¢ Affect, Islam, &

o Lurkish Classical




Melancholic Modalities






MELANCHOLIC

MODALITIES

Affect, Islam, and Turkish Classical
Musicians

Denise Gill

OXTORD

UNIVERSITY PRESS



OXFORD

UNIVERSITY PRESS

Oxford University Press is a department of the University of Oxford. It furthers
the University’s objective of excellence in research, scholarship, and education
by publishing worldwide. Oxford is a registered trade mark of Oxford University
Press in the UK and certain other countries.

Published in the United States of America by Oxford University Press
198 Madison Avenue, New York, NY 10016, United States of America.

© Oxford University Press 2017

All rights reserved. No part of this publication may be reproduced, stored in

a retrieval system, or transmitted, in any form or by any means, without the
prior permission in writing of Oxford University Press, or as expressly permitted
by law, by license, or under terms agreed with the appropriate reproduction
rights organization. Inquiries concerning reproduction outside the scope of the
above should be sent to the Rights Department, Oxford University Press, at the
address above.

You must not circulate this work in any other form
and you must impose this same condition on any acquirer.

Library of Congress Cataloging-in-Publication Data

Names: Gill, Denise.

Title: Melancholic modalities: affect, Islam, and Turkish classical musicians / by Denise Gill.
Description: New York, NY: Oxford University Press, [2017] |

Includes bibliographical references and index.

Identifiers: LCCN 2016045244 | ISBN 9780190495008 (hardcover) |

ISBN 9780190495015 (pbk.) | ISBN 9780190495039 (oxford scholarly online)

Subjects: LCSH: Music—Turkey—History and criticism. | Melancholy in music.
Classification: LCC ML345.T8 G55 2017 | DDC 781.6909561—dc23

LC record available at https://lccn.loc.gov/2016045244

987654321

Paperback printed by WebCom, Inc., Canada
Hardback printed by Bridgeport National Bindery, Inc., United States of America


https://​lccn.loc.gov/​2016045244﻿

To my parents,
Jane and Douglas



Sabredin! Hiiziinsiiz bir nege ve darliksiz bir bolluk olmaz.

Have patience! There is neither joy without melancholy
nor abundance without scarcity.
—Abdiilkadir Geylani Hz. (1077-1166)
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PREFACE

In thisbook, I explore how a particular artistic community sounds out, embod-
ies, narrates, and experiences melancholies in their music making. In my focus
on Turkish classical musicians, I resist solely approaching musical meaning by
analyzing “music” itself. This type of sonicist approach to the study of affect
would not fit the ethnographic evidence that emerged in my extended field-
work in Turkey’s western urban centers of Istanbul, Ankara, Izmir, and Konya.
I instead maintain integrity with my experiences as an observant researcher,
archival and oral historian, student, and concert-hall performer of Turkish
classical music. I claim that melancholy is an affective practice mindfully
engaged by musicking individuals in collective community. This book delves
into the rich and complicated world of musicians’ ideological beliefs, peda-
gogical histories and practices, forms of listening, and subjectivities. It uses
the concepts and diverse iterations of “melancholy” to offer an ethnography of
how affective practices translate musical meaning for a community of Turkish
classical musicians.

Why Turkish classical music? My interest in this music genre began primar-
ily as an aesthetic pursuit. [ am fortunate to have the economic, racial, and cit-
izenship privileges that allowed me to pursue my interest in this music genre
through higher education in the United States. Increasing my knowledge of
Turkish classical music was made possible only through the extended mentor-
ship of multiple teachers in my path, beginning with my undergraduate edu-
cation at the University of Illinois at Urbana-Champaign. Ethnomusicologist
and virtuosic kaval (Bulgarian end-blown flute) master Donna Buchanan first
opened my ears to this genre, and in my junior year, she bought her Balkanalia
UIUC ensemble a kanun (Middle Eastern trapezoidal zither) that I coveted and
taught myself on before I could travel to Izmir and purchase my own in 2003.
My graduate years at the University of California Santa Barbara fortunately
immersed me in ustad Scott Marcus’s remarkable Middle East Ensemble and
exposed me to diverse collectives of Turkish, Jewish, Arab, Greek, Armenian,
and Persian musicians in southern and northern California. There too I had
the privilege of studying under Sonia Tamar Seeman, whose teaching and



