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2023 Kis Sayisi
Degerli yazarlarimiz, hakemlerimiz, editorlerimiz ve okuyucularimiz!

Rast Miizikoloji Dergisi, en uretken muzik arastirmacilarinin katkisiyla 11. cilt 4. say1y1 sunar. Bu sayida
emegi gecen Rast Miizikoloji Dergisi ekibine yiirekten tesekkiir ederiz. Editor kurulu lyelerimizi her
sayida guncelliyoruz. Rast Mizikoloji Dergisinin kurumsal bir yapida devamli olarak kalitesinin ve
dinamizminin artmasina katki saglayacak akademisyenleri kurullarimiza davet ediyoruz.

Okuyucularimiz ve yazarlarimizla bazi 6nemli hususlar paylasmak istiyoruz. Rast Miizikoloji Dergisi,
editoryal yonetimde alan editorliigii sistemine 2024 yilinda gececektir. Bu noktada sef editérimiiz
ve editorlerimiz (alan) olacaktir. Bu yapilanmanin makalelerin inceleme sureclerinde daha fazla bir
dinamizm getirecegini dusiinlyoruz.

Yazarlanmizin makale basvurusu yaptiktan sonra oninceleme ve hakem inceleme sirecleri icin en az
iki aylik bir zamanin gececegini dikkate almalari gerekmektedir. Bu agidan makale basvurusu esnasinda
eksiksiz olmasi, hakem siirecinde revizyonlarin detayli raporlanmasini oneririz.

Rast Miizikoloji Dergisinin uluslararasilasmasi, farkli Ulkelerden yazarlan davet etmesi ile ilgili editoryal
diizeyde calismalarimiz devam etmektedir. Bu konuda daha 6nceki yazarlarimizin destegini bekliyoruz.

Bunun yaninda kurumsal olarak derginin desteklenmesi icin Rast Miizik Toplulugu ile is birliginin
yapilmas1 kararlastinlmistir. Bununla ilgili bilgilendirmeyi editor kurulu Uyelerimiz ve yazarlarimizla
paylasacagiz.

Bu yil (2023) yapmay1 planladigimiz 6zel sayilar 2024 yilina sarkmistir. Bu noktada yazarlarimizin ve
editorlerimizin cabalan icin cok tesekkur ederiz. Bu 6zel sayilar Turkiye’de ve diinyada ilk olacak olan
ozel sayilardir. Bu yiizden en iyi bir sekilde olmasini arzu ediyoruz.

En icten saygilarimizla
Rast Miizikoloji Dergisi Editorliigu

Winter 2023 Issue
Dear authors, reviewers, editors and readers!

Rast Musicology Journal presents the 11th volume and the 2nd issue with the most prolifc contribution
of creative music researchers. We would like to thank the team of Rast Musicology Journal who cont-
ributed to this issue. We update our editorial board members in every issue. We invite academics who
will contribute to the institutional structure of Rast Musicology Journal with sustainable quality and
dynamism to our boards.

We would like to share some important points with our readers and writers. Rast Journal of Musicology
will switch to the section editorial system in editorial management in 2024. At this point we will have
our editor-in-chief and editors (section). We think that this structure will bring more dynamism to the
review processes of articles.

Our authors should take into account that after submitting the article, at least two months will pass

for the pre-review and referee review processes. In this respect, we recommend that the article be
complete at the time of submission and that revisions be reported in detail during the review process.

We continue our work at the editorial level regarding the internationalization of Rast Journal of Mu-
sicology and inviting writers from different countries. We expect the support of our previous writers
on this issue.

In addition, it was decided to cooperate with the Rast Music Community to support the magazine ins-
titutionally. We will share information about this with our editorial board members and writers.

The special issues we planned to do this year (2023) have been postponed to 2024. At this point, we
would like to thank very much for the efforts of our writers and editors. These special issues will be
the first in Turkiye and in the world. That’s why we want it to be the best.

Best regards
Rast Musicology Journal Editorial
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Oz

Tiirk mUsikisi kanun icra islibunda bir ekol icraci olarak kabul edilmesi ve ilk kanun kayitlarinin kendisine
ait olmasi sebebiyle Kanlini Hac1 Arif Bey oldukca onem arz etmektedir. Kanlini Hac1 Arif Bey, kanun icra
tUslibuna yerlesmis fiske carpma, kaydirma, mizrapli carpma gibi yorum unsurlarini ustalikla kullanmis
ve kendisinden sonra yetisen kanun icracilarina yol gosterip ilham kaynagi olmustur. Bu arastirma Kandni
etmek ve somutlastirip ortaya koymak amaciyla yapilmistir. Arastirma ilgili literatiiriin taranmasi ve
mevcut durumun ortaya koyulmasi sebebi ile “betimsel” bir arastirmadir. Arastirma modeli olarak nitel
arastirma tiirlerinden dokiiman analizi kullamlmustir. Internet ortamindaki miizik platformlar ve ézel arsiv
taramalarinda ulasabildigim KanGni Hac1 Arif Bey’e ait olan Hicaz, Hiseyni ve Suzinak makamlarinda 3 adet
taksim yorum ve ifade unsurlarn bakimindan incelenmistir. Yorum unsurlarin tespiti icin alan uzman Prof.
Dr. Mehmet Goniil’lin eserlerine basvurulmustur. Arastirmada Kandni Haci Arif Bey’e ait Hicaz, Hiiseyni
ve Slzinak makamlarinda iic adet taksim dikte edilmistir. Taksimlerde kullandigi fiske carpma, mizrapli
carpma, Oncii carpma, karar/oktav dem tutma, kaydirma, fiske ile susturma, titretme yorum unsurlan
ayrica taksimlerindeki tartim kullanimi ve gider anlayisi incelenmis ve orneklerle gosterilmistir. Arastirma
sonucunda Haci Arif Bey’in kullandigi yorum unsurlarinin giiniimiiz kan@nileri tarafindan uygulandigindan
dolay1 ekol icraci olarak takip edildigi diistinebilir. Kanlni Hac1 Arif Bey’in taksim icralarinda kullandigi yorum
unsurlarin kanun egitiminde uygulamak icin kanun egitimine yonelik materyaller olusturulmalidir. Kanni
Hac1 Arif Bey’in icra Gslbunu anlayip uygulamak icin; perde anlayisini, seyit ve makam kullamimlarini,
taksimlerinde yaptig1 geckileri, kanununu teknik acidan nasil icra ettigini irdeleyen calismalar yapilmalidir.

Anahtar Kelimeler
kdnun, Kandni Haci Arif Bey, taksim, tavir, Tiirk Mdsikisi, tslap

Giris ve  Maverainnehir’de  kullamlanlardan
Kanun, oldukca eski bir saz olup kanun pek farkinin olmadig sb'ylenebi}ir. Bazi
kelimesi ve bu sazin tarifi “Binbir Gece Minyatirlerde de tespit edildigi uzere
Masallar1” adli kitapta yer almaktadir. Bu Kanun bu donemde gogsii biitliniiyle ahsap,
kitapta Kanun-i Misri (Misir Kanunu) olarak Metal telli bir calgidir (Karakaya, 2001:

gectigigriilmektedir (Besiroglu, 1998:114).  327-328).
. . ST HIBAZ N YOAO L0 P74 Q1O A!
Fakat o devirlerden bu zamanlara bir¢ok '/, :& «:”7‘,;'!}?&& = iﬁl

medeniyette kullamlmis, sekil ve icra
olarak degisim gdstermistir. Kanun, su an
yalmizca Tirkiye cografyasiyla kalmayip
bircok ulkede muzik topluluklarinda
gorebildigimiz bir saz haline gelmistir. Ses
sahasinin genisligi, ses rengi, Turk Miizigi
perdelerini bulundurmasi gibi ozellikleri
sebebiyle de Turkiye’de her turlu muzik
icrasinda kanun siklikla kullanilmaktadir.

Osmanli sinirlar icinde kanun, 15. yiizyilda
kullanilmaya baslanmis ve yapisizamanla
degisikliklere ugramistir. 16. yiizyilda
istanbul’da  kullanilan kanunlarin iran

Al D

i

Resim 1. Miizisyen minyaturiinde kanun (1539) -
Sileymanname, Topkap1 Saray1 (web 1)
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II. Murat devrinde (15. yy) yasamis ve
devrin onemli muzikologlarindan biri olarak
bilinen Ahmetoglu Siikrullah calgilara ait
edvarinda, 17. yizyilda yasayan Evliya
Celebi Seyahatnamesi’nde kanundan
bahsetmisler ve bu saz1 tarif etmislerdir.
Evliya Celebi Seyahatnamesi’nde bu sazin Ali
Sah tarafindan icad edildigini ifade etmistir.
Fakat bu saz 17.ylizyildan cok once bu isimle
bilinmekte ve calinmakta oldugundan, bu
ifadenin hangi saz ile ilgili oldugu konusunda
kesin bir yargiya varilamamaktadir. Daha
sonra kanun yavas yavas ragbetten diismis
ve Il. Mahmut zamaninda (1808-1839) Samli
Omer Efendi tarafindan, istanbul’da yeniden
msikiye kazandinlmistir. 20.yizyilin
baslarindan  itibaren  gelisen = mandal
sistemiyle icras1 daha rahat bir hale gelince
de mdsikinin vazgecilmez sazlarindan biri
halinegelmistir (Besiroglu, 1998:116).

Fotograf 1. Gliniimiizde kullanilan 6’li mandal
sistemine sahip bir kanun

Kanun icralarinin bulundugu ulasabildigimiz
en eski ses kayitlar, gramofonun ilk kez
1896-1897 yillarinda istanbul’a gelmesi
sonucu 19. ylzyil sonu itibariyle, sanatinda
c1gir acmis, kendisinden sonra yetisecek olan
kanun icracilarina ilham kaynagi olan Kandini
Hac1 Arif Bey’e dayanmaktadir. Kan(ini Hac
Arif Bey’den onceki donemlerde yasamis
kandnilerin calis stilleri hakkinda saglikli
bilgi sahibi olma ve yorumlama imkanimiz
yoktur (Kostak Toksoy, 2006,62).

Kandni Haci Arif Bey

KanGni Hac1  Arif Bey, 1862 yilinda
istanbul’un  Aksaray semtinde diinyaya
gelmis, ilkokulunu tamamladiktan sonra orta
ogrenimini Kocamustafapasa Ristiyesi’nde
tamamlamistir.  Egitim hayatim  basariyla
tamamladiktan sonra 19 yasinda “Posta-
Telgraf Nezareti Muhasebe Kalemi’nde memur
olarak goreve baslamistir. Bu kurumda on lic
yil gorev yaptiktan sonra 1895’te, o zamanlar
Osmanli Devleti sinirlant icinde bulunan
Yemen’e Posta-Telgraf Mudirliigli Baskatip
muavinligine atanarak, Yemen’in baskenti
Sana’ya gitmistir. Yemen’e gittiginde hac
vazifesini de yerine getirmis (Hac1 lakabr1)
alti y1l sonra 1901 yiinda tekrar istanbul’a
donmudistiir. KanGni Hac1 Arif Bey, yakalandig
kolera hastaligi sebebiyle 49 yasinda (1911)
vefat etmis ve Menah sehrine defnedilmistir
(Oztuna,1986:61).

Fotograf 2. KanGni Hac1 Arif Bey (web 2)
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Kanun icra etmeyi memuriyetinin ilk
yillarinda San Tal’at Bey’den 06grendi.
Kanunu cok iyi icra eden bir sanatc¢i olarak
nam saldi. Kanunun Tirk Misikisi’nde vaz
gecilmez ve esasli bir sekilde yer almasin
saglamistir (Oztuna,1986:61). Kan(ni Haci
Arif Bey’in kanunun Tiirk Misikisinde yaygin
olarak kullanilmasinda katkisinin onemli
olclide oldugu goriilmektedir.

Kandni Haci Arif Bey, “Darii’l Misiki” adinda
bir misiki cemiyeti kurmus ve Tepebasi
Tiyatrosu’nda Tanb{ri Cemil Bey, Sant{ri
Edhem Efendi, Udi Nevres Bey gibi usta
sanatkarlarla birlikte konserler vermistir.
Yetistirdigi baslica 6grencileri: Kanlni Nazim
Bey, Kanlini Resad Bey, Sehzade Cemaleddin
Efendi, Dr. Suphi Ezgi’nin babasi Kan{ni
ismail Ziihdii Bey, Fahri Kopuz ve misikimizin
son yiizyildaki biylik bestekarlarindan olan
oglu Zeki Arif Ataergin’dir. Eserlerinin
notalar1 oglu Zeki Arif Bey’e kalmistir
(Oztuna,1986:62).

O donemde kanunda mandal kismi
bulunmadigindan kanunu mandalsiz icra
etmistir. Daha sonralarda mandalli kanunlar
uretilse de Hac1 Arif Bey mandalsiz kanunu
calmayi tercih etmistir. Elimize ulasan sinmirli
sayidaki kayitlarinda bile taksimlerinde
oldukca teknik ve seri muzik cumleleri
kullanmistir. Kanununda mandal olmamasina
ragmen akict bir Uslupta, kanunu adeta
mandallart varmis gibi gerektiginde hizli
tartimlar1 miikemmel derecede icra etmesi
saza hakimiyetinin ve ustaliginin  bir
gostergesi olarak kabul edilebilir.

Calis tarzi kendine has, gayet yumusak (latif)
ve uyumlu olan Arif Bey, zamaninda kanun
calanlarin eskiden beri tekdiize ve aym
tavirda devam etmelerine ragmen, kanunda
bir sanat devrimi yapmis ve bir ekol viicuda
getirmistir. Kanun icrasimi ekol yaratacak
derecede ileri bir virtuozlik derecesine
erismistir (Berkman, 2007:18).

Kanini Hac1 Arif Bey kendi zamaninda kanun
calanlarin tek diize ve ayni1 tavirda olmalarina
ragmen kendine has ahenkli ve latif tarzim
ortaya koymustur (Ozalp, 1986:56).

2023, 11(4) 475-502

Fotograf 3. Kanuni Hac1 Arif Bey’in mandalsiz kanunu
(web 3)'

Fiske olarak tanimlanan, tirnakla yapilan
kanuna 6zgl bu carpmayi ilk defa Kanani
Hac1 Arif Bey’in kullanmis olmasi, bununla
birlikte Arif Bey kanununun akortlu olmas,

perdeleri temiz basmasi ile tanmnmistir
(Vural,2019,24).

Fiske teknigi kullanilarak yapilan icra
giinimizde dahi  kanun icracilarninin

kullandig1 baslica yorum unsurlar arasinda
yer almaktadir. Fiske ara carpma, karar
dem tutma, oktav dem tutma, kaydirma gibi
teknikler Haci Arif Bey’in kullandig1 baslica
yorum unsurlart arasinda yer almaktadir.

Kuramsal Cerceve

Misiki erbab1 icin icra giizele ulasma
maksadi tasir. Buradan yola cikarak “yorum:
kisiden kisiye farkliik gosterebilen, genel
yapisint bozmaksizin besteye ve icraya dahil
edilen, icray1 renklendiren, giizellestiren
kiciuk muzikal unsurlardir” denilebilir
(Goniil, 2010: 37). Kanini Haci Arif Bey de
bu miizikal unsurlar yerinde, abartisiz ve
Tiirk Masikisi Usllbu cercevesinde ustalikla
kullanip icrasina yansitmistir.

Tiirk Misikisi’nde Uslup ve tavir konularina
Goniil (2018) su sekilde aciklik getirmistir:

“Tark  mdsikisinde  Uslip;  zaman
icerisinde tekamiil eden Tiirk masikisi tiir
ve bicimlerinin icrasinda ortaya cikan ve
gelenek haline gelen icra bicimi olarak
tabir edilmelidir. Tavir ise icracinin hangi
tiirde olursa olsun icra ettigi esere kendi
san‘at birikimi ile kattiklarim anlatmak
icin kullanmilmalidir. Yani Uslip, zaman
icerisinde belirlenen bicim ozellikleri

' Cumhurbaskanligi Millet Kitliphanesinde diizenlenen
“Saz ve S6z:Tirk Miizigi Tarihi Sergisi” ‘den
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1s181nda eserlerin nasil icra edilecegini,
tavir ise icracinin eser bicimine ait Uslup
ozelliklerini gozeterek icra ettigi esere
san‘at birikimiyle kattig1 kendine has
icrai beceri ve yorum ozelliklerini, ifade
bicimini anlatmaktadir.” (Gonul, 2018:
42).

Kandni Haci Arif Bey’in icra ettigi mandalsiz
kanuna gore glinimiizdeki kanunlarda
basta mandal sistemi olmak uUzere birtakim
degisiklikler meydana gelmistir. Degisimler
yalmzca kanunda degil icralarda da
goriilmektedir. Ancak ilk olarak Kan(ni Haci
Arif Bey’den duydugumuz fiske carpma teknigi
gibi teknikler glinimiiz kantnileri tarafindan
da icralarda sikca kullamlmaktadir.

Hac1 Arif Bey’in ulasilabilen ilk kanun
kayitlarinin ~ sahibi olmasi, sonrasinda
yetisen kanun sanatkarlarina lslup ve tavir
konularinda yol gosterici bir ekol kan(ni
olmasi sebepleri ile calismamda Kanlini Hac
Arif Bey’e ait uUc adet taksim kaydi dikte
edilerek Tirk Mizigi uUslibu cercevesinde
taksimlerindeki kanun icrasinda yorum

unsurlar incelenmistir.

Fotograf 4. Kan(ni Hac1 Arif Bey’in 1895’te eyalet

Posta ve Telgraf Mudiirliigli baskatibi olarak Yemen’de
gorev yaptigi yillar (web 4) (Soldan ikinci kisi Kantini
Hac1 Arif Bey’dir)

Kanani Haci Arif Bey’in Taksimlerinde
Kullandig1 Baslica Yorum Unsurlan

Tirk msikisi icrasinda genel Uslup ve o6zel
tavir ortaya koyan unsurlar yorum ve ifade
unsurlart  basligi altinda irdeledik. Haci
Arif Bey’in taksimlerinde kullandigi baslica
yorum unsurlari asagidaki on altbaslik altinda
incelenmistir.

Carpma

Genel muzik terminolojisinde appociatir ad
verilen siisleme Tirk misikisinde genellikle
“carpma” olarak ifade edilmektedir (Toksoy,
2006:32).

Tirk mUsikisinde en yaygin olarak kullanilan
yorum unsuru siiphesiz carpmadir. Kanun
icrasinda  kullamlan carpma  cesitleri
calismamizda fiske ara carpma, mzrapli
carpma ve oncu carpma olarak uc¢ farkl
sekilde irdelenmistir.

Fiske carpma; Kanun icrasinda “fiske”
mizrapla tele vurduktan sonra bas parmagin
tirnak kismi ile tele vurularak yapilan icra
teknigidir. Fiske carpma, 8’lik veya 16’lik
tartimlarla ayni ses lizerinde Ust Uste vurulan
mizraplar arasinda fiske teknigi kullanarak
ve perde gozetilerek yapilan carpmalardir.

Mizrapli carpma; Mizrapli carpma icra
esnasinda vurgulanmak istenen perdeden
once veya sonra mzrap ile yapilan
carpmalardir. Fiske carpma ile karismamasi
icin mizrap ile yapilancarpmay1 gosterirken
carpma notasinin uzerine “m” harfi eklenip
( 3) seklinde gosterilmistir.

Oncii  carpma; Genellikle muhtelif
araliklardaki alt seslerden baslayip kaydirma
hareketi ile varilmak istenilen perdeye
kadar butun frekanslar1 duyurarak yapilan
ve icraclya makam dizisi icerisinde siireklilik
saglayan bagli carpma cesidini ifade eder
(Goniil, 2021).

Karar/Oktav dem tutma

Ezginin ana seyrinin genelde altinda,
tartimlar arasinda, icra edilen makamin
karar perdesine veya ana seyrin oktav
perdesine mizrap ile vurularak yapilan yorum
unsurudur (Gonul, 2021).

Kaydirma

Tirnak veya mandallar kullanilarak tele
vurulduktan sonra telin titresimi devam
ederken, gidilmek isteyen perdeye kadar

perdeleri baglamak icin yapilan yorum
unsurudur. Bu calismada (=) seklinde
gosterilmistir.
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Fiske ile susturma

Fiske teknigi uygulandigi zaman herhangi
bir perde duyulmaksizin yalnizca telin
titresiminin kesilmesi icin yapilan yorum
unsurudur. Bu calismada ( , ) seklinde
gosterilmistir.

Titretme (Vibrato)

Tele mizrap ile vurduktan sonra seri mandal
hareketleri veya bas parmak kullanilarak
tirnak darbeleri ile teli titreterek yapilan
yorum unsurudur. Bu calismada (vib.)
seklinde gosterilmistir.

Tartim

Taksimicrasi sirasinda kullanilan karakteristik
tartimlarin (triole, senkop vb.) incelendigi
unsurlardir.

Ritim
Taksim icrasi sirasinda hizlanma, agirlasma ve
puandorg kalislarin incelendigi unsurlardir.

Arastirma Problemi

Arastirmanin amaci Kanini Haci Arif Bey’in
taksim icralarindaki yorum unsurlarini ortaya
koymak ve bu sayede yeni kanun icracilarina
Tirk Musikisi Uslibu ve tavr1 konusunda
uygulama-icra ornekleri sunmaktir. Bu
arastirmanin temel problemi ise;

»  Turk mizigi kanun icra tslbuna gore
Kanlni Hac1 Arif Bey’in taksim icralan
nasildir?

Alt Problemler

»  KanQni Hac1 Arif Bey’in taksimlerinde
bulunan yorum unsurlar nelerdir?

>  KaniniHaci Arif Bey’in taksimlerinde
yorum unsurlarini nasil kullanmistir?

> KanQni Haci Arif Bey’in taksimlerinde
tartim kullanimi nasildir?

> KaniniHaci Arif Bey’in taksimlerinde
gider anlayis1 nasildir?

> KanQni Haci Arif Bey’in taksim icrasi
ile Saz Semaisi icrasi arasindaki etkilesim
nasildir?
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Yontem

Bu arastirma Kan(ni Haci Arif Bey’e ait
taksimleri  incelemesi acisindan nitel
arastirma tekniklerinden dokiman analizi
teknigine uygun olarak yapilmistir. Bu
teknikte incelenmesi amaclanan eserin alana
uygun analiz tekniklerine gore irdelenerek
betimlenmesi amaclanir.

Dokuman analizi, belli bir hedefe yonelmis
olarak kaynaklarn bulma, okuma, not alma
ve degerlendirme islemlerini icermektedir.
Baska bir deyisle dokiman analizi, basili
ve elektronik ogelerin analiz edilmesi ve
degerlendirilmesi siirecinde gerceklesen bir
dizi islemdir (Yildirim ve Simsek, 2013).

Dokiimanlar ve Siirec

internet ortamindaki miizik platformlan ve
Ozel arsiv taramalarinda ulasabildigim Kan(ini
Hac1 Arif Bey’e ait olan Hicaz, Huseyni ve
Suzinak makamlarinda u¢ adet taksim yorum
ve ifade unsurlarn bakimindan incelenmistir.
Yorum unsurlarinin tespiti icin Prof. Dr.
Mehmet Goniil’e ait “Nevres Bey’in Ud
Taksimlerinin Analizi ve Ud Egitimine Yonelik
Alistirmalarin Olusturulmas1” isimli doktora
Tezinden ve Necmettin Erbakan Universitesi
Sosyal Bilimler Enstitiisii Tiirk Miizigi Anabilim
Dali’nda Prof. Dr. Mehmet Gonul tarafindan
verilen Notaya Alma Teknikleri dersi 2021
yili ders notlarindan istifade edilmistir.
Arsiv taramasi sonucu elde edilen taksimler
“Studio One” programi kullanilarak bolahenk
akorda getirilip deformasyonlar temizlenmis
ve duzeltilmistir. Daha sonra dikte edilmis
ve taksim notalar1 “Finale 2014” programi
kullanilarak bilgisayar ortamina aktarilmistir.

Bulgular ve Tartisma
Fiske Carpma Kullanimi

Fiske, Tirk Miizigi kanun icrasinda en cok
yer alan yorum unsurlarindandir. Fiskeli icra
tslabunu ilk olarak Kaniini Haci Arif Bey’in
kullandigina dair ulastigimiz kayitlar ve bu
yorum unsurunun daha sonraki zamanlarda
yetismis kanQnilerin benimsemis olmasi
fiskeli icramin bir Tirk stili oldugunu
dusundirmektedir (Kostak Toksoy, 2011:70).
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Kandni Hac1 Arif Bey’in irdelenen taksimleri
icerisinde en sik kullanilan yorum unsurunun
fiske ile carpma oldugu goriilmektedir.

Sag el duyurulmak istenen sesi mizrap ile
vurup tinlatirken sol el de teldeki titresimi
fiske darbesi ile keser. Bu sirada mizrapla
vurulan ana perdenin disinda bir carpma sesi
duyurulur, ancak pek giicli bir ses degildir,
diger calgilardaki (ud, tanbur vb.) mizrapsiz
parmak carpmasi duyumundadir (Kazazoglu,
2018: 67). Fiske uygulandiktan sonra duyulan
perde, Hac1 Arif Bey’in kanun taksimlerinde

genelde mizrapla vurulan perdenin bir ust
perdesidir.

Tlrk Masikisi icra Uslibunda kanuna o6zgii
bir yorum unsuru olan fiskede, sol elin
orta parmagiyla, bas parmag birlesir ve
bas parmagin tirnak ile etin birlestigi yer,
mandallarin bitiminden itibaren bilekten
yapilan bir hareketle tele sol elle muinavebeli
bir sekilde vurur (Kostak Toksoy, 2006: 52).

Dikte edilen taksimlerde fiskeli
duyuldugu perde uzerinde )
gosterilmistir.u

carpma
seklinde
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Figiir 1. Fiske carpma kullanimi

Hicaz taksimin 1. dizeginden alinan bu
ornekte taksim girisinde mizrapla rast
perdesine 8’lik tartimlarla vururken perde
aralarinda fiske carpma yaparak digah

perdesini  duyurmustur. Aym  perdeler
arasinda art arda yapilan fiske carpmasina
ornek olusturmustur.
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Figiir 2. Fiske carpma kullanimi

Hiiseyni taksimin 6. dizeginden alinan bu
ornekte mizrap ile acem perdesine 16’lik
tartimlarla vururken perde aralarinda fiske
carpma yaparak bir ust perde olan gerdaniye
sesini duyurmustur. Dizek sonunda ise 8’lik
gerdaniye perdesinden sonra yine fiske
carpma ile muhayyer perdesi duyurulmustur.

Mizraph Carpma Kullanimi

Carpma, Tirk kanun calis uslibunun en
onemli miizikal unsurlarindan oldugunu ifade
etmistir (Kostak Toksoy, 2011:71).

Dikte edilen taksimlerde, mizrapli carpma
unsuru seslendirilecek perdenin oncesinde
veya sonrasinda olmak uzere farkli sekillerde
tespit edilmistir.

Kanunda carpma, geleneksel calis teknigi
icerisinde sikca kullamilan bir yorum
unsurudur. Tirk miizigi asarimin hemen her
tirinde nota yaziminda gosterilsin veya
gosterilmesin  Tirk Masikisi icra uslabu
cercevesinde cok sayida carpma yapilir
(Kostak Toksoy, 2006:34).
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Figlir 3. Mizrapli carpma kullanimi
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Hiseyni Taksimin 22. dizeginde gordigiimiiz
iizere iki adet mizrapli carpma yapilmistir. ilk
ornek 4’lu araliktan olusmus, neva perdesine
mizrapli carpma yapilip duyurulmak istenen
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Devaminda gordugimiiz diger mzrapli
carpma orneginde ise duyurulmak istenen
perde ile aym perdeye carpma yapilmis,
carpmadan sonraki hiseyni perdesi daha

asil perde olan gerdaniye calinmistir. vurgulu icra edilmistir.
N t# M -3 f/‘?} _ M P
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Figiir 4. Mizrapli carpma kullanim
SGzinak taksimin 5. dizeginde neva gereklerince genellikle karar, 4’li,

perdesinden once cargah perdesine mizrapla
vurularak yeden sesi ile neva perdesi
kuvvetlendirilmistir. Burada gordigiimiiz
uzere calinacak perdenin bir alt sesine
yapilan  mizrapli carpma  kullaniminm
genellikle makamin asma kararlarindan veya
karar perdelerinden once gorulmustur.

Oncii Carpma Kullanim
Oncii carpma ifadesi icra esnasinda makamin

5°li
veya muhtelif alt araliklara tekabul eden
perdelerden baslayip, ulasilmak istenen
perdeye vyapilan kadar buitin perdeleri
duyurarak yapilan bagli carpmalan ifade
etmek icin kullanmilir (Gonul, 2021; Durak,
2022:41).

Arastirmamda kaydirma teknigi kullanarak
yapilan carpmalar oOncii carpma basligi
altinda incelenmistir.
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Figiir 5. Oncii carpma kullanimi
Hicaz taksimden alinan Ornegimizde 23. aralik kullanilarak yapilmis sonrasindaki

dizekte iki farkli sekilde onci carpma
kullanmilmistir.  Birinci  kullanim  dugah
perdesinden acem perdesine kaydinlip 6’li

ornegimizde ise diigah perdesinden muhayyer
perdesine kaydirarak bir oktav araliginda
kullanmlmistir.

Figiir 6. Oncii carpma kullanimi

Hiiseyni taksimin 17. dizeginde iki adet
oncu carpma  kullanimi  gorulmustar.
Orneklerimizin her ikisinde de goriildigu
uzere oncu carpma kullanimi hiseyniden
muhayyere ve dugahtan nevaya olmak lzere
4’(u araliklar ile yapilmistir.

Karar-Oktav Dem Tutma Kullanimi

Kanlni Haci Arif Bey taksimlerinde sik sik
karar veya oktav dem tutma yorum unsurunu
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kullanmistar. Tiirk Miizigi kanunicra islibunda
sik stk kullanilan bu yorum unsurunu Haci
Arif Bey genelde alt perdelerden oktav veya
karar sesinden dem alarak kullanmuis, icraya
ahenk katmistir. Kanunun ses sahasinin genis
olmas1 bu yorum unsurunu sik¢a kullanmaya
olanak saglamistir.
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Figiir 7. Ok

Hiiseyni taksimden aldigimiz ornekte oktav
dem tutma yorum unsurunun taksimin 2.
dizeginden baslayip 3. dizegin ortasina
kadar devam ettigini gormekteyiz. Hiiseyni
makaminda 8’lik tartimlarla hiiseyni perdesini

tav dem tutma

calarken bir oktav pestindeki hiseyniasiran
perdesinden dem ses almistir. Bununla
birlikte huseyni makaminin guclu perdesi
olan huseyni perdesini kuvvetlendirmistir.

2
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Figlir 8. Oktav dem tutma
Hicaz taksimden aldigimiz 6rnekte taksimin  metodunda su sekilde soz etmistir:

giris kism olan 1. ve 2. dizeginde oktav
dem tutma yorum unsurunu gormekteyiz.
Her iki ornekte de oktav dem tutma yorumu
hizlanarak icra edilmistir. Hicaz taksimde
hizlanma sonrasinda 16’lik tartimlarla icraya
devam edilmistir.

Kaydirma Kullanimi
Kaydirma tekniginden Aydogdu (2004:163)

=3

“kaydirarak bir sesi bulmak da denilebilir.
Kanunda bu teknik, sol el bas parmaginin
tel Uzerine konulup ulasilacak sese
kaydirilmasiyla elde edilir.”

