okurdu. Sanat miizigi de okurdu rahmetli.”
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KK1’in aktardigina gore Yasav, gazel ve tasavvufi icralarda da yer almis; Kadiri Tarikati
tarafindan gergeklestirilen zikir toplantilarinda ciimbiisiiyle icra gergeklestirmistir. Bu durum,
Yasav’in repertuarinin yalnizca diiglin ve eglence ortamlariyla simirli kalmadigini; dini-tasavvufi
pratikler i¢inde de islev kazandigini gostermektedir.

KK4’iin anlatisina gore Yasav, repertuarini yalnizca diigiin ve toplu icralar yoluyla degil, ev
icinde tek basina calip sdyleyerek de gelistirmistir. icra iislubu bakimindan Yasav, tiirkii repertuarini
climbiis esliginde yorumlayarak kendine 6zgii bir ses alani olusturmustur. KK2’ye gore ciimbiisiin
giir ve yaygin tinisi, soz ile ¢algi arasinda giiglii bir denge kurulmasini saglamis; Yasav’in icrast,
tiirkiileri cok sazli diizenlemelere basvurmadan etkileyici hale getirmistir. Bu yoniiyle Yasav’in
icrast, climbiisiin tek basina hem eslik hem de ifade araci olarak kullanilabildigini gostermektedir.

Goriisme verileri, Karatag’t Besni miizik yasaminda giiclii sesi, hareketli climbiis lislubu ve
genis repertuvariyla one g¢ikan bir icract olarak tanimlamaktadir. KK2’ye gore Karatas, “Yesil
Ordek”ten “Yan Baglama”ya uzanan dagarcigryla dinleyicide yogun bir cosku yaratan; sesi “daha
tok ve giir” olarak hatirlanan bir miizisyendir. Sesinin bu 6zelligi, onu Yasav’in daha dogal
sOyleyisinden ayiran temel unsurlardan biri olarak aktarilmaktadir. Uzun hava ve hoyrat benzeri
formlart da climbiisle, tiirkii tadinda icra edebilmesi, onun miizikal ¢ok yonliiliiglinii ortaya
koymaktadir.

KK3’iin anlatisi, Karatas’in yalnizca diigiinlerde degil; giincel tiirkii ve sarkilara hakimiyeti
sayesinde farkli eglence ortamlarinda da tercih edildigini gostermektedir. KK7 nin “Her seyi ¢calar
soylerdi.” ifadesi ise Karatas’in kulaktan Ogrenmeye dayali giicli miizikal bellegine isaret
etmektedir. Bu anlatilar birlikte degerlendirildiginde Karatas, repertuar genisligi ve dinleyici talebine
uyum saglayan icra diliyle Besni’de yerel miizik belleginin 6nemli tasiyicilarindan biri olarak
konumlanmaktadir. Yasav’in daha ¢ok ifade derinligi ve agir eserlerdeki yorumu 6ne ¢ikarken,
Karatas’in gii¢lii sesi, hareketli iislubu ve repertuar gesitliligiyle hatirlanmasi, Besni’de icracilar
arasinda farkli miizikal kimliklerin ayirt edildigini gostermektedir.

KK2’nin biiyiiklerinden duydugu bilgilere gore Kiitiik¢iioglu’nun miizisyenlik pratigi, planl
ya da profesyonel bir yonelimden ziyade, Besni’de yaygin olan sohbet ve giindelik eglence ortamlari
icinde sekillenmistir. Nota bilgisine dayanmayan, dogrudan icraya ve isitsel bellege yaslanan bu
pratik, dénemin eglence kiiltiirii icinde yer bulmus; ancak her mekana ayni dl¢lide tasinmamustir.
KK3’iin anlatisina gore Kiitiikgiioglu daha ¢ok oyun havalari icra etmis, dzellikle diigiinlerde kadin
eglencelerinde ¢almig; erkeklerin bulundugu eglence ortamlarinda ise sinirli bigimde yer almistir.

