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ONSOZ / FOREWORD

Degerli okuyucular, kiymetli arastirmacilar,

Online Journal Of Music Sciences Dergisi, uluslararasi hakemli akademik bir dergi
olup TUBITAK-ULAKBIM Dergi Park Agik Dergi Sistemlerinde tarafsiz ve ilkeli yayin
anlayigi ile yayinlanan bir e-dergidir. Haziran ve aralik aylarinda olmak Uzere 2016
yilindan itibaren yilda iki kere okuyuculariyla bulusmaktadir.

Turkiye’de Muizik Bilimleri alaninda ilklerden olma &zelligine sahip olan OJOMUS,
ulusal ve uluslararasi duzeyde bilimsel niteliklere sahip ¢alismalar yayimlayarak
alanin bilgi birikimine katkida bulunmayi; alandaki arastirmacilarla, lisansustu
ogrencilere yol géstermeyi amacglamaktadir.

Dergimiz bilimsel kriterlerden, yayin ilkelerinden ve etik dederlerden 6dun vermeden
yoluna devam etmekte; kendisine hedef olarak belirledigi A sinifi dergilerin yer aldigi
indekslere girme yolunda emin adimlarla ilerlemekte, alaninda 6ncl olma rolunu
surdurmek icin  yogun bir gayret goOstermektedir. Dergimizin gdérunurligu,
makalelerimizin taranirligi ve atif sayilarimiz her gegen giin artmaktadir. 2023 yilinda
Scopus Veri Tabaninda taranmamiz da bu gayretimizin bir Granuddr.

Yayin hayatinda 8. yilini bu say ile geride birakan dergimize akademik cevreler
tarafindan goésterilen yogun ilgi bizleri ziyadesi ile memnun etmektedir.

Degerli meslektaglarim, dergimizin Cilt 8 — 2. Sayisini yayinlamis olmakla iftihar
ediyoruz. Bu sayida, birbirinden degerli arastirmalardan olugsan 7 makale yayinladik.
Muzik Biliminin farkh alanlarinda kendini bilime adayan bilim insanlarinin yaptigi
calismalar sayesinde etki duzeyi yuksek ve alana katkisi olan makaleleri
yayinlamaya ve paylasmaya devam edecegiz.

Derginin kurumsal altyapisini gelistirmek, yazarlar ve hakemler acgisindan daha
ongorilebilir bir hale getirmek amaci ile uluslararasi saygin endekslere basvurular
gerceklestirerek en guncel akademik gelismeleri takip ediyoruz. Tum bu sureclerde
on inceleme asamasinda destegini esirgemeyen alan editorlerimize ve makaleleri
hicbir karsilik beklemeden tek tek en ince ayrintisina kadar okuyup degerlendiren
hakemlerimize tesekklr ederiz. Son olarak bu sayinin hazirlanmasinda caba
gosteren dil editdrlerimiz Merve Ceren KIZIL, Ash Dinger ve Gizem OZMEZARCl'ya
yazim editérimiz Beste ASMA IPEKCILER'e Mizanpaj editdrimiz Buket
TEMIZER’e ve teknik destekte Baris IPEKCILER’e tesekkir etmek gerektigini
dusundyorum.

OJOMUS Dergisi'nin akademisyenler, arastirmacilar ve okuyucular i¢in énemli bir
kaynak olmasini umuyoruz. Yeni sayilarda bulusmak Gzere.

Sanatla ve Sevgiyle Kalin.

Editér Prof. Dr. Nilgiin SAZAK
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TEKKE MUSIKIiSI KULTURUNDE MUZIKAL BiR FORM OLARAK
KADIRI EVRADI

0z
Kindi, Farabi, ibn Sina ile gelismeye baslayan Tiirk Masikisi kurami, Safiyyliddin Urmevi ve Abdiilkadir Meraginin
perspektifiyle sekillenmistir. Bu teorik anlayis ile islenerek glinimuze ulasan pratik érnekler ise mizigi, ritGiellerinin
en 6nemli 6gesi olarak kullanan tasavvufi tarikatlar ve o muhitte yetisen bestekarlar tarafindan ortaya koyulmustur.
Ozellikle 17. ylizyildan itibaren Osmanli dénemi istanbul tekkeleri, bir halk mektebi, bir terbiye ocag niteliginde Tiirk
medeniyeti ve toplum hayati igin kiltlriin ve sanatin merkezi olmuslardir. Bu mekanlarda kendi sinirlari iginde
herkesin istifadesine acik sekilde ahlak, adab ve tasavvuf egitimi verilerek edebiyat, hat gibi sanatlarin yani sira
ozellikle mUsiki 6gretilmistir.
Ayrica buralarda Tasavvufi ayinler esnasinda enstrimanlar esligiyle gercgeklestirilen icralar Tekke Mdasikisi’nin
olusmasini sadlamistir. Tirk Masikisi'nin en giizel érneklerinin istanbul'daki tekkelerde yetisen veya buradaki
mizikal ortamdan etkilenen bestekar ile icracilar tarafindan ortaya konulmasi, tekkelerde icra edilen formlarin tespit
edilerek incelenmesi ve muzik kiltirimiize tanitiimasi agisindan bir hayli dnemlidir.
20. yuzyillda Turk Muziginin yaygin sekilde uygulanan geleneksel yéntemi mesk ile egitiminin ve aktarimin
gerceklestirildigi bir ddnemde tarihi, sosyal ve siyasal sebeplerle kurumsal faaliyetleri sonlandirilan tekkelere ait
mizikal kiltirin ortaya cikarilarak na&dir Orneklerinin ortaya konulmasi miuzikal kaltGrimdzan sinirlarinin

genislemesini saglayacaktir. Bu calismada Turk Mudsikisi gelenegdinde uygulamalari olmakla birlikte glinimuiz
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Tekke mUsikisi kiltirnde muizikal bir form olarak kadiri evradi

kaynaklarinda tekke masikisi formlari arasinda gogu zaman yer verilmeyen besteli evrad formuna dair bir nadir bir
6rnegin gufte ve bestesinin tespiti yapilacaktir.
Anahtar Kelimeler: Tiirk Miizigi, Dini Miizik, Tekke Masikisi, ilahi, Evrad.

KADIRI EVRADI AS A MUSICAL FORMS IN TEKKE MUSIC CULTURE

ABSTRACT

Turkish Music theory, which started to develop with Kindi, Farabi, ibn Sina, was shaped by the perspective of
Safiyyiddin Urmevi and Abdilkadir Meragi. The practical examples that have survived by being processed with
this theoretical understanding have been put forward by the mystical sects that use music as the most important
element of their rituals and the composers who grew up in that neighborhood.

Especially since the 17th century, Ottoman dervish lodges have been the center of culture and art for Turkish
civilization and social life as a public school, a training center. In these places, morality, etiquette and mysticism
education was given open to the benefit of everyone within their own borders, and besides arts such as literature
and calligraphy, especially music was taught.

In addition, the performances performed with instruments during Sufi rituals in these places led to the formation of
Tekke Music. The presentation of the most beautiful examples of Turkish Music by composers and performers who
grew up in the lodges in Istanbul or were influenced by the musical environment there, is very important in terms of
identifying and examining the forms performed in the lodges and introducing them to our music culture.

In the 20th century, with the traditional method of Turkish Music, mesk, which was widely used in education and
transfer, the musical culture of dervish lodges, whose institutional activities were terminated due to historical, social
and political reasons, and revealing rare examples will expand the boundaries of our musical culture. In this study,
the lyrics and composition of a rare example of the composed evrad form, which is not included among the forms
of tekke music in today's sources, will be determined, although it has applications in the Turkish Music tradition.

Keywords: Turkish Music, Religious Music, Tekke Music, llahi, Evrad.
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1.GIRIS

Osmanli kiltiir ve medeniyet tarihinde Ust dlizeyde kurumlasan ve cok 6nemli etkilere sahip olan Sifilik-
Tasavvuf, dislnce yapisindaki incelik, zarafet ve nezaketi ayin sekillerine yansitarak Osmanli
kiltirdnin vazgegilmez bir unsuru olmustur. Ayrica basta misiki olmak UGzere neredeyse bitiin giizel
sanat dallarinda meshur olan pek ¢ok kisinin bir tasavvuf ekoliine bagl olmasi da tasavvuf anlayisinin
sinirlarini ve hangi boyutta 6ziimsendigini gosteren bir isarettir. Bu 6ziimsemenin bir geregi olarak kiltir
ve medeniyet havzasinda ortaya koyulan ve Tirk miziginin ¢ok cesitli formlardaki sanatl eserlerini ihtiva

eden Tekke masikisi, glinimuzde tasavvuf mizigi olarak da adlandiriimaktadir.

13 Aralik 1925 tarihli 677 sayil tekke ve zaviyelerin kapatiimasi kanunu ile her turld icraatlari sonlaninca,
geleneksel tarzda mizik egitimi veren ve repertuvari mesk yéntemiyle aktaran tekkelerin bu islevleri
ortadan kalkmis, sanatsal etkileri ise giinimiize kadar gelen sirecte azalarak yok olma seviyesine

gelmistir.

Tekke mdsikisi repertuvarinin derlenmesine yonelik olarak Dariilelhan ile belediye konservatuvarinin
sinirli diizeydeki faaliyetlerinin disinda, bu alana dair detayli arastirmalar yapilmasindaki sinirliliklar
sebebiyle bu tlre ait gesitli formlardaki bircok eser unutulmus veya sinirli sayida érnedi zamanimiza
ulasabilmistir. Bu ise masiki 6gretimi gerceklestiren birtakim hocalarin sahsi gayretleri ile kurduklari
derneklerin ve verdikleri 6zel derslerin etkisiyle olmustur (inancer, 1994, s.241). Bu 6zverinin etkisiyle
ginimizde sinirli sayida icracisi olan ve elimizde az sayida ortam ses kaydi ulasan besteli evrad
6rneklerinin notasyonunun yapilarak muzik repertuvarina nadir 6rneklerinin kazandiriimasi sayesinde,
Turk mizigi formlarin gesitliligini arttiracaktir. Bununla birlikte tekke masikisi gelenegimizin bir parcasi
olan evrad okuma geleneginin kaybolup gitmesi 6nlenecek, bdyle bir mizikal mirasin kalicihigr temin
edilerek dgrenilmesi kolaylasacaktir. Ayrica tekke misikisinin otantik seklinin taninmasiyla bu tirde icra

edilen besteli evradin islevsel konumunu ve muzikal degerini anlamlandirmak daha kolay olacaktir.
Tekke Masikisi ve Genel Karakteristigi

Osmanl tarihinde ve ozellikle Istanbul muhitindeki miizikal uygulamalar daha ¢ok tekkelerde
yayginlasmistir. Ayrica tekkeler yiksek dizeyde mizik egitiminin ve icrasinin yapildigi birer musikisinas
okulu olarak faaliyet gostermislerdir. Bu okullarin gerek tasavvufi anlayislarini yansitabilmeleri ve
gerekse kendilerine mahsus geleneksel uygulamalarini strdirebilmeleri icin erkan adi verilen kurallar
gozetilmistir. Ozellikle belli bir erkana riayet edilerek gergeklestirilen ayinler etrafinda sekillenen formlar,
mizik sanatinin ve tasavvufi hayatin estetik anlayisinin en Ust dizeyde gozetildigi icralarla
gerceklestiriimistir. Ancak bu ayinlerde mizik bir amag olarak degil, insanin fitratindaki sanat zevkini
harekete geciren ve beseri olarak dile getirilemeyecek, sadece yasanarak ve duyularak hissedilebilecek
ilahi anlamlara ulastirma araci olarak kullaniimistir. Bu amaglara ydnelik olarak tasavvuf ayinleri, mizik

ve bir nevi dans olarak isimlendirilebilecek 6geler ile olusturulmus dini térenlerdir.

islam inancinda ibadetlerin bireysel olarak yapilmasi mimkiin olmakla birlikte toplu halde yapilmasi

daha muteber olarak kabul edilmistir. Tarikat ayinleri de Kur'an-1 Kerim’in birgok yerinde emredilen
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“Allah’i zikrediniz” mealindeki ayetlerin geregi olarak gerceklestirilen toplu bir ibadet uygulamasi
niteligindedir.

~yy

Bu ayinlerin yapilis sekilleri Kuran-1 Kerim’deki “Kuldi, kiydami ve devrani” olarak belirtilen tarzlara
dayanmakta, oturarak, ayakta durarak ya da adim adim hareket ederek yapilan zikir trlerini ifade
etmektedir. Erkanlar farklilik géstermekle birlikte Naksibendilik gibi bazi tariklerde sadece kuld zikri
yapilir. Kiyami tariklerde ise kuQdi olarak baslayan zikir merasimi kiyamla devam eder. Eger tarikatin
erkéni devrani tarzda ise ayinleri kuld, kiydm sonrasinda devran siralamasiyla gerceklestirilir.

Dolayisiyla her ayinde ku(d zikri mutlaka vardir.

Tasavvufi tarikatlar muntesiplerinin insan-1 kdmil seviyesine ulasmasi gayesiyle hafi veya cehri zikri
tercih etmislerdir. Silsileleri Hz. Al’'ye dayanan Kadiriye, Rifaiye, Halvetiye gibi tarikatlar cehri zikri,
silsilereri Hz. Ebubekir ile devam eden Naksibendilik gibi tarikatlar ise hafi zikri ayinlerinde esas almistir
(Eraydin, 2001, s.129). Tekke masikisi de daha ¢ok cehri zikir yapan tarikatlarin ayinleri ve uygulamalari

etrafinda sekillenen mizik tirini kapsamaktadir.

Tekke mdsikisindeki amag zikir olmakla birlikte muzik, zikrin yirGtilmesini saglayan bir ara¢ olarak
gOrilmastidr. Bu mizigin en belirgin karakteristigi ise ritmik unsurlarin ¢okga kullanilmasi ve cumhur

icranin yogun olarak uygulanmasidir.

Tekke musikisi formlari kesin sinirlari olmamasi sebebiyle farkli icréd hususiyetleriyle cami masikisinde
de icra edilebilmistir (Ozcan, 2011, s.385). Bu acidan Tekke mdsikisi formlarinin birgogunun cami
masikisi ile birlesen ortak bir repertuvari oldugu sdylenebilir. Fakat sifilerin benimsedigi mistik

distinceleri yansitan eserler ise sadece tekkelere mahsus olmustur.

insanlarin ruhsal yapilarindaki farklilasmalar, tarikat ayinlerinin karakteristigine de yansimis, gaye ayni

olmakla birlikte zikir merasimlerinde uygulama kaynakli bazi farklilasmalar ortaya ¢ikmistir.

Mesela, Rifal ayinindeki coskunluk Naksi ayininde ya da Celveti ayinindeki durgunluk Halveti
ayininde gorilmemektedir. Hatta ayni tarikatin kiyam ve devrani zikrindeki hareketlilik bile
olusan manevi ortamin etkisiyle degisiklik gosterebilmektedir. Bu anlamda tekkelerdeki masik,
yapilan ayinin usdliine gore ya ok ritmik ya da az hareketli olabilmektedir. Ayrica seslendirilen
eserin tiriine gore insanlari costurmak igin ayinde halile, kudim, ney, nevbe, bendir gibi muhtelif

araclar kullaniimaktadir. (inanger, 1994, s.240).

Tasavvufi mekanlarda gergeklestirilen ayinler esnasinda icra edilen dini masiki formlari Tirk Dini
Mdasiki’nin Tekke tiriind olusturmaktadir. Bu formlar Tiirk mdsikisinin en sanath beste sekillerini yansitir.
Alt bir tir olarak degerlendirilen tekke masikisi icralari ve tavirlan itibariyle Turk mdsikisinin en sanatli

icra tarzlarini igermektedir (inanger, 1994: 240-241).

Muizikal icranin zikir usQliyle i¢ ice gectigi ve mukabeleyi sekillendirdigi tekkelerde Mevlid, na't,
tevsih, salat, kaside ve ilahiler cami ile tekke masikilerinin ortak formlari olarak kullaniimistir.
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Bunlarin yaninda ilahi, evrad, sudul, durak, Mevlevi ayini, Ayin-i cem, Nevbe, mersiye, miraciye,
nefes gibi tekkelerde yapilan tarikat zikirleri ve bu zikirler esnasinda okunan dini besteler ise

Tekke misikisine mahsus formlari teskil eder. (Karadeniz, 1965, s.161-170)

Ayinler tekkelerde genellikle haftada bir defa olmak iizere semahane, tevhidhane veya meydan adi
verilen kisimlarda yapilmistir. Gerek haftanin belirli glinlerinde ve gerekse kandil gecelerinde, hilafet ve
seyhlerin vefat yildonimu sebebiyle gergeklestirilen tim merasimler, bu sekilde uygulanmistir. Vakit
namazi akabinde seyhin veya izin verdigi kisinin meydan a¢cmasiyla ylksek sesle toplu halde besteli
evrad okunur (inanger, 2014, s.130). Bu erkan neredeyse tiim tarikat ayinlerinin ortak yoniidir. Tekke
masikisinde tarikat ayinleri dncesinde besteli tarzda okunan evrad formunun gufteleri itibariyle dua
niteliginde olmasi sebebiyle, tasavvufi anlayisla telif edilen ve evradlarin gufte kaynagi olan evrad
mecmualarinin ortaya ¢ikislarina ve igeriklerine dair bilgi sahibi olmak, evrad formunun gifte incelemesi

anlaminda yararli olacaktir.
Evrad Mecmualari ve Uygulamalar

Evrad kelimesi vird kelimesinin Arapga c¢ogulu olup dua ya da sirekli okunan, sdylenen, okunup
sOylenmesi gerekli gorilen kelimeler, sézler anlamina gelir (Golpinarli, 1963, s.110). Terim olarak ise
Kur'an ve hadislerden derlenen ve her giin okunan belirli dualari ifade etmektedir. Evrad, vird kelimesinin
¢ogulu olup bir kulun manevi olarak Allah’a yakinlasmasi igin belirlenen bir zamanda ve belli bir miktarda
yapti§i dualara denir. insanin giinlik hayatinda okumay kendisine gérev edindigi ayet ve hadislerle
tesbihlerden olusur. Bununla birlikte evrad virde gére daha 6zel bir anlama sahip olup virdlerin iginden

secilerek okunmasi gérev edinilen virdlerdir (Keskinkilig, 2002, s.220).

Kur'an-1 Kerim’de duanin hangi husus ve hassasiyetlerle yapilacagina dair birgok ayet mevcuttur. Ayrica
Hz. Peygamber'in farkli zaman ve mekénlarda yaptigi zikirleri, dualar ve tavsiye ettidi uygulamalarina
istinaden 11. ylzyildan itibaren tasavvuf muhitlerinde evrad gelenegi farkli bir boyut kazanmistir. Bu
dénemde tarikatlara gore ayet, hadis, salavat, tesbih ve zikirlerin yani sira tarikatin ululari tarafindan
dua ve tesbihleri iceren evrdad mecmualar tertip edilmesi gelenegi ortaya cikmistir. Ozellikle bu
doénemlerde tesekkill eden tarikatlarda ayetler, hadisler, manzum veya mensur dualardan tevbe,
sehadet, salat ve dua igerikli evrad mecmualari olusturulmustur (Gélpinarli, 1953, s.420). insanlarin,
seyr-i stldk adi verilen manevi marifet yolculuklarinda istifade edecekleri ve her tarikatin kurucusu
tarafindan (Kara, 2005, s.79) dizenlenen bu mecmularin kendine mahsus dua ve icra hususiyetleri

vardir.

islam dininde Allahu Teald'ya siginmak, istigfar ve hamd etmek, esmai’l-hiisndyi zikretmek,
Rasulullaha salavat getirmek ve sonra dilegini sdylemek duanin edeplerinden addedilmistir. Evradlarda
da bu siralama takip edilerek Buhari ve Mislim gibi bazi hadis kitaplarindan alinan dualar, tesbihler ve
zikirler ile bu mecmualarin ana igerigi olusturulmustur. Mecmualarin tesekkuli sonrasinda ise dervislerin
seyr-i sulikunda bireysel ve tasavvufi ayinlerde toplu bir erkén olarak evrad okunmasi gelenegi ortaya

cikmustir.
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Mevlevi evradi, bitlin Halveti Vird-i Settari, Cerrahi Vird-i Kebiri, Halveti-Sa‘bani kolu Bekriye’'deki Feth-

i Kudsi ve Kesf-i Unsi adli sabah virdi, Celvetilikteki Hizb-i Hiidai diye bilinen evrad, o tarikat

mensuplarinin kendi baslarina ve bestesiz olarak okuduklari glinliik virdlerdir. Bu tarz evrad okuma, ayin
erkani olarak degerlendirilmez. Ayrica Anadolu ahilik geleneginin devami niteligindeki ekin ekmek, orak
bigmek, camasir yikamak tarzindaki toplu yapilan isler esnasinda okunan Camasir Savti, Ekin Savti gibi
ayin veya evrad sayllabilecek besteli Bayrdmi uygulamalarinin 6rnegi glnimizde tespit
edilememektedir. Yine Haci Bayrédm-i Veli'nin dizenledigi Bayrami Evradi ile Seyh Vefa tarafindan
diizenlenen ve bestelenen Vefaiye Evradi'nin bestesi unutulmustur (inanger, 2014, s.132-133). Bunlarin
disinda seyh veya dervislerin sekerat alametleri belirdiginde basuclarinda toplu halde, cenaze
torenlerinde gasil esnasinda ve sonrasinda (Revnakoglu, 2021, s.196-198) evrad okunmasi gelenegi

vardir.

Besteli evradin bir erkan olarak toplu okunmasina dair érnekleri ise tarikatlarin tesekkiliinden sonra
ozellikle Kadiri, Rifal, Sa‘di, Bayrami, Halveti-Cerrahi ve Halveti-Sunbili tekkelerinde icra edilen zikir
uygulamalarinda gérilmektedir. ihya gecesi olarak anilan ve genellikle haftada bir yapilan bu zikir
torenleri kadir ve kandil gecelerinde, icazet merasimleri ile tarikat blyUklerinin vefat yildénimlerinde
gerceklestirilen bu térenlere vakit namazi sonrasinda toplu halde evrad okunarak baslanmistir (Uygun
ve Erdas, 2018, s.51). Kur'an-1 Kerim tilaveti sonrasinda toplu halde her tarikatin kendine has 6zel
besteli evradi ve muhtelif bestelerde salatlar okunurdu (Ergun, 1942, s.10; Guney, 1997, s. 5). Toplu
olarak okunan evradlarin tim tarikatlarin kabuli bakimindan en belirgin kisimlari “O” na Allah ve
melekleri ona salat ettigi gibi inananlarin da salat etmesi bir Tanri buyrugudur (Ahzab 56) ayetine
dayanmaktadir. Bu buyruk mucibince higbir ayirirmi olmadan bdtin tarikat ayinleri, Salat-1.Kemaliye,
Salat-1:Kutbiye, Salat-1 Munciye gibi salavat-i serifeler ile baslar. Yine Mevlevi ayininin basinda okunan
Na‘t- Mevlana, Sunbuli Salati, Celvetiligin Hasimi kolundaki Salat-1 Efdaliye, hatta Kadiri Evradi’'ndaki

salatlar buna 6rnek olabilecek degisik bicimlerden bazilaridir (inancer, 2014, 5.132).

Besteli olarak okunan evrad-i serif sonrasinda ise kelime-i tevhidin tonu Ust perdelere dogru
kademe kademe yedi perde yUkseltilir ve sonra yine kademe kademe baslanilan perdeye kadar
indirilirdi. Perde kaldirma ve indirme adi verilen bu uygulamada zakirbasinin kabiliyeti etrafinda
genel ahenk temin edilir. Kelime-i tevhid son bulunca na‘t veya durak okunurdu. Bazen de
bunlarin yerine cumhur ilahi sonrasinda ism-i celél zikrine baslanirdi. Bu bélimde zikir ayakta
kiyam ve akabinde halkalar halinde dénmek suretiyle devran ederek ilerlerdi. (Ergun, 1942,
s.11).

Bu sekilde, usulle uyumlu, diizgiin adimlarla sirtip giden devranda zakirler gesitli tavirlarda bestelenmis
eserleri tavir ve perde hususiyetlerine gézetmenin yaninda devrandakilerin adimlarinin ritmine uygun
gelecek sekilde icra ederlerdi (Revnakoglu, 2021, s.354). Devran zikri 6zellikle besteli evrad 6rnegi olan

Halvetiye, Kadiriye, Rifaiye, Sa‘diye ve bunlarin uzantisi tarikatlarda yapilirdi.
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Tekke msikisi ve devran uygulamalari tekke ile sinirli olmayip cdmi mubhitlerinde de mutat sekilde icra
edilmistir. Ayasofya Cami-i serifindeki “Y& Hazret-i Sa’deddin-i Cibavi” levhasinin (inal, 1970, s.388)
altinda Koska Sa'di Tekkesi Seyhi Abdisselam Efendi, usll-i Sa’'diye icra etmistir. Sultan Ahmet Cami-
i serifinin temel atma merasiminde dua eden Hidai hazretleri acilis gininde ilk hutbeyi okumus,
Tophane’de Kadirihane’de yatan ismail ROmi de namazdan sonra Kadiri ayini icra etmistir. 19.yiizyila
kadar devam eden bu zikir halkasina Kadirthane ihvani da dahil olmustur (Revnakoglu, 2021, s.304).
Bu bilgiler devran usuli ile Sa'di ve Tophane Kadiri &asitanesinde icra edilen besteli evrad

uygulamalarinin sadece tekkelerde degil ayni zamanda camilerde de icra edildigini géstermektedir.
Besteli Kadirt Evradi

Kadiriye tarikati, Anadolu’'ya XV. yuzyilda Hiseyin Hamevi’nin halifelerinden Esrefoglu Rimi eliyle
gelmistir. XVII. ylizyilda, tarikatin Ramiye kolunun kurucusu olan ismail Ram?nin faaliyetleriyle
istanbul’dan hem Anadolu hem de Balkan cografyasina yayilmistir. ismail Rami tarafindan Tophane’de
kurulan tekke ise asitane olarak diger bolgelerde agilan Kadiri tekkelerinin merkezi olma gorevini
Ustlenmistir (Azamat, 2001, s.132-133). Kurulusundan 1925te tekkelerin kapatilmasina kadar
Kadiriye’'nin Rimiye koluna bagli kalan bu tekke, istanbul’da tasavvuf kiiltiriniin ve tekke masikisin
dnde gelen merkezleri arasinda yer almis, mensuplarindan Kazasker Mustafa izzet Efendi gibi sanatkar

sahsiyetler yetismistir (Tanman, 2001, s.129).

Kadiri tarikatinda genelde kiyami ayin tarzi benimsenmis olmakla birlikte Anadolu’da yayginlasmis olan
Esrefl, Rimi ve Resmi kollarinda kiydm sonrasinda soldan saga ddnerek devran da uygulanmistir.
Usdlde ufak farkliliklara ragmen ayinlerin timu toplu evrad okunmasiyla baslamistir. Toplu evradin
sozlerini iceren ve gunimuzde Kadiri-Esrefi evradi olarak okunan mecmuanin ilk bélimi Seyh Hiseyin
Hamevi'ye; son bolimi ise Abdilkadir Geylani'ye ait olup Esrefodlu Rimi tarafindan tertip edilmistir
(Kara, 1995, s.533-535).

istiAze ve besmele sonrasinda Fatiha Slresi, Ahzab Siresi 56. ayeti, salavatlar ve cesitli dua
cumlelerinden olusan Kadiriye evradi, zaman zaman yeniden tertib edilerek meshur olmus ve tarikatlar

arasi ortak bir metin haline gelmistir.

Bu evradin bestesi, 1991 yilinda istanbul ismail Rami Asitanesi’nde Nezih UZEL tarafindan alinan ve

“Kaside, ilahi ve Zikir” adiyla yayinlanan canli ortam kaydindan notaya alinmistir.
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Gorsel 1: Kadiriye Evradi
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2. BULGULAR

Evrad-1 Kadiriyye
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Al la
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4. SONUGC, TARTISMA ve ONERILER

Tark Masikisi geleneginde uygulamalari olmakla birlikte glinimizde kaybolmaya yiz tutmus tekke
mUsikisi formlarina numune teskil edebilecek eserlerin otantik tarzlariyla tespit edilerek tanitiimasi,
muzik kulttrumzin zenginligi agisindan bir hayli dnem arz etmektedir. Tekke ve zaviyelerin kapatiimasi
ile geleneksel egitimin ve muzikal aktarimin s6zlG tarzda yapildigr Tekke masikinde, repertuvar aktarimi
ortadan kalkmis, sanatsal etkileri ise ginimize kadar gelen slrecte azalarak yok olma seviyesine
gelmistir. Ayrica bu tir muzigin yapisi, formlari, repertuvari ve bitlinlestigi uygulamalar ile ilgili detayl
calismalar yapilamamistir. Repertuvarin derlenmesindeki yetersizlikler nedeniyle yakin zamana kadar
bu konuya dair yapilan ¢alismalarda bu tiire ait formlar tam bir sekilde tasnif edilip tanimlanamamistir.
Bu ¢alismada heniiz derlenip repertuvara girememis sinirli sayida icracisi ya da kaydi olan besteli evrad

formuna dair 6nemli bir 6rnek eser, Turk Muzigi repertuvarina kazandiriimistir.

So6zli aktarim iginde eserlerin yapilarinda ve giftelerinde zamanla degisiklikler olabilmektedir. Bu
sebeple calismamizda ortaya cikarilan eserde, istanbul Tophane Kadiri dergahinda besteli evradi
okuyabilen kisilerden alinan ses kaydi (zerinden notaya alinan bestenin giifte incelemesi yapilarak
telaffuz ve kelime dizenlemeleri, evradin yazma nishasina uygun sekilde tashih edilmistir. Boylece
aslina uygun sekilde ortaya ¢ikarilan eserler tzerinden Turk Miziginin tirleri ve formlarina dair dogru

tasnif ve tanimlamalarin yapiimasi mimkuin olacaktir.

Dué gelenegi icinde sekillenen evrad kitaplarinin iceriklerinde, ayet ve hadislerde tavsiye buyurulan
kelime ve cumlelerin yani sira o6zellikle salavatlar genis bir yer kapladigi goértulmektedir. Diger
tekkelerden farkl olarak devrani usali yuriten Halveti, Rifal, Sa'di ve Kadiri gibi tariklerde evradlarin
besteli sekilde toplu olarak okundugu ve bu icralarin mizikal agidan en sanath kisimlarinin salavat

bélimleri oldugu degerlendirilebilir.

istanbul’daki misiki hayatinda Kadiri tarikatinin etkileri ve yayginlik alanina dair bilgiler tespit edilen
bilgiler arasinda basta Sultanahmet ve Ayasofya camileri olmak Uzere selatin camilerinde
gerceklestirilen tekke masikisi usdl ve uygulamalarinin, bu mazigin sinirlarinin cami masikisine kadar
uzandigi degerlendirmesine imkan vermektedir. Zira camilerde geleneksel bir sekilde devran usull ve
besteli evrad gibi tekke masikisi formlarinin icra ediliyor olmasi bu iki muzik tirt arasinda birgok mizikal

gegcisin oldugunu gdstermektedir.

Tekke tlrd muizikal kiltirin incelenerek nadir 6rneklerinin ortaya konulmasi, ginimizde tasavvuf
muzigi adiyla yapilan ancak otantik tekke masikisi repertuvari ile benzerligi bulunmayan miziklerin

gercek tarz ve tavirlariyla mukayese edilerek degerlendiriimesine imkén saglayacaktir.

Arastirmanin Etik Beyani
Bu calismanin tum hazirlanma sureglerinde etik kurallara uyuldugunu yazarlar beyan eder. Aksi bir
durumun tespiti halinde Online journal of music sciences’in hi¢bir sorumlulugu olmayip, tim sorumluluk

galismanin yazar(lar)ina aittir.
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Ayrica ULAKBIM TR Dizin 2020 élciitlerine gore ¢alismada etik kurul onayini gerektiren herhangi bir

veri toplamaya ihtiyag duyulmamistir.

Arastirmacilarin Makaleye Katki Orani Beyan:

1. yazar katki orani: %50

2. yazar katki orani: %50

Cikar Catismasi Beyani:

Yazarlar arasinda herhangi bir kisisel ve finansal ¢ikar ¢atismasi bulunmamaktadir.
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EXTENDED ABSTRACT

1. Introduction

The tradition of reading collective evrad with composition is an application that emerged as a
requirement of human nature. The fact that it has not been mentioned in religious music forms until
today makes us think that this form emerged spontaneously. In the beginning, the evrads, which were
read collectively, probably aiming for an instructive mission with a speaking tone, started to be read
melodiously due to the opposition of human nature to monotony and took on a certain musical structure.
Because, after a certain period of time, the need to take on a musical structure arises. Reading it in a
certain period ensures that it is learned as a musical structure and thus unity in reading. It is an
application and training aimed at ensuring unity in the community that all readers read in the same voice,

in the same harmony and in unison.

2. Method

Sufism, which was institutionalized at a high level and had very important effects in the history of
Ottoman Culture and Civilization, became an indispensable element of Ottoman culture by reflecting the
delicacy, grace and courtesy in the structure of thought. In addition, the fact that many people who are
famous in almost all branches of fine arts, especially music, belong to a Sufi school is a sign that shows
the limits of Sufism and the extent to which it has been assimilated. As a requirement of this assimilation,
Tekke Music, which is revealed in the basin of culture and civilization and contains the artistic works of
Turkish Music in various forms, is also called Sufi music today. When all kinds of activities were ended
with the law of closure of lodges and lodges, these functions of the lodges, which gave music education
in traditional style and conveyed the repertoire with the mesk method, disappeared, and their artistic

effects have decreased and reached the level of extinction.

Apart from the limited activities of the Darilelhan and the Municipal Conservatory for the compilation of
the tekke music repertoire, many works of this genre in various forms have been forgotten or very limited

examples have reached our time due to the limitations in conducting detailed research on this area.

