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OZET

Bu tez, Tiirkiye’de klasik miizik alanindaki gen¢ miizisyenlerin kariyer yonetim
yapilar1 iizerine odaklanmaktadir. Bu yonetim yapilarii anlamak icin klasik
miizik alaninda kariyerlerini herhangi bir destek almadan siirdiiren ve menajerlik,
vakif burslar1 gibi farkli yonetim bigimlerinden destek alarak devam ettiren geng
miizisyenler ele alinmistir. Tezin ilk boliimiinde, bir sanat¢inin kariyer yonetimi
nasil olmalidir ve bu yonetimde kimlerle is birligi yapilmalidir konular1 ele
alinmigtir. Daha sonraki boliimlerde, Tiirkiye’nin klasik miizik alanindaki giincel
durumunu analiz edebilmek i¢in tarihsel siiregteki kiiltiir politikalar1 ve yonetimi
ele alinmistir. Son kisimda ise, 6zel sektoriin sosyal sorumluluk cercevesinde
klasik miizik sektoriine ve sanat¢ilara katkilari arastirilmis ve bu husus 6zellikle
Tiirkiye’de bu alanda 6nemli bir kurum olan Cagdas Egitim Vakfi (CEV) 6rnegi
tizerinden incelenmistir.

Kokleri 19. yiizyilldaki Batililasma hamlelerine, asil ivmesini ise Cumbhuriyet
donemindeki atilimlara dayanan “miizik devrimi” ile birlikte sanatcilarin,
ozellikle de sira dis1 yetenekli kabul edilen ya da yaratici iiretimleriyle dncii rolleri
iistlenebilecekleri umulan miizisyenlerin desteklenmesi i¢in ¢esitli himaye
bicimleri benimsenmis, kimi gengler ¢ikarilan 6zel yasalarla yurt disina, egitim
almak {lizere, seckin merkezlere génderilmistir. Ancak yasanan siyasi ¢alkantilar,
2. Diinya Savasi ve ardindan gelen Soguk Savas donemindeki gerginlikler ve
belirsizlikler, dogal olarak kiiltiir politikalarin1 da etkilemis; incelenen gerceve
devletin oncelikleri arasindan  ¢ikmis; yerine, 6zel  tesebbiislerin
tasarrufunda desteklemelerin baglamasi; kurumsal sosyal sorumluluk adi altinda
yiiriitilen projeler ve burs fonlari, kurumsal himaye ve sponsorluk seklinde
katkilarla doniismeye baslamis; menajerlik gibi yonetim yapilarinin yayginlasmasi
da bu siirecin bir uzantisi olarak deneyimlenmistir.

CEV (Cagdas Egitim Vakfi, Kurulus tarihi: 1994) bu baglamda geng¢ miizisyenleri
destekleme modeliyle Tiirkiye’de, 6zellikle klasik miizik alanina da odaklanan,
onemli sosyal sorumluluk projelerinden birisi olarak éne ¢ikar. Calismanin son
boliimiinde bu vakiftan burs almis gen¢ miizisyenlerle roportajlar yapilarak, bu
kurumlarin ve desteklerinin sanatgilarin Kariyerlerini nasil etkiledigi arastirilmas,
bu tiir bir destegin tek basina yeterli olup olmadig: tartisilmistir. Bu noktada geng
miizisyenlerin daha genis kitlelere ulasabilmeleri i¢in sanat¢i menajerligi
kavraminin klasik miizik sektoriindeki etkisi; bu alanda kiiltiir politikalari
gelistirilmesinin ve CEV gibi destek mekanizmalarinin yayginlagmasinin 6nemi
gibi stratejik konularin da giindeme getirilmesi amaglanmistir.

Anahtar Kelimeler: Tirkiye’de Klasik Miizik Sanatcilari, Sanat¢i Yonetimi,
Cagdas Egitim Vakfi (CEV), Klasik Bat1 Miizigi, Kiiltiir Yonetimi



ABSTRACT

This thesis focuses on career management structures of young musicians in
classical music sector in Turkey. To understand these management structures,
young Turkish musicians who continue their careers in the field of classical music
without any support or continue with support from different management styles,
such as a manager and foundation scholarships have been studied. In the first part
of the thesis, the issues of career management of an artist and the necessary
collaborators in this management process were discussed. In the later chapters, the
historical process of cultural policies and management is discussed to analyze the
current state of classical music sector in Turkey. In the last section, the private
sector's contributions to the classical music industry and artists in the name of
social responsibility have been studied, and Contemporary Education Foundation
(CEV), which is an important institution that exemplifies this process in Turkey,
is examined.

With the “music revolution”, whose roots are based on Westernization moves in
the 19th century and its main momentum based on the Republican period's
breakthroughs, various forms of protection have been adopted to support artists,
especially musicians who are hoped to play leading roles with their extraordinary
talent or creative productions, while some young artists were sent abroad by
special law passed to elite centers for education. However, the political turmoil
experienced such as World War 1l followed by the tension during the Cold War as
well as uncertainties, naturally also affected cultural policies; the framework
examined has no longer been accepted as one of the priorities of the state; rather,
the start of subsidies at the disposal of private enterprises, and projects and
scholarship funds carried out under the name of corporate social responsibility
began to transform with contributions in the form of corporate protection and
sponsorship, and the proliferation of management structures such as management
has been experienced as an extension of this process.

CEV (Contemporary Edeucation Foundation, 1994) example has been identified
as one of the important social responsibility project models that support young
musicians in the classical music sector in Turkey today. In this thesis, the impact
of such institutions on artists’ career and the sufficiency of such management
style are discussed through interviews with young musicians, who have benefitted
from CEV’s ‘Young Talents’ scholarships. The effect of the concept of artist
management in the classical music sector for enabling young musicians to reach
to larger masses, and the importance of developing cultural policies and support
mechanisms, such as CEV, respectively, were discussed.

Keywords: Classical Music Artists in Turkey, Artist Management, Contemporary
Education Foundation (CEV), Classical Western Music, Cultural Management
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INTRODUCTION

The training of a musician in the classical music industry is a labor-intensive
process that takes years. Although some names come to mind when classical
music performers are considered in Turkey, such as Fazil Say, idil Biret and
Hiiseyin Sermet, who are known with their recordings released by international
editions as well as their at least 20 year long intense and busy international
concert careers, other names such as Giilsin Onay, Emre Elivar, and Toros Can
are known by more curious followers and music fans. Considering the population,
the low number of such names may be the subject of discussion. Considering that
the increase in the number of young artists making international careers is directly
proportional to the strengthening of the sector, it is necessary to analyze the
functionality of the classical music sector in order to understand why many

talented young artists remain hidden.

The conservatories train musicians to become stage performers after graduation.
On the contrary, in education faculties, graduates are expected to provide music
education. The priority of conservatory graduate stage artists is to advance in their
field and to continue performing their art. However, since the newly graduate
musicians do not know which steps to take in classical music industry and the
contacts they need to establish, they are often unable to enter the sector and work
in jobs different from their main job descriptions. If we consider the classical
music industry as a ring, it is notable to see that only the artists are insufficient to
complete this ring. Therefore, a wider perspective is required to identify the gaps

in the system and take action for change.

When intellectual, artistic and cultural contributions of classical music are
considered, it is of great importance to ensure that it becomes widespread and
transferred to future generations. A research study conducted by TUIK in 2006

determines the percentages of cultural consumption in Turkey as 91.3% for



audiovisual media, 7.7% for print media and books, 0.6% for music and
performing arts, and 0.4% for other cultural areas (Tuik.gov.tr, 2020). As the
research suggests, classical music concerts, which we evaluate under music and
performing arts, is a less preferred form of cultural consumption. It has also been
attempted to prove the necessity of a systematic change in this field by this
research. To achieve this systematic change, it might be beneficial to know the
industry first, to update and develop cultural policies, to be aware of trends in the

music industry, and to adopt the idea of teamwork for artists.

The cultural policies, which are important for the continuity and sustainability of
culture, began to be discussed by states at UNESCO meetings in the late 1950s.
As stated in Article 27 of the Universal Declaration of Human Rights, one of the
reasons for the emergence of cultural policies is that “Everyone has the right to
participate freely in the cultural life of society, to benefit from fine arts, to
participate in scientific development and to benefit from it.” (UNESCO and the
Universal Declaration on Human Rights, 2020). There have been some studies
conducted by institutions and universities in Turkey, such as Istanbul Foundation
for Culture and Arts (Istanbul Kiiltiir Sanat Vakfi, IKSV), which contributed to
the development of cultural policies in Turkey, although several problems in arts
and culture have not been yet covered by cultural policies such as retirement

guarantee and management in the field of classical music especially.

Since the mid-90s, Turkish artists and some art institutions have noticed the
importance of cultural policies that are one of the prominent issues in Europe. The
first introduction of this subject has been brought to the agenda by artists,
academicians and state institutions. This research process began in Turkey in
2005 and is formalized by the Culture and Tourism Ministry to open a department
of cultural policies (Ada and Ince, 2009)

As stated in IKSV main policy recommendation's report on public support in the

field of culture and arts, cultural policies should be developed as a sustainable



development strategy and it should not be ignored that social development goes
through culture and education (lksv.org, 2012). The cultural policies would
contribute to the development of economy, an increase of cultural activities and
education level, and their transfer to the future generations. In Turkey's classical
music sector, the identification and solution of the problems in the system, which
blocks wider recognition of artists in the community, should also be considered
while developing cultural policies. If the necessary policies were implemented to
enhance classical music culture and improve arts, the resulting promotion of
artists in society would contribute to the creation of necessary platforms to enable
artists to perform their art both in Turkey and abroad. The problems encountered
by musicians in Turkey, and the solutions while taking into consideration the need
to ensure their sustainability, solidify in the context of cultural policy. As stated in
the report by IKSV within the scope of cultural policy development projects, the
protection of the social rights of the artists, the importance of solving the funding
problem for the production of art, and therefore, as in European countries,
establishing a legislation for the artists in the social security system should all be

considered within cultural policies (Iksv.org, 2012).

In the classical music sector, the development of other necessary branches such as
management should also be considered, since cultural policies remain as abstract
concepts. While investigating the reasons behind the loss of talents in the classical
music sector, the lack of an established management system appears to be one of
the noticeable problems. While it is possible to find managers in pop music
industry and many other music fields, this concept has not been widespread in the
classical music sector. One of the reasons for the inability of professionalization
of artists and performer candidates in Turkey and abroad is the inability to
properly arrange artist-manager relations.Working with a manager can have
significant effects on the career of a young artist who wants to reach masses and
make deals with international editions and concert halls. Besides, some artists are
not able to carry their art and potential to a professional platform and reach the

masses throughout their lives because of the lack of management and PR.



Managers' role in career planning, promotion, and branding of artists is
undeniable. The introduction of expert managers in the field of classical music
and the development of artist manager relations has become even more important
in the new age of the digital and global world as it continues to change and
therefore needs to be reconsidered and adapted to the sector. At this point, it is
necessary to be aware of how the management system functions in classical music
sector and to identify solutions to address them within the scope of cultural

policies for permanent change.

Young musicians are cultural ambassadors who represent Turkey abroad.
Furthermore, it is necessary to realize the importance of creating support
mechanisms for career development of young musicians and pass on culture to
future generations. In this regard, the young Republic of Turkey established
unique cultural policies in its early days to provide financial support for the
training of young classical musicians. In 1948, Law 5245, also known as
‘Wonderful Child’ law, was enacted to provide state support for the musical
training of child prodigies, such as idil Biret, Suna Kan, and Turkish fives (ilyas,
A. 2020). It is necessary to ensure the continuation of such laws supporting young
musicians and the state's attitude developed during the Republican period.
Therefore, the cultural policy and the management structures for young classical

musicians in Turkey need to be assessed.

In a statement made by Ertugrul Giinay during the time he has served as Turkish
Minister of Culture and Tourism, he has pointed out that there is no one benefiting
from Wonder Child law since 1998 (Erdem, 2012). Although the content of this
law has not changed since, its name has changed over the years. After the Special
Status regulation (Ozel Statii Y&netmeligi) came into force in 1976, some artists
such as Fazil Say, Burgin Biike, Muhiddin Diirriioglu-Demiriz took advantage of
this status. The last name to benefit from this law mentioned above has been
Emrecan Yavuz (Hiirriyet, No 'Wonderful Child' appeared for 9 years, 2012). As

this law lost its function, private corporate companies started to fill the gap



opened by the state decreasing its support provided for young musicians. Big
companies have been providing support mechanisms under the name of corporate
social responsibility, corporate patronage, and sponsorship for the sustainability of
classical music. It has been observed that support provided by the private sector to
musicians is becoming more widespread than the spread of the management
system. Many corporate companies use classical music as a qualified tool to open
up to the world and support young musicians on the world stages as a policy of
raising their brand values internationally. As an example to this situation, cases of
Contemporary Education Foundation (Cagdas Egitim Vakfi, CEV) and
Finansbank have been examined. Among other examples, the reason for
examining CEV is its models to support young artists. What makes CEV unique
among other companies and foundations is that CEV not only provides financial
support for young musicians, but also manages its musicians’ overall careers by
organizing their concerts and promoting them throughout the media. Moreover,
CEV is one of the few foundations that have many successful classical musicians

on its artist board nowadays.

Problem

As a young pianist, my experience after graduation has driven me to work on this
thesis topic. Fifteen years of conservatory education on performing was not
enough to sustain my life as a concert pianist. For this reason, | had to do work
outside of my field of speciality as a teacher, to sustain my life. While | was
trying to understand how the sector works and find a manager, | realized that the
management structures and researches about these topics are not very much for
classical music in Turkey.Therefore, the focus of this thesis is analyzing the
management structures in classical music sector and its effects on young
musicians’ careers in Turkey. Moreover, the management model of CEV, chosen
as a case study, is also examined in this thesis. It is aimed to reveal how CEV
stands out when compared to other institutions as a case study due to the fact that

Law No 5245 has lost its function and has created a platform that young talents



can apply for, and they have provided both financial and spiritual support to many
young artists such as Cemal Aliyev, Merve Kocabeyler who became famous in
international competitions and platforms. Additionally, the historical background
of cultural policies developed for musicians starting from the Republican era to
the present day is investigated to understand the gaps in structures and its change

in time, because this subject is rarely touched upon in Turkey.

In this thesis, it is aimed to discuss the questions below;
e s classical music management sufficient in Turkey?
e Why is management important for young classical musicians’ careers?
e Are the inadequate management structures in classical music sector in
Turkey filled by foundations and private institutions?
e How does CEV differ from other examples?

e What kind of support mechanism does CEV create for young artists?

Methodology

In this thesis, interviews, a survey study and a qualitative research method has
been applied, and the classical music management structure for young musicians
in Turkey has been investigated through interviews and literature reviews. There
are only a few qualitative research studies and limited quantitative data on this
subject, so interviews with young musicians and other professionals in the
classical music field have been conducted to understand the functioning and
deficits of the classical music sector in Turkey. Moreover, CEV has been studied
as a case study to understand the corporate companies support mechanism for
young musicians through the foundation. At first, a yes/no survey comprised of 6
questions has been sent to all graduates and artists to receive scholarships from
CEV born after 1990. At the same time the subjects that have been interviewed
included eight artists born after 1980 that are either supported by CEV, working
with a manager, or managing their careers through their own efforts. Additionally,

because of the lack of literature on the topic, in-depth interviews have been done



with professional musicians and managers to evaluate the classical music sector
from different perspectives. Throughout these interviews, the internal functioning
of the classical music industry, the career development of successful artists, and
the roles of supporting agencies and managers in this process have been
investigated.

Assumptions and Limitations

CEV is observed as an institution supporting many young musicians, who
received awards in classic music competitions in the recent years, providing many
scholarships, and welcoming many artists, who are actively continuing their
careers as its jury members, as well as several well-known names in Turkey as its
art board members. In this thesis, CEV is chosen as a case study since CEV
supports many young artists with its corporate social responsibility projects, and it
is assumed that the CEV’s founders and supporters are getting more and more
attention in the media thanks to its important names. Assuming that CEV is a
foundation born due to the lack of classical music management and limited state
support after Law no 5245 and 6600 lost their functions, these assumptions are

examined by interviewing the artists supported by this foundation.

| aimed to reach all CEV graduates and scholarships, but some of them did not
prefer to respond due to confidentiality agreements, and others did not answer
without giving any reason. The results need further validation in a larger subject
cohort. At the beginning of the study, the biggest challenge was arranging
meetings with the musicians and managers for an interview. Some of the
musicians did not want to answer questions about CEV, and others did not even
reply to the emails. Additionally, differences between the three managerial
groups, which were self-management, manager supported, and CEV supported,
were investigated in only young adults. It is necessary to conduct a similar study
in older musicians to understand the impact of cultural policies and the

management structure in their careers.



1. CLASSICAL MUSIC ARTIST MANAGEMENT

1.1 MUSIC MANAGEMENT TYPES

In the 20th century, Theodor Adorno, one of the leading figures of the Frankfurt
School, introduced the concept of cultural industry—particularly under the scope
of a new music sociology to come. This concept is important to understand
today's capitalist order and the commodification of culture. To give a very brief
hint to the rather complex idiom: The main factor of the culture industry is that
the concept of culture comes out of the natural transfer process, goes into the
production and consumption process and turns towards entertainment
(Horkheimer, M., & Adorno, T. W. 2006: 51).

With industrialization, the phenomenon of “professionalism” has started to take
place in the field of the cultural instrument. This phenomenon led to specialization
and cultures to be systematized. Therefore, culture has started to be handled as a
service sector. Traditional culture has been replaced by entertainment culture. The
dissemination of cultural products through mass production was created by
emphasizing the concept of entertainment and in this way; the quality of culture
has changed. The commodification of culture in line with the interests of the
capital has led to the creation of the concept of consumption. The concept of
consumption is based on discussions on consumer society and its development in
the early 1960s (Horkheimer, M., & Adorno, T. W. 2006).

Consumption, which reveals as instant and thoughtless today, it causes the
concept shaped of changing life phenomena by consumption of culture. Cultural
product has lost its form of a product earned through labor but consumed via
advertisements and the artificial perception of the product. In other words, the
culture has lost its permanence and has been transformed into a one-time
commodity produced for making money. The consumption affecting the culture
industry is based on the element of entertainment and aims to address daily life.

The consumption mechanism caused the meaning of culture to change



(Hesmondhalgh, D., & Pratt, A. C. 2005). The reason for this can be explained as
the culture became capital-oriented and industrial system of production. This
system has changed the way culture is transferred and thus aimed to ensure its
existence in the industry (Aydar, D. 2013).

Changes in the culture industry have also shown their effectiveness in music
industry, causing artists to need management structures to reach the masses. The
management style changed from artist's self-management to working with an
expert team. Although these forms of management are common in some music
genres, it is seen that this phenomenon is still undeveloped in the classical music
industry (Peterson, R. A., & Berger, D. G. 1971; Baki, 2019).

The reason for the management not becoming widespread in the classical music
sector, can be questioned as its nature being opposite to the concept of culture
industry. Due to its structure, classical music requires the performance of the same
works for many years, spread out a broad geography—using the debatable
discourse of “universality.” Contrary to the concept of entertainment in
consumption, especially in a short-term productivity, the idea of classics is
assumed to be based on feeling and thinking. However, as the audience addressed
by classical music is in the minority—either a self-choosen/desired one, or a state
per se regarding privileges—and the audience showing interest in classical music
is over the age of fifty-five shows, the lack of management in this field should be
considered. In this section, music management team members will be explored.
For this, management teams and their job descriptions will be studied to

understand the function of the management team for artists.

1.2 KEY MEMBERS OF AN ARTIST’S TEAM

The functions of management are categorized under four main headings:
planning, organizing, directing and controlling. Other than these four functions

artist managers need to be successful inother requirements such as communication



skills, human relations and networking skills. Managers vary as there are
managers, personal managers, artist managers, music managers, brand managers,

or representatives (Allen, P. 2018).

Today, the artist manager is responsible for the success of the artist. Artist
management is defined as a job that requires continuity, awareness of research,
sectoral developments and changes. It seems that some artists prefer to work only
with a lawyer. However, it is thought that lawyers may not be the most suitable
manager for an artist due to their conservative nature (Kimpel, D. 2005). Lawyers
may be more effective as a part of a team but not as a stand-alone manager. So,
the effects of seven main team members on the career development of an artist
will be clarified by detailing their job descriptions in this section. What kind of

management team does an artist need?

1.2.1 The Manager

Berklee College of Music has defined the talents and criteria needed when hiring
the artist manager in 12 items. These are music business experience, record
industry contacts, record production process, music publishing, music licensing
and performing rights, tour planning, schedule management, budgeting,
negotiation, networking, organizational skills and verbal communication (Artist
Manager, Berklee College of Music, 2020).

Artist management is divided into various types such as Talent Manager, Band
Manager, Manager, and Personal Manager. Each type of artist manager working
in the music industry is expected to implement some basic functions such as

planning, organizing, leading and directing and controlling.
According to Dr. Carter McNamara, who is a nationally recognized expert in

organizational development and change, and also has decades of real-world

management experience in a variety of organizations, including startup, public-
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private, nonprofit and corporate: “Planning is identifying where you want to go,
why you want to go there, how you will get there, what you need in order to get
there, and how you will know if you're there or not” (McNamara, 2007). For a
manager to set goals for the artist in a planned way and to take reasonable steps
for these goals may be the basis of an artist's career development. In this sense, it
is possible to think of planning as a road map for the artist's career. These plans,
structured by discussions between the artist and the manager, are the building
blocks of the career (Morrow, G. 2018).

The organizational part, which goes concurrently with the planning part, is one of
the functions that a manager should manage well. The ability to execute the plans
in a logical sequence, to make other plans for the artist team and the artist's time
planning is another task definition of a successful manager. The establishment of
financial support mechanisms such as financial organizations, tour planning, and
finding sponsors covers the organizational function (Frascogna Jr, X. M., &
Hetherington, H. L.2011). In order to manage the artist team, a manager's
leadership and managerial qualities must stand out. The artist manager is
responsible for managing communication with other team members. For example,
it is the job of the artist manager to manage collaboration with a digital media
strategist or to communicate with lawyers regarding legal obligations. The artist
manager is in charge of directing and managing everyone in line with the artist's
career plans (Frascogna Jr, X. M., & Hetherington, H. L. 2011; Passman, D.S.
2011).

Finally, making sure that goals and plans for the career development of the artist
are carried out properly is considered as a controlling function. Requirements such
as time management, communication between team members, financing and

equipment are under the constant supervision of the manager.

Apart from these four functions, managers are expected to update themselves in

the changing world and be aware of the agenda. An ideal manager is expected to
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be creative, knowledgeable, and connected. In addition, a broad vision manager
can ensure an artist's success in career development by taking the calculated risks
and generating creative ideas (Weiss, M., & Gaffney, P. 2012; Allen, P. 2018).

As a summary, the most important aspects of a manager’s jobs are:
e Taking major business decisions.
e Managing the creative process.
e Promoting and coordinating publicity campaigns.
e Assembling and leading the professional team.
e Coordinating the concerts and tours.

e Being a bridge between the artists and the outside world.

1.2.2 Attorney

The first person an artist hires is either a manager or an attorney. Financial
problems are the biggest reason that artists, who have just started their career,
prefer to work with a lawyer rather than a manager. Managers are initially more
financially challenging as they spend more time and effort than lawyers do. The
two main duties of artist lawyers are to advise the artist on their legal rights and
organize contracts. They are also responsible for the negotiations made (Passman,
D.S. 2011).

1.2.3 The Agent/Promoters

Agencies and promoters are team members that managers collaborate with the
most. Agencies act as intermediaries that arrange concert deals and negotiate on
behalf of the artist. They work with promoters while making these deals. While
promoters are interested in renting, logistics and marketing, agencies find live
concert deals and negotiate fees. A good agency ensures that all tickets are sold
out as well as the artists get the money that they deserve. In many parts of the
world, managers are obliged to make concert deals. The manager's job description

Is perceived to be setting up and marketing concerts, but actually, this is the task
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of agencies and advertisers. For instance, in USA, it is forbidden for managers to
make bookings, only agencies that have licenses can make concert deals on behalf
of the artists (Kubacki, K., & Croft, R. 2004; Soundcharts, 2020).

1.2.4 The Publisher

Publishers can be described as brand builders and content makers for artists. One
of the most important tasks of the publisher is to ensure that the artist and the art
product are brought to the attention of the audience with the right message on
several platforms. For this, they cooperate closely with media organs such as
radio, TV stations and magazines. Besides, they are obliged to follow the
copyrights of the art products. They monitor the status of publication in any place
(Morrow, G. 2018; Passman, D.S 2011).

1.2.5 The Record Label/Distributor

The distributor is an indispensable team member for many artists who are active
on digital platforms. These companies’ albums are published all over the world to
millions of people thanks to the thousands of digital music stores and services.
The perception of the recording industry today has changed due to digital
developments. However, although companies such as Universal, Sony and
Warner are active in many areas of the music sector, the "recording company" is
accepted as a "record label” in the public perception. At the time when recording
industry was most effective, an artist signing an agreement with one of these
companies was considered a great prestige, but today social media viewings and

interaction rates are now considered more important (Spellman, P. 2013).

1.2.6 Accountant

Music Business Accountants assist musicians and music industry companies with
tax refunds and other financial statements. Among other tasks, they examine
copyright statements, assist with financing applications, analyze contracts, and
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review business plans. Also, coaching and providing financial advice for all music
creators on how to make money, save and invest in their careers are some of the
other duties of an accountant. This also includes keeping the requirements for
taxes above. For Tour Accountants, job duties include creating a starting budget
for the tour, verifying costs, and collecting all income on the go. At this point,

they cooperate with the artist manager (Passman, D.S. 2011).
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2. THE STRUCTURE OF CLASSICAL MUSIC IN TURKEY

2.1 THE DEVELOPMENT of CLASSICAL MUSIC in TURKEY

When looking at this historical development process, it is understood that the
artist management structures have been different from today's perspective. In the
Renaissance period, music was developed into new writing and received a new
dimension with the diversification of instruments and the composition of
polyphonic works. Artists performing during this period had the opportunity to be
acquainted with the houses of the rich, and the churches and were supported by
these groups (Burkholder, J. P., Grout, D. J., & Palisca, C. V. 2019). In the
Baroque period, musicians were assigned to operas, churches, and palaces, and
were supported by aristocrats. In the classical period, which encompasses the
1700 and 1800s, impact of the age of enlightenment has been intense for music.
For musicians, the protectorate system continued to run at this time, while the
only supporters were the rich when the count kings (Burkholder, J. P., Grout, D.
J., & Palisca, C. V. 2019). Parallel to these achievements in Europe, the patronage
of arts, particularly the music, then in the Ottoman geography was also under the
monarchic and religious institutions such as the palace and tekkes (Dervish
Lodges) and their beholders. Imperial interrelationships also made first encounters
of the music cultures possible. An extensive literature on this theme gives

hindsight for this preliminary phase.

In the romantic period, which prepared the ground for the industrial revolution,
amateur performers gave way to virtuosos. Musicians became individualized in
this period and their involvement in folk music brought them closer to society and
to a new position as an artist. This is also the era of the Westernisation process in
the Ottoman Empire, trying to cope with the new dominators of the industrialized

world. During the reign by Sultan Mahmud Il and Sultan Selim 111, this move

! Aksoy, B. 1994, Avrupali Gezginlerin Géziiyle Osmanlilarda Musiki. Pan Yayincilik, istanbul
And, M. 1999, Tiyatro, Bale ve Opera Sahnelerinde Kanuni Siileyman imgesi. Dost Kitabevi
Mayes, S. 2000, An Organ fort he Sultan, iletisim Yayinlari
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started to take shape: Important figures such as G. Donizetti and C. Guatelli were
invited to build up a new musical environment in the European sense; leading
figures visiting Istanbul (Tchaikovsky and Elgar) and reciting (Liszt and
Godowsky), ensembles founded a military band titled Muzika-yl Hiimayiin,
revues, operettes, dramatic events with musical accompaignment—especially
hosted by non-muslim citizens of the imperial capital—might be considered as the
bridging idioms of the imaginary West and East. (For painstakingly works these
about: Araci, E, 2016, Say, A. 1998)

Then came the modernism with its revolutionary impacts: In the modern era,
which started in the 1900s with the development of technology, music evolved
through new concepts and led to the emergence of today's artist management
structures: A big paradigm shift is forced by the First World War—enabling more
ideologic and artistic “-isms” to florish than the whole amount before. Also, a by-
product of this war, four important empires of the elder world collapsed: Russian,
Austria-Hungarian, Japan and Ottoman. Like its counterparts, even unique in
certain issues, Turkey—now a brand-new republic—with an inheritance of denial,
left its imperial habiliment behind—looking forward towards a modernist slope,
shares a common tendency to a new world system with respective institutions. In

the following chapter this will be reflected with a focus on music “revolution.”

2.2 DEVELOPMENT OF CLASSICAL MUSIC AFTER THE
FOUNDATION OF THE TURKISH REPUBLIC: ATATURK AND MUSIC

One of the biggest revolutions in modern Turkey was the change of perspective
regarding art. From the very beginnings of the Republic, many legal regulations
were made, modern educational institutions were opened, artists were encouraged,
and the state authority has been designated to create suitable working conditions
for artists with the favor of Mustafa Kemal Atatiirk’s—founding leader of the
Republic—approach to fine arts. For Atatiirk, the development of fine arts was
one of the necessities for the modern future of Turkey (Saygun, A. A.1987).
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Music with its abstract but moving nature for the public was also considered as a
main tool to reflect this achievement. During this period, important advances were
made thereupon: Opening up of new musical institutions, such as the opera and
conservatories, training and encouraging musicians in new grammars, such as the
Western orchestral and choral idioms; as well as reshaping (i.e. arranging,
orchestrating, etc.) Turkish music in the polyphonic/homophonic texture and for
the symphonic tools was considered necessary for the growth and new perception
of the modern Republic of Turkey. In terms of cultural heritage, folk music was
chosen as the core-material. Not only for questionable nationalistic urges, but also
for disregarding the former promotion of the so-called art music of the élites
passe, “invention of a folk” was desired. This was the main issue behind the
“looking for the roots” (YYaraman, A. 2009).

The first institutional attempt in this field has been inviting the official orchestra
which was established in the period of Mahmut II named “Muzika-yi Hiimayun”
(Military Band) to Ankara in 1924. He revised the name of the orchestra as
“Riyaset-i Cumhur Musiki Hey’eti” and this orchestra is still active under the
name of “Cumhurbagkanligi Senfoni Orchestrasi” (Presidential Symphony
Orchestra) (Evcin, E. 2011). This is not a small, technical settling down;
moreover, it symbolizes the shift from the imperial capital to the republican; from
the just occupied metropolis to the new-grounded city inmidst of Central
Anatolia—the most daring modernist project at all.

The first conservatory in the “Western” style, titled as “Musiki Muallim Mektebi”
(Musical Teaching School) with a focus on training music teachers, was
established in Ankara in 1936. Orchestra members were trained during this time.
During that transformation time, significant musicians such as Béla Bartok, Carl
Ebert, and Paul Hindemith have been invited to Ankara to provide their advice
and they had a significant effect on the transformation of modern Turkish music
(Kahramankaptan, S, 2013, Katoglu, 2009, et al). With these composers’
contributions “Musiki Muallim Mektebi” (Musical Teaching School) had been
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changed to the State Conservatory in 1940. The main motivation was to change
the perception of Turkish music in the West. Atatiirk explained this motivation as
“The music of our children and future generations is the music of western
civilization.” According to Atatiirk, the point reached in music indicated the level
of development of a nation (Saygun, A.A. 1987). International achievements in
the field of music, theater, cinema, opera, ballet, painting, sculpture, architecture,
dance, folk dances and literature are to be underlined as the products, signifiyers

of the modern Republic, thus to be promoted.

Regarding the creative process, an interest in composition was from the earlier
phases on an important issue. The so-called “first generation” of Turkish
composers had the privilege to be the founders of this environment. Some of them
with their own capacities, some with the support of the government, found the
opportunity to study in prestigious centers of music. (Maral, 2016: 448)
Generatively—and not necesserily in a unifying manner—crowned as the
“Turkish Five” (by Halil Bedii Yonetken, 1938), Ahmet Adnan Saygun, Ulvi
Cemal Erkin, Cemal Resit Rey, Hasan Ferit Alnar and Necil Kazim Akses
happened to be the first and leading composers representing Turkey in the

world—even with an esteeming success.

2.3 CULTURAL POLICIES AND CLASSICAL MUSIC IN TURKEY

Until the establishment of the Republic of Turkey, policies on educating and
supporting young persons abroad were more or less towards more conventional
branches such as engineering and military development. After 1923, arts were
also considered besides developments such as opening an opera house, a
conservatory, establishing an orchestra, new laws were created supporting young
talents to have an education abroad. The Law 5245, also known as ‘Wonderful
Child’ law for instance, served Idil Biret and Suna Kan to have such an
opportunity. This law was enacted in 1948 with the purpose of "supporting special
and talented children for their music education abroad” (TBMM Tutanak Dergisi,
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1948: 924). These policies opened a new gate for the development of the classical

music sector in Turkey.

The Member of Parliament, Fuat Umay gave a motion to the Parliament about Idil
Biret, a 5-year-old girl who was one of the children considered as a ‘wonderful
child’ at that time (TBMM Tutanak Dergisi, 1948: 924). That report was a
milestone for the destiny of classical music in Turkey because until then there
were no policies about gifted/talented people in Turkey. On July 12, 1948, the
Minister of National Education, Hasan Ali Yiicel prepared and enacted the law in
the Official Gazette. With this law, education of Idil Biret and Suna Kan in a
foreign country, who have achieved extraordinary success and represented Turkey
internationally in the field of music, was regulated (T.C. Resmi Gazete/Official
Gazette of the Republic of Turkey 1948: 5). The scope of this law was expanded
to Law 6660 issued in 1956 “Law on the Raising Children Displaying
Extraordinary Ability in Fine Arts”. After this law, musicians such as Giilsin
Onay, Verda Erman, Hiiseyin Sermet, Ismail Asan, Fuat Kent, Selman Ada, Ates
Pars, Neveser Aksoy, Nevbahar Aksoy, Tun¢ Unver, Tuluyhan Ugurlu, Bedri
Baykam were raised abroad in the name of the state both in Turkey (T.C. Resmi
Gazete/Official Gazette of the Republic of Turkey, 1956: 316).

Atatlirk’s orientation towards Western music in the conservatory, the entire
modernization of the education system, the closure of the lodges, which had been
the centre of life of Turkish Music, are related to the innovation movements in all
areas and were directly related to the national cultural policy. One of the first
institutes established after the declaration of the Republic was the Istanbul
conservatory (Ergin, O. 1977). This proves that even under the difficult physical
and financial conditions of the time, value attributed to art education and artists
was seen as an important strategy for the development and future of the country
(Oktay, E. 2012).
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24 THE IMPORTANCE OF WESTERNIZATION IN MUSIC
EDUCATION AFTER THE FOUNDATION OF TURKISH REPUBLIC

Music education in the Republican era became an important subject for the state.
With the Republic, more importance was shown to culture and art, and the interest
in art was made into state policy as well (Saygun, A.A. 1987). It was emphasized
that art is one of the main cultural problems and the problems of art education are
considered among the problems of national education. Cultural policies targeted
by the Republic in terms of culture and arts in Turkey, have been shaped by the
Western cultural values to establish and build a cultural identity that was created
in an ideal direction. Music education was used as a bridge for the modernization

project. (Tongug, 1970).

In this context, in the first year of Republic following Tevhid-i Tedrisat law,
special auditions for educating artists, lawyers, philosophers, economists abroad
were held. People who received support to study abroad in that era for music
education became the youth who significantly contributed to the transformation of
the percipience of music education. Between 1924 and 1928, Ulvi Cemal Erkin,
Necil Kazim Akses, Hasan Ferit Alnar, and Ahmet Adnan Saygun were among
the talented young people who had the right to study abroad. These composers

represent Turkish modern music all over the world today (Sarman, 2005).

Music education in Balkan countries such as Hungary, was considered as
important as mathematics and linguistics. Zoltan Kodaly and Béla Bartok had
been invited to Ankara to get his opinions in establishing the structure for music
education in Turkey (Sarikaya, H. S., & Tunali, S. 2014). Hungarian Ministry of
Education followed the thesis and method of these composers. Zoltan Kodaly’s
music education system for schools has maintained its effectiveness in Western
Europe and countries like Germany and Austria (Houlahan, M., & Tacka, P.
2015).
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According to the Kodaly system, every child can learn music at an early age.
Writing and reading music is also as natural as learning a language. In music
classes, students were learning to sing folk songs acapella (alone) and together
with a choir, read notes, music love, play rhythmical games and simple Orff
instruments (Houlahan, M., & Tacka, P. 2015). As a result of this education at an
early age, students develop musical awareness and social skills which teach
children how to think and become a conscious audience when they grow up.
However, music education is considered to be an unheeded side subject in Turkey
nowadays. As seen and observed in the formal/organized education curriculum,
when someone decides to study at the conservatory, they are forced to complete
the fundamentals of music by themselves. When a student decides to become a

professional musician, it is a personal and random journey.