scholarship greatly influenced early theoretical formulations of this project. In
San Francisco in 2004, I first met and played kanun for the musician who was
to become my primary teacher: Necati Celik (b. 1955), a master virtuoso on
the ud (short-necked lute). Necati Hoca (“Necati teacher”) to this day contin-
ues to open doors for me in Turkey, musically and socially. Since I first began
fieldwork for this project in 2007, innumerable musicians in Turkey have wel-
comed me into their studios, ateliers, workshops, rehearsals, and homes. It is
their voices, musics, expressions, stories, opinions, and feelings that make up
the core of the book you hold in your hand.

My interest in affect—and specifically, the multiple iterations and diverse
melancholies named and espoused by Turkish classical musicians—was ini-
tially peaked in my master’s thesis on multivalent interpretations of musical
transmission in this music genre. In the course of that project, I realized that
moments of music transmission—especially in the context of master-appren-
tice frameworks—were ultimately critical processes of inculcating correct
“feeling rules” (Hochschild 1983). In my fieldwork for the dissertation, I came
to understand that affect was not only that which bound the community of
Turkish classical musicians together—beyond their affinity for the music—it
also bound together entire groups of amateurs, patrons, and lifelong students
of the genre. In other words, communities making Turkish classical music
not only perform and listen together; they also “feel” together. While my ini-
tial enthusiasm led me to attempt to cover a spectrum of affective practices
beyond melancholies, I quickly realized the scope of such a project was too
broad. I hope that future work will consider the additional affective particu-
larities of Turkish classical musicians as well as issues of audience reception
and diverse modalities of listening to this genre of music.

I was able to access the affective circulation and socialization of Turkish
classical musical meanings as someone who was inculcated into a master-
student relationship with Necati Hoca. I was deemed proficient enough on
kanun, thanks to the lessons I received from kanun masters Celaleddin Aksoy
and the late Halil Karaduman. That Necati Hoca and I did not play the same
instrument was unimportant, as [ was primarily learning the arts of instru-
mental improvisation (taksim), melodic ornamentation, and repertoire from
him. To Necati Hoca, I am a cherished student, albeit not a full apprentice,
as I could not immerse myself in sequential years (a decade or more, prefer-
ably) of living and making music by his side. As with many ethnomusicolo-
gists, bi-musicality (Hood 1960), or becoming “fluent” in a “different” musical
tradition, was a central aspect of my fieldwork process. Indeed, bi-musicality
has been as a necessary method in my understanding of the intersections of
affective practice and embodiment.

However, [ found that my greatest insight came not from bi-musicality, but
rather with a shift in the way I listened to sound, musical structure, meaning,
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and historicities in music making and discourse. I have named this process bi-
aurality and explore it further in chapter 3. My rhizomatic approach, explained
in the book’s introduction, and my focus on bi-aurality allow me to identify the
fundamental problems of translating sonic, affective materials and practices
from the musicians producing it to the normatively secular and academic for-
mat our books take. Developing bi-aural horizontal and rhizomatic listening
practices was necessary for me to develop the ears to both hear Turkish clas-
sical music enough to produce it myself and to effectively listen to the diverse
voices and multiplicity of opinions of Turkish classical musicians themselves.
I attempt to translate these rhizomatic listening practices and use my sketch
of rhizomes to oscillate between different registers of explanatory writing.

Rhizomatic analysis and listening practices make sense as an approach
in both literal and figurative terms. Literally, the central instrument of the
Turkish classical music canon is the ney, an end-blown reed flute that is itself
crafted from the rhizome arundo donax. The arundo donax is a tall peren-
nial cane that rhizomatically sprouts in the marshy regions of Southeastern
Turkey. The ney itself rhizomatically surfaces in multiple places throughout
this book: in chapter 2 I discuss how ney-s are constructed and the sound (Hz)
with which one produces music on the ney. Famous neyzen-s, or master ney
players, make appearances in moments of analysis and storytelling through-
out the text. In the Conclusion, I describe my journey with a reed collector
to a reed bed in the Antep region, where I witnessed and participated in the
separation of botanical reeds that would eventually become ney-s.

