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2024 Yaz Sayısı
Değerli yazarlarımız, hakemlerimiz, editörlerimiz ve okuyucularımız! 

Rast Müzikoloji Dergisi, yaratıcı ve çalışkan müzik araştırmacılarının katkısıyla 12. cilt 2. sayıyı 
sunar. Bu sayımızda 6 makale ile karşınızdayız. Yazarlarımıza hakem inceleme süreçlerindeki 
sabırları için teşekkür ederiz. Bu sayıda emeği geçen Rast Müzikoloji Dergisi ekibine yürekten 
teşekkür ederiz. Editör kurulu üyelerimizi her sayıda güncellemekteyiz. Amacımız dergiye daha 
fazla katkı sunacak kişilerin görev almasıdır. Çok üzgünüz ki, Mevlevi Müziği özel sayısı için 5 
makaleye ulaşamadık. Google grubunda bu haberi paylaştık. Grubumuzda dergimizle ilgili tüm 
gelişmeleri sizinle paylaşmaktayız. Özel Sayı politikalarımızdaki ilkeler gereği bu özel sayı iptal 
edilmiştir. Mutluyuz ki Aşık Veysel Müziği özel sayısı için yeterli sayıda (5 makale) makalenin 
hakemlerden kabul aldığı görülmektedir. Umuyoruz ki tüm editöryal süreçlerin bitirilmesi ve 2024 
yılında bu özel sayının yayınlanması gerçekleşebilecektir. Bu özel sayı için Misafir Editörümüz 
Dr. Yusuf Benli’ye çok teşekkür ederiz. Bu yıl TR Dizin süreci yeniden başlamıştır. Belirtilen tüm 
noktalara hassasiyetle riayet etmekteyiz. Umuyoruz ki güzel haber vereceğiz. Dergimiz AI’nın 
makale yazma amaçlı kullanımı doğrultusundaki ilkelerini belirlemiştir. Bunu web sitemizde ayrı 
bir dergi politikası olarak duyurduk. Ancak AI ile ilgili yeni gelişmelere de bakarak politikalarımızda 
güncellemeye gideceğimizi belirtiriz.

En içten saygılarımızla

Rast Müzikoloji Dergisi Editörlüğü

Summer Issue of 2024
Dear authors, reviewers, editors and readers! 

The Rast Musicology Journal presents Volume 12, Issue 2, with contributions from the creative 
and diligent music researchers. In this issue, we feature six articles. We thank our authors for 
their patience during the peer review process. We also extend our heartfelt gratitude to the Rast 
Musicology Journal team for their efforts in this issue. Our editorial board members are updated 
with each issue. Our goal is to include individuals who will contribute more to the journal. Unfor-
tunately, we could not reach five articles for the special issue on Mevlevi Music. We shared this 
news on our Google group, where we provide updates on all developments related to our journal. 
In accordance with our principles on special issue policies, this special issue has been canceled. 
We are pleased to see that a sufficient number of articles (five) have been accepted by reviewers 
for the special issue on Aşık Veysel’s Music. We hope that all editorial processes will be completed 
and that this special issue will be published in 2024. We would like to thank our Guest Editor, Dr. 
Yusuf Benli, for this special issue. The TR Dizin process has restarted this year. We are meticulously 
adhering to all specified points. We hope to share good news. Our journal has established prin-
ciples regarding the use of AI for article writing purposes. We have announced this as a separate 
journal policy on our website. However, we note that we will update our policies in light of new 
developments related to AI. 

Best regards 

Rast Musicology Journal Editorial
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Araştırma Makalesi

103

Öz
THOOL oDOJ×ODUGD VHV ROXĂXPX� WHOGH EDĂOD\DQ WLWUHĂLPOHULQ oDOJ×Q×Q J|YGHVL LOH HWNLOHĂLPH JLUPHVL VRQXFXQGD 
oDOJ×\D |]J� QLWHOLNOL VHVLQ HOGH HGLOPHVL V�UHFLGLU� THOOHULQ WLWUHĂLPH JHoPHVL LVH X]XQ YH \DWD\ ELU ĂHNOH 
VDKLS RODQ P×]UDSOD JHUoHNOHĂLU� %X Do×GDQ P×]UDE×Q GD VHV ROXĂXPXQGD |QHPOL ELU \HUL YDUG×U� TDQEXU 
oDOJ×V×Q×Q LFUDV×QGD NXOODQ×ODQ P×]UDE×Q EDÿD PDO]HPHVLQGH �UHWLOPHVL ROGXNoD JHOHQHNVHO YH ELUoRN LFUDF× 
WDUDI×QGDQ GD YD]JHoLOPH] RODUDN J|U�OPHNWHGLU� TDQEXU LFUDV×QGD \D\J×Q RODUDN NXOODQ×ODQ EDÿD P×]UDS LOH 
IDUNO× PDWHU\DO P×]UDSODU×Q DNXVWLN |]HOOLNOHUL �]HULQH \DS×ODQ |Oo�POHU YH GHQHPH�\DQ×OPD \|QWHPL\OH 
HOGH HGLOHQ P×]UDS VHoLPOHULQLQ GDKD ELOLQoOL ELU ĂHNLOGH \DS×OPDV×QD RODQDN WDQ×PDV× YH DNXVWLN |Oo�P 
WHNQLNOHUL NXOODQ×ODUDN \DS×OP×Ă P×]UDS PDWHU\DOOHULQLQ NDUĂ×ODĂW×U×OPDV× DG×QD ELU LON Do×V×QGDQ E�\�N 
|QHP WDĂ×PDNWDG×U� %X oDO×ĂPD |]HOOLNOH J�Q�P�]GH EDÿD WHPLQLQGHNL ]RUOXNODU YH QHVOL W�NHQPHNWH 
RODQ NDUHWWD NDUHWWDODU LoLQ HWLN KDVVDVL\HWOHU GLNNDWH DO×QDUDN� EDÿD P×]UDS LoLQ DOWHUQDWLI PDO]HPHOHULQ 
NXOODQ×P GXUXPXQX LQFHOHQHUHN DOWHUQDWLI P×]UDS NXOODQ×ODELOLUOLÿL DPDoODQPDNWDG×U�  %X EDÿODPGD� 
GHOULQ� JDODOLW� NDWDOLQ� NHPLN� PLNDUWD·GDQ �UHWLOHQ WDQEXU P×]UDSODU×Q×Q oDOJ× VHVL �]HULQGHNL HWNLOHUL 
DUDĂW×U×OP×ĂW×U� %XQXQ LoLQ |]HO ELU P×]UDS YXUXĂ VLVWHPL WDVDUODQP×Ă YH KHU ELU PDO]HPHGHQ �UHWLOHQ 
P×]UDSODUOD WDQEXUXQ D\Q× K×] YH Do×GD X\DU×OPDV× VDÿODQP×ĂW×U� %X DUDĂW×UPD V�UHFLQGH WRSODQDQ YHULOHULQ 
GHÿHUOHQGLULOPHVLQGH� ELUoRN VHV DQDOL] \|QWHPLQLQ WHPHOLQL ROXĂWXUDQ )RXULHU G|Q�Ă�P� NXOODQ×OP×ĂW×U� 
EOGH HGLOHQ VHVOHU ��� RNWDY EDQG× YH KDUPRQLN DQDOL] WHNQLNOHUL NXOODQ×ODUDN NDUĂ×ODĂW×U×OP×ĂW×U� dDO×ĂPDQ×Q 
EXOJXODU×QGD EDÿD LOH \DS×ODQ NDUĂ×ODĂW×UPDODUGD� GHOULQ� NHPLN YH PLNDUWDGDQ \DS×ODQ P×]UDSODU GDKD 
\�NVHN VHV ĂLGGHWL YH \�NVHN KDUPRQLNOHUGH DUW×Ă J|VWHULUNHQ NDWDOLQ YH JDODOLW P×]UDSODU GDKD G�Ă�N 
VHV ĂLGGHWL KDUPRQLNOHUGH G�Ă�N VHYL\HGH VHV ROXĂXPX J|VWHUPLĂWLU� %DÿDQ×Q EX ĂHNLOGH RUWD VHYL\HGH 
EXOXQPDV×� IDUNO× PDWHU\DOOHUGHNL P×]UDSODU×Q WDVDU×P YH PDO]HPH |]HOOLNOHULQGHNL NRQWUROO� GHÿLĂLPOHU 
LOH EDÿD P×]UDED DOWHUQDWLI RODELOHFHNOHUL VRQXFXQD YDU×OP×ĂW×U� %X EDÿODPGD oDO×ĂPDQ×Q� WDQEXU P×]UDS 
PDO]HPHVL VHoLPLQGH oDOJ× \DS×P× YH LFUD DODQODU×QGD NRQXVXQGD NDWN× VDÿODPDV× KHGHÁHQPHNWHGLU�

Anahtar Kelimeler
çalgı akustiği, mızrap, mızrap materyali, tanbur, tını

*iriş
THOOL oDOJ×ODUGD VHV ROXĂXPX� WHO 
WLWUHĂLPOHULQLQ ELU HĂLN DUDF×O×ÿ×\OD VHV 
WDEODV×QD YH oDOJ× J|YGHVLQH DNWDU×OPDV×\OD 
JHUoHNOHĂHQ ELU V�UHoWLU� ´Telin titreşimi, 
çalgının yapısal özellikleriyle etkileşime 
girer ve sesin güçlendirilerek karakteristik 
ve duyulabilir bir hale gelmesini sağlar. Bu 
süreç, telin titreşim enerjisinin mekanik 
olarak çalgıya iletilmesi, rezonansın 
oluşması ve sesin yayılması gibi aşamalardan 
oluşur” �:ULJKW� ����� ��� THOOL oDOJ×ODU×Q 

7aQEXrGa Iarklı mater\allerGeQ �retileQ mı]raSlarıQ oalJıQıQ 
akustik özelliklerine etkilerinin incelenmesi1

)XrkaQ .arataş
SRUXPOX <D]DU� AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL� T�UN M�]LÿL DHYOHW KRQVHUYDWXYDU×� <�NVHN LLVDQV TDQEXU 
İFUDF×V×� AQNDUD� T�UNL\H� Email: NDUDWDVIXUNDQ��#JPDLO�FRP ORCID: ������������������;

(mir 'eÿirmeQli
DU� gÿU� Ü\HVL� AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL� T�UN M�]LÿL DHYOHW KRQVHUYDWXYDU×� AQNDUD� T�UNL\H�
Email: HPLU�GHJLUPHQOL#KEY�HGX�WU ORCID: �������������������

DOI 10.12975/rastmd.20241221 Submitted )eErXar\ �� ���� AFFeSteG Ma\ ��� ����

VHV ROXĂXP V�UHFLQGHNL HWNLOHĂLPOHU� 
KHU ]DPDQ QLWHOLNOL VHVOHULQ DUD\×Ă×\OD 
ĂHNLOOHQPLĂ YH EX QLWHOLNOL VHVOHU LoLQ 
GLVLSOLQOHU DUDV× oDO×ĂPDODU \�U�W�OP�ĂW�U� 
1LWHOLNOL VHVOHULQ HOGH HGLOPHVL LoLQ� oDOJ× 
\DS×P×� VHV \D\×O×P×� UH]RQDQV |]HOOLNOHUL� 
VHV W×Q×V× YH LFUD WHNQLNOHULQH RGDNODQDQ 
PXOWLGLVLSOLQHU DUDĂW×UPDODU |QHPOL ELU 
URO R\QDPDNWDG×U� %X EDÿODPGD KHPDQGD 
SFKOHVNH ������� +HOPKROW] ������� JLWDUGD 
+RZDUG :ULJKW ������� RRVVLQJ ������� 
EULF JDQVRQ JDQVVRQ ������� T�UN P�]LÿL 
HQVWU�PDQODU×QGD LVH XG·GD� DHÿLUPHQOL 
������� NDQXQGD <×OPD] ������� WDQEXUGD 

1 %X oDO×ĂPD ELULQFL \D]DU×Q \�NVHN OLVDQV WH]LQGHQ 
�UHWLOPLĂWLU�
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EUNXW� TRORQHQ� KDUMDODLQHQ YH 9DOLPDNL 
������� TDoRÿOX ������ WHOOL oDOJ×ODU×Q DNXVWLN 
|]HOOLNOHULQL RUWD\D NR\DQ |QHPOL oDO×ĂPDODU 
\�U�WP�ĂOHUGLU�

<�]\×OODU ER\XQFD JLGHUHN DUWDQ ELU LOJL\OH� 
WDQEXU� T�UN PDNDP P�]LÿL DQODW×P×QGD 
KDQWHPLURÿOX JLEL P�]LNRORJODU WDUDI×QGDQ 
V×NO×NOD WHUFLK HGLOPLĂWLU �MD[LP� ����� ����� 
DDKD VRQUDV×QGD PDNDP P�]LÿL WDQ×P× G×Ă×QGD 
LFUDV× RODUDN GD WHUFLKHQ NXOODQ×O×U KDOH 
JHOPLĂWLU� 1LWHOLNOL VHV o×NDUDELOPHN� DMLOLWH� 
YH GRÿUX SHUGH EDVN×V× JLEL LFUDF×ODU DUDV×QGD 
IDUN \DUDWDQ ELU XQVXU KDOLQH JHOPLĂWLU� 
%X VHEHSOH QLWHOLNOL VHV o×NDUWDELOPHN LoLQ 
WDQEXU \DS×PF×V×QGDQ LFUDF×V×QD NDGDU oHĂLWOL 
JLULĂLPOHUGH EXOXQXOPXĂWXU� ´Nitekim farklı 
materyal mızraplarda bu arayışın bir parçası 
haline gelerek karşımıza çıkmıştır. Kemik, 
boynuz, bağa, gibi doğal katalin galalit ve 
mikarta gibi de plastik türevi malzemelerle 
bu arayış devam ettirilmiştir” �)×UDW� ����� 
���

<D\J×QJ|O ������·H J|UH “Bir çalgının ses 
karakterinin ve tınısının belirlenmesinde 
yapısal özellikler oldukça önemlidir; bunun 
yanında, ses üretim sürecinde ön plana çıkan 
en kritik tamamlayıcı faktör, enstrümanın 
nasıl uyarıldığıdır” �V����� TDQEXU GD W�P WHOOL 
P×]UDSO× oDOJ×ODU JLEL� P×]UDSOD VHV �UHWLP 
V�UHFLQL EDĂODW×U� M×]UDS� WHOOHU �]HULQGH 
V�UW�QPH NXYYHWL ROXĂWXUDUDN GRÿUXGDQ 
VHVLQ ROXĂXPXQX VDÿODU� DROD\×V×\OD� P×]UDE×Q 
\DS×VDO |]HOOLNOHUL YH NXOODQ×ODQ PDO]HPHOHU� 
VHVLQ QLWHOLÿLQL YH NDOLWHVLQL EHOLUOH\HQ 
|QHPOL XQVXUODU×Q EDĂ×QGD JHOPHNWHGLU� %X 
NRQXGD GD P×]UDSOD LOJLOL oDO×ĂPDODU× XG·GD 
gQHU ������ YH DHPLUGLO ������ WDQEXU·GD LVH 
G�QHĂHU ������ \DSP×ĂODUG×U� AQFDN WDQEXU 
P×]UDE×Q×Q DNXVWLN DQDOL]OHUL\OH LOJLOL \HWHUOL 
VD\×GD oDO×ĂPD\D UDVWODQ×OPDPDNWDG×U�

� EQVWU�PDQ oDODQ ELU P�]LV\HQLQ SDUPDNODU×Q× YH\D 
HOOHULQL K×]O× YH NHVNLQ ELU ĂHNLOGH NXOODQDUDN NDUPDĂ×N 
P�]LNDO SDVDMODU× EDĂDU×\OD LFUD HGHELOPH \HWHQHÿLGLU�

M×]UDS� WDQEXU VD]×QGD oRN |QHPOL ELU \HU 
WXWDU YH oDO×P WHNQLÿLQL ]L\DGHVL\OH HWNLOHU� 
%DÿD DG× YHULOHQ GHQL] NDSOXPEDÿDV×Q×Q 
V×UW NDEXÿXQGDQ �UHWLOLU� ´Tanbur mızrabı 
için en iyi madde tabii bağadır. Deliksiz 
dolgun, gözeneksiz kemik de az çok sonuç 
vermektedir” �ANDQ� ����� ���� DLÿHU 
P×]UDSO× HQVWU�PDQODUGDQ IDUNO× RODUDN WDQEXU 
P×]UDE×Q×Q XFX G�] ĂHNLOGH �UHWLOPHPHNWHGLU� 
%X HQVWU�PDQ LFUDF×V×Q×Q WDYU×QD YH LVWHÿLQH 
J|UH IDUNO×O×N J|VWHUHELOPHNWHGLU� %X Xo 
N×V×PODUD DoN× DG× YHULOLU� ́ Açkılar icracının sağ 
el pozisyonunu, sazdaki teknik kabiliyetini, 
tavrını ve tonunu etkiler. Sırf bu açkı 
farklarından farklı üslup ve tavırda icralar 
doğmuştur. Tanbur açkılarını farklı yapmak 
faklı çalış sitilleri ve farklı tınılar yakalamak 
demektir” �A\GHPLU� ������ G�OVHV ������·H 
J|UH ´Bağa mızrap gerek icracılar gerekse 
eğitimciler için vazgeçilmez bir materyal 
olarak sunulmaktadır ve bununla ilgili bir 
takım görüşler şu şekildedir. Hiçbir madde 
bağadan çıkan lezzeti vermez” �V����� %DÿD 
P×]UDS VD]D SDUODN ELU VHV YHUPHNWHGLU 
�DHPLUGLO� ������ %X VHEHSOHGLU NL EX 
oDO×ĂPDGD IDUNO× PDWHU\DO NXOODQ×P×QGD EDÿD 
P×]UDS UHIHUDQV DO×QDUDN GLÿHU P×]UDSODU 
DNXVWLN Do×GDQ NDUĂ×ODĂW×U×OP×ĂW×U�

AraştırmaQıQ gQemi
%X DUDĂW×UPD� WDQEXU LFUDV×QGD \D\J×Q RODUDN 
NXOODQ×ODQ EDÿD P×]UDS LOH IDUNO× PDWHU\DO 
P×]UDSODU×Q DNXVWLN |]HOOLNOHUL �]HULQH 
\DS×ODQ |Oo�POHU YH GHQHPH�\DQ×OPD 
\|QWHPL\OH HOGH HGLOHQ P×]UDS VHoLPOHULQLQ 
GDKD ELOLQoOL ELU ĂHNLOGH \DS×OPDV×QD 
RODQDN WDQ×PDV× Do×V×QGDQ E�\�N |QHP 
WDĂ×PDNWDG×U� A\U×FD DNXVWLN |Oo�P WHNQLNOHUL 
NXOODQ×ODUDN \DS×OP×Ă P×]UDS PDWHU\DOOHULQLQ 
NDUĂ×ODĂW×U×OPDV× DG×QD ELU LON ROPDV×\OD |QH 
o×NPDNWD ROXS� HOGH HGLOHQ EXOJXODU×Q IDUNO× 
WHOOL HQVWU�PDQ JUXSODU×QD GD X\DUODQDELOLU 
ROPDV× EDN×P×QGDQ |QHP DU] HWPHNWHGLU�

AraştırmaQıQ AmaFı
%X DUDĂW×UPDQ×Q WHPHO DPDF×� WDQEXU 
LFUDV×QGD \D\J×Q RODUDN NXOODQ×ODQ JHOHQHNVHO 
EDÿD P×]UDE×Q \HULQH DOWHUQDWLI P×]UDSODU×Q 
DNXVWLN |]HOOLNOHULQL EHOLUOH\HUHN� EXQODU×Q 
NXOODQ×PODU×Q P�PN�Q ROXS ROPDG×ÿ×Q× 

)RtRÿraI �� M×]UDS DoN×V×
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DUDĂW×UPDNW×U� %X VD\HGH� QHVOL W�NHQPHNWH 
RODQ NDUHWWD NDUHWWD �,8&1� ����� 
NDSOXPEDÿDODU×QGDQ HOGH HGLOHQ EDÿD 
PDO]HPHVLQLQ V×Q×UO× ND\QDNODU× YH GRÿD\D 
RODQ ROXPVX] HWNLOHUL J|] |Q�QH DO×QG×ÿ×QGD� 
GRÿD\D GDKD GX\DUO× ELU \DNODĂ×POD WHPLQL 
NROD\ YH PDOL\HWL G�Ă�N P×]UDSODU×Q 
JHOLĂWLULOPHVL DPDoODQP×ĂW×U�

Araştırma 3rRElemi
%X oHUoHYHGH DUDĂW×UPDQ×Q WHPHO SUREOHPL�

 ¾ TDQEXUGD IDUNO× PDO]HPHGHQ �UHWLOHQ 
P×]UDSODU×Q VHV �]HULQH HWNLOHUL QHOHUGLU" 
ĂHNOLQGH EHOLUOHQPLĂWLU�

Alt 3rRElemler
 ¾ DHOULQ P×]UDE×Q WDQEXUGD ROXĂDQ VHVH 

HWNLVL QDV×OG×U" %DÿD YH GHOULQ P×]UDSOD 
HOGH HGLOHQ VHVLQ ��� RNWDY EDQG× YH 
KDUPRQLN DQDOL]L NDUĂ×ODĂW×UPDV× QDV×OG×U"

 ¾ GDODOLW P×]UDE×Q WDQEXUGD ROXĂDQ VHVH 
HWNLVL QDV×OG×U" %DÿD YH JDODOLW P×]UDSOD 
HOGH HGLOHQ VHVLQ ��� RNWDY EDQG× YH 
KDUPRQLN DQDOL]L NDUĂ×ODĂW×UPDV× QDV×OG×U"

 ¾ KDWDOLQ P×]UDE×Q WDQEXUGD ROXĂDQ VHVH 
HWNLVL QDV×OG×U" %DÿD YH NDWDOLQ P×]UDSOD 
HOGH HGLOHQ VHVLQ ��� RNWDY EDQG× YH 
KDUPRQLN DQDOL]L NDUĂ×ODĂW×UPDV× QDV×OG×U"

 ¾ KHPLN P×]UDE×Q WDQEXUGD ROXĂDQ VHVH 
HWNLVL QDV×OG×U" %DÿD YH NHPLN P×]UDSOD 
HOGH HGLOHQ VHVLQ ��� RNWDY EDQG× YH 
KDUPRQLN DQDOL]L NDUĂ×ODĂW×UPDV× QDV×OG×U"

 ¾ MLNDUWD P×]UDE×Q WDQEXUGD ROXĂDQ VHVH 
HWNLVL QDV×OG×U" %DÿD YH PLNDUWD P×]UDSOD 
HOGH HGLOHQ VHVLQ ���  RNWDY EDQG× YH 
KDUPRQLN DQDOL]L NDUĂ×ODĂW×UPDV× QDV×OG×U"

Yöntem
Araştırma MRGeli
%X DUDĂW×UPD� WDQEXU LFUDV×QGD P×]UDS 
oHĂLWOLOLÿLQLQ VHV YH W×Q× ROXĂXP V�UHFLQH 
HWNLVLQLQ DNXVWLN DQDOL]OHUOH LQFHOHQPHVLQL 
KHGHÁHPHNWHGLU� %X QHGHQOH oHĂLWOL 
GHÿLĂNHQOHU DUDV×QGDNL QHGHQ VRQXo 
LOLĂNLVLQLQ WHVW HGLOPHVL Do×V×QGDQ GHQH\VHO 
ELU oDO×ĂPDG×U� %X oDO×ĂPD VHoNLVL] DWDPD 

NXOODQ×OPD\DQ ELU GHQH\VHO DUDĂW×UPD 
ROGXÿXQGDQ GROD\× \DU× GHQH\VHO ELU 
DUDĂW×UPDG×U �&UHVVZHOO� ���� � ����   

9erileriQ 7RSlaQması Ye AQali]i
Mı]raS YXrXş G�]eQeÿi
%X oDO×ĂPD LoLQ OLWHUDW�U LQFHOHQGLÿLQGH 
:DQJ ������ YH <RXQJ ������ JLEL LQVDQV×] 
RODUDN |Oo�P \DS×ODQ oDO×ĂPDODU×Q \DQ× V×UD 
T�UN P�]LÿL HQVWU�PDQODU×Q×Q |Oo�P� LoLQ� 
DHÿLUPHQOL ������ WDUDI×QGDQ XG P×]UDE×Q×Q 
VHUYR PRWRU LOH VDELW K×] YH Do×GD YXUXĂ 
\DSDELOHQ ELOJLVD\DU NRQWUROO� ELU G�]HQHN 
JHOLĂWLULOGLÿL J|U�OP�ĂW�U�

%X DUDĂW×UPDODU×Q LQFHOHQPHVL QHWLFHVLQGH� 
VWDQGDUW ELU YXUXĂ Do×V× KHVDSODQP×Ă YH 
YXUXĂ GHVHQL EHOLUOHQPLĂWLU� A\Q× ]DPDQGD� 
AUGXLQR NRQWURO� NXOODQ×ODUDN VDELW ELU 
K×]GD YXUXĂ VDÿODQP×ĂW×U� MHNDQLN RODUDN 
GD YXUXĂ V�UHFLQGHNL \HU GHÿLĂLPL HQ D]D 
LQGLUJHQPLĂWLU� E|\OHOLNOH VRQXoODU×Q LVWLNUDUO× 
ELU ĂHNLOGH HOGH HGLOPHVL VDÿODQP×Ă YH D\U×FD 
W�P EX \|QWHPOHULQ ELUOHĂLPL\OH� LFUDF×Q×Q 
YXUXĂXQD HQ \DN×Q VRQXFXQ HOGH HGLOPHVL 
KHGHÁHQPLĂWLU� g]HOOLNOH� IDUNO× |Oo�POHUGH 
D\Q× YXUXĂ ĂHNOLQLQ JHUoHNOHĂWLULOHELOHFHÿL ELU 
\DS× WDVDUODQP×ĂW×U�

İFUDF× \HULQH E|\OH ELU PHNDQL]PD 
NXOODQ×OPDV×Q×Q VHEHEL LVH oDOJ×ODU×Q LFUDF× 
\ROX\OD X\DU×P× HVQDV×QGD \DS×ODQ DQDOL]OHUGH 
LFUDF×ODU×Q V�UHNOL D\Q× YXUXĂX D\Q× SR]LV\RQGD 
D\Q× K×]GD D\Q× Do×\OD \DSPDODU×Q×Q oRN ]RU 
ROPDV× YH oDOJ×GDQ L\L WRQ o×NDUPD �]HULQH 
JHOLĂHQ HÿLWLP V�UHoOHULQGHQ ND\QDNO× 
oDOJ×GDQ L\L WRQ HOGH HWPH QRNWDV×QGD IDUNO× 
LFUD ĂHNLOOHULQH JLGHELOPHOHULGLU� 

%X PHNDQL]PD� ELOJLVD\DU NRQWUROO� ELU 
G�]HQHN WHO E|OJHVLQGH D\DUODQG×NWDQ 
VRQUD AUGXLQR \D]×O×P× NXOODQ×ODUDN VLVWHPL 
WHWLNOHPLĂ YH KHU ELU |Oo�P �� VDQL\H ER\XQFD 
�� DGHW P×]UDS YXUXĂX LoHUHFHN ĂHNLOGH 
JHUoHNOHĂWLULOPLĂWLU� %X V�UHo ER\XQFD VLVWHP 
Do×N NDP×Ă YH GHÿHUOHULQ RUWDODPDV× DO×QDUDN 
YHULOHU WRSODQ×OP×ĂW×U�

gOo�P V�UHFLQGH RGDQ×Q DNXVWLN |]HOOLNOHULQGH 
KHUKDQJL ELU GHÿLĂLNOLN \DS×OPDP×ĂW×U 
YH oDOJ×Q×Q NRQXPODQG×U×OG×ÿ× \HU VDELW 
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WXWXOPXĂWXU� %X \DNODĂ×P VD\HVLQGH� VDGHFH 
P×]UDS PDO]HPHVLQH LOLĂNLQ IDUNO×O×NODU 
GHÿHUOHQGLULOPLĂWLU� gOo�POHU D\Q× J�Q LoLQGH 
JHUoHNOHĂWLULOPLĂ YH ×V× LOH QHP VHYL\HOHULQLQ 
VDELW NDOG×ÿ× J|]OHPOHQPLĂWLU� gOo�POHULQ 

WDPDP× AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL 
T�UN P�]LÿL DHYOHW KRQVHUYDWXDU×·QGD EXOXQDQ 
TLWUHĂLP YH dDOJ× ANXVWLÿL LDERUDWXYDU×QGD 
���������� WDULKLQGH \DS×OP×ĂW×U

)RtRÿraI �� M×]UDS YXUXĂ G�]HQHÿLQLQ JHQHO J|U�Q�P� �A�� P×]UDS YXUXĂX �%�

))7 aQali]i Ye ses sSektrXmları
%X DUDĂW×UPD V�UHFLQGH WRSODQDQ YHULOHULQ 
GHÿHUOHQGLULOPHVLQGH� ELUoRN VHV DQDOL] 
\|QWHPLQLQ WHPHOLQL ROXĂWXUDQ )RXULHU 
G|Q�Ă�P� NXOODQ×OP×ĂW×U� %X G|Q�Ă�P 
VD\HVLQGH� ]DPDQ DODQ×QGD WDQ×PO× 𝑓(𝑡� 
IRQNVL\RQX LOH IUHNDQV DODQ×QGD WDQ×PO× 
𝐹(𝑊� DUDV×QGD G|Q�Ă�P VDÿODQDELOPHNWHGLU� 
)RXULHU G|Q�Ă�P� DVO×QGD VRQVX] ELU GL]L YH 
V�UHNOL ELU IRQNVL\RQ �]HULQGH WDQ×PODQP×ĂW×U� 
AQFDN� GHQH\VHO RODUDN \DS×ODQ |Oo�POHU V×Q×UO× 
YH EHOLUOL ELU |UQHNOHPH VD\×V×QD VDKLSWLU� 
%X QHGHQOH |]HOOLNOH GHQH\VHO |Oo�POHULQ 
DQDOL]LQGH D\U×N )RXULHU G|Q�Ă�P�¿Q�Q 
�GLVFUHWH )RXULHU WUDQVIRUP ² D)T� SUDWLN ELU 
X\JXODPDV× RODQ ))T �)DVW )RXULHU TUDQVIRUP� 
DQDOL]L NXOODQ×OPDNWDG×U� dHĂLWOL ))T 
DOJRULWPDODU× EXOXQPDV×QD UDÿPHQ� KHSVLQLQ 
WHPHO DPDF×� D)T KHVDSODU×Q× NROD\ODĂW×UDUDN 
KHVDSODPD V�UHVLQL D]DOWPDNW×U �KDPPOHU� 
������ dDO×ĂPDGD� ]DPDQ GHÿLĂNHQLQH EDÿO× 
RODUDN |Oo�OHQ WLWUHĂLP YH VHV YHULOHULQLQ 

IUHNDQV VSHNWUXPODU×� %UXHO 	 KMDHU �%	K� 
ÀUPDV×Q×Q 3XOVH AFFHVV ))T DQDOL]|U� 
NXOODQ×ODUDN HOGH HGLOPLĂWLU�

gOo�P DĂDPDV×QGD� +×]O× )RXULHU D|Q�Ă�P� 
�))T� DQDOL]|U�� SHUIRUPDQV×Q V�UHVL 
ER\XQFD EHOLUOL ]DPDQ DUDO×NODU×QGD |Oo�P 
DO×U YH WRSODQDQ W�P GHÿHUOHULQ RUWDODPDV×Q× 
KHVDSODU� İQFHOHQHQ IUHNDQV EDQG×QGD� |Oo�P 
VRQXoODU× WHN ELU RUWDODPD HÿUL LOH VXQXODELOLU� 
AQFDN� D\Q× ]DPDQGD ��� RNWDY EDQW DQDOL]L 
GH X\JXODQDELOLU� İQVDQ LĂLWPH PHNDQL]PDV×\OD 
GDKD X\XPOX ELU DQDOL] VDÿOD\DQ ��� RNWDY 
EDQW DQDOL]L� ELU HQVWU�PDQ×Q VHVLQLQ 
DOJ×ODQPD ELoLPL KDNN×QGD |QHPOL ELOJLOHU 
VXQDU �%XHQ� ����� ����

)DUNO× PDO]HPHOHUGHQ �UHWLOHQ P×]UDSODUGDQ 
DO×QDQ VHV |UQHNOHULQLQ X]XQ G|QHP VHV  
VSHNWUXPODU× YH ��� RNWDY EDQG DQDOL]OHUL 
DO×QP×ĂW×U� %X DQDOL]OHU ELUELUOHUL DUDV×QGDNL 
JHQOLN IDUNODU× W×Q×VDO \|QGHQ OLWDUDW�U  RGDNO× 
LQFHOHQPLĂWLU�
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AQDOL]OHU WDQEXU VD]×Q×Q ERĂ WHOL YH ��� +] 
RODQ \HJDK WHOL �]HULQGHQ DO×QP×ĂW×U� THOOL 
oDOJ×ODUGDNL KDUPRQLN \DS× WHPHO IUHNDQV×Q 
WDP ĂHNOLQGH ROXĂPDNWDG×U GRÿXĂNDQ RODUDN 
GD DGODQG×U×O×U� %X VHEHSOH oDO×ĂPDP×]GD 
LON �� KDUPRQLN NXOODQP×Ă ROXS ���� ���� 
���� ���� ���� ���� ���� ��� +]·OHUGH 
EXOXQDQ KDUPRQLNOHU NDUĂ×ODĂW×U×OP×ĂW×U� %X 
VD\HGH EDÿD EHQ]HUL P×]UDSODU×Q W×Q×VDO 
NDUĂ×ODĂW×UPDV× \DS×OP×ĂW×U� 

Mikrofon 
%	K �����A���� <�NVHN KDVVDVL\HWH VDKLS 
|Oo�P PLNURIRQX� VHV EDV×Qo ̧ VHYL\HVL 
|Oo�POHULQGH NXOODQ×OPDNWDG×U� gOo�P 
PLNURIRQODU×Q×Q HQ |QHPOL |]HOOLNOHUL JHQLĂ 
GLQDPLN DUDO×ÿD VDKLS ROPDODU× YH IUHNDQV 
FHYDS HÿULOHULQLQ PLQLPDO KDWD SD\×QD VDKLS 
ROPDV×G×U� %X PLNURIRQODU NDOLEUH HGLOPLĂ ROXS� 
GRÿUXGDQ ROXĂDQ VHV EDV×QF×Q× GLUHNW RODUDN 
|OoHELOLU YH JHQLĂ ELU IUHNDQV EDQG×QGDNL W�P 
VHVOHUL HĂLW RUDQGD \DQ×WODG×ÿ× LoLQ |Oo�P 
KDVVDVL\HWL Do×V×QGDQ WHUFLK HGLOPLĂWLU�

<a]ılım
%	K �����1� 3XOVH AFFHVV ))T %X \D]×O×P YHUL 
WRSODPD PRG�O� LOH X\XPOX oDO×ĂDUDN KHP 
YHULQLQ ELOJLVD\DU RUWDP×QD DNWDU×OPDV×QD 

KHP GH ))T YH PHUWHEH DQDOL]OHULQLQ 
\DS×OPDV×QD LPNkQ YHUPHNWHGLU� 

 ¾ ))T DQDOL]|U�̈� ���� oL]JL � ����� N+] 
IUHNDQV DUDO×ÿ× 

 ¾ 9HUL o|]�Q�UO�ÿ�� �P+] 

 ¾ EOGH HGLOHQ IRQNVL\RQODU× VHQWH]OH\HUHN 
���� ���� ���� YH\D ���� RNWDY EDQW 
DQDOL]L 

 ¾ ,E& �����·H J|UH A�� %�� &� YH D� 
Dÿ×UO×NODQG×UPD

%XlJXlar
dDO×ĂPDQ×Q EX E|O�P�QGH WDQEXU P×]UDE× 
RODUDN V×NO×NOD NXOODQ×ODQ EDÿD� GHOULQ PLNDUWD� 
NDWDOLQ JDODOLW YH NHPLNWHQ ROXĂDQ IDUNO× 
PDWHU\DO NXOODQ×P×QGD EDÿD P×]UDS UHIHUDQV 
DO×QDUDN GLÿHU P×]UDSODU NDUĂ×ODĂW×U×OP×ĂW×U� 
dDOJ×Q×Q ��� +]¿GHQ GDKD G�Ă�N J|YGH 
WLWUHĂLPOHULQLQ ROGXÿX ELOLQPHNWHGLU 
�DHÿLUPHQOL� ����� ����� %X WLWUHĂLPOHU� WHOLQ 
LON WLWUHĂLPH EDĂODG×ÿ× DWDN V�UHVLQGH DNWLYH 
ROPDNWDG×U� %X QHGHQOH� EX WLWUHĂLPOHULQ VHV 
�]HULQGHNL HWNLOHULQL DUDĂW×UPDN LoLQ JUDÀN 
��+] DUDO×ÿ×QGDQ EDĂODW×ODUDN EX ĂHNLOGH 
VXQXOPXĂWXU�

āekil �� )DUNO× P×]UDSODU×Q �������� K]� ��� RNWDY EDQG× W×Q× DQDOL]L
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T×Q×VDO DQDOL] LoLQ \DS×ODQ ��� RNWDY EDQG× 
DQDOL]LQGH� āHNLO �·GH J|VWHULOGLÿL JLEL� IDUNO× 
P×]UDSODU×Q �������� +]� DNXVWLN DQDOL]L 
JHUoHNOHĂWLULOPLĂ YH W�P PDWHU\DOOHULQ 
VRQXoODU× NDUĂ×ODĂW×U×OP×ĂW×U� TDQEXUXQ WHPHO 
IUHNDQV×Q×Q ��� +] \HJkK WHOL ROGXÿXQX 
ELOGLÿLPL]GHQ HOGH HGLOHQ EXOJXODU ×Ă×ÿ×QGD 
EDÿDQ×Q WHPHO IUHNDQVWD GLÿHUOHULQH J|UH 
\DNODĂ×N � GHVLEHOOLN GDKD \�NVHN ELU 
IDUN \DUDWW×ÿ× |]HOOLNOH LNLQFL KDUPRQLN 
E|OJHOHULQGH ELUELULQH \DN×Q RODQ GHÿHUOHULQ 
�o�QF� KDUPRQLN E|OJHOHUGH EDĂOD\DQ 

IDUNO×ODĂPDODU J|]OHPOHQPHNWHGLU� Üo�QF� 
KDUPRQLN E|OJHVLQGHQ \HGLQFL KDUPRQLN 
E|OJHVLQH NDGDU GHOULQ� PLNDUWD YH NHPLN 
P×]UDSODU EDÿD P×]UDED QD]DUDQ GDKD \�NVHN 
JUDÀN HÿULVLQH VDKLSNHQ JDODOLW YH NDWDOLQ 
P×]UDSODU GDKD G�Ă�N JUDÀN HÿULVLQH VDKLS 
ROGXÿX J|]OHPOHQPLĂWLU� <HGLQFL KDUPRQLN 
E|OJHVLQGH LVH JDODOLW YH NDWDOLQ G×Ă×QGD 
W�P P×]UDSODU×Q JUDÀN HÿULOHULQLQ |UW�ĂW�ÿ� 
J|]OHPOHQLUNHQ HQ G�Ă�N JUDÀN HÿULVLQH JDODOLW 
P×]UDE×Q VDKLS ROGXÿX J|]OHPOHQPLĂWLU�

āekil �� ����� N+] IDUNO× P×]UDSODU×Q��� RNWDY EDQG× W×Q× DQDOL]L

āHNLO �·GH J|U�OG�ÿ� �]HUH � N+] LOH �� N+] 
DUDO×ÿ× LQFHOHQPLĂWLU� %DÿD P×]UDED J|UH 
PLNDUWD YH GHOULQ � GHVLEHOOLN ELU IDUNOD 
\�NVHN VH\UHGHUNHQ NDWDOLQ � JDODOLW LVH 
� GHVLEHO IDUNOD G�Ă�N VH\UHWPLĂWLU� � N+] 
E|OJHVLQGH EDÿD YH NHPLN ELUOHĂPLĂWLU� NHPLN 
YH PLNDUWDQ×Q KHPHQ KHPHQ D\Q× IUHNDQV 
E|OJHOHULQGH �VW �VWH ELQGLÿL J|]OHPOHQPLĂWLU�
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āekil �� %DÿD�DHOULQ KDUPRQLN DQDOL]OHUL

āekil �� %DÿD�GDODOLW KDUPRQLN DQDOL]OHUL

āHNLO �·GH J|U�OG�ÿ� JLEL EDÿD GHOULQ·LQ 
KDUPRQLN NDUĂ×ODĂW×UPDV×QGD LON �� KDUPRQLN 
DO×QP×ĂW×U� THPHO IUHNDQVWD EDÿDQ×Q � G% GDKD 
\�NVHN ROGXÿX LNLQFL KDUPRQLÿLQ |UW�ĂW�ÿ�� 

\HGLQFL KDUPRQLNWH EDÿDQ×Q GDKD \�NVHN 
ROGXÿX� GLÿHU KDUPRQLNOHUGHQ GHOULQLQ 
EDÿD P×]UDED QD]DUDQ GDKD \�NVHN ROGXÿX 
J|]OHPOHQPLĂWLU�
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āHNLO �·GH G|U�OG�ÿ� JLEL WHPHO IUHNDQVWD 
JDODOLWH J|UH � G% IDUN J|]OHQPLĂWLU� İNL� �o YH 
G|UG�QF� KDUPRQLNOHULQ ELUELUL\OH |UW�ĂW�ÿ�� 

DOW×� \HGL� VHNL] YH GRNX]XQFX KDUPRQLNOHUGH 
JDODOLW P×]UDE×Q �� G% IDUNOD GDKD \�NVHN 
ROGXÿX J|]OHPOHQPLĂWLU�

āekil �� %DÿD�KDWDOLQ KDUPRQLN DQDOL]OHUL

āekil �� %DÿD�KHPLN KDUPRQLN DQDOL]OHUL

āHNLO �·GH J|U�OG�ÿ� JLELNDWDOLQ P×]UDS 
WHPHO IUHNDQVWD � G% NDGDU G�Ă�N ELU VH\LU 
J|VWHUGLÿL J|]OHPOHQPLĂWLU� İNL� �o YH 
EHĂLQFL KDUPRQLNOHU |UW�Ă�UNHQ G|UG�QF� YH 
DOW×QF× KDUPRQLNWH EDÿD � G% GDKD \�NVHN 

VH\UHGHUNHQ� \HGL YH GRNX]XQFX KDUPRQLNWH 
EDÿD P×]UDS � G% \�NVHN� VHNL]LQFL 
KDUPRQLNWH GH � G% \�NVHN VH\LU J|VWHUGLÿL 
J|]OHPOHQPLĂWLU�
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āHNLO �·GD J|U�OG�ÿ� JLEL NHPLN P×]UDS WHPHO 
IUHNDQVWD� LNLQFL YH \HGLQFL KDUPRQLNWH 
\DNODĂ×N � G% NDGDU G�Ă�N VH\LU J|VWHUGLÿL 
J|]OHPOHQPLĂWLU� Üo�QF�� G|UG�QF�� EHĂLQFL� 

VHNL]LQFL YH GRNX]XQFX KDUPRQLNOHUGH 
NHPLN� EDÿD P×]UDED QD]DUDQ GDKD \�NVHN 
VH\UHWWLÿL� DOW×QF× KDUPRQLNWH ELUHELU 
|UW�ĂW�ÿ� J|]OHPOHQPLĂWLU�

āekil �� %DÿD�MLNDUWD KDUPRQLN DQDOL]OHUL

āHNLO �·GH J|U�OG�ÿ� JLEL PLNDUWD P×]UDS 
WHPHO IUHNDQVWD YH LNLQFL KDUPRQLNWH 
ELUHELU |UW�ĂW�ÿ� J|]OHPOHQPLĂWLU� Üo�QF�� 
G|UG�QF�� EHĂLQFL� DOW×QF× YH VHNL]LQFL 
DUPRQLNWH \DNODĂ×N RODUDN � G%� GRNX]XQFX 
KDUPRQLNWH � G% GDKD \�NVHN VH\UHWWLÿL� 
\HGLQFL KDUPRQLNWH LVH � G% NDGDU G�Ă�N 
ROGXÿX J|]OHPOHQPLĂWLU�

7artışma
dDO×ĂPDGDQ HOGH HGLOHQ EXOJXODU×Q 
GHÿHUOHQGLULOPHVLQGH +HOOPKROW] WDUDI×QGDQ 
GD HOH DO×QP×Ă VHV NULWHUOHUL WHPHO 
DO×QP×ĂW×U� ´+elmKRlt]¿Xn J|r�ş�ne J|re� 
t×n× NaliteVi� KarmRniNler araV×nGaNi ilişNi 
temelli RlaraN RlXşmaNtaG×r Ye EX Eağlant× 
netiFeVinGe t×n×lar oeşitli V×Iatlarla� |rneğin 
KRş� na]al� Gerin� ]enJin Ye\a IaNir� 
tan×mlanaEilmeNteGir� ĀlN alt× KarmRniğin� 
Eir tRnXn |]J�n niteliğini EelirlemeGe NritiN 
Eir rRl �VtlenGiğini Ye ana tRnXn EaVN×n 
RlmaV×n×n� tRnXn ]enJin Ye\a IaNir RlaraN 
alJ×lanmaV×nGa Eelirle\iFi RlGXğXnX Gile 
Jetirmiştirµ �+HOPKROW] ���� ANW� TUDXEH� 
����� ���� 

%X oDO×ĂPDGD IDUNO× PDO]HPHOHUGHQ \DS×ODQ 
P×]UDSODU LOH EDÿD EHQ]HUL ELU VHV HOGH HGLOLS 
HGLOHPH\HFHÿLQLQ LQFHOHQPHVL DPDF×\OD 
VHV VSHNWUXPODU× HOH DO×QP×ĂW×U� %XQXQ LoLQ 
+HOPKROW] WDUDI×QGDQ GD EHOLUWLOGLÿL �]HUH 
VHV \D\×Q×P YH KDUPRQLN DQDOL]OHULQ |]HOOLNOH 
LON DOW× KDUPRQLÿL NDSVD\DFDN ĂHNLOGH YHULOHU 
LQFHOHQPLĂWLU� %XQD J|UH WDQEXUXQ WHPHO 
IUHNDQV× ��� +] ROGXÿX LoLQ oDO×ĂPDGD 
|]HOOLNOH ��+] ��N+] DUDV×QGDNL YHULOHU 
LQFHOHQPLĂ D\U×FD W×Q×VDO IDNW|UOHULQ GDKD QHW 
RUWD\D NRQXODELOPHVL LoLQ � N+] �]HUL IUHNDQV 
E|OJHVL GH LQFHOHQPLĂWLU� 

%LU oDOJ×Q×Q VHV NDUDNWHUL YH W×Q×V×� \DS×VDO 
|]HOOLNOHULQ \DQ× V×UD VHV �UHWLP V�UHFLQLQ 
EHOLUOH\LFL ELU ELOHĂHQL RODQ oDOJ×Q×Q QDV×O 
X\DU×OG×ÿ× LOH GH ĂHNLOOHQLU �<D\J×QJ|O� ����� 
���� TDQEXUGD GD P×]UDS� WHOOHU �]HULQGH 
V�UW�QPH NXYYHWL ROXĂWXUDUDN GRÿUXGDQ 
VHVLQ ROXĂXPXQX VDÿODU� DROD\×V×\OD� P×]UDE×Q 
\DS×VDO |]HOOLNOHUL YH NXOODQ×P ĂHNOL� VHVLQ 
QLWHOLÿLQL YH NDOLWHVLQL EHOLUOH\HQ |QHPOL 
XQVXUODU×Q EDĂ×QGD JHOPHNWHGLU� 
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%X DUDĂW×UPD� HOGH HGLOHQ EXOJXODU×Q ×Ă×ÿ×QGD� 
EDÿD P×]UDE×Q YH GLÿHU PDO]HPHOHULQ ��� 
RNWDY YH KDUPRQLN DQDOL]OHUGH ELUELUOHUL 
DUDV×QGD IDUNO× VRQXoODU YHUGLÿLQL J|VWHUPLĂWLU� 
AQFDN� ��� RNWDY EDQG× DQDOL] JUDÀÿLQGH 
EDÿD P×]UDS HÿULVLQLQ RUWD VHYL\HGH ROGXÿX 
J|U�OP�ĂW�U� %X� PDO]HPHQLQ KHP \�NVHN 
KHP GH G�Ă�N \DQ×WODU YHUPHVL� PRGHUQ 
WHNQRORML LOH EDÿD EHQ]HU ELU P×]UDS 
PDWHU\DOL EXOXQDELOHFHÿL GHÿHUOHQGLUPHVLQH 
\RO DoPDNWDG×U� 

KXOODQ×ODQ PDO]HPHOHUOH \DS×ODQ DQDOL]GH� 
EDÿDGDQ �²���� +] IUHNDQV DUDO×ÿ×QGD 
GDKD \�NVHN JUDÀN HÿULVLQH RODQODU GHOULQ� 
NHPLN� YH PLNDUWD� GDKD G�Ă�N RODQODU LVH 
JDODOLW� YH NDWDOLQ RODUDN EHOLUOHQPLĂWLU� 
%X EXOJXODU� GHOULQ� PLNDUWD YH NHPLNWHQ 
�UHWLOHQ P×]UDSODU×Q GDKD \�NVHN VHV ĂLGGHWL 
YH WRQDO |]HOOLNOHUH VDKLS RODELOHFHÿLQL� 
NDWDOLQ YH JDODOLWWHQ �UHWLOHQ P×]UDSODU×Q LVH 
GDKD G�Ă�N VHV ĂLGGHWL YH WRQDO |]HOOLNOHUH 
VDKLS RODELOHFHÿLQL J|VWHUPHNWHGLU� AQFDN 
EX W×Q×VDO IDUNO×O×NODU×Q RUWD\D NRQPDV× 
LoLQ GDKD GHWD\O× SVLNRDNXVWLN oDO×ĂPDODU×Q 
\DS×OPDV×Q×Q JHUHNOLOLÿL Do×NW×U� %X oDO×ĂPD 
DPDF× JHUHÿL EX IDUNO×O×NODU× EHWLPOHPHN 
GHÿLO EDÿD WRQXQX WHPHO DODUDN JUDÀN YH 
EXQD EDÿO× W×Q×VDO EHQ]HUOLN YH IDUNO×O×N 
GXUXPX RUWD\D NR\PDNW×U�

G�QHĂHU ������ \�U�WW�ÿ� oDO×ĂPDV×QGD 
JHUoHNOHĂWLULOHQ N|U LĂLWPH WHVWLQGH� %DÿD 
P×]UDE×Q PLNDUWD YH PDQGD ER\QX]X 
P×]UDSODUGDQ |QHPOL |Oo�GH D\U×ĂPDG×ÿ×Q× 
LVWDWLNVHO RODUDN RUWD\D NRQXOPXĂWXU� AQFDN EX 
oDO×ĂPDGD PLNDUWDQ×Q EDÿD LOH HQ \DN×Q JUDÀN 
HÿULVLQH VDKLS ROPDV×QD NDUĂ×Q ELUELUL\OH D\Q× 
JUDÀN HÿULOHULQH VDKLS ROPDG×ÿ× J|U�OP�ĂW�U� 
%L]LP GH oDO×ĂPDGD HOH DOG×ÿ×P×] EX GXUXP� 
LFUDF×ODU×Q %DÿD EHQ]HUL ELU W×Q×\× HOGH HWPHN 
DPDF×\OD P×]UDS NXOODQ×P×Q×� |]HOOLNOH GH 
EL]LP oDO×ĂPDP×]GD GD YXUJXODG×ÿ×P×] JLEL� 
GX\PDN LVWHGLNOHUL W×Q×\D J|UH PDQLS�OH 
HWPHOHUL\OH Do×NODQDELOLU� 

dDO×ĂPDGD YHULOHQ JUDÀNOHU PDO]HPH IDUNODU× 
�]HULQH \RÿXQODĂPDNWDG×U� AQFDN ELOLQGLÿL 
�]HUH VDGHFH PDO]HPH GHÿLO P×]UDE×Q 
DoN×V×� SROLVDM× YH IDUNO× LFUD WHNQLNOHUL 
GH VHV �]HULQGH HWNLOLGLU� KDUDWDĂ ������ 

\DSW×ÿ× \�NVHN OLVDQV WH]LQGH EX NRQXODU× GD 
HNOH DOP×Ă YH IDUNO× PDO]HPH |]HOOLNOHULQLQ 
NRPSDQVH HGLOHUHN EDÿD EHQ]HUL VHVLQ 
HOGH HGLOPHVLQGH EX WHNQLNOHULQ GH ID\GDV× 
RODFDÿ×Q× RUWD\D NR\PXĂWXU�

6RQXo
%X oDO×ĂPDGD WDQEXU P×]UDE×QGD NXOODQ×ODQ 
IDUNO× PDWHU\DOOHU �GHOULQ� JDODOLW� NDWDOLQ� 
NHPLN� PLNDUWD� LOH EDÿD P×]UDED EHQ]HU 
ELU W×Q×Q×Q HOGH HGLOLS HGLOPH\HFHÿL DNXVWLN 
DQDOL] WHNQLNOHUL LOH DUDĂW×U×OP×ĂW×U� %X 
oHUoHYHGH� \D\J×Q NDEXO J|UHQ YH JHOHQHNVHO 
ELU WHUFLK RODQ EDÿD� UHIHUDQV P×]UDS RODUDN 
VHoLOPLĂWLU� 

%XOJXODU ×Ă×ÿ×QGD� W�P PDO]HPHOHUGHQ 
HOGH HGLOHQ JUDÀNOHU LQFHOHQGLÿLQGH� EDÿD 
P×]UDE×Q LOJLOL IUHNDQV DUDO×ÿ×QGD JHQOLN RODUDN 
GLÿHU P×]UDSODUD J|UH RUWD VHYL\H ELU JUDÀN 
HÿULVLQH VDKLS ROGXÿX J|U�OP�ĂW�U� %XQD 
J|UH EDÿDQ×Q À]LNVHO |]HOOLNOHULQLQ JHOLĂHQ 
PDO]HPH WHNQRORMLVL\OH HOGH HGLOHELOHFHÿL 
G�Ă�Q�OPHNWHGLU� 

THPLQL ]RU� PDOL\HWOL RODQ EDÿD \HULQH 
DOWHUQDWLI P×]UDSODU×Q NXOODQ×ODUDN HWLN 
Do×GDQ KDUHWWD KDUHWWD �9RXOWVLDGRX� ����� 
��� NDSOXPEDÿDODU×Q×Q NRUXQPDV×QD NDWN× 
VDÿOD\DFDÿ× G�Ă�Q�OPHNWHGLU�

Öneriler 
AraştırmaFılara <|Qelik gQeriler
dDO×ĂPDQ×Q VRQXoODU×QD GD\DQDUDN� LQFHOHQHQ 
DOWHUQDWLI PDO]HPHOHULQ GDKD NDSVDPO× 
ELU ĂHNLOGH GHÿHUOHQGLULOPHVL LoLQ JHOLĂHQ 
PDO]HPH WHNQRORMLVL\OH ELUOLNWH NDO×QO×N� 
IDUNO× Do×ODU� SROLVDM YH YXUXĂ \HUOHUL JLEL 
IDNW|UOHULQ GH GLNNDWH DO×QPDV× |QHPOLGLU� 
%X XQVXUODU×Q WDQEXU P×]UDE×Q×Q W×Q×V×Q× QDV×O 
HWNLOHGLÿLQL GDKD L\L DQODPDN� JHOHFHNWHNL 
DUDĂW×UPDODU×Q RGDNODQDELOHFHÿL ELU DODQG×U�

%DÿD P×]UDE×Q×Q RUWD VHYL\HGH ELU JUDÀN 
HÿULVLQH VDKLS ROPDV×� GLÿHU P×]UDSODU×Q HOGH 
HWWLÿL W×Q×ODUOD NDUĂ×ODĂW×U×OG×ÿ×QGD |QHPOL 
ELU EXOJXGXU� %X QHGHQOH� IDUNO× P×]UDSODU×Q 
W×Q×VDO HWNLOHULQL GHÿHUOHQGLUPHN LoLQ ]DUI 
DQDOL]OHULQLQ \DS×OPDV× |QHULOHELOLU�

GHOHFHNWHNL oDO×ĂPDODUGD� IDUNO× P×]UDS 
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PDWHU\DOOHULQLQ WDQEXUXQ VHV NDOLWHVL YH 
SHUIRUPDQV× �]HULQGHNL HWNLOHULQL DQODPDN 
LoLQ P�]LV\HQOHULQ JHUL ELOGLULPOHUL YH P×]UDS 
VHoLPL �]HULQH SVLNRDNXVWLN oDO×ĂPDODU JLEL 
IDUNO× SHUVSHNWLÁHULQ NXOODQ×OPDV× \DUDUO× 
RODELOLU�

8\JXlamaFılara <|Qelik gQeriler
%X oDO×ĂPD� P�]LN DOHWL �UHWLFLOHULQH |]HOOLNOH 
oDOJ× \DS×P×QGD P×]UDS PDO]HPHVL VHoLPL 
NRQXVXQGD GHÿHUOL ELU UHKEHUOLN VXQDUNHQ� 
D\Q× ]DPDQGD WDQEXU LFUDF×ODU×QD W×Q×VDO 
IDNW|UOHU Do×V×QGDQ \RO J|VWHULFL ROPD\× 
KHGHÁHPHNWHGLU� %X NDSVDPGD EXOJXODU×Q 
JHUHN EDÿD EHQ]HUL VHV HOGH HGLOHFHN 
PDO]HPHQLQ EHOLUOHQPHVLQGH JHUHNVH IDUNO× 
W×Q×GD VHV DUD\×ĂODU×QGD EXUDGDNL ELOJLOHULQ 
NXOODQ×ODUDN P×]UDS WHUFLKOHULQLQ \DS×OPDV× 
|QHULOPHNWHGLU�  

6ıQırlılıklar Ye 6a\ıltılar
%X DUDĂW×UPD TDQEXU OXWKL\HU YH LFUDF×ODUOD 
\DS×ODQ J|U�ĂPHOHUH GD\DQDUDN KDOL KD]×UGD 
WDQEXU P×]UDE× RODUDN NXOODQ×ODQ EDÿD GHOULQ� 
JDODOLW� NDWDOLQ� NHPLN� PLNDUWD P×]UDSODU 
LOH V×Q×UODQG×U×OP×ĂW×U� A\U×FD W�P DQDOL]OHU 
WDQEXU LFUDV×QGD DNWLI RODUDN NXOODQ×ODQ ��� 
+] <HJDK WHOL �]HULQGHQ V×Q×UODQG×U×OP×ĂW×U� 

<DS×ODQ DUDĂW×UPDODU VRQXFXQGD WDQEXUGD 
NDEXO J|UHQ P×]UDS PDWHU\DOLQLQ EDÿD ROGXÿX 
YDUVD\×P×\OD W�P GLÿHU PDWHU\DOOHU EDÿD LOH 
NDUĂ×ODĂW×U×OP×ĂW×U� 

%ilJileQGirme
AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL T�UN 
P�]LÿL DHYOHW KRQVHUYDWXDU×·QGD EXOXQDQ 
´T�UN M�]LÿL THOOL dDOJ×ODU×Q×Q TLWUHĂLP YH 
ANXVWLN AQDOL]OHULµ SURMHVL NDSVDP×QGD 
ROXĂWXUXODQ TLWUHĂLP YH SHV LDERUDWXYDU×QD 
|Oo�P LPNDQODU×Q× WDQ×G×ÿ× LoLQ� PDNDOHQLQ 
JHQLĂOHWLĂPLĂ |]HWLQLQ SURRIUHDGLQJ GHVWHÿLQL 
DOG×ÿ×P JDPHV MAJİ1·H WHĂHNN�U HGHULP�
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.a\Qaklar
ANDQ� E� ������� 7anEXr metRGX� 7�rN 
mXViNiVi na]ari EilJileri\le� İ]PLU� EJH 
ÜQLYHUVLWHVL OIVHW %DV×PHYL�

A\GHPLU� M� ������� 7anEXr�,� AQDGROX 
ÜQLYHUVLWHVL G�]HO SDQDWODU EQVWLW�V�� 

%XHQ� A� ������� &RPSDULQJ WKH VRXQG RI 
JROGH DJH DQG PRGHUQ YLROLQV� ORQJ WLPH 
DYHUDJH VSHFWUD� -RXrnal RI tKe 9iRlin 
6RFiet\ RI $meriFa� ����� ������ 

&UHVVZHOO� J� :� ������� 4XDOLWDWLYH� 
4XDQWLWDWLYH� DQG PL[HG 
PHWKRGV DSSURDFKHV� 5eVearFK 
DeViJn� ������������������ �������

DHÿLUPHQOL� E� ������� $NXVtiN |lo�m 
teNniNleri NXllan×laraN �retilen XG VeV 
taElaV×n×n titreşim |]elliNlerinin NRntrRl� 
�]erine \eni Eir \|ntem |neriVi� <�NVHN 
OLVDQV WH]L� GD]L ÜQLYHUVLWHVL� AQNDUD�

DHÿLUPHQOL� E� ������� 7�rN 0�]iği 
oalJ×lar×nGan ¶XG·Ga VeV RlXşXmXnXn 
inFelenmeV Ye telli oalJ×lar×n VeV NaraNteri 
ao×V×nGan taVar×mlar×n×n EelirlenmeVine 
Gair \|ntem |neriVi� DRNWRUD WH]L� GD]L 
ÜQLYHUVLWHVL� AQNDUD�

DHPLUGLO� M� ������� 8G PL]UDEL YH W�UOHUL 
�]HULQH ELU LQFHOHPH� <eJaK 0XViNi DerJiVi� 
3(2)� �������� 

EUNXW� &�� TRORQHQ� T�� KDUMDODLQHQ� M�� 	 
9DOLPDNL� 9� ������� $FRXVtiFal anal\ViV 
RI tanEXr� a 7XrNiVK lRnJ �neFNeG lXte� ,Q 
3URFHHGLQJV RI �WK ,QWHUQDWLRQDO &RQJUHVV 
RQ SRXQG DQG 9LEUDWLRQ� ��� JXO\ ����� 
DHQPDUN�

)×UDW� L� +� ������ 7anEXr m×]raE× Ye \aS×m× 
�*|r�şme� )� Karataş� dDOJ× \DS×PF×V× 
AW|O\HVL� İVWDQEXO�

G�OVHV� 1� ������� 0×]raSl× 7anEXr gğrenme 
KlaYX]X� İVWDQEXO� İTÜ T�UN M�]LÿL DHYOHW 
KRQVHUYDWXYDU×�

G�QHĂHU� O� ������� 7anEXr m×]raE×nGa 
Eağa NXllan×m×n×n t×n× ao×V×nGan JereNliliği 
�]erine Eir VRrJXlama�  8OXVODUDUDV× ´ÜVWkG�× 
&LKkQ TDQEXUL &HPLO %H\ SHSR]\XPX� ��� 
MD\×V ���� oHYULPLoL�

+HOPKROW]� +� L� )� ������� 6enVatiRn RI 
tRneV� LRQGRQ�

,8&1 &RQVHUYDWLRQ MRQLWRULQJ &HQWUH� 
������� ���� ,8&1 5eG /iVt RI tKreateneG 
animalV� ,QWHUQDWLRQDO 8QLRQ IRU &RQVHUYDWLRQ 
RI 1DWXUH DQG 1DWXUDO RHVRXUFHV�

JDQVVRQ� E� 9� ������� )XnFtiRn� FRnVtrXFtiRn 
anG TXalit\ RI tKe JXitar� &RQJUHVV RQ RR\DO 
SZHGLVK AFDGHP\ RI MXVLF JXO\ ���AXJXVW �� 
����� SWRFNKROP�

KDPPOHU� D� :� ������� $ ÀrVt FRXrVe in 
IRXrier anal\ViV� 8SA� &DPEULGJH 3UHQWLFH�
+DOO�

KDUDWDĂ� )� ������� 7anEXr iFraV×nGa 
NXllan×lan m×]raE×n À]iNVel |]elliNlerinin� 
YXrXş ao×lar×n×n Ye YXrXş E|lJelerinin 
aNXVtiN ao×Gan inFelenmeVi� <�NVHN OLVDQV 
WH]L� AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL� 
AQNDUD� 

MD[LP� M� ������� Dimitrie &antemir� T�UN 
İVODP AQVLNORSHGLVL� İVWDQEXO� <DS× KUHGL 
<D\×QODU×�

gQHU� A� K� ������� 8G HÿLWLPLQGH P×]UDS 
KD]×UODPDO× VDÿ HO oDO×P WHNQLÿL·QLQ HWNLVL 
�]HULQH ELU SLORW oDO×ĂPD� 7Xran�6am 
8lXVlararaV× %ilimVel +aNemli DerJiVi� 
�������� ������� 

RRVVLQJ� T� D� �EGLWRU�� ������� TKH VFLHQFH 
RI VWULQJ LQVWUXPHQWV� 1eZ <RrN� 6SrinJer 
6FienFe %XVineVV 0eGia //&� ������ 

SFKOHVNH� M� ������� EPSLULFDO WRROV LQ 
FRQWHPSRUDU\ YLROLQ PDNLQJ� 3DUW ,,� 
SV\FKRDFRXVWLF DQDO\VLV DQG XVH RI DFRXVWLFDO 
WRROV� FatJXt aFRXVtiFal 6RFiet\ -RXrnal� 9RO� 
�� 1R� � �SHULHV ,,�� 1RYHPEHU ����� ������ 
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TDoRÿOX� A� ������� 7anEXrGa NXllan×lan 
VeV taElalar×nGa re]×nanV |]elliNlerinin 
inFelenmeVi� <�NVHN OLVDQV WH]L� +DFHWWHSH 
ÜQLYHUVLWHVL� AQNDUD� 

TUDXEH� &� ������� $n interGiVFiSlinar\ VtXG\ 
RI tKe timEre RI tKe FlaVViFal JXitar�DRFtRral 
tKeViV� MFGLOO 8QLYHUVLW\� MRQWUHDO� &DQDGD� 

9RXOWVLDGRX� E�� GHURYDVLOHLRX� 9�� 	 
DDLOLDQLV� T� ������� E[WLQFWLRQ WUHQGV RI 
PDULQH VSHFLHV DQG SRSXODWLRQV LQ WKH AHJHDQ 
SHD DQG DGMDFHQW HFRUHJLRQV� ,Q 0arine 
([tinFtiRnV�3atternV anG 3rRFeVVeV� &,(60 
:RrNVKRS 0RnRJraSK �9RO� ��� SS� ������� 
MRQDFR� &,ESM 3XEOLVKHU�

:DQJ� T� J� ������� GHQHUDO WHFKQRORJLHV RI 
PXVLF SOD\LQJ URERWV� $SSlieG 0eFKaniFV anG 
0aterialV� ���� ���������� 

:ULJKW� +� ������� 7Ke aFRXVtiFV anG 
SV\FKRaFRXVtiFV RI tKe JXitar� DRFWRUDO 
WKHVLV� 8QLYHUVLW\RI :DOHV� &DUGLI� 

<D\J×QJ|O� E� ������� KemanGa \a\ Ye VeV 
�retimi Ye VeV �retiminin teNniN anali]i� 
SDQDWWD \HWHUOLOLN WH]L� AQDGROX ÜQLYHUVLWHVL� 
EVNLĂHKLU� 

<×OPD]� S� ������� KanXnGa NXllan×lan VeV 
taElaV×n×n aNXVtiN |]elliNlerinin inFelenmeVi� 
<�NVHN OLVDQV WH]L� EUFL\HV ÜQLYHUVLWHVL� 
KD\VHUL�

<RXQJ� D� S� ������� $ metKRGRlRJ\ IRr 
inYeVtiJatiRn RI ERZeG VtrinJ SerIRrmanFe 
tKrRXJK meaVXrement RI YiRlin ERZinJ 
teFKniTXe� DRFWRUDO WKHVLV� MDVVDFKXVHWWV 
,QVWLWXWH RI THFKQRORJ\� SFKRRO RI 
AUFKLWHFWXUH 3URJUDP LQ MHGLD AUWV DQG 
SFLHQFHV� &DPEULGJH�
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7Ke eɛeFts RI SleFtrXms maGe IrRm GiɛereQt materials RQ tKe aFRXstiF 
SrRSerties RI tKe 7aQEXr
Extented Abstract
,Q TXUNLVK PXVLF� WKH WDQEXU IUHTXHQWO\ DSSHDUV LQ OLWHUDWXUH DV D VWULQJHG DQG SOHFWUXP�SOD\HG LQVWUXPHQW� 
ERWK IRU LWV GHSLFWLRQ LQ PDNDP WKHRU\ DQG LWV SHUIRUPDQFH� TKURXJKRXW WKH KLVWRULFDO WUDMHFWRU\ RI WKH TXUNV� 
WKH WHUP WDQEXU GLG QRW VLJQLI\ D VWDQGDUG VWUXFWXUH EXW ZDV XVHG IRU YDULRXV ORQJ�QHFNHG� PXOWL�VWULQJHG 
LQVWUXPHQWV� :LWK WKH HYROXWLRQ RI TXUNLVK LQVWUXPHQWV LQ &HQWUDO AVLD� DV WKH QXPEHU RI VWULQJV DQG IUHWV 
LQFUHDVHG� WKLV LQVWUXPHQW FDPH WR EH NQRZQ DV WKH WDQEXU� AGGLWLRQDOO\� WHUPV V\QRQ\PRXV ZLWK WDQEXU VXFK 
DV WDQEXUD� GRPEXU� DQG GRPEUDN KDYH DOVR EHHQ LGHQWLILHG� DXULQJ WKH OWWRPDQ EPSLUH� WKH WDQEXU EHJDQ 
WR DWWUDFW DWWHQWLRQ IURP WKH ODWH ��WK FHQWXU\ DQG HVSHFLDOO\ JDLQHG LWV KLJKHVW HVWHHP LQ WKH ��WK FHQWXU\� 
DLPLWUL KDQWHPLURÿOX� LQ KLV ERRN ´KLWkE� İOPL·O�P�VLNv DOk YHFKL·O�KXU�IkWµ DOVR NQRZQ DV KDQWHPLURÿOX EGYDU×� 
HOXFLGDWHG WKH SUDFWLFDO DVSHFWV DQG WKH PRUH FRQWURYHUVLDO WKHRUHWLFDO IRXQGDWLRQV RI PXVLF XVLQJ WKH SLWFK 
VWUXFWXUH RI WKH WDQEXU DQG UHFRJQLVHG WKLV LQVWUXPHQW DV WKH VWDQGDUG LQ TXUNLVK PXVLF� TKH JHQHUDWLRQ RI 
VRXQG LQ VWULQJHG LQVWUXPHQWV OLNH WKH WDQEXU LQYROYHV WKH LQWHUDFWLRQ RI YLEUDWLRQV VWDUWLQJ IURP WKH VWULQJ ZLWK 
WKH ERG\ RI WKH LQVWUXPHQW� UHVXOWLQJ LQ D GLVWLQFWLYH TXDOLW\ RI VRXQG� TKH YLEUDWLRQV RI WKH VWULQJV DUH LQLWLDWHG 
E\ D ORQJ� KRUL]RQWDO SOHFWUXP� ,Q WKLV UHVSHFW� WKH SOHFWUXP DOVR SOD\V D VLJQLILFDQW UROH LQ VRXQG IRUPDWLRQ� 
TUDGLWLRQDOO\� DQG LQGLVSHQVDEO\ IRU PDQ\ SHUIRUPHUV� WKH WDQEXU SOHFWUXP PDGH IURP WRUWRLVH VKHOO� NQRZQ DV 
´EDÿDµ� KDV EHHQ XVHG� TKH LQIRUPDWLRQ REWDLQHG IURP FRPSDUDWLYH PHDVXUHPHQWV RQ WKH DFRXVWLF SURSHUWLHV 
RI EDÿD SOHFWUXPV� FRPPRQO\ XVHG LQ WDQEXU SHUIRUPDQFH� DQG SOHFWUXPV PDGH RI GLIIHUHQW PDWHULDOV ZLOO 
HQDEOH PRUH LQIRUPHG FKRLFHV LQ SOHFWUXP VHOHFWLRQ� AGGLWLRQDOO\� WKH XVH RI LQWHUGLVFLSOLQDU\ DSSURDFKHV DQG 
DFRXVWLF PHDVXUHPHQW WHFKQLTXHV WR FRPSDUH WKHVH SOHFWUXP PDWHULDOV LV RI JUHDW LPSRUWDQFH DV LW UHSUHVHQWV 
D ILUVW LQ WKLV DUHD� TDNLQJ LQWR FRQVLGHUDWLRQ WKH GLIILFXOWLHV LQ VRXUFLQJ EDÿD WRGD\ DQG WKH HWKLFDO FRQFHUQV 
IRU WKH HQGDQJHUHG &DUHWWD FDUHWWD WXUWOHV� WKLV VWXG\ DLPV WR H[SORUH WKH XVDELOLW\ RI DOWHUQDWLYH PDWHULDOV IRU 
EDÿD SOHFWUXPV� ,Q WKLV FRQWH[W� WKH HIIHFWV RI WDQEXU SOHFWUXPV PDGH IURP GHOULQ� JDODOLW� NDWDOLQ� ERQH� DQG 
PLNDUWD RQ WKH VRXQG RI WKH LQVWUXPHQW ZHUH LQYHVWLJDWHG� )RU WKLV SXUSRVH� WKH SHUIRUPHU·V SOHFWUXP VWULNH 
ZDV UHFRUGHG LQ VORZ PRWLRQ WR HVWDEOLVK D VWULNH SDWWHUQ� A PHFKDQLVP ZDV GHVLJQHG WR UHSOLFDWH WKH VDPH 
VWULNH PRWLRQ DW WKH VDPH VSHHG DQG DQJOH IRU HDFK GLIIHUHQW PDWHULDO� PLQLPLVLQJ WKH GLVSODFHPHQW GXULQJ 
WKH VWULNH SURFHVV DQG DLPLQJ WR FORVHO\ UHSOLFDWH WKH SHUIRUPHU·V VWULNH� WKXV REWDLQLQJ PRUH FRQVLVWHQW GDWD� 
TKLV PHFKDQLVP� RQFH VHW XS LQ WKH VWULQJ DUHD� ZDV WULJJHUHG XVLQJ AUGXLQR VRIWZDUH� DQG HDFK PHDVXUHPHQW 
ZDV SHUIRUPHG RYHU �� VHFRQGV� LQFOXGLQJ �� SOHFWUXP VWULNHV� TKURXJKRXW WKLV SURFHVV� WKH V\VWHP UHPDLQHG 
RSHQ DQG WKH DYHUDJH YDOXHV ZHUH FDOFXODWHG� TR SUHYHQW DQ\ LPSDFW RQ WKH FRQVLVWHQF\ RI WKH UHVHDUFK 
EHFDXVH RI QRLVH� WKH VHUYR PRWRU WULJJHU EHOW V\VWHP ZDV SRVLWLRQHG DZD\ IURP WKH PLFURSKRQH� AOVR� WKH 
KDUPRQLF DQDO\VLV RI WKH PRWRU VRXQG FRQILUPHG WKDW LW GLG QRW RYHUODS ZLWK WKH KDUPRQLFV RI WKH SOHFWUXPV 
EHLQJ VWXGLHG� ,Q HYDOXDWLQJ WKH FROOHFWHG GDWD� FRPSDULVRQ ZDV PDGH XVLQJ )DVW )RXULHU TUDQVIRUP �))T� DQG 
��� RFWDYH EDQG DQDO\VLV WHFKQLTXHV� IXQGDPHQWDO WR PDQ\ VRXQG DQDO\VLV PHWKRGV� DXULQJ WKH PHDVXUHPHQW 
SKDVH� WKH ))T DQDO\VHU WRRN PHDVXUHPHQWV WKURXJKRXW WKH SHUIRUPDQFH GXUDWLRQ DW VSHFLILF LQWHUYDOV� 
FDOFXODWLQJ WKH DYHUDJH RI DOO FROOHFWHG YDOXHV� ,Q WKH H[DPLQHG IUHTXHQF\ EDQG� PHDVXUHPHQW UHVXOWV ZHUH 
SUHVHQWHG DV D VLQJOH DYHUDJH FXUYH� MRUHRYHU� ��� RFWDYH EDQG DQDO\VLV ZDV DOVR SHUIRUPHG� TKLV PHWKRG� 
PRUH FRPSDWLEOH ZLWK WKH KXPDQ DXGLWRU\ PHFKDQLVP� ZDV SUHIHUUHG DV LW SURYLGHV VLJQLILFDQW LQVLJKWV LQWR 
KRZ DQ LQVWUXPHQW·V VRXQG LV SHUFHLYHG� )LQGLQJV RI WKH VWXG\ VKRZHG WKDW� LQ FRPSDULVRQV PDGH ZLWK EDÿD� 
SOHFWUXPV PDGH RI GHOULQ� ERQH� DQG PLNDUWD H[KLELWHG D KLJKHU JUDSKLF FXUYH DQG KDUPRQLF VWUXFWXUH� ZKLOH 
WKRVH PDGH RI NDWDOLQ DQG JDODOLW VKRZHG D ORZHU JUDSKLF FXUYH DQG KDUPRQLF VWUXFWXUH� %DÿD� KDYLQJ D 
PRGHUDWH FXUYH� LQGLFDWHG WKDW FRQWUROOHG FKDQJHV LQ WKH GHVLJQ DQG PDWHULDO SURSHUWLHV RI SOHFWUXPV IURP 
GLIIHUHQW PDWHULDOV FRXOG VHUYH DV DOWHUQDWLYHV� TKXV� WKH XVH RI DOWHUQDWLYH SOHFWUXPV LQVWHDG RI WKH FRVWO\ DQG 
GLIILFXOW�WR� VRXUFH EDÿD LV WKRXJKW WR FRQWULEXWH HWKLFDOO\ WR WKH FRQVHUYDWLRQ RI &DUHWWD FDUHWWD WXUWOHV� TKLV 
VWXG\ UHFRPPHQGV SV\FKRDFRXVWLF VWXGLHV RI GLIIHUHQW PDWHULDO SOHFWUXPV DQG WKH H[SORUDWLRQ RI PRUH GLYHUVH 
PDWHULDOV ZLWK DGYDQFLQJ PDWHULDO WHFKQRORJLHV� TKLV UHVHDUFK DLPV WR SURYLGH D EURDGHU DQG PRUH FRQFUHWH 
NQRZOHGJH EDVH� DVVLVWLQJ LQVWUXPHQW PDNHUV LQ VHOHFWLQJ WDQEXU SOHFWUXP PDWHULDOV DQG FRQWULEXWLQJ WR WKH 
SHUIRUPDQFH ILHOGV IRU WDQEXU SOD\HUV�
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Abstract
The creation of the first examples of the ghazal-romance genre in Azerbaijan in the 40s of the 20th 
century is connected with the name of the genius composer Uzeyir Hajibeyli. In 1941, U. Hajibeyli 
composed the ghazal-romances «Sensiz» and «Sevgili canan» on the occasion of the 800th anniversary of 
the birth of the great Azerbaijani poet N. Ganjavi. This study analyzes the ghazal-romances composed 
by Azerbaijani composers based on the poet›s ghazals on the occasion of the 400th anniversary of 
Muhammad Fuzuli›s death. The purpose of this study is to analyze the ghazal-romances written by 
Azerbaijani composers based on the poet›s ghazals, to reveal the individual musical concepts of the 
ghazal-romances, to take a systematic look at the composers› use of fret-intonation features, the unity 
of music and words, and the principles of using compositional techniques. This study is important for 
musicologists, vocal performers, and those working in relevant fields such as music literature, and can 
also be used as additional resources in music educational institutions. The presented article provides 
information about the origins of the romance genre in Europe, Russia and Azerbaijan, as well as about 
Asef Zeynalli, the first composer of romance in Azerbaijan, and the romances he composed. In the study, 
the researches conducted in Azerbaijan regarding ghazal-romances, their historical development, and 
the unity of words and music were mentioned. In the next chapter, the ghazals-romantics written by 
S. Rustamov, A. Rzayeva, A. Abbasov S. Alasgarov, R. Mustafayev, O. Zulfugarov to M. Fuzuli›s ghazals 
are presented as the subject of research. Composers› ghazal-romances were examined based on note 
samples. The texts of the musical examples of ghazal-romance included in the study are presented in 
the latin alphabet for the first time. Document analysis, one of the qualitative research types, was used 
as the research model. According to the results; it becomes clear that in the analyzed ghazal-romances, 
the form, fret-intonation, metrorhythmic and rules of their use, as well as the variety of writing style 
in the ghazal-romances created by the composers at different times, the variety of tone-intonation 
use, from which point of view the principles of approach emerged in the modern era. In future studies, 
ghazal-romances written to the words of other Azerbaijani poets can be analyzed and compared based 
on this analysis method.

Anahtar Kelimeler
aruz, camera-vocal, composer, form, fret-intonation,ghazal-romance, Mohammad 
Fuzuli, mugham

Introduction
The romance genre, one of the main genres 
of chamber vocal music, has undergone 
great development since its origins in Spain 
in the 15th century. It should be noted that 
from the end of the 13th to the beginning 
of the 14th century, elements belonging 
to Arab musical culture penetrated into 
European musical culture.
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At the same time, in France, from the 
end of the 12th to the beginning of the 
14th century, the art of troubadours and 
trouvères was created, and song and 
accompaniment were the main element 
in their work. Later, song, accompaniment 
(vihuela, guitar) and dance took the main 
place in “cante-flamenco” (cante-khondo), 
whose homeland was Andalusia (Spain), 
which arose under the influence of Arabic 
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music. Gradually, the removal of dance from 
cante-flamenco and the expansion of poetic 
content became the impetus for the creation 
of romance (Ganiyeva, 2021:150).

Romances with the meaning of “song” were 
called “serenade” in 16th-century France and 
“lamento” in 17th-18th-century Italy. This 
genre, reflecting the inner world, feelings 
and emotions of a person, has become one 
of the leading musical genres since the 
19th century and is formed as a chamber-
vocal work performed with instrumental 
accompaniment.

Romance came to Russia from France in 
the second half of the 18th century. It was 
from this period that Russian poetry began 
to flourish, a new genre in vocal art was 
born, which absorbed characteristic Russian 
poetic features. Already in the first half 
of the 19th century, the genre of romance 
began to emerge in Russia as a poetic and 
vocal-instrumental genre, formed against 
the backdrop of the romanticism movement.

Later, many composers began to turn to the 
romance genre. Among the most famous 
Russian composers who wrote in this genre 
are P. I. Tchaikovsky, S. Rachmaninov, 
Rimsky-Korsakov, A. Alyabiev, A. Varlamov, 
M. Glinka, A. Gumilev, A. Dargomisky and 
many others. Russian poet A.S. Pushkin had 
a strong influence on the development of 
the Russian romance genre. A large number 
of romances have been written based on his 
poems (Web 3.).

While examining the ghazal-romance genre 
in the article, first of all, one cannot but 
talk about the creation and organization of 
the romance genre in professional music of 
Azerbaijan. Azerbaijani vocal performance, 
which began to form at the beginning of 
the century, was closely connected with the 
vocal music of composers. At the beginning 
of the 20th century, the outstanding musician 
who followed the traditions of U. Hajibeyli, 
the first Azerbaijani composer who received 
professional education at the Azerbaijan 
State Conservatory, Asef Zeynalli, was the 
creator of the national romance.

In addition to this genre, the composer 
turned to many other genres and created 
unique works. His works, written in the 
romance genre, were of great importance 
and occupy one of the honorable places in 
Azerbaijani vocal music. In the 20-30s of the 
20th century, he composed romances of this 
genre “Olkem” (Country), “Sual” (Question), 
“Seyran”, “Sarhadchi”, “Chadra”. “The 
composer created excellent examples of 
professional level in the romance-song genre 
of chamber and vocal music” (Kazımov, 
2009:112).

In the romances of composer A. Zeynalli, a 
person’s inner world, feelings, worries and 
thoughts are revealed in the form of a lyrical 
monologue. In his romances, the composer 
made very good use of intonation and its 
development. Although the composer’s 
romances are few in number, these 
examples reflect the unique expressiveness 
of intonation, smooth melody, richness 
of imagery and, above all, gentle use of 
phraseological units. In these romances, 
one of the main features is also a simple 
homophonic-harmonic texture, the unity 
of words and music, and a readable and 
memorable melody.

A. Zeynalli composed the romance “ Olkem 
“ by J. Jabbarli, the romance “Seyran” by A. 
Tahirov, the romance “Sarhadchi” by R. Rza, 
the romance “Chadra” by M.H. Tahmasib, 
and the romance “Sual” by folk songs. These 
romances are mainly in the form of a 3-part 
couplet-variant, and homophonic-harmonic 
texture, variational accompaniment, and 
polyphonic characteristics of Azerbaijani folk 
music are reflected here. In the mentioned 
romances of the composer, the use of rast, 
shur, bayati-shiraz and other lad intonations 
is evident.

In the romances of A. Zeynalli, the role of 
the traditions of Western European music 
and the school of U. Hajibeyli is clearly 
felt. On the one hand, the presence of rich 
musical shades of Azerbaijani folk music - 
khanandalik (singing) and the art of mugham, 
and on the other, numerous works of the 
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composer in the romance genre, adhering 
to the principles of U. Hajibeyli, laid a 
deep foundation for the romantic genre in 
Azerbaijan. These romances are reflected 
in folk music of various styles in the form 
of homophonic-harmonic, variational and 
polyphonic unity of mugham improvisation, 
accompaniment and vocal part.

Such attention to the romance genre can 
be characterized as a solution to important 
problems facing the composer in his time. 
The use of variable meters in romances 
comes from the improvisation of mugham. 
The changes in intonation and the use of 
tempo changes between sections again 
reflect characteristics typical of folk music. 
The use of recitation can also be explained 
as a type of theatrical stage production, 
elements of oratorio and cantata. Later, 
other composers continued this line of the 
composer and created their works in this 
genre.

About Muhammad Fuzuli

The educated poet mastered many fields 
(astronomy, mathematics, etc.). Throughout 
his life, he created valuable examples of 
poetry in Turkish, Azerbaijani, Arabic and 
Persian. The Fuzuli literary school serves 
to enrich human spirituality, carrying a 
philosophical meaning with its diversity of 
meanings and content, artistic and aesthetic 
aspects.

Fizuli looks at the world through the eyes 
of a philosopher-artist. He also sees the 
organic connection of events, processes 
and relationships in the world and similar 
signs. His images do not refer to some sign 
(characteristic), but to the most outstanding, 
specific and decisive feature or set of 
signs; and the poet necessarily takes into 
account the experience of folk memory and 
imagination at this time. One feels that he 
is thinking through in detail how any image 
will leave a mark in the language, how it will 
respond in thinking. This is the originality of 
Fuzuli (Fuzuli, 2005:400).

M. Fuzuli united the subtleties and beauties 
of the Azerbaijani Turkish language and 
raised classical Azerbaijani poetry to the 
highest peak. The poem “Leyli and Majnun”, 
which is the pinnacle of the poet’s work, 
is considered one of the rare pearls of 
Azerbaijani, as well as eastern and world 
poetry. Despite the fact that the theme of 
“Leyli and Majnun”, which Nizami Ganjavi 
first introduced into written literature, was 
addressed by many Turkish, Persian, Indian, 
Uzbek and Tajik poets, Fuzuli’s work in 
Azerbaijani Turkish stands out among the 
poems written earlier. on this topic due to 
its originality (web 1).

Fuzuli, a master of lyric poetry, created 
poetic samples in various genres and forms 
related to the Aruz verse, which is a valuable 
asset of oriental poetry. His ghazals mainly 
glorify love and beauty. Also in his works he 
expressed his attitude towards life, fate and 
the social period in which he lived.

M.Fuzuli’s creativity is a source of endless 
inspiration and endless subject matter 

Image 1. Portrait of Azerbaijani poet Muhammad Fuzuli 
(1494-1556) by Azim Azimzade (1880-1943)

Muhammad Fuzuli, an outstanding poet of 
Azerbaijani and Ottoman literature, was 
born in Iraq in 1494. He was recognized as 
one of the brilliant representatives of the 
sofa genre in Turkish-Azerbaijani literature. 
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for Azerbaijani composers. Starting with 
the brilliant Azerbaijani composer Uzeyir 
Hajibeyli, we can see that Fuzuli poetry 
is addressed in the works of almost all 
composers.

The creative heritage of Fuzuli has become 
an inexhaustible treasure of words for 
Azerbaijani singers. Thus, our classical 
mugham performers (singers), such as Haji 
Husu, Mashadi Isi, Jabbar Garyagdioglu and 
Seyid Shushinsky, used the poet’s ghazals in 
their mugams and classifications.

The First Ghazal-romances in 
Azerbaijan  
It is clear that at the beginning of the 
twentieth century, the formation and 
development of Azerbaijani professional 
music, the emergence of many genres, 
and the creation of the first musical groups 
are associated with the name of the great 
Azerbaijani composer U. Hajibeyli. Among 
the numerous works written by the composer 
in various genres, there are works written in 
the ghazal-romance genre. Throughout his 
career he was interested in folk music and 
created invaluable works based on his own 
national theory of order.

These works reflect melodic richness, 
tonal and intonation features, the unity of 
melody and poetic text and other aspects 
characteristic of Azerbaijani folk music. 
These listed aspects are expressed in the 
thoughts of a brilliant composer. “The strict 
rules and regulations that form the basis 
of Azerbaijani folk musical art (I adhered 
to them when writing my opera) not only 
suppressed my creative desire, but these 
rules, as a foundation, clearly illuminated the 
wide horizons of free creative imagination 
and gave me the opportunity for more 
courage.” (Hajibeyli, 1985:145).

Speaking about the ghazal-romance genre, 
first of all the name of U. Hajibeyli should 
be mentioned. Along with the works he 
wrote in various genres, the composer, for 
the first time in the history of Azerbaijani 
musical culture, created the ghazal-

romance genre, achieving a synthesis of the 
ghazal genre written in the Aruz scale, which 
forms the basis of Eastern classical poetry 
and the romantic genre typical of Western 
European classical music. The impetus for 
the creation of this genre was Azerbaijani 
folk classifications. In terms of theme, there 
is a sequence of movement, smoothness, 
movement towards a climax, poetically 
based on ghazals written in Aruz verse of 
both genres - tasnif and ghazal-romance.

The opinions of musicologist R. Zohrabov 
about tasnif and ghazal-romances, which 
are close to each other both in melodic and 
poetic terms, are very justified. “It should 
also be noted that our composers, in addition 
to classifications, also created works of a new 
form, based on the characteristic features 
of this genre. From this point of view, 
ghazal-romances created in our professional 
music can serve as an example” (Zohrabov, 
1991:218).

The first scientific research in the field of 
ghazal-romances from the point of view 
of tonal-intonation and rhythmic research 
belongs to Tamila Huseynova. In this study, 
from the point of view of rhythm and 
rhythm, only the ghazal-romances of U. 
Hajibeyli “Sensiz”, “Sevgili Janan” and F. 
Amirov “Gulum” were analyzed (Huseynova, 
2005:137). At a later time, in her dissertation 
“Gazel-romances in the works of Azerbaijani 
composers,” A. Ganieva analyzed the 
ghazal-romances of a number of Azerbaijani 
composers from the point of view of fret-
intonation and rhythm (Ganiyeva, 2011: 
125).

Exactly in the work of U. Hajibeyli that 
the main factors are the key intonation 
principle, the richness of the melody, the 
direction of movement, tonal orientation and 
modulations characteristic of Azerbaijani 
folk music. “Thus, such a complex problem 
as the large-scale structure of folk music and 
the manifestation of the patterns associated 
with it in the work of a professional 
composer was originally solved in the work 
of U. Hajibeyli” (Hasanova, 2005:328).  
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The ghazal-romance genre, created by U. 
Hajibeyli, had a significant influence on the 
work of Azerbaijani composers and led to 
the creation of a large number of ghazal-
romances (Abdulgasımov, 2005:327). So, in 
the 40s of the 20th century, after U. Hajibeyli, 
Aghabaji Rzayeva, Hokuma Najafova, Adila 
Huseynzade, Haji Khanmamedov, Adil 
Geray Mammadbayli, Jahangir Jahangirov, 
Fikret Amirov, Shafiga Akhundova, Suleyman 
Alesgarov, they turned to the ghazals of the 
Azerbaijani poet N Ganjavi created his own 
ghazal romances. These ghazal-romances 
were published under the editorship of F. 
Amirov in 1947 on the occasion of the 800th 
anniversary of the birth of N. Ganjavi in 
the form of a collection for voice and piano 
entitled “Songs and Romances Written by 
Azerbaijani Composers.” Nizami’s gazelles.” 
This collection contains 11 ghazal romances.

Unity of Words and Music
Azerbaijani folk music is always connected 
with poetry and unbreakable strings. First 
of all, it should be noted that various 
interesting aspects are revealed during the 
use of the bahr of Aruz style in the melodies 
of the ghazal-romances, which include the 
structure of tasnifs, form, fret-intonation 
features, means of expression, etc. and have 
reached a high point of development. Thus, 
the most important issue in the works of both 
genres is the accurate interpretation of the 
bahr of the ghazal, which is a complex form 
of poetry, in the musical rhythm (Zohrabov, 
1991:218).

The issue of the unity of word and music 
has always attracted the attention of 
different researchers from different points 
of view as an area requiring research in 
Azerbaijani musicology. Musicologist U. 
Hajibeyli “Basics of Azerbaijani folk music” 
(U. Hajibeyli 1985:145), M.S. Ismailov 
“Genres of Azerbaijani folk music” (Ismailov 
M.S. 1984:100), R. Zohrabov “Tasnifs of 
Azerbaijan” (Zohrabov R. 1983: 326), S. 
Seyidova “Ancient Azerbaijani ceremonial 
music” (Seyidova S. 1994:99), E. Babayev 
“Rhythm-intonation problems in Azerbaijani 
mugham dastgahs” (Babayev E. 1996:126), 

T. Huseynova “Azerbaijani chamber-
vocal music” (Huseynova T. 2005:137), 
L. Kazimova “Gazeli Fizuli in Azerbaijani 
music” (Kazimova L. 1997) and the scientific 
works of other researchers have addressed 
various problems that arise when combining 
words and music.

When it comes to the use of Aruz-vezni in 
music, the opinions of Akram Jafar, the 
researcher of an extensive study entitled 
“Theoretical foundations of Aruz and 
Azerbaijani Eruz”, on the unity of Aruz-vezni 
and music are very important. In his opinion: 
“Musical notes are replaced by objects in 
the aruza. The material of notes is sounds, 
the material of juzv is words. Aruz vazn is 
not the music of sounds that do not have a 
specific meaning, for example, sounds that 
cannot be divided into types such as vowels 
and consonants, but the music of meaningful 
sounds and words that are complexes of 
these sounds and language (Cafer, 1977:416).

In the book of musicologist M.S. Ismailov 
“Genres of Azerbaijani folk music”, he 
showed an analysis of with bahr, without 
bahr and mixed bahr, also expressed his 
scientific views on the problems of rhythm 
that arise when combining music and poetic 
text (İsmayılov, 1984:100).

However, musicologist R. Zohrabov analyzed 
the styles of Azerbaijani poetry with 
syllabic, aruz and free scales and identified 
similarities and differences in the weights 
recorded on measures specific to Azerbaijani 
music (2/4, 3/4, 6/8).

Musicologist E. Babayev studied the problems 
of rhythm and intonation in Azerbaijani 
music, mainly in the performance of 
mugham; he devoted a lot of space to the 
relationship between the verseb of the 
aruz and musical rhythm. Thus, there are 
differences between Aruz syllabic units in 
terms of tense. The ratio between syllables 
can be 1:2, 1:3. Depending on this difference 
in ratios, the same aruz tafilah is based on 
the binary and ternary division of different 
fruits (Babayev, 1996:126). 
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According to musicologists, works in the 
ghazal-romance genre were previously called 
“musical ghazals,” but this term has not 
been confirmed. Because several centuries 
ago, ghazals composed the text of mugams 
and tasnifs. “So, as they say, the “musical 
ghazal” has long been established in the 
genre of folk music.” (Zohrabov, 1991:218).

Our attention is drawn to the study of 
Azerbaijani music and poetic features 
in the scientific works of the mentioned 
musicologists. The genre of ghazal-romance 
is one of the widely used directions of aruz-
vazin in Azerbaijani music. As the name 
suggests, the core of this genre are ghazals 
written in Aruz verse. True, the poems and 
ghazals written in the Aruz sermon were 
reflected in mugham, tasnif and other areas. 
However, the presence of ghazal-romances 
in the works of Azerbaijani composers, 
which have their own characteristics, also 
depended on historical conditions.

Problem and Purpose of the Study
The presented research is devoted to works 
written in the ghazal-romance genre, which 
stand out for their originality in Azerbaijani 
musical culture and are found in the works 
of many Azerbaijani composers, and are 
written on the basis of M. Fizuli’s ghazals. 
The study involves systematic observation 
of the composers’ writing style, the use of 
mugams, the unity of words and music, as 
well as the composer’s technical principles. 
The purpose of the article is to reveal an 
analysis of the form, fret-intonation features 
of ghazal-romances in the creative activity 
of composers, to explore issues of emotional 
heaviness and unity of music from a scientific 
and theoretical point of view. The reflection 
of mugham intonations in the voice ranges of 
lad-maqam in ghazal-romances composed by 
composers for Fizuli ghazals, presented for 
the first time in the broad context of musical 
culture, is considered. In the presented 
study, the intonation features of ghazal-
romances of composers written to the 
words of a brilliant poet, their consonance 
with lad-maqam voice sequences are put 

forward as a scientific problem. At the same 
time, the principles of using lad maqams in 
ghazal romances written by composers are 
analyzed. These analyzes clearly reveal 
the deflection and modulation features of 
chords.

Method 
This study used both inductive and deductive 
methods in terms of document (notes) 
analysis and key intonation analysis during 
the analysis of notes, which are qualitative 
types of research. During the study, the 
researcher must understand the composers’ 
thinking and individual writing style, and 
be able to determine the tone, intonation 
and formal structure of their works. In the 
work of each of the professional composers 
of Azerbaijan there are works written in the 
genre of romance based on the words of 
different poets. However, this study analyzes 
ghazal-romances written in ghazal by M. 
Fuzuli in the 50-60s of the twentieth century. 
The study examined ghazal romances by Said 
Rustamov, Agabaji Rzayeva, Ashraf Abbasov, 
Suleiman Alesgarov, Ramiz Mustafayev, 
Oktay Zulfugarov, written on ghazals by M. 
Fizuli. Using the method of comparison and 
contrast, exploring the features of tone and 
intonation in the works of these composers, 
written in the ghazal-romance genre, we 
can say that the use of mugham intonations 
in ghazal-romances is a product of the 
individual thinking of each composer.

Results
Ghazal-romances Written to the Ghazals of 
M. Fuzuli
After the gazelles-romances written to the 
words of N. Ganjavi, the writing of works by 
composers for the anniversary of outstanding 
poets has already become a tradition in 
Azerbaijani musical culture. As another 
example of this tradition, we can mention 
ghazal-romances written on the occasion 
of the 400th anniversary of the death of M. 
Fuzuli on the eve of the 50s of the twentieth 
century. Among the works written are S. 
Rustamov’s “Deyil” (It’s not), A. Rzayeva’s 
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“Afeti jansan mene”, A.Abbasov “Ey Fuzuli”, 
S. Alasgarov’s “Vetenimdir”, R. Mustafayev’s 
“Malahat Sultani”, O. Zulfugarov “Yad 
Eylerem”, “Janane yetmishem” .

First of all, let us turn to the ghazel-romance 
“Yad Eylerem” by O. Zulfugarov, written in 
1958. Ghazel-romance attracts attention 
with such aspects as its form structure, 
richness of intonation, and preference 
for playing rubato. The opening section 
of the piece begins in Moderato tempo, in 

6/8 time. This thoughtful ghazal romance 
has the structure A+B+A1, the form of a 
couplet version. (Sposobin, 1971:399). Tone 
sequences and variations occur throughout 
the piece within lad (makam).

In the introductory part, the composer uses 
syncopated notes such as semiquaver and 
octave in wave-like and jump-like sounds. In 
general, this movement alternates between 
a tempo and ritenuto, with predominating 
rubato playing (Figure 1).

Figure 1. Introductory part in the ghasal-romance by Oktay Zulfugarov “Yad Eylerem”

Using the ghazal “Ney kimi” by M. Fuzuli, 
the composer created part A based on the 
1st and 2nd couplets, part B based on the 
4th and 5th couplets, and part A1 based on 
the 6th couplet. In Part A, the composer uses 
Bayati-Shiraz intonations. These intonations 
correspond to the voice sequence in G 
bayati-shiraz. Here the vocal part is played 
in tempo Andante cantabile (Figure 2).
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Figure 2. Part A in the ghasal-romance by Oktay Zulfugarov “Yad Eylerem”

Figure 3. Part B in the ghasal-romance by Oktay Zulfugarov “Yad Eylerem”

In the part B, the composer used shushtar 
intonations. These intonations correspond 
to the of F shushtar makham (lad). In this 
section, the composer uses the allarganda to 
place question-and-answer sentences, and 

here the culmination of the piece occurs. 
The character of the work becomes serious 
due to the agogic performance in the vocal 
part. Rast and shushtar intonations alternate 
in this section (Figure 3).
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Figure 4. Metrorhythmic structure in type II of Ramel bahr

In general, in the melodic line of the ghazal-
romance, the composer assigns the main 
place to sorrowful and calm intonations. 
From this point of view, it is possible to 
detect mf nuance in the sound of a vocal 
part only in the A part. In part B the voices 
drop to ppp after poca a poca ritenuto.