Kanlni Hac1 Arif Bey mandalsiz kanun icra
ettigi icin, mandal kullanilarak yapilan
kaydirma yorum unsurunu kullanmamistir.

m

Figiir 9

Suzinak taksimden alinan ornekte 6. ve 7.
dizeklerdekarar perdesiolanrast perdesinden
neva perdesine kaydirma yapilmistir. Rast
perdesine mzrapla vurduktan sonra sol

. Kaydirma

el basparmagi ile tele kuvvet uygulayip
saga dogru kaydirlip rasttan nevaya kadar
olan sesler duyurulmus ve ardindan neva
perdesine mizrapla vurulmustur.
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Fiske ile Susturma Kullanimi

Fiske teknigini uygularken parmagin tirnak
kismi ile degil yumusak et kismi ile vuruldugu
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zaman ayrica bir perde duyulmayip telin
titresiminin kesilmesiyle uygulanmistir.
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Figiir 10. Fiske

Hiiseyni taksimin 22. dizeginden alinan
ornekte gorildiugu lzere Hac1 Arif Bey fiske

‘% A- ’ - ‘E F D
ile susturma

ile susturma yorum unsurunu kullanmustir.
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Figiir 11. Fiske

Suzinak taksimin 27. dizesinden alinan
ornegimizde fiske ile carpma tekniginden
hemen sonra fiske ile susturma teknigi
kullamlmistir. Her iki cesit fiske teknigini
ust uste kullambis bicimine Haci Arif Bey’in
taksimlerinde daha az rastlamlmistir.

ile susturma

Titretme (Vibrato) Kullanim

Seri sekilde uygulanan fiske darbeleri ile
genelde kismen uzun tartimlarda uygulanan
yorum unsurlarindandir. Haci Arif Bey bu
teknigi nadiren taksim icerisinde kullansa
da genellikle taksimin son perdesinde

uygulamistir.
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Figiir 12. Titretme

Suzinak taksimin son dizeginin sondan bir
onceki ve son perdesinde titretme teknigi
kullamlmistir.
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Figlir 13. Titretme

Hiiseyni taksimin 23. dizeginde gordiigiimiiz
bu ornekte de makamin asma karar perdesi
olan huseyni perdesinde puandorg ile birlikte
uygulanmistir.
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Tartim Kullanim

Ucleme tartimi Tiirk Miizigi icrad islibunda
sikca kullanilan tartimlar arasindadir. Haci
Arif Bey de ucleme tartiminm1 calismamizda
irdeledigimiz tim taksimlerinde kullanmistir.
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Figiir 14. Ucleme tartim kullanim

Suzinak taksimin 11. dizeginden aldigimz
ornekte bir tanesi 16’Uk tartimlardan
olusmus 3 tane ucleme gorulmektedir.

Bir diger sik kullanilan tartim unsuru ise
16’lik notadan sonra gelen noktali 8’lik (&%)
tartimidir. Haci Arif Bey’in irdeledigimiz lig

Dizekte kullamlan ikinci lclemede segah taksiminde de bu tartima siklikca
perdesinden sonra fiske carpma ile ¢argah rastlanmistir.
duyurularak ucleme tartim kullanilmistir.
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Figlir 15. 16’Uik notadan sonra noktali 8’lik tartim kullanimi

Hiiseyni taksimin 13. dizeginden aldigimiz
ornekte gorildiigi lizere 16’lik notadan
sonra gelen noktali 8’ligin olusturdugu tartim
kullamim1  gorilmektedir.

ikinci dikdortgen icerisinde kullanilan bu
tartim unsuru ile gerdaniye perdesinden
segah perdesine kadar bir inis yapilmistir.
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Figiir 16. 32’lik notadan sonra noktali 16’lik tartim kullanimi

Hiseyni taksimin 22. dizeginde gorildigi
lzere sectigimiz ilk kisimda 32’lik notadan
16’lik

sonra noktali tartim  kullanim

gorilmektedir. Bu tartim unsuru icrasi
esnasinda fiske ile susturma yaparak noktali
16’lik notalart susturmustur.
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Figlir 17. 8’lik notadan sonra iki adet 16’Uk tartim kullanimi

Suzinak taksimin 30. dizeginde verdigimiz
ornekte gorildiigi lzere 8’lik nota ardina
iki adet 16’lk notanin eklenmesiyle olusan

tartim kullanimina taksimlerde oldukca sik
rastlanmistir.

Figiir 18. iki adet 16’lik notadan sonra 8’lik tartim kullamim
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Hicaz taksimin 25. dizeginden alinan 6rnekte
iki adet 16’k nota ardina 8’lik notanin
eklenmesiyle olusan bir onceki ornekte
verdigimiz tartimin tersi olan tartim sikca
kullamlmistir.
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Gider Anlayis1 (Ritmik Unsurlar)

Taksimler esnasindaki hizlanma, agirlasma,
durgu (puandorg) gibi unsurlar bu bashk
altinda irdelenmistir.

Figiir 19. Oktav dem tutarak hizlanan gider

Huseyni taksimden alinan bu ornekte 2.
dizekten itibaren oktav dem tutarak gider
hizlanmstir.

Figlir 20. 8’lik tartimdan kademeli olarak 16’lik tartima hizlanan gider

Taksimlerimizi dikte ederken art arda gelen
8’lik ve 16’Lik tartimlarin yaziminda, 4’luk
notalarin sap1 uzerine cizilen cizgiler ile
ifade edilmistir. Eklenen her bir cizgi nota
degerini yarisina diisiinmustiir. Art arda gelen

16’lik notalar ( 7) isareti ile, 8’lik notalar ise
(5) seklinde gosterilmistir.  Yukaridaki
hicaz taksimden alinan ornekte icra 8’lik
tartimla hizlanmaya baslayip 16’Uk tartim
hizina ulagilmistir.
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Figiir 21. Puandorg kullanim

Yorum unsurlart bakimindan inceledigimiz
taksimlerde zaman zaman puandorglu
kalislara rastlamlmistir. Yukaridaki Hiseyni
taksimden aldigimiz 6rnekte makamin giicli
perdesi olan hiiseyni perdesinde puandorg
kullanimi1 gorilmektedir.

Hiiseyni Saz Semaisi ve Hiiseyni Taksimi
Arasindaki Etkilesim

Bu baslik altinda Kan{ini Hac1 Arif Bey’e ait
saz eserlerinden ulasabildigimiz taksimlerin
makami ile ayn1 olan bir eser secilip ornekler
sunulmustur. Taksim ve saz semaisi formlan

sozstiz misiki formlarimizdandir. Bu sebeple
eserler arasindaki etkilesime bakilirken
bu formlar tercih edilmistir. Bu baglamda
Kanani Hac1 Arif Bey’in Hiiseyni makaminda
bestelemis oldugu saz semaisi ve Hiseyni
taksimi arasindaki etkilesim arastirilmistir.
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Figlir 22. Hiiseyni taksim icerisinde Saba geckisi

2.HANE
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Figlir 23. Hiiseyni saz semaisi icerisinde Saba geckisi

Yukarida verilen her iki 6rnekte de goriildigi
lizere Kan(ini Hac1 Arif Bey hiiseyni taksiminin

12. dizeginde ve hiiseyni saz semaisinin 2.
hane girisinde Saba geckisi kullanmistir.
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Figiir 24. Huseyni taksim icerisinde nim hicaz perdesi kullanim
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Figlir 25. Huseyni saz semaisi icerisinde nim hicaz perdesi kullanimi

Yukarida verilen oOrneklerde goriiliigi gibi
KanGni Hac1 Arif Bey, hiiseyni taksiminin
19. dizeginde ve hiiseyni saz semaisinin 3.
hanesinde huseyni makam dizisi disinda nim
hicaz perdesi kullanmis olmasi 6zelligiyle her
iki eserindeki etkilesim ortaya koyulmaktadir.

Sonuc¢

KanGni Hac1 Arif Bey Tirk Mizigi icra
Uslibunun gerektirdigi yorum unsurlarim
kanun ozelinde ustalikla gostermistir. Fiske
ile carpma kullamminm ilk defa kullanan
kanun icracisi oldugu bilinmektedir. Bununla
birlikte mizrapli carpma, kaydirma, oktav/
karar dem tutma yorum unsurlarini kullanmig
ve kanunda Tirk Mizigi uslibu icrasinda
giinlimiiz kanun icracilarina 1s1k tutmus ve
bir ekol haline gelmistir.

Kanlni Hac1 Arif Bey’in en sik kullandigi
karakteristik yorum unsuru fiskeli carpmadir.
Fiskeli carpmayr oldukca temiz, seri bir
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sekilde uyguladig1 ve fiskeyi mandallarin
hemen bitimine uygulayip genelde bir ust
perdeyi duyurdugu tespit edilmistir.

Fiskeli carpma kadar olmamakla birlikte
taksimlerde mizrapli carpma yorum unsurunu
da kullanmistir. Mizrapli carpmay1 genelde
duyurulmak istenen perdeden once perdenin
bir alt sesine mizrapla vurarak yapmistir.
Nadiren duyurulmak istenilen perdeye yine
oncesinde mizrapla carpma yapip duyurulmak
istenen perdeyi kuvvetlendirmistir.

Hac1 Arif Bey onci carpmayi calismamizda
irdeledigimiz lic taksimde de kullanmistir.
Varilmak istenilen perdeden once giicli bir
sekilde telde kaydirma yaparak icra etmistir.
Teknik olarak bir Ust sese kaydirma yapmak
mimkiin olamayacagindan genelde 4’li,
5’'li veya oktav araliklarda oncl carpma
kullamlmistir.
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Oktav/karar dem tutma yorum unsuru Haci
Arif Bey’e ait irdelenen ic¢ taksimde de
mevcuttur. Dolayisiyla dem tutma teknigi Hac
Arif Bey’in karakteristik yorum unsurlarindan
sayilabilir. Duyurulmak istenilen perdede
uzun kalislar yapmak, perdeyi vurgulamak,
kanunun genis ses sahasint kullanarak alt
oktavlardan dem ses almak gibi amaclar
ile kullanilmaktadir. Kanunda o devirde
kullanilan tellerin seslerinin cok uzamamasi
veya kayit teknolojisinin gelismemis olmasi
gibi etkenlerle seri sekilde ve oldukca fazla
kullamlmis olabilecegi diisiiniilmektedir.

Kanunda kaydirma teknigi iki farkli sekilde
yapilmaktadir. Birincisi tele vurduktan sonra
fiske kullanilarak varilmak istenilen perde
duyuluncaya kadar tel uzerinde tirnak ile
kaydirma yapilarak, ikincisi ise mandallan
yavasca indirerek yapilir. Kanini Haci Arif
Bey’in icralarinda kullanmay1 tercih ettigi
kanun mandalsiz kanun oldugundan tiim
kaydirmalar birinci sekilde yapmistir.

Fiske ile susturma teknigini genelde tekrar
eden motiflerde veya sekileme yapan
ezgilerde kullandig1 goriilmektedir.

Calismamda dikte ettigim taksimlerin
Ucuinde de titretme (vibrasyon) yorum unsuru
vardir. Hicaz ve Suzinak taksimlerin son
vuruslarinda titretme kullanmistir. Gunumiiz
kanun icracilan titretmeyi genellikle mandal
kullanarak yapmaktadir. Fakat mandal
kullanilarak yapan titretme tirnak ile
yapilandan cok farkli sekilde duyulmaktadir.
Haci Arif Bey’in kullandigi tirnak ile yapilan
titretme glinliimiiz kanun icracilan tarafindan
nadiren kullanilmaktadir. Calisma neticesinde
kanuna yeni gonil vermis bircok talebenin
kolay kolay goriip dinleyemeyecegi bu yorum
unsurunun tekrar icraya kazandirmaya katki
saglanilmasi hedeflenmektedir.

Dikte edilen taksimleri inceledigimde Haci
Arif Bey’in cok cesitli ve zengin tartimlar
kullandigin1  goriilmektedir. Tirk Musikisi
icra Uslibu geregince licleme ve noktal
tartimlan sikca kullanmistir.
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irdeledigim taksimler kendi icerisindeki
ahengi ve ritmi ile bir kompozisyon
olusturmaktadir. Bu kompozisyonda

makamin guclu perdesinde asma kararlar,
karar perdesinde puandorglu kalislar ve 8’lik
tartimlar calinirken hizlanarak 16’Uk tartim
kaliplarina gecisler dikkat cekmektedir.

Kan{ni Hac1 Arif Bey’e ait hiiseyni saz semaisi
ve huseyni taksim arasindaki etkilesim
tespit edilmis her iki eserde de bulunan
saba geckisi ve makam dizisi disinda nim
hicaz perdesi kullanimi dikkat cekmis ve
orneklendirilmistir.

Kanlni Hac Arif Bey, kanunun perdelerini
mandal olmamasina ragmen ustaca basmis,
gerektiginde kullandig1 seri tartimlan ve
kullandig1 diger tiim yorum unsurlariyla cok
ust dlizey icrasi ilgileri toplamis ve ardindan
gelen kanun icracilarina uslibu ile ornek
olmus bir sanatkardir.

Oneriler
Kanlni Hac1 Arif Bey’in taksim icralarinda
kullandigi ~ yorum  unsurlarim  kanun

egitiminde uygulamak icin kanun egitimine
yonelik materyaller olusturulmalidir. Kandini
Hact Arif Bey’in icra uslGbunu anlayip
uygulamak icin perde anlayisini, seyit ve
makam kullanimlarini, taksimlerinde yaptig
geckileri, kanununu teknik acidan nasil icra
ettigini irdeleyen calismalar yapilmalidir.

Taksim  kayitlan  profesyonel  studyo
ortaminda restore edilip yayinlanmali ve
camianin istifadesine sunulmalidir.

Kanun veya baska saz icra eden talebeler,
taksimleri notasindan ve kayitlarindan
faydalanarak tekrar tekrar calismali,
taksimlerde kullanilan yorum unsurlarindan
istifade edip icralarina aktarmalidir.

Bilgilendirme

Bu arastirmada herhangi bir cikar
catismast bulunmamaktadir. Etik kurul izni
gerektirmemektedir.
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Examining of the elements of interpretation in the taksims of Kanuni
Haci Arif bey

Extended Abstract

Kan(ni Haci Arif Bey was born in 1862 in Istanbul and starting his career as a civil servant after completing his
education, he was also one of the leading kanun players of his era. He is considered to be a school performer
in the kanun performance style of Turkish Music with his use of the flick technique for the first time, his
skillful and clean pressing of the frets despite the fact that the kanuns used in those times were without pegs,
and the quickness in his performance when necessary. With the arrival of recording technology in Istanbul
in the 1890s, it is thought that the first kanun recordings belonged to Kanlini Haci Arif Bey. Therefore, it is
important to understand and concretize the kanun performance style in those periods and present it to the
benefit of the community. He skillfully used the interpretation elements such as flick slamming, scrolling,
plectrum slamming, which are embedded in the kanun performance style, and guided and inspired the kanun
performers who grew up after him. This study was conducted in order to identify, concretize and reveal the
interpretation elements used by Kan{ni Haci Arif Bey in his taksim within the framework of Turkish Music
performance style. Our research is a “descriptive” research due to the review of the relevant literature and
revealing the current situation. General survey model was used as the research model. In order to determine
the elements of interpretation, Prof. Dr. Mehmet Gonul’s doctoral dissertation titled “Analysis of Nevres
Bey’s Oud Taksim’s and Creation of Exercises for Oud Education” and Notation Techniques 2021 lecture notes
were used. Using these methods, 3 taksim in the modes of Hicaz, Hiseyni and Suzinak that we could reach
belonging to Kanlini Hac1 Arif Bey were transferred to the computer environment through the “Finale 2014”
note writing program after the tuning changes in them were corrected using the “studio one” program and
dictated by slowing down. The elements of flick slamming, plectrum slamming, pioneer slamming, decision/
octave dem holding, shifting, silencing with flick, vibrating interpretation elements he uses in his taksims, as
well as his use of scale in his taksims and his understanding of expense (rhythm) were examined and their use
in different taksims was shown with examples under the headings belonging to the sub-problems. In addition,
the interaction between the hiiseyni saz semai and the hiiseyni taksim by Kantini Haci Arif Bey was determined
and illustrated with examples. It has also been one of our aims to make some of the interpretation elements
that are rarely used by today’s kanun performers more frequently and to preserve the richness of our Turkish
Music performance style. Under the title of Conclusions, Haci Arif Bey’s use of interpretation elements was
interpreted, and it was mentioned that he was a very high level performer and was followed as a school. It
recommend that the interpretation elements put forward will be a source for the budding kanun students and
contribute to their adoption and application of the Turkish Music performance style.

Keywords

elements of interpretation, kdnun, Kandni Haci Arif Bey, taksim, Turkish Music
Performance Style
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Akort sistemi, calg1 formlarinin gelisiminin nihai noktaya ulasmasina kadar ki siirede, calista rahatliklar
saglamak ve eserlerin tonuna uyumlu sekilde icra gerceklestirmek amaciyla siirekli olarak degisiklik
gostermistir. Bu evrim siireci, scordatura’nin ortaya cikmasinda da dolayli bir etkiye neden olmustur.
Scordatura kullaniminin viyola calgis1 6zelinde ele alinmasi, bu alandaki arastirmalarin gelisimine katki
sunacaktir. Arastirma, scordatura yazilmis viyola eserleri hakkinda detayli bir inceleme ile alana katki
saglamasi hedefiyle olusturulmustur. Viyola calgis1 6zelinde scordatura eserleri tek bir kaynak altinda
ele almasi literatlr icin biyik onem tasimaktadir. Arastirmada, viyola icin scordatura yazilan bir
eserin hangi akortlama ile ne sekilde icra edilecegi, incelemek icin secilmis eserlerin hangi nedenler
dahilinde scordatura olarak yazildig1 problemlerine cevap aranmistir. Arastirmanin modeli nitel arastirma
yontemlerinden dokiiman analizidir. Bu kapsamda scordatura yazilan viyola notalarina erisim saglanmistir.
Nota edisyonlari, viyolada scordatura akort saglanarak kontrol edilmistir. Viyola icin scordatura yazilmis
tum eserler arastirilmis, notalar bulunamayan eserler de dahil erisilen tim besteler scordatura bilgileri
dahil edilerek liste halinde sunulmustur. Secilen scordatura eserler iizerinde detayli inceleme yapilmistir.
Eserdeki scordatura cesidi, icraci acisindan olumlu ve olumsuz etkileri nota karsilastirmalar yapilarak
analiz edilmistir. Scordatura kullamminin entonasyona, tel gecislerine ve parmak numaralarina etkileri
viyola ile calinarak ¢oziimlenmistir. Viyolada scordatura olarak yazilmis bir eserin, entonasyona olumsuz
etkileri oldugu, parmak numarasi ve tel gecisleri kapsaminda ise icraciya oldukca yardim eden bir
kullanim oldugu bulgusuna ulasilmistir. icracilara, scordatura bir eseri calismaya baslamadan 6nce detayli
bilgi edinmeleri, iyi bir edisyondan icra gerceklestirmeleri, yavas ve ses kontrolu yaparak calismalan
onerilmektedir. ilerideki arastirmalarda, yayli calgilar icin yazilan scordatura eserlerin sayisal olarak

verileri analiz edilerek karsilastinlabilir.

Anahtar Kelimeler

akort sistemi, scordatura, transkripsiyon, viyola, viyola repertuvari

Giris

Yayli calgilarin akort sisteminin glinumuz
standardina ulasmasi, “ideal” arayisi
sebebiyle yaklasik iki yuzyillk  bir
surede gerceklesmistir. Bu surec, yayl
calgilarin bicimsel formlarinin nihai bir
sonuca ulasmamis olmasi nedeniyle akort
sistemlerinin donemlerde yer alan calgi
formlarina gore degisiklik gostermesi ve
eserlerin  tonalitesini  karsilayabilecek
seslerin elde edilebilmesi perspektifinde
bir gelisimi kapsamaktadir. Yayli calgilarin
form olarak sadelesmesi ile akort sisteminin
belirli bir standarda erismesi paralel olarak
gelisen siirecler olarak degerlendirilebilir.

Akordun belirli bir sistem dahilinde
yapilmaya baslanmasi, teknik baz
zorluklan beraberinde getirmistir.

Ozellikle yayli calgilardaki akordun,
yazilan eseri rahatlikla calabilmeye uygun
olmamasi gibi problemler ortaya cikmistir.
Bu durum eserlerin icraci icin kolayliklar
saglayabilecegi bir akort ile calinmasina
yonelik calismalarin var olmasina sebep
olmustur. Bu cercevede scordatura' olarak
yazilan eserler, calista bircok acidan
kolaylik saglamak icin akort degisikligi
avantaji sunmaktadir. Ayn1 zamanda
calinan nota ile duyulan nota arasindaki
farkliliklar, entonasyon zorluklar, parmak
numaralarinin farklilasmasi gibi sebeplerle
icracilar icin  karmasik  bir  durum
olusturmaktadir.

' Scordatura, calginin besteci tarafindan belirtilen
sekilde normalden farkli akort edilmesidir (Matsutani,
2023).

503
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Scordatura  terim  olarak  cogunlukla
udlarda, gitarlarda, viyollerde ve keman
ailesinde kullamlmistir. Diger bir deyisle,
scordatura’min  tarihsel kullanimi yayl
ve telli calgilara dayanmaktadir (Hu,
2019). Bu kullanim, akortlama sisteminin
gelisim surecinde karsilasilan “eserlere
gore akort degisikligi” ile biylik benzerlik
gostermektedir.  Scordatura  kavraminin
ilk olarak 16. yluzyiin sonlarinda lavta
ve viola da gamba calgisi icin kullanildig
bilinmektedir. En cok keman repertuvarinda
rastlanan scordatura yaziminin bilinen ilk
ornegi, italyan keman virtiiozii ve besteci
Biagio Marini’nin (1594-1663) keman ve
basso continuo icin bestelemis oldugu
Op.8 sonatidir. H.l.F.Biber (1644-1704),
A.Vivaldi (1678-1741), G.Tartini (1692-
1770) gibi kemanci ve ayn1 zamanda besteci
olan isimler keman eserlerinde scordatura
yazimint  tercih etmislerdir. Bu eser
ornekleri, scordatura’nin, ozellikle 17. ve
18. yuzyillarda 16. yluzyila gore daha yaygin
kullanmldigina isaret etmektedir. Ozellikle
H.I.F.Biber’in Mystery (Rosary) Sonatlar,
keman repertuvarinda ve literaturinde
buyuk bir yere sahiptir. “Biber’in bu onbes
Partita’dan olusan derlemesi ayn1 zamanda
17. Ylzyll icerisinde scordatura tekniginin
en genis capta kullanildigi yapit olma
ozelligi tasir” (Cosgun, 2017:48). Stevens
(1976)’a gore, Alman besteci ve kemanci
Johann Jakob Walther (1650-1717), Biber
gibi, scordatura kullamimindan genis olcude
faydalanmis, bu sayede eserlerinde sasirtic
tirde efektlere yer vermistir. Almanya-da
kismen Almanlarin cok sesli keman miizigine
olan ilgileri nedeniyle kemanda scordatura
kullanim1 oldukca popilerdi. Scordatura,
kemanda cok sesli akorlar1 iceren pasajlar
icin buyuk kolaylik sunuyordu (Kurt, 1977:1).
Walther’in cagdaslarindan sayilan Alman
besteci Daniel Eberlin (1647-1715), kemanin
standarttan farkli akortlamanin 2000 olasi
yolu oldugunu hesaplamis ancak dokiiman
olarak guinimiize ulasmamistir (s.222).

Bircok besteci scordatura’y, yeni bir renk
elde etmek, rezonansi arttirmak, sesi
parlaklastirmak, teknik pasajlarin kolay

calinabilmesinisaglamak, telgecislerinindaha
rahat yapilabilmesini mimkun hale getirmek
ve armonik cesitlilik icin tercih etmistir
(Stowel, 2023:73). J.S.Bach (1685-1750),
W.A.Mozart (1756-1791), Carl Stamitz (1745-
1801) gibi Unlu besteciler de bu sebeplerle
scordatura eserler bestelemislerdir. Viyola
icin scordatura eserleri de bulunmaktadir.
Keman repertuvarina gore oldukca az
sayida scordatura esere sahip olan viyola
repertuvar icin bu bestecilerin eserlerinin
onemi oldukca buyuiktdur.

Ondokuzuncuyiizyilda, scordaturatekniginde
sadelesme  ve  standartlasma  egilimi
gozlenmistir. Scordatura’mn bu donemdeki
kullamimibu cercevede degisiklikler gostermis
ve akortlamada bir standart belirlenmistir.
J.A.Amon (1763-1825), N.Paganini (1782-
1840), R.Schumann (1810-1856), C.Saint
Seans (1835-1921), G.Mahler (1860-1911), R.
Strauss (1864-1949) ve |.Stravinsky (1882-
1971), gibi besteciler scordatura eserler
yazmislardir. J.A.Amon’un ve R.Strauss’un
viyola icin scordatura yazilmis eserleri de
bulunmaktadir. Yirmibirinci ylzyilda da
kullanilan bu teknik, armonik ve teknik
kolayliklar sagladigr icin gliniimizde de
tercih edilmektedir.

Bu calismada, akort sisteminin tarihsel
gelisim siirecine deginilerek scordatura
ile ilgili bilgilere yer verilecektir. Ayrica,
viyola icin scordatura olarak yazilmis
veya scordatura olarak calinan J.S.Bach-
Viyolonsel Suitleri (viyola transkripsiyonu)
No:5, W.A.Mozart- Keman ve viyola icin
Senfoni Kongertant, C.Stamitz- Viyola Sonati,
J.A.Amon- 1. ve 2.Viyola Koncertolann ve
R.Strauss- Don Quixote Senfonik Siiri’nde yer
alan viyola scordatura ornekleri incelenerek
icracilara ve arastirmacilara yonelik oneriler
sunulacaktir.
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Akortlama Sisteminin Yaylh Calgilar
Ailesindeki Tarihsel Gelisimi Siireci

Yayli calgilar ailesinin gunumuze kadar ki
gelisim sureci, yaklasik yarim asirlik bir suireyi
kapsamaktadir. 1500’lu yillarda ortaya cikan
viyola ailesi, bugiin kullanilan yayli calgilar
ailesinin atalarin1  olusturmaktadir. Viyol
ailesi calgilar belirli bir diziye/moda gore
akortlanirdi. Akordun hangi dizi Ulzerinde
yapilacagi, calginin hangi tonu temsil etmesi
gerektigi cercevesinde belirlenirdi. Bu
diziler belirli araliklarla olusturuldugu icin,
kendi icerisinde bazi kaliplar icermekteydi.
“Ayrica, gluinumizde kullanilan yayli calgilar
ailesinde oldugu gibi parmak numaralan
yarim araliklarla ayarlanmis bir sisteme gore
calinir (Kir,2022)”.

Pisagor (Pythagoras, M.0. 530-450), miizigi
matematiksel olarak ele almistir. Gelistirdigi
akort sistemi, saf besli araliklar Ulizerine
kurulmus bir sistemdir (Reiter, 2020:100).
Sisteme gore, besli araliklarla ilerleme
saglandiginda baslangic sesine (oktavina)
tekrar ulasilamamasi, sonuca ulasamayan bir
cembere benzetilmektedir (Benson,2008).

(...) Ronesans donemine kadar sorunsuz
isleyen sistemin bu donemden itibaren
giderek  karmasiklasan  coksesliligin
gereksinimlerini  karsilayacak  kadar
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incelikli olmadig1 da fark edilecektir.
Seslerin birlikte tinlamas1 tek sesli
muziklerden farkli bir estetik yaklasimi
dogurmus, Pisagor dizisinin iyi ve
kotu timlara, uyusumlu ve uyusumsuz
araliklara yol actig1 goriilmistiir (Senel,
2021:355).

Morrow (1974)’un arastirmasinda, bilinen
en eski akort sistemine dair el yazmalarin
iceren yazili kaynak, 16. yuzyilin ilk yarisina
aittir. Kaynagin tamami Almancadir ve Musica
Teusch (1532) ve Musica und Tabulatur
(1546) adinda iki kitaptan olusmaktadir.
Bunlardan bir tanesi Minih Universitesi
Kutuphanesi’nde yer almaktadir. Bu kitabin
ilk bolimi matematik ile ilgilidir. Diger

bolumleri ise 1523-1524 yillann arasinda
var olan viyol ailesi koleksiyonundan
olusmaktadir.  Kitapta aym  zamanda

notasyon ve tablature icin kurallar, viyol ve
lavta akortalama sistemine ait diyagramlar,
lut icin yazilms 5 parca bulunmaktadir. Her
iki kitabin yazarn Alman lut icracisi Hans
Gerle’dir (1500-1570). Gerle, viyol ailesi
akortlama sistemini Figur 1’de yer verilen
tablature’de ele almistir. Lavta ve viyoller
icin yazilmis tablature’ler, tam olarak hangi
telde ve notada durulacagini da iceren bir
yazim seklidir (s.160).
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Figiir 1. Hans Gerle’ye ait orijinal el yazmasi viyol akortlama sistemine ait tablature 6rnegi (web 1)
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El yazmasinda yer alan bu akortlama
sisteminde harfler notalar ile iliskilendirilmis
ve 12 adet grafik seklinde sunulmustur. Bu
baglamda, discantus (soloyu seslendiren
calgr), tenor (solo partiyi ciftleyen calg),
altus (daha pes partiyi seslendiren calg)
ve basus (en pes partiyi seslendiren calgi)
seklinde ifade etmis oldugu akortlama
sistemi, sesler bazinda degisiklik gosterdigi
gibi, 1 adet uclu, 3 adet dortlu araliktan
olusmaktadir (Kir, 2022:5).  Aslinda
bahsedilen araliklar olusturulmus bir diziyi-
modu ifade etmektedir. Daha acik ifade
etmek gerekirse, teller arasinda yer alan
uclu akortlar, calinacak eserin tonuna gore
Major ya da minor tonda akortlanmaktaydi.
Eserden esere degisiklik gosteren bir
akortlama sisteminin olmas1 scordatura’nin
tarihsel surecini besleyici niteliktedir.

Ronesans donemi Alman bestecisi ve muzik
teorisyeni Magrin Agricola (1486-1556), viyol
ailesinin akort sistemini ele alan Musica
instrumentalis deudsch (Almanca Muzik
Enstrumanlar) adli kitabinda Figur 2’de
sunulmus olan bir ornege yer vermistir. “Hem
lut, hem de viyoller aym goreceli akordu
kullandigr icin tek bir tablature sistemi
her iki calg ailesine de hizmet etmektedir
ve bunun sadece lut tablature’u olarak
degerlendirilmesi dikkate deger olabilir
(Morrow,1974:163)”. Ad1 gecen her iki Alman
teorisyen de, viyol ailesinde yer alan yayl
calgilarin atasi1 sayilan calgilarin akortlama
sistemine ornekler sunmustur. Bu iki ornek
arasinda, akortlama sistemindeki araliklan
net bir kural dahilinde degil, genellikle tel
sayisina gore, bir ya da bazen iki adet uclu
aralik, u¢ adet dortlu aralik sistemiyle olusan
bir dizi bazinda gerceklestirilmis oldugu
sonucuna varilmaktadir. Onyedinci yuzyila
kadar ki surecte yayli calgilar ailesinin
gunumuz formuna ulasmalan ve sistemdeki
standartlasma  egilimleri, akortlamay1
belli kurallar icerisinde gerceklestirmeye
yoneltmistir.  Calgilanin  ses  bazindaki
akortlar1  degisiklik gostermistir.  Aralik
bazindaki akortlar uclu ve dortlu araliklan
asmamis olsa da bazi calgilarin akortlarinda
standartlasma gorulmustur.
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Figiir 2. Magrin Agricola- Musica instrumentalis
deudsch isimli kitabinda yer alan viyol ailesi
akortlama sistemi ornegi (web 2)

Scordatura’nin ilk orneklerinin, 16. yuzyilin
sonlarinda lut ve viyola da gamba calgisinda
gorildugl disiiniilmektedir. Byrd (2009)
arastirmasinda scordatura’nin lut calgisinda
ve erken donem gitar yapitlarinda yaygin
bir sekilde kullamldigim, aym zamanda
geleneksel iskocya ve Giiney Amerika fiddle?
miziginde de karsilasildigim aktarmistir
(s.46). Scordatura’min bir eser icerisinde
terim olarakilk kullanimi, 17. ylizyilda, Biagio
Marini (1597-1665) tarafindan keman ve
surekli bas icin bestelenmis eserde karsimiza
cikmaktadir. Yedi olculuk sus siiresinde “mi”
teli “do”ya akortlanmaktadir. Bu akortlama,
hizli  calinan onaltibk degerdeki gl
araliklardan olusan notalarin parmaklarin
yerlesimi acisindan icra kolayligi saglamak
amaciyla yapilmistir  (Tarvin, 1976:4-
5). Russell (1938)’e gore ise; kemancilar
scordatura’yr lavta ve viyol calanlardan
miras almislardir. Lavta ve viyola ailesi
calgilarinin cogunun alt1 teli vardir. Bunlar
genellikle ortada bir Ucli aralik olacak
sekilde dortlii araliklarla akort edilirdi. Uclii
araligin bestenin tonuna gore degistirilirdi.