Kodaly claimed that music should be one of the main academic subjects in
schools. Even though this approach was handled again at the beginning of the
20th century, this idea originates from Ancient Greek. Plato and Aristoteles
defended the common idea about the role of music in education. Aristoteles
illustrated this by stating that: ‘Character must be formed by habituation before
the intellect is instructed which will be important to bear in mind when

considering ethical training through music.” (Woerther, F. 2008).

Peoples Houses Community Centres (Halkevleri) had been established in 1932
and on April 17, 1940 Village Institutes were opened by Law No 3803 (T.C.
Resmi Gazete/Official Gazette of the Republic of Turkey, 1940: 4491). These
institutions are the result of the idea of populization of the national culture among
the masses. The main concern of these institutions was the implementation,
proliferation and sustainability of the ideals of the ideology that established the
republic. Village Institutes (Koy Enstitiileri) remained open for only six years.
Community Centres (Halkevleri), on the other hand, spread out in the country in a
short time and were closed down during the multi-party period (Ada, 2009),

leaving contradictory debates behind. These institutes brought a new and unique
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approach to the education system in Turkey. Art was described as an important
part of education and was a living phenomenon that became a way of life.
Although the aim was not to train artists but teachers who can build connections
between events and phenomena, and evaluate them according to their tastes from
life, nature, art, use their sensory organs, and most importantly, to train them to
serve the generations they will raise (Tongug, E. 1970; Tiirkoglu, 1997).

Village Institutes (Koy Enstitiileri) affected the socio-cultural life between the
years 1940-1946. Ismail Hakk: Tongug is one of the important names that come to
mind who contributed in the development of Village Institutes (Koy Enstitiileri).
According to him, art education is an important factor in personal development of
a student making them creative as well as happy. Due to the change in the
ideology of education, values were also transformed from traditional note learning
to the principle of ensuring that child becomes active spontaneously through
work. Tongu¢ was an art educator himself, and it was an important reason why he
was aware of the benefits of art in education. He believed that not only those who
would become artists but all people should go through art education. Therefore,
art education was an important place in primary and secondary education
(Tongug, E. 1970).

Furthermore, at a conference, where Béla Bartok attended in Ankara in 1936, he
expressed the importance of moving education to villages with the following
words: “It is more than sufficient to point out that the main condition of creating
music that bears the national Turkish characteristic is learning the music in your

villages as thoroughly as possible” (Saygun, A. A. 1976).

To sum up, when Village Institutes (Koy Enstitiileri) were active, they aimed at
establishing a contemporary, well-spread education model to revive especially the
remote areas, thus, not overseeing the capacity of fine arts for moving group
dynamics and emotional development. Government administrators supported

exhibitions, concerts, and theater plays in these institutions. A higher-quality
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education for fine arts was seen as a necessity to raise the socio-cultural level of
the society. Village Institutes (Koy Enstitiileri) were important for they backed up
the idea of decentralization: to improve the whole country rather than waiting for
music culture to be developed only in big, central cities. Instead of reaching a
limited number of people in a limited number of conservatories, enabling music
education to numerous villages in the country was considered a reform in
education at that time. Unfortunately, the cultural heritage of the Village Institutes
(Koy Enstitiileri) has not been adequately preserved. Due political conflicts and
mismatching agendas, this movement was first neglected, then were closed down.

For an extensive literature on this please see.?

2.5 CULTURAL POLICIES AFTER 1950s

Together with the establishment of the State Planning Organization (DPT),
TUBITAK, and the Ministry of Culture in 1960 has been important for the
development of cultural policies (Hizarci, 2015). istanbul Foundation for Culture
and Arts (IKSV) was established in 1973. The foundation has brought an
international perspective and accessibility to artists in the field of music, film,
theater, and visual arts. With this foundation established by Nejat Eczacibasi, the
private sector was engaged in cultural policy by organizing non-profit activities
(Ada, 2009).

The years between 1980-1990 were a tumultuous period in the history of Turkey.
During this period, the 1% and 2" Cultural Councils were organized. One of the
biggest factors for the interruption of cultural policy was that the structure,
responsibilities, and name of the Ministry of Culture had changed many times
during that period. The liberalism initiated by the Democratic Party and the
“conservatism” approach in cultural and social fields formed the basis of the

ideology of the Justice and Development Party (AKP) (Oztiirk, T.A. 2014).

2 Tirkoglu, P. (1997). Tongug ve enstitileri. Yap Kredi Kultur Sanat Yayincilk.
Aydogan, K. (2019) Uygarligin Tuglasi Arifiye Kdy Enstitiisii. is Bankasi Kiiltlir Yayinlari.
Tongug, E. (1970). Devrim agisindan koy enstitlleri ve Tongug. Ant Yayinlari.
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Conservatism ideology took its place in Turkish political history with the
Democratic Party and then the National Vision Movement. The 'neo-
conservatism' period started in 2000 with the AKP coming to power. Today the
changes in the cultural policies and the perception of the artist and the arts are still
being discussed (Aksoy&Seyben, 2014).

According to the Article 64 of the Turkish Constitution; "The state protects the art
activities and the artist. It takes the necessary measures to protect, evaluate,
support, and spread the love of art."” The expansion of this article is explained as
follows in the Constitution;

"The State's protection of art activities, the protection of works of art, the
support of the work, the protection of the artists has been included in the
traditions of the Turkish State life since the first years of the Republic. The
assignment to the State in the above-mentioned subjects in the
Constitution is a confirmation of this tradition. The expression "the state
protects the artist” has been included in the Article to indicate the most
important duties of the Turkish State in this field in the coming years."”
(Article 64, 2020: 353).

There is no program devoted to cultural policies in the AKP's 61% and 62"
Government programs. Also, it is noteworthy that the word "artist” is not used at

all and the word "art™ is used only five times in the program (Hizarci, 2015).

In Article 638 and 639 of the 9" Five Year Development Plan prepared by AKP
government in 2007, the need to increase the harmony between socio-economic
and cultural policies through NGOs and local administrations, and the promise of
providing support for performing arts was accepted by the State (9th Development
Plan, 2020). But during the course of these 7 years, the desired point could not be
reached. The 10" Development Plan issued in 2014-2018 included repetitive
statements too (10" Development Plan, 2020). When the 11" Development Plan
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for the period of 2019-2023 is analyzed, culture, mostly focusing on tourism and
architecture, attracted attention with its emphasis on classical Turkish arts. In this
report, it is an important element that the word artist has never been used as in
other reports (11" Development Plan, 2020: 151). In this sense, culture has
evolved from the ideology of 'reaching the level of the exclusive civilizations' in
the Republican era to being one of the promotional elements of cultural goals and

one of the lower-income sources of tourism.

The biggest change in the 2000s was the Turkish Art Institute (TUSAK) Draft
Law, which proposed the privatization of state art institutions. The Draft Law of
TUSAK, is observed to have a policy that divides the society in terms of culture
into two groups of conservatives and non-conservatives (Kosemen, 1.B. 2015).
This was observed as a critical approach to culture and artists developed by the
Republic as a model. The orientation towards and emphasis on Turkish Classical
Music, Turkish Folk Music, and Turkish Sufi Music, which are regarded as
traditional arts, is remarkable. This situation shows that a policy exactly opposite
to the westernization ideal in the Republican period was adopted. TUSAK is a
formation where conservative elites will develop their art and culture judgments.
Instead of the Republican culture understanding, which has the structural features

of “Kemalist” thought, a conservative understanding of culture is emphasized.

In Article 64 of the Constitution, the emphasis on 'the protection and support of
the state's art and the artist' has been transformed into the emphasis in the TUSAK
draft law that states that 'only the arts and artists that the state deems appropriate’
should be supported. “The issue of support for art is a sensitive issue as it will also
cause the intervention of the sponsor.” (Kosemen, 1.B. 2015). Management of
TUSAK has been one of the most discussed issues. The management of the Art
Board in TUSAK consisted of 11 bureaucrats appointed by the government,
causing art to be vulnerable to political intervention and censorship. "The most
important authority of the Art Board, which is the decision-making body of the

institution, is to decide which projects will contribute to our culture and art, and
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then check whether the project is in accordance with its content and purpose. The
most important point here is that the evaluation criteria of the projects are not
cleared.” (Aksoy& Seyben, 2014).

From the 2000s until today, art and culture have been handled as the element of
politics to create its image. According to Smith, “State intervention in art is
defined as alarming in that it facilitates legitimization of censorship as well as
enabling the state to use the art for doctrine.” (De Marchi, Greene, 2005). Article
11 of TUSAK Draft Law, which is observed to be the only item close to the
Republican supporters' policies, states as follows;
"The institution can provide education support to gifted and talented
children and young people at home and abroad, further education support
for gifted artists abroad, and instrument and material support for these
people if necessary. The opinion of the Council of Higher Education shall
be taken for those who are at the level of undergraduate and graduate

education. "

No statistics or data about the artists benefiting from such scholarships have been
found (Hiirriyet, No "Wonderful Child" appeared for 9 years, 2012). Finally, the
perspective of the artist with this TUSAK draft law is stated in Article 9. In this
Article, it is seen that public interest is more prioritized than art.

To sum up, the artists, who are in the middle of changing political policies in this
political process, are mostly seen in art and cultural events and projects carried out
by the private sector today. Also, state institutions and conservatories are losing
their power day by day. Since the 1980s, private-sector entrepreneurships have
turned into corporate activities that make their profit purpose invisible, support
cultural and artistic activities (Kdsemen, 1.B. 2015). In the next section, the effect
of the private sector on music and the management models embraced to support

the art and and artists will be examined.

26



2.6 MANAGEMENT STRUCTURES IN TODAY’S CLASSICAL MUSIC
SCENE IN TURKEY

The history of classical managers is not very old in Turkey. During the interviews,
the lack of management in Turkey and the difficulties faced by young artists were
analyzed by professional names in the sector. According to the interview
conducted with Cihat Askin, Istanbul has a very important place in the cultural
life of Turkey since the 1920s. It has been observed that foreigners have been
performing concerts and running organizations since then, and after 1945, with
the emergence of the Philharmonic Association, the impresarios have increased.
In the 1940s, musical activities mostly involved bringing foreign artists to Turkey.
Omer Umar, one of the first managers in Turkey, provided important services
such as promoting Turkish artists abroad and bringing important festival groups
and artists to Turkey. However, due to these concerts and organizations organized
through the State at that time, it became difficult for the management to become a
sector, and then, as the private sector became active in the classical music field
again in the 90s, the concept of manager began to appear in the agenda again
(Coruk, S. Interview with Cihat Askin, 2019).

When asked about the application and the selection processes, the advertisement
of concerts, and the relationship with the managers, Asli Ayhan, who is the
manager of the Siireyya Opera House in Istanbul, mentioned the differences in
deal-making processes with artists from Turkey and abroad. Asli Ayhan said that
the majority of the Turkish applications for concerts at Siireyya Opera were
personal. On the other hand, most of the foreign artists were represented by a
manager or music company. The more common management structure being valid
for foreign artists was explained by having more concert venues and opportunities
abroad. Asli Ayhan explained that the biggest differences in terms of the
management system were fast communication and continuous accessibility.
Although she mentioned that, "Classical music management is becoming more
widespread. Some music companies such as Allaturca, ldea, and Polka have

begun to communicate with Siireyya Opera representing Turkish artists". She
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observed that Turkey had not been successful in establishing a functioning
management system in the classical music sector, and most of the existing
managers of these companies were musicians themselves (Coruk, Interview with
Asl1 Ayhan, 2019).

Moreover, Ozlem Yildirim, a classical music manager and owner of the Polka
Music Production also emphasized the importance of the power of social media
today. She highlighted the fact that social media allowed her to contact with many
big companies throughout her career.

It is seen that the perspectives vary in terms of artists and management. Although
Ayhan, Altun, and Yildirnm express the necessity of management being behind
the artists, Cihat Agkin argues that an artist can exist alone thanks to this digital
media power available nowadays. Before the use of social media became so
widespread, the artists managed themselves through printed and visual media in
the forms of radio, interviews, and posters. Today, the technology for accessing
information is everywhere and social media has changed the whole system.
Nowadays, managers mostly organize concerts rather than being an artist’s
assistant. Cihat Askin said; “Now, artist management has become an outdated
concept. Because the artists now exist on their own. Social media has an
inevitable big impact.” Askin also emphasized that the use of social media has
changed the relationship between the manager and the industry (Coruk, Interview
with Cihat Askin, 2019). On the other hand, based on Eftal Altun’s experience,
the expectations of musicians all over the world were the same in terms of the
management system. Altun emphasized that social media was very important and
stated that making the achievements to be visible on social media had played a
major role in increasing recognition. In the conducted survey, it was found that
while the use of social media of the self-management group is personal and
insufficient, the manager and CEV supported groups have used social media as a
more effective and professional tool. This shows that social media alone is not

enough for good management.
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Moreover, it is emphasized that working with a manager is especially important
for the career development of young musicians; a manager must have a good
influence on the artist. This situation raises questions such as what characteristics
should be sought in a manager, what the perception of a manager is and what the
duties of a manager are. All conducted interviews show that classical music
management has not become widespread in Turkey yet and professionals working
in this field are almost nonexistent. According to Askin, the fact that the
specialization in terms of management has not yet developed is one of the biggest
reasons why concerts could not be properly organized in Turkey. He added that
pop music has developed and is specialized in terms of management because there
must be a flow of money in the sector for these distinctions to appear. In this
sense, the fact that pop music can be “sold” in the concept of cultural industry has
led to the development of the management system. On the other hand, since
classical music is not as commodified as pop music, its management system has

not been well developed either (Coruk, S. Interview with Cihat Askin 2019).

While Cihat Askin explained the lack of administrative structures being due to
economic reasons, I¢insel stated that the reason was the cultural perspective of the
society. In an interview with Dilek Iginsel, she stated that she did not hear of any
manager working in the classical music sector in Turkey. She said that Germany
is good in this regard, and in that country, this job is performed by people who
know music. Iginsel reflected on the state of the classical music industry in
Turkey as, "Cultural affairs still seem like a luxury to us, but it's a need." (Coruk,

interview with Dilek Iginsel, 2019).

Another point of view is that insufficient state support is effective for
management structures failing to develop. Stating that there is a management
problem in the classical music sector in Turkey, Ozlem Yildirim especially
emphasized the issues to be the lack of state support in the classical music sector,
the establishment of State Symphonic Orchestras in every city, the preparation for
professional life by taking lessons in culture management and music management

during the education process of the artists, and the expansion of contracts made
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between artists and managers should develop further (Coruk, Interview with
Ozlem Yildirim, 2019).

I¢insel stated that although wages and taxation of the managers did not suffice this
situation economically, the number of managers could not increase and gain a
place in the sector. Lila Music, a classical music record company, also aimed to
provide management services for a while but ¢insel explained that they could not
carry out two jobs at the same time because music management was a 24/7 job
requiring very long working hours. Apart from this, the managers had to pay VAT
and withholding tax at a rate of 18% to 22%, since the artists were unable to bill.
For this reason, the doubling of the prices caused the manager to get out of the
way, and enabling direct communication to be established between the artist and
the employer (Coruk, Interview with Dilek i¢insel, 2019).

Also, the lack of specialization and perception of the manager in the sector are
seen as obstacles to the development of management structures. When asked
about what is expected of a manager and his job descriptions in questionnaires
and interviews, it is found that the answers given are different and uncertain.
Touching on the fact that the managers are not visionaries in Turkey, Askin added
the following words on this subject; “There are a few people who are managers in
our field, but unfortunately they cannot do large scale projects in the vicious circle
of daily populist policies. Maybe they cannot get enough financial support, and
frankly, I must say that their creations lack culture and vision.” (Coruk, Interview
with Cihat Askin 2019). Cihat Askin argued that besides the expectation that
managers should have a vision, they should also be informed about different fields
such as sociology, anthropology, financing, and communication. To achieve this,
departments related to music management have been opened in Turkey since
1999.

While Askin evaluated the situation from the perspective of artists, Ozlem
Yildirim explained that the managers experience difficulties in the classical music

sector. She stated that classical music management was more difficult than the
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one in other music sectors. The reason for this difference might be the need not to
compromise the quality and to protect some traditions while considering the
increase in masses in classical music. Although the perspective of artists and the
managers are in line with this view, ticket sales are the top priority for concert
halls. Yildirim stated that it was a very difficult and demanding job in Turkey for
a manager to arrange a concert for no-name artists (Coruk, Interview with Ozlem
Yildirim, 2019).

At this point, it is seen that Asli Ayhan's words supported Yildirim’s claim
because Ayhan said, “Siireyya Opera House is not the first place for the artists
who have not yet gained much experience to be discovered.” She emphasized the
importance of a reference system in that statement. The committee considers the
proposals of young artists, who are represented by a foundation like CEV or
artists like Pekinel Sisters and other respected classical musicians, with a different
approach. The foyer concerts are an important step to play on the main stage. She
explained that they have offered concerts to the finalists in the competitions
organized by Siireyya Opera House to support young musicians, and they have
also allowed young composers to hold concerts and sell CDs with the young

composers’ competition that has been held for several years.

In this sense, the definition of manager differs in Turkey and abroad. While the
most important task of a manager is seen as booking in Turkey, bookings are
made through agents abroad. At the same time, the manager in Turkey is the
person who manages marketing and makes all the bargains, but in other music
sectors especially abroad, it is seen that these tasks should be carried out by a
team including publicists and accountants. Ozlem Yildirim argued that if there
had been a system in the classical music sector, more musicians could have been
employed; “There is management behind all the shining artists.” (Coruk, S.

Interview with Ozlem Yildirim, 2019).

Yildirim claims that every successful artist should have management. Considering

the problems experienced by the artists, a manager, who just started his career,
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might not be very selective in making reservations. Altun stated that Borusan
Quartet preferred to be selective in this sense, even though it was the right
strategy for musicians at the beginning of their careers to evaluate every
opportunity to provide income and recognition. Playing at important and unique
events, such as the Amsterdam Quartet Biennial, and increasing brand value was
considered as a more correct strategy for musicians who have excelled in their

careers (Coruk, Interview with Efdal Altun, 2019).

It has been observed that a distinction between music management and artist
management has not yet been discussed and that a manager is expected to do
many things alone. When asked about what a manager does, I¢insel stated that a
manager should decide on which programs and physical conditions of venues the
artist would play at, the quality of the instrument, the tracking of ticket sales, and
the route of the artist's career. However, tasks such as tracking the ticket sales and
the physical conditions of the concert venues are duties of music managers or tour
managers. In the interview, Ozlem Yildirim answered a question on how music
management and artist management were perceived in Turkey as follows; ‘Music
management is organizing concerts and events in line with the needs and budgets
of institutions, while an artist manager is an assistant to the artists, who arranges
concerts and takes care of the artist's entire career.” (Coruk, S. Interview with

Ozlem Yildirim, 2019).

With the combination of television and music, visuality has gained importance in
musical work. With music videos, image studies, music has been kept in mind and
this has become a marketing method. Today, this situation continues its
effectiveness through Youtube and social media accounts (Baki, E. 2019). Cihat
Askin, who is an artist self managing his career, stated that “The musician of the
21st century has to be innovative. Researchers, explorers, developers,
entrepreneurs, and the pursuit of new things are very important. We have to apply
this as a world person. Otherwise, when we continue with old systems, the

development will never be possible.” (Coruk, S. Interview with Cihat Askin
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2019). Askin also emphasized the necessity for the change to occur and the

system to be improved.

Efdal Altun emphasized the importance of being unique and pointed out to the
necessity of image making for artists. In this sense, Borusan Quartet’s innovative
approach was explained as giving the first online concert, ordering compositions
to Turkish composers. Also, the fact that Alexi Besshman composing two pieces
for Borusan Quartet shows that Borusan Quartet attracted the attention of the
audience with their innovations. While using social media, the image of “pop”
reflected in the visuals stated that young people showed interest in the concerts
and the ensemble. They also paid particular attention to establishing closeness
with their young audience. The importance of image-making was particularly
emphasized in that interview. The fact that Efdal Altun stated that special
costumes were sewn for the Quartet showed the importance given to visuality and
presentation (Coruk, S. Interview with Efdal Altun 2019).

Another important issue that needs to be developed in classical music is the
contracts. Considering the situation of artist manager relations in Turkey, it is
seen that not signing a contract negatively affects both the artist and the manager.
The fact that the job descriptions are determined and any communication taking
place through the manager can have positive effects in terms of price policy and
operation. When there is no contract, after a certain period the institutions might
contact the artists directly via digital platforms, and eliminate the managers,
which is actually both ethically and strategically wrong. Also, this issue can be an
obstacle to the development of the management industry. For example, a manager
can make some progress in terms of social media and build contacts for a year to
make the artist visible, and as a result, an institution can bid to work with that
artist. In this case, the artist can argue that she/he did not get this work through the
manager. In this case, the labor and marketing efforts provided by the manager in
this long period can be ignored.
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Cihat Askin stated that there were huge differences between the contracts and
management systems of Turkey and abroad. He stated that the operation was more
serious and systematic abroad, especially in USA, and even small details such as
rehearsal hours were considered. After a concert invitation is accepted, a contract
IS sent immediately, which includes articles about dates, rehearsals, and
conditions. As a result of this contract, both parties know what to expect and the
process becomes easier. Askin stated that this system was implemented in 2% of
the concerts in Turkey and had not become widespread yet. In Turkey, a system
based on verbalism is mostly seen. Very few private and state institutions create
formal contracts, and concerts in Municipalities are also often cancelled due to
this deficiency (Coruk, S. Interview with Cihat Askin 2019).

On the other hand, Efdal Altun stated that they work with the same contract terms
both in Turkey and abroad. Under the terms of the contract, the artist fees and
wages, flight details and preferences, accommodation conditions, all transfer
details, stage preparation, sound and light team, the person who will take care of
the artists, and the program are determined in detail. Efdal Altun stated that the
success of Borusan Quartet had the effect of investing in classical music by other
companies as well but few companies have performed this job successfully. At
this point, the advantages and disadvantages experienced by the artist, who are
managed under corporate patronage in the private sector, are observed (Coruk, S.
Interview with Efdal Altun, 2019).

Regarding the operation of Borusan Quartet, which is one of the best examples for
the corporate patronage management model, the whole organization has been
accomplished by the Borusan Art team and the employer, except for concerts and
rehearsal hours. In this form of management, the legal process fulfils many tasks
that the manager would perform, and pricing, logistics, promotion, and marketing
are managed by an artistic team. The fact that there is a young audience in Turkey
and the fact that dates of the concerts, halls and programs are determined a year
ago are even appreciated in Europe. All concerts have been sold-out since Altun

has started working through this system.
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When Ozlem Yildirim was asked about her opinion about CEV, she stated that
such projects were very important for the development of the sector. She also
referred to the management structure in classical music in Turkey. This
management pyramid consists of a gatekeeper, a general art director, an artboard,
and a manager. According to Yildirim, Berrin Yoleri is seen as a gatekeeper in the
case of CEV, but it is important to work with a manager to ensure the continuity
of artists’ career in this project. Yildirim considers the inclusion of famous names
in the CEV project and the fact that more populist repertoire is being preferred to
be the right strategy to reach larger audiences from the perspective of a manager.
The private sector sponsors many orchestras and musicians in the field of classical
music as it has a universal language and is considered prestigious. However,
Yildirim said that state support was essential for sustainability and an increase in
employment for the classical music field. Besides, inviting the same names to
concerts due to commercial concerns is a big disadvantage for this sector. For this
situation, Yildirim said, “With a more open-minded attitude, the road for the
young artists should be paved.” (Coruk, S. Interview with Ozlem Yildirim, 2019).
In this context, Borusan Quartet cares about holding concerts with young people
at the beginning of their careers, like Can Cakmur, to support young people who

have achieved great success.

One of the best references for a musician is to release an album. In this sense, Lila
Music Company which releases classical music albums is one of the firsts in
Turkey in this field. The purpose of founding Lila Music is to record the works of
composers and performers in Turkey and to create a music memory. Iginsel
emphasized the importance of creating a music memory. She stated that we
should fill our cultural “suitcase” with both new composers and performers. Lila
Music advocates the idea that all arts are one, so they have adopted goals, such as
good music, good design, good publicity, and good concerts (Coruk, S. Interview
with Dilek Iginsel, 2019).

At this point, the closure of Atatiirk Cultural Center (AKM) caused an increase in

the number of alternative concert venues in Turkey. Although Lila Music is a
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record company, it has been active in concert and festival organizations since
1999. Mart1 Hotel Classical Music Evenings, festivals held at Phaselis Antique
Theater and classical music event organizations in schools are examples of the

activities performed by Lila Music.

When asked about Lila Music’s criteria in releasing music albums, Dilek Icinsel
explained that artists who attained a certain status in Turkey were very significant
in releasing their existing records. She stated that they preferred to release albums
with a theme that come with advice for agreements made with young people. In
particular, they prioritize recording modern compositions, which have never been
performed or called “forgotten” music. When releasing an album, she draws
attention to the cover design as well as the quality of the recording. The cover
design aims to attract listeners to similar music genres. In order to release albums
in classical music, musicians are expected to reach a certain level of maturity and

a certain point in their careers.

Lila Music collected the works of the composers, who received awards in the
competitions held in Siireyya Opera, to support young people to release an album.
In addition to Lila Music, who has made rigorous choices about creating an
album, Giiher-Siiher Pekinel also released the CD for the "Young Musicians on
the World Stage" project. When asked about the effects of social media on the
classical music industry, they stated that it affects the promotional dimension.
Also, the newspaper concert criticism, which has become a tradition especially in
Europe and America, has now disappeared in Turkey. Reviews written by
esteemed names, such as Filiz Ali, on certain days after watching concerts was a
must-read in Turkey. Currently, the press organs are not much interested in
classical music. As a result, while Lila Music used to send album content that got
published in the press, they are uncertain about whom to contact in the press today
(Coruk, S. Interview with Dilek i¢insel, 2019).
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3. PRIVATE SECTOR AND CLASSICAL MUSIC

3.1 CORPORATE SOCIAL RESPONSIBILITY, CORPORATE
PATRONAGE, SPONSORHIP, AND FOUNDATIONS

3.1.1 Social Responsibility

Together with the development of social responsibilities in companies, the
concept and impact of social responsibility have changed. Large companies stand
out with their support in corporate social responsibility projects in the field of
classical music. From the era of industrial revolution until the 1990s, the strategy
started to come to the fore instead of "philanthropy” in corporate social
responsibility activities for various reasons. It is seen that corporate social
responsibility not only provides tax reduction for companies but also provides
recognition of their brands abroad and creates a positive brand image. At the same
time, art is seen as an effective method of communicating with the masses. Social
responsibility operates in three different ways for companies: corporate social
responsibility, corporate patronage and sponsorship (Lembet, 2012).

There are many reasons why the private sector supports classical music within the
framework of corporate social responsibility. One of them is the importance
attributed by companies to social responsibility award ceremonies. It is seen that
corporate companies follow different policies in terms of social responsibility.
Especially award ceremonies such as ACE OF M.I.C.E. (Meetings, Incentives,
Conferences, and Exhibitions) Awards, which have been held for the last six
years, emphasize the importance of corporate social responsibility for companies
in this field to differentiate themselves and stand out. ACE of M.I.C.E organizes
an award ceremony every year intending to motivate companies, documenting and
honouring their success (MICE Awards, 2020). It is observed that each company
has a different social responsibility policy.
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With the establishment of IKSV in 1973, social responsibility projects of private
institutions in the field of classical music increased. Many holding companies
such as Sabanci, Eczacibasi, Tekfen, and many banks such as Finansbank and
Akbank have turned towards holding corporate social responsibility projects for
classical music. Thanks to the "music revolution” launched in the Republican era,
many classical music artists were supported under the auspices of the State. Today
there are many classical music artists, orchestras and ensembles supported by the

private sector.

Companies have two different methods of conducting projects in social
responsibility. These are corporate sponsorship and corporate patronage. The
reason why social responsibility is divided into two is the way they perform social
responsibility. As seen in Figure 3, only the financial resources team is available
in corporate sponsorship, while corporate patronage has both human resources
and financial resources (Tiirker, D., Vural, C. A. 2016).

The private sector has started to support arts directly (corporate patronage) and
indirectly (sponsorship) due to the change in state policies in the field of culture
and arts, and its support has decreased at the end of the 20th century (Lembet,
2012). For example, the loss of the “Wonderful Child’ Law of 1948 in the last
fifteen years has significantly prevented the training of talented children who need
the support provided by this law. Along with reducing the state support, the

private sector aimed to ensure sustainability in Turkish classical music sector.

38



Figure 1: Corporate Social Responsibility Models in Turkey
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When the social responsibility objectives of businesses are analyzed, it is seen that
there are three basic classifications. In the "3 circle” model of Davis and
Blomstrom operations; these classifications are explained as Social
Responsibilities Arising from Basic Economic Functions, Social Responsibilities
Arising from the Results of Economic Functions, and Social Responsibilities for
Contributing to the Solution of Social Problems (Keith, D., & Blomstrom, R. L.
1975).

The third circle covers the projects carried out by enterprises on basic issues such
as education, health and environment. The third classification is also referred to as
philanthropic social responsibility. Philanthropy can be explained as providing
benefit to society by putting in time and money without waiting for a response.

Today, large companies have made it a policy to share what they have done
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concerning corporate social responsibility with the public in annual reports
(Lembet, 2012).

Figure 2: The "3 Circle" Model of Social Responsibility

Social Responsibilities Arising
from Basic Economic Functions
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Contributing to the Solution of
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But today, philanthropy has become an imperative for companies. Especially
when successful companies are analyzed, it is seen that social responsibility
projects play a major role in gaining social respect for the institution. In other
words, it is aimed to make a difference not only with a company’s products and

services, but also with social responsibility projects (Ararat, M. 2008).

3.1.2 Foundations/Corporate Sponsorship/Corporate Social Responsibility

Connections

Over time, the act of protecting art via institutional patronage has become a
recyclable investment and the term patronage has been replaced by corporate
sponsorship. While there is philanthropy in corporate patronage, in sponsorship
some response is expected. Art sponsorship is used as a tool for promoting
companies and studies for the image of the artists. It is observed that companies

operating in Turkey carry out their philanthropic activities through foundation
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(Turker, D., Vural C. Altuntas, 2016). This section will examine the prominent
companies’ corporate social responsibility models as corporate patronage and
corporate sponsorship projects in the field of classical music through foundations
and without foundations.

= Companies in Turkey creating support for culture and arts through the

Corporate Patronage Model are;

e Eczacibasi

e Tekfen

e Dogus

e Borusan

e Akbank

e IsBank

e Garanti Bank

= On the other hand, companies in Turkey that establish a support
mechanism for culture and arts in the Corporate Social Responsibility and
Sponsorship model are;

e Tupras

e Sabanci

e Finanshank

= Finally, companies in Turkey that perform Corporate Social Responsibility
through a foundation are;

e Eczacibasi - Dr. Nejat F. Eczacibasi

e Tekfen - Tekfen Foundation

e Borusan - Asim Kocabiyik Foundation

e Sabanci- Sabanci Foundation (Sevda-Cenap And Music Foundation)

e Garanti Bank — IKSV

e Finansbank - CEV
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As a result, when companies that establish support mechanisms concerning
culture and art through the corporate patronage model are examined, the common
features are observed to be the condition to bear the name of the sponsor
company, to receive support from companies both in terms of management and
financial terms, and not receive from other sponsorships and no donations
(Toprak, G., Yore, S., 2018).

For corporate sponsorship, it is seen that venue and equipment support is provided
financially through non-profit foundations. In this model, activities are carried out
independent of the sponsor. More than one sponsorship link can be made.

3.1.3 Foundations

Foundations are non-profit organizations that use their knowledge for the benefit
of society. The differences between businesses and these non-governmental
foundations are that they directly create funding for the education of the artists.
Based on statistical data of 2016, the Ministry of Interior structure according to a
study, the number of associations gathered under the heading of Culture, Arts and
Tourism 109 904 active associations in Turkey are expressed in 5631. 1,969 of
these associations operate directly in the field of art (Sazak, N., Onciil N., 2016).

Foundations aimed to expand the science of music in Turkey, thanks to the
educational services of the association activities, especially in cosmopolitan cities,
as well as the artistic and social services they provide. These associations organize
festivals, symposia, conferences, training seminars, educational projects, run

choirs and competitions, and aim to contribute to the field of culture and arts.

Sevda-Cenap And Music Foundation and the Music for Peace (Baris I¢in Miizik)
Foundation should be mentioned also among the esteemed organizations in
Turkey. SCA Music Foundation was established in Ankara in 1973. The

foundation has declared its mission as ensuring the continuation of the cultural

42



policies that Atatiirk initiated in the music revolution during the Republican era
and promoting polyphonic music in Turkey. The Foundation's best-known project
is the ‘International Ankara Music Festival’. In addition, it also provides services
through other events such as book publications, competitions, concert
organizations, and archive of musical notes etc. Beyond that, since 1980, 439
students have been granted scholarships for tuition costs within the scope of their
budget. Since the establishment of the SCA Music Foundation, important artists
of the country have been on the Advisory Board and the Executive Board. Today,
the Chairman of the Advisory Board is Professor Giirer Aykal. The chairman of
the Board of Director is Ali Basman. Foundation Advisory Board had many
valuable artists as the Chair such as Professor Suna Kan, Idil Biret, Prof.
Muammer Sun, Prof. ilhan Usmanbas (Sevda - Cenap And Miizik Vakfi, 2020).

Music for Peace Foundation has been operating in the classical music field since
2011. The Foundation's corporate supporter is Allianz, and its corporate
consultant is IKSV. The starting points are the principle of “every child has the
right to participate in artistic life” stated in the United Nations Convention on the
Rights of the Child. Its founders are Mehmet and Yeliz Baki. Free music
education scholarships are provided to create equal opportunities in music
education. The Foundation has been shown as an exemplary social change project
in Istanbul and cities of the world and has been deemed worthy of many awards.
(Music for Peace (Baris Ig¢in Miizik), 2020) At the same time, in the report
published by IKSV on the development of artistic education policies, the Music
for Peace Foundation is shown as an example (Tirkiye’de Sanat Egitimini
(Yeniden) Diigiinmek, 2020). “El Sistema” Turkey Education Model is one of the
projects undertaken by the Foundation. This project shows that the Foundation,
unlike others, emphasizes social transformation rather than sustainability (Baris
Icin Miizik Vakfi, 2020).
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3.1.4 Corporate Patronage

Corporate patronage is the integration of a company with a social responsibility
project by sharing its symbolic value and economic capital. The company’s own
arts department and communications department manage events or communities
supported by corporate patronage. In other words, internal management takes
place. No other sponsorship agreements can be accepted because capital and
management are handled internally. The community or activities sponsored by the
company under the title of social responsibility should not be for profit (Lembet,
Z. 2012). Corporate patronage is the long-term investments of companies.
Although they are not for profit, they provide advantages in this way. For
example, their awareness increases, they are perceived by the society with a
positive image, they create differences with other companies, and their prestige
increases with quality work, etc. (Toprak, G, Yore, S, 2018). Examples of
structures supported by corporate patronage include Borusan Quartet, Borusan
Philharmonic Orchestra, Dogus Children's Symphony Orchestra and D-Marin

International Classical Music Festival.

When we examine the banks in terms of corporate social responsibility, Akbank,
Garanti and Is Bank stand out. Akbank Sanat was founded in 1993 and has been
focusing on contemporary art since 2003. It organizes more than 700 events in
many branches of art throughout the year. Akbank Jazz Festival is one of the
biggest projects in the field of music. Garanti Bank also aims to improve the
vision of the society in the field of culture and arts. It is seen that the sponsorship
investments they make in the field of music are for the development of jazz
music. “Garanti Jazz Green” and IKSV Jazz Festival are some of the sponsored

examples.
Unlike Akbank and Garanti, Is Bank supports cultural arts projects that contribute

to the cultural heritage, such as vocalization of Turkish composers' works and
providing concert opportunities for young talents in social responsibility practices
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under the “Is Sanat” category. It also aims to introduce primary and secondary
school students such as classical music, opera and ballet. As a result, while the
projects carried out by Akbank and Garanti Bank related to music focus on jazz
music, Is Bank carries out projects in the field of classical music (Tanyildizi, N.I.
2013). In these three examples, it is seen that social responsibility takes place
under the auspices of the enterprises. Companies’ own human resources and

communication departments manage projects supported through them.

For instance, Eczacibast Group has been contributing to the field of culture and
arts since the mid 90’s. Culture advocates the necessity of art for the development
of social life. Especially Istanbul Foundation for Culture and Arts since its
establishment in 1973 under the leadership of Nejat F. Eczacibasi, has been
operating as an institution that has taken an active role in the development and
dissemination of culture and art policies. Dr. Nejat F. Eczacibasi Foundation
supports young artists, who are extraordinarily talented in the field of music, to
receive virtuosity education at home. Scholarships are only available for
postgraduate education. He has granted scholarships to 130 students in total.
There are 15 students supported in 2019-2020 academic year
(Nejateczacibasivakfi.org, 2020).