There is reprise (repeating) in the A tempo, 
then, part A1 is played. In part A1, the 
composer uses the entire 1st period of 
section A and a shortened version of 2nd 
period. Based on the intonations of bayati-
shiraz and expressed in the G bayati-shiraz, 

this part ends with the nuances of mf and 
poco a poco diminuendo.

Composer O. Zulfugarov in his ghazal novel 
“Yad Eylerem” used a seven-bayt (verse) 
ghazal by M. Fizuli. In this work, the 1st, 
2nd, 4th, 6th and 7th bayts of the ghazal 
were used. The translation of the ghazal was 
done by H. Arasli. Ghazal in type II of Ramal 
Bahr of Aruz style and structure is fA’ilAtün-
fA’ilAtün-fA’ilAtün-fA’ilün. If we put the 
tefila juzv of this song into a musical rhythm, 
the following metrorhythmic structure is 
obtained.

Even if we pay attention to the principle 
of reflecting the internal rhythmic features 
of ghazals in ghazal-romances, then from 
this point of view it can see the further 
maturation of ghazal-romances composed 
to the words of M. Fizuli. In particular, the 
reflection of tempo, change and alternation 
of beats, variable characteristics by 
various technical means of performance is 
manifested in the unity of a unique vocal 
part and texture structure. From this point of 
view, the principles mentioned in the ghazal 
romance “Janane yetmishem” written by 
composer O. Zulfugarov to the words of M. 
Fizuli in 1959, are reflected. This elegiac 
work is performed in couplet form, structure 
is A+B+A1. In part A of the work were used 
the 1st and 3rd couplets of the ghazal, in 
part B the 5th, in part A1 the 6th and 7th 
couplets.

The ghazal-romance begins with instrumental 
piano playing introduction in Andante 
tempo. The work is built on rast intonation 
from beginning to end. These intonations 
correspond to the E flat rast makam (lad). 
There are 2 periods in part A. The periods 
between chapters are asymmetrical 
depending on the bayt of the ghazal. The 
interrogative sentence of the 1st period 
ends in E-flat step of lad, and the response 

sentence ends in a maya (basic constant part 
of mukham). This period is repeated 2 times. 
The interrogative sentence of the 2nd period 
refers to shikastayi-fars, and the response 
sentence refers to the step of irak (Figure 5).
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Section B starts in tempo Piu mosso. The 
arpeggio sounds in the piano accompaniment 
are evident here. There is one period  in 
part B. The interrogative sentence of the 
period refers to irak step of makham (lad). 
there are instrumental interlude between 
the interrogative sentence and the response 
sentence. In the response sentence there is 
an obvious reference to the rak step of the 
E-flat rast. In this episode, the culmination 
of the piece occures in the rak step (Figure 
6).

Figure 5. Introduction and part A in the ghazal-romance “Janane yetmishe
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Section A1 is played in A Tempo. It is repeated 
2 times using the 1st period of part A. The 
ghazal-romance ends at the E-flat rast 

Figure 6. Piano arpeggios in section B

Figure 7. Vocalizations in section A1

makham (lad). There are we can see “A” 
vocalizations also (Figure 7).

The ghazal romance by composer O. 
Zulfugarov “Janane yetmishem” was written 
based on the 7 bayts ghazal of the great poet 
M. Fuzuli “I gave my soul”.  In this work, the 
composer used the 1st, 3rd, 5th, 6th and 7th 

bayts of the ghazal. Ghazal in Muzare Bahr of 
Aruz style and structure is məf’Ulü-fA’ilAtü-
məfA’İlü-fA’ilün. If we put the tefila juzv of 
this song into a musical rhythm, the following 
metrorhythmic structure is obtained.
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Figure 8. Metrorhythmic structure of Muzare bahr

Figure 9. Introductory and A parts in the ghasal-romance by A.Rzayeva “Afeti jansan mene”

In ghazal-romances, technical means of 
vocal performance are clearly expressed, 
associated with intonation principles 
borrowed from folk music. The widespread 
use of various interval jumps, syncopation, 
agogic manner of performing the vocal part 
and textured structure served to improve 
the ghazal-romance genre. 

These principles are reflected in the ghazal-
romance written by composer A. Rzayeva to 
the words of the great poet M. Fizuli “Afati 
jansan mene”. A ghazal-romance with a 
lyrical mood is performed in tempo Andante 
and the work is performed in couplet form 
with the structure A+B+A1. The composer 

enhances the dramaturgy of the work by 
using the last bayt of the ghazal in romance’s 
solo performance without accompaniment 
(Safarova, 2017:583).

Ghazel-romance begins with instrumental 
piano introduction. After the introduction, 
the vocal part enters with a perfect fourth 
jump. During the performance of the vocal 
part, the voiced phrases are repeated 
with options and variations. In part A, the 
interrogative sentence is repeated 2 times 
in a variant form, and the 1st phrase of the 
response sentence is repeated 2 times in a 
variant form (Figure 9).
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Figure 10. Part B in ghazal-romance “Afeti jansan mene”

The transition to the B section starts by 
connecting instrumental plays in the ghazal-
romance. This section begins again with shur 
intonation. In the 1st play of the question 
sentence, we see a reference to the hijaz 
step of the E shur makham. There is  “Ah!” 
exclamation is found. Putting a fermata on 
this exclamation reflects the culmination 
of the ghazal-romance. The 2nd phrase 
is on segah intonation. These intonations 

correspond to the voice sequence of the C 
flat segah makham (lad). At the end of the 
question sentence, shur intonation sounds 
again. The response sentence continues 
with the vocalist a cappella singing. Such a 
structure of part B is expressed in the form 
of an asymmetric period. At the end of the 
part, the reference of the e shur maqam 
to the step of maya and hijaz can be seen 
evidently (Figure 10).

In the ghazal-romance “Afati jansan mene” 
by composer A. Rzayeva, the 1st, 4th, 5th 
and last couplets of M. Fuzuli’s 7 bayts 
ghazal “Afet olsan da” (“Even if you are a 
disaster, you are the heart, you are the body, 
you are alive”) are used. When using these 
bayts, the composer devotes ample space to 
the repetition of semi-verse words: “Ah!” 

The translation of the ghazal was done by 
M. Mubariz. Ghazal in type II of Ramal Bahr 
of Aruz style and structure is fA’ilAtün-
fA’ilAtün-fA’ilAtün-fA’ilün. If we put the 
tefila juzv of this song into a musical rhythm, 
the following metrorhythmic structure is 
obtained.
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Figure 11. Metrorhythmic structure in type II of Ramel bahr

Figure 12. Introduction part with unison sounds in S. Rustamov’s ghazal-romance “Deyil”

Conductor and composer S. Rustamov, who 
continued and developed the writing style of 
the composers who preceded him, was chosen 
for his teaching activities, role in public life 
and significant place in the history of the 
musical culture of the Azerbaijan republic, 
having written the ghazel-romance “Deyil” 
on the occasion of the 400th anniversary 
of death of the great Azerbaijani poet M. 
Fizuli. This work is in Moderato tempo, 

the structure is A+B+A1+B1, in the form of 
a couplet veriant, based on the intonation 
of shur. Ghazal-romance begins with an 
instrumental piano introduction. There are 
unison sounds and tempo variations. These 
sounds belong to the step mi shur shahnaz 
in H shur makham. Then intoduction part, 
continuing in Andante tempo, refer to the 
step of maya in si shur makham (Figure 12).

In section A, the sounds of the solo part in 
the 1st and 2nd sentences first refer to E 
shur-shahnaz, and then to H shur. In general, 
the composer has expanded the periods 
here. This, depending on the couplets of the 
ghazal, created the conditions for a unique 
composer capable of reflecting shades of 
intonation in a broad and interesting way. 
When using the 2nd line of the 1st bayt, 
the culmination is obvious, referring to the 
step of E shur-shahnaz. The composer used 
the vowel “A” in the response sentence of 
the 2nd period and included vocalizations 
(Figure 13).
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Figure 13. A parts in the ghasal-romance by S.Rustamov “Deyil”

Figure 14. B parts in the ghasal-romance by S.Rustamov “Deyil”

In part B, the composer used the 2nd bayt of 
the ghazal. In the 1st misra of the 1st bayt, 
si refers to the shikhesteyi-fars of the shur 
makham. In the 2nd misra, the shur-shahnaz 
and shikasteyi-fars steps are used with their 

own characteristics. At the end of the bayt, 
the composer again prefers vocalization over 
the vowel “A” and completes the B part in 
the shur-shahnaz step (Figure 14).
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After that, the transition to section A1 begins 
in Meno mosso. The transition takes place 
through the topic. This topic is reflected 
again by referring to the shur-shahnaz step. 
After the sounding of A1 and B1 parts, the 
work ends on the E shur-shahnaz step.

In S. Rustamov’s ghazal-romance “Deyil” 

were used bayts 1, 2, 5, 6 bayts of the 6 
bayts ghazal “This ghazal is Majnuni’s heart” 
from M. Fuzulin’s poem “Leyli and Majnun”. 
Ghazal in type II of Ramal Bahr of Aruz style 
and structure is fA’ilAtün-fA’ilAtün-fA’ilAtün-
fA’ilün. If we put the tefila juzv of this 
song into a musical rhythm, the following 
metrorhythmic structure is obtained.

Figure 15. Metrorhythmic structure in type II of Ramel bahr

Figure 16. Introduction part in S. Alasgarov’s ghazal-romance “Vetenimdir”

In the ghazal-romances of Azerbaijani 
composers, attention is drawn to the use of 
folk music and the enrichment of the melodic 
line with the help of intonation shades. In 
ghazal romances we also find repetition of 
vocal performance in instrumental sound 
and other features. 

The ghazal-romance “Vetenimdir” by 
composer S. Alesgarov was written for the 
400th anniversary of the death of the great 
Azerbaijani poet M. Fizulin. In this ghazal-

romance, the above features are more 
pronounced. This work with a lyrical mood 
is written in Allegro con moto tempo. The 
introductory part of the work is based on 
the material of the refrain of the B section. 
The structure of the ghazal-romance is 
Intro+A+B+C+B1, in rondo couplet form. The 
theme in the introduction and the A part are 
on the shushtar intonation and corresponding 
to the voice consequences of the B shushtar. 
This part begins with the performance of the 
vocalist (Figür 16).

In section A, the composer used an attack 
in the transition to section B. The melody 
played instrumentally is used as a kind 
of refrain with the repetition of the last 
couplet having the nature of a refrain. This 

part is built on shushtar intonation and has 
a half-cadence of a shushtar makham (lad).

In section C occures the culmination of 
the ghazal-romance. There is  manandi-
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mukhalif step reveals the intonation of the 
Zabul mugham. The composer turned to the 
characteristic mi segah in the culmination 

of the manandi-mukhalif step, sounding in 
the nuance ff. The work ends with a Coda 
(Figure 17).

Figure 17. Part C and culmination in S. Alasgarov’s ghazal-romance “Vetenimdir”

Figure 18. Metrorhythmic structure in type II of Ramel bahr

S. Alasgarov’s ghazal-romance “Vetenimdir” 
is from the poet’s 7 bayts ghazal “Pambeyi-
daghi-cunun ichre nihandır bedenim”. İn 
this ghazal-romance were used the 1st, 2nd, 
3rd and 7th bayts, and only the 1st misra 
of the 6th bayt. Ghazal in type II of Ramal 

Bahr of Aruz style and structure is fA’ilAtün-
fA’ilAtün-fA’ilAtün-fA’ilün. If we put the 
tefila juzv of this song into a musical rhythm, 
the following metrorhythmic structure is 
obtained.

Among the ghazal-romances written on 
the basis of the ghazals of M. Fuzuli, the 
preference for variable meters and tempos 
led to further improvement of this genre. 
The characteristics we have listed also 
originate from mugams, which is based on 
folk music.  

Among the ghazal-romances written during 

this period, the ghazal-romance “Malahat 
sultani”, written by composer R. Mustafayev 
in 1959, stands out for its uniqueness. This 
piece begins with a piano instrumental 
introduction in Andante tempo. In the lyrical 
ghazal-romance there are 4/4, 12/8, 6/8 
time signature variations. The structure 
in this work is A+B+A1, with the form of a 
couplet-variant. Section A is based on the 1st 
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and 2nd bayts of the ghazal. The variable-
based question and answer suggestions in this 
section are based on asymmetric periods. In 
this ghazal-romance, the intonation of mirze 
huseyn segah sounds from beginning to end.

There can be found cluster type sounds in the 
instrumental introductory parts of ghazal-
romance and the syncopated bass ostinato 
in the left hand represents the root tone of 
A segah. In this work, the composer devoted 
ample space to connecting parts between 
musical sentences (Figure 19).

Figure 19. Cluster using in the introduction part in R. Mustafayev’s ghazal-romance “Malahat sultani”

Figure 20. Part A  in R. Mustafayev’s ghazal-romance “Malahat sultani”

In section A, the interrogative sentence 
refers to the maya la segah makam in time 
signature 12/8. The response proposal is 
expanded in time signature 6/8. This phrase 

begins with an appeal to the basic tone of A 
segah and ends with the shikasteyi-fars step. 
Here there is a jump from the basic tone of 
la segah to the shakastei-fars step (Figür 20).
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Figure 21. Part B  in R. Mustafayev’s ghazal-romance “Malahat sultani”

The 2nd phrase of the response sentence 
begins with the step of mubarige and ends 
with the main tone. The transition to the B 
section is carried out by combining sounds 
with instrumental piano accompaniment. 
After this, the vocalist’s part is played. The 
period of part B is repeated 2 times. During 
the first use of the period, the interrogative 
sentence refers to the step of irak, which 

belongs to the position of A segah. This 
interrogative sentence is complete in 
shikasteyi-fars. The response sentence 
ends on the basic tone of A segah. The 
culmination of the piece occurs in the vocal 
part in the 2nd repetition of the period. 
While repeating, the 2nd period is repeated 
twice (Figure 21).

Next comes the transition to section A1. This 
section is repeated twice depending on the 
1st and 2nd volts in 12/8  time signature. 
Instrumental sounds are reflected in the 1st 
period, and syncopated vocal sounds are 
reflected in the 2nd period. The coda at the 
end is in 4/4 time signature. This ghazal-
romance ends with the shikasteyi-fars step 
of A segah (Figure 22).
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Figure 22. Transition to part A1 in R. Mustafayev’s ghazal-romance “Malahat sultani”

Figure 23. Metrorhythmic structure in type II of Ramel bahr

Composer R. Mustafayev composed the 
ghazal-romance “Malahat sultani” based 
on the 5 bayt ghazal of the genius poet M. 
Fuzuli “Ol parivash”. The composer has used 
all the bayts here. Ghazal in type II of Ramal 

Bahr of Aruz style and structure is fA’ilAtün-
fA’ilAtün-fA’ilAtün-fA’ilün. If we put the 
tefila juzv of this song into a musical rhythm, 
the following metrorhythmic structure is 
obtained.

Ghazal-romances written after the 50s of 
the 20th century are different from the 
ghazal-romances of the previous period in a 
number of features. Thus, ghazal romances 
written after the 60s of the twentieth 
century are more developed in form, texture 
and intonation. It is clear that although 
composers continued the traditions laid 
down by U. Hajibeyli, development based on 
the requirements of the time was manifested 
both in ghazal-romances and in all genres.

The ghazal-romance “Ey Fuzuli”, written in 
1961 by composer A. Abbasov based on the 
ghazal of M. Fuzuli, is written in tempe Lento 
con gran espressione. This sad piece begins 
with a piano instrumental introduction. The 
work has the structure Intro+A+B+C+A1+Code, 
couplet-sonata form. The intro theme is 
based on the same thematic material from 
recurring episodes. In this part of the piece, 
both the melody and the accompaniment are 
rich in chords and octave sounds. After the 
ritenuto in the vocal part there is a transition 
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Figure 24. Introduction part in A. Abbasov’s ghazal-romance “Ey Fuzuli”

Figure 25. Part A in A. Abbasov’s ghazal-romance “Ey Fuzuli”

to  A tempo. In general, the work is built on 
the intonations of humayun and shushtar. The 
interrogative sentence of the introductory 

part first corresponds to maya humayun and 
the answer sentence corresponds to the G 
shushtar makham (lad) (Figure 24).

Part A starts with melody in the solo part, 
which begins on the 1st bayt, in the form 
of a period. The question sentence of the 
period corresponds to maya humayun, and 
the answer sentence corresponds to the 

sound of sol shushter steps. Here, intonation 
features are reflected in the background of 
shushtar and humayun intonations (Figure 
25).
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The musical material of part B, which is 
based on the 2nd bayt and develops in a 
relatively different character, is based on 
shushter intonation. The question sentence 

of this period refers to the do half cadence 
of the G shushtar step, and the ritenuto part 
of the answer sentence refers to the F full 
cadence of the A humayun (Figure 26).

Figure 26. Full cadence in part B in A. Abbasov’s ghazal-romance “Ey Fuzuli”

Figure 27. Culmination in part C in A. Abbasov’s ghazal-romance “Ey Fuzuli”

This section, which is played in A tempo, 
ends with a half-cadence of the question 
sentence and the full cadence of the G 
shushtar intonation is heard. This is followed 
by the episodic part C. The C part begins in 

the nuance f, in the  G shushtar. The sentence 
endings of this part end in the D tarkib step 
of the shushtar makham. The question 
sentence is followed by the culmination in 
ritenuto in the answer sentence (Figure 27).
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Figure 28. Metrorhythmic structure in type II of Ramel bahr

Then the A1 section sounds like a variant 
of the A section in A tempo. The repeated 
part ends in the maya step of the G shushtar. 
However, the end of the ghazal is reflected 
in the form of a Coda in ad libitum. Here, 
the composer use A cappella singing in the 
first using of bayt, and then this is reflected 
by improvising a solo part in vocal form. 
The end of the work continues with the 
words “Ey Fuzuli”, which are the beginning 
of the first misra of the last bayt. Then 
the vocal part is performed on the shur 
makham. The repetition of musical material 
played in the introduction and between 

sections is reflected in the texture of the 
accompaniment as the vocalist stretches his 
voice.

A. Abbasov composed the ghazal-romance 
“Ey Fuzuli” based on M. Fuzuli’s 7 bayt ghazal 
“Mende Majnundan fuzun”. In the ghazal-
romance, the composer used all other bayts 
except the 5th bayt of the ghazal. Ghazal 
in type II of Ramal Bahr of Aruz style and 
structure is fA’ilAtün-fA’ilAtün-fA’ilAtün-
fA’ilün. If we put the tefila juzv of this 
song into a musical rhythm, the following 
metrorhythmic structure is obtained.

Conclusion
During the analysis, it becomes clear that 
Azerbaijani composers turned to the creative 
heritage of outstanding Azerbaijani poets of 
the twentieth century and wrote valuable 
examples in the ghazal-romance genre along 
with works of various genres dedicated to 
their memory. Works of this kind also include 
ghazal-romances written based on the 
ghazals of M. Fuzuli.

This article is devoted to ghazal-romances 
written by Azerbaijani composers based 
on the ghazals of M. Fizuli. A. Zeynalli is 
considered the creator of the first romance 
in the history of Azerbaijani music. The 
composer gave invaluable examples of 
our national vocal music, composing the 
romances “Olkem”, “Sarhadchi”, “Chadra”, 
“Sual”, “Seyran”.

The article examines the fret-intonation 
and rhythmic features of ghazal-romances 
composed by Said Rustamov, Agabaji Rzayeva, 
Ashraf Abbasov, Suleiman Aleskerov, Ramiz 
Mustafayev and Oktay Zulfugarov based on 
the ghazals of M. Fizuli. Along with this, the 
issues of the formation of ghazal-romances, 
the unity of words and music are considered, 
and information about the performers of 
the performed ghazal-romances is also 
presented.

From the conducted research it is clear that 
the traditions of U. Hajibeyli continue in 
the works of composers after the 50s of the 
twentieth century, and at the same time, 
new approaches are identified in the use of 
words and music by composers. To create 
innovation in the ghazal-romance genre, 
composers can show the original talent of 
ghazal text with fret-intonation.

For example, if in the ghazal-romances 
written by Nizami Ganjavi (40s of the 20th 
century), the rhythmic structure of the 
ghazal was preserved, and the melody 
depended on the metro-rhythmic structure 
of the ghazal, that is, the rhythm of the 
ghazal was preserved in its original form. 
However, in the ghazal romances written 
after the 50s, some changes in this regard 
are noticeable. Thus, in the ghazal-romances 
written during this period, composers 
allowed changes (in terms of changing 
syllables) in the metrorhythmic structure of 
the ghazal. The rhythm of a peculiar ghazal 
depends on the music. Also, turning to works 
written by composers in the genre of ghazal-
romance, we encounter options for depicting 
metrorhythmic structures when using bahr-
tefils of Aruz weight of different sizes.

As a result of the analysis of ghazal-romances, 
the following results were obtained.
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Starting with U. Hajibeyli, other Azerbaijani 
composers composed ghazal-romances of 
various contents based on the ghazals of 
outstanding Azerbaijani poets. Such poets 
include N. Ganjavi, M. Fizuli, A. Khagani, 
Kh. Shirvani and others. Among the 
mentioned poets there are many ghazal-
romances written in ghazal by N. Ganjavi 
and M. Fizuli. These ghazal romances were 
mainly associated with the birth and death 
anniversaries of poets.

 ¾ Along with the three-part couplet 
form, the rondo form is also found in 
ghazal romances written by composers 
from the 50s of the 20th century to the 
present day. The ghazal romances written 
during this period reflected the originality 
of their form, rhythmic and intonation 
features, and rhythmic richness.

 ¾ There is rast, bayati-shiraz, shuster 
intonations in O. Zulfugarov’s ghazal-
romance “Yad Eylerem”, and   in the 
ghazal-romance “Janane yetmishem”  
there is also modulation to  shikhesteyi-
fars, irak and rak steps which belonging 
to rast.

 ¾ In the ghazal-romance “Afati jansan 
mene” by A. Rzayeva there is a reference 
to the Shur-shahnaz, Hijaz steps belonging 
to the shur maqam, and a reference to 
the segah maqam.

 ¾ In the ghazel-romance “Deyil” by 
S. Rustamov, shur-shahnaz is used, 
which refers to shur makam, in the 
ghazel-romance “Vetenimdir” by S. 
Aleskerov, segah, shushtar, in the 
ghazel-romance“Malahat sultanı” by R. 
Mustafayev, segah (zabul intonation). A. 
Abbasov’s ghazel- romance “Ey Fuzuli” 
is built primarily on the intonations of 
humayun and shushtar.

 ¾  When considering the works of 
Azerbaijani composers in the ghazal-
romance genre, in addition to analyzing 
tone and intonation, it is necessary to 
note the poetic and rhythmic features 
of these works. As in tesnifs, the poetic 

basis of ghazal-romances are ghazals 
written in style of Aruz. The unity of 
music and poetic text led to the creation 
of a variety of works in styles of different 
weights.

 ¾ Rhythmic features are individual in 
the ghazal-romances written by each 
composer. Thus, in the ghazal romances 
created by composers at different times, 
there is a variety of writing style, a 
variety of use of chord intonation, the 
harmony of the Aruz style with music, 
the principles of approach from different 
points of view in the modern era are 
manifested.

 ¾ Ghazal romances written after the 
1940s exhibit some complexity in writing 
style, texture, and structure of form. 
The melody already plays a leading 
role; the rhythm of the ghazal used 
somehow follows the melody. In addition 
it is preferable to use ghazals written in 
Ramel bahr.

Recommendations
Recommendations for Researchers
Due to the limitations of this study due to 
the relatively short time frame presented by 
the author, the chosen study design provides 
recommendations for future research.

 ¾ This article represents the most 
detailed study, written in English, of the 
ghazal-romantic works of Azerbaijani 
composers, based on the ghazals of 
Muhammad Fizuli. From a similar point 
of view, one can consider other works 
of Azerbaijani composers written in this 
genre.

 ¾ Comparisons can be made by analyzing 
romances written by Azerbaijani 
composers based on the words of other 
poets in a given work.

 ¾ Based on the results obtained in this 
study, it is possible to conduct research 
on the issues of the unity of word and 
music in vocal education.
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Recommendations for Practitioners
This research is at a fundamental stage and 
contains information about the existence 
and use of mugham intonations in ghazal 
romances. The results of this study are 
referenced by those who work in the field of 
chamber-vocal performance. Musicologists 
and art historians may also refer to this 
study. However, researchers interested in the 
use of fret-intonation in ghazal-romances, as 
well as the unity of word and music, will be 
an interesting resource for academic readers 
and may find this study fundamental. 
This study still needs to develop more 
comprehensive data as a reliable basis for 
future research in the applied stages.
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Abstract
The importance of Darülelhan and the subsequent compilation tours in the Republican period is of great 
importance for the creation of the Turkish Folk Music repertoire. These compilation tours constitute a 
large part of today›s Turkish Folk Music repertoire. It is noteworthy that there were no non-Muslims as 
source persons in the compilation activities. We believe that Folk Music culture is not composed of people 
of a certain nationality or belief; but of the geography that is home to that culture; and that the sphere 
of influence of cultural elements is beyond the political borders that change in historical processes. Folk 
music genres with a wide range of performance areas have been more affected by this situation. As a 
result of our research, it was detected that most of the local people living in the Gokceada region of 
Çanakkale are non-Muslims and that no musical field research has been conducted in this region before. 
The lack of studies in the region has led to the lack of scientific determination of information such as the 
society›s connection with music, which instruments they use, and which genres are performed more in 
this region. It is thought that this study conducted in Gokceada is important in terms of identifying and 
recording the musical characteristics of that region. The study was conducted with the field research 
method in the Gokceada region. The findings were obtained by using the interview method with the 
source person identified as a result of the research. The musical culture of the Gokceada region was 
analyzed by using a qualitative research model. Four findings were obtained in line with the works 
performed by Timoleon Caknis, a Turkish citizen of Greek origin who performs the traditional music of 
Gokceada, and it was determined that the findings were in the «zeybek» genre. The obtained works were 
recorded during the interview. After the interview with the source person was completed, dictations of 
the works were made. The notes were written with the MuseScore4 program. The study is considered to 
be important in terms of carrying out field research and compilation trips, which are relatively neglected 
today, in an area that has not been visited before; determining that the zeybek genre exists even in the 
westernmost part of the country; recording the collected works before they are forgotten by the people 
living in that region; and contributing the four zeybek works to the music culture of the region and the 
Turkish Folk Music repertoire. It is suggested that more studies should be conducted in this field and new 
field research should be created.

Anahtar Kelimeler
compilation, folklore, folk music, folk song, Imroz-Gokceada, zeybek

Introduction
The history of the Turkish Folk Music 
repertoire dates back to the compilation 
activities carried out in the pre-Republican 
Ottoman Empire. Starting from Republic 
Period, compilation tours were made by 
Dârü’l-Elhan and the foundations of the 

DOI 10.12975/rastmd.20241223 Submitted February 8, 2024 Accepted June 15, 2024

Zeybeks in Greek music culture in Türkiye: the example of 
Imroz-Gokceada1

Kenan Serhat İnce
Sorumlu Yazar, Assistant Professor, Kocaeli University, State Conservatory, Turkish Music Department, Kocaeli, 
Türkiye. Email: kenan.ince@kocaeli.edu.tr ORCID: 0000-0002-0242-200X

Mihriban Madzhidov
Academic, Kocaeli University, State Conservatory, Turkish Music Department, Kocaeli, Türkiye.
Email: mihriban.madzhidov@kocaeli.edu.tr ORCID: 0000-0001-9851-7478

Hüseyin Emir Turhan
Ph.D. Student, Sakarya University, Institute of Social Sciences, Musical Sciences Doctoral Program, Sakarya, 
Türkiye. Email: emir.turhan@hotmail.com ORCID: 0000-0003-2139-2923

1 To collect the study and the data in this study, 
a validation report was received from Sakarya 
University, Social and Human Sciences Ethics 
Committee under the decision dated 12.01.2024 and 
numbered E-050.99-0.

Folk Music archive that we have today 
were laid in those periods. “Conducting 
studies by going to the community where 



Zeybeks in Greek music culture in Türkiye: the example of Imroz-Gokceada

148

this information lives in order to attain 
information about the folk culture elements 
related to the research subject to be studied 
is called ‘field research’.” (Cobanoglu, 1999:  
45). Field research method was also applied 
in compiling the works that constitute 
the subject of this article. Although the 
city Çanakkale is among the compilation 
activities that have been conducted before 
in Türkiye, no source has been found 
indicating that a music compilation activity 
was implemented in Gokceada, the island 
district of Çanakkale, nor recorded melody 
or note has been found in the literature. 
There is no piece registered in the Gokceada 
district in the TRT Turkish Folk Music 
repertoire. According to the notes of the 
melodies that were recorded by us during 
the compilation trips performed in 2022, the 
first official records were published in the 
article entitled “A Research on Gokceada 
Music Culture: Compilations from Timoleon 
Caknis” (Orig. “Gökçeada Müzik Kültürü 
Üzerine Bir Araştırma: Timoleon Caknis’ten 
Derlemeler”).

“Music is a social activity that brings 
people together in special ways, whether 
as musicians, dancers or listeners” (Kaplan, 
2013: 42). It is known that people from many 
nations and cultures live together in Türkiye 
and its neighbors. “Although the majority 
of Anatolian folk songs, other than classical 
Turkish and temple music, modestly belong 
to the Turks, due to our majority population 
and cultural success, the folk songs of the 
minority communities also constitute a 
significant part” (Gazimihal, 2006: 75). 
According to Turan (2020), the historical 
processes of the Greeks, who can be 
defined as the continuation of the Byzantine 
Empire, and the Turks, who can be defined 
as the continuation of the Ottoman Empire, 
indicate that have common characteristics 
that are beyond similarities in many issues. 
Their similarities in music and dance 
performances draw attention as a result of 
sharing their social life.

Nowadays, it is quite common to witness the 

same melodies being performed with Turkish 
lyrics in Türkiye, and with Greek lyrics in 
Greece. It is clear that Zeybeks are also one 
of them. According to Reinhard (2002), this 
dance is played with great pleasure in the 
west of Asia Minor and the Greek islands. 
The same or similar zeybek melodies can 
be encountered principally Aegean and the 
settlements that have on the coast of the 
Aegean Sea in Greece. The impacts of war, 
migration, and exchange in this encounter 
are also factors that need to be addressed.

There are still Turkish citizens of Greek 
origins living in Gokceada. It is well-known 
that the island has a demographically mixed 
population at present. During our field 
research, it was determined that the entire 
folkloric culture has been maintained by the 
locals of the island since the past. The study 
has importance thanks to the distinction it 
creates in terms of compiling the Zeybek-
type pieces, which are the common culture of 
two different nations, from a Turkish citizen 
of Greek origin living within the borders of 
the Republic of Turkey. Therefore, the old 
and the new names of the island were used 
together in the title of this article. 

The History of Gokceada
Gokceada, known as Imroz from ancient 
times to recent history, is one of the three 
islands of Canakkale province. The island, 
which has district status, is Turkey’s largest 
island regarding the surface area. “It is 
located at the mouth of the Dardanelles. It 
was built on an area of 290 square kilometers. 
The length of the coastline is approximately 
95 kilometers. Its north-south length is 13 
kilometers, and its east-west length is 29.5 
kilometers. Gokceada Kuzu Port, where the 
ships board, is 32 miles from Çanakkale and 
14 miles from Kabatepe Port on the Gallipoli 
Peninsula. Apart from the county town, the 
settlement is spread over Bademli, Derekoy, 
Kalekoy, Tepekoy, Zeytinli Koy, Sahinkaya, 
Sirinköy, Ugurlu, Yeni Bademli and Eselek” 
(web 1).
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It is known that it was under the auspices of 
the Latin Empire in the 1200s. It became a 
part of the Byzantine Empire in the 1300s. 
The island of Imroz changed hands repeatedly 
between the Genoese and the Venetians until 
the Ottoman Empire conquered Istanbul in 
1453. The island of Imroz, which came under 
the protection of the Ottoman Empire with 
the conquest of Istanbul, changed hands 
from time to time because of the wars 

between the Ottomans and the Venetians. 
Although the administration changed hands 
until the 19th century, the inhabitants of the 
island were able to live in peace. As stated 
by Yurtseven (2006), during the first Balkan 
War in 1912, Greece invaded Gokceada, and 
the Aegean islands were left to the sovereign 
powers with the Treaty of London in May 
1913.

Photo 1. Imroz Gokceada Conty Town (web 2)

Photo 2. Imroz Gokceada Kalekoy (web 3)

Erim (1953) reports that despite the 
resistance that started under the leadership 
of Mustafa Kemal Pasha against the Allied 
Powers, which started to invade almost 
immediately, the government in Istanbul 
signed the Treaty of Sevres.  According to 
Yurtseven (2006), two years later, the Turkish 
War of Independence started under the 

leadership of Mustafa Kemal Atatürk, and in 
1923, Türkiye signed the Treaty of Lausanne 
as the victorious state and Gokceada joined 
the territory of the Republic of Türkiye.
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It is acknowledged that the majority of the 
population of the island of Imroz, which was 
officially subject to the Republic of Türkiye 
with the Treaty of Lausanne, consists of 
Greek citizens. Alongside the emergence of 
the Cyprus island dispute in the 1960s, the 
demographic population structure of Imroz 
began to change. While some Greek citizens 
emigrated, Turkish citizens migrated to the 
island from various parts of the country 

through domestic migration. “In 1970, the 
name of the island, where the Turkish Muslim 
population was majority, was translated into 
Turkish and changed to Gokceada. Before 
this date, the name “Gokceada” did not 
exist anywhere. It is possible that this name 
was chosen to be in accordance with the 
name of the neighboring island Bozcaada” 
(Munusoglu, 2021: 118).

Photo 3. Imroz Gokceada Kalekoy Beach (web 4)

Photo 4. Imroz Gokceada Harbour (web 5)
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Gokceada Music Culture
It is well-known that people of various 
nationalities, from Byzantines to Greeks, 
lived in Gokceada throughout history. 
“There is a demographic diversity, that is 
not common in other Aegean islands, on the 
island where people migrated here from 
every region of Anatolia, together with the 
Greeks, whose numbers have decreased 
greatly today.” (Ozozen Kahraman, 2005:  
46). This demographic diversity also affects 
the folkloric structure of the island. From 
the Republic period until the 1970s, Greek 
culture dominated the island, in parallel 
with the population. It is recognized that 
in these respective years, the genres that 
were played as folk dances and performed 
as music were zeybek2, karsilama3, hora4, 
kasap havasi5, and sirtaki6. Especially with 
the influence of the change of demographic 
structure that happened after the migrations 
from Eastern Anatolia and the Eastern Black 
Sea regions, horon and halay genres began to 
be performed on the island. Dance and music 
are being performed in both communities 
living in Gokceada, such as circumcision 
feasts among Muslims, birth ceremonies 
among Christians, and marriage ceremonies 
as well as other religious ceremonies. 
Particularly Greek citizens gather among 
themselves, dancing and having musical 
entertainment even without a celebration. 
“During the interviews with Timoleon Caknis, 
it was revealed that instruments such as 
2 Zeybek: It is the general name of the 9-period melodies 
of the Southwestern Anatolia region and the plays that 
are performed with these melodies (Ozbek, 2014: 207).
3 Karsilama: It is the play that is performed in two 
rows facing each other, which is popular in Thrace and 
Marmara regions, and Giresun and Ordu distinct; the 
9 periodical music that accompanies this play (Ozbek, 
2014: 102).
4 Hora: It is a 7-periodical folk dance played mostly in 
Marmara, Thrace, Rumelia, and the Balkans...(Ozbek, 
2014: 92).
5 Kasap havası: Being called “kasapika”, “hasapikos” in 
Greek, and “kasapsko” in Bulgaria, the play is, similar 
to the bullies, Kasap havas are among the horo types 
that hold an important place in both Western and 
Eastern Thrace (Aykent, 2020: 41-62).
6 It is a variety of folk dances in which the arm and 
leg movements are important and gradually accelerate 
(web 6).

violin, dulcimer, lute, oud, and trumpet were 
played on the island in the past. Based on 
information obtained from different sources, 
it has been established that instruments such 
as drum, flute, and clarinet were played in 
the old days” (Ince, 2022: 148). Nowadays 
violin, guitar, bouzouki, drum, flute, and 
clarinet are used. Music is performed in 
various locations in the Gokceada city 
center, Kalekoy, and Zeytinlikoy during the 
summer season, and there are three taverns 
in Tepekoy. 

Zeybek
Turkish Folk Music is an element of folklore 
that has spread over a wider area than the 
political borders of the Republic of Türkiye. 
It is affluent in terms of musical diversity. 
This richness consists of genres that come 
together with features such as different 
tempos, structures, and dialects. Some of 
the musical genres are the ones performed 
in a small region such as barak7, hoyrat8, 
deyiş9, horon10, hora, etc., whereas some are 
performed in larger areas. Zeybek can be 
presented as an example that spreads across 
wide regions. The existence of Zeybek type 
in the provinces is detected on the map of 
Türkiye, colored by us, in ‘Figure 1’. 

7 Barak: It is the name given to the entirety of the 
melodic repertoire within the traditional vocal 
culture of the Barak Turkmens. This repertoire which 
predominantly features free meter verses (does not 
have any fixed rule/measure), consists of folk songs 
that address migration and settlement matters of the 
thirteenth century, the social issues they experienced, 
the natural disasters, and the theme of love (Duygulu, 
2014: 74).
8 Hoyrat: It is the poems in pun forms; the whole of the 
music is related to these (Özbek, 2014: 93).
9 Deyis: 1. Folk song, Türkü, Deme (saying). 2. A folk 
song composed for an important event, manıt. 3. It is 
the name given to the poems of Alevi and Bektashi poets 
that discusses the subjects related to the lovers of the 
dervish order (Özbek, 2014: 58).
10 Horon: It is the general name of the folk dances of the 
Eastern Black Sea region. It can be also called ‘Horan’ 
(Özbek, 2014: 92).



Zeybeks in Greek music culture in Türkiye: the example of Imroz-Gokceada

152

As a term, Zeybek means Western Anatolian 
‘efe’s. On the other hand, when considered 
culturally, it is defined as a folk dance and 
its music. Mahmut Ragıp Gazimihal indicates 
that the word zeybek is derived from the 
words ‘salbak’ or its different pronunciation, 
‘saypak’. 

Zeybeks are described among the society 
sometimes as a military force, or sometimes 
as bandits. It is also known as the armed 
military groups gathered from Turkmens who 
were sent to the west of Anatolia during the 
Seljuk Empire. According to some sources, 
during the Ottoman Empire period, zeybeks 
were called ‘Levent’. It is reported that 
Levents consisted of young people from 
western Anatolia who joined the Ottoman 
ships intending to become pirates. As per 
Yavuz (2012), the Zeybek culture observed 
in some provinces of our country is the 
concrete manifestation of a life process that 
dates back to 3000 BC in some sources.

When defining Zeybek, a genre of Turkish folk 
music, it is recommended not to consider 
it solely from a musical perspective. It is 
necessary to consider it as a whole with 
the folk dances. This ‘efelik’ culture 
which encompasses adjectives such as 
dignified, stern, and brave, reflects all its 
characteristics in both its music and dance. 
Ayse Turan’s thoughts on this dance are as 
follows: “It is a dance typically performed 

by male dancers. However, nowadays female 
dancers also perform it. Traditionally, 
this dance was played improvisationally 
by a single dancer, yet today we have the 
knowledge that it is performed by more 
than one dancer, and it is included in dance 
literature in the form of certain figure 
patterns (Turan, 2020: 22). Zeybek dances, 
which were thought to be played solely by 
efes in the past, are performed by almost all 
the local people in the regions where Zeybek 
dance has been kept alive as a culture and 
practiced musically. On the other hand, it is 
possible to address the presence of Zeybek 
culture, music, and dances in wherever the 
term zeybek could reach. “This is because 
Zeybek and Zeybek culture are the reasons 
for the emergence of Zeybek dances in 
Western Anatolia. It can be even claimed 
that Abdalikos and Zeybekikos, performed 
on the Greek islands, are influenced by this 
culture. Therefore, in the regions where 
Zeybek dances are common, the connection 
of the dances with the institution is clearly 
evident” (Karademir,2002;461).

When considered as dance and music, zeybek 
culture also exists among the Greeks with 
various examples: “...is being stated that the 
type of folk dance they play as ‘zeybekikos’ 
is a version of the zeybek dances that have 
been transmitted to them through the 
interactions with the Turks” (Ozbilgin, 2003: 
145). In the studies conducted by Ozbilgin, 

Figure 1. Zeybek region map (web 6)
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melodies similar to ‘kırık zeybek’, which can 
be considered a combination of Zeybek and 
Teke region melodies, have been recorded 
in Greece. The dance they play under the 
name ‘abdalikos’ which is similar to the 
dance steps of ‘Serenler zeybek’ and eight 
‘Afyon zeybek’, is very typical evidence 
of how Zeybek dances have undergone a 
transformation and spread” (Ozbilgin, 2003:  
145). 

When discussing Zeybeks musically, the 
most notable characteristic is that they 
have a 9  tempo in terms of rhythm. It is 
all ‘kırık hava11. When considered in terms of 
rhythm, delays and accelerations in tempo 
are observed, depending on the dancer’s 
foot movement. They are rich in respect of 
pitch range, with examples extending up 
to twelve pitches. They vary with regard 
to the sequence and tonic notes. Zeybek is 
performed in indoor and outdoor settings 
with shawm-and-drum. The study of Gidis 
(2018) provides the following information 
about Zeybeks and the instruments used in 
their performances:

Chiefly in the Eskisehir region, kasikli 
Zeybek (lit. Zeybek with a spoon) is 
commonly encountered. In addition to 
these instruments, Zeybeks are also 
performed with clarinet, sipsi, and 
rebab, and it can be played even without 
any instrument accompanied, solely by 
singing the folk song. In Zeybek dances 
accompanied by shawm-and-drum, it is 
traditional to use two shawms. While one 
of the shamws plays the melody, the other 
stays in the tonic note, accompanying 
the other shawm. The number of shawms 
can be more, only if it remains an even 
number. In some regions, female artists 
may also accompany the dances with 
instruments like violin, and oud, in 
addition to shawm-and-drum.

Zeybeks are divided into two: agir (lit. 
heavy) and kırık yuruk-kıvrak (lit. kırık means 
broken). According to Ozbilgin (2003), agir 
11 It is the name given to melodies with tempo in Turkish 
folk music.

zeybeks are particularly common in Izmir, 
Aydin Mugla, Manisa, and Denizli provinces, 
played in 9/2, and 9/4 (3+2+2+2) tempos, 
with significantly low tempo. Another tempo 
structure of the agir zeybek genre is the 
folk songs played in a 9/4 tempo. They have 
3+2+2+2, 2+2+2+3 rhythmic structure. The 
examples of 9/8 tempo are considered as 
kırık zeybek.

Theoretical Framework
Music is one of the pivotal elements that 
reflects the cultural characteristics of 
societies and affects the conveyance of 
these features. Thus, it is a scientific 
discipline with connections to and exchanges 
with many other scientific fields. When the 
musical culture of a society is examined, the 
sociological and anthropological structure 
of that society forms the characteristic 
features of the music performed. In this 
sense, music can be a means of transmitting 
cultural heritage, becoming the common 
culture of different ethnic groups who share 
the same geographical area. As a result of 
cultural interactions of communities living in 
close locations, musical cultural transmission 
also occurs. At this point, the fact that the 
genre zeybek performed in many provinces 
of Türkiye and referred to as ‘zeybelikos’ 
and ‘abdalikos’ in Greece, carries the same 
musical characteristics that could be a result 
of this transmission. Thus, in our research, 
addressing the Greek-origin communities 
living in Gokceada, a distinct of Canakkale 
province, it was determined that they 
perform pieces identified as ‘zeybek’ genre. 

Literature Review
One of the studies related to Gokceada is 
Yurtseven’s book, entitled Gokceada: Stories 
of Ordinary People which uncovers the social 
and cultural structure of the period based 
on the stories of people living in Gokceada. 
Another study is the article of Turan (2020) 
entitled “Study on Greek Dance and Dance 
Music as a Cross-Cultural Example” which 
examines how the Greeks employ music and 
dance culturally in their lives, centralizing 
on their traditional dances, and the dances 



Zeybeks in Greek music culture in Türkiye: the example of Imroz-Gokceada

154

played during ceremonies. Munusoglu’s 
(2021) “The Ethnography of a Name: From 
Imbros to Gokceada” article provided insights 
into our study by analyzing the impact of the 
political reasons underlying the population 
exchange that started with the Treaty of 
Lausanne and the following renaming of 
Imbros to Gokceada on the cultural structure 
of the society. 

The Importance of the Research
The question of ‘Is there any zeybek genre 
in Gokceada music culture’ constitutes the 
main issue of this research. 

As a result of the findings, the sub-issues of 
the research are listed as follows:

 ¾ What are the musical qualities of 
Canakkaleli (Re Zeybek) in the Gokceada 
region? 

 ¾ What are the musical qualities of the 
Yula piece in the Gokceada region?

 ¾ What are the musical qualities of Sol 
Zeybek in the Gokceada region?

 ¾ What are the musical qualities Do 
Zeybek in the Gokceada region?

Method
Research Model
In the study, a musical culture analysis, 
related to the field to be researched, was 
conducted by employing a qualitative 
research model. Accordingly, the findings 
obtained from the source person were 
detected.

Participants
In the field research carried out by us in 
Gokceada from January 25 to 28, 2024, the 
entire island was surveyed, and only a person 
who qualified as an informant was identified. 
It has been acknowledged that Timoleon 
Caknis was born in Gokceada, along with his 
parents and all of his older generation. This 
finding is considered to be significant for the 
validity of the data, and for achieving an 
efficient conclusion in the study.

Timoleon Caknis was born on December 
6, 1941, in Zeytinlikoy, Gokceada. His 
parents were also born in Gokceada. He 
completed his education in Gokceada 
until the 6th grade of primary school. He 
studied Turkish, Greek, English, and some 
French at school. Although he wanted 
to continue his education and made 
preparations accordingly, his father, 
unable to manage the large amount of 
agricultural land he owned, did not allow 
Timoleon to continue school. Instead, 
he wanted Timoleon to undertake the 
workload of these mostly olive groves 
agricultural lands. Due to the fact that 
his older brother was a truck driver, he 
always lived off the island. Therefore, 
Timoleon had to shoulder the workload 
all alone. He noted that especially during 
the summer season, he was intensely 
busy with agricultural work. From the age 
of twelve to the age of twenty, when he 
left the island, he did not go to school 
and only engaged in farming. Timoleon 
Caknis, who approached this situation 
from a different positive perspective, 
comments: “If I had gone, I would not 
have known these songs. I am glad that I 
did not go. Because no one knows or plays 
these songs. Some people left and some 
died. It is only me who work on songs” 
(Ince, 2022: 149).

Caknis did his military service in Izmir. After 
that, he returned to Gokceada. Timoleon 
Caknis, who had no work left to do after the 
government of that period expropriated the 
agricultural lands owned by his family, went 
to Istanbul for a while and worked in various 
temporary jobs. When due to the Cyprus 
issue12 and the related events, Caknis had 
difficulty finding a job in Istanbul, he went 
to Chad, an African country, with his older 
brother to work as a truck driver. He started 
working there, saving money and supporting 
his family. However, having lost all his 

12 A politically based issue that happened between the 
Greek Cypriots and the Turkish Cypriots on the island 
of Cyprus, located in the east of the Mediterranean, 
between 1955 and 1974.
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fourteen years of savings as a result of the 
civil war in Chad, Caknis and his brother had 
difficulty leaving there and came first to the 
island and then to Athens: “After returning 
to Greece, he worked as a truck driver in a 
cement factory. During his spare time from 
trucking, he was always interested in music 
and played the violin and dulcimer at events 
such as concerts and social gatherings. In 
those years, their business was disrupted by 
the deterioration of the economy in Greece. 
After staying in Greece for thirty years, 
he returned to Gokceada permanently at 

the age of seventy. He lives his life at his 
home in Tepekoy with his wife Maria. It 
conveys that life on the island is more 
friendly compared to life in Athens” (İnce, 
2022: 149). Caknis, who started music by 
playing the mandolin when he was a child, 
also played the dulcimer, bouzouki, and 
violin. According to Ince (2022), Apostol 
from Gokceada, Klistario, Hirisostomos, Yani 
Banagos, and Niko Papatador have influenced 
him musically. Caknis, emphasizing that he 
makes the Imbros music, defines music as 
the sole element that connects him to life.

Photo 5. Timoleon Çaknis (Kenan Serhat Ince’s personal archive)

Photo 5. Timoleon Caknis (Kenan Serhat Ince’s personal archive)
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Procedure
The field research was conducted in 
Gokceada, Çanakkale province. It was 
implemented in Gokceada between 24-28 
January 2024. As a result of the research and 
interviews with the local people, findings 
were obtained by interviewing Timoleon 
Caknis, the only musician living in that 
region. Four works of the zeybek genre, 
taken from the source person Caknis were 
recorded, their dictations were made, and 
their tunes were transferred to the digital 
media. The MuseScore4 program was utilized 
for notation. An interesting observation has 
been noted regarding the naming of the 
compositions. It has been noted that before 
performing the compositions compiled in 
the zeybek genre, he verbally referred to 
them by names such as ‘do zeybek’, and 
‘sol zeybek’. When he was asked whether 
the compositions had different names, he 
indicated that the piece titled “Re Zeybek” 
could be also called “Canakkaleli”. The 
underlying reason for naming the pieces 
in this way was because there are many 
zeybeks and they are named according to 
the keynotes on the instrument. The names 
of the four recorded pieces are: “Re Zeybek/
Canakkaleli”, “Sol Zeybek”, “Do Zeybek” 
and “Yula”. 

Ethics
To collect the study and the data in this 
study, a validation report was received 
from Sakarya University, Social and Human 
Sciences Ethics Committee under the 
decision dated 12.01.2024 and numbered 
E-050.99-0. 

Findings
In this section, as a result of the field research, 
the works identified as the zeybek genre, 
taken from Timoleon Caknis, are presented. 
The pieces performed by the source person 
on the violin were dictated and written by 
using the musescore4 program. 

