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While creativity is often associated with terms such as innovation, originality and
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potential and that they strive to develop students’ musical ideas, They identified that
the most important factor showing creativity in instrument education is improvisation,
and that exemplary performances are listened to in the first place at the point of
developing creativity. Suggestions have been made to examine the usability of various
methods in instrumental education in order to create opportunies for students to
develop their creativity.
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Calgi Egitiminde Ogrencilerin Yaraticiliginin Performansa Etkisi: Calgi
Egitimcilerinin Perspektifleri

Makale Bilgisi Oz

Yaraticilik; yenilik, 6zgtinltk, farklilik gibi terimlerle anilirken, galgi egitiminde yaraticilik
bireyin icra ettigi ettt veya eseri yenilikgi ve farkl bir tarzda yorumlama becerisi olarak
Makale Gegmisi: gorulmektedir. Yaraticiligin ve c¢algli performansinin birbirleriyle baglanti oldugu
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Gelis 27.07.24 disinilmekte ve galg egitimcilerinin 6grencilerdeki yaratici potansiyeli kesfetmeleri ve
Diizeltme 23.10.24 bunu performansa yansitmalariigin rehber olmalari 6nemli gortilmektedir. Bu calismada
Kabul 08.12.24 yaraticihk ve performans arasindaki iliski nitel yollarla ¢algi egitimcilerinin

perspektifinden incelenmis, bu amagla glizel sanatlar liselerinde ve Universitelerde

gorev yapan toplam 17 calgi egitimcisiyle gorusulmustir. Gorigme formu kullanilarak
Anahtar Kelimeler: elde edilfr? vgrilgrg ige.r[k anz?lizi yapilmis calgi eéitimci.lerinirT g(’ir0§leri incelfnmi§tir.
Calg! Egitimi, ??Igl feglt'lmul?rl.nln .ogreng!erde. Yaratlullk potansiyellerinin var oldugu.nu. ve
Yaraticlik ogrent:lleurln “mu2|kal flklr!?rlnl -gell§t|tn”'|e nokvtasmda gabaladlklan: calgi egltlmlnvde
Performa;ms, yaraticihgl gosteren en onemli faktorin dogaglama galma oldugunu, yaraticiigin

gelismesi noktasinda ilk etapta 6rnek olusturabilecek icralarin dinletildigini ifade ettikleri

Calgi Performansi

Arastirma Makalesi

gorilmistiir. Ogrenciye yaraticiigini gelistirebilmek icin alan agilmasi gesitli ydntemlerin
calgi egitiminde kullanilabilirliginin incelenmesi yonlinde 6nerilerde bulunulmustur.
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Introduction

Creativity has played an important role in the cultural and scientific progress of humanity. Erdogdu
(2006) stated that creativity cannot be fully defined and is generally seen as a process or product. There
are various perspectives on what creativity means and how it is understood (Walia, 2019). Young (1985)
defined creativity as attitudes in which we self-actualize, integrate our logical and intuitive aspects, use
divergent thinking to evaluate multiple possibilities to solve problems, and maintain continuity with the
past while promoting progress or change. Mumford and Gustafson (1988) characterized creativity as a
complex process that evolves from a new idea to a final product, while Jones et al. (2016) defined it as the
generation of new ideas through experimentation and observation. While creativity is often associated
with terms such as creative thinking, talent, problem solving, imagination and innovation, many
definitions emphasize the aspect of grasping the solution in problem solving (Runco & Jaeger, 2012;
Simonton, 1999; Sternberg & Davidson, 1995). According to Dirim (2001), creativity involves finding
original solutions to problems by going through various stages. Sternberg and Lubart (1991) explained
creativity as the ability to produce innovative or original works. Based on these definitions, creativity can
be seen as a complex process in which individuals produce innovative and original ideas or artifacts by
using their imagination when faced with a situation or problem, as well as bringing different perspectives
to existing ideas and artifacts.

Considering the difference between the concepts of creativity and creative thinking, it can be said that
creative thinking occurs in a process and creativity is a skill that emerges as a result of a process. Demirel
(2010) stated that although creativity and creative thinking do not mean the same thing, they are used
interchangeably, creative thinking evokes more mental activities, while creativity includes both mental
and performance-based activities. In this context, it can be thought that creative thinking covers the
mental, cognitive, and metacognitive aspects of the individual, while creativity is a performance-based
process in addition to the aspects activated in creative thinking.

Music education is divided into dimensions in terms of the qualities and competencies to be gained.
Bilen (1995) divided music education into five dimensions: vocal education, musical hearing education,
music appreciation education, creativity, and instrument education, while Cuhadar (2016) divided music
education into seven disciplines: ear training, music theory education, performance (instrumental or
vocal) education, composition - conducting education, musicology, music theory education and music
pedagogy. According to Girgen and Bilen (2005), music education is one of the most appropriate fields of
art education in terms of raising creative individuals. Uslu (2013) stated that in the environments where
music education is carried out; individuals are affected in various aspects, individuals receiving music
education gain important insights in some dimensions according to the status and quality of the education
they receive, and the creativity dimension of music education is one of the factors affecting the gains.

Instrument education is a process in which musical knowledge is acquired and reinforced. Turkel and
Sen (2015) state that instrument training is one of the effective ways of expressing oneself through music
and achieving musical efficiency, while Uslu (1996) defines instrument training as an effort that integrates
people with music and allows them to express their feelings. According to Cakir (2022), in the process of
instrument education, it is aimed for the student to play the instrument effectively, gain the necessary
musical skills and perform at a high level. In order to achieve these goals, it is seen that the student needs
an effective study process and the use of musical creativity.

Ugan (2005) and Uslu (2013) stated that creative musical talent manifests itself in composer and
improviser types and that one of the most effective studies of the creativity dimension of music is
composition. Although creativity in music manifests itself in musical activities such as composing,
improvising and arranging, the creativity dimension of music can also be considered in the field of
performance. For this reason, creativity in instrument education is considered important in terms of the
student’s ability to create a unique performance and to overcome the problems he/she experiences on
his/her instrument alone.
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Creativity in instrument education can be defined as the ability to interpret the etude or piece in an
innovative style or to create innovative styles by using the technical knowledge, skills and experiences
acquired during the instrument education process. In this context, the quality of the instrument educator
is emphasized, the instrument educator is expected to create an educational environment where creative
skills can emerge and to encourage students to think creatively.

Jgrgensen (2000) defines instrument training as a master-apprentice relationship in which the
instructor is a role model for the student and emphasizes the importance of encouraging creativity in the
teaching process. Ozmentes (2005) stated that for efficient instrument training, the educator should teach
with the right techniques and organize the individual study process, and at the same time try to improve
students’ performance without limiting their creativity. McPherson (2015) emphasized the importance of
the educator providing the opportunity to try different musical styles and techniques in the development
of instrument performance. However, it is common for creativity to be ignored due to the focus on
technical development. Burnard and Murphy (2013) stated that students who are encouraged to think
creatively increase their musical skills and motivation to learn, and this increase positively affects
performance.

Performance, a frequently used word when it comes to instrument education, means the performance
and display of instrument playing skills; it is also seen as a concert, success, and the result obtained (Gakir,
2022; Yondem et al., 2019). In other words, instrument performance includes the technical skills acquired
during the instrument training process and performing with the musicality required by the piece, and it
means that the musician can express his/her musical experiences, practices and technical skills. Uslu
(2013) emphasized that musical creativity can be transformed into production by becoming evident with
the right music education and musical background. Batibay and Piji (2006) found that there is a significant
relationship between creativity and performance-based courses such as instrument education and voice
education, and Giileg (2017) examined the effect of improvisation studies on musical creativity and
performance and obtained results in support of students who participated in improvisation studies at the
point of performance.

The main purpose of the research is to determine what kind of studies instrument educators do to
improve students’ instrument performance and musical creativity, and how they define and evaluate the
factors affecting performance and creativity. This research is considered important in terms of revealing
the perspectives of instrument educators on creativity and performance, determining the lesson activities
of these educators and providing valuable information to both educators and researchers in the field. In
this context, the problem statement of the research has been determined as “How is the relationship
between creativity and performance in instrument education from the perspective of instrument
educators?” and answers to the following sub-problems has been sought;

1. What are the views of instrument educators on encouraging students to creativity?
2. What are the opinions of instrument educators about students’ creative potential?
3. What are the studies that instrument educators do to improve students’ instrument performances?

4. What are the priorities that instrument educators take into consideration in the selection of etudes
and pieces in order to reveal the creative aspects of students?

5. What are the opinions of instrument educators about the relationship between creativity and
performance?

6. What are the opinions of instrument educators about the factors affecting creativity and students’
instrumental performance?
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Method
Research Model

The research is a qualitative study that examines the effect of creativity on instrument performance
from the perspective of instrument educators. According to Creswell (1998), qualitative research draws a
complex holistic picture by examining social or human problems and reports in detail the opinions of
interviewees in a natural environment. According to Aydin (2018), methods such as observation, interview
and document analysis are used in qualitative research.

In this study, the case study design, which involves in-depth and longitudinal examination of a single
situation or event rather than following specific rules, was used. Gokcek (2009) defined case studies as
research in which data are systematically collected and analyzed in order to provide a clear understanding
of the cause-effect relationship in events and to identify areas for future detailed research.

Study Group

While forming the study group of the research, case sampling, a method used in qualitative research,
was used. According to Yildirim and Simsek (2013), this sampling method is the selection of the sample
that is easy to access in terms of pace and practicality. The study group of the research consists of
instrument educators working in Fine Arts High Schools providing vocational music education, music
education departments affiliated to the education faculties of universities, Faculty of Fine Arts and Turkish
Music State Conservatories. The personal characteristics of the instrument educators participating in the
study are shown in Table 1.

Table 1
Personal Characteristics of The Instrument Educators in the Study Group
. . . Seniority in e
University of Education . . .. Position/
No Gender Graduation Status City Instrument Seniority Ia_st ) Organisation Title
organisation
Sivas Cumhuriyet , .
P1 Male University Faculty of Bachelor’s Katahya Viola 17 10 flne Arts Chartered
i degree High School Teacher
Education
Yuziinct Yil .
P2 Female University Faculty of Master’s Van Qanun 15 10 Flne Arts Chartered
i High School Teacher
Education
Yuziinct Yil .
P3 Female University Faculty of Master’s Diyarbakir Flute 15 10 'F|ne Arts Chartered
. High School Teacher
Education
inénii University Bachelor’s X . Fine Arts Chartered
P4 Male Faculty of Education degree Diyarbakir Violin 1 4 High School Teacher
Abant izzet Baysal )
P5 Female University Faculty of Master’s Mersin Viola 22 16 Fme Arts Chartered
. High School Teacher
Education
Yiziinct Yil .
P6 Male University Faculty of Master’s Van Viola 21 18 Flne Arts Chartered
. High School Teacher
Education
Yiziinci Yil
B g i
P7 Male University Faculty of achelor’s Van Violin 18 13 'Flne Arts Chartered
. degree High School Teacher
Education
inénii University X . Fine Arts Chartered
g D 1 12
k8 Male Faculty of Education Master’s ivarbakir Viola 8 High School Teacher
Yiziinci Yil Fine Arts
P9 Female University Faculty of Master’s Sirnak Violin 2 2 . Teacher
. High School
Education
istanbul Teknik
P10 Male University State Master’s Van Oud 8 5 Fme Arts Teacher
Conservatory of High School
Turkish Music
Gazi University ) . - Fine Arts
P11 Female Faculty of Education Master’s Kutahya Violin 20 16 High School Teacher
P12 Female Indnd Unlver5|ty PhD Kahraman Piano 7 4 Faﬂ]culty of Asst. Prof
Faculty of Education maras Fine Arts
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Yuziinct Yil Conservatory
P13 Male University Faculty of PhD Van Violin 12 12 of Turkish Lecturer
Education Music
Sivas Cumhuriyet Faculty of
P14 Male University Faculty of PhD Hakkari Piano 14 9 y
. Education
Education
Gazi University - - Faculty of
P15 Male Faculty of Education PhD Hakkari Violin 11 1 Education
Yuziinct Yil Gsl 2 Conservatory
P16 Male University Faculty of Master’s Van Violin 13 .. of Turkish Lecturer
. Unv 3 X
Education Music
P17  Female Gazi University PhD Van Violin 13 13 Faculty of
Faculty of Education Education

Asst. Prof

Asst. Prof

Asst. Prof

When the personal characteristics of the 17 instrument educators who participated in the study were
examined, it was seen that nine of the participants were male and eight of them were female; three
participants had bachelor’s degree, nine participants had master’s degree, five participants had doctorate
degree; one participant each worked in Sirnak, Mersin and Kahramanmaras, two participants each in
Kutahya and Hakkari, three participants in Diyarbakir, and seven participants in Van. It was observed that
12 of the participants were working in fine arts high schools, two participants were working in Turkish
music state conservatories, and two participants were working in music education departments of
education faculties.

Data Collection Tools and Data Analysis

In the study, a personal information form and a structured “instrument educator interview form”
developed by the researcher were used to obtain the opinions of instrument educators about
performance and creativity. According to Glrbiz and Sahin (2017), a structured interview involves asking
questions to the participants in the same order and manner. While creating the data collection tools, the
relevant literature was examined and parameters for creativity and performance were determined. These
parameters were categorized as definition, studies on creativity and performance, interaction of creativity
with performance, and factors affecting creativity and performance. The classified parameters were put
into question format and sent to three field experts and a final form consisting of 9 questions was created
based on the opinions of the field experts.

Before the data collection process, ethics committee approval was obtained from Hakkari University
on 29.05.2023 with Board Decision No. 1. During the data collection process, nine participants were
interviewed via Zoom, three participants were interviewed via Google Forms and five participants were
interviewed face-to-face.

Audio and video recordings of online and face-to-face interviews were transcribed using online
programs. Each participant was assigned a code number (P1, P2, P3...) and content analysis was conducted
on the transcripts. Content analysis is defined as a systematic technique that involves conceptualizing the
collected data, organizing them logically according to the emerging concepts, identifying themes that
explain the data, and summarizing parts of the text into smaller content categories through coding based
on certain rules (Buyukoztirk et al., 2015; Yildirnm & Simsek, 2013).

Findings
Findings Related to the First Sub-Problem

For this sub-problem, instrument educators were asked how they encourage students to creativity
and the answers are shown in Table 2.
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Table 2
Instrument Educators’ Views on Encouraging Students to Creativity
Themes Codes Participants f
Application/Practical P3, P7, P8, P9, P12, P16, P17 7
Student — Centred Creativity Conceptual

P1, P2, P4, P6, P10, P11, P16 7
Development

In Table 2, the theme of “student-centered creativity” was created in line with the answers given by
the instrument educators to encourage students to creativity. Instrument educators regarding the
application / practice code created within the scope of the student-centered creativity theme, P3 stated
that “.. In instrument education, students can develop their creativity after reaching a certain level and
for this they need to spend more time with the instrument”, P7 “In instrument education, | often do
activities for creative thinking, such as making the student decipher, having the student write finger and
bow exercises”, P12 “Apart from the assignments given, students should allocate additional time to the
instrument, accompany it and be encouraged to play by ear as much as notated”, P16 “I make them
produce a lot of cruises and taksims in makam studies”, P17 ”... listening more, listening to different
interpreters and comparing them, thinking about the purpose of writing the piece and the period in which
it was written, and directing them to study and add interpretation”, it was seen that they thought that
practice and practice would contribute to creativity.