Borusan is another company making significant investment in culture and arts in
Turkey. The company, which is one of the leading industrial companies in
Turkey, founded the Borusan Art Center in 1997 to spread contemporary art in
society. Borusan Sanat is affiliated with the Borusan holding founder, Asim
Kocabiyik Foundation. Borusan Philharmonic Orchestra (BIFO) and Borusan
Quartet are the biggest projects of Borusan Sanat. Regular concerts are held

monthly.
Borusan is operated under the corporate patronage model. A department devoted

to this task has a team of experts such asgeneral manager, production manager,

financial and administrative affairs manager, orchestra manager, and stage
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supervisor who run Borusan Sanat. In addition to art events, Borusan children's
choir, which was established to popularize classical music, continues its works.
Since 2005, it provides scholarships for talented young musicians. Scholarship
funding is provided throug revenues from BIFO concerts called "Private
Concerts". For Borusan Holding, art education is the first condition to move with
the times. In the words of A. Kocabiyik, “He felt the positive results of the
reforms of the republic in the field of education all his life”. The reason why
Borusan Sanat focuses on classical music is explained by the fact that classical
music has a universal language and has a deep quality. BIFO both in Turkey and
abroad also completed its twentieth year and the success of the shows have been a
source of pride and thus enhanced the company's brand value and has added a

qualified social status (Borusan Sanat, 2020).

Tekfen Education, Health, Culture, Art and Natural Assets Protection Foundation,
established on April 12, 1999 under the body of Tekfen Holding, is another
example of corporate patronage in terms of social responsibility as a non-profit
organization o. Tekfen Foundation gained the status of "Social Benefit Institution™
in 2004. Founded in 1992, Tekfen Philharmonic Orchestra has been one of the
remarkable music initiatives in the field of classical music since its establishment.
Tekfen Foundation aims to improve the quality of the orchestra, orchestra
musicians in Turkey and has the mission of rising worldwide. Instrument
performers who can only take part in the orchestra can benefit from the
scholarship of Tekfen Foundation. At the same time, Tekfen Foundation was
included in the category of "Top Contributing Show Sponsors" within the
framework of the 44th Istanbul Music Festival (Tekfen.com.tr, 2020).

Dogus Holding, which has been a leader in the service sector since 1951, was
awarded in the “Best Corporate Social Responsibility” category thanks to its
Dogus Chlidren Symphony Orchestra at the Tourism Media Group and Ace of
M.1.C.E (Meetings, Incentives, Conferences and Exhibitions) Awards organized
for the second time this year. Considering the example of Dogus Group, the

mission of the company is to raise the contemporary voice of musician candidates
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in Turkey and international platforms. This project, launched in 2006, is carried
out under the corporate patronage of Dogus Group. Prof. Rengim Gékmen is the
General Music Director and conductor of the orchestra. Having performed 72
concerts so far, DCSO has reached more than 800 children's musicians in the

orchestra (dogusgrubu.com.tr, 2020).

3.1.5 Corporate Sponsorship

Three examples of corporate sponsorship in the private sector were examined.
First of all, ‘The Young Musicians on the World Stage’ project is an example
conducted by Giiher Siither Pekinel Sisters and under the sponsorship of Tiipras.
Giiher-Siither Pekinel Sisters are world-renowned Turkish pianists and have
adopted the view that one of the artist's most important tasks is to train the next
generations. They have reached 500 children with three separate education
projects that they have been carrying out for more than 10 years. Under the
sponsorship of Tiipras, education costs abroad of eight gifted musicians aged
between 15-23 are paid. Pekinels provide concert opportunities and recognition of
these musicians. Based on this promise Ko¢ Holding, one of Turkey's largest
industrial enterprises created Tupras corporate social responsibility mission "If my
country is in, count me in too” (Tupras.com.tr, 2020). It aims to contribute to
cultural development as well as environmental and educational fields. Pekinel

Sisters explained the contributions of Tiipras to the project as follows;

“Meeting with Tiipras under the leadership of the Chairman of the Board of
Directors Omer M. Kog and the adoption of our project by Tiipras enables us to

move forward with confident steps on our path (Andante, 2015).”

Secondly, Sabanci Foundation is supporting Turkey Youth Philharmonic
Orchestra (TUGFO) since 2009. TUGFO is conducted under the leadership of
valuable musician and conductor Cem Mansur. The aim of the orchestra is to
bring together musician candidates aged 16-22 before gaining experience prior to

starting their careers. In addition, the Sabanci Foundation supports the
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International Music Festival, which has been held in Ankara since 2008, as an
Honorary Member. The Sevda-Cenap And Music Foundation under the
sponsorship of the Sabanci Foundation carries out this project. Sabanci Holding's
culture and arts policy has been announced as supporting, promoting and
sustaining the production of contemporary art. It is also aimed to support
traditional values and artists (Sabanci.com, 2020).

On the other hand, looking at the example of Finansbank, a difference is observed
in the area of social responsibility. QNB Finansbank differs from other banks in
terms of the support it provides to culture and arts. The "Young Talents" project,
carried out in cooperation with CEV, is an example of how it differs from other
banks in terms of sponsorship. The bank is sponsoring through a foundation. It
supports young talented musicians who continue their education in schools where
world famous musicians are trained to represent Turkey in the field of national
and international culture and arts. Turkey was awarded the prize in the field
culture and arts thanks to Finansbank in this year's 17th Golden Compass Public
Relations Awards in "Sponsorship Communications" category (QNB Finansbank
Geng Yetenekler, 2020).

Finansbank is the main sponsor of the Young Talents project by providing
financial support for CEV. Here, it should be examined why it supports this
project not through its own foundation but through CEV. Another point where it
differs from other corporate social responsibility projects is that it focuses only on
the career and education of many young virtuosos. At this point, a structure that

fills the gap of Law 5245 is seen.
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4. CASE STUDY: CONTEMPORARY EDUCATION FOUNDATION
(CAGDAS EGITIM VAKFI, CEV)

4.1 NGO’S IN CLASSICAL MUSIC IN TURKEY: HISTORICAL
BACKGROUND OF CEV

Founded in 1994 to support contemporary and qualified education, Contemporary
Education Foundation (CEV) was founded by intellectuals and leading figures of
the society who made great contributions to education such as Professor Dr.
Tiirkan Saylan, Prof. Dr. Necla Arat, Prof. Dr. Aysel Celikel, Prof. Dr. Oya Basak
and Giilseyen Yager. The mission for establishing this foundation was to raise the
values of the republic, to increase the leadership of science and reason, and to

raise generations who respect human rights (¢ev.org.tr, 2020).

Contemporary Education Foundation explained its objectives primarily in nine
items. “The secular, scientific, rational, free and democratic qualification and
institutionalization of the Turkish Education System” were shown as the first
article. As it is pointed in this article, it aims at the deficiencies in the general
system which does not support the development of education. The duties of the
Contemporary Civil Society organizations are to raise “individuals who are
willing to think rather than raise a generation that obeys someone” in the next
generations. CEV emphasizes that non-governmental organizations are more
important in less developed countries. The contribution of non-governmental
organizations can provide adding value to the society in various fields, and ensure

the continuity of development and correct certain social mistakes.

In this thesis, the Young Talents Project initiated by the Contemporary Education
Foundation is discussed. The Young Talents project has started in 2009 under the
leadership of CEV (Contemporary Education Foundation). The project, which
continued in the framework of CEV Sanat, established in 2017, aims to represent

Turkey in the world stage by supporting the qualified young people in the field of
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culture and art through supporting them to receive qualified education at
international standards (Cevsanat.com, 2020).

Foundations like CEV gives support to young talents and many artists. CEV Sanat
has supported ten musicians to graduate since 2017, and currently, forty young
people continue to receive talent support. Donations can be made on behalf of the
foundation with three funds. Donations made through the Fazil Say fund have
played a major role in the sustainability of the Foundation since its foundation.
Omer Ulutashh Doner and Deniz Kocaoglu scholarship funds are two other

donation channels (Cevsanat.com, 2020).

4.2 CEV INTERNAL OPERATION MODEL

QNB Finansbank, the main sponsor of the Foundation, covers the educational
expenses of 30 students abroad and locally. Apart from this, it is seen that its
collaborators include big names such as Zorlu PSM, Sipahiler Events, doremusic
and Swissotel. It is conducted under the chairship of CEV Sanat’s Berrin Yoleri.
There are artists such as Cihat Askin, Fazil Say, Ibrahim Yazici and Biilent Evcil
on the Art Board (Cevsanat.com, 2020). Its Executive Board, that support artists
and guests of honor is composed of Turkey's most important artists. Since so
many famous names are gathered in one institution, it is ensured that CEV Sanat
becomes a very interesting source for the press as well. In this way, the
recognition of both scholarship recipients can reach larger masses. This project,
which was launched to see Turkish young talents on the world stage, recruits new

talents every year and supports them throughout their education.

The Foundation differs from other foundations by supporting so many individual
artists, both financially and in terms of providing help to ensure their recognition
in the media. Considering the support of private companies to culture and art, it is
seen that they focus more on orchestras and festival projects. In addition,

companies provide financial support by granting scholarships only for the training
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of musicians. However, CEV does not only provide financial support to
musicians, but also supports and encourages musicians by organizing concerts and

increasing their visibility in the media.

Another difference is that the leading classical music artists of Turkey take part in
organized concerts to support the young musicians. The presence of important
names such as Cihat Askin, Fazil Say and Ibrahim Yazici in concerts has been
effective in attracting both press and public attention to the project. It is important
for the Foundation to include well-known names from the important wealthy
families of our society to raise interest in the project which ensures the financial
sustainability of the Foundation. While famous names like Halit Ergeng¢ hostsuch
concerts, valuable artists participating in each concert as guests of honor give
speeches. Nuri Bilge Ceylan, the guest of honor at the 10th year concert of CEV
Sanat, is an example (Milliyet, 2019). Another difference that distinguishes the
Foundation from other examples is the art awards given by CEV Sanat to
encourage young musicians' careers.

Finally, the Foundation, which provides support under the name of sponsorship, is
free in terms of content and being able to do unique works is an advantage for
musicians because musicians are then free to establish links to other Foundation
and sponsorships. In this sense, the cooperation of Finansbank and CEV provides

an advantage to classical music artists by creating a unique support mechanism.
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Figure 3: CEV Internal Operation Model
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The graduates of CEV will be analyzed in order to examine how CEV Sanat

supports its graduates and to understand its contribution in the career development

of these artists, so section will examine the graduates. Ten musicians have
graduated according to the data published by CEV (Mezunlar — CEV (Cagdas
Egitim Vakfi), 2020). Utar Artun, Onur Abaci, Bulut Giilen, Emirhan Tunca,

Merve Kocabeyler, Bayram Kenan Tatlici, Ceren Tiitkmenoglu, Yusuf Celik,

Ekin Cengizkan, Burak Besir are graduates of CEV Sanat. Most of these

musicians have achieved international success and received soloist training at the

best conservatories abroad.

e Utar Artun, born in 1987, is a pianist who has performed at numerous

concerts and workshops in Switzerland, Germany, France, Spain,

Lithuania, Italy, Finland, Belgium and Austria so far, and has composed

many symphonic works. The world premiere of the work which he wrote

arrangements for was performed in Switzerland, Turkey, USA, Russia and

the Netherlands (Mezunlar CEV, 2020).
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Born in 1982, Onur Abaci graduated from the Department of Opera at the
University of Mozarteum. He worked with many famous chefs such as
Dan Ettinger, George Petrou, Daniele Gatti, Andrea Marchiol, Reinhard
Goebel, Konrad Junghénel, Toshiyuki Kamioka, Marc Minkowski, and
Ivor Bolton (Mezunlar CEV, 2020).

Bulut Giilen is the first and only solo trombone artist who has released an
album in Turkey called “Su”. He was the only trombone player to qualify
for a scholarship the year he took the exams at New England University
and Berklee College University. He has given concerts in many important
events in Turkey such as CSO, Ankara State Opera and Ballet, the
Symphony Orchestra of Istanbul as a trombonist (Mezunlar CEV, 2020).

Emirhan Tunca, born in 1989, is another musician who represents Turkey
in the best way by performing at the Carnegie Hall, one of the most
important concert halls of USA. He has been giving concerts in New York
since 2012 (Mezunlar CEV, 2020).

Merve Kocabeyler, who made a name for herself with her international
achievements, is a harp artist born in 1990. Among the international
awards, she was awarded for the first place in the Citta di Cagliari
International Harp Competition in 2012, first place in the Petar Konjovic
International Harp Competition in 2011, first place in the Szeged
International Harp Competition in 2010, Franz Josef Reinl International
Harp in Vienna. She won third prize in the Competition and second prize
in the International Young Virtuoses Competition in 2009. She completed
her music education at Mozarteum University. She was the first Turkish
harpist to be accepted into the La Scala Opera Academy Orchestra. In
addition, since 2009, she has been regularly giving solo concerts in
Salzburg through the Yehudi Menuhin Live Music Now Association. As

in many countries in Europe, the young harpist who performed concerts in
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Asia, North and Latin America has been one of the talents selected to take
part in the concert series called “Focus on Youth” of the World Harp
Congress held in Vancouver in 2011. Then, she was invited to the
Belgrade International Harp Festival to give a recital under the title of
Young Star (Mezunlar CEV, 2020).

Graduate of Moscow Tchaikovsky State Conservatory, pianist Bayram
Kenan Tatlic1 was born in 1989. He was awarded with the "Second Prize"
at the "Euterpe™ and "Pietro Argento™ Piano Competitions held in Italy in
2010. In recent years, he performed concerts at CEV Sanat and the
International Antalya Piano Festival (Mezunlar CEV,2020).

Ceren Tirkmenoglu, a violinist and ethnomusicologist born in 1989,
performs in Boston Philharmonic Orchestra and Cape Cod Symphony
Orchestras as well as giving recitals and chamber music concerts. She has
a master's degree from Longy School of Music Bard College (Mezunlar
CEV, 2020).

Yusuf Celik is a cellist born in 1991 who performed in recitals and
festivals in several cities in Turkey, Germany such as Bremen and
Hannover. In 2008, he was awarded with the first prize and the Ahmed
Adnan Saygun Special Prize at the Mersin National Cello Competition and
was awarded with the First Prize in the Faruk Erengiil String Instruments
Competition organized by the Istanbul Philharmonic Association in 2017.
With his "Saygun Quartet", Yusuf Celik continues his education in
Germany Hochschule Musik and Theather (Mezunlar CEV, 2020).

Ekin Cengizkan has graduated from Berklee College in 2011. Thanks to
his work, he was awarded with the Berklee Achievement Award and
Outstanding Scholar Award, and in 2011 he received The Percussion

Department Achievement Award. In 2006, Sony recorded his album called
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“Animals” through BGM Turkey. Living and playing in New York since
2011, Cengizkan continues to work on his own compositions. Having an
album recorded in Turkey, Ekin Cengizkan appeared on stage with
Michael Schiefel in Istanbul Quartet in Ankara and SAMM’s bistro
(Mezunlar CEV,2020).

e Burak Besir, who took part in the 86th Academy Awards in the Academy
Symphony Orchestra, is the first and only Turk to take part in this
historical concert. Burak Besir is a soundtrack composer, producer and
flute artist. The flute - piano album "Passion”, which was released in the
USA in 2017, was awarded for the "Best Album" and "Best Commentator™
categories by the Global Music Awards. At the same time, the “Hi Jolly”
Documentary, which was released in the USA in 2018 and included the
compositions of the artist, reached the final in the Best Documentary
competition at the Boston Film Festival. He completed flute master classes
at artist Berklee College of Music. He performedat the Istanbul State
Opera and Ballet and Istanbul Borusan Philharmonic between 2003-2008.
Currently, he is directing and performing in the International Committee
of the Los Angeles Philharmonic Benefit Balls as a Music Director
(Mezunlar CEV, 2020).

When the careers of these musicians are examined, respectively, the striking
points are apparent. Except for a few examples, no data have been found on the
musicians' concert in recent years. It was determined that no musician other than
Burak Besir had a manager and a professional personal website. While press
releases published after taking part in the concert held by CEV Sanat are easily
accessible, it is noteworthy that there is no up-to-date news. In this case, it is seen
that CEV has no contribution to young musicians other than financial support and
the opportunity to participate in concerts within its own organization. It is

uncertain how CEV provides support to its graduates, which supports the
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musicians who have been deemed worthy of many successes in Turkey and

internationally. It can be said that this is due to the lack of management.

Table 1:

Yes /No Questionnaire with CEV Scholars and Graduates — Questions

Do you work with a manager?

Did CEV affect your career?

Did CEV help you in terms of recognition?

Do you have a contract with any manager, foundation or institution?

1
2
3
4, Did CEV help you to find more number of performances?
5
6

What kind of support mechanism do you need as an artist?

Table 2:

CEYV Scholars and Graduates Questionnaire Results

9 People Participated

22 People not Participated

PARTICIPANTS 1. 2. 3. 4, 5. 6. 7. 8. 9.
1. Question No | Yes | No No No [No |Yes | No |Yes
2. Question Yes | Yes | Yes | Yes | No |Yes |Yes | Yes | Yes
3. Question Yes | Yes | Yes |Yes | Yes |Yes | Yes | Yes | Yes
4. Question No |Yes |Yes |Yes |[No |Yes |Yes |Yes |Yes
5. Question Yes [No [No [No |[No |No |Yes |No | Yes
6. Question This_ question’s results will be discussed in the Discussion

section.
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Table 3: The Demographic Information of the artists who participated in this study. (Artists separated in 3 different groups)

NAME AGE YEARS OF OCCUPATION EDUCATION MANAGEMENT | CONCERTS GOOGLE SOCIAL
EXPERIENCE TYPE IN 2019 HITS MEDIA
IRAZ 23 17 Pianist Codarts CEV 15 5.420 Website:no
YILDIZ Rotterdam Instagram: yes
Conservatory Press: yes
NLD Linkedin: no
CEMAL 26 21 Cellist The Guildhall CEV + Agent 14 26.000 Website:no
\g ALIYEV School of Music in UK and USA Instagram: yes
< UK Press: yes
Linkedin: yes
ELVIN 23 18 Violinist Hannover CEV + Manager 15 4.310 Website: yes
HOXHA University of Music Instagram: yes
DEU Press: yes
Linkedin: no
< EREN 36 24 Pianist Eskigehir Anatolian Manager 6 6.410 Website: yes
jz> YAHSI University Instagram: yes
> TR Press: yes
g_l) Linkedin: yes
Py CAN 23 17 Pianist University of Music Agent IKON- 43 15.200 Website: yes
CAKMUR Franz Liszt ARTS -UK Instagram: no
Weimar- BEL JESC — Japan Press: yes
Pekinel’s Linkedin: no
zw ZEYNEP 26 21 Pianist Hacettepe State Self-Management 5 1.900 Website: no
> m GURGEY Conservatory Instagram: yes
)Z> T TR Press: no
B Linkedin: no
m SIMAY 28 17 Flutist Royal Conservatory | Self-Management 4 3.260 Website: no
% AYDIN of Brussels Instagram: yes
zZ BEL Press: no
= Linkedin: yes
BUGRA 31 17 Pianist Royal Conservatory | Self-Management 5 70.500 Website: no
YUKSEL of Brussels Instagram: yes
BEL Press: yes
Linkedin: yes

55




Table 4: The survey questions for the three subject groups.

SNOI1S3and

CEV

MANAGER

SELF-MANAGEMENT

1)
2)

3)
4)

5)

6)

7

8)

9)
10)

Do you work with a manager?

Why did you choose to work with a manager or
not?

What is the job description of a manager?

How and in what way did the foundation affect
your career?

What would be the difference in your career
without the support of the CEV?

What are the steps taken by CEV for your
career development?

Do you have a contract with any manager,
foundation or institution?

What are the terms of your contract (if you
have any?)

What kind of support do you need as an artist?
How was your transition from academic to a
professional music career? (Manager,
foundation, person, institution, please state how

a support process took place)

1) Do you work with a manager?

2) Why did you choose to work with a manager or
not?

3) What is the job description of a manager?

4) *How and in what way did Giiher Siiher Pekinel's
"Young Musicians on the World Scenes' project
affect your career?

5) *What would be the difference in your career
without the support of this project?

6) *What steps does Ikon Arts take for your career
development?

7) Do you have a contract with any manager,
foundation or institution?

8) What are the terms of your contract (if you have
any?)

9) What kind of support do you need as an artist?

How was your transition from academic to a professional
music career? (Manager, foundation, person, institution,

splease tate how a support process took place)

1)
2)

3)
4)

5)

6)

7

8)

Do you work with a manager?

Why did you choose to work with a
manager or not?

What is the job description of a manager?
How has the manager influenced your
career? (would have affected though)

Do you have a contract with any manager,
foundation or institution?

What are the terms of your contract (if you
have any?)

What kind of support do you need as an
artist?

How was your transition from academic to
a professional music career? (Manager,
foundation, person, institution, please state

how a support process took place)
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5. MATERIALS AND METHODS

In this study, survey analysis was conducted with 36 young artists. A six-question
questionnaire was sent to all graduates who have received scholarships so far and
current scholarship holders of CEV. 9 of these musicians agreed to participate in
this survey. 22 people did not participate in the survey. The data were tried to be
reached by looking at the web pages and internet resources of the artists who did
not accept to participate in the survey.

In addition, in Table 3 participants were divided into three groups. The first group
had three musicians, who have been supported by CEV. The second group had
two musicians, who have been working with a manager. The third group had three
musicians, who have had no support from any foundation or manager. All these
musicians were born after 1980 and their specialization is classical music. They

all started their musical education in Turkey.

As it can be seen in Table 3, the survey questions are divided into three groups.
The questions were selected to reflect the situation in terms of manager-artist
relationships in classical music industry of Turkey. With these questions, it is
aimed to determine the current situation of classical music industry. It is divided

into three categories: CEV, Manager, and Self-management.

Demographic characteristics of the participants are shown in Table 3. Age,
profession, education, years of experience, type of management, concerts given in
2019 and social media types of the participants were recorded. In addition, the
name of the musicians was searched through the instruments on Google search
engine and the number of hits was recorded. Average and standard deviations of
Google hits were calculated for the three subject groups.
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In addition to surveys conducted with young musicians, some professional people
who have been working in the classical music industry for many years in different
fields of specialties were included in the study and other interviews were
conducted with Cihat Askin, Efdal Altun, Ozlem Yildirim, Dilek icinsel and Ash
Ayhan to understand the classical music sector from a deeper perspective. All
subjects are working in classical music for more than decades in different areas.
The reason why these subjects were chosen to be interviewed is that they are all
supporting young musicians’ careers and projects. All the interviews are placed at

the appendix section.
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6. RESULTS

According to the results of the survey conducted with CEV scholars, it is
observed that the foundation has an impact on the career of the artists. When
asked whether the foundation has an impact on the recognition of artists in their
careers, all participants unanimously answered yes. Most of the musicians have
provided feedback about CEV's positive impact on their careers. They have also
stated that the concert performance rates also increased with the contribution of
CEV. However, when asked about their contracts and whether they are working
with a manager, it was found that most artists responded negatively. In the last
question, when asked what kind of support mechanisms artists need, most
musicians stated that they need a career coach who guides them, and a team who
can work for networking and promoting them on the social media, as well as

financial support.

When the results of the comparative group in Table 3 are examined, it is seen that
the mean ages were similar between the three subject groups. The manager group
had an older musician that caused a higher standard deviation. There were not any
significant differences between the three subject groups in terms of years of
experience. According to the results about the concert given in 2019, it is seen that
manager supported group gave more concerts whereas self-supported group
performed the least. Additionally, in the second group one subject performed in

43 concerts, which resulted a high standard.

While the first two subject groups had a similar mean number of Google hits, the
third group had a significantly higher number of hits. Although the first two
subjects of the self-managed group did not have many Google hits, the third
subject had a very high number of Google hits resulting in the high average and
standard deviation for this group.
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Only eight of the 31 artists who graduated and supported by the foundation have
personal websites. Management information of only 6 of them could be reached
through their websites. It was observed that other participants did not have
management contact information at all. The biographies of all artists were

collected through the foundation's website.

CEV provides a website for all its musicians while all manager supported
musicians also had websites. On the contrary, none of the self-supported
musicians had a website. Moreover, the differences in social media utilization
were observed. While self-supported musicians have used social media in a more
informal and personal way, CEV supported musicians and one manager supported
musician used it more formally. For instance, CEV and manager supported
musicians’ Instagram accounts stand out at a first glance. All have professional
photos displaying their instruments. They have shared upcoming concerts and
videos from the previous concerts. On the other hand, self-managed musicians
have shared random and daily contents, which do not inform followers about their
career processes. Half of the subjects have a Linkedin account while others do not
have it. Finally, when we research the press news about the musicians, there is a
significant difference between the self managed subject group and the other two
groups. Especially, there are many interviews, articles and press news online

about the CEV supported group,

Regarding working with a manager, four of the participants stated that they were
working with a manager, while others declared that they don’t work with a
manager. Additionally, one participant did not want to answer that question.
Regarding the necessity of working with a manager, three musicians explained
that having a manager saved them time and allowed them to focus on their
performance only. Moreover, two participants mentioned the unavailability of
professionals in the classical music field and the uncertainty when it comes to
legal procedures. While one participant did not want to answer this question, the

other two never considered responding due to personal reasons.
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The main expectation of artists from a manager turned out to be organizing
concerts. While three of the CEV supported musicians expected more assistance
from their managers to be able to follow their schedules more closely and get
legal and financial guidance, musicians who have personal managers expected
more event opportunities, communication, problem-solving skills and financial
planning support. On the other hand, musicians who did not have a manager
thought the managers were responsible for creating the network, creating
opportunities for performances, and guiding the musicians according to the

necessities of the music profession.

When asked about the effect of a manager or CEV on musicians, three CEV
supported musicians stated positive influences such as finding opportunities to
perform with important artists in Turkey and the sense of security about their
career development. Financial and moral support under the mentorship of CEV is
what all three musicians declared. Two participants who work with a manager
explained how having a manager influenced their careers positively in terms of
getting recognition in the sector and receiving promotion. In addition to that,
having a manager was also helpful in reducing the stress of establishing contacts
and doing the necessary arrangements for a concert. Moreover, the other two
participants, who do self-management, expressed that a manager would be
influential in terms of promotion, marketing, networking, and assisting the

musicians so that they could solely focus on their performances.

Regarding the question about how the support mechanisms such as CEV or
working with a manager made a difference in a musician’s career, three
participants answered the question. According to the participants, one of the main
differences was being able to perform with big names such as Fazil Say and
Biilent Evcil with the support of CEV. Only one participant, who works with a
manager and gets support from Pekinel Sisters, answered the question as without
such support the education and the development of a concert career would have

been difficult for a musician.
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The steps taken by the foundation or manager was asked to CEV or manager
supported groups, and CEV supported musicians said that the main aim was
receive recognition for the musicians in Turkey and abroad. To achieve this goal,
the Foundation sponsors professional concert recordings, instrument servicing,
and album recordings, and arranges collaborations with well-known musicians.
On the other hand, one musician, who works with a manager, explained the steps
taken by the Ikon Arts management as creating a portrait as a musician, which we

could also call as image-making, or in other words marketing and promotion.

When asked about the contracts or legal agreements, all eight participants
answered that question. Only three of them stated that they had a contract, and the
other participants did not have a contract with any manager, institution or
foundation. CEV supported musicians did not prefer to share the terms of their
contracts. On the other hand, two different answers were received from the
musicians who work with a manager. One participant, who is working with a
manager in Turkey, said that their business system was based on trust, so
everything was verbal because of the absence of concert numbers and revenues or
seasonal schedule. On the other hand, the situation was the opposite for a
musician who works with a manager in the UK. The participant had a long-term
contract with Ikon Arts and Young Musicians on G&S Pekinel World Scenes. The
terms of the agreement such as institutional and the musician’s responsibilities,
and validity zones and periods were without a doubt included in the contract.

Besides, a separate contract was made for each concert and recording.

The kind of support a musician need was also questioned. Although all
participants approached the question from different angles, some similarities were
established between the musicians in the same group. For instance, CEV
supported musicians who expressed the support as gratefulness and talked about
the moral support they receive from the Foundation, while others approached the
supporting system more concretely. Especially for the self-managed musicians,

support meant finding concerts and financial support. Manager supported
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musicians also declared the same needs, but network and promotion were also

mentioned.

The final question was about the transition from the academic to a professional
music career. Although five participants continued their education, they were
trying to build their careers at the same time. Participants mostly fulfilled the
transition by winning prestigious international competitions, which offered
concert opportunities, and album releases for the winners. All participants
declared to having close relationships with academia because they expressed that
continuing education was part of being successful as a musician. Two manager
supported participants explained their needs as the continuation of the connections
established at the end of a competition, which would continue their concert life
and open new doors, therefore many components need to come together.
Moreover, the participant added that they never separated these two concepts in
the question. Being an academician is an advantage because they are given

financial support for competitions or international events.
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7. DISCUSSION

This thesis aims to present a road map to classical music artists who are at the
beginning of their careers. According to the literature and interviews, it has been
determined that there are administrative deficiencies in the classical music sector.
The absence of professional managers who will provide career development
opportunities to artists in the classical music sector is seen as one of the biggest
obstacles before development. Another problem is the abolition of laws
introduced during the Republican era. It was determined that this gap in the
system was attempted to be overcome by corporate social responsibility projects

of private companies.

Side effects of the underdeveloped management structures are an obstacle to the
growth of the sector and reaching wider audiences. According to the results
obtained from interviews and surveys, the importance of contracts and the fact
that the use of marketing techniques and social media in other music types are not

widespread in classical music causes the classical music listeners to be limited.

Statistica's research in 2018 shows that classical music listeners are over the age
of 55 globally (Statista, 2020). Moreover, according to a research on TRT
channels' resting and watching rates, audience trends and preferences in
broadcasting services are determined by public opinion researches. 92.3% of our
population does not listen to classical music (Anon, 2011). The reason why
classical music listening rates are low compared to other types of music can be
explained with the idea of Adorno on culture industry. According to Adorno, the
concept of cultural industrial expansion causes classical music's inability to reach
sufficient audiences. First, in today's consumption societies, cultural products are
produced in a way that can be mass-produced and marketed. Second, companies
buy and sell culture to bring more money just to support a profit-oriented culture
(Horkheimer, M., & Adorno, T. W. 2006). The evolution of the music industry
through digitalization has affected classical music as well as all types of music.
But it must be questioned how much classical music adapts to this change. All
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types of music are ultimately evaluated under the roof of the music industry, so
the innovations required by the industry should be adapted to classical music,
which is described as a cultural activity. Successful management models in other
types of music should be adapted to classical music. While reviewing literature
for the purpose of this research, although most studies in the world on artist
management in many music genres have argued that the sources of literature were
insufficient for the management structures in the classical music field in Turkey.
Management types also differ in music genres. To understand the management
style of classical music, first of all, it is necessary to understand how classical
music differs from other types of music.

The music industry has changed in the new digitalized and globalized world.
Understanding the industrialization process of music is important to understand
why marketing and music management models also have to adopt. With the
invention and spread of the Internet, digitalization has become one of the most
important concepts of our age. It is one of the biggest reasons for technology to
become widespread, as digitalization provides opportunities such as data sharing,
archiving, and reproducing all over the world. These advantages have saved many

sectors time and money.

The change that started with the development of information technologies caused
the internet to become a consumption and marketing tool as well as being used as
a communication tool. The concept called digital marketing has emerged. Today,
it is ahead of traditional marketing methods of social media. The music industry is
one of the sectors most affected by digitalization. Providing instant access to
millions of musical works online is considered as “streaming” digital music
revolution. The popularization of portable music devices has also been an
important factor in music consumption habits in the sector. Therefore, since all
these changes are brought by digitalization, the demand for traditional methods
and physical music albums has decreased. As a result of this situation, the
marketing and management of music had to be changed (Peterson, R. A., &
Berger, D. G. 1971).
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To understand the changes in marketing and management, it is necessary to
understand the evolution process. Before the availability of voice recorders, music
could only be performed live. This situation prevented its reproduction and
marketing. First, sound recording became possible thanks to the invention of the
phonograph device by Thomas Edison in 1877. The music box called “jukebox”,
which then played by throwing tokens in 1889, is considered as the first machine
to earn money in the music industry. Recording sound vibrations on records in
1892 was invented by Emile Berliner, and then the company named Odeon
produced double-sided records. With the development of radio in the 1920s,
music has become an important part of the entertainment industry. The
development of the Compact Disc (CD) format in the 1980s, CDs, cassettes, and
records with digital reading and writing features revived the industry
(Hesmondhalgh, D., & Pratt, A. C. 2005, Baki, E. 2019).

Video clips and the MTV era in the USA also changed the perception of the music
industry and transformed the marketing method. Broadcasting music programs on
television offered musicians the opportunity to reach large audiences, and for the
first time, such a large marketing channel was opened. The establishment of MTV
in 1980 was another important factor in the development of the industry (Baki, E.
2019). Considering all these changes, it would be correct to say that digitalization
has revolutionized the music industry. The format of the first digital music format
called mp3, which was accepted as the beginning of this revolution, appeared in
1995. In 2003, Apple established iTunes Storeselling official mp3s. This
revolution in the music industry forced artists and music producers to adapt to

digitalization and technology.

Additionally, the revolution of our age is the streaming technology known as real-
time data streaming. Thanks to this technology, instant access to musical works
can be provided. With the help of streaming technology, it has become possible to
reach the music works a any place any time by replacing the copies that can be
easily copied and distributed in a digital format of mp3. This situation again

caused a change in the marketing strategy. Social media has become a marketing
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tool. The biggest changes that social media added are methods of referral and
providing discoveries. The channels such as YouTube, iTunes Store, Spotify have

completely changed the way of music consumption (Baki, E. 2019).

Based on the study of Deezer, which is a streaming service, BBC news shows that
users' popular classical music lists have increased by 270%, 43% of which are
millennials. According to BBC research, young people listening to classical music
to relax, energize, and focus increase. New strategies are being developed in the
UK to attract the interest of young population in classical music (BBC Radio 3,
2020). Again, in news covered by the BBC; “There’s no dress code for classical
music and loads of venues and ensembles offer huge ticket discounts for younger
people. Don’t forget to check out the line-up for the BBC Proms this summer.
Standing tickets in 2019 are £ 6 at the door; what are you waiting for?” With this
news, it is emphasized that the perception that classical music is not just a kind of
music that belongs to the "elite” layer. Attending a concert in a world-class hall
such as Proms, keeping ticket prices so affordable and freeing young people in

disguise are important incentives for the classical music world.

According to another report, the announcement for turning down the volume of
your phones during concerts in the UK is becoming history. The news title is as
follows; "The BBC Philharmonic orchestra will roll out their new web app Notes
on Saturday, hoping to attract a new crowd to their concerts in 2019-20 season."
(Keep your phones on how a new app will make classical music more accessible,
2020) Developing such innovative strategies is very important for the
sustainability of classical music. According to statistics of January 2019, 40% of
classical music listeners in the world listen to classical music on the radio, 35% on
a CD, and the rest through streaming services such as Spotify and Youtube (The
Statistics Portal, 2020). These statistics show that strategies and an innovative
approach that encourages live performances by BBC Philharmonic orchestra
should be developed all over the world.
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Although all these technological developments change the structure of the music
industry in every sense, no technology can replace live performances. Classical
music live concert experience cannot provide the same effect on any digital
platform. One of the reasons for this is the idea that classical music concerts
appeal to a niche audience. While other types of music are evaluated under the
title of the entertainment sector, classical music is considered as a cultural
activity. This situation has both advantages and disadvantages. One of the reasons
why it lost the competence in the music industry is that it could not be adapted to
the digitalizing and globalizing world. Today, it is possible to see that a
sustainable system should be established without disrupting its quality while

considering an increase in classical music listening rates.

Is the perception that classical music appeals to a certain segment correct? There
are different opinions about the future of classical music in Turkey and
worldwide. While many artists think that the situation is getting worse, some
artists see a positive picture. In this regard, artists in Turkey are divided into two
groups. For example, conductor Cem Mansur, the founder of TUGFO, argues that
classical music does not belong to a particular group and that art institutions are
the tools that enable us to belong to a civilized world. Because, according to
Mansur, "Orchestras are mirrors of societies made up of people who listen to each
other."” (Mansur, C. 2020) According to Mansur's description; culture and art are
not seen as a need by the public and there is not enough demand (Mansur, C.
2020).