Rhizomatic analysis and listening practices are also figurative. They help
me identify how multiple, diverse communities of Turkish classical musicians
identify, circulate, and socialize affective particularities through sound and
musicking. “Melancholy” is the central rhizomatic affective practice I grab in
this text, but my method of tracing how musicians perform, embody, hear,
and articulate melancholies is purposefully rhizomatic to allude to the empti-
ness and lack of other feeling practices I do not consider in this book. With
rhizomatic analysis and listening, I hope other scholars may grab, take apart,
and follow different affective practices in alternate or syncretistic ways.

This book is built upon firsthand archival research and ethnographic field-
work conducted in Turkey in major urban centers, mostly located in the west-
ern part of the country during 2004-2005, 2006, 2007-2009, 2011, 2013,
and 2014. It draws on interviews—life stories, oral histories, and dialogic
listening—with individuals of highly differentiated intersectional identities
(in terms of race/ethnicity, class, age, gender, sexual orientation, geographic
location, socioeconomic class, religious affiliation, political party affiliation,
and able-bodiedness). I have recorded and analyzed over two hundred hours
of music making and have detailed notes from over three dozen other events
I attended for which recording was prohibited. I include insight from my
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own participant-observational experience and as a performer of this music
genre on kanun who has concertized professionally in Turkey and Europe.
My participant-observation settings included regular rehearsals for two State
Ensembles and less frequent visits to other professional ensembles, munici-
pal amateur ensemble rehearsals, music lessons, intimate professional music
gatherings, and performances sponsored by private industry. Accompanying
consultants to a variety of locations and engaging in political events and
religious rituals, I gained extensive insight about the practices of mourning,
healing, historicizing, and memorializing that contribute to the crafting of
melancholic modalities.

The consultants who fill these pages are professional instrumentalists
and vocalists of Turkish classical music. The interpretations of my teachers’
and consultants’ statements and any possible inaccuracies are completely
mine. Most individual musicians go unnamed in the book, per their requests.
After all, interviews about music and emotion often led to retelling lessons
and recalling memories and sounds that are themselves intimate. In these
moments, consultants generously shared their vulnerabilities as musicians
and as people. Respecting consultants’ boundaries, I have chosen to identify
most musicians anonymously, sometimes referring to their primary instru-
ment or role as a vocalist. Often anonymity surfaces simply because my
recorded evidence included music making in large groups that flowed in and
out of talk as well as musicking (Small 1998), and I could not pinpoint the
specific speaker of a given statement. In other cases, consultants have directly
requested anonymity as our discussions often got into the sticky terrain of
disparate political party affiliations, critical judgments about other musicians,
and passionate interpretations of Turkish civil life. Some key musicians are
named in particular encounters: my two beloved primary teachers, Necati
Gelik (b. 1955) and Celaleddin Aksoy (b. 1961); celebrated and renowned
vocalist Melihat Giilses (b. 1958); prominent neyzen and unarguably one of
the central musicians of the current century, Niyazi Sayin (b. 1927); my first
kanun teacher Halil Karaduman (1959-2012); and esteemed composer and
violinist Unal Ensari (1938-2016). Losing Unal Hoca while this book was in
its final editing stages rendered a feeling of urgency to share his interpreta-
tions of affect and embodiment in music. Remembering Unal Hoca, I mourn
our collective loss of a great musician, composer, teacher, and storyteller.