3. Findings, Discussion and Results

This was due to the personal efforts of some teachers who taught music, the associations they
established and the private lessons they gave. With the effect of this dedication, Turkish Music will

increase the diversity of forms, thanks to the notation of the composition evrad samples, which have a
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limited number of performers and few ambient sound recordings, and bring rare examples to the music
repertoire. In addition, the tradition of reading evrad, which is a part of our lodge music tradition, will be
prevented from disappearing, and the permanence of such a musical heritage will be ensured and
learning will be facilitated. In addition, with the recognition of the authentic form of tekke music, it will be

easier to make sense of the functional position and musical value of the composed evrad performed in

this genre.
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ABSTRACT

The article discusses the relationship between sound frequencies, music, and human perception, focusing on the
debate surrounding the tuning standard used in music. The paper begins by questioning the metaphysical and
religious implications of sound as a creative force. It then delves into the physics of music and human hearing and
continues emphasizing the role of frequencies in shaping tonality and timbre. The significance and effects of
different tuning standards, particularly comparing 432Hz tuning to the more commonly used 440Hz standard, have
also been reviewed. Additionally, the historical context and potential motives behind the adoption of the 440Hz
tuning standard, suggesting military and commercial interests, have been investigated. By examining these aspects,
the article aims to deepen our understanding of the effects of different musical tunings on human well-being and
perception, calling for further research. Ultimately, the article serves as a call to action for further research in the
field.
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Retuning the universe: Examining the cosmic significance of sound frequencies, music and human perception

EVRENI YENIDEN AYARLAMAK: SES FREKANSLARININ, MUZIGIN
VE INSAN ALGISININ KOZMIK ONEMININ INCELENMESI

oz

Makale, miizikte kullanilan akort standardini ¢evreleyen tartismalara odaklanarak ses frekanslari, miizik ve insan
algisi arasindaki iliskiyi ele almaktadir. Calisma, yaratici bir gii¢ olarak sesin metafiziksel ve dini géstergelerini
sorgulayarak baslamaktadir. Daha sonra miizik ve insan isitme sirecinin fizigini derinlemesine inceleyerek; tonalite
ve tinyi sekillendirmede frekanslarin roluni vurgulamaktadir. Arastirmada, farkl ayarlama standartlarinin nemi ve
etkileri, 6zellikle 432Hz ayarlamasinin daha yaygin olarak kullanilan 440Hz standardi ile karsilastiriimasi da gézden
gegcirilmistir. Ek olarak, askeri ve ticari gikarlari disindiren 440Hz ayar standardinin benimsenmesinin ardindaki
tarihsel baglam ve potansiyel nedenler de arastiriimistir. Bu yonleri inceleyerek makale, farkli mizik akortlarinin
insan refahi ve algisi lzerindeki etkilerine iliskin anlayisi derinlestirmeyi amaglamakta ve daha fazla arastirmaya
¢agri yapmaktadir. Bu inceleme yazisi, alanda daha fazla arastirma yapilmasi icin bir eylem c¢agrisi gorevi
gOrmektedir.

Anahtar Kelimeler: frekanslar, yeniden ayarlama, mizik, 432 Hz, 440 Hz, insan algisi.
1. INTRODUCTION

“When he decrees a matter, he only says to if, ‘Be,' and it is.” (Surah Ali 'Imran, Quran). This powerful
verse highlights the divine power and authority of Allah. From a metaphysical perspective, some
interpretations suggest that the sound of Allah's command, "Be," resonates throughout the universe,
setting in motion the creation of whatever he wills. This concept implies that sound vibration, in a broader
sense, is intricately connected to the act of creation itself. The earliest existing text on Jewish
esotericism, Sefer Yetzirah, according to Elson (2004), teaches that sound is God's fundamental
creating force (Pretorius, 2011). Here, it would be good to remember Nicola Tesla’s quote, "/f you wish

to understand the universe, think of energy, frequency, and vibration."

The following questions should be asked regarding this issue: Is sound the beginning of all creation? If

so, can the creation be changed as in the expression in this verse, “..and / shall command them - and

they will corrupt God's creation!' (Surah al-Nisa, Quran)?

If these expressions are accepted as the basic assumptions in the study, it can be expected that
significant changes will occur regarding sounds and frequencies. Therefore, this study focuses on

frequencies and their effects on human cognition.
1.1. Aim of the study

The primary claim that will be defended in this study is exploring frequencies in music and human
perception, the journey of 432 Hz tuning to 440 Hz shift, and the military and commercial motives behind

musical frequency studies. By shedding light on these aspects, it is aimed at deepening understanding
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of the intricate relationship between frequencies, music, and human perception. Thus, the goal is to

thoroughly assess the claims and findings regarding the change in tuning.
1.2. Significance of the Study

It has been argued that 432 Hz is closer to the natural frequencies of the universe and is more
compatible with the vibrations of nature (e.g., Tuis, 2010). Accordingly, 432 Hz is more natural and
relaxing and is more compatible with the human body and mind. It is thought that 432 Hz makes people
feel a deeper connection and offers a more emotional or spiritual experience. At the same time, 432 Hz
is a frequency to which a certain meaning is attributed in some mystical belief systems or theories about
natural harmony. So why was 432 Hz, which is so compatible with humans and nature, changed to 440
Hz? Is what is written in the holy texts true? The answers to these questions can be understood by
examining the historical process and causes of change. Therefore, the investigation of the issues

addressed in this study is important.
2. METHODS

The research is in qualitative research design. Academic articles and books written on the subject of the
study were examined. To access these publications, reputable databases such as Wos, Scopus, and
EbscoHost were scanned. The obtained data were reviewed. The model of this research is an
Interpretivist literature review, which is an approach to reviewing and analyzing existing literature that is
guided by the principles of interpretivism (Denzin & Lincoln, 2018). Interpretive reviews see the essential
tasks of synthesis as involving both induction and interpretation. In this study, the existing literature

related to the research topic will be thoroughly examined.
2.1. Ethical Permission

In this study, all rules specified within the scope of the " Higher Education Institutions Scientific Research
and Publication Ethics Directive" were followed. None of the actions mentioned under the title "Actions
Contrary fo Scientific Research and Publishing Ethics", which is the second part of the directive, have

been carried out.
3. FINDINGS
3.1. The Influence of Frequency on Music, Human Hearing, and Vibrational Resonance

From a physics perspective, music is composed of sounds produced by waveforms whose frequency is
measured in hertz. The hertz (abbreviated to ‘Hz’) used to measure the frequency of cycles expresses
the cycles per second (1 Hz=1 cycle per second) (Oxford Reference, 2023). The tonality and timbre of

the sounds are determined by the frequency values.

The nominal range of human hearing typically extends from about 20 Hz to 20,000 Hz (Bedard &
Georges, 2000). However, this range can vary among individuals due to factors such as age, exposure
to loud noises, and overall hearing health. Frequencies below 20 Hz, known as near-infrasound, are

typically felt rather than heard. Frequencies below 1 Hz, known as far-infrasound while frequencies
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above the upper limit of 20.000 Hz, known as ultrasound, are also typically not heard by humans (Bedard
& Georges, 2000). Human beings possess a remarkable vocal range, exhibiting a variety of frequencies
in their vocalizations. The range of human vocal frequencies typically spans from about 80 Hz to 1.100
Hz, with individual variation. Also, the electrical activity in the human brain gives rise to brainwaves that
can be categorized into different frequency bands. These bands include delta (<4 Hz), theta (3-7 Hz),
alpha (8-13 Hz), beta (>13 Hz) (Kokturk, 2013), and gamma (>30 Hz) (Ray, Niebur, Hsiao, Sinai, &
Crone, 2008). Every living and nonliving creature on the planet vibrates at its own special frequency
(Rose, 2021). Flowers, trees, rivers, and lakes all have unique vibrations. Quantum physics describes
the universe as nothing more than vibrating strings of energy. The human body and organs have an
electrical frequency, and persons’ health can be determined by its frequency (Walker, 2023). Dr. Bruce
Tainio, from Eastern State University found in 1992 that a healthy body resonates at a frequency of 62
to 72 MHz (Walker, 2023) and when your frequency drops to 58 MHz (Hamlaoui, 2020), that is when
the process of disease begins. Every thoughts and emotions have also different frequencies. Emotions
(e.g. Marghzar, 2022) and thoughts (e.g. Cuadrado, Lopez-Cobo, & Mateos-Blanco; Tajadura-Jimenez,
2020) could be affected by sound.

3.2. The Significance and Effects of 432 Hz Tuning and Schumann Resonances on Human Perception

and Well-being

Some theories assert that 432 Hz corresponds to specific mathematical relationships or harmonics
associated with the golden ratio and the Schumann resonances (Eischen, 2016; Plomp & Levelt, 1965).
The calculation of 432 Hz as a specific frequency in relation to the musical note A4 (LA) is based on the
standard tuning system and the mathematical relationships between musical intervals (Halpern, 1995).
It is attributed to Pythagoras, an ancient Greek philosopher and mathematician. While Pythagoras
himself did not specifically calculate the frequency of 432 Hz, his work laid the foundation for
understanding the mathematical relationships between musical notes and the concept of harmonic
frequencies (Bowles, 2017). 432 Hz positively affects the chakras, expands the feelings through the
heart chakra, and accelerates our spiritual growth (Beaulieu, 2010). Our subconscious understands that
the frequency of 432 Hz is an awakening, an opening of the heart center, of love, harmony, and joy
(Paul, 2019). 432 Hz is often referred to as the "frequency of the universe" (Paul, 2019). Listening to

music tuned to 432 Hz can create a sense of calmness, relaxation, and harmony (Beaulieu, 2010).

Schumann resonances (SR) are a set of natural electromagnetic frequencies that occur in the Earth's
ionosphere (Helliwell, 1965; Schumann, 1952). SR is in the extremely low-frequency (ELF) range and
falls below the threshold of human hearing (Sentman & Fraser, 1991). The primary resonance, known
as the Schumann fundamental frequency, is around 7.83 Hz (Sentman & Fraser, 1991). However, there
are other resonant frequencies as well (Koénig, 1979). These are approximately 7.83 Hz, 14 Hz, 20 Hz,
26 Hz, 33 Hz, 39 Hz, and 45 Hz (Timofejeva et al., 2021).
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There is a connection or synchronization between the Schumann resonances and human brainwave
activity (Persinger, 1987). These seven SR frequencies closely correspond with alpha, beta, and gamma
brainwaves (McCraty & Deyhle, 2015). Itis proposed that exposure to or synchronization with the Earth's
natural frequencies can have positive effects on human health, well-being, and consciousness
(Muehsam & Pilla, 2009). For instance, there are underground structures known as "gilehane" or
"cilehane caves" in Turkey. These caves have historical and cultural significance in the region. Cilehane

caves were used by Sufi dervishes as places of retreat, meditation, and spiritual practice.

The Schumann resonance on earth, as determined by NASA (National Aeronautics and Space
Administration), is approximately 8 Hz. Therefore, as 8 Hz is a submultiple of 432 Hz for the relationship
between frequency and octave music, this would be in mathematical connection to 432 Hz (as cited in
Calamassi & Pomponi, 2019; “NASA”, 2023). The concept of 432 Hz tuning means the frequency at
which a musical note A4 (LA) in the central octave of the piano is tuned. It means that the A note is
tuned to vibrate at 432 cycles per second. Listening to music tuned to 432 Hz can create a more
harmonious and relaxing experience, as it is believed to resonate more naturally with the human body

and align with the vibrations of nature.

The proponents of 432 Hz tuning argue that it exhibits greater resonance and harmony with the human
body and the natural environment, positing that it induces a state of calmness and tranquility (Hennawi,
2018; Horowitz, 2011). However, it should be noted that the contemporary standard for musical tuning
is predominantly set at 440 Hz (American National Standards Institute, 2020). The adoption of 440 Hz
as the standard pitch has been widely embraced in the music industry and is commonly employed in
various musical compositions and performances (International Organization for Standardization, 2004).
Further research is necessary to comprehensively explore the potential psychological and physiological

effects of different musical tunings on human perception and well-being.
3.3. The Journey of A=440 Hz: From Controversy to Standardization

There are three important dates represent significant milestones in the establishment of A=440 Hz as a
widely accepted and universal pitch standard in the world of music. These dates are 1939, 1955 and
1975. These dates symbolize the gradual evolution and solidification of A=440 Hz as the preferred pitch

standard, shaping the way music is composed, performed, and enjoyed worldwide.

In 1939, just before the outbreak of World War Il, an international conference was held in London, funded
by oil companies. The Berlin Radio Acoustics Commission organized this meeting at the British Standard
Association internationally. At this conference, various international experts came together with the aim
of determining the standard frequency of music. The overarching purpose of the get-together was to
create a reference point for tuning musical instruments and enabling orchestras to play in harmony. It is
recommended in this conference that the standard pitch be set at A=440 Hz (the tuning of the German
radio), and this was accepted. But an objection came later, without delay. Because the conference was

organized collaboratively by Britain and Germany, it did not extend an invitation to French composers
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and musicians. A French composer, the Paris Conservatoire's Prof. Robert Dussaut objected to this
norm. He thought that the 440 Hz frequency would be detrimental to the artistic and cultural values of
music. In order to maintain musical harmony and the universe's musical vibration, they insisted that the
tuning frequency of the LA tone, 432 Hz, not be altered. Around 23,000 French artists signed a petition
opposing the standard, which Dussaut was able to compile in large numbers. Their vote was a strong
protest against the use of 440 Hz as the default frequency in music. They may have objected, but the

choice to make 440 Hz the accepted musical standard persisted.

In 1955, A=440 Hz was officially adopted by the International Standards Committee. This committee
known as the International Organization for Standardization (ISO) today. The ISO assigned the
reference number ISO-16 to this standard. This decision was made based on the proposal put forward
in Stuttgart in 1834, which advocated for A=440 Hz. With this approval, A=440 Hz became the

internationally recognized standard for tuning musical instruments.

In 1975, the adoption of 440 Hz as a truly universal standard for tuning musical instruments reached a
significant milestone. In 1955, A=440 Hz was officially adopted as the standard by the 1SO, while by
1975, it had gained universal acceptance and was widely implemented as the standard tuning frequency
in the music industry. The 20-year gap between these two dates allowed for the dissemination and
acceptance of the standard among musicians and music communities worldwide. By this time, A=440
Hz had gained widespread acceptance and usage among musicians, orchestras, and music institutions
around the world. The music we listen to today is therefore all calibrated to the 440 Hz frequency (as
cited in Calamassi & Pomponi, 2019). The last time ISO 16:1975 Acoustics-Standard tuning frequency
(Standard musical pitch) was evaluated and approved was in 2022 (ISO 16:1975”, 2022).

This decision was primarily driven by practical considerations, such as facilitating international musical
collaboration and improving instrument manufacturing and design. However, there are some important
claims about the real reason for this change. For instance, The Liberal Party (Vrijzinnige Partij) of the
Dutch supports A=432 Hz as a standard on the unproven grounds that Joseph Goebbels was
responsible for the introduction of A=440 Hz and that it produces "disarray" in music and society (as
cited in Gribenski, 2020; Korteweg, 2017). Although these claims are called conspiracy theories in many
places, it is thought-provoking that the change was accepted despite the musicians' opposition to it and

their resistance for a long time. Therefore, it would be useful to examine these claims.

3.4. The Rockefeller-Rothschild Alliance and A=440Hz: Military and Commercial Motives Behind

Musical Frequency Studies

The Rothschild-Rockefeller partnership funded scientific research on musical frequencies conducive to
war-making between World Wars | and Il (Baker, 2015; Sutton, 2002). This alliance was represented by
organizations such as the Rockefeller Foundation and the U.S. Navy (Dye, 1986; Quigley, 1966). The

primary objective of these studies was to identify specific musical factors that could induce
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psychopathology, emotional distress, and even provoke "mass hysteria" (Schaeffner, 2013; Summers,
2014). These investigations were conducted with the intention of achieving both military goals and

profitable population control (Hounshell, 1984; Sutton, 2002).

The academic direction of acoustic energy researchers was facilitated through grants from the
Rockefeller Foundation, in collaboration with the National Defense Research Council and United States’
Navy as evidenced in the Rockefeller Foundation’s (1939-1944) archives (Quigley, 1966). Among these
researchers was Harold Burris-Meyer, who gained recognition for his consulting services to the Muzak
Corporation (Pinch & Bijsterveld, 2012; Sterne, 2012). Burris-Meyer, a Stevens Institute of Technology
drama teacher and audio engineer in New Jersey, played a significant role in the commissioned
research (Grauer, 2011; Sterne, 2012). The collaboration between these institutions and researchers
aimed to explore the scientific aspects of acoustic energy and its potential applications (Bijsterveld,
2008; Pinch & Bijsterveld, 2012).

James Tobias, a professor of English at the University of California, delved into the archives of the
Rockefeller Foundation (RF) and documented research that eventually led to the development of
acoustic vibrations for use in psychological warfare (as cited in Horowitz, 2010; Tobias, 2009). Tobias
claims that Burris-Meyer worked with the Department of Defense during World War Il, "including building
speaker arrays deployed on warplanes such that enemy combatants could be addressed from the air"
in order to create psycho-emotional effects that caused "mass hysteria" (Horowitz, 2010). Tobias claims
that Burris-Meyer changed his mind after realizing that "audio management of human emotions was
conceivable for a large enough fraction of an audience to enable effective crowd control but evidently

fulfilled a military objective.

This is the greatest justification for the relationship between this activity and the Rothschild-Rockefeller
family's growing war investments in United States, Great Britain, and Germany in terms of timing, topic
matter, and Foundation support (Horowitz, 2010). In the end, it resulted in the adoption of A=440 Hz as
the Western World's standard musical tuning. The disturbing character of this standard tuning, which is
corroborated by evidence from other sources, raises the possibility that these parties were involved in
research into potentially hazardous musical frequencies for use in both military and commercial
contexts. The implications of their actions strengthen the suspicions about dark intentions behind the

promotion of A=440Hz as a widely accepted musical standard.

After this tuning was embraced by European musicians and adopted by the British Standards Institute
(BSI) in 1939, Rockefeller-Rothschild "black-op" executives hired Joseph Goebbels, a Nazi party
propagandist. Goebbels was on his way to becoming England's media foe at the moment. From 1933
through 1945, Joseph Goebbels, a well-known individual in Nazi Germany, held the position of Minister
of Propaganda and Public Enlightenment. Goebbels played a crucial role in spreading Nazi propaganda
and shaping public opinion in support of Adolf Hitler and the Nazi Party. Goebbels reportedly stated that
A=440 Hz tuning makes people feel more anxious. It has been observed that the destructive effects of

440 Hz on humans lead them to think and feel in a specific manner, causing them to experience inner
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chaos. Furthermore, tuning all the music in the world to 440 Hz is believed to turn it into a "weapon of

war.
4. CONCLUSION

Music, with its significant role in individual and collective human life, has been a constant presence
across cultures and historical periods (Cochrane, Fantini, & Scherer, 2013, p. 471). It holds a remarkable
power over the physiological mechanisms of the human body and mental processes, contributing to its
pervasive nature. The role that music plays in emotionally charged situations and socially significant
activities highlights its power to elicit strong emotional reactions and promote social bonding (Cochrane,
Fantini & Scherer, 2013, p. 471). In addition, behavioral science, which is sometimes underappreciated
in comparison to other scientific fields, emerges as a potent force in affecting society, politics, and
economics. Given that the cosmos is made up of matter that vibrates at various frequencies, including
ourselves as humans, it is clear that sound plays a basic function (Estulin, 2015, p. 211). Sound is a
powerful tool for promoting healing and boosting well-being since it has the power to have tremendous
effects on both our mental and physical states. The exploration of frequencies in music and their impact
on human perception reveals a complex interplay between physics, psychology, and historical

influences.

The contentious nature of musical frequencies is further shown by the discussion over the standard
tuning frequency in music, in particular A=440 Hz. The golden ratio, the Schumann resonances, and
other mathematical correlations are said to be in resonance with the alternative tuning of A=432 Hz,
which proponents claim has beneficial effects on the chakras and spiritual development. The topic is
further complicated by the Schumann resonances' coordination with human brainwave activity, which
raises the possibility that natural frequencies may have an impact on cognition and health. However,
historical events influenced by political, religious, and commercial interests can be used to explain how

A=440 Hz came to be accepted as the standard tuning frequency.

The historical context raises the possibility of a negative aspect to the adoption of A=440 Hz, even
though more study is needed to properly grasp the psychological and physiological impacts of various
musical tunings on human perception and well-being. The link between the Rockefeller-Rothschild
partnership, national security concerns, and the development of the standard tuning frequency
emphasizes the importance of critical analysis and investigation of the subject. The following questions
were asked at the beginning of the study: Is sound the beginning of all creation? If so, can creation be
changed as stated in the verse? At the end of this study, it was concluded that sound and vibration
initiated the creation and were the creation passwords of the universe, just as Nicola Tesla said. The
distortion and change of creation mentioned in the sacred texts is essentially the distortion and change
of frequency. It is truly sad that the manipulators persistently try to make changes in natural sounds and

frequencies that harm humans and that this distortion is achieved.
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In conclusion, research on musical frequencies and how people perceive sound reveals a complex web
of historical, psychological, and scientific influences. This review encourages continued research into
the potential advantages and disadvantages of various musical tunings in order to comprehend their

impacts on both individuals and society at large. Brave researchers are needed in this field.
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TURKIYE CUMHURIYETI’NIN 100. YILI iCIN BESTELENMIS
ESERLERE GENEL BIiR BAKIS

oz

Tirkiye Cumhuriyeti'nin kurulusu, ulusal tarihindeki dnemli bir doniim noktasidir ve 100. yil dénUmda, Tark milletinin
bagimsizlik, 6zgurliik ve ¢gagdaslik yolculugunun zirvesini temsil etmektedir. Bu arastirma, Tirkiye Cumhuriyeti'nin
100. yil dénimi igin bestelenen marslar ve sarkilarin genel bir incelemesini sunmay! amacglamaktadir. Veriler,
YouTube platformunda bulunan marslarin ve sarkilarin metinleri, besteleri ve icralarini igeren dokiimanlar izerinden
toplanmis ve nitel bir arastirma yontemi kullanilarak igerik analizi yapiimistir.

Eserlerin ylkleme tarihlerine gére incelenmesi, 6zellikle 2023 yilinin Ekim ayinda dikkate deger bir artisin oldugunu
gOstermistir. Calismada, eserlerin genellikle 2 ila 4 dakika arasinda oldugu ve minér tonalitenin baskin oldugu tespit
edilmistir, 6zellikle la mindr ve re minér tonlarinin sikg¢a kullanildigi belirlenmistir. Ayrica, eserlerin gogunlukla 4/4'lik
6lcude oldugu gézlemlenmistir, bu da eserlerin genel mizikal yapisina isaret etmektedir.

Bu analiz, Turkiye'nin kiltirel mirasinin anlasiimasi igin dnemli bir adim niteligi tasimaktadir. Mars ve sarkilarin
incelenen Ozellikleri, miizikal yapi, tonalite tercihleri ve dlgu birimleri iizerinden detayli bir bakis sunarak, Turkiye'nin
mizikal zenginligini ve kilttrel kimligini anlamak adina gelecek arastirmalara rehberlik etme potansiyeline sahiptir.

Anahtar Kelimeler: Turkiye Cumhuriyeti, 100. yil marsi, cumhuriyet marslari
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AN OVERVIEW OF THE PIECES COMPOSED FOR THE 100TH
ANNIVERSARY OF THE REPUBLIC OF TURKEY

ABSTRACT

The founding of the Republic of Turkey is an important milestone in its national history and its 100th anniversary
represents the culmination of the Turkish nation's journey of independence, freedom and modernity. This research
aims to provide an overview of the anthems and songs composed for the 100th anniversary of the Republic of
Turkey. The data was collected through documents including the texts, compositions and performances of the
anthems and songs available on the YouTube platform and content analysis was conducted using a qualitative
research method.

The analysis of the works according to the upload dates showed that there was a significant increase, especially in
October 2023. In the study, it was determined that the works are generally between 2 and 4 minutes long and the
minor tonality is dominant, especially la minor and re minor tones are frequently used. It was also observed that the
pieces were mostly in 4/4 meter, which indicates the overall musical structure of the pieces.

This analysis is an important step towards understanding Turkey's cultural heritage. It has the potential to guide
future research in understanding Turkey's musical richness and cultural identity by providing a detailed overview of
the analyzed features of anthems and songs, musical structure, tonality preferences, and meters.

Keywords: Republic of Turkey, 100th anniversary anthem, republic anthems

1.GIRIS

Turkiye Cumhuriyeti'nin kurulusu, Turk milletinin tarihinin en parlak anlarindan biridir. Bir ulusun kaderini
degistiren ve onun gelecegini sekillendiren bir donim noktasidir. Bu dénim noktasi, Turk milletinin
bagimsizlik, 6zgulrlik ve ¢agdaslik yolculugunun zirvesini temsil eder. 29 Ekim 1923, bu muhtesem

dénlisimidn baslangici olarak kabul edilir ve Turk milleti icin bir miladi ifade etmektedir.

29 Ekim, Turkiye Cumbhuriyeti'nin ilan edildigi glindiir. 29 Ekim giintiniin Cumhuriyetin ilaninin yildénimdi
olmasi nedeniyle, 1924 yilinda ¢ikarilan bir kararname ile 6zel bir program hazirlanmis ve tim yurtta bu
gln bayram olarak kutlanmistir (Bolat, 2007; Haykir ve Cevik, 2014). Sonraki yil ise 23 Nisan 1925
tarihinde Resmi Gazete’de yayimlanan kanun ile milli bayram olarak kabul edilmistir (TBMM, ty). Bu
Ozel tarih, Turk milletinin tarih sahnesindeki yerini ve rollini yeniden tanimladigi bir giin olarak kutlanir.
Cumhuriyet Bayrami, bu blylik dénidsimin ve ulusal kimlik insasinin coskuyla anildigi, gelecege umutla
bakildigi bir giindir. Bu, Turk milletinin kendi kaderini belirleme iradesinin ve 6zgirlik sevdasini temsil

eder.

Tabiati geregi bayramlar, anma ginleri ve resmi térenler, toplumlarin birlik ve beraberlik hislerini en
derinden yasadiklari zamanlardir. Bu 6zel ginler, bireylerin milli kimliklerinin farkinda olmalarini
sag@layarak ortak bir cosku ve heyecanla bir araya gelmelerine vesile olmaktadir. Ttrk milletinin tarihi,
anilmaya deger blyuk olaylarla doludur ve bunlar, gegmisteki zaferlerin ve Milli Micadele'nin ardindan

Cumbhuriyet'in ilani gibi 6nemli dénim noktalarini icermektedir (Dogan, 2013).
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Cumhuriyet Bayrami, Turk milletinin 6zgirlik ve bagimsizlik askini ylrekten yansitan milli marslarla
birlikte cosku iginde kutlanan 6zel bir glindir. Marslar, Cumhuriyetin ruhunu ve degerlerini yansitan
gucli ve dokunakh muizikal eserlerdir. Her bir mars, ulusal kimlik ve birlik duygusu konusunda glgla bir
ifade sunmayl amagclar ve Tirk milletinin bagimsizlik micadelesini anlatan blyUli hikayelerin
bestelenmis versiyonlaridir. Ritmi, yUrlyen bireylerin adim atislarini animsatan, sézli veya sézsiz,
savasta ve barista askeri birliklere moral vermek, ulusal duygular costurmak ve toplu yiriytslerde
uygun adimi saglamak icin kullanilan mizik pargalarina mars denir (Sozer, 2021). Say (2005)’a goére
marslar, ylriiyus sirasindaki adimlarla uyumlu, vurgulu ve sert bir ritmik yapida, 2/4, 2/2 ya da 4/4’ltk
Olcllerde yazilan mizik pargalari olup bu formun antik Yunan tiyatrosunda yer alan sert aksanli yuriyus
muziklerinden kaynaklandigi kabul edilir. Feridunoglu (2019)’a gére ise mars; yiriimeye eslik eden, ritim
6gesi gugll, ¢cok eski muzik turlerinden biridir. Cesitli amaglara yonelik yazilan marslar cenaze marsi

(4/4), agir mars (4/4), hizh mars (2/4 veya 6/8) ve ¢ok hizli mars olarak dort gruba ayrilir.

Marslar, sadece muzikal parcalardan ibaret degildir. Bunlar, Tark milletinin tarihsel deneyimini,
6zgurlige olan tutkusunu ve milli kimligini yansitan siirler ve melodilerle dokunmus anitlardir. Her bir
mars, Turk milletinin gegmisini ve gelecegini anlamak i¢in énemli bir bakis agisi sunmaktadir. Bu eserler,
sadece sozler ve notalarla ifade edilenlerden ¢ok daha fazlasidir; bunlar, Tirk milletinin bagimsizhk
oykUsunun évguleri ve onurlandiriimasidir. Marslar, ayni zamanda bir milletin bir araya gelme ve birlikte
hareket etme glcini de gostermektedir. Sozleri ve melodileri, insanlarin bir araya gelip ulusal
bayramlarinda, zaferlerinde ve kutlamalarinda cosku ve gurur dolu bir sekilde birlikte sdylemesini tesvik
etmektedir. Bu eserler, bir milletin ortak duygu ve dislincelerini ifade etmek ve ulusal birlik ruhunu

canlandirmak i¢in gugla bir aractir.

Sarkilar ise eski ¢aglardan baslayarak bitiin muzik kultirlerinde bulunan sézli, kisa mizik formudur
(Say, 2005). Cangal (2011)’e goére sarkilar insan sesi kullanilarak yazilan bitin s6zIi eserlere verilen
genel bir addir. Farkli kilttrlerde, farkl dénemlerde ortaya ¢ikmis olan sarkilar, insan sesiyle birlikte en
temel iletisim aracglarindan biri olmustur. Sarkilar, kiltirel, sosyal ve duygusal baglamlarda derin
anlamlar tasiyan, insanlarin ortak deneyimlerini yansitan ve paylasmalarini saglayan énemli bir mizikal
ifade bigimidir. Cesitli tonlamalarla degisik duygular uyandiran, uyumlu, melodik insan sesleri dizisi olup
en yaygin ses mizigi formudur (Sézer, 2021). Sarkilar, dize ve hece sayisi olarak es yapi tiriinde nazim
birimlerinden olusan siire, mizikal olarak ise bdyle dize kiimelerinden olusan metnin bestelenmesine
verilen isimdir (Michels & Vogel, 1977/2015).

Cumhuriyetimizin 100. yilina 6zgi olarak, bu 6zel dénemi onurlandirmak ve kutlamak amaciyla
besteciler tarafindan yizin uzerinde Cumhuriyetin 100. yilini konu alan marslar ve sarkilar
bestelenmistir. Besteciler, Cumhuriyetimizin 100. yilini kutlamak ve bu énemli dénemi anmak amaciyla
buyuk bir muizikal ¢aba sarf etmislerdir. Bu besteciler, 100. Yil Marslari adi altinda, Cumhuriyetin
kurulusundan bu yana yasanan bliylk basarilari, zorluklari ve ilerlemeleri mizige dékmuslerdir. Her bir
mars, Turk milletinin 6zgurlik askini, birlik ve beraberlik duygusunu, bagimsizlik mdcadelesini,

modernlesme ¢abalarini, demokrasiyi ve gelecede olan umudunu yansitan gugla bir anlam tasimaktadir.
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Besteciler, bu marslar aracihigiyla Turk milletinin bu dénemde yasadi§i cosku, azim ve dayanismayi
ifade etmislerdir. Her bir beste, bu dénemi anlamak ve kutlamak igin yapilmistir. Marslarin gicdq,
sozlerinin anlami ve melodilerinin coskusuyla birlesir, béylece Cumhuriyet Bayrami'ni unutulmaz bir
deneyim haline getirmektedir. Cumhuriyetimizin 100. yilina 6zel olarak bestelenen bu marslar, bir ulusun
tarihini, kimligini ve degerlerini yansitan énemli birer kaynaktir. Her biri, Tirk milletinin bagimsizlik ve
6zgurlik mucadelesinin coskusunu ve azmini yansitmaktadir. Bu marslar, Cumhuriyetimizin 100. yil
doénuminu kutlarken, Tark milletinin milli kimligini ve mzigin birlestirici glicinu daha da derinlemesine

incelememize olanak tanimaktadir.