KK2’nin aktarimina gore Kiitiik¢lioglu’nun ileri yaslarda gérme yetisini kaybetmis olmasi
ve daha once terzilik yapmasi, yerel hafizada uzun siire kuskuyla karsilanmistir. Ozellikle kadinlar
arasinda onun gergcekten gorme engelli olduguna yillarca inanilmadigi anlagilmaktadir. Bu alginin,
kadin eglencelerinde perde gekilmesi gibi denetleyici uygulamalarin devam etmesine neden oldugu
da vurgulanmaktadir. Bu durum, engelliligin toplumsal kabulii kolaylastiran bir unsur olarak
goriilebildigini; ancak her durumda mutlak ve kosulsuz bir giliven iligkisi lretmedigini
gostermektedir.

KK6 ve KK3 anlatilar1 ile Kasap’in kendi aktarimlar birlikte degerlendirildiginde, Kasap’in
miizisyenligi belirgin bi¢imde oyun havalara dayali, dar fakat iglevsel bir repertuar etrafinda
sekillenmistir. Tanimlanan tislubu, uzun hava ya da hoyrat gibi formlardan ziyade diiz, ritmik ve
hareketli oyun havalarina odaklanmaktadir. Bununla birlikte Kasap, bazi ortamlarda miizik bilgisinin
smandigini; “Zi¢ ayak” gibi oyun havalarina dair sorularla karsilastigini, ancak bu repertuvari
basariyla icra ederek dinleyicileri sasirttigini anlatmaktadir. Bu durum, repertuarin genigliginden
cok, icracinin i¢inde bulundugu ortamin beklentilerine cevap verebilme becerisinin de yerel
miizisyenlikte belirleyici oldugunu gostermektedir.
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Kasap’in diigiinlerdeki icra alanlar1 biiyiikk Olclide kadinlara ayrilmis boliimlerde
gergeklesmistir. KK6’nin anlatisina gore, gorme engelli olmasina ragmen Kasap’in bu ortamlarda
kadmlar1 “Iyi oynaymn...” gibi sozlerle yonlendirmesi, oynayan kadinlara eslik ederek giilmesi,
zaman zaman bazi kadnlar tarafindan “Acaba goriiyor mu?” seklinde yorumlanmistir. KK5’in
aktardiklarindan, bu tiir kugkularin ortaya ¢iktigi durumlarda Kasap’in 6niine perde ¢ekildigi ve
icrasimi bu bi¢imde siirdiirdiigii anlasilmaktadir. Ayrica Kasap, miizisyenlik pratiginin yalnizca
diigiinlerle sinirli olmadigini; Besni disina ¢ikarak yakin sehirlere gittigini ve buralarda yazlik
bahgeler ile lokantalar gibi eglence mekanlarinda da climbiis icra ettigini belirtmektedir.

Gortismeler, Besni’de goérme engelli climbiis icracilarinin miizisyenlik pratiklerinin
diigiinlerde kadinlara ayrilmis alanlar basta olmak iizere eglence mekéanlari, oturak alemleri,
lokantalar, yazlik bahgeler ve ¢esitli kamusal ya da yar1 kamusal mekanlarda yogunlastigini
gostermektedir. Yasav ve Karatas, diigiinler ve farkli eglence ortamlarinda genis repertuvarlariyla
one cikarken; Kasap daha ¢ok kadinlara 6zgii eglencelerde icra etmistir. Kiitiik¢lioglu’nun ise siirl
sayida diigiinle birlikte carsi ve kahvehane gevresinde goriiniir oldugu anlasilmaktadir. Bu
farklilagma, Besni’de gorme engelli climbiis icraciligimin tek tip bir miizisyenlik bi¢imi olmadigini;
repertuar, icra mekani, toplumsal kabul ve kisisel iislup ekseninde ¢esitlendigini ortaya koymaktadir.

Bu boliimdeki anlatilar, ciimbiis icrasinin yalmzca miizikal yeterlilik iizerinden degil;
icracinin repertuari, ¢agrilma sirasi, hangi mekanlarda kabul gordiigii ve toplulukla kurdugu giiven
iligkisi iizerinden degerlendirildigini gostermektedir. Dolayisiyla Besni’de climbiis icraciligl, ses ve
repertuar becerisinin yaninda yerel itibar, mahremiyet smirlarina uyum ve topluluk igindeki
taninirlikla birlikte isleyen ¢ok boyutlu bir miizisyenlik pratigi olarak degerlendirilebilir.