My own positionality in the social worlds of Turkish classical musicians
simultaneously offered and disavowed particular understandings of affective
practices. Necati Hoca will speak candidly about the fact that I came to him
already a musician. Perhaps the most important aspect of my situatedness
beyond my foreignness was that I am a heterosexually practicing cisgender
woman. I spent quality time with professional women Turkish classical musi-
cians, but as an instrumentalist first and foremost, I spent most of my time
with men. I was also unmarried during ethnographic fieldwork, though I fit
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into gendered social structures as a student of my teacher and was treated
with respect because of my association with him. Yet I often found myself in
intimate musician gatherings at which I was either the only woman or one
of two women who were actively playing. The care labor that supports these
music gatherings—from the preparation of the rooms to the making of the
treats and deserts, to constant tea service and refilling water glasses, to clean
up after our dispersal—is largely done by the wives and daughters of musi-
cians or hired staff. In other words, much of the material in this book—from
the music making to the practice of affect itself—is made possible for musi-
cians by the women who perform domestic tasks that allow musicians the
time and space to engage in their creative, artistic, and affective practices. My
own teacher’s wife, Ayse Celik, is a stunning example of an incredibly hard-
working, sacrificing, and cosmopolitan hostess whose talents, food, gifts, and
conversation enabled my teacher to develop a wide global network of devoted
students and listeners.

As I explain in the book’s conclusion, selfhood is rhizomatic as well. While
most of the Turkish classical musicians with whom I work locate me primarily
as a kanun player, this book is the interpretive manifestation of my intellec-
tual work in Turkey in dialogue with the wide array of disciplines with which I
engage, such as ethnomusicology, anthropology, Islamic studies, feminist and
queer theories, and cultural studies. This book is a multilayered ethnography
of sonic melancholies that result from loss on many levels (spiritual, cultural,
social, political); these melancholies are affective practices experienced and
enjoyed by Turkish classical musicians today. Yet the book’s larger interven-
tion lies in the rhizomatic analysis I utilize to avoid the construction of bina-
ries and allow for the multiple—and often conflicting—interpretations of
discourse and meaning. This book pushes new ground for bi-aurality: thinking
and listening in nonlinear, horizontal, and spectral ways.

Melancholy remains current, almost permanently affixed to understand-
ings of Turkishness. Turkish writers devote entire books to melancholy
(Temelkuran 2016 and Pamuk 2004) and scholars unravel specific musical or
sonic articulations of melancholy, suffering, and loss (O’Connell 2013, Erol
2007, Ozbek 2006, Ozgiir 2006, Stokes 1992 and 2010). I am finishing this
book in the immediate aftermath of the failed attempted coup in Turkey of
July 15, 2016. The effects of the coup attempt have left some Turks with a
“familiar melancholy” (Arango 2016), while other Turks voice pride because
of resistance to the attempted coup and also express a vulnerable, tenta-
tive hopefulness for Turkey’s political future. In the end, the failed coup has
produced new forms of listening (Gill 2016) and engendered an urgency of
how attentive we must be to the intersections of feeling, sound, and national
belonging. It is my hope that this book elucidates the importance of listening
closely to what musicians can teach us about the ways affects are practiced,
domesticated, managed, performed, and cherished.
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CONVENTIONS

After the founding of the Republic of Turkey in 1923, a number of national
reforms enacted profound transformations in civic life. Turkey’s 1924 con-
stitution established a secular nation-state, and removed Islam as the offi-
cial religion. In 1928, the Ottoman script, based on an Arabic alphabet, was
replaced with the Latin alphabet. These changes were institutionalized, and
effectively taught and transferred through generations in state-sponsored
educational structures. However, music reforms did not take full effect with
Turkish classical musicians who continued to learn through master-appren-
tice relationships on the basis of oral transmission. As such, there are a num-
ber of terms, categories, expressions, and names in this book that are referred
to interchangeably by my consultants in Turkish, Ottoman, Persian/Farsi, and
Arabic.

In this book I adopt the following conventions. All translations from
Turkish, Ottoman, Persian/Farsi, and Arabic are my own unless otherwise
designated explicitly. Names and terms employ the modern Turkish spellings
found in Redhouse (1997), and I use the modern standard Turkish spelling
system for religious terms and place names. Following O’Connell (2013), I
further do not employ the Turkish plural suffixes (-lar, -ler), choosing instead
to append the English (-s) to the singular form. If the plural form occurs in a
direct quote, [ maintain the original spelling.