Bu arastirma, Turkiye Cumhuriyeti'nin 100. yil dénimind anma amaciyla bestelenen marslar ve
sarkilarin genel bir incelemesini sunmayl amaglamaktadir. Arastirmanin temel problem cumlesi,
"Tarkiye Cumhuriyeti'nin 100. yili igin bestelenmis mars ve sarkilarin genel durumu nasildir?" seklinde

olusturulmustur. Bu ana problem climlesi 1siginda asagidaki sorulara cevap aranmistir:

1. Muzikal unsurlara iliskin alt problemler
a. llgili eserlerin kiinye bilgileri (video isimleri, séz yazarlar ve bestecileri, yiikleyen kanal
isimleri, video sureleri, yliklenme tarihleri, goérintilenme sayilan) ile ton, 6lgi birimi ve
ses araliklari nasil bir gérinim sergilemektedir?
b. llgili eserlerin ton veya makam durumlarina gére dagilimlari nasildir?
c. ligili eserlerin dlgii birimlerine gére dagihimlari nasildir?
d. ligili eserlerin ses araliklarina iligkin dagilimlari nasildir?
2. Mizikal olmayan unsurlara iliskin alt problemler
a. llgili eserlerin yiiklenme tarihlerine gére dagilimlari nasildir?
b. ilgili eserlerin siirelerine gére dagiimlari nasildir?

c. ligili eserlerin gériintilenme sayilarina gére dagihimlari nasildir?
1.1. Aragtirmanin Amaci

Arastirmanin amaci, Tirkiye Cumhuriyeti'nin 100. yil dénimi kutlamalari igin bestelenen marslar ve
sarkilarin genel durumunu anlamak ve bu eserlerin muzikal, kdltlrel ve toplumsal etkilerini analiz
etmektir. Eserlerin kiinye bilgileri, yikleme tarihleri, stireleri, gortintilenme sayilari, tonalite yapilari, élgi
birimleri ve ses araliklar gibi ¢esitli 6zellikleri Gzerinden yapilan detayli inceleme, bu eserlerin genel
niteliklerini ve toplumdaki algilanma bigimlerini agiga c¢ikarmayi hedeflemektedir. Bu baglamda,
arastirma, Turkiye'nin mizikal mirasinin 100. yil dénim vesilesiyle ortaya ¢ikan eserlerinin, ulusal
kimlik olusumunda ve kilttrel bellekteki yerindeki rolini daha kapsamli bir sekilde anlamak amaciyla

yarGtalmastir.
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1.2. Aragtirmanin Onemi

Cumbhuriyetimizin 100. yil dénimine adanmis mars ve sarkilarin kiinye bilgileri, yikleme tarihleri,
sureleri, géruntilenme sayilari, tonalite yapilari, 6l¢l birimleri ve ses araliklar gibi ézelliklerinin ayrintili
analizi, bu eserlerin sadece muzikal kalitesini degil, ayni zamanda ulusal kimlik olusumunda ve kiltirel
bellekteki roliini de anlamak adina dnemlidir. Bu ¢alisma, Turkiye'nin mizikal zenginligini ve toplumsal
hafizasini anlamak igin bir temel olusturarak, gelecek arastirmalara ve kdltirel degerlendirmelere yol

gOsterici nitelikte olacaktir.
1.3. Arastirmanin Sinirliliklan

Bu arastirma, inceleme konusu yapilan marslar ve sarkilari YouTube platformu Uzerinden erisilebilir
olan videolar araciligiyla ele almaktadir. Ancak bu inceleme, YouTube Uzerinde 31 Ekim 2023 tarihine
kadar ylklenmis olan videolarla sinirlidir. Bu sinirlama, bu videolarin erisilebilirligi ve mevcut
kaynaklarin icerigi ile ilgilidir. Bu nedenle, bu arastirma, YouTube platformundaki mevcut kaynaklara
dayanarak Cumhuriyetin 100. yilina adanmis marslarin ve sarkilarin genel bir incelemesini sunmayi
hedefler. Birden fazla kez yiklenmis eserlerden en ¢ok gorintilenme sayisina sahip olan
degerlendirmeye alinmistir. Enstrimantal eserler ile soézlerinde veya eser isminde 100. yila
deginilmemis olan eserler degerlendirmeye alinmamistir. Videolarin goérintilenme sayilari ilerleyen
zamanlarda degisebilecegi icin 30 Kasim 2023 tarihi itibariyle gegerli olan goriintiilenme sayilar dikkate

alinmistir.
1.3. Arastirmanin Varsayimlari

Bu arastirmada;
1. Bestelenen eserlerin YouTube platformuna ylklendigi,
2. Eserlerin timine ulasildigi,

3. Erisilen ve analiz edilen verilerin dogru oldugu varsayilmistir.

2. YONTEM

Bu galismada, nitel ydntem benimsenmis olup tarama modeli kullaniimistir. Tarama, ge¢cmiste veya
gunimizde var olan bir durumu, oldugu sekliyle tespit etmeyi amacglayan bir arastirma modelidir
(Karasar, 2020). Veriler dokiiman incelemesi araciligiyla toplanmis ve ardindan igerik analizi ile ayrintili
bir sekilde ele alinmistir. Dokiiman incelemesi, YouTube platformuna yiklenmis marslarin ve sarkilarin
metinlerini, bestelerini ve icralarini ele alarak detayl bir veri toplama sureci saglamistir. Dokiman
incelemesi, arastirilmasi amaglanan olgu veya olgular ile ilgili bilgi iceren materyallerin incelenmesini
kapsayan bir veri toplama yontemidir (Yildinrm ve Simsek, 2016). icerik analizi ise bu verilerin daha
derinlemesine bir incelemesini yaparak marslarin ve sarkilarin c¢esitli 6zelliklerini ortaya koymayi
amaglamistir. igerik analizi, benzer verileri belirli kavram ve temalar dogrultusunda toplayarak bunlari

anlasihir bir bicimde diizenleyerek yorumlamaktir (Yildirrm ve Simsek, 2016). Bu yéntemler, ¢calismanin
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temel veri toplama ve analiz araglari olarak kullaniimis ve Tirkiye Cumhuriyeti'nin 100. yil dénemini
yansitan marslarin ve sarkilarin mizigin ve kultiriin Gzerindeki etkilerini anlamak igin énemli bir rol

oynamistir.

Bu arastirmanin ¢alisma grubunu Turkiye Cumhuriyeti'nin 100. yil débnemine adanmis marslar ve
sarkilar olusturmaktadir. Orneklemini ise en gok kullanilan video izleme platformu YouTube’a yiiklenmis
videolar olusturmaktadir. Arastirmanin evreni, calismanin odaklandigr muzigin tirtind ve igerigini temsil
ederken, 6rneklem sec¢imi amagsal 6rnekleme ile &zellikle poptler ve dikkate deger videolara
odaklanmay! amaclamaktadir. Amagsal drnekleme, arastirma amaci 1siginda bilgi bakimindan daha

yogun durumlarin segcilerek derinlemesine inceleme yapilmasina imkan saglar (Buyukoéztirk vd., 2018).

2.1. Arastirmanin Etik izinleri

Yapilan bu c¢alismada “Yuksekogretim Kurumlarn Bilimsel Arastirma ve Yayin Etigi Ydnergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yénergenin ikinci bélimu olan “Bilimsel
Arastirma ve Yayin Etigine Aykini Eylemler” bashg altinda belirtilen eylemlerden higbiri

gerceklestiriimemistir.
Ayrica ULAKBIM TR Dizin 2020 élciitlerine gére ¢alismada etik kurul onayini gerektiren herhangi bir
veri toplamaya ihtiyag duyulmamistir.

3. BULGULAR

Bu bélimde arastirmanin bulgularina yer verilmistir.

3.1. Mizikal Unsurlara iliskin Bulgular
3.1.1. Eserlerin Kiinye Bilgilerine iliskin Bulgular

Cumhuriyetimizin 100. yilina ithafen yazilmis mars ve sarkilarin genel durumlarina iliskin bilgilere Tablo
1’de yer verilmistir. Tablo sirasi, eserlerin goruintilenme sayilarina gére olusturulmustur. Tabloda yer
alan kisaltmalarda; sure sutunu dakika ve saniye olarak, gorintilenme sayisi M (milyon), B (bin) olarak,
ton sutununda notalar harf olarak, minér tonlar harfin yanina kigik “m” eklenerek, ses araliklari ise
harflerin yanina piyano klavyesine gore kaginci oktav olduklari yazilarak ifade edilmistir.

Tablo 1

100. Y1l Eserlerinin Ktinye Bilgileri ve Genel Durumu

. . . - Ton, Olgd,
o Yikleyen B o Yiklenme  Sire  Goriintilenme
# Isim Soz & Mizik o Ses
(Kanal) Tarihi (Dk)  Sayisi .
Arahgi
Gm, 4/4,
1 Parla (100. Y1l Marsi) Norm Ender Ender Eroglu 26/10/2023 02:46 3,1 M G3-C5
Tarkan G, 4/4,
2 Tarkan — Sen Rahat Uyu Tarkan 24/10/2023 0354 24 M
Tevetoglu D4-F#5
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So6z: Ayten
Mutlu Am, 4/4,
3 Fazil Say ~ 100. Yil Marsi Fazil Say 23/04/2023 06:13 14 M
Muzik: Fazil A4-F5
Say
. F Kardf,
Hatirla Sevgili Ulkem (100.Y1l
4 Boran Duman Boran Duman 17/10/2020 04:09 1,1 M 4/4,
Marsi)
F4-F5
Soner Arica & Fatsa Cocuk ve
C#M, 4/4,
5 Genglik Korosu- Cumhuriyet Soner Arica Soner Arica 21/04/2023 03:34 11M CA-F5
Marsi (100. Yil)
N . Sedat Em, 4/4,
6 Kirag-100.Yi1l Ozgurlik Marsi Netd Mizik 19/10/2023 03:10 1M
Kunduraci E4-E5
Ege- Cumhuriyet Sonsuza Levent Ak Cm, 4/4,
7 Ege 20/10/2023 01:56 961B
Dek! (Official Video) (Ege) F4-Eb5
Bm, 4/4,
Cumhuriyet Marsi | 100. Y1l | Mukadder
8 Cadrama 14/09/2023 01:44 877B Bb4-G4
Soéz Karacan
Yuzinci Yil Marsi 100. Yil Marsi
. Bm, 4/4,
9 Cumhurbaskanligi Senfoni Beste ve Siir llker Kébmurci  30/08/2023 02:47 774B BA-FU5
Orkestrasi #Yuzlnclyilmarsi Yarismasi
Kenan Dogulu- ikinci Yuzyil Kenan Cihan Cm, 4/4,
10 Kenan Dogulu 27/10/2023 03:38 601B
(Lyric Video) Dogulu C4-C5
100. Yl Marsi ~ Hep Senin Dr. Orhan Orhan Em, 4/4,
11 ) 30/08/2023 05:44 534B
Izinde Koyuncu Koyuncu D#4-B5
S6z: Ali Murat
100. Y1l Marsi- Paul Dwyer & Paul Dwyer Kalburcu Bm, 4/4,
12 16/09/2023 03:50 515B
Eren Joseph Dwyer Music Muzik: Paul B4-E5
Dwyer
S6z: Selma
Erol Evgin - 100 Yilda Yiz Cuhaci Em, 4/4,
13 Erol Evgin 28/04/2023 04:26 441B
Akiyla (Official Video) Muzik: Erol A4-D5
Evgin
Turan Turan Fm, 4/4,
14 Tarkiye 100- Turan Manafzade 21/10/2023 02:07 387B
Manafzade Manafzade Eb4-C#5
Erkin Arslan- Cumhuriyet Erkin Arslan Am, 4/4,
15 Erkin Arslan 25/10/2023 02:51 370B
Marsi (Official Lyric Video) Official A4-A5
Séz: Bilél Ziya
Tekin
Ulusal Marslar
Muzik: Bilal Dm, 4/4,
16 100. Yil Marsi ve Bagimsizlk 18/05/2023 02:24 244B
Ziya Tekin & D4-Bb5
Siirleri .
Huri Inalé6z
Tekin
100. Y1l / Cumhuriyet (Official ) . Cm, 4/4,
17 Avrupa Muzik Cengiz Erdem  28/10/2023 00:58 204 B
Lyric Video) C4-C5
Cumhuriyet Marsi | Cumhuriyet Cm, 4/4,
18 N Uris Kids Ayaz Uris 13/03/2023 03:46 179B
100.Y1l Ozel C4-C5
100 YIL ONCE YAKTIGIN Muharrem Bm, 4/4,
19 Muharrem Baz 08/12/2020 03:16 169B
ATES (SOLO) Baz Bb4-B5
G#HM, 4/4,
20 Yizinci Yil Marsi Ugur Isilak ugur Isilak 12/04/2023 02:38 154 B G3-85
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Gizem
Akduman
Cumhuriyet 100 Yasinda- 100.  Tingir Mingir Bm, 4/4,
21 Caliskan & 13/08/2023 02:34 138B
Yil Marsi Cocuk Sarkilari ) B4-B5
Ismail
Caliskan
Zafer i$leyen— 100.Y1l Marsi . Dm, 4/4,
22 TMM Zafer Isleyen 14/10/2023 02:32 132B
#Cumbhuriyetin100yili D4-F5
100.Y1l Cumhuriyet Gm, 4/4,
23 Marsi~Baris Eken & Unzile Baris Eken Baris Eken 12/10/2023 05:31 110B G3-C5
Ozgiiven
Nese Aydinlar- Cumhuriyet L Nese Handan Bbm, 4/4,
24 Netd Mizik 29/10/2021 03:42 106B
100. Y1l Marsi Aydinlar F4-Eb5
Soz:
Bahadirhan
100. Yil Cumhuriyet Marsi | Bm, 4/4,
25 . Tamgatlrk Dingaslan 25/10/2023 03:13 105B
Cok Yasa Cumhuriyet o Bb4-D5
Muzik: Adnan
Firat
Binler Yasa Cumhuriyet Bm, 12/8,
26 /Cumhurbaskanligi 100. Yil ilhan Ginar ilhan Ginar 22/09/2023 03:17 95B D4-B5
Mars Yarismasi Tiirkiye ikincisi
Ebru Bm, 2/4,
27 Yuzyillar Yasa Cumhuriyet Ebruli — Konu 11/09/2023 02:42 92B
Kapkaklikaya B4-B5
Firat Cem Firat Cem Em, 4/4,
28 100. Y1l Turkiye'm Marsi 24/09/2023 03:05 86B
Tuncel Official Tuncel E4-C5
100. Y1l Marsi- Emre Bulut
Am, 4/4,
29 Feat. Seray Bilen,Sila Officialemrebulut ~ Emre Bulut 19/05/2023 02:31 82B E4.G5
Cuhadaroglu, Gékhan Bulut
Huseyin Cm, 4/4,
30 100. Yil Cumhuriyet Marsi Turgay Kutlug 22/10/2019 05:11 79B
Turgay kutlug B4-C5
Umit Ozdag- i C Hicaz,
atfa
31 Yuzinci Yil Marsi Zafer Partisi 29/08/2023 02:33 76B 4/4,
Sahsuvaroglu
Genel Baskani C4-C5
Cumhuriyet 100 Yasinda- 100. Muharrem Am, 4/4,
32 Muharrem Baz 25/10/2023 05:32 72B
Y1l 100 Ses Baz A4-C5
Can Mutlu- Cumhuriyet 100. F#M, 2/4,
33 Netd Muzik Can Mutlu 27/10/2023 02:49 61B
Yil Marsi F4-D5
100. Y1l Marsi- Hakan Ali Hakan Ali Dm, 4/4,
34 Hakan Ali Toker 24/10/2023 06:58 55B
Toker Toker D4-E5
.. Aysem Feyza Cm, 4/4,
35 100.Yi1l Marsi Feyza Ozbir N 28/10/2016 04:19 50B
Ozbir B4-C5
29 Ekim Cumhuriyet
Hakan Abi ve N Dm, 4/4,
36 Marsi (Hareketleriyle) ) Hakan Oztirk ~ 17/10/2023 01:54 49B
) Gitari Boncuk C4-D5
|lzindeyiz Hep Birlikte |
Soz: Baran
Bilginer &
Robert Kolej 100. Yil Koray Dm, 4/4,
37 Robert College 25/10/2023 04:45 48B
Cumhuriyet Marsi Demirkapi C#4-D5
Muzik: Koray
Demirkapi
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Soz: Ataol
100. Y1l Mars! / Ataol
Dusgezginleri Behramoglu Am, 4/4,
38 Behramoglu /Disgezginleri 01/02/2023 03:12 39B
Band Muzik: Erhan A4-G5
Band
Dogan
100.Y1l Cumhuriyet Marsi- Dm, 4/4,
39 Brshrdl Baris Hardal 22/10/2023 03:10 31B
Baris Hardal D4-Bb5
S6z: Murat
Orhan Oner Goksu Cm, 4/4,
40 100. Yil Cumhuriyet Marsi . 11/08/2023 02:19 30B
Ozcan Muzik: Orhan C4-Eb5
Oner Ozcan
. Bm, 4/4,
41 llelebet- 100 Yil Marsi Biraderler Yapim  Arda Aydin 16/10/2023 01:45 25B FH#3.85
Meral Yigit Meral Yigit Cm, 4/4,
42 Cumhuriyet 100.Yi1l Marsi 12/09/2023 03:19 22B
Helalpara Helalpara Bb4-Eb5
A Kurdt,
Ahmet Safak- Nice Nice 100
43 2645 Records Ahmet Safak 27/10/2023 03:24 22B 4/4,
Yillara Turkiye Cumhuriyetim
G4-F5
Séz: Omer
Faruk &
! Hey Minik Yildiz
Cocuklar Igin 100. Y1l Marsi | Funda Cm, 4/4,
44 Cocuk ve Bebek 29/10/2023 02:22 21B
29 Ekim Cumbhuriyet Bayrami SENYURT G3-C5
Sarkilari
Muzik: Hazal
Avad
) Taner Ozer . Gm, 4/4,
45 100.Y1l Marsi Taner Ozer Taner Ozel 27/10/2023 03:50 18B
Official F4-D5
G Kurdf,
100.Y1l Marsi (Cumhuriyet Z. Sibel
46 Sibel Dogan 28/09/2023 02:16 18B 4/4,
Marsi) Dogan
G3-C5
Soz: Serra
Cumbhuriyetimizin 100. Yl )
Aysim Dolgun Menekay C, 4/4,
47 Marsi- "Bin Asir’- Coksesli 13/04/2023 03:51 15B
. lidiz Muzik: Aysim C4-D5
Koro ve Senfoni Orkestrasi Igin
Dolgun lidiz
Cumbhuriyetimizin 100. Yl Cm, 4/4,
48 ) Musa Gégmen Musa Gégmen  26/04/2023 02:40 15B
Marsi "Séylensin Bagir Bagir" C4-Eb5
Tarkan Erkan — Am, 4/4,
49 100. Yl Marsi Bu Yuzden Tarkan Erkan 14/05/2023 01:52 12B
Konu A4-E5
Dm, 4/4,
50 Yuzinci Yil Marsi Enver Tufan Enver Tufan 19/05/2023 03:10 12B
C#4-D5
100.Y1l Marsi (Cumhuriyet'in C, 4/4,
51 Pirsultan AK Pirsultan AK 19/09/2023 02:00 10B
100. Y1l Marsi) C4-C5
A Kurdt,
Serif Saka- Sevdamiz Bir
52 Netd Mizik Serif Saka 14/12/2022 03:51 9,9B 4/4,
"Ylzincl Yil Marsi" 2023
G4-E5
So6z: Tulin
Coskun &
Samim
100. Y1l Margi Cumhuriyet Hep G, 4/4,
53 Tulin TC Coskun 08/10/2023 03:13 948B
Benimdir G3-C5
Muzik: Esra
Lebut & B.
Murat Lebut
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Soéz: Engin
Tas Dm, 4/4,
54 100. Yil Cumhuriyet Marsi Alkan GUnlu 17/09/2023 03:07 9,2B
Muzik: Alkan C#4-D5
Gunli
) F#M, 4/4,
55 En lyi 100. Yil Marsi Filmograf Onur Nak 30/10/2023 02:34 9B
F#4-F#5
Bb, 4/4,
56 Cumhuriyetim / 100.Y1l Marsi Arzu Guler Arzu Gller 12/05/2023 02:19 8,3B
Bb4-Db5
Soz: Aysin
) . Altay & Vahap G Kurdf,
Ali Altay- 100.Y1l Cumhuriyet
57 " Ali Altay Akay 28/10/2023 02:44 8.2B 4/4,
ars|
’ Muzik: Ali F4-C5
Altay
Soz: Seyhan
Dj Ugur Avsar- 100.Y1l Marsi- Korkmaz F Hicaz,
58 Cumbhuriyetim Aydinlik Dj Ugur Avsar Avsar 29/10/2022 04:02 8B 4/4,
100lerde Muzik Ugur Eb4-Db5
Avsar
Sema Yayl - Am, 4/4,
59 100. Yil Marsi Sema Yayl 13/10/2023 02:04 6,9B
Konu A4-B5
Cok Yasa Cumhuriyet |
Cumhuriyet 100.Y1l Ozel Mars Dm, 4/4,
60 Uris Kids Belirtiimemis 24/10/2023 03:14 6,5B
| Uris Kids ile Cumhuriyet C#4-D5
Marsi
Soz: Gagla
15 Temmuz Cakir C Kirdi,
61 Yiziinct Yil Marsi Sehitler Anadolu  Muzik: Cagla 21/10/2023 04:12 6,2B 4/4,
Lisesi Denizli Cakir & Onur Bb4-C5
Cavusoglu
So6z: Utar &
Utar Artun- 100. Yil Marsi- Nazan Artun Em, 4/4,
62 Utar Artun 30/10/2023 02:45 6B
"Yuz Yilhn Yildizi" Muzik: Utar B4-G5
Artun
D Kurdfi,
Gonul Avcel Gonul Avel
63 100. Yil Marsi Ciftgiog Ciftgiog 30/08/2023 02:31 59B 4/4,
iftgioglu iftgioglu
¢log ¢log D4-C5
Soz:
Gllimden
100. Y1l Marsi- Cumhuriyet Medya Siyaset Fm, 4/4,
64 Alev Karaman  25/10/2023 03:09 5,5B
Is1g1 TV Bb4-D5
Muzik: Ali
Aykac
Semiha Arslan- 100.Yil Bm, 4/4,
65 Semiha Arslan Semiha Arslan  30/09/2023 01:56 5,3B
Cumhuriyet B4-D5
B Kdirdi,
100. Y1l Marsi- Nice Yuzyillara o
66 Banununezgileri Banu Taskiran  19/10/2023 02:43 52B 4/4,
Cumhuriyet
A4-G5
Firat Tanir & Kinik Belediye Em, 4/4,
67 Firat Tanir Firat Tanir 28/10/2023 02:54 51B
Korosu- 100. Yil Marsi B4-E5
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Kuzey Kéker- 100 Yillik

Cm, 4/4,
68 Cumhuriyet (Cumhuriyet Marsi  Kuzey Koker Kuzey Koker 11/10/2023 02:44 49B B4.C5
100.Y1l)
So6z: Akif
Akif Oktay & Mahmut Cemal Oktay Dm. 4/4
m, ,
69 Sari- Cumhuriyetin 100. Yil Orpheus Yapim Muzik: 24/06/2023 03:27 4,6B CHAF5
Marsi Mahmut
Cemal Sari
) Gm, 4/4,
70 Yeniden Dogus | 100.Y1l Marsi Izev Vakfi Hakan Kural 25/10/2023 04:21 4,5B C4-D5
S6z: Huseyin )
Ekrem Ataer 100.Y1l Marsi Havd G Hicaz,
aydar
71 Korosu- 100.Yi1l Tam 2645 Records y 28/10/2023 03:35 4,1B 4/4,
Muzik: Ekrem
Bagimsizlik Marsi G3-D5
Ataer
100. Yl Cumhuriyet Marsi . Am, 4/4,
72 o Kayastrings Cagr Kaya 14/10/2023 03:27 3,8B
(Turk'an Yurdu) A4-A5
S6z: Gokhan
Yiiziinct Yil- Onur Marsi | .
Ugel G Krdf,
Bektas Gakir // 29 Ekim
73 Kopri Mizik Muzik: 29/10/2023 03:33 348B 4/4,
Cumhuriyet Bayrami Kutlu .
Gokhan Ugel - G4-G5
Olsun! TR
Bektas Cakir
S6z: Hasan
Tahsin Ertlrk B Kirdf,
74 Cumhuriyet 100 Yasinda Matizle Muzik: 26/10/2023 04:07 348B 4/4,
Feyzullaev B4-G4
Novruz
E Kurdi,
100.Y1l Gengligin Coskusu
75 Murat Berk Murat Berk 26/10/2023 02:54 32B 4/4,
Marsi Murat Berk
E4-C5
100 Yil Marsi- Fatih Dengiz ) ) ) ) Am, 4/4,
76 Fatih Dengiz Fatih Dengiz 06/09/2023 03:43 2,7B
2023 A4-A5
Cm, 4/4,
77 100.Y1l Marsi Yiksel Sekli Yiksel Sekli 17/10/2023 03:37 2,68B C4-C5
Cumhuriyetin 100. Yili Marsi .
Ozkan Atakl — . Cm, 4/4,
78 (Feat. Muharrem Karaer) Ozkan Atakli 26/07/2023 02:54 248B
Konu B4-Ab4
(Special Version)
100. Yil Cumhuriyet Marsi E, 4/4,
79 Milazu Arzu Sivari 22/09/2023 02:17 2,3B
(Arzu Suvari) B4-A5
S06z: Yasar
Uriik C, 4/4,
80 100. Y1l Marsi Yasar Uruk 24/04/2023 03:27 1,8B
Beste: Salih C4-E5
Aydogan
Soz: Rabia
istanbul12 Demircan C, 4/4,
81 100. Yil Cumhuriyet Marsi 26/10/2023 02:54 1,7B
Orkestrasi- Konu  Mizik: Nilgiin C4-D5
LU
Cumhuriyet 100. Yil Marsi S6z: Sema Am, 4/4,
82 ) Merihcan Tekgi ) 30/08/2023 03:22 1,7B
(Cumhuriyet Bayramimiz) Imamova A4-E5
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Miizik:
Merihcan
Tekgi
100. Y1l Marsi Yarismasi
Ugi]ncu Olan Eser /100. Y1l Futbol Spor C, 4/4,
83 Aykut Aygln 02/09/2023 04:03 1,7B
Marsi / Turkiye Yizyili Mars Muzik G3-A5
Yarigsmasi Ugiincusi
Soz: Fatma
Cumhuriyet ilk Okulu "100. Y1l Yilmaz Gm, 4/4,
84 Bk Medya N 28/10/2023 0552 1,5B
Mars!" Muzik: Ozgir G4-D5
Kihgal
Séz: Candan
) ) Ozden
100. Y1l Marsi- Halil Ibrahim Halil Ibrahim Dm, 4/4,
85 Muzik: Halil 28/10/2023 02:47 15B
Yiksel Yuksel . D4-D5
Ibrahim
Yuksel
. Banu Kocaer Am, 4/4,
86 100. Yil Marsi Banu liter ) 15/04/2023 03:26 1,4B
liter E4-G5
Em, 4/4,
87 100. Yil Marsi Cetin Togay Cetin Togay 29/10/2023 01:26 1,48B B4.C5
Yuz Yilhk Cumhuriyet
Ceyhun Dm, 4/4,
88 (Yuzuncu Yil Marsi) Ceyhun Ceyhun Gunes 28/10/2023 02:01 1,3B
Gunes D4-D5
Gunes
S6z: Sakin
100. Yil Cumhuriyet Marsi. .
Oner C, 4/4,
89 Celal Yilmaz. S6z: Dr. Sakin Celal Yilmaz 09/10/2023 02:51 1,3B
i Muzik: Celal C4-C5
Oner.
Yilmaz
C, 4/4,
90 Burak Baltaci- 100. Yil Marsi Burak Baltaci Burak Baltaci 26/10/2023 02:48 1,2B C4-C5
So6z: Aysun
i E Kurdi,
CHP'den 100. Yil Marsi! Oner
91 Gazete Duvar 29/10/2023 03:11 1.2B 4/4,
"Yazyilhin Marsi' Hayirli Olsun" Muzik: Ekin
E4-E5
Eti
Turkiye Cumhuriyeti'nin 100. ) C Kurdi,
T.C. lletisim
92 Yilini Gurur ve Coskuyla Belirtiimemis 29/10/2023 02:54 1,1B 4/4,
Baskanligi
Kutluyoruz. C4-F5
"Cumhuriyetim" 100. Yil Marsi- . Ab, 4/4,
93 Den Ze Deniz Ozgelik ~ 29/10/2023 02:57 991
Den Ze- Eb4-F5
So6z: Cigek
Cicek Kanter- Kanter G, 4/4,
94 100. Yil Cumhuriyet Marsi 14/05/2023 03:11 989
Nejat Kanter Muzik: Nejat B4-F#5
Kanter
So6z: Ugur
Eser Am, 4/4,
95 Cumhuriyet 100. Yil Marsi Baris Polat 27/10/2023 01:59 798
Muzik: Baris A4-F4
Polat
E Kurdt,
Yiziinct Yil Marsi- Hiseyin Sdz: Huseyin
96 Siir Mektebi 30/10/2023 04:39 675 4/4,
Uzel Uzel
E4-F5
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Muzik: Ugur
Dag
E Kurdi,
Yiz Yilik Cumhuriyet | Nebahat Sifa Uzay Cengiz
97 ) 28/10/2023 02:38 661 4/4,
Nebahat Sifa Aihl. AIHL Ayna
E4-D5
E Kirdt,
98 100. Y1l Marsi- Turk Yizyih 100. Yil Marsi Belirtiimemis 29/10/2023 02:35 594 4/4,
E4-G5
Cumhuriyet Marsi (100. Yl Dm, 4/4,
99 Taner Efe Cat Taner Efe Gatt  29/10/2023 03:25 586
Marsi) C#4-E5
Mustafakemalpasa 100.YIl . . . . C#M, 4/4,
100 llknur Cengiz llknur Cengiz 30/10/2023 01:55 553
Marsi C#4-E5
Soz: Atakan
Akdas & Ece G a4
101 100. Yil Marsi- Turk Yildizi Atakan Akdas Sevim Tanyeli  29/10/2023 03:29 514 C;l B5,
Muzik: Atakan
Akdas
100. Yil Marsi- Batughan Batughan Am, 4/4,
102 Mavig Sanat 28/10/2023 02:53 455
Cakmak Cakmak A4-C5
D Rast,
Ahmet Nuri
103  100. Yil Cumhuriyet Marsi Menekse Guven Gagd 29/10/2023 04:49 330 4/4,
agdas
geas C#4 — F#5
Cm, 4/4,
104  100. Yil Marsi Army Army 28/10/2023 01:54 309
G3 - Bb5
. . i Dm, 4/4,
105 100. Yil Marsi- Omer Sadikel Omer Sadikel Omer Sadikel 27/10/2023 03:43 307 GA-Bb5
Cumhuriyet 100. Yil Marsi . .
Seckin Ozer — Ali Ozkal & Am, 4/4,
106 (Feat. Aysen Birgor, Ferit . 31/10/2023 02:17 265
. Konu Seckin Ozer A4 - G#5
Ozkan, Ego)
Cumhuriyet (100. Y1l . .
. Goktug Ege Goktug Ege Cm, 4/4,
107  Anisina...)- Goktug Ege N 28/10/2023 02:44 260
- SAGLAM Saglam Bb4 - Eb5
SAGLAM
Seslendiren:
CRR Senfoni Orkestrasi- 100. Cemal Resit Am, 4/4,
108 Cazsever57 29/10/2023 02:20 200
Yil Marsi Rey Senfoni C4 - A6
Orkestrasi

M: Milyon, B: Bin, m: Minor

31 Ekim 2023 tarihine kadar YouTube platformuna ylklenmis 108 eserle karsilasiimis olup videolarin

isimleri, videolar ylUkleyen kanal isimleri, s6éz yazarlari ve bestecileri, videolarin yuklenme tarihleri,

videolarin sureleri, izlienme sayilari, eserlerin tonlari veya makamlari, 6l¢u birimleri ve vokal ses araliklari

Tablo 1’de gorildiga gibidir. En gok goriintilenen eserin Ender Eroglu tarafindan bestelenen “Parla”

isimli eser oldugu gorilmektedir. Bunu sirasiyla Tarkan’'in “Sen Rahat Uyu” ve Fazil Say’in “100. Yil

Mars!” takip etmektedir. Ulkemizde taninmis sanatgilarin bestelemis veya seslendirmis oldugu eserlerin

gorintilenme sayisinin taninmamis sanatgilarin bestelemis veya seslendirmis oldugu eserlerden fazla

oldug@u tespit edilmistir. S6z ve muzigi ayni kisiye ait olan eserler oldugu gibi birden fazla kisinin birlikte

besteledigi ve sozlerini yazdigi eserler de bulunmaktadir. Bu alt problemde eserlerin gériintiilenme

184



Tirkiye Cumhuriyeti’'nin 100. yili icin bestelenmis eserlere genel bir bakis

sayllarina gore kinye bilgilerinin siralanmasi amacglanmis olup tabloda yer alan bilgiler ayrintili olarak

diger alt problemlerde ele alinmistir.
3.1.2. Eserlerin Ton veya Makam Durumlarina Gére Dagilimlarina lliskin Bulgular
Eserlerin tonlarina ve makamsal olup olmama durumlarina gére dagilimlari Tablo 2’'de gdsterilmistir.

Tablo 2

Eserlerin Ton/Makam Dagilimiari

Ton/Makam durumu f %
Major 14 12,96
Mino6r 74 68,52
Makamsal 20 18,52
Toplam 108 100

Tablo 2'ye gbére mindr tonalitede bestelenmis eserler, %68,52 oraniyla toplam eserlerin buylk
¢ogunlugunu olusturmaktadir. Majér tonalitede bestelenmis eserler ise mindr tonalitenin yaninda
%12,96 oraniyla daha az yer almaktadir. Makamsal eserler, majér tonalitede bestelenmis eserlerle

benzer bir ylizdeye sahip olup eserlerin yaklasik %18,52'sini olusturdugu goérilmustir.
Eserlerin ayrintili ton ve makam dagilimlari Tablo 3'te gdsterilmistir.

Tablo 3.

Eserlerin Ayrintili Ton/Makam Dagilimiari

Ton/Makam durumu f %

La bemol maj6r 1 0,93
La mindr 15 13,89
Si bemol min6r 1 0,93
Si bemol majér 1 0,93
Si min6r 9 8,33
Do min6r 15 13,89
Do majo6r 8 7,41
Do diyez minér 2 1,85
Re min6r 14 12,96
Mi min6r 8 7,41
Mi major 1 0,93
Fa minor 2 1,85
Fa diyez mindr 2 1,85
Sol mindr 5 4,63
Sol diyez mindr 1 0,93
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Sol majér 3 2,78
Kirdi makami 16 14,81
Hicaz makami 3 2,78
Rast makami 1 0,93
Toplam 108 100

Tablo 3’e gére farkli ton ve makamlarin videolarda kullaniminin oldugu gérilmektedir. Ozellikle kiirdi
makami %14,81'lik bir oranla en sik tercih edilen makam olarak dikkat cekmektedir. Ardindan, do minér

ve la mindr tondaki eserler %13,89'luk oranlariyla siklikla karsilasilan tonaliteler arasinda yer almaktadir.