On the other hand, Fazil Say, an international pianist and composer argue that
classical music does not attract attention and the perception that his compositions
are not given sufficient value is not true. Say, in a newspaper interview, said that
the tickets for the concert held in the hall of 4500 people were sold out within
three days and that the only name that reached these figures outside of Turkey was
the pop singer Tarkan. (Say, F. 2020). Both artists emphasized the effects of
othering and censorship processes in the last decade on the classical music

industry. Especially after the TUSAK Draft Law, with the privatization of state art
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institutions, the dreams of young musicians were taken away from their hands.
Cem Mansur says, "Because of the employment problem in operas and orchestras
in Turkey, we expect to see the fall every year." The description is attention-
grabbing (Mansur, C. 2020). This statement brings the following question to
mind; will the employment risk of young musicians increase? The fact that the
culture has become a “power fight” and that the music has been exposed to
othering has an obstacle to the development of the classical music industry. When
asked about if art and culture can reach today's audience without politics, the
famous pianist 1dil Biret said, "Yes, | can say that for classical music." (Biret. i,
2020)

Another topic of discussion is the 'classic pop' concept developed by the classical
music industry, which tries to keep up with the digital and global era, to attract
listeners. This situation caused aristocrats to react with the emergence of waltz
and operetta in the 1800s too. In this way, the concept of “light music” has
entered the history of music. Today, the world's leading orchestras, such as the
Berlin Philharmonic, are urging the audience to accompany concerts, while giving
them tight advice to turn off their phones beforehand (Milliyet, 2020). When
asked about the popularization of classical music, Fazil Say said, “Our era is an
age of popularity. This is not a bad thing if classical music becomes popular. It is
even something that Turkey needs. It is necessary to remove classical music from
being music that a minority listen to. It is necessary to start the love of classical
music from schools. We planned to give “1000 concerts in Istanbul schools" but

we couldn't find support.”

When key questions such as; "Is classical music dying?" or "What are the
obstacles faced by young musicians?" were asked, new doors started to open.
After each problem, a search for a new solution begins. TUGFO is one of the
projects that started with the recognition of the absence of an international youth
orchestra in the country. Likewise, CEV is a product of collective consciousness
arising from absence. "There are many talents in Turkey despite being impossibly

good musicians overtaking the future but unfortunately, they do not have
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opportunities to make concerts or records! It is a pity.” Idil Biret stressed the
insufficient support mechanisms of young musicians in Turkey (Biret. 1, 2020).
The development of unity and solidarity between graduates and future generations

is essential for the sustainability of classical music.

Due to these paradoxes, obstacles are observed in the classical music industry, and
because of not keeping up with the current era, development in the classical music
sector is prevented. Consequently, the advantages of digitalization must be
identified and integrated into the classical music industry. As it is with other
music genres, marketing and management styles of the modern age should also be
appropriately included in the classical music industry. Thus, it will be possible to
reach wider audiences and to overcome obstacles before the musicians' careers.
Managing an artist's career requires serious involvement in her/his life. It requires
constant adaptation both to the changing dynamics of the artist and to the
innovations of the music industry. Before the streaming technology, the earnings
of musicians depended on record companies, and managers were taking active
roles in terms of connecting artists and record labels and distribution channels.
However, due to the digitalization of the distribution, the perception of a manager
has also changed (Morrow, G. 2018).

According to the interviews made with the professionals in Turkey, the lack of
management structure and team work was determined. It was seen that the artists
working with one person instead of a team were common and a manager often
performed several jobs simultaneously. This affects the process and the
development, hence quality of the work. In this sense, it is important to activate
other team members such as managers, promoters, accountants, and publicists in
the classical music sector. In the survey analysis, when the concert rates of the
artists supported by CEV are examined, it is observed that the concert rates are
almost the same. But in other groups, the rates of giving concerts are low. This
situation proves that the need for management is a necessity for the career
development of young musicians. It has been determined that young artists,

especially supported by CEV and working with an agency and manager, are
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involved in larger projects. The effect of working with an agency and a manager
can be seen in the example of Can Cakmur. Cakmur who works with two agencies
in Japan and the UK has given 43 concerts last year but is not working with any
agency or a manager in Turkey. It is not a coincidence that self-management

musicians also have few numbers of concerts.

Another standing out fact is that both CEV graduates and all musicians
participating in the survey show deficiency in use of social media. It is observed
that very few musicians are professional social media users. Information on many
musicians is limited on the Internet. It has been observed that there is a little more
formal use for artists who are managers or supported by CEV. Among the three
groups included in the survey, the group including the most press and broadcasts

are musicians receiving CEV support.

According to the answers of many participants, the manager is obliged to arrange
concerts, but musicians supported by CEV have stated that they have other duties
such as assistantships, legal and financial consultancy. It shows that the musicians
who are one step ahead in their careers that have the opportunity to give more
concerts, have increased their need for management. The lack of professionals
artists can apply in this area is a major deficiency in Turkey. At this point,
although CEV tries to overcome this deficiency through artboard, it is not enough
to support only a limited number of young people for the development of the
classical music industry in Turkey. Another obstacle before the development of
the classical music sector is that contracting has not become widespread. The fact
that only three of the participants have signed contracts shows that working with a

manager and utilizing professional agreements is not common in Turkey.

A study by researcher Jeffrey Pfeffer confirms that someone who will speak on
your behalf as the third party can be a very efficient and valuable strategy to
convey your expertise. It has been seen that it is very efficient to let someone else

negotiate on your behalf especially in terms of contract terms and pricing. In this
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sense, it is understood that it is important for an artist to be represented by a
professional manager (Goldstein, N. J., Martin, S. J., & Cialdini, R. 2008).

Some companies sponsor mechanisms to support culture and arts, while others
carry out projects under their patronage. For expansion and sustainability of
contemporary art and culture in the future of Turkey all examples examined are
chosen as the ones that stand out. To understand why CEV example differs from
all these examples, the operation mechanism of the given examples is examined.
It has been determined that companies fulfil their social responsibilities in the
field of culture and arts in two different ways. These are corporate patronage and
corporate sponsorship under the title of corporate social responsibility. Companies
form a separate management department on social responsibility and have a say in

cultural activities.

The support of the private sector and the duties assumed by the foundations stand
out due to the insufficient state support, the lack of cultural policies supporting the
musicians in the field of classical music, and the lack of managers and other
management staff in the classical music sector. Based on all these shortcomings,
CEV Sanat has been observed as an important project in terms of supporting
young classical music artists today. Improving the classical music industry and
identifying and eliminating deficiencies are important for the country's cultural
and artistic future. For this reason, it is important to identify the weaknesses and
strengths of the existing supporting mechanisms. Threats and opportunities should
then be revealed in line with these findings. Analyzing the CEV Art will be

valuable in understanding the support mechanisms and needs of young musicians.

CEV is important because of the opportunities it offers to many young musicians
in Turkey. This Foundation has its strengths as well as weaknesses. Especially
considering the careers of the graduates provided since the establishment of the
Foundation, some administrative deficiencies stand out. If we evaluate this

situation with a SWOT analysis, the findings are as follows: CEV has a strong
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sponsorship like Finansbank. There is a free form of management as it is not

governed by corporate patronage.

Another particularly strong subject is the art committee. World-famous musicians
and many famous artists such as Fazil Say, Cihat Askin, Biilent Evcil, and
Ibrahim Yazic1 provide the project with financial and moral support. This is an
important factor in the media coverage of the project, reaching the masses and the
growth of the project. Besides, it is important to be the only example in the sector
with the model of supporting culture and art in terms of uniqueness and social
responsibility project. When private companies and foundations are analyzed in
the context of social responsibility, they show the distinction of being unique with

different strategies and focal points.

CEV Sanat aims to represent young artists as our virtuosos on an international
platform, uses media power to accomplish this, and differentiates from other
foundations by performing events to increase the recognition of their artists.
Finally, Zorlu Performing Arts Center, one of the most prestigious concert halls in

Turkey, was the venue sponsor of CEV. This is seen as an important privilege too.

On the other hand, when the weaknesses of the Foundation are examined, some
findings are observed. First of all, the activities and scholarship exams of the
Foundation are held only in Istanbul, which shows that it can reach a limited
audience segment. The lack of state support for the Foundation, which is
maintained with sponsorships and donations, is also observed as a weakness.
Also, the management department is not divided into sections. Therefore,
considering the career of graduates, it shows that there is no equal support
mechanism and a standard procedure. Finally, another weakness of the
Foundation is that it does not hold any announced activity except the annual

concerts organized at Zorlu PSM.

The projects carried out by CEV create opportunities for both young artists and

the classical music industry in Turkey. Examples of these opportunities are filling
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the gap created by the abolition of Law 5245, reaching out to more young
musicians, supporting the growth of the project, establishing their educational
institution with the support of other sponsors, and providing more support to
musicians by establishing a more institutional management structure. To provide
these opportunities, collaborating with a management agency within its own body,
organizing concerts in various big concert halls, and spreading these concerts out
of Istanbul may allow the Foundation to fully reflect its mission by reaching

larger audiences and more young artists in Turkey.

It is also assumed that there are some threats to the sustainability of CEV’s
success. Some of the findings are low state support and incentives, the uncertainty
of cultural policies in the field of classical music, low number of classical music
listeners, demanding external support in terms of income, management
department not being developed and limited number of venues where artists can

give concerts.

In her interview, Berrin Yoleri, who has been doing social responsibility work for
30 years, emphasized the importance of CEV Sanat project, especially the Art
Board, guiding artists in every respect. Berrin Yoleri said; “They are making the
right guidance regarding the contracts and legal processes to be made with
managers and agencies abroad. We have established a network that can provide
all kinds of support. This unity of power makes this Foundation unique and
different.” Yoleri underlines the importance of acting together and creating a
collective consciousness. It is the mission of this Foundation to motivate and

support young musicians and set an example for future generations.

Young cello artist Cemal Aliyev said in a television program he attended with
Berril Yoleri, "It is necessary to be 50% lucky to be a successful musician.” Here,
the opportunity to get the "chance” of giving concerts, to get to know the right
people and to find someone who guides, and that many gifted young musicians

who do not have this chance have disappeared.
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The project, which started in 2009, has expanded its scope with the main
sponsorship of QNB Finansbank and the inclusion of the Art Board. Saying that
one of the biggest problems is purchasing instruments, Yoleri stated that the
support on this issue is very valuable. Funding instrument created by the
Foundation emphasizes the importance of investment in instruments in Turkey.
“Developed countries consider the sale of 80-100 years of valuable instruments

abroad as a loss of prestige and they want them to be played by valuable artists”.

Berrin Yoleri explained that they aim to establish CEV Art Academy to support
young people who are in the process of becoming a world star in the branding
process, to organize good concert events in Turkey and the world, and to ensure
that young musicians meet with PR agencies and managers. Apart from that, the
Academy will be of great importance for CEV Art graduates to give masterclasses

and provide support to the young generation.

It is possible to understand the development stage of a nation by following the
artists because they are the mirrors of a society. Artists are people who bring
society to high ideals. Art organizations or cultural values are now used as
“contributing to the image of the country” to “transforming negative stereotypes
of a country into positive stereotypes and increase the country's political and
economic position” (Wallis, B. 2008: 258). In this sense, artists have undertaken
difficult but important tasks. The results indicate that there is a need for
strengthening the managerial system in the classical music industry just like other
music sectors. A manager would deal with the legal and technical details of the
profession so that the artist would solely focus on the performance quality.
Managers specialized in this field should be encouraged, and legal arrangements
should be made to strengthen the artist-manager relationships. Additionally, the
problems and solutions for the development of the managerial system in the
classical music industry should be identified and addressed in the context of

cultural policies.
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In this sense, the advantages of digitalization in the music industry must be
determined and integrated in accordance with the classical music industry. For
example, one question is whether promoting contemporary works by musicians
over the internet could raise the reach to the targeted masses. There is no doubt
that the problems in the classical music industry are related to how culture and
cultural policies are handled and perceived. In the classical music sector,
determining the requirements, turning them into cultural policies, and identifying
the limits of management and artist relations in the sector would help both artists

and managers, and increase the number of professionals in these fields.
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CONCLUSION

The importance of management structures for young musicians in Turkey are
studied in this thesis. From the music revolution that began in the Republican era
to present day, cultural policies and the State's perspective on art have been
analyzed. The state support has a very important value in this regard. The
revolutionary changes made in the Republican era and artists that have been
gained by the country as a result in this period, is proof of it. As a result of Law,
no 5245 and 6660 having lost their functionality, it is seen that private companies
have created projects and scholarship funds to support artists under the name of
social responsibility in the field of classical music through foundations. However,
when the whole country is considered, it is seen that private companies could only
reach a small number of young musicians and mostly in the metropolitan areas.
Accordingly, in order to reach to more young people across the country, the

foundational support and most importantly the state support should be increased.

To ensure the sustainability of classical music sector in Turkey, primarily the state
should support reactivation and conducting of the laws, the creation of laws for
musicians, and the development of cultural policies for musicians in line with the
consensus of the scholars and musicians. Additionally, the state should encourage
a suitable form of management structure in the classical music sector and

establishment of more foundations that would support classical musicians.

Social responsibility projects realized by the private sector in the field of classical
music are examined. It is seen that CEV stands out with a management model
adapted to today's global conditions. In the interviews, when the careers of young
musicians supported by CEV were examined, it was observed that the Foundation
provided unusual support. Especially, when Art Boards and Boards are compared
to many other foundations, it has been identified as an important factor that it
consists of famous people whose art life continues actively. The leadership of
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Berrin Yoleri, making career plans and providing one-to-one support for all
musicians, and playing a manager role in a sense was seen as another factor that
made a difference. Finally, professional use of the press and media is another
feature that distinguishes the Foundation from others. However, the continuity of
the support provided by CEV and the low number of managers and professional
team members needed for the career of graduates and the fact that this
professional cooperation is not widespread is one of the common problems of

young musicians.

Although foundations have been observed to have positive effects on young
musicians’ careers, it is seen that these supports are not enough for a successful
and sustainable career. CEV provides financial support to young musicians, as
well as support for their reach and recognition to large audiences. However, as we
have seen in our research, this support causes positive results for some artists,
while it is insufficient for some others. In this case, the importance of
collaborating with other professionals, especially a manager, for an artist's career

development comes into focus.

As a result of researches and interviews, it is observed that the professionals
working in the field of classical music management have been missing. The
number of cultural managers and managers working in this field should be
increased and introduced into the sector. Young artists in every field have to work
in very uncertain conditions in our country; there is not enough space to express

themselves. This situation brings the precarity element to the agenda.

Another important factor is the development of culture and art education and its
self-updating. Training musicians who adapt to a more entrepreneurial,
innovative, globalized and digitalized world is important for the sustainability of
the industry to produce alternative solutions. In these days when staffing becomes
difficult or even impossible with the decrease in state support, it increases the

importance of the artists being "different” and standing out. As seen in the
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interviews, the musicians who try to advance their career on their own are lost and
challenged in the sector. The necessity of management support in this area cannot
be denied.

The music industry has evolved as a result of the digitalization and globalization
of the world, and this change brought some advantages and disadvantages for the
music industry. While it is an advantage to reach thousands of music consumers
simultaneously with streaming technology, it is seen as a disadvantage that art is
commodified and produced with mostly economic concerns. As a result of the
musicians' accessibility to large audiences and changing ways of music
consumption, artists need professional team members for collaboration in their
fields. It is seen that this teamwork has become widespread in some genres, such
as pop music, but today there are still deficiencies in the classical music sector in
this sense.

Many young people who have just started their career in the field of classical
music find themselves in vain and lost in uncertainty. One of the reasons for this
is that management structures are not fully developed yet. A manager has the
power to influence the artist's career in a very positive way. As determined in this
survey study, it is necessary for an artist to focus on his/her art, reach more people

and become a real professional.

The management structures should be established in the classical music sector for
the growth and flourishment of Turkey’s classical music industry. Developing
new models in the changing music industry, strengthening collaborations,
identifying problems, and generating suggestions that would take part in cultural
policies of Turkey are vital for the new classical music artists to get to be known

better and reach the audience masses.

In order to invest in the future of a society, the development of the artist in that

society must be supported. It is necessary to pass our culture on to future
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generations while adapting to the changing world and finding solutions to the
current problems by producing new mechanisms. As a result, supporting cultural
ambassadors, who would represent Turkey on international platforms, is

important for the future of society.

As the famous musician William Kempff said, "Music is not a profession

but a mission."
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APPENDIX 1 (Survey Analyses)

1. ELVIN HOXHA (Violinist, 1997)

1) Do you work with a manager?
Yes.

2) Why did you choose to work with a manager or not?
Because performance is what the artist should focus on. Working with the
manager is both more organized and gives the artist more time to devote to

herself/himself.

3) What is the job description of the manager?
The job description of the manager varies according to the agreement made with
the artist, but in general the task of an artist's manager is to make concert and

album agreements, in short, to manage the artist's work.

4) How and in what way did the foundation affect your career?

CEV Sanat has affected my career very positively. It is a great chance for every
young musician to find the opportunity to work with musicians such as Fazil Say,
Cihat Askin, Ibrahim Yazici, and Biilent Evcil, share the same stage with them
and get support from them! It's also a great chance for all of us to have someone
like Berrin Yoleri at the head of CEV. A very experienced family takes care of my

career and follows its progress and directs me. “CEV Sanat family.”
5) What would be the difference in your career without the support of CEV?
Without the support of CEV, I wouldn’t be able to find opportunities to give

concerts with experienced musicians in Turkey at this age.

6) What are the steps taken by CEV for your career development?
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They take care of us one by one and guide our careers. Our recognition in Turkey
Is spreading to a wider audience thanks to them. They support us so that we can

study abroad!

7) Do you have a contract with any manager, foundation or institution?
| have.

8) What are the terms of your contract (if you have any?)
I'm not allowed to share this.

9) What kind of support do you need as an artist?
Right now, the support I get from CEV is exactly what every successful young

musician needs.

10) How was your transition from academic to professional music career?
(Manager, foundation, person, institution, state how a support process took place)
My academic process still continues. | continue my graduate studies in Hannover,
Germany, and | also attend concerts and competitions.

There hasn't been a 100% transition yet. But in general, this transition is natural
now with the contribution of everything that plays a role in my life; CEV, my
violin teachers in my country, my family, me; in short, | make that transition with

the steps | take and those around me.

PERSONAL INFORMATION

Website:
www.elvinhoxhaganiyev.com
Biography:
“Elvin Hoxha Ganiyev is a solo concert violinist who is currently pursuing
his master’s degree at Hochschule fiir Musik Theater und Medien Hannover in

Germany, studying with Professor Krzysztof Wegrzyn. He holds a bachelor’s
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degree from Escuela Superior de Musica Reina Sofia in Spain, from the class of
Professor Zakhar Bron. Elvin was born in 1997 into a family of esteemed
musicians and started playing the violin when he was 5 years old. At the age of 8,
he gave his first orchestral concert with his grandfather Server Ganiyev, and that
same year he was admitted into the Zurich Conservatory Young Student program.
Since the age of 10, when Elvin made his debut with Moscow Virtuosi under the
baton of Vladimir Spivakov at the Kremlin Palace, he has always performed with
renowned conductors such as Zubin Mehta, Yuri Bashmet, Vladimir Fedoseyev,
Gennady Rozhdestvensky, Vladimir Ashkenazy, Sasha Goetzel, Giirer Aykal,
Rauf Abdullayev, Placido Domingo, Jules van Hessen and David Bernard among
others. He has worked with masters, such as lvri Gitlis, Vadim Repin, Anne-
Sophie Mutter, Maxim Vengerov, Cihat Askin, Fazil Say and Viktor Pikayzen in
prominent concert halls throughout the world such as Carnegie Hall, the Berlin
Philharmonic Hall, the Kremlin Palace and Tchaikovsky Concert Hall in Moscow,
Opera Garnier Monte-Carlo, Amsterdam Concertgebouw, Athena Megaro Hall,
Zurich Tonhalle, the Royal Albert Hall, St. John’s Smith Square in London.
Among the many esteemed orchestras that Elvin has performed with are Moscow
Virtuosi, Shanghai Chamber Orchestra, Amsterdam Philharmonic, Borusan
Philharmonic, Azerbaijani  Philharmonic, Qatar Philharmonic, Odessa
Philharmonic, New Russia Orchestra, BMTG NY Chamber Orchestra, Bilkent
Chamber & Bilkent Symphony Orchestra, Tchaikovsky Symphony Orchestra,
Bron Chamber Orchestra, Burgogne Lyric Orchestra, Turkish Presidential
Symphony Orchestra, Istanbul State Symphony, Bursa State Symphony, Antalya
State Symphony, Eskisehir State Symphony, Izmir State Symphony, and Albanian
RTSH Orchestra. Elvin has won numerous awards and honors at prestigious
international competitions including David Oistrakh Violin Competition,
Lipinski-Wieniawski Competition for Young Musicians, Golden Medal Berliner
International Music Competition, and Vienna International Music Competition to

name a few.

91



As a passionate young musician, Elvin has performed at many festivals
internationally such as Interlaken Classics Festivals in Switzerland, Menton
Festival in France, Rostropovich Festival and Gabala Festival Music in
Azerbaijan, Vladimir Spivakov Invites Festival, Trans-Siberian Art Festival in
Russia, Istanbul Music Festival and Ankara Music Festival in Turkey, Cannes
Music Festival, Voices for Peace and Festival du Floréal Musical d’Epinal in
France, Oettingen Festival in Germany and Megaro Festival in Greece. He has
recorded with LGT Young Soloists for the album “Italian Journey” under RCA
Red Seal/Sony Music Switzerland. Elvin Hoxha Ganiyev is supported by QNB
Finansbank, which is the main sponsor of CEV Contemporary Education
Foundation of Turkey Young Talents Project. Elvin performs on a 1715 Guiseppe
Guarneri  “filius  Andreae” violin with a Eugene Sartory bow”

(elvinhoxhaganiyev.com).

2. JAMAL ALIYEV (Cellist, 1993)

1) Do you work with a manager?

Yes, | have agents in London and New York.

2) Why did you choose to work with a manager or not?

Because it is much easier to organize concerts, time, all the admin work etc.

3) What is the job description of the manager?
They organize concerts, keep my calendar in order, decide on the program, make

travel arrangements and sort out the fee.
4) How and in what way did the translation foundation affect your career?

They helped me a lot in Turkey. Fazil Say and I became very close. I have a lot of

concerts and a CD recording with him coming up.
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5) What would be the difference in his career without the support of CEV?
I don’t know. I just am grateful to know them and for their support.

6) What are the steps taken by CEV for your career development?
They sponsor a lot of things such as professional concert recordings, my

instrument servicing etc.

7) Do you have a contract with any manager, foundation or institution?

Yes, | have 3-year contracts with my agents in London and New York.

8) What are the terms of your contract (if you have any?)
They manage me and represent me, and they take 20% of my fee from each

concert.

9) What kind of support do you need as an artist?
As a young musician, you need someone who can guide you, play with you and

teach you.

10) How was your transition from academic to professional music career?
(Manager, foundation, person, institution, state how a support process took place)
I can’t answer that because life of a musician is based on hard work, luck, being at
the right place at the right time and many other things so it developed slowly. |

started small and it became bigger and bigger like in any other business.

PERSONAL INFORMATION

Website:
http://cevsanat.com/project/cemal-aliyev-viyolonsel/
Biography:
“Jamal Aliyev was born in 1993 under the international name. In 2017,

Cemal Aliyev performed for the first time with the BBC Concert Orchestra at the
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world-famous BBC Proms Festival at the Royal Albert Hall in London for 8,000
people. The performance was broadcasted live on BBC radio and television. After
winning the Arts Club - Sir Karl Jenkins Music Award, he released his first CD
Champs Russian Masters with pianist Anna Fedorova from Champs Hill Records.
Some of Cemal's recent works are as follows; In Siberia, the violinist Vadim
Repin’s performed the Elgar’s Cello Concerto with Tomsk Symphony at the
opening concert of Trans-Siberian Festival. He gave recitals with the world-
famous Turkish composer and pianist Fazil Say. He performed with the
Philharmonia Orchestra in the Royal Festival Hall for three thousand people in
London.

He gave solo concerts with London Mozart Players, BBC Scottish

Symphony Orchestra and BBC Concert Orchestras. Every year millions of people
watch the Classic FM World of Fame concert with the Birmingham Symphony
Orchestra at the Royal Albert Hall.
Cemal Aliyev performed during the last two years at National Opera Center (New
York), Royal Albert Hall (London), Atheneum (Bucharest), Forbidden City
Concert Hall (Beijing), Rachmaninov Hall (Moscow), the Arts Parliament House
(Singapore), Zorlu PSM and TIM Maslak Show Center (Istanbul). This season,
Cemal will tour the UK with the Royal Philharmonic Orchestra to perform the
Elgar’s Cello Concerto with the conductor Valentina Peleggi. In addition, Cemal
will record a CD with Turkish pianist Can Cakmur and perform the Dvorak
concerto with the Azerbaijan Symphony Orchestra in Baku under the direction of
world-renowned conductor Rauf Abdullayev. Cemal Aliyev is currently using the
cello G.B. Gabrielli (1756) (cevsanat.com).

3. IRAZ YILDIZ (Pianist, 1997)

1) Do you work with a manager?

I don't have a manager.
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2) Why did you choose to work with a manager or not?

3) What is the job description of the manager?

4) How and in what way did the translation foundation affect your career?

CEV is an important foundation for Turkey. It is the only foundation in our
country that makes sure that all young people (who devoted their lifes to music)
advance and take strong steps through their careers. CEV is a guarantee for us.
There has been hope for musicians like myself and theyhave enabled us to

connect with the most important artists of our country.

5) What would be the difference in your career without the support of CEV?

6) What are the steps taken by CEV for your career development?

Fazil Say and CEV helped me to make an album with Sony Classical last year. It's
very proudful moment for a musician at my age. CEV supports us in order to
reach the status and the level of musicians at European standards. Every concert
andproject | have done, the Foundation closely follows, and in order to make

recognition in other countries they are organizing concerts for us.
7) Do you have a contract with any manager, foundation or institution?
| am obliged to participate in the exam that CEV has been doing every year since

2018. We make a contract every year.

8) What are the terms of your contract (if you have any?)

9) What kind of support do you need as an artist?
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Every concert, every project should be announced and promoted. CEV does this
in the best way. CEV gives me budget and moral support to help me participate in
all the masterclass and competitions I want to attend. My teacher Fazil is very

interested, sometimes we do lessons. These are very important in this profession.

10) How was your transition from academic to professional music career?

Professional career starts by giving many concerts. For this, you need support.
Cagdas Egitim Vakfi and dear Berrin Yoleri both organize and promote concerts
in the very best way. It is our duty to practice and play. | am grateful for the

comfort they have provided us.

PERSONAL INFORMATION

Website:
http://cevsanat.com/project/iraz-yildiz-piyano/
Biography:

“Born in 1997, Iraz Yildiz started her piano studies at the age of 6 with
Cagla Coker. Between 2006 and 2009, she was a student of Yuriy Sayutkin at
Akdeniz University Antalya State Conservatory. She has received Honorable
Mention at the 3rd Gavrilin Young Talents Competition held in Russia in 2007,
Honorable Mention at the Young Virtuosos Competition in Sofia in 2009 and won
the Honorable Mention at the 1st Kamuran Giindemir National Piano Competition
in Mersin the same year. In 2009 he was invited by the conductor Vladimir
Spivakov to the International Music Festival in Moscow. Same year, she played in
the 10th International Antalya Piano Festival Young Talents Concert. She
attended the Muammer Sun Honor Night organized by MIAM with the call by the

artist Cihat Askin and performed the works of Muammer Sun.

In 2010, she gave many concerts within the scope of “Fazil Say and Friends”
project. She participated in Bodrum D-Marin Turgut Reis the 6th International

Classical Music Festival.She performedSchubert Fantasie together with Prof.
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Muhiddin Dirriioglu at the Music Festival organized by the Istanbul Foundation
for Culture and Arts in 2012, performed with the Borusan Quartet at Tonhalle
(Zurich) and Ulvi Cemal Erkin's Piano Concert Quintet at Bilkent Concert Hall.

In  September 2017, Maestro Howard Griffiths and Wien Radio
Symphonieorchester accompanied Fazil Say's China Rhapsody piano and
orchestra with Vienna-Sony Classical.

She has been continuing her education within the scope of Yetenek Young

Talents Project in of the Contemporary Education Foundation since 2010.

As of 2017, QNB Finansbank also has been supporting CEV Young
Talents Project as the main sponsor. Iraz Yildiz has been working in Bilkent since
2010. She continued her studies in Prof.Ersin Onay's class in 2013 and graduated
in 2015 from Bilkent University Music Preparatory High School. She continued
her education in 2015-2017 with Prof.Boyan Vodenitcharov at the Koninklijk
Conservatory of Brussels and today with Bart van de Roer in Codarts Rotterdam”

(cevsanat.com).

4. ZEYNEP GURGEY (Pianist, 1993)

1) Do you work with a manager?

No, | don't work with a manager.

2) Why did you choose to work with a manager or not?

Actually, I never think about why.
3) What is the job description of the manager?
I think a manager should arrange the concerts for you and make the connections

between you and the necessary people.

4) How did the manager influence your career?
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If I had a manager, | would know about the opportunities around, he / she could
handle the advertising and marketing process.
5) What would be the difference in your career without the support of CEV?

No, I don't have any contract.

6) What are the terms of your contract (if you have any?)

I don't have conditions because | don't have any contract.

7) What kind of support do you need as an artist?
I need to perform as many concerts as possible.

8) How was your transition from academic to professional music career?
Right now, I am finishing my Ph.D. degree with my professor Hande Dalkili¢ at
Hacettepe Ankara State Conservatory helping me to build my professional career

PERSONAL INFORMATION

Website:
Biography:

Zeynep Giirgey was born in 1993 in Ankara. She started her music
education at Bilkent University Music and Performing Arts Faculty Early Music
Education Program at the age of 5. In 1999, she was accepted to Bilkent
University Music and Performing Arts Faculty, Music Preparatory Elementary
School with a scholarship and graduated in 2007 with second place. In 2011, she
graduated from Bilkent University Music and Performing Arts High School with
honors. During these years, she studied piano with Giilnara Aziz, Aylin Ozugur,
Gamze Kirtil and Emre Sen. Between 2007 and 2014, she participated in the
master classes of Arin Karamiirsel, Ingrid Marsoner, Edna Golandsky, Hiiseyin
Sermet, Ozgiir Aydim, Boris Berezovsk, Boris Berman and Aysegiil Sarica. In

2010, Chopin Piano Competition was held in partnership with Baskent University
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and Ankara Bahcelievler Rotary Club. In 2011, she attended the Moscow
Tchaikovsky Conservatory. Viktor Merzhanov and Prof. She worked with Yuri
Didenko too.

Between 2008-2012, she continued her summer master-classes with Idil
Biret at Ayvalik International Music Academy. In 2012, piano students of Bilkent
and Yale Universities performed Saint-Saens' 1st Piano Concerto with Bilkent
Symphony Orchestra as part of the master class closing concert. She started her
undergraduate studies at Bilkent University, Faculty of Music and Performing
Arts withErsin Onay and graduated in 2015 as “Honor Student” in 2017, she gave
recitals at Sevda Cenap And Foundation, in 2019 Hacettepe University Ankara
State Conservatory, Eskisehir Anadolu University State Conservatory, Bilkent
University Ahmet Adnan Saygun Research Center and Music Machine Studio
Stage. She completed her master's degree at Hacettepe University Ankara State
Conservatory in 2019 with Prof. Dr. Hande Dalkilig. She continues her
Proficiency in Art education with Hande Dalkilig.

5. SIMAY AYDIN (Flutist, 1991)

1) Do you work with a manager?
No.

2) Why did you choose to work with a manager or not?

I'm still working.

3) What is the job description of the manager?
Directing the artist on many subjects, making concert arrangements, rehearsal
arrangements and much more and they must be your right arm.

4) How did the manager influence your career?
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He would be my right arm and leave me a lot of time to focus on my music. |

could just focus on my music.

5) Do you have a contract with any manager, foundation or institution?

No, not yet.

6) What are the terms of your contract (if you have any?)

7) What kind of support do you need as an artist?
An artist needs support in terms of network, reputation and monetary help which

would be comforting for an artist.

8) How was your transition from academic to professional music career?
| tried to hold on to myself abroad without anybody’s help, and I started my own

little company as a freelancer with the money | earned during my student years.

PERSONAL INFORMATION

Website:
Biography:

She was born in 1991 in Ankara. Simay AYDIN started her music career
at the age of 4 with Nimet Karatekin and as a contracted child artist in Ankara
State Opera and Ballet. In 2003, she was accepted to Bilkent University Music
and Performing Arts Faculty, Music Preparatory High School and Secondary
School. She started her flute education with Stiliana Stavreva. In 2007, she started
playing under the Bilkent Youth Symphony Orchestra. In June 2009, she
graduated from Bilkent University Music Preparatory High School. She
successfully passed the entrance exams of Nice State Conservatory and Nice

Sophia Antipolis University, skipped the preparatory class and studied in the flute
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class of Sibel Kumru Pensel for 4 years. During this time, she participated in
various festivals and gave concerts (with the Osaka Harmony Orchestra, the
Sympho New Festival, the Cannes Orchestra, the Luxembourg Flute Orchestra
and the Municipal Orchestra of Nice, performing the premier of a French
composer at the Printemps des Arts Festival in Monaco.) She graduated from the
Royal Conservatory of Bruxelles with Baudoin Giaux in two years as a Master

Specialist. That summer, she played at the Aulne Festival.

In 2016, she studied Pedagogy at the Royal Conservatory of Mons. In
2018, she completed the Post-Master of Orchestra at the Royal Conservatory of
Antwerp and graduated with honors. She is currently performing solo at chamber
music concerts and has been teaching flute and piano debut at the 21st Music
Avenue Music Academy since last year, and performs as a solo flutist at the
Hulencourt Symphony Orchestra. Simay Aydin performed with world-renowned
flutists (Emmanuel Pahud, Maxence Larrieu, Felix Renggli, Sophie Cherrier,
Andras Adorjan, Walter Auer, Julien Beaudiment, Katherine Kemler, Jocelyn
Aubrun, Sophie Dufeutrelle, Shimizu Nabutaka, Vicens Prats, Carlo Jans, Mdéller,
Michel Moragues and Patrick Gallois). She has also won the 1st prize in the
national flute competition in the south of France (Concours National d’Ensemble

de Flates) and has been in the jury chair for 2 consecutive years.
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6. BUGRA YUKSEL (Pianist, 1989)

1) Do you work with a manager?
No. I don't.

2) Why did you choose to work with a manager or not?

For many reasons. Firstly, out of unavailability of such professionals; if there had
been, they are mostly unaware of the classical music field. Secondly, the classical
music business has changed like so many other genres, so the “management”
doesn’t really work anymore unless you are a “star”. Personal effort and contacts

count more.

3) What is the job description of the manager?
A manager is a person who deals with the practical problems / necessities of the
music profession, who also helps to create opportunities and occasions, share and

give ideas to the musician to perform.

4) How did the manager influence your career?

Having a manager might be helpful to lighten the stress of self-promotion,
creating contacts and doing the necessary arrangements for a concert.

5) Do you have a contract with any manager, foundation or institution?

No, I don’t have.

6) What are the terms of your contract (if you have any?)

7) What kind of support do you need as an artist?
For a musician, especially for a classical musician, financial support and
performance is required. We need to travel a lot in order to achieve a certain

concerts level, and for that immense amount of time and energy are required. So,
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the opportunities created by concert halls, private and governmental societies and
such associations should grow, and start being systematized.

8) How was your transition from academic to professional music career?
Academic education in music is not apart from having performances. I couldn’t
tell how and when the transition happened exactly. The difference in the music

field can be quite challenging.

PERSONAL INFORMATION

Website:
Biography:

Bugra Yiiksel was born in 1989 in Antalya. He started his studies with
Mirzayev and continued with Giilnare Hiiseynova for many years. In 2006,
Yiiksel participated in a master class by Fazil Say at the Bilkent University Music
Preparatory High School. He started his education with Esra Kalkanoglu, then
continued with Sanem Berkalp (Professor at Anadolu University) in Eskisehir
with one year apart. He continued his studies with Toros Can. He has attended
mastery classes with James Gibb, Roland Batik, Giilsin Onay, Oxana
Yablonskaya, and Jean Bernard Pommier. He has worked with Pommier, Helmut
Deutsch and Aquilles Delle Vigne. In 2007, Yiiksel participated in the Antalya
Piano Festival Young Talents concert. He has received the first and the best “A.
Adnan Saygun Commentary” Award in Pera Piano Competition, 2nd prize in
Kamuran Giindemir National Piano Competition and” Selcuk-Kamuran
Giindemir” Special Education Award, 3rd place in Adnan Saygun Piano
Competition, 3rd place in Hacettepe University National Piano Competition and
Muammer Sun Special Award for the same competition received the best
commentary award. After this contest, the jury chairman Idil Biret invited him to
take part in a concert/ interview with him as part of the Istanbul Seagull Classics.
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In 2017, Bugra Yiiksel participated in Kiefer-Hablitzel, held every year
across Switzerland and covering all instruments, and was one of the 10 winners of
the 100 contestants who participated in the Music Awards. Giving concerts with
various orchestras in Turkey and abroad, Yiiksel performed Tchaikovsky 1st
piano concerto with Hacettepe University Symphony Orchestra, Biel-Solothurn
Symphony Orchestra in Bern with Beethoven 3rd piano concerto in Switzerland,
and Prokofiev 1st piano concerto with the same orchestra in Swiss Lenk. In May
2018, with Antalya State Symphony Orchestra Rachmaninov he performed his
3rd Piano Concerto. Yiiksel has also been active in chamber music interpretation
and has given concerts with German soprano Claudia auf der Mauer in
Switzerland and Germany, with Spanish cellist Eros Jaca in Auditorio Nacional
Madrid in Spain and in Switzerland. In July 2018, they won the second prize at
the Egirdir Chamber Music Competition of which the jury was chaired by Gilsin
Onay with their group Trio Dada, and they still continue their studies. After
graduating from the Royal Conservatory of Brussels with honors in the class of
Aleksandar Madzar, he completed his master's degree in Concert with Tomasz
Herbut at Bern Art High School in Switzerland in 2017. He lives in Antalya.