2 “Viyolanin atasi olarak bilinen alt1 telli ortacag calgisi
(Say,2005:197)”.
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Lavta eserlerinde genellikle bestenin basinda
scordatura belirtilirdi. Bu tiir lavta miiziginin
bazi ornekleri Fransiz lut icracisi Antoine
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Francisque-in Trevor d-Orphee (1600) adli

eserinde bulunabilir (s.85).
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Figiir 3. Marini, Keman ve Sirekli Bas icin Sonat Op.8 (Tarvin,1976:5)
Standart  akortlama  sistemi, donem olmasi durumu soz konusudur. Bu durum
gereklilikleri, calis kolayliklar, eserlerin alisilagelmis calma tekniklerinden farkli

tonuna uygunluk ve sesin titresimine yonelik
gelisimleri karsilayabilecek bir arayisla 18.
yuzyilda kullanilmaya baslamistir. Bu sistem,
her calgi, her ton-tonalite ve her anahtar
icin uygun bir sistem olarak gelistirilmistir.
Kir (2022)’a gore, 18. vy, calgilarin akort
sistemlerinin ve calgilarin olculerinin son
seklini aldig1 zaman1 kapsamaktadir (s.18).

Scordatura Sorunsali

Filmer (2011)’in arastirmasina gore, ozellikle
19. yuzyil bestecileri, scordatura’mn pozitif
etkilerinden cok negatif etkilerinin olduguna
inamyorlardi. Telin akort degisiminden
olumsuz etkilenmesi, entonasyon sorunlari,
elde edilmesi istenen ses rengi sorunlari
(0zellikle eser icrasi sirasinda akort degisimi
yapildig1 takdirde), yay hizinin ve vyay
basincinin telin akortlamasindaki degisiklik
nedeniyle olumsuz etkilenmesi gibi baz
dusunceler vardi (s.21).

Scordatura yazimi ginimizde besteciler
ve icracilar tarafindan stk tercih
edilmemektedir. Yayli calgilar icin olumsuz
olarak degerlendirilebilecek baz1 ozellikleri
su sekilde siralanabilir:

»  Telleri baska sekilde akortlamak gibi
basit bir tanimi olsa da, normalde duyulan
sesin yerine baska bir sesin isitilmesi,
kafa karisikligina sebep olabilmektedir.
Akortlamanin farkli olmas1 nedeniyle
tuse Uzerinde parmak basilan yerin farkl
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olmasi1 nedeniyle icracilarin zorlanmasina
neden olmaktadir.

»  Scordatura’da nota ve yay simetrisi,
zor elde edilen bir durum olmustur.
Besteciler ve icracilar icin farkli bir
degerlendirmeye sahip olabilecek 6nemli
bir ayrnintidir. Besteci icin tim, ton,
ritim, muzikal ve armonik ozellikler on
plandayken, icracilar icin notasyondaki
ritim kaliplarinin ya da armonik tinmilarin
aymm ya da farkli arselerde denk
gelebilmesi daha onemli olmaktadir. Bu
durum scordatura yazilmis eserlerde
oldukca sik karsilasilan olumsuz bir durum
olmustur.

> Tellerin akort degisikligi nedeniyle
enstruman uzerindeki gerilim artar.
Bahsedilen gerilim tellerin daha yukaridaki
bir sese akortlanmasinda meydana gelse
de, asagidaki bir notaya akortlamada
da koprunun olumsuz etkilenmesi
soz konusu olabilmektedir. Bu durum
icracilar icin sorun olusturabilmektedir.
Telleri farkli akortlama, telin kullanim
omrunu azaltabilmekte, aynm zamanda
stk kullanimi durumunda enstrimanin
govdesine de zarar verebilmektedir.

» Her ne kadar en iyi performansin
saglanmast icin tercih edilen bir
akortlama sistemi olsa da, scordatura,
entonasyon acisindan oldukca zordur.
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Akorlarin  tinlamast  icin  kullanilan
araliklar, akortlamanin degismesinden
dolay1 farklilik gosterir. Bu da alisilagelmis
entonasyon uzerinde farkli bir calisma
gerektirmektedir.

Gunumuzde scordatura olarak bestelenmis
eserler, viyola icracilan tarafindan da sik
tercih edilmemektedir. Bunun nedeni,
scordatura seklinde vyazilmis bir eserin
ne sekilde calisilmasi/calinmas1 gerektigi
hakkinda gerekli bilgilerin kolay ulasilir
olmamasi, akortlamanin calg1 Uzerindeki
olumsuz etkileri, net olmayan yazim
sekilleri, ses ve goruntulu kayitlar arasindaki
farkliliklardir denilebilir.  Olumsuz olarak
degerlendirilebilecek bu maddeler
nedeniyle, gunumuzde, besteciler de
scordatura eserlerin yazimina kars1 mesafeli
olmaktadirlar.

Arastirmanin Onemi

Viyola calgist icin yazilmis scordatura
eserler, diger yayli calgilarla kiyaslandiginda
oldukca az sayidadir. Literatir taramasi
sonucunda, viyola calgisindaki scordatura
yazimi ve kullamim sekilleri hakkinda yeterli
kaynaga erisim saglanamamistir. Bu sebeple,
tercih edilecek konunun, literaturdeki
eksigi gidermesi amaclanmis, arastirma
bu perspektifte gerceklestirilmistir. Akort
sisteminin nasil bir tarihsel slirecten gectigi,
bu siurecin scordatura’mn tarihi ile ne gibi
benzerlikler gosterdigi lizerine yapilan
arastirmanin viyola icin scordatura yazilmis
eserler ozelinde sunulmasi alana onemli bir
katki saglayacaktir. Notadaki yazim ve calis
arasindaki baglantilarin ¢éziime ulastirilimasi
ve karmasik olarak nitelendirilebilecek
notalarin detayli ele alinarak aciklayici
bir kaynak olarak sunulmasi, icracilara
ve arastirmacilara fayda saglayacak bir
materyal olusturacaktir.

Arastirma Problemi

Bestecilerin  yayli  calgilardaki  akort
hedefleri, eserin tonuna uygun tinilara
erisebilmek, calginin kapasitesinde ses

elde etmek ve icracinin rahat calabilmesini
saglamak olmustur. Scordatura yaziminin

tercih edilmesinin nedeni de paralel sekilde;
teknik ve mizikal olarak olumlu sonuclar
elde etmektir. Viyola ozelinde, yayli calgilar
repertuvarinda yer alan scordatura olarak
yazilmis eserleri, orijinalinde yazili oldugu
gibi icra etmek sik tercih edilmemektedir.
Bunun nedeni, farkli akortlama sistemi,
nota erisiminin kisitli olmasi, yazilan ton ile
duyulan ton arasindaki farklilik ve ulasilabilir
kaynak simrliigidir. Bu calisma, scordatura
yazilmis viyola eserleri hangi akortlama ile
ne sekilde icra edilecektir sorusuna yanit
aramaktadir. Ayni1zamanda, secilmis eserlerin
scordatura olarak yazilmasindaki nedenlerin
ne oldugu sorusu da cevaplanacaktir. Bu
cercevede, viyola icracilan icin, scordatura
eserleri calismadan once basvurabilecekleri
bir kilavuz olacaktir.

Arastirma problemi;

» Viyola calgisinda scordatura’nmn
eserler Uzerindeki kullanimi nasildir?

Arastirmanin alt problemleri:

>  Viyola calgisinda scordatura kullanim
cesitleri nelerdir?

> Viyola calgisinda scordatura
akort, icracilar acisindan nasil
gerceklestirilebilir?

» J.S.Bach Viyolonsel Suitleri Viyola
Transkripsiyonu No.5 eserinin scordatura
ozelikleri nelerdir?

»  W.A.Mozart Keman-Viyola ve
Orkestra icin Senfoni Koncertant, K364
eserinin viyola calgis1 icin scordatura
ozelikleri nelerdir?

»  Carl Stamitz Si bemol Major Viyola
Sonat1 eserinin scordatura ozelikleri
nelerdir?

> J.A.Amon Viyola Koncertolari’nin
scordatura ozelikleri nelerdir?

>  Richard Strauss Don Quixote Senfonik
Siiri eserinin viyola calgisinda yer alan
scordatura ozelikleri nelerdir?
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Yontem

Arastirma Modeli

Arastirmanin = modeli  nitel arastirma
yontemlerinden dokiiman analizidir.

“Nitel arastirmanmin temel oOzelliklerinden
birisi, bir olayin ya da olgunun neden ve
nasil olustuguna ya da anlasildigina iliskin
aciklamalar ortaya koymaktir” (Yildirim
ve  Simsek,1999:372). Bu  baglamda,
bestecilerin viyola calgisinda scordatura’nin
kullanimina iliskin olarak scordatura’nin
ozellikleri, cesidi ve kullammina yonelik
olarak incelemeler yapilmistir. Scordatura
eserlerin dogrulamasinin yapilmasi icin farkli
kaynaklara basvurulmus, notalar arasindaki
benzerlikler ve farkliliklar karsilastirmali
analiz teknigi ile ele alinmistir.

Dokiimanlar

Akort  sisteminin  tarihsel  gelisiminin,
scordatura’mn yazim amaclarinin, olumlu-
olumsuz ozelliklerinin, viyola calgis1 icin
yazilan scordatura eserlerin ozelliklerinin,
scordatura akortlamanin viyola icracilarina
sagladig1 zorluk ve kolayliklarin incelendigi
arastirmalara ve nota orneklerine erisim
saglanmistir. Arastirma kapsamina alinacak
dokumanlarin belirlenmesinde ise kosulan
kriterler sunlardir:

»  Nota orneklerinin edisyon secimi

» Ulasilan nota orneklerinde yer alan
viyola icin yazilmis scordatura sekli

Akortlama

Seklinin

Belirlenmesi

«Hangi telin hangi sese
akortlanacaginin
belirlenmesi

Scordutura
cesidinin

belirlenmesi

«Transripsiyon olan

«Transkripsiyon
olmayan
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» Eserden esere farkliik gosteren
scordatura’nmin  tirdnun  belirlenmesi
ve uygulama yontemiyle viyola calgisi
uzerinde denenmesi

Bu kriterler dogrultusunda arastirma
kapmasina alinan transkripsiyon scordatura
turtnde eserler; J.S.Bach viyolonsel suitleri
viyola transkripsiyonu No.5 ve R.Strauss Don
Quixote senfonik siiri olarak belirlenmistir.
Transkripsiyon olmayan scordatura eserler
kapsamina, C.Stamitz si bemol major viyola
sonati, W.A.Mozart keman-viyola ve orkestra
icin senfoni koncertant-K364 ve J.A.Amon
viyola koncertolar1 alinmistir.

Veri Analizi

Arastirma kapsamina alinan dokumanlar,
arastirmanin amaclar1 dogrultusunda nota
incelemesine tabi tutulmustur.

Prosediir

Arastirmada analizi yapilan eserlerin
incelemesi su surecler ile yapilmistir:
Scordutura cesidinin belirlenmesi,
akortlamanin  ne sekilde yapildiginin

kontrol edilmesi, istenilen akordun viyolaya
uygulanarak denenmesi, icra acisindan
uygunlugunun test edilmesi, calici acisindan
olumlu ve olumsuz ozeliklerin belirlenmesi,
calis  ve duyulus arasindaki farkin
kavranabilmesi seklindedir.

icra Agisindan
Uygunlugu

«Olumlu Yonler

Viyola Uzerinde
Deneme

«istenilen akordun

viyola lizerinde
uygulanmasi,
kontroliintin
saglanmasi

«Olumsuz Yonler

«Calis ve duyulus
arasindaki farkin
kavranabilmesi

Sekil 1. Arastirma surecindeki islemler

Bulgular

Gunumizde vyaygin olarak kullanilmayan
scordatura, ozellikle viyola repertuvarinda
az sayida eserde yer almaktadir. Bu nedenle,
tam olarak cevaplanamamis sorularin varligi,
icracilarin  scordatura eserlere mesafeli
yaklasmasina sebep olmustur. Arastirmada,
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scordatura kullaniminin entonasyona,
tel gecislerine ve parmak numaralarina
etkileri viyola ile calinarak ¢ozumlenmistir.
Viyolada scordatura olarak yazilmis bir
eserin, entonasyona olumsuz etkileri oldugu,
parmak numarasi ve tel gecisleri kapsaminda
ise icraciya oldukca yardim eden bir kullanim
oldugu bulgusuna ulasilmistir.
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Viyola Calgisinda Scordatura Eserler ve
Kullanim Cesitleri

Viyolada scordaturayaziminadir gorulmustur.
Viyola icin scordatura olarak yazilmis eserler
Tablo 1 ve Tablo 2’de sunulmustur. Eser sayisi
cok fazla olmadigi gibi, erisim saglanabilen
nota sayis1 daha da azdir. Tercih edildiginde
icra sirasinda avantaj saglayan bazi ozellikler
su sekilde aciklanabilir:

»  Zor pasajlarin rahat calinabilmesini
saglamasi®

» Bir veya birkac telin gerilimini
degistirerek farkli ses rengi ve ton elde
edilmesi

>  Farkli enstriimanlar arasinda balans
saglamasi

» Calinmasi imkansiz olan armonik
tinilan saglamasi*

> Calginin ses parlakligini attirmasi

» Var olandan daha bas bir ses elde
edilmesi®

Chiang (2010)’a gore, viyola icin yazilmis
Scordatura eserler iki kategoride
incelenebilir: ki “transkripsiyon
scordatura”dir. Bu scordatura yaziminda
tum teller yanim ya da tam ses tizlestirilir.
Bu sayede ozellikle 18. ve 19 yuzyillarda
bestelenmis viyola eserlerinin teknik acidan
rahat icra edilmesi ve calginin rezonansinda
pozitif etki yaratmak soz konusu olmustur
(s.12). Tum tellerin yarim ses tizlestirilmesi
ile icra edilen W.A.Mozart’in keman-viyola
ve orkestra icin bestelemis oldugu Senfoni
Koncertant eseri, bu scordatura yazimina
ornek olarak verilebilir.

§
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Figiir 4. W.A.Mozart, keman, viyola ve orkestra icin senfoni koncertant, transpoze scordatura 6rnegi
(web 3)

ikinci  kullamm  “transkripsiyon olmayan
scordatura”dir (Chiang,2010). Bu scordatura
yazim belli bir kurala bagli olmaksizin,
bestecinin  istemis  oldugu akortlama
kullanilarak yapilan icraya dayanmaktadir.
Richard Strauss’un Don QuixoteisimliSenfonik
Siiri’nin viyola solo partisindeki akortlama,
transkripsiyon olmayan scordatura’ya ornek
olarak verilebilir Bu eserde scordatura
“Hé-G-D-A” yani  “Si,Sol,Re,La” olarak
yazilmistir. Bu da sadece en kalin tel olan

3 Buylk araliklanin  kiciilmesi, tel gecislerinde
kolayliklar saglamasi, hizli pasajlardaki pozisyon ve tel
degisimlerinin miimkiin oldugunca azalmasi gibi.

4 En onemli ornegi Bach viyolonsel siiti No:5’de
gorilmektedir.

¢H harfi Almanca’da “si” notasini temsil etmektedir.

Do telinin yarim ses kalin akortlanmasi
anlamina gelmektedir. Richard Strauss’un
Don Quixote eserinin lclincl varyasyonunda
bulunan viyola scordatura Figlir 5 6rneginde
yer almaktadir. Kirnizi ile belirtilmis kisimda
“Do telini si’ye ayarlayin/akortlayin” ibaresi
bulunmaktadir (Figur 5).

5 Buylk aralbiklann kiicilmesi, tel gecislerinde
kolayliklar saglamasi, hizli pasajlardaki pozisyon ve tel
degisimlerinin miimkiin oldugunca azalmasi gibi.
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Var. III.
Miissiges Zeitmuss.
pizz. arco

Figiir 5. R.Strauss’un Don Quixote adli eserinin viyola solo partisi scordatura 6rnegi (web 4)

Viyola repertuvarinda vyer alan

erisim

saglanmis scordatura eser ornekleri tablo

olarak su sekilde sunulabilir:

Tablo 1. Viyola repertuvarindaki transkripsiyon scordatura ornekleri (Riley, 1991:139-140)

Besteci Adi Viyolada Duyuldugu Scordatura
Eser Ad Yazildig1 Ton Ton
Johann B. Vanhal (1739-1813) Bir tam ses ince
Viyola Koncertosu (orijinali fagot icin | Mi Bemol Major Fa Major akortlanir
bestelenmistir) D-A-E-B

Carl Stamitz (1746-1801)

Yarim ton tiz akortlanir

Keman-Viyola ve Orkestra icin Re Major Mi bemol Major | C#-G#-D#-A# ya da
Senfoni Koncertant Db-Ab- Eb- Bb
Carl Stamitz . ... | Yarim ton tiz akortlanir
Viyola Sonati LaMajor | 51 bemol Major | ¢ Gu.py.py
W.A.Mozart (1756-1791) Yarim ton tiz akortlanir
Keman-Viyola ve Orkestra icin Re Major Mi bemol Major C#-GH-Dit-Af
Senfoni Koncertant, K364
W.A.Mozart (1756-1791) Bir tam ses ince
Keman-Viyola ve Orkestra icin Sol Major La Major akortlanir
Senfoni Koncertant, K320e D-A-E-B
Bir tam ses ince
S]e‘;i E;f'c‘:‘riity (1745-1790) Do Majér Re Major | akortlamr
4 ’ D-A-E-B
. Bir tam ses ince
Jghann G.H. Voigt (1769-1811) Si bemol Major Do Major akortlanir
Viyola Koncertosu
D-A-E-B
Johann Matthias Sperger (1750-1812) . ... | Yarim ton tiz akortlanir
Viyola Koncertosu Re Major | Mibemol Major | - s pu ax
Bir tam ses ince
Johann Andreas Amon (1763-1825) Sol Major La Major akortlamir
Viyola Koncertosu Op.10
D-A-E-B
Johann Andreas Amon (1763-1825) Mi bemol Maisr Mi maiér Yarim ton tiz akortlanir
2.Viyola Koncertosu ) J CH-GH-DH-A#

Tablo 2. Viyola repertuvarindaki transkripsiyon olmayan scordatura ornekleri

Besteci Ad Eser Adi Scordatura
Johann Sebastian Bach (1685-1750) | Viyota stiti No:5 = " C-G-D-G
(orijinali viyolonsel icin bestelenmistir)
Richard Strauss (1864-1949) Don Quixote Senfonik Siir H-G-D-A
Fernando Grillo (1945-2013) “Der Seele Erdengang” Solo viyola A- Bb-G-F#
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Bu arastirmada viyola icin scordatura olarak
yazilmis ya da viyola ile scordatura olarak
icra edilen eserlere ornekler sunulmustur.
incelenecek eserler, farkli scordatura
cesitlerine ornek olmas1 amaciyla tercih
edilmistir.

» J.S.Bach - Viyolonsel Suitleri (viyola
transkripsiyonu), No:5

» W.A.Mozart - Keman ve viyola icin
Senfoni Koncgertant

»  C.Stamitz - Viyola Sonati

» J.A.Amon - 1. ve 2.Viyola Koncertosu

»  R.Strauss - Don Quixote Senfonik Siiri
J.S.Bach  Viyolonsel Siiitleri Viyola

Transkripsiyonu No.5

Kothen’de 1717-23 arasinda Kapellmeister
(orkestra yoneticisi) ve oda miizigi
direktorl olarak gorev yapan Johann
Sebastian Bach, yasaminin bu en mutlu
yillarinda cok unlu solo calgr muziklerini,
keman icin sonat ve partitalarini, solo
viyolonsel icin suitlerini bestelemistir.(...)
viyolonselden baska keman ve viyola da
gamba da calan unlu Christian Ferdinand
Abel icin viyolonsel suitlerini yazmistir.
Ancak baz1  arastirmalar  Bach’in
viyolonsel suitlerini Kothen orkestrasinin

1737’ye  kadar
Christian Bernhard Linike
icin besteledigini

viyolonselcisi  olan
(1673-1751)
one surer (Aktlze,

2004:123).
Toplam 6 suitten olusan viyolonsel
suitlerinden 5. suit scordatura olarak

bestelenmistir. J.S.Bach, akorttaki farkliligi
orijinal el yazmasi notalarinda belirtmistir
(Figur 6). J.S.Bach Viyolonsel Suiti No:5,
orijinalinde viyolonsel icin bestelenmis,
ancak  viyola  transkripsiyonunda da
scordatura tercih edilmistir. Bu 0©rnegin
tercih edilmesinin nedeni, orijinalde viyola
icin bestelenmemesine ragmen, bu sekilde
icrasinin oldukca sik goriildiigli bir eser
olmasidir. Bu eser “transkripsiyon olmayan
scordatura”ya ornektir. Akortlama C-G-D-G
(Do-Sol-Re-Sol) seklindedir. Yani en ince tel
olan “la” teli, bir tam ses kalinlastirilarak
“sol” notasina akortlanir. Diger ornekler ile
karsilastinldiginda, icra anlaminda daha
kolay oldugu soylenebilir. Tek teldeki akort
degisimi, icrada blyiik Olclide rahatliklar
saglamaktadir. Ancak bu siiit, hem viyola hem
de viyolonsel ile normal akortlamayla da icra
edilmektedir. Figur 7’de Amerikali muzisyen
Lucyanne Gordon tarafindan transkripsiyonu
yapilarak, normal akortlama ve scordatura
olarak diizenlenmis nota Orneginin bir
kismina yer verilmistir.

i /Z/)/\ L 'ZZL . J/t

erenvalite
A v )
AetnPigps
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Figiir 6. J.S5.Bach Viyolonsel Siiitleri No:5 scordatura 6rnegi (web 5)
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Figiir 7. Lucyanne Georger Gordon tarafindan diizenlenmis Bach viyola suiti No:5, Prelude (web 6)

Figur 7’de yer alan viola kisminda yazili olan
notalar calindiginda, concert pitch” kisminda
yer alan notalar duyulmaktadir. Diger bir
deyisle; basilan/calinan nota “si” iken
duyulan nota “la”dir. Bu calis ve duyulus
5.suitin tamam icin gecerli olmaktadir.
5.sliit  scordatura olarak calindiginda,
J.S.Bach’in ortaya ¢ikarmak istedigi tinilarin
duyulmasi, normal akortlama ile basilmasi
mumkun olmayan bazi notalarin basilabilmesi

7Konser frekansi
8ikinci 6lciiniin ilk akoru

ve akorlarin calinmasinda kolaylik elde
edilmesi saglanabilir. Scordatura, “re” ve
“la” teli arasindaki gecislerin daha kolay
yapilabilmesine ve pasajlarin daha akic
calinabilmesine yardimci olmaktadir. Figlr
8’de, normal akortlama ile calinamayan
ancak scordatura ile calinmasi mumkun olan
akorlara ornekler verimistir:
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Boliim ve Olcii Numaras

Scordatura (c-g-d-g) olarak
calindig1 zaman
duyulabilen ve Bach’in
yazdig1 orijinal akorlar

Standart (c-g-d-a) akortta
calinabilen akorlar

Prelude 2.06lcu

Prelude 16. ve 17.0lcu

il
il

Allemande 24. dlcu

Courante 15.06lcl

Gavotte 1, 32.0lcu

1
2
?

= R e
i¥8 SN il v DS

Figiir 8. Viyolonsel Siiti No.5 Viyola Transkripsiyonu, scordatura ve standart akortlamadaki akor
ornekleri

W.A.Mozart Keman-Viyola ve Orkestra icin
Senfoni Kongertant, K364

Aktuze (2007)’nin  arastirmasina  gore,
Mozart, viyola repertuvan icin buyuk bir
oneme sahip olan keman- viyola ve orkestra
icin (K364) Mi bemol Major tonundaki
Senfoni Koncertant eserini 1779 yilinda
bestelemistir. Viyola solonun scordatura
olarak yazildig1 ilk senfonik eser olarak
bilinmektedir. Mozart’in bu turde bestelemis
oldugu diger eserlere kiyasla bu eser, derin
bir tim ve yenilik¢i atmosferiyle bir doruk
noktast olusturmustur. Mozart, Senfoni
Koncertant’1 besteledigi donemde, viyolaya
ayr bir onem vermistir. Haydn, K.Dittersdorf
ve J.Wanhal ile Viyana’da olusturduklan
dortlide viyolaci olarak yer almistir. Oyle
ki, Senfoni Koncertant’in ilk seslendirilisinde
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viyolac1 olarak yer aldigi sanilmaktadir.

(s.1533-1534).

Bu eserde, viyolaci, tum tellerini orkestranin
akorduna gore yarim ton tiz olarak
akortlamaktadir. Mozart, orkestra eslikli
olarak soloviyola partisi yazmanin zorluklarin
asmak icin bu dahice cozimii Uretmistir
denilebilir. Bu nedenle viyola icracisi, eseri
Re Major tonunda calmis olsa da, Mi bemol
Major tonunda duyulmus olur. Baska bir
sekilde aciklamak gerekirse, eserin orijinal
tonu Mi bemol Major tonundadir. Fakat viyola
notasi Re Major olarak yazilmis ve calginin
yarim ton tiz akortlanmasi istenmistir.
Boylece Mi bemol Major tonuna ulasilmistir.
Bu kullanim “Viyola calgisinda scordatura
eserler ve kullanim gesitleri” bolimiinde de



RAST MUZIKOLOJi DERGISI 2023, 11(4)

deginildigi gibi, transkripsiyon scordatura’ya
ornektir. Mozart’in bu eseri scordatura
olarak bestelemesinin nedeninin, viyolanin
daha parlak-berrak bir seste duyulmasi ve
orkestrada yer alan tutti viyolacilar arasinda
rahatlikla duyulabilmesini saglamak oldugu
gozlenmektedir.

Figlir 9’daki oOrnekte de gorildigl gibi,
accorda un mezzo tono piu alto (yarim ton
tiz akortlanmis) olarak Re Major tonunda
yazilmis notanmin icra edilmesi istenmistir.
Boylece keman-viyola ses dengesi
saglanmasinin yani sira, viyola partisinin

503-528 Yilmaz

kadansinda  bulunan
parmak numaralarinda, yay gecislerinde
ve tel degisimlerinde icra bakimindan
rahatliklar mumkin olabilmektedir. Figur
10’da standart akortlama ile calindiginda
karsilasilan parmak-pozisyon ve tel degisimi
zorluguna bir ornek verilmistir. Mavi ile
belirtilen kisim, standart akortlama ile
calindiginda karsilasilan parmak ve tel
degistirme sorununa bir Ornegi temsil
etmektedir. Kirmizi ile belirtilen kisim,
scordatura olarak calinmakta ve daha az tel
degisimi gerektirmektedir.

onlu araliklarda,

Mozart, op. 104.

VIOLA PRINCIPALE,

| acoordaun

eunotono pin alto |

All* maestoso.

SINFONIA

Concertante.

r * 1T 8P, 453
7 Y NV
R

Figiir 9.

Mozart, Keman-Viyola ve Orkestra icin Senfoni Kongertant, viyola partisinin ilk sayfasi

(Re Major tonunda yazilmis scordatura ornegi)
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Figlir 10.Mozart Senfoni Koncertant 1. boliim 321-323 dlciiler arasi, parmak-pozisyon ve tel degisimi drnegi

Her ne kadar scordatura sistemi bircok
acidan  kolaylilar saglasa da, kafa
kansikligina sebep olabilecek ton ve
akort degisimi sorunsali ancak yogun bir
calisma saglanarak asilabilmektedir. Akort
degisiminden dolay1 entonasyonu saglamak
da kolay olmamaktadir. Bu eserde, viyola
partisi bircok edisyon tarafindan Mi bemol
Major tonunda yazilmistir. Boylece yarim
ton tiz akortlamaya ihtiyac kalmamaktadir.
Gunumuzde genellikle Mi bemol Major
olarak calinmakta, scordatura tercih
edilmemektedir. Chiang (2010)’a gore, cogu
viyola icracist bu eserdeki scordatura’yi
tercih etmemektedir. Scordatura,
donemsel ozelliklerin bir temsilcisi olarak
kullamlmaktadir (s.23). Bu eseri scordatura
olarak icra etmis unli viyola virtliozlerinden
bazilan, William Primrose, Pinchas
Zukerman, Yuri Bashmet ve birinci bolime
yeni kadans da yazmis olan Lionel Tertis’dir.

Carl Stamitz Si bemol Major Viyola Sonati

Carl Stamitz (1745-1801), Klasik Donem
viyola repertuvarina onemli olcude katkilar
saglamis Alman bestecidir. Keman ve viyola
icin duetler, keman-viyola ve orkestra icin
senfoni koncertantlar, viyola koncertolan
ve viyola sonatlar bestelemistir. Keman ve
viyola icin Senfoni Koncertant No:20 eseri
de scordatura olarak yazilmistir. Keman ve
viyola yarim ton tiz akortlanir. Arastirma
sonucunda, scordatura nota orneklerine
erisim saglanamamistir. Viyola Sonati’nda
kullandig1 scordatura yaziminda calgi yarim
ton tiz akortlanmakta® ve ornekte yazildig
gibi calinmaktadir. Boylece La Major

Figlir 11°de kirmizi ile belirtilmistir.

tonunda yazilan eser Si bemol Major olarak
duyulmaktadir.

Riley (1991)’in arastirmasina gore, viyolaci
Dr.Ann  Woodward ve piyanist Phyllis
Rappeport, 1985 yilinda, 13. Uluslararasi
Viyola Kongresi’nde C.Stamitz’in viyola
sonatim icra etmislerdir. Basili konser
programinda Carl Stamitz’in Viyola Obbligato
ve Fortepiano icin Sonat’in1 farkli bir yorum
ile calacaklarim belirtmislerdir. Programa,
eserin piyanodan yarim ton tiz akortlanmis
barok viyola ve Johann Jacob Konicke
tarafindan yapilmis 1796-Viyana fortepiyano
ile icra edilecegi notunu eklemislerdir.
Donem enstrumanlan ile icra edilen essiz
bir ses dengesi ve yorum ortaya cikmistir
(s.143).
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Figiir 11. C. Stamitz Viyola Sonat1 scordatura 6rnegi, (Akortlama: C#,G#,D#,A# ya da Db Ab Eb Bb) (web 7)

Diger scordatura orneklerinde oldugu gibi
akort degisimi bu eserde de kolayliklar
saglamistir. Eserin daha kolay icra edilmesini
saglayan nota yazimi arastirmalarinda,
eserin Unlu viyola virtiiozu William Primrose
tarafindan dizenlenmis edisyonuna
ulasilmistir. Edisyon, standart akortlamada
ve Si bemol Major tonunda yazilmistir (Figur
12).

Eser scordatura olarak calindiginda teknik
olarak kolayliklar saglamaktadir. Ornegin;
standart akort ile calindiginda, 12. olclide
yer alan onaltibk pasaj icin pozisyon

gecmek gerekirken (mavi ile belirtilmistir),
scordatura olarak calindiginda, pozisyon
gecmeden calinabilmektedir (Figur 13’de
kirmiz1 ile belirtilmistir). Bu ornek, eserde
kullamlan scordatura’mn sol el teknigine
saglamis oldugu kolayliklardandir.  Figlir
14’de yer alan kirmizi-yesil ve mavi
renkler kullanilarak belirtilmis pasajlarda
scordatura ve standart akortta yazilmis iki
farkli nota ornegi arasindaki tel degisimleri
farkliliklar1 gosterilmistir. Scordatura olarak
calindiginda, pozisyon gecislerine gerek
kalmadigi icin tel degisimlerine de ihtiyac
kalmamaktadir.