Re Zeybek - Canakkaleli
The piece titled ‘Re Zeybek-Canakkaleli’ 
was compiled on 28.01.2024. This piece 
recorded in 9/2 tempo is considered to be 
agir zeybek (lit. means heavy/slow zeybek). 
It was reported by the source person 
that this piece is performed as a dance at 
weddings, festivals, and other celebrations 
in Gokceada. As can be understood from the 
name of the piece, the final sound/tune is 
in Re. All ‘mi’ tunes are performed with a 
mi♭ 1   comma. Si♭ is employed in the form, 
and sometimes sol# is used. The metronome 
of the work is measured at 100 bpm for a 
quarter note (♩).
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Table 1. Canakkaleli (Re Zeybek) notation 1

Region Gokceada/ÇANAKKALE Compiler Kenan Serhat INCE 

Source Timoleon CAKNIS The date of compilation 28.01.2024

Canakkaleli (Re Zeybek)
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Table 2. Canakkaleli (Re Zeybek) Notation 2

Region Gokceada / ÇANAKKALE Compiler Kenan Serhat INCE 

Source Timoleon CAKNIS The date of compilation 28.01.2024

Canakkaleli (Re Zeybek)
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Sol Zeybek
The piece titled ‘Sol Zeybek’ was compiled 
on 24.01.2024. This piece recorded in 11/2 
and 9/2 tempos is considered to be agir 
zeybek (lit. means heavy/slow zeybek). 
The characteristics of the zeybek tempo 
were addressed in the relevant part above.  
It partially carries the feature of having 9 
tempo. It was affirmed by the source person 
that this piece is zeybek and it is performed 
with dance. The work was registered in his 
place without performing the dance. It can 

be possible that there is a problem related 
to the source person’s age, and accordingly, 
his memory loss or the ability to perform. 
It was reported by the source person 
that this piece is performed as a dance at 
weddings, festivals, and other celebrations 
in Gokceada. As can be understood from the 
name of the piece, the final sound/tune is in 
Sol. La♭, mi♭, and fa# are used in the form.  
The metronome of the work is measured at 
95 bpm for a quarter note (♩). 

Table 3. Sol Zeybek notation

Region Gokceada/ÇANAKKALE Compiler Kenan Serhat INCE 

Source Timoleon CAKNIS The date of compilation 24.01.2024

Canakkaleli (Sol Zeybek)
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Do Zeybek
The piece entitled ‘Do Zeybek’ was compiled 
on 28.01.2024. This piece recorded in 9/2 
tempo is considered to be agir zeybek (lit. 
means heavy/slow zeybek). It was reported 
by the source person that this piece is 
performed as a dance at weddings, festivals, 

and other celebrations in Gökçeada. As can 
be understood from the name of the piece, 
the final sound/tune is in Do. Si♭ accidental 
is used in the form. The metronome of the 
work is measured at 50 bpm for a quarter 
note (♩).

Table 4. Do Zeybek notation

Region Gokceada/ÇANAKKALE Compiler Kenan Serhat INCE 

Source Timoleon CAKNIS The date of compilation 28.01.2024

Canakkaleli (Do Zeybek)
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Table 5. Yula notation

Region Gokceada/ÇANAKKALE Compiler Kenan Serhat INCE 

Source Timoleon CAKNIS The date of compilation 27.01.2024

Yula

Yula
The piece titled ‘Yula’ was compiled on 
27.01.2024. The piece that was recorded in 
9/8 tempo is considered to be kırık/kıvrak 
zeybek (lit. means fast/quick zeybek). It 
was reported by the source person that this 

piece is performed as a dance at weddings, 
festivals, and other celebrations in 
Gokceada. The final sound/tune of the work 
is in La. Si♭ accidental is used in the form. 
The metronome of the work is measured at 
78 bpm for a quarter note (♩).

Conclusion and Discussion 
Culture has the ability to influence beyond 
political borders. Communities living in the 
same geographical locations share certain 
characteristics as a result of their cultural 
interactions. The fact that some Turkish Folk 
Music genres exceed the borders of Türkiye 
can be seen as an example of this. It is 
acknowledged that Greeks, who have been 
living together with the Turks in the same 

geography since the Ottoman Empire, have 
been performing the zeybeks as a dance and 
music variety. Similarly, in this study, it was 
determined that Turkish citizens of Greek 
origin, who are living among the borders 
of Türkiye, also perform and keep this 
culture alive. It is addressed that the pieces 
compiled from Timoleon Caknis, one of the 
locals of the island, have contributed to the 
finding and shaping of the musical culture of 
Gokceada. 
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We conducted field research in the district 
of Gokceada in Çanakkale between January 
24th and 28th, 2024. In this study, ten pieces 
were compiled, and four of them were in the 
zeybek genre. These four zeybek works were 
the subject of this article. In the survey, 
before analyzing the findings, background 
geographical information of the Gokceada 
region was given. Afterward, information 
obtained about the history and the musical 
culture of Gokceada was addressed. It is a 
pivotal step to know the region where they 
perform the pieces that are composed. 
Therefore, the history of Gokceada was 
examined as a separate section. The source 
person Timoleon Caknis was interviewed, 
and the information he provided regarding 
his life and the music culture in Gokceada 
was included in the study.  

In the findings section, the tunes of the works 
were dictated and transferred to the digital 
media, and their images were included to 
serve as a source for the researchers who 
would like to perform these pieces. The 
bibliographic information of the works, the 
way are performed in the region and their 
melodic examinations were made. When all 
the works are examined: 

 ¾ It is detected that the zeybek genre 
has a 9 tempo in accordance with its 
tempo structure. 

 ¾ It was determined that three of these 
works are played in “Agir zeybek”, one 
with a 9/2 tempo, one work in “kıvrak/
kırık zeybek” type with a 9/8 tempo. 

 ¾ It was observed that they have melodic 
structures exceeding one octave in terms 
of pitch range. 

 ¾ It was noted that the three works are 
named according to their final pitch.

 ¾ It was detected that they are 
performed without lyrics.

 ¾ It was determined through the 
interviews with the source person that 
the four pieces are performed as a 

dance at weddings, festivals, and other 
celebrations in Gokceada. 

This field research in the scope of music is 
thought to be the first study conducted in 
Gokceada, in which the pieces compiled 
were notated. No record of pieces collected 
from the island has been found, neither in 
TRT Turkish Folk Music, being in the first 
place, nor in any other literature. Thus, this 
study is significant for being the first of its 
kind. 

Zeybeks, as a sort of Turkish Folk Music, 
have vital importance concerning the width 
of the region where the works are played, 
and their significant number in our corpus. 
Thanks to this study, it has been recognized 
that zeybeks also exist in the Folk Music 
repertoire in the westernmost part of 
Türkiye, in Gokceada. Four more pieces 
were included in the Folk Music repertoire. 
Besides, it is reflected that these works will 
also contribute to the Çanakkale Folk Music 
culture.

It is known that some of the Turkish Folk 
Music genres are performed beyond the 
borders of Türkiye. Again, it is understood 
that the Greeks who have lived together 
in the same geography since the Ottoman 
Empire have also performed zeybeks as a 
genre of music and dance. It is thought that 
the works compiled from Timoleon Caknis, 
one of the island’s locals, contributed to the 
detection and shaping of the musical culture 
of Gokceada.

Recommendations
Recommendations for the Further Research
To gather other findings, it is recommended 
to conduct a new field research in Gokceada, 
which is stated as the study area. It is 
considered that, with the new field research, 
different genres that are performed in the 
region, other than zeybek, can be identified 
and hence, can be added to the Folk Music 
repertoire. Since the pieces and the genres 
that would be identified through research 
may bring different perspectives to the Folk 
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Music culture, it is suggested to conduct new 
studies in this inadequate in terms of field 
studies region.  

In field research, it is suggested to be 
attentive to the features of the performance 
of the studied region and take into account 
the pitch/keynote (semitone) characteristics 
of the compiled information.

The re-examining of different geographical 
regions from this perspective, as in the 
Gokceada example, may enable the 
emergence of new works that were 
unrecorded and have been sinking into 
oblivion. Thus, implementing new studies in 
different regions is recommended. 

Recommendations for Practitioners
It is recommended that music-performing 
institutions and communities, as well 
as the music schools that teach at the 
undergraduate level, include the folk songs 
compiled from Gokceada in their studies on 
zeybek.

Limitations of Study
This research was limited to Gokceada 
district within the scope of the field 
research. The study is limited to the findings 
in the zeybek genre. 

Acknowledgement
There is no conflict of interest in the study. A 
validation report was received from Sakarya 
University, Social and Human Sciences 
Ethics Committee under the decision dated 
12.01.2024 and numbered E-050.99-0. There 
was no financial support used in this research. 
Kenan Serhat İnce worked in the field within 
the scope of field research, and all the other 
authors contributed to the literature review 
and writing phase. We would like to thank 
our source person Timoleon Caknis and 
Kemal Yazgan for their contributions to this 
research.



Zeybeks in Greek music culture in Türkiye: the example of Imroz-Gokceada

164

References
Aykent, C. (2020). Doğu Trakya Bölgesi Halk 
Müziğinde Ritim Kalıplarına Dair bir Inceleme 
(An Examination of Rhythm Patterns in the 
Folk Music of the Eastern Thrace Region). 
Erdem Dergisi, 79, 41-69.

Çobanoğlu, Ö. (1999). +aON M�ziÿi .uraPOar× 
ve $raĂW×rPa <|nWePOeri Tarihine *iriĂ 
�,nWroducWion Wo Whe +iVWor\ oI )oON MuVic 
TheorieV and 5eVearch MeWhodV�. Ankara: 
Akçağ Yayınları.

Duygulu, M. (2014). T�rN +aON M�ziÿi V|zO�ÿ� 
�The 'icWionar\ oI TurNiVh )oON MuVic�. 
İstanbul: Pan Yayıncılık

Erim, N. (1953). 'evOeWOeraraV× huNuNu ve 
Vi\aVi Warih PeWinOeri �,nWernaWionaO /aZ 
and 3oOiWicaO +iVWor\ &onWe[WV�. Cilt: 1. 
Ankara: Ankara Üniversitesi Hukuk Fakültesi 
Yayınları.

Gazimihal, M.R. (2006). $nadoOu T�rN�Oeri 
ve musiki istikbalimiz. İstanbul: Ötüken 
Neşriyat. 

Gidiş, V.  (2018).  Zeybek üzerine bir inceleme 
(A Study on Zeybek). Sosyal Bilimler Dergisi, 
5(27), 1-2-3.

İnce, K.S. (2022). Gökçeada müzik kültürü 
üzerine bir araştırma: Timoleon Çaknis’ten 
derlemeler (A Research on Gokceada Music 
Culture: Compilations from Timoleon 
Caknis). Sosyal Bilimler Dergisi, 59, 144-162.

Karademir, A. (2002). Zeybek Dansları. MuÿOa 
=e\EeN .�OW�r� 6ePSoz\uP %iOdiriVi �=e\EeN 
'anceV� MuÿOa =e\EeN &uOWure 6\PSoViuP 
5eSorW�, 24-25 Ekim, Muğla, Türkiye.

Kaplan, A. (2013). .�OW�reO P�ziNoOoMi 
�&uOWuraO MuVicoOoJ\�. İstanbul: Bağlam 
Yayıncılık.

Münüsoğlu, H. (2021). Bir ismin etnografisi: 
İmroz’dan Gökçeada’ya (The Ethnography 
of a Name: From Imbros to Gökçeada). 
$nWroSoOoMi, ��, 118-123.

Turan, A. (2020). Kültürler arası etkileşim 
örneği olarak Rum dansları ve dans müzikleri 
üzerine bir inceleme (A Study on the Greek 
Dances and Dance Music as an Example of 
Intercultural Interraction). Balkan Müzik ve 
Sanat Dergisi, 2(1), 15-25

Özbek, M. (2014). T�rN +aON M�ziÿi eO NiWaE× 
, TeriP V|zO�ÿ� �TurNiVh )oON MuVic +andEooN 
, *OoVVar\�. Ankara; Atatürk Kültür Merkezi 
Yayını.

Özbilgin, M.Ö. (2003). Zeybeklik Kurumu ve 
Zeybek Oyunları (The Constitution of Zeybek 
and Zeybek Plays)  Ege Üniversitesi/Sosyal 
Bilimler Enstitüsü, İzmir.

Özözen Kahraman, S. (2005). Gökçeada’da 
göçlerin nüfus gelişimi ve değişimi üzerine 
etkileri (Effects of Migrations on the 
Development and the Change of Population  
in Gökçeada). &oÿraÀ %iOiPOer 'erJiVi, 
3(2), 39-54. https://doi.org/10.1501/
Cogbil_0000000056

Reinhard, K., & Reinhard, U. (2002). 
T�rNi\e·nin M�ziÿi �The MuVic oI TurNi\e�� 
&iOW ,, +aON M�ziÿi. Sinemis Sun (Çev.) Ankara: 
Sun Yayınevi.

Yavuz, B.G. (2012). =e\EeNOer �=e\EeNV�, IV. 
Edition, İzmir: Efe Ofset ve Matbaacılık.

Yurtseven, H.R. (2012). *|Noeada� V×radan 
inVanOar×n |\N�Oeri�*oNceada� 6WorieV oI 
2rdinar\ 3eoSOe� . Ankara: Detay Yayıncılık

Web Sites
Web 1. http://www.gokceada.gov.tr

Web 2. https://gokceada.bel.tr/
wp-content/uploads/2021/09/
I%CC%87lc%CC%A7e-Merkezi3.jpeg

Web 3. https://gokceada.bel.tr/wp-
content/uploads/2021/09/Kaleko%CC%88y-
Kastro3.jpeg

Web 4. https://gokceada.bel.tr/wp-
content/uploads/2021/09/Kaleko%CC%88y-
Kastro1.jpeg 

https://doi.org/10.1501/Cogbil_0000000056
https://doi.org/10.1501/Cogbil_0000000056
http://www.gokceada.gov.tr
https://gokceada.bel.tr/wp-content/uploads/2021/09/I%CC%87lc%CC%A7e-Merkezi3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/I%CC%87lc%CC%A7e-Merkezi3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/I%CC%87lc%CC%A7e-Merkezi3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro3.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro1.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro1.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro1.jpeg


İnce, Madzhidov & Turhan

165

RAST MUSICOLOGY JOURNAL | SUMMER 2024, 12(2) 147-168

Web 5. https://gokceada.bel.tr/wp-
content/uploads/2021/09/Kaleko%CC%88y-
Kastro2.jpeg 

Web 6. https://ozanyerli.github.io/
turkeyvisited/

Web 7. https://paintmaps.com/vector_
png/217vb.png

https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro2.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro2.jpeg
https://gokceada.bel.tr/wp-content/uploads/2021/09/Kaleko%CC%88y-Kastro2.jpeg
https://ozanyerli.github.io/turkeyvisited/
https://ozanyerli.github.io/turkeyvisited/
https://paintmaps.com/vector_png/217vb.png
https://paintmaps.com/vector_png/217vb.png


166

Zeybeks in Greek music culture in Türkiye: the example of Imroz-Gokceada

Kenan Serhat Ince was born in 1987 in Tekirdag-Sarkoy. In 2003, he 
completed the Music Trainer Training Course opened by the Ministry 
of National Education. Between the years 2003 and 2005, he was the 
Baglama course instructor at Sarkoy Public Education Center. In 2005, he 
won the TRT (Turkish Radio and Television Corporation) Istanbul Radio, 
Turkish Folk Music Youth Choir’s exam. In the same year, he was accepted 
to the Department of Political Science and Public Administration in the 
Faculty of Economics and Administrative Sciences at Kocaeli University.  
He started to work as the Conductor of Turkish Folk Music in Kocaeli-
Bekirpasa Municipality. In addition, he continued to work as a Conductor, 
Baglama Instructor, and Art Consultant at the Kocaeli Public Education 

Center, Kocaeli Financial Office, the Ministry of Youth and Sports of Kocaeli International 
Youth Center, Kocaeli Governship and Sabanci Institutions. In 2010, he worked as the Turkish 
Folk Dance Music Coordinator in Poland Olsztyn XV. International Folklore Days in Poland. 
In 2011, in the Carnintum Silkroad Meets Amberroad Events in Patronal, he gave Turkish 
Folk Music Concerts in the Austria program in Vienna. In 2013, he began working under 
contract at the Turkish Folk Music Department, specializing in Turkish Folk Music at the State 
Conservatory of Kocaeli University. He got into the Turkish Music Master Program with the 
thesis of Halic University Conservatory in 2014. Later, in 2016, he was appointed as a full-
time academic at the State Conservatory of the Kocaeli University where he started to work 
with a contract. In the same year, he started to the Proficiency in Art Program in Turkish 
Music at Halic University. Graduating from the Proficiency in Art Program in 2020, he was 
appointed as an assistant professor, in the same year, to the Turkish Music Department of 
the State Conservatory of Kocaeli University. He took various lessons from Yücel Pasmakcı, 
Prof. Mutlu Torun, Prof. Senel Onaldı, Mehmet Erenler and Çetin Akdeniz. He published two 
music albums, one titled “Trakya” in 2021, and the other one titled “Rumeli” in 2022. He has 
given many concerts both domestically and internationally as a soloist, instrumentist, and 
choir conductor. He continues to be the conductor of both the Turkish Folk Music Application 
Group and the Youth Choir of Izmit Municipality. He continues to work as the Head of the 
Turkish Folk Music Department.

Institution: Assistant Professor, Kocaeli University, State Conservatory, Turkish Music Department, 
Kocaeli, Türkiye.
Email: kenan.ince@kocaeli.edu.tr
ORCID: 0000-0002-0242-200X

Biodata of Authors



167

RAST MUSICOLOGY JOURNAL | SUMMER 2024, 12(2) 147-168 İnce, Madzhidov & Turhan

Hüseyin Emir Turhan completed his primary and secondary education 
in Van and did his undergraduate education at Karadeniz Technical 
University in the Faculty of Engineering. He completed his master’s 
thesis on Sînekeman (viola d’amore) in the Conservatory Department 
of the Institute of Social Sciences at Kocaeli University in 2023. He 
started taking violin courses during his primary school years. During the 
same years, he was accepted into the Children’s Choir in the Provincial 
Directorate of Culture and Tourism of Van, Türkiye.  He worked as a 
chorist and violin performer in the Van Turkish Music Association. During 
the university period, he participated in various Turkish music choirs 
in Trabzon as a violin performer. After his bachelor’s degree, he still 

participates in various Turkish music choirs as a violin and sinekeman performer in Kocaeli, 
where he is still living. In addition to his individual works on violin and sinekeman, he also 
participates in various cultural and art activities organized by the Ferahnâk Art Association 
and Ozel Atmaca Music Course, Kocaeli, Türkiye.

Institution: Sakarya University, Institute of Social Sciences, Musical Sciences Doctoral Program, 
Sakarya, Türkiye.
Email: emir.turhan@hotmail.com
ORCID: 0000-0003-2139-2923

Mihriban Madzhidov was born in 1996 in Azerbaijan. She completed her 
primary and secondary education in Istanbul. Between the years of 2016 
and 2020, she completed her bachelor’s degree at Kocaeli University 
State Conservatory, in the Department of Turkish Music, majoring in 
art in Turkish Folk Music. Later, in 2020-2022, she finished her master’s 
thesis on the musical culture of the Meskhetian Turks in the Turkish 
Music Department of Kocaeli University Social Sciences Institute. As of 
2022, she has been practicing her academic studies as an academic in 
Kocaeli University State Conservatory, in the Department of Turkish Music, 
specializing in Turkish Folk Music.

Institution: Kocaeli University, State Conservatory, Turkish Music Department, 
Kocaeli, Türkiye
Email: mihriban.madzhidov@gmail.com
ORCID: 0000-0001-9851-7478



168



ra
stRAST MUSICOLOGY JOURNAL | SUMMER 2024, 12(2) 169-184 

Research Article

169

Abstract
This paper, through the lyrics of the song, presents the representation of gender roles and stereotypes 
in Kosovar society. On the other hand, this study aims to shed light on music and the opportunities it 
offers for the transmission of social values that help in overcoming gender stereotypes in the cultural 
context of Kosovo. The importance of this study is undeniable because this study was done at a time 
when discussions about gender equality were at the center of attention. Therefore, the study of gender 
issues, not only through music but also from other perspectives, is of great importance because it affects 
social transformation regarding equality, as a requirement for developing a real democratic society. To 
realize this research, the text (content) analysis method was used, through the ethnographic research 
approach. Through this method, the lyrics of certain songs have been analyzed to discover how they carry 
or challenge gender stereotypes in our society. For analysis, we have chosen some of the most popular 
songs. In the analysis results, we have identified gender stereotypes expressed with a special emphasis. 
This includes the praise of the man as the head of the house and the one who takes care of all, including 
some texts that praise the son as the honor and pride of the family. On the other hand, some songs 
describe the man in a derogatory way, calling him stupid, owl, and using other negative insulting terms. 
In particular, current modern music such as rap and hip-hop, especially, tends to go even further in 
creating gender stereotypes, belittling women with different terms such as fraudsters, traitors, whores, 
etc. The results obtained from this research will serve as a basis for discussions on the improvement of 
the gender image in the media that offer songs, especially in the lyrics of the songs to promote positive 
changes in Kosovar society related to gender roles and stereotypes, as well as help to raise awareness of 
to the general public about the role of songs in creating and cultivating a culture in favor of improving 
gender equality. At this point, we recommend a deeper awareness in Kosovar society about the impact 
of these texts on the formation of gender perceptions. Also, artists and music creators are invited to be 
proactive in changing this reality, to create music that reflects a more equal perspective.

Anahtar Kelimeler
gender roles, gender stereotypes, Kosovo, lyrics, music, society

Introduction
Music, apart from entertainment, is a 
powerful socializing tool that conveys 
the values, beliefs, and social norms of 
a given culture. For a very long time, 
it has been an important component 
through which social and socio-economic 
circumstances have been manifested in 
different temporal and social contexts. 
Music also has a tremendous impact on the 
formation of social perceptions, including 
gender roles and stereotypes. It acts as a 
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mirror that presents how they are seen and 
portrayed in a certain community. The use 
of music as a medium of artistic expression 
is closely related to the interpretation 
and construction of shared images about 
gender in a society. Starting from the role 
that music has for society and knowing that 
music is an inexhaustible source of scientific 
studies, we focused on researching song 
lyrics to clearly understand the gender roles 
and stereotypes they display in our society. 
In this context, Kosovo is a country with a 
rich cultural and musical heritage, and of 
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course, studies in the field of music about 
gender issues are of great interest because, 
in the lyrics of the songs that circulate in 
our society, we find enough discussion 
material on them. So, the idea and purpose 
of our research started precisely based on 
the argument that addressing gender issues 
through music contributes enormously to the 
direction of social education towards gender 
equality (Lemos, 2011: 200). 

Even in Kosovo, as in all the different 
societies and cultures of the world, music 
has been an important socializing tool for 
its people. In addition to its melody and 
characteristic rhythms, music has been 
created, preserved, and passed down 
through different generations. In this way, 
folk songs and not only, during all historical 
periods have followed and presented the 
changes and general social developments of 
the country. In this respect, songs have been 
and will remain an important source that 
can be researched and studied, to illuminate 
our culture, whether it is past or present. 
This is why different researchers consider 
music as a good opportunity to study society 
from different perspectives. In this context, 
music through song lyrics as well as melodic 
and harmonic nuances, among others, also 
reflects gender roles and stereotypes that 
have been created over the centuries in 
Kosovar society, with patriarchal tendencies. 
Often, through music, the figure of a woman 
who has experienced discrimination and is 
therefore the result of the division of gender 
roles appears (Daku & Arifi, 2021). This 
division has created gender stereotypes, 
which tend to stop progress towards gender 
equality. Unfortunately, until now, these 
stereotypes still represent a challenge for 
Kosovar society. It is difficult to discriminate 
against the man similarly, except in a few 
cases (Hoxha, 2020). This situation of 
discrimination against the man finds an 
exhibition, especially in the songs of today’s 
time. In this context, to emphasize the issue 
of gender roles and stereotypes in Kosovar 
society, we are involved in a cause, “gender 
war”, conditionally if we can say. 

Also, based on the fact that music has an 
important role in the field of education, the 
contents of the song lyrics should convey 
messages through which, especially the 
young, should be educated in the direction 
of gender equality. It should be noted that in 
addition to songs, the video clips that appear 
on television, various online platforms, and 
social networks also have a great impact on 
the cultural context. Television as a mass 
media continues to have a wide audience, 
among whom, unfortunately, a large number 
of teenagers are included, who watch video 
clips of songs and music shows. At this 
point, focusing on the reality of Kosovo, this 
study aims at some of the challenges and 
opportunities for the advancement of gender 
equality in this cultural context, therefore, 
research of this nature is of great interest 
for the Kosovar context for the reason that 
the division of gender roles as well as gender 
stereotypes, which are a consequence 
of these divisions, continue to remain a 
challenge for our society (lajmi.net, 2022).

Literature Review
Music throughout its existence has been 
used to reflect norms and behaviors in 
various cultural and social contexts. Many 
researchers have focused on studies of 
different disciplines to illuminate different 
social issues, making efforts to understand 
the ways and nuances of the influences that 
music has on human life. Scientifically, it has 
been established that music is a universal 
language that attracts artists, composers as 
well and the general audience causing strong 
feelings (Hunter & Schellenberg, 2010), 
(Cooke, 1989), therefore, its importance for 
society is very great and multidimensional. 
Regarding this, the researcher Spahiu, in her 
book, claims the song, with its expressive 
power, does not play its function only in the 
musical-educational plane, but the song also 
affects general education (Spahiu, 2012). 
According to researcher Howell, through 
the analysis of historical songs, students 
can build a deeper understanding of the 
past, examining truth claims and adding 
deep context to enhance their critique of 
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historical events (Howell & Callahan, 2016: 
86). Another author goes even further with 
his ideas saying that to be human is to be 
musical” (Mithen, 2009: 3), therefore, 
such thoughts strengthen even more the 
importance of music for human life.

Well-known music researchers and theorists 
such as Adorno and Attali argued that music 
reflects (Adorno, 1976), the society in which 
it exists (Attali, 1985). Also, according to the 
sociological point of view, music is produced 
and affects the daily life of man. At this 
point, researcher Petrušić asserts that music 
is a social phenomenon that is present 
everywhere and, as a medium with which we 
shape our environment, it has a great impact 
on society (Petrušić, 2021: 138). People use 
music as a symbol and label of their values, 
attitudes, and self-perceptions influenced 
by the psychological functions of music 
such as emotional expression, aesthetic 
pleasure, entertainment, communication, 
physiological response to music, and 
symbolic representation (Hargreaves & 
North, 1997). According to such a theory, 
music has the power in the sense that it 
affects and conveys social changes, that is, 
to affect the general mass emotionally. It is 
known that music is a social phenomenon 
and that musical meanings are socially 
and culturally constructed (Olsson, 2007: 
989). The influence of music is so strong, 
especially for the younger generations, and 
it has become an essential socializing and 
educational component. In this context, some 
authors have expressed their convictions 
saying that today’s struggle among young 
people for the creation of personal identity 
and their worldviews is too complex to be 
resolved within the boundaries of a family 
unit (Musai, Godole, & Abdurrahmani, 2011). 
Therefore, instead of this, other additional 
factors should be taken into account, such 
as the media, part of which is also music, 
where through songs it conveys messages 
that affect the lives of every listener, and 
that often they become a model for young 
people.

Song lyrics are important socializing 
materials that can influence the context 
of changing social mentality. They include 
certain ideas, meanings, values, and 
functions related to society. Since young 
people listen to music of different genres, 
it offers them opportunities to change their 
beliefs and attitudes through the content of 
the lyrics. According to some researchers, 
the main reasons why teenagers in America 
listen to music are to reduce stress, divert 
attention from various problems, spend 
free time, and relieve boredom or various 
concerns (Grantz, Gartenberg, & Pearson, 
2008). In addition, as some researchers 
claim, music is a component of connection 
that can then materialize into positive 
actions and behaviors (Gonzalez, 2021: 2), 
and at this point, young people listening 
to the messages of their songs favorite, 
also create their gender identity. In this 
aspect, the removal of pronounced gender 
stereotypes affects the fading or even the 
elimination of gender barriers. For a long 
time, underprivileged communities have 
used music as a powerful instrument to 
advocate for social change and express 
their distinct identities. From the early 
20th century movements of the blues and 
jazz genres, continuing through the punk, 
new wave scenes of the 1960s-1990s, and 
then rap, hip-hop, and beyond, musicians 
have used music as a platform to question 
social conventions, thus creating texts with 
different social themes. Diverse musical 
expressions should be welcomed and valued 
to promote an inclusive society that respects 
and values individual and group identity. 

On the other hand, through the lyrics of the 
songs, the music tells the stories of people. It 
is used to convey the most intense feelings, 
to explain interpersonal relationships, and 
to narrate historical and social phenomena, 
part of which are issues of fertility or gender 
inequality. On the social level, music is an 
essential component of national identity 
and culture (Subotnik, 1995). Among other 
things, music has historically fueled many 
discussions about feminist movements and 
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gender equality. Thus, using their platforms, 
celebrities such as Beyoncé, Lady Gaga, 
and Alicia Keys have presented the issues of 
women’s rights and sexual assault. The Riot 
Girl movement of the 1990s, led by groups 
like Bikini Kill, used music as a weapon 
against patriarchy and misogyny (Lamodi, 
2020).  

Since the beginning of the new century, 
efforts have been made to address various 
issues related to the improvement of gender 
equality, and laws have been created that 
ensure equal opportunities and full equality 
between men and women, at this point, a 
more serious commitment is still needed. 
Thus, music can be a powerful voice to 
express dilemmas and demands for a fairer 
and more equal society. 

At the national level, in the field of social 
science research, an essential component 
has been the examination of gender roles 
and stereotypes through a variety of cultural 
media, which have provided insights into 
social norms and attitudes. Examining 
gender roles through the prism of music is 
an intriguing research option in the context 
of Kosovo. Kosovar music has explored many 
dimensions of life, including gender relations 
in the historical and cultural context of the 
country. In some cases, it has reflected 
traditional male and female roles, while in 
others it has shown a strong awareness of the 
need for change and gender equality. In this 
context, we can see how music creators in 
Kosovo have used their art to express visions 
and attitudes about gender issues. Through 
the analysis of the lyrics and melodies of the 
songs, deep reflections on the role of women 
and men in Kosovar society can be identified. 
Regarding this, researcher Nettl claims that 
music is a powerful communication tool 
that offers opportunities to understand 
how gender roles and stereotypes appear 
in this specific socio-cultural environment 
since music is a global language that reflects 
and influences narratives culturally (Nettl, 
2014). These reflections can range from the 
idealization of a strong and independent 

woman to the emergence of various 
challenges and pressures that accompany 
traditional gender roles.

Reinforcing Traditional Gender Roles 
and Stereotypes Through Songs
Music in the Albanian years evolved and 
expanded over the centuries, decades, and 
years in different genres, although traditional 
folk music continues to have importance and 
maintain its primacy. Albanian folk music 
currently serves as the most qualitative 
indicator of musical folklore and as the 
greatest wealth of the cultural heritage of 
our people (Tusha, 2021). Traditional Kosovar 
music has a history of reflecting patriarchal 
standards through melodies and lyrics that 
depict stereotypical gender roles. These 
traditional songs usually extolled gender 
values, portraying women as caring servants 
and men as masterful and powerful. Despite 
having a strong cultural heritage, these 
representations have also helped to limit 
society’s expectations and perpetuate gender 
stereotypes. So, in other words, musical 
creativity as a culture in our society, through 
song lyrics, has imposed gender stereotyping 
and this is in full accordance with the study 
of the authors Unger and Crawford, where 
in their book they claim that gender and 
gender stereotyping are imposed by cultural 
forces (Crawford & Unger, 1992).  

In our Kosovar society, many songs present 
clear elements of gender stereotypes, which 
give a certain picture of the roles of men 
and women. In some lyrics, women are often 
portrayed as weak and unimportant in many 
areas of life, while men are presented as 
the dominant force of society. On the other 
hand, some songs favor women. Meanwhile, 
some of the contemporary song lyrics contain 
harsh language and negative expressions to 
characterize men. At this point, to see the 
clear elements of gender stereotypes as we 
have mentioned above, we have brought 
some examples from the popular melos, 
created since time immemorial, but which 
continue to be preferred and performed in 
different manifestations, even very popular, 
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while others are from different genres, 
recent creations.

Gender Stereotypes in Kosovo Songs
One of the most popular songs in our society, 
which favors men, is the song “My son was 
born and I am very happy”. The first part 
of the text “My son was born and I am very 
happy”, “My heart is alive”, and “Mountains 
and fields have bloomed”, basically talks 
about the joy and happiness of the parents 
and the great importance of the birth of a 
son for the family. At this point, referring 
also to the traditions and culture of our 
society, from the text it can be seen that 
the boy was more important than the woman 
and unfortunately, still in a large part of 
society it continues to be like this, the boy 
symbolizes power and pride. In the second 
part, “Oh I wish you a happy birthday”, “I 
wish you to grow up respected”, “I wish you 
to become famous in the world”, and “Be 
the first for Kosovo”. This fragment talks 
about the two wishes of Kosovar’s parents. 
First, this is a desire that has been in almost 
all our families, because being always under 
the rule of different occupiers throughout 
history, the idea has been for women to 
give birth to as many sons as possible and 
to have the power to become the god of the 
homeland and second, to know the world 
through boys, because according to the logic 
of our society, only men are the ones who 
fight, ensure survival and knowledge of the 
world.  

Another example is the song “There’s nothing 
like the boy “. The text of this song clarifies 
some aspects regarding gender roles and 
stereotypes in Kosovar society. The verses 
“Oh, if you give me a son, Oh for father 
and mother”, suggest a special expectation 
or appreciation for a son, highlighting him 
as a precious asset to parents. Also the 
following verses “Boy boy boy come on 
dance Lum lum lum (the expression “lum” 
in the Albanian language expresses joy for 
his existence), mother thanks God for having 
him”  “, transmit an exalted image of the 
son, connecting him with the happiness and 

pride of the mother. Another line “everyone 
should know that there is nothing like a boy, 
a boy is like gold”, is seen as an expression 
of gender discrimination, implying that the 
boy is much more precious compared to a 
girl, so he is like gold.   

Another text of the folk song where some 
elements that can be related to gender 
stereotypes can be observed is also in the 
song “God of the House is honored”. The text 
speaks of a festive atmosphere (wedding), 
where men play a key role, they are the 
masters of the house and only they are 
thanked for the hospitality and arrangements. 
The fragment “Long conversations in this oda 
(the men’s room)”, shows an environment of 
discussions and conversations between men. 
This environment, the “oda”, according to 
Kosovar tradition, is a place for men only, 
and in this place, women have been strictly 
forbidden to enter, let alone be part of the 
conversation about organizations or decision-
making. Unfortunately, men even today in a 
part of society symbolize an authoritarian, 
patriarchal figure. At this point, this can 
be interpreted as a classic behavior where 
the man is the active and key part of every 
event.  

In current creations, especially in the genres 
of rap, hip-hop, and various commercial 
and mixed mutations, we have a mountain 
of creations with insults and degradations 
directed at the female gender. Let’s take 
as an example the singer Getinjo in the 
fragment “You know that I love you, why 
are you being a bitch”, the song “bitch”, or 
even Gjiko with the fragment “Whenever 
you cry, I’ll buy you a bag”, the song “Ana”, 
“If you don’t like Abeja (Abeja is a male 
name, here the author says with irony that 
it means if you like this boy then you like his 
car), you will like BMW (Abeja-Bemveja), If 
you don’t like Avnija ( the same meaning, 
only a different male name), you will like 
Audi (Avnija-Audija)”, the song “X5”. Some 
other degrading titles for women that have 
millions of views on social networks are Yll 
Limani & Loredana “Criminal”, Don Xhoni 
“Murderer”, Yll Limani “Liar” etc... 
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An interesting fact that can be discussed 
in some current songs whose lyrics 
reflect negative images of women is that 
surprisingly the same ones are sung and 
created by women. About these songs, we 
have the example of the song “Single Girls”, 
by Shyhrete Behluli and Engjëllusha Salihu. 
In the song’s first verses, an interweaving of 
the traditional role of women is presented. 
Shyhretja addresses her daughter saying “Ah, 
my daughter, we have taught you badly”, 
“You wake up when you want to”, and “You 
will not find it like with your mother”. These 
expressions represent a social expectation 
that women should be subservient to men 
and have lives dependent on their marital 
role. In the second verse, Angel replies to 
her mother saying that “You, my mother, 
don’t be upset”, “I’ve been single for days”, 
and “The time will soon come to marry me”. 
These verses present a traditional perception 
that one of the main goals of a woman is 
to marry and take care of her family, but 
in the meantime, she must also have other 
responsibilities, including work. In the last 
verses, Shyhretja shows that “at the other 
door it is a law that they ask for service from 
the bride”. This expression refers to societal 
expectations of brides that involve a servile 
and submissive role, requiring service. 

On the other hand, as we mentioned above, 
in the songs that live in our society, we also 
come across texts that tell us the opposite. 
At this point, we can also take the lyrics 
of the song “Whoever has a daughter, has 
the world”. This song’s lyrics favor girls, 
appreciating them as sources of pleasure and 
happiness in life. However, some elements 
can be analyzed about gender stereotypes 
and how girls and boys are presented in this 
context. The use of the phrase “Whoever 
has a daughter, has the world”, conveys a 
positive assessment of girls, presenting 
them as an important asset and resource 
for society. However, there is a danger that 
this expression conveys the idea that girls 
are valued only for their role potential as 
future parents or for their family ties, in 
other words, here the girl is described as the 

most sensitive and loved in the middle of 
the family breast. Further, the fragment “Oh 
they are for sister, they are for brother, oh 
they are for mother and father”, shows a high 
appreciation for girls by associating them 
with different family roles. As well as having 
a positive aspect, it can be argued that this 
can also reinforce traditional stereotypes 
about the role of girls and certain social 
expectations. “Children are the joy of the 
house, when they are the fruit of love” This 
passage fits into a positive concept of family 
and love, but at the same time, it can create 
pressure on girls to be seen mainly as parents 
and as a gift of love in the family.  

Among the new creations, some texts 
severely ridicule and humiliate the male 
gender. One of the typical examples is 
Gil’s song “Oh You are a Fool”, the lyrics 
of which show negativity toward a man, 
characterizing him as a fool. So it is a 
negative label and conveys a poor perception 
of the male figure. This type of language can 
reinforce negative stereotypes and create 
an unbalanced image of men in society. 
The text focuses on love relationships and 
accuses the man of unsatisfying actions. 
Using expressions like “she’s provoking 
you” and “she’s making you nervous”, can 
reinforce the idea that women manipulate or 
control men in their relationships. In another 
case, we can also take Dafina Zeqiri’s song, 
which song published now in 2024, which is 
titled “Owl”. The use of terms such as “owl” 
and “stupid” to describe the male can be 
interpreted as a form of content of negative 
stereotypes towards the male gender. One 
of the most banal examples can be found 
in the song “Sinner” by Melinda Ademi. The 
artist, in addition to the curses she directs 
at the man through the text, uses insulting 
expressions without censorship.  

The further depiction of the male as someone 
who has no regard for a love affair is 
problematic, so this idea should be removed 
as it may reflect a generally negative view 
of them. The combination of these elements 
can form a negative perception towards 
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men, reflecting them in a disadvantageous 
light compared to women. The use of these 
negative expressions can influence public 
opinion. In general, the song in our Kosovar 
society, as we have said, includes examples 
that promote negative stereotypes, not only 
for women but also for men.

Striving for Gender Equality Through 
Music
The music includes a wide variety of musical 
styles and genres. As a subgenre of the 
broader feminist movement, music of this 
type, commonly referred to as women’s 
music or music with feminist themes, first 
emerged in the 1970s (Lont, 1992: 242). It 
contains messages that focus on women’s 
empowerment, gender equality, questioning 
gender roles, and addressing social and 
political concerns that affect women. In the 
case of Kosovo, modern Kosovar musicians 
have used music to express doubts about 
conventional gender roles as a result of 
globalization and the influence of Western 
music. Kosovo’s music scene has changed, 
just like in many other regions of the world. 
In the field of music, especially women 
are focused on the lyrics of songs which 
are characteristic of feminist music. The 
lyrics of the songs are used as tools for 
sensitizing the general public to improve 
the social position of women in Kosovar 
society. They have spoken about topics 
such as women’s empowerment, gender 
equality, and escape from backward and 
patriarchal social norms. The successes and 
achievements of Kosovar performers such as 
Rita Ora, Dua Lipa and Era Istrefi, who have 
received numerous international awards, 
are important examples that motivate the 
public to support gender equality policies. 
At this point, the artists in question, through 
their creativity, promote the empowerment 
of women, contributing to the advancement 
of gender equality. These and many other 
musicians have challenged gender norms 
through their music, drawing courage, 
support, and strength from within. The new 
generation and aspiring artists are inspired 
by their success in pursuing their talents 

regardless of gender and fighting prejudice, 
signifying a change in the perception of 
gender roles in Kosovo. In addition, male 
and female musicians have collaborated 
in Kosovo’s music scene, thus encouraging 
inclusivity and dismantling limitations 
based on gender or social norms. Musical 
collaborations have demonstrated equality 
and togetherness, highlighting the fact that 
creativity transcends gender boundaries.

However, despite these positive 
developments, difficulties remain. It takes 
time for cultural norms and social attitudes 
deeply rooted in society to change. 
While attitudes are changing in the music 
domain of Kosovo, many aspects of society 
continue to adhere to conventional gender 
stereotypes. Beyond the music industry, 
activists and lawmakers must also continue 
their efforts to support gender equality. It 
is important that music in Kosovo, with its 
lasting influence, signals social change by 
encouraging dialogue and opening the door 
to a future that is more inclusive and that 
offers equality and equal opportunities for 
all. 

Improving the aspect of gender equality in 
music lyrics can be a complex process, but 
there are certainly some possible steps 
that can help in this direction. Our efforts 
in this study address the challenges and 
opportunities that lyrics present regarding 
how they can help overcome stereotypes 
and promote values that encourage a more 
equal and just society. First of all, it brings 
awareness and education. In this regard, 
lyricists can engage in recognizing the impact 
of their words and messages on society. 
Educating and raising their awareness about 
the importance of gender equality can 
also bring about positive changes. In this 
respect, musical texts should use language 
that respects both genders. Of course, 
using conscious language can help avoid 
gender stereotypes and discrimination. Also, 
including different perspectives and multiple 
stories in music lyrics can help create a 
richer and more equal cultural landscape. 
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Another very important thing to discuss is 
not only the lyrics but also the role of the 
music. In this regard, some researchers 
claim that listening to music is an emotional 
and educational experience that potentially 
shapes an individual’s values, actions, 
and worldview (Levy & Byrd, 2012: 64). 
Since music is an accepted and accepted 
phenomenon in society, it often reflects 
cultural values and norms, but it can also 
be used to influence social change by 
challenging or changing stereotypes. The 
music has reinforced the discrimination 
made in the lyrics. Starting from the power 
of music, the use of song as a melody from 
folk melodic, or even from pop and other 
modern mutations, to emphasize a special 
value for a gender, can be seen, we say, as 
an additional element that has been used 
against the female gender, but also vice 
versa. This element, through discussions, 
can be addressed from the side of social 
transformation towards a fairer and more 
equal society.

In other words, building a gender-equal 
culture in song lyrics is a long-term process 
and requires extensive collaboration from 
artists, songwriters, creators, and listeners. 
However, this is an important and possible 
effort to contribute to the change and 
improvement of the aspect of gender 
equality in our Kosovar culture.

Research Problem
Music, as a powerful socializing tool for all 
ages, within the complex cultural structure 
of Kosovo, in general, affects the creation 
and preservation of cultural, national, 
and gender identity, etc. Also, music 
reflects social norms and how it reflects 
and perpetuates gender prejudices and 
stereotypes in the mosaic of Kosovar culture. 
As gender roles and stereotypes continue to 
remain an integral part of this mosaic of 
cultures, we encounter them everywhere. 
Texts, performance techniques, artists’ 
identities, and audience views all reflect 
these roles, which can either challenge 
or reinforce gender biases. Deciphering 

the complex framework of social ideas 
and expectations in Kosovo requires an 
understanding of the music in which gender 
norms are represented, supported, or 
subverted. 

The research problem related to the 
highlighting of gender stereotypes from song 
lyrics in Kosovar society may include certain 
challenges and aspects. The first is the 
general representation of many song lyrics 
from a wide range of genres and artists to 
reflect the cultural and musical reality in 
Kosovo as accurately as possible. The second 
is contextual analysis, which implies that in 
some cases, a song’s lyrics can be understood 
differently by listeners, so a careful analysis 
of the context and interpretation of the 
lyrics is needed. The third is related to the 
relationship with the culture and social 
context, which means that the researcher 
must deeply understand Kosovo’s social, 
cultural, and historical context to get the 
best out of the lyrics of the songs about 
the creation of gender stereotypes. Fourth, 
is the use of adapted methodology, which 
means the state of an adapted methodology 
that can cope with the complexity of the 
analysis of song lyrics and the identification 
of gender stereotypes. The fifth and last 
one is research ethics, which means respect 
for ethical standards and the involvement 
of researchers in an appropriate manner in 
contact and analysis with research subjects.

Method
Research Model
The research was conducted through a 
combination of methods, including document 
analysis and an ethnographic research 
approach. The methodology has resulted 
in the identification and presentation of 
gender roles and stereotypes displayed 
in a wide range of musical texts in the 
context of Kosovar society. First, the use 
of content analysis has allowed for an in-
depth examination of song lyrics, identifying 
and documenting deeply embedded gender 
views in the populace. This method has 
enabled a deep understanding of how song 
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lyrics reflect and influence gender norms and 
perceptions in Kosovar society. Second, the 
research included an ethnographic research 
approach, focusing attention on the social 
environment where this phenomenon takes 
place. This approach has played a key role 
in improving the full understanding of the 
representation of gender roles in the cultural 
context of Kosovo. Thus, by integrating 
ourselves into the social environment, 
we have been offered the opportunity to 
better understand the norms and patterns of 
behavior in this society.  

The combination of these two methods 
has enabled a rich and in-depth analysis of 

gender roles, aiming to decipher the complex 
dynamics of their creation and continuity 
within the unique cultural context of Kosovo 
through the analysis of the lyrics of the 
songs.

Songs examined within the scope of the 
research
As we have emphasized above, to analyze 
the gender stereotypes in Kosovar society as 
clearly as possible, we have chosen the lyrics 
of some well-known songs of the Albanian 
folk music repertoire, as well as songs of 
modern music, including the genres of hip-
hop and rap.

Table 1. Songs selected for analysis

Song Artist Release Year Genre
"My son was born and 
I am very happy"

Many folk music 
artists sing it

Unknown Folk song

"There's nothing like 
the boy"

Many folk music 
artists sing it

Unknown Folk song

"God of the House" Many folk music 
artists sing it

Unknown Folk song

"Whoever has a dau-
ghter, has the world"

Many folk music 
artists sing it

Unknown Folk song

"Single Girls" Shyhrete Behluli and 
Engjëllusha Salihu

2020 These songs in our society 
are known as “wedding 
songs” (mixed folk and 
modern)

"Oh You are a Fool" Gili 2013 Mixed “folk-funk”

"Owl" Dafina Zeqiri 2024 Mixed “pop-Latin reggae”

"Sinner" Melinda Ademi 2021 Hip-Hop

"Bitch” Getinjo 2015 Rap

"Ana" Nora Istrefi ft Gjiko 2019 Pop

“X5” Gjiko x Melinda 2020 Hip-Hop

"Criminal" Yll Limani & Loredana 2022 Pop

"Murderer" Don Xhoni 2022 Hip-Hop

"Liar" Yll Limani 2021 Flamenco
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At this point, we have chosen the lyrics of 
popular songs such as “My son was born and 
I am very happy”, “There’s nothing like 
the Boy “, “God of the House”, “Whoever 
Has a Daughter, has the world”, because 
these represent a part of the cultural and 
social heritage of Kosovar society. These 
songs have a great impact and are popular 
with the public, and they clearly express 
gender stereotypes. Through them, we have 
perpetuated traditional representations 
and certain gender traits, which affect our 
perception of gender roles and identity. 

On the other hand, modern music songs 
such as “Single Girls”, “Oh You Are a Fool”, 
“Bitch”, “Owl”, “Sinner”, “Cheater”, 
“Criminal”, “Ana”, “X5”, “Murderer”, 
“Liar”, express similar stereotypes, but 
through them also show changes in the way 
today’s society experiences and expresses 
the role of gender. The lyrics of these songs 
often use ugly terms to describe women and 
men, bringing attention to the contradictions 
and gender tensions of modern Kosovar 
society. These songs try to reflect the reality 
of today’s society and bring attention to the 
gender stereotypes and divisions that still 
exist.

For this reason, the selection of these songs 
for analysis is important, as they provide a 
complete overview of gender perceptions 
and concepts in Kosovar society, allowing us 
to better understand and analyze changes 
and continuity in this area.

Method of study analysis
The analytical method we used to explain 
the formation of gender stereotypes in the 
lyrics of the songs of Kosovar society is a 
structured process of examining the content 
of the lyrics to identify and interpret the 
elements that contribute to the formation 
and spread of gender stereotypes. This 
method uses a systematic and objective 
approach to analyze the content of texts, 
including the analysis of words, themes, 
images, and the social and cultural context in 
which these texts operate. In the beginning, 

as we have mentioned above, selecting texts 
for analysis is an important step, where 
different folkloric and modern songs have 
been chosen to reflect the extent of gender 
stereotypes through time and in different 
ways. After selecting the texts, the content 
analysis has begun, which is an important 
part of this analysis. This section includes 
identifying the use of language, symbols, 
and images that reinforce traditional gender 
stereotypes and evaluating how female and 
male characters are presented and treated 
in these texts. 

In addition to identifying stereotypes, the 
content analysis is also focused on identifying 
alternative representations of gender roles 
and progressive messages in song lyrics. 
This includes assessing how certain texts 
may challenge or change traditional gender 
stereotypes. 

The use of this method has allowed for a 
holistic approach to understanding how song 
lyrics in Kosovar society reflect and influence 
the formation of gender stereotypes. At this 
point, through content analysis, it has been 
possible to identify the complex social and 
cultural dynamics that shape and change 
gender stereotypes in this specific context.

Findings
In the following, we have brought some 
fragments from the selected songs where we 
have focused on the use of language and the 
semantic structure of the text. 

The Song “God of The House” 
The melody of the song is based on the 
Albanian folkloric melody. The excerpt is 
taken from the beginning of the song. In 
the text, the term “master of the house” 
is used, this term describes a dominant and 
authoritative role for the man, reducing 
the role of the woman in the home. This 
reinforces traditional gender stereotypes. 
The prayer to have an open door always 
describes a total commitment to the husband 
as the head of the household.
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Figure 1. Fragment from the song “God of the House”

Figure 2. Fragment from the song “There’s nothing like the Boy”

The Song “There’s Nothing Like The Boy”
The melody of the song is also created by 
Albanian folkloric melodrama centered on 
the musical style of Central Albania. The 
text praises the son. At this point, the text 
expresses positive terms to reinforce the 

son’s role as the leader of the family and 
as a model of success and love. The use of 
“MaeshAllah” reinforces the idea of blessed 
happiness and blessing from god for the son’s 
presence in their lives.

The Song “Oh You Are a Fool” 
The melody of the song combines the folk 
music of southern Albania with the funk 
genre. The excerpt is taken from the chorus 
of the song. The use of the expression “Oh 
you are a Fool”, describes the man as a 
person of limited intelligence and naive. As 
the song continues, “She makes a fairy tale 
through the city”, here men are described 
as easy-cheating and without control over 
relationships.
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has focused on the role of music in Kosovar 
society and the impact of song lyrics on the 
formation and expression of the combination 
of roles and gender stereotypes.  