Diger ton ve makamlarin dagihmina bakildiginda, bazilarinin sadece birka¢ eserde temsil edildigi,
digerlerinin ise daha genis bir yelpazede kullanildigi gdzlemleniyor. Ornegin, si bemol majér, la bemol
majoér, si bemol mindr, rast makami gibi tonlar veya makamlar yalnizca birka¢ eserde yer alirken, si
mindr, do majoér, re mindr, mi mindr, sol mindr tonlari ve rast makaminin daha sik tercih edildigi

gOrilmektedir.

Bu dagihm, videolardaki ton ve makam cesitliligini yansitmakta ve bestecilerin farkli tonaliteler ve
makamlar arasinda c¢esitli calismalar yaptigini géstermektedir. Bu durum, videolarin muizikal gesitlilik

agisindan zengin oldugunu ve farkl tonalite ve makamlarin kullanildigini ifade etmektedir.
3.1.3 Eserlerin Olgl Birimlerine iliskin Bulgular
Eserlerin 6l¢l birimlerine gore dagilimlar Tablo 4’te gosterilmistir.

Tablo 4.

Eserlerin Olgii Birimlerine Gére Dadilimiar

Olgi f %
4/4 105 97,22
2/4 2 1,85
12/8 1 0,93
Toplam 108 100

Tablo 4’e gore videolardaki eserlerin gogunlugu, %97,22 oraniyla 4/4'lik 6l¢t birimine sahiptir. Bu,
videolardaki mizigin blyUk ¢ogunlugunun, en yaygin ve temel 6lgu birimi olan 4/4'lUk ritim Uzerine insa

edildigini géstermektedir. Diger 6lgu birimleri ise bu genel yapi iginde daha az temsil edilmektedir.

Ozellikle 2/4 ve 12/8 gibi élgiiler, toplamda oldukga disik yiizdelerde kullanilmistir. Bu durum,
videolardaki muzikal yapilarin buyuk dlgtiide 4/4'lik 6l¢i birimine odaklandigini ve diger 6lgu birimlerinin

daha az tercih edildigini géstermektedir.

4/4 8lcu birimi, miuzikte oldukga yaygin olarak kullanilan bir olup ¢esitli mizik tirlerinde sik¢a karsimiza
ctkmaktadir. Bu dagilim, videolarin temelde genellikle bu standart 6l¢i birimi Gzerine kurulu oldugunu

gosterirken, nadir kullanilan 6l¢i birimlerinin de bulundugunu ortaya koymaktadir.
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3.1.4. Eserlerin Vokal Ses Araliklarina lligkin Bulgular
Eserlerin vokal ses araliklarinin dagilimi Sekil 1°de gdsterilmistir.

Sekil 1.

Eserlerin Vokal Ses Araliklarinin Dagilim/ar

Ses Araligi Dagilhimlari
120
100
80
60
40
20

<< < <k s < NN W
[eal®) W o OF WL HF O

<
(]

<
<C

F#3
G#3
AH4
C#4
D#4
F#4
G#4
F#5

292
<

C#S
D#5
G#5

Sekil 1'deki veri dagihmi, eserlerin cgesitli oktavlar arasinda belirli bir yogunluga sahip oldugunu
go6stermektedir. C4 ile C5 arahdi, 6zellikle D4, E4 ve F4 gibi notalarla belirgin bir sekilde vurgulanmistir.
Bestecilerin, eserlerin herkes tarafindan sdylenebilir olmasi i¢cin bu orta oktav araligini tercih ettigi
disUnulmektedir. Ayrica, daha yiksek oktavlar (6rnegin, C5 ve uUstl) daha az kullaniimistir. Bunun
nedeninin bu oktavlarin belirli eserler igin belirgin bir vurgu ya da 6zel anlam tasiyan bir ifade bigimi
oldugu disiniimektedir. Diger yandan, daha diisiik oktavlarin (A3'ten F#3'e kadar), eserlerin genelinde
daha az temsil edildigi tespit edilmistir. Bu durum, bestecilerin belirli tonaliteleri veya duygusal vurgular
ifade etmek igin farkli oktavlan segtigini ifade etmektedir. Bu verilerin, eserlerin duygusal ve muzikal

icerigini anlamak igin bir ipucu oldugunu séyleyebiliriz.
3.2. Miizikal Olmayan Unsurlara iligkin Bulgular
3.2.1. Eserlerin Yiiklenme Tarihlerine Gére Dagilimlarina lliskin Bulgular

Videolarin YouTube platformuna ylklenme tarihlerine gére dagilimlari Tablo 5’te gdsterilmistir. Tabloda
bulunan tarih araliklari videolarin yiklenme tarihlerini gruplayarak belirli zaman dilimlerine goére toplu
olarak degerlendirmeyi saglamak lzere olusturulmustur. Cumhuriyetimizin 100. yili olan 2023 yilina
kadar ilgili eserlerin sayisi az oldugu igin ilk tarih araligi 2020 ve 6ncesi olarak, 2023’e kadar olan
araliklar 2 yilhk periyotlar olarak, 2023 yilindaki araliklar ise iki resmi bayramin arasinda yuklenen
videolarin sayisini ortaya koyacak sekilde belirlenmistir. Ayrica tim tarih araliklari resmi bayramlarin
bulundugu tarihler dogrultusunda belirlenmistir.

Tablo 5.

Videolarin Yiiklenme Tarihlerine Gére Dagilimlar

Tarih araligi f %
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29.10.2020 ve Oncesi 3 2,78
30.10.2020 - 29.10.2022 3 2,78
30.10.2021 - 23.04.2023 8 7,41
24.04.2023 - 19.05.2023 9 8,33
20.05.2023 - 30.08.2023 9 8,33
31.08.2023 - 30.09.2023 13 12,04
01.10.2023 - 31.10.2023 63 58,33
Toplam 108 100

Tablo 5'e gore, videolarin yiklenme tarihlerine yonelik dagilimi incelendiginde dikkat gekici bir egilim
ortaya ¢ikmaktadir. Verilere dayanarak bu videolarin ¢ogunlugu %58,33'lik bir oranla 01.10.2023 ile
31.10.2023 tarihleri arasinda yiklenmistir. Bu 6zel zaman diliminin, Turkiye Cumbhuriyeti'nin 100. yil
dénUmunun kutlandigl aya denk gelmesi, bu videolarin blytk bir kisminin bu dénemde paylasildigini
gostermektedir. Bu durum, Cumhuriyet Bayrami'nin bu yilki kutlamalar igin 6zel igeriklerin yogun bir
sekilde paylasildigini temsil etmektedir. Ozellikle, gecmis yillarda yakin tarihe kiyasla, 2023 icerisinde
diger resmi bayram dénemlerinde belirgin bir artis oldugu tespit edilmistir. Bu, resmi tatil gtnlerinin
kutlama igin secilen bir zaman dilimi olarak daha fazla tercih edildigini ve 6zel igeriklerin paylasiminda
bu dénemlerin gérece daha aktif oldugunu isaret etmektedir. Bu artis, 6zellikle belirli ulusal bayramlar
veya anma gunleri gibi dénemlerde bestecilerin 6zel ¢alismalarini paylasma egiliminde olduklarini

gOstermektedir.
3.2.2. Eserlerin Siirelerine Goére Dagilimlarina iliskin Bulgular

Videolarin strelerine gére dagilimlarn Tablo 6'da gdsterilmistir. Tablodaki sire araliklari, videolarin
uzunluklarina dayali olarak gruplandiriimistir. Boylece, videolarin gesitli uzunluklardaki dagihmi analiz
edilerek, hangi slre araliklarinda daha fazla veya daha az video oldugu belirlenmistir. Bu gruplandirma,

videolarin surelerinin farkh kategorilere ayrilmasini ve bu kategorilerin dagiliminin ortaya koyulmasini

saglamistir.

Tablo 6.

Videolarin Stiirelerine Gore Dagilimiari
Sire Araligi f %
1 dakikadan az 1 0,93
1 -2 dakika 10 9,26
2 - 3 dakika 42 38,89
3 — 4 dakika 37 34,26
4 -5 dakika 11 10,19
5 — 6 dakika 5 4,63
6 dakikadan fazla 2 1,85
Toplam 108 100
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Tablo 6'daki verilere dayanarak, videolarin sirelerine gore dagilimini incelendiginde farkli zaman
araliklarinda videolarin gesitlilik gdsterdigini gérilmektedir. En yaygin sire aralgi, %38,89 oraniyla 2 ile
3 dakika arasindaki videolar olarak tespit edilmistir. Bu siire araligindaki videolar, analizdeki en buyuk
paya sahiptir. Videolarin %34,26 oraninda 3 ile 4 dakika arasinda oldugunu goérilmektedir. Bu durum,
bestecilerin bu sire araliklarini daha ¢ok tercih ettiklerini ve bu aralikta eserlerini sunmaya 6ncelik

verdiklerini gdstermektedir.

Diger sure araliklari, 6rnegin 1-2 dakika ve 4-5 dakika gibi, benzer oranlara sahip olsa da genel tablo
incelendiginde, videolarin blylk c¢ogunlugunun 2-4 dakika araligina yogunlastigi gérilmektedir.
Bestecilerin bu siire araliklarinda daha fazla eser yarattiklar ve paylastiklari disiiniimektedir. Ote
yandan, 6 dakikadan uzun videolarin orani ¢ok disik olmakla beraber bu uzunluktaki videolar, toplamin
sadece %1,85'ini olusturmaktadir. Bu durum, bu bestecilerin genellikle daha kisa sirelerde eserlerini

sunmaya ve paylasmaya yoneldiklerini isaret etmektedir.

Genel olarak bu dagilim, bestecilerin videolarini belirli siire araliklarinda yogunlastirdigini géstermekte
ve 2-4 dakika arahgindaki videolarin genellikle daha ¢ok tercih edildigini ifade etmektedir. Bu durumun,
belirli stire araliklarinda daha fazla igerik Uretilmesinin sebeplerini anlamak ve bestecilerin tercihlerini

daha derinlemesine incelemek icin ilgi gekici bir baslangi¢ noktasi olabilecegi diistiniiimektedir.
3.2.3. Eserlerin Gériintillenme Sayilarina Gére Dagilimlarina lliskin Bulgular

Videolarin gérintilenme sayilarina gére dagilimi Tablo 7’de gdésterilmistir. Bu tabloda videolar farkli
goruntilenme sayilarina dayali olarak gesitli kategorilere ayriimistir. Bu gruplandirma ile videolarin ne
dizeyde popliler oldugu ve goérintilendigi agiklanmistir. Tabloda gérintilenme sayilari M (milyon) ve

B (bin) olarak kisaltiimistir.

Tablo 7.

Videolarin Gérdntilenme Sayilarina Gére Dagilimlari

Goruntilenme Sayilar f %

1 M ve Uzeri 6 5,65
1M-5008B 6 5,55
500 B -250 B 3 2,77
250B-100B 10 9,27
100B-50B 10 9,27
50B - 1B 57 52,77
1B ve alti 16 14,82
Toplam 108 100

M: Milyon, B: Bin
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Tablo 7'de videolarin goérintilenme sayilarina gére dagilimi incelendiginde, videolarin genellikle bin ile
elli bin arasinda géruntilenmeye sahip oldugu tespit edilmistir. Bu aralik, toplam videolarin blyuk bir

cogunlugunu olusturmakta ve %52,77'lik bir paya sahiptir.

Diger goruntilenme araliklari, 6zellikle bin ve alti gériintilenmeye sahip videolarin toplam igindeki payi
%14,82 ile belirgin bir sekilde daha diisik olup, daha disik gérintilenme sayisina sahip videolarin

genelde daha az oldugunu isaret etmektedir.

Genel olarak gorintilenme sayilan incelendiginde, daha yiksek gorintilenme sayisina sahip
videolarin oraninin daha distk goérintilenme sayisina sahip olanlardan daha disik oldugu
g6zlemlenmistir. Yani, 1 milyon ve UGzeri gériintilenme sayisina sahip videolarin orani, diger araliklara

kiyasla daha distk bir yiizde olan %5,55'i olusturmaktadir.

Bu dagilim, videolarin genellikle orta diizeyde bir poptilerlige sahip oldugunu géstermektedir. Ancak,
daha dusuk ve daha yiksek gérintilenme sayisina sahip videolarin da bulundugunu gérilmektedir. Bu
cesitlilik, videolarin popdlerlikleri arasinda farkli seviyelerde oldugunu ve izleyici kitlesi agisindan genis
bir yelpazeye hitap ettigini ortaya koyuyor. Bu veriler, videolarin farkli izleyici kitlesine ulastigini ve farkh

popllerlik seviyelerine sahip oldugunu géstermektedir.
4, SONUGC, TARTISMA ve ONERILER

Bu arastirma, Tirkiye Cumhuriyeti'nin 100. yil donimiine ithafen bestelenmis mars ve sarkilarin genel
bir analizini kapsamaktadir. ilgili literatiir incelendiginde bu arastirma konusuna en yakin olarak
distnilen galisma Cuhadaroglu (2009)’ un “Turkiye’de Ulusalciligin Degismeyen Simgesi: Onuncu Yil
Marsi” baslikli makale galismasidir. Arastirmaci bu ¢alismasinda ulus devlet, ulusal mars, ulusalcilik,
Atatlrk ulusculugu gibi konulara deg@inmis; ayrica onuncu, ellinci ve yetmis besinci yil marslarinin
miizikal analizini sunmustur. Sonsel ve Bilgin (2019) ise “On Elemeyi Gegen Istiklal Marsi Bestelerinin
Egitim Mizigi Acisindan incelenmesi” isimli ¢alismalarinda ilgili besteleri tonalite, dlgii sayisi, ses
sinirlari, tekseslilik/cokseslilik, prozodi ve bestelendigi kitalar bakimindan incelemislerdir. Mizrak (2023)
marslarin uluslarin birligini korumada ve vatandaslar arasinda aidiyet olusturmada kritik bir islev
gordagunl, edebiyatin birlestirici gliciinG vurgulayarak "A Unifying Symbol in Literature: National
Anthems" adli ¢calismasinda belirtmistir. Yurtdisinda yapilan calismalar incelendiginde ise daha ¢ok

siyasi igerikli makalelere rastlanmistir. Leson (2023), ““No Anthem Linked to Russia”: Tchaikovsky’s
Piano Concerto No. 1 at the Olympic Games” baslkh calismasinda 2020 ve 2022 Olimpiyat
Oyunlari'nda Rus sporcularin yasaklanan milli mars yerine Caykovski'nin kongertosunu dinlemesini
incelemistir. Calisma, kongertonun milliyetci bir sembol olmanin 6tesinde, Rusya'nin tarihi sinirlarini
yeniden olusturma arzusunu yansitan bir irredentist mars olarak kullaniimasini ve Ukrayna ile ilgili siyasi
retorigin mizik yoluyla nasil desteklendigini géstermektedir. Ayrica arastirma, kongertonun Queen’in
“We Will Rock You” sarkisi gibi popller bir mashup’t da dahil olmak Uzere ¢agdas Rus internet
kaltarindeki yansimalarini da analiz etmistir. Snyder (2023) “Affective Aspirations of Activist Musical

Diplomacy at the Bicentennial Celebration of Brazilian Independence in Lisbon” baslikli ¢alismasinda,
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2022'de Portekiz Basbakani Anténio Costa'nin Brezilya Bagimsizhi@i'nin 200. yildénimd igin Lizbon'da
dizenledigi bir etkinlik Gzerinde durmustur. Arastirmaci, sanatgilarin bu énemli siyasi dénemde nasil

stratejik ve duygusal bir siyasi elestiri gelistirdiklerini incelemistir.

Arastirma kapsaminda incelenen bulgular 1s1ginda; videolarin yikleme tarihlerinde belirgin bir dénemsel
egilim gézlenmis, 6zellikle cumhuriyetin 100. yilina girdigimiz ay olan Ekim 2023 tarihinde dikkat c¢ekici
bir yogunlukta video ylklendigi gortlmustir. Eserlerin genellikle 2-4 dakika arasinda oldugu sonucuna
ulasiimis, bunun bestecilerin tercih ettigi bir zaman dilimi oldugu tespit edilmistir. Gangiredla ve
arkadaslarinin (2020) yapmis olduklari ¢galismada gegen ylzyil boyunca ortalama sarki surelerinde artis
(3:15'ten 4:19°a) oldugunu sonrasinda 2020’den sonra disus egiliminde oldugu (3:17) sonucuna
ulasmislardir. Birlesik Krallik'ta 1998 yilinda en ¢ok dinlenen sarkinin stresi 4:16 iken 2019'da en ¢ok
dinlenen sarkinin siresi 3:03 olmustur (Bemrose, 2019). Bu sureler dinleyicilerin dikkat sirelerini, radyo
calma listelerinin gerekliliklerini ve genel olarak mizik endistrisinin dinamiklerini yansitmaktadir.
GunUmizde dijital mizik platformlarinin yayginlasmasi ve kisa sarkilarin populerlik kazanmasi, dinleyici
tercihlerinin ve mizik endistrisinin bu yonde degistigini gostermektedir. Bu bulgular, bestecilerin tercih
ettigi stre aralhi@inin, dinleyici tercihlerinin ve endustri trendlerinin bir yansimasi olarak disundlebilir.
Kisa sarkilarin, dikkat daginikliginin ve kisa émrli dijital igeriklerin yogun oldugu ¢cagimizda dinleyiciyi
etkileme egiliminde oldugu; mizikal Gretimin, kisa sureli sarkilara daha fazla odaklandigi bir yapiya

burindigu sonucuna ulasilabilir.

Eserlerin ton durumlarina iliskin bulgular incelendiginde mindr tonalitenin baskin oldugu goériimds,
6zellikle la mindr ve re mindr tonlarinin en sik karsilasilan tonalite tirleri oldugu belirlenmistir. Bununla
beraber en ¢ok karsilasilan makam turiintn ise kirdi makami oldugu sonucuna ulasilimistir. Sonsel ve
Efe (2019) calismalarinda Turkiye'de Spotify Gzerinden en ¢ok dinlenilen 50 popller mizik sarkisinin
tonal yapilarini inceleyerek, en yaygin kullanilan tonalitenin la minér ve onu takiben sol minér oldugu

sonucuna ulasmislardir. Bu bakimdan her iki arastirmanin bulgulari értismektedir.

Olgii birimlerine yonelik bulgulara bakildiginda, incelenen eserlerin biiyilk cogunlugunun 4/4 élgiide
oldugu belirlenmistir. Bu bulgu, eserlerin genel muzikal yapisinin 4/4 d&lguyla tercih ettigini
gostermektedir. Taskiran'in (2019) yaptigi calismada Milli Egitim Bakanligi (MEB) kitaplarindaki
sarkilarin 6l¢u turlerini incelediginde %56,5 oraninda 4/4 6lginiun kullanildigr ortaya ¢ikmis, benzer bir
sekilde, TRT Popiler Cocuk Sarkilari yarismalarinda birinci olan sarkilarin 6l¢t birimlerinin %83,3
oraniyla 4/4 6l¢u oldugu belirlenmistir. Bu veriler, popiler muizik érneklerinde ve egitim materyallerinde
de 4/4 olglsunin yaygin olarak tercih edildigini gostermektedir. Dolayisiyla, incelenen eserlerin
genelindeki 4/4 6lgu tercihi, muzik egitiminde ve popller muzik 6rneklerinde de énemli bir kullanim

oranina isaret etmektedir.

Eserlerin genellikle C4 ile C5 arasinda bir yogunluk gésterdigi belirlenmistir. Ses araliklarinin bu bélgede
toplanmasi, genel miizik egitiminde kullanilan marslarin ses sinirlari hakkinda Sonsel ve Ozbek (2023)

¢alismasindaki bulgularla uyumlu oldugu sonucuna ulasiimistir. Bu arastirmada, en kalin sesin B3 ve
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en ince sesin ise B5 oldugu tespit edilmistir. Dolayisiyla, genel mizik egitimi baglaminda kullanilan
marslarla, bu arastirma kapsaminda incelenen eserler arasinda belirgin benzerlikler bulunmaktadir. Bu
durum, marslarin genellikle belirli ses araliklarini hedefleyerek bestelendigini ve bu araliklarin genel

muzik egitiminde énemli bir rol oynadigini géstermektedir.

Bu ¢alisma, Tirkiye Cumhuriyeti'nin 100. yil mars ve sarkilari Gzerine 1sik tutmus olup daha kapsamli
bir veri seti ve farkli analiz ydntemleriyle yapilabilecek benzer calismalarin faydali olacagi
disutnllmektedir. Besteciler, s6z yazarlar ve igerik temalari gibi diger faktérlerin analize dahil
edilmesiyle daha genis bir anlayis sunulabilecegi 6ngdrilmektedir. Bunun yani sira, mars ve sarkilarin
toplumsal etkileri ile Cumhuriyet'in sembolizmi Uzerindeki etkilerinin derinlemesine arastiriimasi
onerilmektedir. Bu tir calismalar, kiltirel ve tarihsel agidan derin bir anlayis sunarak, gelecek nesillere

degerli bir kaynak olusturabilir.

Muzigin ve Kkaltirin etkilesimini anlamak, Turkiye Cumhuriyeti'nin muizikal mirasinin daha iyi
anlasiimasina ve kulttrel zenginligimizin korunmasina yonelik gelecek arastirmalarin ve ¢alismalarin

biylik é6nem tasidigl vurgulanmahdir.

Arastirmanin Etik Beyani

Yapilan bu calismada “Yiksekogretim Kurumlar Bilimsel Arastirma ve Yayin Etigi Yoénergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yénergenin ikinci bélimi olan “Bilimsel
Arastirma ve Yayin Etigine Aykin Eylemler” bash@ altinda belirtilen eylemlerden higbiri

gerceklestiriimemistir.

Ayrica ULAKBIM TR Dizin 2020 élgiitlerine gére calismada etik kurul onayini gerektiren herhangi bir

veri toplamaya ihtiya¢g duyulmamistir.
Arastirmacilarin Makaleye Katki Orani Beyani:
1. yazar katki orani: %100

Cikar Catismasi Beyani:

Yazarlar arasinda herhangi bir kisisel ve finansal ¢ikar ¢atismasi bulunmamaktadir.
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1. Introduction

The Republic of Turkey was established on October 29, 1923, marking a significant moment in Turkish
history. This event symbolizes the nation's journey towards independence, freedom, and modernity.
Republic Day is celebrated annually on October 29th and holds great historical importance as it marks
the day the Republic was declared and later established as a national holiday. This day represents the
redefinition of Turkey's role and identity, commemorated as a symbol of national unity, freedom, and
independence. Celebrations on such occasions foster a sense of togetherness and unity among
communities. Anthems, embodying the spirit of the Republic, express the nation's identity and unity
through their musical composition and poetic significance, serving as monuments that honor Turkey's
history, struggles, and achievements. Additionally, songs, a universal musical form, contribute to the

emotional and cultural expression of the Turkish people.

Composers have dedicated over a hundred anthems and songs to commemorate the Republic's
centennial, encapsulating Turkey's journey, struggles, and aspirations for the future. These
compositions reflect the nation's fervor for freedom, unity, and progress, serving as powerful
expressions of collective national sentiment and solidarity. The research aims to comprehensively
analyze the anthems and songs created for the Republic's centennial. It explores both musical and non-
musical aspects to understand their impact on the Turkish national identity and the unifying force of

music.
2. Method

This study employed a qualitative method using a scanning model. The scanning model aims to identify
an existing situation in its current form (Karasar, 2020). Data was collected through document analysis
and scrutinized in detail using content analysis. Document analysis involved a meticulous data collection
process by examining the texts, compositions, and performances of anthems and songs uploaded on
the YouTube platform. The investigation involves examining materials that contain information about the
phenomenon under investigation (Yildinnm & Simsek, 2016). Content analysis, on the other hand, delves
deeper into this data to reveal various attributes of anthems and songs. It involves organizing and
interpreting similar data based on specific concepts and themes (Yildirrm & Simsek, 2016). These
methods were the primary tools used for data collection and analysis, playing a crucial role in
understanding the impact of anthems and songs that reflect the Republic of Turkey's centennial on

music and culture.

The study group for this research consists of anthems and songs dedicated to the Republic of Turkey's
centennial period. The sample includes videos uploaded on YouTube, the most frequently used video-
sharing platform. The study's population focuses on the genre and content of music, while purposive
sampling concentrates on popular and noteworthy videos. This method enables a thorough examination

by selecting information-rich instances in line with the research purpose (Blyukoéztirk et al., 2018).

200



Tirkiye Cumhuriyeti’'nin 100. yili icin bestelenmis eserlere genel bir bakis

3. Findings, Discussion and Results

This study provides a comprehensive analysis of anthems and songs created in honour of the 100th
anniversary of the establishment of the Republic of Turkey. The selected works underwent various
analyses involving upload dates, durations, number of views, tonalities, units of measure, and vocal

pitch ranges, ultimately leading to significant findings.

Based on the analysed findings, a distinct periodic pattern was observed in the dates on which the
videos were uploaded. Notably, a significant surge in video uploads was observed during the month of
October 2023, which marked the 100th anniversary of the republic. Furthermore, it was concluded that
the compositions generally span between 2 to 4 minutes in duration, a time frame that is favoured by
the composers. Upon analysis of the tonal status of the pieces, the findings indicate the dominance of
the minor tonality, in particular, with la minor and re minor being the most frequently encountered tonality
types. Furthermore, the study concludes that the most commonly encountered makam type is Kirdi
makam. Upon analysis of the units of metre, it was discovered that 97 percent of the pieces were in 4/4

meter, reflecting the general trend in the musical structures of the pieces.

This study has provided significant insight into the anthems and songs of the 100th anniversary of the
Republic of Turkey. Further research may prove beneficial with a larger data set and alternative analysis
methods. A deeper understanding could be achieved by taking into account additional factors like the
composer, lyricist, and content themes in the analysis. Further research can explore the purpose of
using anthems and songs, their social impact, and how they affect the Republic's symbolism. These
studies can offer a valuable resource for future generations, contributing to an in-depth cultural and
historical comprehension. In this context, it is crucial to comprehend the interplay between music and
culture, enabling a deeper understanding of Turkey's musical legacy, and to safeguard our cultural

abundance.
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ZAHARYA'NIN HICAZ MAKAMINDAKI BES ESERININ
MAKAMSAL AGIDAN INCELENMESI

oz

Turk mizigi besteciligine bilhassa azinlik ve gayri muislim bestekarlarin dnemli katkilari olmustur. Bunlarin iginde
Rum bestekarlarin katkisi yadsinamaz. Bu arastirma, XVIIl. ylzyilda yasamini sirdirmis Turk Masikisi'nin saz,
icra ve bestecilik tarafiyla 6ne ¢ikan, klasik Turk masikisinin en énemli azinlik bestekarlarindan ayni zamanda Mir
Cemil olarak bilinen Zaharya’'nin Hicaz makami eserlerindeki makam isleyisini ve anlayisini anlamak ve muizik
arastirmacilarina sunmak maksadiyla yapilmistir. Tirk mizigi repertuvari agisindan bizlere kaynaklik eden TRT
repertuvari, Devlet koro arsivleri ve internet nota kaynaklari gibi ¢esitli kaynaklar Gzerinde arastirmalar yapilarak
bestecinin Hicaz makamindaki glinimiize kadar gelen bes eserine ulasiimistir. Elde edilen notalarin okuma gigligi
ve bazi bolimlerinin anlasiimamasi nedeniyle eserler finale programi bilgisayar programiyla tekrar yazilmistir.
Notalarin yazimi Arel-Ezgi-Uzdilek nazariyatindan istifade edilerek ve bu sistem dikkate alinarak yapilmistir.
Kaynaklardan edinilen bilgilerde eserlere icerik analizi ydntemi uygulanarak incelenmistir. Oncelikle sinirli bir
sekilde ulastigimiz Zaharya’'nin hayati hakkinda giris kisminda kisa bilgiler verilmistir. inceleme kismina gegmeden
once eserler kiymetli icracilar tarafindan dinlenilip, eserlerin nagme yapisi 6ziimsenerek icrasi tarafimizca yapilmis
ve meskedilmistir. Daha sonra eserlerin makamsal agidan incelemesi dizi, seyir 6zelligi, kullanilan makamsal

geckiler ve ses alanlari dikkate alinarak inceleme yapilmistir. Sonug bdliminde Zaharya’nin Hicaz makamini isleyis
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bigimi ortaya konmustur. Zaharya’'nin Hicaz makamindaki besteleri icin yapilan ¢alismanin farkli makam ve
eserlerinin Gzerinde de yapilmasi tavsiye edilmektedir.

Anahtar Kelimeler: Muzik, Zaharya, Hicaz, Makam, Seyir

ANALYSIS OF ZAHARYA'S FIVE WORKS IN THE HIUJAZ MAQAM
IN TERMS OF MAQAM

ABSTRACT

Especially minority and non-Muslim composers have made significant contributions to Turkish music composition.
Among these, the contribution of Greek composers is undeniable. This research, XVIIl. It was made in order to
understand the magam functioning and understanding in the Hicaz magam works of Zaharya, one of the most
important minority composers of classical Turkish music, who lived in the 19th century and who stands out with his
instrumental, performance and composition aspects of Turkish Music, and is also known as Mir Cemil, and to
present it to music researchers. By conducting research on various sources such as the TRT repertoire, State choir
archives and internet note resources, which are our source of Turkish music repertoire, five of the composer's works
in the Hicaz magam that have survived to the present day have been reached. Due to the difficulty in reading the
obtained notes and the incomprehensibility of some parts, the works were rewritten using the final program
computer program. The writing of the notes was done using the Arel-Ezgi-Uzdilek theory and taking this system
into consideration. The information obtained from the sources was examined by applying the content analysis
method to the works. First of all, brief information about Zaharya's life, which we have limited access to, is given in
the introduction. Before moving on to the review part, the works were listened to by valuable performers, and the
melody structure of the works was assimilated and performed by us. Then, the works were examined in terms of
modality, taking into account the scale, flow feature, modal transitions used and sound fields. In the conclusion
section, Zaharya's processing of the Hicaz magam is revealed. It is recommended that the work done for Zaharya's
compositions in the Hijaz magam should also be done on different magams and works.

Keywords: Music, Zaharya, Hijaz, Magam, Melodic Progression

1.GIRIS

Turk masikisine dair IX. Yulzyilda EI-Kindi ile baslayan nazari ¢alismalar XIIl. yy. ’da Safiytiddin
Urmevi'nin yazdidi Kitdbi1-Edvér ve Serefiye isimli nazariyat risaleleriyle daha disiplinli ve musahhas
hale gelmistir. Safiyuddin ile baslayan nazari alandaki edvar ¢calismalari Abdulkadir-i Meragi’'nin yazdigi
edvarlar ile bir gelenege doénusmustiur. Tidrk muiziginin nazariyat anlaminda ve hususen makam
nazariyati agisindan belirli bir tekamile ulasmasindan sonra icra tarafi daha ¢ok ilerlemeye baslamis,
Tark muzigi dinya muziginde énemli bir yere sahip olmustur. Turk mdziginin bu edvar gelenegindeki
birikimini bir sistem haline dénlstiirmesi Darilelhan isimli Tirk miizigi okulundaki 6gretim kadrosunun
nazariyat hocalari sayesinde olmustur. Bu kurumun hocalari Rauf Yekta Bey riyasetindeki nazariyat
zimresinin 6nci calismalariyla daha sonralari Hiseyin Saadettin Arel, Suphi Ezgi ve Salih Murat

Uzdilek tarafindan gelistiriimis, Arel-Ezgi-Uzdilek nazariyat sistemi ortaya konmustur.

Arel-Ezgi-Uzdilek tarafindan adlandirilan ve makamlarda kullanilan karar perdesi, tiz durak perdesi,
glcli perdesi yeden perdesi inici-¢ikici gibi kavramlar makam anlatimlarinda kullaniimaya baslanmis,

farkedilen degisime ¢agin musikisinaslar da tesir etmistir (Kagar, 2002, s. 105). Bu pencereden
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g6zlendiginde makam anlayisinin idrak edilmesinde nazariyat anlatim ve izahlar analiz etmeyle birlikte

¢agin besteciligi ve icraciligini da analiz etmenin katki saglayacagi gértulmektedir.

Diger taraftan Ali Ufki, Kantemiroglu, Nasir Dede ve Tanburi Artin gibi makam nazariyatcilarinin
eserlerinde izah ettigi makam tarifleri son dénem nazariyat arastirmacilarn Yavuz Oziistiin ve Siihan
irden’in calismalarinda da perde-agaz-karar-seyir-kutup gibi kavramlarin dikkate alinmasiyla makam

analiz ve tarifleri yapilmistir (irden, 2020, s. 3). Bu ¢alismada bu ydntemden de istifade edilmistir.