Edited by WILLIAM PRIMROSE

CARL STAMITZ
(1745-1801)

Figiir 12. Stamitz Viyola Sonati, William Primrose tarafindan diizenlenen standart akortlama ile yazilmis 6rnek
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.
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Figiir 14. Standart akortlama (lst) ve scordatura’nin (alt) tel degisimi tizerindeki farkliiklarn (aym pasajlar
renkler ile eslestirilmistir)

J. A. Amon Viyola Koncertolarn

Alman besteci ve viyolact J.A.Amon,
senfoniler, duo, trio, quartet vb. oda miizigi
eserleri, kantatlar, operetler, sonatlar
bestelemis olmasina ragmen az bilinen
bir bestecidir. Iki adet viyola koncertosu
bestelemistir. Bu iki eser de scordatura
olarak yazilmistir.  “IMSLP” nota erisim
platformundan sadece J.A.Amon 1.Viyola
Kongertosu’nun nota erisimi saglanmistir.
Editor Alan Bonds’un nota uzerindeki
notlarinda su bilgilere yer verilmistir:

1930’lardaki buyuk buhran zamaninda New
York City kutuphanesinde gorevli viyolaci
Sydney Beck tarafindan, bir kism1 muzikolog
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olan kisiler araciligiyla, el yazmasi notalar
(manuskript) duzenlenmistir. Carl Stamitz
Re Major Viyola Koncertosu, Alexander
Rolla Re bemol Major Viyola Koncertosu
ve J.A.Amon’un 1. Viyola Koncertosu
viyola repertuvarina kazandinlmistir.
Tum  bu notalar diuzenlenirken el
yazmas1 materyallere olabildigince sadik
kalindigindan bahsedilmistir. Amon’un viyola
koncertosunun el yazmasi notasi pek cok
acidan takdir edilesi bicimdedir. Kaligrafisi
cok basarlidir. Ancak bu koncertonun solo
viyola partisinin scordatura yazilmis olmasi
nedeniyle, partiyi diizenlemek diger eserler
kadar kolay olmamistir (Bonds (t.y):2).
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Viyola partisinin scordatura olmasi, el
yazmast notalarnn dizenleyen editorler
tarafindan problematik bulunmustur. La
Major tonunda yazilmis orkestra partisini Sol
Major tonunda yazarak bu problemi cozmeyi
dusunmuslerdir. Ancak bu ¢O0zim oOnerisi
beraberinde baska problemleri getirmistir.
Kontrbas partisini  Sol Major tonunda
calabilmek icin 5 telli calg kullanimi gerekli
olmustur. Korno partisinin transpozesini
gerceklestirememeleri gibi sorunlarla da
karsilasilmisti. Aym1 zamanda, Library of
Congress’de bulunan el yazmasi notalarin
uzerinde farkli kalemler ile alinmis bazi
notlar goze carpmisti. Bu notlart kimin
yazdig1 bilinmemekle beraber, el yazmasi
notalarin temize cekilmesi sirasinda da
dikkate alinmamistir.

Scordatura yazilmis viyola solonun problemli
bir durum yarattig1 disiincesiyle lc farkli
secenek olusmustur:

»  Viyola solo: Scordatura (Sol Major)-
Orkestra partisi: Standart Akort (La Major)

» Viyola solo: Standart Akort (Sol
Major)-Orkestra partisi: Standart Akort
(Sol Major)

2023, 11(4) 503-528

Yilmaz

» Viyola solo: Standart Akort (La
Major)-Orkestra partisi: Standart Akort
(La Major)

Bu bilgiler 1s181nda
sonucunda 1.Viyola Kongertosunun
glinimiizde farkli edisyonlarinin oldugu
bilgisine erisilmistir. Muzikolog Dr. Louise
Goldberg ve viyola arastirmacisi Dr.
Wolfgang Sawodny edisyonlarinda orkestra
partisi transpoze edilmistir (Sol Major).
Solo viyola partisi ise scordatura olarak
calinmamaktadir. Ancak viyola icracisi ve
besteci Rosemary Glyde’in edisyonunda
viyola partisi scordatura olarak (Sol Major),
orkestra partisi orijinal halinde (La Major)
yazilmistir (Figur 15-16). Figur 15 ve Figur
16’da verilen nota ornekleri, farkli tonda
calinmasina ragmen akortlama nedeniyle
ayn1 tonda duyulmaktadir. Figur 15, viyola
solonun ilk 6 oOlcusinden olusmakta,
tum teller bir tam ses ince akortlanarak
calinmaktadir. Figur 16, birinci keman tutti
partisinin ilk alt1 olcuisunden olusmaktadir.
Standart akortlama ile calinmaktadir.

saglanan arastirma

Moderato

CONCERTO ror VIOLA

Johann Andreas Amon

Figiir 15. J. AL Amon’un Op.10 viyola kongertosunun viyola partisi (web 8)

AllS Aod®

Figlir 16. J. A.Amon’un Op.10 viyola koncertosunun birinci keman partisi

Amon’un 2. Viyola koncertosunun basimina
ve viyola partisine erisim saglanamamistir.
Sadece orkestra partisinin yer aldig1 kiiclik
bir boluime ve 58. odlcude baslayan viyola
solonun ilk sayfasina erisim saglanmistir.
Figur 17’de orkestra partisi Mi Major olarak,
viyola solo ise Mi bemol Major olarak

yazilmistir. Bu durumda viyola C#-G#-D#-A#
(do diyez-sol diyez-re diyez- la diyez) olarak
yarim ses ince akortlanmaktadir.
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Flute II

Cor II

Figlir 17. Amon’un basilmamis olan 2. Viyola kongertosu’nun orkestra partisyonundan scordatura 6rnegi ve viyola
solo notast (Riley, 1991:141-142)

Richard Strauss Don Quixote Senfonik Siiri

Richard Strauss, operalan ve senfonik
siirleri ile taninan gec-romantik donem
Alman bestecidir. “Programli  miizikte
gerceklik kavramini gelistirerek miizigin
sinirlarint ~ genisleten, “Tone  Poem-
Senfonik Siir”in ustasi Richard Strauss’un
1897 de Cervantes’in “Don Quixote” adli
nlii romanindan uyarladigr “Don Quixote -
Phantastische Variationen Uber ein Thema
Ritterlichen  Charakters”  bestecinin
senfonik siirleri icerisinde “cesitleme”
bicimini kullandig1 tek eserdir. Bu eserde
kitabin baskahramani Don Kisot solo cello
ile yaveri Sanco Panza ise cogunlukla solo
viyola ile betimlenmistir (Basegmezler,
2018:1).

Don Quixote Senfonik Siiri, 10 varyasyondan
olusan, vyaklasik icrasi 50 dakika suren,
viyolanin orkestra icerisinde solo olarak yer
aldig1 repertuvar icin cok énemli yere sahip
olan bir eserdir. Don Quixote (viyolonsel solo)
ve Sanco Panza’nin (viyola solo) karsilikl
konusmalarin1  betimleyen bir muzikten

bahsetmek mumkindir. Viyola solonun
yaninda, onemli viyola grup sololarinin
da bulundugu bu eserde, viyola solo icin
scordatura yazilmis bolim 3. varyasyonda
baslamaktadir. liciinct varyasyondan once do
telini yarim ton kalina (si’ye) akortlamak'®
icin yeterli zaman bulunmaktadir. Ancak
scordatura kisim 16 6l¢ii uzunlugundadir. Solo
viyolacinin, standart akortlamaya donmesi
icin alt1 olculik bir zaman taninmstir
(Figlir 20). Bu akort degisimini kisa slirede
tamamlayamayan, enstrimani buna uygun
olmayan icracilar, sahneye farkli akortlanmis
iki viyola ile de cikabilmektedir.

Bu eserde vyer alan scordatura yazimi'?
viyolanin  kullanmilan  akort sisteminde
bulunmayan bir sesin yazilmis olmasindan
dolay1 tercihe bagl degildir. Besteci, kalin
“si” sesinin eserde yer almasimi istedigi
icin akortlamada degisiklik yapmistir. Seste
yeni bir renk arayisi ve armonik cesitlilik
0 Notada ¢ saite nach h herunterstimmen olarak
belirtilmistir.

" Nota drneginde friiheres zeitmass olarak belirtilmistir.
2 Transkripsiyon olmayan scordatura

520



RAST MUZIKOLOJi DERGISI

yaratma istegi bu scordatura yaziminin
nedenleri arasinda sayilabilmektedir.
Ancak, eserin orkestra icerisinde caliniyor
olmasi, akortlamadaki zorluk ve parmak
numaralarindakialiskanligin degistirilmesinin
soz konusu olmasi nedeniyle bazi
coziimler iretilmistir. Ornegin akortlamayi
degistirmeksizin, si yerine re bemol calinmasi
(Figlir 18) ve parmak numarasi karisikligi
olamamasi icin scordatura pasajin calindigi

2023, 11(4) 503-528
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sekilde yazilmas1 (Figir 19) gibi ornekler
mevcuttur.

Eserdeki scordatura yazimi, diger tellerin
akortlamasinda farklilik olmamasi nedeniyle
baslangicta zor calinabilir. Ancak solonun cok
uzun olmamasi, scordatura’mnyazildigi telde
cok fazla pasajin yer almamasi ve genellikle
ayn1 melodik yapinmin kullanilmasi nedeniyle
calisma sonucunda rahat calinabilmektedir.

Solo

C Saite nach h herunterstimmen

IIIIIH.I

’LJ@H <
mf

b

==—

Figiir 18. Standart akortlamada “si” yerine “re bemol” ¢alinmasi

Sul.B

C Saite nach h herunterstimmen

Solo

1
I

P I =1.I-

e
mf

Sul.G

T

=——

0

Figlir 19. Scordatura akortlama ile standart akorttaki parmak numaralari ile calinmasi

521



Viyola calgisinda farkli akortlama sistemi olarak Scordatura’nin incelenmesi

Var. 111 ,
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Figiir 20. R.Strauss Don Quixote, lll.Varyasyon, viyola scordatura
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Sonuc ve Tartisma

Yirmibirinci ylzyilda kullanilan
akortlamaya yuzyillar boyu siren bir
gelisim sureci sonucunda ulasilmistir. Bu
surecin, kendi icerisinde en kullanisli olan
sisteme erisebilmenin hedefiyle ilerledigi
gozlemlenmistir.  Lut, lavta gibi telli
calgilarin ve yayli calgilarin atas1 olarak
bilinen viyol ailesinin akortlama sistemlerinin
paralel olarak gelistigi goriilmektedir.
Makalede bahsedilen Hans Gerle’nin yazmis
oldugu kitaplar, bu calgilarin akortlama
sistemlerini tek bir kaynakta toplamistir.
Bu durum, her ne kadar lavta ve lut telli,
viyol ailesi ise yay ile calinan calgilar olsa
da, akort sistemlerinin tek bir tablature
uzerinde gosterilebilir derecede benzerlik
gosterdigine isaret etmektedir. Kalender ve
Baris (2022)’1n “Tamperemanin tarihcesine
kisa bir bakis” adli makalesi ve Senel
(2021)’in “Miizikte milkkemmelin goreceligi:
akort sistemlerinin evrimi ve esit tampere
sistemin yukselisi” adli makalesi akort
sisteminin tarihsel gelisim surecine yonelik
onemli kaynaklardir. Ancak arastirmalar,
akort sisteminin tarihcesini detayli ele
almakla beraber scordatura ozelinde detayli
bir bilgi icermemektedir. Akordun tarihsel
gelisimi, scordatura’nmin terim olarak var
olmasin1 destekleyici niteliktedir. Her ne
kadar akortlama sisteminin standart hale
gelmesinden sonra ortaya ¢ikmis bir terim
olsa da, scordatura, “iyi bir sesi kolaylikla
elde etme” hedefi ile akortlama sisteminin
tarihsel sureciyle benzerlik icindedir.

standart

Scordatura ilk olarak standart akordun var
oldugu 17.yy’da keman repertuvarinda
gorulmdustir. Keman repertuvarindaki
scordatura’y ele alan Kurt (1977)’a ait “The
importance of scordatura in the mystery
sonatas of Heinrich Biber” adli yiiksek lisans
tezi, Russell (1938)’in The Violin “Scordatura”
adli kitab1 ve Cosgun (2017)’un “Heinrich
Ignaz Franz von Biber-in Rosary Sonatlari-nin
keman edebiyatindaki yeri” adli yiiksek
lisans tezi, alana katki saglamis kaynaklar
olarak nitelendirilmektedir. Kir (2022)"1n
“Viol ailesinin tarihsel surecteki akort
sistemleri, viyolonselde scordatura kullanimi
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ve 20. yuzyilda scordatura kullanilan solo
viyolonsel eserlerinin incelenmesi” adl
yuksek lisans tezi ise, viyolonsel ozelinde
scordatura kullanimin1 detayli olarak ele
alarak viyolonsel icracilan icin onemli bir
kaynak olusturmustur.

Yaylicalgilardaenfazlakemanrepertuvarinda
karsilasilan scordatura eserlerin aksine,
viyola repertuvarinin oldukc¢a sinirli oldugu
gozlemlenmistir. Paralel olarak viyola icin
scordatura eserleri ele alan kaynaklar da
oldukca sinirlidir. Bu durum, eserlerin icra
edilme sikliginin da disiik olmasina etki
etmektedir. Viyola icin yazilmis scordatura
eserler ile ilgili kaynaklar arasinda en detayli
calismalarin Chiang (2010)’a ait “A historical
technique from a modern perspective: the
transcription scordatura in Mozart’s sinfonia
concertante for violin, viola and orchestra
in e-flat major, k. 364.” adli doktora tezi
ve Riley (1991)’e ait “The history of the
viola 1I” adli kitabin oldugu sonucuna
vanlmistir.  Scordatura kullammi ile ilgili
baz1 sorularin cevaplanmasina ve scordatura
yazilma nedenleri ile ilgili eksik bilgilerin
tamamlanabilmesine yonelik bir arastirma
gerceklestirilmistir.

Eserlerin iki farkli kategoride incelendigi
bilgisine yer verilmistir. Bu sayede,
viyola icracilan, scordatura bir eser icra
edeceklerinde, oncelikle hangi tiir scordatura
calacaklarin1 anlamaya yonelebileceklerdir.
ikinci bir nokta, akortlamamin ne sekilde
yazildig1 ve ne sekilde duyulacagi konusudur.
Baz1 ornekler sunularak pekistirilmesine
yonelik bir calisma gerceklestirilmistir.
Calismada, viyolada scordatura kullaniminin
icrac1 acisindan olumlu ve olumsuz olarak
degerlendirilebilecek ozellikleri ele
alinmisti.  Parmak numaralarinin  ve tel
degisimlerinin eser icrasinda kolayliklar
sundugu gozlemlenmis, iyi entonasyonun
ise zor saglandigi tespit edilmistir. Viyola
icin scordatura yazilmis eserler icerisinde,
giinumizde en c¢ok seslendirilen ve
en c¢ok bilinen eser Mozart’in keman-
viyola ve orkestra icin bestelemis oldugu
Senfoni Kongertant eseri oldugu sonucuna
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ulasilmistir. Ancak gerek scordatura calmanin
getirdigi zorluklar gerekse istenilen bilgilere
ulasmada yasanan guclukler nedeniyle
standart akortlama ile icra edilen bir eser
olarak repertuvardaki yerini almistir.

Makalede yer verilmis diger scordatura
eserlerin  bazilarinin  scordatura olarak
yazilmis nota erisimi bile bulunmamaktadir.
Bu durum, scordatura calmaya karsi
gelisen mesafenin bir gostergesi olarak
degerlendirilmistir. Bircok edisyon
tarafindan  yayinlanmis  olan  notalar
icerisinde en kolay erisim, Mozart-Senfoni
Koncertant, Bach-Viyola Suiti No:5 ve
Strauss-Don Quixote eserlerine saglanmistir.
Diger bestecilere kiyasla isimlerini daha
cok duydugumuz besteciler olmalarinin
bunda etkisi yadsinamazdir. Aym zamanda,
eserlerin scordatura olarak icra edilmesi
sirasinda yasanilan zorluklarin en az oldugu

eserlerdir. Baska bir deyisle, scordatura
olarak calindiginda avantajlarnin
dezavantajlarindan daha fazla oldugu

sonucuna ulasilmistir. Bu durum bestecilerin
scordatura konusundaki ustaligina isaret
etmektedir. Arastinlan diger scordatura
eserlerin notalarina erisimin ya cok zor ya da
hic saglanamamis olmasi, eserler hakkinda
scordatura bilgisine ulasimda da ayni sekilde
seyretmistir.  Sinirlh sayidaki  kaynaktan
erisim  saglanan eserlerin  bilgilerinin
sunulmasi, icracilarin scordatura uzerine
gerceklestirecegi yeni arastirmalara fayda
saglayacaktir.

Oneriler
ilerideki Arastirmalara Yonelik Oneriler

» Bu arastirmada, ulasilabilinen bes
bestecinin viyola icin scordatura eserleri
belirlenmistir. ileride viyola calgis1 icin
yazilmis diger scardatura eserlere yonelik
calismalarin arttirilmasi onerilir.

> incelenen scordatura orneklerinin
olumlu olumsuz yonlerine iliskin olarak
deneysel calismalar yapilabilir.

» Yayl calgilar icin yazilan scordatura
eserlerin sayisal olarak verileri analiz
edilerek karsilastirilabilir.

icracilara Yonelik Oneriler

»  Scordatura bir eser calismak isteyen
icracilara;

> Eserin hangi tir scordatura oldugu
hakkinda fikir sahibi olmalar,

» Eser ile ilgili detayli bir arastirma
yapmalan

>  Nota erisiminde iyi bir edisyon tercih
etmeleri,

» Edisyonlar arasindaki farklliklan

kontrol etmeleri,

» Duinyaca unlu virtuozlerin kayitlarini
referans almalar,

> Akortlama ile ilgili bilgileri dogru
kaynaklardan edinmeleri,

»  Akordun farkli yapilmasi nedeniyle
cabuk bozulmasi s6z konusu oldugundan
stk kontrol saglamalari,

> Kafa kansikligim gidermek icin nota
Uzerinde yer alan parmak numaralarinin
normal akortlamada calismamalari,

> Yavas ve ses kontrolu yaparak
calismalan, onerilebilir.

Arastirmanin Sinirhihklan

Arastirma, yayli calgilardaki akort sisteminin
tarihsel gelisim sureci, scordatura’nin
olumlu/olumsuz ozellikleri, viyola calgisi
icin scordatura olarak yazilmis; J.S.Bach-
Viyolonsel Suitleri (viyola transkripsiyonu)
No:5, W.A.Mozart- Keman ve Viyola icin
Senfoni Koncertant, C.Stamitz- Viyola
Sonati, J.A.Amon- 1. ve 2.Viyola Koncertosu
ve R.Strauss- Don Quixote Senfonik Siiri
eserleri ile sinirlandinlmistir.

Bilgilendirme

Arastirmada ¢ikar catismasi yoktur. Herhangi
bir fon ve proje kullanilmamistir. Arastirma,
etik kurul izni gerektirmemektedir.
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Investigation of scordatura as a different tuning system in viola
instrument

Extended Abstract

The tuning system used today has reached a certain standard in string instruments by evolving with the
different tuning systems that the viol family has historically undergone. Due to the incomplete development
of instrument forms, the tuning system has constantly changed in order to provide comfort in playing and
to perform in harmony with the tone of the works. This evolution process has also had an indirect effect
on the emergence of the scordatura. Scordatura is a preferred usage in order to perform the pieces more
comfortably in many aspects. It has common points with the historical development of tuning, and although
they are analyzed under different headings, it is seen that they interact in a cause-and-effect relationship.
The research was designed to contribute to the field by presenting a detailed examination of viola works
written in scordatura. In the research, the notes of the scordatura works were scanned, and it was determined
that there are few scordatura works for the viola instrument. Detailed research was carried out on the
scordatura works identified, and it was observed that access was quite limited. In the literature review
carried out in this context, the situation followed a parallel course, and no research has been found that
collects scordatura Works written specifically for the viola instrument under a single source. In this context,
the most important point of the research was to create a source about the viola works written in Scordatura
and to clarify some unclear details in order to provide convenience during performance. In the research,
answers were sought to the problems of how a work written in scordatura for viola will be performed, with
which tuning, and for what reasons the works selected for examination were written as scordatura. The
research model is document analysis, one of the qualitative research methods. In this context, viola scores
written in scordatura were accessed. Note editions were checked by scordatura tuning on the viola. All works
written in scordatura for viola were searched, and all compositions, including the works whose notes could
not be found, were presented in a list by including scordatura information. J.S. Bach- Cello Suites (viola
transcription) No. 5, W.A. Mozart- Symphony Concertant for violin and viola, C. Stamitz- Viola Sonata, J.A.
Amon- 1st and 2nd Viola Concerto, and R. Strauss- Don Quixote Symphonic Poem were analyzed. The selected
pieces were analyzed in detail. The type of scordatura in the piece, its positive and negative effects on the
performer were analyzed by making note comparisons. All the determined features were checked by playing
on the viola and analyzed by making comparisons on notes with and without scordatura. As a result of the
analysis, it was found that scordatura provides many technical conveniences to the performer, and when it
is evaluated from the perspective of finger numbers and string transitions, it has a positive effect on the
performance. However, it was found that it causes confusion due to the differences between playing and
hearing and intonation difficulties. For this reason, it was concluded that it is a less preferred usage. In the
article, suggestions are given for studies towards the easy performance of the works written as scordatura
for viola. A resource that string instrument performers can benefit from is presented. In this context, it is
suggested that the performers should obtain detailed information before starting to work on a scordatura
piece, perform from a good edition, and work slowly and with control the sound. In future research, the
numerical data of scordatura works written for string instruments can be analyzed and compared.

Keywords
scordatura, transcription, tuning system, viola, viola repertoire
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Abstract

The institutionalization of music in Kosovo emerged as a necessary process, playing a pivotal role in
fostering sustainable cultural and social development. Its profound effectiveness became evident in
the musical trajectory of cultural advancements from the 1950s and 60s onwards. Music schools stood
as the primary catalysts, generating a cadre of music professionals involved in various facets of musical
productivity. They provided comprehensive professional training to the entire musical community,
encompassing composers, conductors, instrumentalists, and pedagogues, who actively contributed to
the vibrant musical activities. The year 1948 marked a significant milestone with the establishment of
the first music school, initially named ‘Josip Slavenski’ and now known as ‘Lorenc Antoni,’ in Prizren. This
was followed by the inception of the music school ‘Stevan Mokranjac,’ later renamed ‘Prenk Jakova,’
in Prishtina in 1949. These institutions served as foundational pillars, laying the groundwork for the
subsequent development of a multidimensional music landscape. Notably, the establishment of the Higher
Pedagogical School (Branch of Music Education) in 1963 and the Music Academy in 1975 represented
crucial milestones, marking the expansion and enrichment of the music sector. The period between
1990 and 1999, characterized by a tumultuous socio-political landscape, posed significant challenges to
music education. In the years following 2000, music education in Kosovo continued to adapt and evolve,
reflecting to the changing socio-political and cultural landscape. This era witnessed new processes of
the established institutional forms and typologies, prompting the adoption of new curricula and a re-
evaluation of music education within the context of the evolving social reality and market demands.
Furthermore, the demand for music education continued to grow, leading to the establishment of more
music schools and programs throughout the country. In general, since 1948, music education in Kosovo
represents an unstoppable process that in terms of historical importance, it represents the cornerstone
of all professional musical developments in Kosovo.

Keywords
education, institutionalization, Kosovo, music, schools

Introduction

After long chapters of turbulent socio-
political practices and non-linear cultural
achievements, a new chapter for music
began in Kosovo for the first time after
World War II'. The musical reality after 1945

" The historical differences in cultural development
between Western and Eastern Europe are of conside-
rable significance, particularly when we consider pe-
oples who, for centuries, experienced turbulent histo-
ries and conditions that were not conducive to linear
advancements in the arts. The cultural developments
in Kosovo in the years preceding the Second World War
serve as a pivotal point of discussion, emphasizing the
developments in cultural endeavors with amateurism
and folklore serving as primary reference points. The
decisive role was played by Cultural-Artistic Socie-
ties, acting as torchbearers of inclusion and artistic
progress, as precursors to the institutionalization of
musical life, that had an impact on the preservation
of cultural identity and heritage. As known, Kosovo

was characterized by ‘multiculturalism’
and non-multifaceted dynamics. “The
term ‘multi-culturalism’ is used because,
until the 1990s, the population of Kosovo
consisted of a multinational population
consisting mainly of Albanians, followed

formally became a part of the Kingdom of Yugoslavia
in 1918. Following World War I, it continued to be an
integral part of the Socialist Federal Republic of Yu-
goslavia, initially as an autonomous region within the
People’s Republic of Serbia, later attaining the status
of an Autonomous Socialist Province within the bro-
ader Yugoslav federation in 1974. During this period
(1945-80s), there were marked linear and progressive
advancements in all facets of musical art, including
the establishment of music educational institutions
in the 1940s, the formation of musical ensembles,
choirs, and orchestras in the 1950s, as well as the
introduction of music festivals, all of which played a
pivotal role in shaping the cultural landscape and art
music tradition (Togay S. Birbudak, 2013).
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by Serbs, Turks, Bosnians, Roma, and other
ethnic groups. In such circumstances, during
a time of artistic coexistence between
groups of different ethnicities, culture could
not be reflected in a ‘merged modus’ into
a common identity, but through diverse
elements that represented the culture
of each ethnic background. The artistic
activity was characterized by dynamics
related to the ethnic factor. In the spirit of
‘Brotherhood and Unity’? Albanian music in
Kosovo necessarily had to find a balanced
form of existence between the “desirable”
influences from the music of the Albanian
state (Albania) and the “compulsory”
coexistence between Albanian and Slavic
music. So, depending on the territorial
regions of Kosovo and the structure of the
majority population on them, the ethnic
composition of the majority of cultural-
artistic societies also varied. Some consisted
only of Albanians, Serbs, Turks, or Roma,
while many were composed of members
from different ethnicities.”

Recognizing the obvious circumstances and
practical possibilities for any kind of musical
cultural organization, it was difficult to do
what was necessary and feasible. The lack
of music professionals represented the
main factor why artistic music could not be
developed otherwise. The most important
moment that contributed to the creation of
linear and continuous music developments
was the organization of certain patterns of
music practices within cultural formations/
organizations known as Shoqérité Kulturore
Artistike (Cultural and Artistic Societies),
abbreviated as SHKA in Albanian. This
development preceded the establishment of
a stable institutionalization, which became
a reality only after the year 1948, with the
establishment of educational institutions -

2 The concept of “Brotherhood and Unity” was a key
element of the Yugoslavia official ideology, that empha-
sized the idea of unity and solidarity among the diverse
ethnic groups within Yugoslavia, (included Serbs, Cro-
ats, Bosnians, Slovenes, Macedonians, Montenegrins, Al-
banians), that aimed to foster a sense of common iden-
tity promoting the idea that they were all equal citizens
in a multi-ethnic and multi-religious state

music schools. Reflection and continuation
of the inherited musical tradition, for the
first time, moved towards an organized
scope. Institutionalization through Cultural-
Artistic Societies represented the first
important moment in terms of organized
developments, particularly in the field
of folk and traditional music. “l used the
word ‘institutionalization’ to describe the
existence and activity of these ‘Cultural
Collectives’. But the question that arises is:
Can they be considered the first institutions
in the music field? My answer to this issue is
twofold. Firstly, they can be considered as
the first musical institutions only in terms
of profound amateurism, folk tradition, and
the ambition of individuals with the musical
inclination to collect in a group (i.e., cultural
society) talented and amateur individuals
with common predispositions and desires to
perform music. Since they had been officially
registered as cultural societies, in some way,
they can be accepted as the first ‘amateur
music institutions’. Secondly, from another
point of view, their amateur activity did not
represent genuine music institutionalization
in terms of classical/artistic, music, except
for some of them (e.g., ‘Pérparimi’ in Peja,
‘Agimi’ in Prizren, ‘Stevan Mokranjac’ in
Prishtina, etc.) that represented the first
cultural societies with music practices,
mostly with a European orientation.”
Mobilization and cultural engagement came
as a natural endeavor of visionary individuals,
and amateur musicians, who were the
driving force of the whole process. Albanian,
Serbian, Turkish, and Roma members took
the issue of massification of the so-called
“cultural movement” seriously, orienting and
extending the network of amateur musical
activities both in cities and villages as a
direct form of music-making. Only in 1945,
there were 8 Cultural-Artistic Societies with
750 active members (Albanians, Serbians,
Turks and Roma members) (Hasani, 1960).
By the end of the 1940s, 18 Cultural-Artistic
Societies operated in Kosovo, 12 of which
were formed in 1948, (***, Nga garat e
seksioneve dramatike té SHKA-ve té Krahinés
Soné [From the Competitions of the Dramatic
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Sections of the SHKA of our Region], 1949)
while after a decade, in 1958, the number
had increased to: about 20 (amateur) choirs,
8 city orchestras, about 30 small orchestral
formations [i.e., brass bands, mandolin
orchestras, string quartets etc.] (***, 1958)

After World War Il, the process of general
musical institutionalization in  Kosovo
followed the patterns of former Yugoslavia’s
artistic diplomacy, leading to the gradual
proliferation of similar institutions and
aesthetic standards. This process took place
within a complex framework, conditioned by
the influence of ideologies and socio-cultural
transformations, as well as the relationship
between art and cultural politics. It marked
the beginning of a practical divorce between
amateurism and professionalism, traditional
music practices, and classical forms.

In 1948, the foundations of music education
were established for the first time,
creating a fundamental prerequisite for
any form of music-making, separate from
amateur practices. In fact, regarding the
institutionalization of music as a regulator
of formal music education in Kosovo, two
different moments of institutionalization
can be distinguished, each occurring within
a different socio-political environment.
What does it mean? Very often, progressive
cultural changes and developments happen
after major disturbances, conflicts, and wars.
Therefore, in Kosovo, the concrete forms of
music institutionalization are connected with
the end of two war periods: World War Il and
the Kosovo War of 1999. The first moment
is more significant because the process was
happening for the first time. It was realized
under the influence of the circumstances
and available tools of that era, which helped
enhance the parameters of existing cultural
and artistic developments. In 1948-49, two
first music schools were established: ‘Josip
Slavenski’ in Prizren and ‘Stevan Mokranjac’
in Prishtina. The second moment occurred
in a different social environment (from
the year 2000 onwards) and was realized
under completely different socio-political
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circumstances. In those years were founded
several new (primary and high) music
schools. According to Besa Luzha (Doctor
in Music Education), music education from
1945 onwards was conducted in different
political phases, each with its specifics: a)
Music education as a basic right (1945-1968);
b) Music education as emancipation (1968-
1980); c) Music education as a struggle (1980-
1990); d) Music education as survival (1990-
1999); and e) Music education in a post-war
context (2000-present) (Luzha, 2015). In
both instances, institutionalization in terms
of music education played an important role
as the basic standard for professional and
musical excellence.

First Music Schools ‘Josip Slavenski’
[Lorenc Antoni] and ‘Stevan Mokranjac’
[Prenk Jakova]: Their Roleinraising
Music Professionalism

The establishment of music educational
institutions was a reality that played a
positive resonance for the future of art music,
from the general flow of developments.
Individuals (e.g., Lorenc Antoni), who
appeared as complex figures in artistic
life and contributed to music creativity,
organization, and education, have been the
main factor that influenced the process of
institutionalization and systematic progress.
They have become the driving force behind
the entire process. In this regard, the year
1948 was the most defining and significant.