Kadin Eglenceleri, Mahremiyet ve Kosullu Kabul

Bu c¢alismada kullanilan “kadin eglenceleri” kavrami, Besni’de diiglinlerde kadinlara
ayrilmig eglence alanlarini tanimlamak amaciyla arastirmaci tarafindan tercih edilmistir. Yerel
anlatilarda bu alanlarin 6zel ve sabit bir adla anilmadig1; daha ¢ok diigiin i¢indeki kadinlara 6zgii
eglence boliimleri olarak hatirlandigi goriilmektedir. Bu alanlar, yalmzca eglence mekani degil;
kadinlarin s6z, beden, oyun, mizah ve performans yoluyla kendilerine 6zgii bir ifade alan1 kurduklari
toplumsal ortamlar olarak degerlendirilmelidir.

KK5’in anlatisina gore Besni’de diiglinler, kadinlar ve erkekler igin eszamanli ancak
mekansal olarak ayrilmig bigimde yiiriitiilmektedir. Kadinlara ayrilmis eglenceler genellikle ii¢ giin
stirmekte; diigiin salonlarinin olmadigi donemde bu ayrim evler, avlular ve ev ¢evreleri {izerinden
saglanmaktadir. Kasap, diigiin eglencelerinin genellikle gece yarisina kadar siirdiigiinii; kimi zaman
sabaha kadar kaldigini, kimi zaman ise eglencenin dagilmasiyla evine dondiigiinii ifade etmektedir.
Kasap ayrica kadinlara ayrilmig diigiin alanlarindan ¢ogu zaman kadinlar tarafindan bizzat alinarak
ayrildigini belirtmektedir.

KKS5, erkek ve kadin eglenceleri i¢in ayr1 miizisyenlerin bulundugunu; her iki grubun diigiin
stirecini paralel ancak birbirinden bagimsiz bi¢cimde gerceklestirdigini aktarmaktadir. Agirlikli olarak
kadinlara ayrilmis alanlarda icra yaptigini ifade eden Kasap, yaninda ¢ogu zaman darbuka ¢alan bir
eslik¢inin bulundugunu ve kadinlarin talep ettigi tiirkiileri ¢aldigin1 vurgulamaktadir. KK2’nin
aktarimina gore bu vurmali galgilar genellikle iki-ii¢c cocuk tarafindan icra edilmekte; cocuklarin
bulunmadig1 durumlarda ise def ya da darbuka kadinlar tarafindan ¢alinmaktadir. Bu durum, kadin
eglencelerinde icra diizeninin yalnizca miizikal tercihlerle degil, mahremiyet sinirlar ve toplumsal
uygunluk ilkeleriyle de belirlendigini gostermektedir.

KK5’in ifadesine gore kadinlar bu ortamlarda yalnizca oyun oynamamakta; kina geceleri
etrafinda toplanarak tiirkii soylemekte, taklit ve tiyatral canlandirmalar yapmakta, kimi zaman erkek
kihgna girerek eglenceyi cesitlendirmektedir: “Oynuyorlar. Evet, tiirkii soylerlerdi. Iste adam
kiligina girip kendi basina sey yaparlardi igte o zaman. Tiyatro da yaparlardi. Kina yaparlardi.”
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Bu anlatilar, kadin eglencelerinin yalnizca miizik esliginde oyun oynanan alanlar olmadigint;
kadinlarin giindelik hayatin denetimli yapisi disinda, sinirli da olsa bedensel, sézlii ve performatif bir
serbestlik alan1 kurduklarini gostermektedir. Dolayisiyla kadin eglenceleri hem mahremiyetin
korundugu hem de kadinlar aras1 ifade bi¢imlerinin goriiniirliik kazandig1 6zel bir toplumsal alan
olarak degerlendirilebilir. Bununla birlikte kaynak kisiler, gliniimiizde bu ritliellerin biiyiik 6l¢iide
ortadan kalktigini belirtmektedir.