7. CAN CAKMUR (Pianist, 1997)

1) Do you work with a manager?
- Yes, lkon Arts-Edition Peters from London is now my general manager. In
Japan, JESC Music works with Ikon Arts.

2) Why did you choose to work with a manager or not?

- Actually, my concert life started two years ago. Being a pianist, working
independent of an institution, brings uncertainty. In 2018, when | contacted Ikon
Arts for the Hamamatsu Contest, | started to work with Ikon Arts to correctly
evaluate and manage the chances (recordings, concert invitations, etc.) offered to
me in a sustainable manner. Working with a manager firm largely eliminates the

distrust | mentioned above and makes the best use of our facilities.
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3) What is the job description of the manager?

- Managing existing concert invitations, communicating with the organizers,
providing support for transportation and accommodation, carrying out financial
negotiations, creating possible chamber music projects and creating new concert
opportunities.

4) How and in what way did Giiher Siiher Pekinel's "Young Musicians on the
World Scenes' project affect your career? How would your career be different
without the support of this project?

-1 must emphasize that this program does not provide a management service. This
project gives us financial and moral supports under the mentorship of Pekinels to
help us (ie scholars) prepare for our career and take the right steps at the
beginning of the career. In addition, we have chamber music concerts with other
scholars. This allows us to be inspired and share our experiences. | think it is very
important to see the lives of your peers because we are musicians of the same age,

who pass through the same path.

This project directly affected my education and therefore the development of my
concert career. This is my seventh year in the project. They were with me every
decision | made about musical life for seven years. Again, for the same reason, it
is very difficult to answer the question of what would have happened without it;
because it is very difficult to separate the developments from one another. | think
that every element of our lives has a meaning in harmony with each other in terms

of career and musical development.

5) What would be the difference in your career without the support of this project?

* | answered the questions 4 and 5 together.

6) What steps does Ikon Arts take for your career development?
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With Ikon Arts, we first tried to create a portrait as a musician. In this portrait,
besides my repertoire preferences and preferred music genres (chamber music,
recital, concerto, etc.), | also have a musician personality. In this framework, we
talk about possible programs and bring them to the stage. More concretely, Ikon

Arts makes concert and festival events being aware of me.

7) Do you have a contract with any manager, foundation or institution?
Of course, | have long-term contracts with Ikon Arts and Young Musicians on G
& S Pekinel World Scenes. In addition, a separate contract is made for each

concert and recording.

8) What are the terms of your contract (if you have any?)

-Institutional and my responsibilities, validity zones and periods are clearly and
without doubt expressed. All these conditions are written so that the common
purpose of the parties could be realized without any problems. It is very important
that the conditions are as clear as possible, especially in respect of copyrights and

financial issues.

9) What kind of support do you need as an artist?

- There are a lot of different kinds of support we need. Career is ultimately not
directly related to music itself. Therefore, in addition to the development of our
career, | need guidance on my musical and personal development. Apart from
that, I need another type of support to reach and connect with the people who lead
the music market, which is the point where these managers come into play. Of
course, there is financial support for the development of the career. The first thing
I mentioned was about decision-making, while the other two are about the

implementation of this decision.

10) How was your transition from academic to professional music career?

(Manager, foundation, person, institution, state how a support process took place)
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- | had the chance to win two major competitions in a row. I'm pretty sure that's
what started my career. The links that these competitions bring will probably
determine the development and reach of my career. As | observed, it was a thing
of the past to start a concert life with the support of an important person or
institution. Many components need to come together. For example, a competition
may be the beginning, but the continuation of each of the connections established
at the end of this competition which will maintain the concert life and open new

doors.

PERSONAL INFORMATION
Website:

www.cancakmur.com
Biography:

“Turkish pianist Can Cakmur (Pronounced: Djahn Tchakmur) is the first
prizewinner of the 10th Hamamatsu International Piano Competition in 2018 and
the Scottish International Piano Competition in 2017. Cakmur has performed in
concert halls such as Glasgow Concert Hall, Eindhoven Muziekgebouw,
Lithuanian Philharmonic Hall, ACT City Hamamatsu or Fazioli Hall Sacile as
well as the most important concert halls in his homeland, Turkey. He has
appeared in the most important classical music festivals in Turkey such as 43.
Istanbul Music Festival, where he headlined the opening concert in 2015 with
Borusan Istanbul Philarmonic Orchestra (BIPO) under Sascha Goetzel. In 2018 he
has been re-invited for the “Festival Meetings” with the violinist Alican Siiner and
cellist Jamal Aliyev. He has also appeared in Bodrum D-Marin International
Classical Music Festival, Ankara International Music Festival and Antalya Piano
Festivalin 2014, with conductors such as Thomas Sendergaard, Ken Takaseki,
Giirer Aykal, Ender Sakpinar, Sacha Goetzel, Burak Tiizlin , Alfonso Scarano,
Ibrahim Yazici, Joan Pages Valls and Modestas Barkauskas. He is the recipient of
“2015 Young Musician Award” at Donizetti Classical Music Awards in Istanbul
and the 2018 DAAD-Prize of University of Music Franz Liszt Weimar given for

his “extraordinary contribution to the international life of the University”. He has
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also been awarded the 2018 Aydin Giin Encouragement Award by the Istanbul
Music Festival. This season he will make his debut with the Royal Scottish
National Orchestra conducted by Kensho Watanabe as well as with major
Japanese orchestras including the Tokyo Symphony Orchestra. His debut SACD
with BIS Records will be released in April 20109.

As an avid writer and speaker, Cakmur has been writing monthly for the
Andante Classical Music Magazine since 2015 and moderates his own concerts.
In 2016, he was invited by the Istanbul Music Festival for a pre-concert talk
before the 75th Birthday Recital of Idil Biret. He has also played in cities like
Ordu or Tokat, where classical music is rarely heard, to spread classical music to a
wider audience. Born in 1997 in Ankara, Cakmur began his music education with
Leyla Bekensir and Ayse Kaptan. His studies with Jun Kanno and Emre Sen,
whom he studied with for six years, influenced him greatly. In 2012, next to his
high school studies in Ankara, he was accepted to La Schola Cantorum in Paris to
work with Marcella Crudeli. He received Diplome de Virtuosite with highest
honours in 2014. Since 2012, he has had the chance to work with musicians such
as Alan Weiss, Arie Vardi, Claudio Martinez- Mehner, Leslie Howard and Robert
Levin among others. He also received a scholarship from the International
Academy of Music in Liechtenstein and participate regularly in the intensive
music weeks and activities offered by the Academy. Cakmur currently pursues his
studies with Grigory Gruzman in University of Music Franz Liszt Weimar and
continues to work privately with Diane Andersen in Belgium. Can Cakmur is a
part of “G & S Pekinel Young Musicians on the World Stages” scholarship
program, supported by TUPRAS, and has been granted a grand piano to aid his

studies” (cancakmur.com).
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8. EREN YAHSI (Pianist, 1984)

1) Do you work with a manager?
Yes.

2) Why did you choose to work with a manager or not?

I could make a progress until a certain point through my own personal efforts.
Therefore, | was able to take the opportunity to take the stage by using the
possibilities of someone who knows this environment better than me. Another
reason is avoiding the bureaucratic procedures needed to set the concert.
Arranging this type of transactions (correspondence, concert details, etc.) through

the manager saves time to do other things. I'm just concentrating on playing.

3) What is the job description of the manager?

- In addition to the effort of finding the stage for the musician, finding out how
suitable the stage or event is for the musician and direct him / her accordingly.

- To ensure that the event runs smoothly by working in partnership with the
organization or behind the scenes staff. (If it is not a large or institutional
organization)

- To promote the musician in accordance with the gains and income.

- Follow the news (if any) about the event.

Such features may be reproduced. This definition can be defined as the “product
and marketer” relationship. This can be leveled according to the country, culture

and content of the work.

4) How did the manager influence your career?
It affected positively. However, for lack of a built-in system in classical music in
Turkey, it did not provide as much financial gain. Nevertheless, it was very

effective for my recognition. | have more followers than before.

5) Do you have a contract with any manager, foundation or institution?
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No, I do not. Since we've known each other with my manager for a long time, we
didn't need a contract. Another reason for this is the absence of concerts numbers /
revenues or seasonal schedule. So, there are surprise concerts during the season
and sometimes we can't get any fees. We only perform for prestige. Moreover, we

don't have a seasonal schedule yet.

6) What are the terms of your contract (if you have any?)

No, I don’t have any contract.

7) What kind of support do you need as an artist?

It can be called caring or being noticed but it’s about community culture. The
more interested the society becomes for this genre of music, the more important |

become.

8) How was your transition from academic to professional music career?

I have been working as an instructor for a long time. In addition to this duty, 1 am
trying to continue my career as a soloist in parallel. | have never separated these
two concepts in the question. Since | am an academician, financial support for
competitions or international events has always been given to me as a right. | was

able to use my rights at every opportunity.

PERSONAL INFORMATION

Website:

https://erenyahsi.com

Biography:

“Fahrettin Eren Yahsi has won first prizes at “Second National Young
Talent Piano Competition” organized by Anadolu University in 2002, “First
Adnan Saygun Bodrum Piano Competition” in 2012 arranged by “9" National
Gilimiisliik Piano Festival”, has been named as “Finalist Phenom Lourate™ at “The
World Pianist Invitational Piano Competition™ in 2013 and has won third prize at

“Performance Without Limits Piano Competition” in 2013 arranged by Lodz
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https://erenyahsi.com/

Music Academy Poland. Born in 1984, Yahsi started his piano education in 1995
at Anadolu University State Conservatory with Amina Aigistova. From 1999 until
his graduation in 2005, he studied with Prof. Zoéhrab Adigiizelzade, Azerbaijani
state artist. Eren Yahsi has participated in many master classes of Assoc. Prof.
Mihail Lidsky and Prof. Naum Starkman both at Tchaikovsky Conservatory in
Moscow. In 2008, he was accepted at University for Music and Performing Arts
Vienna to study with Prof. Inci Hausler-Altinok; Prof. Mikhail Krist; Prof. Roland
Keller and Prof. Oleg Meisenberg.

Turkish National Television (TRT Okul) and TV8 have broadcasted
Yahsi’s performances. Yahsi has performed with Anadolu University Symphony
Orchestra; Eskisehir Municipality Symphony Orchestra and Azerbaijani Opera
Orchestra. His recitals at Viennese and Bulgarian Embassies were highly
acclaimed. Azerbaijani media praised his performances at Baku Music Academy
and Baku State Conservatory. Since 2005, Eren Yahsi has been a faculty member

at Anadolu University State Conservatory” (erenyahsi.com)
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APPENDIX 2 (In-Depth Interviews)

Efdal Altun, Ash Ayhan, Ozlem Yildirim, Cihat Askin and Dilek 1cinsel

Efdal Altun ile bir roportaj...

Seda Coruk’un Efdal Altun ile yapmus oldugu réportaj; Istanbul,
Taksim, 5 Eyliil 2019

Oncelikle zaman ayirdigimz icin ¢ok tesekkiir ederim. Yillardir diinyanin
bircok yerinde konser vermis degerli bir miizisyen ile bu roportaji yapmak
sektore yeni adim atan bircok sanat¢1 ve menajer aday1 icin faydah olacaktir.
Bu roportajda sormak istediklerim, Tiirkiye’de sanat¢i menajer iliskilerimiz
ne durumda? Menajerlikle ilgili sizin deneyimleriniz nelerdir? Sizin
tecriibeleriniz sektore yeni baslayan miizisyenler i¢cin ¢ok kiymetli olacaktir

diye diisiiniiyorum.

Oncelikle aslinda Avrupa’da da bir problemdir menajerlik. Belli basli menajerler
var. Oda miizigi lizerine bu menajerler de zaten. Cogu grup onlarda toplanmis
durumda. Onlar da yeni gruplar almiyorlar kontenjanlar1 dolu oldugu i¢in. Mesela
Borusan Quartet olarak bizim bir menajerimiz vardi. Hala aslinda kagit tizerinde
olmasa da onunla calistyoruz ama istedigimiz kadar konser baglama anlaminda
sikintilar yasiyoruz. Onunla da konustugumuzda diger gruplarda da Quartet
gruplarmin birtakim sikintilar yasandigini sdylediler bize. Yani konser sayisi

acisindan bazi sikintilarin oldugunu soyleyebiliriz.

Diger miizik tiirlerinde menajerler de iclerinde ayrihiyorlar; tur menajeri,

artist menajeri gibi. Tiirkiye’de bu ayrima rastladimz mm?

Bizde zaten oda miizigi alaninda sanirim menajer olarak calisan kimse yok.
Solistler i¢in de diisiindiiglimde konser baglayan, yazismalar1 yapan bir menajer

oldugunu bilmiyorum ben.
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Ailenizin de miizisyen oldugunu biliyorum. Atilacak adimlar1 bilmek
acisindan bu bir avantaj oldu mu sizin Kariyerinizde? Miizisyen olmasaydi
aileniz, nasil adimlar atardiniz su anki bulundugunuz konuma gelebilmek

icin?

Su an bulundugum konuma gelmek acisindan degil de, konservatuara girmek
acisindan ailem orada oldugu i¢in kendimi orada buldum diyebilirim. Hi¢ se¢me
sansim olmadan. Ama sonrasinda, 6zellikle benim ilk mezuniyet yillarim yani o
yillardan bahsedecek olursak, agik¢asi ailemin miizisyen olmasinin faydasini ben
gérmedim. Is bulmakta ya da ¢evre edinmekte. Bizim tabi, biraz da aile yapisiyla
alakal1 olabilir. Mesela benim babam bizim konservatuar sinavlarindan neredeyse
bir ay 0nce okula ugramadi, hi¢ yanlis anlamalar olmasin diye. Benim oglum da
konservatuar sinavina girdi. Sonradan jiirideki arkadaslar beni arayip soylediler.

Senin oglun oldugunu tesadiifen 6grendik diye.

isleyen bir menajerlik sistemi oldugunu diisiiniiyor musunuz Tiirkiye’de?

Menajerlik sistemine bakacak olursak, aslinda. Tiirkiye’de marka olma adina,

menajerlik markasi olma adina bir basar1 ve gelisme yok.

Borusan’da c¢alisan arkadasimiz vardi bizim de; Saba Tiimer, biz onunla bir
donem calistik. O baska gruplar da aldi mesela listesine. Onun disinda oda miizigi
anlaminda ve solist menajerligi anlaminda duydugum isimler var diyemem.

Peki, sizce neden yok?

Bu biraz Tiirkiye’deki Klasik Bati Miizigi gelisimiyle ve siireciyle de alakalidir.

Belki yiizy1l sonra olacak. Biz daha hala yeni yeni Tiirkiye’de Klasik Bati

Miizigi’ni tanitmaya calisiyoruz.
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Evet, ama sizin konserleriniz ¢cok talep goriiyor, bunun sebebi nedir sizce?

Borusan Sanat bizim bagli oldugumuz kurum oldugu i¢in zaten konserler onlara
geliyor. Onun disinda bize de geliyor konserler tabi, ama burada aslinda sosyal
medya kullanimi 6nemli. Bana bir teklif geldiginde, Borusan Sanat’a
yonlendiriyorum. Biitiin yazigmalari, organizasyonlar1 onlar yapiyorlar. Ya da
onlara geliyor bazi liniversitelerden, belediyelerden, yurtdisindan vs. ama Borusan
Sanat bize konser ayarlamiyor. Bir menajer gibi caligmiyor. Sadece gelen
teklifleri degerlendirip, organizasyonumuzu yapiyor. Ama bizim taninirligimiz
daha ¢ok tanitim ve pazarlama ile alakali. Elde edilen basarilarin sunumuyla

alakal1 gelisim yasadik diyebilirim.

Biraz anlatabilir misiniz?

Mesela bizim ¢ikis noktamiz Amerika’da uluslararasi bir yarismada kazandigimiz
birincilik oldu. Bu kazanimi uzunca bir siire kullandik. Biitiin dergilerde,

gazetelerde, haberlerde ve aralarda televizyonda da ¢ikti programlara.

Bu baglantilar: bizzat siz mi buldunuz yoksa Borusan Sanat mi buldu?

Yarigmay1 biz bulduk. Biz girisimde bulunduk ve bagvurduk. Kurumumuz oldugu
i¢in Borusan sadece maddi destekte bulundu. Ondan sonar, basar1 elde ettikten
sonra Borusan haberin tanitimini yapmaya bagladi. Haber niteligi olan bir basar1
oldugu i¢in oradan devam etmek daha kolay oldu konserlere. Onun diginda
yaptigimiz projelerle de kendimizi ¢ok tamittik. Tiirkiye’de ilk canli internet
konserini yaptik. Bu da haber niteligi olan bir seydi. Tiirk bestecilere eser siparisi
projesi yaptik. 11 Tiirk Bestecisi bizim igin eser yazdi. Onun diginda Alexi
Beshman bizim igin iki eser yazdi. Bu da bir ilktir Tiirkiye’de. Boylelikle oda

miizigi repertuarina 13-14 tane eser kazandirmis olduk.
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Sosyal medyayr kullantyoruz! Genglerin algist 6nemli, ¢ok fazla geng¢ bizim
konserlerimize gelir. O da biraz Quartetteki pop miizik imajindan kaynakli diye
diistinliyorum. Hem kullandigimiz gorseller, hem de genclerle olan yakinligimiz,
yaklasimimmiz ve onlara karst olan tutumumuz biiyilk etkenler. Bizim
zamanimizda ¢ok ulasilmazdi markalasmis gruplar ya da solistler. Mesela bana bir
sey yazdiklarinda, hemen donerim. Yaklasim ve kendinizi nasil sundugunuz

onemli bu anlamda.

Ondan sonra kostiimler dikilir bize. Bir donem Atilla Gokge yapt1 kostiimlerimizi.
Bu Tiirkiye’de, hatta Avrupa’da ve diinyada az bulunur sanslar. Yurtdisinda
tamistigimiz diger miizisyenler ile konustugumuzda ¢ok sasiriyorlar kadrolu
miizisyenler olmamiza. Boyle bir destek¢inmizin olmasini biiyiik bir sans olarak
goriiyorlar ve onlarin bdyle bir sansinin olmadigini soyliiyorlardi. Menajerimiz

olmadi belki ama bdyle bir sansimiz oldu kendimizi tanitabilmemiz agisindan.

Peki, grup icinde ki organizasyonlar: ve halledilmesi gereken isleri bir Kisi mi

yapiyor yoksa bir gorev dagilimimiz var mdir grup icinde?

Biitiin organizasyonu Borusan ve kars taraf yapiyor. Bize sadece prova saatleriniz
nelerdir, neler ¢alacaksiniz gibi sorular soruluyor. Biz bunlara karar veriyoruz. Ya
da gidis gelis saatlerine karar veriyoruz. Onun disinda her seyi Borusan ve karsi
taraf yapiyor. Su anda resmi olarak calistifimiz bir menajerimiz yok. Borusan

Sanat’a ya da bize gelen konserleri ve teklifleri degerlendiriyoruz.

Konser programlarimzi kim yapiyor?

Programlar1 biz yapiyoruz. Her sene iki ya da ii¢ solistimiz olur. Ona gore de
eserler belirliyoruz. Genelde iste bu piyano oluyor. Piyano ve Antik Piyano
repertuart ¢ok genis oldugu i¢in zorlanmiyoruz o eserleri bulmakta. Klarnet,
Viyolonsel ve Viyola oluyor ondan sonra gelenler. Onlarda da repertuar epey var.

Bir yil onceden konserlerimiz bellidir. Her sey, tarihler, salonlar ve biitiin

115



program. Yine Avrupa’da ¢ok sasirilan bir durum bu. Bir de gen¢ kitlemizin
olmasina ¢ok sasiriyorlar. Bir yil dnceden bitiyor biitiin biletlerimiz. Siireyya’da
zaten bitiyordu ve artik yeni bir salona ihtiyacimiz olmustu. Enka’da bagsladik
gecen sene ve onlar da bitti.

Bireysel davetlerde de, yine biitiin organizasyonlar1 kendiniz yapiyorsunuz

degil mi?

Evet. Yani orada da bir menajerlik sistemi yok. Mesela benim simdi bir projem
var yapmayi diisiindiigiim. Gergeklestirmeye bayagi bir yaklastim gibi goziikiiyor
ama bir menajer yok mesela, bir menajer olsa ¢ok daha profesyonel olacak her
sey. Daha hizli ilerlemesi ve ciddi olmasi agisindan. Ama dyle bir menajer yok.

Ilk etapta akla gelen Tiirkiye’de bdyle bir isim yok.

Yurtdisinda tamdigimiz menajerle calisan sanatcilar var mi? Eger varsa

onlarin bu konuyla ilgili tecriibeleri nelerdir?

En ¢ok is yapan solistlerin menajerleri var. Bu menajerler de biitin A sinifi
diyelim, Quartetlerle ¢alisiyorlar sadece. Kontenjani dolu oldugu i¢in onlarla
calismak zor oluyor. Biz de Avrupa’da bazi isimlerle bu sebeple ¢alisamadik. Bir
de Tiirk olmanin getirdigi bir degisik durum var. Bizden beklentileri daha farkli
oluyor. Mesela, Avrupali bir gruptan daha c¢ok Beethoven, klasik eserler

beklerlerken bizden biraz daha farkli eserler calmamizi bekleyebiliyorlar.

Bir de yeni baslayan, ¢ok fazla is tutturamamais, belki kendini kabul ettirememis
menajerler var. Onlar da her tarafa saldirma halindeler konser yapabilmek icin.
Eger secici olursan zor durumda kalabiliyorlar finansal anlamda. Avrupa’da da
bdyle bir durum var. Mesela benim bir miizisyen arkadasimin menajeri ¢ok segici

olmadan birgok konser getiriyordu ve arkadasim bunalmist: bu durumdan.
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Peki, secici olmak neden 6nemli bu anlamda?

Yani tabi miizisyen daha prestijli daha iyi islerde yer almak ister. Eger geng birisi
kendisini tanitmak istiyorsa ya da daha fazla konser vererek sahne tecriibesi
kazanmak istiyorsa, evet. Onlar i¢in avantajli bir durum olabilir ama bizim i¢in
mesela buna c¢ok fazla ihtiya¢ yok. Her yerde ¢almak, kendimizi tanitmak gibi bir
derdimiz, telasimiz yok. Mesela biz Ocak sonunda Amsterdam Quartet Bienali,
diinyadaki tek etkinlik bu alanda, oda miizigi festivalleri falan gibi ¢ok 6nemli
etkinliklere katilmay1 hedefliyoruz artik. Bienalde bizimle beraber yer alacak
dokuz ana grup var, onun disinda Master Class siniflarina katilacak gruplar var bir
de bu dokuz ana grubun disinda yer alan baska gruplar var. Biz o ana grubun

icinde yer aliyoruz ki, diger gruplar Artemis Quartet gibi oldukca 6nemli isimler.

Tiirkiye’deki konser oncesi deneyiminizle yurt disindaki konser oncesi

deneyimleriniz arasinda farklar var mdir?

Borusan Sanat kadrosunda oldugumuz i¢in onlar yapiyorlar bu isi. Tiirkiye’de de,
Avrupa’da da aym standartlarda aymi sézlesme sartlariyla calisiyoruz biz. Oyle
ucuk seyler zaten istemiyoruz higbir zaman ama standart olmas1 gereken seyler

burada da saglaniyor.

Sozlesme sartlarindan biraz bahsedebilir misiniz?

Belirli kaseler var, o kaseler iizerinden anlagma saglaniyor. Ugus yapilacaksa Tiirk
Hava Yollar1 olmasi ve bes bilet olmasi, yani Viyolonsele de kabin bileti alinmasi
sartlarimiz var. Ayrica konaklama yaptigimiz otellerde dort oda gerekiyor. Bu ilk
yillar boyle degildi mesela. ilk yillar iki kisi kaliyorduk, sonra tabi onu koyduk
maddeye. Bunu disinda transferler 6nemli. Havalimanindan gidilecek yerlere o
transferler muhakkak yapiliyor. Sahnenin hazirlanmasi 151k, ses gerekiyorsa
onunla ilgilenecek bir kisinin olmasi, salonda hazir bulunmasi, mutlaka bizimle

ilgilenecek kisinin salonda hazir olmas1 gibi bagka detaylar oluyor sézlesmede.
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Bizim de bir takvimimiz oluyor, onu daha dnceden bize veriyorlar hangi saatte

nerede olunacak gibi detaylar i¢in.

Program seciminde izleyici ve ozellikle gen¢ Kkitlenin kolay dinleyebilecegi

eserler seciyor musunuz?

Stireyya ve Enka gibi rutin sezon konserlerimizin oldugu mekanlarda biz
gercekten klasik eserler seciyoruz. Zaten oraya gelen insanlar da belli bir
birikimde oluyor. Yeni dinleyiciler de tanmirligimiz arttiktan sonra gelmeye
basladi. Bir zamanlar boliim aralarinda kimse alkigslamazken bir sonraki sezonda

alkislamaya baglayanlar olunca anliyoruz ki, onlar yeni gelenler.

Program secerken bunu kesinlikle yapmayalim dediginiz seyler var m?

Siireyya ve Enka disindaki biitiin yerlerde hemen hemen tango koyuyoruz mesela.
Bir tiirkii diizenlemesi koyuyoruz. Ondan sonra iki tane klasik miizik eseri
koyuyoruz. Seyircinin hosuna gidebilecek olan eserler seciyoruz ¢iinkii cogunu ilk

defa dinlemis oluyorlar. Bunun 6rneklerini ¢ok yasadik.

Siz en son bir konsere ne zaman gittiniz?

Giizel soru. En son Irlanda’da, oda miizik festivalindeydik. Orada 5 konser yaptik.
Onun disinda da diger katilan gruplarin konserleri vardi. En son dinledigim

konserler onlar oldu.

Bunu sordum ciinkii izleyici olarak yaminda ki insanin 6ksiirmesine bile tepki

gosteriliyor. Klasik miizikte siz de bu durumla karsilasiyor musunuz?

Aslinda basta cevap vermem gereken sey bu. Ben kesinlikle konser
dinleyemiyorum ¢iinkii ¢ok stres oluyorum. Empati kuruyorsun sahneyle. Gergi

hani biliyorsun, sen de cok konserler yaptin. Bize gelmez her sey seyirci
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kismindan aslinda ama seyirci olarak oturdugunda her sey rahatsiz ediyor beni ve
¢ok rahat davraniyor insanlar hakikaten. Ozelikle arka siralarda oturuyorsan her
tirlii ses orada var yani. Konusmalar, girmeler, ¢ikmalar, ¢anta karistirmalar. Cok

stresli bir durum gercekten.

irlanda’da da béyle miydi?

Hayir, inanilmazlar orada. Gergekten inamlmaz bir durum var. Ozellikle irlanda
ve biitiin Avrupa’da yaptigimiz konserlerde hep onu goriiyorum, sahit oluyorum.
frlanda’da mesela yas ¢ok ilerlerde, onlarda ingiliz profili biliyorsun ortalama yas
70 neredeyse. Hepsi dizi izler gibi izliyorlar konserleri, 6yle goriiyorlar. Hani
biraz sonra ¢ok biiyiik bir sey olacakmis gibi. Oyle bir dikkatle izliyorlar. Bir sey
oldugu zaman giiliimsiiyorlar birbirlerine. Sok oldum ben bunlar1 goriince tabi,
cok baska bir konser dinleme adabi var orada. Bizde dersen dyle bir sey hakikaten
yok. O yiizden ben zamansizliin disinda zamanim da olsa da bunlan

diisiiniiyorum bir konsere giderken.

Solist secimlerine siz mi karar veriyorsunuz yoksa Borusan mm?

Solistlere biz karar veriyoruz. Bazi yillar biit¢e pek olmuyor yabanci solist igin.
Oyle oldugu zaman mesela gecen sene Viyana klasikleri yaptik, yabanci solist
alamadigimiz i¢in. Bir sene yine alamadigimizda biitlin Beethoven Quartet
repertuarint  ¢aldik ama bu sene aliyoruz. Can Cakmur gibi uluslararasi
yarigmalarda basarilar elde eden gencgleri desteklemek ve onlarin farkinda

oldugumuzu gostermek istedigimiz i¢in bu sene genclere yer verdik.

Amerika ve Avrupa arasinda yonetim anlaminda degisiklik var m1 yoksa

klasik miizikte sistem ayn1 m?
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Bence kesinlikle ayni. Miizisyenler de ayni ve bence menajerlik sistem olarak
bilmiyorum, tam nasil ¢alistyor ama miizisyenlerin beklentileri anlaminda ayni.

Biitiin diinyada ger¢ekten de benziyoruz bence.

Su anda Kkariyerinize yeni bashyor olsaydiniz, ne gibi adimlar atarak

ilerlemeyi diisiiniirdiiniiz ve tavsiyeleriniz neler olurdu gen¢ miizisyenlere?

[k &nce mezun olmadan hoca arastiririm yurtdisinda. Iyi oldugunu diisiindiigiim
bir hocayr buldugumda, onun yaz kurslarini diigtiniirdim ve ona katilirdim ilk
once. O kisiye bir sekilde ulasip kendimi dinletirdim ve tabi begendigi takdirde
gidip onun bulundugu okulun sinavina girerdim. Konustugum genc¢ arkadaslara da

hep bunu sdyliiyorum. Mutlaka ¢alin birilerine.

Egitim hayati bittikten sonraki donem i¢in ne o6nerirsiniz?

Simdi biraz karamsar olacak ama aslinda ¢ok zor bence miizisyen olmak.
Gergekten Tirkiye’de de, Avrupa’da da ¢ok zor bence. Tiirkiye’de ¢cok daha zor.
Mesela bakiyorum yurtdisinda yillarca yasayan arkadaslar bile donmeye
calistyorlar. Demek ki orada rahat degiller. Yani iilke 6zlemi mi diyebiliriz belki
ama mutsuzluk var. Bu piyasada ne yapabilir, mesela yurtdisinda okudu, bir okul
bitirdi. Orada yapabilecegi sey ne, bir orkestraya girmek mesela. Ben vyerli
calgicilar i¢in konusuyorum. Ne yapabilir secenegini orada bir orkestraya
girmek.Orada orkestrada burada ki gibi degil sartlar. Ger¢i su an ne olacak
durumlar, o da belli degil. Bugiine kadar higbir soru isareti olmaksizin, hayatlar
boyunca devlet memuru olarak garantili bir sekilde ¢alisiyorlardi. Avrupa’da
zaten boOyle bir liks yok. Her zaman ayni tempoyla ayni sekilde calismasi
gerekiyor miizisyenlerin. Siirekli bir denetim var ¢ilinkii orada. Onun disinda bir
okula girmek ve akademisyen olmak da gercekten biiyiik bir sans ¢iinkii kadro az.
Nadir bdyle bunu basaran kisiler. 25 yildir yurtdisinda yasayan arkadaslarimi
diistinliyorum. Geri donmeye ¢alistyorlar. Ben yurtdisinda okumadim davet aldim

ama ben tercih etmedim gitmeyi. Borusan’da 97°den beri ¢aliyorum. Sonra
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akademisyenlik yaparken bu sefer kadro teklifi geldi. Eger yurtdisinda okusaydim
Borusan Quartet gibi bir sansim olmazdi. Kesinlikle baglanti kopuklugu da oluyor

yurtdisinda yasayip iilkeye dondiikten sonra.

En 6nemli sey bu isi yapmak istiyorlarsa hep ¢alismaya devam etmek ve kisisel
gelisimi siirdiirmek. Ogrenci olarak calismaya devam ettigi siirece de, bir yerde
bir sekilde kapilar agilir. Siirekli birilerine ¢almalar1 6nemli. Sosyal olmalari
Oonemli, sosyal medyayr gilizel kullanmalari, verimli kullanmalari Onemli.
Yurtdisina mutlaka gitmek oOnemli. Oradaki havayi teneffiis etmek. Sadece

Tiirkiye’de ¢aligmalar1 vahim bir durum bence.

Bir yandan oyle, bir yandan da c¢ok genc¢ dinleyici var, biletler tiikeniyor.
Aslinda bircok yere gore de sanshyiz. Istanbul’da tabi bu boyle, diger
yerlerde degil.

Kendimizden pay ¢ikartmak istemem agik¢ast ama bunu herkes soyledigi igin
bende rahatlikla sdyleyebiliyorum. Borusan Quartet’in ¢ikisindan sonra ¢ok fazla
uyanig bagladi diger firmalarda. Bizim de Quartet’imiz olsun diye ama bu
seviyede yapmalar1 lazim destegi. Quartet’in icinde de bir yagam var, bu sefer o
kisilerin siirdiirebilmesi lazim bu isi. Ciinkii o dort kisinin bir odaya tikilip miizik
lizerine konugmasi, egolar, ondan sonra yorgunluklar, biliylik bir yorgunluk
gercekten isci gibi ¢alisiyorsun. Bir yandan fiziksel olarak is¢i gibi ¢alisirken, bir
yandan da isin bir felsefesi var. Yani hayal {irlinii aslinda, miizikten bahsediyoruz.
Kimine dogru gelen sey bana dogru gelmiyor mesela. Bunun savasinda bestecinin
istedigi bir seyl ortaya koymak, biitiin bunlar var ve tabi diinyada bircok
Quartet’te oldugu gibi bizim de mesela bir elemanimiz ayrildi gegen sene. Yeni
bir kisiyle calistyoruz bir yildir. Hala sistem tam olarak oturdu diyemeyiz.
Tiirkiye’de klasik miizige en fazla yatirnm yapan sirketten bahsediyoruz su anda
ve 15 yillik bir gruptan bahsediyoruz. Buna ragmen sikintili yani ne kadar devam
edebilir, nasil devam edebilir soru isareti. Bu biraz karamsar bir tablo oluyor

gengler i¢in.
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Aslt Ayhan ile bir roportaj...

Seda Coruk’un Asli Ayhan ile yapmus oldugu réportaj; Istanbul,
Stireyya Operast, 12 Eylil 2019

Oncelikle sizin deneyimlerinizi duymak cok degerli olacak Ash Hanim.
Siireyya Operasi’’nin doniisiimiinden beri Murat Katoglu ile birlikte uzun
yillardir klasik miizik konserlerini yiiriitmektesiniz. Bu seriivenin

baslangicim bizlerle paylasir misimiz?

Burasi sinema binasiyken buranin bir opera binasi ve klasik miizik mekanina
donistiirtilme fikri bizim genel koordinatoriimiiz tarafindan bulunmus bir fikirdir.
Kadikoy Belediyesi’ne giderek bu fikri o zamanin Belediye Baskani olan Selami
Oztiirk’e sunmus. Selami Bey de “Tamam hocam, ben sana giivendim, sen bu isi
yap ama basinda dur” diyerek projeyi onaylamistir. Siireyya Operasi’nin sansi
Murat Katoglu olmustur diyebilirim. Murat Bey Sanat Tarihi egitimcisidir. Hem
Kiiltir Bakanligi’nda Miistesar Yardimciligi  yapmis, birgok miizenin
kurulmasinda rol oynamis, hem de Izmir’deki El hamra’min operaya
dontistiiriilmesinde rol oynamistir. Bir¢ok biiyiiksehir belediyesine danigsmanliklar
yapmis. TRT’de zamaninda biitlin Tirkiye’yi dolasip tiirkiilerin derlemelerini
yapmis. Muammer Sun, {lhan Baran gibi degerli sanatcilarla bir arada olmus bir
insan. Yani o buranin sanst oldu. Buranin kimligini olusturan, buraytr bu hale
ceviren kimligini olusturan Murat Katoglu’dur. Burada da kendisine yardimci
olarak beni ve bir arkadasimi aldi ise. Ozellikle miizik gevresinden olmamamiz
lizerine secti ve burada egitti. Sonrasinda herkesin saygi duyacagi ve fikirlerini
kabul edecegi isimlerden bir sanat kurulu olusturdu. Pazartesi konserleri i¢in yani
bizim klasik miizik konserleri i¢in olusturdugu yap1 buydu. Yekta Kara ve Mesut
Iktug ile basladik, daha sonra Aysegiil Sarica, Hasan Ugarsu ve Cihat Askin dahil
oldu sanat kuruluna. Bu kurul mayis ayma kadar bize gelen tiim Onerileri ve

isimleri degerlendirip sezon boyunca yapilacak konserlere karar veriyor.
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Basvurular kimler tarafindan yapiliyor? Menajerler tarafindan m, Kisiler

sahsen mi basvuru yapiyor?