The musical transcriptions I offer in this book are all my own, based on mul-
tiple live versions observed and engaged. My transcriptions follow the con-
ventions set in Oztuna (1990). These transcriptions reflect standard notation
practices for Turkish art and classical musics, meaning that they are typically
presented an octave above performance pitch and notated on a tonic accord-
ing to standard representation for a given makam (microtonal melodic mode).

Importantly, Turkish classical makam-s are generally not conceived as col-
lections of pitches (dizi-s) but are rather understood as groupings of microton-
ally inclusive intervals (aralik-s) that make up makam. The primary unit that
makes up any given interval is a microtonal koma. A koma is essentially one of
nine divided parts between two consecutive whole tones. Many Turkish music



theorists tend to argue that the Turkish koma is itself the Pythagorian comma
(cf. Arel 1952, Ezgi 1953, Ozkan 1984, Oztuna 1990, Yekta 1922). Readers
new to makam in Turkish classical and art musics specifically will notice the
unique Turkish accidentals developed throughout the twentieth century to
designate koma microtonal intervals with flats (bemol-s) and sharps (diyez-s)
(Table C.1).

Any given makam is therefore a collection of koma that, combined together
in particular arrangements (of trichords, tetrachords, and pentachords), have
specific idiomatic melodic contours and patterns (seyir-s) as well as particular
directionalities (descending, ascending). Musicians require a deep knowledge
of makam to improvise (taksim etmek) and understand idiosyncratic microtonal
inflections—themselves often learned in a master-apprentice system—that
standard Turkish notation practices cannot fully represent. Makam should
thus be understood as a complicated set of rules that govern pre-composed
improvisational forms, including intra-makam or multi-makam modulations.

However, readers should know that there are many microtonal systems
in operation in Turkey today; for example, Turkish folk makam systems dif-
fer vastly from the multiple microtonal systems used by Turkish classical
musicians. In contemporary practices of Turkish classical music, aralik-s and
koma-s may have different usages based on a given musician’s educational
background, aesthetic preferences, and performance practices. Furthermore,
intonations of intervals may differ substantially—even when performed by
the same musician—on the basis of the social context of performance (concert

Table C.1 STANDARD TURKISH NOTATION OF FLAT
(BEMOL) AND SHARP (DIYEZ) SYMBOLS
ACCORDING TO KOMA INTERVALS

Number of koma in the interval Flats Sharps

d 1

1

“ bk
: "
8 b4
; -
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hall, religious ritual, radio performance, entertainment venue, recording stu-
dio, intimate music gathering) and when one is playing or singing as a soloist,
as opposed to performing as a member of an instrumental orchestra or sing-
ing within a chorus. For English-language sources on Turkish classical and art
music makam systems in theory and in practice, see M. Aydemir 2010 (transla-
tion by Erman Dirikcan), Beken and Signell 2006, Bozkurt et al. 2009, Ederer
2015, Signell 1997, Stubbs 1994, and Wright 1990.

In my transcribed music examples of compositions, I additionally notate
the rhythmic mode (usul or usil) utilized in the piece. [ indicate the basic beats
of a given usul in the top left corner above my notated musical examples.
Within parentheses, I transcribe the basic form of the named usul by mark-
ing lower pitched beats (diim) with stems down and higher pitched beats (tek)
with stems up.

Additional transcriptions of the pieces offered in this book can be accessed
online, either through the national archives for Turkish Radio and Television
(TRT) at http://www.trtnotaarsivi.com/ or at http://www.neyzen.com. I have
chosen to focus most of my musical examples on well-known pieces, and
encourage readers to do internet wandering on various music sites to find
alternative versions and live performances of the works I write about. I addi-
tionally supply a suggested discography at the end of the book to help readers
shape their ears to the sounds of Turkish classical music by some of its great-
est artisans.