Gorme engelli erkek climbiig icracilarinin bu alanlara kabul edilmesi, toplumsal cinsiyet
sinirlarinin biitiiniiyle ortadan kalktigi anlamina gelmemektedir. Aksine, bu kabul; bakisin, bedenin
ve davranisin denetlendigi kosullu bir giiven iliskisi icinde gerceklesmistir. Erkeklerin girmesinin
uygun gorilmedigi kadin eglencelerinde gorme engelli icracilara yer verilmesi, onlarin yalnizca
miizikal becerileriyle degil; gérme yetisinden yoksun olmalari, 6l¢iilii davraniglar ve yerel topluluk
icindeki ahlaki giivenilirlikleriyle iliskilidir. Bu baglamda goérme engellilik, kadin mahremiyetini
ihlal etmeyecegi diisiiniilen bir durum olarak anlam kazanmustir.

Ancak bu kabul her zaman mutlak ve sorunsuz degildir. Kasap’ oyun sirasinda kadinlara
“lyi oynayin...” gibi sozlerle yon vermesi ve zaman zaman onlara giilerek eslik etmesi, baz1 kadinlar
tarafindan onun gérme durumuna iligkin merak ve kuskuyla karsilanmistir. Benzer bicimde
Kitiik¢iioglu’nun sonradan gorme yetisini kaybetmis olmasi, kadinlar arasinda onun gergekten
gorme engelli olup olmadigina iliskin kuskularin siirmesine yol agmistir. Bu tiir durumlarda perde
cekilmesi, gorme engelli miizisyenin kadin eglencelerindeki varliginin kosulsuz bir serbestlik degil,
toplulugun denetimi altinda siirdiiriilen sinirlt bir kabul oldugunu gostermektedir.

Bu noktada mahremiyet, yalnizca kadin ve erkeklerin ayr1 mekanlarda bulunmasiyla degil,
“bakis”mm imkani ya da imkansizligiyla da iligkilidir. Gorme engelli erkek miizisyenin kadin
eglencesine kabul edilmesi, onun erkeklik konumunu tamamen ortadan kaldirmamakta; ancak gérme
yetisinin bulunmamasi, bu erkeklik konumunu yerel topluluk acisindan daha az tehditkar ve daha
denetlenebilir hale getirmektedir. Dolayisiyla Besni’de kadin eglencelerine gérme engelli climbiig
icracilarinin dahil edilmesi, engellilik, erkeklik, mahremiyet ve ahlaki giiven arasindaki karmasik
iligskinin yerel bir 6rnegi olarak degerlendirilebilir.

KKI1 ve KK2’nin ifadelerinden, 1980’lerin ortalarindan itibaren dii§iin salonlarinin
yayginlagmasiyla birlikte yerel diigiin diizeninin ¢6ziilmeye basladigi anlagilmaktadir. KK2,
geleneksel diigiin pratiklerinin salon ve elektronik miizikle degisimini su sdzlerle anlatmaktadir: “Bir
diigiin salonunda kapaniyoruz, gidiyoruz. Hi¢ o tadi ben goremiyorum. Ve hatta o ritiiellerin
hi¢birini goremiyorum simdiki diigiin salonlarinda. Biz unuttuk o diigiinler simdi burada yok oldu,
bitti o kiiltiir. Hepsini salonlarin icine hapsettiler. Geliyor hazir orglu, ¢calp gidiyorilar.”

Bu siirecte miizik, katilimci bir pratik olmaktan ¢ikarak giderek standartlastirilmig bir hizmet
bigimine doniismiistiir. Diiglin salonlari, elektronik miizik araglar1 ve degisen eglence aligkanliklari,
gorme engelli climbiis icracilarinin etkin oldugu yerel diigiin kiiltliriiniin giderek zayiflamasina yol
acmustir. Boylece kadin eglenceleriyle iliskili mahrem, katilimci ve yerel icra diizeni yerini daha
kamusal, teknik ve standartlasmis eglence bigimlerine birakmistir.