Regarding the conceptual development code, instrument educators, P4 stated that “.. | provide
students with an environment where they can produce solutions and new ideas by approaching problems
from different angles, where they can produce solutions to etudes or passages that they cannot do with
peer solidarity, where they can exchange ideas and respect ideas”, P6 “I think that asking for the student’s
ideas especially for technical problems while studying a piece or etude can encourage the student to think
creatively in this sense”, P10 “In instrument training, especially for Turkish music instruments, asking
students to make my own musical sentences is to encourage creative thinking.” P11 “...technical problems
based on performance are, of course, constantly encountered, but we should start by observing how
students can find a solution to that problem. At this point, we should value students’ ideas and prepare an
environment where they can present their ideas comfortably.” He stated that creativity can be encouraged
by supporting intellectual development.

Findings Related to the Second Sub-Problem

In this sub-problem, instrument educators were asked two different questions about whether
students have the potential for creativity and the strategies used to reveal this potential in students, and
the answers are explained in tables 3 and 4.

Tablo 3
Instrument Educators’ Views on Students’ Creativity Potential
Themes Codes Participants f
. Had creativity potential P2, P4, P5, P6, P7, P8, P9, P10, P11, P13, P14, 14
Potential P15, P16, P17
Not had creativity potential  P1, P3, P12 3
Educator Improvisation/Composition P2, P5, P9, P10, P11, P13, P14, P15, P16 9
Observations Not enough P1, P3, P4, P6, P7, P8, P12, P17 8

|Il

In Table 3, “potential” and “educator observations” themes were formed according to instrument
educators “views on students’ creativity potential. According to the potential theme, 14 instrument
educators stated that their students had creativity potential, while three instrument educators stated that
they did not have creativity potential. Within the scope of this theme, instrument educators; P4 “..I think
they have potential, but they are inadequate in terms of evaluation”, P5 “it is true that some students have
it, they write different pieces and ask if they can listen to them”, P11 “...I see that especially our senior
students show creativity in their own improvisations between the pieces and sometimes they make
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taksims’, P16 “I think they are creative to a lesser degree. | think that students who can repeat and imitate
have a higher potential for creativity” and P17 “...they seek different interpretations”, P1 “... Apart from
that, | did not have any students with creativity potential in Fine Arts High Schools, because unfortunately
there is a lot of degeneration in our students who come to high schools”, P3 “no | don’t think so” and P12
“I don’t think they have creativity potential, unfortunately they don’t do much to develop it”.

According to the theme of educator observations, nine of the instrument educators stated that they
had the potential for “improvisation/composing” and eight of them stated that students at different levels
did not have the potential for “improvisation/composing” and the sub-theme “not enough” was created
for this response. In the theme of educator observations, the instrument educators related to the code
“Improvisation/Composing”; P9 “..in fact, | have many students who make compositions and work
arrangements and are interested in them”, P11 “beautiful things can come out when they improvise in the
works or etudes they like to perform”, and P14 “...However, | can say that students have a tendency to
create new melodies when they reach the message levels in instrument performance”, while P7 stated
that students have the potential of “Improvisation/Composing”, P8 “I can see that they are trying to
combine certain bowing techniques and positions” and P17 “I have students who seek for different
interpretations while playing or studying the instrument” and stated that the students do not have the
potential of “Improvisation / Composing”.

Tablo 4
Strategies Used by Instrument Educators to Reveal the Creative Potential of Students
Thema Codes Participants f
.. Listening/Concert P1, P5, P7, P8, P11, P15, P17 6
Motivation .
Being a role - model P6, P14 2
Sources .
Playing together P3 1
Piece/Etude analysis P6, P10, P16 3
Improvised playin P2, P13 2
Strategy P . piay g.
Exchanging Ideas with Peers P4, P12 2
Brainstorming P9 1

In Table 4, “motivation sources” and “strategy” themes were formed based on the opinions of
instrument educators about the strategies they used to reveal students’ creative potential. Within the
scope of the theme of motivation sources, instrument educators related to the code of Listening/Concert,
P1 “..I often organise trips and activities for students to go to concerts and events of world-famous
musicians”, P7 “I use the stage as the biggest source of motivation. Listening and concerts carry the
creativity potential of students further and make them feel important and have high self-confidence” and
P11 “I recommend them to listen to a lot of music”. Regarding the code of being a role model, instrument
educators, P3 “...l want them to train me or their friends” and P14 “The most basic thing in this regard is
the master-apprentice relationship. Because in instrument lessons, attention is paid to elements such as
playing, nuance, etc. in accordance with the technical characteristics of the instrument performed, while
the performance and accompaniment that the student sees from the teacher come to the fore in creativity
potential”. Instrument educators related to playing together, P3 expressed the motivation sources of the
students with his views as “I try to be a role model by playing with them to increase their motivation.

Regarding the theme of the strategy used by instrument educators to reveal the creative potential of
students, the instrument educators related to the code of Piece/Etude Analysis, P6 “I want them to
analyze the work/study and make them play it for me or a friend” and P10 “I think it is very important to
match the level. It is necessary not to overwhelm students with high level pieces that they cannot play.
With the principle of simple to complex, | go over what they can do first and gradually make additions”.
Regarding the “Improvised Playing” code, P2 “I encourage them to play improvisation” and P13 “To be
able to switch between the magams they have learnt by using improvised playing technique” were the
responses. Regarding the code of Exchanging Ideas with Peers, instrument educators, P4 “I enable
students to exchange ideas about how they can produce solutions with other friends in passages and
etudes that they cannot do”, while regarding the code of Brainstorming, P9 “I use strategies such as
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positive feedback, setting goals, presenting factors to be inspired by and brainstorming to reveal the
creativity potential of my students’.
Findings Related to the Third Sub-Problem

For this sub-problem, instrument educators were asked what kind of studies they carried out to
improve students’ instrument performances and the answers given are explained in Table 5.

Table 5
Instrument Educators’ Studies to Improve Students’ Instrument Performance
Thema Codes Participants f
Etude studies P2, P3, P5, P6, P7, P8, P10, P13, P16, P17 10
. Scale-Arpeggio studies P8, P14, P16, P17 4
Practical . .
technical exercises P7, P9, P14, P17 4
Work .
Work Studies P2, P10, 2
Working with group PS5, 1
Listening-Watching P1, P4 2
Non-'PractlcaI ACtIYItIeS for the music genre they P6, P11 )
Studies are interested
Student Recitals P9 1

In Table 4, the themes of “practical studies” and “non-practical studies” were formed according to the
opinions of instrument educators about the studies they carried out to improve students’ instrument
performance. Within the scope of the applied studies theme, the instrument educators related to the
“Etude Studies” code gave the following answers: P2 “Etude study with the piece”, P5 “Scale and technique
studies, etude and piece studies, group working techniques”, P10 “Method, etude and piece studies” and
P13 “..I write or find etudes that prepare the student for the pieces”. Regarding the “Scale-Arpeggio”
exercises code, instrument educators made statements such as P8 “I support with scale and arpeggio
exercises as well as etudes and artefacts”, P16 “I give intensive scale and etude exercises” and P17 “I
expand the scale, arpeggio, exercise and etude repertoire”. Regarding the “Technical Exercises” code, P7
“Reqular and planned exercise studies”, P9 “I do various studies to improve my students’ instrument
performances. These studies include “technical exercises” and P14 “Finger exercises, scales, chord
transitions ...”, while when the opinions of the instrument educators regarding the code of “Work Studies”
were analyzed, P2 “Always studying etudes with the work” and P10 “... different work studies”, and P5
“etudes and work studies with the group” regarding the code of “Working with Group”.

Within the scope of the theme of non-practical activities, which is another theme related to the
activities of instrument educators to improve students’ instrument performances, instrument educators
related to the code “Listening-Watching” gave the answers P1 “the idea that they should recognize, listen
to and watch important names in these fields...” and P4 “using internet-based data (video, picture)”.
Instrument educators related to the code of activities for the music genre they are interested in, P6 “../
give them samples from the music genre they are interested in to study” and P11 “Trying to make
interesting studies in areas where students are weak and reluctant to learn”. Regarding the “Student
Recitals” code, instrument educator K9 expressed opinions as “...there are student recitals”.

Findings Related to the Fourth Sub-Problem

For this sub-problem, the instrument educators were asked a question about the priorities they
consider in the selection of etudes and pieces to reveal the creative aspects of the students and the
answers given are explained in Table 6.
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Table 6
Instrument Educators” Opinions on the Priorities They Take into Consideration in the Selection of Etudes
and Pieces in Order to Reveal the Creative Aspects of Students

Thema Codes Participants f
Readiness — Level P3, P10, P11, P14, P15, P16,P17 7
Etudes and pieces they will like P1, P2, P6, P12, P17 4

EFude and Having Different Musical Techniques and P4, P8, P9 3

Piece Terms

Selection Close to Turkish music culture P5, P17 2
Improving musical memory P7 1
Created by Simulation P13 1

In Table 6, the theme of “etude and piece selection” was formed according to the opinions of
instrument educators. It is seen that most of the participants gave the answer of readiness-level in the
selection of pieces and etudes. Regarding the “readiness-level” code, instrument educators gave the
following answers: P3 “I choose etudes and pieces that are suitable for their level”, P11 “I mostly give
pieces according to the readiness level of the students’, P15 “Etude technical level work period style style”
and P17 “To be suitable for their level, to enable them to perform examples of the music genre they like
(folk music, art music, etc.)”. Regarding the code of “Etudes and pieces they will like”, instrument
instructors responded as follows: P2 “I choose pieces and etudes with melodies and melodies that they
will like more and be happy while working”, P6 “First of all, | try to choose etudes or pieces that the student
likes or is more interested in” and P12 “To play pieces they will like”. Regarding the code “Having Different
Musical Techniques and Terms”, P4 “I pay attention to having different musical techniques or terms”, P8
“I make them work on different scale etudes and position transitions” and P9 “...I pay attention to playing
pieces or etudes in different variations, creative possibilities and student requests, Regarding the code
“Close to Turkish Music Culture”, instrument educators P5 responded as “...Musical etudes and artefacts,
i.e. melodies that appeal more to our own culture, attract students’ attention more” and P17 “Close to
Turkish music culture”. Regarding the “Improving Musical Memory” code, instrument educator K7 said,
“I pay attention to the quality that improves musical memory and bow-finger coordination” and finally,
regarding the “Created by Simulation” code, instrument educator P13 said, “/ pay attention to progress
from the etudes | have chosen and written from the makams that the student has learnt”.

Findings Related to the Fifth Sub-Problem

In this sub-problem, teachers were asked two different questions about the relationship between
creativity and performance skills and about combining students’ creativity with instrument performances,
and the answers were explained in two different tables.

Table 7
Opinions on the Relationship Between Creativity and Performance Skills
Thema Codes Participants f
.. Positive P2, P3,P7,P8,P12,P16 6
The Process of Creatl\-nty and Related P11, P13, P17 5
Performance Interaction . . .
Trying different things P3 1
Motivation P2, P4, P9, P12, P15 5
Instrument mastery P2, P6, P14 3
The Results of Creativity and Problem solving P6, P10 2
Performance Interaction Feeling P1 1
Interpretation Ability P5 1
Originality P9 1

In Table 7, two different themes “the process of creativity and performance interaction” and “the
results of creativity and performance interaction” were formed according to the opinions of instrument
educators about the relationship between students’ creativity and performance skills. For the “positive”
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code of the theme that emerged in the interaction “process of creativity and performance”, which is the
first theme, instrument educators, P3 “It affects positively, in this way they are more willing to try new
things”, P7 “There is no doubt that it affects positively”, P12 “It affects positively, it enables the student to
work more willingly and put something forward” and P16 “I think it affects positively to a great extent”,
instrument educators for the “related” code, P11 “creativity and performance are definitely directly
proportional”, P13 “...Creativity skill equals performance because the two are inseparable and
interrelated” and P17 “Creativity skill is directly proportional to performance skill”. Regarding the code of
“trying different things”, instrument educator P3 stated that “...they are more willing to try new things in
this way”.

In addition, in the second theme, which is the “results of the interaction between creativity and
performance”, 6 different codes were formed for the answers given by the instrument educators; for the
“motivation” code, instrument educators, P4 “..creative approaches cause them to hold on to their
performance and motivation”, P9 “... It can provide students with originality, expression skills and
motivation in their musical performances” and P12 “...it enables the student to work in a more motivated
way and put something forward”, instrument educators for the “instrument mastery” code, P6 “...I can
state that | observe that they are more dominant in performance” and P14 “...because mastery of magams
in Turkish music and tones in western music is necessary for creativity. The mastery of these elements
directly affects the performance”. Regarding the “problem solving” code, instrument educators expressed
their opinions as P6 “students with high creativity have a high level of solution generation...” and P10 “...of
course, it is important to find different positions and exit points on the instrument when working on difficult
passages while interpreting works in the future”. Regarding the “interpretation ability” code, P5 stated
that “..it positively affects the interpretation ability” and regarding the “originality” code, P9 stated that
“it can provide students with originality, expression skills and motivation in their musical performances”.

Table 8
Methods Used by Instrument Educators to Combine Students’ Creativity with Instrument Performance
Thema Codes Participants f
Making them apply their musical ideas P2, P7, P8, P10, P17 4
Encouraging Creative Playing in different methods and duate P4, P17 2
Performance Making sense of etudes and pieces P6 1
Creating exercises from difficult passages P16 1
Encouraging Creativity Supporting creative ideas P2, P3 1

In Table 8, two different themes were formed as “encouraging creative performance” and
“encouraging creativity” in line with the answers given by instrument educators regarding the methods
used by students to combine creativity with instrument performance. Regarding the code of “making
them apply their musical ideas” within the scope of the theme of “encouraging creative performance”, P7
“I make them see the deficiencies and similarities by combining some melodies or exercises they find with
other exercises applied in the lesson”, P8 “I give them the opportunity to try the ideas they present on their
instruments and then evaluate their performance together with the student.”, P10 “...where they have
difficulties, | create a sentence (show and do) and then ask them to make similar sentences” and P17 “...to
enable them to play different melodies and rhythms on their instruments, to get their ideas about playing
difficult passages in the piece more easily...”. For the code of “playing in different methods and duate”,
P4 “I aim to make them play the measures or passages they have difficulty in playing in different scales or
in reverse from the last note of the section to the first note and develop a different perspective” and P17
“..to enable them to work in different duatas and different tones...”; For the code of “making sense of
etudes and pieces”, P6 said “I try to make them understand the etudes and pieces especially so that they
can reflect their previous knowledge. Afterwards, | expect them to apply the previous knowledge to the
new”, and finally P16 for the code of “creating exercises from difficult passages”, “Firstly, | want them to
turn the difficult passages they encounter in the pieces or etudes into exercises and transfer them to other
places. | want them to play by adding ornaments to the pieces according to their level, and this adds new
ideas to them...”.
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The code “supporting creative ideas” was created for the theme of “encouraging creativity”, and P2
answered “I encourage them by reinforcing different interpretations while performing the piece or etude”
and P3 answered “/ encourage them with new ideas they want to implement”.

Findings Related to the Sixth Sub-Problem

In this sub-problem, teachers were asked two different questions about the factors affecting students’

instrument performance and creativity, and the answers were explained in two different tables.

Table 9

Factors Affecting Students’ Instrument Performance According to Instrument Educators

Thema Codes Participants f
. P2, P5, P6, P10,
. relnted Adequate and qualified study/non-study P11, P14, P15, P16 8
actors Relate t? Teacher approach P4 1
Instrument Practice . .
Working environment P5 1
Not knowing the music, they make P13 1
Attitude and motivation towards the instrument P8, P9, P10, P11 4
Peer communication P8, P10 p
mood and body state P2, P10 1
Personal Factors . )
Type of music they listen to P8 1
Instrument being difficult P3 1
Student profile P17 1
Musical opportunities of the city P5, P8, P12 P17 4
Social Factors Socioeconomic status P7, P8, P17 3
Art and education policy P1 1

» o«

In Table 9, three different themes were formed as “factors related to instrument practice”, “personal
factors” and “social factors” in line with the answers given by instrument educators about the factors
affecting students’ instrument performance.