On the other hand, the role of the media, 
especially television and video clips on social 
networks, has a significant impact on the 
formation of public perceptions and beliefs. 
A study states that “social media does not 
reflect the wide diversity of genders at all, 
but mainly conveys traditional images of men 
and women. Existing gender stereotypes are 

Figure 3. Fragment from the song “Oh you are a Fool”

Figure 4. Fragment from the song “Owl”

The Song “Owl”
The melodic type of the song is created 
in the spirit of modern pop music. The 
excerpt is taken from the chorus of the 
song. Initially, the title “Owl” describes the 

male as inappropriate and evil. The lyrics in 
the chorus reinforce the idea of the man’s 
indifference and idiocy, presenting him as an 
uninteresting and inadequate person.

Conclusion and Discussion
In recent times, researchers of musicology 
and sociology have increasingly focused on 
the close connection between music and 
its influence on the formation of gender 
stereotypes in society. The contribution of 
music to the creation of concepts of gender 
and sexuality is evident, and for this matter, 
a concrete researcher has pointed out that 
music can be analyzed and criticized as a 
form of gender discourse (Werner, 2019: 3). 
In this context, our study, as its main goal, 
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even reinforced (ISS, 2022: 1). This non-
reflection of diversity in social media may 
express a concentration of certain gender 
standards, conveying a conservative and 
traditional image of the role of men and 
women. Meanwhile, the expression “existing 
gender stereotypes are even reinforced” 
emphasizes that social media not only does 
not challenge existing stereotypes but also 
contributes to maintaining and reinforcing 
them. This may include presenting men and 
women in a limited way, relegating them to 
traditional roles, and not reflecting their 
true diversity and variability in society. 

Furthermore, the analysis of song lyrics in 
Kosovar society has revealed a wide range of 
deep gender stereotypes embedded in their 
lyrics. Songs such as “My son was born” and 
“ There is nothing like a son”, have conveyed 
a traditional image and have reinforced the 
stereotypes created about the role of men 
and women. Despite some attempts by new 
songs, especially in the hip-hop and rap 
genres, to challenge these prejudices and 
express a critical perspective on male and 
female roles, most songs still maintained a 
mirrored image of gender roles. However, 
highlighting the difficulties and challenges 
that still exist in this context, prompts a 
call for a continued effort by musicians, 
activists, and legislators to support gender 
equality and change deeply rooted norms in 
Kosovar society. 

This study highlights the importance of using 
conscious language and the inclusion of 
different perspectives in song lyrics. These 
are certainly critical steps towards changing 
stereotypes and promoting a fairer and more 
equal society. In this context, music, as a 
tool accepted and loved in society, has an 
important role in positively affecting social 
change. In this regard, a researcher claims 
that music is one of the most important 
forms of social change in cultural history and 
the study of society has always been related 
to music (Spencer-Espinosa, 2022: 62).

Recommendations
Recommendations for Researchers

 ¾ To focus on the most in-depth analysis 
of musical texts to reveal gender 
stereotypes at the level of their depth;

 ¾ To conduct longitudinal studies to 
monitor the change of gender stereotypes 
over time and to observe the effects of 
social changes in popular music;

 ¾ Use different, including qualitative 
analysis and field studies to understand 
the context and influence of the 
musical text in the formation of gender 
stereotypes.

Recommendations for Applicants
 ¾ Create conscious music and lyrics 

that promote a more equal reflection of 
gender roles in society;

 ¾ Use music as a tool to challenge 
gender stereotypes and raise awareness 
of the harm they can cause;

 ¾ Focus on creating a music culture that 
respects and represents gender diversity 
in encouraging ways.
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ELoLPVHO oHĂLWOLOLÿH VDKLS ROPXĂWXU� T�UN 
MDNDP M�]LÿL oDOJ×ODU× GD EX YHUL SRWDQVL\HOL 
LoLQGH \HU DOPDNWDG×U� SRQ \×OODUGD DUWDQ ELU 
RUDQGD T�UN MDNDP M�]LÿL oDOJ×ODU×� dDÿGDĂ 
P�]LN VDKQHVLQGH J|U�OPHNWHGLU� g]HOOLNOH 
1H\ oDOJ×V×� LIDGH RODQDNODU×� W×Q×VDO |]HOOLNOHUL 
\DQ×QGD WHPVLO HWWLÿL GLQL YH IHOVHÀ PLUDV 
VHEHEL\OH� oDÿGDĂ YH N�OW�UOHUDUDV× P�]LN 
VDKQHVLQGH NHQGLQH |]HO ELU DODQ DoP×ĂW×U� 
SRQ \×OODUGD VD\×ODU× JLWJLGH DUWDQ RUDQGD 
T�UN YH \DEDQF× EHVWHFLOHU 1H\ LoLQ P�]LNOHU 
EHVWHOHPLĂ� KDWWD LoHULVLQGH 1H\ oDOJ×V× 
EDU×QG×UDQ VHV WRSOXOXNODU× LOH oHĂLWOL \DUDW×F× 
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������ TXUDQ 	 OÿXO� ����� ����
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M�]LÿL W�U�QGH oHĂLWOL oDOJ× NRPELQDV\RQODU× 
LoLQ \DS×W EHVWHOHPHOHUL LVWHQPLĂWLU� %X 
\DS×WODU×Q DOW× WDQHVL ��������� \×OODU× 
DUDV×QGD OQGRNX] MD\×V ÜQLYHUVLWHVLQGH 
G�]HQOHQHQ XOXVDO YH XOXVODUDUDV× HWNLQOLNOHU 
oHUoHYHVLQGH VHVOHQGLULOPLĂ ROXS \DS×WODU×Q 
WDPDP× LĂLWVHO RODUDN ND\×W DOW×QD DO×QP×ĂW×U� 
%X DUDĂW×UPDGD \HGL \DS×W �]HULQGHQ 1H\ 
oDOJ×V×Q×Q dDÿGDĂ P�]LNWH NXOODQ×P RODQDNODU× 
LQFHOHQPHNWHGLU� %X EDÿODPGD� |QFHOLNOH 
1H\ oDOJ×V×Q×Q %DW× M�]LÿL oDOJ×ODU× LOH ELUOLNWH 
VDKQHOHQPHVLQLQ WDULKoHVL VXQXOPXĂ� DUG×QGDQ 
T�UN dRNVHVOL M�]LÿLQGH MDNDP WHPVLOL\HWL 
YH \LUPL ELULQFL \�]\×O dDÿGDĂ P�]LÿL 
KDNN×QGD GD JHQHO ELU oHUoHYH oL]LOPLĂWLU� 
1H\ oDOJ×V×Q×Q dDÿGDĂ P�]LNWH NXOODQ×P 
RODQDNODU× EDĂO×ÿ× DOW×QGD 1H\ oDOJ×V×QD 
X\DUODQDELOHFHN dDÿGDĂ P�]LN WHNQLNOHUL 
PDGGHOHU KDOLQGH YHULOPLĂWLU� %X DUDĂW×UPD 
NDSVDP×QGD JHUoHNOHĂWLULOHFHN DQDOL]OHUH 
ELU NXUDPVDO oHUoHYH ROXĂWXUPDV× DPDF×\OD 
P�]LÿL YDU HGHQ WHPHO EHĂ NDWHJRUL� IUHNDQV�
V�UH�DUWLN�ODV\RQ�GLQDPLN�W×Q× EDĂO×NODU× 
DOW×QGD EHOLUOHQLS WDQ×PODU× \DS×OP×ĂW×U� %X 
oDO×ĂPDGD NRQYDQVL\RQHO WHULPL� DO×Ă×OP×Ă 
RODQ� JHQHO NDEXO J|UP�Ă V|]F�N DQODP×\OD 
HOH DO×QPDNWDG×U� dDÿGDĂ P�]LNWH NXOODQ×ODQ 
WHNQLNOHU LOH NRQYDQVL\RQHO RODQ WHNQLNOHUL 
D\×UW HGHELOPHN DPDF×\OD� NRQYDQVL\RQHO 1H\ 
\D]×V×Q×Q V×Q×UODU×Q× oHUoHYHOH\HELOPHN LoLQ 
WHNQLN YH P�]LNDO EDN×PGDQ LOHUL G�]H\GH 
LFUD SUDWLÿLQL NRĂXOOD\DQ ELU |UQHN RODUDN� 

TDQEXUL &HPLO %H\·LQ āHGG�L AUDEDQ SD] 
SHPDLVL DGO× HVHUL� P�]LÿL YDU HGHQ EX WHPHO 
EHĂ NDWHJRUL �]HULQGHQ LQFHOHQPLĂWLU� %X 
oDO×ĂPDQ×Q WHPHOLQL ROXĂWXUDQ \HGL EHVWHFLQLQ 
\HGL \DS×W× LVH P�]LÿL ROXĂWXUDQ WHPHO EHĂ 
SDUDPHWUH �]HULQGHQ GHWD\O× DQDOL]H WDEL 
WXWXODUDN� EX \DS×WODUGD NRQYDQVL\RQ G×Ă× 
1H\ \D]×V×Q×Q WHPHO |]HOOLNOHUL WHVSLW HGLOPLĂ� 
HOGH RODQ EXOJXODU VRQXFX 1H\ oDOJ×V×Q×Q 
dDÿGDĂ M�]LNWH NXOODQ×P RODQDNODU×QD ELU 
\RUXP JHWLULOPLĂWLU�

.Xramsal deroeYe 
M�]iÿiQ %eş 7emel 8QsXrX
)rekaQs� M�]LNWH� SDUWL KDUHNHWOHULQLQ 
\RÿXQOXÿX �DUPRQLN� PHORGLN� NRQWUSXDQWDO� 
YV�� SDUWL oL]JLOHULQLQ \|Q� �LQLFL� o×N×F×� YV��� 
SDUWL KDUHNHWOHULQLQ QLWHOLÿL �ELWLĂLN� DWODPDO× 
YV�� |]HWOH SHUGH\L LoLQH DODQ YH RQXQOD 
LOJLOL KHU ĂH\ IUHNDQV NDWHJRULVL DOW×QGD 
WRSODQPDNWDG×U� AQDOL]OHUGH NDUĂ×ODĂ×ODQ 
LOHUL oDOPD WHNQLNOHULQGHQ IUHNDQV 
NXOODQ×P×QD HWNL HGHQOHU EX NDWHJRUL DOW×QGD 
|UQHNOHQGLULOPLĂWLU�

6�re� M�]LNWH ]DPDQ ER\XWXQX LOJLOHQGLUHQ 
KHU ĂH\ V�UH LOH LOJLOLGLU� %X EDÿODPGD ULWPLQ 
DOW NDWHJRULOHUL �YXUXĂODU� WDUW×PODU� |Oo� 
]DPDQODU× YV�� YH WHPSR\X LOJLOHQGLUHQ W�P 
K×] KDUHNHWOHUL �VDELW�GHÿLĂNHQ K×]ODU� JHQHO 
WHPSR YH\D WHN WHN SDUWLOHULQ K×]ODU×� ]DPDQ 
ER\XWX LoHULVLQGH YDU ROGXNODU×QGDQ V�UH 
NDWHJRULVLQH GkKLOGLUOHU�

Artik�las\RQ� M�]LNWH VHVLQ WHODɛX]XQX 
LOJLOHQGLUHQ KHU ĂH\ DUWLN�ODV\RQ NDWHJRULVL 
DOW×QGD GHÿHUOHQGLULOLU� %LU VHVLQ QDV×O 
oDO×QPDV× JHUHNWLÿLQL LIDGH HGHQ LPOHU 
\ROX\OD LoLQGH X]XQOXN� GLQDPLN� EDÿODQW× YH 
YXUJX JLEL |JHOHUL EDU×QG×UDQ DUWLN�ODV\RQ� 
HVHULQ QDV×O oDO×QDFDÿ×QD GDLU WDOLPDWODU 
YHUPHVL YH P�]LNDO LIDGH\L ]HQJLQOHĂWLUPHVL 
EDN×P×QGDQ P�]LNWH \RUXPFXOXN Do×V×QGDQ 
ROGXNoD |QHPOL ELU XQVXUGXU� %X Do×GDQ 
EDÿO× �OHJDWR�� EDÿV×] �QRQ OHJDWR�� NHVLN 
�VWDFFDWWR� YH EXQODU×Q DOW GDOODU×QGD \HU DODQ 
�WHQXWR� VWDFFDWLVVLPR YE�� X]XQOXN YH oDO×Q×Ă 
ELoLPOHUL \D GD �∫ YE�� YXUJX LIDGHOHUL LoHUHQ 
P�]LNDO GLUHNWLÁHU DUWLN�ODV\RQ NDWHJRULVLQH 
GDKLOGLUOHU�
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'iQamik� M�]LNWH J�UO�N LOH LOJLOL W�P YHULOHU 
GLQDPLN NDWHJRULVL DOW×QGD WRSODQPDNWDG×U� 
3L\DQR YH )RUWH YH EXQODU×Q DOW NDWHJRULOHUL 
�SSS�SS�PI�VI�VI]�ɛ�ɛI� GLQDPLN NDWHJRULVL 
DOW×QGD WRSODQ×U�

7ıQı� M�]LNWH VHVLQ UHQJLQL EHOLUOH\HQ KHU 
ĂH\ W×Q× NDWHJRULVL LoHULVLQGH HOH DO×Q×U� %XQD 
J|UH IDUNO× oDOJ× UHQNOHUL �\D\O×ODU� WDKWD 
�ÁHPHOLOHU� EDN×U �ÁHPHOLOHU� YXUPDO×ODU 
YV�� D\Q× oDOJ×ODU×Q IDUNO× UHQNOHUL �VXO 
SRQWLFHOOR� VXO WDVWR� GRÿXĂNDQODU� VXUGLQOHU� 
YRNDOL]H VHVOHU� PXOWLRQLNOHU YV�� P�]LNWH W×Q× 
NDWHJRULVL LoHULVLQGH GHÿHUOHQGLULOLU�

1e\ dalJısıQıQ %atı 6aQat M�]iÿi dalJıları 
ile %irlikte 6aKQe AlmasıQa 'air 7ariKsel 
deroeYe 
AOLPGDU ������� RQ GRNX]XQFX \�]\×OGDQ 
EDĂOD\DUDN LONLQ OVPDQO× SDUD\×QGD GDKD 
VRQUD DĂDPD DĂDPD WRSOXPVDO |OoHNWH 
EHQLPVHQPH\H EDĂOD\DQ %DW× M�]LÿL 
N�OW�U�Q�Q L]OHULQL V�UHU YH %DW× M�]LÿL·QLQ 
oRN VHVOLOLN XQVXUXQXQ oHĂLWOL \ROODUOD MDNDP 
P�]LÿLQH DNWDU×OG×ÿ×QD GLNNDW oHNHU �V������

%X \ROODUGDQ ELU WDQHVL KHU G|QHP 
P�]LNVHYHUOHU WDUDI×QGDQ V×NO×NOD WHUFLK 
HGLOHQ DUPRQL]DV\RQGXU� GHOHQHNVHO MDNDP 
M�]LÿLQH DLW |UQHNOHU DUPRQL]H HGLOHUHN 
%DW×O×ODĂDQ ELU IRUPDWWD VXQXOPXĂWXU� OQ 
GRNX]XQFX \�]\×O×Q LNLQFL \DU×V×QGD NHQGLQL 
J|VWHUHQ EX \DNODĂ×PD DLNUDQ dXKDF×\DQ� 
OVPDQ EIHQGL JLEL EHVWHFLOHULQ \DSW×ÿ× 
oDO×ĂPDODU |UQHNOHQGLULOHELOLU�

MDOXPDW GHUJLVLQLQ HNOHULQGH MHOLN 
EIHQGL·QLQ oRN VHVOHQGLUGLÿL YH DĂDÿ×GD 
JHoHQ G|UW ĂDUN×Q×Q QRWDODU×QGD LVH �o 
SDUWL GLNNDW oHNHU� R×]D EIHQGL·QLQ +�VH\QL 
´%DN āX G�]HO K|\O�\Hµ� &LYDQ AÿD·Q×Q 
8ĂĂDN ´E\ DLO 1H OOGXQ )HU\DG EGHUVLQµ� 
R×]D %H\·LQ %H\DWL ´APDQ E\ <DU�L &HIDµ� 
+ULVWR EIHQGL·QLQ ́ K�UGLOLKLFD]NkU GLGHOLP 
G|NVX·\D %LU AOHP�L AE E\OH\HOLPµ� %X 
HVHUOHUGHNL LON SDUWL ĂDQ� NHPDQ� 1H\ JLEL 
oDOJ×ODUD YH \HQL EDĂOD\DQ SL\DQLVWOHUH 
D\U×OP×ĂW×U �AOLPGDU� ����� ��������

%DĂWD 1H\ ROPDN �]HUH T�UN MDNDP 
M�]LÿL·QH DLW oDOJ×ODU×Q %DW× M�]LÿL oDOJ×ODU× 

LOH EHUDEHU oDOPD SUDWLÿL HQ D]×QGDQ \�] \×O× 
DĂN×Q ELU JHoPLĂH VDKLSWLU �AOLPGDU� ������ 
MDOXPDW GHUJLVLQGH ���� \×O×QGD \D\×QODQP×Ă 
SL\DQR G�]HQOHPHVL MHOLN EIHQGL WDUDI×QGDQ 
\DS×OP×Ă ´GLGHOLP G|NVX·\D %LU AOHP�L AE 
EGHOLPµ DGO× ĂDUN×\D DLW QRWD )LJ�U �· GH 
YHULOPLĂWLU� 1RWDGD J|U�OHFHÿL �]HUH �VW 
SDUWLGH HVHULQ RULMLQDO KDOL\OH 1H\� KHPDQ� 
āDQ YE� WDUDI×QGDQ LFUD HGLOPHVL EHNOHQLUNHQ 
DOW SDUWLOHUGH ELU SL\DQR HĂOLÿL \D]×OP×ĂW×U�

)iJ�r �� GLGHOLP G|NVX·\D %LU AOHP�L AE E\OH\HOLP 
DGO× ĂDUN×Q×Q MHOLN EIHQGL WDUDI×QGDQ \DS×OP×Ă SL\DQR 

DUDQMPDQ× �AOLPGDU� ���������

&XPKXUL\HW·LQ LON ELUNDo RQ \×O×QGD oRNVHVOL 
P�]LÿLQ NXUXPVDOODĂPD V�UHFL LoHULVLQGH 
T�UN MDNDP M�]LÿL·QH DLW oDOJ×ODU LOH 
%DW× M�]LÿL·QH DLW oDOJ×ODU×Q D\Q× VDKQH\L 
SD\ODĂPDV×QD SHN UDVWODQ×OPDPDNWDG×U� 8OXVDO 
NLPOLN LQĂDV× V�UHFLQGH \HUHO RODQ LOH HYUHQVHO 
RODQ DUDV×QGD PHOH] W�UOHULQ RUWD\D o×NPDV×� 
G|QHPLQ P�]LN DQOD\×Ă× LoLQ WHUFLK HGLOHELOLU 
ELU \DNODĂ×P RODUDN J|U�QPHPHNWHGLU� 
AQFDN ����·ODUGDQ LWLEDUHQ G�Q\DGD VL\DVDO� 
VRV\RN�OW�UHO� HNRQRPLN YH WHNQRORMLN 
SODQGD \DĂDQDQ JHOLĂPHOHUH SDUDOHO RODUDN 
W�UOHU DUDV×QGD JHoLUJHQOLN DUW×Ă× \DĂDQPD\D 
EDĂODP×ĂW×U� %X GXUXPXQ T�UNL\H·\H 
\DQV×PDV×� P�]LN HQG�VWULVLQLQ GH NDWN×ODU×\OD 
��·ODUGDQ LWLEDUHQ RUWD\D o×NDQ AQDGROX RRFN 
YH AUDEHVN JLEL W�UOHULQ GH HWNLVL �]HULQGHQ 
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GH J|U�OHELOPHNWHGLU� %X \HQL ROXĂDQ 
P�]LN W�UOHULQLQ \DS×V× YH |]HOOLNOHUL P�]LN 
HQG�VWULVLQLQ GH EHNOHQWLVL �]HUH T�UN MDNDP 
M�]LÿL LOH %DW× M�]LÿL DUDV×QGDNL EDUL\HUOHUL 
NDOG×UPD KHGHÀ LoHUPHNWHGLU� %X EDÿODPGD 
KHP AQDGROX RRFN KHP GH AUDEHVN·LQ 
&XPKXUL\HW·LQ oRNVHVOL P�]LN SROLWLNDV×Q×Q 
ELU GHYDP× ROPDNWDQ oRN RQGDQ ELU NRSXĂ 
QLWHOLÿL WDĂ×G×ÿ× J|U�Ă� EXOXQPDNWDG×U� 
g]HOOLNOH P�]LN HQG�VWULVLQLQ JHOLĂPHVL\OH YH 
\HQL G�Q\D HNRQRPL G�]HQL\OH ELUOLNWH RUWD\D 
o×NDQ JOREDO HWNLOHQLP VRQXFX W�UOHULQ Lo LoH 
JHoPHVL YH \HUHO NLPOLNOHULQ P�]LN HQG�VWULVL 
LoHULVLQGH YH RQD X\XPODQDUDN NHQGLQL 
LIDGH HWPHVL NRQVHSWLQLQ RUWD\D o×NPDV×� 
EX W�UOHULQ ROXĂXPXQD ]HPLQ KD]×UODP×ĂW×U 
�SWRNHV������ ���� g]EHN������ �����

SRPXW RODUDN� ��·ODU×Q EHVWHFLOLN 
JHOHQHÿLQLQ \HUHO NLPOLÿLQ 
WUDQVIRUPDV\RQX \ROX\OD VR\XWODQPDV×QD 
GD\DO× E�W�QF�O WDYU×QGDQ IDUNO× RODUDN 
\HUHO oDOJ×ODU×Q YH R oDOJ×ODU×Q \DUDWW×ÿ× VHV 
G�Q\DV×Q×Q �WDY×U� SHUGHOHU YV� %DW×·GDQ 
LWKDO HQG�VWULQLQ VWDQGDUW oDOJ×ODU× LOH 
ELUOLNWH� �D\Q× DUDEHVN |UQHÿLQGH ROGXÿX 
JLEL� VRQLN E�W�QO�N J|]HWPH\HQ� SDUoDO× 
ELU \DS× LOH VXQXOPDV× EX \HQL \DNODĂ×P×Q 
D\×UW HGLFL |]HOOLÿL RODUDN NDUĂ×P×]D o×NDU 
�AU×Q� ����� �����

AQDGROX RRFN \D GD AUDEHVN G×Ă×QGD GDKD 
GHQH\VHO W�UOHU LoHULVLQGH 1H\ oDOJ×V×Q× 
J|UHELOPHNWH\L]� ��·OHUGH :RUOG MXVLF �D�Q\D 
M�]LÿL� NDWHJRULVL LoHULVLQGH OND\ THPL]·LQ 
AND G�QG�] LOH \DSW×ÿ× EWQLN &D] SURMHOHUL EX 
W�U�Q HQ |QGH JHOHQ |UQHNOHULQGHQGLU� ÜQO� 
1H\]HQ KXGVL EUJ�QHU ��·OHUGHQ LWLEDUHQ 
:RUOG MXVLF DODQ×QGD G�Q\D oDS×QGD \DSW×ÿ× 
oDO×ĂPDODU LOH 1H\ P�]LÿLQL PHOH] IRUPODU×Q 
LoHULVLQGH NXOODQDQ LON P�]LV\HQOHUGHQ ELUL 
ROPD XQYDQ×Q× WDĂ×U� DDKDV× Turkish World 
Music: Multiple Fusions And Authenticies 
LVLPOL oDO×ĂPDV×QGD KRUD\ DHÿLUPHQFL �QO� 
1H\]HQ S�OH\PDQ EUJ�QHU·LQ ���� \×O×QGD 
ELU &D] M�]LN IHVWLYDOL NDSVDP×QGD APHULNDO× 
&D] P�]LV\HQL %XWFK MRUULV LOH D\Q× VDKQH\L 
SD\ODĂPDV×QD |UQHN YHULU �DHÿLUPHQFL� ����� 
�����

1H\ oDOJ×V×Q×Q &D] M�]LÿL YH :RUOG MXVLF 

�D�Q\D M�]LÿL� W�UOHULQH DLW oDO×ĂPDODUGD 
NXOODQ×OPDV×QGDQ EDĂND� KODVLN %DW× M�]LÿL 
RUNHVWUDODU× LoHULVLQGH NXOODQ×P×QD VRQ �� 
VHQHGLU UDVWODQ×OPDNWDG×U� ����·OHUOH ELUOLNWH 
)D]×O SD\ YH İO\DV MLU]D\HY JLEL EHVWHFLOHULQ 
GH VHQIRQLN \DS×WODU×QGD 1H\ HQVWU�PDQ×QD 
\HU YHUGLNOHUL J|U�OPHNWHGLU� )D]×O SD\·×Q 
´İVWDQEXO SHQIRQLVLµ YH İO\DV MLU]D\HY·LQ 
´1H\ KRQoHUWRVXµ EX W�U LoHULVLQGH \DS×ODQ 
oDO×ĂPDODUD |UQHN WHĂNLO HGHU�

7�rk dRksesli M�]iÿiQGe Makam 7emsili\eti
T�UN dRNVHVOL M�]LÿL·QLQ DĂDÿ× \XNDU× ��� 
\×OO×N WDULKVHO VHU�YHQL JHOHQHÿLQ WHPVLOL\HWL 
QRNWDV×QGD LQLĂOL o×N×ĂO× ELU VH\LU L]OHPLĂWLU� 
GHOHQHNVHOFLOLN�MRGHUQOLN NDUĂ×WO×ÿ× 
oHUoHYHVLQGH |]HWOHQHELOHFHN EX VH\LU IDUNO× 
HVWHWLN HÿLOLPOHULQ WDULK VDKQHVLQH o×NPDV×\OD 
VRPXWODQP×ĂW×U� %X EDÿODPGD RUWD\D o×NDQ 
HVWHWLN HÿLOLPOHUL LNL JHQHO NDWHJRUL DOW×QGD 
WRSOD\DELOLUL]� Geleneğin Ulusal Kimlik 
İnşası Amacıyla Uyarlanması EDĂO×ÿ× DOW×QGD 
oHUoHYHOH\HELOHFHÿLPL] LON NDWHJRUL� 
&XPKXUL\HWLQ LODQ× ������ YH LQĂDV× V�UHFL 
LoHULVLQGH RUWD\D o×NDQ XOXVDO EHVWHFLOLN 
RNXOODU×Q×Q JHOHQHNVHO RODQD� GDKD |]HOGH 
MDNDP M�]LÿLQH \DNODĂ×PODU×Q×Q WHPHOLQL 
ROXĂWXUXU �AU×Q� ����� ��� &XPKXUL\HW VRQUDV× 
LON NXĂDN T�UN EHVWHFLOHULQLQ �RH\� AOQDU� 
SD\JXQ� EUNLQ� ANVHV� ÜQ� AWUHN� KRUDO� AEHG� 
%LOJHQ YH İOHULFL� JHQHO HÿLOLPOHUL T�UN MDNDP 
M�]LÿL·QLQ LVWHU ´ĂHKLUOLµ LVWHUVH ´N×UVDOµ 
LNL NROXQD GDLU GL]LVHO NRGODU× NHQGL HVWHWLN 
NDYUD\×ĂODU× LoHULVLQGH HULWPHN YH %DW× 
M�]LÿL·QLQ IRUPDO� GRNXVDO� W×Q×VDO VHV HYUHQL 
LoHULVLQGH VXQPDN ĂHNOLQGH |]HWOHQHELOLU�

+HU QH NDGDU EHVWHFLOLN VWLOOHUL 
ELUELUOHULQGHQ IDUNO×O×N J|VWHUVH GH 
EX EHVWHFLOHU DUDV×QGD RUWDN QRNWD 
MDNDPODU×Q %DW× G�Q\DV×QD DLW �� VHVOLN 
HĂLW WDPSHUHPDQD DGDSWH HGLOPHVL YH 
E|\OHOLNOH dRNVHVOL GRNXODU LoHULVLQGH 
NXOODQ×ĂO× KDWWD PDNXO KDOH JHWLULOPHVL\GL� 
%X EDÿODPGD ĂHKLUOL YH N×UVDO PDNDP 
P�]LNOHULQLQ NDUDNWHULVWLÿL RODQ NDUPDĂ×N 
GRNXVDO YH W×Q×VDO |]HOOLNOHUL J|] DUG× 
HGLOPLĂ� PLNUR DUDO×NODUGDQ ROXĂDQ DUPRQLN 
JUDPHU ��·OLN HĂLW WDPSHUHPDQ VLVWHPLQLQ 
OLPLWOHUL LoHULVLQGH LFUD HGLOHELOLU KDOH 
JHWLULOPLĂWL �AU×Q� ����� �����
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+Lo NXĂNXVX] R G|QHPLQ EHVWHFLOLN HÿLOLPOHUL 
LoHULVLQGH MDNDP M�]LÿL THPVLOL\HWLQH GDKD 
HVQHN \DNODĂ×PODU GD PHYFXWWXU� AOW×QE�NHQ 
YH AGOLQ·LQ The Use Of the Classical 
Kemençe By Contemporary Composers LVLPOL 
RUWDN oDO×ĂPDODU×QGD� HVQHN \DNODĂ×PODUD 
|UQHN RODUDN ELULQFL NXĂDN T�UN dRNVHVOL 
M�]LN %HVWHFLOHULQGHQ 8OYL &HPDO EUNLQ·LQ 
´K|oHNoHµVL YH \LQH ELULQFL NXĂDN T�UN 
dRNVHVOL M�]LN %HVWHFLOHULQGHQ +DVDQ )HULW 
AOQDU·×Q ´KDQXQ KRQoHUWRVXµ |UQHN RODUDN 
YHULOPHNWHGLU �AOW×QE�NHQ YH AGOLQ� ����� 
����� +HU LNL EHVWHFL GH G|QHPOHULQLQ JHQHO 
HVWHWLN HÿLOLPOHULQLQ ELUD] G×Ă×QD o×NDUDN 
\DS×WODU×QGD %DW× M�]LÿL oDOJ×ODU× LOH ELUOLNWH 
GDUEXND YH NDQXQD \HU YHUPLĂ� E|\OHOLNOH 
PDNDPVDO P�]LÿLQ W×Q×VDO WHPVLOL\HWLQLQ 
NDS×ODU×Q× DUDODP×ĂODUG×U� gWH \DQGDQ JHUHN 
EX oDOJ×ODU× HOH DO×Ă ELoLPOHUL JHUHNVH RQODUD 
RUNHVWUD LoHULVLQGH ELoWLNOHUL URO� %DW× SDQDW 
M�]LÿL·QLQ NRQYDQVL\RQHO \DS×V× LOH ROGXNoD 
X\XPOXGXU� g]HW RODUDN FXPKXUL\HWLQ LON 
NXĂDN EHVWHFLOHULQGH YH RQODU×Q WDNLSoLOHULQGH 
PDNDP P�]LÿLQLQ HOH DO×Q×Ă× YH WHPVLOL\HWL 
NRQXVXQGD IDUNO×O×NODU J|]OHPOHQVH GH EX 
IDUNO×O×NODU JHQHO HVWHWLN HÿLOLPGHQ J|]OH 
J|U�O�U ELU NRSXĂ J|VWHUPHGLÿL LoLQ� EX 
EHVWHFLOLN DQOD\×Ă×Q×Q WDPDP×Q× Geleneğin 
Ulusal Kimlik İnşası Amacıyla Uyarlanması 
EDĂO×ÿ× DOW×QGD WRSOD\DELOLUL]�

%XQXQ NDUĂ×V×QGD LVH GHOHQHÿLQ P�PN�Q 
ROGXÿX NDGDU RULMLQDO KDOL\OH WHPVLOL\HWLQL 
|QF�OOH\HQ ELU EDĂND EHVWHFLOLN DQOD\×Ă× 
EXOXQPDNWDG×U� %X DQOD\×ĂD J|UH PDNDP 
P�]LÿLQH DLW PDO]HPHOHU P�PN�Q PHUWHEH 
W×Q×VDO� DUPRQLN� IRUPDO |]HOOLNOHULQL 
NRUX\DUDN VDKQHOHQPHOLGLU� %X DQOD\×Ă×Q 
VRPXW NDUĂ×O×ÿ× PDNDP P�]LÿLQH DLW oDOJ×ODU×Q 
NHQGL VHV G�Q\DODU×QGDQ HQ D] WDYL]OH %DW× 
M�]LÿL oDOJ×ODU× LOH ELUOLNWH D\Q× VDKQH\L 
SD\ODĂPDV× VRQXFXQGD RUWD\D o×NDQ PHOH] 
P�]LNDO GRNXODUG×U �GXQFD� ����� ����

MHOH] GRNXODU ��·ODUGDQ LWLEDUHQ W�P 
G�Q\DGD dDÿGDĂ P�]LN UHSHUWXYDU× LoHULVLQGH 
3RVW MRGHUQ ELU DQOD\×ĂOD NHQGLOHULQH 
\HU EXOPD\D EDĂODP×ĂODUG×U� DHPLUHO� 
3RVW PRGHUQ P�]LÿLQ \HUHOOLN ROJXVXQX 
\HQLGHQ WDQ×PODG×ÿ×QD LĂDUHW HGHU� M�]LNWH 

MRGHUQL]PLQ \HUHOOLN LOH NXUGXÿX LOLĂNLGHQ 
IDUNO× RODUDN� 3RVW PRGHUQLQ� \HUHO GHÿHUOHUL 
ROGXÿX JLEL EHQLPVH\HUHN RQX GHÿLĂWLUPHN 
\HULQH GRJ̆UXGDQ NXOODQ×S� \HUHOL UHIHUDQV 
DOG×ÿ×Q× \D GD DO×QW×ODG×ÿ×Q× EHOLUWLU �DHPLUHO� 
����� ����

8OXVDO GLOOHUH G|Q�Ă� WHNOHĂWLULFL 
VLVWHPOHUGHQ X]DNODĂPDN NDGDU 
PRGHUQL]PLQ WHPVLO HWWLÿL ELUH\FLOLN YH 
VHoNLQFLOLÿL GH \DGV×PDN GHPHNWLU� <HUHOH 
G|Q�Ă ̧ VDOW \HUHOL NXOODQPDN GHPHN GH 
GHÿLOGLU� VDQDW P�]LÿL oHUoHYHVLQGHNL 
WRSOXOXNODU× NXOODQ×S \HUHOL VWLOL]H HGHUHN� 
RQX \HQLOHĂWLUHUHN� RQD J|QGHUPHOHU 
\DSDUDN� GH\LP \HULQGH\VH� \HUHOOLNWHQ 
X]DNODĂW×UDUDN RQD EDĂYXUPDNW×U V|] 
NRQXVX RODQ �DHPLUHO� ����� ����

3RVW MRGHUQL]PLQ LKWLYD HWWLÿL oRN VWLOOLOLN� 
HNOHNWL]P� PHOH]OLN YH EXQXQ JLEL ROJXODU×Q 
P�]LNDO PDO]HPHOHU LOH HOH DO×QPDV×QGD GD 
EHOLUOH\LFL QLWHOLN WDĂ×PDNWDG×U� T�UNL\H·GH 
P�]LN VDKQHVLQH ��·OHUGHQ LWLEDUHQ JLUPH\H 
EDĂOD\DQ G|UG�QF� NXĂDN T�UN EHVWHFLOHULQLQ 
\DS×WODU×QGD GD EX HÿLOLPOHULQ L]OHUL 
J|]�NPHNWHGLU� 

T�UN 3ROLIRQLN M�]LÿL·QLQ GDKD |QFHNL 
EHVWHFLOLN NXĂDNODU×Q×Q EHVWHFLOLN 
PHWRWODU×Q× EHOLUOH\HQ� VR\XW LPDODU×Q 
WUDQVIRUPH HGLOHUHN P�]LNDO GRNX\D 
X\DUODQPDV× \HULQH� MDNDP PDO]HPHVL 
KHPHQ KHU ]DPDQ WHPVLOL VHV ND\QDNODU× 
RODUDN NXOODQ×OP×ĂODUG×U� %LU EDĂND 
GH\LĂOH� JHOHQHNVHO PDNDP oDOJ×V× V×NO×NOD 
GRNX LoHULVLQGH NHQGL VHV G�Q\DV×QGD 
GX\XOGXÿX JLEL NXOODQ×O×U �NDUDNWHULVWLN 
SHUGHOHUL�oH\UHN VHVOHUL LFUD NRGODU× 
D\QHQ NRUXQDUDN� YH %DW×O× HVWHWLN ]HYNH 
J|UH DGDSWH HGLOPH] �AU×Q� ����� �����

+DVDQ 8oDUVX� KDPUDQ İQFH� EYULP DHPLUHO� 
8ÿUDĂ DXUPXĂ� OQXU T�UNPHQ� TROJD 
g]GHPLU� TXUJD\ EUGHQHU� OÿX]KDQ %DOF×� 
EUD\ AOW×QE�NHQ� A\ĂHJ�O KRVWDN� RHYQDN 
<HQJL� EQLV G�P�Ă� %RUDQ MHUW� A\ĂH 
+DWLSRÿOX� GL]HP AODYHU JLEL G|UG�QF� YH 
EHĂLQFL NXĂDN EHVWHFLOHULQ \DS×WODU×QGD T�UN 
MDNDP M�]LÿL·QH KHP N×UVDO KHP GH ĂHKLUOL 
W�U�QH DLW oDOJ×ODU×Q �NDQXQ� XG� NHPHQoH� 
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1H\� WDQEXU� EDÿODPD� ]XUQD� DVPD GDYXO 
YV�� NHQGL P�]LNDO JUDPHUOHULQL PXKDID]D 
HGHUHN NXOODQ×P×QD GDLU ELUoRN |UQHN 
EXOXQPDNWDG×U� G�Q�P�] EHVWHFLOHULQLQ 
NXOODQG×NODU× \HUHO�JHOHQHNVHO PDO]HPHQLQ 
W×Q×V×Q× NRUXPDN NRQXVXQGD ROGXNoD 
GX\DUO× ELU \DNODĂ×P LoHULVLQGH ROGXNODU× 
J|]OHPOHQPHNWHGLU� %X EDÿODPGD P�]LÿLQ 
WHPHO SDUDPHWUHOHULQGHQ ELULQL ROXĂWXUDQ 
W×Q×Q×Q J�Q�P�] EHVWHFLOLÿLQGH EDĂDW ELU URO 
�VWOHQGLÿL G�Ă�Q�OPHNWHGLU�

<irmi %iriQFi <�]\ılıQ daÿGaş M�]ik 
3aQRramasıQa *eQel %akış
<LUPL ELULQFL \�]\×O×Q oDÿGDĂ P�]LN 
SDQRUDPDV×QD NDEDFD EDNW×ÿ×P×]GD� 1HR 
&RPSOH[LW\ \D GD 3RVW SSHNWUDO EHVWHFLOLN 
RNXOODU×Q×Q WDNLSoLVL EHVWHFLOHULQ V×NO×NOD 
WHUFLKL RODQ SHUGH oHĂLWOLOLÿL�ULWPLN oHĂLWOLOLN 
YH oDOJ×VDO UHQN NXOODQ×P× Do×V×QGDQ ROGXNoD 
NDUPDĂ×N P�]LNDO GRNXODU× EDU×QG×UDQ 
\DS×ODUGDQ 3RVW MLQLPDOLVW HÿLOLPOHU 
LoHULVLQGH P�]LN EHVWHOH\HQ EHVWHFLOHULQ 
ROGXNoD \DO×Q P�]LNDO GRNXODU×QD NDGDU oRN 
JHQLĂ ELU \HOSD]H LOH NDUĂ×ODĂ×U×]� %LU EDĂND 
GH\LĂOH \LUPL ELULQFL \�]\×OGD oDÿGDĂ VDQDW 
P�]LÿL� WDULKLQ KLoELU G|QHPLQGH ROPDG×ÿ× 
NDGDU oHĂLWOLOLNWH IDUNO× EHVWHFLOLN VWLOOHUL YH 
HÿLOLPOHUL E�Q\HVLQGH EDU×QG×UPDNWDG×U� 

A History Of Western Music LVLPOL NLWDSWD 
J�Q�P�] oDÿGDĂ P�]LÿLQGH RUWD\D o×NDQ 
EX VWLO IDUNO×ODĂPDV×QD GLNNDW oHNLOPLĂWLU� 
KLWDSWD VHULDOL]PGHQ� ROGXNoD VDGH DUPRQLN 
GRNXODUD� 3RS YH %DW× M�]LÿL G×Ă×QGDQ 
JHOHQHNOHUOH PHOH]OHĂPHOHUGHQ� DYDQW�
JDUGH GHQH\VHOFLOLÿH NDGDU X]DQDQ oRN 
JHQLĂ VSHNWUXP LoHULVLQGH KHU ĂH\LQ P�PN�Q 
RODELOLUOLÿL YXUJXODQP×ĂW×U� A\Q× ND\QDNWD 
´<DĂDG×ÿ×P×] \�]\×OGD NODVLN JHOHQHN 
LoHULVLQGH oDO×ĂPDODU \DSDQ EHVWHFLOHU 
GDKD |QFH J|U�OPHPLĂ NDGDU oRN JHQLĂ ELU 
DUDO×NWD VHoLP \DSPD |]J�UO�ÿ�QH VDKLSOHUµ 
GHQLOPHNWHGLU �%XUNKROGHU�GURXW YH 3DOLVFD 
����� ������

%XQXQOD EHUDEHU W�P EX IDUNO× VWLO YH 
HÿLOLPOHULQ HQ J|]H oDUSDQ RUWDN SD\GDV× 
KLo NXĂNXVX] W×Q× ROJXVXQXQ HOH DO×QPD 
ĂHNOLGLU� <LUPL ELULQFL \�]\×O EHVWHFLOLN SUDWLÿL 

�E�Q\HVLQGH EDU×QG×UG×ÿ× VWLOOHU YH RNXOODUGDQ 
EDÿ×PV×] RODUDN� GDKD |QFH |UQHÿL J|]�NPHPLĂ 
ELU ELoLPGH W×Q×\× \DQL oDOJ×ODU×Q VHV �UHWPH 
ELoLPOHULQL oHĂLWOHQGLUPLĂ YH RODQDNODU×Q× 
DUW×UP×ĂW×U� “Composing the Sound Itself” 
Secondary Parameters and Structure in 
the Music of Ligeti LVLPOL PDNHOHVLQGH AP\ 
%DXHU LLJHWL·QLQ ���� WDULKLQGH EHVWHOHQPLĂ 
�QO� RUNHVWUDO HVHUL LRQWDQR �]HULQGHQ %DW× 
M�]LÿL·QLQ EHVWHFLOLN SUDWLÿLQGH \DĂDQDQ ELU 
N×U×OPD\D LĂDUHW HGHU� %X EDÿODPGD P�]LN 
WDULKLQGH %DW× M�]LÿLQL YDU HGHQ WHPHO EHĂ 
SDUDPHWUH\H� IUHNDQV�V�UH�DUWLN�ODV\RQ�
GLQDPLN�W×Q×� NDEDFD GHo R|QHVDQVWDQ 
<LUPLQFL <�]\×O×Q LNLQFL \DU×V×QD NDGDU NHQGL 
LoLQGH ELU |QHP V×UDV× DWIHGLOPLĂWLU�  %X 
|QHP V×UDV×QD J|UH IUHNDQV YH V�UH ELULQFLO� 
GLÿHUOHUL LVH �DUWLN�ODV\RQ�GLQDPLN�W×Q×� 
LNLQFLO NDWHJRULOHU KDOLQGH GHÿHUOHQGLULOH 
JHOPLĂWLU� AQFDN EX GHÿHUOHQGLUPH <LUPLQFL 
<�]\×O×Q LNLQFL \DU×V×QGDQ LWLEDUHQ GHÿLĂPLĂ� 
LNLQFLO NDWHJRULOHU �DUWLN�ODV\RQ� GLQDPLN�
W×Q×� |Q SODQD o×NP×ĂW×U �%DXHU� ����� ���
���� %DXHU� EHVWHFLOLN SUDWLÿLQGH \DĂDQDQ 
EX GHÿLĂLPLQ L]LQL LLJHWL·QLQ ´LRQWDQRµ 
LVLPOL HVHULQGH V�UHU� %LU EDĂND GH\LĂOH %DW× 
M�]LÿLQLQ WDULKVHO VHU�YHQL ER\XQFD NXĂDNWDQ 
NXĂDÿD DNWDU×ODUDN ĂHNLOOHQHQ PHORGL�DUPRQL 
YH ULWPL |Q SODQD DODQ DQFDN EXQODU×Q 
GHVWHNOH\LFL XQVXUX RODQ J�UO�N� DUWLN�ODV\RQ 
YH RUNHVWUDV\RQX DUND SODQD DWDQ GLQOHPH 
DO×ĂNDQO×ÿ×Q×Q� VRQ �� VHQHGLU ELU GHÿLĂLP 
LoHULVLQGH ROGXÿX J|U�OPHNWHGLU� %X 
GHÿLĂLP ��·OHUGHQ LWLEDUHQ )UDQV×] SSHNWUDO 
M�]LÿL·QLQ RUWD\D o×N×Ă× LOH NHQGLQL J|VWHUPLĂ 
YH VRQUDV×QGD RQX GHYDP HWWLUHQ EHVWHFLOLN 
DN×PODU× LOH dDÿGDĂ M�]LÿLQ \|Q�Q� WD\LQ 
HWPLĂWLU�

%X EDÿODPGD )UDQV×] SSHNWUDO M�]LÿL YH 
RQX L]OH\HQ HÿLOLPOHU� P�]LÿLQ WHPHO EHĂ 
SDUDPHWUHVLQGHQ RODQ W×Q×\× EX KL\HUDUĂLQLQ 
HQ �VW�QH \HUOHĂWLUPLĂWLU� %X \|Q�\OH EX 
GHÿLĂLP� %DW× M�]LÿL TDULKL Do×V×QGDQ |]HO ELU 
|QHPH VDKLSWLU� %XUNKROGHU� GURXW YH 3DOLVFD� 
%LU P�]LN SHUGHVLQLQ W×Q×V×Q×Q RQXQ WHPHO VHVL 
YH GRÿXĂNDQODU×Q×Q ELOHĂLPLQGHQ ROXĂWXÿXQX 
YH KHU ELULQLQ IUHNDQV YH J�UO�NOHULQLQ 
KHP WHPHO VHVH KHP GH ELUELUOHULQH J|UH 
IDUNO× ROGXÿXQX YXUJXODP×ĂODUG×U� %|\OHOLNOH 
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GRÿXĂNDQ ELOHĂHQOHUL IDUNO× ROGXÿXQGDQ� D\Q× 
QRWD\× oDOPDODU×QD UDÿPHQ ELU NHPDQ×Q VHVL 
ELU NODULQHWLQ VHVLQGHQ IDUNO× GX\XOPDNWDG×U 
�%XUNKROGHU� GURXW YH 3DOLVFD� ����� �����

+HU ELU IUHNDQV YH R IUHNDQVD DLW J�UO�N� 
UDNDPVDO RODUDN LIDGH HGLOHELOGLÿL LoLQ� 
ELU oDOJ×Q×Q W×Q×V× ELU VHV VSHNWUXP YH\D 
VRQRJUDP \DUG×P×\OD WDQ×PODQDELOLU YH 
PDWHPDWLNVHO RODUDN DQDOL] HGLOHELOLUGLU� 
%|\OHOLNOH HOHNWURQLN P�]LÿLQ ULQJ 
PRGXODWLRQ WHNQLÿLQGH ROGXÿX JLEL 
NDUPDĂ×N VHVOHU� �VW �VWH ELQGLULOHQ 
VSHNWUXPODU VD\HVLQGH \DUDW×ODELOLU�  
SSHNWUDO P�]LN EX W�U DQDOL]OHU QHWLFHVLQGH 
RUWD\D o×NDQ VHVLQ |]HOOLNOHULQL PHUNH]H 
DO×U YH DNXVWLN HQVWU�PDQODU NXOODQDUDN 
DQDOL] HGLOPLĂ VHVOHULQ DUPRQLN LOLĂNLOHULQL 
WHNUDU \DUDW×U �%XUNKROGHU�GURXW YH 
3DOLVFD� ����� �����

1e\ dalJısıQıQ daÿGaş M�]ikte .XllaQım 
2laQakları
7aKta �Áemeli oalJılarGa eQ sık rastlaQılaQ 
daÿGaş M�]ik tekQikleri
7aKta �Áemeli oalJılarGa kXllaQılaQ temel 
artik�las\RQlar
AOIUHG %ODWWHU� ,QVWUXPHQWDWLRQ�
OUFKHVWUDWLRQ LVLPOL NLWDE×QGD� TDKWD ÜÁHPHOL 
dDOJ×ODUGD DUWLN�ODV\RQ ROJXVXQX QHIHV YH GLO 
NXOODQ×P× Do×V×QGDQ �o HYUHGH NDWHJRUL]H 
HWPHNWHGLU� %LULQFL HYUHGH LFUDF×Q×Q ´WDµ 
V|]F�ÿ� LOH VHVL EDĂODWPDV×QD DWDN �AWWDFN�� 

LNLQFL HYUHGH LFUDF×Q×Q FLÿHUOHULQGHQ VDÿODQDQ 
KDYD DN×Ă× LOH NDP×Ă YH KDYD ERUXVXQXQ 
WLWUHĂLPH JLUPHVLQH GXUDÿDQ�GXUXP �VWHDG\ 
VWDWH� �o�QF� HYUHGH LVH GXUGXUPD �UHOHDVH� 
LOH KDYD DN×Ă×Q×Q NHVLQWL\H XÿUD\DUDN VHVLQ 
VXVWXÿXQX EHOLUWPLĂWLU �%ODWWHU� ������ 

<XNDU×GD Do×NODQDQ �o HYUHQLQ NXOODQ×P×QGDQ 
oHĂLWOL DUWLN�ODV\RQ oHĂLWOHUL RUWD\D 
o×NPDNWDG×U� 8]XQ VHVWHQ N×VD VHVH X]DQDQ 
JHQLĂ ELU VSHNWUXP LoHULVLQGH YDU RODQ 
DUWLN�ODV\RQ oHĂLWOHUL �o EDĂO×N DOW×QGD 
WRSODQPDNWDG×U �%ODWWHU������ ����

/eJatR� �%DÿO× QRWDODU�� %LUELUL DUG×QD oDO×QDQ 
QRWDODU DUDV×QGD ERĂOXN E×UDNPDGDQ oDOPDN� 
%LUELULQH EDÿODQDQ QRWDODU LoHULVLQGH VDGHFH 
ELULQFL QRWD\D GLO YXUXĂX \DS×O×U�

1RQ�/eJatR� �%DÿV×] QRWDODU�� %LUELUL DUG×QD 
oDO×QDQ QRWDODU DUDV×QGD ERĂXN E×UDN×ODUDN 
KHU ELU QRWD\D GLO YXUXĂX JHOLU� LHJDWR LOH 
SWDFFDWWR DUDV×QGD 1RQ LHJDWR �EDÿV×] 
QRWDODU� EXOXQPDNOD EHUDEHU EX DUWLN�ODV\RQ 
oHĂLGLQGH GLO YXUXĂODU×Q×Q X]XQOXÿXQGDQ 
N×VDO×ÿ×QD GRÿUX X]DQDQ �WHQXWR� QRNWDO× 
OHJDWR JLEL YE�� oHĂLWOL DOW ELOHĂHQOHU YDUG×U� 

6taFFattR� �KHVLN NHVLN QRWDODU�� %LUELUL 
DUG×QD oDO×QDQ QRWDODU DUDV×QGD HQ X]XQ 
ERĂOXNODU E×UDN×ODUDN \DS×ODQ DUWLN�ODV\RQGXU� 
1RQ OHJDWR GD ROGXÿX JLEL KHU ELU QRWD\D ELU 
GLO YXUXĂX JHOLU DPD RQGDQ IDUN× QRWDODU NHVLN 
NHVLN GX\XOXU� 

)iJ�r �� AUWLN�ODV\RQ oHĂLWOHUL

)iJ�r �� DLO YXUXĂODU×

'il tekQikleri�
THN YXUXĂOX GLO �VLQJOH WRQJXLQJ�

dLIW YXUXĂOX GLO �GRXEOH WRQJXLQJ�

Üo YXUXĂOX GLO �WULSOH WRQJXLQJ�
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7ril�
TULO� PLNUR�DUDO×NODU GDKLO ELU LNLOL\L DĂPD\DQ NRPĂX QRWDODU DUDV×QGD \DS×ODQ K×]O× G|Q�Ă�PO� 
QRWD WHNUDU×G×U �SHYVD\� ����������

)iJ�r �� TULO

)iJ�r �� TUHPROR

)iJ�r �� GOLVVDQGR

)iJ�r �� 9LEUDWR

7remRlR�
P�· O�GHQ E�\�N DUDO×NOD \DS×ODQ WULOOHU WUHPROR V×Q×I×QD JLUHU �SHYVD\� ����� �����

*lissaQGR�
%LU QRWDGDQ GLÿHULQH ND\G×UPD KDUHNHWL\OH JHoLĂ GHPHNWLU� İNL WHNQLNOH JHQHOOHQHELOLU� <D\J×Q 
RODUDN NXOODQ×ODQ ELULQFL WHNQLNWH� GXGDNODU×Q ĂHNOL GHÿLĂWLULOHUHN� SDUPDNODU×Q K×]O× KDUHNHWL 
LOH HOGH HGLOLU� DDKD D] \D\J×Q RODQ LNLQFL WHNQLNWH LVH oDOJ×Q×Q NDP×Ă× LOHUL�JHUL R\QDW×ODUDN 
HOGH HGLOLU�

'RÿXşkaQlar�
TDKWD QHIHVOL oDOJ×ODUGD �ÁHQHQ WHPHO VHVLQ GRÿXĂNDQODU× �RNWDY�RNWDY�EHĂOL YH\D LNL RNWDY 
\XNDU×V×� DĂ×U× �ÁHPH \ROX\OD HOGH HGLOHELOLU� OUWD\D o×NDQ VHV WHPHO VHVWHQ GDKD F×O×] YH 
NDUDNWHUVL]GLU�

9iEratR�
´9LEUDWR ELU VHVLQ IUHNDQV YH YH\D�J�UO�ÿ�Q�Q EHOLUOL GHUHFH YH VLVWHPGH GHÿLĂHQ DPSOLW�G 
oHUoHYHVLQGH SHUL\RGLN VDO×Q×P×G×U�µ �SHYVD\� ����� ����� 9LEUDWR W�P WDKWD QHIHVOLOHUGH 
GL\DIUDP� oHQH NRQWURO� YH\D HQVWU�PDQ×Q PHNDQLN KDUHNHWOHUL LOH X\JXODQDELOLU �%ODWWHU� 
����� ����
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MikrR Aralıklar�
TDKWD QHIHVOL oDOJ×ODUGD IDUNO× SDUPDN NXOODQ×P×� IDUNO× �ÁHPH WHNQLNOHUL YH\D oDOJ×Q×Q 
DNRUGXQXQ GHÿLĂWLULOPHVL \ROX\OD �� OLN HĂLW WDPSHUHPDQ G×Ă× PLNUR DO×NODU HOGH HGLOHELOLU�

)iJ�r �� MLNUR DUDO×NODU

)iJ�r ��� MXOWLIRQLN2

)iJ�r ��� )UXOODWR �NXUEDÿD GLO�

)iJ�r ��� 1HIHV VHVOHUL

MXltiIRQikler�
%X WHNQLN oDOJ×GDQ D\Q× DQGD LNL YH\D GDKD ID]OD VHV HOGH HGLOHELOPHVL LoLQ NXOODQ×O×U� AU]X 
HGLOHQ VHV NRPELQDV\RQODU× ROXĂDELOPHVL LoLQ DO×Ă×ODJHOPLĂLQ G×Ă×QGD SDUPDN SR]LV\RQODU×� 
GXGDN SR]LV\RQODU×� KDYD EDV×QF× D\DUODPDODU× YH EXQXQ \DQ×QGD �ÁHPH WHNQLÿL GHÿLĂLNOLNOHULQH 
JLGLOHUHN IDUNO× VHV SHUGHOHULQ YH VHV UHQNOHULQLQ NXOODQ×OPDV× VDÿODQ×U �SHYVD\� ����� ���� 
gQHUW�UN� ����� ����

2 )DUNO× SHUGHOHULQ D\Q× DQGD oDO×QDUDN HOGH HGLOHQ MXOWLIRQLNOHUGH� WHNQLÿLQ X\JXODQG×ÿ× oDOJ×\D DLW SDUPDN 
SR]LV\RQODU×Q×Q �Á�W� REXD� NODUQHW YV�� QRWDQ×Q �VW�QH \D]×OPDV× EHNOHQLU�

)rXllatR�
´KXUEDÿD GLOµ GH GHQHQ EX |]HO �ÁHPH WHNQLÿLQGH KDYD DN×P× V×UDV×QGD GLO YH\D GDPDÿ×Q 
NLPL ]DPDQ GD ERÿD]×Q WLWUHĂWLULOPHVL \RUGDP×\OD GHYDPO×O×ÿ× RODQ ´Uµ VHVLQLQ P�]LNDO 
WHODɛX]XQXQ oHĂLWOHULQLQ HOGH HGLOPHVL V|] NRQXVXGXU� %X WHNQLN RNWDYODUD YH E�W�Q VHVOHUH 
X\JXODQDELOGLÿL JLEL \�NVHN \D GD DOoDN GLQDPLNOHUOH GH NXOODQ×ODELOLU� 1RWD �]HULQGH ´)O]µ� 
´)OWµ \D GD ´)UXOOµ VLPJHOHUL\OH J|VWHULOPHNWHGLU �SHYVD\� ����� ���� gQHUW�UN� ����� ����

Nefes Sesleri:
1HIHV VHVOHUL LOH oDOJ×Q×Q LoHULVLQH KDYD �ÁHQLU YH EHOLUVL] ELU IUHNDQV KHGHÁHQLU� %X WHNQLN 
oDOJ×Q×Q Dÿ×]O×ÿ× WDN×O× \D GD o×NDUW×OP×Ă RODUDN JHUoHNOHĂWLULOHELOLU �%ODWWHU� ����� ����
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9Rkali]e 6esler�
dDOJ×GDQ QRUPDO ELU SHUGH oDODUNHQ LFUDF× ELU \DQGDQ Dÿ]×\OD ELU EDĂND SHUGH P×U×OGDQ×U� 
OUWD\D o×NDQ VRQXo LNL VHVLQ D\Q× DQGD GX\XOPDV×QGDQ EDĂND IUHNDQVODU×Q RUWD\D o×NPDV× 
ĂHNOLQGHGLU� EX EDN×PGDQ PXOWLIRQLNOHU LOH EHQ]HUOLN J|VWHULU�3

� )DUNO× 1H\ oDOJ×V× �]HULQGHQ PXOWLIRQLNOHU LQFHOHQLUNHQ HVDV RODUDN EX WHNQLÿH UHIHUDQV YHULOHFHNWLU�

)iJ�r ��� 9RNDOL]H VHVOHU

)iJ�r ��� AQDUPRQLN WULO �EDULRODJH�

)iJ�r ��� 3HUN�VLI VHVOHU

AQarmRQik 7ril�
%XQD W×Q× WUHPRORVX� WHNVHVOL WULO� �QLVRQ WUHPROR� NDSDN YLEUDWRVX YH bariolage GD GHQLU� A\Q× 
QRWD\× DUND DUND\D GHÿLĂLN SDUPDN SR]LV\RQX\OD oDOPD HVDV×QD GD\DQ×U �SHYVD\� ����� �����

3erk�siI 6esler�
TDKWD �ÁHPHOL oDOJ×ODU×Q DNXVWLN RODQDNODU×Q× NXOODQDUDN SHUN�VLI VHVOHU o×NDUPDN� %X VHVOHULQ 
E�\�N oRÿXQOXÿX EHOLUVL] IUHNDQVODUODUGDQ ROXĂXU� EQ V×N NDUĂ×OĂ×ODĂ×ODQ SHUNXVLI VHVOHUL EHĂ 
EDĂO×N DOW×QGD WRSOD\DELOLUL]� %X VHVOHULQ QRWDV\RQXQGD V×NO×NOD IUHNDQV× EHOLUVL] SHUN�V\RQ 
DOHWOHULQGH ROGXÿX JLEL oDUS× ĂHNOLQGH QRWD EDĂO×NO× VLPJHOHU NXOODQ×O×U� 3RUWHQLQ �]HULQGH 
NXOODQ×ODFDN WHNQLN \D]×\OD \D]×O×U �VODS WRQJXH� SL]]� NH\ VODSV YV��

DLO GDUEHVL �VODS WRQJXH�

DLO W×NDF× �WRQJXH UDP�

DLO SL]]LFDWWRVX

dDOJ×\D YXUPDN VXUHWL\OH� oDOJ×Q×Q DNXVWLN RODQDNODU×QGDQ \DUDUODQ×ODUDN HOGH HGLOHQ VHVOHU 

3HUGH VHVOHUL

TDKWD �ÁHPHOL oDOJ×ODUGD HQ V×N NXOODQ×ODQ 
dDÿGDĂ P�]LN WHNQLNOHUL� %ODWWHU ������ 
,QVWUXPHQWDWLRQ � OUFKHVWUDWLRQ� SHYVD\ 
������ OUNHVWUDV\RQ dDOJ×ODPD YH 
OUNHVWUDODPD SDQDW× GURYHV DLFWLRQDU\ �ZHE 
�� YH %ULWDQQLFD DHURSKRQHV �ZHE �� PDGGHOHUL 
JLEL oHĂLWOL ND\QDNODUGD EHQ]HU ELoLPGH HOH 
DO×QP×ĂW×U� OQXU T�UNPHQ� T�UN MDNDP M�]LÿL 
dDOJ×ODU×QD dDÿGDĂ P�]LNWHNQLNOHULQLQ DGDSWH 

HGLOPHVL �]HULQH \D]G×ÿ× “Contemporary 
Instrumental Techniques Applied To Turkish 
Music Instruments Kemençe-Ud-Kanun-
Ney” NDSVDPO× oDO×ĂPDV×QGD LVH ED]× IDUNO× 
WHNQLNOHUH \HU YHULOPLĂWLU� T�UNPHQ·LQ \HU 
YHUGLÿL WHNQLNOHU� LQFHOHQHQ ´TDKWD ÜÁHPHOL 
dDOJ×ODUGD EQ S×N KDUĂ×ODĂ×ODQ dDÿGDĂ M�]LN 
THNQLNOHULµ LOH E�\�N RUDQGD |UW�ĂPHNWHGLU� 
TDKWD �ÁHPHOL oDOJ×ODUGD NXOODQ×ODQ WHNQLNOHU 
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JHQHO RODUDN �� EDĂO×N DOW×QGD WRSODQ×UNHQ 
T�UNPHQ� 1H\ oDOJ×V×QD X\DUODG×ÿ× EX 
WHNQLNOHUL V×UDV×\OD ROPDN �]HUH ĂX ROPDN 
�]HUH �� EDĂO×N DOW×QGD WRSODU �T�UNPHQ� 
����� ���������

AMHOLWH �Agility)

%DÿO× oDOPD (Legato playing)

AUWLN�ODV\RQ� THQXWR�KHVLN NHVLN oDOPD 
(Articulation: Tenuto-Staccato)

MDUFDWR�MDUWHOODWR� Vurgulu-Martellato

TULOOHU YH TUHPRORODU (Trills and Tremolos)

9LEUDWR (Vibrato)

KD\G×UDUDN oDOPD (Glissando)

KXUEDÿD GLO (Flutter tongue)4

1HIHV SHVOHUL (Breath tones)

+RUWODWPD5

A\Q× DQGD KHP oDO×S KHP V|\OHPH 
�Simultaneous singing) EN]� 9RNDOL]H 
VHVOHU

%DĂSDUH\L o×NDUWDUDN oDOPD (Playing 
without başpare)

dH\UHN VHVOH (Microtones)

KURPDWLN LFUD (Chromatic playing)

DHOLN W×N×UW×ODU× (Hole clicks)

%X oDO×ĂPD NDSVDP×QGD� 1H\ oDOJ×V× LoLQ 
oDÿGDĂ \HGL EHVWHFLQLQ \HGL \DS×W× �]HULQGHQ 
LQFHOHQHQ |UQHNOHUGH EX WHNQLNOHULQ 
ED]×ODU×QD UDVWODPDNWD\×]� %XQXQOD EHUDEHU 
|UQHNOHUGH NDUĂ×ODĂ×ODQ EX WHNQLNOHULQ� 
JHQHO PDQDGD P�]LÿL YDU HGHQ EHĂ NDWHJRUL 
LoHULVLQGH� �IUHNDQV � V�UH � DUWLN�ODV\RQ � 

GLQDPLN � W×Q×� IDUNO× NDWHJRULOHULQ DOW×QGD 
V×UDODQG×NODU× J|]OHPOHQPLĂWLU� S|]JHOLPL� 
EDÿO× oDOPD �OHJDWR��NHVLN NHVLN oDOPD 
�VWDFFDWR� YE� artikülasyon NDWHJRULVL 
DOW×QGD WRSODQPDNWD\NHQ� oH\UHN VHVOHU 
�PLFURWRQHV� � ND\G×UDUDN oDOPD �JOLVVDQGR� 
� NURPDWLN LFUD �FKURPDWLF SOD\LQJ� YE� 
WHNQLNOHU frekans NDWHJRULVL DOW×QGD� YRNDOL]H 
VHVOHU�QHIHV VHVOHUL YE� WHNQLNOHU LVH tını 
NDWHJRULVL DOW×QGD WRSODQPDNWDG×U� DDKDV× EX 
WHNQLNOHULQ QHUHGH\VH WDPDP× 1H\ oDOJ×V×Q×Q 
NRQYDQVL\RQHO \D]×V×Q×Q G×Ă×QGD NDOPDNWDG×U� 
%LU EDĂND GH\LĂOH 1H\ oDOJ×V×Q×Q NRQYDQVL\RQHO 
�1H\ HÿLWLPLQGH NXOODQ×OG×ÿ× KDOL\OH� QRWD 
\D]×V×QGD YH LFUD SUDWLÿLQGH EX WHNQLNOHULQ 
E�\�N N×VP×\OD NDUĂ×ODĂ×OPDPDNWDG×U� 

%X EDÿODPGD 1H\ oDOJ×V×Q×Q NRQYDQVL\RQ 
G×Ă× \D]× |UQHNOHUL �]HULQGHQ DQDOL]OHULQH 
JHoPHGHQ |QFH� EX oDOJ×Q×Q NRQYDQVL\RQHO 
\D]×V×QGDQ VHoLOPLĂ ED]× |UQHNOHUL� 
P�]LÿLQ WHPHO EHĂ NDWHJRULVL �IUHNDQV�
V�UH�DUWLN�ODV\RQ�GLQDPLN�W×Q×� �]HULQGHQ 
LQFHOHQHFHNWLU� %|\OHOLNOH 1H\ oDOJ×V×Q×Q 
NRQYDQVL\RQHO YH NRQYDQVL\RQ G×Ă× NXOODQ×P×Q×Q 
oHUoHYHVL EHOLUOHQHUHN� LQFHOHQHQ \HGL 
\DS×W×Q DQDOL]OHULQGH NDUĂ×ODĂ×ODQ dDÿGDĂ 
M�]LÿH LoNLQ WHNQLNOHU� WHPHO NDWHJRULOHU 
LoHULVLQGH NRQXPODQG×U×OPD\D oDO×Ă×ODFDNW×U�

AraştırmaQıQ AmaFı Ye 3rRElemi
SRQ \×OODUGD K�OW�UOHUDUDV× dDÿGDĂ P�]LN 
OLWHUDW�U�QGH 1H\ oDOJ×V× KDW×U× VD\×O×U 
ELU \HU WXWPD\D EDĂODP×ĂW×U� %X oDO×ĂPD 
NDSVDP×QGD �ONHPL]GHQ YH G�Q\DGDQ VRQ �� 
VHQH LoHULVLQGH 1H\ oDOJ×V×Q×Q GkKLO ROGXÿX 
RGD P�]LÿL IRUPDW×QGD YH VROR \DS×WODU 
�UHWHQ \HGL EHVWHFLQLQ �EGD EU�AVO× KREDQHU�
ONDQ <DĂDUODU�JHUHP\ :RRGUXɛ�AWWLOD 
KDGUL āHQGLO�MXVWDID EUHQ AU×Q�TRLYR TXOHY� 
�UHWLPOHUL �]HULQGHQ 1H\ oDOJ×V×Q×Q dDÿGDĂ 
M�]LNWH KXOODQ×P OODQDNODU×Q×Q VDSWDQPDV× 
DPDoODQPDNWDG×U� %X NDSVDPGD RUWD\D NRQDQ 
WHNQLN YHULOHUOH LOHULGH EX DODQGD \DS×ODFDN 
VDQDWVDO�DNDGHPLN �UHWLPOHUH NDWN× VXQPDN 
KHGHÁHQPHNWHGLU�

1H\ oDOJ×V× LoLQ \D]×OP×Ă dDÿGDĂ P�]LN 
\DS×WODU×QGD NRQYDQVL\RQ G×Ă× LFUD WHNQLNOHUL 
J|]OHQPHNWHGLU� %X WHNQLNOHULQ NXOODQ×OG×ÿ× 

4 T�UNPHQ NXUEDÿD GLO WHNQLÿLQLQ oLIW YXUXĂOX GLO �GRXEOH 
WRQJXLQJ� YH �o YXUXĂOX GLO �WULSOH WRQJXLQJ� WHNQLNOHULQLQ 
P�PN�Q ROPDPDV×QGDQ GROD\× 1H\ oDOJ×V×QGD P�PN�Q 
ROPDG×ÿ×Q× EHOLUWLU �T�UNPHQ� ����� �����
5 ´+RUWODWPDµ T�UNPHQ WDUDI×QGDQ QH\ oDOJ×V×QD |]J� 
ELU WHNQLN RODUDN EHOLUWLOPLĂWLU� gWH \DQGDQ NRQYDQVL\RQ 
LoHULVLQGH EX WHNQLÿH GDKD oRN NDYDO oDOJ×V×Q×Q LFUD 
SUDWLÿLQGH UDVWODQPDNWDG×U �T�UNPHQ� ����� �����
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\DS×WODU NRQYDQVL\RQ G×Ă× 1H\ \D]×V× EDĂO×ÿ× 
DOW×QGD WRSODQPDNWDG×U� 1H\ oDOJ×V×Q×Q 
dDÿGDĂ M�]LNWH NXOODQ×P RODQDNODU× QHOHUGLU 
NRQXVX WHPHO SUREOHPGLU� KRQYDQVL\RQ 
G×Ă× 1H\ \D]×V×Q×Q NRQYDQVL\RQHO 1H\ \D]×V× 
LOH DUDV×QGDNL IDUNO×O×NODU \D GD D\U×ĂPDODU 
\HGL EHVWHFLQLQ \HGL \DS×W× �]HULQGHQ 
DUDĂW×U×ODFDNW×U�

Alt 3rRElemler
 ¾ 1H\ oDOJ×V×Q×Q NRQYDQVL\RQHO NXOODQ×P 

WHNQLNOHUL QHOHUGLU"

 ¾ 1H\ oDOJ×V×Q×Q NRQYDQVL\RQ G×Ă× 
NXOODQ×P WHNQLNOHUL QHOHUGLU"

 ¾ KRQYDQVL\RQ G×Ă× 1H\ \D]×V×Q×Q 
NRQYDQVL\RQHO 1H\ \D]×V× LOH DUDV×QGDNL 
IDUNO×O×NODU \D GD D\U×ĂPDODU QHOHUGLU

 ¾ %HVWHFLOHU NRQYDQVL\RQ G×Ă× WHNQLNOHUL 
HVHUOHULQGH QDV×O NXOODQP×ĂODUG×U"

6ıQırlılıklar
%X oDO×ĂPD� ��������� WDULKOHUL DUDV×QGD 
EHVWHOHQPLĂ LoHULVLQGH 1H\ oDOJ×V×Q×Q 
EXOXQGXÿX G|UW DGHW OGD M�]LÿL \DS×W× YH 
�o DGHW VROR 1H\ \DS×W× LOH V×Q×UO×G×U� THPHO 
EHĂ NDWHJRUL �]HULQGHQ \DS×ODQ DQDOL]OHUGH 
KHU \DS×WWDQ KHU NDWHJRUL LoLQ ELU |UQHN 
VHoLOPLĂWLU�

Yöntem
AraştırmaQıQ MRGeli
%X DUDĂW×UPD� QLWHO DUDĂW×UPD PRGHOL 
oHUoHYHVLQGH HOH DO×QDFDNW×U� 1H\ oDOJ×V× 
LoLQ OGD M�]LÿL YH SROR RODUDN EHVWHOHQPLĂ 
\HGL dDÿGDĂ P�]LN|UQHÿLQLQ� P�]LÿLQ 
WHPHO EHĂ NDWHJRULVL �]HULQGHQ �IUHNDQV�
V�UH�DUWLN�ODV\RQ�GLQDPLN�W×Q×� DQDOL]L 
\DS×ODFDNW×U� AQDOL]OHU VRQXFXQGD HOGH HGLOHQ 
EXOJXODU WDEOR KDOLQGH YHULOHFHNWLU� 

9eri 7RSlama 7ekQikleri
%X oDO×ĂPDGD NXOODQ×ODQ J|UVHO YH LĂLWVHO 
YHULOHU OQGRNX] MD\×V ÜQLYHUVLWHVL 
E�Q\HVLQGH ��������� WDULKOHUL DUDV×QGD 
G�]HQOHQHQ XOXVDO�XOXVODUDUDV× DNDGHPLN�
VDQDWVDO HWNLQOLNOHUGHQ HOGH HGLOPLĂWLU� 
dDO×ĂPD NDSVDP×QGD DQDOL] HGLOHQ \HGL 
\DS×W×Q DOW× WDQHVL OM8 HWNLQOLNOHULQGH 

VDKQHOHQPLĂ YH EXQODU×Q NRQVHU ND\×WODU×QGDQ 
\DUDUODQ×OP×ĂW×U� %LU \DS×W LVH VDKQHOHQPHPLĂ 
DQFDN VHV ND\×W WHNQRORMLVL LOH ND\×W DOW×QD 
DO×QP×ĂW×U�

%eş 7emel .ateJRri h]eriQGeQ 
.RQYaQsi\RQel 1e\ <a]ısıQıQ 
'eÿerleQGirilmesi
1H\ oDOJ×V×Q×Q NRQYDQVL\RQHO QRWD |UQHNOHULQH 
JHoPHGHQ |QFH NRQYDQVL\RQHO 1H\ \D]×V×QGDQ 
QH DQODĂ×OG×ÿ×Q×Q YH EXQXQ ´JHOHQHNµ LOH RODQ 
IDUN×Q×Q oHUoHYHOHQPHVL JHUHNPHNWHGLU� 
%LOLQGLÿL �]HUH WDULK ER\XQFD 1H\ HÿLWLPL 
V|]O� ELU DNWDUPD JHOHQHÿL RODQ MHĂN 
\ROX\OD XVWD�o×UDN LoHULVLQGH V�UHJHOPLĂWLU� 
��� <�]\×O×Q LNLQFL \DU×V×QGDQ LWLEDUHQ T�UN 
MDNDP M�]LÿL·QGH \DĂDQDQ MRGHUQOHĂPH 
V�UHFL LOH EHUDEHU \D]×O× DNWDU×P DUDF× RODUDN 
QRWD NXOODQ×P× oRN V×Q×UO× RUDQODUGD EDĂODP×Ă 
ROVD GD QRWD \D]×V× NXOODQ×P×Q×Q T�UN MDNDP 
M�]LÿL·QGH \D\J×QODĂPDV× JHUoHN DQODPGD 
��� <�]\×OGDQ LWLEDUHQ J|U�OPHNWHGLU� ́ MHĂNµ 
HÿLWLPL V|]O� N�OW�U �U�Q�G�U YH RGDÿ×QD 
LĂLWVHO DOJ×\× YH LĂLWVHO KDI×]D\× NR\DU� |WH 
\DQGDQ QRWD HÿLWLPL \D]×O× N�OW�U �U�Q�G�U 
YH RGDÿ×QD J|UVHO DOJ×\× YH J|UVHO KDI×]D\× 
NR\DU� %LU EDĂND GH\LĂOH PHĂN JHOHQHNVHO 
WRSOXPXQ N�OW�UHO KDI×]DV×Q× WHPVLO 
HGHUNHQ� QRWD \D]×V× PRGHUQ WRSOXPXQ 
VDQDWo× ELUH\LQL WHPVLO HGHU� MHĂN VLVWHPLQLQ 
YD]JHoLOPH]L RODQ XVWD�o×UDN LOLĂNLVL QRWD 
\D]×V×\OD EHUDEHU NXUXPVDO ELU NLPOLN 
ND]DQP×Ă YH |ÿUHQFL�|ÿUHWPHQ LOLĂNLVLQH 
G|Q�ĂP�ĂW�U� %X EDÿODPGD |UJ�Q P�]LN 
HÿLWLPL �KRQVHUYDWXYDU�M�]LN ANDGHPLVL 
YV�� PHĂN VLVWHPLQLQ GHYDP× ROPDNWDQ oRN 
RQGDQ X]DNODĂPD\× |QJ|U�U� gÿUHWPHQOHU� 
|ÿUHQFLOHULQL V|]O� DNWDU×P \ROX\OD EHVOH\HQ 
´XVWDODUGDQµ oRN� RQODUD |QOHULQGHNL \D]×O× 
PHWQL LFUD\D G|NHELOPHOHULQGH �QRWD \D]×V×� 
UHKEHUOLN HGHQ X]PDQODUD G|Q�ĂP�ĂOHUGLU� 
1RWD \D]×V×Q×Q� T�UN MDNDP M�]LÿL HÿLWLP 
NXUXPODU×QGD EDĂO×FD DNWDU×P VLVWHPL 
ROPDV×QGDQ KDUHNHWOH� EX VLVWHPLQ DUW×N 
NRQYDQVL\RQHO RODQD G|Q�ĂW�ÿ� �NDEXO HGLOHQ� 
PXWDE×N ROXQDQ� QRUP RODQ� EHOLUWLOHELOLU� 
g]HWOH T�UN MDNDP M�]LÿL·QLQ V|]O� DNWDU×PD 
GD\DQDQ LFUD JHOHQHÿL� \HULQL QRWD \D]×V×QD 
E×UDNDQ LFUD NRQYDQVL\RQXQD G|Q�ĂP�ĂW�U� 
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%LOLQGLÿL �]HUH T�UN MDNDP M�]LÿL·QGH 
QRWD \D]×V× VDGHFH ELU WDQH SDUWL\L J|VWHULU 
YH WRSOXOXNWD EXOXQDQ E�W�Q GLÿHU LFUDF×ODU 
�ĂDUN×F×� 1H\ LFUDF×V×� NDQXQ LFUDF×V×� NHPHQoH 
LFUDF×V×� XG LFUDF×V×� WDQEXU LFUDF×V×� NXG�P 
LFUDF×V× YE�� D\Q× SDUWL\L VHVOHQGLULU� %X 
oDOJ×ODU×Q KHSVLQLQ IDUNO× oDOJ× DLOHOHULQH DLW 
ROGXNODU× �QHIHVOL >DHURIRQ@� \D\O×� P×]UDSO× 
>NRUGRIRQ@� YXUPDO× >PHPEUDQRIRQ@� YH IDUNO× 
LFUD SUDWLNOHUL EXOXQGXÿXQGDQ �DUWLN�ODV\RQ 
IDUNODU×� QRWD G×Ă× LFUD JHOHQHÿL� V�VOHPHOHU 
YE�� KHSVL D\Q× SDUWL\L RNXVD ELOH RUWD\D 
KHWHURIRQLN ELU P�]LNDO GRNX o×NDU� %X 
EDÿODPGD T�UN MDNDP M�]LÿL LFUD SUDWLÿL 
LoHULVLQGH KHU oDOJ×\D |]HO \D]×OP×Ă QRWD\D 
SHN UDVWODQ×OPD]� 

%XQXQOD EHUDEHU T�UN MDNDP M�]LÿL·QLQ 
NRQYDQVL\RQX LoHULVLQGH \HWLĂHQ |ÿUHQFLOHULQ 
PH]XQ RODELOPHOHUL LoLQ NHQGLOHULQGHQ 
EHNOHQHQ� LFUDF× RODUDN NDSDVLWHOHULQLQ 
V×Q×UODU×Q× YH P�]LV\HQOLNOHULQLQ VHYL\HVLQL 
WHPVLO HGHQ ED]× �VW G�]H\ VD] HVHUOHUL 
YDUG×U�6 %X HVHUOHU T�UN MDNDP M�]LÿLQLQ LFUD 
NRQYDQVL\RQXQXQ V×Q×UODU×Q× WD\LQ HGHU�  

%X oDO×ĂPD NDSVDP×QGD DĂDÿ×GD T�UN 
MDNDP M�]LÿL·QLQ 1H\ UHSHUWXDU×QGD JHoHQ 
DPD oDOJ×Q×Q WHNQLN YH P�]LNDO V×Q×UODU× 
EDN×P×QGDQ �VW G�]H\ RODUDN NDEXO HGLOHQ 
ELUNDo HVHUGHQ \D]×O× |UQHNOHU YHULOPLĂWLU�7 %X 
|UQHNOHU 1H\ oDOJ×V×Q×Q LFUD NRQYDQVL\RQXQ 
V×Q×UODU×Q× EHOLUOHPHN DPDF×\OD P�]LÿLQ EHĂ 
WHPHO NDWHJRULVL �]HULQGHQ LQFHOHPH\H WDEL 
WXWXOPXĂWXU�

� T�UN MDNDP M�]LÿL UHSHUWXDU×Q×Q E�\�N E|O�P�Q� 
V|]O� HVHUOHU ROXĂWXUPDNWDG×U� KXĂNXVX] EX HVHUOHU EX 
oDO×ĂPDQ×Q NDSVDPD DODQ× G×Ă×QGDG×U� %XQXQOD ELUOLNWH 
KDOD \HWHUOL RUDQGD ROPDVD GD ND\GD GHÿHU VD\×GD VD] 
HVHUL GH UHSHUWXDUGD \HU DOPDNWDG×U� 3HĂUHY YH SD] 
SHPDLOHUL EX W�U�Q HQ |QGH JHOHQ IRUPODU×G×U�
7 T�UN MDNDP M�]LÿL¿QGH HPSURYL]DV\RQ TDNVLP 
LFUDV× oRN |QHPOL ELU \HU WXWDU� GHOHQHNVHO RODUDN 
T�UN MDNDP P�]LV\HQOHULQGHQ� \D]×O× P�]LNOHULQ 
LFUDV×QGDQ |QFH YH\D GXUXPD J|UH VRQUD NHQGL P�]LNDO 
NDSDVLWHOHULQL VHUJLOH\HELOHFHNOHUL MDNDPVDO \D GD 
PHORGLN \HWLOHULQL VXQDELOHFHNOHUL LNQD HGLFL ©TDNVLPOHUª 
JHUoHNOHĂWLUPHOHUL EHNOHQLU�  DDKDV× TDNVLP LFUDF×O×ÿ× 
P�]LN HÿLWLPLQLQ D\U×OPD] ELU SDUoDV×G×U� %XQXQOD 
ELUOLNWH EX oDO×ĂPD NDSVDP×QGD LQFHOHPH\H NRQX RODQ 
\D]×O× ND\QDNODU ROGXÿXQGDQ� DQDOL]OHU LoLQ VDGHFH 
LFUDGDQ |QFH EHVWHOHQPLĂ YH UHSHUWXDUD JLUPLĂ \D]×O× 
QRWDODUGDQ |UQHNOHU YHULOPLĂWLU�
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)iJ�r ��� TDQEXUL &HPLO %H\ ´āHGG�L AUDEDQ SD] SHPDLµ KRQYDQVL\RQHO QH\ \D]×V× �ZHE ��
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7aQEXri &emil %e\ ´āeGG�i AraEaQ 6a] 
6emaiµ %eş 7emel .ateJRri h]eriQGeQ 
ĀQFeleQmesi�

)rekaQs� EVHULQ DUPRQLN GLOL DLW ROGXÿX 
PDNDP×Q �āHGG�L AUDEDQ MDNDP×� V×Q×UODU× 
LoHULVLQGH JHUoHNOHĂLU� EVHULQ PHORGLN V×Q×UODU× 
NDO×QGDQ LQFH\H \HJkK �QRWD �]HULQGH 
D�9� LOH WL] K�VH\QL �QRWD �]HULQGH E�� 
SHUGHOHUL DUDV×QGD EHOLUOHQPLĂWLU� �� RNWDY�� 
WDP VHVOLN ELU DODQ� MHORGLN \DS× HVHULQ 
E�\�N E|O�P�QGH ELWLĂLN VH\UHWPHNWHGLU� 
�GHOHQHNVHO T�UN MDNDP M�]LÿL·QLQ 
WDPDP×QD \DN×Q×QGD PHORGLN \DS×ODU ELWLĂLN 
VH\UHGHU�� MHORGLQLQ NHVLQWL\H XÿUD\×S 
DWODPDODU NXOODQ×OG×ÿ× ]DPDQ ��oO��G|UWO��
EHĂOL�DOW×O×�\HGLOL�VHNL]OL DUDO×NODU� oRÿX 
]DPDQ PHORGLN KDUHNHW JHOGLÿLQGHQ WHUV 
\|QH GRÿUX ELWLĂLN RODUDN LOHUOHU� AWODPDGDQ 
VRQUD D\Q× \|QH LOHUOHQGLÿL GXUXPODU HQGHU 
RODUDN EXOXQPDNOD EHUDEHU EX W�U PHORGLN 
KDUHNHWOHU JHQHOGH LoHULVLQGH NDUDU VHVLQL 
YH J�oO�V�Q� �\HJkK >D�@�UDVW>G�@� YH\D 
RQODU×Q �VW RNWDYODU×QGD EXOXQDQ SHUGHOHUOH 
�QHYD>D�@�JHUGDQL\H>G�@� LOLĂNLOLGLU� ÜoO� 
DUDO×NODU×Q SHĂL V×UD D\Q× \|QGH NXOODQ×P×QGD 
\HU \HU N×VPL ELU HODVWLNOLN ROVD GD EX W�U 
KDUHNHWOHU ORNDO G�]H\GH JHUoHNOHĂLS JHQHOL 
EHOLUOHPH]� g]HWOH PHORGLN NXUJXQXQ 
WDPDP×QGD D] oRN Dÿ×]OD HĂOLN HGLOHELOLUOLN 
LONHVLQLQ JHoHUOL ROGXÿX EHOLUWLOHELOLU�

6�re� EVHULQ ULWPLN GRNXVX HVHULQ ]DPDQ× 
WDUDI×QGDQ EHOLUOHQLU� GHOHQHNVHO UHSHUWXDU×Q 
WDPDP×QD \DN×Q×QGD ROGXÿX �]HUH SD] 
VHPDLVLQLQ LON �o KDQHVL ����� DNVDN 
VHPDL� VRQ KDQHVL LVH ���� \�U�N VHPDL� 
XVXOOHULQGHGLU� ANVDN VHPDL ]DPDQ× �XVXO�� 
����  � �VHNL]OLN� � � �VHNL]OLN� � � �VHNL]OLN� 

� � �VHNL]OLN� ĂHNLOGH JUXSODQG×U×OP×ĂNHQ� 
\�U�N VHPDL ]DPDQ× �XVXO�� � �VHNL]OLN� � 
� �VHNL]OLN� ĂHNLOGH JUXSODQG×U×OP×ĂW×U� EVHU 
ER\XQFD NDUĂ×ODĂ×ODQ ULWPLN KL\HUDUĂLOHU ���OLN 
� ��O×N ²VHNL]OLN � G|UWO�N� QRNWDO× YXUXĂODU� 
�oOHPHOHU� YH RQODUGDQ PH\GDQD JHOHQ 
WDUW×PVDO \DS×ODU HVHUGH NXOODQ×ODQ ]DPDQ×Q 
�XVXO \DS×V×Q×Q� V×Q×UODU× LoHULVLQGH YDUO×N 
J|VWHULUOHU� %LU EDN×PD W�P WDUW×PVDO LOLĂNLOHU 
KL\HUDUĂLN RODUDN JHQHO ]DPDQD WDELGLUOHU� 
EVHULQ VRQ KDQHVLQGH JHOHQHNWH NDUĂ×ODĂ×OG×ÿ× 
�]HUH ]DPDQOD EHUDEHU �XVXO� WHPSR GD 
K×]ODQ×U� 

Artik�las\RQ� EVHUGH KHUKDQJL ELU 
DUWLN�ODV\RQ KDUHNHWL �EDÿ� VWDFFDWR YE�� 
QRWDGD EHOLUWLOPHPLĂ GROD\×V×\OD \RUXP 
LFUDF×ODUD E×UDN×OP×ĂW×U�

'iQamik� EVHUGH J�UO�N LĂDUHWOHUL QRWDGD 
EHOLUWLOPHPLĂ \RUXP LFUDF×ODUD E×UDN×OP×ĂW×U�

7ıQı� 1H\ oDOJ×V×Q×Q NRQYDQVL\RQHO VHV 
�UHWPH \ROODU× G×Ă×QGD KHUKDQJL ELU IDUNO×O×N 
EXOXQPDPDNWDG×U�

g]HWOH� 1H\ \D]×V×Q×Q NRQYDQVL\RQX LoHULVLQGH 
GHÿHUOHQGLULOHQ EX |UQHNWH IUHNDQV NDWHJRULVL 
LoHULVLQGH DUPRQLN GLO LOJLOL PDNDP×Q \DS×V×� 
PHORGLN KDUHNHWOHU oRÿX ]DPDQ ELWLĂLN� 
V�UH NDWHJRULVL LoHULVLQGH NXOODQ×ODQ ULWPLN 
HOHPDQODU ]DPDQVDO E|O�QPHOHUH WDEL ROXS� 
DUWLN�ODV\RQ YH GLQDPLNOH LOJLOL NRQXODU 
QRWDGD EHOLUWLOPHPLĂ YH W×Q×VDO SODQGD 
QRUPDO oDO×P WHNQLNOHULQLQ G×Ă×QGD KHUKDQJL 
ELU GHÿLĂLNOLN \D GD \HQLOLN VDSWDQPDP×ĂW×U�

� TDQEXUL &HPLO %H\·LQ āHGG�L AUDEDQ SD] SHPDLVL 1H\ 
oDOJ×V×QGD PDNDP×Q LKWLYD HWWLÿL SHUGHOHULQ EDV×P×QGD 
EHOOL ELU LFUD VHYL\HVL JHUHNWLUGLÿL LoLQ NRQYDQVL\RQHO QH\ 
\D]×V×QD JHoHUOL ELU |UQHN ROXĂWXUPDNWDG×U�
9 %X oDO×ĂPD NDSVDP×QGD QRWDODU×Q DLW ROGXNODU× VHV 
E|OJHVLQLQ EHOLUWLOPHVL LoLQ NXOODQ×ODQ WHUPLQRORML 
�G|UG�QF� RNWDYGDNL GR &� EHĂLQFL RNWDYGDNL UH D� YE��� 
SL\DQR oDOJ×V× �]HULQGHNL \HUOHULQH J|UH EHOLUOHQPLĂWLU� 
%X NDSVDPGD &� VRO DQDKWDU× �]HULQGH SRUWHQLQ KHPHQ 
DOW×QGDNL GR QRWDV×Q× EHOLUWLUNHQ �SL\DQRGD G|UG�QF� 
RNWDYGDNL GR� V|]JHOLPL VRO DQDKWDU× oL]JLVL �]HULQGHNL 
VRO QRWDV×Q× LIDGH HWPHN LoLQ G� �SL\DQRGD G|UG�QF� 
RNWDYGDNL VRO� N×VDOWPDV× NXOODQ×OP×ĂW×U�
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%XlJXlar Ye <RrXm �.RQYaQsi\RQ Gışı 1e\ \a]ısıQa |rQekler�
(Ga (r ´+et /eYeQ is 1et (eQ .reQteQERl� Met AI (Q 7Re (eQ +arG 6tXkMeµ 
dalJılama� 1e\� &ellR� 3i\aQR
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� ��� |Oo�GH 1H\ SDUWLVLQGH �HQ �VW SDUWL� ��·O×N VXV LOH EDĂOD\×S ELU DGHW �·OLN YH LNL DGHW ��·O×N QRWDODUOD 
WHNUDU HGHQ E¯ � QRWDV× ELU EHĂOHPH WDUW×P× LoHULVLQGHGLU� %X SDVDM ULWPLN RODUDN NRQYDQVL\RQHO 1H\ \D]×V×Q×Q 

G×Ă×QGDG×U�

)iJ�r ��� �����·F× |Oo�OHUGH 1H\ SDUWLVLQGH �HQ �VW SDUWL� |Oo�V�] WUHPROR %E� QRWDV× ND\G×UDUDN �JOLVV� %� 
QRWDV×QD YDU×\RU YH EXUDGDQ OHJDWR EDÿ×\OD ELU LNLOLN QRWD GDKD X]DW×O×\RU� %X NDGDU N×VD V�UHGH \DS×ODQ DUWLN�ODV\RQ 

GHÿLĂLPOHUL NRQYDQVL\RQHO 1H\ \D]×V×Q×Q G×Ă×QGDG×U�

)iJ�r ��� �� LOH ��� |Oo�OHU DUDV×QGD 1H\ SDUWLVLQGH ��VW SDUWL� �oOHPHOHUOH WHNUDU HGHQ DE��&� �M��OL DUDO×ÿ× 
NRQYDQVL\RQHO 1H\ \D]×V×Q×Q V×Q×UODU× G×Ă×QGDG×U�

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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)iJ�r ��� �����·FL |Oo�OHUGH 1H\ SDUWLVLQGH �HQ �VW SDUWL� \HU DODQ SDVDMGD QLHQWH GHQ�PXWODN VHVVL]OLN� SL\DQR\D 
Do×OPDNWDG×U� %X W�U ELU J�UO�N KDUHNHWL NRQYDQVL\RQHO 1H\ \D]×V×QGD EXOXQPD]�

)iJ�r ��� 1H\ SDUWLVLQGH �� gOo�GH EDĂOD\×S � |Oo� ER\XQFD GHYDP HGHQ SDVDM ER\XQFD 1H\ LFUDF×V×QGDQ EHOOL 
EHOLUVL] ELU VHV HOGH HWPHN LoLQ HQVWU�PDQ×Q LoLQH �ÁHPHVL LVWHQLU� 1H\GHQ HOGH HGLOHQ EX W�U ELU HIHNW W×Q× 

NDWHJRULVL LoHULVLQGH NRQYDQVL\RQ G×Ă× \D]×\D |UQHNWLU�

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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Aslı .REaQer “Karacahmet- Üsküdar Bir İki” 
dalJılama� 1e\�*itar�3i\aQR
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� 1H\ SDUWLVLQGH �HQ �VW SDUWL� ����� |Oo�OHUGH EHOLUHQ PHORGLN KDUHNHW DUPRQLN GLOL EDN×P×QGDQ �D��E� 
>oH\UHN VHV EHPRO@�D��&���)�� NRQYDQVL\RQ G×Ă×G×U�

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� 1H\ SDUWLVLQGH ��|Oo�GHNL )� QRWDV×QGD IDUNO× ULWPLN GHÿHUOHUOH ELU ×VUDU V|] NRQXVXGXU� Üo�QF� YXUXĂWD 
NDUĂ×ODĂ×ODQ G�]HQVL] �oOHPH �ELU G|UWO�N ELU VHNL]OLNWHQ ROXĂDQ �oOHPH� NRQYDQVL\RQHO 1H\ \D]V×Q×Q G×Ă×QGDG×U�
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)iJ�r ��� �����·XQFX |Oo�OHUGH 1H\ SDUWLVLQGH NDUĂ×ODĂ×ODQ IRUWHVVLPR �ɛ� SDVDM J�UO�N Do×V×QGDQ NRQYDQVL\RQ 
G×Ă×G×U�

)iJ�r ��� 1H\ SDUWLVLQGH �HQ �VW SDUWL� ����� |Oo�OHUGH NDUĂ×ODĂ×ODQ o×N×F× PHORGLN KDUHNHW �E��)���G��G���G >� 
oH\UHN GL\H]@ %��%���%�� DUPRQLN GLOL EDN×P×QGDQ NRQYDQVL\RQ G×Ă×G×U�

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

2kaQ <aşarlar “Wir Verstehen Euch Nicht” 
dalJılama� 1e\�dellR�3i\aQR
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� ��� |Oo�GH 1H\ SDUWLVLQGH �HQ �VW SDUWL� NDUĂ×ODĂ×ODQ G� SHUGHVLQGH JHUoHNOHĂHQ QRWD\D DO×QP×Ă 
DFFHOHUDQGR�ULWDUGDQGR �ZULWWHQ RXW DFFHOHUDQGR�ULWDUGDQGR� ÀJ�U� NRQYDQVL\RQHO 1H\ \D]×V×Q×Q G×Ă×QGDG×U�

)iJ�r ��� �����·F� |Oo�OHUGH 1H\ SDUWLVLQGH �HQ �VW SDUWL� D�� LOH EDĂOD\DQ ��·O×N QRWDODUGDQ ROXĂDQ ÀJ�U oRN N×VD 
V�UHOL VWDFFDWR RODUDN EHOLUWLOPLĂWLU� %X W�U ELU DUWLN�ODV\RQ NXOODQ×P× NRQYDQVL\RQ G×Ă×G×U�

Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı



Arın 	 Beşevli

205

RAST MÜZİKOLOJİ DERGİSİ | YAZ 2024, 12(2) 185-217

)iJ�r ��� ��� |Oo�GH 1H\ SDUWLVLQGH G� SHUGHVLQGH WHNUDU HGHQ QRWD\D DO×QP×Ă DFFHOHUDQGR�ULWDUGDQGR ÀJ�U PS�I�
PS J�UO�NOHUL\OH KDUHNHWOHQGLULOPLĂ� %X W�U ELU GLQDPLN NXOODQ×P× NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� İNLQFL |Oo�GHQ EDĂOD\×S �o�QF� |Oo�\H GHYDP HGHQ �oJHQ EDĂO×NO× QRWDODUOD LIDGH HGLOHQ 1H\ KDUHNHWL ELU 
W�U QHIHV VHVLGLU� �EORZ ZLWKRXW WRQH�SLWFK� %X W�U ELU VHV NRQYDQVL\RQ G×Ă×G×U�

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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-erem\ :RRGrXɛ “Untitled For Turkish Ney” 
dalJılama� 6RlR 1e\
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� ��� |Oo�GH NL SDVDM DUPRQLN GLOL EDN×P×QGDQ �&��A��%E��G��&���&��A��%E��&��&�� QRWDODU×QGDQ 
ROXĂPXĂ� NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� �����·F� |Oo�OHUGH DUG DUGD JHOHQ ]DPDQ GHÿLĂLPOHULQH NRQYDQVL\RQ LoHULVLQGH UDVWODQ×OPD]� DDKDV× ��� 
gOo�GH NDUĂ×ODĂ×ODQ ��� ���� ĂHNOLQGH ELU ULWPLN ]DPDQ T�UN MDNDP M�]LÿL NRQYDQVL\RQXQD GDKLO GHÿLOGLU�

)iJ�r ��� ��� |Oo�GH WHQXWR EDĂOD\DQ SDVDM ���|Oo�GH OHJDWR RODUDN �%E��&��A� QRWDODU×QGDQ ROXĂPDNWDG×U� GHYDP 
HGHU� %X W�U ELU DUWLN�ODV\RQ NXOODQ×P×QD NRQYDQVL\RQ LoHULVLQGH UDVWODQ×OPD]�

)iJ�r ��� <DS×W×Q LON LNL |Oo�V�QGH NDUĂ×ODĂW×ÿ×P×] IRUWH J�UO�NWHQ QLHQWH·\H �PXWODN VHVVL]OLN� V|Q�POHQPH KDOL 
NRQYDQVL\RQHO 1H\ \D]×V×QGD NDUĂ×ODĂ×ODQ ELU GXUXP GHÿLOGLU�

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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)iJ�r ��� %HĂ YH DOW×QF× |Oo�OHUGH NDUĂ×ODĂW×ÿ×P×] G� SHUGHVL �]HULQGH WHNUDUO× SDVDM EX SHUGHQLQ KHP QRUPDO 
\HULQGHQ KHP GH EDĂND SHUGHQLQ DUPRQLÿLQL HOGH HGHUHN \D]×OPDV× EDN×P×QGDQ GLNNDW oHNLFLGLU� %X W�U W×Q×VDO 

GHÿLĂLNOLN VRQ LNLOLN YXUXĂODUGD JHOHQ W×Q× WULOL �ELVELJOLDQGR� LOH SHUoLQOHQPLĂWLU� %X W�U W×Q× GHÿLĂLNOLNOHUL 
NRQYDQVL\RQHO NXOODQ×PGD NDUĂ×ODĂ×ODQ ELU GXUXP GHÿLOGLU�

)iJ�r ��� ������ |Oo�OHU DUDV×QGD NDUĂ×ODQ SDVDM� LQLFL ÀJ�UOHUGHQ ROXĂPDNWD DUPRQLN GLO Do×V×QGDQ \RÿXQ 
NURPDWL]P EDU×QG×UPDNWDG×U� %X W�U ELU \D]× 1H\ NRQYDQVL\RQX G×Ă×QGD NDO×U�

)iJ�r ��� <DS×W×Q LON |Oo�V�QGHQ LWLEDUHQ ]DPDQ EHOLUWLOPHPLĂWLU� %XQD HN RODUDN WHPSR LĂDUHWOHUL K×]O× 
GHÿLĂPHNWHGLU�  MHWULN SODQGD YH K×] ER\XWXQGD JHUoHNOHĂHQ EX W�U \HQLOLNOHUH NRQYDQVL\RQHO 1H\ \D]×V× LoLQGH 

UDVWODQ×OPD]�

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

Attila .aGri āeQGil “Zamanın Ruhu: Bir Ses” 
dalJılama� 6RlR 1e\
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� �����·F� |Oo�OHU DUDV×QGD EDÿO×�OHJDWR� LOH VWDFFDWR �NHVLN NHVLN� oDO×P DUDV×QGD JLGLS JHOHQ ROGXNoD 
HQHUMLN ELU SDVDM EXOXQPDNWDG×U� %X W�U K×]O× DUWLN�ODV\RQ GHÿLĂLNOLNOHUL NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� ��� |Oo�GH EDĂOD\DQ FUHVFHQGR Do×ODUDN ��� |Oo�GHNL IRUWLVVLPR �ɛ� YDUPDNWDG×U� %X W�U ELU J�UO�N 
NXOODQ×P× NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� ���gOo�GH EDĂOD\DQ W×Q×VDO GHÿLĂLNOHU ��� |Oo�\H NDGDU GHYDP HWPHNWHGLU� %X SDVDM LoHULVLQGH KHU LNL 
|Oo�GHQ ELULQGH A� LOH EDĂOD\DQ ÀJ�U ´VHV LOH �ZLWK YRLFH�µ WDOLPDW× LOH EHOLUWLOPLĂWLU� %XUDGD LFUDF×GDQ oDOG×ÿ× 

ÀJ�U� Dÿ]×\OD V|\OHPHVL LVWHQLU� DDKD |QFH J|UG�ÿ�P�] JLEL EX WHNQLN ELU W�U PXOWLIRQLNWLU YH GRÿDO VHVL GHÿLĂWLULS 
W×Q×\D HWNL HGHU� g]HWOH EX W�U ELU WHNQLN NRQYDQVL\RQ G×Ă× \D]×\D GkKLOGLU�

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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)iJ�r ��� �� YH ��·FL |Oo�OHUGH NDUĂ×ODĂ×ODQ SDVDMGD PDNDPVDO PHORGLN KDUHNHWOHU NHVLQWL\H XÿUDW×O×S DWODPO× 
ELU ÀJ�UH oHYULOPLĂWLU� �A���)��G��)�� QRWDODU×QGDQ ROXĂPDNWDG×U�� MDNDPVDO KDUHNHWL NHVLQWL\H XÿUDWDQ EX W�U 

DWODPDO× SDVDMODU NRQYDQVL\RQHO 1H\ \D]×V×Q×Q G×Ă×QGDG×U�

)iJ�r ��� ����� |Oo�OHU DUDV×QGD NDUĂ×ODĂ×ODQ SDVDMGD oRN K×]O× ]DPDQ GHÿLĂLPOHUL J|]OHPOHQPHNWHGLU� %X W�U ELU 
\D]× NRQYDQVL\RQ LoHULVLQGH GHÿHUOHQGLULOHPH]�

)iJ�r ��� ����� |Oo�OHU DUDV×QGD NDUĂ×ODĂ×ODQ SDVDMGD ED]× QRWDODU×Q�E�� VWDFFDWR �NHVLN NHVLN QRWDODU� oDO×QPDV× 
LVWHQPLĂWLU� %X NDGDU K×]O× DUWLN�ODV\RQ GHÿLĂLPOHUL NRQYDQVL\RQ V×Q×UODU× G×Ă×QGDG×U�

)iJ�r ��� ���� |Oo�GHQ EDĂOD\DQ FUHVFHQGR ���� |Oo�GH �o IRUWH �ɛI� J�UO�ÿH o×NPDNWDG×U� %X W�U ELU J�UO�N 
NXOODQ×P× NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� ����� |Oo�OHU DUDV×QGD NDUĂ×ODĂ×ODQ SDVDMGD LFDF×Q×Q G|Q�Ă�PO� RODUDN YRNDOL]H VHVOHU �1RWDGD M�3 
RODUDN J|VWHULOPLĂ� YH QRUPDO oDO×P DUDV×QGD K×]× JHoLĂOHU \DSPDV× EHNOHQPHNWHGLU� %X W�U W×Q× GHÿLĂLNOLNOHULQH 

NRQYDQVL\RQ LoHULVLQGH UDVWODQPD]�

MXstaIa (reQ ArıQ “Liqid Identities No: 3 (Segâh-Uşşak) For Solo Ney” 
dalJılama� 6RlR 1e\
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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7RiYR 7XleY “Untitled”10

dalJılama� 6RlR 1e\
)rekaQs kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

)iJ�r ��� ��� SDW×UGD NDUĂ×ODĂW×ÿ×P×] \D]× GLOL JHUHN DUPRQLN GLOLQLQ \RÿXQOXÿX �� QRWDO×N ELU N�PH� EE�E�)�G�AE�
%E�%� &��D� JHUHNVH DUSHM EHQ]HUL ]LJ]DJ \DS×V× QHGHQL\OH NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� ��� SDW×UGD M�NDUĂ×ODĂ×ODQ K×]O× WDUW×P GHÿLĂLPOHUL �G|UWO�N LoHULVLQGH \HGLOHPH� VHNL]OLN� LNLOLN LoHULVLQGH 
EHĂOHPH� G|UWO�N LoHULVLQGH EHĂOHPH��� YV�� NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� AOW×QF× VDW×UGD NDUĂ×ODĂ×ODQ D\Q× WDUW×P LoHULVLQGH WHQXWR YH EDÿO× �OHJDWR� DUWLN�ODV\RQODUGDQ ROXĂDQ \D]× 
NRQYDQVL\RQ G×Ă×G×U�

)iJ�r ��� %LULQFL VDW×UGD NDUĂ×ODĂW×ÿ×P×] J�UO�N GHÿLĂLPOHUL �SLDQLVVLPR· GDQ >SS@ IRUWH· \H >I@ Do×OPD NRQYDQVL\RQ 
G×Ă×G×U�

)iJ�r ��� ��� VDW×UGD NDUĂ×ODĂW×ÿ×P×] \D]×GD 1H\ SDUWLVL LoLQ LNL VDW×U NXOODQ×OP×ĂW×U� ÜVW SDUWLGH QRUPDO VHVOHU 
oDO×Q×UNHQ DOW SDUWLGH LFUDF×GDQ ´NKXQµ KHFHOHULQGHQ ROXĂDQ SHUN�VLI YRNDOL]H VHVOHUL oDOJ×Q×Q LoHULVLQH V|\OHPHVL 

EHNOHQPHNWHGLU� %X W�U ELU W×Q× NXOODQ×P× NRQYDQVL\RQ G×Ă×G×U�

10 %X |UQHNWH EHVWHFLQLQ HO \D]×V× NXOODQ×OP×ĂW×U� <D]×GD ]DPDQ LĂDUHWOHUL YH |Oo� QXPDUDODU× EHOLUWLOPHPLĂWLU� O \�]GHQ 
DQDOL]OHUGH |UQHNOHU VDW×UODU KDOLQGH YHULOPLĂWLU�

6�re kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

Artik�las\RQ kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

'iQamik kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı

7ıQı kateJRrisi ioerisiQGe kRQYaQsi\RQ Gışı \a]ı
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7aElR �� AQDOL]OHUGH NDUĂ×ODĂ×ODQ %HĂ WHPHO NDWHJRUL LoHULVLQGH NRQYDQVL\RQ G×Ă× \D]× |UQHNOHUL �NDUĂ×ODĂW×UPDO×�

%esteFiler � <aSıtlar )rekaQs 6�re Artik�las\RQ 'iQamik 7ıQı

Eda Er
´+HW LHYHQ ,V 1HW EHQ 
KUHQWHQERO� MHW AI EQ 
TRH EHQ +DUG SWXNMHµ

3HĂL V×UD 
WHNUDU HGHQ 
M�·OL DUDO×ÿ×

D�]HQVL] 
EHĂOHPH 
WDUW×P×

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

1LHQWH·GHQ 
SL\DQR\D 
�S� Do×OPD 

1HIHV VHVL

Aslı .REaQer 
´KDUDFDKPHW� ÜVN�GDU 
%LU İNLµ

AUPRQLN GLO 
�NURPDWL]P 
� oH\UHN VHV�

D�]HQVL] 
�oOHPH 
WDUW×P×

<RN )RUWHVLPR 
�ɛ�

<RN

2kaQ <aşarlar
´:×U 9HUVWHKHQ EXFK 
1×FKWµ

AUPRQLN GLO 
�NURPDWL]P 
� oH\UHN VHV�

<D]×OP×Ă 
DFFHOHUDQGR 
� ULWDUGDQGR

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

+×]O× 
GLQDPLN 
GHÿLĂLPL

1HIHV VHVL

-erem\ :RRGrXɛ 
´8QWLWOHGµ )RU TXUNLVK 
1H\

AUPRQLN 
GLO �\RÿXQ 
NURPDWL]P�

AQL ]DPDQ 
GHÿLĂLPOHUL
�������� 
YE��

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

AĂ×U× J�UO�N 
GHÿLĂLPL 
�I�QLHQWH�

T×Q× WULOL 
�ELVELJOLDQGR�

Attila .aGri āeQGil ´ZD-
PDQ×Q RXKX� %LU SHVµ

AUPRQLN GLO 
�\RÿXQ NUR-
PDWL]P�

ZDPDQ 
LĂDUHWL \RN � 
K×]O× WHPSR 
GHÿLĂLPOHUL

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

G�UO�N 
Do×O×P× � 
IRUWHVVLPR 
�ɛ�

9RNDOL]H 
VHVOHU 
�MXOWLIRQLN�

MXstaIa (reQ ArıQ 
´L×T×G ,GHQW×W×HV 1R��µ

3HĂL V×UD DWO-
PDO× SDVDMODU

AQL ]DPDQ 
GHÿLĂLPOHUL 
���������
��� YE��

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

G�UO�N 
Do×O×P× �o 
IRUWH �ɛI�

9RNDOL]H 
VHVOHU 
�MXOWLIRQLN�

7RıYR 7XleY 
´8QWLWOHGµ

AUPRQLN 
GLO �\RÿXQ 
NURPDWL]P 
� NXOODQ×P 
ĂHNOL�

+×]O× WDUW×P 
GHÿLĂLPOHUL 
�\HGLOHPH 
� EHĂOHPH 
� QRUPDO 
VHNL]OLN YE��

+×]O× 
DUWLN�ODV\RQ 
GHÿLĂLPL

AĂ×U× J�UO�N 
GHÿLĂLPL 
�SS�I�

3HUNXVLI YR-
NDOL]H VHVOHU 
�NKXQ KHFHVL 
LOH \DS×ODQ�

6RQXo Ye 7artışma  
<LUPLQFL \�]\×O×Q LNLQFL \DU×V×QGDQ EDĂOD\×S 
J�Q�P�]H X]DQDQ V�UHoWH JOREDO G�Q\D 
DQOD\×Ă× YH WHNQRORMLN JHOLĂPHOHULQ GH HWNLVL\OH 
|]HOOLNOH N�OW�UOHUDUDV× oDO×ĂPDODU |QHPOL 
ELU \HU WXWPDNWDG×U� dDÿGDĂ M�]LN� P�]LN 
WDULKLQLQ KLoELU G|QHPLQGH ROPDG×ÿ× NDGDU 
JHQLĂ W×Q×VDO YHUL RODQDNODU×QD YH EXQODU×Q 
ELUELUOHUL LOH PHOH]OHĂWLULOPHVL \ROX\OD HOGH 
HGHELOHFHN SHN oRN ELoLPVHO oHĂLWOLOLÿH VDKLS 
ROPXĂWXU� T�UN MDNDP M�]LÿL oDOJ×ODU× GD 
EX YHUL SRWDQVL\HOLQH GkKLOGLU� SRQ \×OODUGD 

T�UN MDNDP M�]LÿL oDOJ×ODU×Q×Q dDÿGDĂ 
P�]LN VDKQHVLQGH GDKD V×NO×NOD \HU DOG×ÿ× 
ELOLQPHNWHGLU� g]HOOLNOH T�UN MDNDP M�]LÿL·QH 
DLW ELU oDOJ× RODQ 1H\ oDOJ×V×� LIDGH RODQDNODU× 
YH W×Q×VDO |]HOOLNOHULQLQ \DQ×QGD WHPVLO HWWLÿL 
GLQL YH IHOVHÀ PLUDV VHEHEL\OH GH oDÿGDĂ YH 
N�OW�UOHUDUDV× P�]LN DODQ×QGD NHQGLQH |]HO ELU 
DODQ DoP×ĂW×U� K�OW�UOHUDUDV× dDÿGDĂ P�]LN 
UHSHUWXYDU× LoHULVLQGH 1H\ LoLQ EHVWHOHQPLĂ 
\DS×WODUGD VRQ \×OODUGD J|]OH J|U�O�U ELU DUW×Ă 
J|]OHPOHQPHNWHGLU� ÜONHPL]GHQ YH G�Q\DGDQ 
ELUoRN EHVWHFL� 1H\ oDOJ×V×Q×Q |]J�Q W×Q×V×Q× 
oDÿGDĂ P�]LÿLQ VHV RODQDNODU× LoHULVLQGH HOH 
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DODUDN ́ <HUHOµ LOH ́ dDÿGDĂµ DUDV×QGDNL HVWHWLN 
JHoLĂNHQOLÿLQ LPNDQODU×Q× DUDĂW×UPDNWDG×UODU� 
%X DUDĂW×UPDGD 1H\ oDOJ×V×Q×Q WDULKVHO 
JHOLĂLPL LoLQGH NXOODQ×P RODUDN 1H\·LQ P�]LN 
WDULKLQGH %DW× M�]LÿL YH R W�UH DLW oDOJ×ODUOD 
RODQ LOLĂNLVL LQFHOHQPLĂ� GLÿHU \DQGDQ T�UN 
M�]LN TDULKL LoLQGHNL NXOODQ×PODU×QD GD 
D\U×FD \HU YHULOPLĂWLU� 1H\ oDOJ×V×Q×Q dDÿGDĂ 
M�]LNWH NXOODQ×P RODQDNODU×Q×Q \HGL |UQHN 
�]HULQGHQ J|VWHULOGLÿL EX oDO×ĂPDGD� V×UDV×\OD 
1H\LQ %DW× M�]LÿL HQVWU�PDQODU×\OD LOLĂNLVLQLQ 
WDULKVHO VHU�YHQL LUGHOHQGLNWHQ VRQUD dDÿGDĂ 
M�]LÿLQ JHQHO ELU oHUoHYHVL oL]LOPLĂWLU� 1H\ 
oDOJ×V×Q×Q GD GkKLO ROGXÿX WDKWD �ÁHPHOL 
oDOJ×ODU×Q RUJDQRORMLN V×Q×ÁDQG×U×OPDV× 
LoHULVLQGH 1H\ oDOJ×V×Q×Q VHV �UHWPH 
|]HOOLNOHUL YH dDÿGDĂ M�]LNWH NXOODQ×ODQ 
WHNQLNOHULQ WDKWD �ÁHPHOL oDOJ×ODUGD HQ V×N 
NDUĂ×ODĂ×ODQ KDOOHUL� 1H\ oDOJ×V×Q×Q dDÿGDĂ 
M�]LNWH KXOODQ×P OODQDNODU× EDĂO×ÿ× DOW×QGD 
|QFHOLNOH 1H\ oDOJ×V×QD X\DUODQDELOHFHN 
dDÿGDĂ P�]LN WHNQLNOHUL RODUDN PDGGHOHU 
KDOLQGH YHULOPLĂWLU� SRQUDV×QGD EX oDO×ĂPD 
NDSVDP×QGD JHUoHNOHĂWLULOHFHN DQDOL]OHUH 
ELU NXUDPVDO oHUoHYH ROXĂWXUPDV× DPDF×\OD 
P�]LÿL YDU HGHQ WHPHO EHĂ NDWHJRULQLQ� 
IUHNDQV�V�UH�DUWLN�ODV\RQ�GLQDPLN�W×Q×·Q×Q 
WDQ×P× \DS×OP×ĂW×U� KRQYDQVL\RQHO 1H\ 
\D]×V×Q×Q LOHUL LFUD DĂDPDV×Q× J|VWHUHELOPHN 
LoLQ TDQEXUL &HPLO %H\·LQ Şedd-i Araban 
Saz Semaisi |UQHN RODUDN VHoLOPLĂ ROXS� EX 
HVHU P�]LÿL YDU HGHQ WHPHO EHĂ NDWHJRUL 
�]HULQGHQ LQFHOHQHUHN NRQYDQVL\RQHO 1H\ 
\D]×V×Q×Q V×Q×UODU× oHUoHYHOHQPLĂWLU� %X 
oDO×ĂPD NDSVDP×QGD� VROR 1H\ YH LoHULVLQGH 
1H\ oDOJ×V×Q× EDU×QG×UDQ OGD M�]LÿL W�U�QGH 
oHĂLWOL oDOJ× NRPELQDV\RQODU× LoLQ EHVWHOHQPLĂ 
\HGL EHVWHFLQLQ \HGL \DS×W× �]HULQGHQ 
1H\ oDOJ×V×Q×Q dDÿGDĂ P�]LNWH NXOODQ×P 
RODQDNODU× DUDĂW×U×OP×ĂW×U� %X DUDĂW×UPDGD 
EX EDÿODPGD 1H\ oDOJ×V×Q×Q dDÿGDĂ P�]LNWH 
NXOODQ×P RODQDNODU×Q× |UQHNOHQGLUHELOPHN 
LoLQ EX \HGL oDÿGDĂ EHVWHFLQLQ \HGL \DS×W×� 
IUHNDQV� V�UH� DUWLN�ODV\RQ� GLQDPLN YH W×Q× 
ROPDN �]HUH P�]LÿL ROXĂWXUDQ EHĂ WHPHO 
SDUDPHWUH �]HULQGHQ DQDOL] HGLOPLĂWLU� %X 
HVHUOHUGH 1H\ NXOODQ×P× YH 1H\·LQ WHNQLN 
LPNDQODU×Q×Q dDÿGDĂ P�]LÿLQ P�]LNDO 
GRNXODU× LOH NDUĂ×ODĂPDV×QGD RUWD\D o×NDQ 
VRQXoODU PHUFHN DOW×QD DO×QP×ĂW×U� İQFHOHQHQ 

HVHUOHUGH NRQYDQVL\RQ G×Ă× \D]× WHVSLW 
HGLOHUHN |UQHNOHQGLULOPLĂWLU� %X \DS×WODU 
V×UDV×\OD EGD EU “Het leven is net een 
krentenbol, met af en toe een hard stukje”, 
AVO× KREDQHU “Karacaahmet-Üsküdar Bir 
İki”, ONDQ <DĂDUODU “Wır Verstehen Euch 
Nıcht”, JHUHP\ :RRGUXɛ “Untitled for 
Turkish Ney”, AWWLOD KDGUL āHQGLO ´Zamanın 
Ruhu: Bir Ses”, MXVWDID EUHQ AU×Q “Liquid 
Identities no: 3 (segâh-uşşak) for solo Ney”, 
TRLYR TXOHY “Untitled” LVLPOL oDO×ĂPDODUG×U� 
%X oDO×ĂPDODU� P�]LÿL YDU HGHQ WHPHO EHĂ 
NDWHJRUL �]HULQGHQ DQDOL]H WDEL WXWXOPXĂ YH 
dDÿGDĂ P�]LNWH NDUĂ×ODĂ×ODQ 1H\ \D]×V×Q×Q 
|]HOOLNOHUL VDSWDQPD\D oDO×Ă×OP×ĂW×U� %XOJXODU 
KHU \DS×W LoLQ KHU NDWHJRULGHQ ELU |UQHNOH 
V×Q×UODQG×U×OP×ĂW×U� %X NDSVDPGD \DS×ODQ 
DQDOL]OHU VRQXFXQGD oDO×ĂPD\D |UQHN 
ROXĂWXUDQ \HGL EHVWHFLQLQ DOW× HVHULQGH 
NXOODQ×ODQ P�]LN \D]×V× WHPHO EHĂ NDWHJRUL 
EDN×P×QGDQ NRQYDQVL\RQHO 1H\ \D]×V×Q×Q 
G×Ă×QGD ROGXÿX WHVSLW HGLOPLĂ� DQFDN AVO× 
KREDQHU·LQ “Karacahmet-Üsküdar Bir-İki” 
\DS×W×QGD� IUHNDQV�V�UH�GLQDPLN NXOODQ×P× 
EDN×P×QGDQ NRQYDQVL\RQHO 1H\ \D]×V×Q×Q 
G×Ă×QGD ROPDNOD EHUDEHU� DUWLN�ODV\RQ YH 
W×Q× NDWHJRULOHUL EDN×P×QGDQ LVH NRQYDQVL\RQ 
G×Ă×O×ÿD UDVWODQ×OPDP×ĂW×U� 

1H\·LQ dDÿGDĂ P�]LNWHNL NXOODQ×P×� 
JHOHQHNVHO YH oDÿGDĂ P�]LN DUDV×QGD ELU 
N|SU� J|UHYL J|UHUHN oDÿGDĂ YH N�OW�UOHUDUDV× 
P�]LN DODQ×QGD NHQGLQH |]J� ELU DODQ 
DoP×ĂW×U� %|\OHFH P�]LN N�OW�U�Q�Q N�UHVHO 
W×Q× oHĂLWOLOLÿLQH NDWN×GD EXOXQPDNWDG×U� 
1H\ oDOJ×V×Q×Q dDÿGDĂ P�]LNWHNL NXOODQ×P×� 
WHNQLN YH HVWHWLN Do×GDQ oHĂLWOL \HQLOLNOHUL 
EHUDEHULQGH JHWLUPLĂWLU� GHOHQHNVHO 1H\ 
WHNQLÿLQLQ \DQ× V×UD� J�Q�P�] EHVWHFLOHULQLQ 
1H\·L IDUNO× ELU SHUVSHNWLÁH HOH DODUDN 
\HQL LIDGH ELoLPOHUL YH VHV G�]HQOHPHOHUL 
JHOLĂWLUPHVL� dDÿGDĂ M�]LNWH GHQH\VHO 
VHVOHULQ ROXĂWXUXOPDV×QGD |QHPOL ELU URO 
R\QDPDNWDG×U� %X GXUXP� 1H\·LQ oDÿGDĂ 
P�]LNWHNL NXOODQ×P×Q×Q VDGHFH JHOHQHNVHO 
GHÿLO� D\Q× ]DPDQGD \HQLOLNoL YH GHQH\VHO ELU 
\DNODĂ×P× GD LoHUGLÿLQL J|VWHUPHNWHGLU �TXUDQ 
	 OÿXO ����� ���� 1H\ oDOJ×V×Q×Q dDÿGDĂ 
P�]LN UHSHUWXYDU×QGDNL DUWDQ NXOODQ×P×� EX 
FRÿUDI\DQ×Q P�]LN N�OW�U�Q�Q N�UHVHO |OoHNWH 
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WDQ×W×P× YH N�OW�UOHUDUDV× HWNLOHĂLPLQH 
ELU |UQHN ROXĂWXUPDNWDG×U� 1H\·LQ oDÿGDĂ 
P�]LNWHNL VHV YH W×Q× |]HOOLNOHUL� EHVWHFLOHUH 
EHQ]HUVL] ELU LIDGH DUDF× VDÿODPDNWDG×U� %X 
GXUXP� 1H\·LQ VDGHFH T�UN P�]LÿL\OH V×Q×UO× 
NDOPD\×S G�Q\D P�]LÿL VDKQHVLQGH GH \HU 
DODELOHFHÿLQL J|VWHULU QLWHOLNWHGLU� AQFDN EX 
W�U X\JXODPDODU×Q \HUHO oDOJ× SUDWLNOHULQL 
GHÿLĂLPH ]RUODG×ÿ× KDWWD N�UHVHO DQODPGD 
VWDQGDUW ELU GX\XĂ PHUNH]LQH oHNWLÿL 
\|Q�QGH J|U�ĂOHU GH EXOXQPDNWDG×U �SDQGX� 
����� ����� 

%X oDO×ĂPD QLWHO DUDĂW×UPD \|QWHPL LOH HOH 
DO×QP×Ă ROXS� �ONHPL]GH YH G�Q\DGD 1H\ 
oDOJ×V×Q× \DS×WODU×QGD NXOODQPD\× DPDoOD\DQ 
EHVWHFLOHUH� EX \DS×WODU× VHVOHQGLUPHN 
LVWH\HQ LFUDF×ODUD YH EX DODQGD oDO×ĂDQ 
DUDĂW×UPDF×ODUD ELU W�U WHRULN DOW\DS× VXQPD\× 
KHGHÁHPHNWHGLU� %X LQFHOHPHQLQ� 1H\ 
oDOJ×V×Q×Q dDÿGDĂ M�]LNWH NXOODQ×P× NRQXVXQGD 
NXUDPVDO ELU OLWHUDW�U�Q JHOLĂPHVLQH NDWN× 
VXQGXÿX GD G�Ă�Q�OPHNWHGLU� %X DUDĂW×UPD� 
EXQGDQ VRQUD \DS×ODFDN oDO×ĂPDODUD ND\QDN 
ROXĂWXUPDV× EDN×P×QGDQ |QHP DU] HWPHNWH 
YH 1H\ oDOJ×V×Q×Q dDÿGDĂ M�]LNWH KXOODQ×P 
DODQODU×Q× JHQLĂOHWPH YH K�OW�UOHUDUDV× 
dDÿGDĂ M�]LÿLQ JHOLĂLPLQH NDWN× VXQPD 
WHPHQQLVL WDĂ×PDNWDG×U�

Öneriler
ĀleriGeki Araştırmalara <|Qelik gQeriler 
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Extented Abstract
,Q WKH SURFHVV H[WHQGLQJ IURP WKH VHFRQG KDOI RI WKH ��WK FHQWXU\ WR WKH SUHVHQW GD\� LQWHUFXOWXUDO VWXGLHV KDYH 
DQ HVVHQWLDO SODFH LQ WKH LQIOXHQFH RI JOREDO XQGHUVWDQGLQJ DQG WHFKQRORJLFDO GHYHORSPHQWV� &RQWHPSRUDU\ 
MXVLF KDV D PRUH FRPSUHKHQVLYH UDQJH RI WLPEUDO GDWD SRVVLELOLWLHV WKDQ DW DQ\ RWKHU WLPH LQ WKH KLVWRU\ RI 
MXVLF� TKHUHIRUH� PDQ\ PXVLFDO IRUPDO YDULDWLRQV FDQ EH DFKLHYHG E\ K\EULGLVLQJ WKHVH WRQHV ZLWK HDFK RWKHU� 
TXUNLVK MDTDP MXVLF LQVWUXPHQWV DUH DOVR LQFOXGHG LQ WKLV GDWD SRWHQWLDO� ,Q UHFHQW \HDUV� LW KDV EHHQ VHHQ 
WKDW TXUNLVK MDTDP MXVLF LQVWUXPHQWV KDYH DSSHDUHG PRUH IUHTXHQWO\ LQ WKH &RQWHPSRUDU\ MXVLF VFHQH� 
TKH 1H\� DQ LQVWUXPHQW EHORQJLQJ PDLQO\ WR TXUNLVK MDTDP MXVLF� KDV RSHQHG D VSHFLDO VSDFH IRU LWVHOI LQ 
FRQWHPSRUDU\ DQG LQWHUFXOWXUDO PXVLF GXH WR LWV H[SUHVVLYH SRVVLELOLWLHV� WLPEUH FKDUDFWHULVWLFV� DQG WKH 
UHOLJLRXV DQG SKLORVRSKLFDO KHULWDJH LW UHSUHVHQWV� ,W KDV EHHQ REVHUYHG WKDW WKHUH KDV EHHQ D QRWLFHDEOH 
LQFUHDVH LQ WKH ZRUNV FRPSRVHG IRU WKH 1H\ LQ WKH ,QWHUFXOWXUDO &RQWHPSRUDU\ MXVLF UHSHUWRLUH LQ UHFHQW \HDUV� 
MDQ\ FRPSRVHUV LQ RXU FRXQWU\ DQG JOREDOO\ DUH LQYHVWLJDWLQJ WKH DHVWKHWLF WUDQVLWLRQ SRVVLELOLWLHV EHWZHHQ 
´ORFDOµ DQG ´&RQWHPSRUDU\µ� WDNLQJ LQWR DFFRXQW WKH XQLTXH FKDUDFWHULVWLFV RI WKH 1H\ LQVWUXPHQW DPRQJ WKH 
VRXQG RSWLRQV RI FRQWHPSRUDU\ PXVLF� TKLV UHVHDUFK LV VLJQLILFDQW LQ WHUPV RI UHYHDOLQJ WKH XVDJH SRVVLELOLWLHV 
RI WKH 1H\ LQVWUXPHQW LQ WKH ILHOG RI FRQWHPSRUDU\ PXVLF� ,W SURYLGHV DQ HVVHQWLDO FRQWULEXWLRQ WR WKH OLWHUDWXUH 
E\ SURYLGLQJ H[DPSOHV RI WKH FRQYHQWLRQDO XVH RI WKH 1H\ LQVWUXPHQW DQG LWV XVH LQ FRQWHPSRUDU\ PXVLF 
DQG E\ H[DPLQLQJ DQG DQDO\VLQJ WKHP LQ WKH FRQWH[W RI WKH ILYH EDVLF FDWHJRULHV WKDW PDNH XS PXVLF DV LW 
SLRQHHUV VWXGLHV LQ WKH ILHOG� ,Q WKLV FRQWH[W� LW LV DOVR HVVHQWLDO WR SURYLGH UHVRXUFHV IRU IXWXUH VWXGLHV� ,W 
DLPV WR SURYLGH D WKHRUHWLFDO EDFNJURXQG WR FRPSRVHUV ZKR ZDQW WR XVH WKH 1H\ LQVWUXPHQW LQ WKHLU ZRUNV 
LQ RXU FRXQWU\ DQG DURXQG WKH ZRUOG� WR SHUIRUPHUV ZKR ZDQW WR SHUIRUP WKHVH ZRUNV� DQG WR UHVHDUFKHUV 
ZRUNLQJ LQ WKLV ILHOG� ,Q WKLV VWXG\� ZKLFK LV KDQGOHG ZLWK D TXDOLWDWLYH UHVHDUFK PHWKRG� WKH XVH RI 1H\ 
DQG WKH UHVXOWV RI WKH HQFRXQWHU EHWZHHQ WKH WHFKQLFDO SRVVLELOLWLHV RI WKH 1H\ DQG WKH PXVLFDO WH[WXUHV RI 
&RQWHPSRUDU\ MXVLF DUH H[DPLQHG� TKH 1H\·V UHODWLRQVKLS ZLWK :HVWHUQ MXVLF DQG LQVWUXPHQWV EHORQJLQJ 
WR WKLV JHQUH� LWV LQWHUQDWLRQDO DQG ORFDO XVHV LQ PXVLF KLVWRU\� DQG LWV FRQYHQWLRQDO VWUXFWXUH DUH H[DPLQHG 
WKURXJK H[DPSOHV� ,Q WKLV FRQWH[W� WKH SRVVLELOLWLHV RI XVLQJ WKH 1H\ LQVWUXPHQW LQ &RQWHPSRUDU\ MXVLF DUH 
VKRZQ WKURXJK VHYHQ H[DPSOHV� :LWKLQ WKH RUJDQRORJLFDO FODVVLILFDWLRQ RI ZLQG LQVWUXPHQWV� LQFOXGLQJ WKH 1H\ 
LQVWUXPHQW� WKH VRXQG SURGXFWLRQ FKDUDFWHULVWLFV RI WKH 1H\ LQVWUXPHQW DQG WKH PRVW FRPPRQ WHFKQLTXHV 
XVHG LQ ZRRGZLQG LQVWUXPHQWV LQ &RQWHPSRUDU\ MXVLF DUH H[HPSOLILHG DV D UHVXOW RI WKH GDWD REWDLQHG IURP 
WKH OLWHUDWXUH UHYLHZ� ,W KDV EHHQ DGDSWHG WR WKH 1H\ LQVWUXPHQW XQGHU WKH WLWOH 3RVVLELOLWLHV RI 8VLQJ WKH 1H\ 
,QVWUXPHQW LQ &RQWHPSRUDU\ MXVLF� TKHQ� WR FUHDWH D WKHRUHWLFDO IUDPHZRUN IRU WKH DQDO\VHV WR EH FDUULHG 
RXW ZLWKLQ WKH VFRSH RI WKLV VWXG\� ILYH EDVLF FDWHJRULHV WKDW PDNH XS PXVLF� IUHTXHQF\�GXUDWLRQ�DUWLFXODWLRQ�
G\QDPLF�WLPEUH� ZHUH GHILQHG� TR UHYHDO WKH DGYDQFHG SHUIRUPDQFH VWDJH RI WKH WUDGLWLRQDO 1H\ ZULWLQJ� 
TDQEXUL &HPLO %H\·V āHGG�L AUDEDQ SD] SHPDL ZDV WDNHQ DV DQ H[DPSOH� DQG WKLV ZRUN ZDV H[DPLQHG WKURXJK 
WKH ILYH EDVLF FDWHJRULHV WKDW PDNH XS WKH MXVLF� TKH ERXQGDULHV RI WKH WUDGLWLRQDO 1H\ ZULWLQJ ZHUH GUDZQ 
LQ WKLV GLUHFWLRQ� ,Q WKLV UHVHDUFK� WR H[HPSOLI\ WKH SRVVLELOLWLHV RI XVLQJ WKH 1H\ LQVWUXPHQW LQ FRQWHPSRUDU\ 
PXVLF� VHYHQ ZRUNV E\ VHYHQ FRQWHPSRUDU\ FRPSRVHUV ZRUNLQJ LQ WKLV ILHOG ZHUH DQDO\VHG EDVHG RQ WKH 
ILYH EDVLF SDUDPHWHUV WKDW PDNH XS PXVLF �IUHTXHQF\� GXUDWLRQ� DUWLFXODWLRQ� G\QDPLFV DQG WLPEUH�� 1RQ�
FRQYHQWLRQDO ZULWLQJV ZHUH LGHQWLILHG DQG H[HPSOLILHG LQ WKH ZRUNV GLVFXVVHG� TKHVH ZRUNV DUH UHVSHFWLYHO\ 
´+HW LHYHQ LV 1HW EHQ KUHQWHQERO� MHW AI EQ TRH EHQ +DUG SWXNMHµ E\ EGD EU� ´KDUDFDDKPHW�ÜVN�GDU %LU İNLµ 
E\ AVO× KREDQHU� ´:LU 9HUVWHKHQ EXFK 1LFKWµ E\ ONDQ <DĂDUODU �µ8QWLWOHG IRU TXUNLVK 1H\µ E\ JHUHP\ :RRGUXII� 
´ZDPDQ×Q RXKX� %LU SHVµ E\ AWWLOD KDGUL āHQGLO� ´LLTLG ,GHQWLWLHV 1R�� �SHJkK�8ĂĂDN� )RU SROR 1H\µ E\ MXVWDID 
EUHQ AU×Q�  ´8QWLWOHGµ E\ TRLYR TXOHY� TKHVH VWXGLHV ZHUH H[DPLQHG DFFRUGLQJ WR WKH ILYH EDVLF FDWHJRULHV WKDW 
PDNH XS MXVLF� DQG WKH FKDUDFWHULVWLFV RI WKH 1H\ VFULSW HQFRXQWHUHG LQ &RQWHPSRUDU\ MXVLF ZHUH WULHG WR EH 
GHWHUPLQHG� ,Q DGGLWLRQ WR WKH WUDGLWLRQDO 1H\ WHFKQLTXH� WRGD\·V FRPSRVHUV· GHYHORSPHQW RI QHZ IRUPV RI 
H[SUHVVLRQ DQG VRXQG DUUDQJHPHQWV E\ FRQVLGHULQJ WKH 1H\ IURP D GLIIHUHQW SHUVSHFWLYH SOD\V DQ HVVHQWLDO UROH 
LQ FUHDWLQJ H[SHULPHQWDO VRXQGV LQ &RQWHPSRUDU\ MXVLF� TKLV UHYHDOV WKDW WKH XVH RI WKH 1H\ LQ FRQWHPSRUDU\ 
PXVLF LQFOXGHV ERWK D WUDGLWLRQDO DQG DQ LQQRYDWLYH DQG H[SHULPHQWDO DSSURDFK� ,W LV WKRXJKW WKDW H[SDQGLQJ 
VWXGLHV RQ WKH LQWHUDFWLRQ RI WKH 1H\ ZLWK RWKHU PXVLFDO FXOWXUHV DQG LQVWUXPHQWV ZLOO KHOS GLVFRYHU QHZ IRUPV 
RI H[SUHVVLRQ LQ WKH ILHOG RI LQWHUFXOWXUDO PXVLF�  1RQ�FRQYHQWLRQDO XVHV RI WUDGLWLRQDO LQVWUXPHQWV FDQ EULQJ 
D QHZ SHUVSHFWLYH WR ORFDO PXVLFDO SUDFWLFHV� TKXV� ZLWK WKH JOREDO PXVLFDO LQWHJUDWLRQ RI WUDGLWLRQ� D ILHOG RI 
DSSOLFDWLRQ RI D ZLGH YDULHW\ RI PXVLFDO H[SUHVVLRQ FDQ EH FUHDWHG� H[SDQGLQJ WKH ERXQGDULHV RI &RQWHPSRUDU\ 
MXVLF E\ HVWDEOLVKLQJ D EULGJH EHWZHHQ ORFDO DQG LQWHUQDWLRQDO PXVLFDO HOHPHQWV� &RPSRVLQJ QHZ ZRUNV IRU WKH 
1H\ LQVSLUHG E\ GLIIHUHQW PXVLFDO JHQUHV ZLOO HQULFK WKH LQVWUXPHQW·V UHSHUWRLUH�

.e\ZRrGs
contemporary music, interculturalism, ney, ney playing techniques, wind instruments
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Abstract
Nursalim Yadi Anugerah is an Indonesian modern contemporary artist, who uses the drones of Kledik, an 
instrument from Kalimantan in his artwork called ‘Lawing’. Anugerah has engaged in addressing socio-
environmental concerns through an interdisciplinary approach. His unique approach towards drone and 
sound art makes him an appropriate choice for this research. The primary objective of this research is to 
inquire the use of drone in Indonesian Sound Art within the context of ‘Lawing’ put forward by Anugerah. 
The research methodology adopted for this study is Sound Ethnography. The data was collected through 
semi-structured interviews, observations, and literature review. Manual coding and triangulation were 
used to analyse and interpret the data. Various themes and subthemes were derived through the analysis 
of the interviews and observations. The researcher found relevant themes like aesthetic and experiential 
quality of drone, and innovation with drone. This study examines the aesthetics of lawing including tone, 
texture, resonance and noise within the context of drone. The concept of Lawing is the connection of 
humans and breathing at a personal level. Anugerah used an air compressor for his performance, which 
is an innovative way of approaching Kledik to create drone.  Ambisonic sound systems and specialized 
microphones have been purpose-designed to craft such artworks, creating a unique spatial experience, 
and distinctive experiential dimension for the audience. The incorporation of technology with ethnic 
music in these artworks, emerges as a central driver of creativity and novelty. The study of ‘Lawing’ 
illustrates Anugerah’s innovative approach to transform the melodic rhythmic drone of the traditional 
Kledik into a continuous drone with various density in texture.  Anugrah has been actively creating sound 
art, fusing philosophical and cultural underpinnings of Dayak’s with contemporary technology.  ’Lawing’ 
not only presents the Dayak people’s belief, but also provoke listeners to understand the environmental 
issues faced in Kalimantan.

Anahtar Kelimeler
ambisonics, drone, kledik, sound art, technology

Introduction
The entry for ‘drone’ in the Continuum 
Encyclopaedia of Popular Music of the 
World defines it in the following way: 
“One or more sustained notes of identical 
pitch that, usually, accompany a melodic 
line often performed in a higher register. 
The note(s) can be sounded continuously 
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(a ‘continual drone’) or be repeated at 
short intervals (a ‘rhythmic drone’)”. A 
drone serves as a tonal reference point 
and background for the changing pitch of 
other strands in the music. (Tagg 2003: 
532) (Purves, 2020).  The first author 
of this study, who is trained in Indian 
classical music, highlights the central 
role of the drone in the latter. In Indian 
classical music drone provides a compact 
harmonic foundation for composition” 
(Clinica & Orrore, 1980: 1). For example 
drone produced by the tanpura carries 
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information about tuning, tonal quality, 
resonance and other acoustic properties 
relevant to vocal practises in Indian classical 
music.  “The tanpura is often the primary 
archival embodiment of acoustic knowledge, 
serving as a repository of the most advanced 
tuning sensibilities and specialised vocal 
techniques” (Bhattacharyya, 2022: 1099).

Similarly, in the indigenous music of Tuva, 
the drone is used as a fundamental pitch, 
providing a stable base upon which the 
vocalist layers additional tones, such as 
flute-like harmonics, to create a rich sonic 
texture:

“Among the many ways the pastoralists 
interact with and represent their aural 
environment, one stands out for its sheer 
ingenuity: a remarkable singing technique 
in which a single vocalist produces two 
distinct tones simultaneously. One tone 
is a low, sustained fundamental pitch, 
similar to the drone of a bagpipe. The 
second is a series of flutelike harmonics, 
that resonate high above the drone …” 
(Levin & Edgerton, 1999). 

In many traditions, the drone holds symbolic 
meaning, representing cosmic harmony, the 
eternal nature of existence, or the cyclic 
nature of life and death. The ritualistic use 
of drone music can help reinforce these 
symbolic associations, allowing listeners to 
connect with the deeper layers of meaning 
and engage in transformative experiences. 
According to Levin and Edgerton (1999), the 
aesthetics of the drone in Tuvan music is 
deeply rooted in the cultural and spiritual 
traditions of the Tuvan people.  They  
further state that the drone is believed to 
evoke a connection with nature and the 
spiritual realm, allowing for communication 
with ancestral spirits and the natural 
environment. It creates an immersive sonic 
landscape that transports listeners to a 
different state of consciousness and fosters 
a sense of transcendence.

The avantgarde is always inspired by the 
tradition. Numerous artists like La Monte 

Young, Terry Rilley etc delved into the 
world of eastern traditions to explore their 
psychological understandings of music and 
sound. These traditions inspired them to 
create avantgarde music and come out of 
their boxes of traditional western music 
methods. They opened themselves to the 
new possibility of expression, while keeping 
their old knowledge of sound recordings, 
playback and transmission inspiring them to 
create avantgarde art. 

During the twentieth century, music 
gradually expanded its boundaries, 
coming to include any type of sound 
object (therefore noise, as well as all 
the sounds of the entire extra-artistic 
reality). Furthermore, certain musical 
styles (for example minimalism, drone 
music, spectralism) have valorised what 
can be defined as a “minimal musical 
object”. (Vallauri, 2017)

Background of the Study
Drone sounds play a significant role in sound 
art by serving as a medium for artistic 
expression and exploration. “The aesthetics 
of drone sound can be subjective and vary 
depending on the composer’s personal 
preferences and cultural background” 
(Purves, 2020: 1). “Drone as a word implies 
a buzz or constant low buzzing resonance. 
Aesthetically, drone music builds with a 
static or exceptionally unhurried sort of 
rhythm and carries the minimalistic feature 
of sound” (Clinica & Orrore, 1980: 1). 
Purves (2020) and Clinica & Orrore (1980) 
mention that La Monte Young, one of the 
minimalist composers, significantly used 
drones in his compositions. La Monte Young 
used drones towards the audience’s inner 
world of perception, inside the terrain of 
the cosmic world, inward to self-existence, 
to immerse in art as a course of a sonar 
wave, as a personal visual journey of 
artistic bliss and poignant rapture. La Monte 
Young’s deliberate use of drones was aimed 
at guiding listeners on an inward journey 
towards a heightened state of consciousness 
and self-awareness. His use of drones was 
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not merely a musical technique, but was 
a means of facilitating a transformative 
experience between the listeners and the 
abstract realms of perception and existence. 
Young drew inspiration from the intersection 
of nature and music to create immersive 
soundscapes that transcended traditional 
notions of artistic expression.   La Monte 
Young extensively used drones in creating 
sound art.  [Can you add a link sentence 
here to introduce the next quotation?] “it 
is the instance of listening that enables the 
articulation of sound as art, granting its 
significance as an element of epistemological2 

imagination and meaning production” (Luna, 
2021: 2). 

“The sound artist hence finds interest in 
sound as a medium—not as a metaphor. To 
the sound artist, sound is not “beyond human 
control,” it is neither a pure abstraction 
nor a metaphysical phenomenon, and it is 
not separated from phenomena outside the 
artistic work, the music culture or the art 
world” (“Bloom. Handb. Sound Art,” 2020: 4). 
Sound art’s interdisciplinary qualities enable 
conceptual artists, musicians, and visual 
artists to collaborate in a common  creative 
space. According to Zhai (2022), most of 
the miracles are created by innovations and 
in the era of rapid changes, there are new 
technological miracles every day. Sound art 
allows the artists to express their creativity 
through sounds, whether recordings, sound 
installations or a new media.

Sound art can be understood as a practical 
response to the ways in which drone sound 
might interact with socio-political issues in 
an ecological setting. In order to address 
specific concerns about the kinds of acoustic 
“data” that make up and influence the 
social and political spheres, (Guillaume & 
Grayson (2021) conceptualized sound as a 
social phenomenon and linked it to power 
relations. According to Albinsson (2022), 
“music has the simultaneous capacity to 
divide and bridge across space” (p. 14). 

The urban setting promotes a dissociation 
between the body and the psyche. Instead 
of being a life-giving environment, it is an 
energy-draining one. “Children strive to 
make any environment a liveable space with 
their intense physicality, their unwavering 
receptivity towards their environment, and 
their vocal and physical expressiveness” 
(Westerkamp, 1988: 125). In an effort to 
confront contemporary challenges, sound 
art has evolved as a form of protest.

Indonesian sound art is a distinct, reflective, 
and all-encompassing style that draws 
inspiration from indigenous customs and 
technological advancements. Composers 
such as Slamet Abdul Shyukur (1935-2015) 
initiated a revolution among Indonesian 
musicians and served as an inspiration 
to many sound artists in his day. One of 
the well-known Indonesian drone music 
producers, Otto Sidhartha, was his student. 
Otto Sidhartha’s interventions shifted the 
focus from the creation of music to the 
sound. The techniques used by Indonesian 
sound artists are distinctive and distinguish 
them from their international counterparts. 
Otto Sidhartha composed the music for his 
1992 album Mitsuno Hibiki using sounds from 
indigenous cultures of Rio Islands  and the 
natural world. 

Java futurism is currently one of the 
platforms that embodies an artistic and 
anthropological study endeavours that is in 
line with the continuous decolonization of 
experimental music, noise art, and sound 
art in the Indonesian setting. The project 
website provides an exhibition space for 
different sound art and experimental 
research projects carried out in Indonesia. 
The phrase “Java futurism” was created by 
the Yogyakarta-based instrument builder and 
sound artist Lintang Radditya. Java futurism 
refers to the Indonesian political imaginary 
and Javanese mysticism’s non-secular 
temporality. These composers are activists 
in Indonesia, envisioning new political, 
social, and artistic trajectories based on the 
tangible foundations of Indonesian philosophy 

2 Empistomegenic is the phenomenon of relating with 
the theory of knowledge, especially with regards to its 
methods, validity and scope.
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and culture. However, it is important to 
acknowledge the relative dearth of scholarly 
literature on this topic, especially with 
regard to Indonesia’s emerging sound art 
movement. This research may help create 
a fresh viewpoint on drone utilization in 
Indonesian sound art. 

Importance of the Research 
Indonesian avantgarde musicians and sound 
artists have uniquely utilized drones to craft 
contemporary sounds and progressions. The 
present study focuses on the aesthetic and 
experiential quality of drone in ‘Lawing’ 
(2020) by observing the subtle changes and 
alterations during the performance. Studying 
the use of drones in ‘Lawing’ can help us 
understand the interconnectedness between 
Kalimantan’s indigenous communities, 
innovation through technology, and 
community engagement within the context 
of Anugerah’s artwork.  It also offers an 
understanding of how Anugerah has used 
drones to be creative and expressive in the 
realm of politics and society.  The research 
highlights the importance of collaboration 
and solidarity within communities, 
emphasizing the value of organic and 
spontaneous processes in creating art that 
resonates with local cultures and traditions. 
It  contributes to the preservation and 
promotion of Kalimantan’s rich cultural 
heritage by examining the ways in which 
traditional ethnic instruments, like kledik, 
and technology might be merged into sound 
art to be innovative with drone. “Graham 
Harman puts forth a provoking concept 
that is shown in the way we characterize 
particular interactions with reality, things, 
and experiences are fundamental for the 
interaction in both analogue and digital 
domains” (Paquete, 2024: 430). 

Problem of the Study 
The research on the use of drones in sound art 
within the context of ‘Lawing’ by Nursalim 
Yadi Anugerah lead to some key problems 
and themes: 

Aesthetic and Experiential quality of 

Drone in ‘Lawing’: This study looks at how 
Anugerah has redefined the drone, giving 
it a new meaning and purpose. There is 
no existing literature on these aesthetic 
aspects of Drone music in Indonesia, which 
highlights the relevance of the present study. 
Through the observations of the sounds of 
‘Lawing’ and its  use of drone sounds, the 
study explores the tone, texture, resonance 
and noise aspects found in the Indonesian 
artwork, and offers insights into how drone 
music can create immersive and meditative 
atmospheres for listeners. “Sound is 
vibration that is perceived and becomes 
known through its materiality” (Hawk, 2018: 
315). 

Innovation with drone through ‘Lawing’ in 
Kalimantan, Indonesia : 

“To what extent are drone artists today 
doing something new, as opposed to 
merely perpetuating the past? As Barnett 
Newman would ask, are drone artists 
today actually creating, or are they 
simply making? Of course, at one level 
there is something different in recent 
drone music, but to what extent this is 
significant, or even recognized, remains 
unclear” (Schneider, 2009). 

The study enquires into the ways in which 
Anugerah has crafted the drone using 
traditional Kledik sounds. The innovation of 
the drone in ‘Lawing’ can be an important 
study for researchers. “For La Monte Young, 
previous musical forms and traditions were 
the foundation of innovation, rather than an 
obstacle to it” (Schneider, 2009).