Besni’de gorme engelli ciimbiis icracilarinin kadinlara ayrilmis diigiin alanlarinda yer
almasi, yalnizca miizikal bir tercih degil; mahremiyet, toplumsal cinsiyet sinirlari, ahlaki giiven ve
yerel denetim mekanizmalariyla birlikte isleyen toplumsal bir diizenleme olarak degerlendirilmelidir.
Bu durum, engelliligin yerel baglamda yalnizca bedensel bir eksiklik olarak degil; belirli kosullarda
giiven lreten, ancak ayni zamanda denetlenen ve siirlandirilan iligkisel bir konum olarak anlam
kazandigim gostermektedir.

Sonug¢

Bu calisma, Besni ve c¢evresinde climbiis icrasi etrafinda sekillenen gorme engelli
miizisyenlik pratiklerini bireysel biyografilerin 6tesinde; toplumsal, ahlaki ve kiiltiirel baglamlariyla
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birlikte degerlendirmistir. Biyografiler ve sozIlii anlatilar birlikte ele alindiginda, s6z konusu
miizisyenlerin yasam Oykiilerinin belirli ortak deneyimler etrafinda kesistigi goriilmektedir. Cigek
hastalig1 sonucunda yasanan gérme kaybi, yalnizca bireysel bir saglik sorunu olarak kalmamis; bu
kisileri miizik araciligiyla ge¢im, taninma ve toplumsal kabul arayisina yonelten ortak bir yasam
zemini olusturmustur.

Elde edilen bulgular, ciimbiis icraciligiin gérme engelli bireyler i¢in yalnizca bir ge¢im
kaynagi olmadigini; ayn1 zamanda toplumsal onuru, itibar1 ve goriiniirliigii korumanin bir yolu olarak
isledigini gostermektedir. Ancak bu goriiniirlik ve kabul, biitiiniiyle sorunsuz ya da kosulsuz
degildir. Gérme engelli climbiis icracilari, diiglinler ve kadinlara ayrilmis eglence alanlari araciligryla
yerel topluluk icinde taninma kazanmis; fakat bu taninma ¢ogu zaman ahlaki giiven, dl¢iilii davranis,
mahremiyet sinirlarina uyum ve toplulugun denetimiyle birlikte iglemistir.

Calismanin en dikkat ¢ekici bulgularindan biri, gérme engelli erkek miizisyenlerin kadinlara
ayrilmig diigiin alanlarinda yer alabilmesidir. Bu durum, ilk bakista engelliligin dogrudan kabul
iireten bir unsur oldugu izlenimi verse de saha verileri daha karmagik bir tablo sunmaktadir. Kadin
eglencelerinde zaman zaman perde ¢ekilmesi, bazi icracilarin gercekten goriip gérmedigine iliskin
kuskular ve miizisyenlerin davranislarinin siirekli 6l¢tilmesi, bu kabuliin kirilgan ve kosullu niteligini
gostermektedir. Dolayisiyla Besni 6rneginde gérme engellilik, mahremiyetle iliskilendirilmeyen ve
giiven 1lireten bir konum olarak anlam kazanmakla birlikte, ayni zamanda yerel denetim
mekanizmalari i¢inde sinirlandirilan bir toplumsal konumdur.

Kasap’in aktardigima gore, berberlik yapan bir esnafin “Omriimiiz berberde gecti, boyle bir
kiymet gérmedik.” ifadesi, miizisyenligin Besni baglaminda yalnizca ekonomik bir faaliyet olarak
goriilmedigini; ayn1 zamanda toplumsal deger, taninma ve sayginlik {ireten bir alan olarak anlam
kazandigimi gostermektedir. Bu yoniiyle ciimbiis icraciligi, gorme engelli bireylerin giindelik yagam
i¢inde yalnizca “yardima muhtag¢ ” kisiler olarak degil, topluluga katki sunan ve takdir edilen aktorler
olarak konumlanmalarina aracilik etmistir. Bununla birlikte Yasav’in miizisyenligi ¢ocuklarina
onermemesi ve Kasap’in meslegi birakma siirecinde aile beklentilerinin etkili olmasi, bu mesleki
konumun ayni zamanda yorucu, kirilgan ve toplumsal riskler iceren bir yon tagidigimi ortaya
koymaktadir.