Conventions [ xxi]


http://www.trtnotaarsivi.com/
http://www.neyzen.com




ACKNOWLEDGMENTS

Writing this book has been a long process that incurred many debts to con-
sultants, teachers, guides, and institutions. I completed a draft while in resi-
dence at the Center for the Humanities at my home institution, Washington
University in St. Louis. Internal and external readers were brought to campus
to read my manuscript and offer constructive criticism to me as the Center
for the Humanities’ First Book Fellow. The workshop that was held at the
Center for the Humanities in December 2015 was one of the most profound
and humbling moments in my scholarly career; thoughtful changes were
suggested by my readers, Center for the Humanities director Jean Allman,
external readers Judith Becker and John Morgan O’Connell, and internal
readers Nancy Reynolds and Patrick Burke. I am particularly grateful to John
Morgan O’Connell for unreservedly sharing his extensive knowledge with me,
and whose monumental works on alaturka and on loss have deeply informed
this project. The faculty in my home Department of Music has supported this
project in all of its parts, and I am especially thankful for the careful atten-
tion to my work given by Pat Burke, Dolores Pesce, Alexander Stefaniak, Todd
Decker, Paul Steinbeck, Ben Duane, Craig Monson, and our former chair Peter
Schmelz.

In recasting this book, I was supported by an ACLS Fellowship from the
American Council of Learned Societies. I am deeply grateful to ACLS and to
the competitive leave funding provided by Washington University in St. Louis,
which gave me the time away from teaching needed to complete this book.
Preliminary ethnographic fieldwork for this project was supported by the
American Research Institute in Turkey (ARIT, 2005) as well as Fulbright IIE
Fellowships (2007-2008, 2008-2009). The manuscript additionally received
a publication subvention from the AMS 75 PAYS Endowment. I thank these
institutions for their support of this project.

I was fortunate to do the doctoral work on which this book is based at the
University of California at Santa Barbara; the Music and Feminist Studies
departments were both stimulating environments that supported my early
thinking. In particular, I thank the members of my dissertation committee:



co-chair Scott Marcus, co-chair Barbara Tomlinson, Timothy Cooley, and
Sonia Tamar Seeman. John Hajda, Stefanie Tcharos, Eileen Boris, and Laurie
Oaks also shared their support and wisdom. My final year of dissertation
writing was completed at the College of William & Mary while I served as a
visiting instructor of ethnomusicology. I especially thank Anne Rasmussen,
Giil Ozyegin, and Sibel Zandi-Sayek for their encouragement, feedback, and
friendship. I finally thank Donna Buchanan, my advisor from my undergradu-
ate work at the University of Illinois at Urbana-Champaign, for her mentor-
ship of my scholarly trajectory from the beginning.

This book has been made possible only by the generosity and gracious-
ness of dozens of Turkish classical musicians who willingly shared their time,
ideas, sounds, beliefs, and spaces with me. I am particularly grateful to the
following professional ensembles for allowing me to work with their members
and attend their rehearsals: Cumhurbagkanhg: Klasik Tirk Mizigi Korosu,
Istanbul Devlet Tiirk Miizigi Arastirma ve Uygulama Toplulugu, Konya Tiirk
Tasavvuf Muzigi Toplulugu, and Ankara Devlet Klasik Tiirk Muzigi Korosu.
I also wish to thank the helpful individuals who supported my work in the
libraries and archives I visited in Turkey. I am especially grateful to the staff
at the Istanbul University Library (Istanbul), the Ataturk Library (Istanbul),
the Turkish Radio and Television Archives (Istanbul), and the National (Milli)
Library (Ankara).

My deepest gratitude goes to my master-teachers who generously shared
their time and brought me into their lives. Necati Celik dedicated countless
hours to teaching me, performing with me, and sharing his life with me. I care
for and respect him more than he will ever know. Necati Hoca’s wife, Ayse Celik,
is like a second mother, and I am deeply grateful for her hospitality, attention,
love, and wisdom. As my primary kanun teachers, Celaleddin Aksoy and the
late Halil Karaduman served as immensely helpful teachers and guides.

I would like to additionally thank the following master musicians who also
kindly mentored me personally and professionally: Memduh Cumbhur, Aylin
Sengun Tagci, Melihat and Necip Giilses, the late beloved Unal Ensari, and
the late beloved Selma Sagbas. I hope this project brings visibility to some of
the rhizomatic musical meanings that these exceptional musicians hold dear,
even as it fails to communicate the full richness of the emotional terrain of
their musicking.