In 1948, at the request of the Kosovo
Provincial Council for Culture and Education,
the Ministry of Science and Culture in
Belgrade sent its representative, the
prominent composer, and professor of the
Academy of Music in Belgrade, Josip Stolcer-
Slavenski, to explore the opportunities for
opening the first music school in the Province
of Kosovo (Antoni, 1968). After receiving
consent from composer J. Slavenski and
approval from the Provincial Council and the
Ministry of Science and Culture in Belgrade,
and with the great initiative of Lorenc Antoni
(to whom the permanent merit of founding
this school belongs), the first music school in
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Figure 1. Some photographs from music school ‘Josip Slavenski’ between the years 1948-58
(photographs are taken in the archive of the school)

Kosovo was established in September 1948,
under decree No. 48799-48. Following an
entrance exam audition (where 48 students
were admitted), lessons started on October
20, 1948 (Antoni, 1968). The first students
enrolled were: Severin Kajtazi, Zarko
Milojkovi¢, Vilma Antoni, Maria Antoni,
Regjina Shiroka, Aférdita Fehmiu, Age
Cupérjani, Nusrete Morina, Nashide Shporta,
Sevime Kabashi, Biserka Stojnovi¢, Olgica
Stefanovi¢, Olivera Dordevi¢, Elza Shiroka,
Veronika Mjeda, Gordana Jovanog, Biserka
Popovi¢, Karolina Vucaj, Albina Bashota,
Olgica Stojkovi¢, Matej Lumezi, Sebahate
Jabllanica, and others (Music School Prizren,
1978). These students took lessons in
three sections: piano with Professor Nela
Jaki¢, (musician from Croatia), violin with
Professor Lorenc Antoni, and trumpet and
wind instruments with Professor Josip Barisi¢
(a military musician-conductor in the Prizren
military garrison since 1931).

In its first year of operation, ‘Josip Slavanski’
school only functioned as a primary music
school, then from 1949 onwards, it became a
high music school. As the number of students
increased, so did the need for professional
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staff, so during the 1950s, many professors
joined the school, including1949: Aleksander
Petrovi¢ (from Novi Sad) violin teacher;
1950: Jovica Marinkovi¢ (from Belgrade),
and Olga Nasti¢ (from Novi Sad) piano
teachers, Nuri Sherifi (from Gjakova) violin
teacher;1951: Branislav Milosevi¢ (from
Belgrade) theoretical subjects and singing
teacher; and 1952: Radojica Milosavlevi¢
(from Aleksinac) and Milivoje Krsti¢ teachers
for theoretical subjects.In addition to these
professors, other professionals who worked
in the first decades included Petar Dordevic,
Dusan Borzanovi¢, Tomislav Stojkovic,
Milos Cuparevi¢, Vekoslav Risti¢, Begqir
Dervishi, Hanelora Dervishi, Ibish Gashi,
Jovan Sutakovié¢, Petar Martinovi¢, Engjéll
Berisha, Xhemil Doda, and Shefget Kazazi,
among others (Music School Prizren, 1978).
In 1951/52 the first orchestra led by Lorenc
Antoni was founded, while the choir started
the operation in 1949/50. Only during the
first years of work and activity, did choir,
orchestra, and many soloists started to show
the sparks of success. In 1958, the mixed
choir participated in a music competition in
Ni$ and was praised by Mihajlo Vukdragovic,
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who was at that time the President of the
Federation of Music Societies of Serbia.
According to Vukdragovi¢, the choir was
described as “a brilliant choir - a true
discovery (Music School Prizren, 1978).”
By the late 1950s, approximately 250
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professional musicians (music teachers) had
graduated from the ‘Josip Slavenski’ High
School, tens of them already graduated
from the Academy of Music in Belgrade, and
others tens were in the process of studying
(Dema, 1961).

Figure 2. Concert on the occasion of the 25" anniversary of the founding of the school (1973).
Conductor: Tomislav Stojkovic¢ (Photo taken in School>s Archive)

Until 1961/62, ‘Josip Slavenski’ in Prizren
was the only high music school in Kosovo.
There was a growing interest and need to
open another music school in the capital
city. At a session of the Regional People’s
Committee on September 21, 1949, it was
decided to establish the Primary Music
School ‘Stevan Mokranjac’ in Pristina,
which would gather all talented children
and youth. From 1949 to 1962, the school
only operated as a primary music school
within the framework of the Miladin Popovic
high school, while with the decision of the
Executive Council of the Municipal Assembly
of Prishtina, according to decision No. 01-
16382, it was officially established as a High
Music School on 28 August 1963 (Music School
Prishtine, 2019). Work was carried out under
difficult conditions, including a lack of
musical instruments, school facilities, and
professional staff. In such conditions, foreign
musicians made a great contribution to the
development of music education in Kosovo.

Dimitrij Perlic, (a violinist and concertmaster
in the City Symphony Orchestra in Prishtina
and a violin pedagogue) along with his spouse
Vilma Cermak Perli¢, were transferred from
a music school in Zrenjanin to Prishtina,
bringing their concert piano with them
(Kovacevi¢, 1984). Additionally, many
pianos and other instruments were brought
from Novi Sad to support the newly formed
music educational institutions in Kosovo.
Also, brothers Dragoljub and Ratomir
Moraci¢, (the latter serving as the school’s
director for many years), were influential
individuals in the capital who supported the
development of music education and the
arts in Kosovo. In this regard, they supported
many music activities and music education
in the capital. Among the first teachers
working in Stevan Mokranjac music school
in Prishtina were: Venceslav Apt, lvan Ban,
Karlo Mrekut, Maria Galun, Joze Parinski,
Borivoje Popovi¢, Momir Ivanovi¢, Vlada
Marjanovic, Petar Petrovi¢, Olga Jankovic,
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Gabriela Kis, Vitomir Dimi¢, Marjan Milos,
Ivan Vanja, Oliver Ristic, Nikolla Bunjin, and
others. The first Albanian teacher to work
in school was Shefget Pllana, who taught
solfeggio and music theory on a part-time
basis from 1951 to 1953, while also working
in Prishtina Gymnasium. Some of his first
students were Imran Shala, Vera Gjevori,
Marija Staka, and Isak Mucolli (Music School
in Prishtina, 1979). Other early Albanian
teachers included: Hadije Gjinali, Aférdita
Fehmiu, Qazim Orugqi, Pasionaria Gjinali,
Bahri Cela, Selim Ballata, Veronika Mjeda,
Letafete Ballata, Besa Zajmi, and Bajar
Berisha. The first generation of students at
the High Music School in Prishtina consisted

of 16 students, nine Albanians, and six
Serbians (Shatri, 2019). Only two of them
graduated in the 1964/65 academic year:
Pasionaria Gjinali and Filomena Stojanovié
(Music School in Prishtina, 1979). Meanwhile,
the first pupils to graduate from the
primary level in this school were Ljubinka
Borjanovi¢, Ildika Vengrin, Verica Jovic,
Paraskeva Aksentijevi¢, Tatjana Karadzic,
Ivan Denisenko, Nexhmedin Brizani, Dobrila
Lakicevi¢, and Snezana Tanevi¢ (Music School
in Prishtina, 1979). Until the year 1969/70,
teaching was conducted only in the Serbian
language. Later on, classes were divided on
a nationality basis (Albanian/Serbian)3.

Figure 3. Students of the first generation, registered in music school in the year 1961/62(Photo
provided in music school)

3In the initial years of the schools’ operation, instruction
primarily took place in the Serbo-Croatian language
due to a shortage of Albanian professional staff. The
first teachers in these schools were predominantly
Serbian musicians, coming from various regions, like
Ni$, Vojvodina, Belgrade etc., leading to lessons being
conducted in Serbo-Croatian language. Since the late
1950s, many Albanians graduated on music (finished
High Music Schools) and they immediately became
actively involved in the educational processes within
music schools. This prompted a reorganization of
group lessons, with classes structured according to the
students’ national backgrounds.
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(1969) (Photo provided by Mrs. Selvete

Table 1. Graduated students in Prizren and Prishtina High Music Schools (10 first generations)

Graduated in the period (1952-1962) in High Music School ‘Josip Slavenski’ - Prizren

Year 1952/53 | 1953/54 | 1954/55 | 1955/56 | 1956/57

Total
No. 10 12 4 18 20
Year 1957/58 | 1958/59 | 1959/60 | 1960/61 | 1961/62 147
No. 16 17 24 16 10 students

Graduated in the period

(1964-1974)

in High Music School ‘Stevan Mokranjac’ - Prishtina

Year 1964/65 | 1965/66 | 1966/67 | 1967/68 | 1968/69

Total
No. 2 9 12 13 9
Year 1969/70 | 1970/71 | 1971772 | 1972/73 | 1973/74 158
No. 25 27 23 17 21 students

The interest in learning music increased
because the demand for music professionals
was high. Between 1950 and 1990, many
primary music schools were opened in other
towns, including Mitrovica (1954), Gjakova
(1970), Peja (1976), Gracanica (1976), Gjilan
(1978), Ferizaj (1996), and Stanisor (1997).
After the 2000s, other primary music schools
were opened in Vushtrri (2011), Rahovec
(2012) and Kamenica (2021).
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Tablo 2. List of (public) primary and high music schools in Kosovo

Primary / High

School name before

School name after the

City Year School the 1990s 1990s
1948 Primary music
) school . ) .
Prizren - - “Josip Slavenski” “Lorenc Antoni”
High music
1949
school
Primary music “Prenk Jakova” - Pris-
1949 .
L school . htina
Prishtina - - “Stevan Mokranjac” « -
High music Stevan Mokranjac” -
1962 school Gracanica
1954 | Primary music “Miodrag Vasiljevic -
Mitrovi school “Jovanka Radivojevi¢ | North Mitrovica
ltI’OVlca . . : ” [ ”
High music Kica Tefta Tashko” - South
2005 school Mitrovica
1970 Primary music
) school .
Gjakova - - Music school “Prenk Jakova”
High Music
2010
school
1976 Primary music
. school ) . )
Peja - - Music school “Halit Kasapolli”
High music
2008
school
Gracanica | 1976 |PrMary music  fu; ;0% Hasan Kikic”
school
Primary Music Music school
1978 . .
School (+ music school in . .
. . Music School - Gjilan
Kamenica, which « i
.. Stevan Hristic” -
Gjilan ) ) operates as a branch StaniSor (Serbian
1997 | High music (subsidiary) of the language)
School music school in Gjilan suasg
since 2021.)
1996 Primary music
. school ) .
Ferizaj - - Music school “Cesk Zadeja”
High music
1998
school
Vushtrri 2011 Primary music “Tefta Tashko”
school
Rahovec 2012 Primary music “Faik Sylka”

school
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Historical Background of Higher Music
Education: Higher Pedagogical School
and Faculty of Arts [Department of
Music] in Prishtina (1962-1999)

The interest in opening Higher Educational
Institutions started in 1956/57 when the
‘Elders for Education in Kosovo’ proposed
the opening of a Pedagogical Higher School
in Prishtina to address the issue of teacher
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deficiency in many subjects. Eventually, this
led to the establishment of an institution
called the Higher Pedagogical School
(abbreviated as HPS) (in Albanian: Shkolla
e Larté Pedagogjike, abbreviated: SHLP),
as per Decision no. 378 dated November 21
1957. (Halimi, 2005). From 1957 until 1970,
the following Higher Pedagogical Schools and
Branches were established as follows:

Tablo 3. Higher pedagogical schools in Kosovo

Year School City Branches in Prishtina HPS:
1958 | Higher Pedagogical School Prishtina 1958/59 Albanian Language
. . . . and Literature, Serbo-Croatian
1959 | Higher Administration School Prishtina Language and Literature, Basic
Hicher Economic-Commercial Education Engineering and
1960 Scfgm(ce)l conormic-L.ommercia Peja Physics,Mathematics and Physics,
Higher Agricultural School Prishtina | BiologyandChemistry.
Higher Engineering School o 1959/60 Basis of Technical Educa-
. . . Prishtina | ; d Phvsi
Higher Engineering School . . 1on an ysics.
1962 | .. . Mitrovica
Higher Pedagogical School Pri
‘Xhevdet Doda’ MZreén  11960/61 Russian Language and
. . Literature, English Language and
1967 I‘-Iégher Pedag_c:gmal School Giakova Literature.
ajram Curri
1962/63 Figurative Art, Musical
1975 I‘-Iigher Pedag’ogical School Giilan Art, Physicaland Health Education.
Skenderbeu
*Prishtina HPS established a Cent-
re for part-time studies in 1962 in
1976 | Higher Engineering School Ferizaj Novi Pazar.

The work of the High Pedagogical School
began in 1958 as a specialized institution for
the education of future professional cadres.
In the first year of studies, 93 full-time and
55 part-time students were registered during
the academic year 1958/59 (Halimi, 2005).
In October 1962, the school established
studies in three departments: visual art,
musical art, and physical education. The first
music professors/teachers engaged in the
HPS were: Engjéll Berisha (Music History),
Mark Kacinari (Solfeggio), Vincenc Gjini
(Harmony), Muhamet Belegu (mandolin,
accordion), Bahri Cela (conducting, choir,
and orchestra), Sevime Kabashi, and Marko

Savi¢ (piano), Drasko Coli¢ (violin), and
Kriste Lekaj (Musical forms, Knowledge of
instruments).Between 1963-68, 45 students
graduated in musical art, including: Mihajlo
Cemerkié, Stojan Zravkovski, Vilma Antoni,
Verica Jovi¢, Hajrie Ruben, Katarina Lukic,
Olga (viemerikic', Milorad Geris, Mirolub
Pe$i¢, Pavle Pali¢, Lucija Stern, Anton
Andonov, Shyqgri Imeri, Radivoje Terzi¢,
Sabri Kelmendi, Radislav Petrovi¢, Olivera
Andelkovi¢, Dobrila Milovanovi¢, Zivadin
Zivkovi¢, Slobodan Tadi¢, Svetislav Mini¢,
Viktorija Ludvig, Zivadinka Gvozdenovi¢,
Milosava Leki¢, Olga Glavic, Slavka Kujacic,
Desanka Miréevi¢, Vaclav Krestan, Zivadin
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Milovanovi¢, NadeZda Pej¢inovi¢, Severin Cavolli, Judit Kisferenc, Marija Cernaj, Petar

Kajtazi, Veronika Mjeda, Lajde Mjeda, Pani¢, Danica Jaksi¢, Marija Gogi¢, Vesna
Ljubinka Radojkovi¢, Josip Bauer, Ilirja Mulligi, and Petar Dalos (Zaimi, 1968).
Radojkovi¢, Dragomir Koci¢, Sebahate

Table 4. Graduated Students in HPS between the years 1965-74

Graduated students in the period (1965-1974) in the branch of Music Education in
HPS in Prishtina
Year 1965 1966 1967 1968 1969
Total
No. 9 5 14 17 43
Year 1970 1971 1972 1973 1974 206
No. 38 15 25 19 21 students

The incompatibility between needs and
requests was great, given that musical
opportunities and demands in the cultural
market in Kosovo have been increasing since
the 1970s. As musical institutions gradually
established themselves (such as the Radio
Television of Prishtina - Music Production,
Orchestra Formation, Choir, Festivals,
etc.), offering a stable flow of activities
in the general music ecosystem, there was
a great need for professionals in various
fields. This urgent imperative to increase
the potential of professional musicians
needed to be fully realized. Expanding
professionalism in music (in terms of music
education) was an essential element for
creative and civilizing dimensions, marking a
historic moment in cultural terms. However,
compared to other countries in the region,
it was a belated momentum. Since the early
1970s, the artistic community had believed
that the necessary conditions had been
established and thus they insisted on the
establishment of a Faculty of Arts. Finally,
during a meeting of the executive council
of the provincial education community on
22 September 1972, the council approved
the request for the opening of the Faculty
of Arts (Ramadani, 1972). On 21 September
1973, the Department of Visual Arts officially
started its work (Halimi, 2005). The
Department of Musical Arts was opened in
October 1975/76 (Berisha, 2004), and from
the academic year 1989/90, the Department
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of Drama Arts (initially with the Direction
of Acting) was also established (Halimi,
2005). The establishment of the Academy
[Faculty] of Arts was the culmination of the
long-time successful efforts of the creators
of fine arts, musical arts, and drama arts
sections that had been functioning in the
HPS since 1958. The Department of Musical
Arts operated/operates in six branches:
Composing, Conducting, Solo Singing, Piano,
String Instruments, Wind Instruments, and
General Music Pedagogy. If we compare the
1970s with the years onwards, significant
statistical differences can be observed in the
number of educated musicians. E.g.: In 1972,
a total of 23 musicians had completed their
music studies (in different former Yugoslavia
countries) two of whom had also completed
postgraduate studies (i.e., Vinenc Gjini
and Zeqirja Ballata). Ten of them worked
in HPS, ten in Music Schools, and three in
Radio Prishtina (Osmanaj, 1972). After the
opening of the Faculty of Arts, this number
rapidly increased. For 25 years (1975-2000),
about 131 Albanian students graduated
from the Department of Music, 87 of whom
graduated before the expulsion of Albanians
from educational institutions, whileduring
the years of work in home schools (1991-99),
only 44 Albanian students graduated.
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Table 5. Graduated (Albanian) students in the faculty of arts (1975-2000)

Perkola

Graduated students in the Faculty of Arts (Music Department) - (1975-1999)
Brach Music Pedagogy Piano Flute Violin Viola
Total
No. 76 16 5 4 2
Brach Cello Clarinet Harp Singing Conducting | Composition 131
No. 3 3 2 16 2 2 students

Note: In this table, are included only Albanian graduates from the Department of Music at
the Faculty of Arts between 1975-1999. This is due to the definitive division of the University

of Prishtina along ethnic lines after the events of the war in 1999.

Deinstitutionalization in Educational
and Cultural Institutions: The Impact of
Political Crisis and Challenges Between
Years (1989-99)

The suppression of Kosovo’s autonomy in 1989
and the usurpation of legislative institutions
put Kosovo at a historic crossroads for its
future. The death of Josip Broz Tito in 1980
and the Albanian student demonstrations
of 1981 influenced the awakening and open
emergence of Serbian nationalism, which
had latently resisted as much as possible
the decentralizing reforms in Yugoslavia
since 1965 (Syla, 2022). After the coming
to power of Slobodan Milosevi¢ in 1987,
the Balkans once again became a place of
conflicts and wars, including genocide and
ethnic cleansing, which eventually led to
fundamental changes in this part of Europe.
After the abolition of Kosovo’s autonomy by
the Parliament of Serbia on 28 March 1989,
the following ten years are considered to
be the Calvary of suffering for the Albanian
people in Kosovo. The radicalized and
repressive actions of the Serbian Government
under the rule of Milosevi¢, including placing
administrative measures of violence in all
institutions in Kosovo, hurt general social,
educational, and cultural events. “Following
the establishment of government control
over all areas of economic, social, political,
educational, cultural, etc., the delegates of
the Assembly of Kosovo did not accept the
decision of 1989. As a result, on 2 July 1990,
they adopted the Constitutional Declaration,
which declared Kosovo an equal unit with
other units of the former Yugoslavia.

However, the Assembly of Serbia reacted
immediately by increasing the violence and
political pressure in Kosovo. Since politics and
socio-cultural processes did not move along
the same lines, educational and cultural
developments, in general, suffered the
heaviest blow. Political developments had a
significant impact on cultural developments,
so music was getting shaped by different
dates that has to do more with politics than
with music. Regarding education, until the
1980s, schools operated using a bilingual
format in Albanian and Serbian languages.
However, with the onset of political turmoil,
Serbian educational institutions physically
separated Albanian and Serbian pupils/
students in schools/universities, providing
an easy means of poisoning thousands of
Albanian pupils between 22 March and June
1990 (Gashi, 2017). Education in the Albanian
language for Albanians was systematically
targeted by the Serb regime, leading to its
final abolition in 1991 (Luzha, 2015). Starting
in 1991, a series of measures were enforced,
resulting in the expulsion of all professors
and students of Albanian ethnicity from high
schools and universities. This expulsion led to
the establishment of a system of education
in the Albanian language, which is officially
referred to as the ‘Parallel Educational
System. Albanian students, expelled from
official school buildings, did not halt their
education; instead, they continued their
learning in so-called Home-Schools. Many
Albanian individuals were mobilized to
adapt specific spaces within their private
homes, and convert them into classrooms
for learning.
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Table 6. The owners of the houses where (two) high music schools and the faculty of arts carried out

the lessons (1990-1999)

Lessons were carried out in houses of these individuals:

Agim Guri, Azem Hoxhaj, Behxhet Lleshi, Dashnor Xérxa,
Isuf Gashi, Indira Cipa, Halil Krasniqi,
Hysen Tefekqiu, Hysni Kovaci, Lulzim Bylurdagu, Myrvete
Rekathati, Etem Rugova, Shani Shala, Shqgipe Ponoshevci,

Lessons were held also in the premisses of: Cultura-Artistic
Society ‘Agimi’ and ‘Association of Doctors’.

Ibrahim Gashi, Azem Ejupi, Bahtir Sheholli, Diana Muhaxhiri,
Enver Muhaxhiri, Enver Stavileci, Agim Avdiu, Isak Shema,
Limon Morina, Violeta Qerimi, Zijadin Munishi, Agron Dida,

Institution City
Fikrim Emra,
High Music School
‘Lorenc Antoni’ Prizren
Prizren Zita Bashota, etc.
High Music School
‘Prenk Jakova’ Prishtina
Prishtina
etc.
Faculty of Arts Prishtina

Ahmet Derguti, Agim Cavdarbasha, Agim Salihu, Agush
Beqiri, Akil Koci, Besim Hasani, Fahri Beqiri, Fatmir Krypa,
Fadil Dragaj, Fadil Hysaj, Hajdar Zeka, Halim Gashi, Hysni
Krasniqi, Lejla Pula, Muslim Mulligi, Rexhep Ferri, Sabit
Gashi, Seniha Spahiu, Shyqgri Nimani, Tahir Emra, Venera
Mehmetagaj Kajtazi, Xhevdet Xhafa, Zenun Celaj, etc.

Lessons and artistic events as concerts were held in the
premisses of: Composers’ Association of Kosovo, ‘Dodona’

Theatre, Primary Schools ‘Iliria’ and ‘Asim Vokshi’.

Hundreds of Albanian professorsand assistants
continued teaching and conducting research
activities in 13 faculties of the University of
Prishtina and 7 Higher Pedagogical schools
(outside official educational facilities)
(Halimi, 2005). The Faculty of Arts, which
comprised all branches of arts, mostly
operated mainly on the premises of the
Composers’ Association of Kosovo for nine
years (1990-99). This venue has served not
only for group and individual lessons but for
artistic events and concerts as well. E.g.:
Concert held on the occasion of the 200th
anniversary of Mozart’s death (5 December
1991); Festival “Days of Kosovo Music”
in 1992; Concert: Domenico Cimarosa’s
Requiem, performed by students of Music
Department (conductors: Bahri Cela & Jehona
Zajmi); Event on the occasion of the 60th
anniversary of the birth of the musicologist
Engjell Berisha (1994); Commemorative
meetings on the occasion of the death of
composers Cesk Zadeja and Feim Ibrahimi

(1997) etc., as well as other grandstands,
various discussions, promotions and other
activities (Rudi, Njé foto me shume kujtime
[A photo with many memories], 2020).
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For the Serbian population in Kosovo,
education continued to be delivered through
institutional means, while cultural activities
survived under unusual conditions. However,
in a general context, the reality was abnormal
for everyone. The lack of human resources to
accomplish tasks led to a general production
deficiency in the artistic field. Around 1,300
Albanian workers, including members of
the choir and orchestra of RTP, were forced
to leave their jobs, officially closing the
only TV media outlet for Albanians. The
‘Concerto for Piano and Orchestra’ by Gjon
Gjevelekaj, featuring soloist Valton Beqiri
and conductor Bajar Berisha, recorded on
22 May 1990, remains the last work of an
Albanian composer recorded in RTP. With
the exclusion of Albanians, who were the
absolute majority of all RTP mechanisms,
its performance couldn’t continue in the
same vein. Consequently, as a result of
the destruction and degradation of this
institution, the music programs became
mere rebroadcasts of programs borrowed
from RTV Belgrade. During these years, not a
single musical work of any Albanian composer
was broadcast, and most of the musical
recordings were damaged or destroyed.

During those turbulent years, under
extremely destabilizing circumstances,

Figiir 5. Music students in Home-School lessons (1990s)
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strange situations occasionally arose. |
distinctly recall one moment, during a
meeting of the Faculty Council, which
included representatives from all three
branches of the Faculty. The meeting was
scheduled for noon, as was customary
for these gatherings, and the hall was
packed. Unfortunately, on that very
day, an incident occurred in the city,
leaving the police agitated, nervous, and
aggressive. Fearing that they may storm
our building (Composers Association of
Kosovo), we deliberated on how to react
in the event of such an occurrence. After
a discussion, we devised a plan: should
the police invade our space, one of our
colleagues, a talented pianist, would
sit at the piano to perform, while the
members of the Faculty Council would
serve as the audience® (Rudi, Njé foto
dhe shumé kujtime, nénté vjet puné te
Fakultetit té Arteve, 2020).

The politics of the 1990s created new
circumstances that spared no aspect of
people’s lives, including science, art, culture,
education, sports, and above all, freedo
(Munishi, 2001). Libraries were also attacked,
resulting in the systematic destruction of
over 65 libraries and thousands of books
in the Albanian language (Shahini, 2016).



Narrative observation about music institutionalization through music educational institutions...

Processes of socio-political changes were a
constant and inherent part of a dynamic in
progress, vigorous, even violent. Political
crises, coupled with a socio-cultural vacuum,
have led to an increase in migration. Notable
examples include Vincenc Gjini, Bashkim
Shehu, Lajde and Bernardina Mjeda, Merita
Juniku, Xhevdet Sahatciu, who emigrated to
Croatia; Zeqirja Ballata, Baki Jashari, Fraim
Gashi, who went to Slovenia; Ramadan
Ramadani, Antonio Gashi, who went to
Germany; Gjon Gjevelekaj, who went to
France; Akil Koci, who went to England;
Bashkim Pacuku, Jehona Zajmi, who went
to the USA, etc. Many of these individuals
never returned to live and work in Kosovo.
The negative reflection of these years was
manifold. The artistic baggage that had
been built with effort until that time faced
the greatest crisis of destruction because
opportunities to live and act freely no longer
existed. The affirmative path for many
young composers was not a lucky ground
because the created political situation
destroyed all the possibilities of affirmation.
The severance of friendly relations between
Albanians and Serbs (ruined during the 1980s
and broken during the 1990s) marked the end
of a historic experience that took place in an
environment where leading bureaucracies
were a powerful tool in the general
management of society and culture. With
the political developments of the period (24
March - 12 June 1999 - NATO bombings over
Serbia), a long chapter of wars and suffering
in this part of the Balkans eventually ended,
while for Kosovo, a new chapter of light and
hope began.

The transition from the 1990s to the post-war
period brought new dimensions to the social
and cultural sphere, which manifested as a
clash between war and peace, nationalism
and multiculturalism, and traditional and
modernity. Modernity has significantly
influenced democratic society, and art and
music in the two decades following the
Kosovo War of 1999 showed both continuity
and change. Changes in politics and society
were reflected in the music environment as
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well, and the musical situation after 2000
recognized completely new developments,
aiming to break away from previous
practices and quickly integrate into new
structures. According to Besa Luzha, in 2000,
newly formed institutions in Kosovo began
to initiate general educational reforms that
were independent of the former Communist
and Serbian oppressive constraints (p.43).
The New Kosovo Curriculum Framework
(NKCF) was developed for pre-university
education and was finalized in 2001 by the
Ministry of Education, Sport, and Technology
(MEST). This ‘white paper’ followed a
European model and aimed to ensure that all
Kosovan children would benefit from free and
democratic education policies that would
change the aims, content, and methodology
of education (Luzha, 2015). The presence
of music in human life as a fundamental
component of culture and behavior means
that music education represents an important
and determining element for social and
cultural development. In the last decade,the
number of music schools and private courses
for learning music in different forms such
as singing, playing instruments, ballet,
etc. has brought a new spirit that offers
multidimensional opportunities in artistic
education, raising professional and creative
capacities, and increasing the involvement
of young age groups in the process of being a
part of the art world.

After the year 2000, higher music education
has undergone significant and varied
changes, mainly due to rapid changes in
social and educational contexts. Following
the adoption of the Bologna Declaration by
the Senate of the University of Prishtina, the
curricula of the Faculty of Arts were based on
it, and from 2009, the curriculum of Master
Studies was adopted in the Department of
Music Art (in other Departments Master
Studies were adopted since 2004). With a
focus on Western classical music, it holds a
leading position within music education as
a whole, particularly in offering studies in
practical disciplines such as music pedagogy,
performance, composition, and conducting.
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However, a similar flow line is not reflected
in an array of professional music fields such
as ethnomusicology, musicology, modern
music, jazz, etc. Recently, the increasing
prevalence of complex careers across the
music market has influenced higher music
education by reflecting the demand for new
study programs.

Unlike other higher education musical
institutions founded after 2000 in Kosovo
(e.g., the Musicology Department at
Faculty of Arts in AAB College and Faculty
of Arts - University “Haxhi Zeka” in Peja)
that offer studies in fields more closely
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related to classical music study programs,
The Department of Modern Music, Digital
Production, and Management within UBT -
Higher Educational Institution emerged in
2019, as a new alternative to modern trends.
It offers a comprehensive study framework
with a primary focus on audio production and
music management. Based on new general
trends of [music] globalization, educational
reform in Kosovo is essential. Influenced by
the internet era, mass media, social media,
and technology, High Schools, Colleges, and
Universities must make progress by meeting
the needs of basic and aesthetic education
in this new era.

Table 7. Higher Educational Institutions of Music (1962-2020)

Place Year Institution

Prishtina 1962/63 | Higher Pedagogical School - Musical Section

Prishtina 1975 University ‘Hasan Er1sht1na in Prishtina, Faculty of Arts -
Department of Music
The University of Prishtina, Faculty of Arts (in Varvarin

Zvecan 1999 | temporarily then in 2001 located in Zvecan,) in the Serbian
language

Peja 2012 | University ‘Haxhi Zeka’ in Peja, Faculty of Arts

Private Colleges

Prishtina 2008 | AAB College - Faculty of Arts (Department of Music)

Prishtina 2019 UBT - Hl.gher Educational Institution, (Modern Music, Digital
Production and Management)

Conclusion provided formal education and training for

In the cultural sphere of Kosovo, distinct
trends and cultural activities have been
closely intertwined with the socio-political
climate of each decade since the Second
World War. The 1940s marked a crucial period
in the process of music institutionalization.
This period was characterized by a growing
recognition of the importance of cultural
institutions in nurturing artistic talent and
promoting artistic expression. Amidst these
developments, music schools emerged as the
primary catalysts forinstitutionalizing artistic
music in Kosovo. These schools not only

aspiring musicians but also served as breeding
grounds for artists and collaborations. Until
the 1970s musicians could benefited from
their Higher Education in different places
of Yugoslavia, while with the establishment
of the Faculty of Arts (Music Department,
in 1975), a new chapter was opened for
general musical developments, including
education, creativity, and productivity.
The challenges education faced during the
tumultuous period between 1990 and 1999,
the disruption of institutional forms, and
the subsequent adaptations to new curricula
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underscore the in-depth understanding of the
social and political context. Music education
after the year 2000 offered new perspectives
and reflected a dynamic response to the
evolving  socio-political landscape. In
addition to the Faculty of Arts in Prishtina,
the expansion of educational opportunities
through the Musicology Department at AAB
College, the Faculty of Arts in Peja city, and
the Department of Modern Music, Digital
Production, and Management at UBT College,
represents a significant shift toward a more
diverse and inclusive music curriculum. In
conclusion, this scholar paper offers valuable
insights into the role of music institutions in
Kosovo’s cultural development, and presents
a strong foundation for further scholarly
exploration, and contributes to the growing
body of knowledge in musicology and cultural
studies.
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Abstract

The early sound film and “classical-style” Hollywood film periods were important representatives in the
history of Hollywood films, producing many classic films as well as many famous film music composers.
Among them, Bernard Herrmann was a unique and distinctive representative with his own personal
compositional style, and was also the representative composer for thriller, horror, mystery and science
fiction films during this period. When analyzing film music, especially Bernard Herrmann’s works, using
tonal music analysis, many harmonic progressions cannot be accurately expressed. Harmonic function
analysis emphasizes the principles of tonality, while neo-Riemannian theory breaks away from the
framework of tonality and harmonic functions, emphasizing the spatial progression between chords. For
Bernard Herrmann’s music, using neo-Riemannian theory can reasonably analyze the characteristics and
patterns of musical progression, and explain many chord progressions that harmonic functions cannot.
One of the films that can be given as an example of this situation is The Day the Earth Stood Still (1951).
The Day the Earth Stood Still is a Hollywood science fiction film made in 1951. This work played an
important role in the development of later science fiction films. Bernard Herrmann chose to abandon
the traditional orchestral instrumentation and used a specific instrumental ensemble to form Herrmann’s
unique science fiction film music space. Transformational analysis shows that the music uses modes,
hexatonic scales and octatonic scales to form melodies and harmonies with ambiguous characteristics,
and the use of these modes and scales also provides important color elements for film music of specific
styles. Neo-Riemannian theory has been around for less than 50 years. As an emerging music theory
system, it is not yet mature and complete, and is still expanding and improving. However, as an analysis
tool for nonfunctional tonal film music, it can provide a brand new perspective. This researcher also
believes that neo-Riemannian theory can provide theoretical basis for analyzing various styles of film
music as an analytical tool.