Regarding the code of “adequate and qualified study/non-study” under the theme of “factors related
to studying the instrument”, instrument educators, P2 “...body and mind integrity-fatigue, adequate study
or non-study, adequate study or non-study”, P6 “Disruption of scale and arpeggio studies, insufficient
study”, P10 “If we look from the negative side, situations such as future anxiety, adolescence, peer pressure
have a negative effect on instrument performance as well as on every lesson. Apart from this, there is
usually no negative situation we experience. On the positive side, the more time a person spends with their
instrument and shows success, the more motivated they become and the more they want to work harder
and improve their performance” and P14 “The most important factor here is the technical errors in the
performance of the instrument. Technical mistakes in the performance of the instrument reduce the
rhythm, nuance and quality of the performed piece”. Regarding the code of “teacher approach”, P4 stated
“To a great extent, both positive and negative teacher approach”, regarding the code of “working
environment”, P5 stated “Home working environments, careless and sloppy work, not doing the lessons
one-to-one, etc. affect the performance negatively”, and regarding the code of not knowing the music
they make, P13, an instrument educator, stated that “the biggest factor is that they start that music genre
without knowing the requirements of the music they make”.

In line with the theme of “personal factors”, instrument educators stated the following regarding the
code of “attitude and motivation towards the instrument”: P9 “I think that students’ intrinsic and extrinsic
motivations affect performance to a great extent. Positive or negative factors such as anxiety, self-efficacy
perceptions, attitudes and excitement before the performance can affect the performance” and P11 “to
work less or more on the instrument, to love or not to love the instrument”, while P8 “...peer interaction
within the school...” and P10 “..situations such as adolescence, peer pressure have a negative effect on
instrument performance as well as on every lesson”, for the “Peer communication” code. For the “mood
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and body state” code, P2 responded “their moods, body and mind integrity-tiredness...”; for the “type of
music they listen to” code, P8 responded “...the music they listen to...”. Regarding the “instrument being
difficult” code, P3 stated “The difficulty of the instrument affects them negatively in terms of instrument
performance” and regarding the “student profile” code, P17 stated “working in a different profession,
staying in a dormitory or at home, opportunities in the musical environment (having other musicians in
the family), whether there are concerts in the city where they live, whether they play in orchestra or
different chamber music groups”.

In line with the theme of “social factors”, instrument educators responded to the code of “musical
opportunities of the city” with P8 “...the lack of music and concert opportunities in the neighbourhood
where they live”, and P17 “...whether there are concerts in the city where they live, whether they play in
orchestras or different chamber music groups”. Regarding the “socioeconomic status” code, P7
responded that “socioeconomic level affects student performance the most because of the region where |
work in”. Regarding the “art and education policy” code, P1 stated that “The art policies in our country
affect children extremely negatively”.

Table 10
Factors Affecting Students’ Creativity According to Instrument Educators
Thema Codes Participants f
Not allocating enough time P2, P3, P§, P10, P11, P12, P16 7
Teacher approach P6, P14 2
Factors Related to Basic music knowledge P11, P15 1
Instrument Practice  Curiosity about improvisation and P12 1
accompaniment
Musical Awareness P13 1
Eagerness to create P7 1
Affective Factors Self-efficacy P9 1
Attitude towards the instrument P11 1
Socioeconomic Structure P7, P17 2
Social Factors Opportunities of the City of Residence PS5, P17 2
Sociocultural Structure P1 1

n ou

In Table 10, three different themes were formed as “factors related to instrument practice”, “affective
factors” and “social factors” in line with the answers given by instrument educators regarding the factors
affecting students’ creativity. Regarding the “not allocating enough time” code formed within the scope
of the theme of instrument-oriented factors, instrument educators, P2 “not allocating enough time to the
instrument”, P8 “How much space he gives to his instrument and music in his daily life affects his
creativity”, P11 “Negative aspects such as not practicing and liking the instrument, lack of basic musical
skills, and the opposite of these are positive...” and P16 “At this point, the time allocated to listening to
music affects in direct proportion. The time allocated to the instrument will also affect in direct
proportion”. Regarding the “teacher approach” code, K6 “I think that the teacher’s approach is important
in this regard, and | also think that there should be an attitude that encourages creative thinking.” and
P14 “I can say that the important factor here is teachers who do not support their students with their
experience in this regard. Because a teacher should support these behaviours of students with all their
experience so that they can transfer their knowledge and experience and live the style. When this is the
case, it can be interpreted as a negative factor that the teacher directs their student and does not support
them in any positive way, but only does the lesson”. Regarding the “curiosity about improvisation and
accompaniment” code, P12 responded as follows: “While allocating enough time for their instruments,
not practising regularly and limitation of lessons are among the negative aspects, taking part as a
performer in listening and their curiosity about playing and improvisation are positive aspects”. Regarding
the “musical awareness” code, P13 stated their opinions as follows: “The biggest factor is that they start
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that type of music without knowing the requirements of the music they make, and being able to devote
enough time to their instrument to fulfil its requirements...”.

Instrument educator P7 for the “eagerness to create” code under the theme of affective factors
answered as follows: “The biggest factor is that they start that type of music without knowing the
requirements of the music they make, and they can spare enough time for their instrument to fulfil its
requirements...”, instrument educator P9 for the “self-efficacy” code answered as follows: “Students’ self-
efficacy beliefs can affect their creativity”. Instrument educator P11 expressed they opinion on the code
of “attitude towards the instrument” as follows: “Working less on the instrument and not liking it, lack of
basic music knowledge...”

Finally, it was observed that the instrument educators responded to the code “Socioeconomic
Structure” under the theme of social factors as P7 “...the economic and family problems experienced by
the students affect negatively.” and P17 “...the student’s working in a different profession.” Regarding the
“Opportunities of the City of Residence” code, instrument educators P5 “The fact that the school is located
in a metropolitan area rich in terms of social environment enables students to follow concerts and opera
events, and this distance affects students’ creativity.” and P17 “Whether they play in orchestra or different
chamber music groups...”. Regarding the “Sociocultural Structure” code, P1 said “The most important
factor in this regard is the sociocultural structure and the interaction of students with their immediate
environment. As | mentioned before, music is a whole and the environment should be carefully designed.”

Discussion & Conclusion

When the first sub-problem was evaluated, two different codes (practice/practical and conceptual
development) were created within the scope of the theme of student-centred creativity at the point of
encouraging students to creativity by instrument educators. In line with the opinions received from
instrument educators, it was concluded that studies on practice/practical and intellectual development
encourage students to creativity. Runco and Jaeger (2012) emphasised that creativity requires originality,
can be defined as innovation and the resulting product should be unique, while Jones et al. (2016) defined
it as the emergence of new ideas through experimentation. It is seen that these definitions of creativity
focus on originality, originality and the ability to produce new ideas through experience, and the
definitions of creativity made by instrument educators overlap with both definitions and the definitions
in the theoretical framework of the research.

In the second sub-problem of the study, when the ‘instrument educators’ opinions on the creative
potential of students’ were analysed, it was seen that 14 instrument educators stated that students have
the potential for creativity, while three instrument educators stated that students do not have the
potential for creativity. Omeroglu and Kandir (2017) stated that creativity exists at different rates in
people and that each person can exhibit a certain amount of creative behaviour. In addition, according to
the opinions of nine instrument educators in this sub-problem, it was concluded that
improvisation/composing in strategies to reveal students’ potentials reveals students’ creativity potential.
Instrument educators stated that their students' observations on improvisation/composing were that
improvisation increases attitude and motivation towards the instrument, improves technique and
performance, strengthens musical memory, improves musical creativity, and is an indicator that the piece
or etude is assimilated. However, there are also responses that improvisation negatively affects intonation
and technique. Bagci (2015) defined improvisation as playing a piece of music instantly, while Giileg (2017)
considered improvisation as an important tool that can be used in creative music classes. Kiipana (2013)
considered improvisation as the basic dimension of musical creativity along with composition. The results
of the research show that instrument educators support improvisation with strategies such as solving the
problems experienced by the student in performance, encouragement, and writing etudes for the
passages they have problems with. Giileg (2017) stated that students who improvise are successful in both
musical creativity and instrument performance. In this context, improvisation is thought to positively
affect students' performance and creativity. In addition, the opinions of eight instrument educators
revealed that students have potential at different levels. Gilrgen and Bilen (2005) stated that in
contemporary music education approaches, the student is active, a learning process consisting of
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activities that reveal creative potential and the discovery of creative talents hidden in the student are
aimed. At this point, it is thought that instrument educators should provide a suitable learning
environment, utilise various motivation sources and use various strategies in order to reveal students'
creativity potential.

When the data related to the third sub-problem were analysed, two themes and eight codes were
formed in the studies conducted by the instrument educators to improve the instrument performances
of the students. When the opinions of the instrument educators were examined, it was concluded that
performing etudes, scale-arpeggio and technical studies generally improves students' instrument
performance, and that non-practical studies such as listening-watching and student recitals can also
support this. According to Omeroglu and Kandir (2017), the intensity of creative behaviours may vary due
to heredity, cultural environment and education. Therefore, teachers should encourage students to think
creatively and provide an environment conducive to creative expression. Teacher behaviours have been
emphasised as an important factor affecting both creativity and performance. Erdogdu (2006) emphasised
the importance of a democratic and humanistic teacher attitude in the development of academic and
creative skills. Yenilmez and Yolcu (2007) suggested that in order to encourage creativity and create a
creative learning environment, teachers should allow students to express their thoughts freely, respect
all ideas, avoid criticism, not focus on a single correct answer, prevent students from fearing mistakes,
not always expect logical answers, and help students believe in their creative potential. Aytag (2020)
identified various factors affecting creativity such as student interest, physical structure of the educational
environment, family awareness, teaching methods and techniques, positive teacher approach,
encouragement of creativity, imagination, observation and general environment. One of the most
important steps teachers can take to develop creativity is to make students feel that their creativity will
be appreciated. Therefore, instrument educators can benefit from using thinking methods such as
brainstorming, SCAMPER, qualified listing and morphological listing in their lessons. Gokbudak (2004)
stated that video is an effective tool that can be used to correct performance mistakes or behaviours in
observation-based teaching activities. Uygun (2020), in his research in which he analysed the videos
providing instrumental training on YouTube, concluded that performance videos are generally dominated
by a structure based on the performance of any musical work or etude or the teaching technique of a
determined instrument. In this context, the reliability of the content of the videos on video sharing sites,
the accuracy of the method used, and the technique of the performing educator or artist is an important
issue.

When the data related to the fourth sub-problem of the research were analysed, it was seen that most
of the instrument educators were united in the answer of readiness-level in the selection of etudes and
pieces to reveal the creative aspects of the students. In addition, they gave answers that they prefer
etudes and pieces that students like, have different musical techniques and terms, are close to Turkish
music, can play by feeling, develop musical memory, and can create different variations. The answers
obtained suggest that instrument educators focus on general instrument performance rather than
creativity in the selection of etudes and pieces and act student-centred. Ertem (2011) stated that the level
in instrument education is determined by defining the technical requirements of the works, necessary
prerequisites and existing skills or by considering the student's level of readiness, and that the selection
of repertoire, regardless of the stage of instrument education, is an important tool in acquiring and
developing the desired behaviours and skills and reaching the expected goal. When the concept of
repertoire here is considered as etudes and pieces, Doganay (2011) stated that instrument educators pay
attention to the level of students as well as the programme in the selection of etudes and pieces. At this
point, Ertem (2011) stated that the selection of repertoire is one of the most important tasks of the
educator, while Ozmentes (2013) stated that although there are various factors affecting performance,
the most important factor for improving performance is the teacher, that the teacher is important for
student motivation, and that teacher-student communication should be maintained in a healthy way. This
communication is considered important for the instrument educator to recognise the student in terms of
readiness, musical creativity tendency, musical tastes and musical memory, and to make the selection of
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etudes and pieces by taking into account the student's specified characteristics. Since it is thought that
the correct selection of pieces and etudes will also affect the student's attitude towards the instrument,
motivation and self-efficacy.

When the data related to the fifth sub-problem of the research were analysed, instrument educators
stated in two different questions that there were generally positive effects on the interaction process
between creativity and instrument performance, and as a result of the interaction, there were advantages
for motivation, instrument mastery, and problem solving. According to the opinions of the instrument
educators participating in the research, it was concluded that there is a positive and related process
regarding the relationship between creativity and performance, and that students try different things in
this process. Music is an art of creation and when performers interpret the work, they create the process
of re-creation. This process is the process of attributing a new meaning within the framework of the
original composition and the influence of previous performances (Briggs, 1988; Graham, 1998). It was
seen that the instrument educators who participated in the study agreed that there is a positive and
directly proportional relationship between instrument performance and creativity. In parallel with this
view, Goncy and Waehler (2006) emphasised the music experience and stated that there is a positive
relationship between performance and creativity potential. Kiipana (2013), who concluded that as a
result of the process of creativity and performance interaction, motivation increases, instrument mastery
is achieved, solutions to problems experienced on the instrument can be produced, interpretation ability
is developed and originality is achieved. Kiipana (2013) also stated that methods such as open-ended
questions, brainstorming, recording, discussion and work analysis can also improve musical creativity and
create a favourable learning environment. Instrument educators who participated in the study stated that
they tried to develop students' creativity by applying activities such as brainstorming, piece- etude
analysis, listening-playing and exchange of ideas. Ayden and isgiizar (2016), and Tokinan and Bilen (2011)
concluded that there is a relationship between creativity and motivation. Uslu (2013) emphasised that
teacher activities should effectively motivate students and improve their musical perceptions and that
listening activities can improve performance and creativity by exposing students to sample performances.
Kuphana (2013) also stated that musical creativity requires familiarity with the melodic, rhythmic and
formal elements of styles and that this can be achieved through listening experiences. In general, the
research shows that motivation arises from the interaction between creativity and performance.

The following results have been reached in the studies of instrument educators on combining
students' creativity with instrument performance. Educators give students the opportunity to apply their
own ideas, give them the experience of playing in different methods and duets, and ensure the transfer
of previously learnt knowledge to new learning. In addition, they try to improve students' instrument
performances by supporting their creative ideas and encourage creativity with the aim of creating an
original performance on their instruments. It is thought that instrument education, in addition to
improving students' technical skills, can support their creative aspects and enable them to add originality
to their instrument performances. This may mean that not only technical competence, but also emotional
and aesthetic expression is at the centre of education. In this context, it can be seen as a practice in which
instrument educators can contribute to the development of a mind open to new learning by giving
students the opportunity to apply their ideas and try to strengthen creative skills that can adapt existing
knowledge to new contexts.

Regarding the sixth sub-problem of the research, instrument educators were asked about the factors
affecting creativity and performance, and it was seen that similar responses were received regarding the
factors affecting both instrument performance and creativity. At this point, according to the answers of
instrument educators, it was concluded that factors related to playing or practising and social factors
affect both instrument performance and creativity, while personal factors affect instrument performance
and affective factors affect creativity. In addition to the responses of not playing/studying adequately and
qualitatively and not allocating enough time, it can be seen that the teacher's approach can affect both
creativity and instrument performance. When the social factors affecting both instrument performance
and creativity were evaluated, it was seen that socioeconomic structure and the musical opportunities of
the city of residence were given. Aytag (2020), in his study with teacher opinions, stated that family
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attitudes, social environment, teacher attitudes, curriculum content, socioeconomic conditions,
awareness of interests and abilities, peer environment, social judgements and education system dynamics
are behaviours affect creativity, and the results obtained in terms of both performance and creativity
overlap with the results obtained by Aytag (2020).