Many other individuals in Turkey—musicians, academics, and friends—
shared their ideas and helped me in various ways during the course of ethno-
graphic fieldwork. I would like to especially thank Muharrem Aktuglu, Meral
Altan, Halil Altinképrii, Oytun Aren, H. Nur Artiran, Dilaver Aydin, Dr. Savag
Bark¢in, Burcu Baysal, Mustafa Bekmez, Dr. Sefika Sehvar Besiroglu, Hasan
Galkan, Sitki Calkan, Celaleddin and Selcen Celik and family, Esra Celik,
Dr. Timugin Cevikoglu, Mustafa Copguoglu and family, ibrahim and Emine
Ersoy and family, the late Melek Fersan, Enise Gumiisoglu, Selcuk and Senem

[xxiv]  Acknowledgments



Giirez, Dr. Songiil Karahasanoglu, Gozde Kirgiz, Ipek Metz, ipek Orhon,
Abdurrahim Oztirk, Alper and frem Peker, Niyazi Sayin, Jale Sengiin, Ahmet
Tacoglu, Yasemin and Salih Tahir and family, Dr. Murat Salim Tokag, Tuncay
Tuncay, Necdet Yasar, Cem and Bur¢in Yilmaz, $ifa Yilmaz, and the entire
Yiicebiyik family.

Fatma Erdebir deserves special thanks: she has been a sister and close
companion while I was doing fieldwork and living in Istanbul. My extended
family in Turkey entered my life during final stages of this book’s comple-
tion: I especially thank S. Mehmet and Giilseven Morali, Hatice Kaya, Gilim
Moral Ertan and Ali Ugur Ertan, and Hiseyin and Piraye Ertan for their love
and support of my research.

Early ideas informing this book were presented in several academic confer-
ences, and I am especially thankful to the following panelists with whom I
exchanged my work: Shalini Ayyagari, Judith Becker, Harris Berger, Jonathan
Glasser, Max Katz, Dard Neuman, Tony Perman, Anne Rasmussen, and
Christina Sunardi. I thank Tony in particular for being a wonderful sound-
ing board and sharing his ideas and approaches to the study of music and
emotion. I am grateful to a number of additional academics, friends, and
guides who have continued conversations about the project and inspired
me, especially Christine Abbott, Maggie Adams, Hulda Alarcon, Ozan Aksoy,
Theresa Allison, Joe Alpar, Nicole Aldrich, Duygu Altuntas, David Anderson,
Angie Archer, Christine Armistead, Kara Attrep, Kristin Aylesworth, James
Armstrong, Jamie Bartlett, Daniel Barolsky, Carol Clark Boyer, Josh Brown,
Zeynep Bulut, Jason Busniewski, Revell Carr, Emily Chamlee-Wright, Shefali
Chandra, Amy Cimini, Judah Cohen, David Coll, Beth Currans, Amy Cyr,
Kim Daniels, Sonja Darlington, Ann Davies, Richard Deja, Lamis Diab, Beth
Dougherty, Sonja Downing, Eric Ederer, Kate and Bill Engler, Jaleh Fazelian,
Caroline Finkel, Andrea Fishman, Jennifer Fraser, Paul French, Lily Frierson,
Stuart Folse, Dave Fossum, Jason Gabriel, Jennifer Gartley, Angela Glaros,
Jim Grippo, Denver and the late beloved Ida Hamman, Paul Hahn, Eduardo
Herrera, Christine Hicks, Jon Hollis, Lavina Jadhwani, Michael and Ayge
Kilfoy, Katrina Kimport, Stephanie Kirk, Deborah Kapchan, Alex Kregor,
Tanya Lee, William Lenihan, Charlie Lockwood, Ralph Lowi, Rohina Malik, Ian
MacMillen, Debra Majeed, Irene Markoff, Joseph Martorano, Alyssa Mathias,
Anthony McCann, David (Davy) McDonald, Anne-Marie McManus, Tanya
Merchant, Terry Meyers, Deidre Moore, Craig Morphis, Katherine Meizel,
Timothy Moore, Ruth Mueller, Philip Murphy, Pat Orf, Bahram Osqueezadeh,
Michael O’Toole, Wendell Patterson, Marc Perlman, Deniz Peters, Melanie
Pinkert, Tess Popper, Oykil Potuoglu-Cook, Andre de Quadros, Megan Rancier,
Susan Rice, Elizabeth Rosner, Ann Rothery, Kendra Salois, Roger Savage,
Justin Scarimbolo, Gibb Schreffler, Jessica Schwartz, Aisha Shaheen, Zoe
Sherinian, Rohan Shirali, Brad Short, Tes Slominski, Robert Snarrenberg, Roy
Spicer, Yona Stamatis, Chris Stark, Linda Sturtz, Jane Sugarman, Nasir Syed,