Calismamizda XVIII. yy. 'da Tirk miziginde kiymetli bir bestekar ve misikisinas olan Zaharya’nin Hicaz
makamindaki besteleri incelenmistir. Zaharya, aslen Rum’dur (Tuncay, 2013, s. 76). Turk mdsikisine
saheserler veren bu biylk bestekarin dogum tarihi hakkinda higbir yerde bir kayit yoktur. Masiki
tarihimizde Bestekar Zaharya, Kirk¢l Zaharya, Seméai Kirkgl gibi isimlerle anilan bu buyuk
mdasikisinasin asil adi “Zaccharias” tir. Zaharya (Zaccharias, Tanbilri ve hanende Kigik Mir
Cemil=Cemil Bey). Turk Masikisi’nde azinlik bestekarlarinin belki en kiymetlisidir. Hayati hakkinda pek
az sey bilinmektedir. Verdigimiz bilgiler daha ¢ok sifahi, agizdan agiza gelen rivayetlerdir. Hem devlet
idarecileri ve halk hem de masiki camiasinda buyuk itibar gdsterilecek seviyede kiymetli olan
Zaharya’'nin Turk masikisine 6nemli hizmet ve katkilari bulunmus bir degerin eserleri hakkinda herhangi
bir analiz ¢alismasina literatiirde rastlaniimamistir. Bu arastirma Turk muzidi teorisi sahasindaki bu
aciga katki saglamasi yoniunden énem arz etmektedir. Arastirmada Zaharya'nin eserleri vesilesiyle
Hicaz makami anlayisini, kullandigi diziler, c¢esni ve geckiler ve ses oktav arahdi ile bilgilendirme
yapilmak igin amaglanmistir. Bu amag dogrultusunda Zaharya'nin Hicaz makaminda; Beste, Agir semai
ve Nakis ylrik semai olmak Uzere bes adet eseri incelenme acgisindan ele alinmis olup ayrintilar

gbzlemlenmistir.
2.YONTEM

Bu arastirmanin verileri Zaharya'nin Hicaz makaminda ve Beste formundaki bes adet bestesinden
meydana gelmektedir. TRT repertuvari, Devlet koro ve Tirk mizigi topluluklari arsivleri ile Zaharya
adina yazilmis tez ve makaleler taranarak eserlerin notalar temin edilmistir. Notalarin sihhatli
okunamamasi nedeniyle tamami Finale 2003 programi kullanilarak bilgisayar ortaminda tekrar
yazilmistir. Nota yaziminda Turk mizigi nazari sisteminde Arel-Ezgi nazariyati olarak bilinen sistem
dikkate alinarak yazim yapilmistir. Eserlerde kullanilan perdeler esas alinarak, makam dizileri,
gOsterilmis olan tim cesniler ve geckiler, kullanilan ses oktav aralik alanlari tespit edilip bu diziler,
cesniler ve ses alanlari, Finale 2003 programi ile resim dosyasina dénustirtlmus ve agiklayici bilgilerle
anlatiimistir. Eserin baska bélimlerinde kullanilan ayni gesniler, tekrar olmamasi ag¢isindan porte
Uzerinde yeniden yazilmamis, bir 6nceki haline génderme yapilarak agiklanmistir. Zaharya’nin Hicaz
makamindaki eserlerinin analizi sonucunda ortaya ¢ikarilan makam dizileri seyir 6zelligine gore pestten
tize ya da tizden peste dogru yazilmis, dizilerin tespitinde yapilan gecki, cesni, degisken altere ses
bdélimleri esas alinmistir. Makama dair ses sahasi eser Gzerinde en pest ve en tiz perde dikkate alinarak
gosterilmistir. Yapilan tim incelemeler neticesinde Zaharya’nin Hicaz makami anlayisina dair ¢cikarimlar

elde edilmis ve izah edilmistir.
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2.1. Aragtirmanin Etik izinleri

Yapilan bu g¢alismada “Yiksekodgretim Kurumlar Bilimsel Arastirma ve Yayin Etigi Yoénergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yénergenin ikinci bélimi olan “Bilimsel

Arastirma ve Yayin Etigine Aykir

gerceklestiriimemistir.

Ayrica ULAKBIM TR Dizin 2020 élciitlerine gore ¢alismada etik kurul onayini gerektiren herhangi bir

Eylemler” bashgi

veri toplamaya ihtiyag duyulmamistir.

3.BULGULAR

Bu boélimde eserlerin makam analizi incelemelerine yer verilmistir. Eserler hicaz makaminda olup,

eserler icin mUstakil olarak makam dizisi, gesni, seyir karakteri ve ses sahasi gosterilerek izah edilmistir.

3.1. Tab-1 Ruhu Sanma Dil-i Suzanima Diisd(i isimli Eserin incelenmesi

Sekil 1

Hicaz Beste-Tab-1 Ruhu Sanma Dil-i Suzanima Diisdii isimli Eserin Notasi
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Dizinin kullanihist:

Sekil 1’deki gdsterilmis olan eserde guglu perdesi Hiseyni ve Nevé olarak hiseyni perdesi siklikla
kullanilmistir. Makamin durak perdesinin Diigah perdesi olmasi sebebiyle olusan dizi Digah perdesinde
Hicaz beslisi ve Hiseyni’'de Ussak dortliisi ile gosterilmistir. Glgli Neva perdesi tizerinde Acem, Evig
gUcli Hiseyni perdesi lzerinde ise ¢ok kisada olsa Nim Zirglle perdesi kullanilarak Neva’da Rast

dortlisi Baselik 4’1Gs0 ve Hiseyni perdesinde Hicaz 4’lisinin kullanildidi tespit edilmistir.

Sekil 2
Dizinin Kullanisina iliskin Durum
*M _ ““M‘” Nevida Buselik 41050 Neviida Rast 41l Hiseynide Hiedz 41050
, - . . % J— f/—"—"x.\ ’/-"—'—‘-H-“.
A te ta @ £ At T ) - . 8 : iy 8 i, e
B 0" ' ! ! / PE— —a— z ¥ & T ¢+ ]
\J S |.-\I2 5 T K ] T Lﬂ) 1 | ] ] ‘ | I ’
Yerinde Uzzil makami Dizisi- v T B T T K § S Al S

Ses ve Oktav Alani

Besteci eserde, ses alani agisindan dizinin disina ¢ikmamistir Irak — Muhayyer sekizli araligindaki

seslerin yani sira dizide gdsterilmis olan yeden perdesi de kullaniimistir.

Sekil 3

Eserin Ses ve Oktav Alani

Yapilan Makamsal Gegki, Seyir Ozelligi ve Cesniler

Besteci esere; Neva perdesi lizerinden baslayip inici-gikici bir sekilde seyir 6zelligi gdstermektedir. 2.
ve 19. odlcllerde Nisabur makami tam olarak eser igerisinde islenmemis olsada duyum olarak g¢ok
belirgin bir yapida hissettiriimistir. 7. dlgtide ise zirglle perdesini altere ses olarak kullanmis olup ayni
zamanda da zirglle perdesi kullanilarak Zirgileli hicaz duyumunu da hissettirerek géstermistir. Zirgile
perdesi 49-50-51 dlgllerde belirtilerek gdsterilmistir. 56. ve 57. olgulerde eksik ferdhnak 5’lisi gosterip
Irak perdesinde ¢ok kisa bir sekilde Ferdhndk makaminida duyurmustur. 34. élcide Evg'te Segah
gOsterek Evg perdesini tutmustur. Zaharya; bu eserinde belirgin bir makam geckisi kullanmayip yodun

bir sekilde ¢esnilerle eseri slislemistir.
Sekil 4

Yapilan makamsal gecki, seyir 6zelligi ve ¢esnilere iliskin bilgiler

Nisabur Nisabur
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3.2. Yar yine tab-1 Nigah-1 Hayrete Esk-i KiihGl Cekdim isimli Eserin incelenmesi
Sekil 5
Hicaz Beste-Yar yine tab-1 Nigah-1 Hayrete Esk-i Kiihdl Gekdim isimli Eserin Notasi
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Dizinin kullaniligi :

Sekil 5’deki gosterilmis olan eserde; gugli perdesi perdesi Hiiseyni ve Neva olarak hiiseyni perdesinin
nota 1. 'deki gibi sikhkla kullaniimistir. Makamin durak perdesinin Digah perdesi olmasi sebebiyle
olusan dizi Diigah perdesi lizerinde yerinde Hicaz beslisi ve Hliseyni perdesi (izerinde Hiseyni'de Ussak
dortlisu ile gosterilmistir. Glgli Neva perdesi tizerinde Acem, Evig glcli Hiseyni perdesi lizerinde ise
¢ok kisada olsa Nim Zirglile perdesi kullanilarak Neva'da Rast dortlisi, Baselik 4’1Gsi ve Hiseyni
perdesinde Hicaz 4’lusindn kullanildigi  tespit edilip nota 1. 'deki gdsterimin aynisi eser Uzerinde

uygulanmistir. Fakat bir ek olarak Neva’da Rast 5’lisi de diziler arasinda yer aldigi gérilmdistar.

Sekil 6
Dizinin Kullanisina lliskin Durum
Yerinde hicde 5'lisi Hiiseyni'de Ussak 4'liksi P s
R asr 5'liz
o — o Nevi'da Rasr 5'lisi
- B g _'_'_,_,_-—'—'_'_-—'__—-—.
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l{"l !(-!\l 4] t‘r -I- . T ! ! ! D — & ﬂp - F 1
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~Yerinde Uzzil makam Dizisi- . T Kk 5 T
Nevi'da Buselik 4'1isii Nevi'da Rast 4'1iisii Huseyni'de Hicaz 4'list
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Ses ve oktav alani :

Eserde, ses alani acisindan bir dnceki eserinde de oldugu gibi dizinin disina gikmamistir. Dizi icerisinde
kullanilan ses araligi pest bdlgede yegah, tiz bolgede ise tiz buselik perde araligina kadar olup bir

oktavin disinda ses araligi eserde kullaniimamistir.
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Sekil 7
Eserin Ses ve Oktav Alani

fl

N>
Cil

Yapilan makamsal gecki, seyir 6zelli§i ve ¢esniler :

Esere, Digah perdesinden baslayarak gugcli perdesi olan Hiseyni perdesi ve civarindaki seslerin
kullanimiyla devam etmistir. Gug¢li perdesi civarindan baslayan seyirler nazariyat anlatimlarinda inici—
cikict olarak degerlendiriimis olup. Guglu perdesi Huseyni baslayan eserin 6. dlglisunde Zirgile
perdesini kullanarak Zirguleli hicaz ¢gesnisi gésterip Diigah perdesinde karar kilmistir. 7. 6él¢clide, Karar
perdesi dugah’tan baslayip Neva'da Buselik'li gegisler yapararak Hiseyni perdesini tekrar
gliclendirmistir. 14. Olgiide, Hiiseyni perdesini gliclii tutarak Hiiseyni'de Hicaz'i gosterip ardindan
Neva'da buselikli bir sekilde gezinip, 18. dlglide, Nisabur gdsterip tekrar Neva’'da Buselik gdsterip Diigah
perdesinde karar kilmistir. 20. Olgiide, 19. Olciiniin basindan Diigah perdesi civarindan Neva perdesine
ve ardindan Yegah perdesine kadar Yegah’ta Rast makami dizsinin bir b6limu olan Yegah'ta Rast’i
gOstermistir ve Neva perdesini gui¢li tutarak Neva’da buselik ¢esnisi gosterip dnce Diigah ve ardindan
Hiseyni perdesini giiglendirmistir. 27. Oclide 2. dolapta cok kisa bir sekilde Evg perdesinde Evc'te
segah gosterip ve Nisabur'lu kalislarla Evg perdesini giiglendirmistir. 35. Olgiiden Evg perdesinden
Muhayyer perdesini tutarak Gerdaniye’'de Buselik gosterip Hiseyni gi¢li perdesi ve ardindan da Neva

perdesin’de Buselik Nisaburla huseyni perdesini glclendirmistir.

Sekil 8
Yapilan makamsal gecki, seyir 6zelligi ve ¢esnilere iliskin dizilerin gérseli
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3.3. Cihan-1 Hiisniine Meftan Isimli Eserin

Sekil 9

Incelenmesi

Hicaz Agir Semai-Cihan-1 Hisniine Meftin Notasi
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Dizinin kullaniligi :

Sekil 9'deki gdsterilmis olan eserde; makamin durak perdesinin Digéh perdesi olmasi sebebiyle olusan
dizi Digah perdesi Uzerinde yerinde Hicdz dortlisii ve Neva perdesi Uzerinde Rast dortlisi ile
gosterilmistir. GUgli Neva perdesi lizerinde Acem, Evig¢ giigli Hiseyni perdesi Gizerinde ise Nim Zirgiile
perdesi kullanilarak Hiiseyni perdesin’de Hicaz 4’lisi ve Hiseyni perdesi lizerinde Hiiseyni'de Ussak
dortusu dizileri kullanilarak eser gosterilmistir. 10. 6l¢clide Nisabur duyumun ardindan Segah, 11. élglide
ise, Dlgah perdesinde Ussak gostermistir. 12. dlgiide, Ussak’h devam edip Yegah perdesinde Rast
dizisini gostermistir. 15. olgide, nim zirglle perdesi gosterilerek Zirglleli hicaz makami dizisi
gOsterilmistir.

Sekil 10

Dizinin Kullanisina iliskin Durum

Yerinde Hiciz 4'liisii Nevit'da Rast 4'1sil
T T Nevi'da Buselik 4'liisii Hiiseyni'deUssak 4'listi Hiiseyni'de Hiciz 4'liisii
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Ses ve oktav alani :

Eserde, ses alani agisindan bir dnceki eserinde de oldugu gibi dizinin disina ¢cikmamistir. Dizi icerisinde
kullanilan ses araliyi pest bdlgede Acem Asiran perdesi, tiz bélgede ise tiz Cargah perde araligina

kadar olup bir buguk oktavin disinda ses araligi eserde kullaniimamistir.

Sekil 11

Eserin Ses ve Oktav Alani

£

N>

Yapilan makamsal gecki, seyir 6zellidi ve gesniler :

Esere, Neva perdesinden baslayarak gigli perdesi olan Neva perdesi ve civarindaki sesler kullanilarak
devam etmistir. Glglu perdesi civarindan baslayan seyirler nazariyat anlatimlarinda inici-gikici olarak
degerlendirilmis olup, 7. 6l¢tide, Nisabur gdstererek, ardindaki él¢lide ise; Nim Hicaz perdesini naturel
alip, tekrar 9. élgtide Nisabur duyumla dl¢li sonuna kadar Cargah perdesini turumustur. 18. élgiiniin
meyaninda Huseyni’'de Ussak gostermek icin gecis yapip 20. dlgiide de Huseyni perdesinde Ussak
gostermistir. 22. dlglide evg'te segah yaparak Neva perdesini tutmustur. 26. dlglide tekrar bir Nisabur
gostererek 27. Ve 28. olgilerde Hiseyni perdesinde Ussak gostermistir. 29. 6lglide Evg'te Segah
seslerini gosterip, 31. dlciide de Dugahta ussak’la karar kilmistir. 34. élgtiden baslayip, Nim zirgile

perdesini kullanarak 36. élglide Nim zirgllesiz yeden ardindan karar kilmistir.

Sekil 12

Yapilan makamsal gecki, seyir 6zelligi ve gesnilere iliskin dizilerin gorseli
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-Evig'te Segah-

Huseyni'de Ussak-
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3.4. Diismesin Miskin Géndller isimli Eserin incelenmesi

Sekil 13
Hicdz Humay(n Beste-Dismesin Miskin Gonlller

DUSMESIN MISKIN GONULLER
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Dizinin kullaniligi:

Sekil 13'deki gosterilmis olan eserde; makamin durak perdesinin Digah perdesi olmasi sebebiyle
olusan dizi Diigah perdesi Gizerinde yerinde Hicaz dortlisi ve Neva perdesi lizerinde Rast dortlisu ile
gOsterilmistir. 1. derece glcli Neva perdesi lizerinde Acem, Evi¢ perdesi (izerinde ise Nim Zirgile
perdesi kullanilarak Hiseyni perdesin de Hicaz 4’'lisi ve Evi¢ perdesini de kullanarak Hiseyni’'de Ussak

4’lustn0 gostermistir.
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Sekil 14

Dizinin Kullanisina iliskin Durum

Yerinde Hiciz 4'liisii Nevil'da Rast &'liisil
’//"___““m__ //"_""‘-H-. Nevi'da Busclik 4'lisil Hiseyni'delggak 4'isii Hiiseyni'de Hicdz 4'lilsii
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Ses ve oktav alani :

Eserde, ses alani agisindan bir dnceki eserinde de oldugu gibi dizinin disina ¢cikmamistir. Dizi igerisinde
kullanilan ses araligi pest bolgede Irak perdesi, tiz bolgede ise tiz Blselik perde araligina kadar olup

bir bucuk oktavin disinda ses araligi eserde kullaniimamistir.

Sekil 15

Eserin Ses ve Oktav Alani

Yapilan makamsal gegki, seyir 6zelligi ve gesniler:

Esere, Hiseyni perdesinden baslayarak glgcli perdesi olan Neva perdesi ve civarindaki sesler
kullanilarak icrasini devam etmistir. Glgli perdesi civarindan baslayan seyirler nazariyat anlatimlarinda
inici — ¢ikici olarak degerlendirilmis olup, 3. dI¢l ve 14. dlgiide Hicaz makaminin gelenekteki anlatiminda
olan Nisaburu nadir bir sekilde kullanmistir. 11. dl¢clide Zirgulel Hicaz'la karar vermistir. 14. élci de
tekrar Nisabur yaparak Hicaz dizisini tamamlamistir. 25. 6l¢clide Rahati’l Ervah makminin dizisini
gOsterip Irdk perdesinde kisa bir kalis yaptiktan hemen sonra, Neva perdesini gugli tutarak Hiseyni
perdesindeki Ussak makami dizisini gdsterip ardin Acem perdesiyle Neva perdesini gugclu tututup ve
civarinda esere devam edip, 44. 6l¢lde altre sesleri gdsterdikten sonra diigah perdesi Uzerinde Zirguleli
Hicazh karar kilmistir. 49. 6lgliden Hiseyni perdesini gli¢lendirerek Hiseyni'de Ussak ve ardindan
tekrar Zirguleli hicazla karara varip tekrar Hiseynide Ussak’li kalislar yaparak Cargah perdesin de
Zirguleli Hicaz makami dizisi olan Saba makami dizisini gértermistir. Daha sonra altere sesler kullanarak
Huseyni perdesi lizerinde Ussak’li gegisler yaparak tekrar hiiseyni tizerinde kisa bir Hicaz gdstermistir.
Gugli Huseyni perdesi olup, Dugah perdesine Buselikli bir sekilde inis yaparak Buselik makami

dizisindeki DUgah perdesinde karar kilarak eserin son 6lgusunu Buselik’le tamamlamistir.

Sekil 16
Yapilan makamsal gecki, seyir 6zelligi ve ¢cesnilere iliskin dizilerin gorseli
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Nisabur Nisabur
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3.5. Terk Eyledi Gergi Beni Ol Mah Cemalim isimli Eserin incelenmesi

Sekil 17
Hicaz(Uzzal) Nakis Yurirk Semai-Terk Eyledi Gergi Beni Ol Mah Cemalim

TERK EYLEDI GERCI BENI OL MAH_CEMALIM

MAKAM&TUR :HICAZ (UZZAL]NAKIS YURUK SEMAI BESTE :ZAHARYA(Mir Cemil)
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Dizinin kullanihsi:

Sekil 17°deki gosterilmis olan eserde; makamin durak perdesinin Digah perdesi olmasi sebebiyle
olusan dizi Diigah perdesi Uizerinde yerinde Hicaz 5’lisi ve Hiseyni perdesi lzerine Hiiseyni'de Ussak
dortlisa ile makamin dizisi gosterilmis olup, Neva perdesi lizerinde Neva’da Buselik 4’lisi ve son olarak

Huseyni perdesi Uzerinde Hicaz 5’lisi eklenerek eserin makamsal dizileri gosterilmistir.

Sekil 18
Dizinin Kullanisina lliskin Durum
Yerinde hicdz $'lisi Hiiseyni'de Ussak 4'lisi
,/”"’H_‘—‘““* - : Nevi'da Buselik #10si Hiliseyni'de Hicaz 41isi
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Ses ve oktav alani:

Eserde, ses alani agisindan bir dnceki eserinde de oldugu gibi dizinin disina ¢cikmamistir. Dizi i¢erisinde
kullanilan ses araligi pest bolgede Rast perdesi, tiz boélgede ise tiz Blselik perde araligina kadar olup

bir bucuk oktavin disinda ses araligi eserde kullaniimamistir.
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Sekil 19

Eserin Ses ve Oktav Alani
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Yapilan makamsal gegki, seyir 6zelligi ve gesniler:

Esere, Neva perdesinden baslayarak giicli perdesi olan Neva perdesi ve civarindaki sesler kullanilarak
icrasini devam etmekte olup, Giic¢li perdesi civarindan baslayan seyirler nazariyat anlatimlarinda genel
olarak inici—¢ikici olarak degerlendirilmistir. Neva perdesi israrla kullanilirken ilk dizede Nikriz gésterip
tekrar Neva perdesini glclendirerek Neva perdesinde Buselikle 1. dolap Diigah perdesine 2. dolap
Huaseyni perdesini glclendirerek tekrar Nikrizli bir sekilde inis yapip Dugah perdesinden Hlseyni perdesi
ve civarindan hicaz makaminin seyir 6zelliklerini gdstererek karar perdesine gelmistir. 25. 6lgiide
huseyni perdesinde Ussakl bir gdsterimin ardindan tekrar Nikrizli kalislar yapmistir. 38. dlgtde ise;
Huseyni perdesinde Hicaz gdsterip ve ardindan nikrizli kalislarla Diigah perdesinde karar kilarak esern

seyrini tamamlamistir

Sekil 20

Yapilan makamsal gecki, seyir 6zelligi ve ¢esnilere iliskin dizilerin gérseli
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4. TARTISMA ,SONUG ve ONERILER

Turk muziginde makam analiz calismalar literatiire bakildiginda genel olarak Arel-Ezgi sistemine bagh
kalinarak izah edilmektedir. Halbuki makam analiz ¢alismalar yapilirken mizik nazari gelenegimizde
var olan Nasir Dede, Ali Ufki, Kantemiroglu, Tanburi Artin gibi muzik nazariyat¢ilarinin eserlerinden
6grendigimiz makam inceleme metotlari ve makamlari perde-seyir-karar-kutup kavramlari dikkate
alinarak yaplilan tarifleri dikkate alinmasi yaptigimiz arastirmanin sonucunda ihtiya¢ oldugunu ortaya
cikarmistir. Bu zaviyeden bakildiginda dénem ve bestekara gére de makam anlayislarinin ortaya
cikarilmasi geregi makam arastirmacilarimiz i¢in bu arastirmanin sonucu olarak karsimiza ¢ikmistir.
Séyle ki makam tarifleri sadece Dede Efendi, Itri, Haci Arif Bey gibi meshur bestecilerin eserlerini
incelemekle ortaya konmamali bununla birlikte her dénemde meshur olan bestecilerin golgesinde kalmis

bestecilerin eserleri de makam tarifi icin incelenmelidir.
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Muizik arastirmacilari tarafindan Hicaz makami Uzerine sayisiz tarifler yapilmistir. Calismamiz bu
tariflere ilave olarak donemindeki meshur bestecilerin bir nebze goélgesinde olan Zaharya’nin Hicaz
makami anlayisiyla alisilagelmis Hicaz tariflerine daha genis bir bakis agisi kazandirmistir. Bu arastirma

makam arastirma alanina bu gdézle bakildiginda dnemli katki saglamistir.

Ayrintil olarak ifade edecek olursak, Zaharya’nin bes hicdz eseri de makamsal analiz yapilarak
incelenmistir. Kullandigimiz makam inceleme teknigi Yavuz Ozistiin ve Sihan irden tarafindan
konservatuarlarda 6gretilen bir metottur. Makamin genel 6zellikleri, belirtilen asma kalislar,dortli ve

besliler, perde, agaz, seyir, kutup ve karar bilgileri gosterilmistir.

Buradaki gosterimler Zaharya’nin Hicdz makamini nasil isleyisi ve makamin hangi dortli ve beslilerini
ne siklikla kullanmis olmasinin tespitleri elde edilmistir. incelenen bu bes hicdz makamindaki eserinde
Nisaburlu duyumlar ve gegkiler siklikla yer almaktadir. Hiiseyni’de Ussakli, Hiiseyni'de Hicazli, Neva'da
Rast, Neva'’da Buselik dizileri kimi eserlerinde yodun kimi eserlerinde ise ¢ok az ya da hi¢
kullanilmamistir. Belirgin olarak Cargah’ta Zirglleli Hicdz yani Sabad makam dizisi, Zirgileli Hicaz
makami dizisi, Segah makami ve ardindan Ussak makamini gdsterirken Ussak makami dizisinde tam
kalis gostermesi ve Yegah'ta Ras’ti gosterdigi, Evi¢c perdesini glglendirip Evig'te Segah ve Irak’'ta
Segahli kalislar eserlerinde nasil islendigi gdzlemlenmistir. Bu tespitler Hicaz makami tariflerine yeni

bir bakis acisi kazandirmistir.

Ozkan’a gére; Hicaz ailesi olarak anilan dért makamda bir inis — ¢ikis merdiveni halinde kullanilan bir
dizi vardir bu dizi, ezgilerde inis — ¢ikis melodik hareketliligin mizik kulagindaki temayuli dolayisiyla,
cikarken Evig, inerken Acem perdelerini kullanir. Béyle kullanilan diziye Ortalama Hicaz dizisi adini

vermistir.

Sekil 21
Ozkan’a gore ortalama Hicaz Dizisi

v
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afx
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N

T

N
L]

e

(Ozkan, 2000: s. 132)

Sekil 22

Toplam Bes Eserde Gegen Perdelerin isimleri

f

7
r
3]

1 2 3 4 5 6 7 8 % 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26

Zaharya'nin; bu bes Hicaz eserlerinde 25 perdenin kullanildigi gézlemlenip, bu perdeler isim olarak; 1-
Yegah, 2-Hiseyini Asiran, 3-Acem Asiran 4-Acem Asiran, 5-Dik Acem Asiran, 6-lrak, 7-Rast, 8-Nim
Zirgule, 9-Dugah, 10-Buselik, 11-Segah, 12-Dik Kurdi, 13-Cargah, 14-Nim Hicaz, 15-Neva, 16-Hicaz,
17-Huseyni, 18-Acem, 19-Acem, 20-Dik Acem, 21-Evig, 22-Gerdaniye, 23-Nim Sehnaz, 24-Muhayyer,
25-Tiz Buselik, 26-Tiz GCargah perdeleri olarak karsimiza ¢ikmaktadir.
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Sonug olarak ¢alismamiz, hem Arel-Ezgi, hem de yukarida bahsettigimiz geleneksel nazariyatcilarin
teknidi ile analiz edilen Zaharya’nin eserlerindeki Hicaz makami kullanma teknigini ortaya koymus ve

Hicaz makam tarifine yeni bir bakis ac¢isi kazandirmistir.
Aragtirmanin Etik Beyani

Yapilan bu c¢alismada “Yuksekogretim Kurumlar Bilimsel Arastirma ve Yayin Etigi Yoénergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yénergenin ikinci bélimi olan “Bilimsel
Arastirma ve Yayin Etigine Aykin Eylemler’” bashig altinda belirtilen eylemlerden higbiri

gergeklestiriimemistir.

Ayrica ULAKBIM TR Dizin 2020 élgiitlerine gére calismada etik kurul onayini gerektiren herhangi bir

veri toplamaya ihtiyag duyulmamistir.
Arastirmacilarin Makaleye Katki Orani Beyani:
1. yazar katki orani: %50

2. yazar katki orani: %50

Cikar Catismasi Beyani:

Yazarlar arasinda herhangi bir kisisel ve finansal ¢ikar ¢atismasi bulunmamaktadir.
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EXTENDED ABSTRACT

1.Introduction

There is no information about the period in which he lived in the sources. NOri Seyda Bey, in an article
he wrote in ikdam newspaper (7 Rebililevvel 1316 / 26 July 1898), stated that Zaharya (Zacharias), IlI.
He says that he was a hymn-reciting priest and a good tambour player in the Fener Greek Orthodox
Patriarchate Church during the reign of Ahmed (1703-1730), and then he investigates the reasons why
he was given the nicknames Mir Cemil and Kirkgi. Based on the records in some manuscript lyrics
magazines, Suphi Ezgi records that he lived in the period after Itri (d. 1711) and that he was engaged
in fur-making. Additionally, Georgios Papadopoulos, in his work titled Simvole istin istorian Tis Par'imin
Eklisiasticis Musikis, describes Zaharya's lll. He writes that he was among the composers of the Selim
period (1789-1807) and that he was also a close friend of Daniel Protopsaltis, the head muganni of the

Fener Greek Orthodox Patriarchate Church, and therefore his life should be investigated based on these
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dates. In his Vekayi'name, Secretary of the Treasury Department, Saladhi Efendi, records that his own
works were read in a chapter performed at Topkapi Palace on 4 Shawwal 1150 (25 January 1738) and
that Zaharya was rewarded by the sultan. Rauf Yekta Bey says the following about Zaharya: “According
to the narration of our old masters, Zaharya spent most of his time in Mevlevi lodges and lodges, which
were like the music conservatories of the century in which he lived. Thanks to his continuation of these
musical sources for years, he would recite rites, hymns, pauses, na't, adhan and give morning prayers.
In fact, it is famous that he occasionally recites the call to prayer from the minaret of the mosque near
the neighborhood where he lives in Fener and gives the morning prayers with his very moving voice.”
He then states that his works are merely tastefully crafted examples of the pure classical Turkish style
established by the composers before him. There is also an assumption about Zaharya, whose source
and certainty are unknown, that he may have accepted Islam in his old age. It is stated in later texts,
especially Suphi Ezgi and Yilmaz Oztuna, that Zaharya died around 1740. Kiryakos Filoksenis, in his
work titled Musika Leksion, mentions Zaharya's XVIII. He writes that towards the end of the 19th century,
he prepared a book called Efterpi, which included the works of the great old composers, but he died
before publishing it (this work was later published in Istanbul by Teodor Fokaefs and Stavraki Bizantios.
Most of the works composed by Zaharya, who was also a good theorist, have been forgotten, and the
few compositions that have survived to the present day are among the leading works of the classical
repertoire. First of all, the Himayun composition, which starts with the line "Let the lazy hearts fall on
the zUlf-i anberbdlara” in the slow cenber style, Hiiseyni, which starts with the line "Scatter like Sebnem,
hdn-i Esk-i pure-revanim" in the berefsan style, and "Leyle-i zilfiin dil-" in the slow Cenber style. Isfahan
compositions starting with the line "i Seyda Olma Divanesi", Segah compositions in the same style
starting with the line "Cesm-i meyginun ki bezm-i meyde can make life come back", heavy music in the
Hiseyni magam starting with the line "Tal'atin devr-i kamerde mihr-i dlem tadlem" The embroidery yuruk
semaisi, which begins with the line "Even though he abandoned me, ol mah cemalim" in the semaisi

and uzzal magam, is still performed today.
2. Method

The data of this research consists of Zaharya's five compositions in the Hijaz magam and Beste form.
The notes of the works were accessed by scanning the note archives of TRT and the Ministry of Culture
State Classical Turkish Music Choir and theses and articles written in the name of Zaharya. Since some
of the notes obtained were handwritten and some were typewritten, and since these notes could not be
read properly when used in a digital environment, all notes were rewritten on the computer using the
Finale 2003 program. As the modifying sign used in note writing, the signs in Hiiseyin Saadettin Arel's
book titled Tirk Masikisi Nazariyati Dersleri, which is used in conservatories providing Turkish Music
education, were used. In order to make the analyzes more understandable, measurement numbers
were written at the beginning of the columns. The songs were examined using the content analysis
method and explained in alphabetical order. Based on the pitches used in the songs, magam
sequences, all shown flavors, transitions, and used voice octave range areas were determined and
these sequences, flavors and sound areas were converted into image files with the Finale 2003 program

and presented with explanatory information. The same condiments used in different works are not
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rewritten on the staff to avoid repetition of information, but are explained by referring to the previous
figure. The magam sequences revealed as a result of the analysis of Zaharya's works in the Hijaz
magam were written from low to high or from high to low according to the rhythmic characteristics, and
the transition, flavor and altered sound sections were taken as basis in determining the sequences. In
the works, the navigational feature is explained in terms of melodic mobility, as well as specifying the
quartets and quintets of the scales used. In Turkish music, melodic movement is divided into three types:
ascending, descending and ascending-ascending (Kacgar, 2012). According to Hiseyin Saadettin Arel,
ascending movement is the movement progressing from low to high pitch, and downward trend is
progressing from high pitch to low pitch (Arel, 1968, p. 14). The sound field of the mode was created
based on the lowest and highest pitch used in the works. As a result of all the examinations, results

regarding how Zaharya used the Hijaz magam were obtained and explained.

3. Findings, Discussion and Results

Zaharya's Five Hijaz works were examined one by one by making magam analysis. The general features
of the magam, the mentioned suspensions, quadruplets and fifths are shown. The notations here reveal
how Zaharya performed the Hijaz makam and which quadruplets and fifths of the magam he used and
how often. Nishapur sensations and transitions are frequently included in his work in these five hijaz
magams. The series Hiiseyni'de Ussakli, Hiseyni'de Hijazli, Neva'da Rast, Neva'da Buselik were used
extensively in some of his works and little or not at all in others. Significantly, it shows the Zirgileli Hijaz,
that is, Saba maqgam sequence in Cargah, the Zirglleli Hijaz magam sequence, the Segadh magam and
then the Ussak maqam, while showing a full stay in the Ussak magam sequence, and showing the Ras
in Yegah, strengthening the Evig pitch, and performing Segah magam in Evi¢ and Irak. It has been
observed how their stay with Segahli was handled in his works. According to Ozkan; There is a scale
used as an ascending and descending staircase in four makams called the Hijaz family. Due to the
musical ear's tendency to ascend and descend melodic movements in the melodies, the Evic pitch is
used when ascending and the Acem pitch is used when descending. He named the series used in this
way as Orta Hijaz series. In this research, it has been examined how Zaharya's five hijaz works have
survived to the present day and how these composers were composed according to the period in which
Zaharya lived. The theoretical information in this review was obtained with the understanding of theory
used in the Arel-Ezgi-Uzdilek system. During this review, Zaharya The transitions, alternating sounds,
strong and stop sounds, and octave intervals that he used in the magam show how they are similar to
today. Many details observed in his works are the magam transitions within the works, and these
transitions are the most important features of our work by separating them section by section, and the
information is all We observe that the most prominent transition is the Nishapur transition and Segéah in
Evg. This observation and analysis has determined that the unique feeling and theory of the 18th century

works are carried without any distortion.
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Abstract

In a recent article (Lugos Abarca, 2023) an equation was proposed that allows us to know the number of measures that
a song has p,;,,- from the musical variables of tempo T, song duration t and time signature g. Also, it was found that
that by solving the equation u,,,4,- for the variable t yields a formula capable of expressing the duration in minutes of any
rhythmic figure. Proceeding with this line of research, four axioms are presented whose purpose is to function as a basis
for the construction of a set theory for rhythmic figures, during this process the consequences of the third axiom that
establishes the non-commutativity in the sum of certain sets that have the same elements but with different order are
studied, and whose most relevant consequence is to introduce the theorem that determines the existence of different
types of empty sets.
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1. Introduction

In 1923 the composer and musical theorist Arnold Schoenberg proposed the twelve-tone technique, better
known as dodecaphonism (Perle, 1972; Maor, 2020; Schoenberg, 2014), which revolutionized music theory
to a certain extent and generated controversy due to its characteristic sonority. After a while, Allen Forte
formalized the pitch class set theory (Forte, 1974), which studies musical notes under a numerical approach

with the purpose of composing melodies based on the sonority generated by intervallic relationships.