Suggestions

Based on both the findings obtained in the research and the literature created for the research,
suggestions were developed for researchers and instrument educators. Although creativity is an abstract
concept, it is thought that creativity can be observed in a certain process and creativity tendency can be
measured. In this context, students’ creativity tendencies and instrument educators’ encouragement of
creativity can be analysed. The relationship between creativity and various affective characteristics can
be determined by examining the students' tendency towards creative performance in the context of
attitude towards the instrument, motivation and self-efficacy. A suitable educational environment should
be provided for innovative interpretation of even the simplest etude with the encouragement of the
teacher at the point of performance. It is thought that investigating the effects of thinking methods such
as brainstorming, scamper, qualified listing, morphological listing on instrument success, performance
and motivation and their applicability in instrument lessons will bring a different perspective to the
instrument education literature. Improvised playing is an indicator of creativity. In order to enable
students to overcome the difficulties they experience in their instruments; they can contribute to their
creativity and instrument performances by producing melodies similar to difficult passages.
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Tiirkge Siirimui

Giris

Yaraticilik, insanligin kiltirel ve bilimsel ilerlemesinde 6nemli bir rol oynamistir. Erdogdu (2006),
yaraticihgin tam olarak tanimlanamadigini ve genellikle bir sire¢ ya da Urin olarak géruldiginu
belirtmistir. Yaraticiigin neyi ifade ettigi ve nasil anlasildigi konusunda gesitli bakis agilari mevcuttur
(Walia, 2019). Young (1985) yaraticiligl, kendimizi gergeklestirdigimiz, mantiksal ve sezgisel yonlerimizi
bitunlestirdigimiz, sorunlari ¢ozmek icin birden fazla olasiligi degerlendirmek icin iraksak dusinceyi
kullandigimiz ve ilerleme veya degisimi tesvik ederken gegcmisle surekliligi korudugumuz tutumlar olarak
tanimlamistir. Mumford ve Gustafson (1988) yaraticilig yeni bir fikirden nihai bir Griine evrilen karmasik
bir sireg olarak nitelendirirken, Jones ve digerleri (2016) deney ve gézlem yoluyla yeni fikirlerin Gretilmesi
olarak tanimlamistir. Yaraticilik genellikle yaratici diisinme, yetenek, problem ¢ézme, hayal glicii ve
yenilikgilik gibi terimlerle iligkilendirilirken birgok tanim, problem ¢ézmedeki ¢6zimi kavrama yéniuni
vurgulamaktadir (Runco ve Jaeger, 2012; Simonton, 1999; Sternberg ve Davidson, 1995). Dirim’e (2001)
gore yaraticilik, cesitli asamalardan gecerek problemlere 6zgiin ¢éziimler bulmayi igerir. Sternberg ve
Lubart (1991) ise yaraticiligi yenilik¢i ya da 6zgilin isler lretebilme yetenegi olarak aciklamistir. Bu
tanimlardan yola gikarak yaraticilik, bireylerin bir durum ya da sorunla karsilastiklarinda hayal giiclerini
kullanarak yenilikgi ve 6zgiin fikirler ya da eserler Urettikleri ayni zamanda mevcut fikirlere ve eserlere
farkli bakis acilari getirmeyi de igeren karmasik bir sureg olarak gorulebilir.

Yaraticilk ve yaratici diisinme kavramlari arasindaki farka bakildiginda yaratici diistinmenin bir siireg
icinde meydana geldigi ve yaraticili§in da bir siirecin sonucu olarak ortaya ¢ikan bir beceri oldugu
soylenebilir. Demirel (2010), yaraticilik ve yaratici diisinmenin ayni anlama gelmemesine ragmen
birbirleri yerine kullanildigini yaratici diisinmenin daha ¢ok zihinsel etkinlikleri cagristirdigini, yaraticiligin
ise hem zihinsel hem de performansa dayali etkinlikleri kapsadigini belirtmistir. Bu baglamda yaratici
diisinmenin bireyin zihinsel, bilissel ve Ust bilissel yoninl kapsadigl, yaraticiligin ise yaratici disinmede
harekete gegen yonlere ek olarak performansa bagli bir stirecin oldugu distnalebilir.

Miizik egitimi, kazandirilacak nitelikler ve yeterlilikler agisindan boyutlara ayrilmaktadir. Bilen (1995)
muzik egitiminin boyutlarini ses egitimi, muziksel isitme egitimi, mizik begenisi egitimi, yaraticilik ve galgi
egitimi olmak Uzere bes boyuta, Cuhadar (2016) ise mizik egitimini kulak egitimi, mizik teorisi egitimi,
performans (enstriimantal veya vokal) egitimi, kompozisyon — seflik egitimi, mizikoloji, muzik teorisi
egitimi ve muzik pedagojisi olmak lizere yedi disipline ayirmistir. Giirgen ve Bilen’e (2005) gére miizik
egitimi, yaratici bireyler yetistirmek agisindan sanat egitiminin en uygun alanlarindan biridir. Uslu (2013)
ise mizik egitiminin gerceklestirildigi ortamlarda; bireylerin gesitli yonlerden etkilendigini, mizik egitimi
alan bireylerin aldiklar egitimin durumuna ve niteligine gore bazi boyutlarda 6nemli kazanimlar elde
ettiklerini, mizik egitiminin yaraticihk boyutunun da kazanimlari etkileyen faktorlerden oldugunu
belirtmistir.

Calgi egitimi, muzikal birikimin kazanildigi ve pekistirildigi bir siregtir. Tlrkel ve Sen (2015), mizikle
kendini ifade edebilme ve miizikal verimlilige ulasmada calgi egitiminin etkili yollardan biri oldugunu, Uslu
(1996) ise calgi egitimini, insani mizikle bitlnlestirip duygularini ifade etmesine olanak taniyan bir ugras
olarak tanimlar. Cakir'a (2022) gore, calgl egitimi siirecinde 6grencinin galgisini etkin bicimde ¢almasi,
gerekli muzikal becerileri kazanmasi ve Ust diizeyde icra gergeklestirmesi hedeflenir. Bu amacglara ulagsmak
icin Ogrencinin etkin bir g¢alisma siirecine ve miuzikal yaraticihgini kullanmasina ihtiyag duyuldugu
gorilmektedir.

Ugan (2005) ve Uslu (2013), yaratict muziksel yetenegin besteci ve dogaglamaci tiplerde kendini belli
ettigini ve mizigin vyaraticilik boyutunun en etkin c¢alismalarindan birinin bestecilik oldugunu
belirtmislerdir. Miuzikte yaraticilik; her ne kadar bestecilik, dogaclama, aranje etme gibi miuzikal
etkinliklerde kendisini gosterse de performans alaninda da mizigin yaraticihik boyutu disinulebilir. Bu
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nedenle ¢algi egitiminde yaraticilik, 6grencinin kendisine has bir icra olusturabilmesi ve ¢algisinda yasadigi
problemleri yalnizken asabilmesi agisindan énemli gérilmektedir.

Calgl egitiminde yaraticilik; calgl egitimi siirecinde elde edilen teknik bilgi, beceri ve deneyimleri
kullanarak icra ettigi etiidu veya eseri yenilikgi bir tarzda yorumlama veya yenilikgi tarzlar yaratma becerisi
olarak tanimlanabilir. Bu baglamda galg egitimcisinin niteligi vurgulanmakta, calgi egitimcisi tarafindan
yaratici becerilerin ortaya gikabilecegi egitim ortaminin olusturulmasi ve 6grencinin yaratici dislinmeye
tesvik edilmesi beklenmektedir.

Jgrgensen (2000) galgl egitimini, egitimcinin 6grenci Gzerinde rol model oldugu bir usta-girak iligkisi
olarak tanimlar ve dgretim siirecinde yaraticiliga tesvik etmenin énemine vurgu yapmistir. Ozmentes
(2005), verimli galgi egitimi igin egitimcinin dogru tekniklerle 6gretim yapmasi ve bireysel ¢alisma sirecini
organize etmesi gerektigini, ayni zamanda 6grencilerin yaraticihgini kisitlamadan performansini
gelistirmeye ¢alisiimasi gerektigini belirtmistir. McPherson (2015) ise galgl performansinin gelisiminde
egitimcinin farkli mizikal stilleri ve teknikleri deneme firsati sunmasinin énemini vurgulamistir. Ancak,
teknik gelisime odaklanma nedeniyle yaraticihgin géz ardi edilmesi yaygindir. Burnard ve Murphy (2013),
yaratici dislinmeye tesvik edilen 6grencilerin mizikal becerilerinin ve 6grenme motivasyonlarinin
arttigini, bu artisin performansi olumlu yonde etkiledigini belirtmistir.

Calg egitimi s6z konusu oldugunda sik¢a kullanilan bir kelime olan performans, ¢algi ¢alma
becerilerinin icrasi, sergilenmesi anlamina gelmekte; konser, basari, elde edilen sonug olarak da
gorilmektedir (Cakir, 2022; Yondem vd., 2019). Baska bir deyisle calgi performansi, calgi egitimi siirecinde
elde edilen teknik beceri ve eserin gerektirdigi mizikaliteyle icra etmeyi kapsamakta ve mdizisyenin
mizikal deneyimlerini, pratiklerini ve teknik becerilerini ifade edebilmesi anlamina gelmektedir. Uslu
(2013) muziksel yaraticiigin alinan dogru mizik egitimiyle ve muzikal birikimle belirginleserek lretime
donisebilecegini vurgulamistir. Batibay ve Piji (2006), yaraticilikla calgi egitimi ve ses egitimi gibi
performansa dayali dersler arasinda anlamli bir iliski oldugunu, Giileg (2017) ise dogacglama calismalarinin
miizikal yaraticihk ve icra performansina etkisini incelemis ve performans noktasinda dogaglama
¢alismalarina katilan 6grencilerin lehine sonuglar elde etmistir.

Arastirmanin temel amaci, calgi egitimcilerinin 6grencilerin ¢algi performanslarini ve muzikal
yaraticiliklarini gelistirmek icin ne tlr calismalar yaptiklarini, performans ve yaraticiligi etkileyen faktorleri
nasil tanimlayip degerlendirdiklerini belirlemektir. Bu arastirma, calgi egitimcilerinin yaraticilik ve
performansa bakis agilarini ortaya koymasi, bu egitimcilerin ders etkinliklerini belirlemesi ve hem
egitimcilere hem de alandaki arastirmacilara degerli bilgiler sunmasi agisindan énemli gérilmektedir. Bu
baglamda arastirmanin problem cimlesi; “Calgi egitiminde yaraticiik ve performans iliskisi calg
egitimcilerinin goziinden nasildir?” olarak belirlenmis ve asagida yer alan alt problemlere yanitlar
aranmistir;

1. Calgi egitimcilerinin 6grencileri yaraticiliga tesvik etme noktasinda gorusleri nelerdir?
2. Calgi egitimcilerinin 6grencilerin yaratici potansiyellerine yonelik gorisleri nelerdir?

3. Calgl egitimcilerinin 6grencilerin calgi performanslarini gelistirmek i¢in yaptiklari calismalar
nelerdir?

4. Calgiegitimcilerinin 6grencilerin yaratici yonlerini ortaya ¢ikartmak igin etiit ve eser segiminde goz
onlinde bulundurduklari 6ncelikler nelerdir?

5. Calgi egitimcilerinin yaraticilik ve performans arasindaki iliskiye yonelik gorusleri nelerdir?

6. Calgl egitimcilerinin yaraticihgl ve 6grencilerin galgl performansini etkileyen faktorlere iliskin
gorusleri nelerdir?
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Yontem
Arastirma Modeli

Arastirma, ¢algl egitiminde vyaraticlhi§in ¢algi performansina etkisini ¢algi egitimcilerinin
perspektifinden inceleyen nitel bir galismadir. Creswell’e (1998) gore nitel arastirmalar, sosyal veya beseri
problemleri inceleyerek karmagik butlnsel bir resim gizer ve dogal bir ortamda gorusiilen kisilerin
fikirlerini detayl bicimde rapor eder. Aydin’a (2018) goére, nitel arastirmalarda gézlem, gériisme ve
dokiiman analizi gibi yontemler kullanilr.

Bu calismada, belirli kurallari takip etmek yerine tek bir durum veya olayin derinlemesine ve boylamsal
olarak incelenmesini iceren durum calismasi deseni kullanilmistir. Gokgek (2009) durum ¢alismalarini,
olaylarda neden-sonug iliskisinin net bir sekilde anlagiimasini saglamak ve gelecekte yapilacak detayli
arastirmalar icin alanlari belirlemek amaciyla sistematik olarak verilerin toplanip analiz edildigi
arastirmalar olarak tanimlamistir.

Calisma Grubu

Arastirmanin galisma gurubu olusturulurken nitel arastirmalarda basvurulan bir yontem olan durum
orneklemesi kullaniimistir. Bu 6rnekleme yontemi Yildirim ve Simsek’e (2013) gore arastirmaya hiz ve
pratiklik kazandirmasi agisindan erisilmesi kolay olan 6rneklemin segilmesidir. Arastirmanin calisma
grubunu mesleki miizik egitimi veren gilizel sanatlar liselerinde, Universitelerin egitim fakiltelerine bagl
muzik egitimi ana bilim dallarinda, giizel sanatlar fakiltesi ve Turk Mizigi Devlet Konservatuvarlarinda
gorev yapan calgi egitimcileri olusturmaktadir. Arastirmaya katilan galgi egitimcilerinin kisisel 6zellikleri
Tablo 11’'de gosterilmistir.