Acknowledgments [xxv]



Barbara Taylor, Christopher Trapani, Ioannis Tsekouras, Takahiro Yamaguchi,
Sherrie Tucker, Hayrettin and Mukadder Yicesoy, Rachel Vandagriff, Robert
Wallace, Sarah Watkins, the late beloved Peter Weismiller, Dave Wilson, Jeff
Wirtz, Rick Worth, and Judith Zwelling.

Massaging my text into a finished book was a collective effort. I thank my
editor, Suzanne Ryan, for her focused feedback and gift of time. I am grateful
to my research assistant and colleague at Washington University in St. Louis,
Kelsey A. K. Klotz, who dedicated hours to formatting my transcriptions for
publication and generously supplied me with her cheerfulness and cookies.
Jamie Kim has been a kind and tireless editorial assistant. Copyeditor Leslie
Safford graced this text with her masterful edits. Alphonsa James followed
this book through to production with precision and attentiveness. I am also
grateful to the two anonymous reviewers for Oxford University Press, who
provided excellent feedback to help sharpen my arguments. Needless to say,
any shortcomings or errors in this book remain entirely my own.

I thank those close friends who remind me of aspects in life beyond writing,
especially George Blake, Dr. B., Pamella and Mark Henson, Farrokh Shehrbano
Namazi, Anne R., BT, Kathryn Weber, Jasmine Weiss, and Mary and Jim
Wertsch. My dearest friends Marisa Bass and Lillie Gordon read portions of
this manuscript and continuously supplied me with encouragement and sup-
port. I further benefit from a tightly bound extended family network, and
thank my many cousins (especially Rita for a timely visit to St. Louis), aunts
and uncles (especially Val and Chuck, Ty and Deanna, Mary Beth and Joe,
Judy, Rita and Garrett, and Clayton) and my beloved grandmother Jeannette
Dainko for their love and foundational care.

My numerous siblings deserve special thanks. Matthias constantly models
how to work for justice; he and Heydi are the first I turn to for advice. Idania
Alvarez is my cherished sister who teaches me strength and how to perse-
vere with elegance. Nephews Kai, Max, Harlan, and Lincoln keep me laughing
and curious about the world. Dr. Pete has extended his smile, kindness, and
goodness to me in challenging times more than he knows. John and Cara help
remind me to play, smile, travel, and keep it light. Andrew D. Gill, my colleague
in academia, has truly been my peer: I am eternally grateful for the moments
when we share what is in our hearts. Luke E. teaches, by example, the impor-
tance of silence and sacrifice: may he always know his immeasurable value
and see his gifts. Grace has lightened the hardships of writing a book with her
storytelling, jokes, and infectious laughter.

My beloved husband, E. Mehmet Morali, came into my life in the last years
the book came into fruition—I thank him for his devotion, hard work, selfless
love, and encouragement. I save my final appreciation for my parents, Douglas
A.and Jane D. Gill, for giving me unconditional support over the years of pursu-
ing this research. I have benefitted from their work ethic, optimism, love, and
integrity more than I can adequately express here. I dedicate this book to them.

[xxvi]  Acknowledgments



Melancholic Modalities