This musical language applied to atonal Composition apparently makes its effort in studying exclusively the
musical notes and not the other elements that complement them (Schuijer, 2008), such situation has led
other researchers and music theorists to study musical rhythm from a mathematical perspective, where they
discovered that the best mathematical field to perform this task is geometry (Demaine et al., 2009; Gomez-
Martin, 2022; Toussaint, 2005; Toussaint, 2019; Tymoczko, 2011; Hsi & Hsu, 1990; Chahine & Montiel,
2015).

Yet, the use of mathematics applied to rhythm are entirely for creative purposes (Lovemore et al., 2021;
Mehta et al., 2016), accordingly to have new forms of composition and not in a mathematically pure context,
alternatively, given the recent research conducted (Lugos Abarca, 2023) opens the opportunity to study
rhythmic figures through another branch of mathematics which are number theory and set theory now with
a totally pure approach (Mall et al., 2016; Rahn, 1979; Mora, 2012), in other words, without the need to be

applied to musical creation or interpretation.
2. Axiom No.1: Axiom of Rhythmic Figures
The first axiom proposes the following:
Any rhythmic figure could be expressed in terms of time t with the equation:

=k (2.1)

Such that T is the tempo of the song and B is the pulse of a rhythmic figure.
Let study how this axiom is deduced.

To begin with, the task of mathematically defining the rhythmic figures was carried out in greater depth in a
recent investigation (Lugos Abarca, 2023). However, how to construct an equation for rhythmic figures will
be briefly reviewed. Begin by eliminating the variable t from the equation u,,,., giving the following

expression

£ = Hmar B (2.2)

Where i, is the total number of bars in a song.
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So, expression 2.2 gives us the duration value of a rhythmic figure in units of minutes. This equation could
be simplified because under this context, rhythmic figures are performed within a single measure (Honing,
2013), therefore always u,,,- = 1 min?, this suggests that 2.2 could be rewritten as:

_B 2.3
t=2 (2.3)

Consequently 2.2 is reduced to two variables: T is the tempo of the song and S the pulses of a rhythmic
figure. By means of the pulse or the value corresponding to each rhythmic figure (Herrera, 2022; Camiruaga,

2000) it is possible to generalize equation 2.3 for a specific figure:

1 2 3 4
to = T iy = T t; = T i3 = T (24)
1 1 1 1
=gy L=gp Gegp B

T5
Where t, is the quarter note, t, is the half note, t, is the half note with augmented dot, t; is the whole note,

t1 is the 8th note, t1 is the triplet note, t} is the 16th note and t? is the quintuplet note.
3. Axiom No.2: Axiom of the Rhythmic Limit
The second axiom states that:

Lety be the set representing a musical measure, it is determined that its elements will be only rhythmic

figures t, whose result of summing these figures will be equal fo the value of the time signature of the set
Pt
SiTElpTzn—>ZtE¢T=n 3.1)
Let explain this axiom:

Having numerically defined the rhythmic figures, the set ¥ is introduced, which represents a musical

measure and whose symbol t indicates the numerator of the time signatura. So ¥ is a musical measure
: . U R . . . L2 3 .

whose time signature is " Y is a musical measure whose time signature is " Y? is a musical measure

. . . 3 . . . . . 4
whose time signature is ; and y* is a musical measure whose time signature is -

Musically, the time signature will act as a limit to the total value of digits that could be used within a musical
measure (Schonberg, 1994; Jones & Pearson Jr, 2013). To illustrate, be the set 1* its elements may have

the following combinatorics:

Yt = (t + to—o + to-1) (3.2

wtr—rri
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In score set 3.2 is:



Figure 3.1: One half note and two quarter notes in score.

Another way would be:

Pt = (t+ to) 33

e

Figure 3.2: One half note with augmented dot and one quarter note in score.

It follows that:

As described, it does not matter which figure is being played within the measure, the condition is that the
sum total of the values or pulses of the rhythmic figures is equal to the pulse of the time signature of the set

(Schmeling, 2011), which could be expressed mathematically as follows:
SiTE¢T=n—>ZtE¢T=n (3.4)

Therefore, based on this definition, it is established that:

Y=ty P2 =t, P> =t, P*=t; (3.5)
Similarly, the subdivision of rhythmic figures (Schoenberg, 2016) mathematically could be represented as
subsets:

tictyCctictictyCty Ct, Cty (3.6)
Also, musical measures may have the following properties:

Pleyp? ey’ cyt (3.7
4. Axiom No.3: Axiom of Quasi Commutativity
The third axiom proposes that:
Given two sets ' whose elements are the same figures t, but different from each other and with different
order, itis established that by musical property the sum of both sets does not commute.

(t; +tig +ts_q) # (ty_o +t; +t;_1) 4.1)
Let analyze this axiom in detail. The way in which the order of the rhythmic figures could be combined within
aset T depends on both the time signature and the value of the rhythmic figures (Burns, 2010). Conversely,

the fact that a set has a different order with respect to its elements, even having the same figures,

interpretatively they are not the same (Pearsall, 1997), to clarify consider the following set:

1/’1 = (tzl + ti—o + ti—1)
(4.2)
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For instance, sum-within-set notation is used respecting the same notation used by Cannas and Andreatta

in their paper (Cannas & Andreatta, 2018) to express sets of musical notes.

Rhythmic set 4.2 represents musically:

Figure 4.1: One 8th note and two 16th notes in score.
On the other hand, with the same elements but in a different order, another set is constructed with the

following form:
Pl=(tio+t +1ti1) (4.3)

This suggests that:

Figure 4.2: One 8th note and two 16th notes with different order.

When comparing both figures, it is possible to easily observe that the sets are not the same, since musically
their performance is distinguishable between each one. For this reason, it is considered that under this

context the commutative property does not pertain to them (Zaldivar, 2014), as a result:
(t; +ti_o+ts_q) # (tz_o +t3 +t;1_4)
Instead, this phenomenon does not always occur when two sets with the same elements have diffefent

order, to illustrate, let look at the following set:
Pt = (tio +tiy) (4.5)

In score 4.5 is:

Figure 4.3: Two 8th notes in score.

And if the order of 4.5 is changed, it follows that:
Pt = (ti1 +tisg) (4.6)

Which is clearly identical to Figure 4.3:

Figure 4.4: Two 8th notes in score.
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When observing Figures 4.3 and 4.4, it could be seen that musically both are performed in the same way,

so, the commutative property is preserved in these two sets, hence:
(ti—o + ti—1) = (ti—l + tz}—o) 4.7)
Thus, the non-commutative property between two sets T occurs if and only if two sets have the same

elements, but between them there is at least one different figure and in turn they have different order.
5. Axiom No. 4: Axiom of Musical Silence
The fourth axiom indicates that:

All musical silences are defined witht, / B = 0 b, however, although all silences are worth t, = 0 min, by

musical property none are equal fo each other.
t#t/t,t5=0 (5.1)

To clarify the meaning of this axiom, first let assign to each musical rest a notation which is related to its
temporal duration. Let be £; quarter note rest, ; half note rest, £; dotted half note rest, £, whole note rest,

furthermore, t~21 eighth note rest, i;l eighth note triplet rest, t:,l sixteenth note rest.

Musical silence could be understood as the lack of pulse due to the fact that the interpretation of musical
silence is assumed as the absence of a rhythmic figure (Schoenberg, 2016; Kania, 2010; Margulis, 2007).
Therefore, it is stated that there is no pulse, so, musical silence could be considered to be mathematically
represented when g = 0 b, instead, a paradox arises at the moment of remembering the existence that there
are different musical silences, since although all silences are worth £ = 0, the fact that each of them lasts

different time causes that they are not equal, let see an example, £ in score it follows that:

4

Figure 5.1: quarter note rest.

Whereas, silence £, represents musically:

Figure 5.2: whole note rest.

Interpretatively, the rests in Figures 5.1 and 5.2 are not equal because they last different time, but both not
having pulse, that is § = 0 b, causes that the two rests are worth £ = 0 min, from a mathematical point of
view, this could be taken into account as a paradox, since it is being determined that musically £; # &, but

that mathematically both are worth 0, therefore, t; =t,, i.e., t; # t, © t; = t,, a form reminiscent of
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Russell's paradox (Ferreirés, 2000). Conversely, by introducing musical characteristics to a mathematical
context, it could be argued that it is correct to ignore the paradox and consider this phenomenon as part of
the mathematical-musical nature, so:
-~~~ (5.2)
t,#t/t,t,=0
Another consequence of this axiom appears as a logical deduction that dictates the existence of different
zeros, since if t; # , # t3 # &, that means 0 = 0 = 0 = 0, in other words, there are four different kinds of

zeros, as a result the conclusion is:
vE=030+#0 (5.3)

6. Lemma No.1: Numbers Belonging to the Empty Set

The previously proposed axiom no. 3 stands out by itself in determining the noncommutative and
commutative property for sets 1 within specific cases. Yet, the consequences of this axiom could become
symbolic and controversial for axiomatic set theory and even in number theory (Lopez Mateos, 2017; Mora,

2012). In order to understand the reason for this conclusion, this topic will be further explored.

Let return to sets 4.2 and 4.3.
Pl =(t3 +t; +t}) (6.1)
ARICET R

Let solve each rhythmic figure considering that T = 100 bpm, as a result:

wl—(t1+t1+t1)—( ! + ! + ! )—imin (6.2)
Sz T M 100x 2 100 x4 100 x4/ 100 '
wl—(t1+t1+t1)—( ! + ! + ! )—imin
ST AT 100x 4 100x2 0 100 x4/ 100
Therefore:
Yl =—— min lplzimin (6.3)
100 100 '
In the first instance, it is possible to start from the obvious fact that:
.Lpl — .Lpl (64)
Consequently, according to axiom no. 3 it is known that:
(tz +ty+t3) # (ty +t3 +t3) (6.5)
Thus, following such an axiom, hence:
Y= y! (6.6)
This would be represented numerically as:
(6.7)
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1 i = 1 ,
100 ™" 7 100 ™

If the definition of an empty set is conveniently introduced (Suppes, 1972):
0= (x:x #x) (6.8)

And considering the result obtained in 6.6, it is possible to propose the hypothesis that:

0= (% min) (6.9)

Thus the argument for writing the following lemma it follows that:
(ti+t) = (+6) > vt e R I £yt (6.10)

7. Theorem No.1: Different Empty Sets

Starting from lemma 6.10, this concept could be further expanded, since, if operating in a similar way in sets

6.2 and 6.3, but now being T = 110 bpm consequently:

Q= (%min) (7.1)
And such that:
1 1
110 min #+ 100 min (7.2)
It may be considered that:
0+Q (7.3)

For this reason, the hypothesis just proposed within this section is proved in advance m, being that such a

theorem is completed as follows:
(ti+t)=(t+t) > (vypTeR AP 2PN ylep -0 +9¢ (7.4)
8. Corollary No.1: Obtaining Numbers by means of Algebra of Empty Sets

Let take sets 6.9 and 7.1:

@_1 , ®_1, (8.1)
i (m "””)‘ a (m"“”)

If operating a difference of two sets (Suppes, 1972), two results would be obtained according to the order
of the sets, this suggests that:

Result No. 1:

B\ 9, = (ﬁ min) 8.2)

Result No. 2:

(8.3)
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(Z)j \@; = (1—10min)

Which means that the intersection of two empty sets results in a number, this suggests that:

n=(0; ={n}\9; = {m}) (8.4)
And as a result

m=(@; = {m}\ @; = {n})

Yet, if instead of operating on a difference of two sets, an intersection is operated on, a real empty set would

be solved, therefore:
@ =(0; ={n}n@; ={m}) (8.5)
9. Conclusion

In this work four axioms have been constructed following the basic rules of music theory with respect to
rhythmic figures, as well as mathematics under the concept of set, consequently, a lemma, a theorem and

a corollary were established respectively.

It should be noted that, the initial objective of this article was to propose only the mathematical bases for
the development of a more studied and rigorous theory of rhythmic sets that, in future works could be
complemented to the Pitch-class set theory. Yet, as it was observed, the action of axiomatizing only the
rhythmic figures as independent musical parameters generates conclusions that fall into the ambiguity of
the term paradox, since it is inevitable not to consider that the consequences of these four axioms stand out
by themselves and that if they are accepted, they could affect the way in which the theory of numbers and

sets is conceived (Mora, 2012; Suppes, 1972).

To begin with, the first two axioms do not show any conflict for mathematics because they are based on
musical properties belonging to the figures that satisfy the mathematical rules. Alternatively, it is the third
and fourth axioms that could generate some controversy from a mathematical point of view, because to
think that the void has as an element a real number and that there are also different empty sets as different

zeros, is in every sense of the word: absurd.

And it is here where it is possible to stop and reflect on two valid conclusions: the first is to consider these
results as meaningless paradoxes and discard everything worked within this research. The second option
is to analyze it not from a pure mathematical point of view, but from a mathematical and musical perspective
emphasizing the difference between both branches. This suggests that, in the mathematical-musical, the
existence of different empty sets and zeros is manifested in an intuitive and logical way, while, in

conventional mathematics this does not occur.

To make this distinction, perhaps, would avoid the problems that could be caused within pure mathematics

if these ideas are introduced, since, although the mathematical concepts are respected to represent the
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musical phenomenology, it does not mean that their consequences are direct to mathematics or that they
should be taken into account for that field. Instead, they affect only musical mathematics, which should not

be related to pure mathematics or at least not its consequences.

Given the above, this work could be summarized in three objectives. The first is to propose four axioms for
rhythmic figures from their musical properties, the second is to study the consequences of these axioms,
that is, their theorems and corollaries, and finally, to make the distinction between mathematics and music-

mathematics.
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A SEMIOTIC EVALUATION OF COVER IMAGES OF THE TEN MOST
HELD TURKISH POP MUSIC ON THE 2021 SPOTIFY LIST

ABSTRACT

Semiotics, or semiotics as it is commonly known, is an interdisciplinary research field that examines the sign strings
of studies in many fields such as music, sociology and linguistics. Today, semiotics, which makes metaphorical
analysis of various disciplinary fields such as literature, art, music and cinema and has a wide range as a field of
study, has been an important communication tool in this sense. The science of semiotics, which has both a
principled and free movement environment due to its multidisciplinary structure, has explained objects, figures and
situations in this way by revealing the meaning and establishing a connection with the place of that meaning in
society. Among these fields, especially in music, graphic designs used in the creation of album covers, concert
posters, posters have an important role in conveying the message that the musical product wants to convey. In this
research, it is aimed to make a semiotic analysis of the cover images of the ten most listened songs in the field of
Turkish pop music in the Spotify 2021 list. Within the scope of the purpose of the study, cover images were
evaluated semiotically in terms of elements such as writing styles, color preferences, use of figures and objects. In
this case, questions such as how the current album cover designs examined are, what kind of differences they have

with the album covers of the past, how the effects, colors, figures, etc. used in the design of the album covers are,
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A semiotic evaluation of cover images of the ten most held Turkish pop music on the 2021 spotify list

whether the album covers are meaningfully compatible with the title of the album. According to this analysis, ten
cover images determined by scanning reliable sites on the internet were reached. The covers were analyzed
semiotically in four groups with the criteria of object, human, digital photograph and color under the elements of
signified and signifier according to the sign method created by F. Saussure. In addition to these examinations, the
content of the lyrics in the albums was also evaluated and it was determined whether they were meaningfully
compatible with the album title and cover image. In the light of the evaluations made, it has been concluded that
some of the album covers are compatible with the name of the album and some are not. It has been observed that
the design of the album covers is influenced by the general fashion sense of the global music industry, and for this
reason, they are far from the old album covers in terms of design and meaning.

Keywords: Semiotic, Spotify, Turkish Pop Music, Album Cover

2021 SPOTIFY LISTESINDE EN GOK DINLENEN TURK POP MUZIiGi
ALANINDAKI ON SARKININ KAPAK GORSELLERININ SEMiYOTIK
ACIDAN DEGERLENDIRILMESI

oz

Muzik, sosyoloji, dil bilimi gibi pek¢ok alana ait calismalarin gésterge dizelerini inceleyen semiyotik ya da yaygin
olarak bilinen diger adiyla gostergebilim, disiplinler arasi bir arastirma sahasidir. Ginimuzde edebiyat, sanat,
mizik, sinema gibi c¢esitli disiplin alanlarinin metaforik ¢céziimlemesini yapan ve ¢alisma alani olarak genis bir
yelpazeye sahip olan gdstergebilim, bu anlamda énemli bir iletisim araci olmustur.Sahip oldugu multidisipliner yapi
itibariyle hem ilkeli hem de 6zgir bir hareket ortamina sahip olan semiyotik bilimi, anlami ortaya ¢ikararak ve o
anlamin toplumdaki yeri ile baglanti kurarak bu sekilde nesneleri, figlrleri ve durumlari agiklamistir. Bu alanlardan
ozellikle muzikte, albim kapaklarinin, konser afislerinin, posterlerin olusturulmasinda kullanilan grafiksel
tasarimlarin, mizikal Grinin iletmek istedigi mesaji aktarmasinda énemli bir rolu vardir Bu arastirmanda, Spotify
2021 listesinde Turk pop muzigi alaninda en c¢ok dinlenen on sarkinin kapak gdrsellerinin semiyotik analizinin
yapiimasi amaglanmistir. Calismanin amaci kapsaminda kapak gorselleri yazi stilleri, renk tercihleri, figir ve
nesnelerin kullaniimasi gibi unsurlara iliskin gdstergebilimsel acidan degerlendirmistir. Bu durumda incelenen
mevcut alblim kapak tasarimlarinin nasil oldugu, ge¢mis dénemdeki albim kapaklari ile ne gibi farkhlar barindirdigi,
albim kapaklarinin tasariminda kullanilan efektlerin, renk, figir vb. unsurlarin nasil oldugu, album kapaklarinini
albimiin adi ile anlamca uyumlu olup olmadiklari gibi sorulardan yola ¢ikilmistir. Bu incelemeye goére internet
Uzerinden guvenilir sitelerde yapilan tarama ile belirlenen on kapak goérseline ulasiimistir. Belirlenen kapaklar F.
Saussure’ Un olusturdugu gosterge metoduna gére goésterilen ve gosteren 6geleri altinda nesne, insan, dijital
fotograf ve renk kriterleri ile dort grupta semiyotik agidan incelemeye alinmistir. Bu incelemelere ek olarak
albUmlereki sarki soézlerinin icerigi de degerlendirilmis olup, albimdin adi ve kapak gorseli ile anlamca uyumlu olup
olmadiklari tespit edilmistir. Yapilan degerlendirmeler i1siginda albim kapaklarindan bazilarinin, albimin adiyla
uyumlu bazilarinin ise uyumlu olmadigi sonucuna ulasiimistir. Albim kapaklarinin tasariminda global muzik
sektdériniin genel geger moda anlayisinin etkisinin oldugu bu sebeple eski albiim kapaklarindan tasarim ve anlamca
uzak oldugu goérulmustur.

Anahtar Kelimeler: Semiyotik, Spotify, Tlrk Pop Muzigi, Albim Kapagi
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1.INTRODUCTION

“Mankind has searched for different meanings in order to survive in the historical process. Efforts such
as drawings on Stones, skins and cave walls and the discovery of the first musical instrument, besides
expressing a search for meaning, became a communication element to meet the needs of the period”
(Yiimaz et al., 2022).

These communicative efforts, which emerged from this search for meaning and emerged as a natural
result of living together, took on different shapes and sizes in the visual sense over time and entered
the ways of giving meaning to symbols at the communicative level and within various needs. These
visual communication tools started with a set of symbols and pictures drawn on the cave walls in
primitive times and with the formation of the typeface along with the formal changes a visually original

process in communication began.

In this way, symbols have formed an indispensable place in life in the visual sense in the process of
change and development of communication tools from the past to the present. These communication
elements, which have evolved over time according to social needs and are a part of culture, have also
become manifestations of the social structure. In addition to visual expressions, music has become
another communication tool that meets the needs of the society in terms of providing sensory messages.
In addition to be an indispensable part of life, music has become an element that contains behaviours
and symbols that reflect culture and identity (Lull, 2000). In parallel with the verbal and melodic structure
of the created musical product, an audience has also emerged. Today, the active role of music genres
in reaching the audience provides visual tools. Although these tools have changed form from past to
present, they have been cassette pictures, album covers, clips, billboards, posters, concert posters and
stage designs. Among these tools that stand out with their visual features, album covers played a direct
role in the marketing of music with both the photograph and pictures chosen. The music market, which
was shaped according to the wishes and cultural movements of the period, continued its existence by
preserving its currency. In this sense, the designed album covers followed the same timeliness and
periodicity. Stated that this periodicity is that in the process of reaching the audience of the music
products of the past, the writings are more common on the records or on their packaging. He attributed
the reason for this to the music genres that have not yet diversified and the lack of an intense audience
(Aydin Oztiirk, 2014). With the change of social life over time and the development of technology,
changes have occurred in the designs of album covers. The album covers designed today, due to
reasons such as the free culture movements brought by the age and the rapid increase in consumption,
differ from the visuals of the past, show features that do not resemble each other with wider borders, do
not worry about the message, and are not very interested in the content of the music produced. With
the rapid consumption of pop music culture, which especially appeals to the young audience, the line of
change in album covers has emerged in this direction. Today, with the CD industry coming to an end, it
has become easier and faster to reach albums through the decline of the culture of buying products

from sales points and the social applications that are the result of technology. Applications such as You
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Tube Music, Google Play Music, Deezer, Fizy, Souncloud and Tidal, especially Spotify are among the

most widely used applications to Access music today.

The main problem of this research is how the visuals of the album covers of the ten most listened songs

in Turkish Pop music on the 2021 Spoatify list are in terms of semiotics criteria.
In addition, answers to the following questions were sought in the study:

1- What are the most listened Turkish pop music cover visuals on the 2021 Spotify list?

2- Are the pictures and photographs selected for the cover visuals, the colors and writing styles
used, are they compatible with each other according to semiotics theory and have they achieved
their purpose?

3- Is there a message to be conveyed to the other party with the designs used in the cover images?

1.1.Purpose of the Research

In line with the purpose of the study, the intended effect of the album covers to be analyzed on the
potential target audience and the messages they want to give were tried to be made sense of. The color
characteristics of the album covers, the writing styles on the covers, the selection of the pictures and
photographs used were examined according to the classification of signifier and signified in Ferdinand

de Saussure's semiotics theory and it was aimed to make sense of the data obtained.

1.2. Importance of the Research

When the development adventure of semiotics, which has a multidisciplinary field, is examined from
past to present, it is seen that its shine in Turkey came to the fore especially towards the end of the
1990s. The research is important in terms of the fact that semiotics is handled through the music
platform, which is a current issue. Spotify, which appears as an Online Music Platform, is also a medium
where images are also used, and even as a display advertising area, not only on the sound plane, but
also on the image plane. Therefore, examining the aforementioned medium from the perspective of
semiotics in future studies will contribute to the literature. After that, it is expected to direct the studies

to be done on the subject.

2. SEMIOTIC ETYMOLOGY AND CONCEPT

Semiology, which includes many fields such as art, literature, communication and human behaviour
over time, is rich with a multidisciplinary structure that serves many other fields. Semiotics is defined as

follows by different people in terms of its etymological meaning:

“The Word originates from the Greek term semiotic, and the Word semiology is a combination of the

Greek words semion (sign) and logia (theory; logos meaning Word)” (Orug Civelek & Tirkay, 2018).

In French, Sémiotique and Sémiologie; The term, which is known in English as Semiotics and

Semiology, is used as Semiology in Turkish (Cicek, 2016). The English philosopher John Locke was the
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first to give semiotics its name. Locke used the term semiotics its name. Locke used the term semiotics
for the first time in his work” An Essay Concerning Human Understanding”. Describing semiotics as the
doctrine of signs, Locke also stated that it should be one of the three main branches of science (Deely,
1990).

Semiotics is known as the branch of science that investigates sign systems and indicators in the most
common way known according to the subject discussed. Semiotics can also be defined according to the
method used. In this way, it is the science that adapts linguistic expressions (musical pieces, gestures,
facial expressions, religious rites) to objects and tries to explain non-linguistic expressions by

transforming them into language metaphors (Derviscemaloglu, 2008).

According to the definition of Genger (2016) related to semiotics, sound, image, text, etc., which make
human life easier in daily life. Things that are made meaningful by the coming into life of the elements

can be defined as indicators. Examples of indication are flags, gestures, alphabets, facial expressions.

On the other hand, expressed the structural state of the sign as an abstraction from semantics that

reconciles semiotics with the lofty goals of reference (Hatten & Monelle, 2010)

Theorists have agreed that classification is the main issue in semiotics (Vodinali, 2016). Semiotics the
American philosopher C.S It is identified with the work Peirce and the Linguist F. de Saussure (Berger
& Emir, 2012). Saussure divided the signs into two as indicating and the shown. According to Saussure,
the shown is a concept that takes shape according to the psychological object. The indicating is defined

as the image and sound that takes shape according to the sensory or physical object (Civelek, 2020).

On the other hand, according to Barthes, the sign consists of a indicating and a shown. In this definition,
the plane shown represents the plane of content, and the plane shows refers to the plane of expression.
Existing uses within the social sphere turn into their own indicators. Societies create standardized
objects depending on a certain rule and measure. These objects form the words of the semantic
language. The sign is the ‘thing’ that the receiver understands from the signified. The signifier creates

different readings in each individual only as a mediator (Barthes, 2016).
3. METHOD

3.1. Research Model

The research is based on qualitative research technique and document analysis method. Document
analysis involves the analysis of written materials containing information about the phenomenon or
phenomena targeted to be researched (Simsek & Yildirim, 2013). Descriptive explanations were made

on the text obtained.
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3.2.1. Data Collection and Analysis

In this research, when Turkish pop music is typed into the Spotify categories search button, the playlist
with the most subscribers was scanned in order to obtain the cover images for the years 2021 and 2020.
According to the scan, ten cover images were identified in the study. Expert opinion was obtained for
the semiotic analysis of the visuals.Theses, articles and articles that are found to be suitable for the
purpose of the research are evaluated. In the study, four groups, namely human, colour, object, and
digital photography were formed and analysed according to the two classification methods, the

indicating and the show, created by F. Saussure, one of the semiotic theorists, and discussed in tables.

3.2.2. Meaning of Colours in Semiotics

Colours have an extremely important role in analysis in semiotics. Because colours can have various
effects on human nature in terms of psychological, sensory and visual aspects. Colours can create
different meanings in the human mind from person to person. For example, while the colour blue
symbolizes infinity for some, it can leave a suffocating and cold effect for others. The semantic

dimension of colours in semiotics is tabulated and shown as follows (Kirik, 2013).
3.3. Ethical Statement of the Research

In this study, all the rules specified in the "Directive on Scientific Research and Publication Ethics of
Higher Education Institutions" were followed. None of the actions specified under the second section of

the Directive, "Actions Contrary to Scientific Research and Publication Ethics", were carried out.

In addition, according to ULAKBIM TR Index 2020 criteria, there was no need for any data collection

requiring ethics committee approval in the study.

Table 1
Colour Visual Table (Kirik, 2013)
Colours Positive Emotions Negative Emotions
It expresses feelings such as vitality, ) )
) o . . Anger, greed, death, egoism, attainment,
Red happiness, sociability, extroversion, willpower, o )
. possession items expresses feelings such ¢
power, love, affection, sexual power.
Energy, courage, physical vitality, dynamic
o strength, enthusiasm and joy, friendly, In dark orange, depressed, angry or nervou
range
g sociable, enthusiastic, fidgety that is, it states are expressed.

expresses excitement and emotions.

Itis a color of joy and delight. Mental effort
expresses feelings of mental brilliance, )

Yellow ] . o lliness, separation, sadness, past
enlightenment, wisdom, optimism, love, and

compassion.
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It expresses emotions such as soothing,

healing, peaceful, calm, relaxing, renewal,

It expresses feelings such as jealousy,

Green
revitalization, joy and contentment of the laziness, depressing, sometimes debilitating
nerves.
It expresses emotions such as calmness,
tranquility, productivity, peace, freedom,
Blue q. P .y P ) Cold, dull
eternity, comfort, seriousness, loyalty, reality,
devotion.
It expresses sobriety, nobility, nobility, It expresses emotions such as arrogance,
Purple  wealth, might, respectability, mystical and sadness, introversion, distorted-unstable
physical powers. moods, cockiness, impatience.
It expresses fertility, the earth, the earth, . o .
o . o It expresses feelings of ambition, introversic
Brown efficiency, authority, determination, self-
] comfort, death.
confidence.
Black It expresses feelings of power, passion, Grief, death, mourning, mischief, resentmer
ac
formality, nobility, authority, trust. it expresses feelings of bad faith, pessimisn
It expresses the feelings of purity,
) cleanliness, innocence, truthfulness, )
White ) o ) Death, mourning
impartiality, honesty, reassurance, faith,
holiness and peace.
G It expresses feelings of depression, low
rey
energy, fear, reticence, melancholy, distres:
It expresses the feelings of harmony, joy,
Pink cuteness, love, comfort, happiness, dreams,

creativity, youth.

Colours can evoke a variety of emotions on the viewer. Warm colours are stimulating just as cool colours

are relaxing. Each colour has emotions that evoke in human psychology. blue; loyalty and sincerity,

green; jealousy, brown and purple; uniformity, tediousness, white; surrender, red; activity and courage,

while black evokes emotions such as pessimism. The graphic designer should take into account factors

such as the colour choice of the target audience, the cultural association of the colour, the approach in
the design (Ozdemir, 2011).

The variety of meanings conveyed by colours shows its effect in the field of music as well as in many

different areas. Knowing the effect of colours on society has shown its effect in parallel with design

culture. In this sense, the way to reach the target audience in album covers depends on successfully

using colours, writing styles and other visual elements in the design.
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3.2.3. Usage Of Spotify

Headquartered in Sweden, Spotify is a digital music service that offers subscribers an unlimited stream
of music data. Founded on 23 April 2006 by Martini Lorentzon and Daniel Ek in Stockholm, the
company's R&D management is based in London (Spotify, 2023). The company, which works with the
marketing method called freemium worldwide, started to be used in Turkey five years after it started to
serve in 2008 (Erguin, 2016). With its application that serves at the desired place and time, it offers easy
use over phones and tablets. Spotify is a podcast program that provides free services to its listeners as
well as monthly paid subscriptions worldwide. These services offer different services depending on
usage. While the free use includes ads between songs, paid subscriptions can listen to an unlimited
number of music without ads. Paid accounts have different subscription features in themselves and
these are charged according to the content of the service provided. There are four different options in
the form of individual, duo and family accounts, including student accounts, and accounts that vary

according to the content of the service.

3. FINDINGS

In this part of the study, the coverimages of the ten most listened songs in the field of Turkish Pop Music
in the 2021 Spotify list were examined within the principle of semiotics. These ten cover images were

examined by being evaluated in terms of object, human, digital photo and colour elements.

1- Seyfullah Sagir — Bilmem Mi (Would Not | Know)

Table 2
Semiotic Analysis of Sagir's “| Don’t Know” Album Cover
. ] Digital /
Album Cover Indicator Object Human Colour
Photo
A digital
photo Blue,
Clouds,planet, Child from an white,
Indicating .
seashells, water (puppet) anime yellow,
view was grey
used
An artificial
Anxiety,
earth's Depth,
despair,
atmosphere calmness,
Shown closeness, a
createdby dull eternity,
u
depicting a sandy ) purity
expression

planet in water
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The album cover given in Table 2 is taken from (Spotify — Bilmem Mi). When the cover photo of the
album “Would Not | Know”, which was released as a single by Seyfullah Sagir, also known as Sefo in
2021, is examined in terms of those who show it, it is seen that there are geometric shapes and
depictions of clouds and planets on a blue background. The cover illustration shows the figure of a child

sitting on a planet designed from a round beach using a predominance of white, blue and yellow colours.

“This thing | feel, am | left unfinished?” in the lyrics. It seems that there is a semantic expression between

the expression and the child sitting alone on the planet in the image.

When examined in terms of what is shown; it is seen that an artificial world atmosphere is constructed
with anime shapes and clouds, planets and child depictions. The figure of the child was left alone on a
desertisland; it is constructed with a desperate, hopeless, dull expression. The phrase “the world shifted
over time” in the lyrics refers to the artificial planet view in this visual and the lonely child of the lonely
World. The fact that blue and white, which constitute the main colours of the photo in terms of intensity,
emphasize calmness, eternity and purity, and the expression of despair on the face of the child figure
are combined in a contrasting way. When these details are taken into consideration, it is understood
that an artificial world is depicted in terms of fiction. According to the semiotic evaluation, it can be said
that the album title and album cover are not compatible. But there is a semantic expression between the

album cover and the lyrics.