Keywords
Bernard Herrmann, film music, film score, neo-Riemannian theory, triadic transformations

Introduction contributions to the development of film

The Day the Earth Stood Still is a 1951 music. His compositions were different
American science fiction film directed by from most other composers at the time.
Robert Wise (1914-2005). It tells the story When other composers were using lavish
of a visitor from outer space who comes to  classical compositional  techniques, he
Earth to warn humanity of the danger of Pegan using minimal melodies, minimal
nuclear war. Composer Bernard Herrmann modular phrases, blurred tonal harmonies,
(1911-1975) created an atmosphere of moved away from Romantic texFures and
tension and suspense through the orchestra  ©rchestrations, and made extensive use of
and electronic music, building the uneasy non-traditional classical instrumentation.
mood of the film. Herrmann’s compositional ~ 1hese characteristics are all specifically
concepts and sound design made important  reflected in the music for this film.

"This study was produced from Johee Lee’s PhD thesis.
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There is a diversity in the composition and
analysis of film music. Based on the music
of the Romantic period, film scores have
incorporated impressionism, neo-classicism,
contemporaryism and other creative
methods in the development process. From
the 1930s to the 1950s, Hollywood created
many science fiction films. In addition,
composers paid more attention to the
timbre of instruments and harmonic colors
in the music of science fiction films. While a
large amount of music cannot be reasonably
explained through tonal music analysis. By
Neo-Riemannian theory, it can explain the
analysis of this type of music reasonably. The
Day the Earth Stood Still is a 1951 American
science fiction film directed by Robert Wise
(1914-2005). It tells the story of a visitor
from outer space who comes to Earth to
warn humanity of the danger of nuclear
war. Composer Bernard Herrmann (1911-
1975) created an atmosphere of tension
and suspense through the orchestra and
electronic music, building the uneasy mood
of the film Herrmann’s compositional
concepts and sound design made important
contributions to the development of film
music. His compositions were different
from most other composers at the time.
When other composers were using lavish
classical compositional techniques, he
began using minimal melodies, minimal
modular phrases, blurred tonal harmonies,
moved away from Romantic textures and
orchestrations, and made extensive use of
non-traditional classical instrumentation.
These characteristics are all specifically
reflected in the music for this film.

Neo-Riemannian theory is a music analytical
theory that emerged in the United States
since the 1980s. This theory was originally
developed to analyze and explain the
chromatic harmonies in the music of Wagner
during the Classical/Romantic period.
As research on neo-Riemannian theory
progressed, it began to expand into the
field of film music analysis. The application
of neo-Riemannian theory in film music
analysis has been an ongoing exploration and

development in Western academia.

Neo-Riemannian theory arose in response
to analytical problems posed by chromatic
music that is triadic but not altogether
tonally unified (Cohn, 1998). This precisely
matches the characteristics of film music,
therefore this theory can provide reasonable
theoretical support for analyzing film
music. Neo-Riemannian theory proposes
6 basic concepts, triadic transformations,
common-tone maximization, voice-leading
parsimony, “mirror” or “dual” inversion,
enharmonic equivalence, and the “Table of
Tonal Relations”(Cohn, 1998), plus tonnetz,
networks, graphs and other expressions to
constitute a huge theoretical system. Among
them, triadic transformations are the core
of neo-Riemannian theory, mainly focusing
on the movement between major and minor
triads. It breaks free from the shackles of
tonality and functions, emphasizing the
transformation between musical elements
consisting of harmonies. Composer Irwin
Bazelon wrote that “film music is impatient.
It has a function to perform and must make
its presence felt without procrastination”
(1975, 51). The immediate juxtaposition of
two major or minor triads can fit this bill
well, particularly when the juxtaposition is
atypical (Murphy, 2013).

Problem of Study

Through research, it is found that currently
in Asian academia, there are already some
research papers and literature on applying
neo-Riemannian theory to analyze classical
music. But most are based on researching
classical music and contemporary music,
while analysis of film music is still in the
preliminary stage. In particular, there is no
detailed research yet on analyzing specific
film music styles or specific composers.

Representative papers and literature
in Western academia that apply neo-
Riemannian theory to research film music
analysis include Frank Lehman’s “Reading
Tonality Through film: Transformational
Hermeneutics and the Music of Hollywood”

550



RAST MUSICOLOGY JOURNAL

(2012), “Transformational Analysis and the
Representation of Genius in film Music”
(2013), and “film Music and Neo-Riemannian
Theory” (2014). A large number of papers
give detailed theoretical explanations of
how neo-Riemannian theory can be applied
in film music analysis, and summarize
the characteristics of neo-Riemannian
theory in analyzing film music as harmonic
combinatoriality, parsimony, tonal
agnosticism, and spatiality through analyzing
excerpts of film music (Lehman, 2018).

Scott Murphy’s  “Transformational Theory
and the Analysis of film Music” (2013) and
Andrew S. Powell’s “A Composite Theory of
Transformations and Narrativity for the Music
of Danny Elfman in the films of Tim Burton”
(2018) and other papers conduct extended and
expanded research on analyzing film music
with neo-Riemannian theory. Especially, the
TTPCs theory summarized by Scott Murphy
provides theoretical basis for analyzing
film music. Carl-Henrik Buschmann’s paper
“The Musical Conventions of Star Trek - A
Search for Musical Syntax in Science Fiction”
(2015) wuses neo-Riemannian theory to
analyze the film music of the specific Star
Trek series. Especially the use of networks
and graphs demonstrates well the accuracy
and intuitiveness of neo-Riemannian theory
in the analysis process. Currently there
is no related musical analysis on Bernard
Herrmann’s this work, and this research will
use neo-Riemannian theory to analyze and
discuss it.

Method
Research Model

This study will use the following two-part
method to analyze the work.

First, analyze the instrumental composition
and related musical characteristics in
conjunction with an introduction to the
scene in the film. Use reduction in the form
of Roman numerals to analyze the harmony,

and organize the chord progression in charts.
neo-Riemannian

Secondly, the
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transformational theory is used to analyze
and mark the chord progression, and then
the transformational network and graph
is used to show the circulation path of the
chord progression.

Analysis Techniques

The neo-Riemannian theory consists of
various huge branching theoretical systems.
In 1880, Hugo Riemann (1849-1919)
proposed in Skizze einer neuen Methode
der Harmonielehre, where the movement
method that transforms between major
or minor triads, can be summarized in
harmonieschritte, a movement method that
transforms between major or minor triads :
Parallel, Leittonwechsel, Variante, and later
theorists such as David Lewin, Richard Cohn,
Jack Douthett, Peter Steinbach, and Frank
Lehman organized extended theories in
Table 1 below, which will be used to analyze
this work.
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Table 1. A summary of common transformations

The names of transformations The method of transformation
P(arallel)
Is equivalent to »  root and fifth remain unchanged
Riemannian transformations »  third semitone changes
V(ariante)

. »  third and fifth remain unchanged
L(eittonwechsel) .

>  root semitone changes
R(elative)
Is equivalent to »  root and third remain unchanged
Riemannian transformations »  fifth Whole-tone changes
P(arallel)
M
is the combined of L+R+P
L, R, P transformation.
N
is the combined of P+L+R
P, L, R transformation.
H
is the combined of L+P+L
L, P, L transformation.
LP L+P
PR P+R
LR L+R
Analysis of Danger President. In the film, the scene is about

The film content shows an extraterrestrial
spacecraft gliding swiftly past the U.S.
Capitol and the White House, its lights
twinkling. It finally lands on a lawn, sending
picnickers and others fleeing in terror. The
emergency prompts government officials
to race to the White House to brief the

people’s panic in the face of emergencies,
and the language of the music also creates
a terrifying atmosphere through continuous
nonfunctional chord progressions of minor
chords.

The score and chord symbols arranged using
reduction are shown in Figure 1 below

Danger
- - : - -
i D1 m
vib éﬁég i 2] f e i g gaégt:ﬂ
P F#m Fm Ebm F#m
Trps |[f€ Fa— I p S—— e | =
2 B — = e S— —— - ra o
I} ] 11 I ] X ] [ ]
MW (o RerEn e e e e = balte | abalte tol e balfe bl altotota
I BRI e kIS SO SIS e ni NI B IR IR f
o | ; ; ; ; 1 T 1
Ho o= o i o i i i = i|
bind HO e b be biind
[ 2 [ (] (5] (] @ [e]
Tl RM RP

Figure 1. Bernard Herrmann, ‘Danger’, The Day the Earth Stood Still: harmonic reduction
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Chord progression, Transformational Network
and Graph are shown in Table 2 and Figure 2

Table 2. Bernard Herrmann, ‘Danger’

2023,

11(4) 549-561 Lee & Park

and Figure 3 at the bottom, respectively.

, The Day the Earth Stood Still: chord

Measure 1 2 3 4 5 6 7 8
Chord F#m F#m Fm Fm Ebm Ebm Ebm F#m
T1 (or NL) RM RP
Ffm ———> Fm —> Ebm — F#m

Figure 2. Bernard Herrmann, ‘Danger’,

PR-1

-Ei)m¢<
7

o s

\Q F# W

d

¥ F#m

B

Figure 2. Bernard Herrmann, ‘Danger’

From the analysis above, it can be seen
that the instrumentation consists mainly of
vibraphone, trumpet, trombone and organ.
The harmonic structure is an atonal music
structure. Although the vibraphone starts and
ends on F#m, the music does not follow the
harmonic structure of tonal F#m music. The
vibraphone moves in 2nd interval through
the harmony F#fm — Fm — Ebm — F#m,
giving an unpredictable feeling, just like
the film where the intentions of the visiting
extraterrestrial spacecraft are temporarily
unpredictable. The trombone also moves
in semitones, highlighting the expression of
unease and tension.

Analysis of Lincoln Memorial

The film is about Klaatu and Bobby entering
Lincoln Memorial and seeing President
Lincoln’s speech on the wall of the memorial,

The Day the Earth Stood Still: network

F£m

/
i /T1 (or NL)

MR-1

Cém

= (F#) «

, The Day the Earth Stood Still: graph

praising him for writing it well, and saying
that President Lincoln is the kind of person
he wants to talk to. Klaatu then asked Bobby
who was a great philosopher and thinker, and
Bobby recommended Professor Barnhardt.
In the film, the scene is an atmosphere of
heroism and peace. The melody is composed
of non-diatonic logics, while the harmony
does not follow the attributes of tonality. The
choice of instruments is more about brass,
which expresses peaceful and mysterious
heroism.

Score and chord symbols arranged using
reduction are shown in Figure 4 below, and
chord progression is in Table 3 below
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Horn

Trp

Horn

—

Lincoln Memorial

0 o e, o
Dot e
et =R
6y <]
Dl g3
) ;
Ja | - — |
Ga eSS =co=—c—====
&% =SS SESSEES
P . | |
2% e————by——p—
% i 3 3 :
Cmajor | C Mixolydian | A minor 1A Phrygian |
4 PZ— B | | | !
J
(o]
MR RP PR LRL RM MRP LPS
)
D)y =TF
G e etmr .
O ———— =t !
S ——— ‘
) ‘ ‘
& BT TrEE T e
S Ta oo ta o e
|
g,_wﬁ?:

RM  PLR SP
0 !
p.4 | z o 5
Tre [Hy—P—w—r ey =—r
D] 1
0 | L
7/ i ——F — I
Horn | ey je [fe Jte lje @ | *F
3 Je 2 ce n f f
) Z : s
Trb (£ f ‘Fﬁ% ?
Cmajor | CLydian | Cmajor | CLydian | OCT 0,1
ho e s E a
5{?ﬁ:§f::::::::j§§£ z B#gf
’
LR-L PS SP LR-L R-PR
v () L | |
- .. — — \ .
Tl = e fe® T (%0 o], te e, 1o o]
D] 1 — [ ‘ [ f #
0
9—
Horn |fey—3-
Dl
1 |[FHE
oCT 0,1 |
4 = = ek == et
ho |6 =g % 2 2 Eg—I
LRL R MR RM PLR

Figure 4. Bernard Herrmann, ‘Lincoln Memorial’, The Day the Earth Stood Still: harmonic reduction

Table 3. Bernard Herrmann, ‘Lincoln Memorial’, The Day the Earth Stood Still: chord

Measure 1 2 3 4 5 6 7 8 9 10
Chord C Bb Bb G Bb Am Gm A Dm C#m

Measure 11 12 13 14 15 16 17 18 19 20
Chord G F#m G F#m Em B C Bm C B

Measure 21 22 23 24 25 26 27 28 29 30
Chord C Bm C F#m G Em F#m Em Em B
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The instrumentation of this music consists of
trumpet, trombone, organ and French horn.
The trumpet and French horn alternate
playing the melody, while the trombone and
organ alternate the chord progression. From

11(4) 549-561 Lee & Park

the transformational network in Figure 5
and the transformational graph in Figure 6,
it can be analyzed that the most frequent
transformations are MR, RM, LR-L, R-PR.

R

MR RP . LR-L . RM 4 PLR
C — Bbg—> G =———>FZm »Em >

PR

B
MR
i S-P D.C
LR’/ RPR RD wadlllh o

Am Gm > A —
MR-P LP-S

RM

> Dm = » CZm C<+—> Bm

! LR-L

Figure 5. Bernard Herrmann, ‘Lincoln Memorial’, The Day the Earth Stood Still: network
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Figure 6. Bernard Herrmann, ‘Lincoln Memorial’, The Day the Earth Stood Still: graph

From these transformations, it can be
analyzed that this music uses a large number
of borrowed chords in Table 4, and R-PR
transformations use octatonic scales in Table
5 to construct chord progressions. The use

Table 4. Bernard Herrmann, ‘Lincoln Memorial’

of modal and octatonic scales matches the
atmosphere of neutrality and hesitation
expressed in the music with the sentimental
and confused atmosphere expressed in the
film.

, The Day the Earth Stood Still: borrowed chord

Chord C-Bb

Am - Gm C-Bm

Transformation MR

RM LR-L

Borrowed chord | C major - C Mixolydian

A minor - A Phrygian C major - C Lydian
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Table 5. Bernard Herrmann, ‘Lincoln Memorial’, The Day the Earth Stood Still: octatonic scale

Chord Ctm - G C - F#m
Transformation R-PR R-PR
Octatonic scale 0CT 1,2 OCT 0,1

Analysis of Gort’s Rage

The film content shows the robot Gort
discovering Helen, angrily walking towards
her and trapping her in a corner. Helen is
terrified, paralyzed with fear, screams
and falls to the ground with Gort’s shadow
looming over her. In the film, the scene
is an atmosphere of tension and horror, and

the sound effects of the low range of the
instruments constantly promote the tension
and oppression of the music. Finally, the
melody lines of non-diatonic also give the
music unpredictable dramatic.

Score and chord symbols arranged using
reduction are shown in Figure 7 below, and
chord progression is shown in Table 6 below

Gort’s Rage
[ OCT 1.2 | [ OCT 1.2 [ OCT 0.1 ]
P> Y —} T + - T 1
T. EEE £ 1 7~ 5, H f |
o1t s H 2 1 t |
Tuba [T —— e
biid T T
N RPR M RLRL PRPR T1 PRPR LR
b [ OCT 2.3 T HEX 1
r 92 ¢ —= I
# = H = t H
- ba Il
w e ]
s [7]
PR LP R-PR H LP RL

Figure 7. Bernard Herrmann, ‘Gort’s Rage’, The Day the Earth Stood Still: harmonic reduction

Table 6. Bernard Herrmann, ‘Gort’s Rage’, The Day the Earth Stood Still: chord

Measure 1 2 3 4 5 6 7 8
Cm C#m E A Bb F Bb
Chord G F Bb Eb cs Bm G ¢

The main instruments of the music are
theremin and tuba. From the score, it can
be seen that these two instruments play the
same melody in the low register, creating
a depressing and terrifying atmosphere
through the homophonic texture with low
pitch.

From the transformational network in Figure
8 and the transformational graph in Figure
9, it can be summarized that the most used
transformations are LP, PR-PR, R-PR.

N R-PR M RL-RL PR-PR T1
Cm=—— G C#m F# Bb A
KLL Lp m{\{ywk
C EpeT B B TP o g

Figure 8. Bernard Herrmann, ‘Gort’s Rage’, The Day the Earth Stood Still: harmonic network
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Figure 9. Bernard Herrmann, ‘Gort’s Rage

Table 7. Bernard Herrmann, ‘Gort’s Rage’
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MR-1

’, The Day the Earth Stood Still: graph
, The Day the Earth Stood Still: scales

Chord G - C#m F - Bm E-Bb A-Eb Eb-G C#-F
Transformation R-PR PR-PR LP
Scales 0OCT 1,2 OCT 2,3 0CT 1,2 OCT 0,1 HEX 2,3 HEX 0,1

The main instruments of the music are
theremin and tuba. From the score, it can
be seen that these two instruments play the
same melody in the low register, creating
a depressing and terrifying atmosphere
through the homophonic texture with low
pitch.

From the transformational network in Figure
8 and the transformational graph in Figure
9, it can be summarized that the most used
transformations are LP, PR-PR, R-PR.

Results

The results of analyzing the film music
analyzed above can be summarized as
follows.

»  Firstly, music elements that cannot
be reasonably explained using the
tonal function analysis method can be
reasonably explained through the neo
Riemannian theory.

»  Secondly, the use of church modes,
hexatonic scales, and octatonic scales in
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film music can be verified through neo-
Riemannian theory. The use of these
scales forms important color elements in
specific musical styles.

» Thirdly, chord progression can
be intuitively expressed through
transformational network and graph. The
use of these harmonies is adapted to film
music based on thriller, horror, mystery,
and science fiction themes.

Conclusions

Through analyzing this work, it is summarized
how Bernard Herrmann constructed his
unique musical system for thriller, horror,
mystery and science fiction films, and how
neo-Riemannian theory provides theoretical
explanations for the chord progressions in
the music. The summarized contents are
arranged as follows:

> Firstly, instrumentation. The
development of 20th century electronic
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music and electronic instruments
provided inspiration for timbresin Bernard
Herrmann’s music for science fiction
films. The film not only uses the timbre of
the theremin as a sign of extraterrestrial
elements, but also uses electric strings
instead of traditional acoustic strings.
His compositional technique combining

electronic instruments and orchestra
influenced contemporary film score
composition for thrillers, horrors,

mysteries and science fictions.

» Secondly, scale construction. The
music uses church modes such as MR (C
major - C Mixolydian), RM (A minor - A
Phrygian), LR-L (C major - C Lydian) and
transformations like LP (HEX 0,1), (HEX
2,3), R-PR (OCT 0,1) (OCT 1,2) (OCT
2,3), RP (OCT 0,1) (OCT 1,2), PR-PR
(OCT 0,1) (OCT 1,2) containing hexatonic
and octatonic scales to form scales with
ambiguous characteristics. The use of
these scales also forms important color
elements in music of specific styles.

» Thirdly, in terms of harmonic
structure, there is a significant presence
of chromatic harmony progression in the
music. These progressions cannot be
adequately analyzed using traditional
tonal functions. Utilizing neo-Riemannian
theory for analysis can conclude that the
most frequently used transformations
in the film include PR, RP, R-PR, PR-P,
PR-PR, RP-RP, PL, LP, RM, MR, LR, RL,
LR-L, LR-LR, RL-RL. The representation
through transformational networks and
graphs is also intuitive.

Recommendations

First and foremost, it is hoped that through
this study, the neo-Riemannian theory will
be used as an analytical tool to analyze
different styles of film music and summarize
the characteristics of musical elements such
as scales and harmonies in different styles of
film music. Second, on the basis of analysis
and summary, using neo-Riemannian theory
as a creative tool to develop extensions and

create new forms of music, while following
neo-Riemannian theory, reasonable
theoretical analysis can be made.

Limitations of Study

This study uses Western music analysis
theory, so it may not be fully applicable to
analyzing the characteristics of Oriental film
music.

The film music compositions analyzed in this
study are from the mid-20th century, and as
a result, they may not fully represent the
characteristics of contemporary music works
within the same genre.

This study primarily focuses on compositions
centered around triads, which means
that the analysis might not encompass a
comprehensive range of chord types.

The analytical conclusions of this study may
apply to specific works within the analyzed
subjects, and therefore, they might not
possess universal representativeness.
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Abstract

The Mauro Giuliani’s “Grand Overture, Op. 61” poses a diverse and intricate task for classical guitar
musicians, as it involves a complex interweaving of technical elements, profound emotional expression,
and intricate structural components. The significant of this study is to acquire a more profound
comprehension of the dynamic correlation between composition and artistic interpretation within
the framework of this renowned classical guitar composition. There are two research objectives in
this study. The first is to interpret the various elements of “Grand Overture, Op. 61” in terms of its
composition, encompassing its challenging technical aspects, profound emotional depth, and intricate
structural intricacies. The second is to interpret how these facets impose specific artistic expectations
on the performer. This study was conducted within the paradigm of artistic research. The data collection
technique employed in this study will involve a combination of library research, personal experience,
direct observation, and self-reflection. The artistic processes and revelations in this study emphasize the
resolution of technical challenges, the development of an approach to achieve a high level of technical
proficiency, the analytical examination of compositional elements, and the crafting of sound profiles.
These aspects were thoroughly explored through theoretical and practical investigations of “The Grand
Overture” by Mauro Giuliani. This ultimately results in the development of distinctive and captivating
interpretive decisions that successfully encapsulate the fundamental nature of Giuliani’s composition.
The beneficial features of the basic interpretive concepts in this study are highly recommended for
future studies to be applied in the form of various classical repertoires and other fields of musical
instrumentation.

Keywords
classical guitar composition, Grand Overture Op. 61, interpretation, Mauro Giuliani

Introduction rather than the artistic gap between text
Giuliani’s Grand Overture op.61 and sound. In the context of classical
guitar performance, the main problem is,
there is no specific approach to distinguish
and integrate characteristic of composition
and performer. In this respect, John Rink
(Rink, 2003, p.217) states:

encompasses the intricate nuances of
articulation, dynamics, timbre, and even
ventures into the special effects such as
harmonics. This system was rooted in the
mastery of the instrument itself, as well
as the precise execution of its unique
characteristics. However, scores are harder
to define as instrumentation instruction

“Some research into  ‘historical
performance’ studies the past at
the expense of the present, aiming
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to discover what was done’ in bygone
eras rather than to guide the modern
performer. Past forays into this domain
have typically concentrated on ‘factual’
matters like editions and instruments,
virtually ignoring such issues as how
composers conveyed ‘meaning’ (defined
in any number of ways) in the score and
how contemporary performers translated
it into sound”.

The composition known as Grand Overture
exemplifies the characteristics of the Italian
musical style and serves as a primeillustration
of the dramatic sonata form prevalent during
the latter part of the eighteenth century,
specifically when adapted for the solo guitar.
The Grand Overture is supposed to replicate
a classic compositional overture that would
normally have been played before an opera
(Moolman, 2010). This composition is
Giuliani’s (Figure 1) artistic legacy which
represent the movement for solo guitar cast
in sonata-allegro form (Heck, 1970).

Figure 1. Mauro Giuliani’s (Jeffery, n.d. retrieved
October 20, 2023)

The domain of performer perspective,
specifically in the context of music
performance, the comprehensive
interpretation of the diverse themes and
techniques present in Mauro Giuliani’s
Grand Overture, Op. 61 extends beyond a
mere comprehension of the musical score.
Since, the score is like a blueprint for the
music, providing the basic framework of
notes, rhythms, and dynamics. The score

doesn’t capture all the nuances, emotions,
and performance practices of the time.
Interpreting the score allows the performer
to breathe life into the music and go beyond
the notes on the page (Cook, 2014).

The interpretation of Mauro Giuliani’s “Grand
Overture, Op. 61” presents a multifaceted
challenge for classical guitar performers, as
it encompasses a rich interplay of technical
intricacies, emotional depth, and structural
complexities. This study seeks to examine
how the compositional facets of “Grand
Overture, Op. 61,” including its demanding
technical requirements, profound emotional
content, and intricate structural nuances,
shape specific artistic demands for the
performer. Additionally, it aims to explore
how the performer’s artistic creativity is
not only stimulated but also thoughtfully
channelled by these compositional aspects,
ultimately leading to the creation of unique
and compelling interpretive choices that
effectively capture the essence of Giuliani’s
composition. Through this investigation, this
study aim to gain a deeper understanding
of the dynamic relationship between
composition and artistic interpretation in
the context of this celebrated classical
guitar piece.

According to Richard Taruskin (1995) that a
study in practice of performance, ideally,
is an attempt, on the basis of documentary
or statistical evidence, to bridge the gap
between what is written in the old musical
texts that survive and what was actually
heard in typical contemporary performances.
The concept of interpretation of this study is
central to the research inquiry in the form of
artistic process and finding.

It acknowledges that interpretation involves
navigating technical challenges (technical
aspects), understanding the compositional
intricacies (compositional aspects), and
conveying the emotional depth (expression
aspects) of Giuliani’s “Grand Overture, Op.
61” within the context of music performance
research. The study seeks to uncover
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how these three interconnected aspects
collectively shape the artistic demands
placed on the performer and the resulting
creative choices made during interpretation.

Problem of Study

The study is structured around two
interrelated components, which are
expressed in the form of research questions.

»  How tointerpret the Giuliani’s Grand
Overture Op.61 based on artistic demand
of compositional aspects?

» How to interpret he Giuliani’s
Grand Overture Op.61 based on artistic
creativity of performers perspective?

By examining the research questions and
objectives, one can acquire a thorough
comprehension of how the compositional
elements and structures present in “Grand
Overture, Op. 61” influence the artistic
requirements imposed on the performer,
as well as how the performer’s artistic
creativity influences the interpretation
of this classical guitar composition. In this
regard, it is imperative to interpret musical
scores within the context of notational
conventions and performance practices
(Davies, 2001).

Within the framework of art research,
performance practice is defined as an
artistic practice that is elucidated through
the lens of the “performative turn” or the
artistic process, as well as artistic inquiry,
with the aim of comprehending and realizing
musical performances (Dogantan-Dack,
2015). The artistic process of interpreting
classical music  performances  holds
significant value from multiple perspectives.
The examination of variety and individuality
in classical music performance reveals that
the artistic practice involved in interpreting
such performances serves as a significant
point of reference for discerning the distinct
expressions of various musicians as they
bring their own perspectives and sensitivities
to a musical composition (McCormick,
2006; Shove & Repp, 2009). From the

2023, 11(4) 563-587
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perspective of performers, engaging in
artistic practice within the realm of classical
music interpretation offers a tangible
demonstration of the valuable learning
experience that aids in the development
of technical proficiency, musicality, and
interpretive  capabilities.  Consequently,
this process serves to foster the growth and
maturation of these performers as artists.

Giuliani’s Grand Overture Op.61

According to (Muscarella, n.d.), the
Grand Overture, Op. 61 by Mauro Giuliani
encompasses a wide range of themes and
techniques commonly observed in the
classical sonatas of renowned composers
such as Mozart and Haydn. These include
the French Overture, Mannheim crescendo,
gallant melodies, ombra style, aria, hunting
style, Alberti bass, and Sturm und Drang,
among others.  Giuliani’s composition
intended at replicating the characteristics
of piano notation throughout the field of
guitar music, introducing a departure from
the traditionally sustained lines to instead
incorporate a distinct sense of expiration.
Giuliani advocated for the implementation
of a compositional approach that facilitated
the audibility of multiple melodic lines
occurring concurrently, commencing and
concluding in accordance with the cessation
or introduction of subsequent voices (Moore,
2008).

Hector Berlioz’s (1882) statement in his
Treatise on Modern Instrumentation and
Orchestration also highlights the inherent
challenge associated with composing
for the guitar. The task of composing
effectively for the guitar is exceedingly
arduous unless one possesses proficiency as
a player of the instrument. However, many
composers who utilize this technique often
lack a comprehensive understanding of its
potential. Consequently, they often assign
it musical passages that are excessively
challenging, lacking in sonority, and
ultimately have minimal impact.

Heck (1970) places significant emphasis on
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Giuliani’s Grand overture op.61 contributions
to the classical guitar performance
repertoire. Specifically, Giuliani’s
composition delves into various aspects of
technique, including both left- and right-
hand execution. Additionally, Giuliani’s
exploration encompasses the intricate
nuances of articulation, dynamics, timbre,
and even ventures into the special effects
such as harmonics. Similar to the piano

Andane sostenuto
v

and violin sonatas composed by Mozart and
C.P.E. Bach, Giuliani’s contributions to the
world of classical guitar repertoires music
encompassed the development of a distinct
system for guitar performance. This system
was rooted in the mastery of the instrument
itself, as well as the precise execution of its
unique characteristics as showed in andante
movement figure 2, chord movements at
figure 3 and Alberti’s bass at figure 4.
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Figure 2. The Andante Sostenuto movement in Opening Section
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Reflecting figure 2,3 and 4 above, the
composition by Giuliani is renowned for

its intricate technical demands. This
composition is widely recognized for
its complex technical requirements,

necessitating advanced finger techniques
and meticulous execution. The composition
necessitates a  comprehensive  and
meticulous approach to the articulation and
dynamics, demanding specific musical skills
to effectively convey the composer’s artistic
intention. Furthermore, the attainment of a
comprehensive array of tonal characteristics
holds significance in the interpretation
of  Giuliani’s  musical  compositions,
necessitating a deep comprehension of
techniques for manipulating timbre on the
classical guitar.

Nevertheless, it is important to note that the
expressive capacities of the classical guitar
within a dynamic range are quite restricted.
The limited expression capabilities of
classical guitar encompass four critical
aspects. The initial aspect pertains to the
level of intensity, whereby the classical
guitar is categorized as an acoustic musical
instrument. In this context, the sound
intensity of the guitar is primarily influenced
by the magnitude of force applied to the
strings through the right hand (specifically,
the plucking hand) and the positioning of
the right-hand fingers on said strings. The
guitar’s inherent volume limitations in
comparison to other instruments, such as
the piano or violin, present a challenge in
achieving a wide range of dynamics (Abbott,
2001; Kachian, 2010).

The second aspect pertains to the preserving
of tone quality during dynamic changes,
emphasizing the significance of upholding the
integrity of the sound. Occasionally, abrupt
fluctuations in volume may lead to a decrease
in the clarity of tone or the occurrence of
undesirable string noise. According to Sali
and Kopac (2000), guitarists are required
to develop proficiency in techniques that
enable them to effectively manipulate both
volume and tone in a simultaneous manner.

568

The third aspect pertains to the preservation
of sound intensity consistency throughout the
fretboard. It can be a challenging endeavour
to achieve uniform dynamics across all
strings and frets. The acoustic properties
of strings can vary in terms of volume,
with factors such as thickness and tension
influencing the sound produced. Additionally,
the ease of control over specific frets may
differ. According to Heijink and Meulenbroek
(2002), it is imperative for guitarists to
engage in regular practice sessions in order
to cultivate and enhance their proficiency in
uniformly controlling dynamics throughout
the entirety of the fretboard.