Tablo 1
Calisma Grubunda Yer Alan Calgi Egitimcilerinin Kisisel Ozellikleri
L GSL ve
No  Cinsiyet M(.e‘zu_n Olltman Ogrenim Sehir Galgi Kidem Unv. Kurum Gérev/Unvan
Universite Durumu
Kidem
Sivas Cumhuriyet .
K1 Erkek Universitesi Egitim Lisans Kutahya Viyola 17 10 GuzeI.San.atIar .. l:lzman
L Lisesi Ogretmen
Fakiltesi
Yizlincdi Vil Yiksek Glizel Sanatlar Uzman
K2 Kadin Universitesi Egitim . Van Kanun 15 10 L o
L Lisans Lisesi Ogretmen
Fakdiltesi
Yizlined Vi Yiksek Glizel Sanatlar Uzman
K3 Kadin Universitesi Egitim . Diyarbakir Flat 15 10 L sy
. Lisans Lisesi Ogretmen
Fakdiltesi
K4 Erkek Inovr'njl Unlve“r5|teg Lisans Diyarbakir Keman 11 4 GuzeI.San.atIar -- l:lzman
Egitim Fakultesi Lisesi Ogretmen
Abant izzet Baysal . .
K5 Kadin Universitesi Egitim Yl_JkSEk Mersin Viyola 22 16 GuzeI_San_atIar »- Eszan
S Lisans Lisesi Ogretmen
Fakiltesi
Yuziincd Yil . .
K6 Erkek Universitesi Egitim Yl.JkSEk Van Viyola 21 18 GuzeI‘San.atIar »- Eszan
S Lisans Lisesi Ogretmen
Fakiltesi
Yuziincd Yil .
K7 Erkek Universitesi Egitim Lisans Van Keman 18 13 GuzeI‘Sar?atIar .. Eszan
S Lisesi Ogretmen
Fakiiltesi
inéni Universitesi Yiksek Giizel Sanatlar Uzman
E Di i 1 12 "
k8 rkek Egitim Fakdiltesi Lisans ivarbakir Viyola 8 Lisesi Ogretmen
Yuziinct Yil . .
K9 Kadin Universitesi Egitim Yl_JkSEk Sirnak Keman 2 2 GuzeI_San_atIar Ogretmen
. Lisans Lisesi
Fakiiltesi
istanbul Teknik
Universitesi Turk Yiksek GSL Giizel .
k10 Erkek Mizigi Devlet Lisans Van ud 8 > Sanatlar Lisesi Ogretmen
Konservatuari
K11 Kadin Geva'2|4Un|vetS|tes’| Yl.JkSEk Kitahya Keman 20 16 GuzeI'San'atIar Ogretmen
Egitim Fakiltesi Lisans Lisesi
K12 Kadin '”‘3“.’9 Unlve"r5|te'5| Doktora Kahramanmarasg Piyano 7 4 GuzeI'San'atIar O',r'gretlrn'
Egitim Fakiltesi Lisesi Gorevlisi
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Mezun Olunan Ogrenim GSLve
No Cinsiyet . N & Sehir Calgi Kidem Unv. Kurum Gérev/Unvan
Universite Durumu
Kidem
Yazincu Yil Tark Mazigi o
- [ Ogretim
K13 Erkek Universitesi Egitim Doktora Van Keman 12 12 Devlet .
L Gorevlisi
Fakiiltesi Konservatuari
Sivas Cumhuriyet
K14 Erkek Universitesi Egitim Doktora Hakkari Piyano 14 9 Egitim Fakiiltesi ~ Ogretim Uyesi
Fakultesi

K15 Erkek G?AZ|‘Un|veE5|tes‘| Doktora Hakkari Keman 11 1 Egitim Fakiiltesi ~ Ogretim Uyesi
Egitim Fakdiltesi

Yaziincu Yil . Turk Muzigi -
K16 Erkek Universitesi Egitim ngSEk Van Keman 13 E;Sl 2 Devlet O_grenrn-
L Lisans Unv3 Gorevlisi
Fakiiltesi Konservatuari
K17 Kadin Gazi Universitesi Doktora Van Keman 13 13 Egitim Fakiiltesi Ogretim Uyesi

Egitim Fakultesi

Arastirmaya katilan 17 galgi egitimcisinin kisisel 6zellikleri incelendiginde; katilimcilarin dokuzunun
erkek sekizinin kadin oldugu, Ug katilimcinin lisans, dokuz katilimcinin yiiksek lisans, bes katimcinin
doktora mezunu oldugu; birer katiimcinin Sirnak, Mersin ve Kahramanmaras, ikiser katilimcinin Kiitahya
ve Hakkari, ti¢ katihmcinin Diyarbakir, yedi katihmcinin Van’da gérev yaptigi gértlmastir. Katilimcilarin
12'sinin gizel sanatlar lisesinde gorev yaptigr gorilirken, iki katilimcinin Tark muizigi devlet
konservatuarinda, iki katiimcinin egitim fakiltesine bagli mizik egitimi ana bilim dallarinda gérev yaptigi
gorilmustir.

Kullanilan Veri Toplama Araglari

Arastirmada, calgi egitimcilerinin performans ve yaraticilik hakkindaki géruslerini almak igin kisisel bilgi
formu ve arastirmaci tarafindan gelistirilen yapilandiriimis bir "Calgl Egitimcisi Goérisme Formu"
kullaniimistir. Glrbiiz ve Sahin’e (2017) gore yapilandiriimis gériisme, katihmcilara sorularin ayni sira ve
sekilde sorulmasini icerir. Veri toplama araclar olusturulurken ilgili literatlr incelenerek yaraticiliga ve
performansa yonelik parametreler belirlenmistir. Bu parametreler tanim, yaraticiiga ve performansa
yonelik calismalar, yaraticiligin performans ile etkilesimi, yaraticilik ve performansi etkileyen faktorler
olmak uzere siniflandiriimistir. Siniflandirilan parametreler soru formatina getirilerek t¢ alan uzmanina
gonderilmis ve alan uzmanlarinin géruslerine dayali olarak dokuz soruluk nihai form olusturulmustur.

Veri toplama siirecinden dénce Hakkari Universitesinden 29.05.2023 tarihinde Kurul Karar No 1 sayili
etik kurul onayi alinmistir. Veri toplama slirecinde dokuz katiimciyla Zoom (zerinden, lg¢ katihmciyla
Google Formlar lizerinden ve bes katilimciyla da yiz ylize goristlmustir.

Cevrimici ve ylz ylize gorlismelerin ses ve video kayitlari ¢evrim igi programlar kullanilarak yaziya
dokilmistiir. Her katihmciya bir kod numarasi (K1, K2, K3...) verilmis ve desifreler Gizerinde icerik analizi
yapilmistir. icerik analizi, toplanan verilerin kavramsallastirilmasini, ortaya cikan kavramlara gére
mantiksal olarak diizenlenmesini, verileri agiklayan temalarin belirlenmesini ve belirli kurallara dayal
kodlama yoluyla metnin bélimlerinin daha kiglik icerik kategorilerine 6zetlenmesini iceren sistematik bir
teknik olarak tanimlanmaktadir (Bliykoztirk vd., 2015; Yildirnm ve Simsek, 2013).

Bulgular
Birinci Alt Probleme iliskin Bulgular

Bu alt probleme y6nelik olarak galgi egitimcilerine 6grencileri yaraticiliga nasil tesvik ettikleri sorulmus
ve verilen yanitlar Tablo 2’de gdsterilmistir.

Tablo 2

Calgi Egitimcilerinin Ogrencileri Yaraticihda Tesvik Etmeye lliskin Gériisleri
Tema Kod Katilimcilar f
. . . Uygulama / Pratik K3, K7, K8, K9, K12, K16, K17
Ogrenci Merkezli Yaraticilik Fikirsel Gelisim K1, K2, K4, K6, K10, K11, K16 7
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Tablo 2’'de calgi egitimcilerinin 6grencileri yaraticihga tesvik etmeye vermis olduklari cevaplar
dogrultusunda “6grenci merkezli yaraticilik” temasi olusturulmustur. Ogrenci merkezli yaraticilik temasi
kapsaminda olusturulan uygulama / pratik koduna yonelik calgi egitimcileri, K3 “..calgi egitiminde
6grenciler belli bir seviyeye ulastiktan sonra yaraticiliklarini gelistirebilirler ve bunun icin ¢algiyla daha
fazla zaman gecirmeleri gerek”, K7 “Calgi egitiminde yaratici disinmeye yonelik, sik sik desifre yaptirma,
o6grenciye parmak ve yay egzersizleri yazdirma gibi ¢calismalar yapiyorum”, K12 “Verilen 6devier disinda
calgisina ek siireler ayirmali eslik yapmali ve notali oldugu kadar kulaktan ¢almaya tesvik edilmeli”, K16
“makam ¢alismalarinda bol bol seyir ve taksim yaptirarak lretmelerini saghyorum”, K17 “..daha ¢ok
dinlemek, farkli yorumculardan dinleyip karsilastirmak, eserin yazilis amacini ve yazildigi dénemi
diisiinerek ¢alismaya ve yorum katmaya yénlendirmek gerek” yanitiyla uygulama ve pratik yaptirmanin
yaraticiliga katki saglayacagi fikrinde olduklari gérilmastiir.

Fikirsel gelisim koduna yonelik olarak ¢alg! egitimcileri, K4 “..sorunlara farkl agilardan yaklasarak
¢6zlimler ve yeni fikirler tiretmeleri, 6grencilere yapamadiklari etiitleri veya pasajlari akran dayanismasiyla
birlikte ¢éziimler (iretebilecekleri, fikir alisverisi yapabilecekleri ve fikirlere saygi duyabilecekleri bir ortam
sagliyorum”, K6 “Bir eser ya da etlit ¢calisirken égrencinin 6zellikle teknik problemlere yénelik fikirlerinin
istenmesi bu anlamda égrencinin yaratici diisiinmeye tesvik edebilir diye diisiiniiyorum”, K10 “Calgi
editiminde ézellikle Tirk miizigi sazlari icin taksim ¢alismalari yaptirmak &grencinin kendi miizik
ciimlelerimi kurmalarini istemek yaratici diisiinceye tesvik etmektir.” K11 “...icraya dayal teknik sorunlar
elbette siirekli karsilasilan bir durum ama biz 6zellikle 6grencilerin o soruna nasil ¢6ziim bulabileceklerini
gbzlemleyerek ise baslamaliyiz. Bu noktada 6grencilerin fikirlerine deger vererek fikirlerini rahatca sunacak
bir ortam hazirlamaliyiz.” yanitlariyla fikirsel gelisimin desteklenmesiyle yaraticiliga tesvik edilebilecegini
ifade etmistir.

ikinci Alt Probleme iliskin Bulgular

Bu alt problemde galgi egitimcilerin, 8grencilerin yaraticiliga yénelik potansiyellerinin olup olmadigi ve
ogrencilerde bu potansiyeli agiga gikarmak icin kullanilan stratejilere yonelik olarak iki farkh soru sorulmus
ve verilen cevaplar Tablo 3 ve 4’te agiklanmistir.

Tablo 3
Calgi Egitimcilerinin Ogrencilerin Yaraticilik Potansiyellerine iliskin Gériisleri
Tema Kod Katihmalar f
Var K2, K4, K5, K6, K7, K8, K9, K10, K11, K13, K14, K15, 14
Potansiyel K16, K17
Yok K1, K3, K12 3
Egitimci Dogacglama/Beste yapma K2, K5, K9, K10, K11, K13, K14, K15, K16 9
Gozlemleri Yetersiz K1, K3, K4, K6, K7, K8, K12, K17 8

Tablo 3’te calgli egitimcilerinin 6grencilerin yaraticiik potansiyellerine iliskin goérislerine gore
“potansiyel” ve “egitimci gozlemleri” temalari olusturulmustur. Potansiyel temasina gore 14 calgi
egitimcisi Ogrencilerinin yaraticilik potansiyellerinin oldugunu, (¢ calgl egitimcisi ise vyaraticilik
potansiyellerinin olmadigini belirtmistir. Bu tema kapsaminda galgl egitimcileri; K4 “..potansiyelinin
oldugunu diisiiniiyorum ancak dederlendirme anlaminda yetersizler”, K5 “bazi égrencilerde oldugu
dogrudur, farkli eserler yazip égretmenim dinler misiniz dedikleri oluyor”, K11 “..ézellikle son sinif
égrencilerimizden parg¢a aralarinda kendi dogagclamalari ve bazen taksim yapmalari notasinda yaraticilik
gosterdiklerini gérmekteyim”, K16 “az derecede yaratici olduklarini diistiniiyorum. Tekrar ve taklit edebilen
6grencilerin yaraticilik noktasinda potansiyellerinin daha yiiksek oldugunu diisiiniiyorum” ve K17 “...farkl
yorumlama arayisina girmekteler” seklinde gériisleriyle Ggrencilerin yaraticilik potansiyellerinin var
oldugunu ifade etmis, K1 “..disinda giizel sanatlar liselerinde yaraticilik potansiyeli olan ¢algi bazinda
6grencim olmadi, ciinkii liseye gelen 6grencilerimiz maalesef dejenerasyon ¢ok fazla”, K3 “hayir
diisiinmiiyorum” ve K12 “yaraticilik potansiyellerinin oldugunu diisiinmiiyorum, maalesef bunu
gelistirmeye yénelik pek fazla bir sey yapmiyorlar” seklinde gorisleriyle 6grencilerin yaraticilik
potansiyellerinin var olmadigini belirtmistir.
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Egitimci gozlemleri temasina gore calgl egitimcilerinden dokuzu “Dogaglama/Beste Yapma”
potansiyellerinin oldugunu sekizi ise farkhh duzeylerde 06grencilerin “Dogaglama/Beste Yapma”
potansiyellerinin olmadigini belirtmistir. Egitimci gozlemleri temasinda “Dogaglama/Beste Yapma”
koduna iliskin ¢algi egitimcileri; K9 “..hatta beste ve eser diizenlemeleri yapan ve bunlara ilgi duyan bir¢cok
6grencim bulunmakta”, K11 “severek seslendirdikleri eser ya da etiitlerde doga¢lama yaptiklarinda ortaya
giizel seyler cikabiliyor”, ve K14 “..ancak ¢algi icrasinda ileti seviyelere gelindiginde égrencilerin yeni
melodilere  yaratma egilimleri oldugunu séyleyebilirim” seklinde gorisleriyle 06grencilerin
“Dogaglama/Beste Yapma” potansiyellerinin oldugunu ifade etmisken, K7 “..Odrencilerin arasinda
ozellikle desifre yapma agisindan hizli ilerleme gésterenler var”, K8 “Belli yay tekniklerini ve pozisyonlari
kombinleyim ¢alistiklarini gérebiliyorum” ve K17 “calgi ¢alarken veya ¢alisirken farkli yorumlama arayisina
giren égrencilerim var” seklinde gorisleriyle 6grencilerin “Dogaglama/Beste Yapma” potansiyellerinin
olmadigini belirtmigtir.

Tablo 4

Calgi Egitimcilerinin Ogrencilerin Yaratici Potansiyellerini Ortaya Cikarmak igin Kullandiklar Stratejiler
Tema Kod Katilimcilar f
Motivasyon Dinleme/Dinletme/Konser K1, K5, K7, K8, K11, K15, K17 6
Kaynaklart Rol model olma K6, K14 2
Birlikte calma K3 1
Eser/Etit analizi K6, K10, K16 3
.. Dogaclama ¢alma K2, K13 2
Strateji Akranlarla fikir alisverisi K4, K12 2
Beyin firtinasi K9 1

Tablo 4’te galgi egitimcilerinin 6grencilerin yaratici potansiyellerini ortaya ¢ikarmak igin kullandiklari
stratejilere iliskin goruslerinden hareketle “motivasyon kaynaklar” ve “strateji” temalari olusturulmustur.
Motivasyon kaynaklari temasi kapsaminda “Dinleme/Dinletme/Konser” koduna iliskin galg egitimcileri,
K1 “..stkhikla diinyaca (inlii miizisyenlerin konserlerine ve etkinliklerine gitmeleri igin geziler, etkinlikler
diizenlerim”, K7 “En biiyiik motivasyon kaynadi olarak sahneyi kullaniyorum. Dinletiler ve konserler
ogrencilerdeki yaraticilik potansiyelini daha ileriye tasiyip kendisini de énemli hissetmesine ve 6zgliveni
yliksek olmasina neden oluyor” ve K11 “Cok fazla miizik dinlemelerini éneriyorum”, “Rol Model Olma”
koduna iligkin calgi egitimcileri, K3 “...benim veya arkadasina ¢alistirmasini istiyorum” ve K14 “Bu konudaki
en temel sey usta ¢irak iliskisidir. Ciinkii ¢algi derslerinde icra edilen ¢alginin teknik ézelliklerine uygun
¢alim, niians vb. dgelere dikkat edilirken yaraticilik potansiyelinde 6grencinin hocasindan gérdiigii icra ve
eslik én plana ¢ikar”, Birlikte ¢calma iliskin ¢calgi egitimcileri, K3 “Motivasyonlarini arttirmak icin onlarla
birlikte ¢alarak, rol model olmaya ¢alisiyorum” seklinde gorusleriyle 6grencilerin motivasyon kaynaklarini
ifade etmistir.