2- Madrigal — Seni Dert Etmeler (Don’'t Worry About You)

Table 3
Semiotic Analysis of Madrigal’s “Don’t Worry About You” Album Cover
) ) Digital /
Album Cover Indicator Object Human Colour
Photo
Digital
Indicating Tear Human face Blue

photo

The photo

used is a

close-up

shot, with )

Sorrow, Sadness, ) Infinity,
. ) ) emphasis )
Shown innocence, longing, grief, distance,
on the
purification thoughtfulness ) depth

expression
on the
human
face

The album cover given in Table 3 is taken from (Spotify — Seni Dert Etmeler). When the cover photo of

the album “Don’t Worry About You”, released by the group Madrigal in 2020, is examined in terms of
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those who show it, a close-up picture of a human face on a blue background is seen. When examined
in terms of what is shown, there is a depiction of a crying human face in a way that is also identified with
the name of the album. The lyrics of the song, "don't worry about you", harmonized with these visuals.
a sad image was created with the depiction of a crying human faceln the background where the blue
colour is used as the backdrop, it is tried to evoke a sense of infinity, depth and distance. The depiction
of tears and the eye with a faint expression that slides far away also supports this expression of distance
and longing. According to the semiotic evaluation, it can be said that the album title and album cover

are compatible. The lyrics semantically reflect the album title and the image on the album cover.

3- Edis — Martilar (Seagulls)

Table 4

Semiotic Analysis of Edis

Seagulls” Album Cover

. ] Digital /
Album Cover Indicator Object Human Colour
Photo
Chains, ) o Pink,
Edis Digital
Indicating jackets, t- ] black,
) (singer) photo )
shirts white
A photo of In the
the singer photo, a
. Comfort,
herself in  close-up of
Youth, . ) youth,
) an outfit Edis
Shown fashion, ) ) black and
reflecting himself .
extravagance . white
the fashion  was used .
fashion

sense of to

the period emphasize

The album cover given in Table 4 is taken from (Spotify — Martilar). When the cover photo of the album
"Seagulls" released by Edis in 2021 is examined in terms of those who show it, it is seen that the artist's
own photo has been placed. In the photo where the pink colour is used as a backdrop, the artist is seen
with his black leather jacket and a white t-shirt and a large necklace around his neck. When examined
in terms of what is shown, the pink colour used in the background and emotions such as comfort and
youth are brought to the forefront. In addition, Edis' posing with a simple jacket and t-shirt reinforces the
emphasis on the expression of comfort in the background of the photo and at the same time presents a
visual of trying to impress the young audience with the expression ‘| am one of you’ with today's fashion
sense. It is thought that the cover photo is only because of Edis' own picture, as if this is my work, to
care about himself and to reflect the image of young girls as his lover. When the lyrics of the album,

which has been analyzed so far only in terms of visual aspects, are analyzed, it is not seen that they are
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in harmony with the cover image and the album title in any respect. Although the lyrics of the song
include the phrase "seagulls", which is the title of the album, there are no elements that support each
other visually and semantically. According to the evaluation, it can be said that the album title, album

cover and lyrics are not compatible both semiotically and semantically.

4- Berkcan Guven — Begefendi (Begefendi)
Table 5

Semiotic Analysis of Berkcan Guven’s “Begefendi” Album Cover

. . Digital /
Album Cover Indicator Object Human Colour
Photo
Orange,
Berkcan .
o Glasses, fez, } Digital  red, blue,
Indicating o Gulven
shirt, jacket ) photo green,
(singer)
yellow
The harmony
that arises Bringing the
The
from the old and the
photo
union of the new Energetic,
was a .
old and the together, mobile,
close-
Shown new, the bringing dynamic,
u
harmony of together .p lively,
) ) using
opposites, differences fresh
neon
authentic, and
colours
modern, contrasts
dynamic

The album cover given in Table 5 is taken from (Spotify - Begefendi ). Berkcan Glven's album
"Begefendi”, released in 2021, is a twelve-track work of the singer. Since it was not released as a single,
there are multiple songs in the album. For this reason, only a visual semiotic analysis of this album was
made instead of lyrics. When the cover photo is analyzed in terms of signifiers, it is seen that the singer
himself is wearing an Ottoman fez and sunglasses on his head.. When examined in terms of what is
shown, the orange colour used in the background and the feelings such as vitality and dynamism are
brought to the forefront. In addition, the artist's posing with a jacket, shirt and green sunglasses
consisting of vivid colours of yellow and blue reinforces the dynamism effect in the background of the
photo. The combination of Ottoman fez and sunglasses creates the image that opposites, old and new,
are open to differences and innovations with the use of contrasts, old and new together, in accordance
with today's modernization. However, the reference to the concept of "Gentleman", known for the fact

that the album cover name is "Begefendi", does not fit together with the contrasts in the modern sense.
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According to the semiotic evaluation, it can be said that the album title and album cover are not
compatible.
5-Kaan Bosnak —Barbar (Barbarian)

Table 6

Semiotic Analysis of Kaan Bosnak’s “Barbarian” Album Cover

Human Digital /

Album Cover Indicator Object ] Colour
being Photo
Cream,
Photoshop
o green and
The hood Kaan application
o black,
Indicating on the Bosnak used
head (singer) digital yellow,
ea singer igita
gx!i hot shades of
| photo
WA |
== coffee
;z A model
—
o posture
W Projecting Tthe
] ] posed
> the image marginal
) . from the
W of being air A
. front, o
w strong desired ) combination
) made with o
> Shown with an to be . of vivid and
. a fringe i
upright reflected ] static colors
image with
look by the use
) ) photoshop
facing the designed o
) application
face image
on her
head

The album cover given in Table 6 is taken from (Spotify - Barbar). When the cover photo of the album
"Barbarian", released by Kaan BOSNAK in 2020, is examined in terms of those who show it, there is a
title that is likened to the title barbarian on his head. On her body, there is a depiction of a feathered
costume that matches the style of the headdress on her head. In the photo where the gray colour is
used as a backdrop, only the artist himself is involved, and the headdress on his head and the feathered
costume on it are the first elements that attract attention. The feathers used in the headgear and the
images in the neck area were made with photoshop. When examined in terms of what is shown,
simplicity and flatness are emphasized with the gray colour used in the background. In this visual of the
singer's own photo, her strong and confident posture is supported by her direct gaze to the other side.

The power message to be given by including a single model posture in the cover photo was successfully
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given. In the song "come, my beauty, if you come to me, If | find the right and wrong, or send a soldier
to your heart, If | build barbarian states" don’ t have a coherent meaning within themselves. But there is
a harmony between the word Barbarian, which gives the album its name, and the album cover.
According to the evaluation made in this direction, although it can be said that the album title and album

cover are semiotically compatible, it can be said that they are partially compatible in terms of lyrics.

6- Tugkan — Kusura Bakma (Sorry)

Table 7

Semiotic Analysis of Tugkan’s “Sorry” Album Cover

) ) Digital/
Album Cover Indicator Object Human Colour
Photo
Name on album
o cover, Tugkan processe Black,white,gre
Indicating
reflections on (singer) d photo y
the glass
An image of
_ nostalgia
Singer's name, ]
with a
even the hood is A close- A fuzzy
) . photo taken )
usedingrayin up photo perception of
in black and
accordance with of the space where
Shown white, .
the contrast, singer black and
depressed
flu, vague and himself  white are used
S and a state
inanimate ‘ was used together
0
reflections
thoughtfuln
ess

The album cover given in Table 7 is taken from (Spotify - Kusura Bakma). When the cover photo of the
album "Sorry" released by Tugkan in 2020 is examined in terms of those who show it, it is seen that
there is a black and white photo of the singer himself. A blurred perception of space is created with the
black and white colours used. When examined in terms of what is shown, the sense of nostalgia is
revived with the black and white photo, while at the same time the meaning is strengthened by giving
the expressions of sadness and longing together with the distant gaze of the singer. in the song "I'm
sorry | couldn't forget you, It's my fault | couldn't make it happen, my cage is on fire" and the sad and
regretful facial expression on the cover image seem to be in harmony with each other. According to the

evaluation made, it is seen that the title of the album and the album cover are compatible in terms of
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semiotics. At the same time, it can be said that the lyrics are semiotically compatible with the album title

and cover, thus strengthening the semiotic expression.

7- Kaan Bosnak — Sen Varsin Diye (Because You Are)
Table 8

T K

Semiotic Analysis of Kaan Bosnak’s “Because You Are” Aloum Cover

. ) Digital/
Album Cover Indicator Object Human Colour
Photo
o Curtains, Digital Grey,
Indicating ) -
windows photo black
Melancholy
Only the
) ] absence
Flying, window ]
Shown ) - ) ) dramatic
lost, void image is
weather of
useful. ]
mourning

The album cover given in Table 8 is taken from (Spotify - Sen Varsin Diye). When the cover photo of
the album "Because You Are", which was released by Kaan Bosnak in 2021, is examined in terms of
those who show it, it is seen that there is a black and white photo. The photo was dramatized using a
flying curtain image from an open window and black and white colours. When examined in terms of what
is shown, the expressions of longing, sadness and absence are represented by the composition of the
curtain flying from an open and empty window in the photo with black and white colours. The expressions
"because you exist" in the lyrics, which also give the album its name, do not seem to be compatible with
the album image and title when their semantic connection is analyzed. However, the expressions in the
other lyrics of the song, "Those who could escape from here have left, there has been a lot of migration"”,
reminds the departure, i.e. migration, with the curtain flying from the open window, and the past, i.e. the
past, with the use of black and white colors. In this respect, it is thought that the album title is not
compatible with the album cover, but some expressions used in the song are compatible with the cover

image.
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8- Sefo And Reynmen — Bonita (Bonita)

Table 9
Semiotic Analysis of Sefo and Reynmen’s “Bonita” Album Cover
Album Cover Indicator Object Human Digital / Photo Colour
Two young
men Green,
singers ellow, blue,
o Carpet, (singers) Digital Y ]
Indicating ) and two old white, red,
armchair photo
women navy blue,
sitting on blue, orange
the couch
The photo was
Home
taken at a Vibrancy,
atmosphere, Mothers N
close angle positive,
Shown warm and and sons,
with an multi-
friendly family
emphasis on colorfulness
atmosphere
people

The album cover given in Table 9 is taken from (Spotify - Bonita). When the cover photo of the album
"Bonita", released by Sefo (Seyfullah) and Reynmen in 2021, is examined in terms of those who show
it, it is seen that two young men and two old women are sitting on an armchair. Looking at the photo, it
looks like a family album with "mothers and sons". When examined in terms of what is shown, a home
atmosphere is created with the carpet and sofa in the outdoor area. The image of women and young
men sitting on the sofa reflects the family atmosphere in this warm home atmosphere. The combination
of many vibrant colours on the cover characterizes the main feeling of the warm and intimate photo
frame created. The word "Bonita", from which the album takes its name, is of Portuguese origin and
represents what is beautiful in a feminine sense. At this point, if the concept of beauty here is shaped
through the image in the photo, it can be thought that it symbolizes the mother and the woman. When
the lyrics of the song were analyzed, it was seen that they were not meaningful in themselves, such as
"l can't stop in that place again, be mine lil bonita", and that the melodic structure was constructed by
arranging them only with rhyming syllables. The rest of the song continued with similar lyrics. Since the
concepts of woman and mother in Turkish culture represent the sacred, the good and the beautiful, it
can be said that the album cover is compatible with the title of the album according to the semiotic

evaluation.
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9- Gunes Taskiran and Uzi (Utku Yalcinkaya) — Dua (Prayer)

Table 10

Semiotic Analysis of Gunes Taskiran and Uzi’s “Prayer” Album Cover

. Digital /
Album Cover indicator Object Human I Colour
Photo
Glnes .
o Album title Digital Grey, black,
Indicating P ) Taskiran hit
rayer white
y (singer) photo
Bringing both
Plain and 9ing
hands
simple, the ) Melancholy,
. together in )
mystical ) A close-up reticence,
] prayer in .
feeling of photo of mourning,
. support of _ N
Shown prayerin a the singer intention,
. the album's ] .
mystical ) himself purity,
title, namaste )
sense of was used innocence,
symbol of the )
pure and ) ) faith
) Hindu faith
pure feeling N
tradition

The album cover given in Table 10 is taken from (Spotify - Dua). When the cover photo of the album
"Prayer”, which was released by Giines Taskiran and Uzi (Utku Yalcinkaya) in 2021, is examined in
terms of those who show it, it is seen that the singer's own photo has been placed. In the photo, where
the gray colour is used as a backdrop, the singer is seen with a black leather jacket. When examined in
terms of what is shown, the gray colour used in the background and emotions such as blurriness, silence
and melancholy are brought to the forefront. In addition, Glines Taskiran's posing with a black jacket
representing the simplicity similar to the simplicity of her hairstyle refers to the name of prayer in the
album. When the lyrics were analyzed, it was determined that the expression "l prayed every night
again" and the album visual were compatible in meaning.The album cover is a digital media photo and
it can be said that the name of the album and the representative stance of the cover photo are compatible

from a semiotic point of view.
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10- Bedo and Patron — Olebilirim (I Can Die)

Table 11

Semiotic Analysis of Bedo and Patron’s “| Can Die” Album Cover

Digital /
Album Cover Indicator Object Human I Colour
Photo
Album title, Bedo
Black
CIOUdS, (Bedirhan) DIglta'
Indicating bird and Patron grey
irds
' (Ege Kurt) photo
red, white
li(‘(k)&l’dlr()n road (singers)
A style of
writing written
) Suffering,
in red, hausti A
exhaustion, .
representing | Mourning,
despair, close- death
blood and up eatn,
Shown death the desire melancholy,
’ photo )
eternity, to perish, of the innocence,
freedom, the singers surrender
melancholy
end of life,
loneliness

The album cover given in Table 11 is taken from (Spotify - Olebilirim). When the cover photo of the
album "I Can Die", which was released by Bedo (Bedirhan) and Patron (Ege Kurt) in 2020 and became
a hit in 2021, is examined in terms of those who show it, it is seen that the singers' own photo has been
placed. The photo uses a grey and cloudy sky as a backdrop, showing artists in black sweatshirts posing.
When examined in terms of what is shown, the gray colour used in the background is blurred, reticent
and melancholy; With the cloud representation, emotions such as infinity are brought to the forefront.
Singers show that they are sad and hopeless with their unhappy, pale looks. The fact that they are
wearing black sweatshirts represents that they are in a mood of mourning, the darkness of death. The
human posture at the end of a narrow path under the photo is a reference to death, to dying. The
album's title, | Can Die, emphasizes the main theme in terms of both its writing style and colour. When
the lyrics of the song are analyzed, it can be said that it is influenced by the popular song theme and is
partially meaningful in itself. In addition, the presence of expressions such as "die, if you say die, | can

die," which also gives the album its name, shows that it is visually and semantically compatible with the
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album cover. It can be said that the album cover, which is a digital photograph, is semiotically compatible

with the album title and lyrics.

4. CONCLUSION AND DISCUSSION

In this chapter, one of the theorists of semiotics, F. The data from the album covers, which are examined

according to Saussure's two classification methods of showing and showing, include the discussion,

results and recommendations for these results.

1-

Ten album cover tables examined according to human, object, digital photo and colour criteria.
In addition, the lyrics were also evaluated in terms of meaning and included in the semiotic
analysis by determining how compatible they were with the album title and album cover.
According to this study, it was determined that unlike the old period album covers, modern lines
were used, contrasting and vivid colours were combined, and elements other than the usual
objects were included in the covers. The album covers, which include the singers' own pictures,
are also designed with cold looks and dull expressions accompanied by modern lines and
costumes, which are more distant from the intimate atmosphere of the old period. Along with
these changes, in which cultural differences are clearly seen from the past to the present, it has
been determined that the lyrics are partially harmonized with the meaning, album covers and
the album title. As a result of this study, it was determined that some albim covers have a
meaning in themselves, while others are compatible with the album’s name and even the lyrics.
It is predicted that these albums, created with different designs and reflecting the musaical
fashion of today’s World, will take on a more different appearance in the future and convey

different meanings with the changing perception of music.

It was concluded that the majority of the singers who performed the ten most listened songs in
the field of Turkish pop music in the 2021 Spotify list were men, and only one of them was a
female singer. It was also determined that there were three singers singing together. All of the
singers and songs on the list are local, which determines the current music market and the

musical taste of the audience.

When the themes of the songs in the list were examined, it was concluded that the theme of
love was used the most, as well as the themes of death and separation were used less. In the
album Bonita, apart from all these, a theme that includes the names of world brands and uses

fluid but meaningless expressions in its entirety comes to the forefront.

It was concluded that almost all of the songs on the list were in the range of 2 and 3 minutes,
and the remaining very few were in the range of 3 and 4 minutes. From this result, it is thought

that the songs are composed by adhering to the ideal music listening time.

It has been determined that the current music market and musicality are shaped under the

influence of the popular music perception occurring around the world. When this situation is
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evaluated in terms of cultural analysis, it is thought that the changing musicality also affects the
lifestyle of the society with both the lyrics and the sounds used in music. If we look at the content
of the album covers and lyrics analyzed in this study, it is determined that they mostly carry
criteria that do not carry a message perception, are suitable for fast consumption, the lyrics are
partially meaningful and are outside the usual norms of the society. In the light of this evaluation,
it can be said that the global music market, by influencing the cultural structure, affects the
society's world of ideas, clothing and speech styles, in short, its lifestyle, and transforms it into

a global identity by moving away from local identity characteristics.

In the light of these evaluations, it has been seen that complex, animized or singers' own photos, which
have become a trend in popular music platforms today, are designed covers. The album covers of
today's fast-produced and fast-consuming music products have been created with an understanding
that has become the general culture of the consumer world rather than leaving a message. The design
of album covers plays an important role in reaching and preferring the music with the messages to be
conveyed. In this sense, while the old period album covers are simpler, with message anxiety or more
prominent singers; Today, dissimilar, complex and anime designs are used more in the foreground. In
the light of this evaluation, it was concluded that the albums were designs that gave information about
the appreciation understanding, social and cultural structure of the society to which they belonged at the
time of their release. When other similar studies were examined, it was cocluded that the contents were
mostly designed to give a social message. (Vodinal et al., 2022), one of the studies supporting this idea,
reached similar results. In this study, in which album covers are analyzed, it is seen that while the social
cultural structure and taste style of a period are revealed, the cover visuals also give social messages.
(Yilmaz et., al 2019) is another study of album covers that aims to convey social messages. In this
study, the philosophy and emotion of songs criticizing the destruction caused by wars, political power
balances and social order were depicted on album covers. While these two studies have similar results
in terms of the messages given and the meaning they contain, it has been observed that today's album
covers produce different results in terms of theme and meaning. Because today's album covers are
much less concerned with social messages than in the past; instead, they have turned into designs that
use colorful, anime shapes and vaguely abstract expressions. While other studies in the field that
examined album cover designs concluded that they also reflect the emotion of the song, it was also
found that today's album designs are not concerned with reflecting the emotion of the songs and use
designs independent of the content of the songs. When the studies were analyzed, it was seen that the
semiotic analysis of the album cover of the ten most listened songs on the 2021 Spotify list produced
different results from other album cover studies. For this purpose, with this proposed study, it is aimed
to give ideas to future researchers and to encourage other studies to be carried out. In the light of the
evaluations made, this study in the field of semiotics has achieved its purpose within the examples

examined.
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AMASYA YORESI TURKULERINDE ALEVI-BEKTASI UNSURLARI VE
BU ESERLERIN MUZIKAL ANALIZLERI

oz

Turkdler, Turk insaninin dini ve dindisi tim duygularina terciman olmustur. Kahramanlik, savaslar, 6lim, ask,
sevda, ayrilik gibi konular her yérede asiklar tarafindan dile getirilirken kimi zamanda dini metinler, tasavvufi temalar
ve Alevi-Bektasi soylemleri tirkllerde konu edilmektedir. Dini boyutu oldugu kadar toplum yasaminin
bicimlendiriimesinde de dnemli bir etken olan bu unsurlar Amasya tirkuilerinde kendine yer bulmustur. Gerek yazil
gerekse sozel aktarimlar sayesinde olsun bir toplumun yasayan hafizasi kabul edilen tirkdler, konulari, igerikleri ve
gelecek kusaklara verecedi mesajlariyla iginde yasadigi yorenin en o©nemli tarihi ve sosyo-kiiltiirel
zenginliklerindendir. Amasya turkuleri tematik olarak incelendiginde ayrilik, ask ve sevda konulu tirkiler ilk sirada
yer almaktadir. Bununla birlikte agit temali tirkiler ve semah karakterli eserler de mevcuttur. S6zIi kaltirin
aktariminda halk miziginin, asiklarin, dinsel ve dilsel 6zelliklerin nemi tartisilmaz. CUnku turkdler tipki gelenek gibi
kusaktan kusaga, kalpten kulaga intikal eder. Bu ¢alismada Amasya tirkilerinde gecen Alevi-Bektasi unsurlari
incelenmekte ayni zamanda tespit edilen tirkllerin mizikal analizleri de galismada yer almaktadir. Calismada
kullan ana kaynaklar arasinda TRT Turk Halk muzigi arsivi, TRT Muzik Dairesince hazirlanan Amasya Turkuleri
CD’si ve Amasya Belediyesi tarafindan basiimis olan “Amasya Tirkuleri” kitabidir. Calismada yaklasik 40 Amasya
turkUsu incelenmis ve bu tirkilerde gegen Alevi-Bektasi unsurlari bulgular kisminda ele alinmistir.

Anahtar Kelimeler: Amasya, Turki, Alevi-Bektasi, halkbilim
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“ALEVI-BEKTASI” ELEMENTS IN THE FOLK SONGS OF AMASYA
REGION AND MUSICAL ANALYSIS OF THESE WORKS

ABSTRACT

Folk songs have been the interpreter of all religious and non-religious feelings of Turkish people. While subjects
such as heroism, wars, death, love, infatuation, falling apart are expressed by minstrels in every region, sometimes
religious texts, mystical themes and “Alevi-Bektasi” discourses are the subject of folk songs. These elements, which
are an important factor in shaping social life as well as their religious dimension, found their place in Amasya folk
songs. The folk songs, which are accepted as the living memory of a society, thanks to both written and verbal
transmissions, are among the most important historical and socio-cultural riches of the region they live in, with their
subjects, contents and messages to future generations. When the folk songs of Amasya are examined thematically,
the songs about separation, love and infatuation take the first place. In addition, there are also folk songs with the
theme of lament and works with the character of semah. The importance of folk music, minstrels, religious and
linguistic features in the transmission of oral culture is indisputable. Because folk songs are passed down from
generation to generation, from heart to ear, just like tradition. In this study, the “Alevi-Bektasi” elements in Amasya
folk songs are examined, and the musical analyzes of the identified folk songs are also included in the study. Among
the main sources used in the study are the TRT Turkish Folk Music archive, the Amasya Folk Songs CD prepared
by the TRT Music Department, and the "Amasya Folk Songs" book published by the Amasya Municipality. In the
study, about 40 Amasya folk songs were examined and the “Alevi-Bektasi” elements in these folk songs were
discussed in the findings section.

Keywords: Amasya, Turkish, “Alevi-Bektasi”, folklore

1. GIRIS

Amasya Orta Karadeniz bolgesinde konuslanmistir. il merkezinin disinda 6 ilgeden olusmaktadir. En
bilyuk ilgesi Merzifon olan Amasya’nin diger ilgeleri Suluova, Géyniicek, Gimushacikdy, Hamamozi ve
Tasova'dir. Amasya’nin dogusunda Tokat, glineyinde Yozgat, batisinda Corum, kuzeyinde Samsun
illeri bulunmaktadir. Yesilirmak sehrin merkezinden gecmekte ve il ve ilgelerinde Akdag, Tavsan Dag,

inegél Dag, Kocacik Tepesi, Kirklar Dagi, Ferhat Dagi bulunmaktadir.

Amasya tarihi gok eski zamanlara uzanmaktadir. Oyle ki Antik Cagdan ginimiize kadar pek gok
medeniyete ev sahipligi yapmistir. Bunlar sirasiyla; Hitit, Frig, Kimmer, Lidya, Pers, Roma, Bizans,
Danismend, Selguklu, ilhanli ve Osmanli medeniyetleridir. Amasya, Osmanli déneminde de sayginigi
olan bir sehirdir. Osmanli déneminde sehzadelerin egitim almak icin Amasya’da bulunmalari hasebiyle
"sehzadeler sehri" olarak da Un yapmistir. Fatih Sultan Mehmet, Yavuz Sultan Selim, I. Mehmet, II.
Murat, Amasya'da sehzadelik yapmis Osmanli padisahlarindandir. Medreseleri, Darussifasi, tarihi
mekanlari ve camileri ile doneminin en canh sehirlerinden olan Amasya Milli Micadelenin simge
sehirlerindendir. Mustafa Kemal Atatirk ve arkadaslarinin 19 Mayis 1919' da Samsun' da baslattigi
6zgurlik kivilcimi Amasya’da devam etmis, 22 Haziran 1919' da yayinlanan Amasya Tamimi ile "Milletin

istiklalini yine milletin azim ve kararinin kurtaracagi" diisiincesi bu tarihi sehirde ilan edilmistir.
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Amasya, tarihi ve cografi d6zellikleri bakimindan oldugu kadariyla kiiltiirel anlamda da oldukga zengin bir
sehirdir. Osmanli déneminde ve Cumhuriyet déneminde Vardakosta Seyyid Ahmet Ada, Giriftzen Asim
Bey gibi pek ¢ok bestekar, sanat¢i Amasya’da yasamistir. Ayrica halk asiklar bilhassa “Gaziler Ovacigr”
denilen ve Amasya sinirlarinda bulunan cografi alanda halk mizigi kiltiriine dnemli eserler katmislardir.
Kul Fakir, Caferi, Bicare, Abdali, Turab Ali, Fukara Dervis, Dervisoglu, Selami, Dervis Edna, Gulami, Kul

Hasan, Kul Haydar, Nikabi, Sidki, gibi isimler yérede taninan asiklarindandir.

Alevi-Bektasi geleneginin ¢ok énemli tasiyicilari olan bu &asiklarin eserlerinde bu gelenegdin sdzel
unsurlarina rastlamak mdmkinddr. Glnka tarkdler bir milletin inang, yasam, sosyal hayat gibi sayisiz
degerlerinin bir butinidar. “En sade sekli ile tlrkd, insanimizin hiizninden coskusuna kadar ¢ok sayida
duygusunu ezgilerle birlik olma seklidir. Toplumun aktarima dayali hafizasi olan tirkiler, ait oldugu

bdlgenin en 6nemili tarihi ve sosyo-kiiltirel zenginliklerindendir” (Yicel, 2021, s.170).

1.1. Aragtirmanin Amaci

Bu arastirmanin amaci Amasya tirkilerinde gegen Alevi-Bektasi unsurlarinin neler oldugunu ve bu

turkdlerin mizikal analizlerinin ne durumda oldugunu ortaya koymaktir.

1.2. Arastirmanin Onemi

Bu arastirma Amasya TurkUlerinde yer alan Alevi-Bektasi unsurlarinin durumunu ortaya koymasi, farkli
bdlgelerde yapilacak calismalara destek olmasi ve kiltirel aktarima katki saglamasi bakimindan &nem

tasimaktadir.

2. YONTEM

Bu arastirma nitel arastirma yéntemlerinden betimsel bir galismadir. Arastirmada Amasya turkdlerinin
konularinin siniflandiriimasi, igeriklerinin belirlenmesi ve turkllerde gegen Alevi-Bektasi unsurlarinin

tasnif edilmesi seklindedir.

2.1. Verilerin Toplanmasi

Bu arastirmada veriler dokiiman inceleme teknigi ile toplanmistir. “Arastiriimasi hedeflenen olgu ya da
olgular hakkinda bilgi iceren yazili materyallerin incelenmesi olarak da tanimlanmaktadir” (Yildirrm &
Simsek, 2013). Arastirmada ulasilan ve kullanilan veriler TRT Tirk Halk mizigi arsivi, TRT Mizik

Dairesince hazirlanan Amasya Turkileri CD’si ve Amasya Belediyesi tarafindan basiimis olan “Amasya

Turkuleri” kitabi yer almaktadir.

2.1. Verilerin Analizi

Verilerin analizinde igerik analizi yontemi kullaniimistir. “Sosyal bilimler alaninda siklikla kullanilan en
dnemli tekniklerden biridir. Igerik analizi, belirli kurallara dayali kodlamalarla bir metnin baz
sozcuklerinin daha kiguk icerik kategorileri ile 6zetlendidi sistematik, yinelenebilir bir teknik olarak
tanimlanir (Blyikoztirk ve digerleri, 2017, 259). Bu dogrultuda Amasya yoresine ait 40 tlrkl sozel

unsurlart bakimindan incelenmis ve metinlerde gegen Alevi-Bektasi inang felsefesine dair kavramlar
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belirlenmis ve bulgularda aktaniimistir. Ayrica Selam Verdik Kadem Bastik, Sabahtan Ugradim, Kaf u
Nun Hitabi izhar Olmadan ve Geldiginiz Evler Dol'olsun Nurdan (Kirklar Semahi — Géniiller Semahi)

isimli eserlerin mizikal analizleri yapiimistir.

2.1. Arastirmanin Etik izinleri

Yapilan bu c¢alismada “Yiksekdgretim Kurumlari Bilimsel Arastirma ve Yayin Etigi Yonergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yonergenin ikinci bolumd olan “Bilimsel
Arastirma ve Yayin Etigine Aykin Eylemler” bashd altinda belirtlen eylemlerden higbiri

gerceklestiriimemistir.

Ayrica bu arastirmanin ULAKBIM TR Dizin 2020 oélgitlerine gére etik kurul izni gerektirmeyen

arastirmalardan oldugunu beyan ederiz.

3. BULGULAR

3.1. Amasya Yéresine Ait Tirk(i Metinlerinde Gegen Alevi — Bektasi Inang Felsefesine Dair Kavramlar

Amasya yoresine ait 40 tlrkl sézel unsurlari bakimindan incelenmis ve metinlerde gegen Alevi-Bektasi
inang felsefesine dair kavramlar belirlenmistir. Bu kavramlardan Hz. Ali, Hz. Hasan, Hz. Hiseyin, Zeynel
Abidin, Pir, Pir Sultan Abdal, Pir Balim Sultan, Erenler, Haci Bektas Veli, Semah, insan-1 k&mil kavrami,
on iki imam, kirklar gibi kavramlar dnemli kabul edilen unsurlardir. Amasya tirkilerinde tespit ettigimiz

bu unsurlar asagidaki gibidir:

3.1.1. Hz. Ali

Alevi-Bektasi asiklari genellikle bestelerinde Hz. Ali'yi birtakim sifatlarla isimlendirmeyi tercih etmislerdir.
Bu sifatlardan birisi de Hz. Ali'nin cesareti sebebiyle kendisine “Allah’in Aslani” denilmistir. Hz. Ali igin
“Sah, Sah-1 Merdan, Haydar-1 Sultan-1 Ali, S&h imam-1 Muhterem, Aliyy(i“l-Miicteba” gibi 6zel isimler de
belirtiimektedir (Gllmez, 2015, s. 290).

Hz. Ali sevgisi Anadolu’nun her karis topraginda hissedilir. Turkdilere, deyislere yansiyan bu sevgi onu
dven, yiicelten pek cok sifatta kendine yer bulur. Oyle ki Amasya yéresi tirkilerinde de Hz. Ali gah-1

merdan olarak ifade edilmistir.

Geldiginiz Evler Dol’'olsun Nurdan (Kirklar Semahi — Génuller Semahi TRT Rep. No: 4605) isimli eserde
sah-1 mardan kelimesi gegmektedir. Yine ayni eserde On iki imam, pir, erenler, kirklar gibi kelimeler de

kullaniimistir.

Geldiginiz evier dol'olsun nurdan,
Biz de boyle gordiik uludan, pirden.
Yardimcimiz olsun ol sah-1 merdan,
Gelsin hizmet ehli, semah eylesin.
Erenler 6ntinde uyuyup, yattim

Gliher diinyasinda deryaya baffim
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Kirklarin ondinde bir semah tuttum

On iki imam, sah-1 mardan éniinde.

3.1.2. Pir

“Lugatta “ak sagh, ihtiyar, aksakalli, tecribeli kimse” anlaminda vicut bulan bu kelime, tasavvufta
mursid, veli ve seyh ile benzer manalarda yer almistir. Buna goére, pirséalike rehberlik yapandir (Arpagus,
2007, s. 272). Amasya tiurkileri incelendiginde Sabahtan Ugradim, Selam Verdik Kadem Bastik ve Ninni

eserlerinde Pir s6zciigi gectigi goriimektedir.

Sabahtan Ugradim (TRT Rep. No: 2731) isimli tirkiide pir kelimesi gegmektedir.

Sabahtan ugradim pir divanina

Pir divani gdlddr, gl

Selam Verdik Kadem Bastik (TRT Rep. No: 1816) tirkiisiinde de pir soyle ifade edilmektedir.
Kurban olam yanindaki su pir'e

Soyle kardes, bu kdmiller yeridir.

Ninni (Amasya Tiirkileri, 152) ninnisinde de Pir ilyas’a mum yakildig sdyle ifade edilmektedir:
Pir llyas’a ii¢ mum yaktim,

Himmet etsin yavruma, ninni.
3.1.3. Pir Sultan Abdal

“16. yuzyilda Sivas, Yildizeli'nin, Banaz kdylnde dlnyaya geldigi rivayet edilmektedir. “O ruh girdi bana
Haydar dost dedi / Yaradandan nasibini istedi” bu fasildan adinin Haydar oldugdu tespit edilmektedir.
Soyunun nerden geldigi ise, “Benim aslim Horasan’dan Hoy’'dandir” ifadelerinden anlasiimaktadir.
Siirlerinde genellikle Pir Sultan mahlasini kullanmissa da Pir Sultan Abdal diye taninmistir’ (Albayrak,
2007, s. 277).