Kisiler tarafindan geliyor. Bazilarimi biz de takip ediyoruz tabi ki. Sanat
grubundan Oneriler olabiliyor. Murat Bey zaten yakindan biliyor ve takip ediyor
cevreyi. O biraz daha eskileri biliyor. Yenileri de iste bazen bilmedigimizde
hocalara danisiyoruz. Ankara’dan bir 6neri geliyor olabilir. Yani ¢esitli aglarimiz
var, Oneriler geliyor. Sanat kurulu oturuyor, hafta sayisina gore hem virtiidzleri
hem programlar1 degerlendiriyorlar. Hem de trio, diiet, solo sayisini, belli bir
dengeyi korumaya ¢alistyorlar. Sezon i¢inde miimkiin oldugu kadar ayni eserlere
degil, farkli eserlere yer vermeye galisiyoruz. Ragbet gormeyecek bile olsa, bir
tane modern cagdas bestecilerden olusan bir konser programliyoruz. Tiirk
bestecilerine miimkiin oldugu kadar yer vermeye Ozen gosteriyoruz. Yeni bir
beste yapildiysa onun promiyeri bir tane konabilir gibi dikkat ettigimiz noktalar
var sezon programimizi olustururken. Cok klasik bir yer burasi. Belki takip
ediyorsunuzdur programlari, fazla deneysel islere girmiyoruz. Ciinkii burayi
yoneten bir miizik yonetmeni degil ve bir miizik direktdrii yok buray1 yoneten.

Sanat Kurulunun 6nderliginde devam ediyoruz.

Sanat kurulu su anda halen aym kisiler tarafindan m yonetiliyor?

Sanat kurulu su anda Hasan Ugarsu, Aysegiil Sarica, Cihat Askin ve bir de Mesut
Iktu (gegen sene yoktu, bu sene katild1) gibi degerli sanat¢ilarrmizdan olusuyor.

Burada dikkat ¢eken kisim size gelen oneriler oluyor.

Degerli Sanatcilar var ve onlar icin ¢ok kolay gelen onerileri degerlendirmek
ama o kurula gidene kadarki siirec nasil isliyor? Yani siz nasil

duyuyorsunuz?

Buraya gelen her dosya o kurula gidiyor. Yani siz diyelim ki, bir basvuruda

bulundunuz. Biz onu dosyanin tam oldugu yani konser programini istiyoruz.
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Biitlin sanat¢ilarin 6zgegmislerini istiyoruz. Bazen ¢ok emin degilsek, taninmayan
birisi oldugu zaman bir video, ses kayd1 vs. istiyoruz. Onlar1 dosyaya koyuyoruz.
Her buraya gelen verilen dosya istisnasiz 6n degerlendirme yapilmadan kurula

sunuluyor. Yani biz burada bir eleme yapmiyoruz.

Birka¢ ornek verebilir misiniz? Bu isle ilgilenen menajerler var m1 su an

sizin bildiginiz?

Biraz daha artmaya baslad1. Yani sirketler gibi. Mesela Allaturka, Idea gibi miizik
sitketleri bazi etkinlikler yapiyor. Mesela Fiisun Hamim, Fiisun Ozgii¢ var, o
Giilsin Hanim’la c¢alisir. Bazi sanatgilarin kendi menajerleri var ama biz menajere
gidip bize bir konser bul demiyoruz. Ben yerel menajerleri merak ediyorum.
Ciinkii ben menajerleri bulmaya ¢alistigimda ¢ok az sayida isme ulagabildim. Cok
az var, evet. Tirkiye’de yurtdisindaki kadar profesyonel gitmiyor bu is. Polka
diye bir menajerlik sirketi var. Onlar son senelerde yine bazi dosyalar yolluyorlar.

Murat Giirol vardir. O birkag¢ yabanci sanatci ile ¢alistyor.

Peki, kendi basvuran sanatcilar var m?

Tabii ¢ogu kendi basvuruyor. Yurtdisindan gelen gruplarin ve yabancilarin

genellikle menajerleri oluyor ya da menajerlik ajanslari oluyor.

Yurt disindaki ve Tirkiye’deki isleyise baktigimzda ne tir farklar

goriiyorsunuz?

Yani onlarin menajerlik firmalar1 biraz daha profesyonel calistyorlar. Buradakiler
Oyle calisamiyor. Ciinkii burada dyle oturmus bir sistem yok. Bir kere burada o
kadar konser verilmiyor. Sirf kendi iilkelerinde bile konser verseler, cok daha
fazla konser veriyorlar ve sanatgr muhatap olmuyor sizinle. Menajerlik firmasi
muhatap oluyor c¢ogunlukla, nadiren kendileriyle de konustugumuz oluyor.

Dolayisiyla galisma sistemleri de daha profesyonel. Burada mesela menajer; “Ben
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simdi tatildeyim, iki hafta sonra doniiyorum, ne gonderecektin?”’ diyebiliyor ama
orada Oyle bir sey olmuyor. Orada kendi yerine birini birakiyor mutlaka. Yani
Oyle bir sey oldugunda, orayla daha rahat irtibat kurabiliyoruz diyebilirim.
Konusur gibi mailleserek isleri halledebiliyoruz. Burada biraz daha c¢ok keyfe
keder bir isleyis var gibi.

Yabanc1 sanatcilarin istekleri nasil oluyor? Yurtdisindaki menajerlerle

burada ki menajerlerin farkin1 anlamak i¢in soruyorum.

Istekleri aymi. Istek farklar1 yok. Kase konusuyorsunuz, sartlar1 konusuyorsunuz
bu kadar. Yani biz zaten menajere ayrica bir ddeme yapmiyoruz. Odeme kendi

icinde gidiyor, onlar komisyonlarini sanat¢idan kesiyorlar.

Tiirkiye’de de boyle mi?

Burada da boyle. Siireyya Operasi’nda ortalama kag konser yapiliyor bir yilda?

35 — 40 aras1 Pazartesi konserleri yapiliyor. Devlet Opera ve Balesi tabi daha
fazla, onlar herhalde haftada 3-4 etkinlik yapiyorlardir. Peki, giindiizleri hig¢
kullaniliyor mu salon? Haftasonu, Cumartesileri saat 4 temsilleri oluyor Devlet

Opera’nin. Pazar giinleri de ¢cocuk oyunlar1 oluyor saat 2’de.

Klasik miizik i¢in giindiiz yapilan bir etkinlik var mi?

Fuaye konserlerimiz var. Saat 6’da yapiyoruz. Fuaye alaninda {icretsiz olarak
yaptyoruz. Onlar 1 saat falan siirliyor. Biraz daha piyasaya yeni adim atmis, pek
taninmamis olan sanatc¢ilar1 genelde fuayeye aliyoruz. Programina goére de
degisiyor. Ama burada da tam profesyonel miizisyenler ile ¢alistyoruz. Ogrenci
veya daha profesyonel olmamis hi¢ kimse olmuyor fuaye konserlerinde de. Oyle

olunca aslinda daha i1yi oluyor. Seyirciler gecerken girip izliyor konseri mesela ve
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bir sonraki sene bilet alip geliyor onun konserine. Tanitim i¢in de iyi oluyor yeni

profesyonellige adim atmis sanatcilara.

Diyelim Ki, biri basvuru yapti, kurula gitti ve onaylandi ama taninmamus bir

grup ya da taninmamis bir sanatgi. Nasil bir siirec izliyorsunuz sonrasinda?

Biz herkese ayni sekilde tanitim yapiyoruz. Hani Oyle ¢ok reklam biitcemiz
olmadig1 i¢in. Biz ilge belediyesiyiz. Yillik kitap¢igimiz var, bunun iginde

herkesin biitiin bilgileri yer aliyor.

Bir sene oncesinden biitiin program belli oluyor degil mi?

Evet, Eyliil ortasindan once kitapgik gelmis oluyor. Mayis sonuna kadar olan
bizim biitiin konserlerimiz kitap¢igin iginde yer aliyor. Otuz bin tane basiliyor ve
dagiliyor. Burayi zaten belli takip eden bir kitle var. Onlar haberdar oluyorlar. Bir
de artik bize bir giiven olustu sanirim. Bir konser yapiyorlarsa belirli bir standard1
vardir, inanc1 var seyircimizde. On iki yil i¢inde hatir goniil i¢in burada konser
yapmadigimizi gordiiler ¢linkii hep bu sekilde calistik. Benim arkadasim da
buraya bagvurdu ve reddedildi. Bu sekilde ¢alistigimiz i¢in belli bir giiven olustu.
Dolayisiyla bos konserimiz hi¢ ge¢miyor. Biiylik ¢cogunlukla da biitiin biletler
bitmis oluyor konser giiniine kadar. Afisleri yapiliyor, buraya asiliyor.
Belediyenin belirli yerlerine asiliyor. Billboardlara asiliyor Kadikdy ve ¢evresine.
Onun disinda bazen haber olarak cikiyor. Biz basin biiltenine yolluyoruz ama ¢ok
yogun bir sekilde basinda yer alma gibi bir durumumuz yok. Nadiren yer aliyoruz.
Andante’ye, bazen Opus’a ilanlar veriyoruz ama her zaman degil. Gegen sene
verdik, bu sene de herhalde sezonun aylik programimizi veriyoruz. Oralardan
takip edenler oluyor. Ama genellikle zaten internet sitesinden ve su kitapgiktan

takip eden biiyiik bir kitle var.
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Sanatcilar konser icin geldiklerinde, prova oncesinde kuliste gecirdikleri bir
zaman oluyor. Orada onlan asiste eden birileri oluyor mu? Her iki taraf icin

de soruyorum.

Onlardan bazilarinin oluyor, ¢ogunun olmuyor. Bazisinin arkadasi geliyor, kocast
geliyor, karis1 geliyor. Grup halinde gelenlere genelde asiste eden kimse olmuyor.
Ogrencisi olanin dgrencisi gelebiliyor. Burada bizim ekibimiz asistanlik gibi degil
ama belirli kisiler var siireci takip eden. Is1g1 yapan, geldikleri zaman odalarina
yerlestiren bellidir mesela. Davetlileri bizimle hallediyorlar, imza islerini bizimle
hallediyorlar. Zaten biz bir bilgi veriyoruz. Arada biri gidip kontrol ediyor bir
ithtiyaglart var m1 diye. Saatleri bellidir, prova yapacag: saatler ve gelecegi saatler
gibi. Onlar nasil isterlerse konser giinii onlara ait. Bazen 6gleden sonra geliyorlar,
sabahtan gelen de olabiliyor. Bazi zamanlar Pazar giiniinden 6zelikle hani farkl
sehirlerden gelmis kalabalik gruplar varsa, sabahtan itibaren veya bir giin dnceden
itibaren girip prova yapiyorlar. O zaman Devlet Opera ile koordineli gidiyoruz,
onlarin uygunluk zamanlarina gore plan yapiliyor ¢ilinkii Sali’dan Pazar giiniine

kadar onlarin giinleri. Oncelik onlara ait.

Simdiye kadar calistiginiz en “no name”, taninmamis isim kimdir? Yani en

geng, heniiz sahne tecriibesi olmayan ama kuruldan ge¢mis olan isim?

Yani hani kendini sanatsal anlamda bir oranda kanitlamamis pek kimse konser
vermiyor burada. Yasi genc bile olsa. Iste daha eski zamanlarindan beri
Pekinellerin geng yetenekler grubu ile ¢alistik. Mesela Elvin ilk ¢aldiginda bayag:
kiiciiktli burada. Ama orkestra ile kongerto ¢almisti. Yani kendini biraz
kanitladiktan sonra burada konser veriyorlar. Ilk kesfedilecekleri yer burasi

olmuyor ¢iinkii buras1 6yle bir kurum degil.

Sizinle muhatap olan Kkisi sanatin icinden gelen biri olunca, bakis acis1 daha

farkh oluyor galiba. Mesela Pekinellerin elinden tuttugu gengler veya CEV
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Sanat’in destekledigi gen¢ miizisyenler kurul tarafindan daha farkh bir

algiyla degerlendiriliyor olabilir mi?

Yani, tabi ki Giiher ve Sither Hanim “Bu insanlara biz burs veriyoruz. Yetenekli,
orada caldi, surada caldi iste su okula kabul edildi” gibi referanslarinin faydasi
oluyor. Ama ille bir grup olmasina gerek yok. Mesela Giilsin Onay da “Ben bu
¢ocugu dinledim, bu ¢ocuk ¢ok iyi, ben tavsiye ediyorum” dediginde biz bunu

kurula iletiyoruz. Onlar da tabi ki “Tavsiye ettiyse eger, bir sey vardir” diyorlar.

Yani tavsiye de onemli bir faktor diyorsunuz, éyle mi?

Yani soyle simdi, attyorum kuruldan Cihat Bey de birini bir yerde dinledi. “Ben
bu ¢ocugu dinledim, bu c¢ocuk ¢ok iyi” dedigi zaman zaten digerleri “Siz dyle
diyorsaniz, peki” diyorlar. Ama birinin dinlemis olmasi lazim. Simdi diyelim ki,
ben piyanist olarak geldim, bagvuruda bulundum. Ama kimse dinlememisse veya
ben iste bir kongerto calmadiysam ya da ne bileyim Bogazici’'nde ¢ikmistir, kimi
Carnigie Hall’da c¢ikiyor, boyle bir seyim de yok. Simdi bunu bilemezler. Hani
“Bir deneyelim, sahneye c¢ikaralim” diyemezler. Burada bizim bir dinleti
yapmamiz da miimkiin degil. Gengleri buraya cagiralim, hepsini dinlesin, bizim
sanat kurulu Oyle bir sey yapmamiz da miimkiin degil. Zaten hepsi buraya bir
giinlerini ayiriyorlar ve hepsi cok yogun insanlar. Dolayisiyla burast ilk
kesfedilecekleri yer degil. Ama biz mesela ne yaptik? Bir piyano yarismasi
diizenledik gencler arasinda. Orada ilk 3-4 olmasi tahmin edilen ¢ocuklar geldiler,
burada final konseri verdiler. Halki ¢agirdik, dinlediler. Ondan sonra ertesi sene
bir konser daha verdik onlara. Iste keman icin de ayn1 seyi yaptik. Simdi birkag
senedir beste yarismasi diizenliyoruz. Geng bestecilerin eserleri burada c¢aliniyor.
CD olarak biz yaymliyoruz Lila miizikle beraber. Hani bu sekilde senede bir
organizasyon yapiyoruz. Ama dedigim gibi burada dinletiler yapmamiz miimkiin
degil. Devlet Opera dinleti yapiyor, ona gore sanat¢i aliyor. Ciinkii orasi bir Sanat

[crasi kurumu. Burasi ise sadece bir sahne.
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iki tane mi sahne var burada su anda?

Yok, tek sahne var.

Tek sahne var ama paylasihiyor, degil mi?

Evet. Sadece Pazartesi giinleri kullaniyoruz. Bir de Haziran ayinda, iste IKSV’nin
konserleri oluyor. Bir de Istanbul Devlet Konservatuari’na ve Mimar Sinan
Konservatuari’na ikiser giin ayiriyoruz. Iste, gencler orada da ¢ikma imkani

buluyorlar.

Klasik miizik izleyici Kkitlesi genel olarak neyi takip ediyor?

Yani iste miizik festivalini takip ediyor. Senede sadece Haziran ayinda klasik
miizik konserine gidiyor. Ya da Borusan’in dort konserine bilet aliyor, sadece
ikisine gidiyor, baska da bir seyi takip etmiyor. Bizim seyirci kitlemiz biraz daha
gercekten ilgilenen bir kitle. Mesela program degismis diye bize gelip burada
catabilen bir kitlemiz var ve neredeyse yarisina yakin ayni insanlar geliyor her
Pazartesi. Burada pek olmuyor ama kirk yilda bir konser, ¢ok mecbur bir durumda
kalip iptal ettigimiz zaman konseri, biz bu Pazartesi ne yapacagiz diye gelip hesap
soran oldu mesela. Yani onu aliskanlik haline getirmis ve tamamen o igerikle

ilgilenen insanlar.

Kadikoy halki m1, mesela sadece Moda’da yasayanlar m geliyor?

Karsidan gelen de var ama evet, genelde Kadikdy halki. Moda’dan ¢ok seyircimiz
var mesela. Hep aymi ylizleri goriiyorum. Mesela Biiylikada’dan gelen bir
seyircimiz var. Kar olsa Biiyiikada’dan geliyor o adam. Saat 7°de geliyor ve 6nce
brostirti, kitapgigi, neye geldiyse onu okuyor bastan, sonra ondan sonra giriyor.
Bir sonraki hafta bir etkinlige gelecekse, o eser dnemli, “Kitapg¢ig1 alip okumak

istiyorum” diyor. Biraz daha bdyle bir seyirci; o da biraz daha yagh bir seyirci.
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Hani dediniz ya, daha klasik kalmaya ¢ahisiyoruz diye. Sectiginiz konserlerle

de dogru orantili olabilir mi?

Hem klasik kalmaya c¢alistyoruz, hem bizim reklam tarafimiz yok. Yani belediye
konserleri sonug olarak. Festivallerde yenilikler falan oluyor. Bizde Oyle seyler
yok, bizde salt miizik var. Televizyona ¢ikmiyor g¢ogunlukla, gazeteye de
¢ikmiyor. O yilizden daha tamamen icerige gelen bir kitle. Reklamdan dolay1 gelen
bir kitle degil.

Yabanci sanatgi geliyor mu cok fazla?

Cok fazla degil ama geliyor. Oda miizigi i¢in mi yoksa solo konserler i¢in mi?
Oda miizigi i¢in de, solo i¢in de. Agirlig1 tabi Tiirklere vermeye c¢alisiyoruz biz
ozellikle. Cok uygun fiyata getirebileceginiz yabancilar da var ama birinci
tercihimiz o degil. Aym kalitede bir Tiirk varsa onu tercih ediyoruz. Ama tabi
yabancilar da olmasi gerekiyor. Yani sirf Tirklerle calisalim gibi bir kuralimiz
yok. Yani iy1 gruplart getirmeye calisiyoruz. Senede bir iki tane. Yurtdisinda
yasayan ¢ok Tiirk sanat¢1 var. Onlarin gruplariin iginde bir tane, iki tane yabanci

olabiliyor. O sekilde de yabancilarla ¢alistyoruz.

Bir de ¢ok 6zel olmazsa, sunu sormak istiyorum. Devletin senelik size verdigi

biitce ne kadar?
Devlet buraya bir biitce vermiyor. Kadikdy Belediyesi’nin biit¢cesinden ¢ikiyor.
Yani ¢ok dogru bir rakam mi, emin degilim ama herhalde senelik 2 milyon TL

falandir.

Yani biitiin binanin giderleri ve Operanin giderleri de buna dahil mi?
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Hayir. Operanin giderleri dahil degil buna. O tamamen ayri. Operanin ¢ok daha
yiiksek bir biit¢esi vardir. Onun biit¢elerini bilemiyorum tabi. Bu sadece bina ve
konserler. Bina kira tabi, burada ¢alisanlar, elektrik, su, saf malzemesi ve konser
giderleri.

Ash Hanim bana vakit ayirdiginiz i¢in size ¢cok ¢ok tesekkiir ederim. Siireyya
Operas1 klasik miizik konserlerinin operasyon kismmm bu réportajda

ilgilenenlerle paylasmis olacagiz sayenizde.

Ozlem Yildirim ile bir réportaj...
“Parlayan biitiin sanatgilarin arkasinda bir yénetim var.”

Seda Coruk’un Ozlem Yildirim ile yapmis oldugu réportaj; Istanbul,
Besiktas, 25 Eylil 2019

Merhabalar. Biraz Ozlem Yildirim’dan bahsedelim mi?

Bahsedelim. Ben 1992 dogumluyum. Anadolu Universitesi Devlet
Konservatuari’'nda Viyolonsel béliimiinde basladim. Liseyi bitirdikten sonra
Mimar Sinan Genel Miizikoloji boliimiine geldim. Bu boliimii bitirdikten sonra,
aslinda akademisyen olma yoniinde bir kariyer planim vardi ama sonra isler biraz
degisti. Aslinda degismedi ama mezun olduktan sonra Filiz Ali Hocam ile birlikte
calismaya, onun asistanligin1 yapmaya basladim. Onlar beni daha sonra Ayvalik
Uluslararas1 Miizik Akademisi AIMA’ya Etkinlik Direktorii olarak aldilar. Filiz
Hocayla birlikte Ayvalik Uluslararas1 Miizik Festivali’ni yaptik. Iki y1l boyunca
orada calistm. Sonra buradaki konserleri diizenledik. Istanbul’da Sabanci
Miizesi’nde gibi bir¢cok yerde konserler oluyor, onlari yaptik. Sonra ben bir
yandan, dedigim gibi akademisyen olmak i¢in YDS ve ALES ile ugrasiyordum.
Derken Eskisehir Anadolu Universitesi’nden bana “Miizik Tarihi derslerine girer
misin?” diye teklif geldi. Oyle olunca biraktim organizasyonu tamamen. Fakat

sonra bir baktim, her yere miizisyen temin ediyorum, konser programlari
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yaptyorum, yine bir yerlerden soruyorlar. O noktada acaba bir sirket kursam mi

diye diisiiniip 2017 Aralik ayinda Polka Miizigi kurdum ve halen devam ediyoruz.
Bu organizasyonlar hep klasik miizik iizerine miydi?

Aslinda ben klasik miizik temelli ¢iktim bu yola. Ama ilk isimi Istinye Park’ta
yaptim. Istinye Park’m Genel Miidiirii Ugur Bey de Ayvalikli. O beni Ayvalik’tan
tantyordu. Ik o aslinda “Hadi gel, burada bir seyler yapalim” dedi. O yiizden ilk
Istinye Park ile sektore girdim diyebilirim. Orada da markalar sokaginda Caz
Giinleri yaptik. Sonra en son yilbasinda, Yeni Yil Senfonisi yaptik yine Istinye
Park’ta. Biraz tabi AVM ile giris yapinca AVM sektorii ile devam etti ama nerede
olursa olsun ben hep bir konsept yaratmaya calistyorum. Yine mesela Ist
Marina’da da Giinbatimi1 Konserleri yaptik. Bunlar tabi yine baktiginda klasik
degil, biraz daha popiiler ama biraz da olsa havayr degistirmeye c¢alistyorum
kendimce. Ist Marina disginda Watergarden, Palladium, Koru Park AVM ve
Bursa’da da etkinlikler yaptim. Bu da bazen klasik miizikten yolunu saptirtyor
tabi ki. Gegen yil biraz Artist Management kismina ge¢cmeye basladim. Piyanist
Eren Yahsi’nin Eskisehir’de menajerligini  yapiyorum. Onunla birlikte
Yeldegirmen: Sanat Konserleri basladi. Sonra Ludus Ensemble Caddebostan
Kiiltiir Merkezi’de konser yaptik. Yine iki piyano resitali yaptim. Boylece biraz
klasik miizik tarafina da ge¢cmis oldum. En son Filarmoni’nin bas kemancisi
Onder Baloglu’nun Tiirkiye menajerligini yapiyor gibiyim. Onunla konserler
yapiyoruz Bilkent’te, Siireyya Operasi’nda, simdi de Eskisehir’de yapacagiz Odun
Pazar1 Belediyesi’yle birlikte.

Bir sanatq1 olarak basladigimz bu yolda neden yonetim ve organizasyon

kismina yonelme ihtiyaci duydunuz?

Aslinda kendi istegimle ge¢tim diyemem buna. Ciinkii benim sakatlik durumum
oldu lise sonda, o yiizden ben Miizikolojiye ge¢mek durumunda kaldim.
Miizikolojiye gectim Eskisehir’de ama “Cok mutlu degilim, herkes caliyor, ben
calamiyorum” derken Istanbul’a geldim. Burada biraz karakterle alakali galiba.

Ilke Boran’1 bilirsiniz, bizim Kkitaplarimizin da yazari, okudugumuz biriydi.
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Onunla burada tanistik, hocam oldu, ¢ok da iyi anlastik. O bana dedi ki “Seni
AIMA’da Filiz Ali ile tamigtiralim. AIMA’da c¢alis, bu is i¢in ¢ok uygunsun”.
Sonra oraya gidince bu festivalleri yapmak benim hosuma gitti. Organizasyon
yetenegim hocalar tarafindan tespit edildi diyelim. Ben de bir miizisyen olarak
en biiyiik eksikligi okuldan ¢iktiginda yapacak bir sey bulamayarak yasadim
maalesef. Mesela Hukuk okuyan &grenciler bir yil staj yapiyor ve ne yapmasi
gerektigini, nerelere yonlenmesi gerektigini biliyorlar. Ama bizde dyle bir sey
yok. Evet, okurken de caliyorsun pek ¢ok yerde, hani onun baglanti anlaminda
faydalar1 var ama birebir yonlendirme kismi yok. Dolayisiyla bizden de ¢ikan
herkes miizisyen oluyor ya da okulda hoca olabilirse hoca oluyor. Bunlar giizel
ama is alan1 yok. Is alan1 yaratilmasi lazim. Ben ashinda daha ¢ok genc biri
olarak isin basindayim ama bu alanda biraz istihdam yaratmak benim icin
¢ok tatmin edici oldu. Mesela bir kere senfoni yaptim, bunun devami gelecek.
Her ay bir senfoni yaptigimi diisiinelim. Bu ekstra bir is alan1 demek ¢alan
insanlara. Bu ¢ok 6énemli bir sey. O yiizden de, biraz istihdam eksikligini fark edip
bu alanda ne yapabilirim diye soruyorum kendime ¢iinkii bunun en temel
sorunlarin1 on yildir okuyarak yasayip gordiim. Ne yapabiliriz? Ne gibi alanlar
yaratilabilir? Bunun i¢in nasil baglantilar kurulmasi gerekiyor? Baglantilarla direk

ve bir an dnce temasa gegmek benim motivasyonum oldu diyebilirim.
Polka Miizik’te su an sizin disimzda ¢ahsanlar var m?

Volkan Cosar ile birlikte calistyorum. Volkan Cosar da Istanbul Devlet Opera ve
Bale’de Trompet Sanatgisi. Onunla birlikte ¢alisiyoruz simdi ama onun disinda bu
zamana kadar yaklasik bir buguk, iki yildir kendi kontaklarimi kendim yarattim
diyebilirim.

Artist Management anlaminda Polka Miizik tam olarak ne yapiyor? Nasil

bir hizmet sunuyor sanat¢iya?

Miizik Management nedir? Siz talebe gore ihtiyaclar1 karsilarsiniz ya da
ithtiyaglar1 goriip ona gére hemen bir diizenleme yaparsiniz. Mesela yine bir AVM

ornegi verecek olursam, size geliyorlar, “Biitcemiz bu kadar, sdyle bir alanimiz
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var ve burada ne yapilir?” gibi sorular yoneltiyorlar. Bu tamamen ihtiyaci
karsilamak yani uygun bir miizik alan1 yaratmak; biz buna Music Management
diyoruz, ya da diyelim ki bir belediye size geliyor, diyor ki “Ben klasik miizik
yapmak istiyorum.” Siz de “Senfoni yapalim” gibi bir 6neride bulunuyorsunuz.
Bu da biraz Music Management oluyor ama sanat¢i ile birebir sizin iliskiniz
olmasi ve o sanat¢1 i¢in direk sahislarla goriismeniz Artist Management oluyor.
Mesela Onder Baloglu keman sanatcisi. Onun igin konser salonlariyla, genel sanat
yonetmenleriyle birebir onun konser yapmasi igin goriisiiyorsunuz ya da
senfonilerle, senfoni miidiiriiyle goriisiip dilek¢e yaziyorsunuz, konser vermesi
icin  cabaliyorsunuz. Music management Orne8inde ise biit¢elerini
konusuyorsunuz, ona gore ayarlamaniz gerekiyor organizasyonlari. Diger tiirli,
mesela diyelim ki ismi ¢ok bilinmeyen sanatcilar yerine Cihat Askin’1 istiyor
organizasyonlar ¢iinkii o daha kolay bileti satilan bir isim. Ciinkii o daha {inli
diyebiliyorlar. Taninmis kisilerin yonetimi daha kolaydir ¢iinkii zaten bir kitlesi
vardir. Ne kadar iicret ddersen 6de, biliyorsun ki burayr dolduracak. Aslinda her
sey biitce ile paralel ilerliyor ama birebir sanatg1 menajerligi yapmak bu. Fazil Say
istiyorlar ama hayir, sen Eren Yahsi’yi oraya koydurmaya calisiyorsun ve biitiin
baglantilarini, biitlin kontaklarin1 ona gore ayarliyorsun. Bu onun sosyal
medyasini yonetmektir, onun maillerini kontrol etmektir, onun adina bir yerlere
mail atmaktir ve onu kabul ettirmektir. Kars1 taraf sana “Eren Yahsi tamam, iyi
piyanist ama Fazil Say gelsin, o salonu doldurur” dediginde kabul etmemek ve
Eren Yahsi’nin ¢almasini saglamak aslinda artist menajerinin yetenegini gosterir

diyebiliriz.

Peki, 0 asamada sanat¢inin hicbir seye karismamasini mu istiyorsunuz, yani

tamamen kontrolii siz mi aliyorsunuz?

Tamamen kontrol bende degil, aslinda bu bir beyin firtinasi; akil akildan iistlindiir
gibi. Tabi ki sanat¢inin taleplerini 6grenmen lazim 6nce. Onun disinda, mesela
Ceren Giindogdu ile calistyoruz. O biraz daha popiiler kaliyor. Damdaki
Kemanci’nin basrolii ve bir miizikal gegmisi var. Miizikal odakli bir sanat¢1 ama

alternatif pop da yapiyor. Eren Yahsi, Onder Baloglu, Ceren Giindogdu gibi
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benim birebir Artist Management yaptigim kisiler ne istiyor sorusunu
sordugumuzda, festivallere katilmak, Istanbul Devlet Senfoni’de Solist olarak
¢ikmak istiyorum gibi istekler olabiliyor. Bu istekler sonucunda ben bir ¢alisma
gergeklestiriyorum. Bunun disinda bir konser yapiyoruz. Diyelim ki Yeldegirmeni
Sanat’ta biitiin prosediirleri gecip onaylar1 aldiktan sonra konser oluyor. Konser
olmadan Once program {izerine birlikte karar veriyoruz hep. Ben tabi ki
yonlendiriyorum, sOyle bir sey olursa bu bilet satisin1 daha da etkiler gibi, ¢iinkii

bir yerden licilincii bir goz olarak bakmamiz lazim etkinliklere.
Yani biraz daha kitleyi diisiinerek mi konser organize ediyorsunuz?

Kitleyi diisiinmemiz lazim ama Kkalitemizden de o0diin vermememiz lazim.
Yani kalkip popiiler sarkilarin aranjesini yaptiginizda o salon dolar. Mesela iinlii
pop sanatcilariin sarkilarini aranje yaptirtyorsunuz, orkestra ¢aliyor ve popgular
geliyor o konser zaten dolar. Bu popiiler senfoni gibi bir sey oluyor. Ama direk
klasik miizik sanatcist istegi yoniinde yapacaksaniz aslinda en Onemlisi
miizikalitedir. O miizikalite iyi oldugunda basta belki bilmiyorlar nereye
geldiklerini ama dinledikten sonra orada bir kitle yakaliyorsunuz. Daha sonra bir
kitle yakalayana kadar bazi parametreleri birlikte ilerletmek lazim. Mesela biraz
bilet satis odakli diisliniiyorsam, sanat¢1 da diyor ki bana “Ama bu eserde sOyle

onemli program da olmal1”, o yiizden karsilikli ikna ediyoruz birbirimizi.
Bu parametreler nelerdir mesela?

Tabi ki oncelikle salonlarin en biiyiik beklentisi bilet satisi. Mesela programda
kim var, bu bize ne kadar doniis saglar? Sanat¢inin biitcesi ne? Bu biit¢eye biz ne
kadardan bilet satabiliriz? Bu bileti sattiktan sonra bunun bize ilerdeki geri doniisii
ne olacak? Yani 6zel kurumlar direk buna bakiyorlar. Ozel olmayan kurumlarda
ise aslinda biraz daha kisisel baglantilarla da ilerliyor bu isler. Kisisel baglantilarla
ilerliyor ama tabi ki yine sunulan sanatg¢inin en iyisi olmasi lazim ki, attyorum
digerlerinin arasindan sivrilebilsin. Yani miizikalite ¢ok Onemli, sanat¢inin iyi
olmast 6nemli. Onun sonucunda iste, ne kadar bilet sattirir konusu devreye

giriyor. Sattirdiktan sonra bunlarin ona getirisi ne ve ileriye doniik artilar1 ne
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olacak? Yani, bir daha bunu sahneye koyabilecek miyiz gibi sorular sorulmaya

baslaniyor.

Sanatcilar, menajerler ve konser mekanlar1 arasinda nasil bir isleyis var ve

sozlesme gibi yasal detaylar nasil ele alimiyor Tiirkiye’de?

Aslinda bu gilizel bir soru c¢linkii biiyiik bir eksik var sanat¢1 ayaginda. Bu
yaptiginiz ise gore degisiyor tabi ki ama Artist Management ile birebir s6zlesme
yapabilirsiniz sanatc¢iyla. Yani dersiniz ki, “Ben senin bundan sonraki yiikiinii
aliyorum” ama tabi ki bu bir siire¢ ve elimizde bir sihirli degnek yok. “Seni biitiin
salonlara c¢ikartiyorum” diye bir sey s6z konusu degil bir anda. Menajer bu
noktada biiyiik bir emek veriyor. Kurumlar1 ariyor, sanat yonetmenlerini artyor
biitiin baglantilarin1 kullaniyor ve diyelim ki birka¢ konser yapiyorsun. Onunla
birlikte tabi ki sosyal medya su anda ¢ok onemli ve benim en 6nem verdigim
sey. Clinkii bir buguk, iki yildir asag1 yukar1 bu isi yapiyorum ama bu kadar kisa
slirede biiyiik firmalarla baglantiya gegmemdeki en temel sebeptir sosyal medya.
Ciinkii bizim bir de en biiyiik eksigimiz (biz derken klasik miizik sanat¢ilarindan
bahsediyorum) sosyal medya yonetiminin olmayisi. Herkes kayit altina almali
yaptig1 isleri. Sosyal medya dedigin bir dakikalik bir gorselden ibarettir. Onu
paylagman lazim. Mesela onun yonetimini kendimce iyi yaptigimi diistiniiyorum.
En azindan bir buguk yildir bu kadar asama kaydetmemin sebebi bu. Ciinkii
gorliniir kiliyorum. Kabugu kirma mevzusu ¢ok énemli ve elimden geldigince onu

yapmaya calisiyorum. Bu noktada bu bir siireg.
Sanat¢1 Menajer sozlesmesi yapmak gerekli midir?

S6zlesme yapmazsaniz, sanatci ile diyelim ki onu gordiiler ve direk sanatgiya
ulastilar. Mesela Youtube’a diyelim ki bir video yiiklendi ve bunu goriip “Bir
keman sanatcisi var, ¢ok iyiymis, bunu arayalim, orkestraya ¢agiralim” dediler.
Simdi artik seninle ¢aligmaya bagladiktan sonra nereden gordiigiinii bilemezsiniz.
Senden mi gordi yoksa yYutube’dan m1 gordii bilemezsin. Belli ki burada bir el
var ve onun sayesinde goriiniiyor diye diisiinlilmeli ama eger o sdzlesmeyi

yapmazsan direk sanatgiya da ulasabilirler. Seni aradan ¢ikartabilirler. Sanatc1 da

136



diyebilir ki “Sana gelmediler, direk bana ulastilar.” O noktada “Senin i¢in o kadar
calistim. Seni gorliniir kilmak icin elimden geleni yaptim ve o sayede belki sana
geldiler” gibi tartigmalara yer vermemek icin sdzlesme Onemlidir. Sanatgi ile
sozlesme yapilmasi lazim. Burada tabi ki mesela bir sozlesme taslagi
hazirlayabilirsiniz. Hazirlandiktan sonra sanat¢iya sunulacaktir tabi ki. Sozlesme
stiresi bence minimum iki y1l olmali ¢linkii o bir yillik siire¢ sizin zaten karsilikli
birbirinize alismaniz ve kendinizi bir yerlere gosterme zamaniniz. Ondan sonraki

bir yilda artik is gelmeye baslayacaktir.