The fourth aspect pertains to the concept
of balancing voices. In the realm of classical
guitar music, it is common to encounter
chord textures that encompass the presence
of multiple voices or melodic lines occurring
concurrently. Achieving a harmonious
equilibrium among these vocal elements
while upholding lucidity and melodic quality
poses a notable obstacle (Ozaslan et al.,
2010).

Artistic Review

Regarding the performance of the Giuliani’s
Grand Overture, | did a review on two
virtuoso classical guitars, namely Julian
Bream (web 1) and Ana Vidovic (web 2). The
aim of this artistic review is to assess and
compare the extent of artistic creativity
in the interpretations of Mauro Giuliani’s
“Grand Overture, Op. 61” by two virtuosos,
Julian Bream and Ana Vidovic, in relation
to the original composition. This review
seeks to understand and analyse the unique
artistic choices and creative expressions
made by each guitarist as they interpret
and perform the original repertoire. By
examining their interpretations through
the lens of artistic creativity, we can gain
insights into the diverse approaches and
individuality that virtuosos bring to classical
guitar performance, ultimately contributing
to a deeper appreciation of this renowned
composition.


https://www.youtube.com/watch?v=jkqB0aaXVB0%20
https://www.youtube.com/watch?v=zNEngz3Epl8%20
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Table 1. Artistic review of Julian Bream and Ana
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Vidovic on Mauro Giuliani’s “Grand Overture, Op. 61

Julian Bream (web 1) Ana Vidovic (web 2)
Ko Julian Bream "mi:'L ’ "T‘ gy, E . - E
Classic Guitar /' .
A | 33 8] =
LA
'.
d
Tempo
Andante Sostenuto bar 1-15 Andante Sostenuto bar 1-15
» 0:19-0:30 » 0:08-0:41
Bars 1-7 at a tempo of 80 BPM Bars 1-7 at a tempo of 80 BPM
(Andante) (Andante)
»  0:31-1:15 > 0:42-1:19
Bars 8-15 at a tempo of 50 BPM Bars 8-15 at a tempo of 62 BPM
(Lento). (Larghetto).
Allegro maestoso Allegro maestoso
> 1:17-7:25 > 1:21-2:42
The tempo consistently Bars 16-61 at a tempo of 116 BPM
demonstrated on 116 BPM (Allegro) (Allegro)
»  2:43-3:47
Bars 62-87 at a tempo of 104 BPM
(Andante moderato)
>  3:48-4:24
Bars 88-105 at a tempo of 112 BPM
(Moderato)
»  4:25-5:04
Bars 106-124 at a tempo of 104 BPM
(Andantino)
» 5:05-6:16
Bars 125-161at a tempo of 116 BPM
(Allegro)
»  6:17-7:15
Bars 162-187 at a tempo of 104 BPM
(Andante moderato)
»  7:16-6:26
Bars 188-219 at a tempo of 112 BPM
(Moderato)
Dynamic, articulation and Timbre
»  0:19-1:15 >  0:42-1:19
Julian Bream created the variation The bass staccato articulation in
of timbre or tone colours in the Andante Sostenuto bars 8-15
form of sul tasto and ponthicello in
Andante Sostenuto bar 1-15

569



https://www.youtube.com/watch?v=jkqB0aaXVB0%20
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=zNEngz3Epl8%20
https://www.youtube.com/watch?v=zNEngz3Epl8
https://www.youtube.com/watch?v=zNEngz3Epl8
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0
https://www.youtube.com/watch?v=jkqB0aaXVB0

Interpretation of Technical and Expression Aspects on Mauro Giuliani’s “Grand Overture, Op. 61”

In conclusion, this comparative analysis
elucidates the varied interpretive decisions
undertaken by Julian Bream and Ana
Vidovic during their respective renditions
of Mauro Giuliani’s “Grand Overture, Op.
61.” This observation highlights the diverse
methodologies employed in manipulating
tempo, dynamics, articulation, and timbre,
which consequently vyield distinct and
captivating renditions, thereby exemplifying
the intricate and adaptable nature of
this composition for the classical guitar.
The interpretive decisions made by the
performers reflect their unique artistic
sensibilities and contribute to the ongoing
discourse  surrounding this renowned
composition within the classical guitar
repertoire.

Methodology

The current study was conducted within
the framework of artistic research. The
conceptual framework of artistic research
recognizes artistic pursuit as a legitimate
form of research (Balkema & Slager, 2004).
As a result, artistic research functions as an
inherent structure for the investigation and
production of knowledge within the domain
of the arts (Borgdorff, 2010; Butt, 2020).
The concept of “artistic research” serves as
a connection between two separate spheres:
the domain of artistic practice and the
realm of scholarly inquiry. The scope of this
topic encompasses the conceptualization
of art, the various processes employed in
its creation, and the resulting artworks
(Djahwasi & Saidon, 2020).

The artistic framework of this study is
organized into two investigative phases
in relation to the research question. The
primary stage of inquiry in this study
centres on the interpretation of the auditory
manifestations generated by the experienced
during the execution of Mauro Giuliani’s “The
Grand Overture,” with a specific emphasis
on the objective compositional elements
inherent in the composition. During the
initial stage, the comprehensive approach
employed for the analysis of “The Grand

Overture” involves the identification of
symbols, the execution of technical analysis,
the evaluation of technical proficiency, the
examination of the composition’s structure,
and the comprehension of its intrinsic
character.

In the subsequent stage of investigation
within my research, the emphasis transitions
towards the interpretation of the auditory
manifestations generated by my classical
guitar during the execution of Mauro Giuliani’s
“The Grand Overture.” This particular
phase now encompasses an examination of
the subjective elements pertaining to the
performance. In this phase, the primary
approach employed in “The Grand Overture”
centres on the utilization of intuition.
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Table 1. The artistic design of this stud2
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Artistic Process

Phase of
Investigation

To interpret
Mauro Giuliani’s
“The Grand
Overture

on artistic
demand of
compositional
aspects

To interpret
Mauro Giuliani's
"The Grand
Overture based
on artistic
creativity of
performers
perspective

Conceptual Research Instrument .
Reporting model
Framework Data collection | Data Analysis
Score Editions Library study Score analysis | Textual
Documentation
(score of
repertoires)
Left-Hand A self-reflection | Score and Textual
Fingering checks list of sound analysis | Documentation
Formation artistic process (Fingering of
on the following repertoires)
the left-hand
fingering problem
and solution:
Technical A self-reflection | Score and » Textual
Competency of artistic process | sound analysis Documentation
on the following (specific
technical issues: techniques
» Clarity of approaches)
intonation > Non-Textual
» Accuracy Documentation
tempo (Audio-video
> Consistency presentation
of sound in the form of
intensity problem and
solving)
Compositional | Library study Score analysis | Textual
Analysis and Documentation
Characteristic (compositional
of Composition analysis)
Characteristics | A self-reflection | Score and » Textual
of the classical | of artistic process | sound analysis | Documentation
guitar sound on the following (explanation
and intuition specific issues: of artistic

» Characteristic
of classical
guitar sound

» Artistic
dissatisfaction

dissatisfaction
and intuition)
» Non-Textual
Documentation
(Audio-video
presentation

in the form

of artistic
dissatisfaction
and intuition)
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The artistic process encompasses two distinct
phases of investigation, each characterized
by its own distinctive conceptual framework.
The data collection technique employed
in this study will involve a combination of
library research, personal experience, direct
observation, and self-reflection. The library
data collection conducted in this study
encompasses the examination of various
editions of compositional works found in
library resources, specifically focusing on
aspects such as fingering and fingerboard
position.

Knowledge of the technical, expressive, and
interpretive facets of music is profoundly
ingrained in experienced performers. The
viewpoints of individuals can serve as a
valuable repository of knowledge pertaining
to the challenges, intricacies, and artistic
choices inherent in the execution of a
musical composition. By integrating the
perspectives and expertise of seasoned
performers, the utilization of data collection
methods is enhanced, thereby establishing a
solid foundation for research that is rooted
in practical comprehension and genuineness.
This phenomenon facilitates the connection
between scholarly examination and the
practical application of music performance,
leading to research that possesses both
rigorous academic merit and artistic
significance.

Observation plays a crucial role in the data
collection phase of music performance
research. Researchers can acquire valuable
insights into the intricate details of
musicians’ behaviors, interactions, and
artistic choices by actively observing live
performances, rehearsals, practice sessions,
and other musical activities.

Additionally, a data collection method
employed in this study involves self-
reflection. From a philosophical standpoint,
self-reflection pertains to the process of
individuals attaining an awareness of their
own cognitive processes and subsequently
making them perceptible to others. From
a pedagogical standpoint, self-reflection

plays a significant role in task completion
and enhancing one’s understanding of their
actions (Urdan & Pajares, 2002).

The act of self-reflection presents
sufficient justifications for assessing one’s
self-regulation abilities and formulating
strategies within the context of classical
music performances. According to Johnston,
Amitani, and Edmonds (2005), self-reflection
involves a comprehensive  cognitive
comprehension of the physical actions
involved in enhancing playing performance.
Engaging in music performance allows
performers to enhance their skills by critically
evaluating their progress, specifically in
terms of their strategic approach and the
establishment of both short-term and long-
term goals (Schunk & Zimmerman, 1998).

Wallmeier (2001) highlights the significance
of employing reflection-on-action as a
systematic approach and tool for identifying
and evaluating areas of weakness and their
subsequent impacts. The utilization of
the past tense is employed as a means of
examining cognitive processes, behaviours,
and emotional states within particular
contexts (Tisdale, 1998). Reymen & Hammers
(2000) argues that the utilization of a
checklist can serve as a viable and suitable
method for elucidating the concept of self-
reflection on situational characteristics.

The term “situational characteristics” in
this study pertains to the artistic demand
and artistic creativity exhibited in five
specifically chosen compositional works.
The self-reflection aspect is regarded as
the primary component for fulfilling artistic
requirements and fostering artistic creativity
in this study. The self-reflection checklist
of this study should include references to
the artistic requirements for compositional
works, specifically focusing on the clarity
of intonation, accuracy of tempo, and
consistency of sound intensity. In the context
of this study, it is important to address the
subjective nature of the self-reflection
components, specifically in relation to the
artistic creativity exhibited by performers.
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This creativity is closely tied to both artistic
dissatisfaction and intuition. The self-
reflective elements of artistic demand and
artistic creativity pertain to the elucidation
of the rationale and methodology underlying
artistic practice.

The data analysis in this study will be
performed using both score analysis
and sound analysis methodologies. Rink
(2002) posits that the analysis of music
performance scores is commonly regarded
as prescriptive in nature, emphasizing its
analytical qualities. The analysis of scores
plays a crucial role in determining a suitable
technical approach to achieve both the
standard and artistic satisfaction.

In the present context, the sound analysis
method employed can be classified as
diagnostic analytical. This analysis aims to
delve further into the underlying factors that
contributed to the occurrence of an event.
The process of sound analysis is instrumental
in assessing the compatibility between
musical scores and the corresponding
sounds, particularly in relation to intonation
clarity, tempo accuracy, and sound intensity
consistency. Sound analysis is widely
regarded as a valuable tool for determining
the most suitable techniques to address
challenges related to artistic demands and
artistic creativity.
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The findings from both stages of the
investigation are presented in the form of
writtenandvisualdocumentation. The textual
documentation comprises the scores of five
chosen classical guitar compositions, along
with instructions for left-hand fingering and
an accompanying explanation that pertains
to a specific technical approach. Regarding
the non-textual documentation, it consists
of video and audio recordings capturing the
artistic process and discoveries.

Findings
Artistic Process and Findings

In my artistic processes and findings, the
investigating of the Grand Overture Opus 61
by Mauro Giuliani refers to the score edition
of the Mauro Giuliani: Grande Ouverture
opus 31 GA 432 which was published by
Schott in 1973.

Left-Hand Fingering Formation

Comparing to the original notation, this study
made three changes to the finger formation
of the left-hand in the Grand Overture
by Mauro Giuliani. The first difference in
left-hand fingering is on the oblique bass
movements at bars 8 to 10 in the the Andante
sostenuto part as depicted in figures 5.

Original Fingering | ¢4

Herry Djahwasi

Original Fingering %ﬁ% = ; = i = 2 g :
T.r r r g r r 7
f P @
g : Lty BT
HerryDjahwasi% zij — — = = = = PP ————
T r r r . _r r r
f P —_—

Figure 5. The fingering comparation on the oblique bass movements on the bars 8 to 10 in the Grand Overture by
Mauro Giuliani
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“In Figure 5, Three are three reasons for the
left-hand finger adjustments outlined in this
study. Firstly, when analysing the technical
aspect, it becomes evident that the finger
motions across the strings and frets are
notably more ergonomic compared to the
original fingering. Secondly, concerning
sound balance, the placement of notes on
the first to third strings simplifies the control

of sound balance. Lastly, from an expressive
standpoint, it is more achievable to manage
dynamic variations using these adjusted
fingerings.

The second difference in left-hand fingering
is on the pattern chord movements at bars
24 to 26, 30 to 32 and 132 as depicted in
figures 6 and 7.

2 MCTI MC IT
—_—
N 4 Jr 2 o \ 2 o 1
& o —t & Q 9 ; ;J
Original Fingering i E— # 5 |
He g R 1
[ ﬁ_ _E _; _;rt o_: _: r gt O_L%r _ L _ L _ L _ I _ t _ O_E _E _r
f pr
MC II ———— MCI . . X
STENE - R - D]
Herry Djahwasi T
— e e

%
B
E
&3]
k
£

0 |
Original Fingering %‘F ,é:‘

0—
Herry Djahwasi % o 3

¢ = ? |
T IF¥ LT T T 7
MCII & ) J“-r_ I
T JFTffjL Tt %

Figure 6. The fingering comparation on the pattern chord movements om the bars 24 to 26, 30 to 32 and 130 to
132 in the Grand Overture by Mauro Giuliani

Referring to Figure 6 shown earlier, we can
observe that the finger adjustments pertain
to the use of the technical slur during the
transition from A to G# bass notes. This
application of the slur technique during motif
repetition serves the purpose of preventing
any overlapping sounds between the G# note

0
Original Fingering |fas

on the sixth string and the A note on the
open string of the fifth string.

The third difference in left-hand fingering is
on the octave interval movements at bars 36
to 37 and 138 to 139 as depicted in figures 7.

Herry Djahwasi

Figure 7. The fingering comparation on the pattern chord movements on the bars 36 to 37 and 138 to 139 in the
Grand Overture by Mauro Giuliani
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Regarding the information presented in
Figure 4.36, it’s noticeable that the finger
placement during chromatic interval shifts
doesn’t primarily involve the same string.
Essentially, there isn’t a significant shift
in fingerboard position when executing
chromatic interval movements. These
fingering adjustments were made to prevent
the occurrence of a portamento-like sound
when transitioning between positions.

Technical Competency
Concerning the artistic processes employed,

62 3

m
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there exist two distinct technical obstacles
that necessitated careful consideration.
The initial challenge involves the proficient
execution of descending arpeggio
movements, whereas the subsequent
challenge pertains to the adept handling of
the Alberti bass technique.

The first technical problem is related to
descending arpeggio movements on bars 62
to 64 and 162 to 164 as depicted in figure 8,
and 9.

—{
E. % ;l N ; ﬁ,J ,j :l =
3 +ro— T — o o 10 ]
e = 4 N 3 = = = = =
U 4 K J & K4 K J K4
P
63
_{ Q 4, 4 0 I'J .
DS N e NN N te e %0 ]
. EBEES 2 CEEE: > o §
« e e e A A
K4 3 K 4 K 4 K4 K J K J 4 K4 K4 K4 K4 K K J 4

Figure 8. The fingering comparation on the descending arpeggio movements on the bars 62 to 64 in the Grand
Overture by Mauro Giuliani
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Figure 9. The fingering comparation on the descending arpeggio movements on the bars 162 to 164 in the Grand
Overture by Mauro Giuliani

Regarding the issue with descending arpeggio
movements mentioned earlier, there is a
concern regarding the consistency of sound
intensity in the triplet quaver arpeggio
passages in bars 62 to 64 (web 3) and 162 to
164 (web 4) (see Appendix 1). Upon reflecting
on the artistic process, it became apparent
that there is an imbalance in sound intensity
between the “i” (index finger) and “m”
(middle finger). Specifically, the “m” finger
produces a more dominant sound compared
to the “i” finger.

In order to address this issue, this study
have incorporated a technique known
as m-i technique, specifically employing
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upstroke strumming during the execution
of the descending movements within the
triplet quaver arpeggios for both sections.
The aforementioned modification has
demonstrated its efficacy in addressing the
disparity in sound intensity observed in the
arpeggio passages occurring in measures 62
to 64 (web 5) and 162 to 164 (web 6) (see
Appendix 1).

The second is related to the Alberti bass on
bars 88 to 96 as depicted in figure 4.39.
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| | o

Figure 10. The Alberti bass on bars 88 to 105 in the Grand Overture by Mauro Giuliani.

Upon reflecting on the artistic process, this
study has identified an issue concerning the
consistency of sound intensity in the Alberti
bass section, specifically in bars 88 to 96
(web 7) (see Appendix 1). Through careful
observation, it became evident that there is
an imbalance in sound intensity between the
“i” finger and the other fingers, namely “p,”
‘m,” and “a.”

To address this problem, a modification was
made in the right-hand finger movement,
where both “p” and “i” are coordinated
in a single motion simultaneously. This
adjustment, which combines the movements
of “p” and “i” in one synchronized motion,
has proven to be effective in rectifying the
sound intensity imbalance between the “i”
finger and the other fingers in the Alberti
bass section in bars 88 to 96 (web 8) (see

Appendix 1).

Compositional Analysis and Characteristic
of Composition

The Grand Overture by Mauro Giuliani
consists of 216 bars. In the entire repertoire,
there are four key signatures changes. The
first key signature is in A minor which is on
bars 1 to 15. The Second key signature is in
A Major which is on bars 16 to 83. The third

key signature is in C Major which is on bars
84-124. Finally, the fourth key signature is in
A Major which is on bars 125-218.

There are two expressions tempo in the
Grand Overture by Mauro Giuliani Aranjuez.
The first is in the Andante sostenuto which is
on bars 1 to 14. Meanwhile, the second is in
Allegro maestoso which is on bars 15 to 218.
The duration of performers is in range of 7-9
minutes. The time signature is in 4/4. The
Grand Overture by Mauro Giuliani is played
with standard classical guitar tuning.

In the term of form and music structure,
the Grand Overture by Mauro Giuliani is
considered as asingle sonata movement which
prefaced by andante sostenuto’s overture
in A minor. Meanwhile, the sonata form
which includes exposition, development,
and recapitulation in the Grand Overture
by Mauro Giuliani is expressed in the form
of allegro maestoso on bars 16 to 219. The
sonata scheme in the Grand Overture by
Mauro Giuliani as shown in figure 4.40.
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Overture
(Bars 1-15)

Re-transition
(Bars 116-124)

Theme 1 (bars 125 to 137)
Transition (bars 138 to 151)
Theme 2 (bars 125 to 137)

Closing theme (bars 138 to
»187)
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Exposition
Theme 1 (bars 16 to 35)
Transition (bars 36 to 51)
Theme 2 (bars 52 to 77)
'Closing theme (bars 78 to 87) ||

Development
(Bars 88-115)

Finale
(Bars 188-219)

Figure 11. The sonata scheme in the Grand Overture by Mauro Giuliani

Intuition

The Grand Overture composed by Mauro
Giuliani presents two notable benefits for
the execution of classical guitar music.
The primary benefit is associated with
the extensive range of dynamics, while
the secondary advantage pertains to the
achieved articulation via staccato technique.

In relation to the diverse array of dynamics
inherent in the artistic process, a sense of
discontentment emerged with respect to
the conventional dynamics that encompass
a gradual change in the intensity of sound,
oscillating between softness and loudness
(known as crescendo) or its inverse
counterpart (known as decrescendo).
The aforementioned concern was notably
apparent in the artistic evaluation of
measure 6 (web 9) and measures 62 to 68
(web 10) (see Appendix 1).

In addressing the gradation of sound in the

Grand Overture by Mauro Giuliani. This
study divided the finger movement into 5
models which each model distinguished with
the plucking and soundboard position (web
11) (see Appendix 1). The first, | defined
as piano position. The second, | defined
as natural position. The third, | defined as
mezzo forte position. The fourth, | defined
as forte position. The fifth, | defined as
fortissimo position

In piano position, the right-hand finger
position is placed on the fingerboard. The
string is executed by the edge of the right-
hand fingertips. The posture of the right-
hand finger ducks to form a small curve.
In natural position, the right-hand finger
position is placed on the sound hole. The
string is executed by the middle of the right-
hand fingertips. The posture of the right-
hand finger ducks to form a small curve. In
mezzo forte position, the right-hand finger
position is still placed on the sound hole. The
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string is executed by the middle of the right-
hand fingertips. In contrast to the natural
position. The right-hand finger posture
is in the form of perpendicular. In forte
position, the right-hand finger position is
placed slightly outside from the sound hole.
The string is executed by the middle of the
right-hand fingertips. The right-hand finger
posture is in the form of perpendicular. In
fortissimo position, the right-hand finger

mezzoforte
position

natural
position

piano
6 position

forte
position

position is placed near the bridge. The string
is executed by the middle of the right-hand
fingertips. The right-hand finger posture is in
the form of perpendicular.

In realizing the typical dynamic which
have the gradation, | apply the right-hand
techniques on bar 6 to 7 (web 12) (see
Appendix 1) and 62 to 68 (web 13) (see
Appendix 1) as depicted in figure 12 and 13.

fortissimo
position

cresc;

poc a

Figure 12. The organizing right-hand movement on bar 6 to 7 in the Grand Overture by Mauro Giuliani.
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Figure 13. The organizing right-hand movement on bar 62 to 68 in the Grand Overture by Mauro Giuliani
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The second issues are related to the
characteristic sound of classical guitar and
intuition in the Grand Overture by Mauro
Giuliani is relate to the articulation in

mcn
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the form of staccato as depicted in figure
14, (web 14) and figure 15, (web 15) (see
Appendix 1).
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Figure 15. The staccato on bar 160 to 161 in the Grand Overture by Mauro Giuliani

During the initial practice, this study
employed a staccato technique involving
two distinct movements: first, plucking the
strings, and second, damping the strings. This
two-movement approach is a conventional
technique in classical guitar for producing
staccato. At slower tempos, this technique
proved to be reliable and secure. However,
as the tempo increased, it was observed that
the staccato’s sound became inconsistent.

In an effort to address the issues of
inconsistent staccato sound, this study
redesigned the right-hand technique,

consolidating the two movements into
a single fluid motion. Technically, this
adjustment involved organizing the finger-
plucking movement on the right hand to
transition from the edge of the fingertip to
the middle of the right-hand fingertip in one
continuous motion. This reorganization of
the right-hand technique aimed to achieve
consistent articulation in the form of
staccato, particularly in parts played at a fast
tempo. The modified technique successfully

resolved the inconsistency in staccato
sound, as illustrated in Figure 14 (web 16)
and Figure 15 (web 17) (see Appendix 1).

Conclusion

The artistic processes and revelations in
this study emphasize the resolution of
technical challenges, the development of an
approach to achieve a high level of technical
proficiency, the analytical examination of
compositional elements, and the crafting
of sound profiles. These aspects were
thoroughly explored through theoretical
and practical investigations of “The Grand
Overture” by Mauro Giuliani.

The findings of this study suggest that
the artistic framework employed here is
well-suited as the foundational concept
for interpreting “The Grand Overture” by
Mauro Giuliani. This framework effectively
addresses the artistic requisites and creative
dimensions of the composition, providing
valuable references for bridging gaps in prior
research and advancing existing knowledge.
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The technical aspects and the compositional
aspects were carried out in this study to
explain how to interpret in the Grand
Overture by Mauro Giuliani in objective
features. Throughout the left-hand fingering
formation, there are the three the left-
hand finger formations changes that must
be determined by considering the clarity
of intonation, accuracy of tempo and
consistency of sound intensity. Meanwhile
In the technical competency, | detect and
solve the two technical problems. there are
two technical problems that needed to be
addressed. The first is related to descending
arpeggio movements. The second is related
to the Alberti bass.

The main aspect that this study found related
to the discussion of compositional analysis
and compositional characteristics is the term
of form and music structure of the Grand
Overture by Mauro Giuliani is considered as
a single sonata movement which prefaced
by andante sostenuto’s overture in A minor.
Meanwhile, the sonata form which includes
exposition, development, and recapitulation
in the Grand Overture by Mauro Giuliani is
expressed in the form of allegro maestoso on
bars 16 to 219. In the term of tempo, there
are two expressions tempo in the Grand
Overture by Mauro Giuliani. The first is in
the Andante sostenuto which is on bars 1
to 14. Meanwhile, the second is in Allegro
maestoso which is on bars 15 to 218. Based
on the artistic processes in the intuition,
there are two aspects of the subjective
features in the Grand Overture by Mauro
Giuliani which | found. The first is relate to
wide range of dynamics. The second is relate
to the articulation in the form of staccato.

The primary focus of this artistic research
revolves around the interpretation of
Mauro Giuliani’s ‘Grand Overture, Op. 61’
specifically for the classical guitar. This
study is based on the author’s personal
experiences and insights gained from their
role as a performer and interpreter of the
particular composition under investigation.
The principal constraint of this artistic inquiry

resides in its dependence on subjective
encounters and introspection as the basis for
interpretation. This study does not focus on
obtaining a comprehensive understanding of
the artistic demand for compositional work.

Recommendations

The scope of interpretation in this study
is confined to the interpretation of The
Mauro Giuliani’s “Grand Overture, Op. 61”.
Nevertheless, it is strongly advised that
future studies employ the advantageous
attributes of the fundamental interpretive
notions discussed in this research,
particularly in relation to other classical
repertoires and other areas within the realm
of musical instruments.

The artistic demands in this study are
obtained based on my practical, reflection
and learning. In other words, this is not
overview of the artistic demands of the
five classical guitar works. However, the
artistic demands of this study are able to
consider as reference for further research
that concentrates on getting an overall
picture of the artistic demand for the same
compositional work.
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Appendixes
Appendix 1. Artistic Practice Video

Video A10: The Grand Overture’s technical problem in the triplet quaver arpeggio
movements on bars 62 to 64.

Video A11: The Grand Overture’s technical problem in the triplet quaver arpeggio
movements on bars 162 to 164.

Video A12: The Grand Overture’s technical solution: up stroke strumming on arpeggio

movements on bars 62 to 64.
| ||
O30
[=]

h.

Video A13: The Grand Overture’s technical solution: up stroke strumming on arpeggio
movements on bars 162 to 164.
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Video A14: The Grand Overture’s technical problem on the consistency of sound intensity
in the Alberti bass on bars 88 to 96.

Video A15: The Grand Overture’s technical solution on the consistency of sound intensity
in the Alberti bass on bars 88 to 96.

Video A16: The Grand Overture’s intuition: my dissatisfaction in the gradation of sound
on bar 6.

] AL

Video A17: The Grand Overture’s intuition: my dissatisfaction in the gradation of sound
on bar 62 to 68.
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Video A18: The Grand Overture’s intuition: The five models of expression on the right-

hand movements.
[
. [ |

[

' il

Video A19: The Grand Overture’s intuition: my interpretation in the models of expression
on bar 6.

(-

Video A20: The Grand Overture’s intuition: my interpretation in the models of expression
on bars 62-68.

Video A21: The Grand Overture’s intuition: my dissatisfaction in the articulation of
staccato on bars 24-27.
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Video A22: The Grand Overture’s intuition: my dissatisfaction in the articulation of
staccato on bars 160 to 161.

Video A23: The Grand Overture’s intuition: my interpretation in realizing articulation of
staccato on bars 24-27.

Video A24: The Grand Overture’s intuition: my interpretation in realizing articulation of
staccato on bars 160 to 161.
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Abstract

The use of microtones in guitar music is not an innovative phenomenon as it is thought. It has been used
for different tuning systems and by composers working on non-12edo music throughout history. Although
this concept is not as widespread as conventional guitar music, many experimental studies have been
conducted to tune microtones more accurately. This article aims to present practical tools for the reader
on methods to produce microtones on the guitar, especially Tolgahan Cogulu’s adjustable microtonal
guitar project, and the developments in microtonal guitar music in Tirkiye since the project began in
2008 to 2021. The findings on this topic are shared from a guitar music specialist’s perspective. It aims to
be helpful, especially for guitarists who are unfamiliar with microtonal music approaches in guitar music.
The study consists of two parts. In the first part, the microtonal strategies in guitar music were compiled.
Practical ways to achieve microtones on conventional guitars, non-12edo fixed fret layouts, fretlets
concept, and movable fret guitars are examined individually, and their advantages and disadvantages
are listed in terms of their usability. In the second part, the attainments of the Adjustable Microtonal
Guitar Project were examined. By using the principles determined by Andres Segovia in the formation
of modern guitar music in the 1920s as a model, the composers who composed for this instrument, the
performers who used the instrument, the success in the presentation of the project in social media, the
awards it won in international competitions, microtonal guitar competitions and festivals, academic
and pedagogical studies were researched. The findings show that the adjustable microtonal guitar gives
precise results in tuning compared to the other strategies mentioned. Even though it causes difficulties
in changing the frets between different pieces in terms of time, it is the most suitable result for using
microtones on the guitar, as it makes it possible to perform all kinds of work. In the project’s short
history, the Adjustable Microtonal Guitar project crossed national borders and created its ecosystem with

the innovative efforts of the inventor.

Keywords

Adjustable microtonal guitar, instrument development, microtonality on guitar music,

Tolgahan Cogulu

Introduction

Even though two decades have passed since
the millennium, the idea of microtonality
in guitar music is still perceived as odd
by many classical guitarists. However, it
does not need to be. Contrary to popular
belief, the classical guitar is not very old,
and many important milestones have been
passed in just the last hundred years. Earlier
traditions in tuning systems and musical
aesthetics were abandoned gradually,
parallel to Western art music developments
as the 20th century approached. In the first
half of the twentieth century, the guitar
was separated from the shadow of flamenco
and redefined as a Western art music
instrument, thanks to Andrés Segovia’s
groundbreaking efforts. Advances in its

acoustic structure also enabled the guitar
to be heard by the masses in concert halls.
Non-guitarist composers finally started
considering composing for this instrument,
with its more comprehensive timbral range.
Moreover, a vast number of arrangements
from other instruments’ repertoires have
been made by guitarists. As the guitar’s
reputation spread worldwide, the gap
between Western art music movements
and classical guitar music has shrunk
drastically. New compositions brought
new techniques; guitar music is no longer
defined by the 19th century’s limited
approach to harmony and form.

Afterthe 1950s, anew generationof guitarist
composers started to appear in the guitar
field. Leo Brouwer, Nikita Koshkin, Roland
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Dyens, Dusan Bogdanovi¢, Carlo Domeniconi,
Sergio Assad, Stephen Goss, and many others
have composed pieces that increased the
range of techniques in guitar music. These
composers did not hesitate to use musical
materials from their native culture, such as
the use of Afro-Cuban rhythms in Brouwer’s
music, the Social Realism-based tonality and
form in Koshkin’s music, or the polyrhythm
of Balkan music materials in Bogdanovic’s
approach. Besides them, it is possible to see
the interaction of Latin and African music
in Roland Dyens and Sergio Assad’s music or
Turkish and Japanese cultural elements in
Carlo Domeniconi’s musical imagination.

In addition to these developments in classical
guitar music, the guitar has been used in
the search for non-twelve EDO music since
the 1920s. After the first quartertone guitar
music with 24 frets per octave was written
by Mexican composer Julian Carrillo in 1924
(Schneider, 2015: 164), new composers like
Rafael Adame, Alois Haba, Bjarn Fongaard,
Georg Friedrich Haas, Augusto Novaro, Ivor
Darreg, Harry Partch, and many others have
used guitar in a variety of tuning systems
(Ibid: 141-210). As discussed later, although
these experiments seem pretty new, different
tuning systems have always been used in the
history of European fretted instruments,
such as vihuela, lute, or baroque guitar, to
find acceptable solutions to intonation.