Geldiginiz Evler (Kirklar Semahi) (TRT Rep. No: 4605) eserinde Pir Sultan Abdal sdyle ifade

edilmektedir.

Abdal Pir Sultan’im er nefesidir,

Gelsin hizmet ehli, semah eylesin.
3.1.4. Balim Sultan’in

Balim Sultan, tarikat halkinin Haci Bektas-1 Veli'den sonra ikinci pir'i (pir-i sani) olarak yayiimistir. Asil
adinin Hizir Bah oldugu rivayet edilmektedir (Ocak, 1992, s. 17). Alevi-Bektasi gelenegi 6nde gelen
isimlerinden biri olan Balim Sultan, “Kaf u Nun Hitabi izhar Olmadan” (TRT Rep. No: 4603) eserinde

soyle ifade edilmistir:

Bir, kili kirk yaran kdmiliz amma

Pir Balim Sultén’in budalasiyiz.

3.1.5. Zeynel Abidin

264



“Dogumu farkli rivayetlere konu olmakla beraber, 38 (659) yilinda Medine’de dogdugu genel kabul
gérmektedir. Babasi Hz. Huseyin; Siilafe, Selame ve Gazale adlariyla bilinen annesi Hz. Omer
devrindeki fetihler sirasinda Medine’ye getirilen, son Sasani hikimdar lll. Yezdicerd'in kizi
Sehrband’dur. EbG Muhammed ve Ebi{’l-Hiseyin kinyeleriyle de anilmakla birlikte daha c¢ok
Zeynelabidin lakabiyla meshur olmustur. Bunun yaninda “Seyyidi’s-sacidin, Seccad, Zi’'s-sefenat” (cok

secdeden etmekten dizleri nasir olmus) lakaplariyla da taninir.” (Kilavuz, 2013, s. 365).

Geldiginiz Evler Dol'olsun Nurdan (Kirklar Semahi) (TRT Rep. No: 4605) semahinda Zeynel Abidin

aniimaktadir.

Zeynel Abidin askina,

Gel derdime derman eyle.
3.1.6. Erenler

“Turkge’de “er, eren, erenler, Hak erleri, Hak erenler, Allah adami” gibi sekillerde kullaniimistir” (Uludag,
1995, s. 294). Erenler, Anadolu insaninin inanisinda Allah dostu zatlar olarak anlamli bir yerdedirler.

Bulunduklari bélgeye gore “Horasan erenleri, Rum erenleri” olarak da isimlendirilirler.
Neylersin (Amasya Turkileri, 152) eserinde erenler kelimesi kullaniimistir.

Ey Fedail Goriir gergegin gézd,

Erenler segerler siyriyi, yiiz.

Ereneler yine bir baska eserde sdyle gegmektedir. Geldiginiz Evler Dol'olsun Nurdan (Kirklar
Semahi) (TRT Rep. No: 4605)

Erenler oniinde uyuyup, yattim

Gliher diinyasinda deryaya baftfim
3.1.7. Kirklar

Sevilen sahsiyetler olmak ile birlikte rivayetler ile var olduklar degerlendiriimektedir. Geldiginiz Evler

Dol’olsun Nurdan (Kirklar Seméahi) (TRT Rep. No: 4605) eserinde sdyle gegcmektedir.

Kirklarin éniinde bir semah tuttum

On iki imam sah-1 mardan éndnde.
3.1.8. Hasan, Hiseyin, On iki imam

Hasan ve Hiseyin Hz. Peygamber’in torunlaridir. Kerbela sehitlerindendir. Hz. Fatima ile Hz. Ali'nin
blylk oglu Hasan, kiiglik oglu Hiseyin'dir. Ehl-i Beyt sevgisi Anadolu cografyasinda énemlidir. Bu

durum Amasya y0resi turkilerinde de kendine yer bulmustur.

Geldiginiz Evler Dol’olsun Nurdan (Kirklar Semahi) (TRT Rep. No: 4605) semahinda Hasan ve Hiseyin

disinda peygamberimiz Hz. Muhammed disinda Zeynel Abidin de zikredilmektedir.

Ya Muhammed Mustafa,
Ya Aliyel Murtaza,
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Hasan, Hiseyin askina,
Eserin pek ¢ok yerinde Alevi-Bektasi felsefesinde 6nemli yer tutan on iki imam ve sah-1 merdan da

aniimaktadir.

Serdiler sofray1, sundum elimi

On iki imam séh-1 merdén dntinde.
3.1.9. Semah

“Semah, Cem isimli ibadetin 6nemli bir pargasidir. Cem’e katilanlar Zakir'in séyledigi deyislere uygun
olarak ddénerler. Cem ibadetindeki on iki hizmetten biri olan semah bir ibadet bigimidir ve bu nedenle
Aleviler igin kutsaldir. Sadece kadinlarin ya da erkeklerin déndigi semahlar da vardir ancak genellikle
kadin ve erkekler birlikte semah dénerler. Bunun sebebi ise ibadet sirasinda kadin-erkek gibi bir ayirim
yoktur” (Coskun, 2022, s.196).

Geldiginiz Evler Dol'olsun Nurdan (Kirklar Semahi) TRT Rep. No: 4605)
Yardimcimiz olsun ol sah-1 merdan,

Gelsin hizmet ehli, semah eylesin.
3.1.10. Haci Bektas

‘Menkibevi Haci Bektas Rum abdallarinin piridir; Diyar-i ROm’un (Anadolu) biyuk evliyasindandir.
Tarihi sahsiyetini menkibevilestiren anlasilmasi ve tahlili glic bu dénisim sireci, onu daha XIV.
yuzyildan itibaren zamanimizda da butiin gictyle varhdini koruyan ¢ok énemli bir kiiltiin, Anadolu’daki
heterodoks Muslimanhgdin merkez sahsiyeti yapmistir” (Ocak, 1996, s. 455). Haci Bektas Vel
eserlerinde siklikla akil ve bilimden s6z eder. insanlarin bilissel bilgilerini arttirmayi, cehaleti nlemeyi
ve distinme yeteneklerini gelistirmeyi amagcladigi gérinmektedir. Ayni dizlemde listeledigi amaglarin
cogunlukla inang, deg@er, ahlak, tutum, istek ve egilim gibi duyussal amaglar oldugunu belirtmek gerekir.
(Kahramanoglu, & Sahin, 2019, s. 55). “Haci Bektas Veli, 13. ylzyilda bir takim siyasi ve sosyal

calkantilarin hikim sirdigd Anadolu’da “gelin canlar bir olalim”, “bir olalim, iri olalim, diri olalim”
cagrilariyla ayriliklarin getirece@i olumsuzluklara dikkat ¢cekerek herkesi birlik ve beraberlige davet
etmis, “ilimden gidilmeyen yolun sonu karanliktir” mesajiyla cehaletin kétiligline vurgu yapmis, “eline,
diline, beline sahip ol” nasihatlariyla toplumda huzur, given ve baris ortami olusmasina katki

saglamistir’ (Ozcan, 2012, s. 1696).

Kaf u Nun Hitabi izhar Olmadan (TRT Rep. No: 4603)
Kuntd kenz sirrinin olduk agahi

Ayn’el yakin bildik Cemalullahi

Ey hoca! Bizdedir sirr-1 ilaht

Biz, Haci Bektas'in fukarasiyiz.
3.1.11. Kamil, insan-1 Kamil

“Insan-1 kamil Hak ile halk arasinda bir kdprii vazifesi gOrdr. insan-1 kamil maddi ve manevi, kesif ve

latif, zulmani ve ndrani, cismani ve ruhani, sifli ve kutsi dlemde var olan her seyi, yani Hakk’in her
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mertebedeki tecellilerini ve kemallerini kendisinde tasidigindan s6z konusu kemal hallerinin cesitli

vesilelerle ve degisik sekillerde zuhur etmesi itibariyle sayisiz isimler alir’ (Aydin, 2000, s. 300-301).
Selam Verdik Kadem Bastik (TRT Rep. No: 1816)

Ah aman! Selam verdik, kadem bastik bu yere
Soyle asik, bu kamiller yeridir
Kurban olam yanindaki su pire
Soyle kardes, bu kamiller yeridir
3.2. Amasya Yéresine Ait Turkilerin Miizikal Analizleri

3.2.1. Selam Verdik Kadem Bastik

Sekil 1
Seldm Verdik Kadem Bastik [simli Eserin Notasi
TRT MUZiK DAIRESI YAYINLARI DERLEYEN
THKM REPERTUAR SIRA NO: 1816 / . ANKARA DEVLET
INCELEME TARIMi: 22.2.1978 KONSERVATUAR|
YORESI DERLEME TARIHI
MERZIFON

N

SRURAMES. SELAM VERDIK KADEM BASTIK  iattar

sinesi: O 208 /___\

A HA MA

N SE LAM  VER DIK KA DEM BAS TIK BU YE
" CEH TEY  LE ki KA MiL LE RE YE TE
05 MA NI YiM PIR DEN 00 LU i . GE

RE ; sE LAM VER  Di__K

SiN CEW TEY LE Ki,

RiM 0s MA NI Yi__M
A N\

8 » atme | ] - 1

} |

KA DE____________M BASTIK BU YE RE SOV LE A $1K

KA Mi_______ L LE RE YE TE SIN  ME TA | NI

PIR DE____________ N DO LU | GE RIM  DORT KI  TA BIN

BU KA~ MiL LER YE  Ri DIR  KUR'BA NO LAM
KIY  ME TIY LE  SA | TA SIN  ER BA Bl NN
MA  NA st NI SE  GE RIM  AB Z2IM  DAN DI

YA CNl— N DA Ki su  Pi RE SO0Y LE KAR  DE
NA  si HA TIN TU  TA SIN SOY LE KAR  DE§
UM DE—___ N CEVHER SA GA RIM BEN DE BIiL  DIM
A e it X
T | — = = s e e e ¥ ) - v I'I acem |
BU KA MiL LER YE  RI DIR YA Ri VAR
BU KA MiL LER YE  Ri DIR 5
BU KA MiL LER YE  RI iR

(TRT Rep. No: 1816)
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SELAM VERDIK KADEM BASTIK
{ Sahife 2 )

1
AH AMAN SELAM VERDIK KADEM BASTIK BU YERE
SOYLE ASIK BU KAMILLER YERIDIR
KURBAN OLAM YANINDAKI SU PiR’E
SOYLE KARDES BU KAMILLER YERIDIR

BAGLANTI= YAR YAR NAZENIM
YAR YAR GUZELIM
YAR YAR BIREYLEN EYLEN

AH AMAN CEHTEYLEK! xi:u'u.cne YETESIN
METAINI KIYMETIYLE SATASIN
ERBABININ NASIHATIN TUTASIN .
SOYLE KARDES BU KAMILLER YERIDIR
BAGL ANTI

v .3 ; 3

AH AMAN OSMANI'YIM PIRDEN DOLU IGERIM
DORT KITABIN MANASINI SEGERIM
AGZIMDAN DILIMDEN CEVHER SAGCARIM
BENDE BILDIM BU KAMILLER YERIDIR

BAGL ANTI

“Selam Verdik Kadem Bastik” isimli eserin mizikal analizine bakildiginda;

1-

Kaynak kisi Asik Musa Aslan’a ait olan eser 1816 numara ile TRT THM Repertuari kayitlarinda
yer almaktadir. Eser Deyis turinde yaziimistir.

Eserin derlemecisi Ankara Devlet Konservatuari ve notaya alan Muzaffer Saris6zen’dir.
Eserin melodik yapisi olusturan motifler incelendiginde agirliklh olarak 2’li ve 3’0 ses
araliklarinin zaman zaman da 6’li ses araliklarinin kullanildigi gérilmektedir.

Eserin girisinde ah aman lafziyle baslayan serbest kisim sonrasi eser baslamaktadir.

Huseyni makam dizisinde bestelenen eser 5/8 usille bestelenmistir ve herhangi bir makam ve
usal degisikligi yapiimamistir.

Eserin ses genisligi 11 ses araliginda olup pes bdlgede la sesiile tiz bélgede sol sesleri arasinda
seyretmektedir.

Sdzel unsurlari bakimindan incelendiginde ayni ezgi tGizerinde yazilmis Ug¢ kita s6zden ibarettir.
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3.2.2. Geldiginiz Evler Dol'olsun Nurdan (Kirklar Semahi — Géniiller Semahi)
Sekil 2
Geldiginiz Evler Dol'olsun Nurdan (Kirklar Seméhi — Géndiller Seméahi) Isimli Eserin Notasi

TRT MOZIK DAIRESI YAYINLARI DERLEYEN
THM REPERTUAR No: 4605 ANKARA DEVLET
INCELEME TARIHI : 18, 11. 2005 KONSERVATUVARI
DERLEME TARIH|
AMASYA/Merzifon
07.07. 1943
— GELDIGINIZ EVLER DOL'OLSUN NURDAN
MUSA ASLAN (Kirklar Semahi-Gondller Semahi) NOTALAYAN
SORE: .h_ - ALTAN DEMIREL
N N~ ~
v i }o 1 il 1 i 1 L
4 >
A\NY > | e 1
) === =
(SAZ= = = = = = = = = = m e e e e e —
0 1 | 1 |
i ===
- e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e )
AGIRLAMA - ~
0 1 | 1 !
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¥ a) — —
BlZ DE BOY LE GOR DUK (SAZ = = = = = = — — — — ) U LU DAN PIR DEN (SAZ= = = = = = = = = = . )
n ~
YAR DM CI MIZ OL SUN (SAZ- = = = = = = = = ] ) oL $A HI MER DAN (17 - ke Rt Ao e )
fa) N /\ P M |
f e — = A 2 1 N~
4 e y 2 . i
1 i 2= =3 o= P W tH
J' h) 1 1 \v;
==
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ﬁv g ® 1 od | ® s ® ot | R . o
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N— ] — L . i - — B RN S—" : - + :
€ REN Le RO NON DE SAZ - = = = = ) U Yu YUP YAT TIM (SAZ = = = = = =
o e
R N R
1 1 1) 1 1 1 1 1 1 1 1 | 1
~2 L L] : ! ¥ ! | I e wm— ! 1 1 l 4
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(TRT Rep. No: 4605)
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GELDIGINIZ EVLER DOL'OLSUN NURDAN

(Kirklar Semahi-Gondiller Semaht)
«2 s
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GELDIGINIZ EVLER DOL'OLSUN NURDAN
(Kirklar Semahi-Géniiller Semaht)

23
YELDIRVE J. g8
e e e s e e A
')l L 1
. 't . '_. T —['—
) —
T P e ) YA MU HAM MET  MUS TA  FA
~ Y
9 '—[F— 7\ A = -
&’ Z=r .
- == —

Ll YEL MUR TA ZA HA SAN HO SE YIN A§ K NA  YAR DI MEY LE pDU§ KU NE

YA A
~al o T & ' S
St - ==

1~ T B

ZEY NEL A Bl DIN A§ K NA GEL DER DI MEDER MA NEY LE GEL HAK TAN DI LEK DI LE

/\ % . i I
r{r\v M : . —
b ¢
MEH Dl SA HP 2z MAN GE LE DE DE MOG LU SEC DE K LA

- i — |
#Q—Il '_!\"“l; P — ‘.\—Q i_

7V 7 VA,

DER DI ME DER MA NEY LE

]

GEL DER Dl ME DER MA  NEY LE

GELDIGINIZ EVLER DOL'OLSUN NURDAN
BIZ DE BOYLE GORDUK ULUDAN PIRDEN
YARDIMCIMIZ OLSUN OL SAH-| MERDAN
GELSIN HIZMET EHLI SEMAH EYLESIN

ERENLER ONUNDE UYUYUP YATTIM
GUHER DUNYASINDA DERYAYA BATTIM
KIRKLARIN ONUNDE BIR SEMAH TUTTUM
ON IKI ()/MAM SAH-I MERDAN ONUNDE

BEN DE BILIR IDIM KENDI HALIMI
SUKUR KOKULADIM CENNET GULUNU
SERDILER SOFRAYI SUNDUM ELIMI

ON IKI ()/MAM SAH-I MERDAN ONUNDE

SEMAH EYLEYENLER HASLAR HASIDIR
SEMAH EYLEMEYEN HAK'KIN NESIDIR
ABDAL PIR SULTANIM ER NEFESIDIR
GELSIN HIZMET EHLI SEMAH EYLESIN

YAMUHAMMET MUSTAFA
YAALIYEL MURTAZA

HASAN HUSEYIN ASKINA
YARDIM EYLE DUSKUNE
ZEYNEL ABIDIN ASKINA

GEL DERDIME DERMAN EYLE

GEL HAKTAN DILEK DILE
MEHDI SAHIP ZAMAN GELE
DEDEMOGLU SECDE KILA
GEL DERDIME DERMAN EYLE
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“Geldiginiz Evler Dol'olsun Nurdan (Kirklar Seméahi — Génuller Semahi)” isimli eserin muzikal analizine
bakildiginda;

8-

O-

10-
11-

12-

13-

14-

15-

Kaynak kisi Asik Musa Aslan’a ait olan eser 4605 numara ile TRT THM Repertuari kayitlarinda
yer almaktadir.

Eser semah tirlinde yazilmistir.

Eserin derlemecisi Ankara Devlet Konservatuari ve notaya alan Altan Demirel’dir.

Eserin melodik yapisi olusturan motifler incelendiginde agirlikh olarak 2’li ve 3’10 ses
araliklarinin kullanildigi gériimektedir.

Eserin girisinde 4 dlgulik sazlarin icra edecegi bir saz kismi, baglanti bulunmaktadir.

Hiseyni makam dizisinde, 9/8 ve 4/4 usllle bestelenmistir.

Eserin ses genisligi 8 ses araliginda olup pes bdlgede sol sesi ile tiz bélgede sol sesleri arasinda
seyretmektedir.

Soézel unsurlar bakimindan incelendiginde ayni ezgi Gzerinde yazilmis dort kita sézden ibarettir.
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3.2.3. Kaf u Nun Hitabi Izhar Olmadan

Sekil 3
Kaf u Nun Hitabi [zhdr Olmadan [simli Eserin Notasi

TRT MOZIK DAIRESI YAYINLARI DERLEYEN

THM REPERTUAR No: 4603 ANKARA DEVLET

INCELEME TARIHI : 08. 11. 2005 KONSERVATUVARI

YORE

AMASYA I | DERLEME TARIH|

05. 07. 1943
oo KAF U NUN HITABI [ZHAR OLMADAN

DAVUT ASLAN-MEHMET INAN NOTALAYAN

ALTAN DEMIREL

SURE:J- ss%

e e ——————— ) KA FU NUN HI TA Bl 12 HAR
YO Gl KEN A DEM LE HAV VA
KON T0 KENZ SR Rl NIN OL DUK
0 LN N o _ e e e e s E{‘_.
e T 1 " P‘r 'IL L i ) i
T Nt { é: = —
oL MA DAN oL MA DAN (SAZ = = = = = = — =
A LEM DE A DEM DE
GA HI

) BlZ BU KA l NA TIN I8 ol
HA Kl LE HAK | DIK SIR RI
AY NEL YA KIN BlL. DIK CE MAL

) KIM SE LER VA sl u Dl  DAR
BR GE CE CK MH MAN OL DUK
EY HO CA BZ DE DR SRR R

(TRT Rep. No: 4603)
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KAF U NUN HITABI IZHAR OLMADAN

=
o\ s, 9 2N ——
s e T T | ’A\ 1 1
e e e o o
€ ¢ 1 1 S L B
T i I \—H—‘E’_ e )

oL MA  DAN oL MA  DAN 1 v Do e
MER YEM DE MER YEM DE

I A HI I LA HI

E——— Blz KA BE KAV SEY NIN EV ED
HAZ RE T | SA NIN OZ BA
BlZ HA C BEK TA SIN FU KA %

T e e e T o T L e e e o s e e —
* e aaa

g-vh

NA St Yiz E FEN DOIM E FEN
BA S| iz E FEN DM E FEN
Rl S| YAZ E FEN DIM E FEN

KAF U NUN HITABI IZHAR OLMADAN
812 BU KAINATIN IBTIDASIYIZ
KIMSELER VASIL-| DIDAR OLMADAN
BlZ KABE-| KAVSEYNIN EV EDNASIYIZ

YOK IKEN ADEM'LE HAVVA ALEMDE

HAK ILE HAK IDIK SIRR-| MUPHEMDE

BIR GECECIK MIHMAN KALDIK MERYEM'DE
HAZRETI ISA'NIN OZ BABASIYIZ

"KUNTU KENZ" SIRRININ OLDUK AGAH!
AYNEL YAKIN BILDIK CEMALLULLAH'
EY HOCA BIZDEDIR SIRR-! ILAHI

BlZ HAC! BEKTAS'IN FUKARASIYIZ

BIZE "PEDER" DEDI TIFL-1 MESIHA
"RABB| ERNU DIYE CAGIRDI MUSA
"LEN TERANI" DIYEN IDIK BIZ SANA
BIZ TUR-| SINA'NIN TECELLASIYIZ

ZAHIDA ASINAMIZ "INNA FETAHNA"
HARABI| KEMTER| SERSER| SANMA
BIR KILI KIRK YARAN KAMILIZ AMMA
PIR BALIM SULTAN'IN BUDALASIYIZ

Kaf u Nun Hitabi izhar Olmadan (TRT Rep. No: 4603)

16- Kaynak kisiler Asik Davut Aslan ve Mehmet inan’dan alinmis olan eser 4603 numara ile TRT

THM Repertuari kayitlarinda yer almaktadir.

izhar olmak: gériinmek, belirmek
iptida: bag, baglangig

didar: y0z, gehre

sirr-t mUphem: belirsiz sir
mihman: misafir

agéh: bilen

cemal: yUz glzelligi

ufl: gocuk

Mesih: Hz. Isa

Tur-i Sina: Sina dad

zahida: ey zahit! (gok agiri sofu)
kemter: hakir, agagilik, adi

kamil olgun

budala (abdallar): diinya ile ilgisini kesip kendini tamamen
Allah'a baglamg olan dervig

isimli eserin muzikal analizine bakildiginda;

17- Eserin derlemecisi Konservatuari’dir ve notaya alan Altan Demirel’dir.

18- Eser dini igeriklidir.

19- Eserin melodik yapisi olusturan motifler incelendiginde agirhkli olarak 2’li ve 30 ses

araliklarinin kullanildigi gériimektedir.

20- Eserin girisinde 13 oélglik sazlarin icra edecegi bir ara nagme, baglanti bulunmaktadir.

21- Ussak makam dizisinde bestelenen eser 2/4

usal degisikligi yapiimamistir.

22- Eserin ses genisligi 4 ses araliginda olup pes bélgede la sesi ile tiz bélgede re sesleri arasinda

seyretmektedir.

23- Sozel unsurlar bakimindan incelendiginde ayni ezgi lizerinde yazilmis bes kita s6zden ibarettir.
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3.2.4. Sabahtan Ugradim
Sekil 4

Sabahtan Udgradim Isimli Eserin Notasi

T RT MUZIX DAIRESI VAVINLARY

T HM REPERTUAR SIRA Ne: 2731

INCELEME TARIMI: 7 .6.1985

YORESI

AMASYA

KiMDEN ALINDIE
ASIR 3IRKE
sURESi : J - 120

SABAHTAN UGRADIM

ssaaesr//_\ ’

DERLEYEN

A NKARA DEVLETY
KONSERVATUARL!

DERLEME TARiHi

NOTAYA ALAN
iSMET AKYOL

LU

YEM

CAN

TAT

L

SEV G U

YEM

YEM

MUZ

Miz

suL BUL

CAN BUL

BUL
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SE HER VAK Ti 6 10N CE AG LA DIR DA si BUL BU L
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1 [r— N r—— P—— [ — 1
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- I e
SABAHTAN UGRADIM

| ——

T t — ™

R S——
< AY. Rt LI GE Ti NiS ti

= ]

SABAHTAN UGRADIM PIR DIVANINA
PIR DiVAN! GULDUR GUL
OTURMUS TAHTI SARAVINA
TAHTI SARAY! GULDUR GUL

BULBULUYEM CAN GULU YAR
TATL! TATL! SEVGILIYEM
DALDAKI BULBULUYEM
BULBULUMUZ ocULUMUZ
EFKARIMIZ PIRIMIZ .
SUNA BULBUL CAN 8BULBUL
BULBUL $SU BULBUL
NASI BULBUL GALEMLER
GASI BULBUL
SE HER VAKTI OTUNCE
AGLADIR DASI BULBUL
BULBUL BIR_ GARIP KUSTUR
SEHER OTU$SU NE HOS$TUR
BEN BULBULU GINAMAM
AYRILIK GETIN ISTIR

BAGLANT!

BAGLANTI

GULDEN TEREZ! YAPTILAR
GULU GULNEN DARTTILAR
GUL ALDILAR GUL SATTILAR
GARSI PAZAR GULDEN GUL

BAGLANTI

“Sabahtan ugradim” isimli eserin mizikal analizine bakildiginda;

24- Kaynak kisi Asik Sirke’ye ait olan eser 2731 numara ile TRT THM Repertuari kayitlarinda yer
almaktadir.

25- Eserin Ankara Devlet Konservatuari tarafindan derlenmistir.

26- Eserin melodik yapisi olusturan motifler incelendiginde agirlikh olarak 2'li ve 31U ses
araliklarinin kullanildigr gorilmektedir.

27- Eserin girisinde sazlarin icra edecegi bir ara nagme veya baglanti bulunmamaktadir.

28- Eser serbest girisle baslamistir.

29- Huseyni makam dizisinde bestelenen eser 4/4 us(lle bestelenmistir.

30- Eserin ses genisligi 6 ses araliginda olup pes bdlgede fa sesi ile tiz bolgede mi sesleri arasinda
seyretmektedir.

31- Sbzel unsurlari bakimindan incelendiginde ayni ezgi Uzerinde yazilmis U¢ kita s6zden ve

baglantidan ibarettir.

4. SONUG

Alevi-Bektasi felsefesi gegmiste oldugu gibi glinimiizde de Tiirk toplumunun sosyal yasaminda derin
izleri olan bir olgudur. Dini boyutu kadar yasamin tiim sosyal alanlarinda da etkisi vardir. Sevgi, saygi,
hosgorl gibi evrensel degerlerin tamamini Alevi-Bektasi inang sisteminde gérmek mimkindir. Amasya
yoresi turkilerinde Alevi-Bektasi unsurlarinin incelendigi bu ¢alismada 6ncelikle yore tirkileri konulari
bakimindan tasnif edilmis ve dini icerikli eserler toplanmistir. Bu tirkiler arasinda Alevi-Bektasi unsurlari
gecen tirkileri sdzel olarak degerlendirildikten sonra bu eserler miizikal anlamda analiz edilmislerdir.

Agirlikli olarak semah tiriinde olan eserlerde siklikla kullanilan unsurlar sunlardir: Hz. Ali, Hz. Hasan,
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Hz. Hiseyin, Zeynel Abidin, Pir, Pir Sultan Abdal, Pir Balim Sultan, Erenler, Haci Bektas Veli, semah,

insan-1 kamil kavrami, on iki imam, kirklar.

Hz. Ali icin Sah-1 merdan ifadesi kullanilirken, eserlerde Hz. Ali ve on iki imam igin dvgllere yer
verilmektedir. Turkllerde kirklar ve erenlere sevgi ve saygi ifade edilmektedir. Haci Bektas Veli, Pir
Balim Sultan, Zeynel Abidin gibi sahsiyetlerin Amasya turkulerinde yer aliyor olmasi, onlarin Anadolu
insaninin goénliinde ne derece dzel bir yerlerinin oldugunun bir kanitidir ayni zamanda. inceledigimiz 40
turkd icerisinde 6 turkude Alevi-Bektasilige iliskin sdéylemler mevcuttur. “Neylersin” ve Ninni” eserleri
Amasya Turkuleri kitabinda bulunurken, Seldm Verdik Kadem Bastik (TRT Rep. No: 1816), Sabahtan
Ugradim (TRT Rep. No: 2731), Kaf u Nun Hitabi izhar Olmadan (TRT Rep. No: 4603), Geldiginiz Evler
Dol’olsun Nurdan (Kirklar Semahi — Gonuller Semahi TRT Rep. No: 4605) isimli tirkiler TRT Tirk Halk
Miizigi Repertuvarinda bulunmaktadir. incelenen eserlerin tamaminin Hiseyni ve Ussak makam
dizilerinde bestelendigi, cok fazla ses atlamalarinin yapiimadigi tespit edilmistir. Ayrica analizleri yapilan
eserler 2/4, 4/4, 5/8, 7/8 ve 9/8 usillerle bestelenmistir. Eserlerin kaynak kisileri Asik Musa Aslan, Asik

Davut Aslan, Asik Sirke ve Mehmet inan oldugdu tespit edilmistir.

Arastirmanin Etik Beyani

Yapilan bu calismada “Yuksekdgretim Kurumlari Bilimsel Arastirma ve Yayin Etigi Yonergesi”
kapsaminda uyulmasi belirtilen tim kurallara uyulmustur. Yénergenin ikinci bélimi olan “Bilimsel
Arastirma ve Yayin Etigine Aykin Eylemler” bashgi altinda belirtilen eylemlerden higbiri
gerceklestiriimemistir.

Ayrica ULAKBIM TR Dizin 2020 éligiitlerine gére calismada etik kurul onayini gerektiren herhangi bir

veri toplamaya ihtiya¢ duyulmamistir.
Arastirmacilarin Makaleye Katki Orani Beyani:
1. yazar katki orani: %100

Cikar GCatismasi Beyani:

Yazarlar arasinda herhangi bir kisisel ve finansal ¢ikar ¢atismasi bulunmamaktadir.
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EXTENDED ABSTRACT

1. Introduction

Amasya is located in the Central Black Sea region. It consists of 6 districts outside the city center. The
largest district is Merzifon and the other districts of Amasya are Suluova, Gdynucek, Gimushacikdy,
Hamamdzi and Tasova. Amasya is bordered by Tokat to the east, Yozgat to the south, Corum to the
west and Samsun to the north. Yesilirmak passes through the center of the city and there are Akdag,
Tavsan Mountain, inegél Mountain, Kocacik Hill, Kirklar Mountain, Ferhat Mountain in the province and
its districts. Amasya history dates back to ancient times. So much so that it has hosted many civilizations
from ancient times to the present day. These are respectively; Hittite, Phrygian, Cimmerian, Lydian,
Persian, Roman, Byzantine, Danishmend, Seljuk, llkhanid and Ottoman civilizations. Amasya is a very
rich city in terms of cultural as well as historical and geographical features. Many composers and artists

such as Vardakosta Seyyid Ahmet Aga and Giriftzen Asim Bey lived in Amasya during the Ottoman and
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republican periods. In addition, folk minstrels have contributed important works to folk music culture,

especially in the geographical area called "Gaziler Ovacigi" and located within the borders of Amasya.
Names such as Kul Fakir, Caferi, Bigare, Abdali, Turab Ali, Fukara Dervis, Dervisoglu, Selami, Dervis

Edna, Gulami, Kul Hasan, Kul Haydar, Nikabi, Sidki are among the well-known minstrels in the region.

2. Method

Fifty folk songs from the Amasya region were analyzed in terms of their verbal elements and the
concepts related to Alevi-Bektashi belief philosophy in the texts were determined. The elements such
as Hz. Ali, Hz. Hasan, Hz. Hiseyin, Zeynel Abidin, Pir, Pir Sultan Abdal, Pir Balim Sultan, Erenler, Haci
Bektas Veli, Semah, the concept of human being, twelve imams, forties are considered important. In
this study, Alevi-Bektashi elements in Amasya folk songs were analyzed. These folk songs were also

evaluated musically.

3. Findings, Discussion and Results

Alevi-Bektashi philosophy is a phenomenon that has deep traces in the social life of Turkish society
today as in the past. It has an impact on all social areas of life as well as its religious dimension. It is
possible to see all universal values such as love, respect and tolerance in the Alevi-Bektashi belief
system. In this study, in which Alevi-Bektashi elements in the folk songs of Amasya region were
analyzed, firstly, the folk songs of the region were classified in terms of their subjects and works with
religious content were collected. After verbally evaluating the folk songs with Alevi-Bektashi elements
among these folk songs, these works were analyzed musically. The elements frequently used in the
works, which are predominantly in the semah genre, are as follows: Hz. Ali, Hz. Hasan, Hz. Hiseyin,
Zeynel Abidin, Pir, Pir Sultan Abdal, Pir Balim Sultén, Erenler, Haci Bektas Veli, seméah, the concept of

human-kamil, twelve imams, forties.

While the expression Shah-1 merdan is used for Hz. Ali, the works include praises for Hz. Ali and the
twelve imams. In folk songs, love and respect for the forty and the virtuous are expressed. The fact that
personalities such as Haci Bektas Veli, Pir Balim Sultan, Zeynel Abidin are included in Amasya folk
songs is also a proof of how special they have a special place in the hearts of Anatolian people. Among
the 40 folk songs we analyzed, there are discourses on Alevi-Bektashism in 6 folk songs. While the
works "Neylersin" and "Ninni" are found in the book Amasya Folk Songs; the folk songs named Salam
Verdik Kadem Bastik (TRT Rep. No: 1816), Sabahtan Ugradim (TRT Rep. No: 2731), Kaf u Nun Hitabi
izhar Olmadan (TRT Rep. No: 4603), Geldiginiz Evler Dol'olsun Nurdan (Kirklar Semahi - Géniiller
Semahi TRT Rep. No: 4605) are in the TRT Turkish Folk Music Repertoire. It was determined that all
of the analyzed works were composed in Hiiseyni and Ussak makam scales and that there were not too
many sound skips. In addition, the analyzed works were composed with 2/4, 4/4, 5/8, 7/8 and 9/8
methods. It was determined that the source persons of the works were Asik Musa Aslan, Asik Davut

Aslan, Asik Sirke and Mehmet inan.

279