Kurumlarla sozlesme yapmak kismina gelirsek zaten eger 0Ozel sektorle
caligiltyorsa onlar bunu direk talep ediyorlar. Bizim en biiyiik sikintimiz, yine
biz derken klasik miizikcilerden bahsediyorum. Mesela biz popgulari ¢ok
elestiriyoruz ama popgularda bu diizen ¢oktan var. Benim tanidigim pop miizik
sarkicilarindan biri diyor ki “Ozlem liitfen menajerimi arar mism?” Ciinkii
prosediir budur, olmast gereken budur. Bir yonetim olmasi lazim. Yonetim
olmazsa parasiz bir sekilde biitcesiz konserler yapilmaya devam eder.
Degerin bilinmez ve seni bir sekilde “Arkadasim nasil olsa” diye konserlere
cagirirlar. Bunun Oniiniin kesilmesi lazim ¢iinkii biz 11 yil biiyiik emek veriyoruz
konservatuar okuyarak ve bu emegin karsiligiin olmasi lazim. Bu da ancak bir
yonetim ile, bir management ile olur. Bir firma ile olabilir. Bu noktada sanat¢1 ile
karsiliklr acik iletisimi tercih ediyorum ¢iinkii sahnede onun yaptig1 isi yapamam,
c¢linkii onlar saatlerce caligiyor, sahneye bir sey koyuyor ama o da benim yaptigim
151 yapamaz. Ciinkii ben de onu oraya cikartabilmek i¢in inanilmaz bir emek sarf
ediyorum. Bu tamamen bir is birligi. Ben olmazsam o olmaz, o olmazsa ben
olmam. Bu ¢ok net. O yiizden sozlesmeyi koyacaksin ve “Benim gorev
tanimlarim ne? Kars1 tarafin gérev tanimi ne?” gibi maddeler konulacak. Bu
stirecte silire bir yillik m1, iki yillik m1 olacak, sonrasinda bireysel ve kurumsal
kontaklara Polka Miizik ile ya da menajerimle iletisime gecin, deme noktasina

gelmek gerekiyor.

Kurum ayagina gectiyseniz de kurum ile sézlesme yapiyorsunuz. Bu iste “Su

tarihte, su saatte, su etkinlik yapilacaktir. Bu is Polka Miizik araciligiyla
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yapilacaktir. Polka Miizik haricinde bu etkinlik yapilamaz” dediginde de kurumu
baglamig oluyorsunuz. Yani sanatci o kurum ile sensiz irtibata gegcemiyor oluyor.
Eger burada sanat¢1 ayagini bosta birakirsan, diyelim ki orada Istanbul Devlet
Senfoni’de gordiiler ve Zorlu ya da CRR diyor ki “Cagiralim bu sanatcgiy1” ve
onunla direk iletisime geciyorlar. O bosta olursa tabi ki gider ve bu arada harcanir
o sanatg1 ¢linkili diisiik biitgeye gidebilir. “Ben zaten seni taniyorum, gel, c¢al”
derler. Bir de bizimkilerin maalesef is alan1 olmadig i¢in klasik miizik¢ilerin is
olsun diye yeter ki kendimi tamitayim diye ¢alisiyor. Ama oysaki araya bir
araci koydugun an bir kere sen profesyonel oluyorsun. Ondan sonra bir katma
deger katiyor sana menajer ile calismak. O katma deger ile birlikte kasen
yiikseliyor, prestijin artiyor. Artik gercekten emeginin karsiligini almaya bagliyor

sanatcilar.

Kase konusunda iicretlendirmeyi yani fiyatlandirmayr neye gore

yapiyorsunuz? Hem menajer icin hem sanatgi icin soruyorum.

Bu da giizel bir soru. Maalesef devlet kurumlarinda bunu siz belirleyemiyorsunuz.
Ciinkii zaten c¢ok kisitl biitgelerle ilerleniyor su anda. Hatta Devlet Senfonileri
bile sponsorluk aliyor. Mesela Denizbank, istanbul Devlet Senfoni Orkestrasi’nin
sponsoru. Bunlar da sponsorluklarla ilerliyor ama onlarin belirledigi bir kase var
Yerli sanatg1 kagesi, yabanci sanatci kasesi diye. Bu noktada benim, yani bir
miizik menajerlik firmasinin ¢ok bir beklentisi olmuyor. Olamaz c¢iinkii gizli bir
sey de degil, 1.500 TL aliyor diyelim ki sanatci. Oradan belli bir yiizde anlagmasi
yaptyorsun sen sanatciyla, o sekilde ilerliyor siire¢. Cok biiyiik bir getirisi olan bir
is degil ama her sey para demek de degil. Clinkii prestij de onemli, yani sizin
orada yer almamiz da ¢ok Onemli. Dolayisiyla bazen parayr da gbéz Oniinde
bulundurmadan yaptiginiz isler oluyor. Devlet Senfonilerinde maalesef karsilikli
teklif konusulmuyor. Mesela Fazil Say simdi diinya ¢apinda bir marka, onu bagka
kategoriye koyuyoruz. Bazi 6zel isimler var. Aslinda bunlari elestirenler de ¢ok
var ama ben elestiremiyorum ¢iinkii inanilmaz degerler bu sanatgilar bizim igin.
Yani kalkip bir gecede Demet Akalin’a 150 bin TL veriyorsan, onu Fazil Say’a

ver, gbziim agik kalmaz. Ama bu demek degildir ki tek el olsun. Kemik sanat¢ilar
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var sektorde, mesela Fazil Say, Giilsin Onay, Cihat Askin, Giirer Alkay orkestra
sefi. Tamam, c¢ok iyi bu isimler, zaten bizim en biiylik degerlerimiz ama sadece bu
sanatcilar yok. Bunlarin haricinde biri Onerildiginde de bu kadar yapabiliriz
demek yerine daha agik fikirli bir tutum ile gen¢ sanatc¢ilarin éniiniin acilmasi
lazim. Ya da sadece kisisel kontaklarla baz isler ilerliyor mesela. Bu ger¢ekten

boyle yiiriiyor, kisisel kontaklarla yiirliyor maalesef.

Devlet Senfonilerinde ¢calmanin sonradan baska konser olanaklarina fayda

saglama durumu var m?

Tabi ki ¢iinkii onun i¢in de PR anlaminda da pek ¢ok ulasamayacaginiz yer var.
Burada bir siirii ayak var, PR ajansi, miizik management kismi yani reklam
firmasi, miizik menajeri kismi1 ve sanat¢i var. Simdi Devlet Senfonilerinin de
zaten anlagmali oldugu reklam ajanslar1 var. Orada c¢iktigimizda zaten
otomatikman pek c¢ok yazili ve gorsel basinda yer aliyorsunuz. Istanbul Devlet
Senfoni ya da Cumhurbaskanligt Senfoni bir sanat¢i igin en biyiik prestijdir
mesela Tiirkiye’de. Oralarda ¢ikiyor olmaniz sizi birka¢ adim 6ne ¢ikartiyor. Ya
da diger senfonilerde duyuluyorsunuz ciinkii diger senfoniler de takip ediyor
birbirlerini. Dogal olarak bir sonraki sezona oraya gelme sans1 doguyor. O ylizden

de bu 6nemli olabiliyor.
Sonra ozel sektorde de daha kolaylasmis mi oluyor?

Ozel sektdrde kolaylasiyor ama zannetmeyin ki 6zel sektérde de cok alan var. Ne
var 0zel sektorde? Borusan Filarmoni var, Tekzen var. Onun disinda Zorlu’nun

yaptig1 bir takim 6zel etkinlikler var. Sinema Senfoni var duyulan.
Solo resital anlaminda ¢ok sinirh alan var degil mi?

Solo resital anlaminda ¢ok sinirliyiz. Bunu yapan bazi dernekler var. Solo
resitaller i¢in siz konser salonlarina bagvurabiliyorsunuz. Konser salonlar1 zaten
size bir iicret 6demiyor bu noktada. Hatta o konser salonunun bir bedeli oluyor.
Konser salonuna o bedeli ddiiyorsunuz. Eger bilet satmak istiyorsaniz, onun

disinda konser salonu size tahsis ediliyor. Siz 0 salonu tahsis edip kendiniz bilet
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sattyorsunuz. Zaten sanat¢i kendisi bilet satamaz ¢iinkii fatura kesemiyor. O
noktada, iste bizim gibi firmalara ihtiya¢ duyuluyor. O sekilde bilet satisi

yapilabiliyor salonlarla.

Klasik miizik sektoriinde sistemdeki en biiyiik bosluk nerede sizce?
Yurtdisinda boyle takip ettiginiz ornekler varsa orada nasil bir sistem isliyor

ve bizim daha ne kadar yolumuz var? bBnu sormak istiyorum.

Bizdeki en biiyiikk eksik tabi ki devlet desteginin az olmasi. Orkestralarda
kadrolasmanin olmasi lazim, bir kere o biiyiikk bir eksik. Onun disinda 6zel
sektorde sponsorluklarla ilerliyor isler zaten. Firmalarin klasik miizikle prestij
anlaminda bir reklam sagladigi ortada. Mesela Borusan Filarmoni 6zelinde
bakacak olursak, Borusan marka degeri biiyiikk bir firma Tirkiye’de. Ama
yurtdisinda bunun bilinmesindeki en biiyiik etken Borusan Filarmoni Orkestrasi.
Cok biiylik bir gideri var, kabul ediyorum ama bunlar onlara yatirnm olarak geri
dontiyor. Yani 0Ozel sektoriin bunu anlamasi lazim. Ama tabi ki devletin
desteklemesi gerekir ki isttihdam alan1 yaratilsin. Kag mezun veriliyor bilmiyorum
ama minimum Eskisehir Devlet Konservatuart ve Mimar Sinan bilerek
konusursak mesela herhalde her siniftan bir tane, her yil 20’ser mezun verse bu
cocuklar nerede ¢aliyor, yani nerede calabilirler takviye disinda? Ancak birtakim
sponsorluklarla ortaya ¢ikan Zorlu’daki konserlerde calabiliyorlar. Bunlar ¢gok 1yi
ornekler. Ama bunlar sadece Istanbul’da var. Ciinkii Istanbul bir metropol, ¢ok
bliytik ticari bir akis var ve dogal olarak biraz daha rahat para harcanan bir sehir
oldugu i¢in. Eskisehir’in orada sadece Belediye Senfonisi var. Birde ASO var,
tiniversitenin Anadolu Senfoni Orkestrasi, onun disinda hicbir sey yok. Onlarin da
zaten kadrosu var, takviye ihtiyact yok. Dolayisiyla her sehrin bir senfonisinin
olmast lazzim ki bu g¢ocuklar mezun olduktan sonra bir is alanlari olsun. Bu
Tiirkiye’de bilyiik bir eksiklik. Is alani yok. Birinci temel sebep bu. Avrupa
Ornegine gittigimizde en kiiciik sehirden en biiyiik sehre kadar senfonilerin ve

orkestralarin oldugunu goriiyoruz.
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Bir devlet destegi lazim ¢iinkii devlet yapinca 6zel sector de bunu destekliyor.
Devlet yapinca insanlar diyor ki “Bu iyi bir seymis, biz de yapalim. Ciinkii ne
denir, on tekerlek nereye giderse arka tekerlek de oraya gider. Ondan sonra 6zel
sektor devreye girer. Ozel sektorde biiyiik firmalarin bu isin bir prestij ve
reklam oldugunu anlamasi lazim. Ben biliyorum ki bir senfoni ile yildoniimiinii
kutlayan ve sadece senfoni oldugu i¢in yurtdis1 basininda yer alip milyon dolarlik
geri doniis alan firmalar var. Giivenilirlik sagliyor. Mesela burada “Unlii bir
popcu cikartayim” diyen olmuyor ¢iinkii popcunun uluslararasi bir alanda ¢ok geri

doniisii yok.

Ciinkii aslinda Tirkiye’ye 6zel kalmis oluyorlar, kullandiklar1 dil itibariyle.
Aslinda miizigin bir dili yok. Evrensel oldugu i¢in daha fazla deger s6z konusu.
Ama Harbiye Acikhava konserleri var, bu tabi ki bir gelenek gibi ve mesela Tiirk
Hava Yollar1 sponsor bu konserlere. Tabi ki bunun da bir geri doniisli oluyordur
ama bu prestijli bir geri doniis. O nokta ¢ok 6nemli bence ve devletin istihdam
yaratmasi. Su an tam olarak kag¢ senfoni var bilmiyorum ama Eskisehir Devlet

Senfonisi yok, Konya Devlet Senfoni, Diizce Devlet Senfoni yok mesela.
Klasik miizik izleyici kitlemiz ile ilgili ne diisiiniiyorsunuz?

Klasik miizik izleyici kitlesinin  bilingli  olarak geldigini ¢ok da
sOyleyemeyebilirim. Aslinda bunu bir zevk, bir hobi olarak yapiyorlar. Klasik

miizik sevdigi i¢in geliyorlar ama tabi ki ¢ok ciddi takip edenler de var, yok degil.
Peki, popiilasyon?

Popiilasyon, tabi ki genelde “Klasik miizik dinleyelim” diye gelen ¢ok bilingli bir
kesim. Biraz aslinda meraktan, hobi olarak ilgilendikleri ic¢in geldiklerini
diisiiniiyorum. Ciinkii bununla ilgili bir altyap1 lazim. Baktigimizda, diyelim ki
modern miizigi biz bile konservatuardan mezun olan insanlar olarak
dinledigimizde zorlanmiyoruz. Bu disaridaki bir dinleyicinin klasik miizigi
dinlemesi zorluguyla paralel bence. Dogal olarak ¢ok okumak lazim. Entelektiiel

merakin olmasi lazim ki o eserler, ¢calinanlar anlasilsin.
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Zorlu’da ki, mesela Halit Ergenc gibi iinlii isimlerin ¢iktig1 konserler i¢in ne

diisiiniiyorsunuz?

Bunlarda sanatsal igerigi yok diyemem, tabi ki var ama mesela iinlii dizi
oyuncularini orada rol aldirmak demek, tabi ki bir biitgesel kaygidan oluyor. Cok
gideri var ama ¢ok da geliri var. Ciinkii ¢ok daha fazla yazili ve gérsel basinda yer

aliyorsunuz. Daha ¢ok kitleye ulasiyorsunuz.
CEV Sanat’in gen¢ miizisyenlerle yaptiklariyla ilgili ne diisiiniiyorsunuz?

Cok destekliyorum. Cok basarili bir proje. CEV mesela ¢ok elestiriliyor bu
popiiler isimlerden dolayi. Ben o noktada diyorum ki elestirin insanlari, tamam.
Ben de bazi seyleri elestirdigim i¢in bu yola ¢iktim ama bir seyi elestiriyorsaniz
bunun Kkarsihginda o zaman bir icraat da gormek istiyor insan. Yani
elestiriyorsaniz mesela CEV Sanat’l, bunun karsiliginda bagka bir sey kurun ve
gosterin bunun bize nasil olmasi gerektigini. Evet, popiiler isimler kullaniyorlar.
Popiiler repertuarlar segiliyor. Ancak bu bir yerlerde belki goriiniirliigii daha ¢ok
sagliyor. Mesela oraya Halit Ergen¢’i degil de bir opera sanatgisini getirsen daha

az kitleye ulagmak anlamina gelecektir.

Sizce Berrin Yoleri’nin yaptig1 ile bir menajerin yaptig1 arasinda nasil bir

fark var?

Berrin Yoleri menajerlik yapmiyor, CEV Sanat’in bagkani ve o bir network ag1.
Yani zaten bu isin en temeli. Berrin Yoleri su an en bas. Bir piramit ¢izdiginizi
diisiiniin. Bu isteki en dnemli baglanti o kapiy1 acacak kisidir. Yoleri o piramidin
basini olusturuyor. Onu bulduktan sonra devaminda bir menajer gerekir ama bunu
Tiirkiye’de yapan c¢ok az kisi var. Klasik miizik alaninda bahsediyorsak tabi. Hep
klasik miizik alaninda konusuyoruz ¢iinkii. “Gate Keeper” birine ulasmak lazim
ve bir menajerlik firmasma. Menajerlik firmasi1 ya da genel sanat yonetmeni
olabilir bu aslinda. Mesela disaridan bir goz olarak bakiyorsak, Berrin Yoleri
biitiin baglantiy1 sagliyor ve sonra bir genel sanat yonetmeni bulabilecek
sanatcilara gidiyor. Bunlar mesela CEV &rneginde Cihat Askin ve Ibrahim Yazici

olabilir. Sonra sanatgilar projeleri uygulamalari i¢in “Bizim bunu birine
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yaptirmamiz lazim” dediklerinde, iste menajerlik firmasi devreye giriyor. Orkestra
kurulmasi, sanatci getirilmesi gibi isleri menajerlik firmasi ayarliyor. Yani adim
adim o piramidin pargalar1 olusmus oluyor ve en son salon bulunmasi ve tahsili ile
birlikte konser gerceklesiyor. Sanat ¢ok biiyiik bir finansman gerektirdigi icin
cogunlukla sponsorluga ihtiya¢c duyuyor bunu futbol gibi diisiiniin, yani spor
gibi diisiiniin. Futbol takimlar1 da su anda arkalarinda sponsor olmasa bu

kadar milyon dolarlar kazanabilir mi? Tabi ki hayir.

Sosyal medyadan ¢ok bahsettiniz, orada en dikkat ettiginiz unsur nedir?
Sanatcry1 goriiniir kilmanin disinda “Buna dikkat ediyorum, boyle goriinsiin

istiyorum” dediginiz seyler var m?

Var tabi ki. Normal bir sosyal medya kullanicis1 gibi diistinmek lazim aslinda.
Hani, ne yapiyorsunuz orada? En giizel fotografimizi, en giizel karenizi
koyuyorsunuz. Burada da en iyi ¢aldig1 videoyu koyuyorsunuz. Bizde en 6nem
verdigimiz sey gorsellik degil. Tabi ki gorsellik pek cok kapiyr agiyor ama ondan
once miizikalitesi dnemli. Dogal olarak bunu gostermek i¢in videolar hazirlamak

lazim.

Burada bir miizisyen olarak dl¢me degerlendirmede avantajimzi1 kullaniyor

musunuz?

Bence zaten benim en biiyiik avantajim o oldu. Miizisyen olarak bu ise baglamak
bir avantajdir. Cilinkii sahneyi biliyorsunuz. Gereksinim ve ihtiyaglar
biliyorsunuz. Dogal olarak ona gore hareket ediliyor ve biiyiik bir avantaj bence

bu durum.

Klasik miizik menajerliginin pop ve diger miizik tiirlerinin menajerliginden

ne farki var?

Zor, daha zor ve yonetim yok. Yani mesela onu en basinda da sdyledim.
Elestirdigimiz pop miizik sanatgilar1 sistemlerini kurmuslar. Klasik miizik
sektoriinde bir sistem yok. Diger miizik sektdrlerinde bir menajerlik sistemi var.

Diyorum ya, tanidigin biri bile olsa diyor ki “Menajerimi ara”. Ciinkii bu bir
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sektor baktiginda ve bir i alani, bir isttihdam. Sahne alan1 yaratmak popgularin iyi
oldugu bir alan ¢iinkii onlar sadece ticari kaygt giiderek yaptigi icin bu isi, biitiin
prosediirleri biliyorlar. Oradaki menajerler bizim gibi konservatuardan mezun
insanlar degil. Oradakiler belki isletme bitirmis, bu bir avantajdir mesela. Biz
sonucta bilmiyoruz isletme. Bunlarm olmasi lazim. Isletme bildigi i¢in dogal
olarak hukuki siirecleri de biliyor ve ona gore sdzlesmesini yapiyor, anlagmasini
yapiyor, aradan menajerin ¢ikartilmamasi gerektigini biliyor. Tabi ki ¢ok fazla
alanlar1 var. Bizde zor olmasinin sebebi alan yok. Cok az alan var ya da sadece
Istanbul ile simirhyiz. Istanbul’da var, ¢ok da fazla var ama sadece Istanbul
olmamali bu. Alan az oldugu i¢in miizisyende “Ben kendimi gostereyim” kaygisi
var sadece. Hep c¢almak istiyor. Orada prosediir islemiyor, belli bir sistem
eksikligi var. Bu sistemde konservatuardaki 6grenciyi bilinclendirmek icin belki
kiiltiir yonetimi, miizik yonetimi gibi dersler saglanmasi lazim. Sanatcilarin
bilinglendirilmesi lazim bu konuda. Ciinkii aslinda Avrupa’da bile baktigimizda
menajerlik sistemi var. Aslinda Avrupa’da bile c¢ok ileri diizeyde diyemiyoruz

klasik miizik baglaminda. Mutlaka biraz popiilerlesmek gerekiyor.

Parlayan biitiin sanatcilarin arkasinda bir yonetim var. Fazil Say’in bir
yonetimi var. Cihat Askin’in bir yonetimi var. Yani bir yonetimle birka¢ beyin bir
araya gelirse bu is yiiriir. Bizim bile, yani eSer ben bir yonetim yapmaya
calistyorsam burada beni sanat¢t da ¢ok yonlendiriyor. Eminénii’nde de balik
yiyorsunuz 5 liraya, 10 liraya ama Arnavutkdy’de daha pahaliya balik yiyorsunuz
¢linkii onun bir sunum taktigi var. Yonetim de bu aslinda, birtakim beyinlerin bir
araya gelerek, belli fikir birlikleri yaparak bunlar pazarlama teknigi, biz

menajerler de miizik pazarliyoruz bir nevi.

Cok cok tesekkiir ederim.
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Cihat Askin ile bir roportaj...

Seda Coruk’un Cihat Askin ile yapmus oldugu réportaj; Istanbul,
ITU MIAM, 19 Nisan 2019

Oncelikle sizin deneyimlerinizi duymak bu arastirma icin ¢ok degerli olacak.
Tiirkiye’deki  yonetim yapilariyla ilgili  diisiinceleriniz  nelerdir?

Kariyerinizde yonetimsel anlamda nasil bir strateji uyguladiniz?

Tiirkiye’de miizik sektorii her alanda Avrupa’nin sistemlerine gore daha farkli
yiirliyor. Suna dikkat ¢ekmek isterim, en basta Avrupa’da bir konser tertip etmek
Ingiltere’de 1600°1ii y1llarda baslamis. Bilet satis1 ile bu ise baslamslar ve ilk bilet
satish konserler 17. ylizyil’dan itibaren baglayarak devam etmis. Biiyiik bir
gecmis var bu anlamda. Amerika’da keza, 19. yYiizyil sonlarindan itibaren bu
devam ediyor. Dolayisiyla onlarin gelmis oldugu yerle bizim iilkemizdeki anlayis
arasinda bir fark var. Bat1 biraz daha bu ise ticari bakabiliyor. Tiirkiye’de ise bu
ise ticari bakmak ¢ok daha yeni. Belki Osmanli’nin son dénemlerinde,
Cumhuriyet’in ilanindan sonra olusan miizik sektorii biraz daha miizik halka
indigi i¢in Cumbhuriyet ile beraber bu isin ticaret tarafi da daha fazla
yayginlagmaya baslamis. Bu agidan baktigimiz zaman Almanya’da, ozellikle
Avrupa’da, Rusya’da, keza Amerika’da daha sonra ortaya c¢ikan konser
diizenleyen insanlar, sanat koruyucular1 konserleri tertip ederek bilet satma yoluna
gitmisler. Hatta sanatgilarin bazilarmin da gisede durup bilet sattigi rivayet
olunuyor. 19.yiizyilda dolayisiyla bu anlamda bu isin ticaret olarak algilanmasi
meselesi soru isareti. Onu ¢Ozdiiglimiiz zaman, zannediyorum Tiirkiye’de de
bunun cevabini ¢ok daha rahat verebiliriz. Tirkiye’de bu isin ticari olarak
algilanmasinin Oniiniin agilmasi, tabi ki miizikhol, gazino kiiltiirii ile olmus.
Normalde sanatcilar 6zellikle popiiler alanda Tiirk Miizigi, Klasik Tiirk Miizigi
sanatcilar1 bu konserlere para organizasyonu ile konserleri satmislar ve dolayisiyla

bu anlamda bir sektor olusmus.
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Sanatcilarin menajerligi meselesi ise baska bir konu. Miizik sektdriinii biz bdlecek
olursak, sanatcilar1 temsil eden sanat¢ci menajerligi farkli bir sey. Konser
promosyonu c¢ok farkli bir sey. Sahne organizasyonu ¢ok farkli bir sey.
Dolayisiyla bunlarin aralarinda biiyiikk farklar var. Bunlar Avrupa’da ve
Amerika’da ihtisaslasmis durumda. Tiirkiye’de ise bunlar ¢ok yeni yeni olusmaya

baslamis alanlar ama aklimiza gelen.

Istanbul Tiirkiye’nin kiiltiir yasaminda 1920°li yillardan itibaren ¢ok daha aktif bir
yer tutmaya bagliyor. Bu yillardan itibaren diizenlenen konserler, organizasyonlar
ve daha ¢ok gayrimiislim vatandaslarin ve yurtdisindan gelenlerin bu ise el attig1
ama daha sonra yavas yavas 1945°ten sonra Filarmoni derneginin ortaya ¢ikmast
ve Istanbul’da San Sinemasinda’ki konserler, ilk emprezaryo insanlarin ortaya
cikmasina sebep olmustur. Dolayisiyla bu tip insanlarin ortaya ¢ikmasi daha ¢ok
yurtdisindaki O6nemli klasik miizisyenlerin Tiirkiye’ye getirilmesi amaciyla
baslamis 1930’Iu 1940’11 yillarda. Daha sonra Omer Umar, rahmetli Tiirkiye nin
ilk menajerlerinden birisi kendisi. Cok biiyiik hizmetler vermis, Tiirk sanatcilarini
yurtdisinda tanitmis. Yurtdisindaki sanatcilar1 ve farkli festival gruplarini
Tiirkiye’ye getirtmis 1960’11 1970°1i yillarda. Ama daha sonra goriiyoruz ki bunun
bir sektor halini almas1 ¢ok zor. Ciinkii bu islerde parayr veren 6zel sektdr yok
veya ¢ok az var. Daha cok devlet bu islere 6n ayak oluyor. Mesela Sovyetler
Birligi’nde Devlet Konser Biirosu var. Devlet Konser Biirosu bu isleri yapiyor.
Kiiltiir Bakanliklar1 g¢ergevesinde Kiiltiir Bakanliklar1 devletleraras1 bir takim
faaliyetler yiiriiterek bu ¢alismalar yapiliyor. Ozel sektdriin 1980°lerden, dzellikle
1990’lardan sonra devreye girmesiyle bu anlamda tekrar menajerler tiiremeye

baslad1 Tiirk miizik hayatinda da.

Menajerler acikcasi sanat¢i temsiliyetinden ¢ok konser organize etme isine
girdiler. Yani bir proje satilmasi; zaten biitiin diinyada da isler ¢cok evrildi. Artik
sanat¢t menajerligi demode bir kavram halini aldi. Ciinkii sanat¢ilar artik kendi
baglarina varlar. Ciinkii sosyal medyanin kacinilmaz ve biiylik bir etkisi var.
Tirkiye’de bu anlamda proje organize eden, proje yapan bir takim organizatorler

var. Bu organizatorler ¢esitli festivallere, konser salonlarina ve belediyelere proje
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satarak, ellerindeki projeleri satarak konser organizasyonuna girisiyorlar. Sunu

sOylemek isterim; konseri organize etmek hakikaten sanildig1 kadar kolay degil.

Tiirkiyedekilerin bu isi hakkiyla yapabildigini sdyleyemem. Basindan sonuna dek,
¢linkii konserin organizasyonu A’sindan Z’sine kadar ¢ok teknik detay gerektiren
bir ig. Siz sahneyi mi organize ediyorsunuz yoksa konseri tanittyor musunuz? Bir
sanatclyt m1 temsil ediyordunuz? Biitiin bunlar ¢ok ihtisaslagsmasi gereken
konular. Dolayisiyla Tiirkiye’de heniiz bu ayrimlar, ihtisaslar baglamadi. Ancak
ne zaman baslar? Bu isten para kazanildigt zaman baslar. Popiiler miizik
piyasasinda Tiirkiye’de pop miizik sanat¢ilarinin hakikaten Batili anlamda biraz
daha yakin menajerleri var. Onlar hakikaten bu anlamda giizel para kazaniyorlar,
is yapiyorlar ve temsil ediliyorlar. Ciinkii bu isin bir bedeli var yani alip
satilabiliyor. Ama klasik miizikte bu alim satim meselesi heniiz popiiler miizikteki
kadar ¢ok fazla olmadigi i¢in ister istemez klasik miizikte bu menajerlik sistemi
cok fazla islemiyor. Mesela Tiirk Miiziginde de bu ¢ok fazla islemiyor. Halk
Miiziginde ve Tirk Miiziginde de daha az igliyor. Ciinkii daha ¢ok sanatgilar
bireysel olarak kendi organizasyonlarini yapiyorlar veya bir sekreter vasitasiyla
bir yardimci vasitasiyla bu organizasyonlar: takip ediyorlar. Genel durumu bu

sekilde.

Geng izleyicinin ilgisini ¢ekmek ve yeni seyirciler olusturmak icin klasik
miizik sektoriinde bir yonetim yapisinin olusmasi1 gerektigini diisiiniiyor

musunuz?

Mutlaka 6l¢ii alinmasi gerekiyor ama bu organizatorler, menajerlerin agikcasi
vizyoner olmalar1 gerekiyor, vizyon sahibi olmasi gerekiyor. Tiirkiye’de ben
bdyle vizyon sahibi menajer maalesef goremiyorum. Bir iki kisi var belki ama
onlar da maalesef giinliik popiiler politikalarin kisir dongiisiinde, biiyiik 6l¢ekli
yiiksek projeler yapamiyorlar. Hem ekonomik anlamda destek alamiyorlardir
belki, hem de agikg¢asi bunlar1 yaratabilme giigleri kiiltiir olarak, vizyon olarak ¢ok
eksik oldugunu sdylemeliyim. Bu anlamda tabii ki vizyon sahibi sanatcilarin,

vizyoner organizatorlerin, miizik insanlarinin, sanat insanlariin ¢ogalmasi ve bu
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tiir projeleri daha ¢ok topluma yaymasi dngoriilebilir, yapilabilir bir sey. Bu ancak
tabi ki miizik disiplininden degil de, miizigin yaninda sosyoloji, antropoloji,
finansman, iletisim, teknik medya bilgisi vs gibi bir takim bilgilere sahip olmay1
da gerektiriyor. Onun i¢in miizik yoneticiligi boliimleri agilmaya basladi. 1999
yilinda Miizik Yonetimi boliimiinii agtik. Dolayisiyla bu anlamdaki ¢alismalarin
yogunlagmasi, siklastirilmasi ve genele yayilmasi gerekiyor diye diistiniiyorum.
Mesela kurumlar artik alacaklart elemanlar1 bu sekilde diploma sahibi olan
insanlardan se¢meliler ki en azindan isin tahsilini yapmis olan, igin biraz daha

vizyon anlaminda bilebilmis insanlar1 gorev basina getirebilmeliler.

Sosyal medya artik cok biiyilk bir rol oynuyor Kisilerin kendisini

yonetmesinde dediniz. Peki, sosyal medya hayatimiza girmeden 6nce nasild1?

Basin vardi. Yine medya unsuru vardi. Yazili ve gorsel basin vardi. Radyo
roportajlari, posterler, el ilanlari, dedikodu seklinde kulaktan kulaga fisildamalarla
isin ylriitiilmesi. Sosyal medya biitiin bu gorsel, yazili iletisimin Oniine gecti.
Ciinki artik biitlin bilgiler telefonunuza geliyor. Telefonunuz da sizin her zaman
yaninizda ve aninda o bilgilere sahipsiniz. O bilgilere sahip oldugunuz i¢in bilgi
alma kaynaklari, veri alma kaynaklar1 ne kadar ¢ok pratik ve mobil olursa o kadar
yayginlasiyor. Iste belediye baskanlarindan tutun da devlet baskanlarma, parti
liderlerine kadar se¢cim zamanlarinda size ulasabiliyorlar. Herhangi bir firma mal
reklami yaptigi zaman sizin telefonlariniza direk olarak mesaj gonderiyor.

Dolayisiyla ¢ok biiyiik bir sey. Yani ¢iinkii direk size ulagiyor biitiin bu bilgiler.

Tiirkiye’deki deneyiminizle yurtdisindaki deneyimlerinizi kiyaslarsak en
biiyiik fark ya da problemler nedir? Tiirkiye’de nelerin gelismesi gerektigini

diisiiniiyorsunuz?

Cok biiyiik farklar var. Yurtdisinda bu isi yaptiginiz zaman olduk¢a resmidir. Sizi
bir konsere davet ettikleri zaman kontrat gonderilir. Kontratta tarihler, prova
tarihleri, isin sarti, ne i¢in oldugu gibi detayina kadar yazar. Dolayisiyla siz
kontrat1 aldiginiz zaman, o sdzlesmede, sizinle karsidaki kurum arasinda yapilan

so6zlesmede ne olup bittigi, sizden ne bekledigi ve sizin de onlardan ne beklemeniz
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gerektigi detayina kadar yazar. O kagidi aldiktan sonra sizin hi¢ bir sey
yapmaniza gerek kalmaz. Oradaki direktifleri uygulayarak konserinizi

verebilirsiniz. Tiirkiye’de boyle bir kontrat sistemi yok. Varsa bile %1 %2’dir.
Kontratlar: kimler yapmay tercih ediyor?

Kurumlar kontrat yaparlar. Yani sizi konsere davet etmek isteyen kurum kontrat

yapar ve size ulasir. Size ulagsmasi direk ya da menajerler yolu ile olur.
Tiirkiye’de nasil peki?

Tiirkiye’de daha c¢ok séze dayamiyor. Bir takim girisimlere dayaniyor. Direk
sanat¢iya yapilan tekliflere dayaniyor. Bu anlamda cok fazla ticari olay da
donmedigi icin Avrupa’daki anlami kadar soze sadik Da olunamiyor yani kontrat
uygulanamiyor tabi. Cok az kurum sozlesme yapiyor. O da formalite icabi
yapiyor, devlet kurumlari yapiyor mesela. Devlet Opera, Senfoni vs gibi kurumlar
bazen %50 oraninda sdzlesme yapiyorlar. Onun disinda belediyelerle de sdzlesme
yapiyorsunuz. Ama tabi ki vergi yasasindan sonar, ozellikle son 5-10 senedir
bunlar ¢cok daha denetim altinda. En azindan bir makbuz imzaliyorsunuz. Bir
fatura imzaliyorsunuz. Dolayisiyla o isin mali kismi farkli ama kontrat kisminda
da, ne bileyim mesela bugiin belediyelerde, 6zellikle Cemal Resit Rey’de bir siirii
konser iptal ediliyor. Neden iptal ediliyo?. Ciinkii 6denek yok veya bir salon
baska etkinlik icin aliniyor. Dolayisiyla iptal ediliyor. Sadece Cemal Resit Rey’de
degil, baska belediyelerde de oluyor bu. Bagka belediye salonlarinda da oluyor bu
durum. Dolayisiyla bdyle bir sey yurtdisinda s6z konusu olamaz. O salon o is i¢gin
ayrilmigtir, s6zlesilmistir ve onu yaparsiniz siz. Dolayisiyla orada ¢ok daha fazla
kurallara riayet ediliyor ve isin A’sindan Z’sine kadar her tiirlii hizmet yapiliyor.
Ozellikle Amerika’ya gittiginiz zaman, dnemli kayda ge¢mis salonlarda ¢aldigimz
zaman kontratin disinda prova saatiniz bile bellidir. Ne bir dakika erken
girebiliyorsunuz oraya, ne de bir dakika ge¢ birakabiliyorsunuz. Oradan nota
sehpas1 bile almaya yetkili degilsiniz. Sendikali miizisyenler her seyinizi kontratta
yazdig1 sekilde getirmekle yiikiimlii. Size onlar1 saglamakla yiikiimliiler. Bu

kiiciik detaylar1 da vermek gerekiyor. Bir piyanonun akordu, piyanonun
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getirilmesi, sahneye tasinmasi vs. 6zel sartlardadir hepsi. Ozel korunakl bir odasi
vardir. Bilmem ka¢ derecede ¢ok iyi nemlendirilir veya korunur. Onlar1 getiren
insanlar vardir. Hepsinin gorevi yazili talimatnameler seklinde yazilir. Yani
kurallarla bezenmistir, 6riilmiistiir. Tiirkiye’de boyle bir sey yok. Dolayisiyla daha

kirk firin ekmek yememiz lazim bizim.
Gelisim icin atilacak ilk adim nedir?