Bu siirecin bir diger dnemli boyutu, gorme engelli miizisyenlerin iirettikleri ya da icra
yoluyla dolagima soktuklar1 eserlerin ¢ogu zaman kayit altina alinmadan, isimleri anilmadan ve
izinsiz bigimde yayilmasidir. Goriismeler, bu icracilarin repertuvarlarinin yerel miizik hafizasinda
zamanla anonimlestigini; eser iiretiminin taninma ve itibar saglarken telif, miilkiyet ve temsil
bakimindan goriinmezlestigini gdstermektedir. Bu durum, sozlii kiiltiir ortamlarinda miizikal
bellegin kolektif bicimde aktarilmasi ile bireysel miizikal emegin kayda gecirilmemesi arasindaki
gerilimi goriiniir kilmaktadir.

Sonug olarak Besni drneginde gérme engelli climbiis icracilarinin ortaya ¢ikisi, bireysel
yeteneklerden ziyade hastalik, engellilik, ahlaki giiven, ge¢cim arayisi, toplumsal kabul ve yerel
denetim mekanizmalari arasindaki iliskiler ag1 icinde sekillenen kolektif bir siirece isaret etmektedir.
Bu aragtirma, engelliligin yerel miizik kiiltiirii i¢inde yalnizca dislanma ya da yalmizca kabul
kavramlartyla agiklanamayacagini gdstermektedir. Gorme engelli climbiis icracilari, miizik
aracihifiyla toplumsal goriiniirlik ve sayginlik kazanmis; ancak bu goriiniirlik ¢ogu zaman
mahremiyet sinirlari, aile beklentileri, ekonomik zorunluluklar ve yerel toplulugun ahlaki
denetimiyle kosullanmistir. Béylece miizik, engellilik deneyiminin toplumsal anlamini, yerel hafiza
icindeki yerini ve kiiltiirel iligkilerle kurdugu bagi ¢oéziimlemek i¢in O6nemli bir analitik alan
sunmaktadir.
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Source Persons

SP1: Hasan Emre, 65 years old, high school graduate, retired. Date and place of interview: December
24, 2025, Istanbul.

SP2: Mikail Akbaba, 61 years old, high school graduate, retired. Date and place of interview:
December 28, 2025, Adiyaman/Besni.

SP3: Mustafa Kasap, 62 years old, middle school graduate, butcher. Date and place of interview:
December 28, 2025, Adiyaman/Besni.

SP4: Aydin Yasav, 50 years old, middle school graduate, janitor. Date and place of interview:
December 28, 2025, Adiyaman/Besni.

SPS: Ayse Karadayi, 77 years old, no formal education, retired. Date and place of interview:
December 27, 2025, Adiyaman/Besni.

SP6: Cengiz Karadayi, 55 years old, primary school graduate, butcher. Date and place of interview:
December 27, 2025, Adiyaman/Besni.

SP7: Perihan Karatas, 74 years old, primary school graduate, homemaker. Date and place of
interview: January 2, 2026, Adiyaman/Sambayat.

SP8: Ahmet Kasap, 85 years old, no formal education, musician. Date and place of interview:
January 3, 2026, Adiyaman/Besni.

Kaynak Kisiler
KK1: Hasan Emre, 65 yasinda, lise mezunu, emekli. Goriisme tarihi ve yeri: 24 Aralik 2025, Istanbul.

KK2: Mikail Akbaba, 61 yasinda, lise mezunu, emekli. Goriisme tarihi ve yeri: 28 Aralik 2025,
Adiyaman/ Besni.

KK3: Mustafa Kasap, 62 yasinda, ortaokul mezunu, kasap. Goriisme tarihi ve yeri: 28 Aralik 2025,
Adiyaman/ Besni.

KK4: Aydm Yasav, 50 yasinda, ortaokul mezunu, hademe. Goriisme tarihi ve yeri: 28 Aralik 2025,
Adiyaman/ Besni.

KKS: Ayse Karadayi, 77 yasinda, orgiin egitim almamis, emekli. Goriisme tarihi ve yeri: 27 Aralik
2025, Adiyaman/ Besni.