By addressing these problems and themes, 
the research contributes to a deeper 
understanding of the complexities and 
nuances of sound art in Indonesia. It 
highlights the diverse influences and 
creative approaches employed by artists like 
Anugerah, to push the boundaries of artistic 
expression and engage with pressing social 
and environmental issues. 
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Method
Research Model
This research used qualitative approach while 
adopting  sound ethnography as a method. 
“Qualitative research aims to understand the 
phenomena about what is being experienced 
by the subject of the research, for example; 
behaviour, perception, motivation and 
holistic action described in a form of 
words and language, on a certain natural 
context and utilizing various scientific 
methods” (Putriani et al., 2018: 31). The 
method adopted for this study was Sound 
Ethnography. “This methodological category 
can be applied to interpretive studies of 
sound, ethnographic studies that foreground 
sound theoretically and metaphorically, and 
studies that utilize sound practices similar 
to those found in forms of audio recording 
and sound art” (Powell & Gershon, 2020: 1). 
The subjective perspective and exploratory 
nature of the research allowed for an in-depth 
exploration of the aesthetic and experiential 
qualities of ‘Lawing’. The objective of this 
study was to explore Anugerah’s utilization 
of the drone in ‘Lawing’, focussing on 
understanding its aesthetic, cultural, and 
technological dimensions. By examining 
Anugerah’s innovation with drone and its 
implications for Kalimantan’s indigenous 
communities, the research aims to elucidate 
the interconnectedness between tradition, 
innovation, and community engagement 
within the context of contemporary sound 
art. 

Sounds reveal not only nested layers of 
participants local and less local norms 
and values but also the researcher’s 
ideas, feelings, and ideals—a tool for 
reflexivity as well as for qualitative 
inquiry (Gershon, 2013). If everything 
sings (Wood, 2010) and resonates (Price, 
2011), then sound serves as both a strong 
theoretical site for conceptualizing what 
might “count” as “data” in qualitative 
research and how such methodologies 
might function in practice” (Gershon, 
2013).

This research employs methods to explore 
sound art, focusing on both the participants’ 
and local norms and values, as well as the 
researcher’s own observations. The research 
involves detailed, in-depth descriptions of 
phenomena, allowing for a comprehensive 
understanding of ‘Lawing’ from the 
participant’s perspective. In this study, 
sound is treated as meaningful data, subject 
to diverse interpretations by researchers. 
According to Gershon (2013), sounds help 
conceptualize emergent ontogenic3 and 
epistemogenic4 understandings, aiding 
individuals and groups in interpreting the 
nested layers of ecologies, norms, values, 
and other sensible iterations that inform our 
daily lives. 

The research examines the tone, texture, 
resonance, and noise elements present in 
the Indonesian artwork via an analysis of the 
sounds of “Lawing” and its usage of drone 
sounds. It also provides insights into how 
drone music may induce contemplative and 
immersive environments for listeners.

Participants
Two participants joined in this research.  The 
first was Nursalim Yadi Anugrah, a 36 year-
old Indonesian sound artist.

Figure 1. Nursalim Yadi Anugerah (web 1)

3 Ontogenic is the phenomena of relating to the origin 
and development of an organism within its own lifetime. 
4 Epistemogenic is the phenomena of relating with the 
theory of knowledge, especially with regards to its 
methods, validity and scope.
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Anugerah’s unique perception of tone, 
resonance, noise and dynamics within 
the context of drone, especially kledik, 
made  him an appropriate choice for this 
research. Anugerah is a composer and multi-
instrumentalist who has embarked on a 
journey of self-exploration, engaging with 
contemporary social and environmental 
concerns through his art installation 
‘Lawing’5.  His works focus on sonic 
experimentation through the cultural 
practices, knowledge and cosmology of 
indigenous people, as well as their activism 
around  several entangled social-cultural 
and environmental issues in Kalimantan 
(Borneo). “His work contains echoes of 
various styles—Kalimantan indigenous music 
and symbols, the Indonesian underground 
noise scene, ritualistic chants, and European 
avant-garde compositions—all unified under 
his political project: a critique of ecological 
devastation and the question of survival” 
(web 1). 

Anugerah explained about his journey as a 
musician while growing up in the artistic 
community of Kalimantan. He was not raised 
in a musical environment, but his father 
was a keen listener to cassettes. “I was 
held spellbound by Iwan Falls (Indonesian 
pop artist) and had a collection of his 
albums in my home during my childhood” 
(P1.M.36.13). It was unusual for a six year-
old to listen to Iwan Falls’ revolutionary 
lyrics. His parents were quite surprised to 
see him enjoying this music. The lyrics were 
progressive and revolutionary in the context 
of the environmental crisis and social issues 
of those times. Listening to Iwan Falls 
inspired Anugerah to learn the guitar and 
sing his songs. Though, as he remembers, 
his first instrument was the harmonica but 
the guitar was far more attractive to him at  
that age. He mentions that  he even had a 
big poster of Iwan Falls with his guitar and 
shirtless body in his room. Generally, he liked 
collecting cassettes and enjoyed the texture 
of the sound production in the cassettes of 
the new sounds of Indonesia. During high 

school, he started collaborating with the 
theatre groups and started spending his time 
in theatre. He could experiment and be free 
in the ways of expressing music in theatre. 
“That’s where I found myself studying 
traditional Kalimantan music” (P1.M.36.16). 
Despite a devout Islamic upbringing, where 
the Rebana (drum) and Koran were tutors, 
his spirited youth led him on escapades. 
Later in the theatre space, he was able 
to experiment and be playful. He joined 
the university and pursued the graduation 
course in arts education in Pontianak, where 
he explored more of ethnic music. Further 
exploration in detail occurred  in 2014 when 
Anugerah and some friends formed Balan 
Tumaan Ensemble spontaneously.  They are 
actively creating together till date.

The second participant was Gatot Danar 
Sulistiyanto, an expert sound engineer who 
was responsible for the sound installation 
during the performance of ‘Lawing’ at 
the Pestapora Festival-Jakarta on 23rd 
September, 2023.  He was interviewed 
after the performance.  Sulistiyanto is well 
known in Indonesia for his unique approach 
to ambisonic sound systems and for making 
his own monitors and sound systems.  His 
understanding of ambient and experimental 
music made him an appropriate choice as a 
participant for the research on the sounds of 
‘Lawing’. 

The third participant was Aldo Ahmed Fithra, 
an experimental musician based in Jakarta. 
He was interviewed after the performance 
of ‘Lawing’ at the Pestapora Festival-Jakarta 
on 23rd September, 2023. Fithra did his 
Masters in Music composition from Indonesian 
Institute of Arts, Surakarta, which makes him 
an important and well understood listener 
for ‘Lawing’. 

The fourth participant was Avant Garde 
Dewa Gug, who is currently studying Masters 
in Music Composition from Indonesia Art 
Institute of Padang Panjang. Gug is a sound 
artist himself, experimenting with traditional 
Minangkabau music and electronica timbres, 

5 Lawing literally means Litigation.
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which makes him a relevant listener for the 
interview.

Data Collection Tools
Observation
For the research on the use of drones in 
sound art within the context of ‘Lawing’ 
by Anugerah, several data collection tools 
were utilized to gather relevant information 
and insights. Observation of the live 
performance, installation, and recordings of 
‘Lawing’ provided a first-hand experience and 
understanding of how Anugerah integrates 
drone sounds into an artistic expression. 
The researcher also took extensive field 
notes alongside the observation process. 
The observation of the live performance 
was carried out at the Pestapora Festival–
Jakarta on 23rd September 2023, and at the 
Yogyakarta Biennale 2023 on 25th November 
2023.

Interview
Interviews with Anugerah and Sulistiyanto 
(as a collaborator involved in the creation 
and reception of ‘Lawing’) offered valuable 
perspectives on the artistic process, cultural 
influences, and the impact of technology 
on sound art. Also, interviews with Aldo 
Ahmed Fithra and Avant Garde Dewa Gug 
were conducted, thereby questioning the 
audience perspective. 

The first interview was conducted on 23rd 
September 2023 at the Pestapora Festival-
Jakarta. As the interview took place in a very 
short time after Anugerah’s performance, 
only three questions were delivered: 

 ¾ What is the artistic approach while 
performing the installation?

 ¾ What are the technological aspects of 
the performance?

 ¾ Is there a concept behind the 
progressive dynamics of the performance? 

A second interview was conducted at the 
Yogyakarta Biennale 2023 on 25th November 
2023. Anugerah presented a sound 

installation at the exhibition  which was 
inspired by ‘Lawing’. In this interview, the 
following questions were asked. 

 ¾ What were your earlier influences in 
Music and how did you shift to sound art? 

 ¾ What was the intention behind 
creating Lawing? 

 ¾ How do you manage to create the 
artwork without any substantial support? 

 ¾ What did you learn while working with 
the Indigenous communities? 

 ¾ What are the challenges you face 
while working with the community?

 ¾ What are the technological aspects of 
Lawing?

 ¾ How did you create the Drone-
based art-work, or did you discover it 
spontaneously?

The interview with Fithra and Gug were 
conducted on 23 September 2023, and the 
following questions were asked 

 ¾ Do you consider Kledik as a drone 
instrument?

 ¾ What is your interpretation about the 
drone of ‘Lawing’?

 ¾ What were you listening within the 
context of texture, colour, resonance and 
minimalism in ‘Lawing’?

The interview process was delivered after all 
the participants agreed to be interviewed. 

The data collection from the interview 
should be written as verbatim and were 
coded with initials (table 1).
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The analysis of  existing academic literature, 
articles, and publications related to sound 
art, technology and cultural practices in 
Indonesia, provided a theoretical framework 
and contextual background for the research. 
Capturing visual documentation through 
photographs, videos, or multimedia 
presentations of sound art installations, 
performances, and artistic processes 
complemented the data collection process 
and provided visual insights into the creative 
aspects of the artwork.

Thus, a combination of data collection 
tools were employed to gather  diverse 
and comprehensive data. This data was 
then used by the researcher to explore the 
intricate relationship between drones, sound 
art, technology, culture, and community 
engagement in Anugerah’s artistic practice 
and the creation of ‘Lawing’.

Analysis 
Content analysis and triangulation with 
literature review was used to interpret the 
results and discussion for this research
Content Analysis: Examining the content 
of interviews, observations, and literature 
reviews to extract key information about the 
aesthetic aspect, community engagement, 
technological innovations, and the socio-
environmental discourse embedded in 
‘Lawing’. Identifying recurring themes 
and patterns within the data to uncover 
underlying meanings and concepts related to 
the integration of drone sounds, technology, 
cultural influences, and environmental 
themes in sound art.

Description of the data from the interview 

(verbatim) was written and coded (see 
table 2). Coding in this research involves 
systematically categorizing and interpreting 
the collected sound data and interviews 
with participants and audience to identify 
patterns and themes within the context 
of artwork being researched. This process 
allows for a nuanced analysis of how 
traditional and technological elements 
converge to create new auditory experience 
in sound art in Indonesia.

Table 1. Participant initials

Participant Initials Meaning

Anugrah P1.M.36 First participant. Male. 36 years old

Sulistiyanto P2.M.46 Second participant, Male, 46 years old

Fithra P3.M.31 Third participant, Male, 31 year old

Gug P4.M.27 Fourth participant, Male, 27 year old
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Table 2. Example of data analysis code for interview

Code no Verbatim Code Initial interpretation

P1.M.36.1 What is the artistic approach 
while performing the 
ins ta l la t ion?

Artistic approach

P1.M.36.2 The approach is to enjoy 
the performance and be 
playful around it. A lot of it is 
spontaneous and organic. 

Organic 

Spontaneous

Artistic approach

P1.M.36.3 Initially the dynamics were 
controlled by a software which 
was with the deforestation 
data of Kalimantan. However, 
currently I prefer doing it 
spontaneously, so that there is 
an element of improvisation and 
connection with the audience 
in context  of dynamics

Sound 
manipulation 
using technology 

Improvised and 
spontaneous 
dynamics

Artistic innovation

Aesthetic quality

“During Observation, researcher’s 
recognisability of the source material 
is maintained, even if it subsequently 
undergoes transformation. The researcher’s 
knowledge of the environmental and 
psychological context of the soundscape 
material is invoked and encouraged to 
complete the network of meanings ascribed 
to the music; The composer’s knowledge of 

the environmental and psychological context 
of the soundscape material is allowed to 
influence the shape of the com-position at 
every level, and ultimately the composition 
is inseparable from some or all of those 
aspects of reality” (Drever, 2002). Keeping 
in mind the above quotation by Drever, notes 
from the observations were analysed and 
coded as follows

Table 3. Example of code for field notes

Code Observation Descriptive code Intitial Interpretation

O.P.1 Resonant and authentic 
Kledik drone sounds emerged 
as Nursalim switched on 
the compressor during his 
performance.

Resonance

Aesthetics

Expression

Aesthetic quality

O.P.2 Anugerah changed the reeds 
on the top of the gourds to 
manipulate the tone and 
texture of the drones of 
kledik.

Creativity in Kledik Aesthetic quality

O.P.3 The raw and organic texture 
of sound was audible and 
resonating in the performance.

Resonance

Aesthetics

Expression

Aesthetic quality

After analysing each finding from the 
interview and observation, we made a 

data categorization as the second step. An 
example is below (Table 4).
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The final process of the data analysis was 
triangulation. Literature related with 
aesthetic and experiential quality and 
innovation with drone through Kledik in 
Kalimantan,Indonesia was triangulated with 
the themes and subthemes derived from 
content analysis.

Figure 2. Triangulation data Analysis

Initial interpretation Sub themes / codes Themes derived
Aesthetics Air compressor 

Drone 
Rhythmic drone
Production of drone character

Aesthetic and expressive 
quality of drone
Innovation to produce new 
character of sound like drone

Aesthetic quality Resonance
Aesthetics
Expression

Aesthetic and expressive 
quality

Creative thinking Traditional music 
Musical engagement

Inspiration 
Influences

Innovation Breath and human 
Human and machine

Relationship between breath, 
human and machine

Improvised and 
spontaneous 
dynamics

Dynamics 
Organic

Experimental 
Improvisations and organic 
performance
Innovation using drone

Community Collaboration Community engagement by 
Anugerah

Unity and 
togetherness

Solidarity and challenges faced 
while making work

Community engagement by 
Anugerah

Looking for the right 
collaborator

Unity and togetherness Community engagement by 
Anugerah

Conceptual art Theatre
Experimental music

Community engagement by 
Anugerah

Technology Ambisonic Intersectionality of Drone and 
Technology

Technology and 
experiential art

Embodied Experience
Appropriate choice

Intersectionality of Drone and 
Technology

Table 4. Categorization of the data

Results and Discussion
Anugerah manipulates and dissects the 
drones of Kledik by elevating them to 
the forefront and featuring them in a live 
performance, installation or recording, with 
the aim of rendering the imperceptible 
as perceptible and drawing attention 
to what often goes unnoticed. Through 
his work ‘Lawing’ (2020), Anugerah also 
offers a rich critique by highlighting the 
conjunction between ecology, technology, 
and decolonization; and a path amidst the 
impasse between theoretical academic 
discourse and the urgency of Kalimantan’s 
environmental catastrophe. The imbalanced 
and consumerist behaviour of modern 
society can lead to a big disaster. “At its 
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best, ‘sound art’ opens up or calls attention 
to an auditory unconscious, a transcendental 
or virtual domain of sound that has steadily 
come to prominence over the course of the 
twentieth century” (Cox, 2009: 19). Through 
sound art, the artists can aesthetically 
express their disagreements and enter a 
creative space to process their emotions, 
creating a balance in their personal lives. 

Aesthetic and Experiential Quality of 
Drone in ‘Lawing’

Photo 1. Setting up the framework of Lawing 
(documentation by author1)  

Video 1. ‘Lawing’- Sound art by Nursalim Yadi Anugerah (web 3)

Photo 1 is a situation on the stage, where the 
Klediks are installed on the stands, before 
the performance of Lawing (2023). “Kledik is 
an ethnic instrument from west Kalimantan. 
It is an inflatable device whose sound source 
is the tongue vibrate (Reed)” (Ghozali, 2018: 
42). There is an air compressor attached to 
the Klediks, replacing the human breath 
with machine generated air-flow. Anugerah 

switches on the compressor to produce the 
drone sounds from the installation. The 
performance starts with the continuous 
sounds of the drone from the Klediks. The 
resonance and reverberations of ‘Lawing’ 
are enhanced by the inventive drone 
production by the Klediks. The innovation in 
the artistic approach towards the production 
of drones by Kledik can be observed: 
“Anugerah changes the reeds on the top 
of the gourds to manipulate the tone and 
texture of the drones of kledik” (O.P.2). In 
the personal communication with Fithra , he 
says that, “Kledik as a traditional instrument  
clearly produces a rhythmic drone. Circular 
breathing and a repetitive melody around 
the pentatonic scale makes the music as 
the phenomena of drone. The presence of 
drone or the presence of tonic in the melody 
of kledik sounds like a rhythmic drone. The 
presence of a swing in the melody creates a 
feeling of rhythmic drone in the traditional 
music of Kledik. However, Anugerah has 
used a machine to simplify the rhythmic 
drone into a continuous drone” (P3.M.31.7). 
However Gug had a different opinion about 
the phenomena of drone in traditional 
Kledik. He says, “I think the traditional Kledik 
does not sound like a drone. Although, it is 
subjective to the listener’s understanding 
of drone. But creatively Kledik can be used 
to create drone as an accompaniment to 
other Kledik’s, while played in ensembles 
traditionally” (P4.M.27.20).

https://www.youtube.com/watch?v=RrUBvx_RQik
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In the performance, the echoes of the drone 
created an aesthetically transcendental 
atmosphere. The drone was continuous 
and ambient, with a single note hovering 
through the ambisonic6 sound system. 
According to Bresler (2006: 25), fostering 
empathetic understanding—which “involves 
resonance, an embodied state of mind that 
is cognitive, and at the same time, affective 
and corporeal”—is one of the main goals of 
qualitative research. According to Bresler 
(2006) “fostering empathetic understanding—
which “involves resonance, an embodied 
state of mind that is cognitive, and at the 
same time, affective and corporeal”—is one 
of the main goals of qualitative research. 
Bresler urges the development of “embodied 
narratives” that go beyond spoken and visual 
languages and take into account “the role 
that musical ways of knowing can play in the 
generation and understanding of narrative”, 
in order to create this resonance” (Bolden, 
2017). The continuous drone, therefore, 
serves as a sonic resolution, providing the 
necessary rest and allowing the listener 
to experience a state of tranquillity and 
balance. This sound art piece not only 
invites contemplation but also compares 
the phenomena of tonic with the biological 
and psychological need for resolution, 
showcasing the profound impact of sound 

on the human condition. “All melodic 
(for that matter, any musical) movement 
engenders a state of unrest or excitement 
which finally has to be resolved into rest 
or tonus; for otherwise the organism would 
remain in a biologically unendurable state 
of tension” (Subba Rao, & Raghavan,1956: 
89). Anugerah has used a progressive and 
dynamic approach towards the use of drone 
in ‘Lawing’. “As a musical genre that has 
blossomed alongside the development of the 
‘post- secular’ religious sensibility, drone 
music invariably attracts mystically-loaded 
hyperboles such as ‘transcendent’, ‘ecstatic’ 
and even ‘tantric’” (Legard et al., 2017: 1). 
The stillness in the drone of Kledik points 
towards the minimalistic aspect of ‘Lawing’, 
emphasizing simplicity and purity in sound. 
This minimalism strips away the complexities 
and distractions, allowing the core essence 
of the sound to resonate deeply with the 
listener. By focusing on the fundamental 
elements of the drone, Anugerah creates a 
soundscape that is both profound and serene. 
“Stillness is the lack of perception rather 
than a lack of movement” (Gershon, 2013: 
258). During the personal communication 
with Gug, he says, “The sound of ‘lawing’ is 
soft and minimal”(P4.M.27.36).

6 Ambisonic is a method of encoding a sound field, taking 
into account its directional properties. In traditional 
multichannel audio (e.g., stereo, 5.1 and 7.1 surround), 
each channel has the signal corresponding to a given 
loudspeaker. Instead, in ambisonic each channel has 
information about certain physical properties of the 
acoustic field, such as the pressure or the acoustic 
velocity. (Arteaga & Laboratories, 2023) . 

Sound 1. Continuous drone of ‘Lawing’ (Recorded by Author1)

https://soundcloud.com/rahul-jigyasu/sound1-continuous-drone-of-lawing
https://soundcloud.com/rahul-jigyasu/sound1-continuous-drone-of-lawing
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‘Lawing’ holds pure acoustic sounds from an 
ethnic musical instrument from Kalimantan. 
The acoustic drone brings a raw and authentic 
texture to the sound and performance. 
Listening to the  Sound 1, we can observe that 
the performance is the purely reverberating 
with acoustic klediks, often accompanied by 
the sounds of smoke machines on the stage. 
During the personal communication with 
Fithra he says, “There is a play of texture 
while performing ‘Lawing’. The different 
kinds of Kledik when played in harmony, 
creates a very unique texture in the drone” 
(P3.M.31,13). The texture and density of 
the drone transforms as Anugerah changes 

the reeds of the Kledik. “At some point, 
he changed the reed of one of the longest 
Keldiks and a bass drone appeared, creating 
a therapeutic harmonic effect” (O.P.8). Gug 
says during the personal communication, “Of 
course there is harmony, because he uses 
different klediks with different tonic notes. 
Even though it’s a dissonant or harmonious”  
(P4.M.27.30). Tonic is the base pitch, which 
an artist chooses in order to construct 
the melodies during a raag rendition or a 
musical performance, and all accompanying 
instruments are tuned using the tonic pitch 
(Gulati et al., 2014: 1).

Sound 2. Harmonies in ‘Lawing’ (Recorded by Author 1)

In the Sound 2, Anugerah has used texture, 
tone and harmony in ‘Lawing’ to create 
a unique harmonic and contemplative 
expression. The complete harmony 
elevates the listening experience, which 
is dynamic and collective in nature.  It 
can be said that creating drone music 
requires a certain amount of creativity, as 
we need to manipulate only one note to 
create progressions. Later, Anugerah can 
be observed controlling the pressure of 
air through the knobs of the compressor, 
controlling the dynamics of the Klediks. 
Fithra says, “I can hear a whole spectrum 
of Kledik’s when played together. There is 
an organic wavering frequency when the 
Kledik’s are played together” (P3.M.31.17). 
Purves describes a similar feeling in his 
study of drone music by Keiji Haino.  “There 
are interludes of relative harmony which 
alternate with periods of dissonance, where 
interference patterns emerge; both of these 
kinds of passage-work precipitate effects 

of rhythmic pulsation, shifting between 
a deep, swaying throb and accelerating, 
pitched-up palpitations” (Purves, 2020). As 
the performance builds up, he automates 
the pressure of the air into a rhythmic 
constant. The sound evolves into a pulsating 
rhythmic drone. “He was changing the reeds 
in different Klediks resulting in different 
harmonic effects accompanying the rhythmic 
drone” (O.P.10). (Purves, 2020: 1) says that 
“Minimalism as a musical phenomenon has 
been marked by the interaction of the drone 
with permutational rhythm”.     

In the Interview (P1.M.36.21), Anugerah 
explains that “the act of blowing and 
suctioning in the instrument can create a 
rhythmic effect”. Purves (2020) asserts that 
within the domain of music, minimalism is 
characterized by the interplay between 
sustained drone elements and rhythmic 
permutations. He uses the air compressor 
in a similar minimalistic way in the 

https://soundcloud.com/rahul-jigyasu/sound-2-harmonies-in-lawing
https://soundcloud.com/rahul-jigyasu/sound-2-harmonies-in-lawing
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performance, creating the phenomenon of a 
rhythmic drone. “But sometimes, Anugerah 
changes the reeds slowly, and the notes 
between the notes can be heard” (O.P.11). 
Listeners have  perceived the same effect 
within the microtonal changes in Indian 
classical music as well. “La Monte Young 
texturized his composition like alaap7 and 
opened up the layers one after another with 
harmonic arrangements, he bound all the 
sequences and synchronicities in regard to 
Indian classical music” (Clinica & Orrore, 
1980: 2). Alaap is the opening section of a 
typical North Indian classical performance. 
It is a form of melodic improvisation that 
introduces and develops a raga or melodic 
scale chosen for the performance. The 
feeling of alaap and the dynamics used by 
La Monte Young in his music can be heard 
in Anugerah’s artwork. Notes between the 
notes create an aesthetic tone and harmony 
in the performance, displaying a unique 
approach to drone-based sound art.  

“As the performance progresses, the melodic 
Kledik tone transforms into noise and creates 
a chaotic and uncomfortable environment” 
(O.P.12). There are interludes of relative 
harmony which alternate with periods of 
dissonance or noise. (Cox, 2009) says, “Noise 
is the constant sonic flow, the background 
din of life.” Noise fills the auditory field in 
the same way as objects do the visual field. 
This includes radio static, road noise, the 
hum of fluorescent lights, and the rustle of 
leaves or fabric. Any signal that rises above 
this backdrop draws our attention briefly 
away from the background noise and towards 
the signal itself”. The uncomfortable sound 
takes the listener to a space where the 
melodic tone of kledik’s transforms into a 
chaotic auditory experience. Fithra says, 
“May be the reed of the Kledik is vibrating 
faster when the pressure of air compressor 
is increased by Anugerah, creating a noise in 
the drone” (P3.M.31.16). It reminds us that 

behind the sweet tones of Kledik, forests 
are suffering and the local Dayak people 
disturbed by the very real experience of 
environmental chaos in Kalimantan.

After a while, the noise brings the listeners to 
a space of transcendence, and the listeners 
can feel more connected to their breath 
and body. “Listeners are able to experience 
something deeper with the dynamics evolving 
from harmony to noise” (O.P.13). Fithra says, 
“The use of an acoustic ethnic instrument 
to create noise is something I have never 
experienced before” (P3.M.31.21). Gug also 
mentions during the interview, “I have not 
heard of any other Indonesian sound artist 
using an ethnic acoustic instrument for 
creating textures like noise” (P4.M.27.25). 
The chaos of noise from the Kledik transforms  
into a meditative space. Aesthetically, 
noise becomes the new resonance of the 
performance. “Noise creates a separation 
between ourselves and our environment, as 
well as between ourselves and our thoughts” 
(Westerkamp, 1988: 124). Increased air-
flow through the air compressor, creates the 
effect of noise in the sound of ‘Lawing’. “This 
materialist model of sound allows humans 
to feel their bodies vibrate empathetically 
(embodiment); locate themselves in space 
via reverberation (spatial orientation in an 
environment); and capture and distribute 
sound via technological mediation (produce 
and circulate music and culture” (Hawk, 
2018: 315). “He carefully plays with the 
dynamics of the monotonal Klediks and 
brings down the pressure of air, slowly 
bringing back the original tone of Klediks, 
before he ends the performance by switching 
off the compressor” (O.P.15). Subba Rao and 
Raghavan (1956) offer that “any form of 
melodic, and indeed any musical, progression 
induces a state of agitation or stimulation 
that ultimately necessitates resolution into 
a state of rest or tonality. Failure to achieve 
this resolution would result in a biologically 
unsustainable state of tension within the 
sound.”

For music psychologists and musicologists, 

7 The Alaap is the opening section of a typical North 
Indian classical performance. It is a form of melodic 
improvisation that introduces and develops a raga or 
melodic scale chosen for the performance.
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AI offers a framework within which models 
of human musical cognition and behaviour 
can be built and tested in a simulated 
social setting, allowing the exploration of 
how melody, harmony, and rhythm may 
emerge through interactions between 
listening and performing individuals, and 
of how musical cultures can be built up 
through repeated such interactions over 
extended periods of time (Williamon et 
al., 2006).

The use of ambisonic sound systems makes 
‘Lawing’ an immersive and therapeutic 
experience for the listeners of drone-
based sound art. “Ambisonic is a complete 
theory, covering encoding, recording, 
postproduction, transmission and 
reproduction, based on physical principles of 
the acoustic field.” (Arteaga & Laboratories, 
2023: 5). Ambisonic sound system is a new 
technology aimed at creating an immersive 
sound experience. Ambisonic creates a 360 
degree sound image compared to Dolby 
sound systems, which create a 3D image of 
the sound. “Ambisonics has 4 fixed channels, 
in contrast to object-based approaches, 
where every audio object is characterized 
by a mono track and a set of metadata 
indicating the location and other properties” 
(Arteaga & Laboratories, 2023: 5). During the 
observation of the performance of ‘Lawing’, 
the performance arena was reverberating 
with the drones of Kledik. Four speakers 
on the left and four on the right created 
an ambient spatial sound experience. 
Gatot Danar Sulistiyanto is an expert sound 
engineer who was responsible for the sound 
installation during the performance. He 
is well known in Indonesia for his unique 
approach to ambisonic sound systems and 
for building his own monitors and sound 
systems.

During the personal communication (2023) 
with Sulistiyanto, he noted  that “The 
experience is unique to each listener 
depending upon their perspective”  
(P2.M.46.2). Ambisonic sound is enjoyed 
by those who are looking for an embodied 

experience of the drone. Frontal sound 
systems are enjoyed by listeners looking 
for a musical experience, and the focus is 
on the musical part of the performance. 
However, for sound art installations like 
‘Lawing’, ambisonic sound system is a more  
appropriate choice. The complete spherical 
sound experience enables the listener to 
pay attention to the drone and have a sound 
immersive experience. A sound engineer is 
an active part of the performance in sound 
art. During the observation of the setup for 
the ambisonic sound system, Sulistiyanto 
could be seen in his creative space, listening 
deeply to the sounds of the ambisonic system 
he had designed for the performance. 

“The original performance was automated 
through software connected to the 
compressor, controlling the pressure of the 
air during the performance” (P1.M.36.3). 
Currently, Anugerah prefers to control the 
pressure of the Kledik manually, so as to 
make the performance more organic and 
improvised. The aesthetic and experiential 
quality of ‘Lawing’ bring the listeners to a 
deep state of relaxation and transcendence 
during the performance. “The intention 
to create this music is purely joy and 
exploring the spontaneous feelings during 
the performance” (P1.M.36.2). “At its best, 
sound art opens up or calls attention to an 
auditory unconscious, a transcendental or 
virtual domain of sound that has steadily 
come to prominence over the course of the 
twentieth century” (Cox, 2009: 19).

Innovation with Drone Through ‘Lawing’  
in Kalimantan, Indonesia
In the personal communication 1 (2023) with 
Anugerah, he explains how ‘Lawing’ was 
conceptualized. The concept of ‘Lawing’ 
had appeared from a project called Hnnung 
(2017) with Bulan Tamaan Ensemble. Hnnung 
was based on the connection of humans and 
breathing at a personal level. 

“Playing Kledik was a personal experience, 
as it connects us with our breathing through 
the instrument and body” (P1.M.36.19). 
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The ensemble were listening and breathing 
together. During this process of playing the 
Kledik, they figured out that one of the 
shortcomings of the instrument is that it 
cannot sound precise, with a consistent tone, 
for more than thirty minutes. “The reed of 
Kledik is made of wood, and the material for 
the resonator is made of gourd, and since the 
breath has humidity, Kledik can’t be played 
continuously for more than 30 minutes” 
(P1.M.36.22). So they needed to stop playing 
after a thirty or forty-five  minute duration, 
for the tone to return to normal until the 
instrument was warm again. When Anugerah 
was exploring the instrument by himself, he 
could allow the rest time for the instrument  
as it came back to its normal tone. But when 
there were four people playing together, it 
was a complicated task to wait for thirty 
minutes after playing the instrument for 
thirty minutes. Their  practice hours would 
finish in the time they had to wait for the 
Kledik to be warm again. Thus, Anugerah 
says: “So we started thinking, there must 
be another way to deal with this limitation. 
That’s how the idea of an air compressor 
appeared” (P1.M.36.24).

According to personal communication with 
Anugerah in the first interview, usually the 
way a Kledik player blows creates different 
kinds of tone. On the other hand, the air 
through a compressor is constant and can 
be controlled through the pressure. “They 
started getting different results through 
their exploration with the air compressor” 
(P1.M.36.24). In Video 1,  we can see how 
this phenomenon sounds, when they are 
performing together. 

According to Niblock’s approach to music 
composition “Rhythmic structure is avoided, 
while careful attention is given to frequency 
relation of the sounds that are present at a 
certain time. The tones, usually combined in 
four to sixteen layers, are slightly out of tune, 
thus creating beating patterns of different 
and/or changing speed.” (Straebel, 2008: 
227). Balaan Tumaan8 observed, the beat 

frequency between the bipa (the pumpkin 
resonator of the Kledik) and the reed before 
connecting the two became a significant 
aspect of this exploration, and  something 
new they discovered in the process. Earlier, 
the exploration had been  a personal one, 
between the player and the instrument, 
but now the exploration was between an 
instrument and a machine which made  them 
observers or listeners. They therefore had a 
new position in the phenomenon of music 
through ‘Lawing’. 

“The playing technique of Kledik is like a 
harmonica, so it makes a sound when the 
player blows the instrument or sucks the air 
inside” (P1.M.36.21). In ‘Lawing’ they used 
the phenomenon of blowing and sucking the 
air to create a rhythmic effect, or either 
one of these to create a continuous drone 
like sound. The use of the drone in ‘Lawing’ 
created a creative experience for both the 
performer and listeners. “David Perkins 
(1981) concurs: The kind of creating we are 
talking about is the kind of creating that 
leads to creative results. Creative people are 
people who often produce creative results. 
The idea of a creative outcome or product 
is the conceptual center; all the other words 
in the family get their meanings from it (p. 
245) (Elliott, 1989)”. 

Muka et al., (2015) says, “The vast territory 
of Kalimantan stretches from west to east 
and from south to north, which is inhabited 
by various sub-ethnic groups of the Dayak 
tribe, and has its own diversity and unique 
culture, making Kalimantan a cultural realm 
with a richness in their traditional music”. 
“The Dayak tribe has the concept of unity, 
balance and wisdom in managing nature as 
their place for living, so that their life order 
unites with nature. Their main livelihood has 
been farming, gardening and taking forests 
product. Dayak people’s behaviour can be 
interconnected with their respect for and 
preservation for their nature” (Ghozali, 
2018).

Suryani et al. (2019) state that “humans 
are active determining agents to change 

8 Balaan Tumaan Ensemble is a community lead by 
Anugerah and his friends in Pontianak.
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and develop their natural environment. 
Their attitude towards the environment is 
important in their culture. The quality of 
the environment, education to care for it is 
significantly determined by human behaviour. 
Human consciousness at the individual as 
well as society level is very important for 
sustainability”. Chrisan Alya et al. (2021) 
say that, “In general, music in Kalimantan 
is intended as an accompaniment to rituals, 
both in guest ceremony and in the recitation 
for the mantras in healing”. “Drones, after 
all, have routinely been identified with 
ritual, acts of worship, trance-states, the 
use of hallucinogenic drugs, the stirring 
of martial or nationalist sentiments, and 
austere avantgarde aesthetics” (Purves, 
2020: 3).

“Kledik is one musical instrument that still 
has the value of local wisdom and maintained 
traditionally in West Kalimantan. Because of 
various things, Kledik has value, function, and 
meaning for indigenous people, it has begun 
to be very difficult to find, both the musical 
activity and musical instrument” (Ghozali, 
2018: 41). In the Nanga Pinoh region, this 
instrument is referred  as ‘kadede’ while 
in the Huli Mahakam/Kapuas, it is called 
Keroni Burong. Kledik is a traditional mouth 
organ composed of six bamboo pipes, each 
equipped with a reed (vibrating tongue) 
made from uthyang stems, which are cured 
in the sun for building this instrument. These 
pipes are combined and the resonator is 
constructed from white pumpkin. Menzies 
(2007) states that it has been reflected in 
the production of music through the ages, 
though the spatial acoustics of auditoria and 
the way sound is projected from musical 
sources.  Beyond its cultural significance, 
Kledik serves a functional purpose by 
producing tones. The musical notes in the 
Kledik fall in the pentatonic category.

Picture 3. Picture of the Kledik (Kledik, n.d.)

Sound 3. Traditional Kalimantan music by Abang Bunau (Aural archipelago, 2017)

“Different forms of Kledik are found 
in various regions of South East Asia 
and East Asia. kledik is a longitudinal 
bamboo with gourds at the bottom and 
top of the instrument. The smaller kledik 
features a gourd at the bottom, while the 
longer kledik incorporates an additional 

element: a slender, hollow bamboo stick 
connected to a gourd positioned at the 
top of this junction. The bamboo stick 
is equipped with extra holes” (Ghozali, 
2018: 43). 

Trisnawati (2018) states that art reflects 

https://www.auralarchipelago.com/auralarchipelago/kadedek?rq=dayak
https://www.auralarchipelago.com/auralarchipelago/kadedek?rq=dayak
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the socio-cultural life of its supporting 
communities. Dayak people9 have been using 
the Kledik for entertainment in rural society, 
especially at happy times such as harvest. It  
is also used in ritual or  customary ceremonies 
held for certain specific purposes. “They used 
kledik as a communication between residents 
through the language of speech, which was 
delivered intermittently between poetry or 
advice through playing kledik (Asmara, 2013: 
9)” (Ghozali, 2018: 43). Clearly, the Kledik 
is deeply connected to  the socio-cultural 
aspects of the Dayak people’s life in West 
Kalimantan. Drones, like the Kledik, often 
seek to capture the essence of nature and 
create sonic landscapes that reflect the 
organic rhythms, textures and atmospheres 
found in the natural world. “The structure of 
drone not only shows the minimalist aspect 
but also shows a disciplined, formative 
perspective of life as well as nature” (Clinica 
& Orrore, 1980: 3).

“Tradition can be translated by inheritance 
or forwarding of norms, customs, rules, 
and treasures. However, this tradition is 
not something that cannot be changed: 
tradition is instead combined with various 
kinds of human actions and raised as a 
whole. It is the man who makes something 
with that tradition: he accepts it, rejects 
it, or changes it” (Parmadil et al., 2023: 
43).  Anugerah has chosen Kledik as the 
instrument for innovation in ‘Lawing’. 
‘Lawing’ is an example of the paradox of the 
concrete and the abstract. Anugerah used 
the empirical data of deforestation maps 
in Kalimantan in this performance, through 
a software manipulating the dynamics in 
conjunction with the data (web 4). “Lawing 
is based on, or inspired by, the events 
caused by deforestation in Kalimantan. It 
weaves memories and experiences that 
grow around the events and issues caused 
by deforestation in Kalimantan. Memories 
come from empirical data and the data from 
deforestation maps, which the composer 

collected between 2006 and 2013” (Lawing 
- Nursalim Yadi (Web 3).  The data was 
then translated into a musical composition 
and installation piece which included the 
modified Kledik. Gershon (2013) says that 
the sonic can serve as a strong means for 
considering how people live their lives 
and, as such, is significant for qualitative 
research—vibrations that resonate in 
our bodies, feelings, ideas, ideals, and 
processes. Anugerah’s interpretation of 
the drone sounds of the Kledik echoes the 
philosophy of Dayak people in an innovative 
and unique way. 

To hear the work is to enter it as a 
world produced from the actuality of its 
ideas extending into the possibilities of 
its materialities the sound artwork is a 
sonic possible world that has a concrete 
semantic materiality which we inhabit 
in listening and that we thus build 
presently from the time and space of 
our perception, and that we extend in 
negotiations to build the actualities of 
the real world (Gilmurray, 2016).

Anugerah has dedicated his work to preserving 
the cultural and social environment of 
Kalimantan. He often organizes residencies 
and workshops in the rural area, documenting 
Kalimantan’s rich culture. Fithra says, 
“The use of an acoustic ethnic instrument 
to create noise is something I have never 
experienced before” (P3.M.31.21). Gug also 
mentions during the interview, “I have not 
heard of any other Indonesian sound artist 
using an ethnic acoustic instrument for 
creating textures like noise” (P4.M.27.25).  
Anugerah mentions that he learnt  about 
reed making for Kledik in one of these 
workshops. He shows the reeds to the 
Author1, carefully pasted in a notebook 
(P1.M.36.19). Currently, he is researching in 
the rural areas of Kalimantan, and it will take 
him approximately eighteen hours to reach 
his next destination. Recently, he organized 
a residency in one of these areas where he 
documented the local artists after a series of 
workshops. During the Covid pandemic, he 
was visiting the local communities, preparing 

9 Dayak People: The non-Muslim Indigenous people of 
the islands of Borneo, most of whom traditionally lived 
along the banks of large rivers
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for the Holland Theatre festival, and kept his 
connection with the local communities alive 
through the process of creativity. He  has 
been active in the local communities since 
2012. 

“Making music is a communal endeavour. 
Music can scarcely be considered to exist 
without someone to compose it, perform 
it, and listen to it. Building artificial 
systems that can assist humans in 
creating music, or even better, that can 
try to produce music on their own, should 
aim to incorporate the social component” 
(Williamon et al., 2006).

Anugerah mentions during the personal 
communication (2023), that in a way, he has 
to play several overlapping roles wherein 
he has to organize, create and perform, but 
that is a condition he has to contend with. 
“We are trained to be like that, but the 
important point is how they distribute that 
knowledge and the abilities to deal with the 
problem to everyone in the environment”  
(P1.M.36.5). Anugerah enjoys the process 
of meeting people in the community and 
creating greater solidarity together. Once 
they connect, he knows that these are his 
people, and he wants to build something 
with them. It is very important to him to 
collaborate without hierarchy, not only 
with the artists but also universities or 
the government. Although he understands 
that the government does not have the 
resources or energy to think about the 
problems, their community must deal with 
the problem in their own way. “Especially 
the problems we face while working with 
the community in Kalimantan. Most of the 
process in the community is organic and 
spontaneous” (P1.M.36.9). The work is 
produced intuitively, with friends coming 
together to enjoy a process without prior 
planning. Still, he does have a tendency to 
extract something productive from these 
meetings. The most important thing is that 
he really enjoys the process of meeting local 
communities, and the intention is not just 
to extract information but to observe their 

ways of life and culture: how  they eat, how 
they take baths and swim, how they cook, 
how they sleep and wake up, for example. 
As Anugerah says, “I am understanding 
these experiences by observing, more 
than the regular ways of research in the 
research community. It is more of a learning 
experience about my roots in Kalimantan, 
and that’s why I do this” (P1.M.36.12). 
‘‘The fieldworker must spend at least a year 
in the field, use the local vernacular, live 
apart from his own kind, and above all make 
the psychological transference whereby 
‘they’ becomes ‘we.’’’ (Lam et al., 1999: 
108). Anugerah has integrated well with 
the indigenous communities, and ethically 
produced his artwork with the community 
of Balaan Tumaan Ensemble to bring the 
world’s attention to the socio-ecological 
issues of Kalimantan.

Conclusion 
‘Lawing’ is an extraordinary piece of work, 
representing drone, resonance and noise 
with a distinctive aesthetic approach. The 
tonality and innovation with drone makes 
‘Lawing’ a unique work to study in sound 
studies. Sound art is an inclusive and 
interdisciplinary approach for creating such 
work. 

As of yet, sound art is still not enjoyed 
by the middle class. However, it has been 
addressing socio-political and ecological 
issues for a significant period of time.  
Anugerah has successfully accomplished the 
focus of ‘Lawing’, that is, to point towards 
the deforestation trends in Kalimantan.

Kledik is an ethnic instrument, and it is  
beautiful to observe the ways in which it 
symbolizes the act of nature in ‘Lawing’. 
According to ethnic cultures, land is suitable 
for farming for some time, and it needs to 
rest before the next plantation. Similarly, 
Kledik can also be played for some time, 
and the instrument needs rest to warm up 
again. The instrument is definitely limited, 
but it is synchronized with the concept of 
nature in certain ways. However, The use of 



Use of drone in Indonesian sound art within the context of ‘Lawing’ put forward by Anugerah

238

technology in this artwork or sound art does 
contradict this concept of nature, and the 
Kledik, in some ways. The use of technology, 
however, is inevitable and has become a 
trend in contemporary sound art. The use of 
air compressors in ‘Lawing’ symbolizes how 
technology has affected our existence. An 
artist’s environment shapes his work, and we 
cannot ignore the fact that we are living  in 
the modern era where the use of technology 
in any artwork is very obvious. 

However, Anugerah’s work with the local 
communities in archiving the ethnic music 
of Kalimantan is an act of preservation and 
unlearning the influences of the modern era. 
It can be said that he is using his full potential 
to do whatever he can and to be righteous 
with the local ethnic communities and 
human experiences in Kalimantan through 
his artwork. The new understanding of art 
through sound art in Indonesia is intuitive and 
contemporary. Further, Anugerah’s use of an 
air compressor to bring the element of air 
in his performance demonstrates the highly 
innovative nature of his approach, as well as 
of Indonesian sound art. Through his work, 
he is transforming the traditional rhythmic 
drone into a continuous drone. Anugerah’s 
interpretation of the  Kledik represents the 
new era of Indonesian contemporary sound.  
He has created a unique sound with Kledik, 
which has led to a new sound of the drone 
itself. 

Anugerah has been involved with the Dayak 
communities in his own unique way. His 
experience of the modern world and inquiry 
into indigenous traditions have led to the 
creation of ‘Lawing’. The presence  in his 
music of the drone of the Kledik points 
towards the existence of an environmental 
crisis in Kalimantan. ‘Lawing’ creates 
awareness about the Dayak communities and 
the problems they face. The drone sounds 
of ‘Lawing’ take the listener on a journey of 
transcendence and stillness. However, every 
listener will have their own perspective 
and subjective experience, as the dynamic 
of Lawing contains a range of textures, 

colours, and resonance. The minimal and 
dynamic aspects in ‘Lawing’ bring about  a 
new innovation in the use of drones in sound 
art in Indonesia. 

‘Lawing’ reminds us that behind the sweet 
tones of Kledik, forests are suffering and 
the local Dayak people disturbed by the 
very real experience of environmental 
chaos in Kalimantan. The integration of 
traditional instruments like the Kledik into 
contemporary sound art helps preserve the 
cultural heritage of the Kalimantan ethnic 
communities. It ensures that traditional 
sounds and techniques are not lost to time. 
This combination allows for innovative 
artistic expressions that keep traditional 
music relevant in modern contexts. It 
bridges the gap between ancient cultural 
practices and contemporary artistic trends, 
creating a new form of cultural expression. 
The use of air compressors to create sound 
effects symbolizes technological impact 
on nature. The combination reflects a 
deep philosophical engagement with life, 
emphasizing the interconnectedness of 
all things. It embodies the concept that 
everything, including technology and nature, 
is part of a larger, interconnected system. 
By demonstrating the potential of combining 
tradition with innovation, these works inspire 
future generations of artists and musicians 
to explore new creative possibilities.

Recommendation for Further Studies
For further study on the use of drones in 
sound art within the context of ‘Lawing’ by 
Nursalim Yadi Anugerah and related topics 
in the field of sound art and technology in 
Indonesia, the following recommendations 
can be considered:

Impact of Technology on Sound Art; Explore 
the evolving role of technology in sound art 
practices, including the use of drones, digital 
tools, and interactive technologies, and 
how these advancements influence artistic 
expression and audience engagement. 
The impact of ambisonics on the listening 
experience of drone can be further explored
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Community Engagement in Sound Art; 
Study the collaborative processes between 
sound artists, local communities, and 
environmental activists to create sound art 
pieces that raise awareness about social and 
environmental issues in the global scenario. 
Further interviews and interactions with 
Balaan Tumaan Ensemble can be done to 
understand the social engagement by their 
community. 

Comparative Analysis with Global Sound 
Art Practices; Compare the approaches 
and techniques used by Indonesian sound 
artists with those from other nationalities 
to understand the unique characteristics 
and contributions of Indonesian sound art to 
the global artistic landscape. Sound art by 
artists like John Cage and La Monte Young 
can be observed to find the similarities and 
differences in their approaches and artistic 
practices. 

Sustainability and Sound Art; Investigate 
how Anugerah and other Indonesian sound 
artists address sustainability concerns in 
their artistic practices, including the use 
of eco-friendly materials, engagement with 
environmental themes, and promotion of 
cultural heritage conservation. 

Audience Reception and Experience; 
Explore the impact of drone sounds and 
immersive soundscapes on audience 
perception, emotional engagement, and 
sensory experiences in the context of sound 
art installations and performances. Listening 
sessions and interviews with the listeners can 
provide deeper insights into the experiential 
qualities  of ‘Lawing’. 

By delving into these areas of study, 
researchers can contribute to a deeper 
understanding of the multifaceted nature of 
‘Lawing’. There can be further research on 
the intersection of technology and culture 
in artistic expression, and the potential 
of drone-based sound art to engage with 
pressing social and environmental issues in 
innovative ways.

Recommendation for the Applicants 
This article is useful for sound artists, 
researchers exploring sound, and listeners 
with a background in drone music. 
Researchers can enhance the transparency 
and validity of their study findings, consider 
alternative methodologies to address 
potential constraints, and provide a more 
nuanced interpretation of the complexities 
and challenges inherent in studying sound 
art practices in Indonesia.

Limitations of the Study 
The limitations of the study on the use of 
drones in sound art within the context of 
‘Lawing’ by Nursalim Yadi Anugerah and 
related topics in the field of sound art and 
technology in Indonesia may include:

Scope Limitation: The study may focus on 
multiple artists or artworks, potentially 
expanding the generalizability of the 
findings to the broader sound art community 
in Indonesia.

Resource Constraints: Limited access to 
funding, equipment, or technical expertise 
may restrict the depth and breadth of the 
research, impacting the quality of data 
collection and analysis. There can be an 
ethnographic inquiry into Dayak communities 
and their relationship with the Balaan Tumaan 
Ensemble to derive more introspections into 
the case of ‘Lawing’.

Cultural Context: Challenges in fully 
capturing the cultural nuances and 
significance of drone sounds in ‘Lawing’, 
especially in relation to traditional practices 
and beliefs, due to potential language 
barriers or cultural differences.

Subjectivity: The interpretation of data, 
interviews, and observations may be 
influenced by the researcher’s subjective 
perspectives, potentially introducing 
bias into the analysis of the aesthetic and 
experiential quality of the data. There can 
be interviews with listeners or audience post 
Anugerah’s performance. 
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Ethical Considerations: Ethical dilemmas 
related to the representation of indigenous 
knowledge, community engagement, and 
the use of technology in sound art practices 
may pose challenges in maintaining ethical 
standards throughout the research process. 
Interviews with the local Dayak communities 
and their perspective on ‘Lawing’ can 
be conducted to understand the ethical 
considerations by Anugerah and in his 
artwork. 

Interdisciplinary Collaboration: Limited 
collaboration with experts from diverse 
fields such as musicology, technology, 
environmental studies, and cultural 
anthropology may constrain the holistic 
understanding of the intersection between 
sound art, technology, and culture in 
Indonesia. Further themes and sub 
themes can be explored to understand the 
interdisciplinary nature of ‘Lawing’. In some 
exhibitions, like at the Yogjakarta Biennale 
(2023), Anugerah has used the sound of 
‘Lawing’ in very different ways, presenting 
a more visually aesthetic concept with the 
sounds of Kledik through sound systems.  

Data Availability: Constraints in accessing 
relevant literature, archival materials, or 
sound recordings related to Indonesian sound 
art practices may limit the depth of historical 
analysis and contextual understanding. 
There is very limited academic literature on 
drone-based sound art in Indonesia, which 
limits the citations in the context of the 
research topic. 

By acknowledging these limitations, the 
researchers can enhance the transparency 
and validity of their study findings, consider 
alternative methodologies to address 
potential constraints, and provide a more 
nuanced interpretation of the complexities 
and challenges inherent in studying sound 
art practices in Indonesia.
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