Calgi egitimcilerin 6grencilerin yaratici potansiyellerini ortaya ¢ikarmak icin kullandiklari strateji temasi
“Eser/Etut Analizi” koduna iliskin galgi egitimcileri, K6 “Eser/etiit analizi yaptirip benim veya arkadasina
calistirmasini istiyorum” ve K10 “Seviyeye uygunluk bence ¢cok énemli. Ogrencileri calamayacaklari iist
seviye eserlerle bogmamak gerekiyor. Basitten karmasiga ilkesiyle énce yapabildigi lzerinden giderek
gitgide eklemeler yapiyorum”, “Dogacglama Calma” koduna iliskin, K2 “Dogagclama ¢almalarina tesvik
ediyorum” ve K13 “Dodaglama ¢alim teknigini kullanarak 6grendigi makamlar arasinda gecis yapabilme”,
“Akranlarla Fikir Alisverisi” koduna iliskin calgi egitimcileri, K4 “Ogrencilere yapamadiklari pasaj, etiitlerde
baska arkadaslariyla birlikte nasil ¢éziimler liretebilecekleri hakkinda fikir alisverisinde bulunmalarini
sadliyorum” ve “Beyin Firtinas”” koduna iliskin, K9 “Odrencilerimin yaraticilik potansiyellerini acida
¢ctkarmak icin olumlu geri bildirim, hedefler belirleme, ilham alacadi faktérler sunma ve beyin firtinasi gibi
stratejiler kullaniyorum” seklinde gériisleriyle 6grencileri tesvik ettikleri stratejileri ifade etmistir.
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Uglincii Alt Probleme iliskin Bulgular

Bu alt probleme yonelik olarak galgi egitimcilerine 6grencilerin galgl performanslarini gelistirmek igin
ne tir ¢galismalar yaptiklarina iliskin soru sorulmus ve verilen yanitlar tablo 5’te agiklanmistir.

Tablo 5
Calgi Egitimcilerinin, Ogrencilerin Calgi Performansini Gelistirmek icin Yaptiklari Calismalar
Tema Kod Katilimcilar f
. K2, K3, K5, K6, K7, K8, K10, K13,
Etlit Calismalar K16, K17 10
Uygulamali Gam-Arpej Calismalari K8, K14, K16, K17 4
Calismalar Teknik Egzersizler K7, K9, K14, K17 4
Eser Calismalari K2, K10, 2
Grupla gcalisma K5, 1
Dinletme-izletme K1, K4 2
Uygulama Disi Ilglldlljyduklarl mizik tirGne yonelik K6, K11 )
Cahismalar etkinlikler
Ogrenci dinletileri K9 1

Calg egitimcilerinin 6grencilerin galgl performansini gelistirmek icin yaptiklari ¢alismalara iliskin
goruslerine gére “uygulamali ¢alismalar” ve “uygulama disi galismalar” temalari olusturulmustur.
Uygulamali ¢alismalar temasi kapsaminda “Etlit Calismalar” koduna iliskin calgi egitimcileri, K2 “Eserle
birlikte mutlaka etiit calismasi”, K5 “Dizi ve teknik ¢alismalari, etiit ve eser ¢alismalari, grupla ¢alisma
teknikleri”, K10 “Metot, etiit ve eser calismasi” ve K13 “...0Odrenciyi eserlere hazirlayici etiitler yaziyorum
ya da bulup ¢alistirryorum”, “Gam-Arpej” ¢alismalari koduna iliskin ¢algi egitimcileri, K8 “Etiit ve eserlerin
yani sira gam ve arpej ¢calismalari ile destekliyorum”, K16 “Yogun gam ve etlt ¢alismalari veriyorum” ve
K17 “Gam, arpej, egzersiz ve etiit repertuvarini genisletiyorum”, “Teknik Egzersizler” koduna iliskin galgi
egitimcileri, K7 “Diizenli ve planl egzersiz calismalari”, K9 “Ogrencilerimin ¢algi performanslarini
gelistirmek icin cesitli calismalar yapmaktayim. Bu ¢calismalar arasinda teknik egzersizler yer almaktadir”
ve K14 “Parmak egzersizleri, diziler, akor gegisleri ...”, “Eser Calismalari” koduna iliskin calgi egitimcileri
gorusleri, K2 “Eserle birlikte mutlaka etiit ¢calismasi” ve K10 “.. farkli eser ¢alismasi”, “Grupla Calhisma”
koduna yonelik ise K5 “grupla etiit ve eser calismalari” seklinde gorislerini ifade etmislerdir.

Calgi egitimcilerinin 6grencilerin galgl performanslarini gelistirmek icin yaptiklari ¢calismalara iligkin
olusturulan ve diger bir tema olan uygulama disi calismalar temasi kapsaminda “Dinletme-izleme” koduna
iliskin calgi egitimcileri, K1 “bu alanlarda ki 6nemli isimleri tanimalari, dinlemeleri ve izlemeleri gerektigi
fikrini...” ve K4 “internet tabanl veriler (video, resim) kullanmalari”, ilgi duyduklari mizik tiiriine yonelik
etkinlikler koduna iliski ¢alg! egitimcileri, K6 “..ilgili olduklari miizik tiiriinden varsa érnekleri ¢calismalari
icin veriyorum” ve K11 “Odrencilerin zayif ve 6§renmeye isteksiz olduklari alanlarda ilgi cekici calismalar
yapamaya ¢alisarak”, ve “Ogrenci Dinletileri” koduna iliskin calg! egitimcisi K9 “...6grenci dinletileri yer
almaktadir” seklinde gorislerini ifade etmislerdir.

Dérdiincii Alt Probleme iliskin Bulgular

Bu alt probleme yonelik olarak galgi egitimcilerine 6grencilerin yaratici yonlerini ortaya ¢ikarmak etit
ve eser seciminde gz 6niinde bulundurduklari dnceliklere iliskin soru sorulmus ve verilen yanitlar tablo
6’da aciklanmistir.
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Tablo 6
Calgi Egitimcilerinin Odrencilerin Yaratici Yénlerini Ortaya Cikarmak lcin Etiit ve Eser Seciminde Géz
Oniinde Bulundurduklari Onceliklere Yénelik Gériisleri

Tema Kod Katihmailar f
Hazirbulunusluk-Seviye K3, K10, K11, K14, K15, K16, K17 7
Sevecekleri etiit ve eserler K1, K2, K6, K12, K17 4
Etilt ve Eser Secimi Farkli muzikal teknik ve terimlerin olmasi K4, K8, K9 3
Tirk mizik kiltiriine yakin K5, K17 2
Muzikal hafizayi gelistirici K7 1
Benzetim yoluyla olusturulan K13 1

Calgi egitimcilerinin gorislerine gore “etlt ve eser” se¢imi temasi olusturulmustur. Katiimcilarin cogu
eser ve etlt se¢ciminde hazirbulunusluk—seviye yanitini verdigi gérilmektedir. “Hazirbulunusluk—seviye”
koduna iliskin calgi egitimcileri, K3 “Seviyelerine uygun olan etiit ve eserler secmekteyim”, K11 “Daha ¢cok
6grencilerin hazirbulunusluk diizeylerine gére eser vermekteyim”, K15 “Etiit teknik seviye eser dénem
bicim stil” ve K17 “Seviyesine uygun olmasi, sevdigi miizik tiiriine yénelik (halk miizigi, sanat miizigi vs.)
érnekleri seslendirmesine olanak saglamak”, “Sevecekleri Etlt ve Eserler” koduna iliskin galgi egitimcileri,
K2 “Daha ¢ok sevecekleri, ¢calisirken mutlu olacaklari melodili- ezgili eser ve etiitleri segiyorum”, K6
“Oncelikle 6grencinin sevdigi veya daha ilgili oldugu etiit ve ya eserleri secmeye calisyorum” ve K12
“Sevecedi eserler calmasina”, “Farkl Mazikal Teknik ve Terimlerin Olmasi” koduna iliskin ¢algi egitimcileri,
K4 “Farkli miizikal teknik veya terimlerin olmasini dikkat ederim”, K8 “Farkli gam etiitleri ve pozisyon
gegisleri tizerine ¢alismalar yaptirtyorum” ve K9 “...eser veya etiitleri farkli varyasyonlarda ¢alma, yaratici
imkdnlar ve édrenci isteklerine dikkat ederim”, “Turk Muzik KultUriine Yakin” koduna iliskin calgl
egitimcileri, K5 “...Miizikal etiit ve eserler yani daha ¢ok kendi kiiltiiriimiize hitap eden ezgiler égrencilerin
daha ¢ok ilgisini cekmekte” ve K17 “Tiirk miizik kiiltiiriine yakin”, “Muzikal Hafizay! Gelistirici” koduna
iliskin calgi egitimcisi K7 “Miiziksel hafizasini ve yay parmak koordinasyonunu gelistirici nitelikte olmasina
dikkat ediyorum” ve son olarak “Benzetim Yoluyla Olusturulan” koduna iliskin ¢algi egitimcisi K13 “Daha
cok égrencinin 6grenmis oldugu makamlardan se¢mis ve yazmis oldugum etiitlerden ilerlemeye dikkat
ediyorum” seklinde gorislerini ifade etmistir.

Besinci Alt Probleme iligkin Bulgular

Bu alt problemde 6gretmenlere yaraticilik-performans becerisi arasindaki iliskiye iliskin ve 6grencilerin
yaraticihgi calgl performanslariyla birlestirmeye yonelik olarak iki farkli soru sorulmus ve verilen cevaplar
iki farkli tabloda agiklanmustir.

Tablo 7
Yaraticilik ve Performans Becerisi Arasindaki lliskiye Yénelik Gértisler
Tema Kod Katihmalar f
Olumlu K2, K3, K7, K8, K12, K16 6
Yaraticilik ve Performans Etkilegsimi Siireci iliskili K11, K13, K17 2
Farkh seyler deneme K3 1
Motivasyon K2, K4, K9, K12, K15 5
Calgi hakimiyeti K2, K6, K14 3
Yaraticilik ve Performans Etkilesimi Sonuglari S?run sozme K6, K10 2
Hissetme K1 1
Yorumlama kabiliyeti K5 1
Ozgiinlik K9 1

Tablo 7’de galgi egitimcilerinin 6grencilerin yaraticilik ve performans becerisi arasindaki iliskiye yonelik
gorislerine gore “yaraticilik ve performans etkilesimi sireci” ve “yaraticilik ve performans etkilesimi
sonuclarl” iki farkh tema olusturulmustur. ilk tema olan vyaraticilik ve performans etkilesim siirecinde
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ortaya ¢ikan temanin olumlu koduna yonelik ¢algi egitimcileri, K3 “Olumlu yénde etkilemektedir, bu sekilde
yeni seyler denemeye daha istekli oluyorlar”, K7 “Olumlu yénde etkiledigi stiphesizdir”, K12 “Olumlu yénde
etkilemektedir 6grencinin daha istekli bir sekilde ¢calismasi ve bir seyler ortaya koymasini saglar” ve K16
“Biiyiik 6lciide olumlu etkiledigini diistiniiyorum”, “iliskili” koduna yénelik calgi egitimcileri, K11 “yaraticilik
ve performans kesinlikle dogru orantilidir”, K13 “..yaraticilik becerisi esittir performans ¢iinki ikisi
birbiriyle iliskili ayrilmaz bir bitiindiir” ve K17 “Yaraticilik becerisi performans becerisi ile dogru orantilidir”,
“Farkh seyler Deneme” koduna yoénelik calgi egitimcisi K3 “..yeni seyler denemeye daha istekli oluyorlar
bu sekilde” gériis bildirmislerdir. Ayrica, yaraticilik ve performans etkilesim sonuglari olan ikinci temada
calgi egitimcilerinin vermis oldugu cevaplara yonelik 6 farkli kod olusmus motivasyon koduna yénelik galgi
egitimcileri, K4 “..yaratici yaklasimlar performanslarina ve motivasyonlarina simsiki sarilmalarina neden
oluyor”, K9 “..égrencilere miizikal performanslarinda 6zgiinliik, ifade becerilerini ortaya ¢ikarmasi ve
motivasyon saglayabilir” ve K12 “..6grencinin daha motive bir sekilde ¢alismasi ve bir seyler ortaya
koymasini saglar”, ¢algi hakimiyeti koduna yénelik ¢algi egitimcileri, K6 “...icrada daha hakim olduklarini
g6zlemledigimi belirtebilirim” ve K14 “..¢iinkii Tiirk miiziginde makamlara bati miiziginde ise tonlara
hdkimiyet gerekir yaraticilik igin. Bu égelere hdkimiyet ise performansi dogrudan etkiler”, Sorun ¢bzme
koduna yonelik ¢algi egitimcileri, K6 “yaraticiligi yiiksek 6grencilerin ¢éziim iiretmede durumlarinin yiiksek
oldugu...” ve K10 “..yalniz ilerleyen dénemlerde eser yorumlarken zor pasajlari ¢alisirken enstriiman
tizerinde farkli pozisyonlar ve ¢ikis noktalari bulmak adina elbette 6nemlidir” seklinde gorislerini ifade
etmislerdir. Yorumlama kabiliyeti koduna yonelik K5 “...yorumlama kabiliyetini olumlu yénde etkiliyor” ve
ozglinlik koduna yonelik ise K9 “6grencilere miizikal performanslarinda 6zgiinliik, ifade becerilerini ortaya
¢ctkarmasi ve motivasyon saglayabilir” galgi egitimcileri goruslerini belirtmistir.

Tablo 8
Calgi Egitimcilerinin, Ogrencilerin Yaraticiligi Calgi Performansiyla Birlestirmek igin Kullandiklari Yéntemler
Tema Kod Katilimcilar f
Muzikal fikirlerini uygulatma K2, K7, K8, K10, K17 4
. . Farkh metot ve duatelerde ¢alma K4, K17 2
Yaratici Icraya Tesvik Etme . .
Etlit ve eseri anlamlandirma K6 1
Zor pasajlardan egzersiz olusturma K16 1
Yaraticiliga Tegvik Etme Yaratici fikirleri destekleme K2, K3 1

Tablo 8de c¢algl egitimcilerinin 6grencilerin yaraticiigi calgi performansiyla birlestirmek igin
kullandiklari yéntemlere iliskin vermis olduklari cevaplar dogrultusunda “yaratici icraya tesvik etme” ve
“yaraticihga tesvik etme” seklinde iki farkli tema olusturulmustur. Yaratici icraya tesvik etme temasi
kapsaminda olusan miizikal fikirlerini uygulatma koduna yoénelik calgi egitimcileri, K7 “Kendi buldugu bir
takim ezgiler ya da egzersizlerle derste uygulanan diger egzersizleri birlestirme ¢alismalari yaparak eksiklik
ve benzerlikleri gérmelerini sagliyorum”, K8 “Sundudu fikirleri ¢algisinda deneme firsati verip, sonrasinda
performansi hakkinda égrenciyle beraber degerlendirme yaparim.”, K10 “...zorlandiklari yerlerde ben bir
ciimle olusturup (gdsterip yaptirma) daha sonra buna benzer ciimleler kurmalarini istiyorum” ve K17
“..calgilarinda farkh ezgi ve ritimler ¢almalarina olanak saglamak, eserdeki zor pasajlari daha kolay
calabilmelerine yénelik fikirlerini almak...”, farkh metot ve duatelerde ¢alma koduna yonelik K4 “calmakta
zorlandiklari 6l¢ii veya pasajlari farkli tartimlarla ya da béliimiin son notasindan ilk notasina dogru tersten
caldirip farkl bir bakis agisi gelistirmelerini hedeflerim” ve K17 “..farkl duate ve farkli tonlarda
calismalarina olanak saglamak...”, Etit ve eseri anlamlandirma koduna yonelik K6 “Gzellikle etiitleri
eserleri anlamalarini saglamaya ¢alisirirm ki daha 6nceki bilgilerini yansitabilsinler. Sonrasinda 6ncekileri
yeniye uygulamalarini beklerim” ve son olarak zor pasajlardan egzersiz olusturma koduna yonelik ise K16
“llk olarak eserlerde ya da etiitlerde karsilastiklari zor pasajlari egzersizlere déniistiirmelerini ve baska
yerlere de aktarabilmelerini istiyorum. Seviyelerine gére eserlere siisler ekleyerek calmalarini istiyorum ve
bu onlara da yeni fikirler ekliyor...”, yonelik gorislerini ifade etmislerdir.
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Altinci Alt Probleme iliskin Bulgular

Bu alt problemde 6gretmenlere, 6grencilerin ¢algl performansini ve yaraticiligini etkileyen faktorlere

yonelik olarak iki farkli soru sorulmus ve verilen cevaplar iki farkli tabloda agiklanmistir.