KK6: Cengiz Karadayi, 55 yasinda, ilkokul mezunu, kasap. Goriisme tarihi ve yeri: 27 Aralik 2025,
Adiyaman/ Besni.

KK7: Perihan Karatas, 74 yasinda, ilkokul mezunu, ev hanimi. Goérligme tarihi ve yeri: 2 Ocak 2026,
Adiyaman/ Sambayat.

KK8: Ahmet Kasap, 85 yasinda, orgiin egitim almamis, miizisyen. Gorligme tarihi ve yeri: 3 Ocak
2026, Adiyaman/ Besni.
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ETIiK BEYANLAR
Arastirma ve Yaymn Etigi

Yazar, bu makalenin 6zgilin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi
ilkelerine uygun olarak hazirlandigimi beyan eder. Makale daha once herhangi bir yerde
yayimmlanmamig olup bagka bir dergide degerlendirme siirecinde degildir.

Calismada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir. Yazar,
caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon igermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan eder.

Etik Kurul Onay1

Bu ¢alisma, Adiyaman Universitesi Sosyal ve Beseri Bilimler Etik Kurulu’nun 23.12.2025
tarihli ve 276 sayili karari ile etik agidan uygun bulunmustur.

Yazar Katkisi

Caligmanin tasarlanmasi, veri toplama siireci, analizi, yorumlanmasi ve makalenin
hazirlanmas1 yazar tarafindan gerceklestirilmistir. Yazar makalenin son halini okuyup
onaylamis ve yayimlanmasini kabul etmistir.

Cikar Catismasi

Yazar, bu makalenin yayimlanmasina iliskin herhangi bir ¢ikar ¢atismasi bulunmadigini
beyan eder.

Finansal Destek

Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.

Yapay Zeka Kullamim Beyani

Makalenin hazirlanmas: siirecinde yapay zeka araglarindan yalnizca dil diizenleme, geviri
destegi ve anlatim iyilestirmesi amaciyla simirli 6l¢lide yararlanilmig olabilir. Yapay zeka
araglar1 tarafindan yapilan ¢eviri ve dil diizenlemeleri yazar tarafindan dikkatle kontrol
edilmistir. Yapay zeka araclari calismanin bilimsel iceriginin, arastirma tasariminin,
analizlerinin veya akademik sonuglarimin olusturulmasinda kullanilmamistir. Makalenin
igerigine iligkin tiim akademik sorumluluk yazara aittir.

Telif Haklar1 ve izinler

Yazar, telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigini ve
caligmanin herhangi bir fikrl miilkiyet hakkini ihlal etmedigini beyan eder.

Yazar Onay1

Yazar, makalenin son halini okudugunu, onayladigini ve yayimlanmasini kabul ettigini
beyan eder.
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Appendices: The photographs used in this study are presented in the appendices as visual materials
supporting local memory. The photographs were obtained from the archive of Celal Kalaagasi and
used with permission.

Ekler: Bu ¢alismada kullanilan fotograflar, yerel hafizay1 destekleyici gérsel malzeme olarak ekler
boliimiinde sunulmustur. Fotograflar Celal Kalaagasi arsivinden temin edilmis olup izin alinarak
kullanilmugtir.

YILDIZDUITAL

i Bl
Ek 1. Serif Kiitiikciioglu, Kaynak: Celal Kalaagasi arsivi.
Appendix 1. Serif Kiitiik¢tioglu. Source: Celal Kalaagas1 Archive.

Ek 2. Mustafa Yasav, Kaynak: Celal Kalaagas: arsivi.

Appendix 2. Mustafa Yasav. Source: Celal Kalaagasi Archive.
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Ek 3. Ahmet Kasap, Kaynak: Celal Kalaagasi arsivi.
Appendix 3. Ahmet Kasap. Source: Celal Kalaagas1 Archive.

Ek 4 Mehmet Karatas, Kaynak: Celal Kalaagasi arsivi.
Appendix 4. Mehmet Karatas. Source: Celal Kalaagas1 Archive.
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