Gelismesi biraz zor bunun. Ciinkii bu toplumun kafa yapisiyla ilgili. Eger siz
giinliik islerinizde yasalara saygiliysaniz, trafik kurallarina saygiliysaniz,
komsunuzun hakkini yemiyorsaniz, bu sizin diizgiin isleyen bir kafa yapisina
sahip oldugunuzu gosterir. Diizgiin isleyen bir kafa yapisi da isi diizgiin yapar.
Dolayistyla konserin nasil olmasi gerektigi detaylardan biridir bence. Bugiin
mesela biitiin trafigi tikamig, giiniin en islek saatinde bir kaldirima iki sira park
yapabilmis bir uygulama goriiyorsaniz, konserde bunun benzeri mutlaka olur.
Onun i¢in bunun gelismesi sadece miizik sektdriinde gelismelere bagl degil. Tiirk
insaninin genel diisiincesinde, kafa yapisinda daha toplumsallasmasi, daha
medenilesmesi ve daha kurallara, yasalara uygun davranmasi sekliyle olabilir.
Burada kurallar daha ¢ok kisilere baghdir. Avrupa’da da kisiler yonetir ama
oradaki kisiler kurallar1 koyarlar ve kurallara bagli olarak yiiriirler. Burada kisiler
kurallar1 koyuyorlar ama kurallara bagl olarak yiiriimiiyorlar. Sikinti buradan

kaynaklaniyor.
Sizin calistigimz bir menajer ya da ajans var mi suanda?

Hayir. Zamaninda c¢esitli arkadaslarla ¢alisttm. Hepsinden de giizel destekler
aldim. Destek de verdim ancak su anda herhangi bir kurum ile ¢alismiyorum ama
kendi projelerimi yaptirdigim, gorevlendirdigim bazi kisiler var. Yani kendi
sirketimde calistyorum. Kendim organize ediyorum. Bir sirketim var. O sirketin
vasitasiyla yasal olanaklari sirketim vasitasiyla kuruyorum. Bir konser teklifi
geldigi zaman gorevlendirdigim herhangi bir temsilci benim namima bazi seyleri
yiiriitebiliyor. Dolayisiyla bir takim isleri de yaptirmak istedigim zaman kendi

kiraladigim gorevliler o isleri yapiyorlar.
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Menajerlik gibi yonetim yapilarinin olusmasi ve genclerin kariyer gelisimleri

icin ne tavsiye edersiniz?

Karsiliklt dayanigsma sayesinde bu isler yiiriitiilebilir diye diisiiniiyorum. 21.
yilizy1lin miizisyeni inovatif olmak zorunda. Arastirmaci, gelistirmeci, kasif, yeni
seyler bulma pesinde, olusturmalar pesinde, olusumcu, girisimci, bunlar ¢ok
onemli. Bunu bir diinya insani olarak uygulamak zorundayiz. Aksi takdirde, eski
sistemlerle devam ettigimiz zaman onlarin gelisimi hi¢bir zaman miimkiin
olmayacak. Bu anlamda O6nemli calismalar yaratan isimler oldu Tiirkiye’de.
Onlarin tabi kisisel tecriibesi var. Biraz da tabi kisisel vizyonerlikle ilgili bu is.
Yani bu kisisel vizyonerligi ne derece zengin olursa bir insanin, o derece ¢ok
genis seyler yapabiliyor. Dedigim gibi vizyonerlik, miizik bilgisi, sanat bilgisi,
goriis, ondan sonra insanlarla iletisim, inovasyon, medya, finansman, sosyoloji,
antropoloji, biitiin bunlarin genis bir bilgi birikimine sahip olmak durumunda bu
isi yapacak olan kimse. Hepsinin bir kiside olmasi da zor tabi. Ama gelistirmis
olabilir insan kendini bu anlamda. Yani topluma bakisi o sekilde olabilir.

Dolayisiyla bu anlamda ¢ok daha sanslilar bu tip insanlar.

Vakit ayirdigimz ve bu degerli bilgileri bizlerle paylastigimz icin c¢ok
tesekkiirler.

Dilek I¢ginsel ile bir réportaj...

Seda Coruk’un Dilek Iginsel ile yapmis oldugu réportaj; Istanbul,
Lila Miizik, 31 Ocak 2019

Tiirkiye’de klasik miizik menajeri olan belli isimler var mdir?

Bu konuda Tiirkiye’de kim var menajer olan, diye sorarsaniz sdyleyemiyorum.

Bir donem, bir Fazil’in Serpil Varli vardi. Herkes benim menajerlik yapmami
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istiyor bu ylizden ¢linkii ben sanat¢i tarafinda duran biriyim. Daha dogrusu
sanatcinin  bakigi ile ¢6zmeye calistyorum olaylar1 ve biiylik bir kolaylik
sagladigimi soyliiyorlar bu durumun. Bunun birka¢ ayagi var. Bir ayak maddi
tarafi igin, Oblr taraf isin sanatsal tarafi. Simdi Almanya’daki menajerlik sirketi

bence onu da ¢ok iyi hallediyor. Clinkii miizik bilen insanlar ayn1 zamanda.
Alaturka Miizik gibi bazi firmalar var ama Tiirkiye’de degil mi?

Cihat Askin’in galiba bir grubu var. Alaturka Miizik var, evet. Beglim Aybar
ilgileniyor. Simdi sOyle bir sorun var. Sanat¢i tarafindan gelen eger birisi
konservatuar okuyup da, bir sey calip da o tarafa kayiyorsa, sanki daha sanatgi
gibi davraniyor. Isin daha baska taraflaria gidebiliyor. Mesela ¢ok alakasiz, ben
ne yapiyorum, onu size anlatayim isterseniz. Ben aslinda Sinema Televizyon
okudum. 17 Sene kiiltiir sanat televizyonculugu yaptim. Yani TRT den basladim,
86 yilindan itibaren her giin kiiltiir sanat programi, yarim saat-kirk bes dakika arti
sinema programlari, kitap, ondan sonra belgesel; boyle bir gegmisim var. TRT de
basladim, ondan sonra NTV, ondan sonra CNN Tirk’ten istifa ettim. Sonra o
sirada is artyordum, daha dogrusu bir yerde hocalik yapiyordum Serpil Bagriagik
bana is teklifinde bulundu.

Yaptiginiz isten ¢ok da uzak degil ama degil mi?

Yaptigim isten uzak degil. Ciinkii o seneden beri biitiin bu insanlar1 tantyorum.
Iste Evin Hanim’la calismistm TRT’de. Kimlerle yok ki roportajlarimiz, biitiin
diinyadan festivaller geliyor, gidiyor. Biz herkesle rdportajlar ve programlar
yaptyoruz. 30 seneden beri taniyorum bu insanlari. Biitiin IKSV ile yuvadan
arkadasiz diyoruz artik ¢iinkii ben basladigim zaman bu grup da yeni baglamisti.
Mesela Yesim sonra basladi. TRT’de program sunarak basladi. Festival programi
ben o zaman baglamigtim ¢oktan. Onlarin tabi bir taraftan miizik hayatlar1 da var,
dolayisiyla boyle bir ¢evrem var. Yazilari okuyorum, takip ediyorum, konserlere
gidiyorum falan, buraya geldim, "eyvah dedim nasil yapacagim. Yani ben bir
televizyoncuyum tamamiyla. Bir taraftan da bir televizyoncu olmak ayni zamanda

bir yaymnct olmak demek. Ayni zamanda biitiin isleri de tepeden gorebilmek
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demek oluyormus. Bunu sonradan fark ettim. Onceleri tabi daha cekingen
davrantyorduk. CD ¢ikartyorduk, o zaman mesela Hakan Aysev’in CD’si ¢ikt.
Giinsin Onay’in CD’si ¢ikt1 arkasindan. Ondan sonra ardindan zaten devam etti
yine Lila miizigin projeleri. Giderek biiyliyoruz yani Lila Miizigin amaci
yasadigimiz topraklardaki besteci ve yorumcularin eserlerini kayit altina almak ve
bir miizik hafizas1 olusturmak. Birka¢ tane ©6nem verdigimiz husus var.
Klasiklesmis bir arsiv serimiz var, burada biiylik sanatc¢ilarimizin eserlerini
topluyoruz. Genglerle de ¢aligmalar yapiyoruz, farkli miizikleri ortaya ¢ikarmaya
calistyoruz ama asil yaptigi sey genciyle, deneyimlisiyle, lnliisiiyle klasigin ana
eserlerini ortaya c¢ikartmaya devam etmek ve bu yonde bir arsiv olusturmak. Bu
neden 6nemli dersek, hem yeni gelecek besteciler i¢in 6nemli, hem de yorumcular
icin Onemli. Bir miizik hafizas1 olmadan herkes her seyi yeni yapmis gibi
hissediyor kendini. Bu hissin olmamasi i¢in de ¢ok onemli. Hepimizin bir bavulu
var, o bavulun icinde bir siirii seyler var. Eger onun kaydi yok, bunun kaydi yok

oluyorsa o zaman siz bir is yapamamissiniz demektir.

Benim arsive karsi bir merakim da var. Bir de biitiin sanatlarin bir oldugu
fikrinden yanayim. Dolayisiyla biz ne yapmaya calistyoruz? lyi bir miizik, iyi bir
CD tasarimi, mimkiin oldugu kadar 1yt bir tanittm ve konserlerle bunu
biitiinlestirmek. Bir donem biz de menajerlik yapmaya calistik fakat ikisini bir
arada yapmak miimkiin degil. Menajer basli basia bir is. Neredeyse 18 saat o
telefon calisiyor. Cumartesi, Pazar, 0yle bir sey de cok fazla olamiyor. Bir de
mesela fiziksel olarak bir menajerlik sirketi oldugunuz zaman bir fatura vermek
zorundasiniz karsidaki bu isi yapan kuruma ya da kisiye. Bunu verirken KDV var,
stopaj var c¢iinkii sanat¢cinin faturas1 yok. Fatura olmadigi i¢in menajerlik sirketi
onun adina vergi ddiiyor. Bu %18 ile %22 aras1 degisen bir stopaj, bu ¢ok yiiksek
bir oran. Diyelim ki konseri almak isteyen kisi menajerlik sirketini aradi, biitce
soruyor ve siz ondan Once onun biit¢esini yapmis oluyorsunuz, daha sonra
sanatciya ne ddenecekse hesaplaniyor, iistiine vergiyi koyuyorsunuz ve iistiine de
menajerlik biitcesini koyuyorsunuz. Bu sekilde ii¢ lira oluyor alt1 lira. Kars1 tarafta

diyor ki “Ama ben duydum 3 liraya da yapiyorlar”. Biz de “Faturasiz
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yapacaksiniz o isi, dogrudan sanatgiyla yapacaksiniz” diyoruz. “Ben menajerim,
size bilgileri ben yollayacagim, CV’leri ben yollayacagim, salonu kontrol
edecegim, ondan sonra gelis gidisini ayarlayacagim”. Ciinkii nedir menajerin isi?
Hangi programi calacak ve orada fiziksel kosullar nasil? Calacagi enstriimanin
kalitesi ve durumu nedir? Bilet satislar1 nasil gidiyor? Satisa dogrudan menajer

bakmaz ama o da destek verir.

Ondan sonra bir de rota ¢izer. Zaten o kadar rota ¢izecek kadar biiyiik bir sey yok.
Eskiye gore ¢ok fazla salon var. Mesela Tiirkiye’de, bence Istanbul’da diyelim,
AKM’nin yok olmas1 her taraftan kiigiik kiiciik salonlarin ortaya ¢ikmasina neden
oldu. Ciinkii ¢ok agir bir durumdu AKM’nin gitmesi. Oras1 sadece bir bina
degildi, simgesel bir degerdi ve o yok oldu. O simgesel deger yok olunca, ayni
zamanda da fiziksel imkanlar yok olunca her tarafta otellerin salonlari gibi, Moda

Piyano House gibi ev konserleri gibi konseptlerde konserler verilmeye baslandi.

Bunun disinda mesela Ag¢1 okullarinda konserler yapiyoruz. Ali Pimar ile birlikte
yaptyoruz. Ciinkii velilerden bdyle bir talep vardi. Kendileri ne kadar dinliyor
bilmiyorum ama ¢ocuklarinin klasik miizik ile ilgilenmelerini istiyorlar. Clinkii o
bir statli olmus tlilkemizde bence. Belli bir statiide olsun istiyorlar ¢cocuklari. Bir
enstriiman ¢alsin istiyorlar, dinlesin istiyorlar. Gegen sene Irmak okullarinda da

biz bagslattik.

Lila Miizik yirmi senedir 1999 yilindan beri klasik miizik cikartiyor. Marti
Otel’de mesela ne yapiyor Lila Miizik? Mart1 Otel de Lila Miizigin sahibi, ayni
zamanda Mart1 Otel’in Tekirova’daki otelinin yaninda Phasilis Antik kenti var.
Oya Hanim oranin onarmmini yaptirtti. Antik tiyatroya ¢ikan yollari, tabelalar
koydurttu. Mart1 Otelleri baslatt1 o festivalleri. Ik dért sene Lila Miizik olarak
program ve her seyi biz yaptik. Idil Hanim da ¢ikt1 orada, Giilsin Hanim da. Sonra
antik tiyatroda yapiyorduk. Zaman zaman ara verildi. Sonra oradaki bir STK’ya
gecti. Orada Kemer yoresini tanitma vakfi yapmaya bagladi ama ilk Mart1 Otel

acilis konserini yapar. O da klasik miiziktir. Orkestra olur ya da {inlii bir sanatg1

154



olur. Konser organize etmek ve festival yapmak gibi bir deneyimimiz de var
diyebilirim.

Tiirkiye’de bu organizasyonlar nasil ilerliyor sizce?

Tiirkiye’de her sey el yordamiyla gidiyor. Bunu ¢ok iyi bilin. Yani kervan yolda
diiziiliiyor. Bu maalesef boyle her alanda. Ben televizyoncuyum, televizyon
acilirken de kervami yolda diizdiik. Almanya’daki gibi, Ingiltere’deki gibi iki

senede hazirlik yapip iistline bir seyler yapmiyorsunuz.

Festivallerdeki en onemli etken her sene festivalin bir parasinin olmasi. Simdi
Istanbul Festivali’nin belki boyle bir imkan1 var ama bizim yok ¢iinkii biz Mart1
Otel olarak calisiyoruz. Para olsa bile insanlar igleri son giinlere birakiyorlar
clinkii Tirkiye’de miizik ve konser gibi seyler aslinda liiks olarak algilaniyor.
Daha miizigin hayatimizin bir parcasi olmasi gerektigini anlatmay1 beceremedik.
Bir baska hikaye daha var, listlimiize bagimiza para harcayabiliyoruz, sigaraya
verebiliyoruz paray1 ya da gidip bir yerde kahve i¢ip 15 lira veriyoruz ama 30 lira

verip de konsere gitmek bize garip geliyor. Bu bir hayat sekli.

Bir de isin turizm tarafi var bence. Bir iilkeye gittigimizde aligveris merkezlerine
mi bakiyoruz, binalarina m1 bakiyoruz, denizine mi bakiyoruz, bu tamamiyla bir
biitiin. Prag’a gidin. Saat dortte meydandaki kilisede mutlaka bir konser vardir.
Yorulmussunuzdur, girersiniz oturursunuz, 50 dakika miizik dinlersiniz. Hem
dinlenirsiniz, hem de o kente daha yakin hissedersiniz. Ciinkii o kentin o iilkenin
de bestecilerinin eserlerini ¢alarlar. Kendinizi iyi hissedip ¢ikarsiniz, sonra devam
edersiniz, baska bir sey yaparsiiz. Bir iilkeye gidip de miizeye gitmeden olur mu?
Miizeye niye giriyoruz mesela? O iilkeyle ilgili bir izlenim edinmek ig¢in
giriyoruz. Kiiltiir isleri bizde hala liiks gibi goziikiiyor ama bu bir ihtiya¢. Ben hep
sunu soylemek istiyorum. Bir iilkenin kalkinmasi i¢in sadece fabrika m1 gerekir?
Sadece yeni bina mi?Acaba biz bu kadar kiltiir varligina sahip bir iilke olarak
sahip oldugumuz o kiiltiir degerlerini ortaya ¢ikarsaydik? Mesela Fatih’te
Belediye binasinin karsisinda eski Roma Hamamu , diizgiince oray bir agsaydik,

arkeologlara bir is alan1 acilirdi. Bu kadar arkeolog okuldan mezun oluyor. Sadece
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miizikte degil ki olay. Ondan sonra oraya dogru diizgiin anlatan insanlari
koysaydik, gezdirselerdi, oraya kiigiik kafeler yapsaydik, dogru diizgiin hediyelik
esya satsaydik. Uyduruk rezil ¢inilerden ya da rezil baska iste o anahtarliklardan
falan degil de. Yani bunu yapsaydik insanlar o kiiltiire ait olduklarini hissetselerdi
daha kaliteli bir halk olmaz miyd1? Daha kaliteli bir kentli olurdu. Sonra diyoruz
ki biz iste kentimize kotlii davraniyoruz. Ciinkii tanimiyoruz, bilmiyoruz Kki.
Halbuki genetik yapimiza baktiginiz zaman bizden 6nceki Orta Asyalilara oranla
biz Bizanslilara benziyoruz genetik olarak. Yani bunu niye bu kadar

reddediyoruz? Bu bir politika tabi ki, bundan higbir siiphemiz yok.

Bizim kendi halkimiz da ¢ok fazla yonelmiyor ama biraz da devlet destegi de

gerekmiyor mu bu degisim i¢in sizce?

Cok dogru ama her seyi devletten beklemeyeceksin. Mesela niye bu kadar herkes
gocuguna bir enstriiman ¢aldirmaya ¢alisiyor? Caliyor mu ¢almiyor mu? Olsun.

Iki tane sey 6grenmesi bile yeterli olmus oluyor.

Sadece ozel sektor Kog, Sabanci miize acarsa biraz da on yargi olmus oluyor
ashinda toplumda ama bir belediye actigi zaman bir miizeyi ya da bir etkinlik
gerceklestig¢inde o zaman insanlar daha kendini ulasabilir hissediyor olabilir

mi?

Aslinda zaten kamunun goérevi bunu yapmak. Siz hi¢ gdrdiiniiz mii Almanya’da
0zel sektdriin a¢tif1 bilmem ne miizesi? Var, yok degil tabi ki ama genel olarak
devletindir. Yani Louvre miizesi 6zel bir isletmenin midir? Senede bilmem kag

milyon insan gidiyor.
Keske bizde de boyle manzaralar olsa tabi.

Yani olmayacak diye bir sey yok. Olur ama bunu sizce bakin insanlarin toplumda
benim gozlemledigim %20 daha farkinda her seyin. Zaten bu %20’nin iginde
dolastyor kiiltiir sanat olay1. Geriye kalan %80’e siz nasil bir egitim veriyorsaniz

okulda o sekilde aliyor. Bagka tiirlii almasi miimkiin degil. Hayatta kalmaya

156



calisiyor sadece. Bir kere konservatuarlarin durumuna bakin. Tuvalet kokan bir

stirii koridorda ¢ocuklar ¢alistyor, act bir durum.
Sosyal medya klasik miizik sektoriinii etkiliyor mu sizce?

Tanitim boyutunda etkiledi. Artik zaten gazetelerde yer bulmakta zor. Eskiden
nasildi? Mesela konser oldugu zaman herkes ertesi giin kritige bakardi degil mi?
Avrupa’da ve Amerika’da boyleydi. Tiirkiye’de de onun belli giinleri vardi iste.
Carsamba giinii veya Persembe yazardi galiba Emin Hanim ve Filiz Ali, onu
okurduk AKM’deki konserlerden sonra. Acaba bir seyirci olarak acaba ayni
hislerle mi? Bakalim onun fikri neymis diye Milliyet Sanat’tan okurduk. Simdi
biitiin basin belli bir grubun eline gecip orada sekillenince bu sanatlara ¢ok fazla
yer verilmiyor. Biz eskiden her yere gonderiyorduk, simdi ise kime
gonderecegimi bile bilmiyorum CD’yi. Bir Dogan Bey’e yolluyorum. Sag olsun,
Dogan Bey de yaziyor her seferinde. Ug bes kisiye, Filiz Ali’ye yolluyoruz,
Serhan Bali’ye yolluyorum. Serhan’da degerlendirmeye aliyor mu derseniz her

zaman almiyor. Biz istikrarli bir sekilde senede 3-5 CD ¢ikartiyoruz.

CD’leri ¢ikarirken Kkriterleriniz neler, nasil bir yol izliyorsunuz sanatgilar:

secerken ve program olustururken?

Taninmis sanatcilar var. Giilsin Onay, Ayla Erduran, Aysegiil Sarica, Hiiseyin
Servet gibi. Onlarin zaten var olan kayitlarini ¢ikarmak bizim i¢in ayri bir kiymet.
Sonra gengler var. Bizim danigma gruplarimiz var. Bazen onlardan haber aliyoruz,
bize iletiyorlar. Bazen de gengler bize geliyor. Dolayisiyla sanatgilarla ¢cok yakin

bir iligkimiz var.

Lila Miizik olarak bir CD nasil ¢ikariyorsunuz? Programi ne olacak? Bir
temasinin olmasina 6zen gosteriyoruz. Mesela Aydin Karlibel’in Dogu Masallari
CD’si.  Burada Batili bestecilerin Osmanli Sultanlar1 i¢in yaptig1 eserleri
diinyanin ¢esitli kiitiiphanelerinden topladi. Bazilarini tekrar aranje etti ve onu
tekrar bir CD haline getirdi ve ¢ok da giizel bir CD oldu. Yine Birsen Ulucan bir
CD cikarmisti. Daha 6nce hemen hemen hi¢ calinmamis eserleri seslendirdi. En

son Verda Erman’in bir CD’sini ¢ikaracagiz, iki CD’den olusan. Verda Hanim
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vefat etti biliyorsunuz. O tabi ¢ok ¢ok kiymetli bizim i¢in. Bir izin bekliyoruz.
Sonra ITU MIAM’daki Cagdas Besteciler bir araya geldiler. From Istanbul diye
bir sey cikardik iki CD’den olusan. Tamamen iginde Kamuran Ince’nin eserleri
var. Bunlarin disinda Siireyya Operasi’nin iki tane yarigmasi oldu. Onlarin
CD’lerini ¢ikardik. Oradaki oda orkestrasi igin yapilmis geng bestecilerin
eserlerini yani yarigma sonucunda birici, ikinci ve liclinci ve mansiyon alan
eserleri ¢ikardik. Bu da onemli ¢iinkii boyle bir kayit da yok Tirkiye’de ve
yarigmacilar i¢in harika bir hediye. Ayla Erduran’in tabi ki tarihi kayitlari,
1970’lerden 1960°lardan isvigre’deki radyodan tutun da hepsi var.

Bizim yaptigimiz kayitlar bazen hazir geliyor ama biz ayn1 zamanda kapaklarini,
CD tasarimin1 ve CD kitapgigini ¢ok 6zenle hazirlamaya calistyoruz. O 6zen
bizim i¢in ¢ok gerekli. Dinleyiciler okudugu zaman yeni seyler de 6grenmeli ve
boylelikle miizik daha zengin bir diinyaya kavusacaktir diye diisiiniiyoruz.
Kapaklart ¢ok ¢ok Onemsiyoruz. Amacimiz CD kapaklarini yaparken klasik
miizige komsu miiziklere ilgi duyan insanlarin da gelip ona bakmasini istiyoruz.
Hangi miiziklerdir bunlar derseniz mesela caz olabilir, Diinya Miizikleri olabilir.
Ondan sonra yar1 geleneksel, birbirleriyle mix olmus miiziklere ilgi duyan

insanlar da gelsin, o CD’lere baksin istiyoruz.
Calistigimiz geng yetenekler ile solo albiim yaptimiz mi hi¢?

Geng yetenekler derseniz, Siireyya Operasi yarigmasinda bestecilerin eserlerini
sOyleyebilirim. Onlar ¢ok gengler, 20’li yaslarindalar. Klasik miizikte soyle bir
durum da var, onu unutmayalim. Belli bir noktaya gelmek icin belli bir zaman
gegmesi ve olgunlagmasi gerekiyor miizisyenin. Belli deneyimlere sahip olmasi
gerekiyor, cok ¢almasi gerekiyor. Ondan sora kayit yapmasi gerekiyor. O kayit

sanat¢inin hep arkasindan gelecek.

Gen¢ miizisyenler dedigimiz zaman, hemen sunu size sdylemeliyim, diinya
sahnelerinde geng¢ miizisyenler projesini ilk defa biz cikardik. iki CD de aym
zamanda hem konser kaydi goriintiiliidiir, hem miizik CD’si vardir. Can Cakmur

mesela, onun var m1 orada kaydi? Galiba yok. Mesela Pekineller bu konuda
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harikalar, o vizyona sahip insanlar. Dediler ki ben onu ¢ok seyrediyordum
eskiden. Rusya’da bir balerinin alt1 yasindayken ¢ekilmis filmi var. 6-10-15-19-
23-27-30 yaslanyla ilgili boyle bir belgesel ¢ekmisler. Bizde yok boyle bir sey
ama simdi Pekinellerin bu projesiyle o miizisyenlerin hepsinin 15-16-17 yasinda

ki hallerinin kayitlar1 gorsel olarak da var. En geng onlar.

APPENDIX 3 (Contract Example)
CONTRACT EXAMPLE (POLKA MUSIC PRODUCTION)

BASIN DANISMANLIGI VE MENAJERLIK SOZLESMESI

TARAFLAR;

MADDE 1-

SEVGI YILDIRIM (20075054968)

Orhangazi Mah. Ormancilar Sitesi Hatip Sultan Sk. NO:18
Odunpazari/ESKISEHIR

(Asagida kisaca “Menajer” olarak anilacaktir.)

2-ONDER BALOGLU
(Asagida kisaca “Sanat¢i” olarak anilacaktir.)

KONU;

MADDE 2- Isbu Sozlesme; Menajer’in Sozlesme nin imza tarihinden itibaren 5
il miiddetle” miinhasiran baglh bulunan Sanatgi’nin menajerligini tistlenmesine
iliskin Taraflar in hak ve yiikiimliiliiklerini diizenlemektedir. (““Sozlesme”)

MENAJERIN YUKUMLULUKLERI
MADDE 3-Menajer,

Ucret-kase bedeli, sahne alinacak mekdn, alamin durumu, konaklama, ulasim,
sahne ve 151k sisteminin olugturulmasiyla birlikte sanat¢inin ekibinin de
hizmetlerini koordine edecegini,

(Organizasyonu yapan kisi veya kurum menajerle muhatap olacaktir. Yukarida
belirtilen tiim organizasyon siirecinde organizasyonu yapan kisi veya kurum
menajer ile goriisme saglayacak, menajerin kontroliinde organizasyon
kurulacaktir. Sanat¢i sahne alinacak mekdana ya da alana tiim islemleri bitmis
olarak gider.)

Isbu Sézlesme nin imzalanmasindan itibaren 5 yil miiddetle tiim Tiirkiye capinda
ve diger iilkelerde Sanat¢i'nin konser, albiim ve diger tiim islerinin en iyi sekilde
tamitimini yapmak, icin Sanat¢i 'nin basin danigsmanligini yapacagini;
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Sanat¢i’nin yazili basin, tv-radyo, internet ortami ve diger alanlarda tanitim ve
lobi faaliyetlerini (iicretli olarak verilen reklamlar dahil) yiiriitecegini ve her
tirlii organizasyonunu Prodiiktér ve/veya organizasyonu yapan kisi veya
kurumda onayini alarak takip ve tayin edecegini,

Sanat¢i’ya kendi politikasi dogrultusunda ve uygun gorecegi sekilde yeni ve giiglii
bir imaj yaratacagini ve Sanat¢t’yi kamuoyuna bu yeni imajla lanse edecegini,
Sanat¢i’min ve Albiim’de (baska sanat¢ilarla yapilacak albiim ve konserler dahil)
yer alan parcalara ¢ekilecek video kliplerin, Albiim’iin ve sanat¢inin tanitimina
iligkin albiim tamtim yazisi, basin aciklamasi, réportaj, Sanat¢i veya Albiim
hakkinda haber vb. her tirlii tanitim materyallerinin yazili-gérsel basinda en
genis olciide yer almasini saglayacagini,

Isbu Sozlesme 'nin imzalanmasindan itibaren 5 yil miiddetle Ibiim iin klip cekimi
ve albiim hazirligi donemi de dahil olmak iizere albiimiin, sanatginin,
konserlerinin ve katilacagr her tiirlii organizasyonun (sanat¢inin solist ve/veya
oda miizigi sanatgist olarak katilacagr ve/veya bas kemanci-konzertmeister-
concertmaster olarak yer alacag isler dahil, orkestra elemani olarak yer aldigt
isler hari¢ ) promosyon takvimi konusunda danmismanlik yapacagini; basina
dagitilacak fotograflarin ¢ekimi ve se¢imi; gerekli olmast halinde albiim kapagi
ve klip ¢ekimi; bilboard yapilmasi ve yer alacagi bélgeler, promosyon amaciyla
dagitimi,; ¢ekilen kliplerin televizyonlarda gdésterimi i¢cin dagitimi ve sanat¢inin
eserlerinin ve yorumladigi eserlerin radyo, tv ve sosyal medya platformlarinda
calinmasi i¢in dagitimi; tanitim toplantisi, basin toplantisi, imza giinii ve benzeri
ve Sanat¢i’min  promosyonuna yonelik her tirlii toplanti organizasyonu
saglayacagini, Sanat¢i’nin radyo ve televizyon programlarina en genis olgiide yer
almasim saglayacagini, basin ile iligkilerini diizenleyecegni, her tiirlii tanitim ve
promosyon  ¢alismalarini  organize edecegini ve Sanat¢i’min  bu  tiir
organizasyonlarda yer almasini saglayacagini,

Basina dagitilacak kaset, cd, klip, davetiye vb. tiim materyallerle ilgili dagitim
listeleri hazirlayacagini,

Sanat¢i’min yurt iginde ve yurt disinda gerceklestirecegi tv, radyo promosyon
hizmetleri, klipler, konser, dizi film, film, defile, turne, lokal baglantilar, reklam
filmi ve kampanyalari ve basin ile iliskiler ve diger tiim organizasyonlarin
(orkestra elemani olarak yer aldigy isler hari¢ ancak bas kemanci-konzertmeister-
concertmaster olarak yer alacagr isler dahil) baglanti ve anlasmalarin
yapacagini,

Klip cekimlerine, basin toplantilarina, imza giinlerine ve Albiim ve Sanat¢i’nin

promosyonuna yonelik Sanat¢i”in katilacagi her tiir program ile her tiir tanitim
toplantilarina, Sanat¢i’min katildigi her tiir faaliyet ve organizasyona basinin en
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genis olciide katithimim saglayacagini ve bunlarin yazili-gorsel basinda en genis
olgiide yer almalarimi saglayacagini, kabul, beyan ve taahhiit eder.

SANATCININ HAK VE YUKUMLULUKLERI;

MADDE 4-

Sanatgi, Menajer’in onaymi alarak belirledigi imaja iliskin tiim sartlara kayitsiz
sartsiz uyacagini; bu imaja aykiri olacak surette hi¢bir organizasyon ve tanitim
faaliyetlerinin icerisinde yer almayacagini, imajina aykirt olan goriintii ve
konusmalardan ka¢inacagini ve Menajer 'nin izni olmadan bu imajla ilgili
herhangi bir degisiklik yapmayacagini,

Menajer’in yazili izni olmaksizin hicbir sekilde basin, radyo, televizyon ve
internet kuruluslarina veya bunlarin temsilcilerine hi¢bir konuda yazili veya sozlii
actklama yapmayacagini, bilgi vermeyecegini Menajer’in bilgisi diginda
yayimlanacak olmasi olumsuz haber ve yorumlar dolayisiyla Menajer’in
sorumlulugunun olmayacagini,

Menajer’in onaymni alarak bu sozlesme cergevesinde organize ettigi ve ticari
baglantisini yaptig1 her tiirlii caliymanin icerisinde Menajer 'in uygun gordiigii yer
ve zamanda ve Menajer’min onayinmi alarak belirledigi sartlar dahilinde yer
alacagini;

Sozlesme ile iistlendigi yiikiimliiliiklerini yerine getirmemesi sebebiyle igin
acilmasimin gecikmesi ve/veya isin yapiimamasi durumunda Menajer’in hi¢bir
sorumlulugunun olmayacagini, bu sebeple ugranilan zararlarin sanat¢inin
sorum/ulugunda olacagini,

Kendisine gelecek tiim teklifleri Menajer’e bildirecegini ve Menajerin yazili onay
olmadan bu teklifleri degerlendirip kabul etmeyecegini,

Menajerin yazili izni olmaksizin hangi amagla olursa olsun hi¢bir yapim ve/veya
organizasyonda performansi ve/veya gériintiisii ile yer almayacagini,

Sozlesme siiresi boyunca highir televizyon veya yapum sirketi veya ajansla
mukavele yapmayacagini, bu kigilerle Menajerin yazili izni olmadan
gortismeyecegini, bu tiir goriisme ve anlasmalarin ancak menajerin yazili iznin
almak kogulu yapilabilecegini,

Icinde yer alacagi her tiirii organizasyon ve ¢alismanin karsihigi olarak
belirlenen iicreti Menajer’dan alacagint ve bu konuda organizasyonun diger

taraflari ile dogrudan temasi olmayacagini,

Menajer isbu sozlesme kapsaminda verecegi her tiirlii tamitim (PR) hizmetini
tamamen veya kismen kendisi disinda herhangi bir alt yiiklenici olarak kabul
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edilen kisi ya da sirkete is yaptirmak suretiyle yiiriitebilecektir alt yiiklenici olarak
verilen islerin iicretleri sanat¢i tarafindan odenecektir.

Menajer tarafindan gerekli goriilmesi halinde Menajer tarafindan Sanat¢i 'nin
fiziksel goriiniim ve imajinin degistirilip gelistirilmesi amaciyla verilen tiim
talimatlara uyacagini ve bunun icin gerekli ¢alismalara katilacagini, verilen
talimatlara uymamast halinde Menajer’in sozlesmeyi fesih hakkinin dogacagini,

Menajer’in isbu Sozlesme ile iistlendigi taahhiitlerini yerine getirirken yasal
olarak gereken tiim izin
Ve muvafakatleri verecegini, kabul, beyan ve taahhiit eder.

UCRET;
MADDE 5-

Yukarida anilan hizmetler karsiliginda Menajer anlagma saglanan her isten %30
pay alacaktir.

Menajerlik isi kapsamindaki tiim baglanti ve anlasmalar: ve para tahsilatlarini
Menajer gerceklestirecek ve bu baglanti ve anlasmalara konu her tir
organizasyon ve ¢alismadan elde edilecek Sanat¢i kase net bedeli (Sanat¢i ve
orkestra i¢in alinan toplam miktar) tizerinden %30 Menajer hizmet payt alacak ve
geri kalan miktar: Sanatgi’ya ddeyecektir.

Sanat¢i icin yapilacak diger masraflar (sanat¢i igin yapilacak telefon goriisme
bedelleri ve bazi kurye masraflari) sanatgi tarafindan karsilanacaktur.

Isbu iicretler Manejer’in verdigi tiim hizmetleri kapsamakta olup, bu iicretler
haricinde Menajer her nam altinda olursa olsun masraf hari¢ baskaca ticret talep
etmeyecektir.

SURE

MADDE 6-Isbu Sozlesme imzalanmas: tarihinde yiiriirliige girer ve Menajerlik
boliimii i¢in 5 yil miiddetle yiiriirliikte kalir. Taraflardan herhangi birinin karsi
tarafa Sozlesme bitimine en ge¢ 3 ay kala noter vasitasiyla fesih bildiriminde
bulunmamasi halinde isbu Sozlesmenin ayni kosullarla 1 yil uzatilmis addedilir.

Ancak miicbir (sel, deprem ve diger olaganiistii vs.) sebeplerden dolay taraflar
sozlesmeyi tek tarafli fesih edebilirler.

Taraflar isbu sozlesmeyi haksiz olarak feshetmeleri ve/veya sozlesme hiikiimlerine

aykirt hareket etmeleri halinde 10.000 TL cezai sart odemeyi kabul ve beyan
ederler.
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TEBLIGAT;

MADDE 7-Taraflar, isbu Sézlesme’nin bashgindaki adreslerin yasal tebligat
adresleri oldugunu; tebligat adreslerinde degisiklik olmasi halinde yeni
adreslerini 5 giin iginde noter vasitasiyla karsi tarafa bildirmedikce bu adreslere
vapilacak tebligatin gegerli olacagini ve yasal bir tebligatin tiim hukuki
sonuglarint doguracagini kabul ve beyan ederler. Taraflar, birbirlerine yapilacak
tiim bildirimlerin yazili olacagini kabul ve taahhiit ederler.

UYUSMAZLIKLARIN COZUMU VE UYGULANACAK HUKUK;

MADDE 8- Taraflar, isbu Sozlesme’nin tatbik ve tefsirinden dogacak
uyusmazhiklart once kendi aralarinda halletmeye gayret ederler. Sulhen
halledilemeyen uyusmazliklarin hallinde Eskisehir Adlivesi Mahkemeleri ile Icra
Miidiirliikleri yetkilidir. Isbu Sozlesme 'ye uygulanacak hukuk “Tiirk Hukuku”dur.

Isbu Sozlesme .../.../... tarihinde....... niisha olarak diizenlenmis, kabul ve imza
edilerek yiiriirliige girmigtir.

Isbu sézlesme beyan kabul ve taahhiit eder.

Menajer Sanatgt
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