Tablo 9
Calgi Egitimcilerine Gére Ogrencilerin Calgi Performansi Etkileyen Faktérler
Tema Kod Katimcilar f
. T K2, K5, K6, K10,
o Yeterli ve nitelikli calisma/galismama K11, K14, K15, K16 8
Calgl..Callsmaya Yonelik Ogretmen yaklasimi K4 1
Faktérler
Calisma ortami K5 1
Yaptigl mizigi tanimamasi K13 1
Calgiya yonelik tutum ve motivasyon K8, K9, K10, K11 4
Akran iletisimi K8, K10 2
Kisisel Faktorler R%Jh vewb'ed?n.ha!.i . K2, K10 !
Dinledigi muzik tirl K8 1
Calginin zor olmasi K3 1
Ogrenci profili K17 1
Yasanilan sehrin mizikal olanaklari K5, K8, K12 K17 4
Toplumsal Faktorler Sosyoekonomik durum K7, K8, K17 3
Sanat ve sanat egitimi politikasi K1 1

Tablo 9’da calgl egitimcilerinin 6grencilerin calgi performansini etkileyen faktorlere iliskin vermis
olduklari cevaplar dogrultusunda “calgl calismaya yonelik faktérler”, “kisisel faktorler” ve “toplumsal
faktorler” seklinde g farkh tema olusturulmustur. Calgi calismaya yonelik faktorler temasi kapsaminda
olusan yeterli ve nitelikli ¢calisma/calismama koduna yénelik calg egitimcileri, K2 “..beden ve zihin
biitiinliigi-yorgunlugu, yeterli ¢calisma veya ¢alismamalari, yeterli etiit calisma veya ¢alismamalari”, K6
“Gam ve arpej calismalarinin aksamasi, yeterince ¢alisiimamasi”, K10 “Olumsuz yénden bakacak olursak,
gelecek kaygisi, ergenlik, akran baskisi gibi durumlar her ders lizerinde oldugu kadar ¢algi performansi
lizerinde de olumsuz etki géstermektedir. Bunun disinda yasadigimiz olumsuz bir durum olmuyor genelde.
Olumlu yénden ise kisi enstriimani ile ne kadar vakit gegirip basari gdsterir ise o kadar motive olup daha
cok calisma, performansini ylikseltme istegi kurmaktadir” ve K14 “Buradaki en énemli faktér calginin
icrasindaki teknik hatalardir. Calgi icrasindaki teknik hatalar icra edilen eserdeki ritmi, niiansi ve kaliteyi
disiiriir’, Ogretmen yaklasimi koduna yénelik K4 “Bilyiik éiciide hem olumlu hem olumsuz 6§retmen
yaklasimi”, Calisma ortami koduna yonelik K5 “Evde ¢alisma ortamlari, dikkatsiz ve 6zensiz ¢alisma,
derslerin birebir yapilmamasi vb. durumlar performansi olumsuz etkilemektedir”, Yaptigi mizik
tanimamasi koduna yonelik ise ¢algl egitimcisi K13 “yaptigi miizigin gerekliliklerini bilmeden o miizik
tiiriine baslamasi en bliyiik faktérdiir” seklinde gorislerini belirtmislerdir.

Kisisel faktorler temasi dogrultusunda calgi egitimcileri, calglya yonelik tutum ve motivasyon koduna
yonelik K9 “Ogrencilerin igsel ve dissal motivasyonlari biiyiik 6l¢iide performansi etkiledigini diisiiniiyorum.
Performans éncesinde kaygi, 6z yeterlik algilari, tutumlari ve heyecan gibi faktérlerin olumlu veya olumsuz
olmasi performansi etkileyebilir” ve K11 “Calgiya az ¢alismak ya da ¢ok emek vermek, ¢algiyi sevmek ya
da sevmemek”, Akran iletisimi koduna yonelik K8 “...okul icinde akran etkilesimi...” ve K10 “...ergenlik,
akran baskisi gibi durumlar her ders lizerinde oldugu kadar ¢algi performansi lizerinde de olumsuz etki
gostermektedir”, ruh ve beden hali koduna yonelik K2 “bulunduklari ruh hdlleri, beden ve zihin biitiinliigi-
yorgunlugu...”, dinledigi miizik tiirii koduna yénelik K8 “...dinledigi miizik...”, ¢alginin zor olmasi koduna
yonelik K3 “Enstriimanin zor olmasi, ¢algi performansi anlaminda onlari olumsuz etkiliyor” ve 6grenci
profili koduna yonelik ise K17 “farkli bir meslekte ¢alisiyor olmasi, yurtta veya evde kaliyor olmasi, miizikal
cevresindeki olanaklar (ailede miizisyen baska bireylerin olmasi) yasadidi sehirde konserlerin olup
olmadigi, orkestra veya farkl oda miizigi gruplarinda ¢alip calmadigi”, seklinde gorislerini belirtmislerdir.
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Toplumsal faktorler temasi dogrultusunda calgl egitimcileri, yasanilan sehrin miuzikal olanaklari
koduna yonelik K8 “..yasadigi ¢evrede miizik, konser olanaklarinin azligi”, ve K17 “..yasadidi sehirde
konserlerin olup olmadidi, orkestra veya farkli oda miizigi gruplarinda ¢alip ¢almadigi”, sosyoekonomik
durum koduna yonelik K7 “calistigim bélgeden dolayi en ¢ok sosyoekonomik diizeyi égrenci performansini
etkiliyor”, sanat ve egitim politikasi koduna yonelik ise K1 “Ulkemizdeki sanat politikalari ¢ocuklari son
derece olumsuz etkiliyor”, seklinde goruslerini ifade etmislerdir.

Tablo 10

Calgi Egitimcilerine Gére Odrencilerin Yaraticiligini Etkileyen Faktérler
Tema Kod Katilimcilar f
Yeterli zamani ayirmama K2, K3, K8, K10, K11, K12, K16 7
Ogretmen yaklasimi K6, K14 2
e N Temel miizik bilgisi K11, K15 1
Galismaya Doniik Faktorler Dogaclama ¢almaya merak K12 1
Eslik galmaya merak K12 1
Mizikal farkindalik K13 1
Yaratmaya hevesli olmasi K7 1
Duyussal Faktérler Oz yeterlilik K9 1
Calgiya yonelik tutum K11 1
Sosyoekonomik yapi K7, K17 2
Toplumsal Faktorler Yasanilan sehrin olanaklari K5, K17 2
Sosyokiltirel yapi K1 1

Calgi egitimcilerinin 6grencilerin yaraticihgini etkileyen faktérlere iliskin vermis olduklari cevaplar
dogrultusunda “calgiya dénik faktorler” ve “duyussal faktorler” seklinde iki farkli tema olusturulmustur.
Calgiya donuk faktoriler temasi kapsaminda olusan yeterli zaman ayirmama koduna yénelik calgl
egitimcileri, K2 “enstriimana yeterince zaman ayirmamalari”, K8 “Calgisina ve miizige glinliik hayatinda
ne kadar yer verdigi onun yaraticiligini etkiler”, K11 “Calgiya az ¢alismak ve sevmemek, temel miizik
bilegilerinin eksikligi gibi olumsuz yénler bunlarin tam aksi olumlu...” ve K16 “Bu noktada da miizik
dinlemeye ayrilan siire dogru orantili olarak etkilemektedir. Calgiya ayrilan siire de yine dogru orantili
etkileyecektir”, dgretmen yaklasimi koduna yonelik calgi egitimcileri, K6 “Ogretmen yaklasiminin bu
konuda 6nemli oldugunu diisiiniiyorum ayrica yaratici diisiinmeye tesvik edici bir tavrin olmasi gerektigi
kanaatindeyim.” ve K14 “Buradaki énemli faktér 6grencisine bu konuda tecriibeleri ile destek olmayan
oégretmenler yer alir diyebilirim. Clinkii 6grencilerin bu davranislarina bir 6gretmenin tiim tecriibesi ile
destek olmasi gerekir ki bilgi ve birikimlerinin aktarimi ve islubu yasasin. Durum béyle olunca hocanin
6grencisini yénlendirmesi olumlu higbir sekilde destek olmayip sadece dersini yapmasi ise olumsuz faktér
olarak yorumlanabilir”, Dogaglama c¢almaya merak ve eslik ¢calmaya merak koduna yonelik K12
“Calgilarina yeterince zaman ayirmalari, diizenli calismamalari ve ders sinirlamasi olumsuz yénler arasinda
yer alirken; dinlemelerde icraci olarak gérev almalari, ¢alma ve dogaclama yapma konusunda meraklari
ise olumlu yénlerdir”, Muzikal farkindalik koduna yonelik K13 “Yaptigi miizigin gerekliliklerini bilmeden o
miizik tiriine baslamasi en biiyiik faktérdiir ve onun gerekliliklerini yerine getirebilecek kadar
enstriimanina vakit ayirabilmesi...” seklinde goruslerini belirtmislerdir.

Duyussal faktorler temasi kapsaminda olusan yaratmaya hevesli olma koduna yénelik ¢algi egitimcisi
K7 “Yaptigi miizigin gerekliliklerini bilmeden o miizik tiiriine baslamasi en bliyiik faktérdiir ve onun
gerekliliklerini yerine getirebilecek kadar enstriimanina vakit ayirabilmesi...”, 6z yeterlik koduna yonelik
calgi egitimcisi K9 “Odrencilerin 6z yeterlik inanclari yaraticiliklarini etkileyebilir” ve calgiya yonelik tutum
koduna yonelik ¢algi egitimcisi K11 “Calgiya az calismak ve sevmemek, temel miizik bilgilerinin eksikligi...”
seklinde gorislerini ifade etmislerdir.

Son olarak toplumsal faktérler temasi kapsaminda olusan “Sosyoekonomik Yapi” koduna yonelik ¢algi
egitimcileri, K7 “...6grencilerin yasadiklari ekonomik ve ailevi sorunlar olumsuz yénde etkiliyor.” ve K17
“..farkl bir meslekte ¢alisiyor olmasi.”, “Yasanilan Sehrin Olanaklari” koduna yonelik ¢alg egitimcileri K5
“Okulun sosyal gevre bakimindan zengin bir biiyiiksehirde olmasi 6grencilerin konser, opera etkinliklerini
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takip etmelerini saglamaktadir ve bu uzak kalma durumu égrencilerin yaraticiligini etkilemektedir.” ve K17
“Orkestra veya farkli oda miizigi gruplarinda ¢alip ¢galmamasi...”, Sosyokiiltiirel Yapi” koduna iliskin K1 “Bu
konuda en énemli etken sosyokiiltiirel yapilari, yakin cevresiyle 6Grencilerin etkilesimleridir. Oncesinde de
bahsettigim gibi miizik bir bitiindiir ve ortamin dikkatlice dizayn edilmesi gerekmektedir.” seklinde
goruslerini belirtmistir.

Tartisma ve Sonug

Birinci alt problem degerlendirildiginde c¢algl egitimcilerinin 6grencileri yaraticiiga tesvik etme
noktasinda 6grenci merkezi yaraticilik temasi kapsaminda iki farkli kod (uygulama/pratik ve fikirsel
gelisim) olusturulmustur. Calgi egitimcilerinden alinan gérisler dogrultusunda uygulama/pratik ve fikirsel
gelisimine yonelik calismalarin 6grencileri yaraticili§a tesvik ettigi sonucuna ulasiimistir. Runco ve Jaeger
(2012), yaraticihgin 6zgiinlik gerektirdigini, yenilik olarak tanimlanabilecegini ve ortaya ¢ikan Griinin
benzersiz olmasi gerektigi vurgulamis Jones ve digerleri (2016) ise deney yoluyla yeni fikirlerin ortaya
¢ikmasi seklinde tanimlamistir. Yaraticiliga yonelik yapilan bu tanimlarin 6zglinliik, orijinallik ve deneyimle
yeni fikirler Gretebilmeye odaklandigi, ¢algi egitimcilerinin yaraticihiga yonelik yapmis olduklari tanimlarin
hem bu tanimlarla hem de arastirmanin kuramsal cercevesinde yer alan tanimlarla o6rtlistig
gorilmektedir.

Arastirmanin ikinci alt probleminde “galgi egitimcilerinin 6grencilerin yaratici potansiyellerine yonelik
gorusleri” incelendiginde 14 calgl egitimcisinin 6grencilerin yaraticiiga yonelik potansiyellerinin var
oldugunu, Ug¢ calgl egitimcisinin ise 6grencilerin yaraticilik potansiyelinin var olmadigini belirttikleri
gorilmistir. Omeroglu ve Kandir (2017), insanlarda yaraticiligin farkl oranda var oldugunu, her insanin
belli oranda yaratici davranis sergileyebildigini ifade etmistir. Ayrica bu alt problemde dokuz calgi
egitimcisinin gorlslerine goére Ogrencilerin potansiyellerini ortaya ¢ikarmaya yonelik stratejilerde
dogaclama/beste yapmanin 6grencilerin yaraticilik potansiyelini ortaya cikardig sonucuna ulasiimistir.
Calgl egitimcileri, 6grencilerinin dogaclama/ beste yapma konusundaki gézlemlerinin, dogaglamanin
galgiya yonelik tutum ve motivasyonu artirdigini, teknigi ve performansi gelistirdigini, muazikal hafizay
guglendirdigini, muzikal yaraticiligi gelistirdigini, eserin veya etidin 6zimsendiginin bir gostergesi
oldugunu belirtmigstir. Ancak dogaglamanin entonasyon ve teknigi olumsuz etkiledigini yoniinde yanitlarda
mevcuttur. Bagci (2015), dogaclamayi bir mizigi aninda calma olarak tanimlarken, Gile¢ (2017)
dogaclamayi yaratici muzik siniflarinda kullanilabilecek 6nemli bir arag olarak gérmistiir. Kipana (2013),
dogaclamayi bestecilikle birlikte miizikal yaraticiligin temel boyutu olarak ele almistir. Arastirma sonuglari,
calgi egitimcilerinin dogaclamayi 6grencinin icrada yasadigi problemleri ¢6zme, yiireklendirme ve sorun
yasadigl pasajlara yonelik etit ¢alismalari yazdirma gibi stratejilerle destekledigini gostermektedir. Giileg
(2017), dogaglama ¢alismalar yapan 6grencilerin hem mizikal yaraticilik hem de galgi performanslarinda
basarili olduklarini belirtmistir. Bu baglamda, dogaglamanin 6grencilerin performansini ve yaraticiligini
olumlu yonde etkiledigi dustnilmektedir. Ayrica sekiz calgi egitimcisinin gorisleri ise 6grencilerde farkli
diizeylerde potansiyelin var oldugu sonucunu ortaya cikmistir. Giirgen ve Bilen (2005) c¢agdas muzik
egitimi yaklasimlarinda 6grencinin aktif oldugunu, yaratici potansiyeli ortaya ¢ikaran etkinliklerden olusan
bir 6grenme siirecinin ve 6grencinin icinde sakladigl yaratici yeteneklerin kesfetmesinin amaclandigini
ifade etmistir. Bu noktada calgi egitimcilerinin, 6grencilerin yaraticilik potansiyellerini ortaya g¢ikartmak
icin uygun 6grenme ortamini saglamalari, ¢esitli motivasyon kaynaklarindan yararlanmalari ve cesitli
stratejileri kullanmalari gerektigi distinilmektedir.