It is also worthy of mention that throughout
the 20th century, other than Western art
music, different popular music genres like
Latin, jazz, blues, and rock have accepted
the guitar in a leading role. In the case of
Turkiye, classical and electric guitars were
used frequently in the Anatolian folk and
rock music of the 1960s and 1970s. Starting
from the end of the 1970s, classical guitarists
such as Bekir Kuciikay, Ahmet Kanneci, Hasan
Cihat Orter, Ricardo Moyano, Mutlu Torun,
Safa Yeprem, Kagan Korad, Kiirsad Terci, and
many more musicians have been arranging
many Anatolian tunes (Yeprem, 2008: 39).
This movement can be seen as one source
that feeds the adjustable microtonal guitar

project. Prof. Dr. Tolgahan Cogulu, the
project’s creator, cites the desire to arrange
traditional melodies as a strong motivation:

My interest in this subject goes back
to my years at Bogazici University. At
Bogazici University Folklore Club, on April
23, 2000, we organized a panel entitled
“Arranging traditional melodies with the
guitar”. | was working on a fretless guitar
and a baglama-fretted microtonal guitar
at that time. However, my focus shifted
toward new designs because | could not
find the classical guitar timbre | wanted on
the fretless guitar, and my tied baglama
frets kept buzzing (Unlenen, 2021).

As Cogulu points out, the adjustable
microtonal guitar project started by
considering how elements from Turkish
music could be transferred to the classical
guitar. The adjustable microtonal guitar has
succeeded in enabling the performance of
Turkish makam music on the guitar. Although
there is no historical relationship between
classical guitar music and microtonal Turkish
makam music, this instrument allows
guitarists with no background in Turkish
makam music to access this repertoire—and
much more.

Cogulu describes his guitar design in one of
his videos:

On this guitar’s fretboard, there are channels
under each string. And | can move all the
[individual] frets inside these channels. | can
add [additional] frets into these channels
with my hand. And | can remove these frets
using a simple tool (Cogulu, 2010).

The adjustable microtonal guitar uses the
same techniques as the conventional guitar
and has the same timbre. Although Turkish
makam music was an essential inspiration for
this instrument, Cogulu’s interest in a broad
range of microtonal genres has encouraged
its use for music in many different tuning
systems since 2008. The possibilities for
playing microtones on this instrument are
limitless.
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Photo 1. Tolgahan Cogulu and adjustable microtonal
guitar (web 1)

The Importance of Research and
Problem

The Adjustable Microtonal Guitar Project is a
reasonably new formation and has succeeded
in establishing its ecosystem with its recent
successes. The primary purpose of this study
is to explain the project, especially for
guitarists unfamiliar with the concept of
microtone. In this study, the following main
problem was emphasized:

» How can a microtonal guitar project
create a conventional guitar-independent
ecosystem?

The sub-problems are:

»  What are the strategies for using the
microtonality on guitar?

» What are the attainments of the
Adjustable Microtonal Guitar Project?

Method

In order to answer the main problem in
this research, firstly, the way of obtaining
the microtones in guitar music has been
analyzed by examining the studies of
Schneider and Cogulu. Although there are
limited sources on this specified subject,
thanks to Schneider’s and Cogulu’s works,
each possible concept can be evaluated
with its advantages and disadvantages. In
the second part, the project’s achievements
have been revealed mainly by researching
social media posts, video works, and the

2023, 11(4) 589-602

_ .

591

Unlenen

personal interview with the primary source
of the subject, Tolgahan Cogulu. Due to his
main streams being different social media
platforms, his many creations and academic
explanatory works have been published in
video format.

Results

Considering the outputs of this study,
Tolgahan Cogulu’s project can be seen as
a model with high usability compared to
previous designs and different technical
pursuits, with its structure in which the
frets can be moved easily to produce any
microtone. The ecosystem created by the
efforts of Cogulu is considered a structure
that continues to develop with each passing
day, with the contributions of composers,
performers, and academicians to the project
and educational opportunities that appeal to
students.

Strategies for Using the Microtonality on
Guitar

Prof. Mark Lindley defines microtones as
follows: “A microtone is any musical interval
or pitch distinctly smaller than a semitone
(Lindley, 2017).” A standard guitar has 12
equally-spaced semitones per octave. If
any pitch between two adjacent semitones
is required, it is impossible to produce that
sound in the usual way. However, there
are some practical solutions for obtaining
microtones with conventional guitars. Cogulu
divides these techniques into six categories:

> Bending: Microtones can be achieved
by bending the strings with the left-hand
fingers. The tone gets higher as the string
is bent...

» Tuning a string: Microtones can be
achieved by tuning an open string for a
specific microtone. All the frets on the
tuned string sound in accordance with
the microtonal open string...

» Plucking Between the Fretting
Finger and the Nut: In this technique,
one of the left-hand fingers presses a
fret, and the right hand plucks the string


https://tolgahancogulu.com/wp-content/uploads/2019/07/foto2.jpg
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between the fretting finger and the nut.
The resulting tone is a microtone...

»  Using a Tool for Glissando: Electric
guitar slides, pencils, or even pestles
can achieve microtones on the classical
guitar. These tools are touched gently on
any string and obtain microtones when a
glissando is made...

» Harmonics: Every sound consists
of several resonating partial tones.
These notes derive from the harmonic or
overtone series of the root note, and they
are microtones...

» Vibrato Bending: When a left-hand
finger presses a fret and moves the fret
to the left or right without releasing any
pressure, the pitch gets higher and lower,
respectively, achieving microtones...
(Cogulu, 2019:2)

These techniques are sufficient for much of
modern microtonal repertoire. Microtonal
composers such as Agustin Castilla-Avila,
Sten Hostfalt, and Pascale Criton have
mainly taken advantage of the ability to
retune the guitar strings. In addition, some
existing music in non-12edo tuning systems
can be adapted for the guitar using these
techniques. For example, the Anatolian song
Kara Toprak by A§1k Veysel was arranged by
guitarist Ricardo Moyano for standard guitar.
The piece requires a G# flattened by 35c,
among other tuning changes. When Moyano
performs the piece, he alternates between
substituting a standard G# for shorter
rhythmic values of that note and bending
a quarter tone upward from G for longer
rhythmic values (Moyano, 2010). The “bent”
note is unstable in pitch and is difficult
to perform quickly, so it is not a perfect
solution.

There is much more music that those six
microtonal techniques cannot satisfactorily
accommodate. Cogulu provides several
categories (Cogulu, 2018b). There is
music based on tuning systems other than
equal temperament, such as Pythagorean
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tuning, what Lou Harrison calls “ditone”
(Schneider, 2015:145) tuning, meantone
temperaments, well temperaments or
irregular temperaments, and Just Intonation
tuning based on the harmonic series. There
is also music that is based on equal divisions
of the octave into more or less than 12 parts,
such as 10, 19, 24, 31, etc. A comprehensive
category is microtonal traditional music.
Within this category, some examples include
Middle Eastern music, such as Ottoman,
Turkish, Kurdish, Arabic, Persian, etc.; Asian
music, such as Indian raga music, Balinese
gamelan music, Thai music, Viethamese
music, etc.; and Breton music in France.

John Schneider, in his book The Contemporary
Guitar, explains that “...equal temperament
that [is] used on today’s fretted instruments,
pianos, harps, keyed wind instruments, etc.,
is a system of tuning that has only won
universal acceptance in Western music within
the last 150 years (lbid: 142).” The change
can be linked to the industrial revolution
in the mid-19" century and the mass
production of instruments. 12-tone equal-
tempered scales are a functional structure
in many ways; however, tuning systems like
Pythagorean, meantone, or well-tempered
tunings can bring more profound insight
into the music by changing according to
the musical era. Schneider asks a question:
“What does it mean to play ‘in tune?’” (lbid)
His answer to this question is that the player
must first define which tuning system is used
as a reference point.

All early music should be considered in the
tuning system of its own musical period, and
all traditional music should be considered
in the tuning system of its home culture.
Schneider concludes: “In the end, this music
[with use of its required tuning system]
clearly gains another level of interpretive
depth with the added key colors (Ibid:
164).” He also quotes composer Kyle Gann,
who said, “Playing Bach’s Well-Tempered
Clavier in today’s Equal Temperament is like
exhibiting Rembrandt paintings with wax
paper taped over them (lbid).”
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One Solution - Non-12edo Fixed Fret

Layouts

For early music tuning systems such as
meantone, it is becoming more common
for performers to use a corresponding fret
layout. David Dolata’s book Meantone
Temperaments on Lutes and Viols is a
helpful, practical guide for musicians who
wish to use this type of layout. Of course, this
solution mainly applies to repertoire from a
limited time period. For modern microtonal
music, such as that written in various EDOs,
a different fretboard must be used for each
system.

Some have used interchangeable fretboards
to surmount this problem (Ibid: 60). But this
is rarely encountered. A common approach
for those who wish to play music in multiple
systems is to use a compromise fretting. This
can take one of two forms. First, a large
number of frets could be used such that any
system could be accommodated within a few
cents of error. 72edo is one such compromise
system, but it is not feasible on the guitar.
However, a system close to 53edo was used
by Eduardo Sabat-Garibaldi, (Ibid: 200), and
several guitarists currently use instruments
fully fretted in 41edo, such as Melle Weijters,
Jay Landon Sweet, and Yossi Tamim. These
41edo instruments use a longer scale length
to increase the distance between adjacent
frets, which would otherwise be awkwardly
close together.

Large numbers of frets are confusing to
navigate, and they make it difficult to play
very fast or polyphonic music. So, another
approach is to use a simplified compromise
fretting. Several guitarists use 31edo for
this purpose, such as David Dornig, Melle
Weijters, Stefan Gerritsen, Jon Catler, Neil
Haverstick, and Paul Erlich. In 31edo, many
intervals are closer to their Just Intonation
equivalent than in 12edo, and there are also
many “neutral” intervals available, such
as the ones that occur in different Middle
Eastern traditional genres. However, 31edo
also sacrifices some tuning accuracy.
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A popular compromise fretting is 24edo. It
is easier to navigate than 31edo but less
accurate for representing Just Intonation
intervals. Although it does not accurately
reflect traditional or historical tuning for
Middle Eastern traditional genres, 24edo is
frequently used with synthesizers for Arab
pop music. In addition, there are instruments
with fixed metal frets that use different
subsets of 24edo for popular regional genres:
the electric guitar in Mauritania and the
mandole in Algeria (Lopez-Hanshaw).

In general, compromise frettings must
prioritize either ergonomics or tuning
accuracy, and there is no single perfect
solution.  Therefore, guitarists  have
continued to search for a more versatile way
to produce microtones.

A Simple Approach - Fretlets (“Sticky
Frets”)

John Schneider has long been a proponent
of adding temporary and removable frets
to a standard guitar fretboard. In 2014,
Cogulu followed Schneider’s idea of taping
these “fretlets” on any conventional guitar
with adhesive tape. The author started to
call them “sticky frets” after experiencing
the concept. In Turkish makam music, any
microtone needed for the specific makam
can first be measured, then fretlets applied
individually to the places that microtone
required. It does not damage the fingerboard,
but it does have some problems.

Due to the adhesive, those fretlets could
be moved by the pressure of any finger, so
the player must be careful and re-check
the intonation often. The fretlets may
also be higher or lower vertically than the
surrounding frets, which can cause buzzing
and other issues. To address that, this author
needed adhesive tape on top of some of the
regular frets to increase their height. Others
have filed down a fretlet that is too high or
added layers of tape underneath a fretlet
that is too low.

In addition, fretlets usually only add a
few extra notes to an existing fixed-fret
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instrument, so the original fretboard layout
establishes most pitches. It is possible to
attach many fretlets to a fretless guitar for
any possible layout; however, as the number
of fretlets increases, their slight instability
can create intonation and fret leveling
problems. This is less of an issue if the string
action is set high. However, if the player
wishes for low action, basic luthiery skills
are needed to ensure that a heavily altered
fretboard works appropriately.

Despite these drawbacks, any guitarist can
easily experience using microtones on their
guitars with fretlets. It can be seen as a
perfect step before deciding whether to have
an adjustable microtonal guitar. As detailed
below, after the idea of sticky frets became
popular, the use of microtonality in guitar
music increased surprisingly among Cogulu’s
followers. Many amateur guitarists started
to create their arrangements of folk music
melodies. The use of fretlets also enabled an
annual microtonal guitar music competition,
which has been held since 2016.

One more strategy should be discussed. In
Turkiye, the fretless guitar is quite famous
for microtonal makam music in the 21%
century. Although its shape resembles the
conventional guitar, its timbre and playing
technique differ. The sound of the fretless
guitar is more similar to the sound of the
oud than that of the standard guitar since
the pitch is determined by the fingertips
instead of metal frets. Therefore, defining
the fretless guitar as a hybrid instrument
between the guitar and the oud would be
more beneficial.

Movable Fretted Guitar -
Advantages

The above strategies for microtonal guitar
all grapple with the same essential problem.
Schneider describes the main problem of
tuning fretted instruments as, “...frets must
simultaneously determine the vibrating
length of many strings, but keyboard
instruments, for example, can be tuned
note-by-note, since the pitch of each key

History and

is determined by a single string(s) or pipe
(Schneider, 2015: 142).” But owing to the
adjustable microtonal guitar’s channel-
based design, the guitar’s tuning system
has been freed from this problem. Although
the open string still determines the range
of possible pitches, each pitch on the same
string can be tuned note-by-note, just as
Schneider describes the tuning of keyboard
instruments.

i

Photo 2. A close look at the fretboard of the
Adjustable Microtonal Guitar (2023)

Since the 19*" century, various inventors have
created guitars with movable or replaceable
metal frets. Cogulu summarizes this history:

The first guitar that has movable frets
was made by René Lacote in 1852. This
guitar’s small frets can be moved in a
limited way (at short distances) in the
channels along the fretboard. In 1977,
Daniel Friederich designed a guitar with
movable frets that he called ‘Meantone
Guitar’... In 1985, German luthier Walter
Vogt invented another movable fret
guitar (Cogulu, 2019: 3).

Tolgahan Cogulu’s adjustable microtonal
guitar project is based on Lacote’s and
Vogt’s designs. Cogulu explains that the
most effective microtonal guitar designs are
the ones using channel systems. However,
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he further evolved the design using fretlets
that could be quickly added and removed.
Both Lacote’s and Vogt’s designs lacked
the ability to add or remove additional
frets from anywhere along the fretboard.
In their designs, any fret must be inserted
or removed from the channel’s beginning
because they use a closed channel system.
This means all the frets in the same channel
must be repositioned to add that additional
fret to the system.

Cogulu’s adjustable microtonal guitar project
was a scientific research project sponsored
by Istanbul Technical University under the
supervision of Prof. Sehvar Besiroglu. The
final version of the guitar was constructed
by luthier Ekrem Ozkarpat. This project has
done an enormous amount to popularize
microtonal guitar music in Turkiye and
worldwide. But before discussing the
project’s achievements, it would be helpful
to summarize the design’s advantages and
disadvantages.

» The main advantages of the
adjustable microtonal guitar are as
follows:

»  Any additional frets can be installed
and removed easily. There are no leveling
issues when the fretlets are appropriately
seated.

» The layout  possibilities are
theoretically limitless. A player can
implement any microtonal pitch required
for any genre.

» It uses the same techniques as the
conventional guitar.

»  The timbre of the instrument is the
same as the conventional guitar.

The instrument also has some disadvantages:

» As with all existing microtonal
guitars, adjusting a fret while playing
is almost impossible. That creates a
problem for modulation between two
different makam systems. If multiple
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makams are to be used in a performance,
all the needed frets must be adjusted
beforehand, and it could make the
fretboard crowded. This also applies to
any performances of microtonal music
in which different pieces use different
systems.

» Converting a standard guitar into
an adjustable microtonal guitar is a
permanent alteration, and like earlier
adjustable microtonal guitars, it is
relatively expensive. However, unlike
the earlier guitars, this design is entering
mass production.

» Tuning all frets of the instrument
takes much time.

Despite its disadvantages, the adjustable
microtonal guitar solves many of the issues
present in both fixed fretboards and sticky
frets, andit has none of the timbre differences
present in the fretless guitar. The advantages
are highlighted in a different performance
of Ricardo Moyano’s arrangement of Kara
Toprak (Cogulu and Eroglu, 2016). In this
duo performance, Tolgahan Cogulu plays an
adjustable microtonal guitar, and Sinan Cem
Eroglu plays a fretless guitar. In contrast to
Moyano’s earlier performance on a standard
guitar, the duo’s intonation is consistent
throughout the whole piece. Eroglu’s fretless
guitar displays expressive wide vibrato and
an oud-like timbre and is usually restricted
to single melodic lines and open strings.
Cogulu’s guitar demonstrates the ability
to perform large chords with total tuning
accuracy and capture the subtle tuning of
the melody.

Achievements of the Adjustable Microtonal
Guitar Project

The first half of the article summarized
the need for microtonality, strategies
for achieving microtones on the classical
guitar, and the advantages of the adjustable
microtonal guitar. In the second half,
the achievements of Cogulu’s adjustable
guitar project will be discussed. Quite
interestingly, there is a resemblance

595



The microtonal guitar: Tiirkiye’s Segovia moment

between Tolgahan Cogulu and Andrés Segovia
in their popularization of a new instrument.
Like Segovia in the early 20" century,
Cogulu creates a new ecosystem for his new
instrument.

Andrés Segovia was the foundational figure
of the classical guitar in the first decades of
the 20" century. There are many guitarists
whose efforts helped make the guitar
popular worldwide, but Segovia was the most
influential. His success was based on his four
aims, which he achieved one by one. Colin
Cooper described these aims: “To redeem
the guitar from flamenco and other folkloric
amusements; to persuade composers to
create new works; to show the real beauty
of the classical guitar [considering its timbral
possibilities]; [and] to influence schools of
music and conservatories to teach guitar at
the same dignified level as the piano, violin,
and cello (Mendizabal, 2014).”

Tolgahan Cogulu did not consciously imitate
Segovia’s agenda in creating his own
ecosystem. However, the path he crossed
since his project began has many similarities
to Segovia’s trajectory. The similarity will
be made clear by observing the steps that
the adjustable microtonal guitar project has
taken.

Composers Encouraged to Create New
Repertoire

After finishing a fully functional prototype of
the instrument, one of the most important
goals was to motivate other musicians to
use it. The best way to do that is to create
a unique repertory that has never been
played before. Besides arrangements of
folk and traditional pieces, many different
types of pieces have now been composed
for this instrument in different tunings such
as 24edo, 128-tone harmonic series tuning,
Balinese tuning, mixed tuning systems, Just
intonation, and makam-based polyphony.

Between 2009 and 2021, 47 original
works were composed specifically for the
adjustable microtonal guitar, and 69 folk
and traditional music arrangements were
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made. In addition, five works originally
in 12edo were converted into microtonal
tuning systems for the instrument, as well
as seven arrangements originally in 12edo.
In total, this comes to 128 new pieces in the
repertoire of this new instrument, produced
over a span of 12 years. This shows the
vitality and enthusiasm of the community
surrounding the project.

The highlight of the Just Intonation
repertoire is Lattice Isi by William Allaudin
Mathieu, the author of Harmonic Experience.
It is in 7-limit Just intonation and has three
movements utilizing three different modes.
The adjustable fretboard and the existence
of 8 strings allow modulations between the
modes. This piece was published on a CD by
Cold Mountain Music.

Other pieces highlight the diversity of the
new repertoire. British composer Chris
Charles wrote Barong Dances with Atlas in the
Balinese Pelog Selisir pentatonic scale. The
scale consists of D, Eb raised by 30c, F lowered
by 15¢, A lowered by 30c, and Bb lowered
by 15c. lIranian-American composer Navid
Bargrizan wrote Se-Chahar-Gah in 24edo and
used the quartertones with harmonics on the
guitar. This piece was included in an album
entitled Figments Volume 2, released by
Navona Records. Turkish guitarist Celil Refik
Kaya composed Kiirdilihicazkar Saz Semai in
the makam Kiirdilihicazkar. As the form “Saz
Semai” requires, this piece consists of four
parts with a recurring refrain part (teslim).
The second part modulates to makam Saba,
which requires distinct microtones.

Players Who Use Adjustable Guitars

A growing community of notable players uses
adjustable-fretboard instruments, whether
Cogulu’s design or earlier models. John
Schneider owns a few such instruments, and
Mak Grgi¢ has performed and recorded using
these. Wim Hoogewerf uses Vogt’s designs,
as does Alfonso Montes. Jurgen Ruck, Petri
Kumela, and Frederik Larson use another
German closed-channel design by Matthias
Grohn. Notable players using Cogulu’s new
design include jazz guitarists Enver izmaylov
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and Bilal Karaman, multi-instrumentalists
Batuhan Karatay and Salih Korkut Peker,
and rock guitarist Akin Eldes. In addition,
Kaki King and Lucas Brar have used the Lego
version of the microtonal fretboard, which
will be discussed below.

Outreach - Social Media, Awards, and
Competitions

Social media

One of the most effective tools that Cogulu
has used to create an audience has always
been the videos he produced featuring his
instrument design. 315 videos have been
released between February 2009 and January
2021, which have been viewed more than
21 million times on YouTube. His channel
is an outstanding success in its category.
The channel began by sharing performance
videos, but as the adjustable microtonal
guitar project started to gain attention, the
videos began to include more informative
content. More than 20 videos have passed
100,000 views, and the one titled Microtonal
Guitar (Fixed Fret) - Tolgahan Cogulu has
a total of 11 million views. Thanks to his
effective social media utilization, Cogulu
brought different groups of people together.
An international audience mostly follows his
YouTube and Facebook channels, while on
Instagram, he addresses to mainly Turkish
followers.

Especially after spreading fretlets or “sticky
frets” out to those followers, he discovered
that those little frets were helping to add
newly arranged or composed music to the
microtonal guitar music repertory. Since
2018, Cogulu has collected amateur videos
shot by his followers and published these
videos on his YouTube channel. There are
111 such videos as of early 2021. It is worth
mentioning that some players could not
obtain any fretlets, so they used matchsticks
instead. It would not be wrong to reach this
inference: There is no obstacle in front of
the amateur spirit who wants to produce!

Awards
The notoriety of the adjustable microtonal
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guitar was further increased by winning
awards. The design was awarded the first
prize in International Margaret Guthman
Musical Instrument Competition, organized
by Georgia Tech University, in 2014. Then,
in 2021, the Lego microtonal guitar received
the People’s Choice Award at the same
competition. This version of the instrument
was designed by Cogulu’s son Atlas, as well
as Rusen Can Acet and Cogulu himself.
Atlas Cogulu’s involvement as a young
boy, combined with the popularity of Lego
toys, helped this instrument to go “viral”
a second time, and it has been featured on
news outlets such as the New York Times
and CNN. Other musicians inspired by this
project have already begun creating their
own versions of this instrument, such as the
Swedish circuit-bending musician Simon The
Magpie, who added a Lego fretboard to an
electric bass. It is also important to note that
the Lego microtonal guitar project will be
an excellent opportunity for a pedagogical
approach to guitar education. Students can
create their own scales by inserting Lego
pieces into the base plate of the fretboard.

Microtonal guitar competitions

Another very effective tool for outreach
has been the annual Microtonal Guitar
Competition. In one of his videos, entitled
“Story and Winners of Microtonal Guitar
Competitions,”  Cogulu  explains the
background:

My goal was to make these [fretlets]
widespread across Turkiye because of the
thousands of microtonal Turkish music
waiting to be arranged for the classical
guitar. In 2016, | got an idea. Organizing
a competition and sending these small
frets to the applicants for free. After
the announcement video on my YouTube
channel, 36 guitarists from five different
countries requested free frets from me
(Cogulu, 2018a).

The jury of the first competition in 2016
consisted of Bekir Kiiclikay, Safa Yeprem, and
Tolgahan Cogulu. The content was limited
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to Turkish music only. Cogulu explains the
continuation of the competition as follows:

After the competition, many guitarists send
me many messages requesting more frets
and sending me short excerpts of their
videos with the microtonal guitar. So this
motivated me a lot. | decided to organize the
second microtonal guitar competition. This
time | did not limit the content to Turkish
music. | called arrangements of microtonal
traditional music on the classical guitar with
added frets. The jury becomes international
with seven members. 55 guitarists from 10
different countries requested [fretlets] for
this competition (Cogulu, 2018a).

The competition has continued each
year since then. Starting from the fourth
competition in 2020, a new category was
added in addition to the arrangements,
which is “composition for the microtonal
guitar.” This also makes the competition the
world’s first microtonal guitar composition
competition. The jury took its latest shape
for the fifth competition, which was held
in 2021. The jury members of the fifth
competition are Atanas Ourkouzounov, John
Schneider, Jirgen Ruck, Fernando Perez,
Mak Grgi¢, Bekir Kiiclikay, Kagan Korad,
Safa Yeprem, Tolgahan Cogulu, and Tufan
Kurdoglu.

Thanks to his supporters on the social
network Patreon, Cogulu has sent free
frets to prospective entrants for all five
competitions. In January 2021 alone, he
sent fretlets to 157 people. He said that
thanks to the competition, he has sent
around 520 people more than 3000 frets over
five years. The competitions have driven
enormous engagement and awareness of the
microtonal guitar, as well as the addition of
a new repertoire for the instrument.

Academics - Guitar Departments, Research,
Festivals, and Beginner-Level Pedagogy
The first microtonal guitar department at
Istanbul Technical University

The classical guitar department at Istanbul
Technical University’s Turkish Music State
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Conservatory was founded in 2010 by
Cogulu. After four years, Cogulu focused
on using fretlets on standard guitars and
began to spread this idea all across Turkiye
in order to encourage musicians to arrange
Turkish music on guitar. Thanks to the use of
fretlets, he finally founded the world’s first
microtonal guitar department at Istanbul
Technical University. This department offers
Master’s and Ph.D. degrees through the Dr.
Erol Ucer Centre for Advanced Studies in
Music and Master’s degrees through the
Instrument-Voice Program at the Turkish
Music State Conservatory.

Cogulu describes the programs he manages
as follows:

The Bachelor’s degree curriculums of the
guitar department have also been revised
by including many microtonal guitar
pieces for each semester at Istanbul
Technical University Turkish Music State
Conservatory Instrument Department.
There is also a Middle School and High
School at Istanbul Technical University
Turkish Music State Conservatory, and
similar to the Bachelor’s curriculum, the
guitar repertoire consists of microtonal
guitar pieces for each semester.!

In addition to the guitar department at
Istanbul Technical University, it can be
gladly said that microtonal guitar studies
will be included in the curriculum for the
coming years as an elective course at
Anadolu University State Conservatory, at
the university where the author has been
teaching for ten years.

Research

The amount of research on microtonal
guitar music has increased in recent
years, particularly in Tirkiye. Cogulu’s

doctoral dissertation, “The Adaptation of
Baglama Techniques into Classical Guitar
Performance,” was published by VDM
Publishing, in Germany, in 2011. Since
then, he has also written eight articles on

' Tolgahan Cogulu - Personal Interview on 27th January
2021
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microtonality in guitar music. Under the
direction of Cogulu at istanbul Technical
University, Stleyman Hakan Gorener finished
a MA project entitled “Proposition of a New
Notation System for Turkish Makam Music
Based On Harmonic Series” in July 2020. Tufan
Kurdoglu, who studies with Cogulu in the Dr.
Erol Ucer Centre for Advanced Studies in
Music Ph.D. program, is currently completing
a study entitled “The Adaptation of Rast,
Huseyni and Ussak Makams to the Microtonal
Guitar based on Tanbur Practices.”

In addition, there is an ongoing research on
overcoming the remaining disadvantages of
the instrument. The “automatic microtonal
guitar” project, based on a fretboard
design with many small motors, will create
a new world of using microtones easily. By
pressing a button, all the frets will be moved
independently to create whichever scale the
player indicates. This project is supported
by Istanbul Technical University’s Scientific
Research Funding, which also supported
the adjustable microtonal guitar in 2008. In
collaboration with the maker and engineer
Selcuk Keser, Cogulu released a one-string
prototype in 2021.

In addition to the automatic microtonal
guitar, less expensive manufacturing
techniques are also being explored to bring
the adjustable guitar within reach of more
musicians.

Festivals in Germany and Tiirkiye

The vitality of the microtonal guitar
community was further demonstrated by
two festivals in recent years. In 2017,
Guitarplus Microtonal Wirzburg was a
groundbreaking event for microtonal guitar
music. The event was sponsored by DAAD,
ERC, and the University of Music Wirzburg,
and there were twelve premieres by twelve
composers. The heads of the project were
Prof. Jirgen Ruck and Prof. Dr. Tolgahan
Cogulu. It brought together musicians from
five different universities: ITU TMDK-MIAM,
the University of Music Wiurzburg, Aarhus
Conservatory, Helsinki Metropolia University,
and Basel Music Academy. The composers
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receiving premieres included Kamran ince,
Enis Gimis, Oguz Usman, Michael Quell,
Caspar Johannes Walter, Andre Herteux, Onur
Diilger, Onur Tirkmen, Armagan Durdag,
Berkant Genckal, Jose Maria Sanchez Verdu
and Joachim F. W. Schneider.

The second event—as Schneider describes
it, “the first-ever International Microtonal
Guitar Festival” (Cogulu, 2020) in the
world—was organized by Istanbul Technical
University on December 13, 2019. At the
festival, John Schneider, Fernando Perez,
Jurgen Ruck, Sinan Ayyildiz, and Tolgahan
Cogulu gave concerts. The concert programs
of the artists featured a wide range of musical
genres: from Renaissance-era composer Luis
de Narvaez to Baroque music composer J.
S. Bach, from Harry Partch to traditional
world music and Turkish makam music. The
diversity of the microtonal music field was
entirely on display. As a keynote speaker,
John Schneider also presented a lecture
about microtonal guitar music. There was
also a panel entitled “Microtonality as the
Future of Music.” Readers of this book will
surely sympathize with that sentiment.

First pedagogical book with Perez

Fernando Perez and Tolgahan Cogulu
published the first pedagogical book for
the microtonal guitar in 2018, entitled
Microtonal Guitar for Standard Guitar with
Added Frets. The book provides a path to
learn how to play traditional Turkish and
Persian music by adding additional frets
to a standard guitar. Fretlets and audio
samples of the pieces are included with
the book, and all the necessary information
on how and where to apply the fretlets is
provided. This book is an essential element
of the outreach effort, extending Cogulu’s
microtonal guitar pedagogy far beyond the
programs in Istanbul.

Conclusion

As can be seen, the adjustable microtonal
guitar’s ecosystem grows daily. This project
not only creates a bridge between modern
guitar and makam music, but its limitless
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possibilities can also be used in creating
early music, traditional music, or any new
experimental music project. Thanks to its
design which enables effortlessly change
or add any fret on board, microtonality on
guitar music becomes more accessible than
ever. However, the success of this project
is not just about the opportunities offered
by the instrument. It is also about Tolgahan
Cogulu’s inexhaustible energy, innovative
ideas that feed the project, and the vibrant
ecosystem he created by bringing many
people together. Indeed, a comparison to
Segovia’s early efforts to popularize the
modern classical guitar is not misplaced.

Although there are many different
approaches to microtonal guitar, the
adjustable microtonal guitar is the most
versatile. Meanwhile, the use of added frets
will change the view of many amateur music
lovers towards this instrument and will
provide an opportunity for microtonality to
become widespread in guitar music. Over
the past decade, many Western art music-
based conservatories in Turkiye opened
Turkish music departments. This instrument,
a perfect bridge between Western art
music and Turkish music departments, will
probably be taught in many conservatories
in the coming years. And Cogulu’s activities
as a global emissary of the microtonal guitar
show no signs of slowing.

Recommendations

The study is focused on the project’s
development until 2021. After that time, the
fretboard system was upgraded to “Version
2,” which led to a more comfortable way to
control the frets. Three more competitions
have already been organized, and the
abovementioned ecosystem has grown.
Anyone related to the subject can follow
Tolgahan Cogulu on social media, where new
information on the Adjustable Microtonal
Guitar can be found.
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