Ugiincii alt probleme yénelik veriler incelendiginde iliskin calg egitimcileri, 6grencilerin calg
performanslarini gelistirmeye yonelik yapmis olduklari ¢alismalarda iki tema sekiz kod olusturulmustur.
Calgi egitimcilerinin gorisleri incelendiginde genel olarak etiit, gam-arpej ve teknik ¢alismalari yapmanin
o6grencilerin galgl performansi gelistirdigini ayrica dinletme-izletme ve 6grenci dinletileri gibi uygulama disi
calismalarin da buna destek olabilecegi sonucuna ulasilmistir. Omeroglu ve Kandira (2017) gére, yaratici
davranislarin yogunlugu kalitim, kiltlrel cevre ve egitim nedeniyle degisebilir. Bu nedenle 6gretmenler
dgrencileri yaraticl diisinmeye tesvik etmeli ve yaratici ifadeye elverisli bir ortam saglamalidir. Ogretmen
davranislari hem vyaraticilligi hem de performansi etkileyen 6nemli bir faktér olarak vurgulanmistir.
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Erdogdu (2006) akademik ve yaratici becerilerin gelistiriimesinde demokratik ve insancil bir 6gretmen
tutumunun 6nemini vurgulamistir. Yenilmez ve Yolcu (2007), yaraticiigl tesvik etmek ve yaratici bir
O0grenme ortami yaratmak igin 6gretmenlerin 6grencilerin disiincelerini 6zgurce ifade etmelerine izin
vermeleri, tim fikirlere saygi duymalar, elestiriden kaginmalari, tek bir dogru cevaba odaklanmamalari,
Ogrencilerin hatalardan korkmalarini engellemeleri, her zaman mantikli cevaplar beklememeleri ve
ogrencilerin yaratici potansiyellerine inanmalarina yardimci olmalari gerektigini 6éne stirmdistiir. Aytag
(2020) yaraticilig etkileyen 6grenci ilgisi, egitim ortaminin fiziksel yapisi, aile bilinci, 6gretim yéntem ve
teknikleri, olumlu 6gretmen yaklasimi, yaraticihigin tesvik edilmesi, hayal glicl, gbzlem ve genel ortam gibi
gesitli faktorler belirlemistir. Ogretmenlerin yaraticihgl gelistirmek igin atabilecekleri en 6nemli
adimlardan biri, 6grencilere vyaraticiliklarinin takdir edilecegini hissettirmektir. Bu nedenle, ¢algl
egitimcileri derslerinde beyin firtinasi, SCAMPER, nitelikli listeleme ve morfolojik listeleme gibi disiinme
yontemlerini kullanmaktan faydalanabilir. Gokbudak (2004), gozleme dayali 6gretim etkinliklerinde
videonun performans yanhsliklarinin veya davraniglarinin diizeltiimesinde kullanilabilecek etkili bir arag
oldugunu ifade etmistir. Uygun (2020) ise YouTube ortaminda calgi egitimi veren videolari inceledigi
arastirmasinda, performans videolarinda genellikle herhangi bir mizik eseri veya etidin icrasina ya da
belirlenen bir calginin 6gretim teknigine dayali bir yapinin hakim oldugu sonucuna ulagmistir. Bu baglamda
video paylasim sitelerinde bulunan videolarin igeriginin giivenilirligi, kullanilan yontemin ve icra eden
egitimcinin veya sanatginin tekniginin dogrulugu énemli goriilen bir husus olarak karsimiza ¢ikmaktadir

Arastirmanin dérdiinci alt problemine yonelik veriler incelendiginde galgi egitimcilerinin 6grencilerin
yaratici yonlerini ortaya cikarmak igin etiit ve eser segiminde ¢algl egitimcilerinin blylk bir kismi
hazirbulunusluk-seviye yanitinda birlestikleri gorilmustir. Ayrica 6grencilerin sevecekleri etit ve eserleri
sectikleri, farkli muazikal teknik ve terimlerin olmasi, Tirk muzigine yakin, hissederek calabilecekleri,
mizikal hafizayi gelistiren, farkli varyasyonlar olusturulabilen etiit ve eserleri tercih ettikleri yoniinde
cevaplar vermislerdir. Elde edilen cevaplar galgi egitimcilerinin etiit ve eser segiminde yaraticiliktan ziyade
genel calgl performansina odaklandiklari ve 6grenci merkezli hareket edildigi diisinilmektedir. Ertem
(2011) calgi egitiminde seviyenin, eserlerin teknik gereklerini, gerekli 6nkosullari ve mevcut becerileri
tanimlayarak veya 6grencinin hazirbulunusluk diizeyi géz 6niinde bulundurularak belirlendigini, calgi
egitiminin hangi asamasi olursa olsun repertuar segiminin istenilen davranislari ve becerileri kazanma,
gelistirme ve beklenen hedefe varmada 6nemli bir arag oldugunu belirtmistir. Buradaki repertuar kavrami
etit ve eserler olarak degerlendirildiginde, Doganay (2011) calgi egitimcilerinin etiit ve eser se¢iminde
programinda yaninda, 6grenci seviyelerine de dikkat ettiklerini ifade etmistir. Bu noktada Ertem (2011)
repertuar seciminin egitimcinin en dnemli gérevlerinden biri oldugunu ifade ederken Ozmentes (2013),
performansi etkileyen gesitli faktorlerin bulunmasina karsilik, performansin yikseltilebilmesinde igin en
onemli faktoriin 6gretmen oldugunu, 6gretmenin 6grenci motivasyonu noktasinda énemli oldugunu
belirterek 6gretmen-6grenci iletisiminin saglikh sekilde siirdliriilmesi gerektigini ifade etmistir. Bu iletisim
calgi egitimcisinin 6grenciyi hazirbulunusluk, miziksel yaraticilik egilimi, mizikal zevkleri, muzikal hafizasi
yonlinden tanimasi; etlit ve eser secimini 6grencinin belirtilen 6zellikleri de gdz 6niinde bulundurarak
yapmasi agisindan énemli goriilmektedir. Clinkli dogru eser ve etiit se¢ciminin 6grencinin galgisina olan
tutumunu, motivasyonunu ve 6z yeterliligini de etkileyecegi diisiiniimektedir.

Arastirmanin besinci alt problemine yonelik veriler incelendiginde galgi egitimcileri sorulan iki farkli
soruya yaraticilik ve galgl performansinda etkilesim siirecine yonelik genellikle olumlu etkilerin oldugunu
ayrica etkilesim sonucu olarak ise motivasyon, ¢algi hakimiyeti, sorun ¢ézmeye yonelik avantajlarinin
oldugunu belirtmistir. Arastirmaya katilan ¢algi egitimcilerinin goriislerine gore yaraticilik ve performans
arasindaki iliskiye yonelik olarak olumlu ve iliskili bir stire¢ oldugu, bu siirecte 6grencilerin farkli seyler
denedikleri sonucuna ulasilmistir. Mizik bir yaratma sanatidir ve icracilar eseri yorumladiklarinda yeniden
yaratma sdrecini olustururlar. Bu slre¢ daha o6nceki performanslarin etkisi ve orijinal bestenin
cercevesinde yeni bir anlam yukleme sirecidir (Briggs, 1988; Graham, 1998). Arastirmaya katilan galgi
egitimcilerinin, calgi performansi ve vyaraticilik arasinda olumlu ve dogru orantil bir iliski oldugu
noktasinda birlestikleri gériilmustir. Bu gorise paralel olarak Goncy ve Waehler, (2006) miizik deneyimine
vurgu yaparak performans ve yaraticilik potansiyeli arasinda olumlu bir iliski oldugu belirtmistir. Yaraticilk
ve performans etkilesimi slirecinin sonucu olarak motivasyonun yiikseldigi, calgi hakimiyetinin saglandigi,
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calgida yasanan sorunlara ¢ozumler Uretilebildigi, yorumlama kabiliyetinin gelistigi ve 06zglinlGgln
yakalandigi sonucuna yonelik Kiipana (2013), acik uglu sorular, beyin firtinasi, kayit, tartisma ve eser analizi
gibi yontemlerin de mizikal yaraticihgi gelistirebilecegini ve elverisli bir 6grenme ortami yaratabilecegini
belirtmistir. Arastirmaya katilan galgi egitimcileri, beyin firtinasi, eser-etit analizi, dinleme-galma ve fikir
ahsverisi gibi etkinlikler uygulayarak 6grencilerin yaraticiliklarini gelistirmeye ¢alistiklarini belirtmiglerdir.
Ayden ve isgiizar (2016), Tokinan ve Bilen (2011) yaraticilik ve motivasyon arasinda bir iliski oldugu
sonucuna ulasirken egitimcilerin bakis agisini desteklenmistir. Uslu (2013), 6gretmen etkinliklerinin
ogrencileri etkili bir sekilde motive etmesi, muzikal algilarini gelistirmesi gerektigini ve dinleme
etkinliklerinin  6grencileri o6rnek performanslara maruz birakarak performansi ve vyaraticiligl
gelistirebilecegini vurgulamistir. Kiiphana (2013) da mdzikal yaraticiigin, stillerin melodik, ritmik ve
bicimsel unsurlarina asinalik gerektirdigini ve bunun da dinleme deneyimleriyle elde edilebilecegini
belirtmistir. Genel olarak, arastirma motivasyonun yaraticilik ve performans arasindaki etkilesimden
kaynaklandigini gostermektedir.

Calgi egitimcilerinin, o6grencilerin vyaraticiliklarini ¢algi performansiyla birlestirmeye yonelik
calismalarinda su sonuglara ulasiimistir; Egitimciler, 6grencilere kendi fikirlerini uygulama firsati taniyarak,
farkh metot ve duatelerde calma deneyimi kazandirmakta, daha Once Ogrenilen bilgilerin yeni
0grenmelere aktarimini saglamaktadirlar. Ayrica, 6grencilerin yaratici fikirlerini destekleyerek onlarin galgi
performanslarini gelistirmeye calismakta ve ¢algilarinda 6zglin bir icra olusturma hedefiyle yaraticilig
tesvik etmektedirler. Calgi egitimi, 6grencilerin teknik becerilerini gelistirmenin yani sira onlarin yaratic
yonlerini destekleyerek calgi performanslarina 6zglinlik katmalarina olanak taninabilecegi
disunulmektedir. Bu da yalnizca teknik yeterliligin degil, ayni zamanda duygusal ve estetik ifadenin de
egitimin merkezinde yer aldigi anlamina gelebilir. Bu baglamda calgi egitimcileri 6grencilerin fikirlerini
uygulamalarina firsat vererek yeni 6grenmelere acik zihin gelistirmelerine katki saglayabilecegi, mevcut
bilgileri yeni baglamlara uyarlayabilecegi yaratici becerilerin gliclendirilmeye ¢alisildigi bir uygulama olarak
gorilebilir.

Arastirmanin altinci alt problemine yonelik olarak galgl egitimcilerine yaraticiigl ve performansi
etkileyen faktorler sorulmus ve hem ¢algl performansini hem de yaraticilhgi etkileyen faktorlere yonelik
benzer yanitlarin geldigi goriilmistir. Bu noktada calgi egitimcilerinin cevaplarina gére calgi calmaya veya
calismaya yonelik faktorlerin ve toplumsal faktorlerin hem calgl performansini hem de yaraticilig
etkiledigi sonucuna ulasilirken, kisisel faktorlerin ¢algi performansini, duyussal faktorlerin ise yaraticihig
etkiledigi sonucuna ulasilmistir. Calmaya veya calismaya doénik faktorlerde yeterli ve nitelikli
¢alma/calismama ve yeterli zaman ayirmama yanitina ek olarak 6gretmen yaklagiminin da hem yaraticilig
hem de c¢algl performansini etkileyebilecegi gorilebilir. Hem c¢algl performansini hem de yaraticilig
etkileyen toplumsal faktérler degerlendirildig§inde sosyoekonomik yapi ve yasanilan sehrin muzikal
olanaklari yanitlarinin verildigi gérilmustir. Ayta¢ (2020) 6gretmen gorisleriyle yaptigl calismada aile
tutumlari, sosyal ¢cevre, 6gretmen tutumlari, mifredat icerigi, sosyoekonomik kosullar, ilgi ve yeteneklerin
farkinda olunmasi, akran gevresi, sosyal yargilar ve egitim sistemi dinamiklerinin yaraticihgl etkileyen
davranislar oldugunu ifade ederken hem performans hem de yaraticilik noktasinda elde edilen sonuglarin
Aytac (2020) tarafindan elde edilen sonuglarla ortistigu gortlmastir.

Oneriler

Arastirmada hem elde edilen bulgulardan hem de arastirma igin olusturulan alanyazinindan yola
cikilarak, arastirmacilar ve galgi egitimcileri icin dneriler gelistirilmistir. Yaraticilik her ne kadar soyut bir
kavram olsa da belirli bir slirecte yaraticilligin gozlemlenebilecegi, yaraticilik egiliminin olgllebilecegi
dislntlmektedir. Bu baglamda 6grencilerin yaraticilik egilimleri ve c¢algl egitimcilerinin ise yaraticiliga
tesvik etme durumlari incelenebilir. Ogrencilerin yaratici icraya egilimleri, calgiya yonelik tutum,
motivasyon, 6z yeterlilik baglaminda incelenerek yaraticiigin cgesitli duyussal 6zelliklerle iliskisi tespit
edilebilir. icra noktasinda 6gretmenin tesvikiyle en basit etiidiin bile yenilik¢i sekilde yorumlanmasi igin
uygun egitim ortami saglanmalidir. Beyin firtinasi, scamper, nitelikli listeleme, morfolojik listeleme gibi
diisinme yontemlerin ¢algl basarisina, performans ve motivasyona etkisi ile c¢algli derslerinde
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uygulanabilirliginin arastirilmasi, calgi egitimi alan yazinina farkli bir bakis agisi kazandiracagi
diisiinilmektedir. Yaraticiligin gdstergesi olan bir durumda dogaglama ¢almadir. Ogrencilerin galgilarinda
yasadiklari zorluklari agsmalarini saglamak amaciyla zor pasajlara benzer melodiler iretmeleri saglanarak
yaraticiliklarina ve galgi performanslarinda katki saglanabilir.

Yazar Katki Orani
Bu galisma 6zglin bir arastirma olup yazarlar esit diizeyde katki saglamistir.
Etik Beyan

Bu arastirmanin planlanmasi, verilerin toplanmasi, analizi ve raporlanmasi sirasinda “Yiksekogretim
Kurumlari Bilimsel Arastirma ve Yayin Etigi Yonergesinde yer alan etik ilke ve kurallara uyulmustur. Bilimsel
Arastirma ve Yayin Etigine aykiri herhangi bir uygulama yapilmamis ve arastirmaya katilan tim bireysel
katilimcilardan bilgilendirilmis onam alinmistir.

Catisma Beyani

Yazarlar ¢alisma kapsaminda herhangi bir kurum veya kisi ile ¢ikar ¢atismasi bulunmadigini beyan
etmektedir.
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